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EEZE > TERE - RABANEREEIAERREZRA - &6 BEAT  EBHRMAENERN
#8f& o "Emerald City ; 2 K11 Art Foundation (KAF) & RITTEERBMEERE Ho 2 MNEE
ERREPEMHASHPEMNER » FREE 16 - MENGBSERES 39 MHER - REZEA
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BENE > KAF EBERBFNEGMNEMEEEE  REAZERLRE  BFEEFHE MoMA PS1 &
EMT .com/.any o LUK 2016 FFEE BRI R 28, T HACK SPACE | » BRIhEBE ARG &t A A EM
R VAR Y ARELET 2 FRVEEE - MERSEER—NEE P REMRER FREE - FER -
ESHBMREBN IEERED S HEEREMEZEEN " Emerald City, ° KAF [AIZREFEM
FNBERRE  BRARBRAIZHNEPRUSEREBMIRAENFE R BMOMALHSENRIFEMRS
BAERARTRERRERR—=MERRE

TEmerald City s R7R Y KAF BRERBHERIFATE AR - BREHER B - HMBEEMI LS
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BfF - URBAUAFERMH—ELURNSS - B REFRMBMRUSHINERA - ENEEHSBEN
TR e

Lie within the space formed by lines and shapes are endless possibilities. From naturally-occurring
points, lines, and surfaces to man-made architectural spaces, geometry is ubiguitous, spurring our
imagination about the world. Amid the hype of the imminent return of Art Basel to Hong Kong,
K11 Art Foundation (KAF) presents Emerald City, a group exhibition showcasing 39 pieces of works
including paintings, videos, sculptures, and site-specific installations by artists from China and other
parts of the world. The exhibition dissects the intricate relationship between humankind and the
cosmos from multiple perspectives, encouraging viewers to break away from the confines of their
deep-set beliefs to make room for the reinterpretation of abstract and tactile spaces. Being caught
in the current of globalisation is a head-spinning, indescribable experience. The exhibition serves

as an attempt to, based on the participating artists’ observations, put together a set of geometric
vocabulary suited to the needs of this time and age—a vocabulary that will provide an instrument
for us to decipher our being in the world.

The enlightening moment of geometry lies in the new possibilities of reaching beyond existing
limits in the process of collecting the scattered pieces and reorganising them into coherence.

This is also the belief that KAF has been upholding since it was founded in 2010. We make
promoting Chinese contemporary art our mission, providing emerging Chinese artists with the
opportunities to create new works, hold exhibitions, and exchange ideas, enabling them to
engage in dialogues in pluralistic, multi-lingual settings with artists and curators from different
regions and countries. We also encourage artists to remain sharp and mindful of their own cultural
identities in order to showcase the richness and depth of Chinese contemporary art to the world.
In the past eight years, KAF has presented numerous large-scale exhibitions in collaboration with
internationally reputable art institutions and organisations, including .com/.cn, co-presented with
MoMA PS1 last year, and HACK SPACE, jointly presented by KAF and the Serpentine Galleries in
2016. The exhibitions have successfully connected artists from China and other parts of the world,
engaging the general public in understanding contemporary art. We are honoured to have the
opportunity to serve as the intermediary between artists from China and the international art scene
and organise Emerald City as artists and art practitioners meet in Hong Kong to participate in Art
Basel. KAF has always valued the professional developments of artists; to that end, we comissioned
some of the participating artists to create new works in the hope that they would have the chance
to further their research and exploration, and bring to the public a refreshing contemporary vision.

Emerald City demonstrates KAF's grounded research efforts and puts in practice the cultural
perspective that spans across generations. We are convinced that art has the potential of serving
as a thinking tool for everyone. It is our hope that our effort will expand the discussion on the
academic level, enhance the public’s capability of art appreciation, and provide an instrument

with which the public can contemplate about their own lives and society at large. We would like
to extend our heartfelt thanks to the participating artists, who have worked closely with the KAF
team. Our gratitude also goes to our partners for their unfailing support. We hope that the exhibits
will allow you to reinterpret the ever-changing world from a brand new angle.

R Adrian Cheng
K11 Art Foundation RIS A R BB EE
Founder and Honorary Chairman of K11 Art Foundation
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1. Peter Sloterdijk, In the World Interior of
Capital, trans. Wieland Hoban (Cambridge:
Polity Press, 2013), 30.

2. Michel Serres, Hermes: Literature, Science,
Philosophy, ed. Josué V. Harari and David F.
Bell (Baltimore: Johns Hopkins University Press,
1982), 125.

3. Serres, 126.
4. Paul Virilio, “Big Optics,” in On Justifying

the Hypothetical Nature of Art and the Non-

Identicality Within the Object World, ed.
Peter Weibel, trans. J. Crary and S. Kwinter
(Cologne: Galerie Tanja Grunert, 1992),
82-93.
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EMERALD CITY

Geometric demarcation of space is central to our perception

of the world. Since the birth of Greek mathematician Euclid’s
Elements, geometry has been one of the greatest tools with
which we make sense of all spatial being on earth (‘geo’). As

a branch of mathematics, it has also provided a basis for other
fields of study, such as quantum mechanics, which describes
the nature and behaviour of matter and energy at the smallest
possible dimensions. In 2013, physicists Nima Arkani-Hamed
and Jaroslav Trnka discovered ‘amplituhedron’—an immaterial
geometric shape resembling a multi-dimensional and multi-
faceted gem—as they attempted to simplify the calculation of
interaction between particles. In Emerald City, geometry is not
the non-Euclidean space-time of gravitational fields that Einstein
called a ‘'mollusk’, nor is it a simple description of the standard
three dimensions. While beginning with the relationships
expressed in Euclidean geometry—examples include lines,
surfaces, symmetry, parallelism, angles, the interior and the
exterior—the exhibition is about the breakdown of geometry’s
standard rules as a metaphor for dealing with difference
through its sub-concepts including ‘a world in a world’, ‘sea as
negativity’, ‘the geometricized outside’, ‘groundedness’, ‘the
finish of Euclidean box’, ‘functional asymmetry’, and parallax
and de-framing’. Globalisation has narrowed the spaces in
which cultural differences can exist. German philosopher Peter
Sloterdijk holds that globalisation ‘reduces all local particularities
to two denominators: money and geometry’'. Examining the
role of geometry as a universal spatial language that is believed
to have transgressed historical and geographical bounds, the
exhibition seeks to shed light on the possibility of cultural
coexistence amid globalisation and renew the discussion about
the past, present and future.

Translation is inevitable in order for Greek geometry, which was
established more than two thousand years ago, to become a
universal spatial language. Geometric axioms are abstracted
from nature to form spatial rules for humans to take over the

1. Peter Sloterdijk, In the World Interior of
Capital, trans. Wieland Hoban (Cambridge:
Polity Press, 2013), 30.

2. Michel Serres, Hermes: Literature, Science,
Philosophy, ed. Josué V. Harari and David F.
Bell (Baltimore: Johns Hopkins University Press,
1982), 125.

3. Serres, 126.

role as a creator who can (re)design the world. They are

a spell for the instantaneous evocation of transformation—for
the measurement, depiction, and construction of a universal
spatial order. Greek geometry has been involved in a process of
translation, between Egyptian hieroglyphics and Greek letters. In
1607, when Xu Guanggqi, the late Ming scholar and high-ranking
court official, and Matteo Ricci, the missionary, published their
Chinese translation of Euclid’s Elements, they challenged the
ancient Chinese conception of mathematics, which was based
on the inductive method described in Nine Chapters on the
Mathematical Art. French philosopher Michel Serres regarded
the Greek conception of geometry as a knowledge about two
systems of writing; there was the transition from ‘mathematical
corpus’ to ‘doxography’, and from ‘language reputed to

be natural and its alphabetical notations’ to ‘the systematic
language of numbers, measures, axiom and formal arguments'.
Serres described the fundamentals of translation with

a diagram: two diagonal lines run through a square, the ends
of one line representing the speakers, and the ends of the other
representing noise and code. For biking speakers, noise is an
anti-feature to be excluded in the coding process entailed in the
formation of the new language (the translation)’. The abstract
ideal of both geometry and translation is ‘transparency’—
faithfulness, or fidelity, devoid of noise or chaos. Of course, this
is only an ideal—or an illusion.

Geometry relies on semblance—it penetrates all things through
its axioms and the wavelength of the logic that ensues,

thereby reducing the world to commensurate measurability.
Mathematician Thales measured the height of the Great Pyramid
by measuring its shadow with a small stick. If the pyramids are
the manifestation of Ra’s rays, we can say that Thales pierced
the spatial structure with the light of reason, like the first rays of
sunbeam passing through a transparent gem without diffusion.
There remains a gulf between modern optics and ancient Greek
or Egyptian science, and there have been changes in the sources
of light: from natural light (sunlight), which humans have relied
on to keep track of days, to artificial light. There has also been

a shift in how the appearance happens, from the refraction of
light through the transparent atmosphere to telecommunication.

11 EMERALD CITY



In telecommunication, images are transmitted via signals at the
speed of light, reaching far beyond the vanishing point of a
geometric perspective. The implication of the geometry of light
rays is the physical human finitude in perceiving the world, as
reflected in the concepts of horizon. Italian philosopher Paul
Virilio referred the viewpoints based on geometric perspective
to as ‘small optics’, reserving ‘big optics’ for the extensions

of the traditional linear perspective in the light of television

and computer screens, which open up an intermittent void

that connects other time-spaces and extends human vision
through appearance transformed by telecommunication®.The
sources of light have changed over the centuries, but the idea
of transparency has remained—the visible world is scorched by
it. Geometry is like a window: one looks through its glass, yet
one’s visual perception is at the same time restricted by its frame,
just like the fierce sun of midsummer drives away the gloom of
opacity it opposes even as it corrodes the very shape of things.
In L. Frank Baum's The Wonderful Wizard of Oz, Emerald City is
a utopia so brilliant and glorious that its inhabitants must wear a
pair of green spectacles.

Given this geometric foundation, one may assume that

the exhibition contains copious geometric shapes, grids, or
diagrams. They do appear, as in Liu Chuang’s Segmented
Landscape, which is characterised by two rhombuses and

the traditional Chinese auspicious fangsheng pattern. Zhou
Siwei’s Images Carrier 02 deconstructs found internet images
into geometric forms—the artist printed these images out
and reassembled them into a delicate paper sculpture, which
was then recaptured as a photograph. The exhibition tries to
avoid ‘overly geometric” artworks, albeit to no avail, since the
rules of geometry are omnipresent—like water in water—

in everything from painting stretchers to projector throw
distances to pedestal surface areas. The works featured in this
exhibition are more concerned with the ‘residues’ that are not
easily simplified, systematised, or unified in a single knowledge
system, such as geometry. Composer lannis Xenakis used
cellular automata (a discrete model formed by grids of cells)
to build scales like a sieve: the remainder is, left behind by the
grid, the opaque difference.

