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Artist

Francis Alys was born in 1959 in Antwerp, and now lives and works in
Mexico City. With humour, sensitivity and an acutely personal connection
to his subject matter, Francis Aljs examines the patterns of urban sites be-
fore weaving his own fables. He explores subjects such as modernism in
Latin America and border zones in areas of politic conflicts, asking about
the relevance of poetic acts. Alys recently finished a series of paintings
pointing at climate change.

Untitled

The work of Francis Alys is based on actions proposed or practiced by
the artist that unfold into videos, photographs, drawings, and paintings.
Often evoking a feeling of absurdity or unreason, his works critically
research political, social, and economic situations in contemporary life.
The installation conceived for the 32nd Sdo Paulo Biennial investigates
the notion of catastrophe. Drawings of mental schemes, phenomena and
ideas are painted on the back of three landscape paintings. The paint-
ings facing mirrored walls are set at a degree of inclination. The reflected
images of the public, and the venue, also become an integral part of the
project, which invited us to question our relationship - and the institu-
tional and urban environments in which we operate - to the different
situations and notions of catastrophe discussed by Alys.

Galerie Peter Kilchmann

www.peterkilchmann.com

IRRAFRET- R FIET Francis Alys

(&) Untitled, 2016

AEHE Oil on canvas

25.3cm X 32.3cm
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Artist

Choi Jeong Hwa (b. 1961. Lives and works in Seoul.) is an artist and de-
signer whose work moves between the disciplines of visual art, graphic
design, industrial design and architecture. His inspiration comes from
popular culture and day-to-day life. This is reflected in his choice of
media ranging from video, moulded plastic, shopping trolleys, real and
fake food, lights, wires and kitsch artifacts. Best known for his large-
scale inflatable sculptures — notably lotus blossoms — Choi’s practice
is marked by an irreverent take on cultural icons and materials that per-
meate our daily life.

Flower Chandelier

‘Flowers’ are a recurring subject in Choi’s oeuvre. As he repeatedly tells
the audience - ‘You are Flowers’ - Choi inspires us to discover and em-
brace our innate beauty ourselves as he would find the beauty and soul
in every being in life.

Arguably his most iconic series of works, Choi’s giant inflatable flowers
appeared in major exhibitions including Venice Biennale (2005), Liverpool
Biennale (2003), inaugural exhibition of Mori Art Museum (2003), Sydney
Biennale (2010), Flower Chandelier, Auckland Art Gallery Toi o Tamaki,
Auckland (2011), Mobile M+: Inflation, Hong Kong (2013), and Happy To-
gether, Museum of Contemporary Art Kiasma, Helsinki (2016). The artifi-
cial flowers repeat blooming and withering by motors and become ‘living’
flowers that are more real than the real flowers as the artist would argue
that the most artificial beings are today’s most natural beings.

Fruit Tree

Choi’s works seem playful, yet they also make strong comments about
rampant materialism, unchecked urbanization and the alienation from
nature that results from this. The artist says “| feel strange when | see a real
tree or flower. Nature as such is so rare these days that I'm actually afraid
when | encounter it. Maybe all | can deal with is an idea of nature immune
to destruction, so | make an artificial one to look at and enjoy.”

‘Fruit Tree’ is an artificial cornucopia bountiful with fake, colorful fruits of
disproportionate sizes bursting out of one tree. This inflatable sculpture
directly comments on the dichotomous relationships of what is real and
synthetic, natural and artificial, landscape and urban. This unnatural
wonder appeared in exhibitions worldwide including Megacities Asia, MFA
Boston (2016), Renaissance, Lille3000 (2015), Asia Corridor Contemporary
Art Exhibition, Nijo Castle, Kyoto (2017), and Busan Biennale (2014).

