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MASSIMO DE CARLO, LONDON
OCTOBER 04, 2017 - DECEMBER 16, 2017
— OPENING:

OCTOBER 03, 2017

YAN PEI-MING, NAPOLEON CROWNING HIMSELF EMPEROR (DETAIL), 2017

CARSTEN HOLLER, YELLOW/ORANGE DOUBLE SPHERE , 2016

Al WEIWEI, GARBAGE CONTAINER, 2014
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The exhibition will be closed on 25 December, 2017 and 1 January, 2018
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10 - 12 November 2017
Previews | 8 - 9 November 2017

ARTO2I SHANGHAI
CONTEMPORARY ART FAIR

FBEATHEN - 1BIR, AR SIE, 1982, FTEDHE, 198 x 147.5¢cm
Francis Bacon, Study from the Human Body - Figure in Movement, 1982, oil on canvas, 198 x 147.5 cm
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Welcome to the new LEAP.
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| find myself writing this phrase often, and certainly LEAP goes through
more wholesale tfransformations than most art magazines. Itisn’t easy keeping
up with the pace of change in China’s art world, or with the shifting ways
our art world fits info the grand scheme of things. But we’'re committed to
it, and we couldn’timagine a world in which a standardized format birthed
a decade ago could possibly keep up. When LEAP first came into being,
its mission was to take art in China seriously on its own ferms. Now, we
are focused more on a global concept of China—we take at face value
the assumption that China is a player in the global culture. Following our
readers’ inferests, we began covering a higher proportion of art without
any direct connection to China several years ago. At the end of the day,
after all, there’s nothing that isn’t connected somehow.

This issue of LEAP, more than any issue before it, is a magazine for
readers. We see the printed matter now in your hands as one aspect of a
sustained commitment to reading and writing art criticism, paired also with
a website, social media, streaming video, offline readings and screenings,
and an exhibition space. The essays contained here are intended to retain
their currency for years; this is a magazine that should be kept around and
referred fo often, an entry in the running archive of contemporary art and
China. For exhibition reviews and short takes on what's happening now,
furn to WeChat or your email inbox, where LEAP joins a diverse chorus
of voices. To track the artists with whom critics, curators, collectors, and
institutions will sustain a lifelong engagement, keep reading: you will find
six packages about five artists and an art dealer, plus one more about
artists working between Asia and Latin America. Each package covers
biography, personality, history, criticism, market, studio, and exhibition. We
have you surrounded.

As our digital editorial coverage becomes more independent from this
seasonal magazine, print becomes free to embrace its print-ness. | hope
that reading this issue is a pleasure, until it is my pleasure once again to
welcome you to the next new LEAP.

I
Robin Peckham
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WZEAY Venus Lau able to present art and thinking in parallel. On our digital platforms, images circulate y !\_IIJchaeI Werner | White CUbeII Jocelyn WoIffI | ZenoX | Davu_wawn_er'I | David Castillo. | Silvja C|nlt,|:,a.+ Box-4 | Crévecoeur | dependance |
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(MBEBIBRME) , 1EE : HTiE - TR
AR Light Industry

#Anthology Film Archives
20174, EX, 2121/

Metaphors on Vision, Stan Brakhage
Ed. P. Adams Sitney. Light Industry
and Anthology Film Archives

2017, 212pp. In English

LI EB S AHTIE - o hila1E (Stan Brakhage)
B9 (M ZEAYBRIE ) (Metaphors on Vision) 547
F1963F kFTF (BEXL) (Fim Culture)
IR, XE—ABWHEHE, §S—UEREAR
R, SEMPICAXRZN B FHROZE X
AR (FEELPXHEFE, HICELBIRT
A0BFT ) . RF BRI, AT REI LRI B I
B R G E X ABRIPDFIRAS . LEAPRITIA
EMBEFNMEE, BREEREFRE
ALPIRLZARBEHMLight Industry (B
BABRT) FEERHR, E—PoERR2
BRXAZHBZE, HERERFETFRRERY
HNABBRUREHREIHHIRT, &
EREHHPETDINEE S DMEEE

“Imagine an eye unruled by man-made
laws of perspective.” Experimental filmmaker
Stan Brakhage's Metaphors on Vision, pub-
lishedin Film Culturein 1963, is an absolute
classic, the kind of book every young arfist,
director, and critic has had on a bookshelf
since college—or at least would have had
on abookshelf, sinceit’sbeen unbelievably
out of print for the better part of 40 years. To
the rescue: piracy! There's probably a PDF
lurking somewhere on your computer right
now. There are several at the LEAP offices.
But nolonger: New York’s alternative cine-
ma Light Industry stepsinto the publishing
business with a reissue that features both
scans of the original layout spreads and
an edited version of the text, Get ready fo
start counting the colorsin a field of grass.

Artist
Books

EAFE
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Something New sz L8y

MSHNIFFBERMETEN: — M 2E S
TRA RV E B 7N A R E,
MB—MURE — LA EXXEEMS D
AR ARESKARKFREN, LT - ES
(Sam Contis) #iTFERZ ke (Deep Springs
College) , —FRrS5 MM ER ZRIEMME RN
P BR (EXFABESZRA, RTEILL
o FEERAEEZRIRG EZEDET20/00
BY) , T3 TIXFSE 0 XD RARER AR
SERRIEFESXMOIRICR, AW K=,
RIS EAMESTE—R, AoRBERE—
FIAS B AR ContisFsk FASRR JIERA—D
WHEE, EEMRMNNEX,

There seem to be two stock approaches
to the photobook today: one presents a
thematic photo essay that paints a picture
of something engrossing or controversial
through its details, and the other fransforms
something thought to be prosaic and ob-
vious into something surprisingly grandilo-
quent and significant. Sam Contis breaks
the mold with Deep Springs, an exploration
of the all-male, labor-intensive college of
the same name in California’s high desert;
the readymade social laboratory of the
environmentsis uniquely suited to this sort of
creative documentation, and the organic
mixture of portraits, landscapes, and de-
tailed tableau never settles on moving the
narrative in any particular direction. It's a
place that’s allowed to remain a place.

CHRIS
KRAUS

A |..-\.

CRRY, fEE: L8 - B [
HAR : MACK
2017, #X, 1528

Deep Springs, Sam Contis
MACK
2017, 152pp. In English

Something Different se=)L7—#m

T %2 - 5555 (Chris Kraus) IB/E4E—E
R SCE S 2 BB E 2R, B26E
EMAIE R S5 ST B BE MR g AN —
(FHEWE) (I Love Dick) —H 9B (1R
BNTERIZERI F2017ESATHARE) , &
NIRRT, N—ARZARRPRIE N HEE R
¥R e84 BE R AR FNE N 52 55 HT RO BU4E o
RHEIABEAZZANLET, B2 (A - [
Z &) (After Kathy Acker) —B#IRZEAEE
"REER WAMEIR, R RGBT
ZIBRNZAREEL N BN S EM RIS
FRNBEERSER, XtEETHASIEN
R— IR, B ABG e S HMX R BT
ZASITSEZ BRETRNERE,

(A -[RZE), (FE: RBL - TEH
HAR: Semiotext(e)

2017, %X, 3521

After Kathy Acker, Chris Kraus

A Literary Biography. Semiotext(e),
2017, 352pp. In English

ChrisKraus'sliterary career has always chal-
lenged the porous membrane between
literature and theory, but the increasing
relevance of her work to visual culture—/
Love Dick’s televisualization leading this
category—means that the definition of an
artist’s book might need to be expanded to
fit herin, foo. Kraus doesn’t write much art
criticism anymore, but After Kathy Acker,
touted as a “fully authorized” biography,
reads like some of the better artist’s writing
we’ve become accustomed fo: a simul-
taneous unlocking of subject and object
through reference to cultural artifacts,
destined itself to become an artifact of
itsown. No one feeds the ouroboros of art
and criticism like Chris Kraus.

Arf as a

Popular Culture

Ryder Ripps’s
Abacus
Ryder RippstIE&£ZH,

ZARREE - BEH (Ryder Ripps) WEFE
H5RHAT, OKFocus, FES5Soylent (—#
B, FREEEBE—REFARBNE
FrRK) FRed Bull (PEAFTANI4F4EE
RIDAEIR]) BORAEIE B DB TEFIBE
BHF—%: L TERDR, E6T7RTS
BIFPEREEEMAR, BLUPA HRfEE
ZFRIREP,
XFHRIEFDANERNZGH 2 EMEER . KRR, iR
BREEZRB, HERA L FHRIRNBEE" . 1T
HEHRMNOZENEERT, BB LEPEK
FHIRES, RAXEE ERGERE TR W
EFNEINLE" , EEFXERARE/NGIIE
BBIMRREAENEREF, BESPIITLIESY
CultureSport I —ZRIIFBIAYIKFERES

Artist Ryder Ripps’s agency, OKFocus, has
taken the logical next step onward from
working on branding for Soylent and Red
Bull: this fall, they launch Abacus Pills, a
line of energy supplements that taps into
the current wellness economy by using the
aesthetics of juice and yoga to compete
with energy drinks. A non-FDA-approved
cocktail of caffeine, theanine, ginkgo
biloba, and vitamin B, Abacus promises
to “Upgrade Your Energy.” Particularly of
our note to ourreaders, the simplified Chi-
nese is right there on the bottle, because
“there is a connotation of authority from
Asian medicine.” While waiting for the
slick black-and-white capsules to arrive
in the mail, potential users can content
themselves with a line of characters by
animators CultureSport.

Kim Laughton’s ALL
£ - STWMMALL

Y LB ETRISTEIFr (The Shelter) BEEE
S en EIERE AT, X R T A0 2 W SRR
BREEN, REX I H MR BIC—8
HEEEZNREE—E, ERKEBERLN
R — RPN, R AR—3092 e3P Fraimr
EEMETEZBETFER, ALLRIE A0 E)8
MB—RHIT,

ZARRE - F (Kim Laughton) AIXREER
FEEEXNBABRA—ILHE: EPNEMES
ME—EEXRN, X TENLEDRR, 55
YT RTEIX NN RS M R SRR R YIL
%o EAMENIRIEREES T, BNERES
FFRNEREREET,

X EE—NEIE (lounge) BE#ERME, FEA—D
ZAREE, 2K K,

When Shanghai’s legendary club Shelter
completed its naturallifecycle, some of the
city’ssubcultures never fully recovered; no-
where hasemerged that can pulltogether
a crowd as aesthetically diverse as those
late nights at the end of Yongfu Lu. For the
significant portion of Shelter-goers who were
into hardcore electronic music, however,
ALL quickly emerged as a safe harbor. Artist
Kim Laughton is largely responsible for its
look and feel: everyone is oriented towards
amassive, glowing LED screen put to good
use by VJs, sound disappears magically
around the edges into a functional foam
architecture, making it surprisingly easy
to have a conversation at close quarters,
and the soundsystem makes good sounds
sound good. It’'smore concept thanlounge,
and as an art installafion it’s in a league
of its own.
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SNMEARITXE

Photo: John Zacherle

Gin Wong’s Googies
BIRENEDER

1922F HEF MBEERRITEREE (Gin Wong) F5F9H
i, (B3R —— BT B AN MR R E I E X RIBE
GoogieMIREXKFT i, GoogieR—MIMAERWER, BT
FRENERN—F, FRSHEUE . B K= RCAZ T
RIS, B RRIE140F R BRIBT EE/mMNM, FELEE
1960F LA ER, TR ZEARIE . MBEEERINMIE R R A +571T. ) o

EIREEZ2REEE - B (Wiliam Pereira) B9, tbAEZEIMB/EMR
BIEZESFIEKRE (Transamerica Pyramid) , EXFXET TIH
MK FRZ, BB ERAE (Theme Building) , AMETEFZHN
ERAIRICEZ NN ELNE— D ERY, B2RBERFOATH
TN, AT, tEECNEFHAS AL ERN— MR Z AT
7, BRPEE CENPESEENEIRFERE T =B TS ERN
REUNERSEM,

Gin Wong, the American architect was born in Guangzhou
in 1922, passed away this September, but his contributions
to design—namely, the southern Californian sub-move-
ment affectionately known as Googie—will live on, even
anonymously. Wong was a protege of William Pereira, and
most of his major projects, including the Transamerica Pyra-
mid, which defines San Francisco’s skyline, and the central
Theme Building, the first thing most people see arriving in
Los Angeles via LAX, were executed under the aegis of
the firm. His own name, however, is indelibly associated
with one particular gas station in Beverly Hills, with swoop-
ing wings and orange panels that capture the misplaced
freedom and optimism of the American automobile age.

Culture™

Xt Rstr

Let Them Eat Linen
ittsfilnstEZ

SEF- 152E/R (Steven Meisel) AJRERBIRIE LN R SFIKS
BE, Bt — SR EM— K ZEN R, XEHITEMTFTH
% - L& (Jonathan Anderson) E2014F LB R SIS 40 3
AZlLoewe (BEEL) UK, —E5LoeweBEF R EETER,
SEMK, 11E5M / M (BR) &1F, RENEEERESEHY
B ERNTMRES . BRMNENE, XILHBET Telfarfd “ Get
the Look” Till, A—"N @B 2118 — N RIBEKERITER
VREXLENHN, TERIX N REASNEIRE = AR E R
—PNERA—"HIEBEMEXLKR, EREASZTEN, " IRE
Loewef9E? Bt FHENE Loewe IR AT IE T

Steven Meisel might turn down our repeated invitations for
exhibitions and interviews, but he sure makes a mean table-
cloth. The photographer has been collaborating with Loewe
on the brand’s campaigns since Jonathan Anderson stepped
in as creative directorin 2014, and this fall they've all teamed
up with M/M (Paris) to sell linen tablecloths, placemats, and
napkins printfed with Meisel’s blue-toned still life photographs.
The logic recalls Telfar’s "Get the Look” t-shirts: there’s no point
in creating a dumbed-down diffusion line for fans of a brand
when a picture of the creative vision of the brand scratches
the same itch. “Ireally appreciate the clothes, but | don’t want
to wearthem.” Can’t afford a Loewe leather handbag? Wipe
your mouth with a picture of it instead!
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Sterling Ruby’s long-running relationship with Raf Simons
became a little more productive this summer, when his
overhaul to the interior of Calvin Klein’s New York flagship
was revealed. (It looked like a Ruby installation, but with
the soft-stuff-to-hard-stuff ratio ever-so-slightly elevated.
There’s also a lot more yellow than one might imagine.).
Then, during New York's fashion week, the store became
the venue for the brand’s show. The aesthetic was Ruby
all around, with an elevated Americana feeling to suit
the new context (if Ruby + Raf = American horror, then
Ruby + Raf + Calvin = the horror of America), until suddenly
Andy Warhol popped up. It was an unexpected move,
but one that somehow makes sense: if there’s one motif
from recent history that captures Sterling Ruby’s marriage
of production, material, banality, and violence, it's the
screenprinted electric chair.

Special Delivery
RRIbRE

MEAR, BREEN—RMBESEHRLER: —HZARB TN
R ZBEZITINE . MERIREX N FEEEZNREYTR AT
HARBMBRRRIFET IRFEAI SIEEHEUS 8 —RiE 2,
R EHE.TIE, FIRE. £, ZioA, E8E  FEMNEHRET
ERNERE, £HETRE . BRENHBNESMLSRE, UKRER
BENFERHER X—INESEYIRBRRABEATIER "ADHD
SLWR", BEENREIZ M Yohanix, A Black Cover Designiil
BIE=, BRITHEES (H5223) . BRSEXERERIE—"
IHENTBEEM™ |, BIXPNRBEIIFENEL.

American Horror Story
ZER GRS

LETEEHR - 21 (Sterling Ruby) XFCalvin Klein B4R LI5EANJE R imE T A
{ERY, 8.5 Raf Simons (fk - AR, BERBEIREE) BKBEIEX
EEBEEEAN . XREERREEEUNEEER, BRIESEHL
TERLL IR B IR, KRB MVERTIEEZNEE  EALNNEF I,
XRIEMIEL AL T Calvin KleinmRES HF 7. SLLRIRZERLAN, 3
ERARIR AR, AR B AHIRE (MR Ruby +Raf=3E0EM, 3B
ARuby+Raf+Calvin=s2E IR ) , EEIZL8 - SKE/REHA LI (Calvin
Kelins#—Z=ME1E &9, BENZENCalvin KleiniB R8I 4 FHER
ARIEELRE KEREZARNERET) - XE—NERZIMIZET,
ERRNXEEMEERSEN: MR EBHEFE— A ERNE
SEESEHHNE. M ZEERNKRESRN, Bi—ERBHLZ/ED
RIS (EB4E) (28 - SRE/R1964FMER) .

There's something romantic about the smell of a guerrilla redesign
campaign in the fall, a little bit like going back to school. This
month, WeChat was impressed with packages of packaging
purporting to streamline the visual identity of SF Express, one of
China’s major courier companies, replete with business cards,
envelopes, t-shirts, fote bags, pens, notebooks, a delivery van,
and two seasons of functional uniforms, allbased on various scales
and configurations of black, orange, and white dots and stripes
and overlapping typography. Thisis the work of curator Deng Li's
studio ADHD (in partnership with label Yohanix, graphic studio A
Black Cover Design, and photographer Lin Zhipeng). While the
campaign narrative is a little facile—"giving couriers their dignity
back”—the strategy might have a future.
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: < . ANERBREFEREA, AZZRBEAR, " “Man no longer simply use technology, man ab-
THE 18TH BMW ART CAR f BUARIZREZFD - RNMBRIE - RAXET  sorbs technology.” Hybrid Reality, written by political

( Ayesha & Parag Khanna) BIXEPE(E ((ES  scientists Ayesha and Parag Khanna, was published in

A FABLE OF T I I E F l ] T l ] RE l ML) HhRTF20124F, BYEITE2017ENSX: 2012. In 2017, the Al chess player AlohaGo defeated Lee
ANTEBEHETF AlphaGo =t 115, . Se-dol and Ke Jie; Ikea and Lego are investing in the
IN THE HYBRID AGE ! S IS TRITA, S5 development of Augmented Realty fods.fo ol new

\ ARFAFAIBEREET,; TAZEH, ATERE, technology into consumers’ lives; autonomous driving,

IXERE RS E M IR R RAERREEFR——AM]  artificial infelligence, and other related concepts are

IRNFRE B RNER, Bihix— " BE&UL"  rapidly appearing in the context of daily speech from

FrEmpIERk, 1 8 the general populace. People marvel at the drastic

“SX, BNEREERNANRE: BEESN{ XNMFMPIHSHANK, ERERRSRANMSURAS = EXNEFRHNE! ifﬁT ABIWERTEE  changes brought about by technology, and mix reverie

BARNRSEHREIG---BRMNES5BRAZENXR, 8T AERERE, RFEENEIR RAXNIINED L ) R ANESERT, ARHE@L? EATE  with doubt as they confront a future of “hybrid reality.”
HRNBOEMMENIAOER ORI, EESRE —NFOIDLEREE . ARRSBEREZ2EARR, AXKRKER, ” | *, FEUHTA? X R E L OIEIEE 18R “In a manufacturing context without man's interfer-
—(iB&IL) FIEARETS AR, ence, what is the utility of men? In front of unmanned

ERA—THREWVZAREANSSEE. BEM  machines, what is the superiority of men? In the face of

EMELPEWEEIRE, BEHZE X artificial infelligence, what is there left for man to do?”

jioday, we stand at the forefront of the Infermation age. thaiiyBI age. ThEREHIEESICESE ZE/R (Andy Warhol) . Z1A45 - 55 7%{A#% (Robert  These are the questions that Cao Fei set out to answer

ﬁaETBM’EﬂEHLfiEP Sk

i technology is slowly arriving along with the coalescence of technology and technology as wel ERELGFE T Rauschenberg) « AR - /2 (David Hockney) in. the 18th BMW Art Car
L as the coalescence of technology and man. The relationship man holds to technology is movin Left
[, : H &&= v/ h = i
& beyond one of tools and utilitarianism, into existentialism. Technology!s impact on the outside worl Cao Fei conducted research A BT [eT Koons | SBREE A S The BMW Art Car. a sponsored cultural undertaking
e w onsite a1 BNV prance Aute's R DT AREFHE, ESELBEISHE  that has a history of nearly half t d boasts 18
Thexi Plant in Shenyang, ESIEPIWN F18H=E at has a history of nearly half a century and boasts
= | and our inner world is accelerating around a center point. Man nollonger simply use technology,
f | OZARER, EHTHEEESE TN BA  renowned artists including Andy Warhol, Robert Raus-

' man absorbs technology."
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FEmESEAE ' HEE i SERES, X chenberg, David Hockney, and Jeff Koons, welcomes
| Right:

| : The 18th BMW Art Car its 18th edition this year, which takes the project info the

— Hybrid Reality




XIREAENREZAMETEN " BX2a"
MBI R IMSLAPP (BMW Art Car #18) iX—
BN SRR E BMW M6 GT3 8BER
BR—"ZR'5"F" ARANEE, "ZARE" S
FHT "EE,

&, BN B, BISLAE S ISRIE
W, MEANZANEFMER ., XWENREE
B 'EDZALE MEEGRRE ESNL" BER
HEAR, R EARETFT "BEXZE W, i@
B AEEN BAXRR 281, SEXDER
MEER "FEZH",

5BEMNFEERERISHEIZAENS
B, BEEE.

Epoch of hybrid reality. To pay homage to the fradition
that BMW Art Cars are born of the race frack, this 18th
car will enter the Macau FIA GT World Cup in November.

The revolutionary gene in this 18th BMW Art Car is
programmed into its existence between abstraction and
reality: only when the Augmented Reality App (BMW Art
Car #18) is combined with the all-black BMW Mé GT3 race
car does the art and car come into one, giving “birth”
to the “Art Car.”

The automobile is a symbol of modern engineering,
business, and the material world; art, on the other hand,
is the manifestation of man’s subjectivity. The fusion of
the fwo turns the "BMW Art Car” project info a physical
representation of “hybrid reality.” The car’s very existence
between the abstract and the concrete perhaps alludes
fo the existential difficulty that man faces straggling
between modernity and the post-human era that we
as arace are slowly but surely pushing into.

The interview with the artist Cao Fei attempts o unravel
the mulfiple layers that make up the 18th BMW Art Car.

T
EHRTARMFRE L, BEE R
# FBMW M4 GTSEEFINER

Bottom:

On the race track in Zurich,
Cao Fei experienced drift for
the first time in a BMW M4 GTS.

ALET:
BES5EDHERIIBMW M6
GT3THEMMBELIE, BPAFIA
HIBMW M6 GT3ZRZESNL;

ERBIBHEDZARFHISTIAED
%), BMW M6 GT3ZE{RHR A2 A
I REREHRT 4R,

FIBAELZARER KU, WX
BT IGIFMEAPP (BMW Art Car
#18) IR ZEARE, LhFE
FRBRGER BN,

Right:

Cao Fei discussed the visual
rendering of BMW M6 GT3 with
BMW'’s senior director. Shown
in picture is the original exterior
of BMW M6 GT3.

As the body of the 18th BMW
Art Car, a BMW M6 GT3 is re—
stored to its factory mode with
a black carbon fiber exterior.

At the exhibition site of the 18th

BMW Art Car, the final art car
visible to the audience via the
Augmented Reality App (BMW
Art Car #18) glows with colorful
lights.
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Stills from No Man’s Land, an
important component of the
18th BMW Art Car. The film de—
picts a traveler walking out of
the mountains to the city, ex—
periencing the sights of China’s
urbanization. This short film is
key to the concept of the Art
Car, and a continuation of the
artist’s ongoing engagement
with the urbanization issues

in China.
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How to Invoke Emotion with a Car

LEAP: How was the concept for the 18th BMW Art Car conceived?
Cao Fei: The commission was a big challenge for me, because my
past work has always focused on video and multimedia; | had rarely
worked with physical objects. When | looked back on the history of
the BMW Art Car, | saw the limits of the previous pieces, which is that
artists tend to work on the surface of the car. At the same time, this is
a car that must go to the racetrack, so any material or process that
adds to the body weight is strictly prohibited.

Therefore, this project comes with some fundamental restrictions. So
| kept thinking, whether there’s some way of breaking through these
restrictions, that doesn’t require working on the surface of the car. This is
the biggest challenge, and something that | had tried fo break through.

LEAP: You don’t actually know how to drive, nor do you have a driver’s
license. Butin the history of the BMW Art Car, many of the participating
artists enjoy racing and have their personal interpretations of cars.
How do you come to ferms with this in this project?

CF: When | first received the commission, | started thinking about the
fact that, as an artist who doesn’t know how to drive, who doesn’t have
alicense, orowns acar, how do |l work on acar? And as a female artist,
what can | convey through my work? Can | convey an emotion? My
first thought was to build a real and emotionally charged art car; the
previous iterations had mostly been visual specimens. So this marks
another criterion for my taking on the project: to turn this art car into
a vehicle for emotion, to convey a concept or a spirit.

LEAP: You attempt to tfrigger a certain emotion through this project. How
did you accomplish this? What was your thought process behind this?
CF: Forinstance, my work is primarily video-based, so the film-viewing
experience, and the concepts and text in films, would impact my
research on the automobile during my creative process. | research
through film culture, pop culture, and public consciousness, the
significance of the automobile, its relationship to the time we live in,
and the place it holds in these narratives.

In this project, | maintained my past creative methods, whichis a highly
complex and multi-layered construct. How | tfransfer this construct over
to the 18th BMW Art Car requires a tremendous amount of advanced
research, to understand the social psychology of the automobile, its
role in society, and fo ponder how to integrate these studies into the
final Art Car design.

LEAP: What is this “social psychology of cars” that you discovered?
CF: This is very complex. For instance, human planning for fools of
transportation is dependent on urbanization. Only when cities grow
larger is there demand for automobiles, which is particularly frue of
China after it entered its urbanization phase following its reform and
opening up movement. Demand for automobiles, particularly premium
ones, grows slowly, which is related to China’s economic growth as
a whole. On the other hand, while westerners tend to consider their
cars tools of tfransportation, Chinese people’s need for premium cars
comes from a deeper psychological drive, such as the automobile
being seen as a symbol of personal stature.

Certain films link a car’s speed to men’s desire, whereby people find
exhilaration through speed that cannot be satiated in everyday life.

This exhileration of speed compensates for an otherwise mundane
daily life, which reflects one of the plights faced by most in modern
society. The automobile gives people an opportunity to break out
psychologically.

When | worked on the BMW Art Car project, | hoped to instill all these
ideasinto my piece. How do [ fit all these complex ideasinto one car?
Painting is clearly not enough. Ineed a certain length of time to narrate
all the ideas | want to express, which is why | made a film specifically
for this project, as an integral part of this 18th BMW Art Car.

The State between Abstract and Concrete, and a Momentary
Slip of the Mind

LEAP: Each viewer of the short film has a different and multilayered
interpretation. Please talk about it from your perspective.

CF: The film depicts a fraveler who walks out from what appears to be
deep inside some Chinese mountainrange, walking past the countryside,
the suburbs, fo eventually reach a city. The course of hisjourney is closely
linked to my past work, from inside China to the rural-urban continuum
to the city, showcasing a comprehensive (urbanization) development
pathway, and revealing the survival realities of today’s China.
Therefore, the traveler here can be seen as a car, even if he isn't driving
one - nor did lintegrate any Art Cars in the journey - and his journey on
foot allows the viewer to observe inside out, following his footsteps intfo
every encounter and every compressed testimony, as though witnessing
modern China’s dramatic change. Said change shows a stark contrast,
between the backwards and the avant garde, and finally showing a
complex juxtaposition.

In the second half of the film, the traveler walks to the city and enters a
large parking lot, where tens of thousands of cars stand in front of him.
He then puts on VR goggles, and thisis a twist.

LEAP: This twist may be interpreted as a connection between “reality”
(physical carand physical space) and the “abstract” (digital technology
and virtual space). How should we understand this connection?

CF: When the traveler puts on the VR goggles, he may have entered info
a self-consciousness, or a certain cosmology, where he can paint by
wielding the speed of light. The painting process is very ceremonial, almost
a choreography, which makes a colorful dance of light and shadows.
The end result of the painting is of course from my design.

However, an important point is that the process of painting in the mind
can very well be the traveler channeling the artist. If we see this in the
context of “role playing,” this fraveler could then be a personification of
myself, and the final product of the painting isn’t the traditional BMW Art
Car with paint over its surface, but rather the outcome of the artist ad
libbing under that context with his consciousness. It’s worth noting that this
consciousness is both abstract and real: is this a hallucination, or did he
enter into an (existing) multi-dimensional world? The final painted piece
gives this physical car an energy that exists between the abstract and
the real, and therefore in the final presentation, the viewer would see the
painfed shadow and lights floating about the vehicle, thus representing
“art” as energy.

LEAP: The most talked about feature of the 18th BMW Art Car is the use
of Augmented Reality technology. How did you come to choose this
medium for your art?

CF: To contfinue from before, | eventually chose an Augmented Reality
App as my finalmedium, fo demonstrate the state between abstraction
andreality asljust explained. The reasonis that | want fo avoid making
the physical car body the final arfistic expression, which led to me
using today’s cutting edge digital technology to convert my artistic
expression; when the viewer leaves this medium, he would not see the
“art” (nor would he see the real “art car”).

In addition, this visible and invisible, existence and disappearance,
abstraction and reality, mesh well with eastern culture’s view of the
world, which believes that the distance between the existence and
non-existence of matter or of an event is but a momentary slip of
mind. Artin fact does exist, but if we were to observe it with our naked
eyes, then it doesn’t exist outside of this App. In the application of this
technology, | might have discovered a connecting point between
technology and traditional eastern culture.

Artist on Site

LEAP: For this BMW Art Car project, what was BMW'’s contribution? What
information and help did they provide to you?

CF: In the history of the BMW Art Car project, | may have been the most
demanding of all artists. My methodology requires that | go deep into
the factories to observe and research. | asked to visit BMW Brilliance’s
Shenyang factory and BMW'’s Munich factory, and requested a lot of
materials. Throughout the process, BMW had done its best to give the
artists what we wanted to know.

Atthe same time, the personin charge of this project, BMW Group’s Director
of Cultural Operations Thomas Girst, had known that all my work is tied to
new technology. So when he met with Google’s cultural department, he
infroduced me to AR Augmented Reality technology, which in the end
proved pivotal. The fact that BMW tries to understand each artist’s needs
and cater to him or her is something very unique about this project; it is
born out of their professionalism towards art.

LEAP: From Whose Utopia (2006, commissioned by Siemens, including
nearly 6 months’ field study in the Foshan Osram light factory) to the 18th
BMW Art Car, the factory experience is a key aspect of your creative
process. Do you have a special love for factories?

CF: Yes, | believe my infatuation with factories began with Siemens; it
probably helps that | used to live in the Pearl River Delta areq, since the
PearlRiver Deltais the “World's Factory” and home to numerous production
facilities. Prior fo this, | had always learned about factories through the
news, including the driving forces behind their current reality. But when |
actually went onsite, | was quite stunned. So when | accepted this BMW
Art Car project, | was firm in my request to visit their factories in China.
Tenyearslater, the factory is something entirely different—an automated
production line that is devoid of human intervention. When | visited the
Siemens factory ten years ago, | could still see half-automated production
lines augmented with manpower; there were stilllarge numbers of workers
on the lines. But the BMW factory had few workers. | feel like maybe 10%
to 20% of the work is done by hand.

Anotherimportant point is that BMW and Siemens are both multinational
companies from Germany. The Siemens factory was a base of production
forexport, to be badged with different brands. This is an export operation
that goes from inside to outside. The BMW Brilliance factory, on the
other hand, reflects a change in the market, which is that the previous

export-oriented operation has now been turned info a *“Made in China,
Sold to China” model, since Chinais now the largest automotive market
and sales battleground in the entire world, absorbing 20% of the world
volume yearly. From this project, | could see a shift in China’s position (of
influence in the world arena) over the past ten years—from a service and
production provider to a front line consumer.

In fact, one of the more important reasons that I'm interested in projects
with these multinational companies is that | could observe China’s
internal fransformation and the Chinese economy’s shift on the world
stage. Therefore, if | were to simply paint over the surface of a vehicle, it
feelsrather simplistic. To identify additional space to study and to express
myself through such a project is perhaps one of the biggest reasons for
me fo accept such corporate collaborations.

LEAP: Looking back now, Whose Utopia has become one of your
signature pieces. It's relatively rare to turn a brand collaboration into
an important piece in one’s growth as an artist. You had mentioned
the BMW project in an interview at the end of 2016, and expressed
a certain preference for brand collaborations. It's been ten years,
and brands’ mentality has shifted as well, so has the artist-brand
collaboration process.

CF: Many brands have an independent cultural department or
foundation that manages artist collaborations. The BMW Art Car is
run by BMW'’s Department of Culture, which is solely responsible for
cultural advancement projects. Therefore, the team that manages
such projects is already familiar with art and understands the place
of modern artin the world today, as well as artists’ preferred means of
expression. As mentioned before, that Girst could offer me targeted
assistance is due to his own professionalism in the field of art (Girst holds
a Doctorate in Art History). Therefore, in such crossover collaboration
projects, the artist’s job is more than to create a visual piece or to
simply seek “beauty”—such simple pursuit is not much different from
brands hiring ad agencies.

The cultural collaborations between brands and artists have notably
improved: they do not try to cover up problems, but rather give artists
space to ask questions; artists” questions are also not necessarily focused
on the brands, but examine the age that we live in from a broader
sense, which is exactly the way the BMW Art Car project is run. It may
be said that brands’ tolerance for artistic creation and their ability to
provide constructive comments throughout the collaboration process
is in fact helping brands upgrade their own competitiveness.

LEAP: You had mentioned that the theme of the century is *no man's
land.” Other than witnessing an unmistakable “no man's land” in the
BMW factory, what other meaning might this have?

CF: "No man's land” is a theme often seen in Chinese paintings. You
often see landscapes painted with no people. They are painted with
mist and fog to help convey a specific artistic concept. In my short film,
the traveler’sjourney in his consciousnessis rather free and uninhibited,
which also taps info the same concept. | think that “*no man's land,”
as a development trend today, carries an inner-dialogue with and
aesthetic reference to fraditional Chinese philosophy. On the other
hand, when we reach *no man'sland” through means of technology,
what does that mean for the future? Are we moving towards a positive
direction, or something else? The 18th BMW Art Car asks precisely this
question. (Translated by Frank Qian)
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2. Gregor Muir, “The Waking Dream,” Human
2R IUR - BUR, (lEmRZEF) , “A” K11 Art Foundation Hong Kong, March 2017
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Out of an Ordinary Life:
A Notebook on the Work of Zhang Enli
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| first encountered Zhang Enli’s paintings in 2006 or 2007, shortly after he
fransitioned from his earlier figurative works and began to focus on paintings
of familiar or commonplace objects—cardboard boxes, containers, buckets,
beds, cigarette butts and balls, electrical sockets and stark, tiled interiors—
which, in their own way, would become portraits of ordinary things or static
parts of our everyday world. And, while these motifs or parts of a world might
seem like nothing more than the banal, mundane things we accumulate and
discard throughout life, for Zhang they occupied the root of his practice—that
is, to sustain the power of looking, to observe something so intensely, so closely
that any feeling of indifference becomes virtually impossible or negated, and
simply slips away. Every object carries the weight of its own meaning—noth-
ing more, nothing less. Any associative, personal, or symbolic connotations
or connections can surely change over time. What remains is how things can
retain their own kind of humanity without a human presence. What remains, in
the end, is how images hold up over time. They are, perhaps, our measure and
evidence of reality, those memorable elements that brace us against the forc-
es and production of time. *| feel that we all search for forgotten elements,”
Zhang says. “lt's kind of like a garbage dump with countless people inside,
searching for treasure.”’

Now reaching what some might consider his mid-career point as an arfist,
Zhang Enli has successfully sustained a widely admired and continuous pres-
ence for nearly 30 years. For some artists, the mid-career threshold can be
daunting, fraught with uncertainty, even cruel; neither fashionably young nor
past one’s prime. Having remained steadfast, lead by time’s ever-present
hand with a capacity to look back on many years of work with the hard-won
wisdom of intfrospection, albeit with older eyes, the echoing questions might
somehow remain same: What now? What next? Where am | going?

Looking back at Zhang's dark and moody figurative works from the 1990s,
it is evident that he was feeling his way through emotionally charged sce-
narios. In paintings like Sad (1992), a man sits alone slumped over a table,
his head and face buried in his arms. Orin paintings like Bar (1995) or Old
Man and Bird (1994), where solitary figures or couples—almost always men—
are captured in candid moments of daily life, drinking, smoking, eating bar
snacks, playing cards. From the outset one would be hard-pressed not to
consider how these early works straddle two worlds: one steeped in European
influence with an obvious nod to German Expressionism, to artists like George
Grosz, Emil Nolde, and Ernst Ludwig Kirchner, while, in the other world, there is
Zhang’s rough and fumble chronicle of life in Shanghai at a time when the city
was going through its late-twentieth-century growing pains, still shabby in the
wake of economic and social reform. It might not be difficult to imagine, as
Gregor Muir observes in his essay "The Waking Dream,” how artists like Zhang
were “gripped by a sense of future shock,” 2 as the city’s unstoppable, accel-
erated transformation took place before their eyes.
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Butchers, Dancers, and around the Dinner Table

Anyone who has spent time wandering the back alleys
and open-air markets of Shanghai can sfill find slabs of raw,
unrefrigerated meat displayed on makeshift butcher block
tables beneath twirling strips of flypaper. Among Zhang's
earliest portraits of butchers at work, as in Two Jins of Beef
(1993), and Meat Market 2 (1997), which would continue up
until 2000 with the series “Old Butchers,” the paintings we
find are dark and blood-soaked, featuring men with outsized
hands and arms engaged in their frade. Large slabs of beef
or pork lay before them, their entire surfaces thick and fleshy.
Zhang's brushstrokes convey a certain force, as if the brush
served as the painter’s heavy blade to literally flesh out the
images. One cannot help but think of Rembrandt’s The
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Slaughtered Ox (1655) or Chaim Soutine’s visceral Carcass
of Beef from 1925. But, perhaps above all, Francis Bacon’s
Figure with Meat (1954)—and Bacon’s work in general—
looms large in Zhang's butcher paintings. Based on repro-
ductions of Diego Velazquez's Portrait of Pope Innocent X
(1650; Galleria Doria Pamphilj, Rome), Bacon depicted the
Pope flanked by sides of beef, a motif drawn from Bacon'’s
own childhood fascination with butcher shops, as well as
the haunting images of raw meat made by Rembrandt and
Soutine. Influenced by postwar Existentialist thought, Bacon
infended his paintings to remind viewers that the human
condition is fragile—that, as he explained, “we are potential
carcasses.” ® Zhang himself has made similar pronounce-
ments about the human condition: “Indifference is in plain
sight in our everyday life [. . .] Most of the time we are sim-
ply flesh waiting to be butchered; occasionally, we are the
butchers.” 4

A shift to more socially engaged paintings would fol-
low, beginning in 2000 with a series titled “Dancing.” These
paintings would also mark a surefooted departure from the
previous works of lone or isolated figures, and were shown in
Zhang's first solo exhibition in Shanghai at ShanghART. At the
tfime the gallery, too, was an emerging space, established in
1996 but quickly becoming a much-coveted venue for local
artists.

The opacity of color and density in the *Dancing”
paintings were not, however, dissimilar to those in the butch-
er paintings—saturated with muddied reds, yellow ochre,
brown, gray, and black. Rather than solitary figures or mo-
tionless couples, the obvious breakthrough was the all-over
movement and outward rowdiness of a roomful of embrac-
ing couples, competing for space on the canvas as well as
on the dance floor. These compressed, complex, and com-
pacted views of the crowded dance halls are seen slightly
elevated, suggesting a bird’s-eye elevation rather than the
throngs of a mosh pit. The dancers, male and female, are
clunky, anatomically disproportioned, and, judging by their
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attire, local and working class. Ordinary couples enjoying a
night out at on the town at their local bar or dance club.
The year 2000 also brought on other highly charged
scenes of raucousness with Zhang's “Eating” paintings. Asin
"Dancing.” the “Eating” paintings are all about activating
the eye, setting the eye in motion to take in the scene and
composition in its entirety. Wide, hovering views of cavort-
ing restaurant patrons gather around tables heavy with
communal hotpot, plates of fish, ashtrays, and watermelon,
chain-smoking and talking between courses. These paint-
ings embody a certain zeal and obsession with everyday
ritual. Think for a minute how often you might have been
asked by a Chinese friend or acquaintance the most urgent
or pressing question of the day: “Have you eaten?”
Something else occurs by 2001, when the paintings take
a turn foward more translucent and open surfaces; the oil
paint becomes thinner, washy, and the artist’s brushstrokes
feel less labored. The paintings lighten up, are no longer
chaotic and dark, nor do they fill every inch of space. In
Eat (2), for example, eight people gather around a circu-
lar table. The scene feels casual, immediately intimate, as
if eavesdropping in a private dining room rather than the
ruckus of a noisy restaurant. The center of the table looks
fairly empty, to accentuate the circularity of the table itself,
suggesting that the meal might be coming to an end. A
man pours himself another drink, while a woman across the
table gnaws on what might be the remains of a plate of
spare ribs. Others are having a smoke. Going forward, Zhang
would follow this dramatic shift; the paintings would become
looser, painted faster, allowing the thinned out oil paint
to drip and run, to feel haphazard and part of a process,
increasingly more like drawing than painting. Something
else was happening, too, in how Zhang began to guide the
eye, creating a kind of mapping for the eye—taking in the

(FTRz) , 2002 &
e

170 x 150 Bk
Untitled, 2002
Qil on canvas

170 x 150 cm

Courtesy ShanghART Gallery and the artist
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A Piece of Pipe, 2015
Wash on paper

200 x 270 cm

Courtesy ShanghART Gallery and the artist

nuance of every line, drip, fluid field of color—
that leads us across each figure engaged in
his or her private moment before moving to
the next, until we come full circle. This circu-
larity, as a pictorial device, might have been
a revelation for Zhang. On the other hand, it
could have simply taken him back to what he
must have learned years ago, at the Arts and
Design Institute of Wuxi’'s Technical Universi-
ty, in the mid-1980s, about organizing imag-
es, composition, defining a work’s structural
space and intentions—and then allowing the
painting to take the artist to places unexpect-
ed orunknown.

Wires, Pipes, Hoses, on and off the Grid

Sometimes, noticing motifs in an artist’s
early work, we immediately find ourselves in
the throes of a Rosetta stone moment. For
Zhang Enli, Untitled (2002) might be one of
those moments, where a hulking, mound-
like figure of a man stands laboring before a
tangled coil and mess of a water hose. For the
most part this painting is monochrome, limited
to black, white, and gray, with only a splash
of red peeking out above the man’s waistline
and open jacket. Again this work—and those
that would soon follow—is more about draw-
ing than painting, the complex handling of
lines rather than color and mass. The prima-
ry focus is on the hose in the foreground, its
seemingly endless curves and twisted loops,
as the man methodically disentangles and
winds the disorderly heap around his fore-
arm. This painting is among the earliest with a
length of cable or hose as its central subject,
but more would begin to steadily emerge
over the ensuing 12 years. At once abstract
yet clearly based on existing objects found
in our everyday world, these paintings are
essentially catenaries—arcs of simple lines or
wires suspended or hanging freely between
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tfwo or more points, bridging the edges of the canvas. Some-
fimes knotted, twisted, or tangled together like a macram
project gone awry, these works suggest subtle scribblings,
jottings, an internalized calligraphy or personal language
describing tension and slack, balance and counter-bal-
ance. These paintings, unlike the darker, figurative works, are
airy and open, as if drawing in space, defying mass or gravi-
ty, almost weightless—painting about air rather than earth.
Among the largest paintings in this series are The Con-
nection (2014) and The Yellow Pipe (2015). Reduced to just
a few wires or pipes joined together, forming a kind of sling
against a stark field of washed out color, their scale produc-
es an experience of totality. The faintly drawn pencil-line grid
has become a central component in nearly all of Zhang'’s
paintings since 2003, existing beyond its fundamental graph-
ic design application in scaling up an image from a sketch
or photograph. It serves to bring a further sense of structure
on which to plot out the visual field or chart the course for
the composition and rhythm of the work, keeping the eye in
motion for the artist as well as the onlooker. When we think
of pipes and wire, hoses and plastic tubing, we can easily
bring our own individual associations to things that univer-
sally or literally connect all of us to ordinary utilitarian func-
tion (or disfunction), from the flow of electrical energy and
lines of communication to household plumbing. But Zhang
isn’t interested in assigning specific meaning to any of the
objects or things that inhabit his works; rather, the thing itself
remains free of meaning, void of any specific metaphor oth-
erthan what we perceive as its potential use, maintaining
its matter-of-fact openness to subjective interpretation. As
Philippe Pirotte comments in his infroduction to Zhang’s 2015
Taipei MoCA exhibition “Self-Sustained”: "By almost obses-
sively tackling the same motifs like, for example, the play of
messily entangled wires, we perceive alternate meanings
of individual signs, and interpretations displace one another

(IRBRAYZS(E] 2) , 2011 &
e
250 x 249 [E#

Destroyed Room 2, 2011
QOil on canvas
250 x 249 cm

Courtesy ShanghART Gallery and the artist
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5. Philippe Pirotte. “Self-Sustained.” Taipei

MoCA, 2015
(R=) , 20105
T LhE
250 x 300 Bk
Sky, 2010
Oil on canvas
250 x 300 cm
Courtesy ShanghART Gallery and the artist
8" ABHT 'R, fla (IFRRI=E 2) (2011), 2% almost instantaneously.” The grid, 100, is up for grabs as we
& (PEI=) (2011)—RIBRIB TR, 528 Pt readily associate it with daily calendars, the demarcation of
W TRFEF, MRETFERERE THA, BHXEEXTFE  ourdays, tracking the months and years; we think of the grid
BNAERETRE, NMZEZARECHANE R, mMA  to compartmentalize, bring precision and order.
EBRRN=EHE IR HNEE, BR2&KE, EMN
201542, "RERE" KIE—SEETENME  Above and Below, the Trees and the Sky
RARE LEDERSHEERR, EIM AR
AWMFEMEN S EREER . SAREREAMARE Throughout the history of art, in both western Europe-
FEIEEE, FUERAER. BEEE L iR EF0 an and eastern cultures, frees have been one of mankind'’s
KR F—— RN, IS EE IStk b most universal symbols. the rree of life, the tree of knowledge,
AEZHEMENREZ N, SARBEREECHRER  Wishing trees—trees as representing both the sacred as well
. BESHAE, R ERER, U, Sk as the profane; as earthly metaphors for the passage of time,
4 REQEERRASHERNNERIFRELEA, the cycle of life, the seasons, sources of sustenance, rebirth
B, RO FRERERSTHS, ERLEYPLE  and death.
LDFEEEE THEEG, EMH+E. Eaba—X%5 Then there are trees that are simply trees. Nothing more
SARNEY D, BRIV ThSFNAE, Fiam  Thanlimbs and leaves, bark and trunk. We take refuge in their
HAHAACTWRZ R T (XAEREIRERZES  shade on scorching summer days, marveling at the dappled
MFEE) . KBRS IER, FE "2XFR=m  light cast along city streets and sidewalks as we stroll be-
RAEME, STEBEIYRHEFIES, FELE  neath them. We ponder their frail and skeletal barrenness on
FAMGENFS/ESAL, FERPNBREZME  dark winter mornings, or find ourselves awestruck under a full
BASWIRBIEE, AT, ‘T HiEmemasEy,  canopy of leaves as if set on fire when autumn finally arrives.
IR KBNS SEFEREBEERISE B4E2MW L ForZhang Enli, the subject of the tree goes back as early as
HH, BEA2ECHRE HA RS H T, 2003. It wasn’t until 2010, however, that a full exhibition of
B A S TS 2 72 R B 15 B B AR usgg pyy O dozen ormore large-scale tree paintings was presented
SR HTED SR AE R B ISR R EE E at the Minsheng Museum in Shanghai, signaling something
5. CEMER, NEEEE S EE R almost autobiographical about the artist’s relationship with
IR, U E AR SIS 2 L Y EE AR B T S AR B VE S 5T frees. This series, titled “Sky,” pulls viewers directly beneath
I EEmTISE, O Re RS m s E ey O hovering blanket of leaves and branches into an all-over
HBENE . BTOWEBIRASZ I B REEA LN thicket of brush strokes limited to a single, modulated, ver-
NEREME SRR, ‘T EE—meE=argy  dantcolorapplied quickly, creating a lush structural com-
RIS, ME BN RS AT A . 5 AN plexity. An accumulation of quick strokes, again seemingly
ERHIEG B RELZ A T IR R S A, B2 A calligraphic jottings in which to create volume and fullness.
e ERE ME" FEALS, Bt LUXF A AL Think of yourself in a park on a gorgeous day: the sky is clear,
B R, (BmE) cloudless, and you are simply lying on your back looking up.

“We take the meaning of the sky into the work,” Zhang says,®

as the visible pockets of sky open up and operate like ap-
ertures through which the eye drifts upward into emptiness,
toward tranquil, unified spaces for the eye to rest.

Zhang produced a series of old and gnarly treesin 2014.
Unlike the trees of the “Sky” paintings, which were rootless,
disembodied from their trunks, the old trees are leafless with
contorted, withering branches. While these old trees share a
subtle connection with the artist’s wiry catenary works, they
seem to have emanated from the artist’s imagination rather
than Zhang's personal photographs, which he continues to
use as visual cues or notational snapshots for nearly all of his
works since 2000. The old trees are, perhaps, paintings about
facing one’s mortality, facing the inevitable “with a demysti-
fying gaze.”’