4. Paul Virilio, “Big Optics,” in On Justifying
the Hypothetical Nature of Art and the Non-
Identicality Within the Object World, ed.
Peter Weibel, trans. J. Crary and S. Kwinter
(Cologne: Galerie Tanja Grunert, 1992),
82-93.

Nik Kosmas's colourful sculpture Stall Bars, titled after the stall
bars originated in the 19" century, is no different from any
playground equipment (which is a product of the urban planning
ideology that children’s physical and mental development

is essential to public health). For Kosmas, who has recently
devoted himself to the fitness industry, the subtle asymmetries
of the human body can be extended to the asymmetries of
social structures. Ajay Kurian's work, Tall Toys, No Noise (Fear),

is a pair of dark cuboids that resemble wardrobes at first

glance. Punctuated by orange LED lights around a transparent
surface where chains are suspended, this work reminds us of an
important principle of geometric space: the continuum. Based
on the popular animated film Inside Out, in which emotions

are reconceptualised as managers in a corporate headquarters,
Tall Toys, No Noise (Fear) centres on the character Fear, the
purple, personified emotion. It represents the role of functional
fear in the delicate process of child development; it conceals
terror which is irrational and cannot be reduced to caution, like
the opaque area in Kurian's sculpture. Japanese multimedia
performance group Dumb Type, formed in 1984, exhibits the
soundtrack to their live stage work at this exhibition. Their name
implies the fact that language does not appear in their work. Their
stage design relies on geometric frames in a style reminiscent of
Robert Wilson, while the accompaniment stands out: although
geometry allows for the calculation of architectural acoustics,
geometric principle applies on acoustics but not sound itself
which roams the stage like a shadow beyond the frame.

One of the goals of geometry is to establish a world within the
world. Shen Xin’s Record of Rites describes a Chinese developer’s
failed attempt to reconstruct the Crystal Palace through the
perspective of a banquet guest. The Crystal Palace was built
specifically for the Great Exhibition of 1851, the first world's

fair, intended to showcase Britain’s achievements in industrial
revolution. The design of the huge glass-and-iron structure of
the Crystal Palace was based on the shape and size of the largest
plate glass available at the time. The impressive use of glass

was conceived to celebrate the superiority of an empire and its
colonies. Multinational corporations have long since replaced
the regime of empire in controlling the means of production;

13 EMERALD CITY



the attempt to re-create the imperial ideal of modernist gaze
through transparent glass can only be sheer folly. Between the
1960s and 1970s, Carl F. Cheng created numerous installations
resembling large household appliances such as microwave ovens
in his Los Angeles studio. Closed circuit ecological systems were
created in these installations, an example being Erosion Machine
No.2, which is on view at Emerald City. The small window in this
work allows us to observe the weathering of sedimentary rocks,
as if we are sneaking a glimpse at a masked shaman imitating
natural phenomena in animistic dance rituals.

Geometry is an oft-ignored, transparent part of our reality, but
sometimes, in the midst of a paradigm shift, it reveals itself like
a bolt of lightning. In the 1980s and 1990s, television audiences
witnessed important events around the world, including the

fall of the Berlin Wall. Mass media ushered in the age of virtual
geography, allowing us to conceive the world as a unified
whole. In China, these decades were marked by a resurgence
of cultural forms, including literature and art; many writers

and artists reflected on China’s new role in the world. Others
turned to symbols of rationality, including geometric shapes—
as in the works that curator Gao Minglu described as ‘rational
paintings’ —to confront the overemphasis of scars and affect

in art forms after the collapse of ideological systems. For Shu
Qun, it is the hexagon that appears repeatedly; for Wang
Guangyi, it was the red grid, segmenting and completing the
cold composition. During the same period of time, New York
witnessed the emergence of Neo-Geo (short for Neo-Geometric
Conceptualism), a movement associated with artists including
Ashley Bickerton, Jeff Koons, and Peter Halley (who stated that
Neo-Geo stood for the geometrisation of modern life). Their
works share in common the use of boxes and cubes. For example,
in Koons's works, we see basketballs and vacuum cleaners in
transparent boxes. Artworks that explore consumerism, along
with Donald Judd’s minimalist boxes, bring to mind the shift
between ontological states that occurs before and after the
unboxing of consumer products, from the concept of consuming
to a tool ready-at-hand. These works were the beginning of the
research that made Emerald City an attempt to create fissures for
the opaque concealed by transparent tool-being of geometry.

Venus Lau
Curator of Emerald City
Artistic Director of K11 Art Foundation
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ASHLEY BICKERTON

1959 FAREELH
BHREREFERTE
Born in Barbados in 1959
Lives and works in Bali

BITRPANEBBETESS

i Steven Robert &

Portrait of the Artist at The FLAG Art
Foundation by Steven Robert

Ashley Bickerton ;& 1980 FERER N ARAI AR AR EMT Rz — -
MERFNAFERASMEMBAEE  BREEFEMTEL
FIZRZR © 1993 4F - Bickerton BN RG SRS - BHREL—
BEESNEREERSEMAR - (FAA A HEESIEETFENLE -
LER > MPAF—ERRFEYYEENER ) BBREMEN
STERM N T B BNRER IS EMAENRR - W52
ERABMEBNEE -

Bickerton FiT MBI A B BAE AR A MRS T E S & (2017 ) 8217 ©
HE R INE B 7 "Brand New: Art and Commodity in the 1980s |
(MHERSYEFBBIEE - &I > 2016) 1 "Human Interest:
Portraits from the Whitney's Collection | ( B4 /2 B EATEMEE -
A - 2016 ) SHUE o

Ashley Bickerton belonged to a group of artists known as Neo-
Geo, which emerged in New York during the 1980s. Central to
his work at the time was his abstract and geometric exploration
of consumerism and industrialisation. As he left New York

for Bali in 1993, his work began to take on a distinct hyper-
realistic figurativism that parodied the Western fantasy of
tropical island life. That said, his investigation of materiality has
remained a major thread throughout his practice. Often blurring
the boundaries between media, genre, and subject, Bickerton
challenges the parameters of art making, and questions the
value and significance of the art object itself.

Bickerton’s most recent solo show took place at The FLAG Art
Foundation, New York (2017). Group exhibitions featuring his
work include Brand New: Art and Commodity in the 1980s at the
Hirshhorn Museum and Sculpture Garden, Washington (2016),
and Human Interest: Portraits from the Whitney’s Collection at the
Whitney Museum of American Art, New York (2016).

Ashley Bickerton

{Wall-Wall (The Black Mud Bubble...))
2017

SEPCIR LM ~ B AR 2BF
1P

180 X 120 X 21 [EX
ISHEITRRARK / EHBILAEER

5 ¢ Elisabeth Bernstein

Ashley Bickerton

Wall-Wall (The Black Mud Bubble...)

2017

Qil, acrylic, enamel, metal flake and resin on
plywood with aluminium

180 X 120 X 21 cm

Courtesy of the Artist and Lehmann Maupin,
New York and Hong Kong

Photo: Elisabeth Bernstein

Ashley Bickerton #y " Wall-Wall ) 8 RFIEE T B RN EMNEAIKERPESEHFFNOATIR » DI
ITFEAMNKRREENBMARRK B TREAMIME  BHH T T8 KBEHIEEE © Bickerton
BIE 1980 FRFRANEERE  BERE . ENMEE2ATMNREENE —LEXRIRNEE -
B ELCMYERANEREPMRBIER  th—ERREELENRERN  ERRMNEER
B B APEFNEELS o 75 (Wall-Wall (The Black Mud Bubble...)) &7 > Bickerton & A¥E A BB RIT
hEANENER L SLBRELRGIENEERL  BHERER LT —BAETHNXT R
IR MR R RS BRI ESEE - Bickerton B9 " Floater ; RFBIF R G EHIEEFHAEE
A SIEMEMERET BRI KEZ L S ABIREIAE FAERIE - DIRARZEFRIFRERM o (Seascape:
Floating Ocean Chunk No.1) Fim BT BEEARA G SFAR AN — B8 £ S IEE - B " Susie | 1Z5E
Bickerton MIEZAIMEIE: - FABMZEMEM(LVIRR °

Ashley Bickerton's Wall-Wall paintings aesthetically and conceptually merge his hard-edged Neo-
Geo panels with his more recent expressionist and kitschy style to question the nature of ‘painting’.
He began experimenting with this form of ‘wall painting’ in the 1980s when he saw some
garishly coloured walls in Acapulco, Mexico, and abstracted them from their original contexts.
For him, walls can be continually recontextualised as they are installed upon other walls. In Wall-
Wall (The Black Mud Bubble...), he lays artificial stones over colourful patterns that resemble out-
of-focus pictures of a beach. It is also incorporated with a short, irrelevant paragraph, for the
artist enjoys creating ambiguous connections between form and content. For his Floater series,
Bickerton explores painting as both an aesthetic and a utilitarian object. Designed to float on
water, the series reminds viewers of message bottles sent out into the ocean and time capsules
sent into space. In Seascape: Floating Ocean Chunk No.1, the spotted turquoise plane resembles
an aerial view of the ocean. The ‘Susie’ logo, which is a signature of Bickerton, is a metaphor for
commodification of art.
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DORA BUDOR

1984 ARG #H7H
TR ETE R T

Born in Zagreb in 1984
Lives and works in New York
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T ENEERBIEYE « ARAR - BARENESS - BE
BREERBNENE TERHRERAFTEMEYE > MR
BRAIREMEBMREBREDOE - tINERTZNENEM
MWEFR - HHMEFRE 2017 RFEAKERRNL Art Encounters 2017
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Dora Budor explores the intertwining narratives of mainstream
cinema and architectural structures in ever-evolving
environments. Integrating re-appropriated screen-used cinema
props into her installations, sculptures, and staged settings, she
has given these objects a second life in a new context outside
that of the cinematic arena.