P21

p21.kr

EIEft Choi Jeong Hwa

{#£JL) Flower Chandelier,2011
fabric, motors, LED

R=FAEE Dimension variable

© Choi Jeong Hwa, courtesy of P21

& F1t ChoiJeong Hwa

(R Fruit Tree, 2014

fabric, motors,

electrical accessories, steel frame
7m (h)

© Choi Jeong Hwa, courtesy of P21
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Artist

Shezad Dawood was born in London in 1974.His works across film,
painting and sculpture to juxtapose discrete systems of image, language,
site and multiple narratives, using the editing process as a method to
explore meanings and forms between film and painting. His practice
often involves collaboration, working with groups and individuals across
different territories to physically and conceptually map far-reaching lines
of enquiry. These networks map across different geographic locations
and communities and are particularly concerned with acts of translation
and restaging.

Dawood’s work has been exhibited internationally, including the
Gwangju Biennale, South Korea (2018), Lahore Bienniale, Pakistan (2018),
Si Shang Art Museum, Beijing (2017); Mori Art Museum, Tokyo (2016); the
Museum of Modern Art, New York (2015); Taipei Biennial, Taiwan (2014);
Marrakech Biennial, Morocco (2014); MACBA, Barcelona (2014); Witte de
With, Centre for Contemporary Art, Rotterdam (2013); Modern Art Oxford
(2012); Busan Biennale, South Korea (2010); Tate Britain, London (2009);
and the 53rd Venice Biennale, Italy (2009).

Most recently, Dawood has held solo exhibitions at MOSTYN, Wales
(2018); the Rubin Museum of Art, New York, USA (2018); Palazzina Ca-
nonica and Fortuny Factory Venice, Italy (2017-18); Timothy Taylor, Lon-
don (2016); Parasol Unit, London (2014); and OCAT Xi’an, China (2014).

Leviathan Legacy Trilogy: Part 1

The work imagines what our marine environment might look like 150
years from now, and offers the opportunity to interact with this specu-
lative future through the medium and responsive technology of VR. The
themes in this new work build on Dawood’s 10-part film, Leviathan Film
Cycle (2017-), which looks at the fault lines between the marine environ-
ment, mental health and migration 20-50 years into the future.

The Leviathan Legacy Trilogy: Part 1 experience begins on a beach in
Cuba at nightfall, 150 years into the future. Exploring the beach, you un-
derstand that the economic disparity between rich and poor has widened
feels ever wider, as you see a brightly lit luxury marina with a tall wall
keeping you (the viewer) out. A mysterious voice then coaxes you into
the dark ocean and there you meet the protagonist of the story: an en-
larged Louisiana Red Swamp Crayfish (currently one of the most invasive
species in the water) with telepathic abilities. The viewer will encounter
mutant lionfish, pulsating jellyfish and coral that have survived through
human intervention and events spurred by global climate change.

Although seemingly sci-fi fiction vision, the narrative of the Leviathan
Legacy Trilogy is informed by ongoing dialogues between Dawood and
the Marine Institute at Plymouth University, the leading marine centre in
the UK. From this research-based discourse, Dawood proposes what our
future landscape might look like and some of the key issues that might
shape it, such as hybridogenesis as well as human intervention in species.

Z=ENE EF Timothy Taylor

www.timothytaylor.com

B3 X518 Shezad Dawood
(FIEIB B == 2pah: 85—&F) Leviathan Legacy Trilogy: Part 1,2018
VR
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Artist

Dickon Drury, born in 1986, lives and works in London. Recent solo exhi-
bitions include Tennis Elbow at Journal Gallery, New York; Holed Up at
Galleri Opdahl, Stavanger; /f the Sea was Whiskey at Frutta, Rome; The
Who’s Who of Whos at Koppe Astner, Glasgow; and Optics Don’t Make
Marks at Spike Island Project Space, Bristol. His work has also been
included in exhibitions at The Royal Academy, London; Josh Lilley, Lon-
don; 0-0, Los Angeles and Rogue Artist Project Space, Manchester. He
lives and works in London.