6. Chris Moore. “Through Trees to Sky” quot-
ing Zhang Enli. Minsheng Art Museum, 2010
7.Monica Dematté. Human, Too Human. 2004
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Space Painting and the Intangibles

Zhang Enli has built an enduring, solid trajectory. One series

of paintings clearly informs the next. Paintings from the past and

present begin to coalesce almost seamlessly in charting a co-
hesive, logical path, one that continually risks notions of conti-
nuity as well as discontinuity. Zhang'’s earlier "Space Paintings,”
distressed frompe I'oeilinteriors outfitted with faux off-white

tile walls and floors, electrical wall sockets, or missing plumb-
ing fixtures, were conceived as complete, walk-in fabrications
made with only watercolor on wood panels. In other words, a
barebones execution. There were also “Space Paintings” that
functioned as standalone canvases, such as Desfroyed Room
2(2011) and Storeroom, in which cardboard boxes are stacked
in a shelf-lined room, their contents unidentified. Clearly these
rooms were constructed from photographs that the artist likely
took himself rather than imaginary spaces or rooms from mem-

(FH) , 2016 &
e
250 x 249 [EXK

Intangible, 2016
Oil on canvas
250 x 249 cm

Courtesy ShanghART Gallery and the artist

ory. But recently, since 2015, the “"Space Paintings” have taken a further turn,
becoming immersive, abstract architectural installations in which the act of
painting is the experience, and which therefore must be viewed as site-spe-
cific works made in situ. Using rags rather than fraditional brushes, the paint

is literally smeared and wiped over walls, floors, and ceilings—rivers of color
applied without any predetermined plan other than the designated areas for
the work’s execution. A fast, confident hand is at work as the artist feels his way
through the space while the painting and site begin to gel, defining its all-over
composition, seeking symbiosis. And, while the process and subsequent result
feel haphazard and random with little or no thought, there is, in the end, a
highly controlled appearance, expressive and palpable. In a recent conver- 51
sation with the artist, | asked him why his latest group of paintings, which also
stem from architectural, on-site installations, are referred to as “Intfangibles.”
Zhang told me his new paintings “are about feeling rather than seeing,” that
there is an emotional factor that is more readily discernible than in many of
his earlier paintings of things or objects void of any human presence. The new
“Intangible" paintings embrace a certain illegibility but are not without some
references taken from the outside world. And while Zhang continues to use
photographs either found, taken from the internet, or snapped—wet leaves

in the gutter or a tree inverted like a fornado tfouching ground—simply print-
ed out, serving as visual prompts to help determine pictorial strategy, range
of colors, or other preliminary decisions before taking a paint-soaked rag to
canvas. As viewers we wouldn’t have any idea or clue about identifiable real
world sources for the seemingly random splotches of color. One must take in
the overall surfaces. To make the surfaces tangible only insofar as feeling how
they impact the eye and forget about seeking content. These are slow paint-
ings that look as if they were made at lightning speed. They don’t attempt to
easily reward the viewer with comfortable, immediately identifiable referenc-
es, nor do they strive to reveal anything more than the process of their making.
The “Intangibles” argue for a whole set of different tools to experience them.
One must look without immediate or preconceived judgement, or simplified
notions about good or bad. One must look without over-thinking the act of
looking. In this way we, too, allow ourselves to be touched. In some ways, too,
Zhang's new paintings exemplify his path over the past 30 years. When the
journey circles back on itself, we encounter the midlife discovery that it’s all
been one continuous work, one art, one ordinary life in which extraordinary
things can happen.

Zhang Enli
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LEAP: What’s your daily schedule like? When you're
in Shanghai, do you set certain times for studio work?
Zhang Enli: | usually arrive at the studio at nine or
ten, butit’s not setin stone. Most of the time | spend
in Shanghaiis spent paintfing.

LEAP: You work alone in your studio?

ZE: That'sright. It needs to be very peaceful. | can’t
paint with someone in the room working or on the
computer.

LEAP: Do you mean peaceful asin quiet? Oris the
feeling you have when you're alone in the space
more important?

ZE: Yes, but it also needs to be quiet.

LEAP: I'm curious about the process of your work.
Looking at each painting, it’s difficult to gauge the
time spent onit. The “Intangibles” series that you've
completedinrecent years, forexample. Isit a flow-
ing, unrestrained expression, or does it result from
careful planning?

ZE: It depends on the situation, whether things are
going well or not. Sometimes it goes very smoothly.
But with my works, if something goes wrong, then
it feels wrong.

LEAP: When it feels wrong for you, do you setit aside
for some time and then come back and make al-
terations?

ZE: In general, | don’t make alterations. But if, while
painting, there are some things that I’'m unsure about
or things that | think might not be what I’'m looking
for, then I'll set it aside.
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LEAP: This painting, for example. How long did it take you to finish this?
ZE: | spent a long time going back and forth on this one. It used to be a completely differ-
ent painting.

LEAP: It appears that the layers are a bit thicker than on other paintings.
ZE: That's right. But | think | may have to put this one aside.

LEAP: How do you make that decision?

ZE: | believe this one may be something in mid-transformation. It's something between A
and B. | usually set aside everything that’s in this state, so that, in the future, I'll be able to
see what kinds of transformations were occurring during this period.

LEAP: These kinds of probing experiments make for strong works.
ZE: Maybe they’ll seem exemplary in the future, but perhaps they don’t need to.

LEAP: Do you still have all of the early exploratory works you made?

ZE: Not many. Even the ones from the past few years have been destroyed. | set aside those
that will take me a long time to finish, but sometimes after | put them aside for a few years
| decide that they have no value, and | don’t want them.
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LEAP: Will you regret that later? You may think a certain direction is a misstep
now, but you could change your mind in a few years.

ZE: | don’t think I'll regret it. Just like a tree, you need to constantly trim back the
unnecessary limbs that fork out of it. Otherwise it won’t grow tall. Sometimes there’s
a painting that you think is fantastic when you're working on if, but actually it’s
obstructing your future growth. | think this is crucial. You're not making a perfect
painting—the focus should be on the things you want to make in the future. This
can have a tremendousimpact on a painter. It's the reason many painters sud-
denly change from one line of work and take a different route. Perhaps during
the development of their work they paint something that really draws people
in. If the commercial prospects of the work are strong, they’ll furn it into a series,
and, if the market responds, they’ll continue on in that vein.

LEAP: Can you foresee in advance which direction you‘d like to head next?

ZE: I've been exploring that question a lot these past years. Actually, predictions
are also a way to reflect on the past, because I've been at this for almost 30 years.
| think that, no matter what you're doing, you need fo sit down and reflect on
your past. Sometimes you forget what it was you were doing when you started.

LEAP: In many of your painfings we can see a grid beneath the pictorial surface,
bringing to mind your design background. So I'd like to come back around and
ask you about the relative degree of control when you compose a painting.
ZE: When | was young | studied all kinds of things. This variety of influences in my
background gave me a relatively comprehensive ability fo control the work. That
ability did not come from a study of oil painting—there was no methodology
that fold me how to consfruct the underlayer, make the composition, and then
fill out the subject. | had to constantly explore these methods on my own. That
was a good way of going about i, because it pushed me to use my own basic
approaches to express myself instead of using a certain painterly standard. Some
deficits became advantages. | never bought into certain frameworks.

LEAP: Is the pencil grid something you use to assist your composition?

ZE: The pencil lines are actually a subjective thing, like a scale. They have also
become animportant part of my paintings. Sometimes there might be no reason
for something, and the reasons are just things you map onto it. But these must
exist for a reason. There must be a good reason for their existence.

LEAP: Just like your selection of subjects. In recent years you’ve often painted still
lifes. The still lifes you decide to depict have a certain presence that does not
require explanation. They have their own reasons for existing.

ZE: That's tfrue. Some things simply exist with no theory to them. Sometimes we
don’t need to find reasons for them.

LEAP: But there are also some very clear selections, such as your paintings of trees. Trees are very specific, quotidi-
an, and prone to romanticization. But you don’t attach any meaning to your interpretation of these trees, do you?
ZE: Right.

LEAP: So how did you initially decide you would spend so much time on this subject?

ZE: Sometimes the subjects come in a progression. Trees were like that, as I've been painting them for close to 15
years. After | painted the first tree, in 2003, | just continued on painting them. Ancient scholars were passionate about
frees, and this also influenced me.

LEAP: You often take photographs to document the environment around you, such as trees by the roadside. I'm in-
ferested in the relationship between these photographs and what appears on the canvases.

ZE: They're actually quite different. Sometimes | take a photo to observe a tree or some particular feature of a tree.
But later | realized that the way westerners paint trees is quite different than the way Chinese painters do. Chinese
people use the leaves to organize the free, but westerners use the form of the tfree. I'm frying fo use Chinese ways of
understanding frees, and | use the photos to ward off some conceptual aspects. | observe how the leaves grow and
how trees are formed. All of these details are very interesting, but there’s a language that tfranscends the details.
There is no defaulf fo my work. No one can say that, in order for me to paint frees, | need to use an ink brush or look
at how scholars in ancient China painted frees. Ultimately, | think it’s not in the external form of the tree, but in how
people understand what the tree is.

LEAP: Does that also apply to the other work you do based on photos, such as your sfill life series?
ZE: Yes, the photos are just a foundation. Sometimes | find details in the photos that my eye didn’t catch. Forexample,
I’ll casually take a photo and then notice, *How did that happen?”
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LEAP: It is difficult to find the foundation of reality in your recent
works. With your series of abstract lines, for instance—what was
your process for creating those?

ZE: Reality was hard to find in the portraits | painted in the 1990s as
well. There are also paintings that appear to be simple shapes, but
are actually realist. I think thisis the expressive power of painting:
within an external appearance that we recognize—the thing you
are painfing—you hide the personal things you want to express.

LEAP: Looking back on your creative progression, there isn’t any
trace of literati painting styles in the 1990s work . Elements of this
tfradition became more prominent later.

ZE: Actually, I have little do with the literati tradition. | don’t be-
long in that category.

LEAP: Perhaps it’s that you intentionally avoid the methods.

ZE: That's true. Sometimes you want to step back from particu-
lar questions and just paint, because those questions are terri-
bly trivial and concrete. These concrete questions can be very
present, so sometimes you need to step back and look at the
essential things, like the impression of your place in society. You
shouldn’t make work based on some feeling you have about
some social issue. | think my work has always revolved around
“me.” This idea of "me” refers to the importance of the individ-
ual in society. This is a tfraditional question that will probably
always be relevant. All philosophies, all incidents, everything
we debate when we talk about the artistic imagination, they
all revolve around people. If you depart from that, everythingis
uncertain. Nothing can be proven, because any point of view
can be subjective and objective.
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LEAP: You have always maintained an individualist attitude and position.
That’s been consistent over time.

ZE: Artists have 30 or 40 years at most to do their work. In terms of world
history, this is an incredibly short time, but, in reference to a person’s life,
it’s quite a while. So, when you start thinking about an issue, you don’t
think about it for just one or two days.

LEAP: Because you've been working for so many years, everyone can
look back and see your progression. It's only natural to fry to guess what
new directions you will head in.

ZE: Sometimes you want to shatter their predictions about where you
might be headed. Sometimes, if life goes too smoothly, you lose that
element of careful consideration. Sometimes you need to stop for a
moment. You need to halt its progress because, if you don’t interrupt it,
it will become rigid and repetitive.

LEAP: The feeling you mentioned earlier—about whether or not a work
is in a good state—do you now have enough experience now that you
can easily distinguish whether you're in a good place and can control
these things?

ZE: You can’t rely foo much on experience. Trusting experience is a frap
for painters. Sometimes you need to forget your experience. Too much
experience can quickly become a bad thing.
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LEAP: But how can someone who has spent such a long
time engaged with these things to just forget your experi-
ence? When you're facing the canvas, how do you return
to a more basic state?

ZE: That's the key. | think what’s most important is that you
remain conscious that you're not painting just to paint. For
me, this has been the most useful method of breaking free
of my experiences.
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LEAP: Not painting just to paint?

ZE: Yes. I'm noft painting just to produce a painting. For someone my age, it's easy to form an idea. You
have a firm idea and a method, including which materials and techniques you'll use. It all comes to-
gether like a unified system, like in an assembly line. This way of working ultimately leads to something
like automated production. After painting so many years, | constantly think that I need to break free from
the experience I've accumulated. That may be the only way for me to inject new vitality into my work.
Otherwise you become exhausted churning out product. This is especially tfrue given the kind of capital
that’s out there now, particularly in China. In the 1980s and 90s, we didn’t have this access to capital. Your
decision to paint was completely based on your instinctive desire. Now the market is great, especially for
painters. | think this is something you need to be careful of. The key that you need to consider is: What is
someone seeking to do when they paint? Why do they paint? I'm still thinking about this now: Why do |
paint? It can’t be just to sell paintings. I've painted a lot of things in the past several decades. | think | may
have passed through a period in which | was just meeting my material needs, a period right when | was
starting out. In your twenties, you start to question why. That’s the kind of longing I've sought to preserve.

LEAP: If, as you say, you're always striving to break down your past experience or habits and create new
things. the most obvious furning point we can see in your work is from the black and thick backgrounds of
your early paintings of peoples and scenes to the lighter and thinner surfaces of your later works.

ZE: Sometimes it hinges on larger changesin society. When all the things around you are changing, you're
subconsciously changing as well. What changes is that you cannot keep hold of the fruth you once
believed to be frue. You can no longer say that we live in a tragic world, forever shrouded in darkness. |
don’t think that’s true. Around the year 2000, all of society shifted. Cities, the environment, economics.
The whole system, all of our judgments, it all changed. There was also a cognitive shift in regard fo culture.
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LEAP: And you use your subjective viewpoint to digest these
socialissues, rather than strategically responding or planning
out areaction.

ZE: Correct.

LEAP: The change you went through around the year 2000,
was it a natural shift based on intuition, or was it the result of
thought and deliberation?

ZE: | think it was the resulf of thought and deliberation. In fruth,
it'simpossible to remain completely unaffected. After all, the
first part of my career was more than a decade, so of course |
thought deeply about many of these topics then. In the 1990s,
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Zhang Enli enjoys longstanding relationships with both ShanghART and Hauser

& Wirth. LEAP sits down with Iwan and Manuela Wirth to reminisce about

their first visit to Zhang’s studio.

the influence of western art was strong. But, just ten yearslater,
everything was completely different. Beliefs about expres-
sionism, about people, about the darknessin people, they all
changed. Now people are trying more experimental, uncertain
methods. They use more obvious approaches and consider
issues in art in a critical way. | was probably less influenced
by that kind of approach. In the early 1990s, obsession with
66 painting was usually based on someone’s instinctive dream
of being a painter or their desire for this kind of artistic life.
Buft, at present, all I’'m thinking about is the cognitive structure
one has to build, beginning at birth and ending with death.
This is extfremely inferesting to me. How does one understand
the outside world? Through books? Other information? Oris it
through the self? | have chosen to understand society through
my personal experience. On this point, no method is more

experimental than this one. A formal approach won’t work.

LEAP: Which also means that you don’t
need to search for material in the out-
side world

ZE: That’s true. And now | see a certain
truth to this approach, because you have
no real experience to apply beyond your
own. Even though this experience is rath-
er narrow or extremely personal, your
contact with reality will still be the most
convincing evidence for you. As a tree
grows, sometimes a graft can help it grow
faster. Still, it’s possible to lose your way,
and it continues to change until the end.
Perhaps a person is just a history, and |
start by thinking through this short history.

LEAP: There must still be hesitation along
the way. Do you sometimes stop to think
about what the next step should be, or
are you quite confident about the state
of things now, calmly seeking out what-
ever it is you want to do?

ZE: | think you have to decide on a route
for decades of travel. After all, a person
can only do one thing with the course
of alife.

What’s missing

in the communication is there

in the work
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LEAP: How did you get to know Zhang Enli originally?

Iwan Wirth: | think this was back in 2005 or 2006, when he was
infroduced to us by Gregor Muir, who today is director at Tate,
but then was director of Hauser & Wirth in London. Every new
gallery director has an artist who he wants to bring into the
gallery. With a big gallery that becomesincreasingly difficult,
but then it was still possible, He was talking about Zhang in
a way | had not heard a curator talk about a Chinese artist
before, so we came to Shanghai for the first fime and com-
mitted to do a show.

LEAP: What did he have in his studio?

IW: You could not believe the extent of the destruction that
was going onin the city then. It was brutal, but then it stopped.
He didn’t think the studio would still be there six months later.
That was also the poignancy of the work, this great nostalgia.
The work was very relaxed. There are times that you know right
away it's an important visit—you can tell. Sometimes you do
a show and it defines a career, and every work refers back
to that moment. It was very, very powerful, and it made total
sense here as much as it did in Europe. The first show was in
2007 in Zurich.
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LEAP: What was the reception like for that first show?

IW: It was, surprisingly, a very great success. People felt that subtleness
and that humbleness of his work. It has this deep soul and humanity in
a very different way. We sold out in the first show, which was unusual
for an artist that people hadn’t known. He had already had a show at
the Kunsthalle Bern, and Luc Tuymans talked about him, so there was
already a context for the work, which affected not just the collectors
but the intellectuals too.

LEAP: How do you present Zhang Enli to someone coming to the work
for the first fime? Is there a peer group that would refer to?

IW: You leave people alone with the work. And it triggered people’s
curiosity in the beginning that he was, and sfill is, our only Chinese arfist.
The work was very different from other Chinese artists, at the time, as it
stood so far apart in that the painting language was so detached. He
had worked out the idea of a very international language, but much
contemporary art from China at the tfime had the opposite message.

LEAP: What about when you first brought him to London?

IW: The London audience seemed very different, because they knew
Chinese art through Saatchi—a very different perspective on Chinese
painting. We had early support from writers and critics, maybe because
it was profoundly different. Zhang immediately found a group of fans.
Then, when Gregor became head of the ICA, one of his early projects
was Enli with the Space Painting. Usually when a director first arrives at an
institution coming from a commercial gallery he or she absolutely does
not show artists from the program they had been working with previously,
but with Gregor and Enli there was that close friendship.
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is a different gallery now.

was there in the work. And it’s closer than LA.

LEAP: How do you maintain the relationship with an artist who is so far from the gallery?

IW: It is more of a language barrier than a question of distance. He was the first artist in the gallery where we couldn’t
have the kind of conversation that we would have liked to have. Geographically there is a distance, but spiritually we
are very close. That’'s why it works. You can feel that there is always something more that he would like to add, but then
on the other hand there was never a lack. With his work so naked and direct, what was missing in the communication

LEAP: Zhang Enli works with two very strong galleries, Hauser & Wirth and ShanghART, and you both seem equally ac-
fively involved with his career. | find it interesting that that can happen over such a significant geographical divide. It's
not always the case, as often galleries in different geographic markets have very different presentations.

IW: That’s where we collaborate closely with Lorenz Helbling. Because we work very closely, both sides always know
who we are talking to and developing conversations with. Neil Wenman took over working with Zhang after Gregor,
and they meet probably around five times a year. Zhang has been to shows in Somerset, he went to the opening of the
LA gallery. He's very much part of the gallery family. He came in ten years ago, before the gallery became a global
gallery. London started in 2003, and LA later, so those artists grew with us. They knew the gallery when it was smaller. It

SkBFFMER KET, 2007 &

Zhang Enli and Iwan Wirth, 2007
Courtesy Hauser & Wirth and the artist
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Gregory Muir, Iwan, and Manuela Wirth
in Zhang Enli’s studio, 2007
Courtesy Hauser & Wirth and the artist

LEAP: Does that transformation make it easier or harder to maintain the relationships with the artists you
began working with early on?

IW: | think it is easier probably for an artist who has been around for that long, because they have seen
and discussed every step along the way. When you help build something, you feel a part of its DNA in a
different way.

LEAP: Shifting gears, I'd like to talk about the shape of Zhang Enli’'s market, and how the gallery works with
him. When the Chinese market goes through turbulent moments of collectors coming into the market and
then leaving the market, how do you insulate an artist from that? How do you reconcile an international
market and a Chinese market?

IW: [ think it’s just two different markets, really. We place works very well, but you can’t always know for sure.
There are about 100 works that have been placed, and very little has shown up again in the secondary
market. They tend to be the ones sold to China. We have increased the prices massively. In the first show
the smaller paintings were USD 5000 or 10000, and now those paintings are sold at around USD 50000 to
100000. We are always careful, and we can pick where we want to sell. We watch the Chinese auction
market and sometimes buy on behalf collectors—when an early work pops up, for instance. Sometimes
you are surprised at certain prices that are achieved. It’s erratic. What is critical to our role is getting his
work into longstanding European and American collections that will end up in museums and secure his
place in international art history.
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LEAP: Are there momentsin his practice that have
been more orless successful from a commercial
perspective, or from an historical perspective?
IW: The space paintings aren’t so much of a
commercial project. But they have pushed him
artistically. Forsome people Zhang Enliis not an
abstract painter, and for others he is. His scale
has also now gotten much larger.

LEAP: He is probably the only painter in China
with thislevel of success who hasn’t experienced
those kinds of peaks in values.

IW: ShanghART is clearly doing a great job here.
We exchange information and share what we
know about this collector, about that collection.
And Lorenz is Swiss, so we share that. We get a
lot of inquires from Asian collectors who have
tried ShanghART and then come to us. We are
working as a feam, so the speculative side of the
market can’t really trick any of us. That stabilizes
things, and after a while those kinds of buyers
lose interest. Zhang's personality also helps. He
is very European. That is also why he always get
on so well with the other artists. He's like Paul Mc-
Carthy, with whom he has also become friends.
He is only concerned with his work.

LEAP: You mentioned Zhang Enli’'s early work.
Are people interested in it because it informs
Zhang'’s later work? Or are they really two sep-
arate markets?

IW: It's super strong. We wish we had more. We
have a waiting list for those works. We never
showed that material, so the western collectors
feel they missed out and never had access to
it. If they love his work, they want to have that
work. They don’t need five. But it wasn’t student
work, it was already mature work at that time.

71

Zhang Enli



72

(¥ & %6

LEAP: {RIZEI TIKBFINEBIER . MIKEXLE/Em, 2B 2RACIIKEFRBIIERBARLR? B2
XREEMENDBR MRS ?

A W RHNEREELE. RRFER(BESXENER . RNFHEIKEEVIX L ERITRREE,
HMARRFIEXNER, AMALNRRSIESMENEETIR, BEAREEXEER T, RMENER—
e, NS E 2B IS Em, NTFREL, ERLRERERHARZEIIE, KBRBBIHERN
TERMBELMRMEAT o

LEAP: ZIFE, BEXRN, ZUNMBRNER MAENFHENSEERRRME, HII2EHZB0KBRNH
HIA S IR AN AR B AT ?

R AR I AR TR T A ERNMERIXIR T RS, MERIERAAETESR, MNRERZ 2, HiEM
HER2FEIEEME, it RIFRERE,

LEAP: fRIAJIBKBREE T RN +FEHSBEFIR R? R MHRBEDERBIR RETNL?

RE RS LXMEBRINAREETHER, BNRNEDESHIE—MERER, AWZASE
BEXITIE BB RIE I, AN ERFNEFNPERIREIFEANKR  ABRENISHZARNZARTE
HERR, MSHUEERSERN T IKBFBIEER. (2atAR)

LEAP: We know that it is often difficult fo get institutional curators to take Chinese painting serious-
ly. Do we ever have to worry that Zhang Enli’'s market is leaving behind his institutional position?
IW: | think he is really underrated in the market. It is neither a price point nor a point of his career
where he is at risk. Even if he were to stop working altogether, he would sfill be rock solid.

LEAP: Where do you see Zhang going in the next ten years? What is the medium- to long-term vi-
sion to where you want him to be?

IW: | think it is a steady continuation of this combination of gallery shows and institutional shows,
and we are starting to do a catalogue raisonn , so there will be an increase in the scholarly work
through that. Chinese collectors are very different from Chinese collectors five years ago. As far as
the market and the art world in China go, the cultural fabric is moving in the direction of Zhang Enli.
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Although he has lived in Shanghai for some two decades,
Zhang Enli was born in the northeastern province of Jilin.
LEAP reads the relationships between these two places as

fundamental sites of Chinese cultural modernity.
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Jacob Dreyer

Manchuria and Shanghai are, on the face of it, radically
different; the southern commmercial metropolis finds its opposite
in the great northern wasteland. The corruption of city ways
couldn’t be more different fromm Manchuria, which Nishida
Kitar considered to be the “pure land” of Buddhism: a tabula
rasa capable of transforming the self. A great white field of
loneliness; a large wet hive of loneliness. In truth, the city and
the wasteland are intrinsically linked, the two sites of Chinese
modernity, neither of which really existed in the longue durée
of Chinese history—the forests, swamps, and frozen plains
we now call Dongbei did, as did the marshes and swamps
that Shanghaiis built upon, but the cultural associations that
have now latched onto what used to be emptiness are thor-
oughly modern, and tied to the utopia/ dystopia of colonial
Manchuria, and Shanghai signifies something much more
than its literal meaning. If we want to understand Chinese
modernity as an aesthetic, we’'d better start here, in this pair:
two possibilities taken to the extreme, the desire for inside
and the desire for outside. Why loneliness? The subjectivity
explored by Chinese art does not describe a form of life that
exists, but one that should exist; there aren’t many of us here
yet. Maybe the others will arrive soon.

If humans in China once lived in harmony with their sur-
roundings, or tried to, in modernity humans have tried to destroy
and overcome nature—nature both external (the homeland,
the territory) and internal (the self). Modernity subjects both
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inside and outside to instrumental forms of logic imagined to
culminate in perfect organization (utopia, the city, moderni-
ty). These phantom goals are never obtained; vanishing in
perspective, these mirages do not correspond to materiality—
when the material reality is obtained (meat every day, larger
homes, higher GDP), it becomes apparent that the desire was
never really for the material outcome, but for a psychological
redemption of the self pinned to material goals, a pi ata of
gold filled with air. The great northern wasteland of Dongbei
and the watery mirage of Shanghai are the two spacesin which
Chinese modernity ovulated. Dongbei, pure land; Shanghai,
devil city. Artists who took Chinese modernity seriously had to
reckon with both.

Inthe twentieth century, the Chinese modern passed through
a Hegelian triad: aesthetics, politics, economics. Harbin is a
good case study. In the 1920s, with Xiao Hong’s hunger novels:-
aesthetics. In the 1950s, with revolutionaries like Ding Ling, who
wished to discard art for agriculture in the wastelands: politics.
In the 1980s and 90s, with Liu Yannian, former manager of the
Post Hotelin Harbin, or Qiao Si, notorious mafioso: economics.
These three templates basically sought to comprehend the
same thing: how can we make people in freezing weather live
happily? The individual, standing outside of logic, indigestible,
is the cliff that these waves of organization sought to erode.
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The self sank into the population, interlocking with the others;
Xiao Hong describes the lonely individual in the street slowly
melting—or perhaps freezing. From zuguo, the motherland, to
Archizoom’s No-Stop City, realized in the form of the high-speed
train, the triple gate of aesthetics, politics, and economics has
led usinto a world where nature is controlled, no longer volatile,
tamed by the will to power. To go to Xiao Hong's birthplace to-
day, you drive north on a new highway past apartment blocks;
the return trip, past nuclear power plants and shiny bridges.

Xiao Hong s a cipherin this bitter road of self-transformation,
circulating as she did from a Manchurian aristocratic home in
Hulan County, Heilongjiang, to Shanghai—she presaged the
movement along the national economic grid that we all live
through today. Her work is badly written. The style isn’t the point;
rather, sheis a diarist of the distortion and management of the
environment through the power of perception. At every junc-
ture, her writing is relentlessly material: bread, cold, blood. The
guestion of Chinese modernity is a material question. Dongbei
codes as fraditional and Chinese even though, in reality, if is
neither; in fruth, itis somewhere between Siberia and California,
between promised land and threatened exile.

It's natural that the author of The Field of Life and Death
left those cold fields for Shanghai. Her work signaled an early
awareness of the desire to be independent from one’s envi-
ronment, and of the atomization of society after 1949; she is
a modern writer. This modernity, though, is only ever partial,
conceived as a lack, an alienation from what is, rather than
aninhabitationin the world; that’s why she burned out, a witch
immolatedin her own flames. In her 31 years, she spent time in
every key site of Chinese modernity: in a cold, angry rural fort;
on Central Street, Harbin, living in sin with her lover before he
attempted to sell her into prostitution; in Beijing, discovering
herself; in rain-lashed Shanghai, seeing Lu Xun, Mao Dun, and
HuFeng;in Hong Kong; in Wuhan. The world is greater than the
self. Eventually, the emanations of the self flood allinterstices of
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the known world and, in the process, cease being self, cease
being particular, and become real. From art to polifics.

When Xiao Hong left the solid, icy streets of Harbin for the
watery illusions of Shanghai, it was to drown in the sea of poli-
tics, as she went from her personal art to, in death, a universal
signifier for what Chinese modernity might mean. The waves of
the people became hertomb. The passage of herindividuality
infto mass consciousness is an attempt to describe nature—a
nature which, above all, is the Chinese populationitself. Glanc-
es, hunger, yells: nature is where we find ourselves, in which we
do the human work of building, dwelling, and thinking.

The aesthetic campaign against nature is called art; the
political campaign against nature, socialism; the economic
campaign against nature, Shanghai. Like Manchuria, Shanghai
is intrinsically artificial. But art is itself an artifice, and China’s
two modern Gesamtkunstwerk are the city of Shanghai and
the vast farms of northern Heilongjiang; both were created by
urban intellectuals, and the art and literature of China’s twen-
tieth century sifted through both spaces, always dialectically
in opposition to each other.

In Shanghai, artists from the wilderness lose themselves; no
matter how irascible or unique, as Xiao Hong undoubtedly was,
the artist vanishes without a trace. The distinctiveness of what,
after Japanese Manchuria was liberated, came to be called
Dongbei—the salt, the violence, the strong accent, the shab-
by chic—conquers Beijing by assertiveness, but, in Shanghai,
Dongbei’s aesthetic meltsinto the flows of commerce, rivulets
of greasy water drooling through the alleys. More than art or
politics ever could, China’seconomy has created a tfrue modern
subjectivity, a generic and cliched format of how to be: at Four
Seasons Dumpling King in Shanghai’s Jing’an district, you can
have your Manchurian pork stew, known as “killed pig soup,”
with imported Belgian beer, and the history of violence and
passion that is Dongbeiis trivialized, commmodified as another
option for dinner. The sincere and forthright emotional way of
life that has characterized Dongbei finds no audience here:
Xiao Hong's life story became a cheesy romantic filmin 2016,
normalizing her work and making the banshee of Chinese po-
etry into a gentrified Sylvia Plath with Chinese characteristics.
The great masses of people continue to wash past as China
is swept ever closer to the cliff of nature—over which, once
passed, the world will crack in two.
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Liu Chuang, Traces of Living
2017, photography

One of Zhang Enli’s most widely circulated bodies
of work involves the trees known as London planes,
ubiquitous throughout the former French Concession
in downtown Shanghai. Their management is
considered problematic because the broad leaves are
hard to dispose of throughout the fall and winter, and
their seeds irritate the eyes and lungs throughout the
spring and summer. Urban trees appear also in the
work of Beijing-based Liu Chuang, whose “Blossom
Bud Restrainer” series looks at the horticultural
technologies used to manage the poplar and willow
trees that bring many Chinese cities to a virtual
standstill every spring. A tool to engage with the
nature-culture construct and the workings of power,

Liu’s work is also a document of the anthropocene city.
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Sunset. Pollution. Pollution. Sunset. Two words that come
to mind when | think of the art of Laura Owens. | recite in
forward and reverse orders to glean how one moves into
the other, how one sustains or abates the other, how one
anticipates the other, and how one cadence recedes into
or onto another. It is an incantation, a stutter, and a forced
palindrome. Kinetics. | think of music, and the way in which
these cloyingly dirty, gritty, sublime motions operate. Musi-
cological motifs of a reprise, a refrain, a rondo, a round, a da
capo, and an ostinato. All and none of these at once. Oris
Owens’s work a perpetual serenade?

Arefrain: A repeating phrase. Played at the end of each verse in a song.

A reprise: Repetition of an earlier part of a composition after the

development section.

A rondo: A form where the principal theme is repeated several
times. The rondo was often used in the final movement of classical

sonatas, symphonies, and concertos.

A round: The melody is sung by multiple voices to form a “round.”
After the first voice begins, the next voice starts singing after a
couple of measures are played in the preceding voice. All parts are

repeated continuously.
Da capo: Capo is italian for “head.” In sheet music, an instruction
to repeat the beginning of the piece before stopping on the final

chord, where it’s marked fine.

Ostinato: A persistently repeated phrase throughout a composition.
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These descriptions can never befit Laura Owens’s work,
for, like music, it needs to be heard, but they are pathways
to think through how her work moves. How it occupies polar
opposites and conceives itself via a constellation of conver-
gent polarized points. How, seen all together, they obdurate,
obstinate, rehearse, repeat, rehash, revere, revel, revile, and
revive. They are both, in a way, sunset and pollution—coin-
scriptions. They amplify each other. The more intense one,
the more intense the other. Ultimately, though, we enjoy the
sunsets, not the pollution. Precise and perilous, they are fac-
toids, mired in absolutes. They conjure more than they could
conjure. They exceed.

Pollution can alter sunsets, making them more beau-
tiful than they already are. Or, if you are in the midwestern
United States of America, as | am now, the dust from the
farms imbues the end of day with a magnificent glow, with
gradients stretched out to their perceptual limits, and seem-
ingly infinite. It is that state of the “seemingly” that Laura
Owens operates out of. She makes that her kick. And it is
always sunset, towards a finitude, towards exhaustion, with
the knowingness that it will happen again, albeit differently.
Or perhaps we become different, and the sunsets remain
the same. We don’t know for sure because we cannot go
back in time, and maybe each sunset alters our perceptual
compound and our chemical balance. Laura Owens’s work
opens us up to the end of tfransmission, of dropping out, of
something’s time’s-up.

#2)

To achieve the easy-breezy quality in Laura Owens’s
work takes labor—work—and a lot of joy, in order to carve
out a sculptural space notched between looseness and
meticulousness, between slapdash and virtuosity. Is the
tensile aspect of the work a kind of contradiction or a kind of
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empathic coexistence? Is it even a contradiction? Oris it like
the quantum mechanics double-slit experiment, in which
light and matter can display characteristics of both waves
and particles?

Owens often employs techniques that remind me of
forced perspective—think of the ecstatic tourist holding
up the leaning tower of Pisa—where recesses into surfaces
become impasto traces, and haphazard strokes are bound
up in a sculptural flux. In turn, that forced perspective brings
us fogether as social beings. There are people who would
never put themselves in the situation of being in such photo-
graphs. They are the ones who would never want to inhab-
it this space of the we, as it might rid them of the sacred
boundaries of the sanctioned self. | wonder if these are the
same people who would never understand or would refuse
Laura Owens.

Sometimes Owens’s works are winks, or visual gags, as
in her ceramic emojis from 2015 (is she too early or too late?

£ (FEY , 1997 F
i DHEE . AETEE
243.8 x 304.8 [EX

Left: Untitled, 1997

Qil, acrylic, and airbrushed oil on canvas
243.8 x 304.8 cm

Courtesy the artist

A (F&@) , 2000 F
AR, HERNAE
182.9 x 168.9 Bk

Right: Untitled, 2000

Acrylic, oil, and graphite on canvas
182.9 x 168.9 cm

Courtesy the artist
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B, =T, M KLY2009FFIRELHR T —EEA
FIBE (FHUETE—F) . B, MAERA “RICH
B AHTEERSER,

MUSZHTE 19905 R HARYBHEB VR SR rh s R TR
FBREZRIR, fE (TR ERE =) (1991) B, M
MY BHEH T— R P ARBI A B ZE RN A . 7E (1B F)
(1993) th, R LI BRI FHATAL TR EAIALIR . 75
(ERIRXS) (1991) f1, — SR ERERIERNEH
EEPEi FEEMELDIFTAN BT UR—ZEK

ARG EEN S K o X ERITK R R
**”ﬁ IEBMNEHIEOAR. KRR M E S
BAE—MERIFZNRERG, XNE—LSATRTR
I, EROUMENERE , g B AR
15, MEREZ IR, NEEEBH T Baib T KIEREL
BRIRPIERNINETE, ARISENERSTISENE
B, I8tbZ T, 1990 FRERBEMS, BEMIER,
EAIRRTIBE, BBA, Bl TN a B it 2 AV E R AN HA
{ERBZ BRI SANIB BRI IR? ((EEH#ERIHT)

#5)

HARBEMMIR S AL - MOCETRERE, M
EANBERILZIFIRE=NIE , JFCEMEDAIIHE, XL
{EmAIRBESNE S, BETHREIENK X
e RBINUES BT —EHERIERIEZRR? %%71‘
TEHCRERMINES—HMEREREEEIN. H2>H
B9, ZBRESUCRIR R, RETIRE R E] T BUARIEK
T o WOSCHERHTUE T BRLE AT RERE S F R AR A =07 ma
M BEIERE, BNBiFEE—I0. ﬂiﬁi\ FIEENS,
FERET. WER, ERBIET BN, BdECH

(F@m) , 2015 &

TR LR, HEEE. HRERMLKER 2

274.3 x 213.4 [EXK

Untitled, 2015

Acrylic, oil, vinyl paint, and screenprinting inks on linen
274.3 x 213.4 cm

Courtesy the artist

The answer is that she did it.) The debate on the origin of the
smiley—insurance man Harvey Ballin 1960s, Franklin Louf-
rani in the 1970s for France-Soir newspaper, or a prehistoric
French cave—might illuminate how the materials in Owens’s
visual toolbox echo in a hall of mirror of shorthand communi-
cation (see #4 below).

#3)

| fried many ways to articulate and thus reduce the
complexity of Laura Owens’s works into simple juxtaposition,
but find myself lacking in eloquence:

Undercover Art Deco
Macramé Postmodern
Minor Heavens
Megalomaniac Magnanimity
Aspirational Conundrum
Sculptural Ghosts
Disposable Perpetuity
Anodyne Hologram

#4)

If the early works of Laura Owens are like sipping a slow-
brew of the Brazilian Lapacho tea, her recent works are
gulps straight out of a cold-pressed juice-boost emporium,
very very good for you. Her recent and ambitious output
seems as if generated by an algorithm, as flavors that might
fit any propensity, attitude, mood, plan of the day, chemical
imbalance, and aspiration. Her speed of production out-
paces our capacity for endless scrolling addiction, towards
a point of exhaustion, a release. Her work possesses a feroci-
ty that keeps up with the world and surpasses it. And let’s not
forget the production of over 100 handmade books, which
she began around 2009 (that makes for an average of a
book a month). Her production thus gives a longhand to the
shorthand.

In her early 1990s sculptural things, Owens sourced her
items from party supply stores. In My Consumer Heritage
(1991), tissue paper cut into dancing shapes of solitary wom-
an figures wisp out of a gift bag. In Skirt (1993), the palest
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B FIFREDR - RN ERAPTATE, ER
BT B, ENZRIASHEFWELRN, FIRIAE
ZNREERE EEELREZIMIBEERAITR, XY
E2011ERIfE, BIIAMEEEZAF LI, 2007
F, BNEM T EEF, £1999F, B INEEREELE.
EXERATEEHEMINSR, EEHEEEBETE
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pink scrap of tissue paper is scrunched into the form of the
pithy garment. In Birthday Party (1991), a hanging tablecloth
lined with galloping horses, adorned with scrunched tissue
paper and an impossibly long strand of blond doll’s hair,
turns celebratory props into decorations, pointing them back
at themselves. These early experimentations germinate an
elegiac yet incisive pathos, with a discomforting sweetness.
In her recent works, Owens has not made rid of this pathos,
but has dramatized it to match, even outpace, our present
lives in the perpetual digital awareness. HD painfings for our
HD lives. The paintings of the 1990s are, in contrast, earth
tones, balmy. They yearn. How do we bridge, then, this sense
of polarization, in the bifurcation of temporalities and moods
between her recent works and her early works (see #6 or
#7)7?

#5)

| want to subjectively revel in Laura Owens’s work, but
it throws me off into an urgent call for objectivity. The works
reach out as | close in on details, denying me real pleas-
ure—or is that how pleasure is consumed, always via a set
of protocols, acknowledged as such for consumption? |
find myself in an attempt to situate each work in the cultural
matrix of Americana, changing social mores, and vapidity,
alongside political exigencies. Owens takes what could be
passed up as mass production, ephemera, forward-able,
repost-able, and, perhaps, forgettable and replaceable
by wresting it back into the domain of the hand, her hand,
of craft, to get at the undertow. She buoyantly stamps (not
stamping out) the memory of something that we might sus-
pect not to withstand time, but that does anyway.

Laura Owens’s works should be seen in person, though
they are perfectly fine with loitering on our screen-based
devices. They travel well and pack well in the portability of
our digital consciousness. The works look good on screen,
but they also knowingly lie about the meticulous handling
of materiality and the deftness of their processes. They go
undercover. Owens’s works look better, not worse, in person.
It might seem like a trick. To that end, her art embodies a
resistance to representation. Younger artists who dabble in
squishes and strokes, digital or painted, might miss this point.
The belief and the investment in the possibility of vacancy

(TR (BE) , 20125

FIFETMELAE. ABRR . JHEER. KNRE.
WEFBTF, 33 HIR

90.2 x 84.5 Bk (&)

Untitled (detail), 2012

Acrylic, oil, vinyl paint, charcoal, yarn, and cord on
hand-dyed linen, 33 panels

90.2 x 84.5 cm (each)

Courtesy the artist

in Owens’s work, at first glance, is what allures
and snares, like a reverse trap. Her work is a
clarion call for paying attention to details, to
cross that hurdle of the screen-based inter-
face between the viewing self and the physi-
calself in front of an artwork.

#6)
Grids are everywhere in Laura Owens’s work, and they are
moving targets. Mostly painted, they recently appear as sculp-
tural elements that hang off and connect panels of paintings.
Around 2011, they hover as a grid graph or a chessboard. In
2007, as a trellis. Orin 1999, as a mosquito window screen. It
depends on what else is in the picture, and whether or what we
can see through it. Around 1999, they appear as swatches of
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FIFETMELAE. ABHR. ZHE
R RRE. DEMBT, 3BHIR

90.2 x 84.5 EX (Eig)

Untitled (detail), 2012
Acrylic, oil, vinyl paint, charcoal, yarn, and
cord on hand-dyed linen, 33 panels

90.2 x 84.5 cm (each)
Courtesy the artist

TN »
‘_’*_;L ° &bi@f . Last year at the CCA Wattis, Laura Owens covered
ja Vs .

every wall of the main gallery with silkscreened,

‘I“II]E?%“H' flocked, painted, and hand-printed wallpaper. It’s

an exhibition of “Ten Paintings” that is literally wall

Laura OwenS: and paper, or as the curator Anthony Huberman puts

it, “This is an exhibition of paintings of paper with

° [
Ten Palntlngs paper paintings of paper patterns on painted paper
performing as painting. Paintings of paintings hang in

a second gallery.”

FARTEIN G IR BT ARZE ARG, S5hE - WSO
)T REI R E T 22 PR g%, T LENIRIRS 2
I RRACHE . X0 — A RS ANARAL R 408 142
i YT, A RN AR e - MR IS 3L,
SR 22 1 0 S G, 2 i 4G LA AR SR B R IR AT A 2
(S A (S A T R R S A T A ]I DA T Rt (&) (FE) , 2016 &

B ERE . HEERL LMERISE, RRE HENE.
R, aEMD

Untitled (detail)

2016

Acrylic, oil, silkscreen inks, charcoal, pastel pencil,
graphite, and sand on wallpaper

Courtesy Gavin Brown’s enterprise and the artist
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as negation to those dead spaces and voids. Even earlier, in 1994 or 1996, the grid is an expanse of sky with our refinas

burnt. In her handmade books, they are often screen-printed and appear as pixels, coming together or falling apart ;" .‘ " - - : = : : = » e, o
- - - LN N ] - L

from their bitmap structure, or in varying dimensions that resemble details of ASCII drawings. In 2016, at the Wattis el e S ot e ()

[ |
L .
Institute, San Francisco, these ASCII drawings are blown up to form warehouse-size murals of what appears as swarms, LR " 5 = = om oEEN mo®m E = HE B EEN
- - .
u

- - I-I.-.‘:l:l:l:l:l.l‘
weather patterns, edge tears of paper, and all of the above. e e e sEsmsssEmEEEn AR ] -

#7) w" el

Itis only af the end of this writing that | discovered that Laura Owens is from Euclid, Ohio, USA, 1564 miles away . mmm |

from where | landed a month ago. | don’t know if the sunsets she knew there look anything like what | witness here in
Columbus, Ohio, where my Lyft drivers bring me past cornfields and American football fields to a ramen joint. Itis a

frajectory that makes no sense at first, yet somehow, resolutely, always occurs in a world that Owens has us look back
into. The sunsets here are new to me and | find them beautiful. They are not the most beautiful I've seen, but certainly

no sunsets are bad. | was told that the fertilizer dust from the farms makes the sunsets the way they are. It has some-

thing to do with the nitrate in it. Though, if I've leamed anything from Laura Owens, it is that | would have to see it for

BN - L

myself.

Laura Owens
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“tiaaE” RIS, REHHLZARPL, 2016 F

Views of “Ten Paintings,” CCA Wattis Institute,
2016

E: (X&), 2016 F
1B R, BB . Flashe BBl Z£RENRIHE.
RE. HNE. AENDF

Left: Untitled, 2016
Acrylic, oil, Flashe, silkscreen inks, charcoal, pastel
pencil, graphite, and sand on wallpaper

A BSCHTAOIE 3 BRSO RIS+ F SR
(1971-1995 F) , B_RTRRINF.

Right: Embroidery and cross-stitch works by
Owens’s grandmother, Eileen Owens, made
between 1971 and 1995. Installation view in the
second gallery

Courtesy Gavin Brown’s enterprise, New York;
Sadie Coles HQ, London; Galerie Gisela Capitain,
Cologne, and the artist

Photo: Johnna Arnold
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I Dream of
Los Angeles

TERDYREHI AR R B ARG - S ah, Ji
ARSI SRR B AR’ 2 . MTRIRESIL
MainJEARTEREIIAE “BEW TIEIZIL TR
Z)) “Beta Main” i—5y, T4-4E9IRIRIRARE . Hobigily
HOPHR ARSI L X bR SRS, Joix A~ il i
TEMMGRIEEE PRI USR8

Wi - RIEGh
Star Montana

Star Montana, born and raised in Boyle Heights,
has become one of the foremost documentarians of a
human side of LA. Her portraits in “I Dream of Los
Angeles,” a solo exhibition that closed in September,
2017, at Beta Main, are ultimately the collective

portrait of a city, bringing life into a context too often

understood only in the abstract.
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356 MissionmiJHi i 1 = A PERS % SIS B IEE M 20, fil
T BE AL WSO Wby I S - AR A
Ooga Booga 15 BIp N BT NVAIRIE SCit () . fBEbL
23, LEAPWZ:00ga Boogallljgi¢ 1—75.

356 Mission is run cooperatively by three distinct
personalities: artist Laura Owens, her gallerist, Gavin
Brown, and Wendy Yao, best known as the force behind art

bookstore Ooga Booga. LEAP visits and browses the shelves.

R E2 135, Ooga Boogai AT &z &E
FIWIL TR Z—, Ooga Boogal®E B AN
—I8 ZABE — L, IR EAZEARRITHERK
BERLHZ AT, BNEHEZ AR, A, EEH
#1158, Ooga BoogafIIhaeEEFIER T2 HIRIIL
B SERIILE .
=L b, Ooga Boogahd=E AFEEIIAABESLE (Wendy
Yao, E%¥) BIE1990F A R HRERINNE T EE0A
B, ANNSPEEER—SEBEARNBKK PR
(Amy Yao) R 2+ EHEF, BRI, iIHES
SARMBR - Iz (Emily Ryan) HRIIZ TER “ ok
PLIWNNESITE" (Emiy’ s Sassy Lime) BIBBT2RBA
BHE, FE1BSHNEE—MEN AR RIT L, 1995
F AL TEESN—SKIZRIE R (B2, ZIREEF
) (Desperate, Scared, But Social) . MBBBTHE, IXLE
TR A T HRIIRERR (HABRESLEIRR) .
XANEAMWNENINE R, FERAMMNESEEHE
K20, BRIANEBAN FTHABRNER, FAZE,
WBLRERAT T HEREXE FEZNPEEAR
(China Art Objects) BB EIIE A 2——— XtBin&E
XGRS AN E R F AR TR . SR ERIE),
BREMEMBRIN—BEEILEELNSABAEL
MPRET R, ARBENT ARECEERN "KL
(The Smell) — X 2— MU EHITFROANETS
RFEEDH, FNBXLEEHNMREERESHERXT, BN
BERY, WIBAEAZAN T KA B ER— B A SR .

#HOoga Boogall)
— Mk

Ooga Booga:

An Appreciation

RSO
Samantha Culp

In just 13 years, Ooga Booga has become one of the
most influential cultural institutions in Los Angeles. Usu-
ally described as an “art bookstore”—and yes, they do
sell achingly cool books by and for artists—Ooga Booga
functions more as a link between LA indie culture’s past
and present.

Owner/ founder Wendy Yoo first made an impact on
the southern California scene even earlier—back in the
early 1990s, when she and her sister Amy Yao (now a well-
known artist) were just teenagers who teamed up with their
friend Emily Ryan to form the punk band Emily’s Sassy Lime.
I bought their Kill Rock Stars album Desperate, Scared, But
Socialin 1995, when | was a 13-year-old aspiring riot grrrl,
and the sisters became an inspiration (and a kick-in-the-
pants) not only for their jangly, petulant funes, but for the
fact they were scarcely older than me and already living
the DIY dream. Later, Amy was one of the founders of Chi-
na Art Objects, an art space on Chinatown’s Chung King
Road that marked the emergence of that area as a new
hub of LA art. In high school, my friends and | would often
go to some shambolic opening there, and later head to
ashow af The Smell, the legendary all-ages music venue
in an old meat locker—all the while lying to our parents,
because downtown LA was still considered a dangerous
ghost fown at night.

