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Aaron Young's artworks rely on the aftereffects of dynamic, energetic, and sometimes even dangerous
performances. He hires participants stereotyped as marginalized rebels, such as skateboarders and motorcycle
riders, to perform various stunts in exhibition spaces on specially prepared platforms—such as the performance
Arc Light for the exhibition, for what you are about to receive. Like Steven Parrino, Young uses destructive
actions as generative force; the traces of his ephemeral acts are recorded as videos, drawings, sculptures, and
photographs to constitute artistic artifacts.

The artist describes the work as "very performative video-pieces but they take on a more sculptural feel. The
action is simple: I kick a video camera through a site that is embedded with sociological elements, which I try to
question through my practice. I chose Red Square as the site to work in Moscow. The square is interesting as a
kind of high/low, new/old dichotomy of a new capitalist regime, with the most expensive World-brands of
fashion, design and architecture creeping in like a drug that everyone is forced to take but hasn’t been tested long
enough to know the effects. All of this is in direct opposition to an almost outdated value system represented by
Lenin’s tomb across the road. After summing up this pyramid of power and history, having it laid out in a
square where there can be a final point… me as an American here performing a very minimal, radical action of
kicking a camera over time within those parameters. The camera breaks down within three to four minutes,
creating a time-based situation: the image that is being recorded disappears kick after kick and visually erases all
the embedded history, the politics… the finished work lends itself to a social/cultural amnesia that I find exists
in this place."

Aaron Young
b.1972, United States
Never Leave Home Without It (2007)
Video
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Abraham Cruzvillegas is known for elegant constructions of found material including what he describes as
“wool, sheep shit, chicken wire, discarded furniture, cardboard, stones, grass and my own hair.” These materials,
as well as the content and presentation of Cruzvillegas’s work, reflect the practices—like protest songs and self-
built homes—of a marginalized world pushed aside by private property and capital. In some projects this aspect
is underscored by elements of public performance and collaboration.

Tres Cadencias in English is “three cadences.” This 2005 work is an installation comprised of three strings of small
felt flags that can be hung in variable configurations. Whereas these kinds of flags often represent professional or
amateur sports affiliations, here Cruzvillegas turns such signs of team loyalty into a visual metaphor for a
linguistic or musical structure by combining two simple, common objects. As the banners sag from the chords
they create a visual harmony that represents falling inflections, musical chords, and individual notes that
comprise a piece of music or a spoken phrase.

Abraham Cruzvillegas
b.1968, Mexico
Tres cadencias (2005)
Printed pennants and nylon thread
Variable dimensions
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Abraham Cruzvillegas is known for elegant constructions of found material including what he describes as
“wool, sheep shit, chicken wire, discarded furniture, cardboard, stones, grass and my own hair.” These materials,
as well as the content and presentation of Cruzvillegas’s work, reflect the practices—like protest songs and self-
built homes—of a marginalized world pushed aside by private property and capital. In some projects this aspect
is underscored by elements of public performance and collaboration.

Wright Imperial Hotel (2004) is a bow and arrow made out of feathers, a São Paulo phone book, and other
materials. The title is a reference to a building Frank Lloyd Wright designed for Tokyo, which was completed in
1923. In its heyday, which lasted until after World War II, the hotel was reserved for elite personnel, many of
them foreigners. With the passage of time it came to be seen as outdated and dingy, and it was demolished in the
1960s. Cruzvillegas’s work ironically and humorously symbolizes the hotel imposing presence. He presents us
with the ultimate symbol of democracy—a phonebook—pierced with arrows. The sculpture is a symbol of
solidarity imperiled by imperialism.

Abraham Cruzvillegas
b.1968, Mexico
Wright Imperial Hotel (2004)
Wood, feathers, henequen cord, stone arrows
and paper collage
22 1/2H x 21W x 4D inches (57.15 x 53.34 x
10.16 cm)
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Born and raised in Chicago, Adrian Wong was originally trained in research psychology at Stanford University.
He began making and exhibiting work in San Francisco while concurrently conducting experiments on young
children for his Masters degree. Wong’s training in psychology made him aware of the limitation of research
methodology, which ultimately redirected his interest to other aspects of his research subjects: “I’m not looking
for universal facts; I’m looking for more subjective and affective entry points.” He has been based in Hong Kong,
S.A.R. since 2005, where he is the co-founder and director of Embassy Projects, an arts consultancy and
independent production studio. His installations, videos, and sculptures draw from varied subjects and explore
the intricacies of his relationship to his environment. These relationships, often relying on collaboration with
subjects, take on modes of the experiential, historical, and cultural, at times, filtered by fantastical or fictionalized
narratives.

Untitled (Grate I/II: Shan Mei Playground/ Grand Fortune Mansion) is part of a series drawn from architectural
objects that mark the boundary of public and private spaces Wong encountered while strolling in Hong Kong.
Intrigued by the accidental preservation of historical building material by renovations and rebuilding, Wong
began paying attention to the experience conveyed by layered forms accreted to affect the visual historicity of a
space. The geometric forms in the piece are welded together as a composite replica of a metal grate from a
children’s playground next to Wong’s studio, a security grate door from his apartment complex, and the
latticework that holds an air conditioner from an electronic store, and a front grate from an elementary school on
his bus route. This melding is a recognition of objects that normally recedes into the background of one’s
experience in the city by recognizing their role as partitions that break visual fields into parallax spaces or planes
of movement.

Adrian Wong
b.1980, United States
Untitled (Grate I/II: Shan Mei Playground/ Grand
Fortune Mansion) (2012)
Steel and enamel
60H x 60W x 5D inches (152.4 x 152.4 x 12.7
cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

Adrián Villar Rojas
b.1980, Argentina
From the series Two Suns (2015)
Modeling clay and epoxy putty
7 1/4 x 11 x 31 7/8 inches (18.5 x 28 x 81 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

These drawings are part of a larger series entitled Las Mariposas Eternas (Eternal Butterflies, 2010). They are studies
for large sculptures that explore the role of monuments and emblems in the configuration of Latin American
national identities.

Adrian Villar Rojas
b.1980, Argentina
From the series “Las Mariposas Eternas” (the
Eternal Butterflies) (2010)
Graphite on paper
15H x 11 3/16W inches (38 x 29 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

These drawings are part of a larger series entitled Las Mariposas Eternas (Eternal Butterflies, 2010). They are studies
for large sculptures that explore the role of monuments and emblems in the configuration of Latin American
national identities. This drawing reproduces an equestrian statue of Juan Lavalle, one of Argentina’s
independence heroes.

Adrian Villar Rojas
b.1980, Argentina
From the series “Las Mariposas Eternas” (the
Eternal Butterflies)  (2010)
Charcoal on paper
62.99H x 43.31W inches (160 x 110 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

These drawings are part of a larger series entitled Las Mariposas Eternas (Eternal Butterflies, 2010). They are studies
for large sculptures that explore the role of monuments and emblems in the configuration of Latin American
national identities.
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

These drawings are part of a larger series entitled Las Mariposas Eternas (Eternal Butterflies, 2010). They are studies
for large sculptures that explore the role of monuments and emblems in the configuration of Latin American
national identities. This drawing shows a Japanese anime character riding a monster, suggesting how an
equestrian monument in a globalized future would look like.

Adrian Villar  Rojas
b.1980, Argentina
From the series “Las Mariposas Eternas” (the
Eternal Butterflies)  (2010)
Charcoal on paper
62.99H x 43.31W inches (160 x 110 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

Adrian Villar Rojas’s sculptures and drawings envision the end of human civilization. Based on historical
prophecies and fantasy, the artist creates apocalyptic scenarios that posit an enigmatic world plagued by social,
political, and environmental upheaval. Untitled (Set of Six Drawings) (2012) is an intricate watercolor of a child
sitting cross-legged with its head stuck inside a giant mask resembling a duck head covered with eyes. It looks
like a scene snatched from science fiction or a surreal dream; it is tempting to see in it some kind of warning sign,
or an ominous vision of the future.

Adrian Villar  Rojas
b.1980, Argentina
Untitled (2012)
Graphite, Chinese ink, inkjet print on paper
11.46H x 8.27W inches (29.1 x 21 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

Adrian Villar Rojas’s sculptures and drawings envision the end of human civilization. Based on historical
prophecies and fantasy, the artist creates apocalyptic scenarios that posit an enigmatic world plagued by social,
political, and environmental upheaval. Untitled (Set of Six Drawings) (2012) is an intricate watercolor of a child
sitting cross-legged with its head stuck inside a giant mask resembling a duck head covered with eyes. It looks
like a scene snatched from science fiction or a surreal dream; it is tempting to see in it some kind of warning sign,
or an ominous vision of the future.

Adrian Villar  Rojas
b.1980, Argentina
Untitled (2012)
Graphite, Chinese ink, inkjet print on paper
11.46H x 8.27W inches (29.1 x 21 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

Adrian Villar Rojas’s sculptures and drawings envision the end of human civilization. Based on historical
prophecies and fantasy, the artist creates apocalyptic scenarios that posit an enigmatic world plagued by social,
political, and environmental upheaval. Untitled (Set of Six Drawings) (2012) is an intricate watercolor of a child
sitting cross-legged with its head stuck inside a giant mask resembling a duck head covered with eyes. It looks
like a scene snatched from science fiction or a surreal dream; it is tempting to see in it some kind of warning sign,
or an ominous vision of the future.

Adrian Villar  Rojas
b.1980, Argentina
Untitled (2012)
Graphite, Chinese ink, inkjet print on paper
8.27H X 11.46W inches (21 x 29.1 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

Adrian Villar Rojas’s sculptures and drawings envision the end of human civilization. Based on historical
prophecies and fantasy, the artist creates apocalyptic scenarios that posit an enigmatic world plagued by social,
political, and environmental upheaval. Untitled (Set of Six Drawings) (2012) is an intricate watercolor of a child
sitting cross-legged with its head stuck inside a giant mask resembling a duck head covered with eyes. It looks
like a scene snatched from science fiction or a surreal dream; it is tempting to see in it some kind of warning sign,
or an ominous vision of the future.

Adrian Villar  Rojas
b.1980, Argentina
Untitled (2012)
Graphite, Chinese ink, inkjet print on paper
9.45H x 13.39W inches (24 x 34 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

Adrian Villar Rojas’s sculptures and drawings envision the end of human civilization. Based on historical
prophecies and fantasy, the artist creates apocalyptic scenarios that posit an enigmatic world plagued by social,
political, and environmental upheaval. Untitled (Set of Six Drawings) (2012) is an intricate watercolor of a child
sitting cross-legged with its head stuck inside a giant mask resembling a duck head covered with eyes. It looks
like a scene snatched from science fiction or a surreal dream; it is tempting to see in it some kind of warning sign,
or an ominous vision of the future.
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

Adrian Villar Rojas’s sculptures and drawings envision the end of human civilization. Based on historical
prophecies and fantasy, the artist creates apocalyptic scenarios that posit an enigmatic world plagued by social,
political, and environmental upheaval. Untitled (Set of Six Drawings) (2012) is an intricate watercolor of a child
sitting cross-legged with its head stuck inside a giant mask resembling a duck head covered with eyes. It looks
like a scene snatched from science fiction or a surreal dream; it is tempting to see in it some kind of warning sign,
or an ominous vision of the future.

Adrian Villar  Rojas
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Untitled (2012)
Graphite, Chinese ink, inkjet print on paper
9.45H x 13.39W inches (24 x 34 cm)
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Adriana Lara is fascinated by how a single thing (an object, a photograph, a song, a text) can be transformed into
a work of art. This process does not relate to formal alteration or the application of expert skill, but rather to a
simple act of articulation. Rather than relying on the physical creation of something new, this becomes that
(namely, art) because the artist declares it to be so. This special kind of alchemy imbues all of Lara’s objects with
a restless ambiguity. Much like her art, Lara is something of a shape-shifter herself, moving between the roles of
artist, curator, musician, or writer whenever it suits her needs.

Lara uses things readily at hand to create objects and situations that interrogate the processes of art and the
spectrum of roles that art and artists play in society. To these ends, she has used furniture, projections,
photographs, clothing, and even people as her materials. A reflection on how the production of meaning itself
takes place in the manufacturing of things is embodied in wooden hand chairs, a crafty Indonesian version of the
iconic Pedro Friedeberg 1960s Pop design. Facing one another and pulling a tight thread between their fingers as
if playing a game, The Thinkers (2014) is a magnified version of the practice of weaving, with the hand as the
primary technological tool. Part readymade, part joke, and part examination of the role of the artist, the
significance of this simple gesture hinges on the feeling of discontinuity, the shift in consciousness, that it
provokes.

Adriana Lara
b.1974, Mexico
The Thinkers (2014)
Wooden chairs and nylon thread
200 x 100 x 60 cm
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Adriana Martínez is obsessed with ideas and entities that extend past national and regional borders. Martinez
makes work that wrestles with the global economy through simple gestures conceived with a lightness of hand.
Thought of temporally, many of her artworks can be described as quick: easily read, they come across like
nimble jabs, the most succinct and articulate rebuttals. Martínez is conceptual in her approach to making art,
often writing out her ideas in lieu of the traditional artist sketch. She is not concerned with the traditional skills
required to realize her works—those, like the commodities she often works with, are easily traded—but is more
interested in the process of imagining and articulating a certain point of view. She works with everyday and
readymade objects often, pulling from the mass market and our image-rich global culture to comment on the
very proliferation of those images (and the materials and peoples that they stand in for) around the world.

Her work Al final del arcoiris (At the end of the rainbow, 2015) is a bundle of bills from Chile, Venezuela, Brazil,
Colombia, Nicaragua, and Costa Rica, arranged by color to form a tight spiraling rainbow held close with a
rubber band. Here, Martinez uses these various currencies to gesture towards questions of capital and value, the
accumulation of wealth, and regional economies. Beneath the surface of her playful visual propositions, Martinez
asks us to consider not only the monetary costs of international goods, but also the real, human consequences of
a global economic culture that privileges some and devastates others.

Adriana Martínez
b.1988, Colombia
Al final del arco iris (At the end of the rainbow)
(2015)
Currency and rubber band
7H x 7W x7D cm
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Adriana Martínez is obsessed with ideas and entities that extend past national and regional borders. Martinez
makes work that wrestles with the global economy through simple gestures conceived with a lightness of hand.
Thought of temporally, many of her artworks can be described as quick: easily read, they come across like
nimble jabs, the most succinct and articulate rebuttals. Martínez is conceptual in her approach to making art,
often writing out her ideas in lieu of the traditional artist sketch. She is not concerned with the traditional skills
required to realize her works—those, like the commodities she often works with, are easily traded—but is more
interested in the process of imagining and articulating a certain point of view. She works with everyday and
readymade objects often, pulling from the mass market and our image-rich global culture to comment on the
very proliferation of those images (and the materials and peoples that they stand in for) around the world.

Her 2015 work Orión is a black flag-like cloth with glow-in-the-dark symbols embroidered in the shape of the
constellation. In the place of stars, Martínez has substituted the logos of international corporations and entities
that use stars as their symbol; celestial navigation commanded by the logic of international corporations. Easily
spotted is the smiling face of the Carl’s Jr. / Hardee’s logo, the three-pronged Mercedes-Benz emblem, Walmart’s
six-pointed asterisk, and the starry cluster of the Subaru shield.

Adriana Martínez
b.1988, Colombia
Orión (2015)
Cloth with fluorescent thread
148H x 200W cm
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AES+F
b.1987, Russia
Last Riot 2, The Track (2006)
Digital collage on canvas
39 1/4H x 78 1/2W inches (100 x 200 cm)
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Aki Kondo utilizes animation, video, and mixed media to explore such varied topics as intimacy, loss, and the
human body. Her work crosses multiple practices and frequently investigates the creative process as an object of
study in and of itself, exploring how artistic mediums can communicate emotionally complicated narrative
through expressive and resonant images. Her animation work is especially unconventional, and while her
characters often appear fantastical, they invariably tell far more serious stories than their cartoonish form would
suggest.

Hikari (Light) (2015) depicts a fantastical and wrenching story about Juneko, a terminally ill young woman who
communicates with her lover, a painter, through a portrait of her produced shortly after her death. As Juneko
becomes sicker, her hair begins to fall out, a symptom of her unnamed illness. As her condition deteriorates, the
film toggles back and forth with the animated story of Mogeji, a white strand of hair inhabiting Juneko’s body
who becomes anthropomorphized through Kondo’s animation and recounts his own story of mortality and loss.
Although its love story is unabashedly sentimental, Hikari (Light) also responds to the aftermath of the 2011
Tohoku earthquake in Japan and the national trauma it subsequently triggered. Reframed in this context,
Juneko’s illness draws more unsettling allusions to the radiation poisoning experience by citizens living near
nuclear reactors damaged during the earthquake and subsequent tsunami. Throughout, the animated interludes
function as their own counter narrative depicting that, despite its elements of the fantastic, metaphorically
depicts a body in crisis. Hauntingly complex, Hiraki (Light) offers a powerful meditation on loss, disease, and the
inexorable necessity for hope amidst trauma.

Aki Kondo
b.1987, Hokkaido
HIKARI (2015)
Video
33:35 minutes
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Aki Kondo utilizes animation, video, and mixed media to explore such varied topics as intimacy, loss, and the
human body. Her work crosses multiple practices and frequently investigates the creative process as an object of
study in and of itself, exploring how artistic mediums can communicate emotionally complicated narrative
through expressive and resonant images. Her animation work is especially unconventional, and while her
characters often appear fantastical, they invariably tell far more serious stories than their cartoonish form would
suggest.

Mogeji’s Journey (2014) depicts three hand painted stills from an animated sequence in Aki Kondo’s film Hikari
(Light) (2015). Kondo’s film tells the story of a young woman named Juneko who discovers that she is terminally
ill and the ways that this impacts her lover, a painter, who tries to reconnect with her by painting her portrait
from memory. As Juneko becomes sicker, her hair begins to fall out, a symptom of her unnamed illness. As her
condition deteriorates, the film toggles back and forth with the animated story of Mogeji, a white strand of hair
inhabiting Juneko’s body who becomes anthropomorphized through Kondo’s animation and recounts his own
story of mortality and loss. The three canvases that comprise Mogeji’s Journey depict their own miniaturized
narrative: Mogeji’s recounting of his personal story to a younger strand of hair, his sadness at recognizing his
inevitable decline, and his descent into the unknown as he falls off Juneko’s body. Rendered with broadly
expressive brushstrokes in a whimsically cartoonish style, Kondo draws on trenchant metaphors around
vulnerability by focusing on how hair effectively “dies” as soon it is born. Reframed in the context of Kondo’s
larger film project, Mogeji’s Journey becomes a far more serious and poetic meditation on the limits of inhabiting a
human body and the inexorable “journey” towards the light that we all must take.

Aki Kondo
b.1987, Hokkaido
Mogeji’s Journey (original painting of the movie
HIKARI) (2014)
Oil on glass
35.6H x 43.2W cm
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Aki Kondo utilizes animation, video, and mixed media to explore such varied topics as intimacy, loss, and the
human body. Her work crosses multiple practices and frequently investigates the creative process as an object of
study in and of itself, exploring how artistic mediums can communicate emotionally complicated narrative
through expressive and resonant images. Her animation work is especially unconventional, and while her
characters often appear fantastical, they invariably tell far more serious stories than their cartoonish form would
suggest.

Mogeji’s Journey (2014) depicts three hand painted stills from an animated sequence in Aki Kondo’s film Hikari
(Light) (2015). Kondo’s film tells the story of a young woman named Juneko who discovers that she is terminally
ill and the ways that this impacts her lover, a painter, who tries to reconnect with her by painting her portrait
from memory. As Juneko becomes sicker, her hair begins to fall out, a symptom of her unnamed illness. As her
condition deteriorates, the film toggles back and forth with the animated story of Mogeji, a white strand of hair
inhabiting Juneko’s body who becomes anthropomorphized through Kondo’s animation and recounts his own
story of mortality and loss. The three canvases that comprise Mogeji’s Journey depict their own miniaturized
narrative: Mogeji’s recounting of his personal story to a younger strand of hair, his sadness at recognizing his
inevitable decline, and his descent into the unknown as he falls off Juneko’s body. Rendered with broadly
expressive brushstrokes in a whimsically cartoonish style, Kondo draws on trenchant metaphors around
vulnerability by focusing on how hair effectively “dies” as soon it is born. Reframed in the context of Kondo’s
larger film project, Mogeji’s Journey becomes a far more serious and poetic meditation on the limits of inhabiting a
human body and the inexorable “journey” towards the light that we all must take.
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Aki Kondo utilizes animation, video, and mixed media to explore such varied topics as intimacy, loss, and the
human body. Her work crosses multiple practices and frequently investigates the creative process as an object of
study in and of itself, exploring how artistic mediums can communicate emotionally complicated narrative
through expressive and resonant images. Her animation work is especially unconventional, and while her
characters often appear fantastical, they invariably tell far more serious stories than their cartoonish form would
suggest.

Mogeji’s Journey (2014) depicts three hand painted stills from an animated sequence in Aki Kondo’s film Hikari
(Light) (2015). Kondo’s film tells the story of a young woman named Juneko who discovers that she is terminally
ill and the ways that this impacts her lover, a painter, who tries to reconnect with her by painting her portrait
from memory. As Juneko becomes sicker, her hair begins to fall out, a symptom of her unnamed illness. As her
condition deteriorates, the film toggles back and forth with the animated story of Mogeji, a white strand of hair
inhabiting Juneko’s body who becomes anthropomorphized through Kondo’s animation and recounts his own
story of mortality and loss. The three canvases that comprise Mogeji’s Journey depict their own miniaturized
narrative: Mogeji’s recounting of his personal story to a younger strand of hair, his sadness at recognizing his
inevitable decline, and his descent into the unknown as he falls off Juneko’s body. Rendered with broadly
expressive brushstrokes in a whimsically cartoonish style, Kondo draws on trenchant metaphors around
vulnerability by focusing on how hair effectively “dies” as soon it is born. Reframed in the context of Kondo’s
larger film project, Mogeji’s Journey becomes a far more serious and poetic meditation on the limits of inhabiting a
human body and the inexorable “journey” towards the light that we all must take.

Aki Kondo
b.1987, Hokkaido
Mogeji’s Journey (original painting of the movie
HIKARI) (2014)
Oil on glass
43.2H x 35.6W cm
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Aki Sasamoto is an artist whose mediums include performance, sculpture, dance, and whatever other form it
takes to get her ideas across. She often collaborates with scientists, scholars, and other artists in the visual arts,
music, and dance. She plays multiple roles as performer, dancer, sculptor, writer, and director.  Her work has
been presented both in performing as well as visual art venues, in white box galleries, and black box theaters, as
well as in offbeat public sites, in Tokyo, New York and Europe.

Poetry Light Stool evokes the spirit of Fluxus, the intermedia movement that encouraged artmaking to be simple,
fun, and address everyday life. Aki Sasamoto does just that with this ironic work that revolves around found
objects, namely a four-legged wooden stool to which she attached four wheels. Coiling above is a goose-neck
cable that rises up and culminates in a globe lamp. The artist clothed the glowing orb with a pair of ladies’
panties.  Sasamoto exposes what we hide—namely apparel that is revealed in private by the wearer and only
visible to those who might be present during (un)dressing. The old saying defines identity as skin deep.
Sasamoto thus participates in today’s questioning about race, gender, and identity plumage, which we conceal
and reveal.

Aki Sasamoto
b.1980, Japan
Poetry Light Stool (2012)
Found furniture, poly globe, light bulb,
lightning fixture, steel gooseneck and
underwear
Variable
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Takayama is a Japanese theatre director. He is the leader of the theatre unit Port B in Tokyo, which he founded in
2003 to create site-specific performances. He develops projects, which go beyond the framework of the existing
theater. He tries to expand the “architecture of theater” and establish it as a new platform in society, which he
calls “theater 2.0”. Takayama searches areas in society to expand their possibilities and to enrich new
constellations with help of his theatrical thinking.

In Happy Island - The Messianic Banquet of the Righteous five video screens on the floor show cows chewing food
and resting on their ranch. Their owner, Masami Yoshizawa, refuses to stop farming in a highly contaminated
area 14 kilometers from Fukushima Daiichi Nuclear Power Station and renamed his ranch, "The Farm of Hope".
Most of the livestock in the restricted areas starved to death after being abandoned by their owners, and those
who survived were destroyed. Masami Yoshizawa obviously cannot sell the cows, he feeds them with
contaminated hay and it is prohibited to take them outside of the farm grounds. Cows in Fuku (happy) Shima
(island) are no longer cows, but radioactive waste. "While shooting the cows, I was repeatedly asking myself
why this was the farm of “hope”", says Akira Takayama. Yoshizawa’s cows are safe from the slaughter and free
from the burden of labour, yet they are also doomed by radiation. Caught in this bind, they live on in permanent
limbo — just like the thousands still residing in temporary housing as evacuees in north-east Japan.

Akira Takayama
b.1969, Japan
Happy Island - The Messianic Banquet of the
Righteous (2015)
5-channel video installation
2:57, 5:09, 2:08, 2:55 and 5:38 minutes



KADIST

Alejandro Almanza Pereda has a heightened understanding of the essence of objects. His personal collections
inform his practice as he explores laws of physics; gravity, motion, momentum along exposing the objects’
inherent sentimental value.  Pereda’s practice spans sculpture, installation, photography and video. Every found
object tells a story, and every made composition extracts the meaning of each story.

This still life falls apart, or rather floats apart as the composition is proved unstable and constantly morphing. An
impossible attempt at achieving a fixed state, some objects remain buoyant and some objects sink, constantly
tilting the overall scale and arrangement.  Properties of weight, mass and shape have their own will but a hand
appears in the scene, pushing back on these mysterious forces.

Alejandro Almanza Pereda
b.1977, Mexico
Better to have loved and lost than never to have
loved at all (2015)
Video
8:05 minutes
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Part of a larger series of photographic works, Alessandro Balteo Yazbeck’s Corrupted file from page 14 (V1)
presents an interrupted image. The images capture scenes from an urban development, La Vega, built to
modernize and connect favelas in Venezuela. Using money from the newly nationalized oil industry in the 1970s,
La Vega and Los Manalos became examples of a utopian promise—that the money accruing from the oil industry
would be distributed to better the lives of the people. Using images of these developments and a “faulty
scanner” to manipulate these images, resulting in the darkened lines and visual breaks that strike through the
photograph, Balteo Yazbeck points to the fracturing and unreality of this promise.

Alessandro Balteo Yazbeck
b.1972, Venezuela
Corrupted file from page 14 (V1) (2006-2008)
Digital C-Print, from faulty Scanner
44 7/8H x 44 7/8W inches (114 x 114W cm)
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Alexandre Arrechea was born in 1970 in Trinidad, Cuba, and graduated from the Instituto Superior de Arte in
Havana in 1994. In the early 1990s he was known as a member of the art collective Los Carpinteros, which he left
in 2003 in order to pursue his career as a solo artist.  Since then, his works have often explored the growing
prominence of surveillance systems in contemporary society and the fragility, loss of privacy, and
disempowerment that result from this obsession with control. Recently, Arrechea’s interest in the limits of the
artwork itself has led to his creation of interdisciplinary works in public spaces.

White Corner (2006) is a video installation, projected on two protruding perpendicular walls. On one level the
work constitutes a self-portrait of the artist, whose image is projected on both walls, separated by the corner. Yet
while facing, they don’t quite confront each other. The projection on the left hand presents Arrechea wielding a
machete, while on the right he holds a baseball bat. Together, the artist appears to be unwittingly attacking
himself, a poignant comment on blind fear and the failure to recognize the similarity in the “otherness.”

Alexandre Arrechea
b.1970, Cuba
White Corner (2006)
Video
8 minutes
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Alexandre da Cunha reinvents found objects in surprising ways that combine the material characteristics of Arte
Povera with the concerns and techniques of painting. Da Cunha’s work often features flags—either as a found
material per se or as a constructed form—that reflect the artist’s interest in issues of nationality, governmental
politics, allegiance, and culture.

The series West (Flag 1), West (Flag 3), and West (Flag 6) continues da Cunha’s ongoing exploration of the form’s
various vertical, horizontal, and diagonal stripes. Here, da Cunha overlays thick bars of color (blue, green, and
red) on photographs of the ocean at sunset with surfers in floating on the horizon. The solid colors contrast with
the fading colors reflected in the sunset, and the tilted orientation suggests a familiar California beach scene.

Alexandre da Cunha
b.1969, Brazil
West Flag 1 (2011)
Photomontage on c-print
14 3/16 H x 11W inches framed (36 x 28 cm)
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Alexandre da Cunha reinvents found objects in surprising ways that combine the material characteristics of Arte
Povera with the concerns and techniques of painting. Da Cunha’s work often features flags—either as a found
material per se or as a constructed form—that reflect the artist’s interest in issues of nationality, governmental
politics, allegiance, and culture.

Glaze (Savana) (2005) is an assemblage of found materials: a car wheel, a tire, and a wooden plinth of the type
traditionally used to display sculpture. It directly engages with the readymade, a subject that Alexandre de
Cunha takes up throughout his practice, often inflecting it with a tropical, and South American–inspired
materiality and painterly style that could potentially come across as a stereotype. Here, da Cunha transforms the
component parts into a composition that highlights often-overlooked materials of artistic production and cultural
mass-production.

Alexandre da Cunha
b.1969, Brazil
Glaze (Savana) (2005)
Painted car wheel and tire and wooden plinth
47 3/8H inches (120 cm)
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Alexandre da Cunha reinvents found objects in surprising ways that combine the material characteristics of Arte
Povera with the concerns and techniques of painting. Da Cunha’s work often features flags—either as a found
material per se or as a constructed form—that reflect the artist’s interest in issues of nationality, governmental
politics, allegiance, and culture.

The series West (Flag 1), West (Flag 3), and West (Flag 6) continues da Cunha’s ongoing exploration of the form’s
various vertical, horizontal, and diagonal stripes. Here, da Cunha overlays thick bars of color (blue, green, and
red) on photographs of the ocean at sunset with surfers in floating on the horizon. The solid colors contrast with
the fading colors reflected in the sunset, and the tilted orientation suggests a familiar California beach scene.

Alexandre da Cunha
b.1969, Brazil
West Flag 3 (2011)
Photomontage on c-print
14 3/16 H x 11W inches framed (36 x 28 cm)
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Alexandre da Cunha reinvents found objects in surprising ways that combine the material characteristics of Arte
Povera with the concerns and techniques of painting. Da Cunha’s work often features flags—either as a found
material per se or as a constructed form—that reflect the artist’s interest in issues of nationality, governmental
politics, allegiance, and culture.

The series West (Flag 1), West (Flag 3), and West (Flag 6) continues da Cunha’s ongoing exploration of the form’s
various vertical, horizontal, and diagonal stripes. Here, da Cunha overlays thick bars of color (blue, green, and
red) on photographs of the ocean at sunset with surfers in floating on the horizon. The solid colors contrast with
the fading colors reflected in the sunset, and the tilted orientation suggests a familiar California beach scene.

Alexandre da Cunha
b.1969, Brazil
West Flag 6 (2011)
Photomontage on c-print
14 3/16 H x 11W inches framed (36 x 28 cm)
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Alexandre da Cunha reinvents found objects in surprising ways that combine the material characteristics of Arte
Povera with the concerns and techniques of painting. Da Cunha’s work often features flags—either as a found
material per se or as a constructed form—that reflect the artist’s interest in issues of nationality, governmental
politics, allegiance, and culture.

Alexandre da Cunha
b.1969, Brazil
Deck Painting I (2005)
Deckchair fabric
121.5H x 76.5W cm
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Alexandre da Cunha reinvents found objects in surprising ways that combine the material characteristics of Arte
Povera with the concerns and techniques of painting. Da Cunha’s work often features flags—either as a found
material per se or as a constructed form—that reflect the artist’s interest in issues of nationality, governmental
politics, allegiance, and culture.

In Laissez-Faire (Rainbow Flag) da Cunha has turned a beach towel into both a painting and a flag. Where the
printed surface of the towel originally served to enliven this commodity, here the pattern—now stretched and re-
presented—suddenly refers to abstract painting’s promises of transcendence. And its crisply painted shape pulls
the printed colors into the rectangularity of the canvas and, as da Cunha notes, the graphic iconicity of flags.