The Green Table

This new body of work by Dickon Drury depicts a fictional artist’s studio;
rendering tools, small sculptures, sketchbooks and everyday detritus.
The imagined walls are the backdrop to a myriad of objects and images
- plants and furniture from Drury’s own home find their way into the
painted studio, a photo of the medieval gate that was Drury’s first home
as a child is tacked to a wall. The other images within the paintings skip
through art history - Michelangelo to Bruegel, Magritte to Moore. We
even see a winged vase inspired by the British ceramicist Colin Pearson
on one of the shelves. Mirrors reflect fragments of the space back into the
painting, while windows and doors that are left ajar serve to connect the
interior and exterior spaces. Oscillating between fiction and illusion, Dru-
ry’s images embrace fantasy and employ narrative as vehicles to engage
the viewer and investigate the practice of painting through composition
and technique. With a seemingly obstructive frame, a seductive object
asking to be touched or a set of eyes that meet our gaze, Drury tempts
the viewer to engage with the painted surface. The impossibility of acting
on this impulse pulls a curtain on the illusion and returns us to the phys-
ical reality of oil paint on canvas. Drury emphasises the haptic quality
of his mark making to reveal a painting’s physical autobiography and
highlight its own mechanics. Motifs of disguise, concealment and illusion
set the works in a liminal space. The recurring shadows suggest both
absence and presence, while acting as characters in their own right. They
are the bridges that transition from something tangible to something
more fantastic - a parallel illusionary world that Drury invites us to enter
and to challenge.

Koppe Astner

www.koppeastner.com

J@#5-#t3k Dickon Drury

(43=F) The Green Table,2018

Oilon Flax

200 cm X 150 cm

© The Artist and Koppe Astner, Glasgow
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Artist

Sam Falls (b. 1984) lives and works in Los Angeles. Institutional solo ex-
hibitions include: ‘Nature is the new Minimalism’, Museo d’Arte Moderna
e Contemporanea di Trento e Rovereto, Italy(2018), Hammer Project:
Sam Falls, Hammer Museum, Los Angels, CA (2018),September Spring,
The Kitchen, New York, USA (2015); Ballroom Marfa, Marfa, Texas, USA
(2015); Fondazione Giuliani, Rome, Italy (2015); Zabludowicz Collection,
London, United Kingdom (2014); Sam Falls: Light over Time, Public Art
Fund, Brooklyn, New York, USA (2014); Pomona College Museum of Art,
Pomona, California, USA (2014); LA><ART, Los Angeles, USA (2013). Falls’
work is included in important museum collections, including: Los Ange-
les County Museum of Art, Los Angeles; Museum of Contemporary Art
Los Angeles, Los Angeles; The Institute of Contemporary Art, Boston; The
Albright Knox, Buffalo, New York; Zabludowicz Collection, London.

Pacific Ocean (Leo Carrillo, CA, G)

I apply the algae on the canvas and | leave the water and pigment to
create the work. The idea about this work is to explain the technique. My
practice does not appear on the canvas. | am open to any interpretations
and responses from the fruitor to the work. This was the core principle
of the Minimalism.

The artist calls these works rain painting. These paintings, like analog-
ical pictures, give the impression of something that had been sticked
to the canvas. To make these works Falls, like it was explained above,
place their support on the ground, he covers them with leaves, flowers
and branches, and then with coloured pigments. Water and light allow
the colours to distribute around the absorbing plant elements. These
elements often create fluorescent and always colorful and suggestive
abstractions.

The matrix of these rain painting realized in Leo Carillo, near Los Ange-
les, are big algae found by Falls himself while immersing in the Pacific.
The end result of these artworks have been made by the saltiness, wind,
rain, sun and most of all humidity. This is a process that Falls repeat dif-
ferent times, giving the canvases a surreal three-dimensionality.

#EBE S} - B8R T EEF Galleria Franco Noero

www.franconoero.com

LI48-#E7 Sam Falls

(&K% (Leo Carrillo, CA, G)) Pacific Ocean (Leo Carrillo, CA, G),2018
75 pigmenton canvas

228.6cm X 513.1cm

© The Artist and Galleria Franco Noero
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Artist

Joyce Ho’s work often makes use of the everyday fragments and careful
observations of unintentional “movements” to manifest the strained
relationship between people and reality, along with a sense of aloof dis-
tance. Consequently, her work creates an absurd atmosphere around the
most ordinary objects through the viewer’s gaze. Such contrast makes
it easier for the viewer to enter the alienated space the artist constructs
and to look at these daily objects in detail, while consciously contem-
plating how these objects connect with the fragments of everyday life.