Just around the block from Chung King Road and its

" SUITE 203
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20044, SOBTERFE KATH RS ST ER-HFT
1% 700ga Booga, FEA MM EM S B I GEAIEY, B
EIRIBIRERNOR A, EEIEREITEIFRRE—R
AR RET RAFNEERE B2 FNANERH
HIAR— SR, SATNEHNMEERE, BREX
HEEZINBIR, BmE LRI LEF Ooga
Booga: —&HN/RX - 98351 (Calvin Johnson) BB S
. —ABEARER T — ) LRNE SR R—LER
ExE—RE T XGHEREIISRES (FIBXHK
FREE TR, FEEL T EAREENSE— N TAERL
1) o SEREMNALEEAO0ga Booga®, BE—xEE!
TENEATREENDNHED THZER LN Z AR
. REWRIEAERS. (Apartamento) Z¥i&sE, REH
MEIRT ZAE T, A SR BB — PR
SHIR (FRFHEIIR1990FEH) . BREFFENLE T—
BOoga BoogafI B2 /5, HMRIRE, JRIZFREHST
MRBFF—ETA R T T BRREmE.
T2 A00ga Boogalf 2 MAEROoga Booga, £B
Eb EADE TS EBE AN R T IR 20 ERRP
PURZAPENRR (WAET, Printed Matter) » AT,
BRIV BB TH

IR A ERZAESIE (MOCA) Z B
BENZEZ—, TX—IIRDIELREL,

20134, Ooga BoogafF & 76 —MN2siEl, /800ga
Twooga. FtAFEZANIEFE/RSH (Boyle Heights)
—&M100 KRB EARZEA, 2308, BZREH - B
Hr (Laura Owens) ARZAREL AN - /87 (Gavin
Brown) 2@E813789356 MissionBlI—E843 Ooga Twooga
BOZS B ER RIS IEIR, EARER DR MA R T
FBAZEERE TMINE - ENSEZRY (Gary Indiana) £
£ (Wu Tsang) RS, BRIIERE. BREEE 4K
RRETERUR (BN ARIIARZY) BUaEE SIS
ML, M ABERERE T2 FRE RSN E
HEARBRENEIE, BR2F18200ga Boogaik2H =
18, G HERE 7 m e BT HARO K AL —HE, R BRE X RERT
Ty, FEAREIBRIALE R SR —, FABERENE,
IR TSR AR (2/8k0)

proliferating galleries, Wendy opened Ooga Booga in
2004. Before Google Maps, even if you knew what you
were looking for, the space felt like a secret hidden in
plain sight, wedged on the second floor of a nondescript
office building above a Cantonese bakery. Though | wasn't
living there, | would stop by every time | was in LA, and
end up walking out with some new treasure: a mixtape by
Calvin Johnson, a photo book from Japan, an infant-sized
onesie illustrated with some kind of beatnik bird wearing
sunglasses (that one | took back to Beijing as a gift for Cao
Fei’s first child). The tiny, sunny space of Ooga Booga was
where | first glimpsed trends that would soon take over:
macram , unglazed ceramics, Apartamento magazine. |
had long since stopped making zines, and kind of thought
they were a relic from another time (that time being the
late 1990s), but perusing the Ooga Booga shelves realized
they had never gone away—maybe just cleaned up their
act a bit. The shop, then as now, blurs the distinction be-
tween zine,artist book, and art book more effectively than
anywhere else (sorry Printed Matter), and was one of the
first spaces to cross the invisible faultlines in the creative
world that separated The Smell from MOCA. And these
lines keep fuzzing.

In 2013, Ooga Booga opened itssecond location (Ooga
Twooga) as part of 356 Mission, a 1,100-square-meter art
space in Boyle Heights run in collaboration between Wendy
Yao, painter Laura Owens, and art dealer Gavin Brown.
Ooga Twooga is larger than the Chinatown branch, and
seamlessly connected to the cavernous space that hosts
everything from exhibitions by Gary Indiana and Wu Tsang
to fashion shows, drag pageants, community cooking work-
shops, and (sometimes fraught) political activism meetings.
This space heralded another shift of the LA art landscape,
which is ever mutating. But Ooga Booga (one and two),
like a glacier storing ancient water, serves as a repository
of this change, and the paths and strategies taken so far.
And the zines will always be there.

bt AL 4357356 Mission i FEHL SRR — 5y, 7L - Bk SC
IO TS AP —ANIAS ZARIX G, A YR HBIX .
HOZHX R -8 i 5 [z 7254

Laura Owens’s studio, part of the 356 Mission complex
on the east bank of the Los Angeles River, is located in
a neighborhood called Boyle Heights adjacent to the
art district. LEAP learns about the recent gentrification

controversies in the area.

EEZINE TR A NEY TE— a8 A EH
IREtbatsTs, B FEZITFIEZHIEXAZRE, £
LHAY92000 2 EET, MUNHERBETFTH T 5. 33%H
EREEEERRLZUT ITXHNERRRZICER, RF8
N%NEREECHER, MARER. BABRMURER
HUBRREBEIMMOFRZHIFMELB B, B2
FREBMEREZN T — M EEFRLILINILE
X, 20144, —LIESREE Z 8 2 A8 89 B 0
WiBH T IX—XE,

20126, ZARRGHL - AT~ T—E 5, HIF
IR T EIEE356 Mission, STEIRS|BRLESKE X, BEEHN
ErEENEE, FHMEEN —RE IR BRR ST,
X—ZEEENIEERSI B SO XKE, MR TF=F
5o HBY, LR EREhR (BkEF) (Hopscotch)
S5tERRE TFE, NBZ/E, Maccarone (FiF:
DR ) BENEEES (ALRIR) IR, HHER
BiE— RIS AR, BAFREARZEFR
/R (CALO YouthBuild) TERHFZRAR T—
WHEXS BB A X i3 4RO, BERD, Bt XEBE
BXE2 (Union de Vecinos) . 2R EF/RSH (Defend
Boyle Heights) . BR/RS R ITZRAEFIIKEEL
A% (Boyle Heights Alliance against Artwashing and
Displacement, fFRBHAAAD) AR BN ERBKAS

(LA Tenants Union) BXFR AT X—IZsIBIH kAL
A, SEERNHFLIEaAESIEE . PR
M ERHET ER U XSRS —F
RENZERGTERNZARNBE B L, XL AR
B—EHBRNEG, BEEREANBBRANEREE,
EREIBRNORS NN T BEES L, 2R E
EHOHARE, RS WNEBNZARFAL, HAEE

—Ur DR s
A Report from
Boyle Heights

Danielle Shang

Inthe shadow of LA’s real estate boom lies Boyle Heights,
on the east side of the Los Angeles River and across from
downtown. Of its 92,000 residents, 94% are Latino, 33% live
below the poverty line, 17% are undocumented immigrants,
and only 11% own their homes. Jewish, Japanese, and Ser-
bian immigrants settled there before the 1940s, but it has
gradually slumped into a socio-economically deprived and
insulated neighborhood. A few black families were driven
out by firebomlbs in 2014.

When artist Laura Owens rented a warehouse and opened
356 Mission in 2012, ushering in a new wave of gallery mi-
gration to Boyle Heights’s desolate industrial zone in search
of larger spaces and cheaper rents, it did not attract much
attention. Trouble began three years later when the experi-
mental mobile opera Hopscotch clashed with locals. A cou-
ple monthslater, the owner of Maccarone Gallery described
Boyle Heights to the New York Times as a dangerous place.
In response to her derogatory comment, CAL  YouthBuild
charter school staged a protest against galleries and gen-
trification. Immediately, Union de Vecinos, Defend Boyle
Heights, Boyle Heights Alliance against Artwashing and Dis-
placement (BHAAAD), and LA Tenants Union assumed the
leadership of a movement. Instead of confronting lawmak-
ers, dvelopers, and landlords, they targeted new rentersin a
non-residential area—the artists and galleries along Mission
Road and Anderson Street—as foot soldiers helping inves-
tors displace low-income residents and criminalize Latinos.
They staged numerous militant protests, demanding that
galleries, including Self-Help Graphics & Art, established in
the neighborhood in 1970 to protest the Vietham War and

101

Laura Owens



102

BN - L

BF1970FMEX—HX AU R RIS
I T EEE R IB IS lf-Help Graphics & Art ( Ei%:
BERCEFEEBMZEA) B,

20165FRZE, ZHEREEZNESIREMES
TAREAMNIRIC RO ZBBERN—EL2
Nicodim Gallery (&1%: RT=INEIE) . BIEFAIA] L
WARLT “EIRBIBAZAR BIRIE, AT, HE
BEERHPEZARZERSHRRE, ATHETE,
HESEHNZAR. HERE/RET - ZB2HT (Charles
Gaines) Y " ZARRBUAEHELER" (the Artists’
Political Action Network ) 201742 B85 7 HNE R
E7E356 Mission#H{TxE . AT IIREUEZ N T
B TR AL NTINEFTMRINE N Z AR
o SRR T ARE ML ERNBENL TR
ABKRESHAME, XN IEH, F—IZEER
PSSST, X2—BNRET ZHZAR. BHRIZARIL
ROBESEARPIEENZE, FHNEER TSN
BEERT TR RERPSSSTEIEE N, 2017F 8
FPRENVEAR, ZERFEBEDNSTERFRTRS

(Mongols Motorcycle Club) #REIREFHRZ 5, FH1HH

R, AME—EN R RIEREZ G, RIET
FRRIET, X ERT,

i, —E&AWeird Wave Coffee (E1%: RIEM
HE) B9/ NIEEE IS E TX—E B IXR R  RIAIXE M
HEFEISA R T I8 52 S B R+ 440 BO3E0HE 3 TR0
TN, ERBEAIREEXEMHIEA R RELS,
MR E R B ARG, MBS FEAREEIRINE
MNEFERIRE, HXMNEE T R SEE T80
BRMEEFIT. —RINRELLFSIR T IR -
EATE/R (Jose Huizar) BOER b=/ g 3 7 X et
SNV ERRNITH, HESHELNEEFRE
FT—FRINERZS I, EhaEaEfERSHX
i E S RGN ERNE RENIEANAS Lk
KX, BRIMMZZEERRIPHEIR,

B —— —FhiRk EER B I R BUA IEHAY
ERZTHHHEHETA, UFHHFRES—LAR
TRMTAHEEABIRRTIEARS IR A
ALE: Heh, FIPHE - =4k ( Elizabeth Blaney) .
HAYIE SR BN L - 4E/REET (Leonardo Vilchis) « K
IREE - ZRIFIESS (Walt Senterfitt) AR E4S - 3658 (Dont
Rhine) 202 RU#EZAREE A UIra-Red (EIE: 2196 A9
RRFERE, (ki)

support the Chicano Power Movement, get out.

In the fall of 2016, three galleries reported vandalism and
hate crimes to the LAPD. One of them was Nicodim Gallery,
whose gate was tagged with “Fuck White Art” while Chinese
artist Tong Kunniao’s exhibition was on view. In an attempt
at conciliation, the Artists’ Political Action Network, led by
highly respected artist and educator Charles Gaines, invited
protestors to a dialogue at 356 Mission in February, 2017. The
meeting quickly turned into a battleground between protest-
ers, who picketed, and artists, who proceeded without the
participation of protesters. The violence against galleries then
escalated, taking the form of online trolling and in-person.
The first casualty was PSSST, a nonprofit space representing
women artists, queer artists, and artists of color. To celebrate
its closure, anti-gallery activists held a party. For a short few
weeks, in the summer of 2017, when Mongols Motorcycle
Club moved to Anderson, things became quiet. After the
murder of a rival gang member, Mongols disappeared, and
demonstrations returned.

Lately, however, a small coffee shop, Weird Wave Coffee,
is on the frontline. While the store continues to be vandalized
and protested by anti-gentrification activists, it has also seen
a surge in business, as many people come to show solidari-
ty. Even media sympathetic to the protestors have become
alarmed by the fact that the Starbucks in the neighborhood
is given a pass, arbitrated as post-gentrification. The chaos
finally caught the attention of Councilman Jose Huizar, who
denounced fargeting small business owners and announced
that the city is working on several housing initiatives, including
a campaign to inform tenants of rent-controlled properties
in Boyle Heights that they are protected from illegal rent
increases and evictions.

Suspicion of greenwashing—of a clever marketing cam-
paign camouflaged within a politically correct cause—has
begun toloom over some well-off ringleaders of the activist
organizations who have orchestrated demonstrations and
represented Boyle Heights fo the media: Elizabeth Blaney,
her brother-in-law Leonardo Vilchis, Walt Senterfitt, and Dont
Rhine—all members and collaborators of the artist-collec-
tive Ultra-Red.
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Takashi Murakami:

i (&, &, ®) (B

2010 4
HLERBNSHEE, BIERE
150 x 150 B

Previous Page: Flowers, Flowers, Flowers (detail)
2010

Acrylic and platinum leaf on canvas mounted on
aluminum frame

150 x 150 cm

Courtesy Kaikai Kiki Co., Ltd and the artist

The Prophet of Superflat

FZz - R - KDY

Liz Heise-Glass

HBE MO ZAROERMENEZ AL EATT, 1 EE
X8 R HE s AOHE M RIRAL L, R 3E T RURIER, £t
PSRRI —iEal A, tBEREIEE RIS (FA—H
ZARR, BIER, KR, I LEFEBSIEME X 7—
EHEEFENALRZASEN, HEETEHEL 2K
BIMAR . M EHELI0FRK, HFFIa7a4L2E, BRMAD
AANZAZBER, BEMET BAZARER, ~
AT BIMERIE RIE T B 2 ABLANER.

FEHEALENKEMEL. shgMshBES RS
M, N_EENBREFEREBRSEN, £200158
HEEN-EEEEKER, BN " BRE BER
MEAARBPARCOEEREL , ABFXAIE B2 1t
B EARREKaikal KiKIEJERIYER; MB2005
FEAYBANMSN NEE R, EMt20165F5 “FH
& " &7 (Juxtapose Magazine) &1E, I EEES
IR BARZ AR AR IR R 2B R EMER.

Alongside and as a complement to his own artistic prac-
tice, Takashi Murakami has had an active role in concep-
tualizing and defining the movement of which he is the
figurehead—Superflat, of which he has been both author
and apostle. Working in tandem as an arfist, theorist, and
curator, Murakami has helped to create and define a very
specific vision of Japanese art, packaging it for export to a
global audience. Curating exhibitions for north American,
European, and Japanese art spaces since the late 1990s,
he has interpreted and promoted the work of other Japa-
nese artists, building his own vocabulary and context for the
work that he and his peers create. Inspired by traditional
Japanese painting as well as the postwar culture of otaku,
manga, and anime, Murakami’s conception of Superflat
encompasses many media. From his “Superflat” exhibition,
which was originally shown at the PARCO Galleries in Japan
before travelling to several major spaces in the United States
in 2001, to his work with his roster of artists at Kaikai Kiki; from
his acclaimed “Little Boy” exhibition at Japan Society in New
York in 2005 to his recent collaboration with Juxtapose in
2016, Murakami has worked to define a global understand-

ing of Japanese art and culture for a world audience.

Becoming Superflat

Murakami’s “Superflat” exhibition was accompanied by an Eng-
lish-Japanese language catalogue, titled Super Faratto / Super Flat, which
includes “"The Super Flat Manifesto,” Murakami’s primary explanation of this
neologistic new movement. In this one-page attempt at self-definition, Mu-
rakami describes a visual form that negates cultural hierarchy. “The world of
the future,” he begins, "might be like Japan is today—super flat.”! In Mu-
rakami’s estimation, the layers of contemporary Japanese culture—which
includes traditional painting (in which the artist holds a PhD), Japanese
pop art, erotic art, and hardcore anime and manga culture (grouped by
Murakami as otaku)—have merged together, high with low, old with new.
Superflat art borrows from all of these cultural traditions, compressing them
info a single space. As Murakami analogizes it in his manifesto: "One way to
imagine super flatness is to think of the moment when, in creating a desk-
fop graphic for your computer, you merge a number of distinct layers into
one.”

Murakami’s manifesto—as any good manifesto should—attempts to go
beyond defining a visual style. In his shorf, one-page declaration, he also
alludes to the broader cultural implications and connections that this style
carries. Superflatness is about more than pure aesthetics: it also describes
a contemporary worldview derived from Japan’s twentieth-century history,
the nation’s postwar westernization, and the country’s concomitant con-
sumer culture. Murakami writes:

1. Takashi Murakami, “The Super Flat Manifesto,” Super
Faratto/ Super Flat (Tokyo: Madorashuppan, 2000), 7.
2. Murakami, 7.

LR BRTE
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View of “Takashi Murakami: The Octopus Eats its
Own Leg,” MCA Chicago, 2017
Courtesy MCA Chicago

Takashi Murakami
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(Super Faratto / Super Flat) IEZEIUEE#, E&
WRT "BRFESE", XN EENX N ETRFH 0
EHNEERRE, EXBE—THNEREEF, I EERE
R XFITIR S E RO, “HRAREK",
XEFRE, "B EANSAZK, 2EBREN, "
N EENTREFR, SHEAUNER, 8FEREE

(XPMEBEWAZAREHRELZMN), BAEEZAR,
BIBEZAR, BIZBEME X (RN LE72mE)
ERBA—K, TEeHE2BE, RIAEEHE. B
BEZARNZE W EGHESE, BEHBTCEH -1
8, A LETEM RS E P HEX AL RETLLX
HRRMAAREBRYE: WE—TXHENNZ, ATHIR
MR — N EH, RE—HEERBRSFHA—. "2

NLENSE, MENUEMERNSSEE, IR

TIFENMB NS T EX ZIMIAEMEIEZ, £
BRN—IKNESH, BB ETRENE
RIS E XANKEGEHTTIRY, BR AU SRR
EFHR: sEER T - NMEERA T LA
TR, X MEREFHFNL, LUK 2 MmRAEZ
Xk, W EEXESIE:

TARBEHFEs “BRTE EHLE, eFA—FHR
W, G2 AR R A B AL A RIS, B BT

This book hopes to reconsider “super flatness,” the sensibility that
has contributed to and continues to contribute to the construction
of Japanese culture, as a worldview, and show that it is an origi-
nal concept that links the past with the present and the future ...In
this quest, the current progressive form of the real in Japan runs
throughout. We might be able to find an answer to our search for a
concept about our lives. “Super flatness” is an original concept of
Japanese who have been completely Westernized. Within this con-
cept seeds for the future have been sown. Let’s search the future to

find them. “Super flatness” is the stage to the future.’

Superflatness may be the present and the future, in
Murakami’s eyes, but that does not necessarily mean that
it is an unambiguously positive state. Embedded in Mu-
rakami’s writing and exhibitions centered on Superflatis a
frace of critique as well—for the cultural forms it elevates,
and for the historical circumstances that brought it into
being.

The idea of (super)flatness connects back not only to
Japanese art history, but to World War Il and the dropping
of atomic bombs on Hiroshima and Nagasakiin 1945. The
literal and symbolic flattening of these Japanese cities
provides the ground zero for the reconfiguration of Jap-
anese culfure and identity that followed. The increased
availability of American cultural products, including Dis-

“NERE: BRRZETACHRRIENE, ZNFUZREME,
2017 &

View of “Takashi Murakami: The Octopus Eats its Own Leg,” MCA
Chicago, 2017
Courtesy MCA Chicago

£ LR RERE—RGLARA AL,

Z—if KT, BARBRE AR F G —E A TAATX
RARIE , BAV BTG R B —Fr X T HRMNEEBRE
MEE, BRFARABRG—AEA, NETEM
BN, EXINRAL, RRAFTFLEFFT, ik
FMNERRTFREMN. BRFRLEORRGFES,

ENLEEEX, BRFEIUSMAENRE, BHA
BHRE B2 MBI RSIENREEX B R
BT, B2 —FT ERBKE MR, BENERRAE
BT FNE B B R E SR FRR RO IR Y

(BF) RFENBENMFARZAREX, MA
B 5 ZKA1945F BIKIGRFRRIEBEHEMN
iR o X AR TR BN FRERTM, " BFEA
SIERX 3R, BNEMAT ZE T RIEAXNNE
ESNEMHNTR R EE XN RIS EsE A&
AEEFEFHNEE, WERRE SR FEE G
EFENR LA T REEER, MEELMBERLE
REXRRFASHE AR A BB AN T A4
BB, ER EEMRE, XMBEAMBELS—LHRZ
ZE—MNBEE, EAXYBEAIAXMUFERBEE

LR LRE,  “BDRPEE (450 Madora i}

Jiz, 20004E) , 457 5.
2.1, 575,
M1, ST,

3.1bid, 7.

ney animated movies, had a definitive visual impact on
the still and animated styles of Japanese pop culture, and
the importation of capitalist western ideals and business
models during the period of American occupation mark-
edly shaped Japanese consumer culture as well. In Mu-
rakami’s eyes, this subordination of Japan to the west—
and, specifically, to the United States—has had a marked
and not altogether positive impact on the contemporary
culture of Japan, forcing it into a position that lacks depth,
mafturity, power, and self-determination. While much of
the art that fits info Murakami’s vision of superflat has clear
links fo anime and other youth-obsessed elements of
popular culture, the pictorial flatness of postwar Japanese
visual art and entertainment can also be seen as a retreat
from three-dimensional realism, one aimed (though un-
consciously) to force images of cataclysmically destruc-
tive violence into an abstract visual space.

Murakami followed his esoteric manifesto with anoth-
er, more concrete analysis of the idea of superflatness. His
writing, “A Theory of Super Flat Japanese Art,” teases out
some of these threads more fully, and provides a histori-

(TEBk 2)
2002 &
mLERE, AR
100 EX (H1R)

Flower Ball 2

2002

Acrylic on canvas, wood
100 cm (diameter)
Courtesy Galerie Perrotin
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BRNBRIEAASHIHEURER ATRNE
MFRITIUEEEXR, EZFEIK%)'E%ZK*DZI%H-?—@
EJ:E’]$1E_JL,LLEEM:?E BRI SE AR, BTE (

SETRIRN) EERE MR EEEEmEEER—
’MEH%E’\JW‘#WEEO

EREEBNEEZE, N EEEEENUS—
B, Nﬂfﬁ)ﬁﬂz%fﬁ TERIELHH M, B0 (B
REAARZARIER) WXL HTTEROHMIE,
FRX—HEIRE T — N EIER . N EEFF A M
EIZKEGZXEEPEHﬁHﬂEJ I, 18T P ETERRY IR

AR BWEREE HFEMH 2B RFEIEREERN
5!%7,\0 TIPS E PR OERRE NS ESN
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2010
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363 x 1800 cm

Courtesy Kaikai Kiki Co., Ltd and the artist

cal context to this contemporary movement. Murakami
begins by drawing connections to Japanese art history,
pointing to the pictorial flatness in works of the “eccentric
artists” of the Edo period as a source of indirect inspiration
for superflat work. It is in the sense of flattened perspec-
tive and frozen motion in Edo-era painting that Murakami
finds kinship. This approach to perspective and movement
is then traced through to late 1970s and 80s animation,
epitomized in the work of Japanese animator Yoshinori
Kanada, where it inspired an unusual sense of timing, and
a rejection of single-point perspective. The animators who
worked in the Kanada style, Murakami writes, “construct-
ed theirimages along vertical and horizontal lines. Rather
than balancing the main picture, they establish a mini-
mum balance that reaches out toward each of the four
corners of the square.”

This lack of a center can be seen in Murakami’s own
iconic, all-over graphic style: a profusion of images and
characters create a densely populated field on the pic-
ture plane, an extreme solidity of figures. Our eyes move
constantly across the scene, finding no resting place or
focal point. Most of the figures face front, and there is no
sense of three dimensionality or perspective; behind the
figures, there is only ambiguous space. The field and its
occupants are more than flat—they are superflat. Mu-
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rakami closes his analysis with a section titled “The Birth of
‘Super Flat’-ism,” where he plants the flag of Superflat on
the present and future of a “unique Japanese sensibility.”®
Evoking another interpretation of Superflatness, Murkami
returns to where he began by alluding to a cultural form
without the traditional hierarchies of high and low, art and
entertainment:
[Superflat] is a pioneer, an epoch, and the creation of heretofore-unseen
images... It is the art at the center of a Japanese culture that lacks
prestige, authority, celebration, and cost. In it, however, one can see
the budding saplings of a new future. For example, no one has yet
taken a serious look at the image resulting from the integration of
the layers of entertainment and art. But that integration is already
occurring. Much integration is still underway. That integration is

producing yet another “super flat” image: us.’

The Superflat Universe

Murakami’s first curatorial credit dates to 1996, when
he began organizing exhibitions of Japanese and Amer-
ican artists for galleries and retail spaces in Japan. Since
then, the artist has added over 20 curatorial projects to his
already extensive resum . But his breakthrough curatori-
al project came in 2000, with the “Superflat” exhibition,
which was originally shown at the PARCO Galleries in To-
kyo and Nayoga in 2000, and then appeared in an ex-
panded version at MOCA Los Angeles, Walker Art Center,
and Seattle’s Henry Art Gallery in 2001. While the cata-
logue contained Murakami’s textual manifesto of Super-
flat, the exhibition acted as his visual thesis for a move-
ment in the making.

In its American iterations, “Superflat” included the
work of 20 Japanese artists, animators, graphic design-
ers, illustrators, commercial photographers, and fash-
ion designers. In Los Angeles, the exhibition was literally
wrapped in a Murakami package: the outside of the Mu-
seum’s Pacific Design Center was covered in printed vinyl
that transformed the boxy structure into one of Murakami’s
iconic, many-eyed monsters. Inside, Murakami paid hom-
age to the predecessors of Superflat, projecting films by
the Japanese animator Yoshinori Kanada, who serves as
one of the Murakami’s central inspirations, on the gallery
walls. While projections of three of Konada’s films, Galaxy
Express 999 (1979), Goodbye Galaxy Express 999 (1981),
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and Harmagedon (1983), served as visual anchors in the
visually packed exhibition, the majority of the show was
populated by younger Japanese artists and collectives
working in the vein of Murakami’s Superflat aesthetic.
Reflecting Murakami’s concept of Superflat as an aes-
thetic phenomenon that compresses cultural categories
into a singular space, the exhibition included what might
be deemed fine art alongside animation, fashion, graphic
design, and other creations. “Superflat” included a strik-
ing work by Katsushige Nakahashi that replicated a WWII-
era Japanese fighter plane as a full-scale but flaccid
copy, again recalling Superflat’s historical link to the War.
The fashion collective 20471120 installed a replica of their
Tokyo store to display their deconstructivist, fantasy-in-
spired fashions, and the graphic design firm groovisions
contributed a small army of their “*chappies”—identical
statues wearing matching orange jumpsuits but sporfing
different hairstyles. The chappies, like other characters
seen throughout the show, capture a kind of vacantness
that can be interpreted within the terminologies and ideas
of superflat—they’re depthless, thoughtless, and passive.
The exhibition also included illustrative works that draw
from the visual vocabularies of animation and manga
to explore the fetishistic undercurrents of these imagi-
nary worlds. Works by Henmaru Machino, Hitoshi Tomiza-

wa, Bome, and others explore sexually charged images

and subjects, often embodied in exaggerated and fantastical images of
young-looking female characters.

Following the successes of “Superflat,” Murkami had an exhibition of his
own work at the Cartier Foundation in Paris in 2002, which then traveled to
the Serpentine Gallery in London. Thought of as part of a three-part arch of
Superflat shows, Murakami’s “Coloriage” used his works as object lessons
in Superflat theory, this time for a European audience. The finale to this trio
of exhibitions came in 2005, with Murakami's exhibition “Little Boy: The Arts
of Japan’s Exploding Subculture.” Presented at the Japan Society Gallery
in New York, with public installations, staged throughout the city in partner-
ship with the Public Art Fund, “Little Boy” offered an even more expansive
vision of contemporary Japanese culture, with over 1,500 objects on view—
including art alongside mass-produced toys, clips from animation and TV,
drawings from manga publications, and elements from Japanese monster
movies. The ftitle of the exhibition, “Little Boy,” signals a shift away from the
earlier “Superflat” show: here, Murakami seems to engage the subject of
World War Il and the postwar condition of Japan in more direct terms. Little
Boy, after all, was the codename given to the atomic bomb dropped on
Hiroshima at the close of WWII, and also implies a stunted development
in confemporary Japanese culture. As Dong-Yeon Koh writes, “[T]he artist
uses the phrase ‘Little Boy' to represent the self-image of postwar Japan as
an impotent and emasculated nation, both symbolically and figuratively.”’

The subtle critigue embedded in Murakami's theories of Superflat are
brought into sharper relief in the “Little Boy” exhibition. As the Japan Socie-
ty’s text for the exhibition explains:

In Murakami’s view, the specific historical events and processes that
inform otaku culture include military aggression and defeat in the Pacif-
ic War (1932-1945); the devastation of the atomic bomb; Japan’s military
and political dependence on the United States; and the replacement of a
traditional, hierarchical Japanese culture with a disposable consumer cul-
ture ostensibly produced for children and adolescents. The title also refers
to the infantilization of the Japanese culture and mindset, evident in the
fixation on cartoon imagery, ‘cute’ products, and young markets—a result,
Murakami argues, of Japan’s economic and political dependence on the
west. These unresolved conflicts, “Little Boy” suggests, are the explosive
context of Japan’s pop culture.

Under the banner of “Little Boy,” some of the youthful and kawaii-inspired
fendencies of the Superflat aesthetic take on a more troublesome connota-
tion. “Little Boy” included displays of postwar Japanese toys, including cas-
es crammed with shining figurines of children and animals from the Kitahara
Collection from the 1960s and 70s, collections of plush and plastic figures of
Doraemon characters, Godzilla figurines made at different points in time, and
an array of Hello Kitty merchandise. Alongside these mass-produced objects
were drawings by manga artists Tohl Narita, Otomo Shaji, and Hideaki Anno;
neo-pop works by Yanobe Kenji and Noboru Tsubaki; paintings and sculptures
by Chinatsu Ban, Yoshitomo Nara, Chiho Aoshima, and Aya Takano; and pub-
lic-scale works by Chinatsu Ban, Chiho Aoshima, and Murakami himself.

7.Don-Yeon Koh, “Murakami’s ‘little boy’ syndrome:
victim or aggressor in contemporary Japanese and
American arts?,” Inter-Asia Cultural Studies, Volume

11, Number 3, 2010, 396.
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View of “Takashi Murakami: The Octopus
Eats its Own Leg,” MCA Chicago, 2017
Courtesy MCA Chicago
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Conclusion

As an artist, Murakami is unequivocal; his works have
become some of the most iconic, valuable, and easily rec-
ognized objects on the contemporary art market. Yet, as a
curator and a theorist, Murakami is ambivalent. Through his
writings and exhibitions, he has sought to define a zeitgeist
reflected in Japanese art and popular culture alike. Yet his re-
lationship to this culture is exceedingly complicated, and his
idea of Superflat is contradictory in its many definite, divisible
layers. Murakami’s concept of Superflat refers, simultaneous-
ly, to a visual tendency towards one-dimensionality; an elim-
ination of cultural hierarchies of high and low into one equal,
flat plane; the collapse of Japanese cultural fraditions that
came with the end of World War ll; and a superficial culture
deprived of depth, history, and independence.

In his Superflat book, Murakami wrote about the Super-
flat aesthetic in a way that gave it a historical context within
the traditions of Japanese art, but, as his exhibitions have
shown, the real historical context for Superflat goes back not
to the Edo period, but to 1945, and the atomic bomb. While
Murakami sees Superflat as the defining aesthetic of contem-
porary Japan (in a way that some critics find reductive in light
of the cultural hybridity of the nation), it is also one thatisin-
debted to and dependent on western aesthetics and institu-
tions. In some ways, Murakami’s packaging of contemporary
Japanese culture seems both dependent on and specifically
for American audiences.

As Pamela Lee has written, Murakami’s concept of super-
flat reflects a *canny manipulation of American conceptions
of Japaneseness.”® Yumi Yamaguchi writes, “With his Super-
flat series, Takashi Murakami strategically set out to translate
the postwar popular culture of Japan, and, in doing so, he
has created a foundation for Japanese contemporary art to
be understood by the west.”? Murakami’s ambivalence can
be understood as an internal tension, writ large on the cul-
tural stage. The struggle to define, visualize, and proselytize
Superflat mirrors Murakami’s contrasting impulses—to both
embrace and reject the influence of the west on contempo-
rary Japanese culfure; to celebrate and critique the obses-
sive, fantastic, and escapist cultures that the aesthetic mirrors
so closely.

“NEE: ZE&ZETECHRRRIE, SMSSRZAEME,
2017 &

View of “Takashi Murakami: The Octopus Eats its Own Leg,”
MCA Chicago, 2017
Courtesy MCA Chicago
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View of “Takashi Murakami: The Octopus
Eats its Own Leg,” MCA Chicago, 2017
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LEAP: Where are you right now, and how are you spending your time in the leadup to the openings this fall?
Takashi Murakami: I'm in a bad mood every day with a lot of stress. I'm just being forced to make works. In fact,
|'ve started to question my way of life.

LEAP: Between the shows in Chicago, Boston, and Moscow this is an important moment for your museum pres-
ence. How can we understand these different exhibitions together? What are the differences in how they are put
together? And why now?

TM: | don’t get to decide the schedule of the exhibitions. It is decided arbitrarily. And it’s not just me—everyone
is exnausted preparing for the exhibitions, and in a state and chaos and confusion. The direction of each exhi-
bition is decided by the curator of the institution. Anton Belov and Katya Inozemtseva at the Garage in Moscow
are organizing the show in an extremely detailed and precise way. Most significantly, the exhibition will include
a restaging of my studio from suburban Tokyo. It will be very interesting to see whether it will be a successful rep-
resentation or not.
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View of "Takashi Murakami: The Octopus Eats its Own Leg,” MCA

Chicago", 2017

Courtesy MCA Chicago

LEAP: Your MCA Chicago exhibition, “The Octopus
Eats Its Own Leg,” focuses on your painting in the art
historical context of nihonga. Is this an important direc-
tion for understanding your work going forward? How
should we position painting within your overall activity?
TM: | really like Davy Jones, the octopus captainin Pi-
rates of the Caribbean 2. The exhibifion was a tribute
to him. You canseeinit the traces of Japanese history,
because | majored in nihonga—the good old-fash-
ioned discipline of Japanese painting—when | was
in college.

LEAP: Lately on Instfagram you have been posting an
essay on “What is the relationship between ceramics
and contemporary art?” This exhibition poses many
interesting questions. Ultimately, what can we learn
about contemporary art through your study of ceramics?
TM: In the twilight between glory and darkness, ceram-
icsis an art that fermented and aged in the shadow
of economic recovery and stagnation in postwar Ja-
pan. The same goes for anime and manga. The only
form of art that is bathed in light is advertising, but it
has subsided. | hope to remind people of this reality.

LEAP: Since last yearin Yokohama you have been show-
ing your personal collection. Previously you referred to
your initial collection as a form of experimenting, of
wanting to know how collectors felt when they bought
your work. What is the goal of your collecting now? How
do you balance the diverse initiatives of promoting
young artists and finding narratives from art history?
TM: | have collected some 10,000 old objects and
some hundreds of contemporary artworks, butldon’t
know what it means.
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LEAP: What is the relationship between your own
studio and Kaikai Kiki’s promotion wing? What
is the management structure, and how do they
influence each other?

TM: Before the Tohoku Earthquake, | wanted to fix
managementinadequaciesin the artindustry by
establishing a new system. But, after witnessing
the harsh reality of tens of thousands of people
losing their lives in the tsunami, these matters
seem meaningless. Now | feel very strongly that
| should convey my messages to young people
through film and anime. In museums, | hope fo
present works that appeal to children but, for now,
exhibitions are still designed to be adult-oriented.

LEAP: What is your relationship with the Japanese
artscene now? Since the Mori exhibition in 2016,
has your outlook on the situation there improved?
TM: Afterthe 2011 earthquake, Japanese society
started to actively integrate and engage minori-
ties. Along with the nonprofit organization called
Nippon Foundation, | have helped found and
supported a number of community museumsin
Fukushima and other areas.
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View of "Takashi Murakami: The Octopus Eats
its Own Leg,” MCA Chicago", 2017
Courtesy MCA Chicago
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portraiture?

ima | mentioned.

LEAP: In the Doha exhibition, “Ego,” self-portraiture became an important concept to structure your work.
Our chairman Thomas Shao keeps a portrait of himself as one of your flowers over his desk. You described
your earlier work, especially curatorial, as a portrait of Japan. What is the relationship between ego and

TM: A self-portrait of an artist might be the most valuable after their death. Any artist would like to include
their self-portrait in an exhibition catalogue. | could give all kinds of interpretations, but the self-portrait can
only reach its designated aim once | am dead.

LEAP: After showing at Versailles in 2010, what other public contexts would you be interested in exploring?
What would you show if you were invited to exhibit in Tokyo’s Imperial Palace?
TM: | hope to participate more in activities that give back to society, like the Hajimari Art Center in Fukush-
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LEAP: When you finished the “Superflat” curatorial project in 2000-2005, it
would be fair to say that no one else represented such a comprehensive
view of Japanese culture in the art world. How do you deal with this burden
of representation, of standing for an entire culture in the way that only a few
artists do?

TM: “Superflat” provided a new perspective to see the world. At the moment,
I am researching on and frying to fill the 20-year gap between Mono-ha and
Superflat. Once the work is published, the framework for postwar Japanese
art will become stronger.

LEAP: You created the first *"Mr. DOB” work in 1993, more than 20 years ago.
Can you speak to how this character has changed in your mind over this
period? Does it still stand now for what it stood for back then?

TM: DOB became a character or portrait of myself unexpectedly. Deformed
and fragmented as time goes, sometimes distorted and evil, it seems to re-
flect the happiness, dreams, miseries, and decay in my life.

LEAP: In an interview with Mako Wakasa, you described your work as reveal-
ing the repression of otaku culture: *My work is a record of the struggle of
the discriminated people.” *In Japan, all the people who resent injustice
and inequality become otaku.” | am struck by the political dimension to
this representation. What or who is represented in the work you are making
now? What do you make of the political agency of otaku culture now that
it has gone global?

TM: There might be a slight misunderstanding. | think otaku has the unique
and unprecedented expression exactly because it is far from politics.

LEAP: It is rare for an artist to enter the art scene with an overarching theoretical
framework like Superflat. Have you ever felt constricted by this background?
TM: No.

LEAP: In Database Animals, Hiroki Azuma speculates that your work succeeds
in the art world because you isolate surface elements of otaku culture and
remove them from their cultural system. Would you agree with this analysis,
or do you believe that the system of otaku popular culture is also present in
your work?

TM: Many things happened after 2011. | do not want to comment on Mr.
Azuma'’s analysis.
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LEAP: Within your work the sublime seems to cycle between the erotic (My
Lonesome Cowboy, Hiropon), the spiritual (600 Arhats, Oval Buddha), and the
violent (Mushroom Bomb). Where do you see the aesthetic excess moving next?
TM: First of all, who doesn’t like erotic stuff? Especially kids, they are fascinated
by feces and sexual matters. | think about sex from this perspective.

LEAP: We have been reading in the news lately about the discovery of more
melted nuclear fuel at Fukushima. Now you are finishing the Jellyfish Eyes 2
film. Have you learned anything more about how we can deal with the nu-
clear issue that you can share?

TM: In the history of Japanese special effects films, many brilliant works in-
terpret the nation through the form of a monster film. | want to use the most
contemporary expressions to interpret my ideas.

LEAP: Can there be any meaning for artists who adopt the Superflat aesthetic
without reference to the social structure of postwar Japan? What would you say
to your many imitators in China and elsewhere, who seem to misunderstand
this point? Can this globalization of neo-pop aesthetics ever be a good thing?
TM: Let it go. Recently | have been taking things lightly, without many radical
ideas. My ongoing creations, especially film and anime works, are not going
so well. | have been focusing on my own issues, and am rarely concerned
with other people’s problems.

LEAP: If you had o pick the most important works in your oeuvre, which ones
would they be? What about the works by other artists that have been most
influential for you?

TM: Polyrhythm, the very first work | presented as a contemporary artist. Those
who influenced me include Anselm Kiefer, Andy Warhol, Jeff Koons, Damien
Hirst, Shinro Ohtake, Hayao Miyazaki, and Katsuhiro Otomo.

k-
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“Takashi Murakami. Under the Radiation Falls” is open at
Moscow’s Garage Museum of Contemporary Art through

February 4, 2018. Curator Katya Inozemtseva shares the
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A Conversation with
Katya Inozemtseva:
The Pleasure of Intense Labor
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LEAP: What kind of audience is there for Asian artin Moscow?
Is there a devoted following?

Katya Inozemtseva: It's going to be super popular, as we have
been promoting this for three years. In July we had J-FEST, a
Japanese culture festival, in front of the museum. The interest
ishuge. Now we are organizing a pre-sale system for visitors, as
we're expecting so many. We expect around 300,000 people.

LEAP: How did you come up with the structure of the exhibition?
KlI: Everything started in the studio, the first fime | visited the
studio | was amazed. There was a strange Renaissance or
Medieval feeling in the studio, a very organized type of ar-
tistic labor, almost like a commune. Basically that studio visit
informed the structure of the exhibition, driving me to these
five chapters. The first week in Tokyo was very intense. Takashi
was looking after us and there was so much to see, all of his
different working spaces and inspirations. | realized that every
direction his art takes isimportant, from sculpture to animation
and merchandise. | felt that, ultimately, Takashiis a traditional
artist in the best sense of the word. The question | was posing
to myself, in the spirit of Russian formalism, if you like, is, “How
is this art made?” He is quite analytical; you can see, evenin
his paintings, that he is reinterpreting imagery from different
cultural realms, from anime to bombings, playing in an archi-
tectural way with these elements.
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Little Boy was a key influence, so we wanted to include his “Lit-
tle Boy” project. Everyone also talks about his connection to the
anime scene, so we wanted to show that physical connection in
his work. We built a mirrored corridor filled with 6000 plastic toys
and anime characters. It’s about reproducing the experience of
the totality of Nakano Broadway. He came to this area of Tokyo
dreaming of becoming an anime artist, so we wanted to repre-
sent him taking energy from this place and then giving it back.
One part of the exhibition, the studio, will be visible from the park
outside, so people outside can see it over the five months of the
exhibition. Our public program aims to keep the studio animated
to show how it works. I should emphasize that we are working with
a very good team of architects who helped us find key solutions
for the goals of the project. In the central gallery, for example, we
had to show military order with all of these tight rows of paintings
and objects, but then we will also show the back of his canvases,
where the names of all of his collaborators are written. No one has
ever seen such perfect backsides of canvases.

LEAP: Could you expand more on what you said before, that you
thought he was a very traditional artist?

Kl: He's a very Japanese artist. He has a PhD, he theorizes his ap-
proach. When you see how his paintings are organized, you real-
ize there are some technical updates and inventions, but still this
is quite a traditional way of making work. At its essence, dealing
with this work you come to appreciate the pleasure of everyday,
intense labor. | would say that it’s more about this type of labor, in
the sense of a traditional approach to art. When | see the quality
of these pieces, it's just amazing. We're talking about real devo-
tion. For me this was a revelation. That’'s why | have been getting
a bit angry lately with leftist high-brow art critics. Very few artists
have this energy of being entertaining in the best sense of the
word—Dbeing able to be appreciated by adults, children, educated,
uneducated. For the catalogue we are franslating Nobuo Tsuji’s
essay from The Lineage of Eccentrics for the first time into Russian.
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Outside of the art context, one of the most aggressive
interlocutors of Takashi Murakami’s work has been the
philosopher Hiroki Azuma, best known as the theorist of

otaku. McKenzie Wark introduces and analyzes his work.
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Otaku Philosophy:
On Hiroki Azuma

ZEHE - R
McKenzie Wark

As Asada Akira said when he infroduced Hiroki Azuma in
1998: “Azuma’s future will prove that his ‘otaku philosophy’ is not
at all the same thing as an ‘otaku of philosophy.’” This bears at
least a couple of comments. An otaku is usually a young man
with an obsessive interest, sometimes in anime or manga, but
sometimesin other things. It was a phenomenon about which
there was a moral panic in Japan in the early 1980s, buft it is by
no meansrestricted to Japanese culture. Indeed, there seems
to no shortage of theory-otaku around these days, who know
everything about it as consumers and curate their collections
of it on blogs.

Otaku: Japan’s Database Animals (Minnesota 2009) is a
tfranslation of a book by Azuma from 2001. It is different from the
New Academicism of Asada in fully inhabiting a pop media
universe without ironic detachment. It tfranslates theory into
the media rather than vice versa.

The otaku subculture passes through three stages. The first
wave of otaku were born in the early 1960s. The emblematic
media work for them to obsess over was the TV anime Mobile
Suit Gundam (1979), along with B-grade monster and sci-fi
movies. The second wave were, like Azuma, born around 1970,
and watched Megazone 23 (1985). The third were born around
1980, and for them the emblematic work is the TV anime Neon
Genesis Evangelion (1995), along with mysteries and computer
games.

Some, such as the famous Superflat visual artist Takashi
Murakami, think of otaku as connected to Edo-era Japanese
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woodblock print art, with its supposedly unigue approach to
derivative works in which artists recycle motifs from each oth-
er. But, for Azuma, otaku is a product of a tfransnational post-
modernism.

Its origins are in cultural forms imported from the United
States after the war. “The history of otaku culture is one of ad-
aptation—of how to ‘domesticate’ American culture... Otaku
may very well be heirs to Edo culture, but the two are by no
means connected by a continuous line. Between the otaku
and Japan lies the United States.” (11)

Postwar Japanese culture was obsessed with Japanese-
ness because of a lack of continuity. “Lurking at the founda-
tions of otaku culture is the complex yearning to produce a
pseudo-Japan.” (13) This took a strange turnin the 1980s, and
accounts for the globally unique popularity of postmodern
theory in Japan under the banner of New Academicism. The
idea was that, since Japan had never quite managed to be
a proper modern society, it could get a jumpstart on being a
postmodern one. *Whereas modernity equals the west, post-
modernity equals Japan.” (17) As | remember well, there was
a certain charm about Japanese cultural confidence in the
1980s, but a certain willful blindness as well. It was a way of
forgetting the recent past and celebrating the present and
future, at least until the economic bubble burst.

In the anime Megazone 23 (1985), by Noboru Ishiguro, 1980s
Tokyo turns out to be a computer-simulated world created on
a futuristic spaceship. Azuma: “Japan in the 1980s was entire-
ly a fiction. Yet this fiction, while it lasted, was comfortable to
dwell in.” (19) Until the economic bubble burst, at least. But,
for otaku, the simulated, CGl Japan kept on going.

The preferred worlds to simulate were either sci-fi or Edo
period Japan, asif the two breaks of the Meiji restoration (1868)
and the occupation (1945) had not happened. Azuma links
simulation to the practice of d fournement, or the fan-based
making of derivative works, from which “official” products then
borrow in turn: “the products of otaku culture are born into a
chain of infinite imitations and piracy.” (26) Simulacra thus float
free from both the notion of an historical time and from the
authoring of original works.

Azuma sees otaku cultural practice as aresponse to what
Jean-Francgois Lyotard called the decline in grand narratives,
which is perhaps not unrelated to what Jodi Dean and other
Lacanians call the decline in symbolic efficiency. In the Lyotard
version, there’s aloss of faith in an underlying story of historical
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time, particularly its Marxist form, but perhaps also liberal-cap-
italist grand narratives of progress tied to reason, technology,

peaceful tfrade, and consumer comfort.

Otaku refer to themselves as otaku, a word related to home
and family meaning something like “homeboy.” With their li-
braries of magazines and anime and figurines, they create a
carapace in which to live. Azuma: “we can view otaku’s neu-
rotic construction of ‘shells of themselves’ out of materials from
junk subcultures as a behavior pattern that arose tofill the void
from the loss of grand narrative.” (28)

Azuma proceeds by asking: what kind of culture can be
made out of simulacra, and for what kinds of human, or maybe
post human life? What is curious about his account is that the
decline of grand narratives does not give way to a precession
of simulacra, to decoded flows, or to open-ended language
games, or to blank parody, fo give the code words for some
versions of the postmodern. Rather, what replaces the grand
narrative “behind” the text or the screen of the individual work
is a database.

Otaku extinguish the grand narrative in stages. The first
wave replace the official grand narratives of postwar progress
with fictional ones. The second wave care more about the de-
tailed exposition of an alternative universe that all particular
works abide by. By the third wave, the database itself emerges
as the organizing principle behind particular cultural artifacts.

One could push back a bit on Azuma’s insistence on a
break with the past. In Evangelion, the Rei Ayanami charac-
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ter and others are named after World War Il Japanese naval
ships. The allegorical may still be with us. But surely one of the
struggles in critical thought is fo detect the appearance of
the new as something other than a binary reversal of the old;
or, worse, to simply erase novelty as a mere appearance of
an underlying sameness. Hence | think it’s worth speculatively
pursuing Azuma'’s line of thought fo see where it goes.

Azuma thinks there’s a new kind of double articulation of
database and simulacra. The latter do not float free but are
constrained by the database, and here he differs from much
postmodern writing in not seeing the loss of an old cultural
architecture as leading to something wild and anarchic. The
fension of simulacra versus database replaces that of grand
narrative versus allegorical fragment, and hence the world
cannot be cognitively mapped in the way that Toscano and
Kinkle, following Jameson, still seek.

Here we are closer to Alex Galloway’s concept of inter-
face as simulation. “A copy is judged not by its distance from
an original but by its distance from the database.” (61) In that
sense, Walter Benjamin’s contrast of copy and original no longer
gives much purchase either. "The surface outer layer of otaku
culture is covered with simulacra, or derivative works. Butin the
deep innerlayer lies the database of settings and characters,
and further down, the database of mo -elements.” (68)

Goneisthe narrative and cinematic passage through the
world. Rather, it’s a matter of the mediation of database and
simulacra by search engines and interfaces, which make actual
and material the intuition of an earlier phase of otaku culture
about the database behind the particular work.