Alexandre da Cunha
b.1969, Brazil
Laissez-Faire (Rainbow Flag) (2010)
Acrylic on beach towel
53 1/2H x 53 1/2W x 1D inches (136 x 136 x 3
cm)
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At a moment when Minimalism and Conceptual Art collided, Southern California-based Alexis Smith began
working with discarded street signs, matchbooks, movie posters, and other detritus to become one of the
pioneers of conceptual assemblage. Her cryptic comments on the cloudy morality of American culture are
derived from pop cultural references including political figures like Richard Nixon, Hollywood films, and pop
musicians. This borrowing of literally recycled material and recycled cultural tropes is also seen in the work of
Smith’s peers Mike Kelley, Chris Burden, and Vija Celmins.

In 8 Ball Surfboard (1995), Alexis Smith combines her long-term interests in California culture and conceptual
assemblage. The surfboard, an emblem of Southern California, emblazoned with the image of an eight-ball,
references numerous tropes and clichés of American popular culture, specifically subcultures related to pool
halls, surfing, and beaches. Indeed, this model-scale surfboard may be a future pop-culture relic, referencing a
particular surfer or era of board design.

Alexis Smith
b.1949, United States
8 Ball Surfboard (1995)
Fiberglass resin with automobile paint
24H x 7W x 3D inches (60.96 x 17.78 x 7.62 cm)



KADIST

At a moment when Minimalism and Conceptual Art collided, Southern California-based Alexis Smith began
working with discarded street signs, matchbooks, movie posters, and other detritus to become one of the
pioneers of conceptual assemblage. Her cryptic comments on the cloudy morality of American culture are
derived from pop cultural references including political figures like Richard Nixon, Hollywood films, and pop
musicians. This borrowing of literally recycled material and recycled cultural tropes is also seen in the work of
Smith’s peers Mike Kelley, Chris Burden, and Vija Celmins.

Iron Sorrows (1990) brings together what are for Alexis Smith common motifs and materials such as scavenged
and repurposed metal, and street signage. Iron is one of nature’s most abundant metals. Smith, a philosopher of
human detritus and poetic associations, presents it in this work as simultaneously everywhere yet paradoxically
forgotten, lost in the heaps of refuse that fill junkyards and vacant lots. She thereby recalls and reclaims
something important and elemental—indeed, a material that is integral to the physical fabric of culture and
society, one that we associate with incorruptibility and malleability simultaneously.

Alexis Smith
b.1949, United States
Iron Sorrows (1990)
Stop sign, aluminum, toy car and lights
27H x 25 1/2W x 3 1/2 inches (68.58 x 64.77 x
8.89 cm)



KADIST

San Francisco-based Alicia McCarthy graduated from the San Francisco Art Institute in the late 1990s and later
pursued an MFA at UC Berkeley. She is now considered part of the first generation of “Mission School” artists,
alongside Barry McGee, Rubi Neri, and Rigo23. McCarthy’s early work was largely associated with collective
practices, graffiti art, and San Francisco’s active queer punk scene. In line with a trend that rejects the use of
consumer goods, McCarthy’s paintings often begin with found materials such as discarded wood panels, on
which she paints and draws with acrylic, latex, graphite, or crayon.

A painting reminiscent of a certain “naive primitivism,” Untitled (Colors) is representative of McCarthy’s work.
Upon first encounter, her abstract colorful compositions resemble somewhat formal nonrepresentational
landscapes. However, a closer inspection reveals the presence of a lowbrow style that draws inspiration both
from outsider and folk art traditions.

Alicia McCarthy
b.1969, United States
Untitled (Colors)  (2010)
Graphite on found wood
30 1/2H x 23W inches (77.74 x 58.42 cm)
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San Francisco-based Alicia McCarthy graduated from the San Francisco Art Institute in the late 1990s and later
pursued an MFA at UC Berkeley. She is now considered part of the first generation of “Mission School” artists,
alongside Barry McGee, Rubi Neri, and Rigo23. McCarthy’s early work was largely associated with collective
practices, graffiti art, and San Francisco’s active queer punk scene. In line with a trend that rejects the use of
consumer goods, McCarthy’s paintings often begin with found materials such as discarded wood panels, on
which she paints and draws with acrylic, latex, graphite, or crayon.

A painting reminiscent of a certain “naive primitivism,” Untitled (the way in is the way out) is representative of
McCarthy’s work. Upon first encounter, her abstract colorful compositions resemble somewhat formal
nonrepresentational landscapes. However, a closer inspection reveals the presence of a lowbrow style that draws
inspiration both from outsider and folk art traditions.

Alicia McCarthy
b.1969, United States
Untitled (The way in is the way out) (2010)
Colored pencil and house paint on found
wood
23H x 31W inches (58.42 x 78.74 cm)
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San Francisco-based Alicia McCarthy graduated from the San Francisco Art Institute in the late 1990s and later
pursued an MFA at UC Berkeley. She is now considered part of the first generation of “Mission School” artists,
alongside Barry McGee, Rubi Neri, and Rigo23. McCarthy’s early work was largely associated with collective
practices, graffiti art, and San Francisco’s active queer punk scene. In line with a trend that rejects the use of
consumer goods, McCarthy’s paintings often begin with found materials such as discarded wood panels, on
which she paints and draws with acrylic, latex, graphite, or crayon.

A painting reminiscent of a certain “naive primitivism,” Untitled (Ghost) is representative of McCarthy’s work.
Upon first encounter, her abstract colorful compositions resemble somewhat formal nonrepresentational
landscapes. However, a closer inspection reveals the presence of a lowbrow style that draws inspiration both
from outsider and folk art traditions.

Alicia McCarthy
b.1969, United States
Untitled (Ghost) (2010)
Graphite on found wood
30 1/2H x 23W inches (77.74 x 58.42 cm)
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Allan Sekula was a Los Angeles–based photographer, intellectual, and critical essayist who explored issues of
labor and globalization. His photographs and writings set out to picture and allegorize ignored inequities,
opening them up to examination and discussion. A former student of the German philosopher Herbert Marcuse
and the famed conceptual artist John Baldessari, Sekula taught in the photography and media program at
California Institute of the Arts.

San Pedro is a seaside city, part of the Los Angeles Harbor, sitting on the edge of a channel. California Stories:
Attempt to correlate social class with elevation above main harbor channel (San Pedro, July 1975) (1973–2011) is a series
of coupled gelatin silver prints that show the artist using his hand to measure the elevation of various pieces of
real estate, ranging from a manicured mansion to a ramshackle beach house. A direct equation becomes evident
between the social strata these homes represent and the height at which the artist holds his hand. By assigning a
simple, visual value to an otherwise murky undercurrent, Sekula surfaces issues of class and subjects them to
unconventional inquiry.

Allan Sekula
b.1951-2013, United States
California Stories: Attempt to correlate social class
with elevation above main harbor channel (San
Pedro, July 1975) (1973-2011)
Gelatin silver prints mounted on cardboard
11H x 14W inches each (28 x 36 cm) Framed:
40H x 40W inches (102 x 102 cm)
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Like many of his peers in the 1960s, Allen Ruppersberg recognized art as existing not in the isolated realm of
aesthetics, but as a practice with a clear political and critical potential, one inextricably immersed in an economic
system. Ruppersberg took as source material diverse items stemming from a distinct American form of popular
culture of the mid-twentieth century. However, it was perhaps his particular use of everyday rituals to explore
different cultural mythologies and narratives that separated him from many conceptual artists of his generation.
For a period between the late 1960s and early 1970s, Ruppersberg developed several series of photographs that
privileged a certain kind of neutrality, stillness, and emptiness that resembled the seemingly authorless images
of mass-produced postcards or calendars. But in his works the artist often hid distinct clues, like an unopened
newspaper left on an unmade bed in a hotel room. In this series Ruppersberg was also interested in the
suggestion of narrative or uncanny storytelling through the juxtaposition or sequential arrangement of images.

Untitled (City Limits) is a series of five black-and-white photographs of road signs, specifically the signs
demarcating city limits of several small towns in California. Taken outside Palmdale, Littlerock, Pearlblossom,
Victorville, and Barstow, towns where the population does not exceed 20,000, Ruppersberg’s trip follows the
outskirts of Los Angeles. As with many of his other photographic series, the artist here inserted into each view a
constant element that disturbs the otherwise quiet scenes: a hand holding an open magazine. By pairing each
road sign with magazines as diverse as Playboy, Look, Hulk comics, Arizona Highways or Rona Barrett’s
Hollywood, Ruppersberg teases the viewer to find a connection between the two.

Allen Ruppersberg
b.1944, United States
Untitled (City Limits) (1970)
5 black and white photographs
11H x 14W inches each (27.94 x 35.56 cm each)
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Amalia Pica describes herself as an outsider, in the sense that she is an Argentine artist living and working in an
art world that is still largely dominated by the same nations that colonized the globe centuries ago. But Pica is
not the kind of outsider who stands by sullenly and criticizes; she’s more like the quirky character spouting wit
and wisdom from the peripheries of the stage. Her works often engage with the idea of being out of place and
out of time—staging the aftermath of a celebration rather than the party itself, for example—all the while
maintaining an attitude of bemused observation.

Memorial for intersections #2 (2013) is a minimalist, black metallic structure that contains the brightly colored
translucent circles, triangles, rectangles, and squares that originally were presented in Pica’s performance
work A ∩ B ∩ C (2013). When read as A intersection B intersection C, this piece references the fact that, during the
last dictatorship in Argentina (1976–83), the military junta forbade Venn diagrams, and the related concept of
intersection, from being taught in elementary schools, because they were viewed as potentially subversive. In A
∩ B ∩ C, Pica invited performers to manipulate translucent, colored Perspex shapes, producing new
configurations that used the idea of intersection to reimagine collaboration and community.

This work enacts the very role that its title suggests, asking how a performance can become a sculpture. The
structure transforms the original human performative gestures into cold, stylized frames that indeed
memorialize something that was once living. If most memorials are monuments—that is, embedded in rich
substrata of symbolic references—then Memorials for intersections are delicate and literal tributes to the truisms
of math. Borrowing from minimalist and constructivist traditions, the memorials are simple, almost sophomoric,
in the directness of their shapes and colors. While fixed in place, the transparent geometric panels hanging on the
frame shift in tone throughout the day, responding to changes in light and reverberating with the live actions
that led to their conception.

Amalia Pica
b.1978, Argentina
Memorial for intersections #2 (2013)
Colour coated steel and coloured perspex
200H x 220W x 94D cm (78.7 x 86.6 x 37 inches)
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Amapola Prada
b., Peru
Unit / y (2013)
Video
6:42 minutes
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Amapola Prada
b., Peru
Power (2013)
Video
2:32 minutes
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Amapola Prada
b., Peru
Movement (2013)
Video
2:11 minutes
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Amie Siegel
b.1974, United States
Winter (2013)
S-16mm film transferred to high definition
digital video
34:01 minutes
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Amy Balkin
b.1967, United States
I � Data Mining (2012)

Neon
40H x 53W x 4D inches
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An-My LÊ arrived in the United Sates in 1975 as a war refugee from Vietnam. LÊ is a prolific photographer
whose work blurs presumed boundaries between documentary and portrait photography. Her more recent work
displays a rich use of color and an aesthetic beauty that belies the horrific imagery associated with violent
combat. In such, her photographs also challenge the limits of reportage by suggesting that all representation is,
on some level, fabricated for the camera and that the underlying narratives that we as viewers presume are never
exactly what they seem.

The print Patient Admission, US Naval Hospital Ship Mercy, Vietnam (2010) features an Asian Buddhist monk and an
American Navy Solider on board the Mercy ship –one of the two dedicated hospital ships of the United States
Navy– sitting upright in their chairs and adopting the same posture. In the background, the steel pillars creates a
division of space implying a separation the two men according to their geographic regions of origin or residence,
their vocations, their ethnicities, and their attitudes toward war. Yet, the mirrored body language of the two
characters also suggests their reconciliation into a dialogue perhaps characterized by the protagonists’ physical
and spiritual conversation. This photograph translates the artist’s ambivalence about military action. But this
ambivalence becomes intrinsically complicated through LÊ’s rich use of color renders the kaleidoscopic shifts of
terrain and sudden intrusion of beauty, atmosphere and psychology within her observations if the military at
work. The heightened aesthetics qualities become unsettling, precisely because they counter the horrific violence
that we expect from wartime imagery, as well as our collective historical memory of such extreme traumas as the
Vietnam War. LÊ’s image, by extension, adds a disconcertingly glossy veneer to a moment of stasis, as if to
suggest that war and military intervention are defined just as much by the quiet moments in between battle as
they are by violence itself.

An-My LÊ
b.1960, Vietnam
Patient Admission, US Naval Hospital Ship
Mercy, Vietnam (2010)
Archival pigment print
40H x 56 1/2W inches (101.6 x 143.51 cm)
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Ana Roldán
b.1977, Mexico
Displacements (2012)
14 pigment prints, framed
27H x 27W cm each
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Ana Roldán
b.1977, Mexico
Primaveral forms (2012)
15 pigment prints, framed
27H x 27W cm each



KADIST

Ana Teresa Fernandez explores the double standards imposed on women and their sexuality through
performance-based paintings.

The artist writes about her work Borrando la Frontera, a performance done at Tijuana/San Diego border: "I
visually erased the train rails that serve as a divider between the US and Mexico. I painted them sky blue,
creating a “Hole in the Wall” This deconstruction of “feminized” work explores the difficulties in reconciling
both low wages and undervalued work via social and political infrastructures, confronting issues of labor and
power. The images that I myself perform, present a duality: women dressed in a black tango dance attire while
engaging in de-skilled domestic chores; the surreal within non-fiction. The work underscores the intersection of
everyday tasks and fantasy. The “little black dress” reflects the notion of prosperity in the US; moreover, the
black dress is also transformed into a funerary symbol of luto, the Mexican tradition of wearing black for a year
after a death."

Ana Teresa Fernandez
b.1981, Mexico
Borrando la Frontera (2011)
Video and drawing
3:30 minutes, 14H x 22W inches (35.56 x 55.88
cm)
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Socially engaged and politically outspoken, Los Angeles-based artist Andrea Bowers builds her work around
issues of social justice and advocacy. Her artistic practice often uses political protests and movements as sources
of inspiration and content, as she draws isolated figures holding picket signs with delicate attention, or replicates
the archive of a cause in the space of the gallery. Labor movements, women’s rights rallies, anti-war protests, and
immigration demonstrations, past and present, are among the myriad moments of political action that Bowers
draws upon in her works.

Bowers’s drawings humanize and quantify abstract concepts and ideologies by documenting the lives of those
dealing with the everyday reality of illegal immigration and land ownership. Where contemporary media and
journalism often explore politics in a removed and neutral manner, Bowers reminds us of the impact it has on an
individual’s subjectivity. Her drawings, which impart a highly invested and admittedly partisan point of view,
give a face to those who are otherwise overshadowed by dominant ideologies.

The small drawings that comprise Study from May Day March, Los Angeles 2010 (Immigration Reform Now) and We
Are Immigrants Not Terrorists are based on photographs taken at a political rally in downtown Los Angeles in
which thousands of individuals demonstrated for immigrants’ rights. The protesters and their supporters carried
signs and wore t-shirts whose messages are highlighted in the drawings. However, in them, Bowers isolates the
images of the protesters from the multitude that surrounds them in the original photographs, and, therefore
amplifies their messages. Included in Bowers’s 2010 exhibition, “The Political Landscape”, these small drawings
were part of the project that explored the current problems surrounding the Mexican-American border and the
thousands of deaths that result from trying to cross it.

Andrea Bowers
b.1965, United States
Study from May Day March, Los Angeles 2010
(We Are Immigrants Not Terrorists) (2010)
Graphite and colored pencil on paper
9H x 12W inches (22.86 x 30.48 cm)
Framed: 11 1/2H x 14 1/2W inches (29.21 x
36.83 cm)
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Socially engaged and politically outspoken, Los Angeles-based artist Andrea Bowers builds her work around
issues of social justice and advocacy. Her artistic practice often uses political protests and movements as sources
of inspiration and content, as she draws isolated figures holding picket signs with delicate attention, or replicates
the archive of a cause in the space of the gallery. Labor movements, women’s rights rallies, anti-war protests, and
immigration demonstrations, past and present, are among the myriad moments of political action that Bowers
draws upon in her works.

Bowers’s drawings humanize and quantify abstract concepts and ideologies by documenting the lives of those
dealing with the everyday reality of illegal immigration and land ownership. Where contemporary media and
journalism often explore politics in a removed and neutral manner, Bowers reminds us of the impact it has on an
individual’s subjectivity. Her drawings, which impart a highly invested and admittedly partisan point of view,
give a face to those who are otherwise overshadowed by dominant ideologies.

The small drawings that comprise Study from May Day March, Los Angeles 2010 (Immigration Reform Now) and We
Are Immigrants Not Terrorists are based on photographs taken at a political rally in downtown Los Angeles in
which thousands of individuals demonstrated for immigrants’ rights. The protesters and their supporters carried
signs and wore t-shirts whose messages are highlighted in the drawings. However, in them, Bowers isolates the
images of the protesters from the multitude that surrounds them in the original photographs, and, therefore
amplifies their messages. Included in Bowers’s 2010 exhibition, “The Political Landscape”, these small drawings
were part of the project that explored the current problems surrounding the Mexican-American border and the
thousands of deaths that result from trying to cross it.

Andrea Bowers
b.1965, United States
Study from May Day March, Los Angeles 2010
(Immigration Reform Now) (2010)
Graphite and colored pencil on paper
9H x 12W inches (22.86 x 30.48 cm)
Framed: 11 1/2H x 14 1/2W inches (29.21 x
36.83 cm)
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Socially engaged and politically outspoken, Los Angeles-based artist Andrea Bowers builds her work around
issues of social justice and advocacy. Her artistic practice often uses political protests and movements as sources
of inspiration and content, as she draws isolated figures holding picket signs with delicate attention, or replicates
the archive of a cause in the space of the gallery. Labor movements, women’s rights rallies, anti-war protests, and
immigration demonstrations, past and present, are among the myriad moments of political action that Bowers
draws upon in her works.

Bowers’ Radical Hospitality (2015) is a sculptural contradiction: its red and blue neon letters proclaim the words of
the title, signaling openness and generosity, while the barbed wires that encircle the words give another message
entirely. Meant to hang from the ceiling, Bowers’ neon is further weighed down by long wind chimes made of
aluminum pipes and wooden wind catchers that drip unsteadily from their anchors. Poetic but frantic in its
juxtapositions, Bowers’ work captures a certain paradoxical energy that echoes the current political climate—it is
hopeful but hindered, cacophonous but well intentioned, uncertain but ominous.

Andrea Bowers
b.1965, United States
Radical Hospitality (2015)
Stainless steel, aluminum tubes, wood, chain, 4
neon signs with cable and 2 power sources
300H x 100W x 100D cm
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Andrew Norman Wilson
b.1983, United States
Chase ATM emitting blue smoke, Bank of America
ATM emitting red smoke, TD Bank ATM emitting
green smoke (2014)
HD video
5:48 minutes
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The Calling (2013-14) is a poignant exploration of ancient human traditions evolving and adapting to the modern
world. The three-channel work focuses on traditional whistling languages, and shows the communities of the
village of Kuskoy in Northern Turkey, the island of La Gomera in the Canary Islands, and the island of Evia,
Greece, where such languages are all still in use. For these communities, whistling languages are in a process of
transformation from their traditional use as tools for communication across vast lands into tourist attractions and
cultural artefacts and are being taught to local school children.

Edited to evoke the particularities of this mode of communication, and its place in daily life, the work shows
each community in close-up detail as well as in long shots that describe the distance over which their whistling
must carry. Subtitles in the native languages and in English allow understanding, but the intrusion of other
noises is analogous to how the language is now less commonly heard.

The three channels are projected at large scale in a dark space, drawing on the conventions of cinema
presentation but expanding this to become a more physical experience, seeking to engage the viewer in an
experience beyond the audiovisual.

Angelica  Mesiti
b.1976, Australia
The Calling (2013-2014)
Three-channel High Definition digital video
colour, sound
35:36 minutes
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Anna-Bella Papp
b.1988, Romania
Untitled (42) (2013)
Clay
33.2H x 26.5H x 2D cm
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Anna-Bella Papp
b.1988, Romania
Untitled (59) (2013)
Clay
28.5H x 22H x 2D cm
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Anna-Bella Papp
b.1988, Romania
Untitled (73) (2013)
Clay
32H x 24H x 3.2D cm



KADIST

Annette Kelm
b.1975, Germany
Percent for Art (2013)
C-print
28.3H x 19.75W inches each (70 x 50 cm each)
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In Anthony Discenza’s 23-minute audio loop that makes up A Rising Tide Lifts All Boats (2012), a nondescript
male voice narrates a series of unlikely pairings: “think Dune meets South Pacific;” “think dubstep meets the
Magna Carta;” “think the Food Network meets Igmar Bergman.” Given without inflection or emotion, this
recitation uses the structure of a Hollywood elevator pitch to sketch out an unknown project, idea, or structure,
conflating and collapsing cultural referents into an implausible mass of contradictions.

Anthony Discenza
b.1968, United States
A Rising Tide Lifts All Boats (2012)
Audio installation
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Antonio Caro
b.1950, Colombia
Tríptico Colombia Minería (2016)
Fabric
28 5/16 x 112 15/16 inches
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Born in Bangkok, Thailand in July 1970, Apichatpong Weerasethakul is an independent filmmaker initially
trained in architecture at Khon Kaen University. After receiving a Masters degree in filmmaking from the Art
Institute of Chicago in 1997, Weerasethakul commenced a prodigious career in experimental cinema that
awarded him the Jury Prize and Palm d’Or at the Cannes International Film Festival for Uncle Boonmee Who Can
Recall His Past Lives in 2010. As evidenced in feature length works such as Blissfully Yours, Tropical Malady, and
Syndrome and a Century, Weerasethakul’s films are marked by interplays between organic, natural time and
measured cinematic time while drawing from Buddhist narrative structures as well as science fiction themes.

Haunted Houses is a video in which villagers near Weerasethakul’s hometown of Khon Kaen were re-enact scenes
from the popular Thai soap opera Tong Prakaisad. By encouraging villagers to play dramatic characters whose
fates they had followed intimately, the video comments on the manner in which real experience and fantasy
mediate and feed back to each other. Weerasethakul calls this phenomenon ‘medium addiction,’ a term
describing a continual Thai fascination with spirits that dwell in a world parallel to everyday life. Critically
aware of the mediums of film and video, Weerasetahkul’s works capture the manner through which traditional
ways of mediating and perceiving the world is transcoded into new forms through new media. With filmed
subjects entering television fantasies as easily as the television characters’ entering the living rooms and families
of the viewers, Haunted Houses reflects the multiple other-worlds haunting the contemporary Thai
consciousness in light of new communication technologies brought on by modern infrastructures, urban
planning, and modern medicine.

Apichatpong Weerasethakul
b.1970, Thailand
Haunted Houses (2001)
Single channel, digital video, stereo, color
60 minutes, looped
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Arabella Campbell is a Vancouver-based painter who explores the intricacies of abstraction. Drawing on
minimalism, her subtle yet effective interventions delve into texture, color, and frame. In one series of
monochromes, for instance, she precisely quotes the hues of certain gallery walls, debunking the supposed
neutrality of the white cube while binding the works to their context.

In Gradation (2011), nine raspberries lined up on a lichen-dotted rock progress from left to right, dark to light,
plump and juicy to not-yet-ripe. Through a curatorial act of collection and arrangement, Campbell alchemizes
discrete instances of color, fabricating a gradient. Viewed alone, each berry would be unremarkable. But when
placed in Campbell’s ordered context, interesting details emerge. The slightest variations in color and scale
become suddenly perceptible.

Arabella Campbell
b.1973, Canada
Gradation (2011)
Lightjet print
14H x 22W inches (35.56 x 55.88 cm)
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Araya Rasdjarmrearnsoon began producing film and video-based work in the 1990s. Her work considers a wide
range of subjects but focuses in particular at populations that live on the margins and/or are marginalized by
normative social structures, including women, the deceased, and people with disabilities. She even considers the
rights of animals in her work and assumed hierarchies between species. Her narrative work confronts societal
norms and structures of power and pedagogy. She earned fine arts degrees from Silpakorn University, Thailand
and has exhibited in many venues internationally, including Documenta 13 (2012).

Her most famous video work, The Class (2005), challenges her viewers’ personal sense of morality and tolerance
by depicting a classroom from hell. In the video, a woman, dressed in black with a white over shirt, stands in
front of a long blackboard. The classroom’s rear walls and floor are covered in taut white fabric, given the room
the sinister appearance of a sanitarium or a crime scene. Six bodies lay across the floor on silver morgue trays,
their features all but obscured by gently draped white sheets. The woman at the front of the class begins to
lecture to the lifeless bodies with a clear and calm diction. As she turns to address the rear wall, she grabs the
chalk and writes her topic on the blackboard: death. She then proceeds with her monologue, discussing how
death is addressed and approached from various historical, cultural, and philosophical perspectives. She
occasionally addresses the lifeless bodies, imploring them to share their own perspectives and experiences. She
continues to speak, undeterred by the lack of response or reciprocity. Deliberately absurdist in its premise,
Rasdjarmrearnsook’s video parodies pedagogical conventions, and the metaphor here of the corpse-as-student
plays off humorous tropes of being literally “bored to death.” But in opening a conversation about death – which
is often considered too taboo to casually discuss in many cultures (and particularly in the West) –
Rasdjarmrearnsook also questions how we treat conversations around mortality in public discourse and how
those dialogues, while vital, all too often fall upon deaf ears until it is too late.

Araya  Rasdjarmrearnsook
b.1957, Thailand
The Class (2005)
Single channel video
16:33 minutes



KADIST

Dutch artist Ari Marcopoulos moved to the United States in 1980 and has become an important documentarian
of American fringe culture over the last three decades. The subject matter of Marcopoulos' photographs and
videos have ranged from skateboarding and snowboarding to the New York art scene, including Warhol's
Factory, in the 1980's. Now residing in Northern California, Marcopoulos has focused his lens on his family.
Often documenting his sons against the California landscape, he has stressed that these photos are not meant to
be autobiographical but archetypes of the idea of family. Through his prolific output of books, magazines, films,
and exhibitions, Marcopuolos has provided the world with an inside view of cultures that are often inaccessible.

In Jackass Marcopuolos' two sons, Cairo and Ethan, are pictured relaxing in adisheveled bedroom in their
Sonoma home. One plays with some sort of board game while the other holds either a book or DVD of the movie
Jackass Number Two, presumably the source of the photograph's title. As Marcopoulos has continued to document
his sons, and as they have become teenagers, the images of them begin to closely resemble the teenagers in much
of his earlier work. The boys in Markopoulos' images have become less his sons and more anthropological
subjects of study, the youths that started his photographic career over thirty years ago. Jackass is a perfect
example of the full circle that Marcopoulos' career has made.

Ari Marcopoulos
b.1957, Holland
Jackass (2008)
Pigment Print
Framed: 48H x 60W inches (121.92 x 152.4 cm)
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Dutch artist Ari Marcopoulos moved to the United States in 1980 and has become an important documentarian
of American fringe culture over the last three decades. The subject matter of Marcopoulos' photographs and
videos have ranged from skateboarding and snowboarding to the New York art scene, including Warhol's
Factory, in the 1980's. Now residing in Northern California, Marcopoulos has focused his lens on his family.
Often documenting his sons against the California landscape, he has stressed that these photos are not meant to
be autobiographical but archetypes of the idea of family. Through his prolific output of books, magazines, films,
and exhibitions, Marcopuolos has provided the world with an inside view of cultures that are often inaccessible.

A photograph of a tin box full of marijuana simply titled Green Box, speaks to the constantly changing status of
the substance--once taboo or illicit, now a symbol of a growing industry in Northern California. In the past a
photograph of marijuana would more likely be found in an evidence file than an art museum or gallery, but
today continued debates about the legality of marijuana and the industry surrounding it has brought the
substance into common public view. Green Box is a strong example of the current sociopolitical state of California
and the grey areas that exist in legislature and at the same time illustrates the unavoidable commercialization of
once underground cultures.

Ari Marcopoulos
b.1957, Holland
Green Box (1998/2009)
Pigment Print
Framed: 11H x 17W inches (27.94 x 43.18 cm)
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Arseniy Zhilyaev
b.1984, Russia
Polite Guests From the Future Costume (2014)
Cloth costume
15H x 15W x 3D inches
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Arseniy Zhilyaev
b.1984, Russia
Polite Guests From the Future Kalashnikov Replica
(2014)
Cast in clear plastic
24H x 5W x 2D inches
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Arseniy Zhilyaev
b.1984, Russia
Museum of Russian History on Bolotnaya Square
(2014)
3D printed model with acrylic vitrine
6H x 14W x 6D inches
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Asha Schechter’s works employ stock 3D images and scans of textured surfaces to examine images floating free
from any context. The visual reality of things falls to the wayside, as Schechter’s work focuses on the collection,
circulation, and deployment of objects and images, a realm for psychological and creative investigation. Pictures
taken from a variety of sources allow for an exploration of the ambiguities of representation.

In Picture 066b (Rubiks Cube, Clear Book, Clubmasters, Rubiks Cube, Vintage Pictures Retro Photos Cotton Fabric,
Thumb Tack) (2013), an odd combination of objects hover over and under fabric swatches depicting the sky, the
beach, and cartoon bananas. Schechter’s compositions fabricate ersatz realities, rendering them into a real-unreal,
collapsed, two-dimensional space.

Asha Schechter
b.1978, United States
Picture 066b (Rubiks Cube, Clear Book,
Clubmasters, Rubiks Cube, Vintage Pictures Retro
Photos Cotton Fabric, Thumb Tack) (2013)
Chromogenic print
30H x 40 W inches (76.2 x 101.6 cm)
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Young Chechen artist Aslan Gaisumov’s artworks are an opportunity to understand events of his personal life
and the recent history of his people. By endowing his war memories with an art form the artist strives to
critically and emotionally distance himself from the events of the last two decades and to find an intuitive and
poetical language for their description. His works, which include both created and acquired objects, are a
testimony of violence, a gaping void left by the war.

In this straightforward, but no less effective video, 24-year-old Aslan Gaisumov confronts us with the tragic
conflict in his native war-torn Chechnya. This partly autobiographical document shows how fleeing families,
sometimes by their dozens, try to fit into small cars in search of a safe haven. Gaisumov develops an intuitive
and poetic language that is trying to make sense of the consequences of war and the loss of traditions and
identity that go hand in hand with it. When survival is paramount, fragile constructions, like language, fairy
tales and symbols, disappear. Memories and family histories become scarce and are often lost entirely. But the
fugitive, like Gaisumov, personifies a new generation. They propose a new, unique leitmotiv. Past and present
are shuffled together and generate other symbols and metaphors that secure their continuity as a people.

Aslan Gaisumov
b.1991, Russia
Volga (2015)
HD video
4:11 minutes
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Audra Knutson
b.1979, United States
The Death (2009)
Linocut, hand-printed on Rives BKF Gray
paper
36H x 24.5W inches
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Audra Knutson
b.1979, United States
The Oblivion (2009)
Linocut, hand-printed on Rives BKF Gray
paper
24.5H x 36W inches
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Baktash Sarang Javanbakht
b.1981 , Iran
The Rock 181 (2014)
Glass, three holy books, stone, wood, metal,
rope, fabric, and light
183L x 55H x 36D cm



KADIST

Baktash Sarang Javanbakht
b.1981 , Iran
Exercise in Reproduction of Failure #4 (2014)
Pencil on cardboard
32.5H x 25W cm
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Bani Abidi’s practice deals heavily with political and cultural relations between India and Pakistan; she has a
personal interest in this, as she lives and works in both New Delhi and Karachi. The artist’s subject matter ranges
from border tensions to immigration conflicts, cultural diversity, and the relationship between private and public
space. She works in the media of video, photography, and drawing.

The threshold in contemporary Pakistan between the security of private life and the increasingly violent and
unpredictable public sphere is represented in Abidi’s 2009 series Karachi. These staged photographs were shot
against the backdrop of the city’s empty streets at sundown during the holy month of Ramadan. During this
time, Muslims fast and retreat indoors, leaving the city eerily empty. By portraying ordinary citizens from
religious minorities, the photographs reclaim the occupation of public space. Domestic gestures are brought
forward and presented in the streets. By being so specific about the times and locations where they were shot,
Abidi tests the political potentials of these everyday gestures.