Balancing Act

A crib of dreams from childhood and a fence erected for safe space. Two
seemingly irrelevant symbols are broken down and seamlessly recom-
bined into an object of fantasy. The meaning symbols have on modern
society therefore continues to swing between ironic fantasy and reality.

TKG’

www.tinakenggallery.com

A% Joyce Ho

(FEF=2) Balancing Act,2018
TEEMIEZR Painted stainless steel
240cm X 176 cm X 60 cm
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Artist

Liu Jianhua was born in 1962 in Ji'an, Jiangxi Province. After graduation
from Fine Art of Sculpture major, he started his own experimental practic-
es within a contemporary context. As an artist who keeps exploring new
directions of his art, Liu Jianhua mainly used porcelain as the material
to create works in his early practices. Porcelain is such a unique mate-
rial that looks hard but intrinsically fragile. Through such character, Liu
Jianhua creates a metaphor for people’s obsession with and anxiety on
material, which reveals the spiritual characteristic of modern society.
With his further exploration, Liu Jianhua has switched to mixed materials
in recent years. Liu Jianhua’s works have been exhibited in the main
exhibition ‘Viva Arte Viva’ of the 57th Venice Biennale, the 17th Biennale
of Sydney, the 3rd Nanjing Triennial, the 2nd Moscow Biennale of Con-
temporary Art, the 1st Singapore Biennale, the 6th Shanghai Biennale,
the 50th Biennale di Venezia China Pavilion and his works are collected by
institutions including Tate Modern, London; The Victoria and Albert Muse-
um, London; Museum of Modern Art, New York; Art Gallery of New South
Wales, Sydney; The Asian Art Museum, San Francisco; Kawara Museum,
Tokyo; Solomon R. Guggenheim Museum, New York; Queensland Art Gal-
lery, Brisbane, etc. The artist now lives and works in Shanghai, China.

Stele -Liu Jianhua

I've been thinking about making art with glass since 2003 with the inten-
tion to explore new possibilities in contemporary art, the uniqueness of
the material and how its intrinsic characteristics correspond to concep-
tual ideas.

| started the production of Stele, an experimental work, in 2015. Now
there still exists certain possibilities that the work could be presented
with other materials, which requests further examination. Glass is explic-
it and clear-cut. A Stele always stands in our hearts, and its monumen-
tality and solemnness are taken for granted. What I've been experiencing
through the formation of idea and the production of this work coincides
with the confusion and conflicts we face in everyday life. Emotions and
feelings never betray us, and the contradictions surface with no attempt
to hide. What we haven’t and will never achieve intellectually is the bal-
ance within the contradictions.

Transformation of materiality, projection of internal accumulation of
power, the transparent glass and impurities within, lucidity and ambi-
guity, the smoothness and the texture of the surface, the essence of the
interior that remains opaque, paradoxes intrinsic to the nature of the
material, the flickering scarlet red - these are exactly what we are experi-
encing today.

I transform motions and forms in nature and express the transformation,
and a distant, objective perspective on life with my personal artistic lan-
guage, hoping to elicit different interpretations, emotions and thoughts
among the audience.

This piece received great support from Shanghai Museum of Glass. |
express my gratitude.