That thisis an organized culture is key: “the simulation that
are filling up this society have never propagated in a chaofic
fashion... their effective functioning is warranted first and fore-
most by the level of the database.” (60) The authoris no longer
even a producer of copies. Rather, in place of the creative
agency of the author is the permutation of mo -elements.

What becomes, not just of the author, but of the human,
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after this erasure of the invisible depth behind the work once
provided by the grand narrative, whether in the form of the
Marxist totality or the completion of enlightenment rationality
or post-industrial progress?

Here Azuma returns to Koj ve. The human is not humanin
itself, as the human is merely another animal. What makes us
human is the struggle o negate nature and make ourselves
something other. History is the struggle to negate both nature
and human animal-nature.

The problem with postwar modernity for Koj veisthatindus-
trial production fulfillsimmediate animal needs so completely
that it erases the struggle against nature, and even against
the human nature of the other that might ground a desire and
an act of making history. Koj ve made of a tourist’s glimpse
of Japan the thought that the Japanese snob-culture found
another way ouf. The snob creates a purely formal game of
desire. Seppuku or ritual suicide is then Koj ve’s emblem of
the snob making a formal distinction between human honor
and animalinstinct, by overcoming the latter with the former.

Cultural clich s aside, perhaps the otaku reverses the
snob’s formal construction of the human with a kind of formal
and artificial construction of the animal. The otaku know they
are dealing only with simulacra, but the mo -points extracted
from the database enable real emotions. These simulacraim-
mediately sate emotional needs, foreclosing the formation of
the desire to overcome and negate nature. The post-historical
human, or post human animal, detaches form from content
and no longer aims to tfransform the content, only the form,
the simulacra.

Azuma dates postwar culture in three stages: the idealistic
age (1945-1970), the fictional age (1970-1995) and the animal
age (1995 onwards). Azuma sees the cynical relation to grand
narratives thematized by i ek and Sloterdjik, or the snob as it
appearsin Koj ve’sJapanese admirers, as only the second of
these stages. The third stage of the ofaku no longer needs to
maintain a negative relation to grand narratives. They dispense
with them in favor of the database. Hence, with the otaku, the
collapse of modernity is complete.

Thereis a tension in otaku needs between small fragments
of narrative that deliver emotional pay-offs and the interest in
understanding the underlying database. Some would even
take something of a hacker approach and extract the content
files from the software to make derivative works directly with
the game or other content materials.
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* A 2015 & KT Public Semina
First published on Public Seminar in 2015.

While needs can thus be sated, desire cannot, as desire is
always, for Koj ve, desire for the other’s desire. Here we have
something akin to what Bernard Stiegler calls short circuits of
subjectivation. For Azuma this also explains the difference be-
tween the sometimes rather conservative sexuality of otaku
and their tastes for what might otherwise be considered highly
fetishistic material. The latter efficiently satiates a genital need
disconnected from residual notions of love and sex and desire.

Azuma deflects the idea that otaku behavior is fetishistic,
although it is a topic that could do with some elaboration. In
the now classic Freudian screen theory popularized by Laura
Mulvey, the male gaze partakesin a scopophilic desire to look,
but is threatened by the castrating power of the image of the
woman. One strategy for containing that threat is fetishism,
where the body of the woman is reduced to a fetishistic part.
Perhaps Azuma is talking about a second-order development.
Having reduced the threatening image of the female body
to parts, it can then be reconstructed out of the database at
willas ensembles of mo -points. The movie Ex Machina (2015)
might be the furthest end point of this theme so far.

The old model of grand narrative and allegorical fragment
lent itself to a hermeneutic procedure in which the fragment
of a particular work could be read as a lost or ruined bit of a
larger historical fime. But perhaps the new modelis no longer
a depth model. Azuma calls this hyper-flatness. He anticipates
Lev Manovich’s insistence on the software layer as a general-
ized meta-medium. For Azuma, there’s only view control. You
canlook at the data different ways, but there’s no way to read
through the fragment to the underlying truth of the totality to
which it belongs, other than as database.

Who owns and controls the database? If the old grand
narratives were products of the superstructure, then the new
forms of cultural power are actually directly infrastructural. What
I would call the vectoral class ends up in charge of the means
of detecting the general will as the social unconscious. They
use it mostly to make a buck off rewarding our animal needs
with simulacra. As Lazzarato has noted, the affective life of the
speciesis now one of machinic enslavement.

Still, there’s a certain pleasure in reading Azuma'’s writing,
in selecting it from the database. He seems to have grasped
sooner than many that the material conditions of theory-writing
and reading had themselves changed, and become also part of
the database. His own writing works like otaku practice, moving
sideways through simulacra, whether of anime or philosophy.
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Artist Charles Munka, recently
relocated to Tokyo, works in several

layers, transferring textures and

gestures into his work while making

systems and series of marks on
found surfaces. His “Lingua Franca”
series was exhibited in September,

2017, at the Institut Frangais Tokyo.

LEAP commissioned him to extend
the work into an examination of
the environment around Nakano
Broadway, the otaku mall that was
once a frequent haunt of Takashi

Murakami.
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As the gallerist whose personality most closely resembles
Takashi Murakami’s work, Emmanuel Perrotin is an

important case study in artist-dealer collaborations. LEAP

pesters Perrotin and gallery partner Etsuko Nakajima.

A Conversation
with Perrotin:
Sending Drawings
Back and Forth
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LEAP: The gallery began its relationship with Takashi Murakami
in 1993. What brought you to Yokohama then? How did you
come to know Murakami’s work, and what initially attract-
ed you to it? Can you share your personal history with him?
Emmanuel Perrotin: | have a very special relationship with
Japan. When | was 25, | took partin the Yokohama contem-
porary art fair, NICAF, where | first met Takashi Murakami. |
remember he was in the middle of a group: he was speak-
ing Japanese, so | didn’t understand a thing he was saying,
but people seemed very attentive to him. Takashi was able
to communicate with anyone, to draw anyone to him. He
seemed fo radiate pure energy. If really made me want to
get to know his work. We took to each other immediately,
but since neither of us spoke English, we communicated
mostly by sending drawings back and forth! Two years later,
| showed a series of his paintings inspired by manga at the
New York’'s Gramercy International Art Fair. They sold out
and the year after, in 1995, | exhibited himin Paris and Basel.

FIMEER (20165F%) -
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W& A0, N EEAEEERNERHT "BR¥ER" (Superflat Collection) , ERBEARDIGEEZZARINER: £AEMT (KAWS) ( E
HEHR - R£45= (Maurizio Cattelan) . /R4 - 382 (Bernard Frize) . Z=F - & Fx (Terry Richardson) . e - FeFETEIELE (Klara
Kristalova) flUR. BEIRET—NEENNA, ILUABU—EN LEEFERNER, SUEBMERERNZEARIEZEHZARELZ

(BrABTE—HOPBRR T LIARE, A
BEBENFBERA T 1)
2015 &
hHLERBEMEEE, BIELRE
100 x 100 x 5 [E¥

Eka Danpi (Eka’s Amputation) — My Heart
Burst with Adoration for My Master and So |
Offer My Arm to Him

2015

Acrylic and platinum leaf on canvas mounted
on aluminum frame

100 x 100 x 5 cm

Courtesy Galerie Perrotin

LEAP: Has Murakami’s relationship with the gallery allowed
it fo grow in directions it otherwise might not have? Was he
a gateway to Asia?

EP: Since the 1990s, the gallery has been forging tight rela-
tionships with Japanese artists and Asian artistsin general. But
2012 was a turning point: establishing my gallery in Asia has
opened doors and created opportunities | never dreamed
about. It wouldn’t have been possible by only participating
in art fairs; a strong commitment is necessary to work on a
long-term basis with high-level artists and collectors. The
gallery we opened last June in Tokyo is our third location in
Asia after Hong Kong (opened in 2012) and Seoul (opened
in 2016).

LEAP: How does Murakami fit within the Perrotin program in
Europe or the United States and Asia? Who are his peer artists
within the gallery program?

EP: Last year, Murakami unveiled his “Superflat Collection”
at Yokohama Museum of Art, which included several artists
from the gallery: KAWS, Maurizio Cattelan, Bernard Frize, Ter-
ry Richardson, Klara Kristalova, JR. This exhibition provided
an interesting insight info the sources of his aesthetic ideas,
rejecting hierarchical divisions between artistic genres or
eras. It was really inspiring.
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LEAP: How will the new Tokyo space support Murakami’s reputation in Japan? Are there
specific exhibifion plans in place?

EP: Takashi set up the Kaikai Kiki gallery in Japan several years ago, developing an inter-
esting program of exhibitions. Besides our roster of Japanese artists (Mr. and Aya Takano),
Perrotin Tokyo will also present international artists to a Japanese audience. For our opening
in June we were honored to bring together a collection of recent paintings by the 97-year-
old master Pierre Soulages, who has a strong relationship with Japan. And this fall the
Tokyo gallery hosts solo shows of Paola Pivi, who participated in the Yokohama Triennale
2017, and Toilet Paper, the collaboration between Maurizio Cattelan and Pierpaolo Ferrari.

LEAP: What is the day-to-day of working with Murakami and his studio like? Between Kaikai
Kiki and the studio, is his staff almost the size of the gallery?

Etsuko Nakajima: As the gallery and artist have such a substantial history, over 20 years, we
have developed an amazing partnership. Mostimportantly, the artist has been able to pro-
duce historical pieces of art, and the gallery has had the opportunity to present these pieces.
Of course there is a huge amount of work that goes on behind the scenes by both the gallery
and the arfist’s studio, and honestly, like a family not everyone always gets along all the time,
but we alllove each other. In terms of staffing, Takashi’s studio has far exceeded the gallery
staff, due to his wonderfully diverse imagination and appetite for hugely ambitious projects.

LEAP: Otherthan bringing him to the international art world, what has the gallery done for Mu-
rakamiin terms of positioning and understanding? Is the gallery afilter orlens for his practice?
EN: There has always been a distinction between being a dealer and a gallerist. What that
means to me is that, beyond selling an artist’s work, there is complete symbiosis between
gallery and artist. There is nurturing and support, inspiration and perspiration. True collabo-
rations between artists and galleries evolve into a distinct ecosystem of collaboration, which
encompasses a complete context of equal support and inspiration. Honestly the idea of
being a lens or filter, while intellectually or theoretically interesting, becomes tertiary in the
face of years of practical application.
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LEAP: What kind of collections are interested in
Murakami’s work? Who are the most significant
collectors of his work?

EN: What has been the most profound realiza-
tion over the years is that Murakami’s vision has
touched so many collectors. He has permeated
generations, countries, and cultures, and has
made a point to create such a wide variety of
pieces in so many media. Of course his works
are in all the major private and public collec-
fions around the world. And, most importantly,
because of the unique origins of his artistic vision
in street level Japanese subcultures, he allows
anyone whoisinterested to become a collector.

LEAP: When an artist works so extensively with
products and branding products, is there any
effect on the market for his work?

EN: In the west, with the invention of pop art,
many artists have incorporated brands within
their artistic visions, frankly getting the short end
of the stick. In the case of Murakami, brands and
branding have been both an intrusion of west-
ern colonization and, in many ways, far more
creative than the standard market strategies of
the PR campaigns of the west. Brands defined
his search for his own artistic vision and voice,
and so it cannot be just a simple question of a
market result. It in fact becomes a question of
a highly personal and detailed artistic identity.
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A Conversation with
Michael Darling:

An Understanding
of the Painterly
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“Takashi Murakami: The Octopus Eats its Own Leg” closed at the
Museum of Contemporary Art in Chicago on September 24, 2017.
LEAP asks curator Michael Darling about the tensions between

pop and painting.
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about everything as a comprehensive project.

LEAP: "The Octopus Eatsits Own Leg” is primarily focused on painting. Was there a reason for
that, other than the fact that Murakami himself has been concentrating on painting lately?
MD: For him it actually wasn’t the obvious way forward for a show like this. Murakami sees
himself assomeone who makes sculpture and painting simultaneously, as well as prints and
commercial products. So I really had to convince him of the value of focusing on painting.
This way | thought you would be able to see more straightforward developments from his
nihonga training through his early and mature career. | was trying to put together a very
didactic display to show that progression. And | thought if we had foo much diversion into
sculpture or commercial products, it might detract from what | was trying to get across.
Even though he has painted more than anything else over the last 30 years, he still thinks

LEAP: How do you see the painting changing over the past decade? Other curators have written about a
shift, since the earthquake, towards a more historically introspective focus on fradition.

MD: It really started earlier than that, around 2007-2008, when he started to bring more overtly traditional,
historical Japanese imagery into his work. And the earthquake and tsunami confirmed his thought about
moving in that direction, and gave him more reason to keep pursuing that material. He'slooking at timeless-
ness and death and what brings meaning to life. After the earthquake and tsunami you see a big explosion
of innovation in his work.

LEAP: Could you explain how his paintings are made in the studio? In terms of the material process, how
collective or individual is it?

MD: The paintings have many many steps as they are being developed, and the scale is quite large. A re-
cent painting that depicts the earthquake had 300 people on, with 100 different panels all connected to-
gether. It usually starts with a pencil sketch by Murakami, working at compositions and figures he would like
to have in the painting. Then those pencil sketches get scanned, the lines are cleaned up, and the figures
are made into cartoons or standalone characters. Those are developed further in the computer until he
has developed a range of different figures. And then silkscreen is used for each of the figures, who are all
detailed and unigque. You have multiple different silkscreens just fo create a single figure. Then all those are
combined across giant canvases. The silkscreening process is really hands-on. It sounds like mass produc-
tion, but really it’s the application of paint and paper adapted through the screen onto the canvas. It dries
quickly, then more color. There’s a real painterliness here, but you don’t see any brushstroke, and there’s
a certain distance from the hand, which evokes an uncanny feeling—they are so precise but present and
understanding of the painterly.

LEAP: If you were to break down a rough periodization of Murakami’s painting, how many periods will there be?
MD: In our show, the first period is pre-1993, which is developmental, when he was working in a nihonga tra-
dition and trying to marry it with western ideas and approaches. And then from 1993-2001 or so it saw the
development of "Mr. Dob” and the idea of Superflat. Then it would be 2001-2007, when he was pumping up
the scale, the complexity of the paintings, and the commercialization of his work, thinking of consumerism
and capitalism. From 2008 and after, he has been returning to historical sources and exploring Japanese
art history, which also includes Chinese and Indian references shared between these countries. It's not just
Japanese history.
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Aside from his extensive work as an artist, curator,
and collector, Takashi Murakami has made waves as a
promoter and dealer of contemporary Japanese culture.
LEAP looks at his efforts to mold the art world through his

art fair and gallery endeavors.

19924, #F_EF (Takashi Murakami) B9 -541
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GEISAI: Murakami’s
Bid to Shape Japan’s
Art World

A

Orion Martin

In 1992, while working on his Ph.D. in nihonga, a style of
painting that employs traditional Japanese materials and
techniques, Takashi Murakami made a sculptural work that
looks nothing like the kawaii-branded icons he would later
become famous for. Sea Breeze stands 3.5 meters tall and
is made up of nine symmetrically arranged mercury lamps.
Though its meaning is not explicit, this early work is rumored
to be a reference to Royal Space Force: The Wings of Hon-
néamise, a 1987 anime film by legendary Japanese studio
Gainax, which would later go on to make Neon Genesis:
Evangelion. At the film's climax, a space shuttle launch stuns
two warring nations info peace. Sea Breeze's glaring lamps
recreate the view of those watching the rocket lift off.

In critical reviews of Murakami’s work, this obtuse refer-
ence to pop culture goeslargely unmentioned, and the first
work cited is usually "Mr. DOB" (1993), Murakami’s signature
character and anime alter ego. The comparison between
the two works is striking: in Sea Breeze, Murakami referenced
a cultural touchstone so obscure it is likely few noticed. The
following year, with "Mr. DOB", Murakami took over the role
of creator and produced his own line of iconic charactersin
a style more tailored to art world propagation. The contrast
between these works reflects Murakami’s career—moving
from reverent fan of pop culture to creator of the same—and
signals the desire he would vigorously pursue in the decades
to come: to make the cultural signifiers of anime, manga, and
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EERBUG. AT, BRTENZAREMIN N LEEE
KTBHEFERMKNIEARZARER , =5 (GEISAI) A
BF2002FIMN L E 201 4F R, IXNEARTHAT
NEEZNEASNZARETENREZ— ZZAT
BEXNAR, BF—RERR, B—REEREME
b2 AR, GEISAIFMPBRIERFALFIBANE AR
RMNREET—NEESIREEBENFE, BENMEERED
RIE, IFh, GEISANRREIE B AL, FIAEESR
4 (Yayoi Kusama) F1IZZR =% (Yoshitomo Nara) ,
REEEEIFENMIFIE LN EER .

GEISAIBR&IA AN EEIFAARRATIUL AR
B, LEREESHE XN —FFE, AMmELHIE
ik, EAAAREEBEERHEBELRETERIX
Al 2— o XD RGBT 475, XL
FEEBANR RSB B B A B S I KA, B4
FRRMNEREIE R E LSRR BEEFRISER,
AMGEISAINR BB a2t X L= i B/,

R, B RECEERZARIAR BARR ST,
ENZATEEEIERRRTIULEEEARERSH
AEANHERZ AT, IERDIESERWIEZ EK
18EL, GEISAIRS “[JHk " BB R 1K, BABBRMAKF

(Taiyou Matsumoto) FERSEIBAT () RIBEIEI/E
ZRIRE: “HEERKERRE, LE—KMHEHCalorieMate
RN THNEFIAREER, ZEMXF—BHIRER
o FRBINEXFLETETE" » BB RBEFEXE—FHER
BTSN ZARMGERI], BEE&AERDEER
AERRBEEERIEERE, A, GEISAIFFRE
ERZNEARTENRELF T FREZAR—TES
HEOARBSUEENN S, EERZZAREMIIS
DERBEHMS 5 TR,

GEISAIZATEN EEMNARCIEFEIEMNZAR
EHEAE — “BRY¥E (superflat) SEHEX, BA
X—IEILEEWHAUREMIEZARNMZA, ©

kawaiiinto a force driving the development of the Japanese
contemporary art.

This goal was expressed first and foremost in his own work,
which frequently employs anime style characters to comment
onJapan’s pop culture and international politics. But, beyond
his personal trajectory as an artist, Murakami has also focused
on growing and shaping the Japanese art world. From its
founding in 2002 to its final iteration in 2014, the GEISAI fair
was one of the primary outlets for Murakami’s interventions
into Japanese contemporary art. The fair fook place twice
annually, with one annual fair in Tokyo and another moving
between Miami and Taipei. An open application system al-
lowed aspiring artists to interact directly with buyers, and
prices were modest by art fair standards. The fairinvited ce-
lebrity judges such as Yayoi Kusama and Yoshitomo Nara to
jury awards for outstanding work.

GEISAl is sometimes described as a method by which
Murakami supported the development of Japanese pop
culture, specifically manga and anime, but this is not the
case. Japan already had, and continues to have, one of
the most vibrant cultural industries in the world. Key to this
system are production chains that move intellectual property
through arenas that involve increasing amounts of capital,
typically from manga to anime to domestic live action film
to Hollywood film. GEISAI was neverintended to enhance or
supplement these industries.

Instead, the fair was an attempt to redirect the engines
of Japanese pop culfure fowards the contemporary art mar-
ket, both internationally, through the branding of Japanese
artists, and domestically, through the cultivation of Japanese
collectors.

Compared to the relentless demands of the mainstream
anime and manga industries, GEISAl’s barriers to entry were
strikingly low. Speaking of his work on the manga series Ping
Pong, Japanese cartoonist Taiyou Matsumoto wrote, *l would
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wake up, sit at a desk stacked with CalorieMate bars, start
drawing, and the next thing | knew it'd be evening. It was
no way to live.” Artists and illustrators who do not thrive in
such an environment have, until recently, had few outlets to
present their work in Japan. GEISAI's open applications and
lack of artistic review gave young artists, many in their teens,
a chance to take part in public-facing cultural production.

The GEISAI fairs were closely associated with Superflat,
Murakami’s pop-psychology theory turned art marketing jar-
gon. Superflat provided an academic context for the artists
represented by Murakami’s promotional organization Kaikai
Kiki, though it has since been applied to other artists, both
in Japan and abroad. Predictably, the GEISAI fairs were full
of artists and illustrators who wanted to follow in the foot-
steps of Murakami and the artists he managed, and a kind
of superflat-inspired GEISAl style ook hold. Erina Matsui, who
makes surrealist paintings of herself among cosmic floating
animals, won the gold medal at GEISAI 2004 at the age of
20. Herv Chand s, who served on the jury that year, asked
her to participate in a group show in Paris the following year,
and she was soon being collected by major collectors, in-
cluding Frangois Pinault. Unlike many Kaikai Kiki artists, like
Chiho Aoshima and Mr., Matsui’s work features no explicit
references to Japanese pop culture. Yet her paintings are
accessible and funny, painted in a style that easily lends itself
to postcard reproduction. She is exactly the kind of artist that
thrived in the mass-audience focused GEISAI fairs.

The art market was quick to respond to the early success
of GEISAl artists—in 2006, The Art Newspaper carried an artficle
on the fair titled “Rising Japanese stars at bargain prices,”
and Christie held an unofficial GEISAlI-themed auction. The
next year, the fair was temporarily put on hold, and Murakami
expressed his frustration with the “short-term, short-sighted
art market” in an interview with ArtAsiaPacific.

Though the fair soon reopened and went on for another
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seven years, the 2007 refocusing illustrates some of the core
contradictions of Murakami’s vision for the GEISAI fair. While
he spoke often about his hope that the show would support
the growth of a domestic artindustry (his favorite analogy was
the breakout success of J-pop music), he made little refer-
ence to Japan’s existing galleries, which have always viewed
Murakami’s rise with skepticism. The fair focused neither on
Japan’s pop culture nor onits contemporary art world. Instead,
Murakami envisioned something in between: a domestic art
market that would be another wing of Japan’s pop culture
industry. In 2011, a visitor voting system was introduced, and
Murakami personally narrated the results as they came in.
He spoke often of his belief that a broad consumer base
would choose more outstanding artists than a select number
of galleries: *When industries pass through the sieve of the
general public, nothing but the good stuff should remain.”

Though Murakami voiced his disdain for international
collectors, the fair was also one method he used to market
Japanese art abroad. In his words, the fair was “emphasiz-
ing the peculiarities of Asian art to the western audience.”
In the case of Murakami’s Kaikai Kiki artists, that meant using
stylistic and symbolic references to Japanese culture, both
contemporary and ancient, to create recognizably Japanese
work. Though GEISAI was shuttered in 2014, acceptance of
this kind of Japanese pop culture art is at an all-fime high.
Yoshitomo Nara’s embattled girls are adored both interna-
tionally and in Japan, and their crossover success means
they can be viewed critically in an art context or as a mobile
phone cover motif.

Murakaminow spends less of his time trying to personally
create a new market for contemporary art in Japan, but he
remains unafraid to combine high art and kitsch for the mass
market: a recent painting features Evangelion fighting Godzilla
and is available on prepaid cards at Japanese 7-Elevens.
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Tim Blum of LA's Blum & Poe Gallery was the first to make

the natural connection between Takashi Murakami and %&ﬁ L4 iﬁ%ﬂﬂ
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a Conversation with
Tim Blum:
Art-Historical
Refinement Coupled
with Sheer Pleasure
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LEAP: Looking at how Murakami has entered the international art world and become a global phenom-

enon, what have you done to help frame or franslate him?

TB: In the beginningit’s all about context. We first showed his nihonga paintings. In the beginning we were
very obsessed with the history. We always hold on to that most important part, that story and context
are more important than anything else, even the market. The first exhibition we did with LA MOCA was
a landmark because people didn’t have an understanding of Japanese contemporary culture. They
thought it was a bit clich , so we provided a pop culture context alongside the art-historical context. As
time went by he had other shows, like the one at Bard’s Center for Curatorial Studies Museum in 1999,
which told a really beautiful story of his work. That’s when the west started to figure out how his work fits
into the global story. That was at the beginning of globalization in general and also the globalization in
the art world. The way he developed the Superflat concept helped people look at global art. People
are able to look at culture in a more complex way.

LEAP: What do you think of Takashi's collection, his ceramics and his interest in historical painting?

TB: They are amazing, and they shock people. A lot of people don’t know Murakami’s interested in art
history, because his own works are often anti-aesthetic. They would never have expected what they
saw in the Yokohama collection show. He has a very sophisticated eye. He embodies the Superflat: he
can be high, he can be low. He is all of that in one. The collection is another articulation of complete
art-historical refinement coupled with sheer pleasure.

and what got you interested in his work?

So 1991 was the beginning.

it's contextualized.

LEAP: Could you start by walking us through your history with Murakami? How did you meet

Tim Blum: | wasliving in Tokyo between 1990 and 1994. In 1991 someone | was working with
showed me his work. We saw his first show at Gallery Aires, a gallery in Ginza. The painting
was very intriguing. They published a nice little book with a text by Sawaragi Noi which was
very good, interesting, obviously well-done. So we met there and became quite friendly
and began to exchange information, as friends. | showed him a lot of art from Los Angeles.

LEAP: As the gallery has evolved since then, how would you say he fits into your program
now? Has he had an influence on the artists you’ve brought into the gallery since then?

TB: Yes. He has a big impact in the art world. He's inferested in history. Ulfimately these re-
lationships are allintertwined, which is very important to me. We've also become involved
with Lee Ufan and Mono-ha, and the further exploration of postwar art, and Murakami
eventually has shown in his own gallery all of this ceramics and Mono-ha work. There’s
a lot of push and pull, a lot of history that overlaps together. All postwar Japanese art is
very important for me. It's not just about Murakami’s work but also the story around, how
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“Takashi Murakami: Lineage of Eccentrics,” a collaboration

Nishimura Morse tells LEAP about Murakami’s place in
18122 4%
history. -

with Nobuo Tsuji and the Museum of Fine Arts, Boston, Xﬂ‘% » . ﬁ I, ,’J‘mi .
runs from October 18, 2017, to April 1, 2018. Curator Anne ﬁ I j ﬁ Vg .

A Conversation with
Anne Morse:

The Contemporary
Eighteenth Century

TR

LEAP: This exhibition is a collaborative project between Takashi Murakami, Nobuo Tsuji, and yourself.
What has the working relationship been like?

Anne Nishimura Morse: This has been a team exhibition. When | first spoke with Takashi last December,
he really wanted to make sure that we highlighted the contributions that Nobuo Tsuji has made to his
thinking and the development of his art. For the MFA that is a good thing, because we also wanted to
look at the relationship between the contemporary the and traditional. Tsuji is an innovative thinker in
tferms of Japanese art, so the exhibition is organized into different sections around certain concepts:
ornamentation, playfulness, religiosity, eccentricity, Superflat. The three of us got together and looked
at the MFA’'s extensive traditional collection, deciding which works would best embody these principles,
and then which of Takashi’s work would be highlighted. So Tsuji has been the spiritual leader.
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LEAP: What's the ratio of Murakami works to traditional works from the collection?

ANM: Each of the six sectionsis anchored by one or more large-scale Murakami works, then that’s juxtaposed
with up fo a dozen works from the collection. It's certainly not a retrospective, but it should help to articulate
what is meant by these concepts that people throw around in their essays.

LEAP: What do you think there is fo gain from reapproaching your historical collection through these con-
temporary works?

ANM: What we’re hoping is that the accessibility of Murakami can illuminate certain aspects of Japanese
painting. Our collection was formed in the nineteenth century, at the beginning of the formal history of
Japanese art. Tsuji's ideals are another kind of Japanese art history, so we're looking at it in slightly different
ways now. We're hoping that, through Takashi’s work, people will see things in the traditional work they might
not have seen before. For instance, Takashi’s Dragon in Clouds, by juxtaposition, will show people the how
contemporary, how eccentric the eighteenth-century original actually is.

LEAP: The MFA hosted an exhibition with Murakami in 2001 that similarly mixed contemporary art with tradi-
tfional Japanese work from the collection. What is this exhibition doing that’s different?

ANM: When we did that show in 2001, Takashi was still really an up-and-coming artist just starting to get ma-
jor exhibitions in this country. We talked about doing something like this, and he and Tsuji had been in fouch
briefly, but at that point they hadn’t yet connected so closely. Tsuji actually saw the exhibition, though they
didn’t get to meet there at the time, and they’ve been working together closely since then. Particularly since
the earthquake and tsunamiin 2011, Takashi has become much more introspective, and looked back more
to tradition as well, like you see with the arhat paintings, so it all comes back here.
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Takashi Murakami’s own work might have a reputation for
a hyper-slick, mass-produced appeal, but his aesthetic also
involves an appreciation for the artisanal, wabi-sabi vibes

of contemporary ceramics. LEAP does the pot thing.
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From Superflat to Superpot?
Takashi Murakami and

His Quest for

Japanese Ceramics
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Alexandra Seno

Writing an introduction to "An Occasion for Contemplating
Ceramics and Sculpture,” an exhibition at his Kaikai Kiki Gallery
in Tokyo, Takashi Murakami declared: “In 2017, Kaikai Kiki Gallery
and Takashi Murakami are fully getting behind contemporary
ceramics.” After bringing the world his vision for Superflat, he
is now on a mission to spread the gospel of how super new
Japanese pottery can be. The curator/ trendmaker/ artist/ col-
lector has been a committed and voracious connoisseur of
contemporary Japanese ceramics for more than ten years,
but his current campaign underscores his determination to
develop alarger audience for pottery as objects, as concept
and as medium.

Careful followers of Murakami’s Instagram and Facebook
accounts willhave noticed that, between posts of his paintings
in the studio, and snaps with famous friends/ collectors like
Kanye and Pharrell, he has been sending out to the universe
images of his favorite potters and occasional multi-part screeds
on the virtues of contemporary Japanese ceramics, and why
it matters today. Murakami argues that, between Mono-ha,
which reached its zenith in the 1970s, and Superflat, which
only gained global prominence in the early 2000, something
important happened: the emergence of anintriguing ceramics
community that responded to and engaged the traditions and
baggage of the Japanese tea ceremony while existing in the
present moment. And this is worthy of consideration.

Murakami’s collection includes work by the likes of Ryo Aoki,
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Masanobu Ando, Shin Murata, and Aso Kojima. By the meas-
ures of Japan’s centuries of ceramics-making, they are highly
revered masters—individuals who possess the understanding
of the material and itsrich history, as well as the skills to execute
craftsmanship to the highest standards. The ceramic arts are
technically and physically demanding. Turning lumps of clay
into the simplest objects can be back-breaking work. Get the
composition of the clay wrong and the piece might collapse
during the drying process. Get the temperature wrong and the
work will break during firing. On top of that, Japan has a deep
history with pottery. Because ceramics are central to the tea
ceremony, the embodiment of what it means to be cultured,
many complicated codes apply.

The types of ceramicists Murakami admires create work that
take all these into account. And, for this alone, the aesthetics
are heart-stoppingly beautiful. Masanobu Ando, for example,
makes the most quietly elegant cups and plates: objects of
just the right weight and thickness, finished with just the right
glazes in dark or light neutral colors. His tea bowls fit into the
hand. Sometimes he will use whispers of metallic glazes that
make them shimmer just so. His sculptural objects are studies
in proportion, balance and skill.

Murakami’slong standing potlove is well-documented. Over
the years, he has sporadically curated exhibitions of contem-
porary Japanese ceramics at home and in the United States.
He has also operates Oz Zingaro, a gallery in Japan devoted
to new pottery.

In 2016, when the Yokohama Museum of Art held the first
large-scale public exhibition of Murakami’s own Superflat Col-
lection, work by the likes of Anselm Kiefer, Nobuyoshi Araki, and
Maurizio Cattelan were displayed alongside about 400 ceramic
items, mostly by Japanese potters. Earlier this year, Murakami
curated a show at the Towada Art Center featuring more than
300 ceramic pieces from his collection. For *What Is the Rela-
tionship between Ceramics and Contemporary Art,” another
recent Kaikai Kiki exhibition that Murakami put together at Kaikai
Kiki, he said: “Since 2016, | have been contemplating the state
of contemporary ceramics in Japan following the collapse of
the so-called Bubble Economy in the early 1990s, in particular
the context surrounding the ceramicsin the sub-genre of ‘life-
style crafts.” Along the way | happened to realize that, at its
origin, contemporary lifestyle ceramics might have something
to do with contemporary art.”
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Gagosian’s Hong Kong director Nick Simunovic runs point

for Takashi Murakami’s relationship with the gallery. LEAP
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A Conversation with
Nick Simunovic:
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LEAP: Working with Murakami across Gagosian’s global network,
what's your perspective on the regional reception of his work?
Is the commentary different in Hong Kong, Tokyo, New York?
Nick Simunovic: | think the Mori exhibition in Tokyo was a wa-
tershed moment for Takashi in Japan, a coming-out party of
sorts. When he was coming up, he was roundly rejected and
criticized by other artists, so the Mori show was an empowering
accomplishment—the last week or so it was open 24 hours a
day fo accommodate the crowds. In ferms of how the work is
received in Hong Kong or the west, it gets to the heart of the
complexity of Takashi’s project. Some people look at his paint-
ings and dismiss it as manga or something else. There’s a surface
level that can seem very much tied to culture. But what he'’s
frying to convey through his work, and Superflat in general, is so
much more dense and complex. You have to understand the
architecture around which all of Takashi’s work exists. | would
say that the reception of his work is based on the willingness
of the audience to engage with that. He was embraced first
in the west despite the fact that manga is not widely read or
understood as a cultural phenomenon there, partly because
people can relate to the feelings behind the work.
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(IX0LAY Tan Tan)
2002 &

BLEAK, RARE®R
360 x 720 x 6.7 EXk

Tan Tan Bo Puking — a.k.a. Gero Tan
2002

Acrylic on canvas mounted on board
360 x 720 x 6.7 cm

Courtesy Gagosian

LEAP: Do you have a favorite Murakami work?

NS: There’'s a work, Tan Tan Bo Puking - a.k.a. Gero
Tan, from 2002 or 2001. It's a colossal work, but that’s
not what makes it great. It's just classic Takashiico-
nography, but is also full of these intense moments
of expression that hint at where he got the idea for
this character, when he wasreally ill with a stomach
virus. It's a monstrous figure dominating the compo-
sition, but it’s menacing and and also creating at
the same time, so has both of these drives simulta-
neously. It also reveals this sadness that you sense
hiding behind the cartoonish smiling flowers. It's one

of the most impressive pictures I've ever seen.
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Green Hair Monster (detail), 2016

Sound, sculpture, devices, prints, and other media, site—specific
installation, dimensions variable

Installation view at the 11th Shanghai Biennale, 2016
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In Yu Ji's 2011 solo exhibition *I Stand Alone,” at C-Space, in Beijing, she presented a series of sculptures that drew
on the formal qualities of urban public space in reform-era China. Constructed with small plaster blocks—a com-
mon material made to imitate ancient mosaics—stacked and layered into simple and open spatial models, the
sculptures were mounted on plinths constructed from bits of wood to look like old home furniture. The sculpfures
both alluded to a crude sense of collective memory, and exuded a plain, fragile aesthetic sensibility. This series,
“Public Space,” marks a sharp distinction in Yu’s practice: it refers to a type of public space that possesses a private
function during a concrete historical period. By repeatedly and clearly stafing its intention, the piece orients itself
toward a kind of sociological study of the relation between collectivism and the nature of communality. Quoting
Walter Benjamin’s Berlin Childhood around 1900, Yu describes this retracing of historical details as an attempt to ac-
cess a pure, primal area of memory in its “spatial, momentary, discontinuous” form, as opposed to its linear, autobi-
ographical, narrative-based aspects.

In the sculptures of “Public Space,” however, this Benjaminian application of fragmentary memory to historical
intent takes second place; borrowing this logic, Yu Jiinstead attempts to construct a sculptural space in which spe-
cific shades of memory can be presented and examined. If "Public Space” is taken as a point of juncture, then the
conscious and mutual dispersion of “person” (including body, perception, memory), “space” (including sculptural
space, exhibition space, sensory space), and “text” (especially its introspective qualities) is revealed as the main
force driving her practice. This reflects her dual role as an artist working in sculpture (producing in space) and the
coordinator of an independent art space (giving space to production), connecting introspective observation and
outward exploration in a unified whole.
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Space

In 2008, Yu Ji and her collaborator Deng Yeming opened
am Art Space in a villa on Xiangshan Road in Shanghai; two
years later, it moved to an underground space on Fengxian
Road. From its initial function as both a gallery and provider
of artist studios to, after the move, a specific focus on cura-
torial projects, residencies, and public initiatives, am Space
has gradually matured info a place that is both productive
and participative. am Space features projects by young
curators, solo exhibitions, theater, performance, seminars,
and residency programs; at the same fime, it also serves as a
place of reconnaissance for a new generation of artists and
their collaborators and colleagues. An open atmosphere of
dialogue has been consistently maintained by its founders,
so that it serves as a platform for participants to interact and
expand their horizons. As part of this open, outward-look-
ing, and positive environment, am Space also maintains
a healthy practice of self-reflection and examination, hy-

Yu Ji

per-aware of the state of its own affairs and environment.
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From 2011 to the present, the active life of am Space
can be observed through its projects and exhibitions. Dur-
ing his residency, Dutch artist Peter Vink installed neon strip
lighting throughout the exhibition space, tracing its structural
outline and architectural details; in *Anthem,” artists Xiao
Ming and Xiao Hong (Liu Ye and Wang Yanling used origami
and sound to simulate and sonify an invisible parallel space.
In "As a Space, as a Piece,” Liu Gang presented a layered
analogue of the gallery and a set of abstract spatial prop-
ositions. Han Xinyi, Yang Zi, and Liu Xinyi used the semantic
and social connotations of underground space as a point
of departure to construct “Secret Chamber.” Meanwhile, a
simultaneous yet separate series of exhibitions at am Space
are connected by a focus on urban space. Human and
mechanical flows, exploration of the urban environment,
and a mixture of social observation and the feelings of ur-
ban wanderers make up this freer, discursive chapter of the
gallery (for example, “Circulations” and “Practice to Get
Lost” in 2011, and “Happy Journey” in 2015). An irregular and
ongoing series of discussions focused on the conditions and
capabilities of independent art spaces gathers yet another
set of practitioners ("The On-Site Practice of Independent
Art Spaces” in 2014 and “Post-Salon” in 2016).

Launched in 2015, the *Windowless Scenery” series at
am Space responds both to the characteristics of its sealed,
subterranean environment, and embarks on an exploration
of the uncertain relationship between experimental music or
sound practice and space or scenery. Through sporadic col-
laborative projects with experimental musicians, the series
explores the ways in which sound in space liberates perform-
ative tension, the theatricality of the body, and the height-
ening of sensuality. Breaking free from the singular viewpoint
of the space bringing it together with the surrounding urban
jungle, this project turns the relationship between people,
spaces, and media into a series of theatrical events. In
“Deep in the Cloud,” Yu Ji and Yan Jun created a floating
theatrical atmosphere through a dialogue between sound
and dust. In Liu Ye's “The Gentle Slope.” she attempted to
push cognition to its limits and eliminate the time lag of sen-
sory perception by converging human, material, and space;
in “Unheard,” Ye Hui explored the musical potential of sound
created by the body and its functions. These projects all
strove to experiment and explore questions: What if material

(amP #6)
Flesh in Stone #6
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Green Hair Monster (detail), 2016

Sound, sculpture, devices, prints, and other media, site—
specific installation, dimensions variable

Installation view at the 11th Shanghai Biennale, 2016
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were the body? Or if the body were space? Or if space were
a theater? Or if theater were a sensory space?

Space

In Yu Ji's practice, the extension of the body towards
matter and sensuality can be traced back to nature; ever
since she founded the loose independent art collective
Feel, during college, here principal methods in the han-
dling of material have been the friction between body and
matter and the exchange of energies in search of spiritual
communion. In these works, the exquisite deformation and
metamorphosis of objects allude to the long, slow, and
exfremely subtle process of mutual application and absorp-
tion. “Labor” is a word that appears frequently in commen-
tary on Yu's practice; although the spirit of art and craft ap-
pears, the idea of the subject creating a direct connection
between body and material seems unsuited to Yu’s work,
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Rehearsal view of “Settling,” Institute of
Contemporary Art Singapore, 2013
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am Art Space in September, 2017
Photo: Zhuang Yan
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which has gradually abandoned the conventional subject-object relationship, while retaining the metaphysi-
cal connection between body and matter.

In a 2009 work titled Something to do with the Body, Yu Ji worked with a large block of marble, carving a
bench in the shape of a used bar of soap, its glossy and irregular form alluding to the temporal relationship
between the sculpture and its creator, between soap and its function, the faint tfransferral of which results in
theirinteraction, the tactile sensation of skin and the humidity of the bathroom. In another piece, titled Green-
Haired Monster, Yu embedded and bound a collection of stones with her own recently dyed bright green hair,
resulting in a moss-like appearance. The potential of flexibility and exchange between body and matter are
here explored through a more magical, illusory aesthetic technique. The same trope appears in the subse-
quent piece Flesh in Stone, a collection of limp forms resembling limbs, sloppily moulded with cement and
displayed on walls, appearing neither quite like body parts or cement, again pushing and blurring the bound-
aries between body and matter.

Stone plays a crucial role in Yu's exploration of the connections between the body, matter, and space. In
discussion with Zhao Chuan, Yu speaks of stone as a kind of emofional vessel: "It is nature’s symbol of death,
following the gradual vanishing and change of time. It looks as if a great energy has drawn out its spirit, leav-
ing only an anxious and sullen shell.” This geological product, holding all of nature’s memory and emotion, is,
in a sense, already a solemn sculpture. In Refined Still Life #1, Yu embarked on a determined search for a large
natural rock as yet unspoilt by human activity. She then began the slow process of creating a large print of it,
as if transcribing a gigantic, solemn sculpture. Seen another way, as the physical matter out of which herin-
dependent art space is constituted, the connection between stone and the human world: the artists and their
exhibitions can already be said to be theatrical. As Charles Merewether succinctly put it, in Yu's work theater
and sculpture nourish each other, creating a kind of reciprocal vitality. ... The quality of the work is not found in
its representative qualities, but in the interactive possibilities held within.

Space

In 2013, Yu Ji collaborated with the theater company Grass Stage at the Institute of Contemporary Arts
Singapore in an exhibition titled “Settling.” An extension of a previous theatrical production, Unsettling Stones,
previously shown at am Space, the exhibition was contextualized by founder Zhao Chuan’s interpretation of
“stone”: social inhibition, low-level disturbance, and hopeless violence, all colliding and melding with Yu's
more internalized, poetic conception, producing a field of interactive tension. This collaboration with Grass
Stage was an early precursor to Yu's exploration of the relationship between sculpture and bodily action in
space, and was the catalyst for a gradual observational shift fowards the conscious mashing of body, hair,
sound, and action, the dialogue between materials such as dust, stone, building materials, and light amid the
physical properties of space: distance, echo, parameters and barriers, producing a state of constant disso-
nance and reflection. "Black Mountain,” presented at Beijing Commune in 2016, took the sculptures and video
works from another exhibition, “Diary of Sulfur Mining,” and reconstituted them as vegetation within the forest
of the gallery space, in which Yu then performed an intervention in collaboration with performers Li Bowen and
Nunu Kong; these diverse strands of thought activated the space to create an extended plane of conscious-
ness. In her contribution to the 11th Shanghai Biennale, titled Green-Haired Monster, a forest of sculpture and
space acting on one another was once again reclaimed, this time within the Power Station of Art’s parking
garage. A selection of early sculptures, fruit, and abandoned industrial materials collected from the surround-
ing urban areq, was loosely laid out in an organic state, a posthuman scenario full of concealed energy—the-
atricality produced through an artificial set of conditions in which the presence of the body becomes unsure,
unstable.
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(BRIWLZEY (BHE) , 2017 F
Lycabettus Tongue (detail), 2017

Space

With this in mind, Yu Ji's work becomes a form of misty poetry—rather than striving for control of individual
phrases, words, or paragraphs, snug, organic selections are presented poetically, with the distance of meter,
rhyme, manipulation of text and meaning. The natural rhythms of sound, fresh visual elements, and the sen-
sation of text are equally weighted. Their coexistence and shared functions form the substantial layers of the
artwork, organic textures floating with a simple, primal energy. In relation to her earlier works, which draw on
literature (from Walter Benjamin to classical Chinese literature), the gradual disappearance or internalization
of text into her current practice constitutes a spatial exploration gradually turning inwards. This introspective,
literary temperament has also begun to influence the direction of am Space. In a 2017 event titled “Reading

Aloud,” young writers and artists working in the medium of performance were invited to pair up, creating a dia-

logue between recital and performance. Staged performance and literary recital do not share the same level
of fluidity (it was more often than not the performers who responded to the sound and content of the readers),
but, as text is internalized by the body and incites the exploration of space, it achieves the same calm and
clear effect of reading text.

In commentary and criticism on Yu Ji's work, there is a paradox always floating on the surface: in one
sense, her sensitive and primordial explorations of perception, materiality, and the inner relations between
body and matter cast off the essentially conceptual and social (and occasionally speculative) framework of
contemporary arf thought, replacing it with a pure, infernalized set of concerns apart from style and custom. In
another sense, the technical complexity hidden with her work—its flowing, temporal quality—acts as a set of
conceptual values directly absorbed into Yu's discussion of her work, which in turn produces an unavoidable
sense of meaning. Perhaps, in her work, it’s precisely the way that concept and material, consciousness and
space, reading and performance, production and operation, illuminate each other: carrying contfradictions,
responding to the various theatrical roles and many spaces atf play, constantly expanding and extending with-
in these layers. (Translated by Dominik Salter Dvorak)
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A Conversation with
Yu Ji: Wild Grass
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LEAP: | know you're now preparing for the group exhibition "Zhongguo 2185" at London’s
Sadie Coles HQ. Which works will you be showing there?

Yu Ji: | have three works in the show. One is a piece titled “Public Space No. 7,” which is a
part of the installation Green Hair Monster, shown at last year’s Shanghai Biennale; another
piece consists of three jars that | found in demolition sites in Shanghai, which contain juice
pressed from various weeds collected from still-wild areas in London; the third is a sculp-
ture that will be constructed onsite in London, featuring a rebar taken from the ruins of a
Shanghai building treated with soap and wax, and hung from the ceiling of the gallery.

LEAP: Can you speak about the origins of these materials that have been excavated from
urban ruins? What was the original function of the rebar and the jars? Are the jars common
to find in a Shanghai household?

Yu Ji: The rebaris the kind that’s frequently used inside the walls of buildings. The jars are a very
common type in Shanghai, used for brewing traditional Chinese medicine or stewing meat.
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LEAP: Perhaps “fear” of the possibility that an unknown
material could cause you harm is the necessary basis for
“common sense.” Being poisoned by weeds, and your use
of more obviously dangerous materials in your sculptural
work, seem related and also romantic in a way.

Yu Ji: Well then maybe |'ve stopped being so conscious
of romanticism. Though | genuinely don’t want to be poi-
soned again. It’'s a truly scary experience. Afterwards you
realized the strength of these plants.

LEAP: The appearance of weeds, and their natural affinity,
may conceal their danger to people.

Yu Ji: That’s frue. Something interesting that | discovered
this time in London while exploring its wild areas, is that
nearly all the varieties of weeds there had thorns or hairs,
that would sting you the moment you touched them. So
exploring those areas become more a task of locating
weeds without thorns.

LEAP: So using these jars to store the juice of grass is a kind of response to their similar use in Chinese medi-
cine. | know that plants feature quite prominently in your practice, but is their transformation into liquid, and
liquid as a form in general, a recent concern? How did you begin to collect these weeds?

Yu Ji: The installation Green Hair Monster from last year’s Shanghai Biennale featured the juice of moss,
though it’s actually incredibly difficult to extract juice from moss; this fime | tried with weeds instead. | like
plants a lot. My ideas for work often arise out of various confused combinations of memories. For example,
over the last few days | realized that my idea for thisrecent piece actually stems from a previous trip to Taipei.
I really like the herbal tea they have there, and the bunches and bunches of plants you can find in the herb
markets there left a deep impression on me. In China there’s a culture of herbal medicine, and | believe that
plants are closely connected to the essential nature of people. There's a kind of mutual trust | find with plants.

LEAP: When you were recently poisoned by weeds collected in Shanghai, it reminded me of the legend of
Shennong trying hundreds of herbs, to test their effect on the body.

Yu Ji:  had wanted to insert myself into that kind of speculative process of collecting plants from wild areas
and brewing them. But the first time | actually experimented with it in Shanghai, | was poisoned. The process
to me is mysterious, and even psychedelic.

LEAP: One thing I've noticed is that your connection and interaction with materials, whether organic or arti-
ficial, is very courageous and daring. You experiment fearlessly, and are even willing to put your own body
at risk as part of the experiment.

Yu Ji: I'm actually just one of those people who lack common sense. I'm constantly making mistakes due to
errors of judgement. Something like poisoning oneself | think you could say is the sign of a lack of common
sense, rather than an act of fearlessness.
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Left: Green Hair Monster—Hampstead Heath
and Thornless Friendship, installation view of
“Zhongguo 2185” at Sadie Coles HQ, London,
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Courtesy the artist
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The jars collected by the artist from the
streets in Shanghai

Courtesy the artist
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LEAP: Your “fieldwork” is certainly true to its name.
Yu Ji: Even though I'm actually a complete amateur.

LEAP: Perhaps an amateur’s mentality is much more
interesting. Only an amateur would enter themselves
into an unknown circumstance, and be willing to take
a genuine risk, in order to find what they need from it.
YJ: Yes, | think that’s frue, and that kind of process is
actually alot of fun.ldon’t believe in an innate sense of
form, | need to experiment untill come across something.

LEAP: | find that really interesting, as you grew up in
Shanghai’s urban environment. The formal character
of Shanghai’s architecture and urban fabric, as well
as its everyday domestic materials, is very strong and
distinctive.