Budor has exhibited widely in America and Europe. Her solo
exhibitions have taken place at, among others, the Swiss
Institute and Ramiken Crucible in New York. Recently, she

took part in institutional group exhibitions at the Louisiana
Museum of Modern Art, Humlebaek; Palais de Tokyo, Paris; the
Whitney Museum of American Art, New York; David Roberts Art
Foundation, London; Museum of Contemporary Art Belgrade;
Kunsthalle Fridericianum, Kassel; and Kunstlerhaus, Halle fur
Kunst & Medien, Graz. Her works were also featured in the 9"
Berlin Biennale, the Vienna Biennale 2017, and Art Encounters
2017, Timisoara. Budor was awarded the Emerging Art Grant by
Rema Hort Mann Foundation, New York, in 2014. Additionally,
she has participated in panel discussions at Judd Foundation,
New York; Art Basel Miami; and the Whitney Museum of
American Art, New York.
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2015
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Dora Budor

Slow Ticking of the Callous Mind

2015

Screen-used miniature rooftop from Batman
Returns (1992), steel armature, epoxy clay,
diseased latex prosthetics, acrylic polymer with
pigment suspension, SFX and weathering,
paint, assorted metal hardware

100 X 118 X 82 cm

Courtesy of The Chu Collection, the Artist,
and New Galerie, Paris in collaboration with
Noirmontartproduction
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Film-making necessitates the manipulation of spectators’ perception and sense of space. Miniature
models are used to simulate their referents in the real world; perspective techniques and editing
strategies are employed to create the illusion of three-dimensional space on the flat silver screen.
Considering the representation of physical and affective experiences within the ideological subtexts
of mainstream cinema, Dora Budor has recently created a number of works that involve the
re-appropriation of architectural miniatures used in the production of science fiction cityscapes
from the last era of analogue prop making in Hollywood films. The main structure of Slow Ticking
of the Callous Mind is one of the rooftops that appeared in the skyline of Gotham City in Batman
Returns (1992). When being captured on camera, the architectural model was placed on different
planes of action and scaled up using actors’ bodies as referents. Through Budor’s artistic rendering,
the model has become a hybrid of architectural heating infrastructure and blood circulation system.
Its fictional histories are complicated as it is endowed with a cyborg quality. Viewers are invited to
re-examine the sensory experiences that cinematic illusions stimulate and to reflect on their spatial
relations with the object, seen from the eye of the camera and the human eye.
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NINA CANELL

1979 FERERS

B AMAEER T
Born in Véxj6 in 1979
Lives and works in Berlin

Nina Canell FABAfEERR FIHT -
£ Robin Watkins #&

Nina Canell in Minneapolis,
photographed by Robin Watkins

Nina Canell B2 B ASRMEY —HHEE - EEIMFINEFEE R E
EEEBENBERTRFEE R BRFE T BE—F - —HL
K gEIRESZ Canell RUFFRAATHRIITR — BN RES A
B REEEERNYRE o

Canell 3 RN ZEE LM ELEIHEARE - BIFMAA The Artist’s
Institute ~ BFEFHEFABEYE - EREB U ENEZEGEMN
i~ BTRERESREMNE  AWEEBHIEEME - FERAR
R AEFEPIBYENHREEEEMRO - RSB EGREHT
Fe -~ EENAYEEERNERE - MNFRBEANRREMN
B s ERERE - BEARSEERERBIPOLNMHER
BITERRREY o

Nina Canell once made a sculpture for ten people that caused
the electricity in their homes to go out simultaneously and
unannounced once every month for a year. Energy in its many
forms has been an integral preoccupation of Canell’s work since
the beginning, especially as a connector between bodies in space.

Canell has had recent solo exhibitions at The Artist’s Institute,
New York; Museo Tamayo, Mexico City; Arko Art Center, Seoul;
Moderna Museet, Stockholm; Hamburger Bahnhof Museum
fUr Gegenwart, Berlin; Kunsthalle Fridericianum, Kassel; and
Camden Arts Centre, London. Her group exhibitions include the
Venice, Sydney, Lyon, and Liverpool biennales; her works were
also featured in, among others, exhibitions at The Museum of
Modern Art, New York; Palais de Tokyo, Paris; Witte de With
Center for Contemporary Art, Rotterdam; and the Institute of
Contemporary Arts, London.
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Nina Canell

Brief Syllable (Lossless)

2016

High voltage subterranean cable, acrylic,
concrete

111 X 16.5 X 16.5cm

Courtesy of the Artist, Daniel Marzona, Berlin
and Barbara Wien Galerie, Berlin
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For Nina Canell, there is no mediation that is lossless. An output is never about the pure
transmission of a source but the distance it has travelled, as well as the things it has come in
contact with and bounced with or off in the process. Canell utilises conductors, carriers, or willing
hosts of information, and her recent body of work is made up of truncated subterranean electricity
and communication cables. In Brief Syllable (Lossless), for example, a truncated high voltage
cable is encased in a transparent acrylic cube mounted on a concrete plinth. Far from ending in
themselves, the cables in Canell’s sculptures connect, distribute, and compress. Not only do they
shorten and erase geographical distances or boundaries, but they also ramify, even though they
are infrastructural segments. Each cable is a symbolic relic of the invisible distance we only ever
travel immaterially—'symbolic’ in so far as the distance is but a part of a measurable but virtually
unimaginable condition that separates and connects every one of us.
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OSCAR CHAN YIK LONG
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Born in Hong Kong in 1988
Lives and works in Hong Kong
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Oscar Chan Yik Long graduated from the Academy of Visual Arts
at Hong Kong Baptist University in 2011. His works span a range
of media, including installation, ceramics and illustration, and
are often inseparable from the sites in which they are exhibited.
His practice focuses on his personal experiences, through which
he further explores the conditions of life, and examines the ways
individuals associate themselves with others and society.

Chan’s recent solo exhibitions include Soliquid at Things that

can happen, Hong Kong (2017), and The Devil, Probably at
Observation Society, Guangzhou (2015). He has also participated
in group exhibitions such as Mountain Sites: Views of Laoshan

at Sifang Art Museum, Nanjing (2016); Stars and Monsters at
Neptune, Hong Kong (2016); A Journal of the Plague Year at
Kadist Art Foundation and The Lab, both in San Francisco (2015),
and Para Site, Hong Kong (2013); as well as we all sleep alone at
Platform China, Hong Kong (2013).
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Oscar Chan Yik Long

Since All Is Void Il

2018

Acrylic and enamel on wood
Dimensions variable

Commissioned by K11 Art Foundation
Courtesy of the Artist
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Oscar Chan Yik Long lives with angst and fear. Still, he never shuns the company of negative
energies, which he regards as his muse. Hidden in the ordinary bathroom tiles at his home are
the fiends and demons Chan imagines, ridden with mystical energy. Since All Is Void Il takes up
a corner of the exhibition space. At first glance, the painted quadrilateral planks of wood are
deceptively similar to ordinary bathroom tiles, the usual veins and vessels running through the
surface; yet, in fact, every stroke on the wooden surface manifests the fiends and demons in
abstract forms, corresponding to the ghostly, oppressive anxiety that Chan feels in his bathroom.
As unknowns impregnate the exhibition space, the artist's personal feelings are transformed into
a spatial experience. The fiends and demons in the artwork all seem to struggle against their own
shapes and symbols, revealing to us that our fantasy and obsession over the real and the unreal,
solids and voids are merely products of our hearts. Perhaps all is but illusion.

25 EMERALD CITY



CHEN ZHOU B
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Born in Zhejiang in 1987
Lives and works in Shanghai
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Chen Zhou, who graduated from the China Central Academy

of Fine Arts in 2009, works primarily in video installation and
painting. The artist's experimentation with the meanings of
signs, and of fragmented narratives is a hallmark of his work; his
penchant for tinting the video frames with a colour of his choice,
as a metaphor or symbol, allows for the superimposing of visual
flatness and motionlessness on his moving images, which reveal
the conflicts inherent in social forces and the humdrum of
everyday life.

Chen’s recent exhibitions include Cold Night at the Ullens Center
for Contemporary Art, Beijing (2017); After Us at the chi K11 art
museum, Shanghai (2017); and the 2™ Asian Film and Video Art
Forum at the National Museum of Modern and Contemporary
Art, Seoul (2017). His first feature film, Life Imitation (2017),
received the New:Vision Award at the CPH:DOX Film Festival
(2017) and the Asian Perspective Award at the 9" DMZ Korean
International Documentary Film Festival. It was also included in
the Official Selection of the 61* BFI London Film Festival.
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Chen Zhou

We Are Still Trying to Get Around That Wall
Even in Dreams

2017

Hahnemdhle archival inkjet print mounted on
aluminium board

86 X 120 cm

Courtesy of the Artist
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To name is to kill, to begin the process of sealing the coffin and forming conclusions. Prior to
naming, freedom and uncertainty reign the space; death is the doorway to this very same space.
Death does not merely mark the end of a life; it is also the omnipresent, pressing needs to name.
It is a wall that encloses cognition, with a mysterious chamber standing where the wall ends.

Blue is a space much more than it is a hue, reaching beyond the concept of colour. Blue is
expandable as a space, stretching beyond the horizon, boundless and vacant. The two works that
Chen Zhou presents at Emerald City are characterised by the imagery of death. The arrangement
of texts in You Can Not Name It creates the illusion that the space is filled with tombstones.

A mother leads a child through a semi-transparent wall in We Are Still Trying to Get Around That
Wall Even in Dreams, as if they are about to cross River Styx. Holbein’s signature anamorphic skull,
which appears in both works, symbolises the illusionary quality of death. Both works confront us
with a question: does death, or naming, actually exist?

27 EMERALD CITY



CARL F. CHENG
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Born in San Francisco in 1942
Lives and works in Santa Monica
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Carl Cheng graduated with a BA in Art and Design from the
University of California Los Angeles (UCLA) in 1963, after
which he studied at the Folkwang School of Art in Essen for a
year. In 1965, he returned to UCLA for his MFA in Sculpture.
Cheng is known for his ‘nature machines’, which are, as he
said, designed to ‘model nature, its processes and effects

for a future environment that may be completely made by
humans’. These nature machines, produced under the auspices
of Cheng’s corporation John Doe Co., push the boundaries of
post-minimalism, and break open the assumptions of systems
art. Cheng was featured in Photography into Sculpture, Peter
Bunnell’s landmark 1970 exhibition at The Museum of Modern
Art (MoMA), New York. More recently, his work was showcased
at institutional exhibitions such as Under the Big Black Sun:
California Art 1974-1981 at the Museum of Contemporary Art,
Los Angeles (2013).
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Carl F. Cheng

Erosion Machine No. 2

1969

Acrylic plastic, wood, glass aquarium,
LED lighting, florescent black light lamp

and fixture, water pump, nozzle,

witm metal racks, electrical switches and an
assortment of human-made erosion rocks.
Plant growth in base.
30.5 X 55.9 X 20.3 cm
Courtesy of the Artist and Philip Martin Gallery
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The six portable installations by Carl Cheng on view at Emerald City were created between 1967
and 1970. Four of them are what the artist describes as ‘nature machines’. Erosion Machine

No.2 and Erosion Machine No.4 are both fluorescent yellow microwave-sized boxes containing
handmade and off-the-shelf materials. Meant to mimic nature, these boxes allow viewers to
witness the erosion process of sedimentary rocks. Specimen Viewer No.2 and Specimen Viewer
No.4, fashioned from blue acrylic plastic, are art tool sculptures intended for close examination of
organic specimens. By compressing nature into portable boxes, the artist challenges the definition
of the eco-system the Anthropocene. The other two works are moulded plastic and photographic
sculptural film pieces included in MoMA's 1970 exhibition Photography into Sculpture. Executed a
year before Cheng graduated from UCLA, V.H. critiques the treatment of America’s veterans during
the early years of the Vietnam War. Car Wreck Sculpture—Red comments, in part, on America’s
fascination with driving and experiencing nature through the window of a moving vehicle. These
transparent devices not only merge the organic nature of social history with artistic engineering
but also make reference to early photography devices such as the stereoscope.
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Based in Kyoto
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Dumb Type was founded in 1984 by a group of students from
the Kyoto City University of Arts who were frustrated at not
being allowed to take any subjects outside their majors. They
shared an aspiration to create something new by departing from
conventions, and eventually they established a creative style that
overcame the boundaries between theatre, dance, and visual
art. The word ‘dumb’ is meant to be a cynical antithesis to ‘high
art’ and represents the freedom of artistic expression that the
collective enjoys. Dumb Type's creative practice spans a range of
media and formats, including exhibition, performance, audio-
visual work, and publication.