(M= ER Pace Gallery

www.pacegallery.com

XELE Liu Jianhua

(t&) Stele,2018

IRIE. BReF4E. B Glass, carbon fibre and steel
350cm X 75¢cm X 60 cm

O XRETIEE © Courtesy of Liu Jianhua Studio
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Artist

Tatsuo Miyajima is one of Japan’s foremost sculptors and installation
artists. Employing contemporary materials such as electric circuits, vid-
eo, and computers, Miyajima’s supremely technological works have cen-
tred on his use of digital light-emitting diode (LED) counters, or ‘gadgets’
as he calls them, since the late 1980s. These numbers, flashing in contin-
ual and repetitious - though not necessarily sequential - cycles from 1
to 9, represent the journey from life to death, the finality of which is sym-
bolized by ‘0" or the zero point, which consequently never appears in his
work. This theory derives partially from humanist ideas, the teachings of
Buddhism, as well as from his core artistic concepts: ‘Keep Changing’,
‘Connect with All’, and ‘Goes on Forever’. Miyajima’s LED numerals have
been presented in grids, towers, complex integrated groupings or cir-
cuits and as simple digital counters, but are all aligned with his interests
in continuity, connection and eternity, as well as with the flow and span
of time and space. ‘Time connects everything’, says Miyajima. ‘| want
people to think about the universe and the human spirit.”

Count Down Dialogue - Tatsuo Miyajima

Do ‘time’ and ‘space’ exist individually?

If so, where do “humans” exist within time and space?

This proposition is a constant mystery that relates to the origin of the
universe and the birth of humans.

In this work, neon numbers from 9 to 1 count down in turn in their re-
spective location.

There is no zero and, instead, the space becomes dark for that moment.
The countdown of numbers indicate ‘time’ and the circulation of life.
The ‘space’ where the work is installed becomes visible when lit up by
the neon.

In addition, the ‘space’ itself transforms every second by the glow of the
numbers counting down.

That is to say, ‘time’ and ‘space’ are closely related.

Humans exist within them, as well as being strongly connected to them.

In this way, ‘time’, ‘space’ and ‘life’ are in an inseparable relationship,
responding to the ‘lives’ of viewers, while constantly changing their
appearances.

EZHEF Lisson Gallery

lissongallery.com

EHIAH Tatsuo Miyajima

(EIFFR) Count Down Dialogue, 2018

27 EEATIT (3 BE) 27 Neon Lights (studio image)
RAIZ dimension variable

© ERIAH Tatsuo Miyajima
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Takashi Murakami
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(ZRE - RE®)
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Artist

Takashi Murakami was born in 1962 in Tokyo, and received his BFA, MFA
and PhD from the Tokyo University of the Arts (formerly the Tokyo Na-
tional University of Fine Arts and Music). He founded the Hiropon factory
in Tokyo in 1996, which later evolved into Kaikai Kiki, an art production
and art management corporation. In addition to the production and
marketing of Murakami’s art and related work, Kaikai Kiki functions as a
supportive environment for the fostering of emerging artists. Murakami
is also a curator, a cultural entrepreneur, and a critical observer of con-
temporary Japanese society.

Dragon In Clouds - Indigo Blue

Cloud-and-dragon paintings, known as Unrydzu, were also key refer-
ences for Soga Shohaku, an eighteenth century Japanese artist whose
eccentric and daring visual inventiveness has been a great inspiration
for Murakami. In Dragon in Clouds - Indigo Blue, frenetic swirls surround
the dragon’s pupils and combine with its flared nostrils and serpentine
whiskers to create visual turbulence. The scale of Murakami’s paintings
underscores the psychological intensity required to create an image that
provoked strong reactions when it was first placed in a Japanese temple
centuries ago. In his distinctive “Superflat” style, Murakami situates him-
self within the legacy of bold and lively individualism in a manner that is
entirely his own and of his time.

S H¥FEE Gagosian

www.gagosian.com

#f EB& Takashi Murakami

(=B - §RIEB) Dragon In Clouds - Indigo Blue, 2010

W32/, @6, A4 Acrylic on canvas mounted on board

143 X 708 5/8 inches; 363.2 cm X 1799.9 cm

© 2010 Takashi Murakami/Kaikai Kiki Co., Ltd. All Rights Reserved
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Julian Opie
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XEEMIREIRENGZF, RASREZBELIMIT. 2R,
BUOSHEREH. BEBEARGRONE— I —VE IS,
BRI B RS ENARILE, RO RIBIFRERREEM]
SETRMT, TRE MEMRRSREE .