YJ: Formal sensibility may be a characteristic of the
progress of human civilization.

LEAP: For example, the new works you're planning to
show in London all contain signs or elements of everyday
materials from Shanghai. But you seem to be conscious-
ly toning down their formal aspect with your sculptural
freatment.

YJ: That's true.

LEAP: It's quite evident that you have a very natural af-
fection for organic matter, from the animals and plants
in your studio, to the frequent use of “flesh” in your work.
YJ: Yes, you summed it up quite well.

LEAP: Though I would hesitate o conclude like this. One
could take these interestsliterally, and quite easily arrive
at concepts related to “naturalism,” but to use “nat-
uralism” fo describe your ideas and aesthetics seems
overly deductive or simple.

YJ: | always try to not let myself be too simple, some-
fimes | feel the unknown is the best route.

ERINFE
An assortment of wild grass collected by the artist
Courtesy the artist
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other places.

LEAP: Where did you find the big stones in Green Hair Monster?
YJ: | made them all myself. They're not actually real stones. The same piece of “stone” has appeared in many different
places, forinstance, the exhibition at Yuz Museum in 2015, the performance | did in Singapore back in 2013, and many

LEAP: It's certainly well-traveled. The stone must bear with it certain memories.
YJ: It's certainly seen its battles. Every time | have an exhibition | change it in some way. The same applies to my other
works as well. The sculptural partsin “Black Mountain” at Beijing Commune in 2016 for example, | had actually first created
them many years ago. I’'m constantly altering materials, showing them, and then altering them again. Allmy work is born
out of the same gradual process. | chip away at things slowly, and grow an affection with these objects in the process. |
often conduct experiments directly onto them, so the marks of various failures are always left there.
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LEAP: What constitutes a failure?

YJ: When the results of experimentation with materials aren’t
satisfactory, such as when the materialisn’t strong orintense
enough.

LEAP: The romanticismin your work is exactly in its experimental
nature. Like you have said before, unawareness orignorance
canin fact be enviable.

YJ: Asignorance can lead to fearlessness.

LEAP: Experiments contain within them an acceptance of
the unknown. There is an embracing of the unknown in your
experiments with different weeds, or trying to drag a stone
to an unknown river in Diary of Sulfur Mining (2015), as well
as allowing yourself to fail in your experiments with different
materials.

YJ: | haven’t thought about it like that. | always need to be
acting within the unknown in some way, picking up some
grass here, experimenting with a plant there. | in fact never
quite know what something is going to eventually become. A
lot of the time, | just know very clearly what | do not want, but
what it is that | do want is in fact very vague. But | think, this
vagueness can never disappear. The inability o see some-
thing with full clarity makes it all the more alluring.

LEAP: It’s best fo follow your gut feelings.
YJ: Yes, humans are the most complicated, because we have
feelings, and they are constantly in flux.
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LEAP: During the finalists’ roundtable discussion for this year's Hugo Boss Asia Art Award, you said you hoped
to “make seemingly unrelated works function and co-exist within the conditions of every exhibition space.”
The works that will be shown in London do seem to have subfle, and even anthropomorphic, connections
with each otherin the space.

YJ: Yes. | don’t want people to come to an exhibition and see a bunch of unrelated works next to each other.
I want to activate the space and make it a litfle more chaotic, but not in a way that turns it into a so-called
immersive environment.

LEAP: Is the title of your aforementioned rebar sculpture, “Thornless Friendship,” a response to the weeds you
encountered in London?

YJ: It is. The idea | guess was to try and establish some kind of connection with the grass, in the process of
encountering them in the wilderness, cutting them down, and then, well, crushing them into liquid form.

“‘BIVHEREREND, LRA, 2016 F
Performance view of “Black Mountain,”
Beijing Commune, 2016

EE. B, /&, HRRREMET,

(ZER) (BE) , 2016 F

S E, RIAE
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Green Hair Monster (detail), 2016
Sound, sculpture, devices, prints, and
other media, site—specific installation,

dimensions variable
Installation view at the 11th Shanghai
Biennale, 2016
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In the studio, Yu Ji works on a new chain sculpture hung from the
ceiling on a scaffolding ladder borrowed from the construction
workers renovating the building.

Photo: Zhuang Yan

LEAP: Turning them info liquid could also be seen as a kind of
softening, or tendering process.

YJ: When it’s in liquid form, it feels closer and more relatable
tfo humans.

LEAP: Is soap and wax then applied in the same way, as a
means to soften these tough building materials, so they are
brought closer to people?

YJ: | think of soap very much like flesh. Very long ago I made a
piece with secondhand soap. At the time I had collected many
used bars of soap that had hair on them.

LEAP: The human perception of hairis actually very complex.
YJ: The very first piece | ever made, in 2006, was made out of
my own hair.

LEAP: So the use of organic matter has always run through your
work.
YJ: In the beginning, you always search forideas within yourself.

LEAP: | sense a contrast, in the fact that the projects at am Art
Space, the space you co-organize, have alwaysreflected a very
openinterestin, and support of, the practice of other artists. So
fo go back a bit to when the space first opened in 2008: what
kind of opportunity presented itself, and what motivated you
to open the space on Xiangshan Road?

YJ: It started off simply as an opportunity. The building had
originally been the site of a commercial gallery called “1918.”
They were moving to a bigger location, so the opportunity to
rent the space arose. My partner Deng Yeming and | saw the
space, loved it and decided to rent it. | remember that in 2008
the monthly rent was 3000 yuan. That was a time when | had
no idea how to participate in exhibitions.

LEAP: Af the time, was your sculpture studio situated within am
Space, asitis now?

YJ: | didn’t have a studio of my own at the time. Back then |
thought that having a space like that as my own studio would
be too indulgent. It needed to be shared with more people
and friends.

LEAP: At what point did you get your own studio?
YJ: In 2009 | rented a small apartment near my college. The
living room was my first studio. My first “real” studio was in the
old Hero Pen factory, which started in 2012 | think.

LEAP: Did having a studio in the “real sense” of a studio have a
discernible effect on your use of materials, and on the dimen-
sions of your work?

YJ: Not so manifestly. My first living room studio was about 30
square meters, and the pen factory studio was around 100 square
meters. Now my studio is smaller again, about 36.

LEAP: Is your current 36-square-meter studio suited to your prac-
tice now? Are you able to store all your work and materials
without it feeling cramped?

YJ: At the Alberto Giacometti retrospective, | was very moved
to see his tiny studio. The scale left a deep impression on me.
The relationship between the sculptures and the space in which
they were made encouraged me greatly.

LEAP: I'm very much looking forward to seeing the works you've
made in your studio, transformed in the context of the box-like
space at the Rockbund Art Museum, and seeing the connec-

tions and dialogues formed between them. TELFE—R
Inside Yu Ji’s studio
YJ: | may even try and deliberately intensify those aspects. Photo: Zhuang Yan
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Located above am space on Shanghai’s Fengxian
Road in a building that once housed British
police officers, Yu Ji’s studio is a cacophony of

textures.
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Yu Ji’s practice is intensely collaborative and open to a
variety of media and institutional partnerships. LEAP
looks at her relationship with the world of sound art and

experimental music.
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Experimental music first entered Yu Ji's creative stream
after a chance meeting with Yan Jun, one of China’s most
prolific arbiters of the format, in 2012. Originally from Lanzhou,
Yan was first known as a rock journalist, profiling bands from
all over the country in magazines like Music Life and Punk
Generation. He moved to Beijing in 1999 and, by the time
SARS hit a few years later, migrated from an interest in rock
and roll to more esoteric, experimental, and philosophical
approaches to sound. His mid-2000s Waterland Kwanyin
weekly event series galvanized an entire generation of ex-
perimental musiciansin Beijing. More recently, Yan has spent
more of his energies abroad, and earlier this year finished
an extended residency at DAAD in Berlin.

Yu Ji met Yan Jun at a performance at Rockbund Art
Museum, and the two soon kicked off a creative relationship
that has spanned four years and seven collaborations to date.
“Each one is different,” says Yu, with each artist assuming
different roles for different projects. For her performance in
Yan's composition Gestures 2in 2015, Yu joined as a “danc-
er” (quotation marks hers). The performance consisted of
a small group of people with cameras clicking the shutters
at will, with Yu improvising her movements on the floor of
Beijing punk venue School Bar in an area usually reserved
forthe audience. “Yu Ji's performance was very simple and
touching,” remembers Yan. “She just slowly walked about
three meters. We were all excited.” Yan had organized a
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Performance view of “Sally Can’t Dance,” School Bar, Beijing, 2015

concert the year before as part of *“Never Left Behind,” Yu's
solo show at C-Space in Beijing, transforming her installation
into a dynamic performance environment. *“We’ve always
been trying all kinds collaboration—of course, our mutual ap-
preciation and trust comes first,” Yu says of working with Yan.

Though Yu Jisaysshe hasn’t thought about collaborations
with other musicians or sound artists in her own work, she does
provide a vital conduit for experimental music through her
Shanghai gallery, am Art Space. Yan Jun, who's arguably
organized more experimental music events than anyone else
in China, obliquely praises am Space as a venue oriented
toward careful listening. “It's just a basement. Just the right
size. No windows. Outside is downtown.”

Through herspace, Yu has become familiar with a young
coalition of what she calls “interested, engaged, and rad-
ical local musicians.” In Shanghai, these include artists like
Jun Y-Cioco, Mai Mai, A Ming, and Xu Cheng, cofounder of
internationally renowned harsh noise outfit Torturing Nurse. In
the process of curating a series of events called Windowless
Scenery at am Space in 2015 and 2016, Yu has also come
into contact with a small group of likeminded artistsin Beijing
formed around Zoomin’ Night, a weekly event series that,
in 2015, turned into a cassette label. Earlier this year, she
hosted a solo performance entitled The Ear Choose Me for
one of that scene’s core members, Liu Xinyu, who used the
gallery space to erect a four-microphone installation gen-
erating feedback as the content of his work. A recording of
that performance—40 minutes of delicate, high-frequency
feedback split across two parts—is now available for down-
load on Liu’s Bandcamp site.

“am Space'sindependent nature and practical attitude
help determine the activities we hold,” Yu says about her
openness to eventslike this. Though she hasn’t collaborated
with any of the musicians she’s met through am Space, she
respects their energy, saying that “they are all independ-

BEENMER, TAE LERNFERPBHIE LESR
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—REBEERAZBNEDNELESBBESHOME
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ent, but af the same time function as a collective. Together,
they're really great.”

Outside of her collaborations with Yan Jun, which Yu
saysshe plans to expand in the future, sound has not figured
prominently into any of her sculptural or installation works, save
one. For Green Hair Monster, a mixed media work that she
installed across the second floor carpark of the Power Station
of Art for last year's Shanghai Biennale, she incorporated a
field recording of an active volcano near Taipei that she'd
made in 2015. "I needed a voice from the natural world, a
voice getting deeperinto nature," she explains of the piece,
which visually consisted of naturalistic sculptural forms such
asloose boulders and an uprooted tree frunk incongruously
stuffed within a functional, concrete compartment of the
erstwhile power plant. Yu says that she has vague plans to
incorporate sound elements such as thisinto her future works,
perhaps indicating that her interactions with Yan Jun and
China's younger generation of avant-garde musicians are
seeping into her own processual flow.
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A Conversation with
Isabella Bortolozzi:

My Desire is to Question,
and to Question My Desire
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Berlin-based gallerist Isabella Bortolozzi has quietly become a force
to reckon, commanding the adoration of a diverse network of smart,
conceptually oriented artists and the respect of ambitious collectors,

increasingly including those from greater China. LEAP asks for her story

in her own words.

£Z/R-115, “Autorattristatrice” B IH
RIS AL R4S B ZLER, 2009 &

View of Carol Rama’s exhibtion “Autorattristatrice”
Galerie Isabella Bortolozzi, 2009
Courtesy the artist
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FKHTEL (Pierre Klossowski) IR "R EDE"; RB/R- RS
(Carol Rama) 7E2009FRI/B 1 “Autorattristatrice” ; 288 - L3
7 (Seth Price) 7E2006F MRS "BEE " ; [ETE20074FM " E£5F
HESE” I - FEREHR (Susan Philipsz) £2006FE8 X EH4

13875 "; BEF£ - BEBE (Oscar Murillo) £20135F /M "R xR 5
BERaE T RE - ST (Ed Atkins) E2013FEM &
KRENEE"; B2 (Wu Tsang) 7E2014FH * SHREBHI—
X" HrE- G- Z1EEHT (Stephen G. Rhodes) 2009449 “Dar
Allers war Ne' er eny Bear Bear” ; ZARR/NALH - & - KSR
FMEZ1E - &Hr (Jos de Gruyter & Harald Thys) f£20085 K Ten
Weyngaert; 7% » #1 ¥ 18THES (Jay Chung & Q Takeki Maeda) 7€
2006F5/NAREMRLE; BRI - 3 (Maria Lai) 72201058 X
BEEaw"; 58 - ZE5EM (Danny McDonald) 720105/ “EIEF
BHIBE” ZARNAFRA - XNBSMEHEE - BFmX (Calla Henkel
& Max Pitegoff) TE2015F MR 5 Schonebergerufer 00; &4 - §%
/R¥% (Nora Schultz) 2010589 “RREH" AR L XM (Steve
Reinke) 7E2016 M "HIERRZRI .

LEAP: How did you come to the art
world originally? Your family was in-
volved in the market for classical art?
Isabella Bortolozzi: | worked as a trans-
lator for literature formany years before
opening the gallery in 2004. My fam-
ily was not involved in the market for
classical art, but my father’s passion
was collecting Italian old masters, and
this was my first encounter with art.
Traveling backwards into his collect-
ing paths, and all the stories related
to the works he had been collecting
over his lifetime (he was born 1914)
had a strong impact on me.

LEAP: How did the gallery come into
being 13 years ago?

IB: | opened with a project by Julius
Koller, a Czech artist who I had admired
for many years. | asked Julius to put
a question mark (his symbol) into the
space. | liked the idea of opening the
gallery with a question mark, so this is
how we started.
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LEAP: Which exhibitions have been the most significant for you over the
course of the gallery?

IB: Pierre Klossowski "The immortal adolescent” in collaboration with Cabi-
net Gallery London, 2013, Carol Rama “Autorattristatrice” in 2009, Seth Price
“Sculpture” in 2006, Danh Vo “"Good Life” in 2007, Susan Philipsz “There Is
Nothing Left Here” in 2006, Oscar Murillo "“Ram n how was trade today?...”
in 2013, Ed Atkins *“Warm, Warm, Warm Spring Mouths” in 2013, Wu Tsang “A
day in the life of bliss” in 2014, Stephen G. Rhodes, “Dar Allers war Ne'er eny
BearBear” in 2009, Jos de Gruyter & Harald Thys “Ten Weyngaert” in 2008, Jay
Chung & Q Takeki Maeda “Jay Chung and Q Takeki Maeda” in 2006, Maria Lai
“ll nastro celeste” in 2010, Danny McDonald “lcons of the Invert’s Universe”
in 2010, Calla Henkel & Max Pitegoff, 2015, “Sch nebergerufer 00,” Nora
Schultz, "Hebezeug,” 2010, Steve Reinke, “"The genital is superfluous,” 2016.

LEAP: It has been almost tfen years since the gallery moved to its current
space, which is unusual in its layout and style. Why fit out the gallery as it is,
and how has it affected the program?

IB: The space was a readymade. All fixtures and fittings (wooden paneled
rooms and asymmetric rooms) were exactly how | found them. The decision
not to change anything was the radical decision. This radicalism, has, |
hoped, been reflected in the program ever since.
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Galerie Isabella Bortolozzi, 2014 — 2015
Courtesy Galerie Isabella Bortolozzi,

View of Ed Atkins’s exhibition “Ribbons”

Berlin and the artist

LEAP: Exhibitions at the gallery often feel experimental
and free from commercial pressure. How do you ap-
proach art fairs today, and the relationship between
the gallery and the art fairs?

IB: Firstly there is not necessarily a disconnect between
the experimental and commerce, or to put it another way,
to work in a way that is free from commercial pressure
does not make you non-commercial. | think this is an
underestimation of the sophistication of the collectors
that interest me. This | think answers the second part of
your question.

LEAP: Many of your artists are not local to Berlin. Is there
any kind of national or regional affiliation to your pro-
gram? How can a gallery keep up with artists so far away?
IB: No one is far away. We are all connected. There
never was, noris there, any formal or national direction
to the program. My program is consciously selfish: it’s
driven by my desires. And my desire is to question, and
to question my desires, or the suspicion of taste.

LEAP: What about by medium? With many of the most
visible artists in the program there seems to be an em-
phasis on sound and performance with a particular
sensibility.

IB: All artists in my program are visible regardless of
medium.

LEAP: Would you consider your gallery hip or cool? How
do you feel about the fact that this is the vocabulary
often used to describe your program?

IB: | am personally unaware that this type of vocabulary
is used to describe my program. I'm not sure what they
really mean anyway, so therefore | don’t think about it.
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Ed Atkins

LEAP: How did you come to represent Carol Rama? Is
your approach very different when it comes to working

with an estate rather than a living artist?

IB: | met Carol Rama in Torino in the 1990s through a
mutual friend. | did not have a gallery at that time, al-
though | had always been a great admirer of her work.
linvited her to participate in a group show, which then
became her first solo show with the gallery, and her first
in Germany in 2009. Since that time, | have presented
three solo shows in all with Carol Rama, that initiated
hermuseum retrospective which started at MACBA Bar-
celona and toured to Mus e d’art Moderne de Ville in
Paris and onwards to Finland, Ireland, and finally to the
GAM Torino in Carol’s hometown. This lead to her latest
solo show at the New Museum curated by Massimiliano
Gioni. Inregard to your question, | was privileged to work
with Carol while she was alive. She was, until her last
days, one of the most inspiring artist | have ever met.
We now represent the Estate of Carol Roma together
with L vy Gorvy Gallery, with whom we presented ajoint
exhibition of Carol Rama’s work at Palazzo Ca’ Nova in
Venice in parallel to the recent Biennale there.
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Warm, Warm, Warm Spring Mouths, 2013
HD video with 5.1 surround sound
12 min 50 sec

Courtesy Galerie Isabella Bortolozzi, Berlin, Cabinet Gallery,
London, Gavin Brown’s Enterprise, New York, Rome, Dépendance
Gallery, Brussels and the artist
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LEAP: When did you first begin showing in Hong Kong with the Asian
fairs? Have collectors or artists from Asia become a significant part
of the art world for you?

HRET -G BER IB: Next year will be the third year we have shown at Art Baselin Hong
“EHOMRIR, RERMWEENFR BRI, FOIA-RES

ZERS, 2016 Kong. We have had contact with Asian collectors for some time,

and Arf Basel in Hong Kong gave us the further opportunity o meet
View of Stephen G. Rhodes's exhibition“SWEETHAVEN

ASSUMPTION, or the Propertylessness Preparedness and
Pals,” Galerie Isabella Bortolozzi, 2016
Courtesy Galerie Isabella Bortolozzi, Berlin and the artist

curators from Asian institutions and Museums. This year we are par-

ticipating at ART021 Shanghai with a solo presentation of Wu Tsang.
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View of Nora Schultz’s exhibition “Hints
and Gleams”

Galerie Isabella Bortolozzi, 2012
Courtesy Galerie Isabella Bortolozzi,
Berlin and the artist
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LEAP: What actually happened with Danh Vo?
The fact that you parted ways was magnified
by the press around the lawsuits at the time.
How does it affect the program in general
when an artist separates from the gallery?

IB: Firstly | need to point out that the two
events to which you refer (the court case,
and the termination of my working relation-
ship with Danh), are not connected. There
was no dispute between us regarding the
court case; it was simply a matter of one
unscrupulous collector attempting to abuse
an artist and his gallery, nothing more noth-
ing less. The fact that the collector chose
not pursue his claims in the end speaks for
itself. As regards the “parting of the ways,”
as you put it. For the record, | unilaterally
terminated the relationship. For some time |
had begun to feel that the direction which |
wanted to take, the type of working relation-
ship | wanted to have with my artists and the
type of work | wanted to show was no longer
corresponding to the direction which Danh
had chosen to take. The fact of the matteris
that a good gallery is not a passive vendor
of goods to collectors, a middle man in the
market place simply setting prices, but is an
active participant with conceptual positions
to advance critical perspectives and cultural
objectives. Sometimes a gallery has to make
tough decisions. This was such a decision.

W& - G- B1EHT, “Dar Allers war Ne'er eny
Bear Bear” BIiTH1%
B AL R4S S ZmIEE, 2009 &

View from Stephen G. Rhodes’ exhibition “Dar
Allers war Ne’er eny Bear Bear”

Galerie Isabella Bortolozzi, 2009

Courtesy Galerie Isabella Bortolozzi, Berlin and
the artist

LEAP: How have you seen the art world change in the years since you started the gallery? How would

you like to see it change going forward?

IB: There is a crisis, which has been along time coming. The identity of art is more fluid, and you don’t
necessarily find it in galleries. It flows through other forms, some of which have yet to be named. Its
name might not be art. It appearsin places where collectors don’t go, or have as yet not found access,
or do not recognize as art. Incognito, art can pass unnoticed, at speed. Curators feel panicked and
want to find a way to capture this, but they can’t. Institutions seem cumbersome in comparison with
contemporary thought. This crisis can be felt in all fields, and it is one which is rich with possibilities.
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Calla Henkel and Max Pitegoff are young American artists based in
Berlin, where their collaborative practice encompasses both photography
with a low-key conceptual bent and experimental theater. They ran the
New Theater from 2012-15, and are currently preparing a program for
the Volksbiihne’s Green Salon. Their last solo exhibition with Isabella

Bortolozzi Galerie was in 2015.
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The Anxiety of the Alien:
Anne Imhof in Venice
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Isabella Bortolozzi Galerie represents Anne Imhof, the breakout star of 2017’s

Venice Biennale. LEAP asks why the project came to resonate as it did.
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All the photos included in this article are of Anne Imhof’s
performance Faust in the German Pavilion of the 57th Venice
Biennale in 2017

The performer in the photo is Eliza Douglas

Courtesy German Pavilion 2017 and the artist
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Shifting Boundaries

Outside the German Pavilion in Venice, viewers are
greeted with a steel wire fence, German shepherds, and
“No Entry” signs. At times, performers dressed entirely in
black workout clothes straddling the fence, the pain they
endure in their groins tfransformed into a transgressive action.
Entering the Pavilion, viewers stand on a series of transparent
platforms raised several feet above the ground. It takes time
fo get used to the feeling of being suspended in midair that
walking on such platforms entails: one is reminded of Gre-
gor Schneider’s immersive, minimalist installations, which he
considers sculptures made in pre-existing architectural spac-
es. Underneath these platforms and on glass shelves mount-
ed on the wall, silent, androgynous performers unfold their
bodies in languid, gloomy movements, sit or stand passively,
light fires, sing, play instruments, dance, wrestle, and climb
pillars, looking like statuesque runway models, whose raison
d’etfreis not to do, but merely to be seen behind the lens
of a camera. The ground beneath the glass is littered with
objects like phone chargers, sleeping bags, baseball bats,
slingshots, mattresses, chains, empty bottles (mostly energy
drinks), and razors, or traces like the singed ground left over
from a fire, or a pool of unidentifiable bodily fluid. Many of
the actions are evocative of Vito Acconci’s performance,
Seedbed, in which he lay beneath viewers’ feet and mas-
turbated. Imhof’s tfransparent platform served not as screen
but as medium, through which we watch the performers
masturbate.

Another feature of Faust, often seen in slaughterhous-
es, prisons, and morgues: an industrial sink and a hose. To
the side is an electric guitar and amplifier, reminding us
of Tatiana Trouv ‘s installation spaces made up entirely of
lines, but echoing, as well, the German Pavilion’s historical
roots in Nazi history. Add the figures crawling beneath the
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The performer in the photo is Eliza Douglas
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floor to the background noises of howling dogs, and the
sexual torture of the concentration camps in Pasolini’s 120
Days of Sodom springs to mind. In the climax of the piece,
music plays, and the performers, amplified by body mics,
chant out in unison a kind of ambient choral music, while
black-clothed performers appear and slowly lock arms,
grappling with each other and dancing. The atmosphere

is one of ritualized violence. Like a fashion show or an elec-
tfronic dance party, these models’ sexless disaffection, their
reveling bodies, the way they seem to invite objectification
and commodification, for their bodies fo be held captive by
capitalism’s rigor mortis, remind us of a queer fashion show,
shunga come to life.

The Body in Crisis

As the viewer watches, a hypnotic, nameless violence
reaches into her body. Imhof’s goal is to create unique
sensory environments: the mist-laden scenery of Angst
(2016) and the feeling of suspension in the German Pavilion
both give the viewer this experience. Seeing the drone that
circles above their heads or the torrent of activity below,
viewers are powerless to stop the unease they feel. On the
one hand, the optics of the glass platforms, through which
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HNFEMEHMENI—BEENRE, £ MAEMRIRNBRZ S,
AR BERERNIELE, BRERMRER . EXIRERMN, 2%
WE. R, KA ABLE, ASASTEREXEBRRERN
BB 75X (Patricia Clough) Bt —FS48H, BRI LIERM (FlanF
MBS ) R4, Bl 7 EYRE RS, AUER T EE S TR
HFRR, AREZTRIRIEXRTEZARND 5. AL, FAITLLRED
RIFEMFRA. FEALNFEXRSERNEE,
SRR BMEL THIEHEEENRIRE S SHERENZE

BIKBE . BAIAUXEFE— MRS, BEEEBHHENIENI H,

RS R BIET T AR SGE  FEXFERIIB RS, BHGIESBHA.
TREEE 2R ENE BHENEH—B. BB T HAIT i
FROEEME, EAREENEDN “Iah” £, HXTERE, MR
EUERR. SEHS,

objects are close at hand yet cannot be
touched, reminds us of passive spectacle. On
the other hand, by this rebuilding of the fourth
wall after so much effort spent tearing it down,
the whole exhibition is fransformed into a
giant stage on which the viewers themselves
are participants. A feeling of drifting in space
might be the description par excellence of
how theaters unsettle us; extreme excite-
ment and nameless dread, like the shock of
seeing on the other end of a drawbridge the
face someone we did not know we loved.

The shock the viewer feels is visceral, almost
cellular. The self is alienated, unsettled from its
comfortable position.

Ever since affect theory discovered
Deleuze and Spinoza, 20 or so years ago, it
has incorporated more and more neurosci-
ence into its corpus. An affect is born from
the interaction between subject and external
world. It is the body’s preconscious response,
an instant’s infensity, not a representation
as such, but something that transcends the
materiality of the subject/ object dichotomy.
Brian Massumi defines the difference between
affect and emotion in the following manner:
affect is an autonomic bodily reaction, while
emotion, born from personal experience, is
the endowment of meaning onto the body’s
intensities. Only after an affect is semiotically
ordered does it become an emotion. Affect
is an undefined, inarticulable intensity, impos-
sible to measure or anticipate—it is difficult
to know what sort of emotion it will become,
whether it will even become meaningful. Patri-
cia Clough elaborates that affects can also be
produced by technological stimuli, transcend-
ing the limits of biology, blurring the boundaries
between organic and inorganic, and even, as
we use our machines, between subject and
object. In other words, the affective is the set of
productive relations and connective potentiali-
ties of the nonsubjective, the nonhuman.
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The performers in the photos are Mickey

Mahar, Franziska Aigner and Enad Marouf

B LIRYIE0EAS

ZFIL - SeFIER SR (Julia Kristeva) B RBTREE
HENEFRZTERN, LFBE TEPRSmEE
EESMIABRERE, FERKEEENSMING, E
HRS RIS R EN E A B AT R A BT BE L B#,
RS (BWRNE) —BHNEREBISIRE, HE
MRS FEIHES, ZERSHEZENIRA
BRE, BHATE REPRNERS RN EEE
IKEFRNNER, RESAERNEERIETIE, AEH
LTHERAR, BREAY AL RIEHINLIE TR
BARPRE, W RREEEEIRRE,

NRBOERE M RTEAZIEL) LBHARORIRW (2
W B ER RN S P E AR A RN E S L SO AN 1)
BRFA) BESERET IR SEE hE ", (SHRxh
MNPIKERTEBHRN AR, FABSHRDNE
R, R - BESENEERA R RS I A
MR bE " IEN R T, REWEEA RN
BMAABLURBUURKEREH . FBEXRBRHA
BAEMTERENINUR, LR EEEMES—TFET
TR, M2002FXMHREHFTDE - HHER (Thomas
Hirschhorn) AR ZAMAR—EFEHE T EERR
#HX, MEBSRARRNS — MEEEN . BE
IBAMIEREMDR AR R MBS IR, SERIMIEE
FAS, RS TR, UREERLSSHSS
BERES B SESEIARRTOEMRS . mLns
B IEHE A RIRIRE KB FE—a IR S
MIEFI A FE LRI,

PIRERTE 2R thifanEt) LR " BER
BENRYBER, BT ARESH (EfF) B
B, A NERERHBE ((EAZM) (Let the right one
in, 2008) FLARIMIEYM BHAFERIDE, FIEEXRE
SBAPE EHE R S ERTERR "B R

The Making of (Queer) Monsters

Julia Kristeva rethinks the complex, polysemous migra-
tions of subjectivity. Subjectivity, for her, is always positioned
in an anarchic, liminal state, without a fixed identity—a state
of crisis in which only fluid subjects can survive. According to
Kristeva’s concept of abjection, introduced in Powers of Hor-
ror, horror is born when subject formation and the symbolic
order face annihilation, when the boundary between self
and otheris no longer stable. Humanity's feeling of anxiety
and dread comes from our banishment of stable borders
that we can control—from the ruins of our old morals, horror
wells up.

From the criminalization of homosexuality in institution-
al religion to the pathologization of queer bodies (like the
lobotomies performed by the Nazis on the gay inmates of
concentration camps), health in mainstream culture has
always depended on the constant construction of its others,
banishing “them” in order to protect “us,” using the power
of the selfsame to delimit boundaries. In recent years, Judith
Butler’s research has also pointed out that, in times of war,
soldiers dehumanize enemy combatants because, when
one kills, one is only free of guilt, his sense of moral crisis kept
in check, if those he kills are “not like me.” Audience mem-
bers who can’t help looking down through the glass floor
of Imhof’s exhibition are really looking at another, parallel
world, like Thomas Hirschhorn’s work at Documenta 11, which
involved taking fruckloads of viewers to a housing complex
primarily inhabited by Turkish immigrants, where they spent
time confronted, in close quarters, with the sheer alterity
of another group of people. The wire fence outside of the
German Pavilion also suggests the architecture of the body,
how its interior and exterior are like those of a nation, remind-
ing us of the European refugee crisis, and the fascist lies and
fantasies behind Trump’s promise to build a border wall. The
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6%, BiRiTEREEENRIER MRS, X R
2 REMERFINBERBEE . B L IEH" EHUL
RN Y/ ME AR EATE W o BB T RIS
ALNAESERERIFELR) LN ERHRF. 81
FHR” BIS TR ERWERAL D AT SRR, IEW
(L) RIEEMNFEPIREZACHRER, LR L
ZiERHRBECH AT IRRE,

BINBR R

“IEMARREX PRISITRAREINELER, T2
IR LIS 18, EEFMER RATEALE"F
FALEE" 2R, ERETEEZNTEMY, BISAZH
DIERBEFEIA "B FaME ., REWNSEFEE
LR EARAE R R E, ENFEEAER. JEAZE
BB EhF=tE X R SELEAIREN, ISEFRUESS, SMhEEL
FEABIXR, NMBEERASS, EEFEEAD, E(b
RAXF EWERS UL,
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panes of fransparent glass everywhere hyper-sensitize us to
what they separate off—they remind us of the all-present
power of surveillance and discipline.

Massumi incisively points out the relationship between
the affective experience of dread and neoliberalism. We
do not only live in arisk society; we live in a giant affective
factory. Risk and innovation have become synonyms. In this
context, feelings of crisis and desires for freedom and love all
come from the same assembly line. Crisis has changed our
impressions of the world, forming a richly creative, hyperac-
five subject. In reality, nothing happens — we are excessive-
ly anxious, excessively hopeful.

The group of monstrous bodies in Faust are redolent of
a queer, dark romanticism, an obsession with thanatophil-
ia and (tortured) sexual terror. It is evocative of the Swedish
movie Let the Right One In, the protagonists of which, vam-
pires, must be given permission before crossing a threshold,
and seem to allegorize the contemporary refugee crisis. In
Faust, the signifiers "Goethe” and “androgynous,” just like
the “alternative” of the 1990s (as well as the earlier “punk”
and “hippie”), have all been recuperated by mainstream

B RBEED B NEFREE DA ANMB A - LABAN

The performers in the photos are Eliza Douglas und Franziska Aigner

culture, turned into sales tags. The queer bodies beneath the glass platforms are like the pack-
aging in a Warhol piece. High-end fashion brands’ storefronts simultaneously isolate us and
reflect our desire back at us: this is how alienated the circuit of cathexis is, today. These queer
“others,” once recuperated, are like Duchamp’s urinal, sitting in a museum’s permanent collec-
tion. Beneath the floor, and on the shelves, Imhof’s living statues inveigh against the absurdity of

a queerness that has gone from taboo and stigma to a glamorous symbol of mainstream life. Dr.

Faust, too, doesn’t realize that, when he sells his soul, all of his future accomplishments become
meaningless.

All of Us are Freaks

The cyborg freaks that populate Afrofuturism are not extraterrestrials. They are the people
among whom we live. Or it is possible, even, that we are the freaks. On the eve of humanity’s
post-posthuman manifesto, what matters most is the possibility for fransformation. What re-
places anthropocentrism is precisely the presence of this alterity, of the freak who has always
lived among us. The world wide web is trying to make freaks of us all, just as the production of
non-subjective, non-human affective networks increases the connections between ourselves
and our others, our nonhumans, and, by doing so, reconfigures the relationship between man
and dog, master and bondsman, nature and culture.(transiated by Henry Zhang)
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Impossible to Sell But
Really Big and Important

WO R Z AN 4 T A O UURE - 325 22 il
BEAE TS ¥ RIS . LEAPRUANE flus i35
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Collector and art advisor William Zhao has been
an important bridge to Asia for Isabella Bortolozzi

Galerie. LEAP looks into his books and guesses what

he’s been buying.

LEAP: {RAFZNALE—R DEZEHARE?

BB WELFAE RN EM, BR2ERBHNER L, SNBERUZARAENSIETHIER, BT~ - 22K

(Oscar Murillo) #1{&/3 (Danh Vo) o FZATBIAIRE ST, LIRS THugo BossZAKRE , IEEHRIBIEEYIEZN
BXBRES . FXEBLMIIER . FACEINR ELARNIFERN, BERT, EIDXBAUHNFEFIINNERES
1E, AR B BB H FFIAE RN TRMNNINE, REERTHETNAMIR

3K

LEAP: When did you first meet Isabella?

William Zhao: | first met her five years ago, at the Venice
Biennale. There were two artists who really caught my
attention, Oscar Murillo and Danh Vo. Danh Vo | knew
before, when he was doing the Hugo Boss show at the
Guggenheim. | tried to buy his work. | don’t know where
| learned about Oscar Murillo, but he is amazing. It hap-
pened that both artfists were with Isabella’s gallery so |
fried to approach them and started really getting to know
the program. So | went twice to see her then?

LEAP: What are the most memorable exhibitions you've
seen at her space?

WZ: The space is very impressive, and very difficult. Kind
of an old German apartment, the floor is wood, and
there are a lot of decorations, it's very complicated.
The feeling of the space makes the artists really work,
it’'s not only a white cube. One corridorleads to another
space, soit’'sreally like an apartment, with a living room
or bedroom. It's not easy. Four years ago she showed
me some very memorable artists. | have a very won-
derful memory of learning about Carol Rama’s work. It
really opened my mind to see a female artist, and then
these other very cool artists, artists who are impossible
to sell but are really big and important.

LEAP: What would you say is the niche or identity of the
gallery in your mind?

W2Z: Isabella has an understanding of fradifional art and
old masters, and that makes her very open-minded for
new conceptual artists, as she relates them to art histo-
ry. She really believesin artists and does a lot of shows.

LEAP: Do you buy different works for yourself and for the
other collections you work with?

WZ: I'm a collector, and | also | manage a few big col-
lectors. | buy work for them, do research for them, in-
froduce artists fo them, select good works for them. For
myself | like Ed Atkins and Juliette Blightman very much.
Isabella’s work can sometimes be very challenging. I've
bought video, maybe, but not performance. Ed is my
favorite. Some work, like Anne Imhof, can be difficult
for my clients to understand, but it’s very fashionable.

LEAP: How much money do you think you've spent with
the gallery?
WZ: This year? A lot. Can this not be public? A loft.

LEAP: {REMMZAZEEIHRERNREEMLE?
BEE: tN=TEADRRRZ, BRES, BREEN
ERNEE, MEAIR, BRESBEREM, FRRER, =
MSBEILZAREEBRIGH T/, MAUNE—TEN A
HRET, EEMEREER, ENREGEAEERINEE, BEE
BER, XEAE S DFEAEARN BT —LESAERH
ZARR, TR TRB/R - A3 (Carol Rama) BIER, BB
RRIFNENT, TREI— (I ZEEARRIERLLE AT
BRR . SRR, MEEM—LRENZAR, MIIMERSR
RRMEHE, BIINBANAREE,

LEAP: {RIANERERI B RIER MDA EIE ?

BEE: FPRAMERZAMNER RN ERB T #,
XAESUE I F IR S E AR BB RS RBISE,
AN ERTIZEREXEERRESR , HREEZAR
xR, B BEMIHEZRE,

LEAP: {REESMEMURIE M I/ER NS IEZERE
BOZAID?

BEE: BECASERR, ANHBAESEER/NLINARRN
Wi BFBMBMNMIIER , IS5, BEARRNBLEAAT,
BAMIIERFIER . B IARSWIERE - WiFwii (Ed
Atkins) FIRAIITES - T4 2 (Juliette Blightman) . 7
SNAHERENSRESN, KLY REIER, BiF
B, BARXREZATREZ, RERRNRE . BLER, I
WMZR - FIBEX (Anne Imhof) B, JEAIZ PR RIE
B, BILEERBRNE,

LEAP: (R iSHCHEEMAD HE TS DH?
BOE: SFIL? EE2H, XEDHNBMALFHTIE? RS,

209

Isabella Bortolozzi



210

T 0 9%

(4
[y =

Ba

B« W b IRAL S I, - e he 2 25 i S IS 1122012
Ao AR PTARYRE P} ok S PR SR i O e kS 2P 4k 1R
20175R9H % Pl

Seth Price last showed at Isabella Bortolozzi Galerie in 2012.
His mid-career retrospective “Social Synthetic” closed at the

Stedelijk Museum in September, 2017.

ERET - XIS, SHREBNFESFEEEY
TEAERPAHIME AR . N RIATE BTSSR
1B (Stedelijk Museum ) 2K ELRIRR , B =B
EHHHEYIE (Museum Brandhorst) , AR KB ETY
KZEARAPL (CCA Wattis) AEESITENENZEN
ZARIME, MRESRIETIXMUREZARFNER
WiEg s FALYRENREZ AR EITAE Electronic
Arts Intermix (LAURTEIFR EAI) $BEFREREERI, 78 EAI(E
EREAIE) (1998%F-2005%F) , EIRATEZAMMBANRE
ZAEETL, HFASHERBRS THRNXXENSE,
MAtB E AR TEMARNZE REEBK, 53, EAIFF
YAERITE A BIERET, it ABCAERIEE N F, 5
WEREMWBENZT, ZRME—RRIRE, M XA
ABEERVNZANR, HALlBI—MESETEH
WX EHFEBEAER,

TFREERRZIR, AH LB EESEMEITIL
REARBREZH: MF BN (DVD) R TR
BH, iPod FFAHIEENNORE, REMEBEH
FREBIIFF AR Z R REM SR AN —mEE
BREMEFETUHRE, REENRE, NEBD
FBROMENZARMNF B MRS EERAPERN
B, M EE BN DI E XM HEN, BB HER
HF W LMEIEIE, 7E EAl MRS E S EETERFHIIE
T, SEN, thENRHNZEARNERE
B—EEMNTE, BXimmEs RSN EEmE
ARERATHBIRH ?

FEWT « Yok 1. HLAR W]
Seth Price:
The Early Years

. A - By %2
Karen Archey

ZEH - AT
“REFERITIMG, BN RS L=/, 2010 F

Seth Price
View of “Die Nuller Jahre,” Galerie Isabella Bortolozzi, 2010
Courtesy Galerie Isabella Bortolozzi, Berlin and the artist

Seth Price’srenown has grown to proportions that perhaps
belie the critical nature of his work. Given hisrecent large-scale
retrospectives at Stedelijk Museum, Amsterdam, Museum Brand-
horst, Munich, and the season of programming at CCA Wattis,
San Francisco, dedicated to Price, one could easily forget his
humble beginnings as a video artist moonlighting as a curator
at video art distributor Electronic Arts Intermix in Chelsea, New
York. During his years at EAI (1998-2005), Price digitized the or-
ganization’s canon of video art, including the work of greats
such as Dara Birnbaum and Joan Jonas, and wrote short fexts
about each video—essenftially setting the stage for his arfistic
interests. Later, when EAl would distribute Price’s own video art,
he even wrote about his own work, marking perhaps the first
moment when Price seized collateral text as an artistic object
in its own right—a site for artistic ideas distributed in its own
highly reproducible fashion.

Around the turn of the millennium, western society was
dealing with the march from analogue to digital: VCRs were
being replaced by DVD players, iPods found their way into
everyone’s pockets, the newspaper and print publishing sec-
tors were beginning to feel the pressure of online media that
would soon redefine theirindustry. And, mostimportantly, artists
working with the moving image were working more and more
with video, sourcing clips from the internet, and digitizing their
own work that could be sent, soon, via the internet. Price’s ten-
ure at EAl made him a firsthand witness fo this fransition, and

LTI E SIX R AR SR B S AR KRS
HASE2NEEYT, UETHEAERNS T BEARFTS
P SUL AL RIRRAT BILNER "8 " 3k ( " Painting”
Sites, 2000-2001) IR TFAE BB 33 X587 " A
N R—XERRMEE—IHE "LEMLL " LA
X%, ARSIATEWE EAl KRN EARZAY - REHK

(Robert Smithson) X FHFr (site) F1IEIFHER (non-
site) B9IGIR , IE27E2000FF12001FHAE), BRI IN
R T BIA$2RI04E, 20005 @ hx—TnEa,
B AR IERH AR, ST EAREL R
ASE " X, FHEE RERNESIRE, XN
WS EWZ EERETABI T/EE2000FE 2 —IRA TIE,
£ EAI BIMiL HIR S ERNBRY, HEARFIE
XS EEBEENRETARARBENEE, 1
5 "EREH ZERAE— T BENRERZ,
FE— NN RE B R AR, FHRE— e AT, 15 B
RIEZLEREBESER " (#/1EH8)

he, more than any other artist of the time, concerned himself
with figuring out how this change in modes of fransmission also
changed the natures of both art and popular culture.

Price’s work is so bound up with the history of fechnological
innovation, as well as popular attitudes toward technological
innovation, that its analysis must be paired with a historiciza-
tion of digital culture, in particular the consumer internet. For
example, his work “Painting” Sites (2000-01) culls paintings from
aninternet search for the term “painting” (ostensibly a play on
“painting websites,” and also referencing Robert Smithson, an
artist who also figuresin the EAl collection, through his notion of
site and non-site). The years 2000-01 marked the invention of
Google Image Search, though, when Price began the piece
in 2000, no such image search engines existed; Price searched
for “painting” by text, taking screenshots of the paintings that
showed up. What could be completed in nanoseconds today
was, in 2000, a grand gesture—writing about his work on EAI’s
website, Price insists on the elevation of this now-banalinternet
collecting behavior as cinema: *In exhibition, this work should
be presented in a cinematic situation, i.e. a projection con-
tained in its own room, preferably projected onto a screen, in
ablack box gallery, with seating provided. Please contact the
office for further information.”
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Oscar Murillo had a solo show at Isabella Bortolozzi Galerie
in 2016. He recently opened an exhibition at Munich’s Haus

der Kunst that will run through March 18, 2018.

E2016FFBEBRRIEHSN—RIMITE £, &
Hr-£ - BBEBE (Oscar Murillo) SR, AAAHRE “—1R
SAERNPE - EESEANHRNSIAEE", X
NEIEFER T BIER, B8 A ESEEMAEN S
KB, BIEANEAZ AR, XESSHATHBER
ZAREEPEN ZHEFRE T MIE FH—B
BMEERNFREZAR, tRATESNEBMNEER
Gz rh, RBY X TE R VER]SE B R AR SR X — R R
RERH TR,

BERREUFTHINBNEE MRS, thREER
O, BRI AR EE R L, BEPH BRI
BN AERS—EBo A EBHTZER (Jean-Michael
Basquiat) bR, B FXMCUSESARNDNLES
BRAZARMS, XENLLHERER, RBRBE
BEHEIHER B EERENBGAREME. £ (M) (Yoga,
2012) i, XA EARNBERMEMERN: EEMNIRE
SingShpIEE MBI ; R, XS AT
TREZEANB R —MEA—MBHEEANER
BN, BENENEXWRIER, URIAEME =M
R ARHER, BITEEMENNEW, BEE{RE
HNBEAREEMELEIRA LM,

BAEED, HABERNX LT SRR
IERESGR? fth1986F HAETSHME b IR iEH (LaPaila) ,
10 HERITEECH. BRENSHTRT T B RNE
I, T— MRETMRMAHNERE RN, thiER
PIERAE RS IR TR, EEMEE DS AR AR

U8 13 - % -

BH €175 B¢

Oscar Murillo:

Blockage Situation
LR eyt

Simon Frank

In a panel at Art Baselin Hong Kong in 2016, Oscar Murillo
declared the west to be “a salivating penis ... ready to pen-
etrate the rest of the world.” A graphic image, but one that
tfouches on arelevant point about western hegemony, cultur-
al or otherwise. Brash yet thoughtful, the comment reflects a
larger pattern of how Murillo has conducted his career. Met
with extraordinary success as a young artist, he is enmeshed
in the network of western galleries and institutions, yet active-
ly seeks to challenge and interrogate this system through his
work and action.

Murillo was initially known for his paintings, which possess
an improvised, immediate quality. Spray paint is used, and
dirt or oil may be rubbed on canvases. Snafches of text have
invited comparisons to Basquiat, but this seems a poor anal-
ogy for an artist immersed in a different social context, not
to mention more readily political. In Yoga (2012), text is both
figurative and symbolic: the repeated letters of the title echo
the form of someone doing yoga, yet are also charged with
the all semiotic implications of the word, from positive conno-
tations as a form of exercise 1o its appropriation from Indian
origins and role in gentrification. With spare economy, Murillo
makes us think about everyday life and the power structures
that underpin it.

So why is Murillo so interested in these structures? Bornin La
Paila, Colombia, in 1986, he moved to London with his family at
age ten. To be an immigrant is dislocating; to migrate to a city

B -BER
‘EZRYIE, BRTELEESN BRI, 5NN KISTLER, 2013 F

Oscar Murillo

View of “Enjoy the Food, but You’re not Welcomed at the Table,” Galerie Isabella
Bortolozzi, 2013
Courtesy Galerie Isabella Bortolozzi, Berlin and the artist

NEARRWHEENM R FREFESRIABLEBRF MR
ERNXH R R IR . EERZAZERR (Royal College
of Art) 38, BERZEIEMNRZNE—RICH
BEALRT MBIKERS IE R A — IR =, #BFR, XiH <]
BUBEMITAMROZEDNEIR T B REE,
SRNERSEEEN—MRMEERERN
EWERRELH, ZAREMEINIBECHENIRERRE
KRS 52 MACIER,, XMIEBE T EIRIES—
RS AIRET AR BRI AL 7 FE S TS M BB R 28 1 T RY
(BEISNARRRNEZIRXY) (The Cleaners’
Late Summer Party with COMME des GARCONS,
2012) , XA ERENEEMEREAREEZN T
REEFEIBIRN
XENREENRBIN T RIANXEME LU RS
B TR0 —E,; 528N, ERERRAE
BREAZNFRE—ENZEN, (KERMERFH
&) (Signalling Devices in now Bastard Territory,

and country especially obsessed with class and status only more
so. The dirt and grime in his work may be partially understood asa
rebellion against the dictates of proper and clearly defined taste
as set forth by gatekeepersin the United Kingdom. As a student
at the Royal College of Art, Murillo asked his classmates to meet
for a seminarin one of London’s ubiquitous fried chicken shops,
reportedly offending some of them by drawing theminto aspace
so closely tied with the immigrant and working class experience.

Fittingly, collective experience and collaboration recurin
Murillo’s oeuvre as a form of resistance. Members of the artist’s
extended family who also made their way to London are fre-
quently involved in his practice. These transplanted community
roots mixed with a liberating sense of play in The Cleaners’
Late Summer Party with COMME des GARCONS (2012) at the
Serpentine Gallery, where Murillo tfransformed a commission
from the clothing label info a dance party for his family.

Such celebrations present a positive side to diasporic net-
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LEMNEBUXEER, FRAZBEI20165E3
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EREX—SHIEERET — M AERERESS
EENOHNIBESL, RERSHRFRUMIMEE—
MEBINAREAARRBINT EEESLEZNEE, B
SRR TREN— PR REFEAANERR
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works and global flows of labor, but Murillo also provides a rep-
resentation of the darker side. A key piece bridging the gap
between his paintings and more explicitly conceptual work is
Signalling Devicesin now Bastard Territory (2015), consisting of
dark, flag-like shrouds, which hung at the entrance to “All the
World's Futures,” Okwui Enwezor’s Venice Biennale. Distinctions
between nation states are erased, all flags left suspended in
a foreboding gloom.