Dumb Type’s recent exhibitions include DUMB TYPE: ACTIONS +
REFLEXIONS at Centre Pompidou-Metz (2018); Reenacting
History Collective Actions and Everyday Gestures at the National
Museum of Modern and Contemporary Art, Seoul (2017); and
Re: Quest—Japanese Contemporary Art since the 1970s at the
Seoul National University Museum of Art (2013).
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Peter Halley graduated from Yale University in 1975 and received
his MFA from University of New Orleans in 1978. Returning to
New York in 1980, he began to make paintings that employed
the language of geometric abstraction to examine the role

of geometry as a technique for social control in the built
environment. His work and that of his colleagues was given

the tongue-in-cheek title ‘Neo-Geo’. During the 1980s, Halley,
influenced by French Post-Structuralist thinkers such as Jean
Baudrillard, Guy Débord, and Michel Foucault, also published
essays on social space in an increasingly technological society. In
the years since, Halley has continued to employ the same concise
visual lexicon, allowing his work to evolve within these tightly
controlled syntactical limits.

Halley has exhibited widely around the world. One-person
shows of his work were recently held in the United States at
the Santa Barbara Museum of Art (2015); and in Europe at
Schrin Kunsthalle Frankfurt (2016) and Musée d’'Art Moderne et
Contemporain de Saint-Etienne Métropole (2014).
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For this exhibition, Peter Halley has created a new digitally-printed wall installation, composed of
an unrelenting grid of prison-forms with barred windows. The varying scale of these rectangular
forms, with their thick black outlines and bright saturated colour, animates the walls of the
entrance hall, yielding a surface that pushes forward and back, belying the flat plane of the

wall beneath. Since the 1990s, Peter Halley has been a pioneer in employing digital printing to
create wall mural installations. Digital printing has allowed him to create floor-to-ceiling, intensely
coloured images in a scale sufficient to cover the walls of entire rooms, enabling him to transform
the architectural setting in which the works are exhibited.
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Born in Minneapolis in 1985
Lives and works in Berlin
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Nik Kosmas, formerly a member of the artist collective AIDS-
3D, which he founded with Daniel Keller in 2006, has recently
devoted himself to fitness, the business of tea, fashion and
furniture design, and writing. His practice has reoriented itself
towards activities and languages that are more relevant to daily
life, his works becoming more ordinary but more realistic. His
latest works are hybrid, multi-coloured structures that—like
pieces of aestheticised exercise equipment, or stall bars, to be
exact—occupy the intersection between art and the everyday.
Usable and highly versatile, these structures are to be activated
by the intuition and creativity of users, who are free to explore
ways in which to interact with them. Blending his wide-ranging
interests into his art, Kosmas has become a mediator between
disciplines, a designer who unleashes the transformative social
potential of objects and structures.
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Nik Kosmas

Stall Bars

2018

Steel rig

250 X 120 X 8 cm

Commissioned by K11 Art Foundation
Courtesy of the Artist
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Stall Bars is part of an ongoing series of metal structures by Nik Kosmas, who is fascinated by

the open form and multi-functionality of stall bars, which, originated in the 19" century, has
remained one of the most popular pieces of strength and stretching exercise equipment. Kosmas's
solid and aesthetically pleasing metal structures can be used not only for exercises—they can
function as, for example, playground climbers and towel racks. Stall Bars draws inspiration from
the concept of ‘functional asymmetry’, which describes the differences in the functioning of the
cerebral hemispheres in regulating and coordinating autonomic, motor and other functions of the
human body. Perfect symmetry is almost impossible; most human movements are asymmetric in
terms of function, an expression of stability versus power. While encouraging visitors to explore
the relationship between their bodies and the interactive installation, Kosmas hopes to invite
rumination about the potential energies of other asymmetric structures, including political ones.
Reminiscent of Bauhaus aesthetics, the work also demonstrates the harmony between the function
of an object and its design. Besides, the use of geometric forms and vibrant colours allow for more
sculptural volume and visual delights in the work.
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AJAY KURIAN

1984 AR EFIHIEE
BRAERMEERIE
Born in Baltimore in 1984
Lives and works in Brooklyn

WE

Ajay Kurian }2 2006 FE S @tk m K2R BB MR B h 242
Ao MAIERBERBEBERRITXENERE  ZHEESHER
HNEETED  KARERTH  BREEHRLBEIZSHR
B 753 o Kurian BIE 2 @ 5 B ER - BIFEMRES K CAPRI~
B2 B% 5 H7 White Flag Projects ~ & 5 #E Artspeak » = B Jhaveri
Contemporary » LR 449 Audio Visual Arts o fif9/E IR G 1T % 8
BMEEEBETRLE  BEMNANNEREEREMSYE
MoMA PS1 FIEE S » DI BB EZ w S8R « B EREM
BYENRERFEBRAMEPIEYE o MNIERES EALHE
B - W B4 Aishti EE 2

Ajay Kurian received his BA in Visual Arts and Art History

from Columbia University in 2006. Exploring the structures of
education and popular culture, his work questions how concepts
such as religion, heritage, and optimism are disseminated

in today’s complex American society. Kurian has had solo
exhibitions at CAPRI, Dusseldorf; White Flag Projects, St. Louis;
Artspeak, Vancouver; Jhaveri Contemporary, Mumbai; and
Audio Visual Arts, New York. His work was featured in group
exhibitions at the Whitney Museum of American Art, MOMA
PS1, and Governor’s Island, all in New York; @regaard Museum,
Hellerup; the Contemporary Art Museum of Raleigh; and
Kunsthalle Fridericianum, Kassel. His work is included in public
collections such as the Aishti Foundation Collection, Beirut.
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{Tall Toys, No Noise (Fear))

2016
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Ajay Kurian

Tall Toys, No Noise (Fear)

2016

Plexiglas, plastic chain, epoxy clay, hardware,
brass wire, brass wool, various stones, LED
lights, wood, paint

Each tower: 167.6 X 40.6 X 40.6 cm
Courtesy of the Artist and 47 Canal, New York
Photo: Joerg Lohse
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Ajay Kurian’s Tall Toys, No Noise (Fear) was initially inspired by the Pixar animated film Inside Out.
In the head of an 11-year-old girl named Riley there reside five personified emotions—Joy, Sadness,
Anger, Fear, and Disgust. Tall Toys, No Noise (Fear) represents the fear that children feel when they
face competition. The core of the cuboid sculptures in this work is the bureaucratic order that has
conguered not only the mind of the worker but the mind of the worker to come—the child. In the
film, the five emotions demonstrate how they are nothing more than normalising, policing agents
within the child so that they all become productive members of society. This representation sums
up the cumulative effects of the endlessly growing industry devoted to children. Parents want the
best for their kids, the best opportunities, the best schools, giving them an edge for competition.
What they are competing for remains unclear, but it is almost certainly true that the stress on the
child is beginning to meet that on the adult. Through competition, children are slowly normalised,
being treated as the paperwork they will soon become.
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LIU CHUANG 285

1978 SR
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Born in Hubei in 1978

Lives and works in Shanghai
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Liu Chuang graduated from the Hubei Institute of Fine Arts

in 2001. He produces work that integrates social intervention
with institutional critique to examine immediate social realities.
Working across disciplines including video, installation,
architecture, and performance, Liu uses banal readymades
and intervention techniques with a subtle sensibility and an
awareness of absurdity.

Liu’s recent solo exhibitions include Segmented Landscape

at the K11 art village, Wuhan (2015); Untitled (The Dancing
Partner) at Kunsthall Stavanger (2014); Love Story at Salon 94,
94, New York (2014); and Liu Chuang: Works #16-21 at LEO
XU PROJECTS, Shanghai (2012). His work has been exhibited
extensively in China and other countries, at group exhibitions
including Tutorials—Moving Images and a User’s Guide from
China at the Pino Pascali Foundation Museum, Polignano a Mare
(2016); Bentu, Chinese Artists in a Time of Turbulence and
Transformation at Fondation Louis Vuitton, Paris (2016); the 66™
Berlin International Film Festival; and the 10™ Shanghai Biennale.
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Liu Chuang

Segmented Landscape

2015

Video, rear projection screen, projector, wire
Dimensions variable

Edition 1 of 5

Courtesy of the K11 Kollection
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Segmented Landscape examines the aesthetic qualities and functions of windows as a central
feature of the architecture erected in China between the early 1980s and the late 1990s. As the
country was undergoing huge transformations following the introduction of the opening policy and
economic reforms, social housing was beginning to be replaced by private properties. Set against
the backdrop of the proliferation of danyuanlou, or “unit flats’, which were particularly common in
Beijing, the work reflects the materialistic pursuits and mentality in the transition period.

The visual motif in this work is the decorative, anti-burglary iron bars that people fit on the windows
and balconies of their flats. In the videos, natural light spreads across the pieces of cloth hung behind
the grilles, whose diamond-shaped design is reminiscent of the auspicious Chinese fangsheng
decoration, creating gracefully shifting patterns. By restoring the traditional aesthetic qualities of
fangsheng, Liu Chuang highlights the ambiguity around the function of the iron bars as security
devices. When the videos are projected onto the overhead screens, the viewing space framed by the
light from the projector constitutes both a continuous reality and a discontinuous illusion. Looking
up, viewers wonder if they are no longer off-screen spectators but a part of the work.
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ANDREW LUK BE5BR
1988 FAREKE
BWEBEERIME

Born in Summit in 1988
Lives and works in Hong Kong

ALEXIS MAILLES

1978 FA KRR &R

BB SRR A TR R TAF

Born in La Rochelle in 1978

Lives and works between France and East Asia

PETER NELSON

1984 FARERE
FREBEERTIE

Born in Sydney in 1984

Lives and works in Hong Kong
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Andrew Luk studied Fine Art and European History at the New
England School of Art & Design at Suffolk University in Boston.
The artist, known for his exhibition practice in sculpture and
installation, specialises in the history and memory embedded in
detritus materials from the urban environment. He has exhibited
in Hong Kong, Boston, Seattle, and Gwangju.