In Karachi Series I (Chandra Acharya, 7:50pm, 30 August 2008, Ramadan, Karachi) (2009) a middle-aged woman sits
in front of a dressing table plaiting her hair. The royal-blue sari suggests her identity as non-Muslim. Presented
in lightboxes, the pictures’ backlit luminosity exaggerates their absurdity and strangeness.

Bani Abidi
b.1971, Pakistan
Karachi Series 1 (Chandra Acarya,7:50pm, 30
August 2008, Ramadan, Karachi) (2009)
Duratrans light box
23 5/8H x 30H x 3D inches (60 x 76 x 8 cm)
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Bani Abidi’s practice deals heavily with the political and cultural complex between India and Pakistan where she
resides and travels back and forth. Working with video, photography, and drawings, Abidi’s subject matters
range from border tensions, immigrations conflicts, cultural diversity, and relationship between private and
public space. The threshold between the security of private life and the increasingly violent and unpredictable
public space in contemporary Pakistan is a recurring recent interest for Abidi which is represented in her 2009
photograph series Karachi.

The threshold in contemporary Pakistan between the security of private life and the increasingly violent and
unpredictable public sphere is represented in Abidi’s 2009 series Karachi. These staged photographs were shot
against the backdrop of the city’s empty streets at sundown during the holy month of Ramadan. During this
time, Muslims fast and retreat indoors, leaving the city eerily empty. By portraying ordinary citizens from
religious minorities, the photographs reclaim the occupation of public space. Domestic gestures are brought
forward and presented in the streets. By being so specific about the times and locations where they were shot,
Abidi tests the political potentials of these everyday gestures.

In Karachi Series I (Ken DeSouza), the man in white shirt is polishing his shoes without furthering revealing his
identity. Presented in light boxes, their backlit luminosity exaggerates the absurdity and strangeness of these
images.

Bani Abidi
b.1971, Pakistan
Karachi Series 1 (Ken DeSouza, 7:42pm, 25th
August 2008, Ramadan, Karachi) (2009)
Duratrans light box
23 5/8H x 30H x 3D inches (60 x 76 x 8 cm)
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Barbad Golshiri
b.1982, Iran
Time they Stopped (Forouhars’ house, Tehran)
(2015)
Digital photography
90H x 60W cm
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Barbara Kasten creates constructions for the camera by building temporary sets out of unidentified materials that
she photographs and immediately disassembles. Producing continuously since the 1960s, Kasten’s work is often
identified with the California Light and Space Movement, and her photographs deliberately play on perceptual
phenomena of light and shadow. Kasten is a self-taught photographer and distances herself from the profession.
Regardless, her work continues to influence younger generations of photographers who are inspired by her
innovative and experimental compositions.

Barbara Kasten’s Studio Construct 51 depicts an abstract still life: a greyscale photograph of clear translucent
panes assembled into geometric forms, the hard lines of their edges converging and bisecting at various points.
Light streams from unseen sources and projects rectangular shadows against an adjacent wall. Three-
dimensional shapes become suddenly flat as the objects in Kasten’s still life are juxtaposed alongside their
ghostly traces. Kasten’s assemblages could be seen as sculptural plays on geometric abstraction, but her sets are
deliberately temporary and staged only to be photographed and subsequently dismantled. In shifting focus from
the object-as-subject to the document, Studio Construct 51 privileges ephemerality over permanence and suggests
that all physical forms are transient and ultimately only recognizable by the artifacts that they leave behind.

Barbara Kasten
b.1936, United States
Studio Construct 51 (2008)
Archival pigment print
50H x 40W inches (127 x 101.6 cm)
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San Francisco-based artist Barry McGee graduated from the San Francisco Art Institute in 1991 with a
concentration in painting and printmaking and is considered a central figure in the Mission School movement.
His work is heavily influenced by graffiti, comic books, skateboard culture, green culture, and social activism
and usually reflects, with a pessimistic view, upon the urban environment that surrounds him. McGee’s large-
scale painting installations often take a particular iconography in which a background of abstract, acid-colored
patterns is overlayed with text and figures.

McGee’s Untitled is a collection of roughly fifty, framed photographs, paintings, and text pieces clustered
together in corner. Its tiled effect can perhaps be seen as a vertical Carl Andre work and also bears some
resemblance to another work in the Kadist Collection, Jedediah Caesar’s JCA-25-SC. McGee’s installation also
echoes the votive altars in the chapels he visited during his residency in Brazil in 1993. One almost expects to see
candles lit below the work honoring the dead or loved ones in crisis. This is appropriate since the individual
elements in Untitled depict and honor the disenfranchised, outcasts, and sometimes ghosts of San Francisco street
life.

Barry McGee
b.1966, United States
Untitled (2010)
Mixed Media, 52 Elements
130H x 142W inches (330.2 x 360.68 cm)
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Beatriz Santiago Muñoz lives and works in San Juan, Puerto Rico. Her approach to making films and videos
resembles the careful approach of an ethnographer. She learns about the place, the site of the film, its cultural
histories and local mythologies. She learns about the people who are both subject and actors. She invites them to
participating through enacting their own life, or an aspect of their cultural history. They trace the contours of
cultural memory, and frame  political and social issues. Her work combines documentary record, indigenous
historical memory, participatory inflections, chance discovery, and fictional explorations.

La Cabeza Mató a Todos or The Head that Killed Everyone, is a subtle mixing of indigenous mythologies with
present-day characters, geographies, and culture. The title refers to how a shooting star was (in these myths)
interpreted as a head without a body, crossing the sky, signaling the arrival of chaos and destruction. The main
character, Michelle Nonó, is herself a hybrid creature, mixing male/female traits and in touch with the native
plants (in her work with medicinal botany) and contesting the present through activism: she hosts cultural events
in her house, which is in a very poor section of primarily black (Afro-Caribbean), and post-industrial area called
Carolina. Cats are very common on the island of Puerto Rico, and in this video, the cat is cast as a mythological
entity, capable of world-altering transformations. The soundtrack further signals this mixing between past and
future, alternating between a track from the Peruvian punk band, Los Psychos, and the chirping and croaking
music of the coquí frog, omni-present in PR’s wet landscapes.

Beatriz Santiago Muñoz
b.1972, Puerto Rico
La Cabeza Mató a Todos (2014)
HD Video
7:30 minutes
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Ben Shaffer’s works are dynamic installations that integrate sculpture, painting, and performance. His complex
pieces often require direct interaction from viewers, eschewing simple subject-object relationships in favor of
relational negotiations. Through his makeshift neo- psychedelia, Shaffer explores the legacy of counter-cultural
imagery, specifically its fragile utopic horizons and ever-receding promises of enlightenment and transcendence.
Shaffer lives and works in Los Angeles, and received his MFA from Claremont University in Southern
California.

Ben Shaffer’s Ben Deroy (2007) is part performance, part self-portrait, and part spiritual vision. Often the artist
works with the motifs of the counterculture and contemporary non-religious spiritualism. The figure hangs
suspended—seemingly ascending—animation. The figure looks like some kind of countercultural superman
empowered by myriad alternative experiences.

Ben Shaffer
b.1976, United States
Ben Deroy (2007)
Fiberglass, magic-sculpt, plaster, acrylic,
rattlesnake skin, fabric
80H x 48W inches approx. (203.2 x 121.9 cm)



KADIST

Benvenuto Chavajay’s body of work includes sculpture, interventions into objects, installation, performance, and
painting. The artist rearranges unconventional materials in ways that often appear innocuous at first glance, but
are in fact deeply political, based on the cancellation of objects as they relate to the violence that surrounds them.
Chavajay draws inspiration from many different contextual realities in order to produce his work. His creative
process alludes to the present context not only in Guatemala, but also in Latin America and beyond, in the sense
that one part always affects the whole.

Jardín (2013) refers to environmental destruction, specifically the preponderance of disposable plastics, as well as
Medellín’s long history of dangerous conflict; it was once considered the most violent city in the world because
of the drug trafficking there. This floor sculpture consists of shoes made of river stones, strung with flip-flop
straps. Here, Chavajay plays the natural (found stones) against the synthetic (plastic), heavy against light, hard
against soft, revealing the irony of their fusion and the impossibility of their alleged function as shoes. By
transforming these heavy, clunky rocks into shoes, the artist alludes to the paralysis and weight under which the
city of Medellín has long suffered.

Benvenuto Chavajay Gonzalez
b.1978, Guatemala
Jardin (Garden) (2013)
Installation of 40 stones from Atitlan Lake
Variable (approx. 20H x 20W x 20D cm each)
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Bernardo Ortiz charts time as if it was a constellation, pulling from the accumulation of his life to create
structures. Notes, notepads, ephemera, and thoughts become the inspiration for his works, manifesting
themselves through installations, signs, and drawings. Language plays a dynamic role, especially in Ortiz’s
drawings of enigmatic slogans or ideas.

Casa de la cabeza (2011) is a drawing of the words of the title, which translate literally into English as House of the
head. Ortiz uses this humorous phrase to engage the idea of living in your head.

Bernardo Ortiz
b.1972, Colombia
Casa de la cabeza (House of the head) (1972)
Text drawing, ink on paper
9 1/2H x 13 3/8W inches (24 x 34 cm)
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Bjorn Copeland (along with his brother Eric) is an original member of Black Dice, an experimental/noise band
associated with the thriving musical movement around the Rhode Island School of Design (RISD) in the late
1990s. Not surprisingly, Copeland’s visual practice is connected to that music scene, most obviously in his use of
psychedelic designs associated with concert flyers which deploy hypnotic, almost acid-driven pop referents in a
certain “op” manner. In many of his recent assemblages and collages, Copeland reuses discarded products,
accumulated and found debris, as well as product packaging. As with his music, he rearranges and re-composes
these preexisting structures, building complicated and intricate abstract patterns that aim to disorient and play
with the viewer’s perception.

Sign #1, Sign #2, Sign #3 were included in Found Object Assembly, Copeland’s 2009 solo show at Jack Hanley
Gallery, San Francisco. These rather austere collages were created by simply cutting and inverting the text from
existing information signs. By maintaining the overall integrity of the signs and their most legible visual
characteristics (luminescent color, bold font, size and rectangular format), Copeland’s collages obscure language
in favor of a “delirious optical disorientation.”

Bjorn Copeland
b.1975, United States
Sign #3 (2009)
Collage on paper
8H x 12W inches (20.32 x 30.48 cm)



KADIST

Bjorn Copeland (along with his brother Eric) is an original member of Black Dice, an experimental/noise band
associated with the thriving musical movement around the Rhode Island School of Design (RISD) in the late
1990s. Not surprisingly, Copeland’s visual practice is connected to that music scene, most obviously in his use of
psychedelic designs associated with concert flyers which deploy hypnotic, almost acid-driven pop referents in a
certain “op” manner. In many of his recent assemblages and collages, Copeland reuses discarded products,
accumulated and found debris, as well as product packaging. As with his music, he rearranges and re-composes
these preexisting structures, building complicated and intricate abstract patterns that aim to disorient and play
with the viewer’s perception.

Sign #1, Sign #2, Sign #3 were included in Found Object Assembly, Copeland’s 2009 solo show at Jack Hanley
Gallery, San Francisco. These rather austere collages were created by simply cutting and inverting the text from
existing information signs. By maintaining the overall integrity of the signs and their most legible visual
characteristics (luminescent color, bold font, size and rectangular format), Copeland’s collages obscure language
in favor of a “delirious optical disorientation.”

Bjorn Copeland
b.1975, United States
Sign #1 (2009)
Collage on paper
8H x 12W inches (20.32 x 30.48 cm)
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Bjorn Copeland (along with his brother Eric) is an original member of Black Dice, an experimental/noise band
associated with the thriving musical movement around the Rhode Island School of Design (RISD) in the late
1990s. Not surprisingly, Copeland’s visual practice is connected to that music scene, most obviously in his use of
psychedelic designs associated with concert flyers which deploy hypnotic, almost acid-driven pop referents in a
certain “op” manner. In many of his recent assemblages and collages, Copeland reuses discarded products,
accumulated and found debris, as well as product packaging. As with his music, he rearranges and re-composes
these preexisting structures, building complicated and intricate abstract patterns that aim to disorient and play
with the viewer’s perception.

Sign #1, Sign #2, Sign #3 were included in Found Object Assembly, Copeland’s 2009 solo show at Jack Hanley
Gallery, San Francisco. These rather austere collages were created by simply cutting and inverting the text from
existing information signs. In Sign #2, for example, the original image that presumably carried the message “NO
RIDERS” was placed upside down. By cutting out some of the syllables and inverting and rearranging them, the
message was rendered unreadable. By maintaining the overall integrity of the signs and their most legible visual
characteristics (luminescent color, bold font, size and rectangular format), Copeland’s collages obscure language
in favor of a “delirious optical disorientation.”

Bjorn Copeland
b.1975, United States
Sign #2 (2009)
Collage on paper
8H x 12W inches (20.32 x 30.48 cm)
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Brenna Youngblood’s images reflect the experiences of a working-class woman of color growing up in Central
California and eventually landing in Los Angeles. Ironically, her photo collages, assemblages, and paintings have
often been compared to the work of Robert Rauschenberg or Richard Prince, but they are closer in spirit with
more contemporary artists like Mark Bradford. Youngblood’s work captures a kind of social architecture, that is,
an out-of-focus zone where portraits of people become landscapes and buildings become familiar characters. It is
in these marginal transitions where Youngblood investigates issues of identity, race, and social status.

Brenna Youngblood’s chromogenic print Red Door (2007) is representative of the artist’s interest in conceptual
photography; she also works in multimedia collage and assemblage, drawing imagery from the everyday and
giving new meanings to seemingly mundane objects and places. The image of a red door inspires a tension
between potential meaning and purposeful ambiguity. The color red on a door in almost every culture, means
"welcome" and while often it used to symbolize good luck, some say a red door was a sign of a safe house on the
Underground Railroad. Youngblood's Red Door leaves the viewer to wonder about her formal decisions.

Brenna Youngblood
b.1979, United States
Red Door (2007-2008)
Color Photograph
14H x 11W inches (35.56 x 27.94 cm)
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Brenna Youngblood’s images reflect the experiences of a working-class woman of color growing up in Central
California and eventually landing in Los Angeles. Ironically, her photo collages, assemblages, and paintings have
often been compared to the work of Robert Rauschenberg or Richard Prince, but they are closer in spirit with
more contemporary artists like Mark Bradford. Youngblood’s work captures a kind of social architecture, that is,
an out-of-focus zone where portraits of people become landscapes and buildings become familiar characters. It is
in these marginal transitions where Youngblood investigates issues of identity, race, and social status.

In Grab (2007), Brenna Youngblood explores the capacity for ambiguity to make the mundane interesting. She
may have chosen the door in Grab (which sports a trio of smiling graffiti characters) as a subject either because it
is a classic representation of Southern California urbanity, or because of its formal characteristics. In all of her
work, Youngblood attempts to keep the viewer guessing as to the myriad possibilities of her intent, including
even a questioning of the validity of her artistic approach.

Brenna Youngblood
b.1979, United States
Grab (2007-2008)
Color Photograph
14H x 11W inches (35.56 x 27.94 cm)
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Although originally trained in filmmaking and animation, Brian Bress explores the influence of pictorial
traditions on contemporary media-based practices. His single-shot videos utilize painterly effects such as
geometric abstraction to create visual compositions that blur presumed boundaries between contemporary
media-based work and more traditional disciplines such as sculpture and painting. His work is deliberately
processed-based and his videos, by extension, explore how visual motifs “evolve” over time through as a viewer
engages with a given object or image. Animated figures and actors – such as disembodied hands – disrupt these
seemingly still frames, repositioning these works in the context of film while also suggesting the presence of the
artist’s hand. Bress’s videos may seem overtly indebted to creative lineages, and his images frequently border on
the surreal. But in gesturing towards past works, his videos signal the emergence of creative practices enabled
through technological advancements while also offering a meditation on a durational aesthetics privileged in
media-based work.

Blindseye Arranger (Max) (2013) features a greyscale arrangement of rudimentary shapes layered atop one another
like a dense cluster of wood block prints, the juxtaposition of sharp lines and acute angles creating an abstracted
field of rectangular and triangulated forms composed as if in a cubist landscape. As the video progresses,
however, a disembodied hand begins to move these forms, animating a pictorial frame that was previously still.
The hand – ostensibly the “arranger” of the works title – functions as a metonym of the artist’s hand, quite
literally bringing a motionless work to life. The hand in Blindseye Arranger, though, also signals a shift towards
the performative, functioning as a reminder that all works of art are created by a maker’s “hand” and, in such,
are never fully separate from the context in which they are made. Bress’s gesture towards interdisciplinarity in
his work, by extension, signals an important moment in which questions of medium-specificity give way to more
trenchant inquiries into notions of authorship and creative process.

Brian Bress
b.1975, United States
Blindseye Arranger (Max) (2013)
High definition single-channel video (color),
high definition monitor and player, wall
mount
37 3/4H x 22 1/2W x 2 1/2D inches (95.89 x
57.15 x 6.35 cm), 44:57 min, loop
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Brian Jungen’s works create complex interrelationships between global consumer commodities and traditional
First Nations objects. He often physically reworks brand-name products into forms associated with First Nations
material culture, such as masks and teepees. More than a simple critique of American-European imperialism,
Jungen’s hybrids are irreducible to either trajectory or even a one-way process of influence.

There are several elements to Subject, Silver, Prism. Silver ink is applied to blocks of black foam. A simple stand,
reminiscent of cheap furniture, supports a drum constructed from deer hide stretched over plastic cooking bowls
and held taut by the hide and twine. The tightness of the drum and the stiffness of its table offset the floppy
softness of the black foam. The semantic and visual echo between the pots-and-pans drums of suburban children
and the deer hide and wood drums of First Nations people are literally bound together in this piece.

Brian Jungen
b.1970, United States
Subject, Silver, Prism (2011)
Foam, silver relief ink, plastic bowls, deer hide,
tarred twine, steel
78 x 120 x 300 inches (198.12 x 304.8 x 762 cm)
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Brian D. Tripp was born in Eureka, California in 1945 with Karuk ancestry, from the Klamath upriver watershed.
Tripp has been deeply involved with ceremonial culture throughout his life with exhibitions and posts placing
him at the forefront of an important California Native American artistic and cultural renaissance.

For many years Tripp has been involved in reviving Karuk ceremonies that had been discontinued for decades,
he developed his signature abstract style, based in Karuk design, ceremonial regalia forms, and related cultural
and political iconography. The two works are a continuation of these forms with in the medium of sculpture.

Brian Tripp
b.1945, United States
Dance Sticks (2010)
Acrylic on wood
14H x 16W x 10D inches (35.56 x 40.64  x 25.4
cm)
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Brian D. Tripp was born in Eureka, California in 1945 with Karuk ancestry, from the Klamath upriver watershed.
Tripp has been deeply involved with ceremonial culture throughout his life with exhibitions and posts placing
him at the forefront of an important California Native American artistic and cultural renaissance.

For many years Tripp has been involved in reviving Karuk ceremonies that had been discontinued for decades,
he developed his signature abstract style, based in Karuk design, ceremonial regalia forms, and related cultural
and political iconography. The two works in the KADIST collection are a continuation of these forms with in the
medium of sculpture.

Brian Tripp
b.1945, United States
Hummingbird (2010)
Acrylic on wood
17H x 17W x 5D inches (43.18 x 43.18 x 12.7
cm)
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Brody Conlon constructs situations to explore human experience, often involving synthesis of role-playing and
collective, participatory performance. Both fascinated and skeptical, Condon's work raises doubts about
self/other representation, authenticity and pretense, and lingers in the strangeness of engagement.

Future Gestalt re-imagines a large-scale sculpture Smoke by Tony Smith as embodying a futuristic intelligence that
communicates with a group of communitarians undergoing experimental psychotherapy. Future Gestalt is not a
video of a performance, rather, it is a documentation of the last of four unscripted sessions of guided
participation led by the artist. Through the title and form, the sessions suggest Gestalt therapy, promoted as a
form of personal transformation in California at the Esalen Institute.

The sculpture Smoke was conceived in 1967, but fabricated after the artist’s death in 2005 and is permanently
installed at LACMA in Los Angeles. It “reflects the artist’s [Smith’s] lifelong exploration of patterns in organic
life,” but its sleek painted black aluminum exterior also suggests a science-fiction spacecraft or supercomputer.
Condon recognizes these implications and casts it as a character, a processed and distorted version of his own
voice.

Brody  Condon
b.1974, Mexico
Future Gestalt (2012)
HD Video, color, sound
38:30 minutes
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Brody Conlon constructs situations to explore human experience, often involving synthesis of role-playing and
collective, participatory performance. Both fascinated and skeptical, Condon's work raises doubts about
self/other representation, authenticity and pretense, and lingers in the strangeness of engagement.

Future Gestalt re-imagines a large-scale sculpture Smoke by Tony Smith as embodying a futuristic intelligence that
communicates with a group of communitarians undergoing experimental psychotherapy. Future Gestalt is not a
video of a performance, rather, it is a documentation of the last of four unscripted sessions of guided
participation led by the artist. Through the title and form, the sessions suggest Gestalt therapy, promoted as a
form of personal transformation in California at the Esalen Institute.

The sculpture Smoke was conceived in 1967, but fabricated after the artist’s death in 2005 and is permanently
installed at LACMA in Los Angeles. It “reflects the artist’s [Smith’s] lifelong exploration of patterns in organic
life,” but its sleek painted black aluminum exterior also suggests a science-fiction spacecraft or supercomputer.
Condon recognizes these implications and casts it as a character, a processed and distorted version of his own
voice.

Brody  Condon
b.1974, Mexico
Future Gestalt (2012)
Replica robe
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Bruce Conner was undoubtedly one of the key figures of America’s avant-garde art scene since his work
emerged in the late 1950s. Affiliated with the beat community, he was overtly opposed to the academic
establishment and worked freely in a variety of media, including drawing, sculpture, painting, collage,
photography, and assemblage. However, Conner is most recognized for his films in which he created a unique
visual montage through the skillful and pioneering editing of found footage.

Unlike many of his earlier films which often present poignant critiques of mass media and its deleterious effects
on American culture, Easter Morning, Conner’s final video work before his death in 2008, constitutes a far more
meditative filmic essay in which a limited amount of images turn into compelling, almost hypnotic visual
experience. The video presents us with a reinterpretation of footage from his unreleased avant-garde film, Easter
Morning Raga, from 1966. In contrast to his more famous pieces like A Movie (1958) and Crossroads (1976) which
are juxtapositions of fragments from newsreels, soft-core pornography, and B movies, the images in Easter
Morning serve as a reinterpretation of footage. Here the artist expands the images in duration, gauge, and frame
rate, which results in an enigmatic visual transcendence, or “imagelessness,” and distances the viewers from
their preconceptions of what they are watching. Accompanied by rhythmical music, the collision of images in
Easter Morning is not only testament to Conner’s ability to balance order and chaos, control and chance, but
further reveals his abiding interest in alternative ways of seeing and experiencing.

Bruce Conner
b.1933, United States
Easter Morning (2008)
Video
10 minutes
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Bruce Conner was undoubtedly one of the key figures of America’s avant-garde art scene since his work
emerged in the late 1950s. Affiliated with the beat community, he was overtly opposed to the academic
establishment and worked freely in a variety of media, including drawing, sculpture, painting, collage,
photography, and assemblage. However, Conner is most recognized for his films in which he created a unique
visual montage through the skillful and pioneering editing of found footage.

In 1977, as an already-established artist best known for his films, Bruce Conner began to photograph punk rock
shows at Mabuhay Gardens, a San Francisco club and music venue. 27 Punk Photos: 11. Dim Wanker: F Word, May,
1978 (1978) is representative of a series of photographs by Conner, whose subject became a fascination for the
artist. The photographs depict the revival of British punk rock groups in the late 1970s, and the importance of
this movement in San Francisco. Some of Conner’s photographs from this period were published in the punk
magazine Search and Destroy and depicted such significant figures from the scene as Frankie Fix of Crime, the
Mutants, Penelope Houston of the Avengers, and Will Shatter of Negative Trend.

Bruce Conner
b.1933, United States
27 Punk Photos: 11. Dim Wanker: F Word, May,
1978 (1978)
Silver Gelatin print
12 15/16H x 8 3/4W inches (32.77 x 22.23 cm)
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Bruce Conner was undoubtedly one of the key figures of America’s avant-garde art scene since his work
emerged in the late 1950s. Affiliated with the beat community, he was overtly opposed to the academic
establishment and worked freely in a variety of media, including drawing, sculpture, painting, collage,
photography, and assemblage. However, Conner is most recognized for his films in which he created a unique
visual montage through the skillful and pioneering editing of found footage.

Bruce Conner is best known for his experimental films, but throughout his career he also worked with pen, ink,
and paper to create drawings ranging from psychedelic patterns to repetitious inkblot compositions. Untitled
Inkblot Drawing (CT-1491) (1995) is representative of his aspect of his practice. It is a formal exploration related to
many different things: the Rorschach inkblot testing used by psychologists, Japanese calligraphy, Egyptian
hieroglyphs, and the intricate patterning Conner saw everywhere in the world around him.

Bruce Conner
b.1933, United States
Untitled Inkblot Drawing (CT-1491) (1995)
Ink on paper
9 9/16H x 9 3/4W inches (24.28 x 24.76 cm)
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Like many others of her generation, Bunny Rogers discovered herself through digitally mediated experiences on
the Internet, finding outlets online that didn’t exist for her in the reality of her Texas upbringing. Working now in
many media, Rogers filters much of her content through the digital space as well, with digital avatars becoming
familiar stand-ins for the artist herself, and the odd geometric architectures and awkward bodies of online games
creating the visual vocabulary for Rogers’ works. Through installations, video work, and sculpture, Rogers
mines the depths of personal experiences channeled into the digital space, looking at online forums and
communities to explore and re-live the angst, anxiety, and ferocity of being a teenaged girl.

In Rogers’ Columbine works, the artist explores the 1999 high school shooting that took place in Littleton,
Colorado, claiming 34 victims. Rogers’ Columbine projects have focused on understanding the shooters through
delving into online forums for other teenager (many of them girls) who identify and sympathize with them.

Her 20-minute video work, Poetry reading in Columbine Library with Joan of Arc begins with a darkened digital
interior, with two cartoonish armchairs waiting against a green wall. Several minutes into the video, a red-haired
avatar enters the scene, and takes a seat on one of the chairs. Reading in a monotone voice, the figure recites out
morbid lines—filled with angst, horror, and the humor that comes with remembering the feelings of teenaged
alienation.

Bunny Rogers
b.1990, United States
Poetry reading in Columbine Library with Joan of
Arc (2014)
Animated film
20 minutes
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Like many others of her generation, Bunny Rogers discovered herself through digitally mediated experiences on
the Internet, finding outlets online that didn’t exist for her in the reality of her Texas upbringing. Working now in
many media, Rogers filters much of her content through the digital space as well, with digital avatars becoming
familiar stand-ins for the artist herself, and the odd geometric architectures and awkward bodies of online games
creating the visual vocabulary for Rogers’ works. Through installations, video work, and sculpture, Rogers
mines the depths of personal experiences channeled into the digital space, looking at online forums and
communities to explore and re-live the angst, anxiety, and ferocity of being a teenaged girl.

In Rogers’ Columbine works, the artist explores the 1999 high school shooting that took place in Littleton,
Colorado, claiming 34 victims. Rogers’ Columbine projects have focused on understanding the shooters through
delving into online forums for other teenager (many of them girls) who identify and sympathize with them.

In Poetry reading in Columbine Cafeteria with Gazlene Membrance, a digital interior shows a school cafeteria, reddish
plastic chairs overturned and grouped around tables, the building’s emergency sprinklers raining pixelated
drops onto the lake-like floor. A cube-headed female figure enters the scene—a digital rendition of the character,
Gazlene Membrane, from the Invader Zim TV series—and stands atop one of the tables to recite tortured poetry
from an illustrated notebook. Rogers explores the depths and limits of teenaged emotion in these works filled
with angst, set against the backdrop of such real tragedy.

Bunny Rogers
b.1990, United States
Poetry reading in Columbine Cafeteria with
Gazlene Membrane (2014)
Animated film
20 minutes
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Political Turkish artist Burak Delier works in a variety of media. He explores links between capitalism and art,
freedom and unpredictability, seriousness and humor, employing the aesthetic strategies of the neo-liberal media
that he opposes as a means of political and artistic resistance.

Burak Delier’s sculpture Homage to Balotelli’s Missed Trick is a symbol of resistance to the demand for success and
performance. The sculpture represents Italian soccer player Mario Balotelli, who intentionally missed an
opportunity to score during a 2011 game between LA Galaxy and Manchester City. The miniature Balotelli
stands on his left foot, raising his right foot to kick the ball. As the viewer approaches the piece, Balotelli begins
to spin and the noise of a cheering crowd plays from speakers. The noise turns to audible confusion and then
booing, tracking the moments during when Balotelli suddenly turned kicked the ball in the opposite direction of
the goal. Because this gesture can be seen as one of the most forbidden behaviors in contemporary society—
wasting an opportunity—Delier’s homage to the gesture can be seen as an opposition to the social pressure to
achieve conventional forms of success.

Burak Delier
b.1977, Adapazarı
Hommage To Balotelli's Missed Trick (2013)
Sculpture, motor, sound
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Caetano de Almeida’s abstract compositions in acrylic use delicately-rendered swirls of overlapping, colorful
lines. Intersecting at regular angles within six bubbles, these thread-like lines spiral chaotically outward once
they leave these spheres of order. De Almeida’s abstractions don’t imply randomness and chaos, the way much
abstract painting might, but rather seem tied to algorithms, precision, and the networked realities of the
contemporary moment.

Caetano de Almeida
b.1964, Brazil
Untitled (2013)
Acrylic on canvas
98 7/16H x 98 7/16W inches (250 x 250 cm)
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Cameron Rowland bases his practice on re-contextualizing everyday objects in ways to highlight the economic
and political forces that influence our immediate surroundings, exposing dynamics that are often overlooked,
hiding in plain sight. Rowland often reclaims his materials from some previous use, scouring scrap yards and
trolling on government auction site for mundane objects like a Volvo’s catalytic converter, some ripped out
copper piping, or the heavy aluminum rings that are used to raise manhole covers.

Rowland’s minimal installations require a focus not on the objects themselves, but on the conditions of their
creation, use, and distribution. Who controls the services that contemporary citizens take for granted—like
power, water, heat? Who makes these objects that deliver these services? How are they paid? In essence—who
holds the power? In Constituent, this question is made somewhat more literal: a dangling electrical plate hangs
limply from the wall, the copper wires jutting from the wall cut to reveal their core. The commonplace object that
we recognize as a source of power here is rendered inept—literally powerless—while the mechanisms typically
tucked away from sight continue to carry current.

Cameron Rowland
b.1988, United States
Constituent (2014)
Outlet
Dimensions variable
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Working as a painter, Los Angeles and Joshua Tree-based artist Cannon Hudson combines figuration and
abstraction in paintings that often derive their logic from the linearity of architecture.

In D.R., Hudson begins with a bright blue plane. Within this frame is another hard edge, defined by the limits of
a hard-edged grid. Beneath the grid is an abstract composition that nonetheless alludes to some spatial
arrangement, perhaps referencing an urban setting, with drips of black paint mirroring the look of quickly-
sprayed graffiti. Hudson’s composition seems to balance gravity and weight, the fluiding of dripping paint and
the rigidity of the overlain grid.

Cannon Hudson
b.1963, United States
D.R. (2013)
Oil and enamel on canvas
52H x 42W inches (132.08 x 106.68 cm)
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Cao Fei is one of the most influential figures from the generation
of Chinese artists that emerged on the global scene in the last decade. Her work vividly reflects the changes in
image production, lifestyle, culture, and identity in relation to globalization. Inspired by specific forms of Asian
pop culture and new technology, Cao’s large body of work covers a wide variety of media–from performance,
photography, video, and installation, to the internet, social engagement, and activism. By collapsing the
extremely mundane and the fantastical into one, the artist attempts to vividly underscore the interior and
exterior worlds of global, digital citizens navigating extreme change.