In retrospect, one may see parallels between this piece
and what happened to Murillo in March, 2016. After destroy-
ing his British passport in midair on a flight to Sydney, he was
deported from Australia and eventually made his way back to
Colombia, from where he was able to return to London. Murillo
stated that his act was not a protest, but rather an attempt to
create a “blockage situation” in which he would need to start
again, turning his back on the privilege accorded him by his
British passport.

It wasin the context of thisincident that he made his com-
ments a month laterin Hong Kong. Though presenting the west
as a straightforward, virile power may obscure how the world is
gradually changing, his critique recognizes that, even asmore
non-white artists and curators gain prominence, western institu-
tions, more often than notf, still ultimately guide conversations.

In the meantime, celebrating art, creation, and play for
their own sake remains Murillo’s oppositional strategy. While
in Hong Kong, he was also collaborating with Japanese artist
Yutaka Sone for Room Service, in which the artists sit in hotel
rooms, constantly drawing in notebooks without an explicit
plan. This echoes the ongoing Frequencies project (2013-), for
which Murillo has sent canvases to schools around the world,
from China to Colombia and South Africa, allowing children to
draw and paint on them before they are collected.

In doing so, Murillo continues to infroduce previously-un-
seen perspectives and faces to gallery spaces. In Human Re-
sources (2016), shown this year at Brussels's WIELS, non-white
papier-m ch figures dressed in the clothes of workers sit on
sparse wooden bleachers. It is a stark reminder of Murillo’s
roots, the forgotten labor that goes into luxury and privilege,
and perhaps his imagined ideal audience.

FEDEHYT - BRAE 22 TR DB UURE - D 20 25 mi R AN Jeeofis xR 8 81
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ANBHIREE ALt iR $ 4120174E11)126H .

James Richards has a solo exhibition on at Isabella
Bortolozzi Galerie through November 4, 2017. He also
represented Wales at the Venice Biennale with the stunning
installation “Music for the Gift” at Santa Maria Ausiliatrice,

which runs through November 26, 2017.
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James Richards:
Image Mining

. W %
Billy Tang

Going beyond the fetishized ethereality of our digital era,
the practice of British artist James Richards remains rooted in
the visceral effects and encounters that crucially underpin
the materiality of our collective experience. Richards’'s metic-
ulous approach to image-making seeks to both redefine and
capture a precious sense of the personal within the endless
circulation of audiovisualimages and anonymous data. Taking
inspiration from Derek Jarman, George Barber, and Scratch
Video, Richards manipulates the emotive powers of the nas-
centindustrial technologies behind the images of mainstream
culture so as to influence our ability to perceive them in an-
other way. The tone might be set by playing with the auratic
qualities of alow-resolutionimage so that viewers drift through
a hazy collage of interpretive disconnections, or the engage-
ment might suddenly shift more lucidly to a sequence of crisp,
high-definitionimages, traveling further into a greater depth of
information and bringing a specific area under a heightened
moment of scrutiny.

In early videos, Richards sampled and altered images
widely in order to defamiliarize content from sources ranging
from low-fi television reportage, online streams, and recited
poetry to highly wrought digital renderings. Richards is an ob-
sessive collector, accruingimages into a growing archive that
feeds and recycles back into his work. Excerpts by American
feminist, lesbian activist, and poet Judy Grahn are modulated
across different forms within works such as Misty Suite (2009);

215

Isabella Bortolozzi



216

&

3

[2311]

(4
[y =

Ba

BNBABOMNET, XEBENRRRASEE S
W, ZARBERE . B, FMA TS, RIERAZE
RNERNERP, ISHERTEERNINEEZIN, 1B
BTSRRI, ERIE —MBRENBEIANF
REIBNEEN.
BETHIEREEEH T RENRR: MRE. 1%

i, BREEPMES, HE2ERTPRERRBNA
T, RATHHARBRN 2D FEEEPRETXE
MAER, B4 T L EARRNTR, REEETES
AR RIIRIRR » SASTEN = S 1219 ERT, BiF
EEEET, MAPIHER, ZAREEENHEEN
MHREZEU TSEFE, BIRSEFEREE T— N5
R RN R SEIEEERTT, Nai&R=AH
oW, BH—FIHIR TN E R ER—MEBREKZE

(The Future Sound of London) {4%41) (Lifeform)
MEJ/AE, 2 The KLF #9 (B —T) (Chill Out)
3R - 5 (Brian Eno) B9 (EREHE L) (OnLand) ,
FHE K - 3 (Steve Reich) BREIREZH. Ik -
M4 (Arvo Part) A BIER, IR A5 - iERF) (Luc
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Not Blacking Out, Just Turning The Lights Off (2001-2012); and
recently again in Radio at Night (2015). When contemporary
perception hasbecome machinic and sped up, the artist em-
ploys an anachronistic process of meticulously trawling material,
spending time absorbing and looking for elegiac momentsin
which the discovery of an unusual pattern might jar us from
the logical seams of communication that direct our life. These
fugitive glimpses are recouped by the artist, repossessed and
elaborated, sculpted into a larger ensemble. The moving im-
age can function as a literal surface as well as be read on a
metaphorical level, revealing a state of attentiveness closer to
our habits of knowing and feeling around in the world.

The composition pushes beyond the frame of its projection:
details in the exhibition space are deliberately accentuated
as extensions to the experience, including the equipment, a
flower vase, finted windows, and curtains. Sound persists as a
key influence, unifying disparate elements together to create
atmospheres that seep into the exhibition as an immediate,
immersive experience. Images are enhanced by sound, or
images are channeled and reconstituted by sound. In recent
work, mulfi-channel sound has featured prominently without
any visual apparatus, using the ambience of aspace to create
an acoustic architecture. Drama unfolds or becomes conjured
through duration, evoking an eclectic array of musical and son-
ic influences—moments that resonate in albums like Lifeform
by The Future Sound of London, Chill Out by The KLF, On Land
by Brian Eno, the early tape work of Steve Reich, fragments of
Arvo P rt, and the electroacoustic compositions of Luc Ferrari.

BB BER, (OARE), 2016 F, NMFHFE. BNARS, 15 D#EH James Richards,

Crumb Mahogany, 2016, 9—channel digital audio, computer system, 15 minute loop
Photo: Thomas Bruns

EIBE-BEY, (BEE), 2017 F, 7NFEE, 12 9HER
James Richards, Mouth Room, 2017, 6-channel digital audio, 12 minute loop
Photo: Thomas Bruns
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Jean-Michel Basquiat:
A Deliberate Enigma

B BHERFEACHLAEE, 19814F

Previous Page: Basquiat in the apartment, 1981
Photo: Alexis Adler

FER

Stephanie Bailey

“f 5 KT, 2k AT,

“I’'m with you. But the history walks with me t00.”

Jean-Michel Basquiat was one of the twentieth cenfury’s
most enigmatic artists: A poster boy for New York’s neo-expres-
sionist movement of the late 1970s and 1980s. Artforum critic
Rene Ricard dubbed him a radiant child.? His longtime collec-
tors Lenore and Herbert Schorr saw him as a surrogate son. Larry
Gagosian called him a once-in-a-generation talent. Debbie
Harry, with whom he acted in the movie New York Beat (1980-
81/2000), was apparently the first person to buy a painting from
him. And one lyric in Jay-Z's "Most Kingz"—"most kings get their
head cut off"—was taken from Basquiat’s painting Charles the
First (1982).

In the opening credits to Julian Schnabel’s 1996 film Basqui-
at (the cast list of which includes a fireworks display of stars
playing key roles in Basquiat’s life, including David Bowie as
Andy Warhol, Parker Posey as Mary Boone, and Dennis Hopper
as Bruno Bischofberger), he is a young boy visiting Picasso’s
Guernica (1937), wearing a glowing crown. The imagery sets the
tone for the film: an abstract portrait of a self-trained outsider
with big dreams who became an art star in the midst of a mar-
ket boom, and was consumed as a result of it. Born in New York
on December 22, 1960, to a Puerto Rican mother and Haitian
father, Basquiat is also a member of the so-called 27 club; he
died in 1988 from an overdose, in part a reaction to the death of
Warhol, a collaborator and mentor. He left behind a remarkably
extensive body of work, including one of his final masterpieces:
a perfectly executed painting of a black figure riding a white

1E-K 8RR - BETZESS (Jean-Michel Basquiat)
ECHHHERENNERARZ— tbE21970FERKM
1980 F R ALFEMESOEHNHREAL, (ZARE
1) WZIEAER - 248 (Rene Ricard) BEFR AN
SHFE, 2 KEBBGRAERNBGRR INET A -
#/RXM (LenoreFIHerbert Schorr) IBE#1AS H,
1B - AN (Larry Gagosian) #Ritb 2 2 tE TTIAI R
7, Sth—ESEBRY (ALTHH) (XE (Hhid 81
), 1980-81/2000) B9ELL - 15F) (Debbie Harry) &
RRE—NLMBEIIA RERFNRET (Jay-Z) B9(X
ZHET) BE—OE " ASHETRIMBEIE A
T HEEEESENE (ZE—H) (1982),

FERFIZ - FEM MR (Julian Schnabel) 19964
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AR FHe - 2 (Dennis Hopper) #9889 &3E - B
£1{H# (Bruno Bischofberger) o F3LiX N HEE
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0 “a pin drops like a pungent odor” ( ALEHEER]

L4l Iy (k= RBIOR - I 4S8 DR DUgHI % 1) (2010 P P22ANE - ik
LU - Sl At I AR Y
2.5 - WOREE,  ORMughngr) , (EARRR) 19814 12 )Tl

1. Robert Farris Thompson on Basquiat, as quoted from Jean-Michel Basquiat: The Radiant Child (2010),
directed by Tamra Davis.

2. Rene Ricard, “The Radiant Child,” Artforum, December 1981

3. As quoted in Shooting Star (1990), directed by Geoff Dunlop.

4. Jean-Michel Basquiat: The Radiant Child (2010), directed by Tamra Davis.

5. Miranda Sawyer, “The Jean-Michel Basquiat I Knew...” The Guardian,

published September 3, 2017.

skeleton over a fempestuous, monochromatic sand-colored
canvas, prophetically titled Riding with Death.

Basquiat’s career started early. As a child, he frequent-
ed New York’s museums with his mother. In 1977, while at-
tending a public school for gifted children, City-As-School,
he started spray-painting cryptic phrases—including “a
pin drops like a pungent odor“—on subway trains and walls
under the tag SAMO®: a collaboration with fellow student
Al Diaz ("Samo” stands for "Same old, same old,” or "Same
old shit”). In 1978, the year Basquiat dropped out of school,
Peter Faflick wrote an essay on SAMO® for The Village Voice,
describing it as “the most ambitious—and sententious—of
the new wave of Magic Marker Jeremiahs.” (Diaz later called
it a conceptual art project.)® When SAMO® split in 1979,
Basquiat began tagging "SAMOO® is dead”—a statement
that prompted Keith Haring to stage a eulogy for SAMO® at
Club 57. That year, Basquiat also cofounded the noise band
Gray with Michael Holman, Shannon Dawson, and Vincent
Gallo—what Jeffrey Deitch describes as Basquiat’s first pub-
lic work.* ("We were all these young kids in New York to carry
out our Warhol fantasy,” Holman recalls.)®

The transition from margin to center was quick. His
first organized group exhibition was “Times Square Show,”
staged in 1980 by artist-run group Colab (Collaborative Pro-
jects Incorporated) and South Bronx graffiti-based alterna-
tive gallery Fashion Moda. It included artists like David Ham-
mons and Kiki Smith, and Richard Goldstein proclaimed it
“the first radical art show of the [19]80s” in his Village Voice
review. In 1981, he showed paintingsin *New York/ New
Wave” at MoOMA PS1, curated by Diego Cortez (they met at
Mudd Club). By the end of 1982, he had staged his first solo
exhibition, at Galleria d’Arte Emilio Mazzoliin Modena, Italy,
his first New York solo exhibition, at Annina Nosei, which sold
out in one night, his west coast debut, with Larry Gagosian,
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1982
o ERIBAIGEE
158 - 198 B

Charles the First

1982

Acrylic and crayon on canvas
158 x 198 cm

in Los Angeles, and became one of the youngest artists to
participate in Documenta.

At 24, his paintings were being sold for between USD
10,000 and 25,000 (“a purposeful underpricing,” appar-
ently)—an effect of a bullish economy and a booming art
market in the US, Europe, and Japan. (By his death he was
reaching auction prices of between USD $2,000 and 99,000)
In one 1985 New York Times cover story on Basquiat, Cath-
leen McGuigan mentions a marked increase in “frenzied
activity” that was creating "an unquenchable demand for
something new,” and making “overnight sensations” out of
artists. "Not only [were] the numbers involved great—both
the dollars and cents and the size of the art audience—so
[was] the breathtaking speed with which work by a new art-
ist [could] become a cultural fixture,” McGuigan wrote.

This success was both a bane and boon for the young
painter. Savagely, Robert Hughes dismissed him as a fad
in a text published in the New Republic only some months
after the artist’s death. Describing his career as both a
parody and an illustration of the contemporary art boom
of the 1980s, Hughes called Basquiat “a small, untrained
talent caught in the buzz saw of art world promotion” whose
function was to satiate “the otherwise monochrome Late
American Art Industry” so that it could “refresh itself with a
touch of the ‘primitive.”” No doubt, such vitriol was intensi-
fied by Hughes's distaste for Warhol, the Factory approach,
and the art market machine—Hughes even went so far as
to say that “The only thing the market liked better than a hot
young artist was a dead hot young artist, and it got one in
Jean-Michel Basquiat.” He portrayed Basquiat as “a cluster
of foxic vulgarities,” including “the idea of the black artist
as ‘instinctual,” outside ‘mainstream’ culture” and “a fetish
about the infallible freshness of youth, blooming amid the
discos of the Downtown Scene.” Not holding back, he spat:
“Collectors were ready for a wild child, a curiosity, an urban
noble savage—art’s answer, perhaps, to the Wolf Boy of
Aveyron., Basquiat played the role to the hilt.”

Unfair, to say the least, given the suggestion that Basqui-
at’s work was derivative, not to mention the racist under-
tones that simmer between the lines. Basquiat knowingly
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6. Olivia Laing, “Race, Power, Money: The Art of Jean-Michel Basquiat,” The Guardian, September 8, 2017.

7. As quoted from Radiant Child.
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exploited these prejudices, and dealt with them in his work.
Hollywood Africans (1983) confronts the stereotypical roles
made available to African-American actors offered by the
entfertainment industry; it features the poriraits of the artist
with rap musicion Rammellzee and painter Toxic alongside
several notations, including “Sugar Cane,” “Tobacco,” and
“*Gangsterism.” Off canvas, he was just as active when it
came to the assumptions made about him, including the
view that he was being used by those who had a hand
in building his career. "There was a marketable glamor to
being a down-and-out prodigy then, but it was an act for
Basquiat, as much a way of satirizing prejudice as the Afri-
can chieftain outfits he'd later wear to the parties of wealthy
white collectors,” writes Olivia Laing.®

In 1982, Hilton Kramer called “his contribution to art ...
so miniscule as to be practically nil” while misidentifying
Basquiat as a “disadvantaged minority” when he was in fact
middle-class.” “They're just racists,” he said of those who
focused on biography instead of the work.He was following
in the footsteps of artists he admired, after all—Pablo Picas-
so, Charlie Parker, and William Burroughs included—explor-
ing what struck him through the prism of his own personal
vernacular and the materials available to him (painting on
whatever he could find, from old doors to canvases), wran-
gling everything together infto compositions that offer a
sense of elegant yet unstable intensity. Acque Pericolose
(1981), for example, shows a snake, a black man, and a
cow with two flies scrawled in black hovering over its head.
The background is painted two-thirds tan, the rest from red
to yellow. Within, the letters "a” and “0” appearing among
a cluster of red arrows above. The image’s complexity is ifs
physical structure, through which abstraction and figuration
meet on a middle ground created through the relentless lay-
ering, adding, and moderating of element. Layer upon layer
of subtracted and added color accentuated by fine lines
build a multiplanar surface that sets the stage for symbols to
exist as both particular and symbolic enfities.

Similar dynamics run through the artist’s work. At once
refined yet raw, certain motifs and words reappear to form
a vocabulary through which paintings are to be read like a
poem, graphic score, or page in a notebook. Some words
are struck out (“being obscured makes you want to read
them,” he said); other pictographs persist, including the skull,

STERISM,
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@, AT ARFREEARNSKER X NRF SR,
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RURSHNNERMEDCEAT—MES, BmEMN
TEHB. BRRE, B ICEARN—R, ERf—L8=
NABE ( EEEENIRA SR EIEE", i) ; L
BRFEXT, flaghesk. TEM@mE, thielESLE
SEUN—EEER, BLUEIA, ° B - 20K (Don
Rubell) M3 ZAR—F2EBEETHIER, B—RAFE
EEAE - HEAENER— TR 2RI i)
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Hollywood Africans

1983

Acrylic and crayon on canvas
213.4 x 213.4 cm

crown, and mask.His was an automatic practice—intuitive
and difficult for him fo describe.® Don Rubell talks about
finding the artist vigorously painting with a paintbrush in one
hand and a book on Cy Twombly in the other—"he was to-
tally an individual person doing these incredible pieces, but
he needed something to kick it off in a formal sense.’” There
is control to this approach, too, if the composition of his finer
works is anything to go by. As Robert Farris Thompson, author
of one of Basquiat’s key reference books, Flash of the Spirit:
African and Afro-American Art and Philosophy, understood
it: “He never copied. He always improvised a total revision.”'®
What resulted are paintings that operate like mind
maps: dense and unrelenting passages through space
and time, which Thompson called “deliberate enigmas.”
The memory of slavery and the black experience are ever
prevalent, and tales of historical violence and trauma are
forged into dynamic and unflinching compositions that are
both accessible and obscure, detached and invested. In

8. As quoted from Radiant Child.
9. As quoted from Shooting Star.
10. As quoted from Radiant Child.
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10. 1 4
11. 4 3
12.14 4

11. As quoted from Shooting Star.
12. As quoted from Radiant Child.
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the case of the 1983 acrylic, oilstick, and paper collage
rendered on five joined canvases, Undiscovered Genius Of
The Mississippi Delta, the phrase “The Deep South 1912-1936-
19510" situates illustrations and various texts drawn over a
layered backdrop, including "MARK TWAIN" written three
tfimes in a vertical line next to the profile of a man whose
facial features are annotated. "NEGROES” and “MISSISSIPPI”
are written in a similar fashion—the latter word is featured
more times over in a portrait of a black specter behind when
ariver runs, titled Jim Crow (1986). Both epic and intimate,
paintings like these have a clear message, says Thompson:
“Get with it! See the complexity of our culture. I'll give you a
few hints.”

To producer and director Nelson George, the notion
that Basquiat was a primitive artist is absurd. His upbringing
in New York and an engagement with its various burgeoning
scenes resulted in a sophisticated and singular language
that, to borrow McGuigan’s words, managed to balanced
“seemingly contradictory forces, including “control and
spontaneity, menace and wit, [and] urban imagery.” This
balance not only manifested in his work, but in the way he
approached his life as an arfist. Take the copyright sign that
carried over into his practice from his SAMO® days. For Rene
Ricard, that sign signals what isimportant in Basquiat’s work:
not “the invention” so much as “the patent”—"the transition
from the public sector into the private, the monopolizing per-
sonal usurpation of a public utility, of prior art; no matter who
owned it before, you own it now.”private, the monopolizing
personal usurpation of a public utility, of prior art; no matter
who owned it before, you own it now.”

Ownership, as a concept, is at once liberating and
uneasy when it comes to the way it manifests in Basquiat’s
career. His market success bothered him, and his former girl-
friend Suzanne Mallouk once said he called MOMA “another
of the white man’s plantations,” which says something about
his relationship to the art world as a young black artist. Kin-
shasha Conwill believes that when he stepped into the gal-
lery world he lost a sense of control." As a resultf, she posits,
he “bought into his iconic personality” as a “privileged exot-
ic.” which he was accused of alternately being exploited by
and exploiting. Of course, the verb “exploit” is used objec-

R, @I - BRE/RINA (Kinshasha Conwill) HEHZ
O A BB HERAORMER AR TS " B, ARE
T EECHREMEAME” HE " —REEUL
NEEBE" RN, EZ TIER—BHEREIXRE
BIA. B, "HE —IEXEEE—ENEWE, R
ZRE B ESETE ORI SRENE, BRRIRE/RIVA
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— MBI E . ENEIEEFMRIEE, 8 AREE
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AREEMRLAEN (AL) (1981) BET—E2FEX
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BIRE, “epluribus unum” B E2EEEH LN “GR
A= AFHEBERE— M TR B D MEIBREEMA
@iErIzE, MEEANEZE AKA (Fim, " I5E

tively here, taking into account where and when Basquiat
lived. This was Warhol’s New York, when Jeff Koons was on
track to becoming Jeff Koons, and Gagosian was building a
gallery empire that started with selling posters around UCLA.
As Basquiat himself put it, everyone was a mercenary.'? So,
says Al Diaz, he decided one day to “play this art game”
and “started climbing the ladder.” (*I'm trying to make as
much money as | can, as fast as | can,” he confessed once.)
This game of snakes and ladders was reflected in paint-
ings that portrayed the world with equal amounts of pathos
and disdain. In the acrylic, crayon, and graphite on canvas
Per Capita (1981), a black figure holds an Olympian torch
and wears Everlast boxing shorts. There is a halo over his
head with “E PLURIBUS"—part of the Latin motto, “e pluri-
bus unum” (“out of many, one”), found on the Great Seal
of the United States—written above it. Close by, a short list
of states, from Alabama to Connecticut, is written with per
capita income in brackets (for example, “Arkansas 7,180").
Here, capitalism becomes a competition for survival with a

(FRBEL)
1988 &
h L REHLEE
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Riding with Death
1988

Acrylic and crayon
on canvas

289.5 x 249 cm
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scoreboard and numbers reflecting real lives, divisions, and
inequalities. The black figure in the center, then, could be

a fighter, prioxy, and champion—both a self-portrait and

a symbol. It is no wonder, looking at this work, that Warhol
once depicted Basquiat as Michelangelo’s David, a fight-
er who triumphed against an adversary much larger and
stronger than himself. Perhaps Basquiat’s Goliath was the art
world he sought to conquer—a battle that appears to have
continued into his death.

Most recently, he made headlines in May, 2017, when
Untitled (1982), his oilstick, acrylic, and spray paint on can-
vas painting of a skull scrawled in thick, black lines over color
planes of blue, sold at Sotheby’s New York for USD 110.5
million after a dramatic bidding war. Bought by Japanese
collector Yusaku Maezawa, it became the most expensive
artwork by an American artist ever sold at auction, the sec-
ond most expensive contemporary work ever auctioned,
and the sixth most expensive art work overall. Just one year
earlier, Maezawa helped Christie’s New York set a record
sale price for theartist for untitled another 1982 Basquiat he
bought for the sum of USD 57.3 million, placing the work fifth
in the twenty most expensive sold at auction in 2016, one
place after a USD 58 million Rubens.

Bolstered by the May, 2017 sale, some USD 89 million
worth of Basquiat’s work was brought to Art Basel in Basel
in June—always a good place to see a large number of his
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Per Capita

1981

Acrylic, crayon and graphite on canvas
381 x 203 cm
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13. Thomas Urbain, “Basquiat: A darling of pop
culture, but not museums,” Agence Presse France
on The Guardian, July 27,2017.

14. Bob Nickas, “Basquiat and the Collecting of
History,” Art News, July 30, 2015.

paintings in one space. Acquavella Galleries sold one paint-
ing commemorating a childhood visit o the United Nations,
Three Delegates (1982), for USD 18 million within the VIP pre-
view's first hour, compared to the USD 6.7 million it fetched
at auction in 2015, according to Artnet. On this intensifying
commercial interest, Andrew Fabricant, director of Richard
Gray Gallery, called Basquiat “a huge phenomenon.” Up
until now, figures for his work have been rising steadily since
2012, when three pieces sold at auction for between USD
16.3 million at Phillips de Pury in New York and around USD
20.1 million at Christie’s New York. His images are every-
where, from “Urban Decay blusher pots to Reebok trainers”
and Uniglo t-shirts. (*You could scorn the commercializa-
tion,” says Olivia Laing, “but isn’t it what he wanted, to color
every surface with his runes?”)

Associate professor at the California College of the Arts
Jordana Moore Saggese, estimates that today, some "85
to 90 percent of Basquiat's work is in the hands of private
collectors.”” This is an astounding number that points to the
fact that the true custodians of Basquiat’s history are his
galleries, collectors and, of course, his estate. Of the muse-
ums in the US, according to Bob Nickas, "Only the Whitney
Museum and the Museum of Contemporary Artin LA are
able to present a fully formed view of this artist, with signif-
icant paintings among a half dozen of his works in each
collection.”™ In New York, Thomas Urbain counts ten works
with MoOMA, six with the Whitney, two each for the Metropol-
itan and Brooklyn Museums, and one with the Guggenheim
(Nickas counts none). Urbain suggests an element of white
privilege here, mentioning the story of the Schorrs offering
to donate Basquiat’s work to MOMA and the Whitney in the
1980s only to be declined. He also points out that the lack of
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1981

Acrylic and spray paint on canvas
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Three Delegates

1981

Acrylic, oil stick and collage on canvas
152.4 x 152.4 cm.
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works by Basquiat in public collections might have to do with
his prices. For Mary Boone, though, things are more clear-
cut. When Basquiat was alive, she says, "It wasn’t money, it
was interest” that was lacking.

Of course, that is not to say that there have not been
institutional shows of Basquiat’s work. There's the current
"Basquiat Before Basquiat: East 12th Street, 1979-1980", now
moving fromm MCA Denver to Cranbrook Art Museum, which
restages the year Basquiat lived with Alexis Adler in the East
Village through paintings, sculpture, drawings, notes, and
photographs; and "Boom for Real", at London’s Barbican
Centre, the artist’s first major show in the United Kingdom
since 1984, when he staged his first institutional exhibition at
Edinburgh’s Fruitmarket Gallery. But the fact is, the market-
place continues to be a framework that has not only devel-
oped and sustained Basquiat’s market value, but has also
maintained his historical worth. 231

With Art Basel in Hong Kong entering its sixth year in 2018,
perhaps interest is poised to expand further afield thanks to
one collector’s desire to bring Basquiat to Asia ("Jean-Michel
Basquiat is coming to Japan,” he wrote on Instagram in 2016.).
Gagosian staged the first Hong Kong exhibition of the artist’s
paintingsin 2013 at the gallery’s location in the city on the
heels of the largest exhibition of works by Warhol in Asia hosted
by the Hong Kong Museum of Art (after the exhibition’s first stop
in Singapore). Aside from developing potential business, activ-
ities like this offer the opportunity to open up Basquiat’s prac-
fice to entirely different readings, interpretations, and functions
by creating encounters with new audiences.

Then the elephant in the room—that the prices are un-
sustainable, and could well point fo an impending bubble
burst (who could forget Saito and Van Gogh in 1990). These
relationships—between Basquiat’s body of work, its contex-
tual history, market value, public reception, representation
in private and public collections, and connection with other
practices—are what make the recent record-breaking sales
so interesting when it comes to thinking about how our un-
derstanding of his practice continues to evolve and expand.
Today, the monetary worth of Basquiat’s work is becoming
part of its historical value, reflective of a process which he
set in motion decades ago, and which continues to work for
him now. It is the legacy of an artist who lived through one
economic boom only to be resurrected in death for another.
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LEAP digs into the archives with curator Biljana Ciric reminiscing on Shanghai in

2006.

Biljana Ciric

Basquiat in Shanghai:
A Conversation With

LEAP: Could you tell us about the Jean-Michel Basquiat exhibition
you curated at Duolun Art Museum (then Doland Art Museum)
in Shanghaiin 2006, titled “Basquiat 1960-1988'?

Biljana Ciric: When | was working at Duolun Art Museum, there
was a plan to hold a series of exhibitions of foreign artists who
had influenced Chinese artists, many of whom had not actual-
ly been shown in China before. At the time, Duolun was a unit
affiliated with the Hongkou District government, but we didn’t

LEAP: 86N B—T20065RIE LS 0 MR EAR
IBRARR EBHTERS1960—1988——1L-KEUR -
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LERIZR R - BETR : HESCEANIETIENRE, B
HUEBR—FRIRBRE: ZIFEZARAREIER
RNE, BRXEBHZAREFEIRZENSE
B, 40, SEARERNER—NRETIIOXKX
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have the funding to put on such exhibitions. So, we contacted a
Paris-based gallery, Enrico Navarra, the founder of which owns
many works by Basquiat and Keith Haring, and discussed the
idea of collaborating and presenting an exhibition together. In
the end, the majority of the works in the exhibition, nearly 100,
were original Basquiat drawings. We also published an exhibition
book funded by Enrico Navarra, which came out really well. At
the tfime | was working in both the curatorial department and
managing the educational program. As the exhibition had no
age restrictions, we filled the exhibition programme with educa-
tional events aimed at different age groups, such as a Basqui-
at-inspired painting workshop for children; we then printed some
of the children’s paintings from the workshop as postcards. My
assistant at the time, the artist Tang Dixin, was responsible for
leading the workshops. | was incredibly conscious of the need
to record and preserve the material that came out of these
related events and workshops.
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View of “Basquiat 1960-1988/Jean-Michel Basquiat’s Works on
Paper,” Shanghai Duolun Museum of Modern Art, 2006

LEAP: Did you first make the decision to try and hold an
exhibition of Basquiat’s work, and then contact Navarra?
BC: The two actually fell neatly into place. At the time, the
director of Enrico Navarra was very interested in China, the
Chinese market, Chinese arfists and institutions. A bit earlier,
he had actually worked with a group of Chinese artists, such
as Yue Minjun. Perhaps he wanted to promote his gallery
in China. We wanted to hold an exhibition of Basquiat’s
work, and, as it was not going to be a commercial exhibi-

tion, and had no relation to the market, they were willing
to help facilitate it.

LEAP: Did the 70-plus Basquiat drawings shown at the exhi-
bition all belong to the gallery collection?

BC: Yes. As well as works by Basquiat, the gallery also owns
many works by other artists. At the time we were in talks to
hold a series of joint exhibitions, but Duolun Museum was
holding back, as they really didn’t have the necessary fund-
ing. They didn’t do the Keith Haring exhibition in the end. |
also left the museum around that fime, and the exhibition
series didn’t continue.

LEAP: So the exhibition you organized was actually the first
ever Basquiat solo exhibition in China?

BC: | think it must have been. I've never heard of an earlier
one.
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LEAP: After the exhibition at Duolun, what were the circum-
stances around the works then being taken to be shown at
an exhibition in Beijing?

BC: At the time | was in contact with someone from Imperial
City Art Museum in Beijing. | can’t remember hisname, but he
was determined to bring the exhibition to Beijing. I'm not quite
sure how it was received. Possibly not as well as the exhibition
in Shanghai, as Duolun was quite closely connected to the
artscene in Shanghai at that time, and Imperial City perhaps
didn’t have quite the same strength of influence in Beijing.

LEAP: Do you remember the reaction to the exhibition from
the public, how it was received by artists and people working
in the art world?

BC: | don’t exactly remember the response it had at the time,
though afterwards | would often bump into friends and contacts
who'd tell me they saw the Basquiat exhibition I'd organized.
Even the older generation of Chinese artists, artists who would
now be over 50 or so, came and saw the exhibition. Some
came several times. It was probably the first time they'd ever
seen original Basquiat works.

LEAP: Which Chinese artists would you say have been majorly
influenced by Basquiat?

BC: There are so many. Several of the Shanghai artists who ap-
pearedin the exhibition | curated, “History in Making: Shanghai
(1979-2009),” all acknowledge the strong influence of both
Basquiat and Haring. Artists like Hu Jianping, Tang Dixin, my
partner Hu Yun.

LEAP: In some cases Basquiat’sinfluence is quite conspicuous,
asin the work of Ye Yongqging, and the young painter Nathan
Zhou who painted a mural for your 2016 exhibition “You Won't
Be Forever Young.” Basquiat, and the iconic cultural sphere to
which he belongs, has also radiated heavily throughout China.
BC: That's true. So the exhibition in 2006 is only a small part
of the story.

LEAP: An exhibition of original works by Basquiat, appearing
in China at that time, is a very special thing, certainly some-
thing of generationalsignificance. If there was an exhibition of
Basquiat works in Shanghai today, it would definitely be on a
completely different scale, and have so much more publicity.
BC: | feellike the way we did things at Duolun back then were
relatively simple. There weren’t that many additional issues to
consider. Even the entry tickets were a sold at a symbolic, price.
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LEAP: In 2006, many people would have heard of Basquiat, but, as the
infernet was not as universally accessible as it is now, they would only
have been able fo find his works in print. Now so many more people are
seeing Basquiat’s work online.

BC: But looking at digital images and original works is a totally different
thing, and viewing original works within the specific context presented
through an exhibition is a different thing again. | feel like digital images
only provide the most basic facts of a piece of work, whereas the actual
experience of seeing the work is in physical space, in an exhibition. I've
always stressed that exhibitions are both a physical and psychological
event, vital to the experience and reading of a piece of work.

LEAP: Have your later exhibitions looked back to this exhibition, or to the
works of Basquiat?

BC: No. The working environment in China has changed so much, and
professional roles are always evolving. And the idea of working within an
institution is totally different from being an independent curator. In my
work, there has always been one consistent element: the strong desire
to infroduce international artists to China. This started with Basquiat in
2006; thenin 2008 | brought Yoko Ono to Ching, before she received the
Golden Lion award at Venice Biennale.

LEAP: Discussing this exhibition today feels like an attempt to locate the
distant past of the Chinese art world.

BC: It wasn’t actually thatlong ago. It's always like that in China: a group
of people turn up and do some things. Then, after they leave, not a trace
can be found. In the broad span of history, fen yearsis not along time at all.

(Translated by Dominik Salter Dvorak)
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Alexis Adler spent the year of 1979-1980 living with
Basquiat on the Lower East Side of Manhattan.
Now an embryologist, her photographs from
that key moment in the artist’s transformation
are currently being exhibited at London’s Rokeby
Gallery, through November 3, 2017, and the
Cranbrook Art Museum, from November 17, 2017,
to March 11, 2018. More than an external record,
Adler’s photographs capture the moments at which

lives intersect and stories intertwine.

EEEE AR BRI ESI BRI,
£91979 — 1980 &

Painted television in the apartment, c.
1979—1980

BEERFAE, 1980 &F

Basquiat's apartment, 1980

EBHREREACHAEE, 1980 F
Basquiat in the apartment, 1980

EBHREREACHAEERE,

#)1979 — 1980 &

Basquiat performing in the apartment, c.
1979—1980
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LEAP recalls Gagosian’s first Basquiat show in Asia and its effects on the
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current market with Nick Simunovic, the mastermind behind the project.

Asian Speculations:
A Conversation with
Nick Simunovic

LEAP: Why did you decide to do the Basquiat exhibition in 2013 in Hong Kong,
and how did it come about?

Nick Simunovic: We had done a major Basquiat exhibifion in Chelsea, in New
York, and then there was the Brooklyn Museum exhibition, so it got me think-
ing that, while it was definitely early for Asia, and while Basquiat was perhaps
seen as a very American artist, that he was moving into the global pantheon
of contemporary art. We gathered some works that were in the original New
York show, and some that weren’t, and brought them to Hong Kong.

LEAP: Where were those works coming from? Were they on loan or available
for sale?

NS: Roughly half of the works in the exhibition were available forsale, ormaybe
a little bit more were on loan, because we wanted to give as clear a picture
of the artist as possible, with work from various periods. The works were com-
ing primarily from Europe and the United States, not surprisingly, given that,
at that point, there hadn’t been much collecting activity around Basquiat in
Asia. That, of course, is changing.
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LEAP: Were there any pieces from Asian collections?

NS: One of the works in the show was from a Beijing collection.
And certainly there was work from the exhibition placed with
Asian collections.

LEAP: What kind of interest did the exhibition get on the market side?
NS: We sold above expectations. Most of the available works were
sold, including the most expensive piece in the exhibition, and
they were sold primarily to Asia, with maybe one or two back to
western collectors. In 2013, we weren’t sure how widely accepted
Basquiat would be, or how appreciated his aesthetics would be
in Asia, so it was a success.

LEAP: Who buys Basquiat in Asia? Collectors with collections al-
ready focusing on American art?

NS: Some works were putin collections that have been collecting
both Asian and western art for a long time and had very spe-
cific ideas about what they were interested in acquiring. Other
collectors were buying their first Basquiat ever, and maybe were
relatively new to western art. This is the exciting dynamic of the
marketin generalin Asia. Collectors are coming to the market for
a variety of reasons and with a wide range of interests. Theyre not
focused solely on one particular thing. They are open, interested,
and curious about the artist and the work.

LEAP: How much work from Basquiat have you handled since then?
NS: | have noticed a consistent uptick in terms of the numbers of
fransactions. We have increased demand from collectorsin Asia,
but | don’t want to give the impression that there is a stampede
to collect Basquiat. The pricing is not trivial. A collector who is fo-
cusing on quality and buying important pictures from 1981, 1982,
1983 is looking at very expensive items. There is growth, but it's
measured and considered.

LEAP: How do you see this market potentially shiftfing after the
new record set this year?

NS: [ thinkit’s too early to tell. Certainly, for owners, there’s a sense
that their works are worth a lot of money now. We'll see valida-
tion across the board for works from different periods and media,
including works on paper, but not every work from every period
will perform in the same way. Works of exceptional quality will
continue to gain.
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A Young Black Man in History
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LEAP asks noted gallerist, curator, and advisor

A Conversation with
Jeffrey Deitch

Jeffrey Deitch about the future of the Basquiat

market.

LEAP: What's your role in the Basquiat market these days?

Jeffrey Deitch: Basquiat was a good friend of mine. There’s along
history. | was the first person to actually write art criticism about him.
| was on the authentication committee for along time, when it was
stillintact. Recently  have been thinking about Jean-Michel’s work
from time to time, and frying to write something that hasn’t been
expressed before. | recently wrote something about Basquiat as a
New York artist, connecting to the presence of William Burroughs
and pioneering No Wave dance.
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LEAP: After Yusaku Maezawa’sinvolvement in the Basquiat
market, do you continue to see it in a healthy place? Is it
extreme now?

JD: It is a remarkable thing. You have to compare Basqui-
at to Van Gogh for the late twentieth century. Basquiat
had that mythical position where the work is tremendously
strong. It has this deep humanity in it, and it encompasses
the position of a young black man in history. There is also
the whole myth of his troubled life, the same romance that
people find in Van Gogh. With all of this combined, the
strength of the story is very compelling. That doesn’t mean
the work has to translate into a price of USD 110 million.
Something else is going on. There are certain artists—Van
Gogh, Picasso, an iconic Warhol—that become trophies,
and there are people in a very privileged position with the
resources to compete to buy them. That is something unique
in the world economy now. Whether that is sustainable for
the next decade is difficult fo know. This reflects an abun-
dance of liquidity at a certain level, and business success
that we never had before. These prices surpass even what
they were paying at the time of the robber barons of the
early twentieth century. It's a different kind of taste. Thisis an
extraordinary phenomenon. There will be sustained interest
for a long long time in Basquiat. He is the real thing, and,
unfortunately, because of his short life, there is not much
work. There is enough work that it can circulate in exhibi-
tions. There’s enough to be a market. However, it doesn’t
mean that, because one works sells for USD 110 million, that
all his other works that are comparable or better are worth
the same or more. We need to separate thisphenomenon
of the art market from the genuine embrace of the artist’s
work and its historical influence.
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An influence over global youth culture even before his art-
world name recognition reached today’s peak, Basquiat’s
legacy is visible everywhere from underground music and

graffiti to the emerging art circuit.
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EXAS’s tag seen on the
streets of Beijing
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Echoes and Inversions:
Basquiat in Beijing

o yiay
Josh Feola

Basquiat’s influence on contemporary Chinese art exists
mainly as echoes, even though there are a few cogent paral-
lels between his Lower East Side of the early 1980s and neigh-
borhoods like Beijing’s Gulou today. Both are (were) inner city
warrens in the early stages of gentrification, with low-income
housing being converted into a patchwork of cafes, galleries,
boutiques, and condos. Both house (housed) a tight coalition
of artists crafting a distinctive voice within the noise of the city,
and both are indelibly marked by the art on their walls.

One of the most common tags seen in Gulou today is EXAS,
the pseudonym of a Chinese street artist who's spent the last
few years studying in New York. Like Basquiat, EXAS works in
the margins between high concept and everyday street life.
Some of his pieces are elaborate murals sprayed under cover
of night on Gulou storefronts. Others are quickly pasted stick-
ers with the word EXAS in bold letters, a gesture referencing
what he considers Beijing’s original graffitibombers: real estate
companies who paste city surfaces with sticker ads.

After moving fo New York, EXAS came across Downfown
81, the documentary in which Basquiat features prominently.
“I clearly remember a scene where he was spray painting a
head. There was a bump on the ground, so he tripped and the
spraycan in his hand happened fo record this little accident.
Thatimage replayed in my mind; that moment was so vivid, and
the unexpected line filled the whole work with artistic tension.”
EXAS says this ephemeral encounter led him to seek out more
of Basquiat’s work. “In the end, | can’t tell how he influenced
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Nathan Zhou

Art Scene, 2015
Acrylic on canvas
110 x 90 cm

me, buft his actions always pop up in my head.”

Zhang Shouwang, a musician best known for his noise
rock band Carsick Cars, also picked up the Basquiat bug after
a trip to New York. A high school fan of Andy Warhol (via the
Velvet Underground), Zhang says that, as he learned about the
Downtown scene, he noticed a shared affinity for the interplay
between music and visual art (Basquiat briefly fronted the in-
dustrial noise band Gray), and respects Basquiat’s fluid move-
ment between the two. “His paintings are almost like musical
arrangements, full of repeated images ... they remind me of
complicated rhythms.” Zhang, who pursues a side passion in
painting, says that Basquiat’s use of color has influenced his
own visual style.

Aesthetically, the Chinese artist whose work most closely
aspires to Basquiat’s is the Shanghai-based Zhou Yunchou,
who goes by the alias Nathan Zhou. Zhou's bright, dense can-
vases echo some of Basquiat’s marks and themes. He first en-
countered Basquiat on television a decade ago, but says he
doesn’t consider him a directinfluence. “The maininfluence s
on my dress style,” claims Zhou, who moonlights as a hip-hop
DJ. “His personality has been a positive influence on my men-
tality in many ways.” When asked about the parallel between
1980s New York and Shanghai today, he says that both are
“interesting and dull.”

Filippo Cardella, a Beijing-based artist and a student of
graffiti around the world, notices some differences between
Zhou and Basquiat, and the contextsin which they have worked.
“New York was on the edge of bankruptcy with an epidemic
of drugs and crime, the government seemed unable o es-
tablish control over large areas of the city, and, in this chaotic
anarchy, many of the most significant contemporary art and
music genres flourished,” he observes. This situationisreversed
in Chinese cities: “They are almost drug free and the crime
rate is very low. The central government has steady confrol
over urban areas.”

2006 F NN B EREAMERERELHZESEWR
KT RAIER . EXASER "HRENRBZAHESR
@R — XEHF XM ZAEAEL N — 2RISR
B FHATEFRERT, RLUVGENZAR, B2CANTWO
MMadCHREEHEE B EE AEENFI, BEERS
MERES R XEMBHAWAREE, BRTEEN
XUGRTER, RIS EAT2 THUNANTRK,
HEREFER EKIZ AR EIERNERAIEE,
M, XEERR RN RISKAEBERTENS R
S RET T A A NMNRIEXASEAIRZ ZARRIE
mE, (2/848)

Cardella thinks that Zhou's oeuvre, though aesthetically
indebted to Basquiat’s, actually entails a totalinversion. “Zhou’s
work appropriates the visual language of Basquiat, but its ap-
plication to a Chinese context produces new and different
results,” he says. “The English language of Basquiat is poet-
ic, provocative, and deeply communicative. Zhou's English
is broken, minimal, an alien language that disconnects him
from a larger Chinese audience. While Basquiat’s language
is universal, Zhou's art is deeply personal.”

Ultimately, Basquiat remains relatively unknown in China.
Zhang Shouwang remembers being surprised by low attend-
ance at a retrospective of works on paper held at the Impe-
rial City Art Museum near Tian'anmen Square in 2006. EXAS
says that graffiti “has developed backwards in China”: since
the form only began trickling in after it had become a global
phenomenon, later artists like CANTWO and MadC made a
more immediate impact on Chinese writers. Though Basquiat’s
work—with its dense interpenetrations of music, text, and image
and its roots in the cultural chaos of the now-gentrified Lower
East Side—may never find a coherent translation in China,
it echoes nonetheless in Zhang’s music and in the nuanced
ubiquity of standalone acolytes such as EXAS.
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Memories of Underdevelopment:
Asia and Latin America,
Constructing a Common Ground
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LEAP has a vested interest in exploring the less commonly tested axes of globalization, and the Getty
Foundation’s Pacific Standard Time: LA/LA—a far-reaching and ambitious exploration of Latin
American and Latino art in dialogue with Los Angeles taking place from September, 2017, through
January, 2018, at more than 7o cultural institutions across southern California—provides the perfect
opportunity. Three PST exhibitions focus on Asian diasporas in Latin America; this feature fills in
some of the gaps to consider how artists across Asia and Latin America might find or produce a

common ground.

g
Jacob Dreyer

“BERBETRE, " HRHAERFLEIAM, “GRUARTEEZFTE? ZRT
w7 7 F AR - 3R G B - W ARMAT (Jorge Luis Borges) STk A7 - BB Hri@ (Willis

Barnstone) o

“Of course I want to come to China,” Borges said heatedly into the phone.
“Do you think I would not want to go to China? Do you suppose me insane?”

Jorge Luis Borges as told to Willis Barnstone

Courtesy the artist

PE, PRZE, CESEHEFE—BHE "t
RPN SHE, MEBNENATRFESR,
WM “HAR" , HERMIN—FEAERS®@
RETEBREME, ERAFZIN, IAENERER
RIMERS. PHEDIERS; MEDERETZIEH, MEKS
RN BBAEHILFEEKRNOAMNKREN, MEEE
TEBHNECHER. PEFEEHAAERNS
L, M1955 FFESNEISEKY "—H—8K" EX
Mk, XBREKDA. B, HHKEET (BEHESIE
EME, KBES5RE. BHESHE) IRPRRmE
B, BRRAEER, XENBRINEATERFEIK
XWERARH, BN LELTD, AEH. |
AIEMEBEIFRIVNESE, 1982 FSHEHER - k£
Hr#5/R (Manuel Castells ) F9—ZFIE 2 RIFHIZER
CXAMERIZBERRIRI S A RE X, DURE B E
MEEemEsE, HRAEFERY K, BEREEEME,
BEEBEMNENSS, 57 " TXEE " O XIAR,
P AR AR B ERBIE BN B ME BRI 46 Hh 2R

SAFHAMRIRRAY), SEFH, 1959 F

Building of the Mexico-Japanese Association, Mexico City, 1959
Architecture designed by Alberto T. Arai

China, the middle kingdom, has been anything but
the center of the world for the past several hundred years,
the centuries during which enlightened Europeans traveled
the world, met new people, and killed them at rates that
Chinese could hardly match. The process of modernity for
people outside of the west has been reactive, defensive;
from Indonesia to Brazil, the artists of the global south have
had their identity defined for them by the global north, often
against their will. Pushback from a China searching for ways
to recenter the world has been fierce, from 1955’s Bandung
Conference to today’s One Belt, One Road. The dialectic of
enlightenment, of a civilization that becomes more brutal as
it becomes more refined in processes of sorting out humans,
objects, and terrains into good and bad (read: rational and
irrational, light and dark, civilized and barbaric) is felt most
strongly in this global south, where visible contrasts would
seem to have always been so much greater. The changeless
and the unchangeable are twin tropes to this reading of the
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27, SHER. K. HHENEAER, " AXE
NZARMZXE "TXRERE" IXMAR, K.
BEAMNME,; EX L, ZAMEMTIT—FH,
SHMBR “&F " —HeA, ERINEARE, B
BRFEAHT, EERTFTHINE, ESMNTFRE
BIR. BN ERE—MEBEGHIRE, — Dk, —
AN, —FEFNAT, DL TRTIRADEDR
SHEFARREZ A, BREXFHAENEZA—
ERERFEANNAM—BARZ BT KRS
BNERREBPIHER,

BRE5ES . XBPS5REG: BONNmHERENE
ERICHENGALEM, BHERZEBHEILEMN
SREIHAFERENNS £, HNHME2LEIRAH
SBRBEMER T IRSMRNEMEZNEYIE, £
B2, 3. A8, MBITERATRL, HoR
SRR AP RSRET, 1953 F, REET - 3% (Chris
Marker ) BT —#E&1 (MEESTET) NER,
WRTHESFSZEIN " RE" ENER,; £46H
MBERTEMEZE, XARMNBBEMIE KRB,
BNAREENRELIEYIBEE REGYIE R0
%, BINBEBRE. BFANA, 1550, K%,
FREH, MAZRKKNAL, FHR—FIE
ZEH, MRENEN—NRBETAERMNELN
HEWAM, KMEBRSHFEMRZHI “BR" B
HEEDUL, X " LRPER" BFIRERENIK
RO KEARGSNBEF AN, EXE, RANE
EMAFEHET AMBEMTFRMEMHE, EXE, BR
ERUMNET . FIEMNREEN PEMRNEIRIAREES
AERBREE, SEMKBMMNNRBEBEHZ,
MARBEAIEE T — Ll BB WA AL T 2B R K
M0, B RSE . BEATERER . K
BHENN"ERE., RTFEILEE. KERIEBZI,
A BN AEERER CBEHERNEFTS,
URBRIMSIM A, XARMFELE—RIER: $
EESHEARFEAEEMRELENTSE, ME
ERARENKFITARANL ., AT, EHREHR,
EEBEIENHNFER, EEEIE, BREELTA
WE, XFPENRRREESAZFERE SN
—BEREER, HINHARKE, BAUKEEE, B
BROIAFRNSE, BEREET hEEZHEH
BRIV BT ERSAER AR AR SRR, EHEFE
LhESAERRFENERES, RMIBEEY “&H
BENRERS" , EC@EW, ENEIE, Fa@

foreign. Manuel Castells said it best in 1982: “The planet is
being segmented into clearly distinct spaces, defined by dif-
ferent time regimes. The global economy will expand, but it
will do so selectively, linking valuable segments and discard-
ing irrelevant locales and people. The territorial unevenness
of production will result in an extraordinary geography of
differential value that will sharply contrast countries, regions,
and metropolitan areas.” A humanist art would redeem the
humanity of those irrelevant locales and people, discovering
and identifying their value; in fact, a total work of art would
be a way of reading reality as powerful as the metaphor
called “the economy.” Our art is one that privileges images
over numbers, human life over labor time, and ecologies
over accumulated resources. Our art is an erofic drive, a
game, an experiment, a new way to play, all set in a global
economy motivated by the death drive. To find this humanist
art—to rediscover our humanity—we leave the metropolitan
grey hives and go into the developing world.