ZER > Alexis Mailles —EE N T BESARE XMy - BIEHES
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Alexis Mailles has worked in digital and analogue technologies
for years, producing hybrid art installations that make references
to Arte Povera and cyberpunk aesthetics. He taught at Ecole
Nationale Supérieure des Beaux-Arts de Paris, and has exhibited
widely in Taiwan, Paris, and Shanghai.

Peter Nelson IR BRI T KRB EMlT MR T 2B M - B
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Peter Nelson studied fine art at the University of New South
Wales. He is currently a doctoral researcher at the School of
Creative Media at the City University of Hong Kong, specialising
in art historical landscape research and computer game studies.
Nelson works in drawing, 3D graphics, and interactive digital
media. He was previously featured in exhibitions held at the
National Palace Museum, Taipei, and the Art Museum at Sichuan
Fine Arts Institute, Chongging.
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Andrew Luk, Alexis Mailles, Peter Nelson
Autosave: Redoubt

2017

Computer game installation,

networked computers, customised
site-specific installation

Infinite duration

Courtesy of the Artists
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Developed by the three artists on the servers of Counter-Strike: Global Offensive, a popular

online multiplayer first-person shooter game (FPS), Autosave: Redoubt is a scale reconstruction—
a playable FPS map—of the bunker network along the Gin Drinkers’ Line, a British military
defensive system used against the Japanese in the Battle of Hong Kong, one of the first
conflagrations of the Pacific War. The artists undertook extensive archival research and multiple
site visits and then collaborated with surveyors and historians from the Faculty of Architecture at
the University of Hong Kong. Geographical survey data was reconstructed using the computer
game editor, and the artists designed a light and sound environment that negotiated the historical
context of the site with a spatial experience adapted to the interactivity of the game. The artists’
re-creation of the bunker network explores how computer games transform the historical legacy
of physical sites, and how the first-person shooter perspective combined with the off-screen
experience of being a player at a keyboard within an exhibition creates an entirely different way of
representing the history of place.
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Mountain River Jump! is an artist duo founded by identical twin
sisters Huang Shan and Huang He, who were born in 1985. The
two collaborate as a group while working independently on
their own solo projects. They are fearless in discussing subjects
that can only be talked about behind closed doors, such as
samsara, astrology, card divination, ghost stories, and mythology.
They have broad interests in the ancient and the modern, and
attempt to apply ‘cultural psychoanalysis’, at both the linguistic
and visual levels, to their study of the reality of the present.
They also examine mainstream and official discourses through
their research of folklore. Their artistic practices cover a range
of formats, including static visual works, moving images, sound,
lectures, workshops, and divination behaviours.

Recent projects of Mountain River Jump! were presented at
Idealism in the East at West Bund Art & Design, Shanghai (2017);
Crossing Border | Border Crossing—International Festival of
Intermedia at Cattle Depot Artist Village, Hong Kong (2017); and
REALITY CHECK at SLEEPCENTER, New York (2017).
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Mountain River Jump!

After Three Hundred Years (still)

2018

Video installation

A series of 3 videos, each 6 mins 20 secs
Commissioned by K11 Art Foundation
Courtesy of the Artist
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Astrology relies on meticulous geometric calculation and close observation of the movements
and relative positions of celestial objects to divine counsel about the present and prophesies
about the future. Mountain River Jump! attempts to extract a specific moment from the infinite
timeline of the galaxy and the universe. Viewers who consult the video installation After Three
Hundred Years will each get a random hint that indicates a direction of life. The starry sky,
orientations, human thoughts, and behaviours momentarily converge into a unity. While people
use divination for secular guidance about the present moment, After Three Hundred Years points
to the time and space beyond imagination. ‘Future’ does not necessarily mean advancement;

it could also be regression.
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Born in La Paila in 1986

Lives and works in various locations
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Oscar Murillo earned his BA in Fine Arts at the University of
Westminster in London in 2007 and his MA at the Royal College
of Art, also in London, in 2012. He has been keen on exploring
painting as installation, engaging directly with the geographical,
historical, and economic contexts of different localities.

Murillo’s solo exhibitions were previously presented at, among
others, Haus der Kunst, Munich (2017-18); CAPC Musée d'Art
Contemporain de Bordeaux (2017); Jeu de Paume, Paris (2017);
YARAT Contemporary Art Space, Baku (2016-17); Museo de Arte
de la Universidad Nacional de Colombia, Bogota (2015); Centro
Cultural Daoiz y Velarde, Madrid (2015); and Performa 15, New
York. He has also participated in numerous international group
exhibitions and biennials, including A Poet*hical Wager at the
Museum of Contemporary Art Cleveland (2017), Jerusalem
Lives at the Palestinian Museum (2017), Sharjah Biennial 13,
Marrakech Biennale 6, and the 56" Venice Biennale.
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Oscar Murillo

collected amalgam

2015-2016

Latex on linen, corn flour

245 X 70 cm

Courtesy of the Artist, Isabella Bortolozzi
Galerie, Berlin and David Zwirner, New York,
London and Hong Kong

© H Trumble
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collected amalgam exemplifies Oscar Murillo’s ongoing experimentation with transforming
paintings into immersive spaces which viewers can physically enter. It is a continuation of the
large-scale, site-specific installations that the artist previously created by suspending masses of
canvas smeared with ivory black oil paint from the ceiling of the exhibition site, an example being
signalling devices in now bastard territory (2015), which was exhibited at the 56" Venice Biennale.
This experimental form of expression allows him to, while drawing on his personal experience,
connect himself with histories and societies and imbue his works with political resonance. While
many of Murillo’s previous works may have been symbolically associated with flags, collected
amalgam makes a direct link between painting and the corporeal. Pieces of latex-covered linen are
sewn together in irregular shapes to form a large, amorphous surface. Hanging from an industrial
weighing scale, the creased, flesh-toned linen uncannily resembles an animal hide.
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Born in Chengdu in 1990

Lives and works in London and Amsterdam
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Shen Xin graduated from LASALLE College of the Arts in
Singapore in 2012 before she went on to earn her MFA from
the Slade School of Fine Art in London in 2014. Through images
and events, Shen explores emotions, value judgements and
ethics that circulate through individual and collective subjects.
Her recent solo exhibitions include half-sung, half spoken at
Serpentine Galleries, London (2017); Strongholds at Lychee One,
London (2017); At Home at Surplus Space, Wuhan (2016); and
Shoulders of Giants at Senate House, London (2015). Her work
was featured in group exhibitions at the New Museum Triennial
(2018); The New Normal at the Ullens Center for Contemporary
Art, Beijing (2017); and Frontier at the OCT Contemporary Art
Terminal Shanghai (2017). Shen was awarded the BALTIC Artists’
Award in 2017. She will take part in the 2018-19 artist-in-
residence programme offered by Rijksakademie van Beeldende
Kunsten, Amsterdam.
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Records of Rite (still)
2014

Digital video

16 mins

Courtesy of the Artist
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Shen Xin's Records of Rite evolves around the proposal by Chinese billionaire Ni Zhaoxing and
Zhongrong Holdings Group to rebuild the Crystal Palace in 2013. Narrated from the perspective of
a Chinese girl invited to a Christmas dinner in Norway, this essayistic film raises questions about the
distinctiveness and uncertainties of histories and cultures with the dubbing in of Shen’s own voice,
and with the interweaving of old footage and new renderings of the Palace into the background
image. Following the then London mayor Boris Johnson’s introduction to Ni's project against

a choreography of the guest-host exchange described in the Confucian Book of Rites, Shen’s
statement ‘Time is mixed up by the relationships people have. Experience and knowledge keep
reaching each other. | celebrate the unknown, and kept quiet when it comes to the unknown’
pinpoints the paradoxical mistranslation of the new and old, of the east and the west, and of

the cultural-specific and the universal. A series of multi-dimensional discussions about social life,
networking, and compromising are initiated.
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Courtesy of NANZUKA
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Keiichi Tanaami graduated from Musashino Art University, Tokyo.
He has been active in the fields of graphic design, illustration,
film, and fine art since the 1960s, never heeding the boundaries
of mediums or genres but instead continuing to aggressively
traverse them through his unique practice. Tanaami is known
for his highly fantastical works that blend his dreams, memories,
hallucinations, and childhood experiences with pop culture
iconography.

Tanaami’s recent solo exhibitions include LAND OF MIRRORS

at Gary Tatintsian Gallery, Moscow (2017), and Amulet of the
Tapir at NANZUKA, Tokyo (2017). He has also participated

in numerous group exhibitions, including Ambiguously

Yours: Gender in Hong Kong Popular Culture at M+ Pavilion,
Hong Kong (2017); International Pop, a large-scale pop art
retrospective first presented at Walker Art Center, Minneapolis,
and later at the Dallas Museum of Art and the Philadelphia
Museum of Art (2015-16); as well as The World Goes Pop at
Tate Modern, London (2015).
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Keiichi Tanaami

The House in Ascension_A

1986

86.5 X 455 X 14 cm

Wood, lacquer

Courtesy of the Artist and NANZUKA
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Six of Keiichi Tanaami’s wooden sculptures are presented at Emerald City. While his childhood
memory of playing with wooden building blocks led to his fascination with experimenting with
the material wood, his life experiences in the early 1980s inspired the themes and motifs that have
since recurred in his work. His visit to China in 1980 convinced him that Chinese and Japanese
gardens were concerned with modelling nature, and he eventually developed an interest in
representing the vast cosmos within the context of a condensed nature. Miniature garden-like
sculptural forms, along with other motifs such as elephants and naked women, are moulded from
wood, as in Geikei Zukan_K, Ring_C, and Golden Elephant. In 1981, Tanaami was hospitalised for
pulmonary edema, hovering between life and death. The pine trees that frequently appear in his
sculptures, including A Model Tree_A and A Model Tree_B, originate from the hallucinations that
he experienced as a result of medication. As he recovered from illness, he started to address life
and death in his work. The House in Ascension_A, characterised by its twisted pine-tree form, is a
perfect example that demonstrates the influences of the artist's memories and experiences on his
formal and aesthetic choices.
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THE PLAY

1967 F4AR%
Formed in 1967

TR ERK THE PLAY 12 1967 SFX B ABI Tt @A Bk - ZERESE
T #8348 100 AIAK 8 o THE PLAY 2R R EIN BB 45 REATARY
ERThR AESRETR  FREHRLE  BEPEEEEARATE -
EUERITABRYERKEYN TAMERENEBMNMZEY It
—HBRNBARETE ; WK EEERNBEERNES A 2L
BEE - tFRENTAEBZUTIREN AR BREL MM -
WS T2 A RURTTEHE ~ JBR ~ R A TSR ELERIERR o

THE PLAY & 3f B9 8 /& & " THE PLAY since 1967: beyond unknown
currents ; ( BINZERIBRSEAMTAE - KRR - 2016 ) - BAERIESE 57 BE
EHTE#ERE o

THE PLAY is an artist collective that has brought together more
than 100 members since its formation in the Kansai region of
Japan in 1967. Members of THE PLAY are keen on devising and
staging collective action whose outcomes are not predetermined.
Together they create possibilities for events to take place,
without ever worrying about the way things may turn out.
Underpinning their collective effort is an implicit rejection of the
notion that a work of art is an object with a purpose; for them,
what matter most are lived experiences and real-life exchanges.
Their staged actions are universal and often based on the idea
of travel, of voyage. The execution processes are documented in
preparatory plans, posters, photographs, and videos.