Since 2007, Cao has radically focused her work on Second Life, an online space that virtually mimics “the real
world” and includes everything from the expression of ideas to economic investment. Referring to China’s
modernization and its capitalist and utopic visions, RMB City explores the ways in which global communication
impacts imagination, values, and ways of life. By appropriating virtual reality, Cao opens up a new frontier in
the field of art production that surpasses conventional materiality and invites collaboration and exchanges with
her public and clients.

CAO Fei
b.1978, China
RMB City: A Second Life City Planning 04 (2007)
C-print
47 1/4H x 63W inches (120 x 160 cm)



KADIST

Cao Fei is one of the most influential figures from the generation
of Chinese artists that emerged on the global scene in the last decade. Her work vividly reflects the changes in
image production, lifestyle, culture, and identity in relation to globalization. Inspired by specific forms of Asian
pop culture and new technology, Cao’s large body of work covers a wide variety of media–from performance,
photography, video, and installation, to the internet, social engagement, and activism. By collapsing the
extremely mundane and the fantastical into one, the artist attempts to vividly underscore the interior and
exterior worlds of global, digital citizens navigating extreme change.

In the series Cosplayers, Cao depicts the popularity among Asian youths of “cosplay” in which daily life is
merged with images of video games and popular films. For many, this virtual reality is an outlet to “transcend”
the paradox of a developing society in which the pleasures of consumption and depression of alienation go
hand-in-hand. Cao sensitively captures the new social consciousness and activism, beautifully translating them
into photographic and video works.

CAO Fei
b.1978, China
Diversionist (2004)
Print from film
29 1/2H x 39 3/8W inches (75 x 100 cm)
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Cao Fei is one of the most influential figures from the generation
of Chinese artists that emerged on the global scene in the last decade. Her work vividly reflects the changes in
image production, lifestyle, culture, and identity in relation to globalization. Inspired by specific forms of Asian
pop culture and new technology, Cao’s large body of work covers a wide variety of media–from performance,
photography, video, and installation, to the internet, social engagement, and activism. By collapsing the
extremely mundane and the fantastical into one, the artist attempts to vividly underscore the interior and
exterior worlds of global, digital citizens navigating extreme change.

La Town places us in the midst of an envisaged, incipient, either
recently past or impending catastrophe. Using tiny models, the artist creates a world suspended somewhere
between reality and dystopia, a ‘world community’ in miniature, where a happy coexistence is no more than a
promise, a brief interlude in the unrelenting tide of a violent, destructive history. Overlaid with a French
existential narrative, La Town poses serious questions about the future of humanity, isolation, and connectivity
in a city that is at once no city and every city.

CAO Fei
b.1978, China
La Town (2014)
Single channel video with sound
41:56 minutes
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Carla Zaccagnini uses a variety of media and techniques—from drawing to installation, performance, text, video,
exhibition curating, and written criticism—to explore strategies of displacement. Zaccagnini views these multiple
activities as mutually constitutive forms of inquiry that overlap to form a holistic, conceptually driven art
practice. Often working by recontextualizing existing objects and ideas, she prompts viewers to question the
limitations of language and representation, the fallibility of perception, and the construction of knowledge.

This series of photographs, Sobre la igulidad y las diferencias: casas gemelas (On Equality and Differences: Twin
Houses), taken in Havana in 2005, belongs to a wider group of works that the artist has been developing over
many years, generally titled Bifurcaciones y encrucijadas (Forking Paths and Crossroads). These works are dedicated
to the collection and investigation of similarities and singularities. Some focus on things that are supposed or
expected to be identical, but end up being slightly different. Others focus on things that ought to be different but
somehow obey similar principles. The photographs examine these issues on a temporal basis, for instance
depicting groups of houses that were built to be the same but have been changed over the years according to the
tastes, needs, and capabilities of their inhabitants. A playful, poetic quality underlies these displacements and
juxtapositions, signifying subtle transformations of the everyday.

Carla  Zaccagnini
b.1973, Argentina
Sobre la igualdad y las diferencias_Casas Gemelas
(2005)
Photography-mineral pigmented ink jet on
cotton paper
38.5H x 52.2W cm
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Carla Zaccagnini uses a variety of media and techniques—from drawing to installation, performance, text, video,
exhibition curating, and written criticism—to explore strategies of displacement. Zaccagnini views these multiple
activities as mutually constitutive forms of inquiry that overlap to form a holistic, conceptually driven art
practice. Often working by recontextualizing existing objects and ideas, she prompts viewers to question the
limitations of language and representation, the fallibility of perception, and the construction of knowledge.
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juxtapositions, signifying subtle transformations of the everyday.

Carla  Zaccagnini
b.1973, Argentina
Sobre la igualdad y las diferencias_Casas Gemelas
(2005)
Photography-mineral pigmented ink jet on
cotton paper
38.5H x 52.2W cm



KADIST

Carla Zaccagnini uses a variety of media and techniques—from drawing to installation, performance, text, video,
exhibition curating, and written criticism—to explore strategies of displacement. Zaccagnini views these multiple
activities as mutually constitutive forms of inquiry that overlap to form a holistic, conceptually driven art
practice. Often working by recontextualizing existing objects and ideas, she prompts viewers to question the
limitations of language and representation, the fallibility of perception, and the construction of knowledge.

This series of photographs, Sobre la igulidad y las diferencias: casas gemelas (On Equality and Differences: Twin
Houses), taken in Havana in 2005, belongs to a wider group of works that the artist has been developing over
many years, generally titled Bifurcaciones y encrucijadas (Forking Paths and Crossroads). These works are dedicated
to the collection and investigation of similarities and singularities. Some focus on things that are supposed or
expected to be identical, but end up being slightly different. Others focus on things that ought to be different but
somehow obey similar principles. The photographs examine these issues on a temporal basis, for instance
depicting groups of houses that were built to be the same but have been changed over the years according to the
tastes, needs, and capabilities of their inhabitants. A playful, poetic quality underlies these displacements and
juxtapositions, signifying subtle transformations of the everyday.

Carla  Zaccagnini
b.1973, Argentina
Sobre la igualdad y las diferencias_Casas Gemelas
(2005)
Photography-mineral pigmented ink jet on
cotton paper
38.5H x 52.2W cm
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Carlos Amorales, based in Mexico City, works in many media and combinations thereof, including video,
drawing, painting, photography, installation, animation, and performance. Central in his work is the
construction and alteration of what he calls his Liquid Archive, a collection of images, narratives, drawings,
shapes, and ideas that he uses to construct his unique visual language—a critical and stimulating space for
fantasy, reality, and the blurring of the two. Amorales creates tensions between revealing and hiding the
personal and the universal in his often-ambiguous and fluid constructions.

This work, a large oil painting on canvas, shows a moment from Amorales’s eight-minute two-channel video
projection Useless Wonder (2006). The video is based on Edgar Allen Poe’s 1838 novel The Narrative of Arthur
Gordon Pym of Nantucket. The painting, derived from an image from a different, preexisting work, represents the
artist’s continued interest in realizing particular subject matter in alternative forms, thereby imbuing it with new
meanings and interpretations.

Carlos Amorales
b.1970, Mexico
From Useless Wonder 04 (2007)
Oil on canvas
88.58H x 118.11W inches (225 x 300 cm)
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Carlos Amorales, based in Mexico City, works in many media and combinations thereof, including video,
drawing, painting, photography, installation, animation, and performance. Central in his work is the
construction and alteration of what he calls his Liquid Archive, a collection of images, narratives, drawings,
shapes, and ideas that he uses to construct his unique visual language—a critical and stimulating space for
fantasy, reality, and the blurring of the two. Amorales creates tensions between revealing and hiding the
personal and the universal in his often-ambiguous and fluid constructions.

Carlos Amorales
b.1970, Mexico
Personaje 21 (2008)
Cut out paper collage
28H x 21.5W cm
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Carlos Fernández Rodríguez
b.1983, Costa Rica
Untitled (2014)
Mixed media
100H x 100W x 1.6D cm
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Like many other Latin American artists in the Kadist Collection, Cuban-born Carlos Garaicoa’s conceptual works
look at architecture as a palpable indicator of the region’s socio-political and cultural histories. Working since the
early 1990s in a wide range of media that includes sculpture, drawing, video, and photography, Garaicoa
explores architectural forms and urban landscape aiming to reveal the multiple facets of the modern project’s
failure in the Latin American context. His work is influenced in particular from growing up in Havana, a socialist
city where unfulfilled utopias meet the traces of an oligarchic past in every building’s facade.

This piece belongs to the series Lo viejo y lo nuevo / Das Alte und das Neue (The Old and the New) which was first
exhibited in 2010 at Barbara Gross Gallery in Germany. Here, Garaicoa’s interest in vernacular Cuban
architecture shifts towards the European context: a series of twelve nineteenth-century French engravings have
been reworked into delicate paper models. Here, the two-dimensional old-school architectural renderings have
become the foundation for new hollow three-dimensional structures. Reminiscent of pop-up storybooks, the
small-scale paper forms have also been augmented with black paper shapes, which both resemble the images in a
shadow theater and recall abstract modernist forms.

Carlos Garaicoa
b.1967, Cuba
From the series the Old and the New (XI) (2010)
19th century French engraving, hand cut
cardboard, perspex, and wood
10H x 17 1/2W x 12 3/16D inches (25 x 44 x 31
cm)
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Carolina Caycedo engages with issues and contexts that affect a broad public on an everyday level: in her work,
art functions as a pretext for offering up utopian models to inhabit a world in which individuals and
communities are increasingly subject to com-modification, exploitation, and discrimination.

YUMA o la tierra de los amigos (YUMA, or the Land of Friends), 2014 is a large mural containing a series of
satellite photographs mounted on acrylic. The mural contrasts and mixes multiple layers of these satellite images
capturing the progressive devastation of the El Quimbo dam on the Yuma river (Magdalena), in the Department
of Huila. The project was originally produced for the 8th Berlin Biennale, and developed out of the artist’s
research into waterways, their political and cultural impact, and their historical development. In this work she
focuses on the particular case of the El Quimbo Dam in Colombia, a dam along the Magdalena River and the first
hydroelectric power project in Colombia to be constructed by a transnational, private corporation, signifying the
transition of this geographically, ecologically and historically important public body of water into a privatized
resource. The dam’s construction required the redirection of the Magdalena River, the main fluvial artery in the
county, affecting a vast area and displacing the indigenous population of the region. Through this case, Caycedo
investigates the destructive cultural and environmental consequences of erecting dams, as well as the desire to
master the course of nature and the complicity of state power in quelling social unrest.

Carolina Caycedo
b.1978, United Kingdom
YUMA, or the Land of Friends (2014)
Digital prints on acrylic glass, mural
580H x 473W cm
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Los Angeles-based artist Carter Mull is an obsessive sort, and his fascinations show through in his multimedia
photographic and installation-based works. Joining an interest with youth culture with an abiding preoccupation
with the mass circulation of images and a fervent desire to mark the passing of time, Mull’s works come across as
bright collisions of impulses and ideas. Certainly influenced by pop, Mull’s works also play with the processes of
photography, taking advantage of the democracy of the digital image, and juxtaposing that, frequently, with the
fragility of a fixed, printed image.

Mull’s Worker’s Clock collage works bring together images from the artist’s studio photography practice, found
photographs, and pages from a phone book, laying them over a psychedelic warp of color in the background.
One of the images is borrowed from a billboard, Double Block (for Alanna Pearl, Nik Nova and R. Mutt) (2013) that
Mull created to hang above some storefronts in downtown Los Angeles. The pair of photographs features a
woman posed in the center for rings of numbers, her body and shadow taking the place of the mechanical hands.

Carter Mull
b.1977, United States
Worker’s Clock (Yves Saint Laurent) (2013)
Holographic film, acrylic, Los Angeles white
pages, and pasted paper
18H x 15 1/2W inches (45.72 x 39.37 cm)
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Los Angeles-based artist Carter Mull is an obsessive sort, and his fascinations show through in his multimedia
photographic and installation-based works. Joining an interest with youth culture with an abiding preoccupation
with the mass circulation of images and a fervent desire to mark the passing of time, Mull’s works come across as
bright collisions of impulses and ideas. Certainly influenced by pop, Mull’s works also play with the processes of
photography, taking advantage of the democracy of the digital image, and juxtaposing that, frequently, with the
fragility of a fixed, printed image.

Mull’s Worker’s Clock collage works bring together images from the artist’s studio photography practice, found
photographs, and pages from a phone book, laying them over a psychedelic warp of color in the background.
One of the images is borrowed from a billboard, Double Block (for Alanna Pearl, Nik Nova and R. Mutt) (2013) that
Mull created to hang above some storefronts in downtown Los Angeles. The pair of photographs features a
woman posed in the center for rings of numbers, her body and shadow taking the place of the mechanical hands.

Carter Mull
b.1977, United States
Worker’s Clock (Lauren Bacall) (2013)
Holographic film, acrylic, Los Angeles white
pages, and pasted paper
18H x 15 1/2W inches (45.72 x 39.37 cm)
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Since the 1990s, Catherine Opie has been recognized for her use of documentary photography to address issues
of community and queerness, and the ways in which identity is shaped by architecture. Particularly resonant
during the Culture Wars of the 1980s and early 1990s—a time in which the religious right tried to impose itself as
a political force and cultural censor—Opie’s photographs privilege the representation of specific communities,
whether the LGBT, teenagers, surfers, football players, or her group of friends who engage in sexual role playing,
tattooing, and piercing.

Although best known as a provocateur and portraitist, Opie also photographs landscapes, cityscapes, and
architecture. The Freeway Series was developed in 1995, right after the artist’s inclusion in that year’s Whitney
Biennial. As if suggesting that her work should not be restricted to being seen through overtly political or activist
lenses, this series lends insight into the city of Los Angeles via its most characteristic urban feature: its highways.
By documenting the monumental concrete structures devoid of humans or vehicles, one is suddenly conscious of
their real scale, an element only emphasized by the small format of the printed photographs. The otherwise
unnoticed massive structures are thus made strange. Like Allen Ruppersberg’s Untitled (City Limits), which also
are taken along the freeway, Opie’s photographs have particular resonance within the Kadist’s “101 Collection.”

Catherine Opie
b.1961, United States
Untitled #26 - Freeway Series (1994)
Platinum print
2 1/4H x 6 3/4W inches (5.72 x 7.15 cm)
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Since the 1990s, Catherine Opie has been recognized for her use of documentary photography to address issues
of community and queerness, and the ways in which identity is shaped by architecture. Particularly resonant
during the Culture Wars of the 1980s and early 1990s—a time in which the religious right tried to impose itself as
a political force and cultural censor—Opie’s photographs privilege the representation of specific communities,
whether the LGBT, teenagers, surfers, football players, or her group of friends who engage in sexual role playing,
tattooing, and piercing.

Like many of Opie’s works, Mike and Sky presents female masculinity to defy a binary understanding of gender.
The very practice of being photographed raises many complex issues around gender performance and the
relationships between an inner self and an outer public persona. Even though Mike and Sky are cropped and
obscure one another, many of their choices for self-presentation—as emphasized by their tattoos—remain visible.

Catherine Opie
b.1961, United States
Mike and Sky  (1993)
Dye destruction print
19 13/16H x 14 13/16W inches (50.29 x 37.54
cm)
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Since the 1990s, Catherine Opie has been recognized for her use of documentary photography to address issues
of community and queerness, and the ways in which identity is shaped by architecture. Particularly resonant
during the Culture Wars of the 1980s and early 1990s—a time in which the religious right tried to impose itself as
a political force and cultural censor—Opie’s photographs privilege the representation of specific communities,
whether the LGBT, teenagers, surfers, football players, or her group of friends who engage in sexual role playing,
tattooing, and piercing

Alistair Fate (1994) depicts, presumably, a member of the LGBT community. Catherine Opie is known for her
portraits of LGBT, queer, and outsider people; she intends them to come off not as shocking or different, but as
human despite their deviance from societal norms. This image is one of several works by Opie in the Kadist
Collection that show marginalized people, filtered through the artist’s signature appropriation of formal and
classical portraiture in the interest of both documentation and reframing.

Catherine Opie
b.1961, United States
Alistair Fate (1994)
Chromogenic print
20H x 16W inches (50.8 x 40.64 cm)
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Since the 1990s, Catherine Opie has been recognized for her use of documentary photography to address issues
of community and queerness, and the ways in which identity is shaped by architecture. Particularly resonant
during the Culture Wars of the 1980s and early 1990s—a time in which the religious right tried to impose itself as
a political force and cultural censor—Opie’s photographs privilege the representation of specific communities,
whether the LGBT, teenagers, surfers, football players, or her group of friends who engage in sexual role playing,
tattooing, and piercing.

Catherine Opie
b.1961, United States
Angela (crotch grab) (1992)
Inkjet print
10H x 10W inches (25.4 x 25.4 cm)
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Since the 1990s, Catherine Opie has been recognized for her use of documentary photography to address issues
of community and queerness, and the ways in which identity is shaped by architecture. Particularly resonant
during the Culture Wars of the 1980s and early 1990s—a time in which the religious right tried to impose itself as
a political force and cultural censor—Opie’s photographs privilege the representation of specific communities,
whether the LGBT, teenagers, surfers, football players, or her group of friends who engage in sexual role playing,
tattooing, and piercing.

Catherine Opie’s candid photograph Cathy (bed Self-portrait) (1987) shows the artist atop a bed wearing a negligee
and a dildo; the latter is attached to a whip that she holds in her teeth. Opie is known for her honest portraits of
diverse individuals, from LGBT people to football players, and the self-portrait has also been a long-standing
and important part of her practice. Instead of hiding her sexuality and interest in sadomasochism, Opie wears it
proudly. Photographed at a time when artistic freedoms were generally under attack in America, Opie’s full-
frontal reveal is a kind of revolutionary moment, signifying that expression cannot and will not be suppressed.

Catherine Opie
b.1961, United States
Cathy (bed Self-portrait) (1987)
Inkjet print
10H x 10W inches (25.4 x 25.4 cm)
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Since the 1990s, Catherine Opie has been recognized for her use of documentary photography to address issues
of community and queerness, and the ways in which identity is shaped by architecture. Particularly resonant
during the Culture Wars of the 1980s and early 1990s—a time in which the religious right tried to impose itself as
a political force and cultural censor—Opie’s photographs privilege the representation of specific communities,
whether the LGBT, teenagers, surfers, football players, or her group of friends who engage in sexual role playing,
tattooing, and piercing.

Although best known as a provocateur and portraitist, Opie also photographs landscapes, cityscapes, and
architecture. The Freeway Series was developed in 1995, right after the artist’s inclusion in that year’s Whitney
Biennial. As if suggesting that her work should not be restricted to being seen through overtly political or activist
lenses, this series lends insight into the city of Los Angeles via its most characteristic urban feature: its highways.
By documenting the monumental concrete structures devoid of humans or vehicles, one is suddenly conscious of
their real scale, an element only emphasized by the small format of the printed photographs. The otherwise
unnoticed massive structures are thus made strange. Like Allen Ruppersberg’s Untitled (City Limits), which also
are taken along the freeway, Opie’s photographs have particular resonance within the Kadist’s “101 Collection.”

Catherine Opie
b.1961, United States
Untitled #16 - Freeway Series (1994)
Platinum print
2 1/4H x 6 3/4W inches (5.72 x 7.15 cm)
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Since the 1990s, Catherine Opie has been recognized for her use of documentary photography to address issues
of community and queerness, and the ways in which identity is shaped by architecture. Particularly resonant
during the Culture Wars of the 1980s and early 1990s—a time in which the religious right tried to impose itself as
a political force and cultural censor—Opie’s photographs privilege the representation of specific communities,
whether the LGBT, teenagers, surfers, football players, or her group of friends who engage in sexual role playing,
tattooing, and piercing.

In this work, a woman sits on a couch with her shirt pulled up to expose her pierced nipples, which are
connected by a chain. She wears an expression of both pleasure and intensity as she points a gun at someone or
something outside of the frame. Raven (gun) (1994) is not so much threatening as full of sexuality and potential
energy. Opie often photographs her friends, of whom Raven is one, and here she captures Raven in the intimate
act of role playing. Instead of keeping such activities behind closed doors, Opie brings sexuality fully into view
in an effort to question and widen our definition of normalcy.

Catherine  Opie
b.1961, United States
Raven (gun) (1989)
Inkjet print
10H x 10W inches (25.4 x 25.4 cm)
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Cerith Wyn  Evans
b.1958, Wales
Eclipse (2005)
Neon
19H x 23W x 17D inches
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Chadwick Rantanen is an emerging, Los Angeles-based artist. Unlike his previous works, which were rather
influenced by arte-povera sculpture, his recent pieces are closer to the aesthetics, language, and materials of
industrial design.

Telescopic Pole is an adjustable telescopic pole that extends vertically from floor to ceiling and is held up by its
own internal pressure. The ends, protected by two, cut-open tennis balls, recall the legs of a walker. For
Rantanen’s second solo exhibition at Jancar Jones Gallery, San Francisco in 2010, one pole was placed inside the
gallery while the other was located outside. This visual echo both suggested reflection and called attention to the
physical viewing conditions. The muffled poles seemed to connect the spaces, to hold them up and together,
while the fixity of their positions was in tension with the idea of movement suggested by the allusion to a
walking-aid.

Chadwick Rantanen
b.1981, United States
Telescopic Pole (Tennis Balls Red)  (2010)
Tennis ball, anodized aluminum
Dimensions variable (10- 30 feet)
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Chadwick Rantanen is an emerging, Los Angeles-based artist. Unlike his previous works, which were rather
influenced by arte-povera sculpture, his recent pieces are closer to the aesthetics, language, and materials of
industrial design.

Telescopic Pole is an adjustable telescopic pole that extends vertically from floor to ceiling and is held up by its
own internal pressure. The ends, protected by two, cut-open tennis balls, recall the legs of a walker. For
Rantanen’s second solo exhibition at Jancar Jones Gallery, San Francisco in 2010, one pole was placed inside the
gallery while the other was located outside. This visual echo both suggested reflection and called attention to the
physical viewing conditions. The muffled poles seemed to connect the spaces, to hold them up and together,
while the fixity of their positions was in tension with the idea of movement suggested by the allusion to a
walking-aid.

Chadwick Rantanen
b.1981, United States
Telescopic Pole (Tennis Balls)  (2010)
Tennis ball, anodized aluminum
Dimensions variable (10- 30 feet)
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Charles Gaines orchestrates opportunities for aesthetic judgments, often turning mundane objects and spaces
into newly indeterminate propositions. By adhering to self-defined processes, he explores the structures by
which we make meaning, supplanting objective claims with the infinitely interpretable. Gaines is currently based
in Los Angeles, where he teaches at California Institute of the Arts. He is influenced by John Cage, and like
Cage’s, his work has served as a seminal guidepost for a younger generation of concept-oriented image makers.

To make his series Shadows (1980), Gaines subjected 20 potted plants to a uniform procedure. Each is pictured
four times: a photograph of the plant, a photograph of its shadow, a drawing of the plant, and a drawing of its
shadow. Instead of lending structure to disparate entities, this system serves a counterintuitive purpose,
dissolving the object. Just as meaning can be drained from a word through relentless repetition, Gaines’s
thorough application of an invented representational system undermines the thing-ness of the simplest thing.
Here, the artist effectively questions a concept as vast as objective truth by presenting an alternate theory of an
object as ordinary as a houseplant.

Charles Gaines
b.1944, United States
Shadows V, Set of 3 (1980)
2 photographs, 2 drawings ink on paper
4 Panels, 20H x 16W inches each (50.8 x 40.64
cm each)
Framed: 24 1/2H x 72W inches (62.23 x 182.88
cm)
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The Los Angeles–based artist Charles Ray disorients and disarms viewers of his work via experiments in
perception and scale. In one of his best-known interventions, he arranged the fabrication of a painted aluminum
replica of a toy fire truck, but at the size of an actual fire truck, and parked it outside the Whitney Museum of
American Art in New York. Though playful, Ray’s work often disturbs assumed cultural notions. Family
Romance (1993) is a fiberglass sculpture of a nuclear family. Mother, father, and two young children stand
holding hands, naked and eerily scaled so that they are all the same height. While Ray’s subjects are varied, they
consistently engage with deeply rooted assumptions about what is “correct” or “right” in order to investigate the
power structures that underlie relationships.

To make the well-known work All My Clothes (1973), the artist posed for 16 photographs, modeling every item of
clothing in his wardrobe. An experiment in self-portraiture, it deftly touches on anthropology, identity
construction, and art history. In its methodical, purported completeness, it pokes fun at Minimalism’s dogged
adherence to comprehensive systems. Its quasi-scientific method of documentation calls into question the idea of
art as purely aesthetic expression. It also says something about the essential consumerism that underlies the art
market.

Charles Ray
b.1953, United States
All My Clothes (1973)
Sixteen Polaroid color photographs mounted
on paper board
9H x 60W inches (22.86 x 152.4 cm)
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Taiwanese multimedia artist Charwai Tsai often explores geographical, social, and spiritual concerns through
performative and ephemeral artworks. She chooses materials that decompose or change to contemplate notions
of impermanence and transience. Tsai is also editor-in-chief of “Lovely Daze”, a bi-annual journal of artists’
writings and artworks curated around specific themes for each issue.

Charwai Tsai’s photograph documents her Hermit Crab Project installation upon the construction site of gallery
Sora in Tokyo. Tsai placed live hermit crabs and shells in a sandy enclosure at the site, writing fragments of The
One China policy and the Taiwanese Independence statements on each shell. As the hermit crabs moved and
swapped shells, they formed new connections between the statements. Tsai calls attention to the ephemerality of
political declarations and makes the movements of animals into metaphors for the changing course of history.

Charwei Tsai
b.1980, Taiwan
Hermit Crab Project (2008)
Photograph
66H x 88W cm
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Che Onejoon started working with photography in mandatory military service as an evidence photographer for
the South Korean Combat Police recording different incidents for proof. Working with film, photographs,
installations, and archives, Che’s research-based works deals with specific places of Korean society that connote
the social and political changes that penetrate modern to contemporary history of the Korean peninsula.
Studying the ruins of militarized modernity, Che presents the traces of erasures as sites of negation, disorder,
and desertion.

For the last few years, Che Onejoon has been focusing on the relationships between African countries and North
Korea. He has attempted to interpret the ongoing Cold War in the Korean peninsula from a new geopolitical
perspective. His resulting body of work focuses on the memorial monuments, statues and architectures that were
built in 13 different African countries by North Korean government. Not often talked about, these “gifts”
represent North Korea strategies using art as propaganda tool to gain support of African dictators in worldwide
instance such as the United Stations. Though presumed to blend native African art, the monuments actually
display more of North Korean socialist realism. The project is named after North Korea’s massive creative
agency called Mansudae Art Studio established in 1959 by the order of Kim Il-sung to build monuments and
statues for free, in Africa but not only.

Che’s Mansudae Master Class project is a culminated study on cultural diplomacy, military alliance, translated
forms of socialist realism, and images of utopia. Che’s photographs are frontal views of the monuments built by
North Korea in the different African countries. Yet, the artist detaches the monuments from their original
contexts so it becomes difficult to know where these architectures are located: in Senegal, in North Korea, or
elsewhere.

CHE Onejoon
b.1979, South Korea
Independence Memorial Museum / Under
Construction, Windhoek, Namibia (2013)
Digital C-print
60H x 85W cm
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Che Onejoon started working with photography in mandatory military service as an evidence photographer for
the South Korean Combat Police recording different incidents for proof. Working with film, photographs,
installations, and archives, Che’s research-based works deals with specific places of Korean society that connote
the social and political changes that penetrate modern to contemporary history of the Korean peninsula.
Studying the ruins of militarized modernity, Che presents the traces of erasures as sites of negation, disorder,
and desertion.

For the last few years, Che Onejoon has been focusing on the relationships between African countries and North
Korea. He has attempted to interpret the ongoing Cold War in the Korean peninsula from a new geopolitical
perspective. His resulting body of work focuses on the memorial monuments, statues and architectures that were
built in 13 different African countries by North Korean government. Not often talked about, these “gifts”
represent North Korea strategies using art as propaganda tool to gain support of African dictators in worldwide
instance such as the United Stations. Though presumed to blend native African art, the monuments actually
display more of North Korean socialist realism. The project is named after North Korea’s massive creative
agency called Mansudae Art Studio established in 1959 by the order of Kim Il-sung to build monuments and
statues for free, in Africa but not only.

Che’s Mansudae Master Class project is a culminated study on cultural diplomacy, military alliance, translated
forms of socialist realism, and images of utopia. Che’s photographs are frontal views of the monuments built by
North Korea in the different African countries. Yet, the artist detaches the monuments from their original
contexts so it becomes difficult to know where these architectures are located: in Senegal, in North Korea, or
elsewhere. The African Renaissance Monument (2014) for example features the monument built in 2010 in Dakar,
capital of the Senegal, a gigantic bronze statue to herald a new era of the continent.

CHE Onejoon
b.1979, South Korea
The African Renaissance Monument, Dakar,
Senegal / Built in 2010 (2013)
Digital C-print
66H x 51W cm
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Che Onejoon started working with photography in mandatory military service as an evidence photographer for
the South Korean Combat Police recording different incidents for proof. Working with film, photographs,
installations, and archives, Che’s research-based works deals with specific places of Korean society that connote
the social and political changes that penetrate modern to contemporary history of the Korean peninsula.
Studying the ruins of militarized modernity, Che presents the traces of erasures as sites of negation, disorder,
and desertion.

For the last few years, Che Onejoon has been focusing on the relationships between African countries and North
Korea. He has attempted to interpret the ongoing Cold War in the Korean peninsula from a new geopolitical
perspective. His resulting body of work focuses on the memorial monuments, statues and architectures that were
built in 13 different African countries by North Korean government. Not often talked about, these “gifts”
represent North Korea strategies using art as propaganda tool to gain support of African dictators in worldwide
instance such as the United Stations. Though presumed to blend native African art, the monuments actually
display more of North Korean socialist realism. The project is named after North Korea’s massive creative
agency called Mansudae Art Studio established in 1959 by the order of Kim Il-sung to build monuments and
statues for free, in Africa but not only.

Che’s Mansudae Master Class project is a culminated study on cultural diplomacy, military alliance, translated
forms of socialist realism, and images of utopia. Che’s photographs are frontal views of the monuments built by
North Korea in the different African countries. Yet, the artist detaches the monuments from their original
contexts so it becomes difficult to know where these architectures are located: in Senegal, in North Korea, or
elsewhere. The African Renaissance Monument (2014) for example features the monument built in 2010 in Dakar,
capital of the Senegal, a gigantic bronze statue to herald a new era of the continent.

CHE Onejoon
b.1979, South Korea
The African Renaissance Monument, Original
design by North Korean 2010. Reproduced by
South Korean (2014)
FRP (Fibre-reinforced plastic)
65H x 45W x 60D cm (5 kg)
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One of the most established artists working in Taiwan today, Chen Chieh-Jen creates highly politically charged
works that are deeply rooted in his homeland, examining the modern history of Taiwan within the larger context
of globalization. Through the visual language of video and photography, he explores collective memories,
perceptions, and historical constructions that are closely related to the recent rise of neoliberalism. The work
resists the existing “logic” of history writing by looking into past events in depth. It also imagines and proposes
new forms of history with democratic potential—histories that counter official ideologies and are actually written
by the people.

Empire’s Borders II – Passage and Empire’s Borders II – Workers are from the three-channel film installation Empire’s
Borders II – Western Enterprise, Inc. (2010), which takes as its point of departure the political context of the 1950s
and the Cold War, when American interests in Taiwan overlapped with the Chinese civil war. Cooperating with
the Chinese Kuomintang, the American CIA established something called Western Enterprises, an agency whose
main tasks included training an anti-Communist National Salvation Army (NSA) for a surprise attack on
Communists in mainland China and establishing Taiwan as a base for anti-Communist operations in Southeast
Asia. Narrated from the point of the view of the artist’s father, once a member of the NSA, the project
interweaves personal experience with historical events. The restaged ruins of the old Western Enterprise base
have a haunting atmosphere, silently recounting the complex history of Taiwanese-American relations in an era
of global tensions and conflicts.

CHEN Chieh-Jen
b.1960, Taiwan
Empire’s Borders II – Passage (2010)
Giclee print
85H x 150W cm
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One of the most established artists working in Taiwan today, Chen Chieh-Jen creates highly politically charged
works that are deeply rooted in his homeland, examining the modern history of Taiwan within the larger context
of globalization. Through the visual language of video and photography, he explores collective memories,
perceptions, and historical constructions that are closely related to the recent rise of neoliberalism. The work
resists the existing “logic” of history writing by looking into past events in depth. It also imagines and proposes
new forms of history with democratic potential—histories that counter official ideologies and are actually written
by the people.