Rich and poor, civilized and primitive: the cities and mu-
seums of Europe are monuments to a great barbarity, and
the western capitals built on islands swindled from Manhat-
toes are full of statues commemorating histories of violence
and museums for gorgeous, looted wreckage. In Paris, Lon-
don, New York, deep access to culture necessarily involves
confronting historical crimes. In 1953, Chris Marker shot a film
about the “primitive” African art he saw in the Louvre, Stat-
ues Also Die; after showing us the museum, he shows us the
Harlem Globetrotters. We don’t want statues of the kind we
see in the Pergamon or the British Museum. We want human
bodies, warm and alive, moving and laughing, to be re-
vered, not cold rocks. The vantage point of the new world—
not a singular America, but Las Americas—allows us to
discover a shared humanity, a shared biological reality that
the Enlightenment calls *nature.” An obsession with the de-
veloping world holds out the promise that we may yet find a
better way to organize our societies; time spent here makes
the categories humans impose upon reality seem shaky and
tentative, where the mistakes solidified into European cities,
institutions, and patterns of thoughts haven’t quite coag-
ulated into formal structures. In the bonanza of exhibitions
southern California is hosting this autumn, there are quite a
few explicit attempts to connect Asia and Latin America, in
shows like “Circles and Circuits,” “Transpacific Borderlands,”

B, EER A —AEAHENARZEN, &
MBRAFRNET . KR AMBERAZH . KS.
MAXOMOBEBE. HRRER. RN AEX—1]
HEL,

R ERIERE

RERBNZAR, THEREEHEHRNEAR,
MRBHEXREARRBREE/NE, MENS. BX
MAEeR, EHIEX - B4 (Diego Rivera) .
Z{AFE - 1A% - D87 (Roberto Burle Marx) . &
#r& - FBIEEB ( Oscar Niemeyer ) B91ER, EBHM
WRESHRE . EBNIFEETIR. DERBESN,
HEFEUKEESE—END TR - BRI (Mark
Evin) . WESANERDBE, REEBEWIERA
KERP—ERET T — NP ERMNEIDAZAEMED
MERXUNIA M ERERgER N R BN —TEK,
XE—K, ZRIERREEIAERTYHERUE
BEGRIMARFIBET . BB R E -7,
IR EAR, N, FEMFEH, HFELRERH,
EURMIMUFERRPRET , ZATEHEAIR.
HESMURN BARNEIRFEN . flin, ZZEWRH

WMB 2R NSFRHEARINRI T EMB R

FHISRHRRNTE, 1854 F
SEGEHE, ZABHENEMEES

Intermediate Stages of Blooming, 1854
The Huntington Library, Art Collections and Botanical Gardens

and “Winds from Fusang.” Beyond crossed paths and friend-
ships, what are the deeper patterns of life shared across the
south and by the peoples who live here, and the ways that
we experience reality? It may be wishful thinking to hope
that a Chinese world order would be egalitarian in a way
that the postcolonial capitalist order is not, but China has a
paradoxical quality of being both very old and new to the
world. In Pakistan, Ethiopia, and Peru, debates rage about
whether Chinese investments are simply neocolonialism.
Without being naive, let’s be hopeful, and orient our cultural
interventions around ways to ensure that the radical an-
fi-modern modernity that has inspired the Chinese revolution
all along isn’t swept away by power and capital. One of the
stations of the cross that we’ll pass through on our way to

a fundamentally egalitarian Chinese contemporary world
order will be a tfruth and reconciliation commission in front of
which hypocrisies will be exfoliated, where lies will be gen-
tly removed, where we feel less guilty about using the word
*we” in alluding to a shared humanity, one fractured into
identity groups, ethnic groups, gender groups, all defined by
fraumas. Goodbye to all of that,
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The Southern Question

The most interesting artists, particularly from the south, tend not to work in
portraits or novels but in landscapes, vast human panoramas. In the work of
Diego Rivera, Roberto Burle Marx, and Oscar Niemeyer, but then again the
Gardens by the Bay in Singapore, the reclamation project of the Hong Kong
airport, and Shanghai’s Dongtan eco-city, orin the fradition of Chinese land-
scape painting itself—a landscape which, as we've discovered in the work of
Mark Elvin, Yuk Hui, and others, is already a mirror of the human world—we find
that the individual subject, the subject of European modernities, recedes to
a particle within a flow. In this way, work that may once have seemed less so-
phisticated now seems appropriate to a future of dense, drenched cities and
nights on the veranda—earth art, rituals, performances and songs. For some
reason, in the heat, the stiffened individual seems to melt, and artistic prac-
tice is defined by sociality, community, and also an experience of the natural
world. Exhibitions like the Huntington’s “Visual Voyages: Images of Latin Amer-

ican Nature from Columbus to Darwin,” for example, remind us of Jakarta’s

AR 18- EF
(BRnEFY , 1967 F
557

50.5 x 56.5 x 3 Bk

Lina Bo Bardi

Cadeira Beira de Estrada, 1967
Photograph

50.5 x 56.5 x 3 cm

Courtesy Instituto Lina Bo e P.M. Bardi archive

BRI HRNBITHEMESENREE "BRAEN

125660 Hm " ER"EHER "TMEN—ID,

REBHNSFHESHEN "HHA" WAL KR, 319

FOAEYIAR 3288 "2 IR = R EW s —
IE —EETERE.

FAWXEEBEEN: F8 M+ EYEXERAR
HENERNIAREIRIT+DRGR, HNENR
MRBFERNE EERE (MENRE) |, &
EXAEZRZOREEMMELFDEZ LS (Anna
Tsing) B9 {ER) . ATLUX AL, T EMSTML
HEFRmIZBAIENHEUZLERRE BN AR
By, BRI, HeEMMHEAXhERMLE,
EREERCRET. S, HIDAHE g, ¥F
ZEGMXBHSILEBEEHEX, FEREX
RFRNENIE, TREEREX. tliE " SR
MRERRESMNAZER. BR—FMBRIEAMEN
EEREAMNED. ROTANRE, BEERRRK

MAP Office, (KIEBF#MY) , 2007 &
BHERA LT EETINE, BESAIRER, KE
150 x 120 [Ek

MAP Office, Concrete Jungle, 2007
C-prints on metallic art paper, mounted on dibond, wooden frame
150 x 120 cm

recent “125,660 Specimens of Natural History,” part of a pro-
ject called Reassembling the Natural, and the ways that the
humans, environments, animals, and plants of these various
“new worlds” were classified and tamed by the Enlightened
ones. In the end, the plants and animals—the natives—have
had the last laugh.

It makes sense that Aric Chen, curator of Hong Kong'’s
M+, would be interested in modernist furniture design from
Brazil, or that we’'d want to read Tristes Tropiques on the train
from Singapore to Kuala Lumpur, or, for that matter, Anna
Tsing’s Friction on an Air China flight to S o Paulo. It's fair
enough to observe that the only real similarities between
Latin America and Asia, particularly southeast Asia, have
been created by the European ordering gaze and the trade
patterns, social structures, and mestizo cultures that have
emerged from the same. In towns like Buenos Aires or Mexi-
co City, in Jakarta and Shanghai, heritage and culture pivot
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FMTA, 1961 FEEERER " W/RRFTREHR
ML " RRZNEEERBAZHE, BRHE
FRIBHEMN R FREEFEAEZALNER:
REXERHER TSR EEWTID EE IR E,
FBEREXERTUE LDETEREEN - 18% (Maurice
Papon ) BIFETIMETEN IR, IREMEER. 1@?5(
BRLOEFEELRBIC X #*HEE—HEEIJJ
SANEUBE—EMER, BREENZER. Al
KB, HETRN, ,Jjju_l_,xﬁ AR, BRI
HXERNERNER, RETHEMNAORE,; BAR
MEZIMTRESITL . WA, BANEIIE I ZNE
BEHED B, [EMFV4 - [E4555 57 ( Levi-Strauss )
EEFEASHEME, "HNERFERZNELTRE
MHEERNECHBZE T™E, GEIHEARE, " X
b ERPER" , BNSREA. SRBESX, ©
MNASSHLREAE R, BRIPATHEEN . FAERE
ERREA, MEIMMER,; &F (RZTH) . (AR
KAL) (Uncle Boonmee ) , LARGeHAL - 78 ( Clara
lanni) XFRRZERFENLRA, EHERIRE.
FENSEREFE LS, MEEEREAT AR - #
H (Alberto Arai) AEFESFEZBARNFIRITIREE,
—NERFRRRITERE " S5E, —FNE—EiE
MESFERDIAMME EF%E, " BAEROBIEE
AROIENERE, PRIEMEXTFITRAEET LR
WEIAICIZ . MBERETAFAZA TR, M2
T RBRRBARE
ERRMFORHZE
MEEM T R I—ANE DR EEF ?&'Wﬁ ﬂ%]
AHNEL, SAEWEZRE: CEIUEEERN
MR E LR ERES, BT URERITHNE
EMRMRENL S, EERARNATE, BIIEW
TREE - DY - ST, SR RERRNEII”
( Memorias del Subdesarrollo) BIH BHUAE , X
S8R, ENHELEEERBXOEHE, FA]
EXEMFHE—BSABBHEA . WEATH, &
EMRF, FROEET—HBEZAMN (FHEE)
Arngtgetts, TTICFHNIRERBA . ARE, KEXBIL
EIRETHRIA , BAIFREAREEDNR =L R ERAIR
. BEFARETEZNER, £X—H@E, XM
BERSVEFI—, RAMSXNIRFENRE S

around these historical events. Postcolonialism is our reality,
and the struggle to overcome it and create an altermodern
is also a project of overcoming the western individual sub-
ject, the ego—subjectivity as an accretion of excuses, ration-
alizations, and denials. Derrida, an Algerian who was teach-
ing at the Sorbonne during the 1961 massacre of activists
from the National Liberation Front, savored Freud’s image of
a crypt, atomb, an obelisk to represent the western subject:
amassive and impressive edifice, with the odor of death
wafting out. Corpses were bobbing in the Seine as he strolled
past, thrown there by Maurice Papon’s police. You can’t
walk around Brussels, London, Paris, without seeing various
buildings commemorating the “civilizing” process that was
so incredibly successful, but the violence in Seine-Saint-Den-
is, in Peckham, in Brooklyn is far from over. The postcolonial
fropics are the mirrorimage of European enlightenment, our
heart of darkness; it's hard to know how to disentangle the
heritage of enlightenment, modernity, and the west, from the
gruesome activities that started the process. As Levi-Strauss
wrote in Brazil, “The first thing we see as we travel round the
world is our own filth, thrown into the face of mankind.” In
these developing countries, we're searching for an art, and
a way of thinking, that offers a less alienated and adversarial
relationship with reality. Instead of conquering nature, going
with the flow(s); watching spectacles of ritualized violence,
kinship and love in The Act of Killing, in Uncle Boonmee,
Clara lanni’s documentation of military rule in Sao Paulo,
Japanese-Mexican Alberto Arai’s pavilion at UNAM, where

a visiting architect “had waited, horrified, half expecting to
see warm human blood trickling down the walls.” The horrors
that we imagine are usually psychological projections, after
all, suppressed memories of development or underdevelop-
ment. Observing these acts of killing is not to celebrate them,
but to overcome the urge to kill.

In the hot young cities—Brasilia, southern California, Ja-
botek, Shenzhen—we encounter a hallucinatory landscape
of dreams and horrors; art in these places flickers between
inauthentic and commodified versions of a patrimony re-
moved by colonial modernity and monuments to an alien-
ated bourgeois observer. Here, in the lobby of a skyscraper,

HTBEENASTREBNESLEE " ER" FLERN
ﬁf“ MNEE. NBE. NDREFHEREB SR

PRAEENE—XEHRNETEEMNE, AMm

—RHEERRRIIASTRZ %%IE? SR
RIEEREEERTHEML . FRRERMNBLHHRNA
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25E MAIAM HRZAEYIE. BESEFFEZAL
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we discover Claude Levi-Strauss, or the Cuban narrator of
Memorias del Subdesarrollo, or their friends. The master-slave
dialectic is a native language in the postcolonial zone. Here
we are, an awkward man in city clothes drinking from a
coconut, with a copy of Gramsci’s Southern Question in our
hand luggage. Inevitably, curators, researchers, or whoever
we are, coming from our northern metropoli, we correspond
to the secondary knowledge industries that reap more capi-
tal than the work of the peasant class in the south, a south of
resource exploitation. This is as frue today in an era of Chi-
nese investments in Brazilian soybean farms and “authentic”
handicrafts made in the next village over as it was hundreds
of years ago. Shifting from the portrait, from the self, from
the alienated identity produced by hierarchical structures
of knowledge production to the landscape—that is what
we really want fo do, but is this possible without victimizing
ourselves? After all, rightly or wrongly, the first devastations
of climate change are hitting Jakarta, New Orleans, and Rio
de Janeiro, not Paris and London, and the arfs institutions
recording it are ones like MAIIAM or The Land in Chiang Mai,
Budidesa in Bali, Inhotim in Brazil. Or Los Angeles, an entire
city of peripheries and margins, of peoples from the south
whom ordering logics of highways and border patrols fry but
fail to control. A fitting place to explore the connections be-
tween continents we are making here.

Fordlandia

“With the poor people of the earth/ I want to cast my lot.”
Guantanamera, the Cuban song proposed as a post-Castro

national anthem

Henry Ford, the famed American industrialist, was one of
the first to try to create perfect industrial order in the jungle.
Before Stefan Zweig, before Oscar Niemeyer, before Robert
McNamara, and before Foxconn, there was Ford’s utopian
community Fordlandia, a planned industrial seftlement in
the heart of the Brazilian jungle. Met with the savagery of
the plants, the sun, and the “natives,” the rational logic that
seemed to work in Michigan melted into nothing; foday,
even Michigan’s version has splintered, as discontent with
logically ordered capitalist modernity has reached its break-
ing point in north and south.
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Mao Zedong wanted to create a different world order a long time ago, and
many around the world were eager to listen; but why weren’t the Brazilians, the
Peruvians, the Bolivarians at Bandung in 19557 It would be too easy to blame it
on Uncle Sam. Much as Foucault describes the internalization of authority struc-
tures within the European modern mind, Latin American and southeast Asian
societies are split between the masses, those fo whom “authentic” experience
is vouchsafed and who therefore have no need of art, and modernists, Parisians
sweating in the tropics. The sort of people who would have gone to Bandung—
administrators, artists, Socialists with a capital *S"—were, in 1957, still under the
misapprehension that they were going to be taken seriously in Europe.

When Carlos Fuentes, author of Where the Air is Clear, described Latin
America as being “where the elite worships modernity, progress, and the law,
and the people worship Guarani jungle deities,” he could have been describ-
ing much of developing Asia today. If Latin American intellectuals, like Asian
ones, so often spend the definitive years of their youths in Paris or London, that's
because dictators do as well. The artist is, in class terms, almost always from
the ruling elite; diverse cultural practices that take place outside of a clearly
defined self aren’t called art, but something else entirely. For the balding New
York City superego, the south is sultry, female, physical, doomed to death; Ana
Mendieta; provocative and distracting, hard to understand. In 2017, as we've
seen modernist utopias assailed by waves of nature fighting back, the fropiques
are triste. Watching worriedly by the windows and storm barriers, confined as we

‘BB IRATRIETE : EUEIRATIE
(1970 — 1980) "REMZ, EARMEDR
ZAREUE, 2015 F

View of “Eugenio Espinoza: Unruly
Supports (1970 — 1980),” PAMM, 2015
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are to our structures of thought, we tend to idealize the na-
tives, the aborigines, as “feeling” rather than “thinking”; in the
ways that their lives remain tied to weather patterns, geog-
raphies, botanies, they seem to still be part of the ecosystem
and the ferrain, which we are alienated from. Tourists to these
regions, whether they eat, pray, love, or hire prostitutes, find it
very difficult to access the sort of relationship with the world
that they are searching for: but, surely, the conversation that is
artis a place where we can search for answers. In today’s cli-
mate, museums seem not to have made up their mind about
whether they are storehouses for experiments undertaken

by individuals, like Manila’s Yuchengco Collection, or simply
unique configurations of a terrain shared by all (as Derrida
wrote about Los Angeles: “*not anywhere, but an experience
of anywhere”). In all of these places, the informal structures
and organic forms of popular culture pose a vibrant contrast
to the dead, artificial forms of the elite.

Liberation Theology

Condemned to wandering the earth, never encoun-
tering a stable reality but always one in flux, we, like Le-
vi-Strauss, visit extraordinary jungles and oceans, mountains
and deserts, mainly with the purpose of transforming them
info homogeneous terrains from which we may extract profit
and commodities, destroying them in the process. Let’s
imagine modernity as a clock; instead of postmodernity
(maybe, as Latour would have it, we have never even been
modern in the first place), let’s wind back, and try to con-
ceive, in whatever ecologies we encounter, a way of life
that is not structured on the individual’s opposition to land or
the social masses. In the 1940s, before suicide, Stefan Zweig
claimed Brazil was the land of the future. But in fruth, as Los
Angeles teaches us, any land can be the land of the future:
it depends on our atfitude towards it. Relaxing, ceasing our
insistence on ordering diverse and changing phenomena
intfo ordered objects, and experiencing reality as it is, not as
it should be; cruising into the horizon, beside the sea and the
sky, with each discrete site for art blending into a broader
whole. In experiments conducted in jungles in the late twen-
fieth century, the seeds of a future earth-as-garden were
planted. See you there.
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Asia in Latin America

in Los Angeles
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Winds from Fusang

5
Circles and Circuits
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Transpacific Borderlands

2 JEE/S I
Winds from Fusang

HKIER-RRSHTE
(PERREIER) , 19314F
HARLE

Miguel Covarrubias

Chinese Opera Singer, 1931

Drawing on paper

Photo Zhang Guangyu Art Foundation

JESE BRI - IS SRR RERIPIE R (20174512
JI8HE20184E6) T 10 YN T MR R il . LEAPI
TSR NSRRI DRI AP Py — AT 1o Lffaidhfie.
“Winds from Fusang: Mexico and China in the Twentieth
Century” is on view at USC Pacific Asia Museum from
December 8, 2017, through June 10, 2018. LEAP looks at
pictures chosen by curators Christina Yu Yu and Zheng

Shengtian to represent their work in progress.
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CRKFITIE - FEIEES ROEHMREIRIEY , 1947 &F
TREHED

40.01 x 26.99 [Ek

Left: Ignacio Aguirre

Emiliano Zapata hecho prisionero por su lucha en favor de Los campesinos, 1947
Linoleum cut

40.01 x 26.99 cm

Courtesy Los Angeles County Museum of Art

A EX- B4
(&), 1932 F, BIRE
RERT 51.44 x 38.74 [EK, ERR 41.28 x 30.16 EXK

Right: Diego Rivera
The Dream (Suefio), 1932, lithograph
Sheet 51.44 x 38.74 cm, image 41.28 x 30.16 cm
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works in this complex space.
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“Circles and Circuits” is an exhibition in two parts: “Circles and Circuits I: History
and Art of the Chinese Caribbean Diaspora” is on view at the California African
American Museum through February 25, 2018, while “Circles and Circuits II:
Contemporary Chinese Caribbean Art” is on view at the Chinese American Museum

through March 11, 2018. LEAP asks curator Alexandra Chang about how identity

] 5 el

Circles and Circuits

W DLAEY - 5K
Alexandra Chang

LEAP: How did "Circles and Circuits” first come to be?
Alexandra Chang: It was really Steven Wong, who is the
co-curator of the exhibition and who, at the fime, was at
the Chinese American Museumin Los Angeles. He had this
idea when the Getty came out with their call for proposals
for Pacific Standard Time around three and a half years
ago, and he invited me knowing my interests and experi-
ence at the Asian/Pacific/American Institute at New York
University. We worked on alof of the research together, and
it was incredibly intense. The Getty funding was so impor-
tant because without it—without actually going there and
being a part of it—it would have been impossible. So many
of our materials we could only find at certain bookstores
in the Caribbean,—they’re very precious to me because
you can’t get them anywhere else. Some of the artists were
hard to locate, because they are working more with the
local community rather than with the international art cir-
cuit. We had to go there and talk with the Chinese family
associations. It's interesting, the pathways through which
you hear about people and eventually meet people, like
working out a mystery. Someone would give us an idea of
who to talk to, then we would just go and look.

LEAP: B "BSE" &2 EARBEXRN?
WHLER - 3 XERGHHES - £, 2D
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SRE TIXNEE AAE XTI EAYINEE
M, FEEAYRENWN/ EF/EZEZES
BILELRE, EBIERIA RI]—RHMTKE
W ERNHAR, XM TFNEERS, SHES
SHEESWHIBRRIFEEE, ANREEHX
B, RO AR ES I, B AT
XANE . FIMRS B R EEEME XA
RYEPBEERE—BINERREER R,

R AR RefERI T A S, FFH, RS
ZARRETEAE, BAMNEEEM A
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HESM, FNBENHEREDSDE, XR
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LEAP: Did you come across things that surprised you, or artists you hadn’t known about in advance?

AC: Oh, definitely. So little of the research on this topic has made it to the United States before, much less the artwork.
You'd mail something and it might not get there, or you’d be talking to people in Panama and they’d say “Don’t mail
anything!” or in Cuba just getting images was very difficult, let alone the actual art. There was one artist, Pedro Eng
Herrera who I'd read about, and we were able to get in touch through another family association contact in Cuba. He
had been part of the association before, but later splintered off because of the Cuban Revolution. He actually led a
Chinese militia, and it was very divisive because of the nationalist campaign. He was a labor organizer for restaurant
laborers, and gathered people together and formed a militia that flew the People’s Republic of China flag, represent-
ing communist China, and the community there was divided in Cuba. It was amazing to work through his memories of
stories from that time. He actually spent the 1990s and 2000s painting fromm memory and teaching younger people what
actually happened in that generation. Then you see the materials he was using, Crayola pencils, pens, watercolors,
whatever people would bring him, because it was so hard to get art materials.

B-RTR, (REEHD) , £91990-1991 &, B

Susan Dayal, Obeah, c. 1990-1991, photography
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LEAP: The exhibition is sfructured in two parts, a historical *Part I” and a contemporary “Part [1”?
AC: Yes. One exhibition is historic through the present, at the California African American
Museum, and then a contemporary exhibition at the Chinese American Museumin LA. There
are a few contemporary artists who overlap in both exhibitions, including Maria Magdalena
Campos-Pons, Albert Chong, Kathryn Chan, Nicole Awai, Andrea Chung, and Katarina Wong,
but they are showing different kinds of works in each exhibition. Campos-Pons has worked a
lot with thinking about the histories of migration, travel, and interconnection, between the
Americas, showing how history is so present. Katarina Wong's project titled Fingerprint Pro-
ject: Murmuration Unfolding imagines migration patterns through cast wax fingertips of her
friends and acquaintances that are pinned to the wallin these whirling starling murmuration
patterns. This piece also reflects the Buddhist idea of interdependence in which we have
shared memories and our imagining of the world around us is dependent on the thoughts
of others. It brings in this idea of a shared history.

LEAP: Moving between the two halves of the exhibition, is there a sense for you that the art-
ists” understanding of identity is shifting over time? That Chinese-Caribbean identity means
something different to artists of different generations?

AC: There are a few different periods and categories that we're looking at here. One is thinking
about pre-, during, and post-war migration, and the building up of the nationalmovements
within the Caribbean, and these large interconnections and pipelines of thought. It's really
about the way people were thinking about colonialism and identity—what is national iden-
tity? Specifically, in the Caribbean, it’'s also thinking about what it means to have multiple
identities. In Jamaica, the mottois "Out of many, one people.” Trinidad as well: take Carlilse
Chang, who was mentored by Sybil Atteck. He became one of the major designers for Car-
nival and won Band of the Year which was a major honor. Many of these artists were active
in the national movements, thinking about the visual culture of the nation in the postcolonial
era: the flag, coat of arms, the postal stamp. These are all ways of thinking about national
representation and what it means. Then, of course, there was Wilfredo Lam in Cuba, who
was similarly very interested in thinking about the culture of Cuba and his Afro-Cuban back-
ground when he came back after the war in 1941. He met Aim C saire who was writing
about the connection between Asian and Africancolonial oppression. There was this idea
of solidarity then already and also the influence of hisidea of N gritude. At the time there
was also the idea of pan-Africanism that was existing in different ways in different places..
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LEAP: Has there ever been a moment of shared consciousness
among national communities? A transnational Asian diaspora?

AC: Well, the family associations were tied back to China from the
very beginning, so the tfransnational community has always been
there. People were migrating there and back, and definitely they
were in communication. Reading old newspapers, the Trinidad
Guardian, there was lots of news coming through about China.
And there is an interesting transnational triangulation too, that
also includes Canada, particularly Toronto, where there’s a huge
Chinese-Caribbean population. It's a long history that’s still oc-
curring now. Then you can think about circulation after the war,
when thinkers, writers, and artists were going to London and New
York. Many, many artists, not only Chinese-Caribbean. They were
all part of the fransmigration going onin that intellectual corridor.

LEAP: Would the artists in the exhibition recognize the category of
Chinese-Caribbean as more or less valid to them than variously
Chinese-Jamaican or Chinese-Cuban?

AC: When we got there our vocabulary (Chinese-Caribbean) met
with a lot of raised eyebrows around this label. But it depends on
individual artists. Some say “I'm Trinidadian,” or *I'm Chinese-Carib-
bean-Canadian,” or might identify differently depending on where
they are. In the Caribbean you might never talk about yourself as
being Caribbean, but you would say Chinese-Trinidadian and Ja-
maican. There’s a conditionality to identity that shifts depending on
where and what community one might be around — a positionality.

LEAP: What do the artists make of the fact that the exhibition is
happening in LA? And why, for you, is LA an interesting place to
do this exhibition?

AC: LA comes with so, so much context from Latin America. There
is a constant dialogue. But it also depends on the artists and where
they are, what their backgrounds are, where they normally show.
Some have galleriesin LA. Some have never been there or will never
go. Forsome it'simportant to be showing internationally, perhaps
for the first fime, but also together with artists from different places.
In the Caribbean, it can be hard for the artists to actually meet up
with people from differentislands. Although they're close to each
other, in some ways they’re really far apart. The other important
aspect was including the diaspora of the diaspora. That was a
unique possibility here, so there was a lot of goodwill.
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“Transpacific Borderlands: The Art of Japanese Diaspora in Lima, Los Angeles,

Mexico City, and Sdo Paulo” is on view at the Japanese American National Museum

through February 25, 2018. LEAP asks curators Clement Hanami and Kris % ! :ilz‘ii‘ﬁ ‘hﬁ

Kuramitsu to reflect on their experiences organizing the show.

Transpacific Borderlands
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LEAP: What is the unifying takeaway from your research on “Transpacific Borderlands”? What can we
call the key elements of the Japanese Latin American experience?

Clement Hanami: This group of international artists represents a distinct perspective, creating art that
reflects theirlineages that frace back to Japanese diaspora, yet are immersed in communities informed
by Latin American culture and heritage. Their perspectives on arts and diversity are also informed by
new models of social networking, interactive technology, and an awareness of global issues. In this
new sharing economy, we see how artists in once narrow fields can more easily find their way to other
realms of the art world and vice versa. The intersections their works reflect become dynamic points of
engagement, friction, and the formulation of new perspectives.

LEAP: Has there ever been a shared consciousness among
artists or commmunities of Japanese descent working in various
parts of Latin America? Have networks or relationships existed
with other Asian-Latin American communities?

CH: Historically, it isinteresting to note that Asian cultures have
not always looked at each other as allies, but more as ad-
versaries. But, as many Asians immigrated to the Americas,
it slowly became more necessary to work with each other,
mostly because of the shared struggles that needed to be
overcome with very limited resources. And while Japanese
have always seemed to create Japanese associations orcom-
munity centers wherever they establish roots, it hasn't been
until more recently that | have started to see more focus on
Japanese Latin American networks, which often find their be-
ginnings in educational settings like schools or colleges where
these critical masses exist.

LEAP: What can we learn about identity today, particularly in
the context of contemporary art, through “Transpacific Bor-
derlands”?

CH: We as people are informed confinuously by our personal
choices and actions. Our self evolves over time, and there is
no model or formula that is precise or exact. While we have
created themes such as “homeland,” “cosmopolitanism,”
and “racial mixing” as organizing principles, | don't want these
points of intersection to be become misconstrued as essen-
tial to the Japanese Latin American experience; rather, this
presents to the viewing public the complexity of this cultural
hybrid. What we have gathered here is a starting point for di-
alogue upon which to continue fo build a better appreciation
of this experience.
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LEAP: As an artist yourself, can you speak to the intersection of Japanese-Amer-
ican and Latino identities in your experience of the art world? What kind of
pressures of representation do you deal with?

CH: Intersectionality is offen how we find common ground between artists
and communities of color. The phrase “the enemy of my enemy is my friend”
often comes to mind. By finding these intersections, we are able to create
stronger relationships and more critical understanding to the issues that sur-
round our struggles to be seen as Americans in our own right. The pressures
within this form of art making deal with representation and how the larger art
world often marginalizes this as “ethnic” art. It is really about creating a crit-
ical mass or center for this work that meets or challenges the Eurocentric art
world where the baris set. Our goalis to refocus this view and to understand
that there are many centers of the art world that need to be represented and
considered if we are to understand better the diverse world we all share in.

LEAP: Ten years ago the exhibition “Tigers and Jaguars” dealt with similar
questions. Can you speak to what that exhibition got right and wrong? How
has the conversation evolved in the past decade?

CH: People of color have always been organizing and working together to
overcome oppressive situations in their lives. From these types of interac-
fions, hybrid or mixed identities or personalities began to take shape. | think
“Tigers and Jaguars” was merely a product of this experience that involved
civil rights movements, labor movements, and ethnic studiesin colleges. As
part of this process, curator Kathy Gallegos really put this on the map for a
larger audience to see, but it was only the beginning. This idea of hybridity
and intersectionality are becoming better understood with more research,
more exhibitions, and increased dialogue around this subject.

LEAP: What is the position of artists of Japanese descent within Latino communities in LA? More generally, what is the

role of LA in connecting Asian and Latin American cultures, especially in terms of art?

Kris Kuramitsu: One of Los Angeles’s many strengths is its cultural complexity, and that certainly holds true within the
communities of artists that make their homes here. Because of the long, overlapping histories of immigration from Asia
and Latin America to southern California, connections between communities can run pretty deep—rooted in neigh-
borhoods like Boyle Heights, or in experiences like anti-war activism. | think The Getty’s PST: LA/LA highlights a dynamic
exchange that is fundamental to Los Angeles. For example, Ichiro Irie acted on connections in the cultural scene in
Mexico City and went there on a Fulbright Fellowship that extended to a five-year stay. And Kenzi Shiokava, a Japa-
nese-Brazilian sculptor who came to LA in the 1960s, found grounding in a community in Compton and Watts among
a group of African-American artists, ultimately leading to an extended residency at the Watts Towers Arts Center. LA
is really a place where unexpected affinities take root and flourish, and that’s what we are highlighting in the work of

artists from Los Angelesin the show.

Colored pencil and spray paint

(REBR) , 2014 &
Pillb A=K G )

Shizu Saldamando
La Sandra, 2014

on paper
Courtesy the artist
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Eduardo Tokeshi, Bandera Uno, 1985, latex on canvas

LEAP: Can you speak to the intersection of identity
and subculture in the work of Shizo Saldamando?
KK: Shizu Saldamando’s work really embraces
the potency of an embodied subjectivity. Her
intricate drawings are assertions of a specific
and self-determined identity: the gestures are
smalland mundane, often, but the presence of
the figuresis undeniably strong. | especially love
her new lunchbox drawings, which are really
another form of portraiture. The intense level of
detail conveys the amount of care and person-
al investment that each owner put into these
boxes that they carried with them everywhere,
decorated very personally but also acting as
symbols that help people identify each other.

LEAP: How does your work on this exhibition fit
into your day-to-day curatorial program at the
Mistake Room?

KK: The Mistake Room has had a decidedly in-
ternational outlook in its programming, showing
artists from all parts of the globe and giving a
context for theirideas—simultaneously highlighting
their unique cultural position as well as connec-
tions between them. “Transpacific Borderlands”
dovetails really nicely with this approach to art,
especially in ourreally complicated international
reality. What is very different at JANM is the in-
stitutional context, as JANM has a very specific
function as a Japanese American cultural and
historical museum—I love the engagement of
contemporary art within this community context.

B
Bk: FERIK

LEAP: {REEEBINEE - FF/RIAE Z (Shizu Saldamando) {ERAHEIINISHRIR R I LAIZ R ?
SRR T AN T NEFRIER. BABENAERD T—MIREN . BRSEABNSH: XEFRPIZES

RN, SEN, EREHRFRNEFEIFREERAN, HIEEENBRASENTERELE , X2 —MFTHEI BRINEDREBRERTH

ETEEESLTHERNAMINTECHEFMRA  REFER FEIFREDANIEN, B2EBMIAMNBIETRIFS,

LEAP: {RTESERNIX R B I#EHTH TERRFRAEZ AN MMistake RoomEBHAKRIIERIX R E?

B: Mistake RoomfIR S U R4SRIEIRMEN, BESHREMEARRIER, FRMBNNEMERINI—MERIESMN
RS A AR BT SOE Z ARSI BIER R . FEEZRAE PRI
EREWIEHTRENEE X RHAEANENNEERS TSR, AAREEREYWEGBRNESHN—X AR ZEXLHLE
PIEN—RIEBERIAZAREIME EREIER MR BN, (#/E8x)

TSR fth{ 138
SIEST, "HATELE WA BH S EE TXM %, EH%E

RSB SKIEZE. . Fhad RURTS i HE BRI 38 441
X, LEAPHEATSIPR. T IREBSHE T IEmM 2 BolE (e
) AU S RAEY, ATRICEH A IBA AU 1152
THODIIHR.

LEAP can only reminisce about the time Wong Kar Wai, Leslie
Cheung, Tony Leung, Christopher Doyle, and Wing Shya—
Hong Kong culture personified—road-tripped across Latin
America for Happy Together, intentionally or otherwise

building a visual correspondence that is not easily forgotten.

ERSHEREIRE (BIEM) XEPBSRIRTHE,
ERFEBENEBLERIINRINT—ES, BABR
ET—MUT ENNEFNELZRMNBREITICHN
B PURRIER T AT AREMIN? S REPTIRIELAEL
Bh%, MEABNRMHE R AERERMN, AR
AR FRAEENERZ—, BRMAE20E B4R
X B BRAR RN ?

BRI (BYEM) BIATR, BiIRERER R
MELREMBEIET, XLRAIEHER (10
BENAFE? BOaMEE T ENRE? ) TREX
B RIRFF AR EREM, R, BTHEELREN
M=, BEERREDLNBASENERE—H
PURBEmERIEERE . B PTARRBIE (£85F
i) SUER GRER) 5F. R, XEAEIEHX
FRTEE; BE, RNk Z B A B L ERAE
BETHE, FAIEREIEZ EX = EURHE,

EIBUS ERI205F, XEBRBRAZR— NIRRT,
BRI T et B, X294, fERRB R
T, —HEEBENEBREEHEETIREK
EEAIREEE201TMARI997TF L, ESHSAH, &
I~ UZEESRMES KT EBEFIEIF—EE
FINTF AT, BAZRATRE—ENIRL
BENMEFIABEIIRET,

BAERMT, ME—ANIE, WMESIREHE
EETSCRIETRNE B 2 KN WIG, XTRR5IR
TEWHBRY, —ERL—NmE, RIERI®

oL/
Happy Together
PhSE - gh> e

Simon Frank

Around the first time | watched Happy Together| serendipi-
tously stumbled on a book in a corridor of my university s library,
one asking a question beloved by economists and historians of
Latin America: Why didn’t Argentina succeed? How did one of
the world’srichest countries atf the turn of the twentieth century
falter, and become known abroad more for a faded glamorous
image and political instability than economic power?

Thismay seem like a cold, overly infellectual question fo ask
about Happy Together, and the proper answers (imbalanced
exports? politics? education?) are not required to appreciate
the 1997 film. Yet the melancholy of lost possibilities that sur-
rounds Argentina’s history fits perfectly with Wong Kar-wai’s
oeuvre. As the lovers Fai (Tony Leung Chiu-Wai) and Po-wing
(Leslie Cheung) break up, make up, and get together again
in Buenos Aires, and as a friendship that could be something
more grows between Faiand Chang (Chang Chen), moments
of joy come into reach only fo dissipate.

Looking back two decades on, the film seems like an ab-
surd relic, both ahead of its time and very much a product of
it. In a very positive sense, the story of a gay couple from Hong
Kong in Buenos Aires is a more likely topic for a film in 2017
than 1997, but it is almost inconceivable that such a movie
would be created today by a name director with maijor stars,
much less involve a full crew decamping to Argentina for an
extended shoot.

Left alone by Po-Wing, Fai realizes that Buenos Aires is on
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HEIR, (FEXEM) BIER, 1997 F
Christopher Doyle, production still from the set of Wong Kar-Wai’s
Happy Together, 1997

BRAR ETEREIRNEAR A XENNRELESH,
FRIFREBURE AR ERERD P E
A, B5TREABEZYFE=BFRBE AR
EM, MXEHBREEIREYEBNOFLHERZN,
REBZZIENAREREBNNIE, BENE
BHRNE—MRERMBERE T [IBE—R+$
EETIE, SN ABEEMRENARBE AT
ENTNBHETEREEARENEN, Xt RRESR
FRE—SAILRHHHRF,
BREOTUESE I TAMR ZRBLR , 058 7 IXFh
BR, REEREENE T1997FX N KRB R
Wz MR ERZ EFM, IRAT—EXTEMIA
B, XFEBNEBA, UREBETR La0ta08
o BISEE, RIN—IDMK, WIRENERSEERE?
MARKIR B BE XX F B EARREMAR R
BE—" R MO RNEBRENZLM21
HENBEERTAGT—REXEHHHIEEA,
EAIEEERMEHERNEES,

exactly the opposite side of the globe fromm Hong Kong, prompt-

ing a brief, beautiful reverie of hishome’s highways shot upside
down. Captured in Christopher Doyle’s sumptuous shots, the
Iguazu Falls and the endless roads that Lai and Ho get lost on
trying to get there present an open space and sense of nature
absent from Wong Kar-wai’s depictions of Hong Kong.

Yet, by presenting the exact opposite of Hong Kong, Ar-
gentina remains tied to it through a sort of duality: Lai works
in a Chinese restaurant; his cramped apartment and its cha-
otic shared kitchen are a only slightly distorted image of east
Asian urban life, reflected in the Taipei night market of the
film’s closing scenes.

Exile breaks but then reinforces one’s bond to home. Though
avoiding the obvious significance of 1997 and the Handover,
Wong Kar-wai still made a film about identity, Hong Kong, its
people, and their place in the world. Returning to the *What
if?" of Argentina’s history, the viewer may ponder the unre-
solved “"Whatif?” of the characters’ lives, and today ask wheth-
er Hong Kong may end up a Buenos Aires of the twenty-first
century—holding ontoits alluring image but sliding away from
the world’s main stage.

LEAPR I, 4 ERFJiARA A OB ALK EAR STl A 31
PETRRRERS . HIDCIEYE “SeHER: EBRBERZEARIR 21
B 45T 2017429)116 H £1201841:2 )14 HWIRILE NI R 0534
UCR ARTSblock&ARHuL3E ).

LEAP finds in Global South Futurisms a theoretical
framework for solidarity in art across regions and
cultures. “Mundos Alternos: Art and Science Fiction in the
Americas” runs through February 4, 2018, at University

of California Riverside ARTSblock.

XL R D5e - B/R (Mark Dery) fE19925H9
ZHEE (BEFRE) (Black to the Future) XS
B AEMNEIEMFRIE X (Afrofuturism) , BIAE
—EEETHRNBEARRMS, BRI, " XE
BEXERT "JENERREN", RIBATEERANG TR
ZNBFARRENZAR, XE B ER S REFFIE
BRI, SR, IEMRRENGFREZEFMEGLENN
SERE SR ME R B BB RS — PSR
RMERIBICFINE, IEMRRE X FrASNA N EmIE
RUNBE (OFFREBIEMAFNIESBROCIES
MERH) , CE2ERASHNSESHE A ENTRN
TRENNRERE, 2—MEERIES,

IEESR, B T —RRAEFE A A RIBRAR SR E R,
MRLOHME " REBABE" PEFE IRHIKEE R
REEYEH - 75 - FEKE T (Catherine S. Ramirez)
BOIESEME, 232 H T Chicanafuturism! IXMEE] o T
NME, BEREEN PERKRENUREMRLE
G EBUARRETZRNCE, UFERELTRABAX
TREARRNFKMEED, MARPHERNERNUL,
AN SRAEEBHEMK AT B — B A& MR RAAE,

EHOMRSER, FABKRKE —NEFH05R
B, H—E A2 ARk E X (Global South Futurism)
XSRS LR REBBRE—IE, JEREREIM
ERARAENRE. RIS HRNE X, XL
HWXMRNERBIN, TIERMERENIPRIEZEH

BNXEREARER, ABURUEZEEEHA R

1. P§1E “Chicana/Chicano “Ji 255 5t 5F 85 Akt
A S G —RiFRiE.

ARk T AR T

gl E S i
“Mundos Alternos”
on the Map of Global
South Futurism

TR
Samantha Culp

In his landmark 1992 essay “Black to the Future,” cultural
critic Mark Dery writes: "“If there is an Afrofuturism, it must be
sought in unlikely places, constellated from far-flung points.”
This text was the first to use the term “Afrofuturism” to define the
radical possibilities of science fiction and futurist art, literature,
cinema, and beyond through a distinctly Black Atlantic lens. In
decadessince, Afrofuturism has been embraced and expand-
ed upon by countless scholars and creative practitioners as
a groundbreaking theory and potent force in creative culture
across genres, not only in terms of its original interpretation
(which focused on creators and themes from the African con-
tinent and its diaspora), but as an inspiration and conceptual
frame for phenomena and practitioners much further afield,
from various “far-flung points.”

Recent years have seen a surge of energy in other non-west-
ern and anti-colonial futurisms that challenge the traditional
notion that science fictionis the “"domain of geeky white boys”
(in the words of scholar Catherine S. Ramirez, who coined the
ferm “Chicanafuturism”). More broadly, these emergent strains
of Gulf Futurism, Sinofuturism, and others underscore a shift
in the old geopolitical hierarchies, and seem to corroborate
a sense that the west has lost any claim or ability to imagine
the future, while nations and cultures of the developing world,
as well as indigenous and diaspora communities, can still do
so—and of course, have been doing so all along.

In my own research and writing, I've been linking these de-
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H5AER, (TEE) , 2015 F

Hector Hernandez, Bulca, 2015
Courtesy of UCR ARTSblock and the artist

BENRAERERNTRE, FARESINBIHESEM
ANE AR,

Flt, BN EE— 15X R AR E R RAI=
ZARFRORERRE, RAX—H XSG HH MM SHE
WRRRENZEBHENXEN TR BES "REHR:
SN ZARFRIZNR” (Mundos Alternos: Art and
Science Fiction in the Americas) EIIM XS TESD
RAJARTSblockEARFRMELR, 2S5 FXFEIRER )
REN—2, BE2E M EFX—FHANENEMENRE
5, HERBEMIEBXNI0SEZARMZAREIR
MIERSRE (BFERBHRENMINLX, UREERN
BRZAR) , XTMREBIRTEN], =22 =MW’
B—885, RILNERERM R IXERABHESH
ELFIEHTENNLT BEEEMNCUBENERZEE
HHENE LW TR D,

FRAZRY - HrEAET (Tyler Stallings) , 7210 -
FEHR-B/RET (Joanna Szupinska-Myers ) F1Z 5 -
B/RFEHT (Robb Herndndez) 12 MR E M IRl
RBLTRE, R TXNMIKPEARR—EHXE,
UKL A AR ENPRE HIMBRLE RN,

CAERREK BANEELR, SARLUUMKER
WHSERTEMER IR SE A 48, (AN IFER
FEMEMN A, B FERRE BT SR
HXEME, —MIFHMESFIIRE - AR [Guillermo Bert
BRI EZN)NER, ZRAREBENFIHRESE,
TRRIER FTRNSRY " (FRNEZR EEER

velopments fogether under the umbrella Global South Futurism,
forlack of a better term, roughly defined as visions of the future,
science fiction, and speculative design from non-western per-
spectives. While these regional threads are diverse, and have
very different relationships to both the capitalist status quo
and liberatory politics, it seems relevant to consider them in
constellation fo one another, as asort of Bandung Conference
of speculative spaces and alternate futures.

It's therefore exciting to see a new exhibition fracing con-
temporary Latin American art that engages with this topic, as
it’s aregion that has yet to gain the same exposure for its own
critical and myriad futurisms. *“Mundos Alternos:; Art and Sci-
ence Fictionin the Americas,” hosted by University of California
at Riverside’s ARTSblock as part of this year’'s Pacific Standard
Time program, is the first museum-scale show on this theme,
and showcases over 30 artists and collectives from across Latin
America (including Centfral America and the Caribbean, as
well as diaspora artists in the United States). The very title re-
minds us that north America is just a part of “the Americas” as
a whole, and that it's the role of fantastical fictions to reframe
these traditionally accepted hierarchies, including the histor-
ic top-down power dynamic between the U.S. and countries
south of its border.

Curators Tyler Stallings, Joanna Szupinska-Myers, and Robb
Hern ndez have organized their survey thematically, instead of

by geography or chronology, which reveals certain concerns

TORM (EFILHREGHNUERRE—HR) . 5—
NREEARREX23[ (Rigo 23FSRE/ B ) 171k
BHEAIFEMFMNY TEMNTEE, &I T—NMEINK
ZRFEREAERE, XRREEER (EREEAASIT
%) (Autonomous InterGalactic Space Program)
E—TRESZEERN (REESF) 6k, (ERFE
PENEZRAIRERBO TR MEEA B, X
L2 RN, BRAE AT SR, S 5898
ARUBIRMNETRS I REK (IR EIAEER &, &
EREUBINSRFRFHEE) ,

ASRITRANENELRESR, EXFTthaEe
KEARREX[ELIEMARKEN, BE-H (Sun
Ra) BAEIESR (KXZEh ) 13| AEERIER, R
£ "Mundos” 2ZARETASRRZNSIEAGEN
FEMVEREIE, XE/ERIBR T Rt X A B EE
NI, LIRESGEEBRBR T IEEBR NAS
ROBEBIFNHEE SO, ZAR/NAMASA (MeChicano
Alliance of Space Artisans)kBEEMNNZLHREHE, 5t
PURRIRITTEE SIS ML BIERR, MbME= (3
EERMEXBNASATI—FZRE T E KMaize 945 &)
RS T RAZ S ENESNERE LB I LIEH
X R, EtAERMARR N BENNASARESHITT
BIEZ, AR - DREMZADAL (RSEE)H (X
=HIMF), UBFFRUEDTI969FERER, B
NTREREFMARLLTR/R - WBTFRRILA
B, FEIRMEE - I8 (Erica Bohm) B9 (2BkEE) £,
AR EZ AR EHIHE TNASAR BB R AN
ERNENTRF, LESHARERR,

LR, FEMBENRSIHIES A HER, BUS
TWEAR, XtER 2R A ARKRE TN —REH, 2
ARSAIHYS - /R (Larissa Sansour) « TBEHFER - &
Kf2/R (Cristina de Middel) AR L8 - foRli@iA (John
Akomfrah) , EMER T ASIRITEBENNENT Rik, 18
R, HEBCANARFE, SRR AGER-E/RETTERE
BRFEIRITIEANBUAXKELER TR SRR
BEERSTIALE, MR ERE I TR,

ERE "RHR" A, NEZTARIRLOMARE
MATH TR RN, FRFHENNAH
EXEBEIME, BRMEL, EHINREEXBE—BKN
B, BRI R R E MR E D T UFMN R 208
i, (BERE)

2. Pk “Mundo” il {EPGPEAF PRI SE . Y.

specific to artists of this region, as well as sci-fi motifs and con-
cepts that recur across Global South Futurism at large.

“Indigenous Futures” is one key thread, in which artists
explore Latin America’s pre-Columbian history and existing
indigenous communities as a means to envision non-colonial
futures, and to reconceive of mythology as an overlooked form
of ancient technology. One example is the work of Guillermo
Bert (Chile/ Los Angeles), who collaborated with indigenous
Mapuche weavers from southern Chile on his series of “En-
coded Textiles” that embed QR codes (linking to stories from
those same communities) into their traditional graphic patterns.
Another is Rigo 23 (Portugal/ San Francisco) who worked with
indigenous artisans in Chiapas, Mexico, to design a Zapatista
delegation to outer space, resulting in the lo-fi installation of
the Autonomous InterGalactic Space Program. The latter pro-
ject has an affinity with Cai Guogiang’s “Peasant Da Vincis,” a
collaboration that showcased flying saucers, robots, and sub-
marines crafted by self-taught inventorsin rural China. Both are
forms of design fiction that give shape to seemingly impractical
propositions and highlight the potential of communities with
few resources to radically engineer their own futures (respec-
tively: the Zapatistas’s long-term struggle for an autonomous
state, and the attempts of China’s rural poor to innovate their
way into the Chinese dream).