THE PLAY's most recent solo exhibition is THE PLAY since 1967:

beyond unknown currents at The National Museum of Art, Osaka
(2016). Their group exhibitions include the 57" Venice Biennale.
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THE PLAY

VOYAGE: Happening in an Egg
1968.8.1 / Kushimoto, Wakayama
Courtesy of the Artists

19688 A1 H THEPLAY IE—ER 33K - E22 K  EZE1SOATHNESE  TFEEHo L -
EEMBEEEISMIISAMESRE - ZEM_ETY THE PLAY FBAE J5% o £4 10 BF 45 4 » THE PLAY A9
BREEEEERMUEMMUFHIBEARIBER  ETF 26 BEEREMNBARAHIFELRE 35 AR
SMNRBEPIIS HE o THE PLAY TEStEESE AR ETIE RS MANR AR - #mEEIXENTE
F—M e —EA%  —ENMBER—HER  BA THE PLAY IR T EEMERE ; BRELZE -
BEERTEAH - EEREUKEGEERZEEL - 87T ABMEIR o 72 " Emerald City B EAVER
BA ~ SEBMFBEZE - 88T THE PLAY BT RET(ESR (VOYAGE: Happening in an Egg) ©

On August 1%1968, THE PLAY set a gigantic egg—3.3m long and 2.2m wide, weighing 150 kg—
afloat on the Kuroshio current. The egg was made of polyester resin and fibreglass, with a

note attached to its surface showing the contact information of the collective. At 10:45am,

the egg, loaded onto a ship carrying members of THE PLAY, departed from the Kushimoto Port

in Wakayama Prefecture. At around 2pm, it was released onto the Kuroshio Current at a spot
35km south of Cape Shionomisaki, Kushimoto. THE PLAY predicted that the egg would enter the
Alaskan or Californian Current, arriving somewhere along the West Coast of the United States. A
month later, a telegram was received from a sailing ship informing them that the egg had been
sighted; since then, however, nothing has been heard about the whereabouts of the egg. The
disappearance of the egg, carried by the currents of water flowing around solid land masses, sheds
light on the ungroundedness of the sea. The posters, photos, videos, and a hand-written chart
displayed at Emerald City are the records of their work, VOYAGE: Happening in an Egg.
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BEN TONG EE=
1981 FEN S Mm%
BRI EATERTIE

Born in Toronto in 1981
Lives and works in Los Angeles

ERENZMERBESHNEREBLTEM - 2010 FEININEM
BB S8 0 2012 FEMMNEMBHRRIR T2 - HA
fEREEEG « BY EoERES -

ERsNFREEZEMTEL BEUNELEBNERS
EME BB R EMNIEYEE - Itd los angeles ~ REDCAT »
Night Gallery ~ Commonwealth and Council ~ Golden Spike Press
A Underground Museum » DL X B 88 £ ~ AT Practice ~ % @
% Images Festival ~ JINABEBERAK » RHRIGER i
Bl hLERFHIH SOMAEZTEEHH B EM K - Vila
Aurora FIAMREE B 5188818 ~ DAAD EE S - DIRTKKE
BITEESMERES o

Ben Tong obtained his BSc in Computer Science from the
University of Toronto, BFA in Photography from the California
Institute of the Arts in 2010, and MFA in Art from the California
Institute of the Arts in 2012. His practice includes video,
photography, and mixed-media installation.

Tong's works have been exhibited at, among others, Hammer
Museum, the Museum of Contemporary Art Los Angeles,

Itd los angeles, REDCAT, Night Gallery, Commonwealth and
Council, Golden Spike Press, and Underground Museum, all in
Los Angeles; CAPSULE SHANGHAI; Practice, New York; Toronto
Images Festival, Toronto; University of California Santa Barbara;
and Hochschule fur Bildende Kuinste Braunschweig. He was an
artist-in-residence at SOMA Summer in Mexico City, a Villa Aurora
fellow in Berlin, a recipient of a DAAD Academic Research Grant,
and a recipient of an Ontario Arts Council Grant.
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Alice Wang, Ben Tong

Oracle

2017

HD video

9 mins 40 secs

Courtesy of the Artists and CAPSULE
SHANGHAI

(Oracle) A ERZMERSNEBETERIRBINNEDE _SFMEHOLERAE - £YUE _SHEENR
HIPRAAORI AL - AR —EE(GHD 3.14 SERM RS IRBAMERERN ; EMEE "EWE—5%, (it
) BEBA—ETZEHAER  EMRAREUNEYE - BUMESELGRS - BMRLUEEK
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MRRR - EME _RES ARERMTRA - BYEHRH Sk « fIE - B RETRNR
SHAARRER - (Oracle) &3 T 2 EHRNBERE — @BRFMIEE - BREHER (HhIR ) Rt
(R ) ERFER (EDHRE) o

(BRTRE  FRES8-)

Alice Wang and Ben Tong filmed Oracle on location at Biosphere 2—an Earth system science
research facility housed in a 3.14-acre sealed glass and steel architectural structure in Arizona, USA.
Named after Biosphere 1 (Earth), the facility was intended to be a fully functioning self-enclosed
ecosystem, not unlike that of the Earth, and created for the study of life systems. As the video
renders the interactions of light, air, water, soil, flora, and fauna, the artists present the question of
maintaining a balanced relationship between the planet, humans, and technology. For the artists,
Biosphere 2 can be seen as an allegory of our entanglement in the age of the Holocene, within
the world of substances such as CO2, bacteria, rays of sun, weather elements, and viruses—all of
which exert their own forces. Oracle allows for a sensory experience of multiple worlds—through
the camera lens, the viewer witnesses a world (all creatures and living things) in a world (the glass
architecture) in the world (the Earth).

(Please refer to P.58 for more about Alice Wang.)
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CLARISSA TOSSIN

WPOEIAETER T
Born in Porto Alegre in 1973
Lives and works in Los Angeles

S © Coral von Zumwalt
Photo: Coral von Zumwalt

Clarissa Tossin 72 2009 FF & M N 2T 2R E2MBE L 20 c thZ RN
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REBNTRNEMEYE ANEEREMEYE - ESEER
BT Y88 - B IS JE SITE ~ (& 8 18 76 % 5 2= 17 #5 <  Tossin &
MEREBX M EEREN > AEEESZMBMIER Padfic
Standard Time: LA/LA ; B {E$& & /E & {Ch'u Mayaa) ° ItfE R 7E
FEmerald City y & H AT PR A BN 7 £ iTAE 5248 o Tossin &N
INEEESE(2014) 38 E5 Joaquim Nabuco E&& (2015 &
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Clarissa Tossin obtained her MFA from the California Institute

of the Arts in 2009. She has exhibited widely in America,

at museums and institutes including Hammer Museum, Los
Angeles; the Museum of Latin American Art, Long Beach;
Queens Museum, New York; the Museum of Contemporary Art
Detroit; SITE Santa Fe; and Blaffer Art Museum, Houston. She
has recently completed Ch’u Mayaa, a video work commissioned
by the City of Los Angeles Department of Cultural Affairs for

the Getty Foundation’s initiative Pacific Standard Time: LA/LA.

It was showcased at, among others, the Los Angeles Municipal
Art Gallery before making its appearance at Emerald City. Tossin
previously received funding from the California Community
Foundation (2014); Fundacao Joaquim Nabuco, Recife (2015 &
2014); Artpace San Antonio (2013); and the Center for Cultural
Innovation, Los Angeles (2013 & 2012). She has just received
the 2018 Los Angeles Artadia Award, and is one of the 2017-18
Radcliffe Institute Fellows at Harvard University.
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{Ch'u Mayaa) (FHEE)

2017

BEVEREEAEHRE

17 3 56 7

& AR K& A28 Commonwealth and
Council

Clarissa Tossin

Ch'u Mayaa (still)

2017

HD single-channel digital video, colour, sound
17 mins 56 secs

Courtesy of the Artist and Commonwealth
and Council, Los Angeles

Clarissa Tossin $& & EREVZF"Ch'u Mayaa, ( IXXRB/ET BHE | ) REEYE —ROMTREHE
BZERNERES 2 — BRER—RBEANGZERBSENEEMNRECERN  AZERELM -
BAEH < 1921 FF » ERBREMFESRFNEE B8R R ERCBER  ERRARTEZELHHE
Rt BAIRERAOAMNEICHNRETTRAZHRNERRKYE - 7£{Ch'u Mayaa) & - Z1i7
REFHABRCR S EEREFTERGTEM - MihiEE FNES IR 8RB NES
HBIEMZREBR » REAEEBNEMPNBERSE - BFEIMPIEAENRBEEEHAEBRN
FEZEEBE  FBRNREBEERE 2B DURBEIEIE A BERIIFISHa M R P MEENE S
R4 o BB MR RE NERBNZEERAR - LERRFHELNSULBRE - T4 H—EHULRE
HEHT=RRE -

HS L BRI EL  AZESESEMIER "Pacific Standard Time: LA/LA | FIEEE " Condemned
to be Modern J 8l {F
#mEE/ 38 © Crystal Sepllveda ; #3# : Jeremy Glaholt

The title of Clarissa Tossin’s video work, Ch’u Mayaa—translated as ‘Maya Blue’ from K'iche’, one
of the Mayan languages spoken in Los Angeles today—refers to the ancient azure pigment found
in Mayan pottery and murals, well known for being remarkably weather resistant and enduring the
passage of time. Ch’u Mayaa responds to the overlooked influence of Mayan architecture on Frank
Lloyd Wright's famous Hollyhock House in Los Angeles, completed in 1921, by re-appropriating the
modernist architecture as a temple, and imbuing it with a dance performance based on gestures
and postures on Mayan pottery and murals. As the performer, in a jaguar-print cat-suit, moves
between the positive and negative spaces of the orderly architecture structures, between solids
and voids, between light and shadow, the house is re-signified as belonging to the pre-Columbian
Mesoamerican architecture lineage. Whilst cultural thinking about histories is highlighted through
the spatial relationship between the living human body and the built environment, there born a
new interpretation of cultural representation.