Empire’s Borders II – Passage and Empire’s Borders II – Workers are from the three-channel film installation
Empire’s Borders II – Western Enterprise, Inc. (2010), which takes as its point of departure the political context of
the 1950s and the Cold War, when American interests in Taiwan overlapped with the Chinese civil war.
Cooperating with the Chinese Kuomintang, the American CIA established something called Western Enterprises,
an agency whose main tasks included training an anti-Communist National Salvation Army (NSA) for a surprise
attack on Communists in mainland China and establishing Taiwan as a base for anti-Communist operations in
Southeast Asia. Narrated from the point of the view of the artist’s father, once a member of the NSA, the project
interweaves personal experience with historical events. The restaged ruins of the old Western Enterprise base
have a haunting atmosphere, silently recounting the complex history of Taiwanese-American relations in an era
of global tensions and conflicts.

CHEN Chieh-Jen
b.1960, Taiwan
Empire’s Borders II – Workers (2010)
Giclee print
75.7H x 125W cm
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Chen Shaoxiong, was a founding member—along with Lin Yilin and Liang Juhui (and later Xu Tan)—of the well-
known artist collective “Big Tail Elephant” which arose in response to the rapid urbanization of Guangzhou in
the early 1990s. The group created a large body of multimedia work including performance, photography, video,
installation, and paintings. In his solo work, Chen focuses his efforts on the new forms of perception of urban
visions and life imposed by the age of information and global travel. Using both new media, like photography
and video, and more traditional forms like painting, he produces ironic and uncanny images of a new reality and
its constant negotiation between reality and fiction, memory and imagination, past, present and future.

After engaging primarily with video and photography for more than a decade, Chen turned to painting to
explore the issue of urban change and memories—both personal and collective. This “return to origin” reveals an
interesting critical reflection on the interactive relation between outside change and internal reflection, and the
possibility for more experimental approaches that revive “traditional media.” Chen’s series Collective Memories
depicts some of the most important architectural works and urban sites in modern Chinese society, especially
those related to the history of revolutions. Instead of reproducing the images himself, Chen invited the public to
participate in their making by using their fingers to paint directly on the paper or canvas. The resulting paintings
made from hundreds of individual thumbprints embody and metaphorize the fragility and uncertain future of
collective memories in a time of rapid urban expansion and globalization.

CHEN Shaoxiong
b.1962, China
Collective Memories: Beijing Hotel (2007)
Ink on canvas
66H x 117.5W inches stretched
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Chen Shaoxiong, was a founding member—along with Lin Yilin and Liang Juhui (and later Xu Tan)—of the well-
known artist collective “Big Tail Elephant” which arose in response to the rapid urbanization of Guangzhou in
the early 1990s. The group created a large body of multimedia work including performance, photography, video,
installation, and paintings. In his solo work, Chen focuses his efforts on the new forms of perception of urban
visions and life imposed by the age of information and global travel. Using both new media, like photography
and video, and more traditional forms like painting, he produces ironic and uncanny images of a new reality and
its constant negotiation between reality and fiction, memory and imagination, past, present and future.

After engaging primarily with video and photography for more than a decade, Chen turned to painting to
explore the issue of urban change and memories—both personal and collective. This “return to origin” reveals an
interesting critical reflection on the interactive relation between outside change and internal reflection, and the
possibility for more experimental approaches that revive “traditional media.” For Ink Diary, Chen recorded his
daily life and impressions within a rapidly-changing urban setting in ink wash paintings which he then turned
into an animated film. The complex result of this simple process is both highly innovative and reflective of
modernization.

 https://vimeo.com/191856635

CHEN Shaoxiong
b.1962, China
Ink Diary (2006)
Sequenced video stills of ink and wash
paintings
3:00 minutes
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Cheryl Donegan is well known for her videos that targeted the clichés of the female body in art and in art
politics. She came of age in the 1990s, when young Generation X-ers questioned everything mainstream culture
put in front of them. They came up with a variety of alternative forms: the underground feminist hardcore punk
movement riot girl, grunge, slacker, and DIY culture among them. Politics were at the forefront of their art, yet
the efficacy of feminism, identity politics and other forms of political engaged art were also being questioned.

In Donegan’s performance and video work spanning the early 1990s to the early 2000s, she has often used her
body as an apparatus for mark-making, parodying the conventions of commercials and music videos while
considering the politics of self-representation. Over the last decade, she has continued her exploration of the
mediated image and her interests in surface, compressed space, and the indexical relation of the mark to the
body in paintings and sculptures produced in her studio as well as in videos distributed on social media.

Fashion is the touchstone for Blood Sugar, a video that is projected against a vintage vinyl jacket set at torso
height on a dressmaker’s dummy and serves as a screen. As the title suggests, another bodily metaphor,
metabolism, is at play in the continuous cycle and recycle of images. As the models emerge and recede into
darkness, images and patterns appear, degrade and reemerge to an uninterrupted beat. The cycle continues, just
as viewers continue to flow and burn.

Cheryl Donegan
b.1962, United States
Blood Sugar (2013)
Video, coat and jacket display
5:27 minutes
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Chia Wei Hsu makes site-specific video installations that explore memory and cultural identity by interfering
with distinctions between reality and fiction and layering past and present.  He incorporates the history, myths,
and cultural memories located within each place he represents, visualizing the “stories inside history” and
questioning the rationale of national identification. His recent work often focuses on forgotten Asian histories of
the Second World War and the Cold War.

Marshal Tie Jia (Turtle Island) explores the history of a tiny island off of the coast of Matsu in the Taiwan Strait that
has been instrumental in the geopolitical relationships between China, Taiwan, and Japan. The Chinese frog
deity, Marshal Tie Jia, is now exiled to the island where he is still revered by the Taiwanese people. The
installation includes documentation of the artist’s correspondence with the frog deity placed upon an altar, while
the video explores both Marshal’s birthplace in China and his current home on Turtle Island. The video slowly
zooms out from a fabricated version of Marshal’s former temple, which was dismantled then rebuilt on another
island by dictator Chiang Kai-Shek when he retreated to Taiwan. As the video zooms out, it reveals the edges of
the green screen, calling attention to the nation state’s production of the mythological narratives that play a
persistent role in forming cultural identities. Image, text, and installation obscure the lines between truth and
myth to establish a new mythology of representation.

 https://vimeo.com/193257544

Chia Wei  HSU
b.1983, Taiwan
Marshal Tie Jia (Turtle Island) (2012)
Single channel video and photograph
6:30 minutes
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Chia-En Jao’s artwork approaches issues of identity, political regimes, coded sign systems, and his own
experiences as a migrant. He works in a variety of media, including video, installation, projection, and two- and
three-dimensional work. He studied at the Taipei National University of the Arts in Taipai (2000), the École
Nationale Supérieur des Beaux-Arts in Paris (2004), and Goldsmiths College in London (2007).

30 Proposals of Flag explores the relationships between signs, meanings, aesthetics, and nations. The artwork
consists of 30 flags layered together and hanging from the ceiling. Each flag is illustrated with Jao’s rendition of a
possible coat of arms derived from Taiwan’s economic and political history.

Chia-En JAO
b.1976, Taiwan
30 Proposals of Flag (2009)
30 digital textile printings
230H x 150W cm each
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Using a broad range of media and materials including video, moulded plastic, inflatable fabrics, shopping
trolleys, real and fake food, lights, wires, and kitsch Korean artifacts, Choi Jeong-Hwa’s practice blurs the
boundaries between art, graphic design, industrial design, and architecture. Along with artists such as Bahc Yiso,
Beom Kim, and Lee Bul, Choi was part of a generation whose unique and varied practices gave rise to Seoul’s
burgeoning art scene in the 1990s. Trained in Korea during a period of rapid modernization and economic
growth, Choi’s work acknowledges and internalizes the processes of consumption and the distribution of goods
and has resulted in his being recognized as the leader of Korea’s pop art movement. Often infusing his works
with a hint of humor, Choi creates monumental installation with everyday objects. His works also touch on
issues of accessibility in art and contemporary culture, concepts of individual authorship and originality in art,
and they comment on the privileged environment of art institutions and the prized status of artworks amidst a
consumer-frenzied world.

The application of bright colors and kitsch materials in Flower Tree manifests a playful comment on the influence
of popular culture and urban lifestyle. And though his works share a similar sensibility to Claes Oldenburg’s
oversized sculptures from everyday objects, Choi draws from his immediate surroundings and life experience.
Public sculptures with a flower theme are often used to decorate the rapidly urbanized cities in Asia, which are
constructed with concrete and steel materials. Ironically, these public sculptures are usually also superficial and
made from the same unnatural materials. Thus, while seeming to be a celebration of nature’s beauty and the
need for imagination when living in an environment with a diminishing natural aesthetic, Flower Tree embodies
the paradox of modern life.

Choi Jeong-Hwa
b.1961, Korea
Flower Tree (2008)
Fiber reinforced plastics, enamel paint on
metal
27.5H x 27.5W inches
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Chris Duncan
b.1974, United States
Untitled (blue) (2010)
Acrylic paint on reflective paper
12H x 9W inches
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The prolific Chris Johanson produces paintings, zines, installations, and sculptures that are notable for their
earnest, almost childlike abstraction. His work delves unabashedly into the emotional, social, and spiritual
aspects of human nature, tracking points of commonality and difference using simple shapes and lines as well as
an unflagging sense of magnanimous humor.

Apartment on Cardboard (2000) is an exterior view of an abstracted apartment building. Viewers unwittingly
become voyeurs, peering through the rectangles that stand for windows and observing the residents therein,
who ponder questions both mundane and existential: “Where is Ron now?” and “What have I become?” The
queries and characters are treated democratically—not judged, praised, or subjected to hierarchy. While their
thoughts are specific, the painting captures a universal urban activity: looking across to the building next door
and wondering about its residents, all the while knowing that they have probably looked over and wondered
about us, as well.

Chris Johanson
b.1968, United States
Apartment on Cardboard (2000)
Acrylic on cardboard
16.5H x 33W inches
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The prolific Chris Johanson produces paintings, zines, installations, and sculptures that are notable for their
earnest, almost childlike abstraction. His work delves unabashedly into the emotional, social, and spiritual
aspects of human nature, tracking points of commonality and difference using simple shapes and lines as well as
an unflagging sense of magnanimous humor.

Chris Johanson’s Untitled (Painting of a Man Leaving in Boat) (2010) pictures a canoe drifting toward an off-kilter
horizon line, which demarcates the cobalt sea from the cerulean sky. An orange-haired figure, oar positioned in
mid-stroke, looks ahead—whether toward an edge or an infinite expanse, it is impossible to tell. Echoing a trope
that recurs in Greek epic poetry, transcendental painting, and current-day reality television, the character is alone
with nature. We witness—and likely empathize with—his voyage.

Chris Johanson
b.1968, United States
Untitled (Painting of a Man Leaving in Boat)
(2010)
Acrylic on wood
40.5H x 37.5W inches
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The prolific Chris Johanson produces paintings, zines, installations, and sculptures that are notable for their
earnest, almost childlike abstraction. His work delves unabashedly into the emotional, social, and spiritual
aspects of human nature, tracking points of commonality and difference using simple shapes and lines as well as
an unflagging sense of magnanimous humor.

Chris Johanson’s paintings, sculptures, and installations break down everyday scenes and commonplace dramas
into colorful forms; the darkest sides of humanity are invoked with humor. The works comment on subjects such
as capitalism, consumerism, the art world, and therapy. The triptych I Am a Human, Abstract Foil, No Humans IV
(2004) is a meditation on the cosmos. It consists of three small paintings: one of a man with a head of
multicolored fragments (I Am a Human), one of an abstract rainbow-colored geometric form on foil (Abstract Foil),
and one of what appears to be a brightly burning star or a representation of the Big Bang (No Humans IV). In a
playful but serious manner, it envisions the evolution of the world and the creative forces at play in nature and
humankind.

Chris Johanson
b.1968, United States
I am Human, Abstract Foil, No Humans IV (2004
-2006)
Acrylic on wood, on foil
13.78 x 11.02, 11.81 x 15.35 and 14.96 x 13.39
inches
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Chris Ofili
b.1968, United Kingdom
Untitled (2004)
Watercolor and pencil on paper
18 7/8H x 12 5/8W inches each (48 x 32 cm)
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Chris Wiley produces photographs that question how we experience our built environments. Trained in
contemporary art theory, his practice interrogates notions of the real by subverting familiar tropes in
architectural photography. His prints do not depict buildings and structures in their entirety. Instead, Wiley
chooses to depict individual details and forms that are often lost in long-shot photography. His images
deliberately flatten three-dimensional objects into dense composites of texture, color, and shape and heighten our
attenuation to how we see the world around us, offering fragments of perceptual space that privilege sensory
experience over narrative and form over content.

Architectural details become abstracted renderings in Chris Wiley’s inkjet prints 11 and 20 (both 2012). In
photographing seemingly mundane images of doorways and walls, Wiley collapses the viewer’s experience of
inhabiting space by foregrounding features that we all too often miss in our built environment: the peeling white
paint on a Corinthian column or the rusty studs on a blue door.

Chris Wiley
b.1981, United States
11 (2012)
Archival inkjet print mounted on aluminum in
custom plywood frame
Framed: 66.5H x 45W cm
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Chris Wiley produces photographs that question how we experience our built environments. Trained in
contemporary art theory, his practice interrogates notions of the real by subverting familiar tropes in
architectural photography. His prints do not depict buildings and structures in their entirety. Instead, Wiley
chooses to depict individual details and forms that are often lost in long-shot photography. His images
deliberately flatten three-dimensional objects into dense composites of texture, color, and shape and heighten our
attenuation to how we see the world around us, offering fragments of perceptual space that privilege sensory
experience over narrative and form over content.

Architectural details become abstracted renderings in Chris Wiley’s inkjet prints 11 and 20 (both 2012). In
photographing seemingly mundane images of doorways and walls, Wiley collapses the viewer’s experience of
inhabiting space by foregrounding features that we all too often miss in our built environment: the peeling white
paint on a Corinthian column or the rusty studs on a blue door.

Chris Wiley
b.1981, United States
20 (2012)
Archival inkjet print mounted on aluminum in
custom plywood frame
Framed: 65 x 45.2 cm
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Christine Sun Kim
b.1980, United States
Pianoiss . . . issmo (Worse Finish) (2012)
Pastel and pencil on paper
38.5 H x 50W inches
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Swiss artist Christoph Draeger lives and works between Vienna and NY. His investigations focus on the
dominance of media over society as he exploits topics of catastrophe, tragedy and entropy as an underlying
social condition. His media based works utilize found and made material and his variations of the apocalyptic
thematic spin upon layers of historical events.

In his performative action Subterranean Doomsday Vendor, Draeger positions himself in the subway system of
Mexico City, as part of the common occurrence of bootleg media vendors. His contribution lies in dissemination
of prophecy as he tests the public’s reactions to the types of content and media which can be circulated in such
common spaces.

Christoph Draeger
b.1965,  Switzerland
Subterranean Doomsday Vendor/ Vendedor
Subterranéo Del Dia Final Mexico City (2006)
6-channel video installation
5:40 minutes (short); 16 minutes (long)
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Christopher Badger creates sculptures, photographs, drawings, paintings, and sound installations that evoke
entropy and creation through the exploration of natural phenomena. Geometric forms, patterns, algorithms, and
frequencies become an alphabet through which he conceptualizes space. A major aspect of his work is an active
and critical inquiry into the underlying matter of existence.

In mathematics, the so-called geometric problems of antiquity are shapes that elude the classical tools of an
unmarked straightedge and compass. In Geometric Construction of Antiquity, 6 (2011), Badger doggedly sets out to
represent one such form. Each of six circles grazes its opposite and crosses the other five. A thin red chalk line,
traced from circle center to circle center, produces a perfect hexagon. Though Badger’s precision in pursuit of the
perfect polygon might seem accomplishment enough, the shape is far from an end in itself; its construction has
generated other, equally elegant shapes and outlines.

Christopher Badger
b.1979, United States
Geometric Construction of Antiquity, 6 (2011)
Chalk and oil on gessoed panel
60H x 60W inches
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Christopher Badger creates sculptures, photographs, drawings, paintings, and sound installations that evoke
entropy and creation through the exploration of natural phenomena. Geometric forms, patterns, algorithms, and
frequencies become an alphabet through which he conceptualizes space. A major aspect of his work is an active
and critical inquiry into the underlying matter of existence.

Drowned Wood Standing Coiled (2011) consists of two sculptures, inextricably linked. In each, pieces of driftwood
are bundled together vertically and entwined with rope, which cascades to the floor in a tightly wound coil.
Placed side by side on the ground, these sculptures anthropomorphize into partners who are literally and
figuratively bound. Gracefully composed and energetically poised in relation to one another, they become
symbolic of human relationships and our desire for connection.

Christopher Badger
b.1979, United States
Drowned Wood Standing Coiled (2012)
Drift wood, rope
Variable dimensions
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Cildo Meireles is a Brazilian artist whose work applies conceptual strategies to social and political phenomena.
Well-known for his 1970 Insertions into Ideological Circuits, Meireles’s works reflect on media systems, Brazilian
history, and everyday life while drawing on formal strategies pioneered by his Neo-Concrete Brazilian forebears.

Meireles, whose work often involves sound, refers to Sal Sem Carne (Salt Without Meat) as a “sound sculpture.”
The printed images and sounds recorded on this vinyl record and it’s lithographed sleeve describe the massacre
of the Krahó people of Brazil. The piece draws on Meireles’s first-hand contact with many indigenous groups
through his father’s work with the Indian Protection Service. The recordings on the LP contain narrative
accounts of massacres of native peoples, as well as indigenous music and rituals.

Cildo Meireles
b.1948, Brazil
Sal Sem Carne (1975)
Offset lithograph, vinyl 33 rpm LP record with
8-track recording
11.75H x 11.75W inches
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Cinthia Marcelle produces video works that address the mundane and attempt to make sense out of everyday
chaos. In her practice, commonplace rhythms, patterns and events are an infinite resource of meaning. Her work
frequently reimagines everyday “movements” such as traffic as highly formal and sequenced orchestrations.
Through a time-intensive and mathematically precise editing process, she re-choreographs disordered
movement, using video and photography to document the effects that her interventions have on the usual order
of things. Her compositions are at once satirical and lighthearted, and her actions create situations that challenge
our notions of conventional behavior by introducing humorous coincidences and connections. Marcelle's work
has been part of significant group exhibitions including New Museum Triennial, New York (2012),Tate Modern
Level2, London (2012) and 29ª Bienal de São Paulo (2010). Her solo exhibitions include Pinchuk Art Center, Kiev
(2011), Galeria Vermelho, São Paulo (2011), Camberwell College of Arts, London (2009) and Sprovieri Gallery,
London (2009).

Cinthia Marcelle’s video work Automóvel (2012) re-edits the mundane rhythms of automotive traffic into a highly
compelling and seemingly choreographed meditation on sequence, motion, and time. Shot from an aerial
vantage, the camera tracks the daily commute on a small stretch of concrete highway. The camera films the traffic
below in short five-second excerpts before blacking out; time begins to collapse as the video shifts between scene,
and the hours compress into minutes as daylight quickly turns into night. An uninterrupted soundtrack of car
sounds plays continuously throughout, both at play with the images on screen and disjointed from the video’s
repeated stops and starts. The vehicles begin to resemble more abstracted forms of shape and color: flattened yet
mobile, these synchronous moving blocks form an intricate dance of mechanized motion. Representing the
constant flow of vehicles on a two-way urban street, Automóvel focuses on the pace of life on any normal working
day, and Marcelle’s video offers a playful reimagining of a traffic jam as a symphonic composition of movement
and sound. Despite its frequent visual humor, however, Marcelle also considers the struggles of a modern-day
labor force and the inexorable cost of “working” in relation to time and resources. Automóvel, by extension, is also
a work about stasis and the experience of being caught in an intermediate space, always in transit to an
indeterminate destination that never arrives.

Cinthia Marcelle
b.1974, Brazil
Automóvel  (2012)
Video, color, sound
7:11 min
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Trained in printmaking at the Rhode Island School of Design, Clare Rojas is a painter inspired in equal parts by
cartoons, quilting, street, and folk art. Rojas’s works accompany other Bay Area “Mission School” artists featured
in the collection such as Barry McGee and Alicia McCarthy. While her signature gouache paintings explore the
intersection between fairy tales and feminist ideology, their stylized human and animal characters often tell
stories imbued with dark humor.

Rojas’s two pieces in the Kadist Collection—Untitled (four-legged…) and Untitled (Bird’s Eyes)—are representative
of her pictorial style which uses bold colorful blocks of paint and female and animal characters. While Untitled
(Bird’s Eyes) does not depict any actual women, it nevertheless alludes to gender roles and the power of the
female gaze. Apparently playful, this scene of two animals has an ominous quality: A bird and a hedgehog
confront at each other and the bird appears to be poking, even eating the hedgehog’s eye.

Clare Rojas
b.1976, United States
Untitled (Four-legged figure with three arms)
(2006)
Gouache and latex on paper
12.6H x 9.6W inches
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Trained in printmaking at the Rhode Island School of Design, Clare Rojas is a painter inspired in equal parts by
cartoons, quilting, street, and folk art. Rojas’s works accompany other Bay Area “Mission School” artists featured
in the collection such as Barry McGee and Alicia McCarthy. While her signature gouache paintings explore the
intersection between fairy tales and feminist ideology, their stylized human and animal characters often tell
stories imbued with dark humor.

Rojas’s two pieces in the Kadist Collection—Untitled (four-legged…) and Untitled (Bird’s Eyes)—are representative
of her pictorial style which uses bold colorful blocks of paint and female and animal characters. While Untitled
(Bird’s Eyes) does not depict any actual women, it nevertheless alludes to gender roles and the power of the
female gaze. Apparently playful, this scene of two animals has an ominous quality: A bird and a hedgehog
confront at each other and the bird appears to be poking, even eating the hedgehog’s eye.

Clare Rojas
b.1976, United States
Untitled (Bird and Eyes) (2008)
Latex and gouache on paper
9.5H x 12.5W inches
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Clarissa Tossin’s photographs, videos, and installations are active investigations into the workings of urban
planning and labor politics. The artist draws poignant parallels among historical events, creating engaging
narratives that are also often subversive. Many of her works are concerned with what could be called a
topography of place.

In Fordlândia Fieldwork (2012), Tossin documents the remains of Henry Ford’s rubber enterprise Fordlândia, built
in 1928 in the Brazilian Amazon to export cultivated rubber for the booming automobile industry. When his
rubber trees died from disease and his primarily indigenous workforce revolted, his enterprise went busts within
a few short years. Ford never faulted his own planning, but instead blamed the “inhospitable” Brazilian
landscape. These topographical maps present different locations related to Fordlândia’s history: a current
Fordlândia satellite image of the abandoned rubber plantation built by Ford in 1928, juxtaposed with
postindustrial landscapes from Detroit, Dallas, and Los Angeles, is printed on the back side of the folded map-
sculpture.

Clarissa  Tossin
b.1973, Brazil
Fordlândia Fieldwork (2012)
Installation with eight double-sided archival
inkjet prints on cotton paper
Dimensions variable
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Claudia Joskowicz is a Bolivian artist based in New York and Santa Cruz, Bolivia. Her use of video
problematizes image technologies, based on how they transmit, mythologize, and decontextualize concepts like
history, truth and memory. Her video work draws from the popular imagination of historical events and places,
focusing on potential lapses in these histories in order to make new narrative meanings. Additionally, Joskowicz
is a Fulbright scholar, and Guggenheim fellowship recipient.

The primary interest in the trilogy is Joskowicz's use of cinematic space, with long tracking shots that portray
resistance to habitual viewing experiences of film and television. Video plays a role in the relation between the
use of her locations and the stories of actual figures depicted as central in the frame. The meaning behind these
historical icons such as Che and Cassidy, speak to their stories as itinerant figures whom traveled in a
preglobalized era through borders and cultures in order to escape the law or overthrow it. The camera work, and
the stylistic and formal devices such as tracking and establishing shots, create narrativistic voids that offer the
transference of new political or social meanings.

Claudia Joskowicz
b.1968, Bolivia
Vallegrande 1967 (2008)
HD video
8 minutes
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Claudia Joskowicz is a Bolivian artist based in New York and Santa Cruz, Bolivia. Her use of video
problematizes image technologies, based on how they transmit, mythologize, and decontextualize concepts like
history, truth and memory. Her video work draws from the popular imagination of historical events and places,
focusing on potential lapses in these histories in order to make new narrative meanings. Additionally, Joskowicz
is a Fulbright scholar, and Guggenheim fellowship recipient.

The primary interest in the trilogy is Joskowicz's use of cinematic space, with long tracking shots that portray
resistance to habitual viewing experiences of film and television. Video plays a role in the relation between the
use of her locations and the stories of actual figures depicted as central in the frame. The meaning behind these
historical icons such as Che and Cassidy, speak to their stories as itinerant figures whom traveled in a
preglobalized era through borders and cultures in order to escape the law or overthrow it. The camera work, and
the stylistic and formal devices such as tracking and establishing shots, create narrativistic voids that offer the
transference of new political or social meanings.

Claudia Joskowicz
b.1968, Bolivia
Round and Round Consumed by Fire (2009)
HD video
8 minutes
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Claudia Joskowicz is a Bolivian artist based in New York and Santa Cruz, Bolivia. Her use of video
problematizes image technologies, based on how they transmit, mythologize, and decontextualize concepts like
history, truth and memory. Her video work draws from the popular imagination of historical events and places,
focusing on potential lapses in these histories in order to make new narrative meanings. Additionally, Joskowicz
is a Fulbright scholar, and Guggenheim fellowship recipient.

The primary interest in the trilogy is Joskowicz's use of cinematic space, with long tracking shots that portray
resistance to habitual viewing experiences of film and television. Video plays a role in the relation between the
use of her locations and the stories of actual figures depicted as central in the frame. The meaning behind these
historical icons such as Che and Cassidy, speak to their stories as itinerant figures whom traveled in a
preglobalized era through borders and cultures in order to escape the law or overthrow it. The camera work, and
the stylistic and formal devices such as tracking and establishing shots, create narrativistic voids that offer the
transference of new political or social meanings.

Claudia Joskowicz
b.1968, Bolivia
Drawn and Quartered (2007)
HD video
8 minutes
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Collier Schorr photographs communities of people, from high school wresters in her native New York to
teenagers in the German countryside clad in American military uniforms. Her work displays an almost
anthropological curiosity, and in documenting her subjects, she tries to find the idiosyncratic details through
which people organize into “tribal” relationships with one another. Her images, by extension, blend
photographic realism with elements of fiction and fantasy as a means of representing the various ways these
tribes identify themselves. Schoor’s work also investigates gender and the ways in which subjects use visual cues
and embodied signs to both inhabit and subvert assumed gender expectations.

Collier Schorr’s prints upend conventions of portrait photography by challenging what it means to “document” a
subject. American Flag (Scratch) (1999), for example, depicts an unidentified male subject clad in an American flag-
print singlet. With his head and extremities out of frame, the camera focuses on his flush-red torso, his left nipple
protruding from the singlet’s strap. A horizontal scratch cuts across his right pectoral muscle, bleeding at its end
and nearly dripping on the uppermost stripe of the flag print fabric. The scene’s context is ambiguous, and it is
never clear if Schorr’s subject is entering a match or leaving it. By stripping the image of those anterior
narratives, Schorr allows the viewer to fully revel in the image’s strange juxtapositions – of bloody injuries and
healthy bodies, of patriotic symbols and exposed nipples – without resorting to narrative explication or symbolic
interpretation.

Collier Schorr
b.1963, United States
American Flag (Scratch) (1999)
C-print
17.25H x 12.75W inches
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Collier Schorr photographs communities of people, from high school wresters in her native New York to
teenagers in the German countryside clad in American military uniforms. Her work displays an almost
anthropological curiosity, and in documenting her subjects, she tries to find the idiosyncratic details through
which people organize into “tribal” relationships with one another. Her images, by extension, blend
photographic realism with elements of fiction and fantasy as a means of representing the various ways these
tribes identify themselves. Schoor’s work also investigates gender and the ways in which subjects use visual cues
and embodied signs to both inhabit and subvert assumed gender expectations.

In the Collage II (Marie) (2013), Shorr seems to have an ostensibly clear subject, a female subject identified in the
work’s title as “Marie,” a slim but athletic woman with brown hair pictured reclining atop a brilliantly white
sheet draped against a marbled tan-and-white backdrop. Although photographed topless, Marie is depicted in
slightly contorted poses that emphasize the curves of her figure while also obstructing the viewer’s gaze. Printed
on high gloss paper, Marie’s portrait has the polished veneer of magazine spread, and the two portraits on
display offer different vantages of the same subject. But Schorr subverts expectations: instead of framing the
images flat, Schorr loosely rolls the two prints, displaying them in a clear vitrine mounted on top of a white
rectangular pedestal. The display raises questions about modes of spectatorship that objectify female bodies. At
the same time, Schorr activates a physicality through these portraits that belies the conventional flatness of
photography. By encouraging her audience to examine her vitrine from all sides, Schorr engagers her viewer in a
more complex and multi-faced mode of viewership and, by extension, allows her portraits to be seen with a kind
of dimensionality closer to real life.

Collier Schorr
b.1963, United States
In the Collage II (Marie) (2013)
Strips pigment print on pedestal
63H x 20W x 17D inches
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Since 2003, Colter Jacobsen has gained in visibility and importance in the Bay Area art scene. His photographs,
drawings, and installations are often evocative and possess a certain sublimity. The influence of artists from the
Bay Area “Mission School” is manifest in Jacobsen’s predilection for creating installations and assemblages from
materials bought in thrift stores, lost personal items found in the urban environment, and recycled packaging
with unusual detail. Writer Kevin Killian has pointed out that many of his Jacobsen’s works deploy a very
sophisticated gay semiotics.

Victory at Sea is a simple mechanism made from cardboard and found materials that mimics the
Phenakistoscope, an early cinematic apparatus. The piece requires the viewer to turn a wheel and look through a
small hole in order to see a briefly animated succession of small drawings of sailors.

Colter Jacobsen
b.1975, United States
Victory at Sea (2007)
Gouache on found card, wood, and mirrors
Dimensions variable
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Since 2003, Colter Jacobsen has gained in visibility and importance in the Bay Area art scene. His photographs,
drawings, and installations are often evocative and possess a certain sublimity. The influence of artists from the
Bay Area “Mission School” is manifest in Jacobsen’s predilection for creating installations and assemblages from
materials bought in thrift stores, lost personal items found in the urban environment, and recycled packaging
with unusual detail. Writer Kevin Killian has pointed out that many of his Jacobsen’s works deploy a very
sophisticated gay semiotics.

The title Untitled Passport II was first used by Felix Gonzalez-Torres in an unlimited edition of small booklets,
each containing sequenced photographs of a soaring bird against an open sky. Stacked in the shape of a cube and
available for visitors to take away, the passports did not offer citizenship, but rather invited participation in a
sense of borderless “being.” Colter Jacobsen’s Untitled (Untitled Passport II) is a diptych showing two-page
spreads from Gonzalez-Torres’s booklet. The perfect graphite renderings freeze the book with its pages splayed,
wings perpetually open. But we cannot help feeling that the boundless generosity of Gonzalez-Torres’s piece
finds a limit in Jacobsen’s unique, but copied, original. These images are behind glass, their meanings overtly
codified by the artist, whose notes appear in pencil around the edges.

Colter Jacobsen
b.1975, United States
Untitled (Untitled Passport II) (2010)
Graphite on paper
20 5/8H x 30 3/8W x 1 1/4 inches
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Conrad Ruiz makes watercolor paintings of fantastic scenes. Bursts of color and energy sit behind flying figures
and animals. Images become painted patterns, as rows of repeated objects and buildings' striations verge on
geometric abstraction. Ruiz' identifies his work with the "ultimate boy zone", and the connection is clear. His
paintings are populated by explosions, giant sharks, and athletes. Ruiz creates his painting carefully, tracing
projected images and carefully following lines. The semi-transparency of his watercolor fills gives his otherwise
firm images a shimmering quality, contributing to their overall impression of dreamy unreality.