Space fravel is the ultimate sci-fi subject, and is unsurpris-
ingly one of the major common interests across Global South
Futurism (particularly Afrofuturism; see the landmark Space is
the Place by Sun Ra). Many of the “Mundos” artists engage
with cosmic exploration and alien encounter—fictions that
expose the reality of invasive imperialism in Latin America, as
well as the violent, racist discourse around “illegal aliens” that
has defined U.S. immigration policy for decades. The collec-
tive MASA (MeChicano Alliance of Space Artisans), from San
Antonio, Texas, treats this often bleak subject with satire and
playfulness, from their name (a mixture of NASA with the staple
crop maize) to their candy-colored paintings that fuse interstel-
lar kitsch with Aztec mythology. Other works reimagine NASA
missions from alternate perspectives. Coconauts in Space, by
AD L (Puerto Rico), digitally alters photographs of the 1969
moon landing to show that Puerto Rican astronauts had actu-
ally gotten there prior to Neil Armstrong. In Erica Bohm's Planet
Stories, the Argentinian artist rephotographs NASA images of
moon craters and the Mars Rover tracks, making them her own
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SIRE - FFRAS R EHLT - XBE
(SHIRAAVIER) , 2006 FES

Faivovich & Goldberg
A Guide to Campo del Cielo
2006-ongoing

narrative in the process.

Of course, the space programs of China and India have made giant leaps
of their own in the past decade—a bit of Global South Futurism in action. Artists
from Larissa Sansour to Cristina de Middel to John Akomfrah have made theirown
appropriations of space travel, which remains a powerful canvas for considering
nationality, borders, and geopoliticalimbalance. As co-curator Szupinska-Myers
putit, in describing the political relevance of art depicting cosmic travel: *When
we think about humansliving in space, every earthling becomes an immigrant.”

In *Mundos Alternos,” the sci-fi and futurism of Latin American artists opens
radical possibilities to envision new worlds and inspired ways of making, under-
standing, and coexisting in this one. In an age of rising xenophobia and toxic
nationalism worldwide, the Latin American branch of Global South Futurism has

never seemed more urgent.

TERT B AR AR EE R i — KB BRR
'}, LEAPIAPIHRE]—ROCIRTER )7 I8 . LRI, ks
Ry - IR A RTBI s —— 3 , SRtk
W TR A R BCSRIE R RN A B R

In an offhand a conversation about the Philippines as a
Latin American nation, LEAP looks for a methodology
of connection. With the novel concept of “co-suffering,”
Patrick Flores finds a new way to think about

globalization and global relationships.

AL, MAREZIR, R EABEZ M
HHREACHFZENRT
ezl e —8
BEFERRBERZE PR

A E AT AL - AR EF (Francisco Baltazar) !

FEZE - BEA (Okwui Enwezor) . 81 - FEHE/R
(Katy Siegel) 55775 - #/RIEEr (Ulrich Wilmes)
BERREN"BE: KEESATEEZEAEAR, 1945-
1965" F2016E 201 TFEREBRBZAZREL,, E£F
A0, HMEBENKE - BiRHL (David Medalla) #9
(EEHL) SMPEF (Atsuko Tanaka) . 98 - 3KIAE
(John Chamberlain) . 2% - & (Anthony Caro)
. BEWHT - XA (Mathias Goeritz) , AR ITXEIE
(Sadamasa Motonaga) 1ERER— M =EREW.
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RIMKRZ=5E%. AYNER. FETHEALT R, — A
n. ETENRESE, AREXR, GEENEEEER
FEi&R/R - IET (Pierre Nora) B9 12IZEE ", ERBLLE
EYE AR EEREERENSHE, BHI.
Bigfa, REHEEK. ZF - 35 (Guy Brett) A7,
DRRMERE " MRS s FE, CIlmiEN "
By AINBNREE "EL", 82— "IHEsiEr,

LML, AR 27
H: [i] 2 ME M 2% 15

“There, hapless state...” :
The Geopoetic of
Co-Suffering

. AL - D - B
Patrick D. Flores

There, hapless state, and even ‘yond
Treason has flung his tyrant-bond,
Virtue the while lies moribund,
Stifled in sloughs of deep despond.

Francisco Baltazar'

At the entrance of the exhibition “Postwar: Art Between
the Pacific and the Atlantic, 1945-1965,” curated by Okwui
Enwezor, Katy Siegel, and Ulrich Wilmes for Haus der Kunst, in
Munich, in 2016-2017, we see the Bubble Machine of David
Medalla sharing space with an exhibition network consisting
of work by Atsuko Tanaka, John Chamberlain, Anthony Caro,
Mathias Goeritz, and Sadamasa Motonaga. Medalla is an
artist from the Philippines who left Manila in the 1960s for
America and Europe, and who initiated seminal articulations
of kinetic and land art. The Bubble Machine, or Cloud Can-
yons, firstmade in 1961, evokes a migrant world that dissolves
into various memories of Manila’s sea and sky; the clouds of
New York; the death of a Japanese soldier; a stew of coconut
milk; and the beerin Edinburgh; among other inspirations. In
my mind, the bubble is what the French historiographer Pierre
Nora calls a lieu de memoire, a realm of memory, but it is also
a trope of dissipation. The bubble is a gas in liquid; it forms
and coalesces, and then vanishes. According to Guy Brett,
Medalla’s project brought together *matter” and “energy;”
it was “‘a something’ and ‘a nothing’ at the same time,” a
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BFEE—EXH, "EXRKEBHIBIE, (REEE—IR
PRRIERNITR BAZREREICHHESER,
PR RANEEMETIXE, " E—RIpBH, 8 mEhE
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5. EMEIATRIBE—FF, XTEWHNIRER
RN, A —ERHIIESE BN, EARERE

“continuous repertoire of biomorphic forms which passed
away as soon as they came into being.”?

With Medalla’s bubble, the iconic mushroom cloud
of Hiroshima (the cipher of postwar, avant-garde rupture) is
replaced with a flimsy and delicate membrane that froths
beautifully, forms pillars, falls off, only to ferment again and
again. But, because it is a machine, and because it is not
so ensconced and formidable, it is incessant and present,
inviting people to touch it, play with it, belong to its space.
Its porosity, for me, is exceptional. That said, Medalla, | am
sure, is aware of how the Philippine archipelago is cease-
lessly visited by natural disasters. The Centre for Research
on the Epidemiology of Disasters reports that, since 1900,
the “Philippines has experienced the most events defined as
requiring international assistance.” Between 1900 and 1991,
there was an average of eight disasters a year, making the
country the hardest-hit by natural disasters in 90 years. The
country, however, is also blessed by a lush variety of natural
species, ranking high in the marine world and close fo the
level of the Amazon in terms of endemic flora and fauna.
The intense hybridity of nature tends to parallel the intense
mixture of culture, with the Austronesian archipelago of a
thousand islands suffering three successive colonialisms of
Spain, Japan, and the United States, and currently experienc-
ing the vast migration of an immense population, one-tenth
of which is overseas.

In the face of this context, how do we present a world that
is at once interior and outward? The extension of sympathy
initiates what | will call a geopoetic of co-suffering. Here local-
ity extends, and is no longer caught in a dichotomy with the
global. We can mark that moment as an extensive locality,
so that we extricate ourselves from the often unproductive
duality between a vernacular or provincial local and a worldly
global. In this situation, the local gathers scales of relationships.
That said, the persistence of violence cannot be overlooked.
It should be seen in relation to what fragments or fractures,
what breaks the local. It is at this point that | turn to the term
dislocale, how the local splits and then reconstitutes itself.
The exemplary moment in this regard is @ woman'’s evoca-
tion of colonial violence. Salud Algabre was a revolutionary
who took part in a peasant rebellion against the Americans
in the 1930s, tracing the arc of iniquity to the fime when the
Philippines was ruled by Spain. She remembers how, in her

EERPTER S RO BB — I B o IX MM R BB BIE A
AL A RENESCIN, ROOIXAE, MY BRT AS TRt
AT AL IR A" (translocale) o fIFEE - f B ET
(Ackbar Abbas) , & X" BUARIES, B5HR
XA, [EEENR, "SHEETHE, ETH
MU ERERYE, EEENNSREERNMESNL, D=
B, " STIEREHIE i BRERHITH
BARAER, s KEIA%, BRREHERNEL,
HERKRE "ERRH "B, (2aane)

town, there was a bell: "During summer, when the water was
clear, you could see down through the depths, down to where
it stood. The reason they disposed of it was because moth-
ers—early in their pregnancy—would give birth prematurely
upon hearing it toll.” In an interview, Algabre asserts that *“no
uprising fails. Each one is a step in the right direction.” The
dislocale here is a wrenching biopolitical scene, aborting life
as it comes contact with the sound of religion. It does not,
however, remain in negation. It reconstructs a transformative
condition, but it does so successively, and not necessarily
progressively, as in the modernist contemplation, or incre-
mentally, even alternatingly, rather than immediately asin the
avant-garde expectation. This reconstruction is possible only
in proliferating translations, so that the dislocale inevitably
turns into a translocale. | converse here with Ackbar Abbas,
writing on the politics of disappearance in Hong Kong, who
counsels “that instead of thinking in ferms of displacements,
amovement somewhere else, it isimportant to think in terms
of dislocation, which is the transformation of place.” And
this place is not “somewhere else”; it is generated recurrently
within itself through the ftilt, through the tropic, which is the
turn of the earth and the turn of the technology of presence.
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Gala Porras-Kim, born to a Korean mother and a
Colombian father, is a Los Angeles-based artist whose
practice problematizes knowability and authority. Many of
her works explore linguistic and visual representations of
Mesoamerican and Korean cultures in the neocolonial era.
She is participating in “A Universal History of Infamy,” on

view at LACMA through February 19, 2018.
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Gala Porras-Kim:
Politics of Alterity

H..
Danielle Shang

In 2015, Gala Porras-Kim bought a “certified” ancient pot-
sherd (900 CE) from the American southwest on eBay. After
putting it through a futile scientific analysis for authentication,
she applied the gap-filling conservation treatment to recon-
struct a proposed “original” object to which the fragment might
have belonged, speculating on the shard’s possible history
and underlining the arbitrariness of museological practices.
She then donated the reconstruction to the Hammer Museum,
a museum without any antiquities, allowing it to fluidly meta-
morphose from ethnographic evidence to contemporary arf.
Porras-Kim’s work delvesinto the historiography of objects and
places, exploring the potential of the art object as an episte-
mological fool in response to what art historian Miwon Kwon
calls “the pervasive conditions of cultural displacement and
ethnography’s partial mode of operation.”

This fall, Porras-Kim approaches cultural authority again,
with a project that spans three venues: Los Angeles County
Museum of Art, Labor Gallery in Mexico City, and Common-
wealth & Council Gallery in LA. At the center of the debate
is a compilation of 235 ancient ceramic burial figurines and
vessels (approximately 200 BCE - 500 CE) from Colima, Nayarit,
and Jalisco on Mexico’s Pacific Coast. The collection was first
amassed by Proctor Stafford through various acquisitions, then
sold to the encyclopedic museum LACMA in 1986. Stafford,
whose name clutters over 300 labels and didactic texts as the
sole provenance credited, told The LA Times in 1987 that his
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Gala Porras-Kim

Future Spaces Replicate Earlier Spaces
(Staff/Vessel), 2016

Graphite on paper, 77.47 x 51.435 cm
Courtesy Commonwealth and Council and

mission was to show these ancient Mexican funerary objects
as “indeed fine art.”

For LACMA’s group exhibition “A Universal History of Infamy,”
Porras-Kim produced a drawing indexing 109 Colima ceramics,
organized by scale, to illuminate the ancient culture of Colima
through the formal analysis of its artifacts. On the label of the
drawing, Stafford’s name is omitted. Juxtaposed with it are six
clay sculptures created by the artist referencing shapes com-
monly found in Colima ceramics. GPS devices are attached
to these sculptures to track their migrations, assisting with prov-
enance in case they become artifactsin the future. Within the
context of this encyclopedic art museum that, according to
James Cuno, CEO of the Getty Foundation, “encouragels]
identification with othersin the world,” these ethnographic items
are converted into art, employing the same Duchampian logic
of authorial control that Stafford once adopted. To the artist,
publicly crediting a single western collector validates both
Stafford’s “discovery” of Mexico’s past and the looting of an-
cient artifacts. The problematic naming protocol also arbitrarily
demarcates these ceramics from others from the same period
of fime and region. Porras-Kim'’s request to access Stafford’s
original stipulations has been denied, but she is still negoftiating
with LACMA to reconsider the museum’s classification system
by removing or minimizing the association of these ancient
Mexican artifacts with Stafford’s name.

LACMA boasts the “aesthetic superiority” of this collection;
Porras-Kim wants to challenge this assumption by symbolically
repatriating depictions of Nayarit’s cultural property to Mexico
City’sLABOR. For her exhibition at Commonwealth and Coun-
cil, she will continue exploring semiotic correlations between
linguistic sounds and visual representations. Aside from alarge
index drawing of Jalisco ceramics from the Stafford Collection,
a set of graphite drawings of stacked west Mexican objects
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will be on display, resembling a transmutative mnemonic sys-
tem with each object signifying a syllable of indigenous tonal
languages and making up a score in combination. She is also
producing several ceramic pieces with which the viewer can
interact, assembling his or her own configuration of a linguistic
sequence. This hypothetical lexical resource marks the artist’s
resistance to the colonial discourse of transcribing ancient
indigenouslanguagesin Latin orthography, which has contrib-
uted to the deterioration of the languages and the erasure of
indigenous identity. Porras-Kim echoes Mari Carmen Ram rez,
curator of the Museum of Fine Arts, Houston, in that “whatis at
stake in the representation of Latin American and Latino identity
is a fallacious construct—a mise en scene of identity—at the
service of specific interest groups.”

During 2016’s Current:LA Water, a biennial organized by
the Department of Cultural Affairs featuring public art along
the Los Angeles River, Porras-Kim extended this observation
into contested urban social space. She created signage in the
wetlands of Marina Del Rey marking the sacred burial grounds
of the Native American Tongva tribe in situ, as well as detailing
the legalloopholes that the real estate developer took advan-
tage of to remove skeletal remains and eventually plunder
the land for luxury condominiums. Needless to say, the artist’s
signage was protested by the developer, who was backed by
a prominent politician.

Porras-Kim’s gestural device of reframing and transfiguring
commands aftention to bias in the politics of alterity where it
sets forth particular notions of identity for peripheral cultures
and civilizations. Her engagement with both ethnography and
art allows her to appropriate methodologies from both fields
to weave narratives highlighting the gravity of social, ethical,
political, and aesthetic conditions of the subject, inviting us
to critically contemplate what we know and how we know it.
The protagonist in her narratives is history, a history that exists
outside the parameters of imposed knowledge and emerges
from the Third Space, proposed by Homi Bhabha, where the
western rhetoric of authority is infervened and displaced.

Gala Porras-Kim (b. 1984), born to a Korean mother and
a Colombian father, is a Los Angeles-based artist whose prac-
ficeisanchoredin the liminal space of identity, problematizing
the notions of cultural knowledgeability and authority. Many
of her works explore linguistic and visual representations of
Mesoamerican and Korean cultures in the neocolonial era.
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LEAP peeks behind the curtain of the Vernacular Institute,
an organization currently producing projects across the axis

connecting Taipei and Mexico City.
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PURBIAE D i
Institution as Mask

i

Kit Hammonds

I have to start by declaring a certain lack of impartiality. Ver-
nacular Institute was a project | began as a mask. On the one
hand it offered some legitimacy, with its officious sounding
name. On the other, it provided me with a second personag, a
life outside of the curator of exhibitions. It allowed me to stage
The Ediitorial as part of the Taipei Biennial 2016, in collaboration
with the Asia Art Archive, with fewer constrictions.

On moving to Mexico City earlier this year, | was ready to give
up this fictitious institution and face up to joining a real one,
as curator of the Museo Jumex. Instead, Vernacular Institute
became someone else’s mask, taken up by Jo Ying Peng, the
former curator of the Taipei Contemporary Art Center.

Kit Hammonds: Jo, what is Vernacular Institute doing in Mexico?
Jo Ying Peng: It's continuing as a platform for editorial and cu-
ratorial project. It's a project space in Mexico City with events
and projects happening. It’'s a production house for publica-
tions. After commissioning an edition by Cheng-Te Chin and
mixtapes by Dawang Huang and Gareth Jones for the Index
Art Book Fair, I've been working on two projects. “There after
Here: Performing a Verb," a series of residencies for Taiwanese
artists. And Studio Istmo, a residency by two Austrian artists,
Hannes Zebedin and Marlene Hausegger. The first residency
of Performing a Verb was with Taiwanese artist Su Hui Yu, who
collaborated with El Insulto, alocal artist-run erotic library. The
point of exchange between the two is related to freedom,
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particularly sexual freedom, in opposition to socially imposed
norms. Apart from showing selected books from each artist’s
collection, Su presented a screening of selected videos with
Colombian musician Pablo Escall n performing alive soundtrack
in response to the moving images. Each of the residencies asks
the artists to try out different ways of presenting their work or
research.

KH: What do you think there is to gain from an exchange be-
tween Mexican and Taiwanese artists?

JYP: One of the aimsis to make a trans-Pacific discourse. Both
regions look towards Europe, yet are as close to one another
geographically as they are to London, Paris, or Berlin. It would
be interesting to build new artistic flight patterns without filter-
ing them through European and north American aesthetics,
tastes, and institutions.

KH: There are quite a few alternative histories that claim there
were tfrade routes between the Aztec and Inca empires and
east Asia before the Europeans arrived.

JYP: Yes, we should revive that! The first stage of residencies is
just the foot in the door, and in some ways Taipei and Mexico
are just a starting point. Most of the cultural exchange programs
aimto build defined outcomes, often economic or quantifiable,
but I'm taking a softer line. The main efforts are put towards
creating personal connections between artists and curators
in both places and seeing what emerges.

KH: Do you think that Mexico and Taiwan have any specific
relationships that bring them together?

JYP: If anything, it is more a series of contrasts. Mexico City has
roughly the same number of residents as the whole of Taiwan,
and they are on the similar latitude, but very different altitudes.
There are cultural similarities that the artists are exploring. The
presence of indigenous culturesis one. It’s interesting to com-
pare how both places draw on aboriginal culfures commercially,
and yet these communities remain sidelined by mainstream
culture. One can draw connections in how continuing tradi-
tions and beliefs are interwoven into modern life. The same is
frue of Europe, though. Studio Istmo followed a similar model,
with the artists’ research drawing parallels between a region
in northern Italy and southern Mexico. Among the points of
connectionisthe biography and photography of Modotti, who
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was born in the former, but was best known for capturing life
in the latter as a Magnum photographer after settling there
until the end of her life.

KH: Biography seems to be something else that is emerging
as atheme.

JYP: Yes, how to write a biography is at the basis of Chang Wen
Hsuan’s work. Her current work imagines a suicide committee
to which people apply—how a life story can be finished in a
metaphorical sense. She is developing an application form and
performative office space. It continues her particular method
of creating an installation space that follows the form of cer-
tain institutional structures, alibrary, office, orcommittee room.
What is exciting about her work is the blurry lines between real
participation and fictional participation. Of course, this raises
a lot of questions about who owns the rights of an individual
story that has a certain relationship with the institution. This is
what the Vernacular Institute offers, not as an answer, exactly,
but as a possibility.

KH: What aboutindependence? Does it matter that Vernacular
Institute is independent?

JYP: “Self-organized” is, perhaps, a better description. here are
lots of spaces in Mexico that organize themselves differently.
Thatis both a political position and one about individual free-
dom. | am a bit suspicious of the term “independent,” asit has
lost meaning through overuse in the contemporary context.

KH: Like “biennial.”

JYP: Or “alternative.”

KH: It's quite a common problem today. Trump turned a lot
of progressive language on its head to win the election. One
way to avoid this is to make language more mobile, like giving
Vernacular Institute different names in different languages.

JYP: Vernacular was translated into “black language” ($£1%) in
Chinese. It'sa word game, as “vernacular” literally means “lan-
guage of slaves,” although it has become something different.
The correct word would probably be “spoken language” (Hi&).
“Blacklanguage” hasbecome Lengua Negrain Spanish, literally
“black tongue,” but also implying common or bad speech. This
process of translating the spirit of the name reflects part of the
project’s main approach. It’'s also writes a biography, of sorfs.

289

Pacific Standard Time

LA/LA



290

HREY

1N E:Y

BRZ: EX M REPESHNEEM2 A7

HEE: (F&3) XM RENZMESHEKREME
EARRLEIBEREBREAFNEN ., XERMNS—1
EFZ ARSEE BN EEER, NESEILES
PEGE . IS RAI -+ B IX Lo o) BRER 2 55 2 A4 SE(H E
ZARERZXNEA, HRGFREMERRAIXNRENIRE
HRE, MESSFHHR R NAER R REEM,
BIERR T NF 5SXBRINAEARBREPRAETSE R
MR, (®/EBM)

KH: What is the importance of language in the current project?
JYP: The core concept of Performing a Verb is the transformation
of performativity into different meanings in different practices.
It's another ambiguous term taken up in many different fields,
from linguistic theory into identity politics and, in the past ten
years or so, into art speak. I'd describe performativity as the
prototype or archetype of the project. Games with language
are part of the curatorial basis of the project. That is how words
and practices are interpreted and reinterpreted in different
contexts.

BIERRMERZAREBEHEIREEHEE

A special edition box set by artist Cheng-Te Chin,
commissioned by Vernacular Institute

TEREYE “B SR i RS A SR EAR R B Z b, Ay
ARSI E L. dubMIb A ERIE SR E R AT BTk . A
LEAP—& M H57,

Aside from the Chinese-Jamaican artists in “Circles and
Circuits,” the Chinese-Jamaican community is well-known
for its contributions to reggae, dub, and other globalized

music forms. LEAP turns on and tunes in.
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ERBHEN R ERNBEIBRTEIISE T (Lord
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BATERERES XK -REX (Jimmy Cliff) 5483 -5
F (Bob Marley) B9ZEEFFIFL (Leslie Kong) o M (3232
TFSLHN) W2 =8 ER “FN " SCFRES - Bk (Vincent

“Randy” Chin) H&, XRIFHF AT BIRVPIEHE]
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TAELER, EREQFLINBATAMERAZY
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FETERNFEA, KSR ATEMLER, "hERH"
BUERX FBI5_ DB, LanNamaTeBEEA

W ARN, &1 il
Out of Many,
One Music

V5K

Christina Xu

Three centuries of British rule came to an end in Jamaicain
August, 1962. The newborn island nation adopted an optimis-
tically multicultural motto—"0Out of Many, One People”"—and
began to construct a new national identity, both politically and
culturally. It was also a prolific time for Jamaican music, and two
songs soon emerged as the unofficial anthems of Jamaican
nationalism: ska king Derrick Morgan's *Forward March” and
Trinidad-born calypso singer Lord Creator’s “Independent Ja-
maica.” In the decadessince, music has become the proudest
part of Jamaican identity, and Jamaican music has profound-
ly shaped most genres of contemporary popular music, from
punk’s unmistakeable ska inheritance to hip hop and grime’s
ongoing dialogue with dancehall, to say nothing of reggae’s
rhizomatic conquering of the world.

What's less known is the integral role Chinese Jamaicans
have played throughout this history, starting at the very begin-
ning. Those two anthems of Jamaican nationalism? “Forward
March” was released on Beverly’s, a legendary record label,
run by Leslie Kong, that launched the careers of reggae super-
stars like Jimmy Cliff and Bob Marley. “Independent Jamaica”
was recorded by Vincent *“Randy” Chin, whose record label,
Randy’s, would grow intfo VP Records, the largest distributor of
Jamaican music in the world.

The first significant Chinese population in Jamaica were
Hakka indentured servants imported by the British in the late
1800s to fill the labor vacuum created by the abolition of slavery.

291

Pacific Standard Time

LA/LA



292

HREY

1N E:Y

KRR IEFHIEE, lEE PEMBRE SEFLINAR
AR, TR EDER. ElR. RESERES, LUk
TR IS %, XEHNBESDE L EEIT,
AMESNARERRBATHENSMIETE, SIMD
BAMERPHRE THESHINRNRE, NES
FINME=PNFTZABEFENS, MM EESEH
EERE. AL eH5£162,

BRTHINER, F8 _tHHLA+F4, FX
MEAR L& RFFIEEL B, LENEBETRAS
EAl[=paukiva

78 - £ (TomWong) R &RBAE R IR
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F - IRET (Hedley “Deadly” Jones) FIRIBMRES
M, L&t wERABE—HMNERTEREER,
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HEMFZESUEBENIEE T HIES D, 11
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RHESR, LR TRSERAREH, SEE1E/RET
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Those who served out their terms and stayed mostly became
merchants. “"Chiney shops” quickly proliferated across the is-
land, bolstered by laborers from China brought over by the
merchants themselves. As the Chinese community grew in size
and economic power, they coped with anti-Chinese sentiment
by creating their own schools, hospitals, newspapers, and social
clubs. These institutions, a few of which are sfill operational today,
kept the community’s sense of identity and culture strong even
asits families became increasingly multiracial. Today, there are
34,000 ethnic Chinese currently in Jamaica, with many more in
the diasporic hubs of Miami, New York, London, and Toronto.
By the time Jamaica began to develop a nascent domes-
fic music industry in the 1950s, Chinese-Jamaican merchants
were particularly well-positioned to participate.
One early entrepreneur to cross infto music was Tom Wong,
a half-Chinese hardware store owner who began to take his
audio equipment out to house parties and dancehalls as a way
to make some extra money in 1950. With high-quality speakers
built by Afro-Jamaican engineer Hedley “Deadly” Jones and
American R&B records the local radio stations wouldn’t touch,
Tom the Great Sebastian became the leading sound system of
the day, establishing a popular circuit that drew regular crowds.
Other Chinese Jamaicans turned their startup capital towards
production and distribution, investing in recording equipment
and trusting their ears to find young artists to promote. In 1961,
ayoung Jimmy Cliff entered Leslie Kong’sice cream parlor and
record store with a song, hoping to convince Kong to finance a
recording. The two decided to start a record label named after
the shop, Beverley’s. Over the next decade, Kong produced
international hits like the Maytals’s "54-46 Was My Number” and
“Pressure Drop,” Desmond Dekker’s “Israelites,” and the very
first Bob Marley records, "Judge Not” and "One Cup of Coffee.”
Many of the artists Kong recorded were fiercely loyal to him,
fo the point of causing a high-profile feud on one occasion. After
the success of Derrick Morgan’s “Forward March,” rival producer
Prince Buster accused Morgan of stealing a saxophone riff, and
released a song called “Blackhead Chiney Man” in which he
sings: “Are you a Chiney man or are you a blackman? / It needs
no eyeglass to see that your skin is black.” Morgan and Kong
quickly responded with "Blazing Fire,” which became a hitinits
own right, and the back-and-forth continued for several more
songs until the government interceded with a staged recon-
ciliation photo to stop clashes between fans of the two artists.

EHFHREANFEREFETREETEREAR
MR, BRKBT BRRAZENT, BMERE MIH
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AN FRERERZEVP, R — M EFRERUE
TR IPEISEIK, M BRINIFSAE LIS FIEBIINGE, 18
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XSRS RS 2T, TEEEE AL BEERIE
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FI75 (Ras Gabre Selassie) —E 2 SHRE RS M
IR, RS FF/REE (Carlisle Lee) , RAIEEAR
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Though Beverley’s folded with Kong’s untimely death in
1971, other Chinese Jamaican-run labels from that era have
persisted. VP Records got its start as Randy’s Records shop in
Kingston, run by husband and wife team Vincent and Patricia
Chin. It grew to include a recording studio before relocating with
the family to Jamaica, Queens, in the mid-1970s; since then,
VP hasremained a family business even as it grew fo represent
nearly every significant artist in reggae and dancehallin the last
two decades and acquire its largest competitor. Two of Vincent
and Patricia’s sons, run the businessanother, Clive, is a renowned
producer known for being a pioneer of dub music who recently
toured China, playing shows in Shanghai and Hong Kong and
collaborating on an EP with Guizhou-born singer ChaCha.

This story originally captured my interest as a young Chinese
American amazed to see myself represented in a dialogue that
has never included us in the United States. It’s taken on extra
significance as a new wave of Chinese migration hits the Carib-
bean, fueled once more by Chinese businessinterests but with
a very different global power dynamic in place.

Chinese Jamaicans continue to be influential in music fo-
day, in Jamaica and at the far-flung edges of its diaspora. Ras
Gabre Selassie, born Carlisle Lee, has been centralin Kingston'’s
reggae revival over the last two decades—first as a sound system
and radio DJ with Rockers Sound Station, then as the proprietor
of Dub Club, the only venue dedicated to roots reggae and
dub music in Kingston. Dwayne “Supa Dups” Chin-Quee, a
Chinese Jamaican DJ and producer who grew up in Miamiand
co-founded Black Chiney sound system, is a Grammy-winning
producer on albums for Drake and Bruno Mars. Vocal power-
house Tessanne Chin won the popular singing competition The
Voice in 2013.

These Chinese Jamaicans, all several generations removed
from migration, speak in perfect Patois rather than Hakka or
Cantonese. Many have just as much claim to bBlack, Indian,
or Lebanese heritage as they do Chinese,

But | hope that the new wave of Chinese migrants to Ja-
maica will learn about their story and wonder: about the work
of living alongside and then joining a group of strangers; about
what it means to be Chinese, or Jamaican; about alternative
endings to colonialist stories that result in mutual prosperity and
shared identity.
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One of the pitfalls of museum practice is the tendency to use
the aesthetic and conceptual value systems of the present
to reflect on the past. Visiting an exhibition on luxury in the
ancient world, LEAP smells something interesting. “Golden
Kingdoms” is on view at the Getty Center through January

28, 2018.

EEEDD (Getty Institute) 2B =15 " KFEH¥
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EARNE AR T
Art as Nature’s
Competitor

[
Lucy Chinen

One of three Pacific Standard Time exhibitions opening at
the Getty Institute is *Golden Kingdoms: Luxury and Legacy in the
Ancient Americas.” Exploring the pre-Columbian Americas, this
internationalloan exhibition showcases arts from the royal courts
of the Mayaq, Inca, and Aztec from about 1000 BCE to the arrival
of Europeansin the early sixteenth century. The exhibition covers
the invention of metallurgy in the Andes and its expansion north-
ward into Mexico. Combining skilland art, people of the ancient
Americans practiced metallurgy not just for pure function (in the
creation of weaponry, tools, or coinage) but as an alchemic
creative art, technologicalin its discovery.

Before science and technology were at war with nature,
medieval Europe saw art as nature’s competitor. The illusionistic
power of art, while displaying the artist’s mimetic skill, was also
deceptive, in that it fooled one into thinking the artist had recre-
ated nature. Sculptors used the processes of casting and mold-
making to make reproductions of reptiles, insects, and plants.
Moldmaking was analogous to the natural process of fossilization;
casts of lizards, toads, and snakes were not replicas of animals,
but replicas of fossils. Ceramics was a manipulation of moisture
within clay to turn into stone. Weavers mimicked the weaving
of spiders in nature, and architects replicated the nest-building
techniques of birds.

William R. Newman, author of Promethean Ambitions: Alche-
my and the Quest to Perfect Nature extrapolates: “*Always aware
of the potential charge that they too were engaged in a sort of
tfrompe |'oeil trickery, the medieval and early modern alchemists
explicitly claimed that their discipline perfected nature rather than
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merely imitating it.” A distinction was made between two types
of art—not between fine art and decorative art, but mimetic art
and perfective art. Based on the ideas of Aristotle, perfective
art, as opposed to imitative art, perfected natural processes and
brought them to a state of completion not found in nature itself.
Unlike painting or sculpture, alchemy was an art that sought to
reproduce natural products, not just a simulation——a perfective
art that would create physical object.

Art historian Kristen Chiem reflects on techniques that traveled
cross-culturally, influencing new forms; “*Granulation (a technique
whereby asurface is covered in spherules or granules of precious
metal) and filigree—seenin the Mediterranean—appear to have
tfraveled along the Silkk Road. ... These prized imports clearly in-
spired new forms of Korean-made luxury goods for use in both
life and death.” Evidence of communication and reinterpretation
via decorative objectsisseenin the technological and historical
development of Chinese ceramics. By the seventeenth centu-
ry, millions of Chinese and Japanese porcelains were imported
into Europe, spurring an exchange of technology, shapes, and
designs that remains unparalleled in world history. Chinese pot-
ters copied European wooden, glass, and metal vessels, while
Chinese shapes, such asthe teapot, were intfroduced to Europe.

Joanne Pillsbury, co-curator of *Golden Kingdoms,” explains
why artistic exchange across regions so readily occurred within
the decorative arts; “Luxury arts, as fraditionally defined, are not
only of high value, they are also relatively smallin scale and light
in weight: qualities that make them worth fransporting over great
distances asroyal gifts, trade items, or devotional offerings.” Aside
from the prominence of gold and silver, the artists of the ancient
Americas and east Asia created works of art made from shell,
jade, and textiles, materials that were considered even more
valuable than noble metals. Pillsbury emphasizes this point. “For
the Aztecs, who flourished in the lands that are now Mexico and
Guatemala, feather-working was considered a higher status oc-
cupation than gold-working, and the rarest feathers, including
the iridescent green feathers of the quetzal bird, were reserved
for the Aztec emperor himself.” New discoveries like this reveal
the tension between what we now think of asinherent or univer-
sal value, and what was prized by the many civilisations before
the arrival of Europeans in the sixteenth century. While the rep-
lication of nature within the material and pictorial elements of
decorative, luxury arts appear to be a devotion to nature, the
discipline of alchemy germinated a reassessment of the relation-
ship between the artificial and natural worlds by late antiquity.
Likewise, if the western world has assumed a preference for one
over the other, it is worth recalling that this preference is cultural
rather than universal.
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Beatrice Glow, a Taiwanese-American artist based in New
York, has spent years exploring Asian diasporas—migratory,
linguistic, cultural, and otherwise—across Latin America.
LEAP looks at her latest efforts at bridging southeast Asia

and the Americas.

MEE 2 - 1% E (Beatrice Glow) BIZKFMLEH
x, WP LEEBATARL EEBZ I, BLAHMNBR
TRIET B, HERESISHIKEERR, B2 52
INARERRENM AW EIESRA " EEIFIEEK” , M
BB17S LA RT1972F B B EREE 290004
B IREAHER, RATREE SZERERNEIGRZ
—. BE (EAE—HUBREZENEBATL, 2—8
PAR, N TR A TR SRR SFBEN
HERE M GEIIEHMIE) (2008-2009) . (iFRtE
¥iEY) (2013) A1 (FREDEIBIE) (2015) SAERFALUE
t, N TIESEFEX, FHEBIEA— MR, T8
b IETEAIERY (Rhunhattan: SXUEBIE) BY, whialFk: “ S5
BzLhLE=?"

XPNRBE2015F%F2 “ Rhunhattan (RE)”
, BHETRRABBRENM A LEHNEESRE, T XE
BRSO RTES P, 2T — PR ERAERII/N
R BRUINEEEHNERI—MEEERNPZAK
B o FEBBERNUNhattan BB AT RE A, IAEDEAEED
MERMZBE T—EDRE, L IRERTHKHTEI667
FE—BE, MLNRIDAS AN RATEEEHE
IBRE IR, X LA R E R LA 28R S B
YDABE BT = o X h 2 H 84S B 1T 25 B
THAHRER, 19t LR, ERMSHENE BT
i+ IS EER FRSENE—RR, XEEE
KSR IR EIRHIESE, (ESERET,
FRERETREBANSR S, ) XEHEEETERRE

ERBNBRE

Rhun Island
Photo: Alexandre Girardeau & Beatrice Glow

i
The Low Seas

o R
Hera Chan

From Beatrice Glow's eye level, the horizon is visible to a
distance of 4.7 kilometers. Beyond that, we leave to the utopic
imagination. This usually consists of a body of water containing
islands. What was once conceived of as the end of the world
has been reimagined as “"The Blue Marble,” an image made by
the Apollo 17 crew in 1972 at a distance of 29,000 kilometers from
the Earth’s surface that has become one of the most reproduced
images ever. Glow, a second-generation Taiwanese immigrant o
the United States, works as an artist franslating the older histories
of frade and migration in globalized culture. In Retracing Coolie
Geography (2008-2009), Migratory Museum (2013), and Floating
Library (2015), she makes work that feels the ocean, producingit as
asite. In discussing her ongoing project Rhunhattan: A Tale of Two
Islands, she asked me: “What is the historical weight of islands?”

The project wasinitiated in 2015 with *"Rhunhattan [Tearoom),”
an exhibition that featured a ceramic tea set bloodied by acryl-
ic paint and decals. She hosted scent-based gatherings in this
makeshift recreation of a colonial salon, but what she is working
on now feels more like an assemblage. In franslating the story of
Rhunhattan, she draws aline from the Banda Islands to Manhat-
tan. The Dutch and British came to a standstill in 1667, while the
Bandanese and Lenape people followed the ping pong ball of
fate. These colonial enterprises ultimately exchanged Manhattan
for Rhun, giving stewardship of the Banda Archipelago overto the
Dutch. What was Nieuw Amsterdam became New York. During the
mid-nineteenth century, these ten volcanic islandsin present-day
Indonesia were the world’s sole source of nutmeg. This is a story
about the birth of globalization during the Spice Wars. (In Glow's
terms, spice is that which is traded for its exoticism.) The forma-
tion of this cross-Pacific exchange was enabled by an inherently
violent process that displaced the real stewards of these islands.
Rey Chow describes the atomic bombings by American forcesin
World Warll as an epistemic event wherein the world as we knew
it became mediated by visual representation and virtual reality.
Glow's project, in the service of misplaced histories, explores the
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fates and futures of the Bandanese and Lenape through virtual
reality and multimedia.

Last spring, she began recording in the Banda archipelago
with Alexandre Girardeau. Now, they are filming in New York.
Rhunhattan integrates 360-degree videos and two-dimension-
al videos built into 360-degree environments. Archival image-
ry of seventeenth-century maps, engravings, and treaties does
not escape colonial forms of producing sites, but they feel out-
side of their time of power once woven into a contemporary VR
landscape. Moving away from forms of media that rely solely
on semiotic production, Rhunhattan gives the viewer tools to
explore these narratives through systems thinking. In integrating
stories told by native culture bearers, scholars, activists, artists,
and ecologists, Rhunhattan teaches you to scrape the depth of
your ownimaginary oceans. From the surface of the oceanto the
surface of your screen, the project probes an involvement with
history that extends the ethical dilemmas of trading. The natural
environment and media environment begin to produce each
other, and the timing is off.

Islands are easy to imagine as territories. They have been
dumping grounds for the worst colonial ventures, and act as nodal
pointsin afield of exchange. What one encounters on the island
becomes source material for knowledge production. The island
as a site of reinvention—from tourism to exile. Our very model of
territory comes from islands seen as containers within the larg-
er container of the sea. Standardization yields greater reward.
(The standardization of shipping networks built New York.) Chris-
tina Varvia proposes a study of The Blue State, “imagined with a
unique border line, the horizon.” Today, shipping routes are heavily
guarded by the interests of nation states. Under the surface, the
ocean remains an autonomous zone—accessible only with tech-
nology. Letting the timing of the natural environment hold hands
with the accelerated temporality of media, Rhunhattan creates
experiences for a system that cannot image itself.
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Leaving the Real Behind:

The Landscape of Art

and the Exhibition System in 2017
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| would like to talk about art’s spectacularization and the
exhibition system through a reading of three major artworks
in three locations in the summer of 2017.

The first piece is Danish-lcelandic artist Olafur Eliasson’s
“Green Light” project over at the Venice Biennale. This pro-
ject appeared in the Biennale’s Italian Pavilion—it is an invi-
tation to several dozen North African refugees to use recy-
cled materials to build a series of green lights, designed by
Eliasson, in the Pavilion, which is supposed to become a kind
of community hub—these lights will then be sold for EUR 250
, each. The plan is to donate the proceeds to refugees.

The second piece is Argentine artist Marta Minuj n’s The
Parthenon of Books, showing at Documenta 14 in Kassel.

This piece uses a hundred thousand banned books from
every language to build a latter-day Parthenon. In 1983,
after the Argentine dictatorship fell, Minuj n completed the
work’s previous incarnation, ending it by razing the structure
and allowing viewers to take whichever books they wanted,
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= EREEAEMSSBUANE, B ARIE
AT B S BTV XAE BT B2 aa@ i R A E A
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B> M SRAS B RN R, XL 3 RIS SKIE RiH IiE T
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thereby “setting the books free.” The third piece is American
artist Barbara Kruger’s piece at Art Basel’s Art Unlimited. The
piece is a red vinyl sign printed with the words, "Our peo-
ple are better than yours. More intelligent, more powerful,
more beautiful, and cleaner. We are good and you are evil.
God is on our side. Our shit doesn’t stink and we invented
everything.”

The three pieces all deal with sociopolitical problems
(whether deliberately or accidentally). Bracketing, for now,
how Eliasson’s geometric lights have passed through a net-
work of markets to enter the collections of the world’s super
rich, and bracketing the question of whether the refugees
are allowed to express their own thoughts on the labor that
they have ostensibly been “invited” to do, | cannot refrain
fromm mentioning that the sight of the refugees, under the
skylight dome of the Italian Pavilion, toiling away at these
Eliasson lamps, and sometimes looking out at us, made me
feel awful. | could not help but think: “inviting” these refu-
gees to work, on-site, for six straight months—was that really
necessary?

Marta Minuj n’s piece, which rebuilds of her 1983 struc-
ture, has already become representative of this year’s
Documenta, according perfectly with the exhibit’s technical
demands as well as its theme of “returning to Athens.” This
Parthenon of books, like the last one, is supposed to serve as
monument to artistic freedom. The piece’s location—Frie-
drichsplatz—seems to have been picked extremely delib-
erately: during the Nazi era, more than two thousand books
were destroyed here. The library here was burnt down during
the second world war, and another three hundred and fifty
thousand books were lost. But none of these facts answers
an importunate, but necessary question—why is the struc-
ture is so big? Minuj n’s Parthenon is heavier than the actual
Parthenon, and this time, all the books which comprise it are
sealed in plastic—one senses that viewers will not be al-
lowed to take them away—and then, when it transpires that
this exhibit has put the organizers into a EUR 7 million defi-
cit, and that they face bankruptcy, the whole piece seems
much more ridiculous.

If we say that exhibitions, especially bi- and triennials,
have already become part of the culture industry, then the
route art takes to the public, in our age, is that of spectac-
ularization. This kind of spectacle-making distracts us from
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Courtesy the artist

the anemia and powerlessness of conventional liberalism
and moralism. It hides the real societal evil. i ek says, in
Violence, “the true evil of our societies is not their capitalist
dynamics as such, but our attempts to extricate ourselves
from them—all the while profiting—»by carving out self-en-
closed communal spaces,” which allow us to feel that we've
gone outside of capitalism, all while making loads of money.
Barbara Kruger’s piece, on the other hand, is an anti-spec-
tacle: simple, direct, and cruel. It is a three-meter tall sign
heartlessly painted with politically incorrect slogans, words
which respectable folks wouldn’t say out loud but might
think privately, words which are, despite their silence, always
with us. In the biennale and the art fair, her sign designates
a space of privilege, one which exposes the hypocrisies of
Eliasson and Marta, of the air of self-satisfied exclusivity that
reigns at the Biennale and Documenta. And the topic being
so hotly debated at these elitist events is is answered by a
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crotchety old left slogan in Art Basel’s commercial area. The
irony is incredible.

Aside from spectacle and anti-spectacle, inclusive and
exclusive spaces, there is another, deeper tension between
Eliasson’s philanthropic gesture and Kruger’s anfi-slogan.
Oscar Wilde makes the point in “The Soul of Man Under
Socialism”: *Just as the worst slave-owners were those who
were kind to their slaves, and so prevented the horror of the
system being realised by those who suffered from i, and
understood by those who contemplated itf...at last we have
had the spectacle of men who have really studied the prob-
lem and know the life—educated men who live in the East
End—coming forward and imploring the community to re-
strain its altruistic impulses of charity, benevolence, and the
like. They do so on the ground that such charity degrades
and demoralises. They are perfectly right. Charity creates a
multitude of sins.”

These are the problems faced by contemporary art
and its political agenda. If we are only able to scratch the
surface of these problems, and fail to look at their political
economy, the structure of rampant, late capitalism, if we do
not seek fo understand the state of art today and the trans-
fer of artistic capital as a reflection of the political situation
or the myriad connections between globalism, nativism,
conservatism, populism, and neoliberalism, then our actions
can only be blind and effectual. This year’s Venice Biennale
is an example. The biennale’s theme—Viva Arte Viva; long
live art—seems to suggest hope for a return to the human,

a return to art qua art, to a return down-to-earthness, to

the old mission of solving art’s problems artfully, not merely
by throwing money at it. Yet ftoday, humanity and art have
become impossibly complex, and in the process of becom-
ing; the world is scarred and pitted by the tracks of capital’s
expansionism. If we do not respond to the questions now, if
we only think abstractly about humanity and art, then we
reduce the Biennale to nothing more than a clone of Art Ba-
sel, reduce both to nothing more than parts of capitalism’s
network. Walking in the Biennale’s opening ceremony, each
night one sees different galleries celebrating their inclusion
in the Arsenale or in one of the national pavilions, throwing
lavish parties, where the mutual congratulations of artists,
gallery owners and collectors give one asense of d j vu, of
dislocation—is it Venice, or Basel, we're in?
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This dislocation was vindicated by Lu Jie’s excellent
interview this June. He said, “In 2017, art’s epistemology, its
praxis, are going to experience sudden changes, increased
contradictions—the proof will appearin 2018. The large
condition is massive changes in political economy; the par-
ficular one is that art’s ideology, superstructure, and base,
long-quantified, will finally reveal their wrinkles. At the very
least, this should be the last time people debate Documen-
ta and Venice so hotly. Just how ineffective the system is will
finally be felt.” "Lukewarm Values, Anemic Ecologies: Can
Contemporary Art Revive ltself?"

It is obvious that the old system of art exhibition is mori-
bund. If, however, we do noft reflect and theorize this system,
our future efforts are doomed to failure. The fiercest debate
this summer has been that surrounding the China Pavilion.
Compared to the last few years, this massive pavilion has
undergone a real makeover—gone is the aura of dirty com-
merce between crooked businessmen and politicians, to be
replaced by more wholesome, conventional exhibition fare.
It's a real shame that the curatorial philosophy, the pieces’
formal aspects, and the rich visual experience notwithstand-
ing, the curators could not separate their work in a meaning-
ful way from knee-jerk nativism and nationalism. In reality,
such a move only increases Chinese art’s isolation from the
rest of the world. It's a shame, too, that in this weeks-long,
ad-hominem laden debate, the vicious, slanderous back-
drop of social media ruined the possibility for serious de-
bate. Given the chance, we might ask whether the narrative
behind the national pavilion was an autonomous choice
made by the curatorial feam, whether it was simply a bow-
ing-down to the will of the nation-state, or whether it was
a group of individual artists” attempt to imagine what their
place in the international art community, their relationship to
the party line, might be.

The process of theorizing the system is as complex as
the system itself. When we theorize, we must ask ourselves,

where does our task begin? What are the

“wrinkles” that Lu talks about?

Anne Imhof’s performance piece in the
German Pavilion is certainly one of the bright
spots of the summer. The performance, housed
in a pavilion is called Faust. In it we can see the
combination of a prison, hospital, school, and
S&M dungeon. Numerous black-clad figures
(most of them Caucasian) walk past you like
corpses, separating you from the crowd. This
cold, militaresque provocation causes the view-
er fremendous anxiety. This anxiety is nameless
and immanent; it is a kind of historicald j wvu,
or rather, a deja connu. It is the inescapable
anxiety of living in our massive, mutating pres-
ent. All of its energies and powers come pre-
cisely from its indeterminacy, from its relations
with a reality af once graspable and invisible.

The other bright spot is Fondazione Pra-
da’s “The Boat is Leaking. The Captain Lied.”
This is a special fransmedial project made
collaboratively by curator Uto Kittelman, artist
Thomas Demand, costume designer Anna
Viebrock and film director Alexander Kluge.
The exhibition’s theme was thought up by

Anna Viebrock, for a production by the Deutsches Theater,
which ended up throwing out her pieces in Mexico. After-
wards, Fondazione Prada shipped everthing fo Venice.
Everything in “The Boat is Leaking” happens on the set of
stage. The viewer moves between a court, a hospital, a bar,
and a theater, and the layout of the place makes is so that
you are always uncertain of whether you are looking at a
prop or an object from everyday life, uncertain of whether
the people moving around are viewers or performers. In this
three-story, eighteenth-century palazzo, “The Boat is Leak-
ing” reminds us again and again to think about the relation-
ship between fruth and lie, asks us to imagine a world where
lies have triumphed utterly over truth. What would this world
look like? Of course, the answer starts first and foremost with
artistic lies.

The brilliance of Faustand “The Boat is Leaking. The
Captain Lied,” is their upending of the logic of spectacular-
ization, especially the production of the spectacle of politi-
cal correctness, pieties in which conceptual art deals far too
often. These works are shocks to this anemic, hypocritical lip-
service. It is in these very shocks that they realize their project
of negation of the present, to not let reality lead them by the
noses. Rather than the tired old artistic interventions pos-
fures, they choose to depict, and intervene in, the troubles

and anxieties of this age.(transiated by Henry Zhang)
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