Artist

With public commissions from Seoul to New York, Luxembourg to Zurich
and an uninterrupted flow of large museum exhibitions internationally,
the work of Julian Opie is known throughout the world. Opie’s distinc-
tive formal language is instantly recognisable and reflects his artistic
preoccupation with the idea of representation, and the means by which
images are perceived and understood.

“Everything you see is a trick of the light.” Opie writes. “Light bouncing
into your eye, light casting shadows, creating depth, shapes, colours.
Turn off the light and it’s all gone. We use vision as a means of survival
and it’s essential to take it for granted in order to function, but aware-
ness allows us to look at looking and by extension look at ourselves and
be aware of our presence. Drawing, drawing out the way that process
feels and works brings the awareness into the present and into the real
world, the exterior world.”

Always exploring different techniques both cutting edge and ancient,
Opie plays with ways of seeing through reinterpreting the vocabulary of
everyday life; his reductive style evokes both a visual and spatial experi-
ence of the world around us. Taking influence from classical portraiture,
Egyptian hieroglyphs and Japanese woodblock prints, as well as public
signage, information boards and traffic signs, the artist connects the clean
visual language of modern life, with the fundamentals of art history.

Bobby. , Natalie. - Julian Opie

| try to push the exhibition out of the exhibiting galleries and onto the
street. | don't like my pictures to be defined and structured as art within
a gallery. I want to come out to the doorway and meet the audience. In
fact, | like to send my own designed invite cards and animated email
invitations so that | meet the audience before they even come. Art is one
of the few public confrontations that remain one to one and, although |
don’t meet the audience personally, | want to put the artworks directly
in their path without explanation or definition.

KA Z-BIE Julian Opie

Bobby., 2016

384 _£&F Auto paint on aluminium

228.5cm X 100cm X 36 cm

© BRARZARS Kukje BIERIRH © Courtesy of artist and Kukje Gallery

Kukje EEF Kukje Gallery

www.kukjegallery.com

HF% - BIE Julian Opie

Natalie., 2016

$84R £ Auto painton aluminium

218.8cm X 104.8cm X 36 cm

© BFHZARS Kukje BIERH © Courtesy of artist and Kukje Gallery
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José Patricio
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MmE®E. MZEAER, XEREI T —FEERN. EFRINEMNE
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IS EARBECFREARS RN, thileaF. A
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AR U5 €4F: Museu Nacional da Republica (BFEF L, BF,
2018) (HK Projects (B K &I TR, EBERZARE, FEH,
2012) . Pinacoteca do Estado de S&o Paulo (2 7 , 2008) . Museo
Nacional Centro de Arte Reina Sofia (& & 2, 7 ¥ 5f , 2007) «
Museum of Modern Art (Z1R% , B8, 2005). 5/ \BHR RIS ER (&5
& ,2004) . =8 Mercosul WFE (FESEHE, B, 2001) « £
T+ EERINERE (BFA, 1994) ., HIERW T LR ZRE
#2 (B3 J£E) . Pinacoteca do Estado de Sdo Paulo (E7E) .
Museu Nacional de Belas Artes (B4 A A, BFF) . Itad Cultural

(Z®R%, B) . Gilberto Chateaubriand Collection, Museum of
Modern Art (BN~ , BFE) SHMEUE,

€280 ZKIEFHE)

FRIT EN, ZXRKIEBHRERELIHERSR, HtBITAMEAR
REARTFXMIR. ZKEBEPEERIINEIEZR, BRERE
BXFRERRSNEBERORATIZZ . AL, XMERaaT
HEMBIMEEEKRINXR, XPRKXRIERSKIEBENKS
FitEo
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XLEEBRBIEHT, FEE FHm EREMIER b, A, AR
ZA (concrete art) AR SR, ZARARBHKIBREHEHE
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B bR RE I RIB I I 4 RS EFL R F I B, BZARRER
WENBAERNWEZS FIRNIEZ Eo (X Gerardo Mosqueira)

Artist

José Patricio was born in 1960 in Recife, where he lives and works. The
foundations of the works by José Patricio lay in logical numerical com-
binations to create a visual experience. He is best known for his floor
installation Ars combinatoria (1999), composed of several domino piece
sets. When viewed from afar, the pattern assumes an almost painterly,
tonal, overall appearance which contrasts with the graphics of each indi-
vidual domino piece.