It may take a minute to recognize the background of New Fall Lineup. The colors are tweaked into a world of
cartoon and candy, and it is covered by leaping energetic figures and flying squirrels. One realizes, though, that
the image is of the World Trade Center exploding into flame, creating a strange contrast with the painting's
colors and the other images. The combination is peculiar because the role the explosion serves here is non-
specific. The image loses its totemic weight, as it seems to not matter what particular explosion this is. The
picture exists in a strange cultural subconscious of flight, candy, blockbuster movies, and the news, tied together
by delicate tight painting.

Conrad Ruiz
b.1983, United States
New Fall Lineup (2009)
Watercolor on canvas
129H x 78W inches
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Conrad Ruiz makes watercolor paintings of fantastic scenes. Bursts of color and energy emanate from behind
flying figures and animals. Rows of repeated objects and buildings’ striations become painted patterns that verge
on geometric abstraction. Ruiz identifies his work with the “ultimate boy zone,” and the connection is clear: His
paintings are populated by explosions, giant sharks, and athletes. Ruiz creates his painting carefully, tracing
projected images and carefully following lines. The semi-transparency of his watercolor fills gives his otherwise
firm images a shimmering quality, contributing to their overall impression of dreamy unreality.

Conrad Ruiz loves to paint subjects related to the “boy zone”: video games, weapons, games, science fiction,
fantasy, and special effects. He also often works at a very large scale to emphasize a connection to the tradition of
history painting. Blockbuster (2011) was, at the time of its creation, the largest watercolor painting he had ever
made. This commissioned piece combines his bombastic and playful style with a tribute to San Francisco’s
thriving arts and culture scenes. It is a lively depiction of famous landmarks in the city, and a somewhat fanciful
and lighthearted recapitulation of how a potential earthquake would shake things up in the ultimate “boy zone.”

Conrad Ruiz
b.1983, United States
Blockbuster (2011)
Watercolor on canvas
168H x 168W inches
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Daniel Crooks works primarily with video and moving images. Originally trained in animation, he works with
time and space as materials and always-evolving digital technology to create complex structures that manipulate
and challenge viewers’ perceptions of spatial and temporal dimensions. The intricate and technical aspects of his
work often contrast with the commonality of the subject matter, and his videos depict seemingly mundane acts
such as walking through a laneway or back alley as a point of departure for more trenchant investigations into
how image-based cultures both inform and distort our perceptual experiences of inhabiting our bodies. Crooks
received his Bachelor of Graphic Design from Auckland Institute of Technology and his Graduate Diploma of
Animation from Victorian College of the Arts School of Film and TV in Melbourne. He has exhibited his work
extensively in notable venues internationally, including the Tate Modern in London (2008).

The Illusion of Everything (2014) follows an unseen pedestrian as he navigates the Australian city of Melbourne’s
dense and intricate network of laneways. The video begins with the pedestrian traversing a seemingly idyllic ivy
lined stone and concrete thoroughfare. As his pace begins to accelerate, the camera follows him with greater
urgency, slowly settling and become stable again as his pace decelerates. At various moments, side alleys and
apertures appear, inviting the pedestrian to take a turn. But before he can, the camera fades out, dissolving to the
image of yet another laneway, near identical to the last. The pedestrian continues his forward march again,
traversing the next lane until the fade out/dissolve repeats itself again. The sky overhead begins to transition
from day to night as the video progresses, and with each dissolve, time itself seems to fade away. The Illusion of
Everything is an intricate work of montage: in order to produce the work, Crooks filmed nearly 200 laneways
throughout Melbourne at various points throughout the day and evening hours, finally editing them into a
“singular whole, or new whole”. Crooks plays on durational aesthetics creates an almost meditative and
transfixing experience of movement, but he also disorients his viewers by disallowing any obvious indicators of
real-life places. By making us aware of the elemental mechanics of how video manipulates our sense of space
and time, Crooks effectively gives us keen insight into how moving images, at their best, effectively disorient and
transcend our perceptual experiences of inhabiting a body.

Daniel Crooks
b.1973, New Zealand
The Illusion of Everything (2014)
Single channel digital video, 16:9, stereo,
colour, sound
4:33 minutes
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For more than three decades, Los Angeles-based artist Daniel Joseph Martinez has used every form at his
disposal to investigate raw aspects of American culture, dipping adeptly into derangements of body and brain,
and of individual and society. In a well-known piece he produced for the 1993 Whitney Biennial, he replaced the
text on the museum’s admission ticket with a phrase: “I Can’t Ever Imagine Wanting to Be White.” Visitors held
the sentiment in their hands and kept it in their pockets. In The House America Built (2004), he recreated in
exacting detail the cabin in which the Unabomber penned his manifesto. While Martinez’s concepts are airtight,
they leave ample space to implicate the viewer. Martinez’s work prompts more than finger pointing; it catalyzes
introspection, signaling the necessity of taking stock of one’s own role in perpetuating difficult if ubiquitous
images.

Martinez’s sculpture A meditation on the possibility... of romantic love or where you goin’ with that gun in your hand,
Bobby Seale and Huey Newton discuss the relationship between expressionism and social reality in Hitler’s painting
depicts the legendary Black Panther leaders Huey P. Newton and Bobby Seale. By using Carrara marble, a
material usually associated with heroic public sculptures, Martinez casts the history of African-American
revolutionaries into the artistic tradition of monumentality. Like the artist’s earlier work included in the 1993
Whitney Biennial, an interactive piece made up with pins that read, “I CAN’T IMAGINE EVER WANTING TO
BE WHITE,” A meditation on the possibility… continues Martinez’s effort to expose cultural contradictions and
increase public awareness.

Daniel Joseph Martinez
b.1957, United States
A meditation on the possibility of romantic love or
where you goin’ with that gun in your hand, Bobby
Seale and Huey Newton... (2005)
White carrara marble
12H x 5W x 1D inches and 10H x 4W x 1D
inches
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For more than three decades, the Los Angeles–based artist Daniel Joseph Martinez has used every art medium at
his disposal to investigate raw aspects of American culture, dipping adeptly into derangements of body and
brain, individual and society. In one well-known piece that he produced for the 1993 Whitney Biennial, he
replaced the text on the museum’s admission ticket with the phrase “I Can’t Ever Imagine Wanting to Be White.”
Visitors held the sentiment in their hands and kept it in their pockets. In The House America Built (2004), he re-
created in exacting detail the cabin in which the Unabomber penned his manifesto. While Martinez’s concepts
are tight and concise, they leave ample space to implicate the viewer. His work prompts more than finger
pointing; it catalyzes introspection, signaling the necessity of taking stock of one’s own role in perpetuating
difficult yet ubiquitous images.

For I used to eat lemon meringue pie till I overloaded on my pancreas with sugar and passed out; It seemed to be a natural
response to a society of abundance (1978), also known as the Bodybuilder series, Martinez asked male bodybuilding
competitors to pose in whatever position felt “most natural.” They are obviously trained in presenting their
ambitiously carved physiques, but their facial expressions seem comparatively unstudied. Against a bare white
background, the men appear unexpectedly vulnerable, caught between performance and rehearsal, public and
private. While they present themselves deliberately as exemplars of strength, they also inadvertently expose
something about the value system that underlies their endeavors—whatever drove them to keep building by
tearing tissue, and whatever makes flexing feel like the most honest pose possible.

Daniel Joseph Martinez
b.1957, United States
I used to eat lemon meringue pie till I overloaded
on my pancreas with sugar and passed out; It
seemed to be a natural response to a society of
abundance SP-MARTINEZD273 (1978)
Light jet print
40.25H x 29.25W inches
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For more than three decades, Los Angeles-based artist Daniel Joseph Martinez has used every form at his
disposal to investigate raw aspects of American culture, dipping adeptly into derangements of body and brain,
and of individual and society. In a well-known piece he produced for the 1993 Whitney Biennial, he replaced the
text on the museum’s admission ticket with a phrase: “I Can’t Ever Imagine Wanting to Be White.” Visitors held
the sentiment in their hands and kept it in their pockets. In The House America Built (2004), he recreated in
exacting detail the cabin in which the Unabomber penned his manifesto. While Martinez’s concepts are airtight,
they leave ample space to implicate the viewer. Martinez’s work prompts more than finger pointing; it catalyzes
introspection, signaling the necessity of taking stock of one’s own role in perpetuating difficult if ubiquitous
images.

Daniel Joseph Martinez
b.1957, United States
If Only God Had Invented Coca Cola Sooner! Or,
The Death of My Pet Monkey (2004)
Posters
28H x 22W inches each
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For more than three decades, the Los Angeles–based artist Daniel Joseph Martinez has used every art medium at
his disposal to investigate raw aspects of American culture, dipping adeptly into derangements of body and
brain, individual and society. In one well-known piece that he produced for the 1993 Whitney Biennial, he
replaced the text on the museum’s admission ticket with the phrase “I Can’t Ever Imagine Wanting to Be White.”
Visitors held the sentiment in their hands and kept it in their pockets. In The House America Built (2004), he re-
created in exacting detail the cabin in which the Unabomber penned his manifesto. While Martinez’s concepts
are tight and concise, they leave ample space to implicate the viewer. His work prompts more than finger
pointing; it catalyzes introspection, signaling the necessity of taking stock of one’s own role in perpetuating
difficult yet ubiquitous images.

For I used to eat lemon meringue pie till I overloaded on my pancreas with sugar and passed out; It seemed to be a natural
response to a society of abundance (1978), also known as the Bodybuilder series, Martinez asked male bodybuilding
competitors to pose in whatever position felt “most natural.” They are obviously trained in presenting their
ambitiously carved physiques, but their facial expressions seem comparatively unstudied. Against a bare white
background, the men appear unexpectedly vulnerable, caught between performance and rehearsal, public and
private. While they present themselves deliberately as exemplars of strength, they also inadvertently expose
something about the value system that underlies their endeavors—whatever drove them to keep building by
tearing tissue, and whatever makes flexing feel like the most honest pose possible.

Daniel Joseph Martinez
b.1957, United States
I used to eat lemon meringue pie till I overloaded
on my pancreas with sugar and passed out; It
seemed to be a natural response to a society of
abundance SP-MARTINEZD293 (1978)
Light jet print
40.25H x 29.25W inches
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For more than three decades, the Los Angeles–based artist Daniel Joseph Martinez has used every art medium at
his disposal to investigate raw aspects of American culture, dipping adeptly into derangements of body and
brain, individual and society. In one well-known piece that he produced for the 1993 Whitney Biennial, he
replaced the text on the museum’s admission ticket with the phrase “I Can’t Ever Imagine Wanting to Be White.”
Visitors held the sentiment in their hands and kept it in their pockets. In The House America Built (2004), he re-
created in exacting detail the cabin in which the Unabomber penned his manifesto. While Martinez’s concepts
are tight and concise, they leave ample space to implicate the viewer. His work prompts more than finger
pointing; it catalyzes introspection, signaling the necessity of taking stock of one’s own role in perpetuating
difficult yet ubiquitous images.

For I used to eat lemon meringue pie till I overloaded on my pancreas with sugar and passed out; It seemed to be a natural
response to a society of abundance (1978), also known as the Bodybuilder series, Martinez asked male bodybuilding
competitors to pose in whatever position felt “most natural.” They are obviously trained in presenting their
ambitiously carved physiques, but their facial expressions seem comparatively unstudied. Against a bare white
background, the men appear unexpectedly vulnerable, caught between performance and rehearsal, public and
private. While they present themselves deliberately as exemplars of strength, they also inadvertently expose
something about the value system that underlies their endeavors—whatever drove them to keep building by
tearing tissue, and whatever makes flexing feel like the most honest pose possible.

Daniel Joseph Martinez
b.1957, United States
I used to eat lemon meringue pie till I overloaded
on my pancreas with sugar and passed out; It
seemed to be a natural response to a society of
abundance SP-MARTINEZD301 (1978)
Light jet print
40.25H x 29.25W inches
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Daria Martin's elusive films make reference to modernist art, whether through the work of the Bauhuas (Oskar
Schlemmer’s Triadic Ballet), Surrealism (Giacometti's Palace at 4 AM) or American art of the 1960s and 1970s.
Working almost exclusively in 16mm, Martin’s films stage near-ritualistic performances and interactions between
humans within assembled environments, combining memories, reveries, scholarly research, and imported
citations drawn from a wide range of sources–from early twentieth century painting to sculpture, fashion, stage,
and dance productions. “I came to the medium of film because of its open potential,” writes Martin, “Its
invitation to travel through time and space within an imagined world.” These imagined worlds often borrow
from dreams and mythology, allowing traces of their aesthetic to become hauntingly familiar, at once futuristic,
timeless, and nostalgic. The artist values the contradictions of the medium of film, in particular the tension
between the private fantasy it stimulates and the public physicality on which it depends.

In keeping with her mythological proclivity, Minotaur (2009) casts a new light on an old narrative. The film takes
the ancient Greek story of the half-man, half-bull as its title subject, but at its core, Minotaur is an homage to
pioneering modern dancer and choreographer, Anna Halprin. Along with Trisha Brown, Simone Forti, and
Yvonne Rainer, Halprin’s fearless and lifelong dance practice paved the way for the evolution of modern and
contemporary dance as we understand it today. Growing up with her as a neighbor, Halprin’s life and work has
been a leading influence in many of Martin’s films, particularly resonant in her relationship to choreography,
and the sensuality of the human body. As such, Minotaur traces three artists’ interpretations of the same legend:
Martin’s documentation of Halprin’s erotic interpretation of Auguste Rodin’s sculpture of the Minotaur
capturing a nymph—sculpture within dance within film. Extending this sense of accumulating and multiplying
points of view, through Martin’s perspective we watch Halprin observing the dancers, the dancers revitalizing
Rodin’s sculpture, and Rodin interpreting mythology.

Daria Martin
b.1973, United States
Minotaur (2008)
16mm film
9 minutes
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David Berezin takes advantage of the language of popular culture and our overexposure to it. His use and mix of
contemporary signifiers and movie-like titles refer to a certain Hollywood narratives that exploit incongruous
and stereotypical symbols. In another way, his updated “vanitas” still-life compositions play with the futility and
transitory character of life now understood as expendable. Berezin graduated with a BFA from California
College of the Arts in 2007.

In Eric Goes to Jail, a coffee maker, red lipstick, a pile of cash, some exotic parakeets, a brassiere, a bow tie, and a
stained napkin scribbled with a phone number constitute clues to unraveling a mystery and invite the viewer to
speculate about the events of the preceding night.

David Berezin
b.1985, United States
Eric Goes to Jail (2010)
C-Print
26H x 20W inches
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David Berezin takes advantage of the language of popular culture and our overexposure to it. His use and mix of
contemporary signifiers and movie-like titles refer to a certain Hollywood narratives that exploit incongruous
and stereotypical symbols. In another way, his updated “vanitas” still-life compositions play with the futility and
transitory character of life now understood as expendable. Berezin graduated with a BFA from California
College of the Arts in 2007.

In Are You Lonely Mr. Claus?, a bottle of whiskey, a red rose, a lit cigarette, and an assembly of kitschy Christmas
memorabilia (Santa’s hat, a sugar cane) are displayed side-by-side with artifacts that denote some sort of
(typically Californian?) summer leisure time (sea shells, sun block and goggles).

David Berezin
b.1985, United States
Are You Lonely Mr. Claus? (2010)
C-Print
26H x 20W inches
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David Haxton
b.1943, United States
Holes in White and Holes in Cream with Front
Light on Left (2005)
C-print
72H x 88W inches (182.9 x 223.5 cm)
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David Haxton
b.1943, United States
Collection of 16 Films (1970-1982)
16 mm film transferred to video
Different durations
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Davida Nemeroff turns her camera toward scenes from everyday life, creating compositions within the frame of
her lens that are strong, even introspective. She locates herself as a spectator, and is invested in a way of seeing
that is simultaneously meditative, pedestrian, and intensely physical. A subtle yet anxious beauty comes across
in her work. Focused in many ways on formal concerns of the photographic medium, Nemeroff takes on
questions of sight and looking.

In one series, she considers issues of spectatorship at the Los Angeles Zoo. Box Stall (2013) shows the back end of
a horse, highlighting what is included and excluded from the frame of vision.

Davida Nemeroff
b.1981, Canada
Box Stall (2013)
Digital inkjet print
30W x 40H inches



KADIST

Deborah Grant
b.1968, Canada
The Cutter (2005)
Enamel on blackboard
24H x 18W inches
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Deborah Grant
b.1968, Canada
The Tremendous Power of Gray (2005)
Enamel on blackboard
24H x 18W inches



KADIST

Deborah Grant
b.1968, Canada
Enid Okla-Homa (2005)
Enamel on blackboard
24H x 18W inches
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Deborah Grant
b.1968, Canada
Henri Bendel’s in the Afternoon (2005)
Enamel on blackboard
24H x 18W inches
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Deborah Grant
b.1968, Canada
In the Attempt That He Enters the U.S.A. (2005)
Enamel on blackboard
24H x 18W inches
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Deborah Grant
b.1968, Canada
1:00 am at Sana y Salva (The Safe and Sound)
(2005)
Enamel on blackboard
24H x 18W inches
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Deborah Grant
b.1968, Canada
The Stabbing of Pegasus (2005)
Enamel on blackboard
24H x 18W inches
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Deborah Grant
b.1968, Canada
Jackie Curtis, Jackie Curtis!! (2005)
Enamel on board
24H x 18W inches
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Reborn consists of a new single channel video and a series of drawings that question the idea of “maternal
instincts” by using life-like baby dolls hand crafted by the artist as surrogate infants in fantasy tableaux depicting
caretaker/child relationships. The dolls were produced out of a dedicated yearlong process, which included
hand rooting each individual hair and modeling their skin tones. The project appropriates recent trends towards
hyperrealism in the female centric baby doll making and collecting communities. This style of doll is known as a
“reborn.” Grounded in fantasy, the vernacular surrounding these dolls often addresses them as living babies. For
this project, Holman is interested in capitalizing on the inherent fantasy play potential of these objects.

Desiree Holman
b.1974, United States
Reborn (2010)
Three-channel video
11:00 minutes
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Diana Fonseca Quiñones graduated from the Instituto Superior de Arte, Havana, in 2000, and from the Academia
de Bellas Artes de San Alejandro, Havana, in 2005. Since then she has had three solo exhibitions in Cuba, and at
the Sean Kelly Gallery, New York (2016). International group exhibitions include “Dilated Biography:
Contemporary Cuban Narratives” at The School of the Museum of Fine Arts, Boston (2013); “Spray,” The
Hochhaus Kokerei Hansa Museum, Dortmund, Germany (2011); and “Inside Confluences,” the second edition of
Contemporary Cuban Art at the National Hispanic Cultural Center, New Mexico (2009). Quinones work was
included in the 12th Havana Biennial, in Havana, (2015). She is the recipient of the 2015 EFG ArtNexus Latin
America Art Award.

Diana Fonseca Quiñones uses simple, commonplace objects and experiences that she derives from daily life to
develop narratives that mix reality and fiction. Drawing on seemingly everyday moments, such as lighting a
match, Quiñones creates poetic metaphors that cleverly comment on broader social issues, as well as politics, and
universal human desires. In her profound work Los amantes, the humblest of materials, a pair of burning
matches, becomes a parable for the sharing, longing, restraint, and death that everyone faces in life.

Diana Fonseca Quiñones
b.1978, Cuba
Los amantes (The lovers) (2007)
Color video with sound
01:11 minutes
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A pioneer of video and film installations for over a decade, Diana Thater’s works explore the nature and
possibilities of moving-image media. Thater describes her work as “Neo-Structualist Installations” that aim to
make viewers look anew at architectural environments and the way they perceive video and film. The natural
world has been a recurring motif in Thater’s work since the early 1990s, and she brings the outdoors into the
gallery to address the relationship between modern technology and notions of beauty and the sublime. Thater
inverts the idea of the technological sublime, insisting that the presence of technology makes the natural sublime
stand out more starkly.

In Perpetual Motion (2005), the seemingly erratic flight of the bright orange Monarch butterfly—filmed in its
winter habitat of Michoacán, Mexico—is intensified by the artist’s editing in which frames are randomly
dropped and the film is sped up. As a result, the butterflies become hyper-real and animated in appearance. The
manipulated footage is presented in a video wall of nine monitors, where the butterflies flit from screen to
screen, in a room bathed in vivid orange light.

Diana Thater
b.1962, United States
Perpetual Motion Two (2005)
Nine flat panel monitors
Variable dimensions
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Diane Simpson is interested in a seamless shifting from body to architectural form in the melding of the wearable
with the structural un-wearable. Her sculptures are a very unique sentence in the conversation around
architecture, the body, feminism and industrialism. Simpson has recently been rediscovered after years of not
showing in mayor museums or galleries.

Simpson’s sculptural practice connects architecture, clothing, furniture and the body to explore the functional
and sociological roles and the influence of the design and architecture of various cultures and periods in history.
Her sculptures hold very specific references and are developed and transformed through revised drawings to
create hybrid forms that are directed by her means of construction and choice of materials.

Diane Simpson
b.1935, United States
Yoke (2012)
MDF, enamel, oil stain, crayon, and aluminum
64H x 20W x 16D inches
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Diego Rivera was one of the most important artists of the 20th century. He lived and worked for most of his life
in Mexico, although he also traveled extensively to such places as Russia, America, France, Spain. He was (twice)
married to the (also extremely famous) Mexican painter Frida Kahlo. Rivera catalyzed the Mexican mural
movement in the early part of the century, pushing the national art into a new, socially aware era. He is most
famous for his large-scale murals, frescoes, and artistic collaborations that spoke to labor issues, unions, and
political radicalism.

In 1940 Rivera came to San Francisco for what would be his last mural project in the city, Pan-American Unity.
Currently housed at City College of San Francisco as a permanent installation, for a time it was in storage and
not on public display. During the same period, he created the charcoal sketch entitled Shasta (1940), of large
construction machinery that the artist saw near the Mount Shasta dam. He noted the dam and construction
equipment as playing a role also in the lives of those living in South Americas.

Diego Rivera
b.1886-1957, Mexico
Shasta (1940)
Pencil on paper
12H x 9W inches
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Dinh Q. Lê’s artistic practice centers on his lived experience of political and social conditions in his native
Vietnam; he and his family fled the country via Thailand in 1979 and immigrated to the United States. Lê
interweaves the experiences that helped shape his identity with Vietnamese national mythologies, collective
memories, and expanded cultural histories. Incorporating imagery from a variety of sources, such as archival
photographs, documentaries, Hollywood films, and Vietnamese iconography, Lê’s investigations raise critical
questions about the distribution, reception, and consumption of images, and how images inform national
identity.

Hill of Poisonous Trees (three men) (2008) exemplifies the artist’s signature photo-weaving technique, in which he
collects diverse found photographs—portraits of anonymous people, stills from blockbuster films, or journalistic
images—cuts them into strips, and weaves them into new composition. The title of the series is translated from
the Khmer phrase Tuol Sleng, which literally means a poisonous hill or a place on a mound to keep those who
bear or supply guilt, and the photographs came from the Tuol Sleng Genocide Museum in Cambodia, a former
prison where at least 200,000 Cambodians were executed during the reign of the Khmer Rouge between 1975 and
1979. In this particular image, three men stand against the backdrop of what looks like a prison interior. Their
identities are unknown. The ghostly, illuminated space creates a strange effect of time traveling, transporting
viewers back to the historical event depicted. The men’s gazes seem to tell stories that have been buried in
collective memory. For Lê, the act of appropriating, recycling, and remixing imagery is a means of rescuing both
images and the memories embedded within them.

Dinh Q. LÊ
b.1968, Vietnam
Untitled, from the series Hill of Poisonous Trees
(three men)  (2008)
C-print and linen tape
52.75H x 84.25W inches
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Donna Conlon and Jonathan Harker, who also exhibit individually, have been making work together since 2006,
often using a playful approach to address serious sociopolitical themes. Conlon has a background in science and
sculpture, and Harker’s is in film and media studies. Their videos merge Conlon’s use of ordinary objects and
investigations of human behavior with Harker’s irony and subversion of conventional storytelling methods.
Their playful and poetic critiques of contemporary culture frequently use discarded objects to comment on
consumption, accumulation, climate, and the ironic beauty of waste-ridden landscapes. Specifically, they
examine contradictions in the construction of Panamanian national identity, as well as political and societal
disparities between Central America and the United States.

In Tapitapultas (2012), Conlon and Harker comment on mass consumerism and pollution by way of a game they
invented. The artists used disposable spoons as catapults to shoot thousands of plastic bottle caps at a hole in a
concrete platform. The platform was once part of a U.S. military installation in the Panama Canal Zone, and it is
now an observation deck in a nature park. As the video comes to an end, the viewer discovers that the bottle
caps that fell through the hole accumulated on the forest floor, forming a giant mountain of synthetic waste in
the natural landscape.

Donna Conlon & Jonathan Harker
b.1966 and 1975, United States and Ecuador
Tapitapultas (2012)
HD Video
3:40 minutes
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Doug Aitken’s work started to draw international attention when his installation Electric Earth earned the
International Prize at the 1999 Venice Biennale, which was organized by renowned Swiss curator Harald
Szeemann. Interested in breaking conventional narratives, Aitken emphasizes circularity and non-linearity in his
monumental site-specific installations. This monumentality is usually expressed in Aitken’s tendency to combine
apparently disconnected fragments in order to create epic films. Although this aspect of his work differs from the
all-encompassing wholes sought by modernism, Aitken’s films play with the imaginary and surreal in a way that
flirts with  the notion of utopia. The artist uses pop culture and, especially, the film industry as sources for his
compelling and immersive environments. Aesthetic elements such as coloration, light and space and a careful
editing process give his films a contemplative mood.

The version of Frontier acquired by the Kadist Collection consists of a single-channel video, adapted from the
monumental installation and performance that Aitken presented in Rome, by the Tiber River, in 2009. In this
film, Aiken’s allusion to “the frontier” and iconic imagery like the cowboy suggest that the American West Coast
as a cultural construction. These notions are reinforced by two key elements in the film: its protagonist, the iconic
West Coast artist Ed Ruscha, and its reference to the cinematic and the experience of the movie theater. The film
is structured as a journey in time, from day to night. The completed film was shot in different places around the
globe, including Los Angeles, Rome, South Africa, and Israel, which suggests the blurring boundaries of the
unknown and emphasizes both fictive and real landscapes.

Doug Aitken
b.1968, United States
Frontier-Linear (2009)
Single-channel video
17:40 minutes, 12 frames
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The works of Douglas Gordon span across film, video, installation, photography, sculpture in a play with the
universal dualities life and death,  innocence and guilt, and dual identities. "I like to build self-destructive
systems or mechanisms that lead to the multiplicity of meaning, in a series of contradictory interpretations. I love
it when a conspiracy of circumstances can help build a sense for a work, or may return against it at any moment,"
says the artist. In his videos, the artist offers a new experience of cinema in the space of contemporary art thus
creating "exhibition cinema" as critic Dominique Païni has suggested. His work stems from the ideas of Walter
Benjamin, who compared cinema to the action of a surgeon who deeply penetrates the heart of reality. Above all,
the artist questions memory and perception, looking for what is latent in the images, objects, and sounds.

Douglas Gordon
b.1966, Scotland
The Left Hand Can't See That the Right Hand is
Blind (2004)
Single-channel video
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The Oaxacan artist Dr. Lakra (Jeronimo Lope Ramirez) draws on his experience as a tattooist to make works on
found objects or images. This marking mimics the process and motifs found in his tattoos, like pin-up girls, dolls
and skulls that combine Day of the Dead imagery with the aesthetics of Mad magazine, criminal culture, and
comic books.

Like many of Dr. Lakra’s works, Cortes y la malinche is a drawing done on a found vintage magazine page. The
text at the bottom of the page, “reclinandose inocentemente sobre el regazo de Hernan-Cortés,” translates to,
“reclining innocently in the lap of Hernan Cortés,” and refers to the Spanish conquistador who brought down
the Aztec empire. Malinche was a native Mexican who served both as Cortés’s translator in both the Mayan and
Aztec languages, as well as his lover. Malinche, whose name now suggests disloyalty, appears here adorned in
tattoos added by Dr. Lakra.

Dr. Lakra
b.1972, Mexico
Cortes y la malinche (2005)
Ink and collage on vintage magazine
9H x 3W inches
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Born in 1961, Du was trained as a painter and sculptor at the Institutes of Arts and Trades in Shanghai and the
Fine Arts College at the University of Shanghai and garnered M.A. from the Regional School of Fine Arts of
Rennes, France in 1999. Despite his classical training, Du became one of the first generation of artists to
incorporate digital technologies into art pieces, producing interactive installations and describing digital media
to be “a way of working on the dimension of power inherent to a society of information and new technologies.”
Du’s works explore themes of “Modern Man” and human tragedy. Specifically, he highlights the ecstasy of
human behavior in light of suffering and challenges in conveying what he calls the “universal human condition.”

The Tower of Babel is an installation of large-format photographs that forces the audience to occupy a central
position through its monumental scale. These photographs present a series of urban landscapes and assembled
Foucauldian structures of the present. Du sees the Tower of Babel as a continually reinvented narrative that
warns people of “dangerous tendencies in the present time.” Du’s Babylonian towers resurrect from fallen
rubbles of religious history in grand scale to focus on modern crises of civilization. Though the theme began with
the struggle of monotheism over linguistic and geographic diversity in early human history, Babel in Du’s work
has become a contemporary vision of catastrophic threat to the future of humanity.

Du Zhenjun
b.1961, China
The Tower of Babel: The Carnaval (2010)
C-print
84H x 112W cm
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Born in 1961, Du was trained as a painter and sculptor at the Institutes of Arts and Trades in Shanghai and the
Fine Arts College at the University of Shanghai and garnered M.A. from the Regional School of Fine Arts of
Rennes, France in 1999. Despite his classical training, Du became one of the first generation of artists to
incorporate digital technologies into art pieces, producing interactive installations and describing digital media
to be “a way of working on the dimension of power inherent to a society of information and new technologies.”
Du’s works explore themes of “Modern Man” and human tragedy. Specifically, he highlights the ecstasy of
human behavior in light of suffering and challenges in conveying what he calls the “universal human condition.”

The Tower of Babel is an installation of large-format photographs that forces the audience to occupy a central
position through its monumental scale. These photographs present a series of urban landscapes and assembled
Foucauldian structures of the present. Du sees the Tower of Babel as a continually reinvented narrative that
warns people of “dangerous tendencies in the present time.” Du’s Babylonian towers resurrect from fallen
rubbles of religious history in grand scale to focus on modern crises of civilization. Though the theme began with
the struggle of monotheism over linguistic and geographic diversity in early human history, Babel in Du’s work
has become a contemporary vision of catastrophic threat to the future of humanity.

Du Zhenjun
b.1961, China
The Tower of Babel: Independence of the country
(2010)
C-print
112H x 84W cm
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Born in 1961, Du was trained as a painter and sculptor at the Institutes of Arts and Trades in Shanghai and the
Fine Arts College at the University of Shanghai and garnered M.A. from the Regional School of Fine Arts of
Rennes, France in 1999. Despite his classical training, Du became one of the first generation of artists to
incorporate digital technologies into art pieces, producing interactive installations and describing digital media
to be “a way of working on the dimension of power inherent to a society of information and new technologies.”
Du’s works explore themes of “Modern Man” and human tragedy. Specifically, he highlights the ecstasy of
human behavior in light of suffering and challenges in conveying what he calls the “universal human condition.”

The Tower of Babel is an installation of large-format photographs that forces the audience to occupy a central
position through its monumental scale. These photographs present a series of urban landscapes and assembled
Foucauldian structures of the present. Du sees the Tower of Babel as a continually reinvented narrative that
warns people of “dangerous tendencies in the present time.” Du’s Babylonian towers resurrect from fallen
rubbles of religious history in grand scale to focus on modern crises of civilization. Though the theme began with
the struggle of monotheism over linguistic and geographic diversity in early human history, Babel in Du’s work
has become a contemporary vision of catastrophic threat to the future of humanity.