Originally commissioned by the City of Los Angeles Department of Cultural Affairs for the

exhibition Condemned to be Modern as part of Getty Foundation’s Pacific Standard Time: LA/LA
Choreography/Performer: Crystal Sepulveda; Cinematography: Jeremy Glaholt
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ADRIAN VILLAR ROJAS

1980 FAREFERR
BAREIITAEEM T
Born in Rosario in 1980
Lives and works nomadically

© Panos Kokkinias » 2017 FBRAE
© Panos Kokkinias, Greece, 2017

Adrian Villar Rojas %17 B 81 F B £ 1 70 [8) {4 1 B 1 IR B i 3t
T BEERE g XX BUs ~ KF -~ GIE - IRIEMMIE
RIFERIRHEE - MR RBIFMBMEN IS REMEBR =81
{The Theater of Disappearance) ap 44 * X 2017 £ & 2018 F L%
EEAVBRERBMEYESESOE - MERBME - BAREKK
XERBRARBEGEMBEYELR - MAEBLEZSNE 67 BHEMK
TRILBM - IS E2HE 4 EFINEEEFR E12EEE
SR VNEFR 12 RERXXEE 13 £ 54 BEUBH
LFRMBELSEE o Vilar Rojas BERELE - BIETWNEFRE
5, (2015)  RBRERBEMo R HRBEBEME , (2013) R
M55 9 JEfSSAESE, (2011) o

Adrian Villar Rojas’s lifetime single project involves a
deconstructive dialogue with the social, cultural, political,
economic, institutional, environmental, and geographical
singularity of every context where he and his collaborators

are invited to develop a sustained residence. His most recent
intervention consisted of four exhibitions and a film trilogy under
the same umbrella title, The Theater of Disappearance, which
were presented at The Geffen Contemporary at the Museum

of Contemporary Art, Los Angeles; Kunsthaus Bregenz; the
National Observatory of Athens; and the Metropolitan Museum
of Art, New York between 2017 and 2018. The film trilogy

was screened at the 67" Berlinale. Villar Rojas’s recent group
exhibitions include the 14" Istanbul Biennial; the 12" Bienal

de La Habana; Sharjah Biennial 12; dOCUMENTA 13; and

the Argentinian National Pavilion at the 54" Venice Biennale.
Besides, Villar Rojas has received the Sharjah Biennial Prize (2015);
the Zurich Art Prize at Museum Haus Konstruktiv, Zurich (2013);
and the 9" Benesse Prize (2011).
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Adrian Villar Rojas
{Films Before Revolution)

2013
AN~ S B O
BILE T

85 X 149 X 93.5 [EXK

{Return the World)

2013

AEATERITED ~ KERINE
LERFVEAR 1 1BEE - 21 X 32 EX

{La inocencia de los animales)

2013

RARERITEN SR

LERFIEA 4 15465 - 18 21 X 29 [EX

[EEIEZE
£ © Jorg Baumann

Adrian Villar Rojas

Films Before Revolution

2013

Wood, metal, glass, stained glass, drawings,
neon, cable

85 X 149 X 93.5cm

Return the World

2013

Inkjet printing, watercolour and

pencil on paper

1 drawing from the series, 21 X 32 cm

La inocencia de los animales

2013

Inkjet printing and watercolour on paper

4 drawings from the series, 21 X 29 cm each

Courtesy of the Artist
Photo: Jorg Baumann

Adrian Villar Rojas's single lifetime project involves hyper-specific, topography-based interventions
seeking to develop a mutually deconstructive dialogue with every context he is invited to reside and
work in. The fragments presented at Emerald City are surviving testimonies of these dialogues, all
recycled into new autonomous entities. Villar Rojas has always documented obsessively the intense
life inside his nomadic, ephemeral workshops around the world. These registers became formal
explorations of the peripheries of the working processes. Disassembled structures for future pieces

stocked in a corner among tables, tools, and humans rushing in a warehouse space give constant
birth to spontaneous forms and arrangements far different from the final products exhibited. These
workshop ‘readymades’, for Villar Rojas and his team, are more familiar than the final products and
represent dozens of possible exhibitions living and dying every day. It is the hidden universe(s) of
the workshop what, under Villar Rojas’s instructions, German Peralta pushes with watercolours and

pencil into new alien landscapes.
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ALICE WANG E5iE

1983 FARFER
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Born in Xi‘an in 1983

Lives and works in Los Angeles
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THRESHEARANEMEBREFR MR BEZHEN I los
angeles ~Human Resources &2 LACE + LUK BER b55 «EFRRESENERT
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Alice Wang received her BSc in Computer Science and
International Relations from the University of Toronto, BFA from
the California Institute of the Arts, and MFA from New York
University. She makes sculptures, drawings, videos, prints, and
experimental films.

Wang has presented her works at Itd los angeles, Human
Resources, and LACE, all in Los Angeles; CAPSULE SHANGHAI;
Galerie Urs Meile, Lucerne; 18th Street Arts Center, Santa
Monica; Immanence, Paris; Armory Center for the Arts,
Pasadena; 80WSE, New York; Art Gallery of Mississauga, Ontario;
and the Moscow Museum of Modern Art, among others. She
was a fellow of Université Paris 1 Panthéon-Sorbonne as well as
a Villa Aurora fellow in Berlin. Wang received the Project Grant
to Visual Artists and the Concept to Realization Grant from the
Canada Council for the Arts.
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Alice Wang

Untitled

2016

Gilded 300-million-year-old crinoid fossils
from Morocco

Dimensions variable

Courtesy of the Artist and CAPSULE SHANGHAI
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BYC DIRIEA ~ $BMNEBA ) » KONTRRER - IREARGRPIK - BILFEA" B2/ 18
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As Greek geographer Strabo states, ‘it is mainly the sea that gives the earth its outline and its
shape, fashioning gulfs, the high seas, straits, and equally isthmuses, peninsulas and capes’. Ever
since the formation of the Earth as a planet of the Solar System about 4.5 billion years ago, the sea
has been a 'negative space’ surrounding lands, the ‘positive space’, and the geological processes
underneath the body of sea waters have given birth to varieties of marine life. Crinoids are marine
animals usually attached to the bottom of the sea by a stalk, and are amongst the oldest living
species on earth. Evidently, gold forms naturally in the universe and is thought to have existed

in the dust from which the Solar System originated. Alice Wang’s Untitled consists of a group of
300-million-year-old crinoid fossils gilded in 24K gold. The roughness of the primordial substances
contrasts with the shimmering patina realised through the gold leaf gilding process, and a new
substance is formed as a result.
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DORIS WONG WAI YIN
=R

1981 FAREE
BRREBLEERTIRE

Born in Hong Kong in 1981
Lives and works in Hong Kong
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Doris Wong Wai Yin graduated from The Chinese University
of Hong Kong in 2004, and obtained her MA in Fine Art from
the University of Leeds in 2005. Wong is adept at a variety of
mediums, including painting, sculpture, collage, installation,
and photography. Highly conceptual, her works depart from
conventional artistic forms and expressions, dealing with
autobiographical narratives, episodic memory, and playful
intervention with art history.

Wong’s recent solo exhibitions include A place never been seen
is not a place. at Qi!l, Hong Kong (2017), and Without Trying

at Spring Workshop, Hong Kong (2016). She has participated

in group exhibitions including A Hundred Years of Shame—
Songs of Resistance and Scenarios for Chinese Nations at Para
Site, Hong Kong (2015); Man's Future Fund at ART FAIR TOKYO
(2014); and Mobile M+: Yau Ma Tei, presented by West Kowloon
Cultural District Authority, Hong Kong (2012).
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Doris Wong Wai Yin

When There's Something Wrong with Our
Organs, We Embrace Contemporary Art
2018

Drawing on paper and poster stand

185 X 134 X 134 cm

Commissioned by K11 Art Foundation
Courtesy of the Artist
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Signatures) REEAMEE - LBWIR T RERMESR  BHAUBEBHTESRHFENEE - BENEMN
FLE - EENRRELEREREBEMBATRMEN LIEEEHMMETEDATBSINEE

Both as a branch of mathematics and as a basis for other fields of study, geometry constitutes an
integral part of our earthly existence. The physical and nonphysical properties of shapes, lines,

and angles have been fervently investigated; new branches of knowledge involving observation
and analysis of geometric forms have emerged to explain relations and interactions on the Earth.
In the 1990s, architect and scientist Ibrahim Karim established BioGeometry, a science that—
concerned with the measurement of the shapes of life energy on the Earth—seeks to bring about
harmony between our bodies and the external world. Inspired by Karim’s research, Doris \WWong
Wai Yin created When There's Something Wrong with Our Organs, We Embrace Contemporary
Art, showing her concern for the well-being of artists and art practitioners. The paintings are based
particularly on Karim’s book BioGeometry Signatures, which contains an array of linear diagrams
that can help balance the energies of our organs and, ultimately, benefit the functioning of our
physical, mental, and spiritual worlds. Wong believes that the diagrams are useful in helping artists
and art practitioners to tackle the struggles they face in the industry.
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Born in Dongguan in 1988
Lives and works in Hong Kong

ISHIERAMTER ~ KR BRI B E R
Courtesy of the Artist, South Ho Siu Nam and
Blindspot Gallery
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Trevor Yeung graduated from the Academy of Visual Arts at
Hong Kong Baptist University in 2010. Yeung’s practice uses
botanic ecology, horticulture, photography, and installation
as metaphors that reference the emancipation of everyday
aspirations towards human relationships.

Yeung has participated in various exhibitions, including the
Dhaka Art Summit (2018); The Other Face of the Moon at the
Asia Culture Center, Gwangju (2017); Sea Pearl White Cloud

at the 4A Centre for Contemporary Asian Art, Sydney (2016);
Adrift at the OCT Contemporary Art Terminal Shenzhen (2016);
CHINA 8—~Paradigms of Art: Installation and Object Art at the
Osthaus Museum Hagen (2015); and the 10" Shanghai Biennale
(2014). Yeung was shortlisted for the BMW Art Journey award
for his solo exhibition Garden Cruising: It's not easy being green,
which was presented at Art Basel Hong Kong in 2015.