Employing various materials, such as dice, buttons and nails, the artist
removes the traditional usage of these materials and reassembles them
in a new order that results in unexpected formal compositions. Influ-
enced by the geometric and concrete art movements in Brazil, his works
emphasize the fragile relation between order and the possibility of its
dissolution, suggesting that even the most rigid mathematical formula
has the potential of containing its own expressivity.

Exhibitions include: Museu Nacional da RepUblica, Brasilia, Brazil, 2018;
HK Projects Curated by Yuko Hasegawa, Hong Kong International Art
Fair, China, 2012; Pinacoteca do Estado de Sdo Paulo, Brazil, 2008; Mu-
seo Nacional Centro de Arte Reina Sofia, Madrid, Spain, 2007; Museum
of Modern Art, Sdo Paulo, Brazil, 2005; 8th Havana Biennial, Cuba, 2004;
Il Mercosul Biennial, Porto Alegre, Brazil, 2001; 22a Sdo Paulo Biennial,
Brazil, 1994. Institutional Collections include: Fondation Cartier Collec-
tion, Paris, France; Pinacoteca do Estado de S&do Paulo, Brazil;Museu
Nacional de Belas Artes, Rio de Janeiro, Brazil; Ital Cultural, Sdo Paulo,
Brazil; Gilberto Chateaubriand Collection, Museum of Modern Art, Rio de
Janeiro, Brazil.

280 Dominoes

Dominoes are based on disarrangement. When a game is over, the piec-
es that have been putin order are turned over on the table and mixed at
random. After this arbitrary disorder the new game starts. The dominoes
must be ordered again according to each pair of players and based on
the specific tiles each one got by chance.

Patricio’s domino installations have a formal and constructive aspect, as
well as a conceptual one. He creates beautiful, unusual and suggestive
compositions with optical effects, making use of the configurations cre-
ated by the dots on the tiles, by their different colors and materials and
by their serial structure. They are displayed as loose pieces, neither fixed
to the floor nor placed on any kind of support. However, in the purest
tradition of concrete art, the structures are defined by a fixed mathe-
matical formula previously established by the artist, who directs the
arrangement of all his works. The installation changes at each show as
a result of certain formal choices that can be made by those who install
the piece, but the rule transcends this element of chance. (Written by
Gerardo Mosqueira)

Nara Roesler Gallery

www.nararoesler.art

A2 - M4 RFEE José Patricio

(280 ZAHKIEBRE) 280 Dominoes, 2000
7840 IRZKIEERE 7840 domino pieces
312cm X 312cm
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Lawrence weiner
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FOHT- E40 Lawrence Weiner
Em7AERE, 1968/1969 Statement of Intent, 1968/1969

(TELEFRYZAL)
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AT A DISTANCE TO THE FOREGROUND

Lawrence Weiner is an American artist and an integral figure of the Con-
ceptual Art movement of the 1960s. Best known for his text-based work,
Weiner creates subversive installations that alter an existing space or en-
vironment. Weiner’s structures have defined his art as ‘the relationship
of human beings to objects and objects to objects in relation to human
beings’. Taking this as a cornerstone of his practice, Weiner’s body of
work has at its core a fundamental questioning of the conventions of
objecthood in relation to the producer and its viewer. In West Bund Art
& Design 2018, the artist will install the work on the exterior wall of the
West Bund Art Center building, facing the plaza.