Du Zhenjun
b.1961, China
The Tower of Babel: Destruction (2010)
C-print
112H x 84W cm
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Eamon Ore-Giron's paintings, works on paper and installations blend contemporary graphic design, folk and
tourist art, and surrealism in a hybridity of Mexican, South American, Native-American, and other American
cultures. Along with his collaborator Julio Cesar Morales,Ore-Giron creates DJ and audio culture forums under
the name Los Jaichackers as well as his solo music as DJ LENGUA.

Eamon Ore-Giron’s new commissioned video project Bite Work, is an experimental genre breaking video that is
part-performance, part-conceptual and part-comical addressing issues of mediation, surveillance and trust. The
main characters in the video wear traditional dance masks of "La Chonguinada" rituals from Peru and attempt to
dance while being bitten by trained attacked dogs. Through this act, the dogs simultaneously become sculptural
obstacles and dancers. The trained dogs, Belgian Malinois, have become the new darling and weapon for both
the US military, Border Patrol and US law enforcement in their fight against terrorism and illegal immigration;
and well known recently for being the dogs that helped capture and kill Osama Bin Laden. The musical narrative
for the video is a free-form cumbia music composed by the artist and members of the Los Angeles-based band
OJO that mixes hints of cumbia with electronic and ambient sounds. The video captures encounters between
cultural memory and trauma by using both ritual and performance, yielding the appearance and disappearance
of a hallucinatory narrative into a psychological sound experiment.

Eamon Ore-Giron
b.1973, United States
Bite Work (2011)
Single-channel video
12:00 minutes
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Eason Tsang Ka Wai
b.1986, Japan
New Landmark No. 1 (2014)
Digital inkjet print
73.5H x 81.3W cm
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Ed Ruscha’s work often uses the city of Los Angeles to look at the banality of urban life. He is known for his
early conceptual works like the seminal Twenty-Six Gas Stations (1962) in which he photographed twenty-six gas
stations to map of his journey between Los Angeles and Oklahoma. Often drawing material from mass media
and playing with language, Ruscha’s works assume the form of painting, drawing, photography, as well as
publications.

In 1970, Ruscha began a series of paintings made from stains. He experimented with a variety of materials (gun
powder, dust, blood, among many others) to leave surface traces of different objects. The resulting images are
negative shapes amidst blurry environments like Splinters and Seconal in which a grey surface is imprinted with
the materials mentioned in the title. The reference to the sedative Seconal, moves the drawing’s obscure form
from the abstract to the hallucinatory.

Ed Ruscha
b.1937, United States
Splinters and Seconal (1973)
Dry pigment on paper
11H x 20W inches
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Ed Ruscha’s work often uses the city of Los Angeles to look at the banality of urban life. He is known for his
early conceptual works like the seminal Twenty-Six Gas Stations (1962) in which he photographed twenty-six gas
stations to map of his journey between Los Angeles and Oklahoma. Often drawing material from mass media
and playing with language, Ruscha’s works assume the form of painting, drawing, photography, as well as
publications.

In Whose Needs, the titular phrase floats on the surface of what appears to be a blurred landscape. Two vertical
structures rise from the landscape to suggest a factory building with smoky chimneys fuming into the sunset.
Ruscha’s use of typography and the aesthetics of advertising add to the image’s uncanny effect.

Ed Ruscha
b.1937, United States
Whose Needs (1986)
Acrylic on paper
23H x 29W inches
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Ed Ruscha’s work often uses the city of Los Angeles to look at the banality of urban life. He is known for his
early conceptual works like the seminal Twenty-Six Gas Stations (1962) in which he photographed twenty-six gas
stations to map of his journey between Los Angeles and Oklahoma. Often drawing material from mass media
and playing with language, Ruscha’s works assume the form of painting, drawing, photography, as well as
publications.

Ed Ruscha
b.1937, United States
Whiskers, Splinters (1972)
Gunpowder on paper
11 1/2H x 29W inches (29.2 x 73.7 cm)
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Edgar Arcenaux received a BFA from the Art Center College of Design in Pasadena, California and a MFA from
the California Institute of Arts in Valencia, California. Arceneaux’s work weaves together apparently
disconnected myths, political events, and historical facts through complex and codified drawings and conceptual
montages. His practice aims to create meaning by linking the seemingly unrelated, and therefore resists easy
categorization or linear logic.

Untitled (Wheelchair Drawing) is a ten-foot photo transfer of the image of a wheelchair with burning embers in its
seat. In 2006, it was included in the exhibition, Alchemy of Comedy…Stupid at Artpace in San Antonio where
Arceneaux explored the links between the medieval practice of alchemy and contemporary comedy. However,
his particular image of the wheelchair is tragic, since it refers specifically to the comedian Richard Pryor, who
became temporarily wheelchair-bound after being severely burned from drug use, and died prematurely of a
heart attack in 2005.

Edgar Arceneaux
b.1972, United States
Untitled (Wheelchair drawing) (2006)
2 paper sheets, carbon transfer on paper,
charcoal, oil paint, and wooden frame
129H x 60W inches each
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Edgar Orlaineta’s artistic practice recontextualizes aspects of modern design to reflect new contemporary values.
In his sculptures, he adapts classic forms and imbues them with new social and aesthetic values.

Solar Do (It-Yourself) Nothing Toy, After Charles Eames (2011) is a re-creation of Charles Eames’s famous Solar Do-
Nothing Machine commissioned in 1958 by the aluminum company ALCOA. That colorful, dynamic toy is only
remembered through images, since the original model is lost. It whirled around joyfully and was powered by the
sun. It was made from recycled and reused aluminum parts, as is this new version, except that all of Orlaineta’s
materials were sourced in Mexico City, and it was fabricated there. Thus, this whimsical piece merges Mexican
craft with modernistic design techniques.

Edgar Orlaineta
b.1972, Mexico
Solar Do (It Yourself) Nothing Toy, After Charles
Eames (2011)
Recycled and reused aluminum, motors,
hardware and paint
29H x 29W x 18D inches
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Edgardo Aragón’s works employ reenactment to reflect the everyday reality of rural Mexico. Using narratives
inspired by the particularities of their respective local contexts, Aragón evokes events—some with very violent
undertones—and shapes them into scenes molded by landscapes. His work also addresses points of familial and
social inheritance that are conditioned by the local environment, creating a personal body of work recounted
through poetic narratives. Each piece is a story slowly told—a description of a memory or a reconstruction of a
personal experience—that shows some of the darker sides of Mexico’s social and economic realities.

Efectos de Familia (Family Effects, 2007–9) is a series of thirteen videos dramatizing an array of negative events
from Aragón’s family’s history—specifically their involvement with organized crime. Each episode is an action
performed by some combination of his two young cousins, his nephew, and his younger brother. In one, a boy is
shot to death inside a pickup truck. In another, two of them endure a brick-carrying competition. In another, a
boy digs his own grave. The work is about a collective social condition of survival and endurance, and it is
inextricable from the broader context of contemporary Mexico, with its skyrocketing crime rates and economic
instability. Through these works, Aragón attempts to educate his young family members to avoid criminal
entanglements.

Edgardo Aragon
b.1985, Mexico
Efectos de Familia (Family Effects) (2007-2009)
Video
Duration varies
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Known for his installations and assemblages, Edward Kienholz was part of a generation of important artists—
including Robert Irwin, Ed Moses, Craig Kauffman, and John Altoon—who established and exhibited at Ferus
Gallery in Los Angeles in the 1950s. The booming art scene around Ferus gave visibility and credibility to West
Coast contemporary art. Highly critical of modernism, Kienholz’s theatrical assemblages of found objects and
decaying detritus often refer to current events and social issues.

Untitled (San Francisco) was made in Idaho in 1984 and was facetiously dedicated to Henry Hopkins, the then
director of the San Francisco Museum of Art who added “modern” to its name. Assembled from the remnants
and found objects from a hotel room, including a collage, shelf and small lamp, this playful piece—a satirical
shrine of sorts—echoes the decidedly un-modern spirit of San Francisco’s bohemian culture. Kienholz’s works,
with their critical and anti-establishment content, are often linked to the 1960s Funk Art movement in the Bay
Area.

Edward Kienholz
b.1927, United States
Untitled (San Francisco) (1984)
Assemblage
24.5H x 51.5W inches
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Eileen Quinlan
b.1972, United States
Swipe (2016)
Gelatin silver print
51H x 40W inches (127H x 101.6 cm)
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Working with a variety of media including comics, animation, mural painting, graffiti, embroidery, video, and
puppetry, Yogyakarta-based artist Eko Nugroho comments on social justice, cultural tradition, and the human
condition. The concepts, materials, and strategies of his oeuvre reflect a sophisticated understanding of “fine art,”
crafts, as well as street art. For example, Nugroho’s use of embroidery is inspired by local street gangs whose
jackets are embroidered with their logos and by the embroidered badges worn by local government officials to
announce their affiliations. After the Indonesian Reformation in 1998, Nugroho started to use caricature in his
work to criticize the government’s policies about democracy, freedom, and censorship. These metamorphic
figures, their surroundings, and the idioms indicate the dysfunction of contemporary Indonesian society as well
as the tribulations of the world at large.

Nugroho’s installations and performances have their roots in the shadow puppet rituals in Indonesia,
particularly the Javanese Wayang tradition whose essence is in the representation of the shadows. Nugroho’s
work both preserves traditional culture and offers a contemporary interpretation of it through his insertion of
comical figures to comment on current social conditions. Moving Landscape includes characters such as a
diamond-headed man, a UFO, and other items that appear frequently in Nugroho’s drawings and murals. The
shadows and silhouettes rotate in a custom-made, lit tent structure to create a fantasy world that blurs the line
between daily life and fiction. The narratives here are complex and ambiguous and speak to a range of
psychological states that echo everyday reality.

Eko Nugroho
b.1977, Indonesia
Its Always Fun to Live in This Country (2009)
Machine, puppets, lights, fabric, sound
installation
51H x 51W inches



KADIST

Elad Lassry explores how visual languages are constructed across multiple disciplines and media. His larger
body of work responds to the relationship between artistic mediums and their forms, and his prints question
familiar modes of viewership and our continuous desire to find and identify clear narratives in photographs.
Lassry utilizes both found photographs and original compositions in his work, a juxtaposition that challenges
notions of authorship and attribution. By emphasizing how photographic images are deliberately staged and
constructed, Lassry destabilizes notions that photographs depict and document “the real.” In foregrounding the
image as object, he also suggest that the photograph only provides a referent for a presence that “has-been” but
that no longer exists in the current moment. Born in Israel, Lassry earned his BFA in film from the California
Institute of Arts in 2003 and his MFA from the University of Southern California in 2007.

The black-and-white photograph Men (055, 065) (2012) depicts two similarly built young men – young and slim,
with dark tousled hair and a square jaw line – seated aside one another in identical outfits. It is unclear if these
subjects are related, despite the obvious doubling of visual cues, and Lassry offers few hints to suggest that these
men have any association beyond their sitting for the same picture. By extension, Lassry subverts conventions in
portrait photography by identifying his subjects with numbers, erasing the familiarity inherent in the act of
naming, Men (055, 065) functions as an anti-portrait in which anonymity supplants intimacy. In establishing a
deliberate distance between viewer and subject, Lassry raises questions about representation itself and how all
portraits are, in effect, fully constructed objects that only gain meaning once we ascribe them with our own
personal associations and emotions.

Elad Lassry
b.1977, Israel
Men (055, 065) (2012)
Silver gelatin print, walnut frame
14.5H x 11.5W x 1.5D inches
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Elad Lassry explores how visual languages are constructed across multiple disciplines and media. His larger
body of work responds to the relationship between artistic mediums and their forms, and his prints question
familiar modes of viewership and our continuous desire to find and identify clear narratives in photographs.
Lassry utilizes both found photographs and original compositions in his work, a juxtaposition that challenges
notions of authorship and attribution. By emphasizing how photographic images are deliberately staged and
constructed, Lassry destabilizes notions that photographs depict and document “the real.” In foregrounding the
image as object, he also suggest that the photograph only provides a referent for a presence that “has-been” but
that no longer exists in the current moment. Born in Israel, Lassry earned his BFA in film from the California
Institute of Arts in 2003 and his MFA from the University of Southern California in 2007.

In establishing a deliberate distance between viewer and subject, Lassry raises questions about representation
itself and how all portraits are, in effect, fully constructed objects that only gain meaning once we ascribe them
with our own personal associations and emotions. An example of this is Floor, Legs (2013), a gelatin silver print in
which a large black rectangle obscures the upper half of a candid photograph with two figures that are ultimately
only identifiable by their legs and feet, which are even then indiscernibly crossed and posed beyond easy
recognition. Even though its unclear if Lassry’s source image is a found photograph or an original composition,
the underlying themes – of the photograph’s function as an object, and the impossibility of discerning “the real”
through its representation – continue to resonate.

Elad Lassry
b.1977, Israel
Floor, Legs (2013)
Silver gelatin print, walnut frame
11 1/2H x 14 1/2W x 1 1/2D inches
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Elad Lassry explores how visual languages are constructed across multiple disciplines and media. His larger
body of work responds to the relationship between artistic mediums and their forms, and his prints question
familiar modes of viewership and our continuous desire to find and identify clear narratives in photographs.
Lassry utilizes both found photographs and original compositions in his work, a juxtaposition that challenges
notions of authorship and attribution. By emphasizing how photographic images are deliberately staged and
constructed, Lassry destabilizes notions that photographs depict and document “the real.” In foregrounding the
image as object, he also suggest that the photograph only provides a referent for a presence that “has-been” but
that no longer exists in the current moment. Born in Israel, Lassry earned his BFA in film from the California
Institute of Arts in 2003 and his MFA from the University of Southern California in 2007.

Elad Lassry
b.1977, Israel
Chocolate Bars, Eggs, Milk (2013)
C-print with printed frame
14 1/2 x 11 1/2 x 1 1/2 inches (36.8 x 29.2 x 3.8
cm)
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Over a roughly thirty-year period, conceptual and multidisciplinary artist Eleanor Antin has been creating
narrative images in photography, video, film, performance, and installation. Her practices blur fiction and
history, often with humorous wit, theatrical sensibility, and allegorical impulse. During her early career, Antin
was associated with a group of artists who were recognized for returning the element of narrative to
contemporary art, which until the 1970s had been dominated by highly abstract, purist work.

Comprised of fifty-one photographic postcards, Antin’s 100 Boots is an epic visual narrative in which 100 black
rubber boots stand in for a fictional “hero” making a “trip” from California to New York City. Over two-and-a-
half years, Antin photographed the boots against different backdrops across the U.S., and then turned the
pictures into postcards, which she then mailed to approximately 1,000 people around the world. In conjunction
with the boots’ “arrival” in New York City, the postcards were exhibited at the Museum of Modern Art. The
project speaks not only to the reproduction and dissemination of images, but also about how the material reality
of the images—their settings and their existence in mailboxes—was in stark contrast to the everyday lives of the
people who received the cards. As with all “mail art” which had begun with the Fluxus movement in the late
1950s and was on the rise in the late 1960s, using the postal service enabled artists to completely bypass the
traditional art-world distribution system, and allowed Antin to expand or compress time as the narrative
required.

Eleanor Antin
b.1935, United States
100 Boots Facing (1971-1973)
Fifty-one photographic postcards
4.5H x 7W inches each
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Transforming found materials into collages, sculptures, videos, and installations, Elena Damiani critically
addresses our understanding of the present via the potentiality of images from the past. She is interested in
revising subjects such as geology, archaeology, and cartography—by reworking materials such as books,
photographs, video footage, and public records—in order to stage fictions where multiple topographies and
times unfold together, hovering between an indeterminate past and present. She aims to explore the ways in
which specific materials can be staged as incomplete and ambiguous when extracted from their contexts, then
recomposed into works that point out the manipulability of cultural objects and information, thereby forming
new memory paths and connections.

Intersticio (Interstice, 2014) traces the topography of a non-specific site, an in-between zone. The video presents a
panoramic view of two territories of a shifting and unresolved character, composed out of segmented events that
visually intersect at a shared horizon point. Over the images, a fragmented and ambiguous poetic narration
describes, by means of images found in digital archives, a hybrid site that permutes the representation of nature
through its fusion of source material. The sense of permanent wandering designates an excursion with no precise
destination, a mental place of fractured limits with an amplitude larger than any physical location. This trajectory
appears to be dictated by the circumstances of an open field, where concrete places are now only points along a
route, and the in-between moments that mark a continuous state of transition are the ultimate destination. With
Intersticio, Damiani presents a journey to a territory comparable to contemporary space—a world so ample that
the spatial and temporal coordinates essential to historicity fade, throwing our impressions of reality into
question.

Elena  Damiani
b.1979, Peru
Intersticio (2012)
HD Video
5:25 minutes
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Transforming found materials into collages, sculptures, videos, and installations, Elena Damiani critically
addresses our understanding of the present via the potentiality of images from the past. She is interested in
revising subjects such as geology, archaeology, and cartography—by reworking materials such as books,
photographs, video footage, and public records—in order to stage fictions where multiple topographies and
times unfold together, hovering between an indeterminate past and present. She aims to explore the ways in
which specific materials can be staged as incomplete and ambiguous when extracted from their contexts, then
recomposed into works that point out the manipulability of cultural objects and information, thereby forming
new memory paths and connections.

Elena  Damiani
b.1979, Peru
Fading Fields 7 (2014)
Digital print on silk chiffon, wood structure,
black matte paint on wall
Variable dimensions (structure: 187H x 143W x
40D cm)
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Elina Brotherus
b.1972, Finland
Femme dans la baignoire (2003)
Chromogenic print mounted on aluminum
27 1/8H x 34 1/4W inches (68.9 x 87 cm)
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Elisabeth Wild
b.1922, Austria
Untitled (2015)
Collage on paper
33 x 26,5 cm
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Elisabeth Wild
b.1922, Austria
Untitled (2015)
Collage on paper
34 x 30 cm
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Elisabeth Wild
b.1922, Austria
Untitled (2015)
Collage on paper
35,2 x 31,2 cm
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Elisheva Biernoff belongs to a group of the most interesting recent MFA graduates from California College of the
Arts. Her work reconsiders the tradition of painting in an interesting way, often taking source material from
mass media or recreating photographs through a careful trompe l’oeil technique. Thus, her work engages
strategies and notions of re-representation through painting, not aiming to portray any given reality faithfully,
but rather as the ideal way to engage the intersection between myths, fictions, and fantasies. In some cases, her
works also address particular ecological concerns.

Last Postcards is a series of three small double-sided paintings on plywood in which Biernoff imagines the last
communications from explorers lost in the wilderness. Biernoff’s choice of Everett Ruess, Percy Fawcett, and the
conceptual artist Bas Jan Ader is particularly telling. On one level, the Last Postcards analogize the nineteenth-
century explorer with the contemporary artist who looks for purpose in their work. This series continues
Biernoff’s interest in the construction of myths and, to a certain extent, of utopias, ideas which have deep
resonance in the cultural imagery of the West Coast. The careful, painted reproduction of a mass-produced object
like a postcard reinforces this fictive aspect.

Elisheva Biernoff
b.1980, United States
Last Postcards:  Bas Jan Ader, Everett Ruess, and
Percy Fawcett (2009)
Acrylic on plywood
(1) 4.25H x 6W inches and (2) 3.5H x 5.5W
inches
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Elisheva Biernoff engages and reconsiders the tradition of painting in an interesting way, often taking source
material from media or recreating photographs through a careful trompe d’oeil technique. Thus, her work
engages in the discussion of re-representation through painting, not aiming to portray any given reality faithfully
but rather as the ideal way to engage with a subject matter that explores the intersection between myths, fictions
and fantasies. In some cases, her works also address particular ecological concerns.

In her recent work, Biernoff is interested in investigating fictions and fantasies embedded in the remnants of
consumer culture (for example magazines) or through ephemera such as postcards and old photographs.
Although the imagery present in her work might seem nostalgic upon first encounter, Biernoff’s complex
tableaux often reveal the artist’s skeptical look towards her subjects matters. They Were Here (2010), constitutes a
clear example. The 16 ft long tableau confronts the viewer with a seemingly paradisiacal scene: a tropical
deserted island with white sands and blooming trees appears to be a coveted destination. However the scene
quickly turns into a dystopian image, once one pays attention to the small details camouflaged inside it: an
erupting volcano or a dead bird. Biernoff places a pair of binoculars in front of the painting to reinforce this idea.
Looking through their fake mdf lenses, the painted landscape is rendered blurry. The whole scene acts up as the
backdrop of a theater act and the prop quality of its elements suggests a certain lightness associated with utopian
dreams.

Elisheva Biernoff
b.1980, United States
They Were Here (2009)
Acrylic
96H x 192W inches
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Ellen Lesperance begins with archival footage of various activist events throughout history. Poring through
details of these moving images, Lesperance isolates out the clothing of the activists, identifying objects that seem
to relate to the ideological goals of their wearers. Her ensuing gouche and graphite patterns re-imagine these
objects as knitting patterns for the activist’s sweaters, carefully rendered and plotted on tea-stained paper.
Memorializing these social protests through the smallest details, Lesperance hopes to cement these moments in
our collective memory.

Ellen  Lesperance
b.1971, United States
Somewhere Along the Black Sea in the Distant
North-East, or in Libya in the Furthest South, The
Amazons... (2012)
Gouache and graphite on tea stained paper
29H x 23W inches
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Ellen Lesperance begins with archival footage of various activist events throughout history. Poring through
details of these moving images, Lesperance isolates out the clothing of the activists, identifying objects that seem
to relate to the ideological goals of their wearers. Her ensuing gouche and graphite patterns re-imagine these
objects as knitting patterns for the activist’s sweaters, carefully rendered and plotted on tea-stained paper.
Memorializing these social protests through the smallest details, Lesperance hopes to cement these moments in
our collective memory.

Ellen  Lesperance
b.1971, United States
Somewhere Along the Black Sea in the Distant
North-East, or in Libya in the Furthest South, The
Amazons – The Woman and the Girls Children –
Exist Just Outside of the Range of Normal Human
Experience (2012)
Sweater
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Like many of Emily Mast’s works, B!RDBRA!N is a project that exists in different chapters and takes on various
formats. Originally conceived of as a live response to the legacy of the historical French artist Guy de Cointet,
Mast set out to investigate and interrogate Cointet’s work while incorporating the true story of Alex, an African
Gray parrot who was the subject of a thirty-year avian language experiment. What interested her was the curious
overlap in the ways that both the artist and the experiment dealt with the imprecision of language and the
myriad ways it can be delivered and understood. Working at the intersection of visual art and theater, she cast a
stuntman, a stutterer, a sign-language interpreter, a comedian, a child, an auctioneer and a theater director to
explore channels of communication in which language is problematic, challenging and/or inappropriate. They
perform within a landscape of vivid, colorful forms that are reminiscent of de Cointet’s sets, elementary school
classrooms and minimalist art.

Emily Mast
b.1976, United States
B!RDBRA!N (Addendum) (2012/2015)
Video installation and a collection of elements
made from cardboard, wood, paint, tape, balls
and chalk
7:08 minutes
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Working with various mediums, from sculpture to installation, site-specific interventions, and readymades,
Leonardo Engel addresses issues related to the climate, nature, traditional crafts, architecture, and popular
culture of the Caribbean. His works show a particular investment in objects—their gestures, and their creation
and production processes—as well as to the psychological and sociological discourses implicit within them.
Engel carries out continual processes of research and observation of his environment. From the city of Santo
Domingo, where he lives and works, to the peripheral urban centers and remote rural communities of the island,
which he has visited on multiple occasions, his artistic production and daily experience are closely linked.

As with so many other colonized geographies, the ways in which violence has become a natural and expected
component of Santo Domingo reflects the forced friendship between the beneficiaries and residues of
Modernism. What distinguishes these two communities? What separates them? Bars, naturally. In this untitled
work, Engel cages everyday household items in steel bars as a metaphor for this condition. Only those who have
something valuable to protect can afford such restrictive barring systems, which are viewed almost as status
symbols. Even when they are unnecessary, their ubiquity creates a sinister picture of success. Not only does the
proliferation of these bars negate their own visibility, but it also points to a paranoid future where everything
one owns becomes “embellished” as something to be seen but not used.

Engel Leonardo
b.1977, Dominican Republic
Sin Titulo (2011)
Mixed media
Dimensions variable
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Working with various mediums, from sculpture to installation, site-specific interventions, and readymades,
Leonardo Engel addresses issues related to the climate, nature, traditional crafts, architecture, and popular
culture of the Caribbean. His works show a particular investment in objects—their gestures, and their creation
and production processes—as well as to the psychological and sociological discourses implicit within them.
Engel carries out continual processes of research and observation of his environment. From the city of Santo
Domingo, where he lives and works, to the peripheral urban centers and remote rural communities of the island,
which he has visited on multiple occasions, his artistic production and daily experience are closely linked.

Engel Leonardo
b.1977, Dominican Republic
Antillas (2013)
Native plants, iron, enamel and cement
Dimensions variable
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Enrique Ramirez produces media and photography-based work that explores the interrelationship between
landscape and “subjective imaginary.” Born in Santiago, Chile, during dictator Augusto Pinochet’s violent rule,
Ramirez’s highly politicized practice questions notions of exile, displacement, loss of memory and a changing
sense of place.  Growing up with a sail-maker father, his process often returns to the sea as a backdrop for his
investigations of geo-politics. Open spaces and vast landscapes prevalent in his seductive films and installations
serve as breathing room for contemplation and imagination. A sense of longing and nostalgia often haunts his
works as Ramirez engages both personal recollections and gathered stories of loss and deracination. He has
exhibited his work at international venues such as the Palais de Tokyo, Paris; Loop Fair, Spain; and Museo
Amparo, Mexico. He received his BA in Film Studies from Instituto de Artes y Communicacion ARCOS, Chile
and a Master in Contemporary Art from the Studio National des Arts Contemporains in France.

In Un Hombre que Camina (A Man Walking) (2011-2014), the sense of rhythm and timing is overpowered by the
colossal sense of timelessness of this peculiar place. Shot in Uyuni, Bolivia, the film depcits world’s largest salt
flat, a site that sits in a mountainous region at over twelve thousand feet above sea level. Ramirez’s work is
deeply invested in the loss of regional identity, and the anachronistic dress of his “modern-day shaman” in the
film is meant to reconcile the historical and cultural gaps between tribal traditions of a specific time and place
and the all-too-prevalent homogeneity brought on by advanced capitalism. His festive yet ominous ceremonial
mask, by extension, functions as a relic of colonial resistance: made by native coal miners to ward off Spanish
invaders, the mask signals a need both past and present to preserve rituals passed down through future
generations and across cultural genealogies.

Enrique Ramírez
b.1979, Chile
Un hombre que camina (A Man Walking) (2011
-2014)
HD video
21:35 minutes
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Born in Mexico City in 1974 and currently based in Barcelona, Erick Beltrán makes work that
focuses on the mechanisms that define, value, order, classify, select, reproduce and distribute
images to create social, cultural, political and economical discourses in contemporary
societies. He often fuses text and image using distributable media such as printouts and
posters to create taxonomical installations that spread throughout space.

In his posters, prints, and installations, Erick Beltrán employs the language and tools of graphic design,
linguistics, typography, and variations in alphabetical forms across cultures; he is specifically interested in how
language and meaning form structures that can be misconstrued as universal. In The Individual Is a Mirage (2010),
Beltrán offers up a graphic chart mapping the myth of individual identity.

Erick Beltran
b.1974, Mexico
The Individual is a Mirage (2010)
Vinyl on wall
150H x 300W cm
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Erin Shirreff creates composite images that interrogate presumed boundaries between artifice and documentary.
Originally trained as a sculptor, she works in the expanded field of photography, video, and sculpture, and her
practice frequently employs multiple fine arts disciplines at once. Her work reconsiders the limits of sculptural
practice by showing how image-based media can effectively be used to render hybridized shapes that do not
(and arguably cannot) exist in real life. At the same time, she also reveals how these images are always
deliberately constructed, leaving fold lines exposed and obvious discontinuities and aberrances in her
composites. In leaving these artificial traces behind, Shirreff’s reminds us that images are always fabricated on
some level and that representation itself is an artifice at its core.

Erin Shirreff’s A.P. series of prints investigates how objects are “constructed” at the level of the image. For each
composite photograph, Shirreff fabricates two sculptural forms from what appear to be metal or plaster,
although the precise materials are unidentified. Her sculptures resemble miniature architectural models or
renderings of buildings as-yet-to-be fully conceptualized, both elemental and elegant in their use of sharp angles
and clean lines. Shirreff then photographs each object against a similarly monochromatic backdrop in her studio,
printing each image in rich and high-contrast greyscale. Next, she folds each print in half vertically so that the
objects depicted in the image appear to be bisected. Finally, she adjoins the two folded prints at the edge of the
fold, creating a new pictorial form from the two bisected images. The hybridized forms depicted in her prints
resemble a jarring juxtaposition of geometric sturdiness and malleable plasticity, a cross between Tony Smith’s
monolithic minimalism and Alexander Calder’s surreal wiriness. Shirreff uses photography here to imagine
sculptural forms that do not exist in real life, and her work employs an illusionistic quality indebted to artistic
traditions of trompe l’oeil. But Shirreff also reveals the artifice behind these images, suggesting that all pictorial
representations are constructed and, in effect, can never fully document or replicate the experience of
encountering an object in “real” perceptual space.

Erin Shirreff
b.1975, Canada
A.P. (no.1) (2012)
Archival pigment print with fold
46H x 34W inches
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Euan  Macdonald
b.1965, Scotland
9000 PIECES (2010)
HD Video
5 minutes
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F. Marquespenteado
b.1955, Brazil
Storyboard Jonas (2002-2014)
Print on paper and fabric, graphite on paper,
photographs, newspaper and files on
metallized paper
120H x 162W x 8D cm
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Fabiola Torres-Alzaga plays with magic, illusion, and sleight-of-hand, fabricating installations, drawings, and
films that toy with our perceptions. Her interests and the resulting aesthetic projects seem couched in the 19th-
century sideshow, more than the contemporary art world.

In her delicate drawings, Adaptando la Carta, layers of tracing paper reveal different hand positions, concealing
and revealing a playing card hidden among the curves of the magician’s hand. The artist’s fixation on the hand is
persistent throughout the works, as she considers the limits between reality and illusion.

Fabiola Torres-Alzaga
b.1978, Mexico
Adaptando la Carta #1 (2013)
Pencil on tracing paper
9.5 x 11.75 inches each
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Fabiola Torres-Alzaga plays with magic, illusion, and sleight-of-hand, fabricating installations, drawings, and
films that toy with our perceptions. Her interests and the resulting aesthetic projects seem couched in the 19th-
century sideshow, more than the contemporary art world.

In her delicate drawings, Adaptando la Carta, layers of tracing paper reveal different hand positions, concealing
and revealing a playing card hidden among the curves of the magician’s hand. The artist’s fixation on the hand is
persistent throughout the works, as she considers the limits between reality and illusion.

Fabiola Torres-Alzaga
b.1978, Mexico
Adaptando la Carta #2 (2013)
Pencil on tracing paper
9.5 x 11.75 in. each
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Fabiola Torres-Alzaga plays with magic, illusion, and sleight-of-hand, fabricating installations, drawings, and
films that toy with our perceptions. Her interests and the resulting aesthetic projects seem couched in the 19th-
century sideshow, more than the contemporary art world.

In her delicate drawings, Adaptando la Carta, layers of tracing paper reveal different hand positions, concealing
and revealing a playing card hidden among the curves of the magician’s hand. The artist’s fixation on the hand is
persistent throughout the works, as she considers the limits between reality and illusion.

Fabiola Torres-Alzaga
b.1978, Mexico
Adaptando la Carta #3 (2013)
Pencil on tracing paper
9.5 x 11.75 in. each
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Fabiola Torres-Alzaga plays with magic, illusion, and sleight-of-hand, fabricating installations, drawings, and
films that toy with our perceptions. Her interests and the resulting aesthetic projects seem couched in the 19th-
century sideshow, more than the contemporary art world.

In her delicate drawings, Adaptando la Carta, layers of tracing paper reveal different hand positions, concealing
and revealing a playing card hidden among the curves of the magician’s hand. The artist’s fixation on the hand is
persistent throughout the works, as she considers the limits between reality and illusion.

Fabiola Torres-Alzaga
b.1978, Mexico
Adaptando la Carta #4 (2013)
Pencil on tracing paper
9.5 x 11.75 in. each
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Fabiola Torres-Alzaga plays with magic, illusion, and sleight-of-hand, fabricating installations, drawings, and
films that toy with our perceptions. Her interests and the resulting aesthetic projects seem couched in the 19th-
century sideshow, more than the contemporary art world.