62

EmiE

(EHEZ (Bakan) )

2017

AR S 2R T D

108 X 108 [EX
HINBZ M AR E ZAIBIE
TES 341 B4l 2R S R B 2B B

Trevor Yeung

Garden Acanthus (Balkan)

2017

Archival inkjet print

108 X 108 cm

Commissioned by Asia Culture Center, Gwangju
Courtesy of the Artist and Blindspot Gallery
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Garden Acanthus and White Acanthus are from Trevor Yeung's Acanthus series. Garden Acanthus
comprises four infrared black-and-white photographs of various acanthus species found in
botanical gardens in Europe and the Mediterranean coast region. Infrared photography renders the
acanthus leaves pale white. White Acanthus consists of white porcelain casted from real acanthus
leaves placed in a stoneware pot.

Acanthus is a relatively obscure plant in its living form, but it is the source of one of the most
prominent motifs in art and architecture across cultures, most famously in the Corinthian capitals
of Greco-Roman architecture. The actual plant itself feels less familiar and, paradoxically, even more
unrealistic than the decorative motif derived from it. Similar to the decorative acanthus motif, these
two works are removed of their natural colours; however, the physical form and shape of the plant
are retained. As the works are placed under green LED lights, the green colour of the acanthuses
contained in them is artificially ‘restored’. The uncanny conflation of reality and simulacrum, of
authenticity and dissemination, fundamentally questions the means of symbolic representation and
the affective circulation of cultural forms.
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Zhang Enli, who graduated from the Arts and Design Institute at
Wuxi Technical University in 1989, works primarily in painting. He
has presented a number of self-titled exhibitions at places around
the world, including the Museum of Contemporary Art, Taipei
(2015); the Shanghai Art Museum (2011); and Hauser & Wirth,
New York (2011). Others of his recent solo exhibitions include
Gesture and Form at Firstsite, Colchester (2017); Intangible at
Hauser & Wirth, Zurich (2016); Four Seasons at Hauser & Wirth,
Somerset (2015); Space Painting by Zhang Enli at the K11 Art
Foundation Pop-up Space, Hong Kong (2014); Landscape at
Museo d'Arte Contemporanea di Villa Croce, Genova (2013);
and Space Painting at the Institute of Contemporary Arts,
London (2013). In addition, Zhang's works have been featured

in group exhibitions presented at the 1° Antarctic Biennale;
Centre Pompidou, Paris (2016); Museo d'Arte Contemporanea,
Milan (2015); Lehmbruck Museum, Duisburg (2015); Yokohama
Triennale (2014); and Vancouver Art Gallery (2014).
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Courtesy of the Artist
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The two drawings that Zhang Enli presents at Emerald City are both titled Dancing. They are

part of the design plan that he prepared for his first solo exhibition, which took place in 2010.
Eighteen years on, each drawing has acquired its own significance and can be regarded as an
independent work. Using straight lines and parallel perspective drawing techniques, Zhang
rendered the exhibition space a transparent cube on paper. Every face of the cube is inscribed with
his thoughtful planning—the spatial experience that he intended to create for exhibition visitors

is expressed in the orthogonally arranged canvases, curved outlines of figures of the dancers, and
arrays of paintings of various sizes. The details in the two perspective drawings are both accessible
and imaginative, envisioning a promising space yet to materialise.
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Born in Shanghai in 1985
Lives and works in Shanghai
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Zhang Ruyi obtained her BA in Printmaking and MFA in
Synthesized Materials, both from the Fine Arts College of
Shanghai University, in 2007 and 2012 respectively. Her artistic
practice is positioned within the logic of life, centering on the
self, physical space, and daily observation. By presenting and
transforming the visual forms of shapes and structures, as
exemplified by the overlapping grids and distorted outlines of
still objects in her paintings and sculptures, she captures the
emotions elicited from the relationship of mutual dependence or
restriction between individuals and reality, and raises questions
about the outwardness of space.

Zhang's recent solo exhibitions include Building Opposite
Building at Don Gallery, Shanghai (2016), and Pause at White
Space Beijing (2016). Her work has also been shown at various
museums and art institutions, including the Rockbund Art
Museum, Shanghai (2018); the Ullens Center for Contemporary
Art, Beijing (2017); Cass Sculpture Foundation, Chichester (2016);
and the Sifang Art Museum, Nanjing (2016).
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Zhang Ruyi began to create a series of works in the form of columns last year. Through overlaps,
misplacement, and the use of criss-cross patterns, Zhang explores the aesthetic qualities and spatial
functions of columns in urban architecture. Architectural Fittings—3 is a site-specific installation
commissioned by the K11 Art Foundation. The height of the installation corresponds perfectly to
the height of the exhibition space; from afar the installation creates the illusion that it is part of
the building structure. However, viewers would soon discover a sense of misplacement in it—the
edges of the rectangular tiles neatly tessellated on the column constitute a network of ceaseless
circulation, providing a stark contrast with the transparent walls of the exhibition space. Columns
bears weight in architecture, but this massive column, placed vertically in the centre of the
exhibition space, does not serve any support purposes; it can even be dismantled in a moment's
notice. The decorative nature of the installation is well calculated, intended to instil doubt in our
sense of the physical space in which we find ourselves.
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Born in Chongging in 1981
Lives and works in Shanghai
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Zhou Siwei graduated from Sichuan Fine Arts Institute, where he
majored in oil painting, in 2005. By employing recurring patterns
in his paintings and re-engineering structures in his mixed-media
installations, he has created a visual logic that challenges the
usual ways of seeing.

Zhou’s major solo exhibitions include Beautify Home, co-presented
by Galerie Urs Meile and Antenna Space at Antenna Space,
Shanghai (2017); Schematic at Galerie Urs Meile, Lucerne
(2015); and A Round Studio at Aike-Dellarco, Shanghai (2014).
He was featured in group exhibitions such as TRAVERSE «
COURSE—2016 Huayu Youth Award at Art Sanya (2016); Not
Likely at Aike-Dellarco, Shanghai (2015); Ministry of Truth II: The
Factitious and Its Realm at Boers-Li Gallery, Beijing (2014);

7™ A+A, Too Smart to Be Good at PIFO Gallery, Beijing (2014);
and Memo | at White Space Beijing (2013).
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Zhou Siwei attempted to create an irreproducible, unstable Internet ‘statue’. He printed out the
full-colour advertisements he downloaded randomly from the Internet, and attached them on
geometric panels of various shapes. He then assembled the panels into a provisional sculpture, and
photographed it in a studio. Once the digitalised photo was saved on his computer, Zhou printed
it out on a semi-transparent acrylic sheet, which was then mounted in a LED light box. Images
Carrier 02 'restores’ the disembodied details of the advertisements to advertisements themselves;
however, the images on display bear little resemblance to the original, complete images. As the
snips of images obtained digitally travel back and forth between virtual and physical spaces, the
division between two- and three-dimensions is obfuscated.
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ABOUT K11 ART FOUNDATION

Founded by Adrian Cheng in 2010, K11 Art Foundation (KAF) is a registered not-for-profit
organisation that promotes the long-term development of the contemporary art scene in Greater
China by providing support for emerging Chinese artists and taking them to the international
stage. Not only does KAF nurture artistic talents, but it also serves as an incubator for professional
practices of promising young curators.

KAF has forged partnerships with many prestigious art institutions for regional and international art
projects. It has collaborated with, for example, Fundacié Gala-Salvador Dali in Figueres; Serpentine
Galleries and Institute of Contemporary Arts in London; Centre Pompidou, Palais de Tokyo, and
Musée Marmottan Monet in Paris; The Metropolitan Museum of Art, The Armory Show, New
Museum, The Museum of Modern Art, and MoMA PS1 in New York. Works of Chinese talents are
showcased at exhibitions and on other occasions in Asia and other parts of the world. Another
undertaking of the Foundation is to host artist-in-residence programmes at the K11 art village

in Wuhan, China. In November 2017, the village was relocated to the K11 Art Mall in the city to
provide artists-in-residence from Greater China and around the globe with better resources and
facilities for artistic production and knowledge exchange. Equipped with studios, exhibition spaces,
and multifunctional rooms, it makes itself an ideal place for all kinds of exhibitions and activities,
encouraging creative practices and connecting art to life.

Through its exhibitions, partnerships, residencies, researches, publishing projects, and educational
programmes, KAF has created countless platforms for the production, presentation, and
interpretation of contemporary art in Greater China and beyond, piquing public interest in
contemporary art and fostering appreciation of art and culture.

71 EMERALD CITY



IE:5 ACKNOWLEDGEMENTS

Emerald City

28.3.2018-22.4.2018

K11 Art Foundation Pop-up Space [R5 fE B2 22 RS

G/F, Cosco Tower, 33 Wing Lok Street, Sheung Wan, Hong Kong
BB LRSS 33 SEHEAREMT

28.3.2018-31.5.2018

chi art space

8/F, New World Tower 2, 18 Queen's Road Central, Hong Kong
EBPREFAED 18 IR AE 2 Hi 818

Artists EliR

Ashley Bickerton ~ Dora Budor ~ Nina Canell ~ Oscar Chan Yik Long BRIIE ~ Chen Zhou BREf ~ Carl F. Cheng ~
Dumb Type ~ Peter Halley ~ Nik Kosmas ~ Ajay Kurian ~ Liu Chuang 2I% - Andrew Luk FE#BE | Alexis Mailles |
Peter Nelson » Mountain River Jump! LLAIEE | ~ Oscar Murillo ~ Shen Xin J43 ~ Keiichi Tanaami H & 485 — -

THE PLAY ~ Ben Tong % 5% * Clarissa Tossin ~ Adrian Villar Rojas * Alice Wang T £2 « Doris Wong Wai Yin &2 «
Trevor Yeung #5542 « Zhang Enli 3REF| « Zhang Ruyi 3RZ014 ~ Zhou Siwei B B4

Curator TRR A

Venus Lau 2154

Exhibition research & production REMEREE
K11 Art Foundation ~ André Chan FR-¥ 2k

Exhibition design RESRET
COLLECTIVE
www.collective-studio.co

Graphic & publication design T K& FIH385t
K11 Art Foundation

Editing & proofreading #RiE K i ¥
K11 Art Foundation

© K11 Art Foundation
AEHEAEERE TEmerald City ; MHRE © WRIEFTE » RS BRLSEA T » EAESEARSLUEAF AR 85k « 20 ~ EEsk
BREMANEMEARMEL -

This publication accompanies the exhibition Emerald City. All rights reserved. No part of this publication may be reproduced, stored in a retrieval
system or transmitted in any form or by any means electrical, mechanical, or otherwise, without first seeking the permission of the publisher, who
owns the copyright of this book.

info@k11artfoundation.org
www.k11artfoundation.org

Details 315

#EmeraldCityKAF

www.K11artfoundation.org

=1,
(=]
ﬂ Follow us @K11ArtFoundation
- '_- ﬁ _-I

[x] £ @ YouTube