Marian Goodman Gallery

www.mariangoodman.com

“WITHIN A REALM OF DISTANCE: Lawrence Weiner at Blenheim Palace,” Blenheim Art Foundation, Woodstock, U.K. 2015.
Photo: Hugo Glendinning. © 2018 Lawrence Weiner / ARS New York.
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Cerith Wyn Evans
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{Neon Form (after Noh))

KREFAMNBEXEERY TR BXHNOEPEEEEER.
MR SEHTITREEE @ B S A A SR N E R A A HIEME R TR
771, FEE—E T AR, (Neon Form (after Noh)) 2—4HH
BHEAMBEBRAERIRNEEREE, (FRdERkEBRERIES
RV BN, LRI LR ET B B P HI S 1TREA T
2B,

Artist

Cerith Wyn Evans was born in 1958 in Wales, now lives and works in Lon-
don and Norfolk, England.His artistic practice focuses on the translation
of abstract concepts into aesthetic concrete forms, consequently ques-
tioning the mechanisms of perception. His body of works meddle with
the complexity of language, as a constantly evolving source of communi-
cation through its lexical ambiguities and wordplays. The artist’s diverse
use of excerpts from literary, poetic, or philosophical works can take on
the function of a “found object”. His combinations and re-arrangements
of literary texts transferred onto objects and images, offer a labyrinthine
web of references and reflections.

Numerous international museums have devoted monographic exhibi-
tions to Evans’'work, including the Museo Tamayo in Mexico City earlier
this year, the Tate Britain and the Haus Konstruktiv in Zurich in 2017; the
Museion Bolzano in 2015; the Serpentine Sackler Gallery in London in
2014; the MUSAC in Leon in 2008; the Musée d’Art Moderne de la Ville
de Paris in 2006; the Institute of Contemporary Art in London and the
Centre Georges Pompidou in Paris in 2004; the Massachusetts Institute
of Technology (MIT) and the Museum of Fine Arts in Boston in 2004.
Evans also participated in Documenta 11 in 2002 and was the first artist
to represent Wales at the Venice Biennale in 2003. More recently, he was
featured in the Venice Biennale and Skulptur Projekte 2017, MUnster,
and the Lyon Biennale.

His works are part of the permanent collections of international institu-
tions such as the Museum of Modern Art (MoMA) in New York; the Tate
Modern in London; the Centre Georges Pompidou; the Fondation Louis
Vuitton; and the Musée d’Art Moderne de la Ville de Paris.

Neon Form (after Noh)

Light, through its form and significance also has a major role in Cerith
Wyn Evans’artistic production. His neon sculptures solicit the visitor’s
attention via a sophisticated system revolving around luminosity and
sound vibrations, offering a synesthesia like experience. Neon Form (after
Nah) are hanging installations made of delicate and intricate fluorescent
white tubes. Its title refers to the formalized movements of traditional
Japanese Noh Theater. The converging serpentine lines mirror the transi-
tions of various theatrical sequences of movements and ways of walking.

Marian Goodman Gallery

www.mariangoodman.com

Cerith Wyn Evans

Neon Form (After Noh), 2018

Setof 4 neons

Approximately 2 X 2 X 2 meters (each) Edition of 3+2 AP (each)
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Artist

Zhang Enli was born in Jilin province in 1965. He graduated from Wuxi
Technical University, Arts and Design Institute in 1989 and is currently
living in Shanghai.

For ZHANG Enli, painting itself is a vital activity, no matter his brushes
are featuring human activities or illustrating daily objects. As a painter
who depicts the world in the perspective of daily life, ZHANG devotes
same attention and passion into every single bucket, wardrobe and in-
dividual. All the involved presentation is not only a re-presentation but
an expression as well. Regarding the painting skills, a specific texture
and volume of a single object or a group could be sensed through the
transformation and conversion of lines and dimensions. In terms of his
space painting installations, what does matter is that he breaks all the
conventions of the installation art today. Instead of placing single object
together to create a so-called installation, ZHANG focuses on the instal-
lation art which speaks an artistic language of painting.

Green pipe ~Zhang Enli

I always want to do some simple paintings with a most primitive method.
No more explanation is needed.

ENRME R ShanghART Gallery

www.shanghartgallery.com

3 BA Zhang Enli
(BBEF) Green pipe, 2018
FREEE Oilon canvas
300cm X 800cm
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