In her delicate drawings, Adaptando la Carta, layers of tracing paper reveal different hand positions, concealing
and revealing a playing card hidden among the curves of the magician’s hand. The artist’s fixation on the hand is
persistent throughout the works, as she considers the limits between reality and illusion.

Fabiola Torres-Alzaga
b.1978, Mexico
Adaptando la Carta #5 (2013)
Pencil on tracing paper
9.5 x 11.75 in. each
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Federico Herrero makes colorful paintings, often on walls and as murals. Whether they depict recognizable
objects or are more generally abstract, his paintings are consistent in the qualities of their shapes, fields of color,
and all-over markings. Herrero’s works are full of energy and life, hovering somewhere between painted-over
graffiti and painterly abstraction. The artist’s gestural work reflects his experiences on the streets of his native
San José, Costa Rica, and in the surrounding tropical landscape. Rooted in Central American folklore, politics,
and culture, his works often move beyond the canvas onto the wall or into the streets.

Federico Herrero’s energetic paintings reflect his experiences on the streets of his native San José, Costa Rica, and
in the surrounding tropical landscape. Rooted in Central American folklore, politics, and culture, his works often
move beyond the canvas onto the wall or into the streets. In Árbol y Pelicao (Tree and Pelican) (2009), a tree with
cartoon-like creatures drawn in pen beside it emerges from a field of bright swaths of color. This imagined
landscape fuses abstract painting and graffiti art. Despite the roar of colors, the scene is peaceful—a vision of
urbanity and nature coexisting in harmony.

Federico Herrero
b.1978, Costa Rica
Árbol y Pelicao (Tree and Pelican) (2009)
Oil on canvas
16H x 13.5W inches
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Felipe Arturo considers elements from urbanism, architecture, and art in relation to politics, history, geography,
and economy. His works and projects often manifest as sculptures, installations, or videos, departing from
concepts such as structure, sequence, and matter. They are deeply influenced by vernacular architecture and
construction techniques, and reflect processes of assimilation and resistance to colonial and postcolonial
processes. He frequently combines the language and materials of Modernism (e.g., concrete) with the informal
methods of autoconstrucción (self-construction).

Primero estaba el mar (First Was the Sea, 2012) is a system of equivalences between syllables and silhouettes of
waveforms cast in cement. Each waveform represents a syllable of the sentence “Primero estaba el mar.” This
sentence is the first verse of the Kogui poem of creation. For the Koguis, an indigenous community from the
Sierra Nevada de Santa Marta on the Colombian Caribbean coast, water was the absolute presence before the
creation of the universe. The Colombian writer Tomás González used this phrase as the title of his first novel, in
which he narrates the story of a couple in Medellín who, following the anarchic and hippie trends of the 1970s,
abandon civilization and move to a solitary beach. Instead of leaving modernity behind, however, the couple
becomes a colonizing force, transforming the natural environment of the beach into a rationalized territory.
Under the logic proposed by Primero estaba el mar, the variation of the order of the waveforms represents
different possibilities for this sentence. The work produces eight different phrases that assimilate the idea of
repetition and change; the sentence has eight syllables, and each syllable-waveform is repeated eight times in
order to reconstruct the title eight different times, resulting in a total of sixty-four pieces.

Felipe Arturo
b.1979, Colombia
Primero Estaba el Mar (2012)
64 concrete pieces
384L x 96W x 48H cm
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Felipe Arturo considers elements from urbanism, architecture, and art in relation to politics, history, geography,
and economy. His works and projects often manifest as sculptures, installations, or videos, departing from
concepts such as structure, sequence, and matter. They are deeply influenced by vernacular architecture and
construction techniques, and reflect processes of assimilation and resistance to colonial and postcolonial
processes. He frequently combines the language and materials of Modernism (e.g., concrete) with the informal
methods of autoconstrucción (self-construction).

Defined as entropy, the second law of thermodynamics proposes that energy is more easily dispersed than it is
concentrated. One basic illustration of entropy is to imagine white and black sand: once mixed together, it is
highly unlikely that the contrasting grains of sand can be separated and restored to their original distinct color
groups. Arturo’s Trópico Entrópico (Entropic Tropics, 2012) considers the colonization of the American continent as
a similarly irreversible process of cultural entropy. His inspiration derives from a place near Manaus in the
Brazilian Amazon, where the Black River meets with the sandy-colored Solimões River, producing a river of two
colors that extends over ten kilometers. In the late nineteenth century, the Brazilian rubber barons decided to
commemorate this impressive natural phenomenon by covering the main square of Manaus with a design of
black-and-white waveforms made from stones. The square is known as the Encontro das aguas (Meeting of the
Waters). Decades later, Roberto Burle Marx used this same pattern in his famous Copacabana walkway in Rio de
Janeiro. Since then, the design has spread across the continent to Lima, Bogotá, Cali, and beyond. Trópico
entrópico uses this pattern to produce entropy in the exhibition space. Sugar, the material used, signifies one of
many economic motivators for colonialism. Visitors are invited to collectively dissolve this modern design by
walking on the brown and white sugar, and participating in its entropic mixing.

Felipe Arturo
b.1979, Colombia
Trópico entrópico (2012)
White sugar, brown sugar, glass sheet and
metal angles
Dimension variable
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Felipe Dulzaides studied drama at the Instituto Superior de Arte of Havana and received a MFA in New Genres
from the San Francisco Art Institute. A poetic and metaphoric sensibility underlies his practice, which ranges
from single-channel videos to video installations and documentaries.  Some of his works begin with actions
executed for the camera; others use autobiographical experiences to illustrate the emotional stress of cultural
displacement or to reveal memory as an unstable process of endless revision. Dulzaides oscillates between his
American and Cuban identities, and he views his bicultural background as a bridge. He has received prestigious
awards from the Cintas Fellowship, Creative Work Fund, Art Matters, and the Rome Prize among others and his
work has been included in biennials, museums, contemporary galleries and art centers around the world.

I Am Cuba—“Soy Cuba” in Spanish; “Ya Kuba” in Russian—is a Soviet/Cuban film produced in 1964 by director
Mikhail Kalatozov at Mosfilm. The movie was not well received by the Russian or Cuban public and was almost
completely forgotten until its rediscovery thirty years later by American filmmakers. The movie’s acrobatic
tracking shots and idiosyncratic mise-en-scène prompted Hollywood directors like Martin Scorsese to campaign
to restore the movie in the early 1990s. In 2006, Dulzaides traveled to Cuba to remake a small part of the film
which became Scene I Am Cuba, a two-fold narrative in which one story line is based on a real event, and the
other is the process of turning evidence into the theatrical.

Felipe Dulzaides
b.1965, Cuba
Scene I am Cuba (Scene Soy Cuba) (2006)
Single-channel video
8:18 minutes
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Felix Gonzalez-Torres
b.1957–1996, Cuba
No Title (1992)
C-print
5H x 7W inches (12.7 x 17.8 cm)
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Born in Rome, Fiamma Montezemolo is both a cultural anthropologist (PhD, University of Naples) and an artist
(MFA, San Francisco Art Institute). Not surprisingly then, she situates her art practice as a critical response to the
“ethnographic turn” that was prevalent in contemporary art during the 1990s. In addition to ethnography—a
research method adopted as a “medium” by many artists—Montezemolo works with various media including
installation, cartography, video, digital photography, industrial materials, performance, and archival documents.
Her art practice straddles various disciplines, sensibilities, and methodologies, including institutional critique,
social art, and indigenous media.

Montemozolo writes of the work: "Fireflies is the result of a sudden event—and its transformation/translation
into an art work—that erupts within a life, altering its flow, suspending it, creating a momentary intensity and
deviation of the flow, channeling it somewhere unexpected. This unforeseen deviation is dissected in terms of
affects in the time frame of 5 minutes. The affects that emerge in the piece are characterized by a sense of
movement between pain and hope, and a work of association between cancer and expectancy. The concept of
resistance and fireflies is taken from [Georges] Didi-Huberman's work on the political relevance of the survival
of fireflies as a metaphor for the contemporary importance of an intermittent resistance opposed to an
inoperable, redemptive, absolute one.”

Fiamma Montezelomo
b.1971, Italy
Fireflies (2011)
Video
7:44 minutes
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"Finger Pointing Worker" is a man who pointed at the public live camera in Fukushima nuclear power station
after the disaster in 2011. Kota Takeuchi is the agent of him.

Kota Takeuchi has always been interested in the way visual imagery in the public domain can sway the common
consciousness. Takeuchi graduated from the Tokyo University of the Arts in 2008, and has since participated in
shows at two venues known for high-quality shows by young artists: BANKART studio NYK in Yokohama and
3331 Arts Chiyoda in Tokyo.

During Summer 2011, few months after the nuclear accident, performance artist Kota Takeuchi got a job at the
Fukushima Daiichi plant and kept a blog about the labour conditions of clean-up workers. In 2012, he exhibited
an ‘anonymous’ video taken from the 24-hour live feed on TEPCO’s website that monitored the clean-up
activities. The video, which then went viral in Japan and became known as the "Finger Pointing Worker",
captured someone in a protective suit, entering the frame and pointing his finger at the video surveillance
installed by TEPCO on the nuclear plant site. He remained there for nearly 20 minutes, in a public act of defiance
and accusation. Almost the same duration than Vito Acconci in his piece "Centers" (1971), a reference assumed
by this “Finger Pointing Worker” as he said that his action was a kind of homage to Vito Acconci piece.

Finger Pointing Worker
b.1982, Japan
Pointing at Fukuichi Live Cam (2011)
DVD (single channel video with sound)
24:40 minutes
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Firenze Lai is a Hong Kong painter known for her atmospheric portraits that explore the ways in which
contemporary life causes people to adjust to their surrounding conditions in disturbing ways. She paints by
immersing herself in the state of mind and situation of each character.  Her work was exhibited at the New
Museums 2015 Triennial and the Shanghai Biennale (2014).

Central Station, Alignment, and Sumo are “situation portraits” that present whimsical characters within distorted
and troubling worlds. These portraits explore the relationship between the psyche and contemporary social
environments, focusing on isolation, identity, and distress. The two characters in Sumo interact in an ambiguous
gesture of conflict or embrace as the world around them pulsates in agitated waves. In each of the portraits, Lai
explores how individuals adapt to their environments and the ways in which bodies communicate emotions for
which there are no adequate words.

Firenze Lai
b.1984, Hong Kong
Sumo (2013)
Oil on canvas
137H x 109W cm
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Firenze Lai is a Hong Kong painter known for her atmospheric portraits that explore the ways in which
contemporary life causes people to adjust to their surrounding conditions in disturbing ways. She paints by
immersing herself in the state of mind and situation of each character.  Her work was exhibited at the New
Museums 2015 Triennial and the Shanghai Biennale (2014).

Central Station, Alignment, and Sumo are “situation portraits” that present whimsical characters within distorted
and troubling worlds. These portraits explore the relationship between the psyche and contemporary social
environments, focusing on isolation, identity, and distress. Central Station shows a character reaching to wipe a
tear from her face as the blues of her wardrobe seem to blend in with the dismal blue of the background. In each
of the portraits, Lai explores how individuals adapt to their environments and the ways in which bodies
communicate emotions for which there are no adequate words.

Firenze Lai
b.1984, Hong Kong
Central Station (2013)
Oil on canvas
60H x 50W cm
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Firenze Lai is a Hong Kong painter known for her atmospheric portraits that explore the ways in which
contemporary life causes people to adjust to their surrounding conditions in disturbing ways. She paints by
immersing herself in the state of mind and situation of each character.  Her work was exhibited at the New
Museums 2015 Triennial and the Shanghai Biennale (2014).

Central Station, Alignment, and Sumo are “situation portraits” that present whimsical characters within distorted
and troubling worlds. These portraits explore the relationship between the psyche and contemporary social
environments, focusing on isolation, identity, and distress. The figure in Alignment slouches with his head in his
hands in a gesture of failure or despair, speaking to the difficult task of balancing individual freedom and
societal rules. In each of the portraits, Lai explores how individuals adapt to their environments and the ways in
which bodies communicate emotions for which there are no adequate words.

Firenze Lai
b.1984, Hong Kong
Alignment (2013)
Oil on canvas
60H x 50W cm
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Fran Herndon was born in Oklahoma in 1929, then moved to San Francisco in 1957, where she came into contact
with Jack Spicer, who encouraged her painting practice by motivating her to study at the California School of
Fine Arts (now the San Francisco Art Institute).  They collaborated on a few important poetry works including
Homage to Creeley Heads of the Town Up to the Aether and J magazine. In each instance, Herndon’s graceful,
looping, lithographs are not mere illustrations of Spicer’s text, but enter into a mutually enriching dialogue with
it.

Working independently, Herndon experimented at the forefront of a now-canonical method—appropriation—by
painting additions into found images from magazines such as Life and Sports Illustrated in a way that imbues
the resulting works with mythical significance. Associated with the Beat movement, her work is integral to that
part of the history of San Francisco. White Angel (1962), painted in the year of Marilyn Monroe’s death, portrays
the actress in a process of devolution. Pictured upright in Vogue at the top-right of the frame, she sinks in stages
to its lower left, increasingly engulfed by encroaching layers of paint and paper. Beneath fiery, scribbled, gestural
marks and surrounded by foreboding, masked figures, her famous, partially obscured smile looks like a grimace.

Fran  Herndon
b.1929, United States
White Angel (1962)
Collage on masonite
25H x 25W inches
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Francis Alÿs is a Belgian-born artist living and working in Mexico. His work is realized in video, performance,
drawing, photography, and painting. It often relates the poetic and political to technological and societal
progress, national borders, localism and globalism, and specific areas and instances of conflict. Though he creates
in many forms and formats, performance is central to his practice. Whether they involve retracing a 1948 Arab-
Israeli map division originally marked in green with a leaking can of green paint, or walking the streets of
Mexico City with a loaded handgun, Alÿs’s performances—often captured on video—define their surroundings
through gestures that are sometimes subtle, and always insightful.

This series of small drawings is executed with varying materials—pen, ink, colored pencil, charcoal, and
masking tape—on architect’s tracing paper. Alÿs often executes such sketches in preparation for his
performances, videos, and larger two-dimensional bodies of work. As the first visual representations of his ideas,
they capture his thinking processes at the raw conceptual stage and allow us to gain a deeper understanding of
his larger works.

Francis Alÿs
b.1959, Belgium
Untitled (2006)
Oil, graphite, staples, masking tape on 3 layers
of vellum
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Francis Alÿs is a Belgian-born artist living and working in Mexico. His work is realized in video, performance,
drawing, photography, and painting. It often relates the poetic and political to technological and societal
progress, national borders, localism and globalism, and specific areas and instances of conflict. Though he creates
in many forms and formats, performance is central to his practice. Whether they involve retracing a 1948 Arab-
Israeli map division originally marked in green with a leaking can of green paint, or walking the streets of
Mexico City with a loaded handgun, Alÿs’s performances—often captured on video—define their surroundings
through gestures that are sometimes subtle, and always insightful.

This series of small drawings is executed with varying materials—pen, ink, colored pencil, charcoal, and
masking tape—on architect’s tracing paper. Alÿs often executes such sketches in preparation for his
performances, videos, and larger two-dimensional bodies of work. As the first visual representations of his ideas,
they capture his thinking processes at the raw conceptual stage and allow us to gain a deeper understanding of
his larger works.

Francis Alÿs
b.1959, Belgium
Untitled (2006)
Oil, graphite, masking tape on 4 layers of
vellum



KADIST

Francis Alÿs is a Belgian-born artist living and working in Mexico. His work is realized in video, performance,
drawing, photography, and painting. It often relates the poetic and political to technological and societal
progress, national borders, localism and globalism, and specific areas and instances of conflict. Though he creates
in many forms and formats, performance is central to his practice. Whether they involve retracing a 1948 Arab-
Israeli map division originally marked in green with a leaking can of green paint, or walking the streets of
Mexico City with a loaded handgun, Alÿs’s performances—often captured on video—define their surroundings
through gestures that are sometimes subtle, and always insightful.

This series of small drawings is executed with varying materials—pen, ink, colored pencil, charcoal, and
masking tape—on architect’s tracing paper. Alÿs often executes such sketches in preparation for his
performances, videos, and larger two-dimensional bodies of work. As the first visual representations of his ideas,
they capture his thinking processes at the raw conceptual stage and allow us to gain a deeper understanding of
his larger works.

Francis Alÿs
b.1959, Belgium
Untitled (2007)
Oil on panel
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Francis Alÿs is a Belgian-born artist living and working in Mexico. His work is realized in video, performance,
drawing, photography, and painting. It often relates the poetic and political to technological and societal
progress, national borders, localism and globalism, and specific areas and instances of conflict. Though he creates
in many forms and formats, performance is central to his practice. Whether they involve retracing a 1948 Arab-
Israeli map division originally marked in green with a leaking can of green paint, or walking the streets of
Mexico City with a loaded handgun, Alÿs’s performances—often captured on video—define their surroundings
through gestures that are sometimes subtle, and always insightful.

This series of small drawings is executed with varying materials—pen, ink, colored pencil, charcoal, and
masking tape—on architect’s tracing paper. Alÿs often executes such sketches in preparation for his
performances, videos, and larger two-dimensional bodies of work. As the first visual representations of his ideas,
they capture his thinking processes at the raw conceptual stage and allow us to gain a deeper understanding of
his larger works.

Francis Alÿs
b.1959, Belgium
Pink Man Walking on Boats with Woman
Following (2007)
Pencil, ink, oil and tape on tracing paper
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Francis Alÿs is a Belgian-born artist living and working in Mexico. His work is realized in video, performance,
drawing, photography, and painting. It often relates the poetic and political to technological and societal
progress, national borders, localism and globalism, and specific areas and instances of conflict. Though he creates
in many forms and formats, performance is central to his practice. Whether they involve retracing a 1948 Arab-
Israeli map division originally marked in green with a leaking can of green paint, or walking the streets of
Mexico City with a loaded handgun, Alÿs’s performances—often captured on video—define their surroundings
through gestures that are sometimes subtle, and always insightful.

This series of small drawings is executed with varying materials—pen, ink, colored pencil, charcoal, and
masking tape—on architect’s tracing paper. Alÿs often executes such sketches in preparation for his
performances, videos, and larger two-dimensional bodies of work. As the first visual representations of his ideas,
they capture his thinking processes at the raw conceptual stage and allow us to gain a deeper understanding of
his larger works.

Francis Alÿs
b.1959, Belgium
Boat with Legs (2007)
Colored pencil, pencil and tape on tracing
paper
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Francis Alÿs is a Belgian-born artist living and working in Mexico. His work is realized in video, performance,
drawing, photography, and painting. It often relates the poetic and political to technological and societal
progress, national borders, localism and globalism, and specific areas and instances of conflict. Though he creates
in many forms and formats, performance is central to his practice. Whether they involve retracing a 1948 Arab-
Israeli map division originally marked in green with a leaking can of green paint, or walking the streets of
Mexico City with a loaded handgun, Alÿs’s performances—often captured on video—define their surroundings
through gestures that are sometimes subtle, and always insightful.

This series of small drawings is executed with varying materials—pen, ink, colored pencil, charcoal, and
masking tape—on architect’s tracing paper. Alÿs often executes such sketches in preparation for his
performances, videos, and larger two-dimensional bodies of work. As the first visual representations of his ideas,
they capture his thinking processes at the raw conceptual stage and allow us to gain a deeper understanding of
his larger works.

Francis Alÿs
b.1959, Belgium
Untitled (Man Sitting on Mattress) (1994)
Collage and pencil on tracing paper
13.375H x 11.5W inches
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Peñuela’s career as an artist has been an unusual one—he is a bit of an outsider, working and creating outside of
the usual parameters of the art world and its market. In fact, it is Peñuela’s son, Federico Herrera, who first drew
attention as an artist. Perhaps unsurprisingly, however, Francisco and Federico share something in their
sensibilities. Like his father, Federico works with segmented abstractions, placing swaths and spans of bold
colors together to create map-like images and pop-colored landscapes. Both artists point, however, to tradition
and heritage in their works that seem to plumb the landscapes of their shared identity.

Francisco Herrero Peñuela uses old forms to make his elaborate, richly textured surfaces. Practicing a form of
marquetry common in 15th century Italy—intarsia—Peñuela pieces together fragments of wood to create
abstract images in warm tones of gold, brown, and black. While original Italian intarsia would have been
representational, embedding landscapes, objects, and narrative scenes directly into walls, Peñuela’s compositions
hedge away from direct representation, with shapes and pattern emerging organically out of his carefully
arranged wooden pieces. Peñuela’s Cubistic compositions might be read as abstracted aerial maps—their
geometric and organic shapes suggesting plots of land, or perhaps some ruin, not quite unearthed.

Francisco Herrero Peñuela
b., Costa Rica
Untitled (2014)
Wood assemblage
62.8H x 32W x 2.5D cm
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Futurefarmers
b.1995, United States
Erratum (2010)
Mixed media
4:17 minutes
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In 2011-12 the San Francisco-based collective Futurefarmers staged a 10-part series of conversations and
collaborations with scientists, theorist, and philosophers inspired by Charles and Ray Eames’s film, Powers of Ten
(1977). PoT was an IBM sponsored documentary that visualized the relative scale and limits of the known
universe, both macro and microscopic, through a sequence of magnifications by 10-to-the-x-power. Using the
picnic as human-scale index, Futurefarmers capture their meetings with scholars through audio, photography,
and distributed the results publicly through through a website and publication. Futurefarmers work closely with
each scholar to visually represent ideas ranging from microbial ecology to astro-physics.

Futurefarmers
b.1995, United States
A Variation on Powers of Ten (2012)
Photographs
One meter square
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Gabriel Orozco could be described as a traveler-artist, without a fixed studio. His output is not tied to any single
medium, but ranges from sculpture to readymades, assemblages of objects, and observations of movement and
space. The artist uses objects or "poor" situations, found in the everyday landscape, natural or urban. By their
division, their juxtaposition, or collage, inventing semantic or sensitive scenarios, always surprising, sometimes
humorous and sometimes lyrical. Orzoco’s sculptural practice, by extension, is inseparable from his drawings,
photographs, or films, and posits relationships of space while also disrupting our perception of objects. Orozco’s
photography has diverse functions and roles: it serves to document his spontaneous actions, assembled
situations, and ephemeral public sculptures. His photographs respond to the Duchampian concept of the
“Readymade” by exploring how our built environments function as both setting and source for everyday art
objects.

Gabriel Orozco often documents found situations in the natural or urban landscape. He travels armed with his
camera and insightfully captures scenes of the everyday that other people might ignore. Perro en Tlalpan (Dog in
Tlalpan) (1992) is a photograph of a dog regally perched under an industrial shelter in the borough of Tlalpan in
Mexico City. The shelter’s concrete form seems to reference monuments such as the Mesoamerican pyramids in
Teotihuacan, not far from the city, thereby likening the dog in a humorous way to some kind of posed sacred
creature.

Gabriel Orozco
b.1962, Mexico
Perro en Tlalpan (Dog in Tlalpan) (1992)
Cibachrome print
16H x 20W inches
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Gabriel Orozco could be described as a traveler-artist, without a fixed studio. His output is not tied to any single
medium, but ranges from sculpture to readymades, assemblages of objects, and observations of movement and
space. The artist uses objects or "poor" situations, found in the everyday landscape, natural or urban. By their
division, their juxtaposition, or collage, inventing semantic or sensitive scenarios, always surprising, sometimes
humorous and sometimes lyrical. Orzoco’s sculptural practice, by extension, is inseparable from his drawings,
photographs, or films, and posits relationships of space while also disrupting our perception of objects. Orozco’s
photography has diverse functions and roles: it serves to document his spontaneous actions, assembled
situations, and ephemeral public sculptures. His photographs respond to the Duchampian concept of the
“Readymade” by exploring how our built environments function as both setting and source for everyday art
objects.

Charco portátil congelado (Frozen Portable Puddle) (1994) is a photographic record of an installation of the same
name that Gabriel Orozco made at Witte de With Center for Contemporary Art in Rotterdam for the group
exhibition WATT (1994). The artist arrived a week prior to the opening with no artwork to install, and created
three spontaneous works from locally sourced materials. This one was made of white plastic record sleeves that
Orozco arranged on the damp roof of the gallery. He left it out overnight, and by morning there was a layer of
ice coating it—a serendipitous frozen portable puddle. The work highlights Orozco’s flexible practice and trust in
chance encounters.

Gabriel Orozco
b.1962, Mexico
Charco portátil congelado (Frozen Portable Puddle)
(1994)
Cibachrome print
16H x 20W inches
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Gabriel Orozco could be described as a traveler-artist, without a fixed studio. His output is not tied to any single
medium, but ranges from sculpture to readymades, assemblages of objects, and observations of movement and
space. The artist uses objects or "poor" situations, found in the everyday landscape, natural or urban. By their
division, their juxtaposition, or collage, inventing semantic or sensitive scenarios, always surprising, sometimes
humorous and sometimes lyrical. Orzoco’s sculptural practice, by extension, is inseparable from his drawings,
photographs, or films, and posits relationships of space while also disrupting our perception of objects. Orozco’s
photography has diverse functions and roles: it serves to document his spontaneous actions, assembled
situations, and ephemeral public sculptures. His photographs respond to the Duchampian concept of the
“Readymade” by exploring how our built environments function as both setting and source for everyday art
objects.

Gabriel Orozco
b.1962, Mexico
Secuencia a partir de reticula de grafito y cuerpos
negros (2013)
Tempera, gold leaf and graphite on plaster
Set of 4, 20H x 20W cm each
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Gabriel Orozco could be described as a traveler-artist, without a fixed studio. His output is not tied to any single
medium, but ranges from sculpture to readymades, assemblages of objects, and observations of movement and
space. The artist uses objects or "poor" situations, found in the everyday landscape, natural or urban. By their
division, their juxtaposition, or collage, inventing semantic or sensitive scenarios, always surprising, sometimes
humorous and sometimes lyrical. Orzoco’s sculptural practice, by extension, is inseparable from his drawings,
photographs, or films, and posits relationships of space while also disrupting our perception of objects. Orozco’s
photography has diverse functions and roles: it serves to document his spontaneous actions, assembled
situations, and ephemeral public sculptures. His photographs respond to the Duchampian concept of the
“Readymade” by exploring how our built environments function as both setting and source for everyday art
objects. Through small and frequently humorous interventions, Orzoco juxtaposes unlike objects together in
order to reactivate seemingly innocuous streetscapes as sites for artistic production.

Darth Vader (2014) makes overt references to pop cultural antecedents, specifically George Lucas’ blockbuster
film Star Wars (1977). The image depicted however seems to have little in common with Lucas’s space epic: the
photograph, instead, shows an umbrella laid upside down on the ground, filled almost to the brim with a tear-
drop shaped pool of water. The highly reflective surface of the water reflects the umbrella’s handle and armature
as well as the trees and cloud-streaked sky overhead. It is not entirely clear why Orzoco chooses to gesture
towards Star Wars here – possibly because the water’s reflective surface echoes the shape and high-polish helmet
of Star Wars’ primary antagonist, Darth Vader. But in documenting a seemingly amusing and interesting
“everyday” phenomena, Orzoco again gestures towards how everyday objects and environments can function as
readymade art works. In this context, the water’s mirrored surface can also be read as a metonym for infinity and
the amorphous possibilities that exist in our every day world. Floating elegantly in the upturned umbrella, the
pool of water becomes a literal site for reflection, turning our perceptions back unto ourselves.

Gabriel Orozco
b.1962, Mexico
Darth Vader (2014)
Pigment print
20H x 16W inches (50.8 x 40.64 cm)
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The work of the Colombian artist Gabriel Sierra operates at the intersection between art and design. His earlier
works took into account functional archetypes and space, leading him to call his sculptures “parafunctional”
objects. These works embody his observations of different aspects of Colombian domestic environments and his
interest in translating vernacular beliefs into conceptually sharp structures that speak to an international
audience. Speaking of his work, the artist says, “For me it is important to understand how concepts that give
origin to the objects evolve, when they change their time, context, and place—how ideas, form and matter are
manipulated and grow old.”

Untitled consists of a small wooden sculpture that leans against a wall. Here, a rectangular piece of wood holds a
folded article from a vintage design magazine whose Italian text states: “Villa per una persona sola. Arquitectura
Pasadena California.” On the flipside of the paper is a feature with different images of paintings and
architecture, including a painting by Piet Mondrian. Sierra extracts and appropriates from this idea and evidence
of modernism as a foreign paradigm exported through the printed media and reconstitutes a new form.

Gabriel Sierra
b.1975, Colombia
Untitled (2010)
Wood, magazine page
2H x 22W x 5D inches (packed)
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Gao Mingyan produces video based-works that examine the political and epistemological violence of our
contemporary moment. While his work may seem to document the everyday and mundane, he is decidedly
interested in how the dissemination of popular media affects our perception of social tensions and anxieties. His
practice stems from the belief that our contemporary moment is defined by a constant state of warfare in which
epistemological forms of political and economic warfare inflict as much harm as live ammunition. His work, by
extension, considers how even our physical movements throughout social space can be marked as forms of
trespass.

In City Golf (2008) the artist films himself playing 18 “holes” of golf throughout the mega-city of Shanghai. For
each hole, Gao traveled to significant places from his memory – his first school, his childhood playground, and
his former date hangouts – and proceeded to play a makeshift round of golf at each location. In revisiting locales
from his youth, Gao attempts to forge a linear connection between all the important places that comprise a life’s
experience, his performative “passing” through each location poetically referencing his own passage through
time. Gao’s project, however, raises deeper questions about transgression. In order to construct these temporary
“holes,” Gao has to willing subvert how these locations function as public site, a significant intervention of
private will into a communal space in a country, China, where the tensions between private/public are
decidedly political.

 https://vimeo.com/193258547

Gao  Mingyan
b.1983, China
City Golf (2008)
Video
3:59 minutes
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Gao Mingyan produces video based-works that examine the political and epistemological violence of our
contemporary moment. While his work may seem to document the everyday and mundane, he is decidedly
interested in how the dissemination of popular media affects our perception of social tensions and anxieties. His
practice stems from the belief that our contemporary moment is defined by a constant state of warfare in which
epistemological forms of political and economic warfare inflict as much harm as live ammunition. His work, by
extension, considers how even our physical movements throughout social space can be marked as forms of
trespass.

The television monitors utilized in the video installation Come On (2008) ostensibly serve as playback devices for
a multi-channel installation of clips from blockbuster films as part of a larger commentary of mass entertainment
and its relation to consumer cultures. Arranged in a grid, however, the monitors begin to resemble closed circuit
security systems, evoking associations of surveillance and policing. More than just casual documents of the every
day, Gao’s video works carry a subversively political charge and force viewers to reconsider their own
relationship to media and perception.

Gao  Mingyan
b.1983, China
Come on (2008)
Video
3:59 minutes
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Gareth Moore’s practice—which explores ideas of journey and loss—combines performance, documentation,
installation, and sculpture, as well as everyday activities. For the exhibition The Wizard of Oz at California
College of the Arts’s Wattis Institute, Moore was blindfolded and deposited in an unknown location with only
the clothes on his back, some pocket money, and a camera to find his own way back to the gallery.

Uncertain Pilgrimage is an ongoing project in which Moore draws from his unplanned travels in recent years.
Many of the pieces are found objects and discarded materials that he has transformed into tools and eccentric
prop-like sculptures to help him on his journeys. Map (from Uncertain Pilgrimage) is one such object that could be
a metaphor for the whole project: a simple empty paper map that has no location written on it.

Gareth Moore
b.1975, Canada
Map (from Uncertain Pilgrimage) (2006-2009)
Paper
21.75H x 29.75W inches
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A San Francisco artist, Oppenheimer work in different mediums and materials, including the choice of video
within his practice, with its emphasis as a great tool for creating conceptual sculpture, also his attention to sound
as a very important architectonic device.

Designed as an installation timed spent is determined by the viewer, as with classical sculpture, Anthems is a
piece that is in place, and in time, and an important genre of video within the collection. It is the overlapping of
the beautiful with the impact of military ritual and pomp. The use of the sculptural props and again sound (the
ideal presentation of this work is with surround sound) create a composition as visual as it is aural.

Geof Oppenheimer
b.1973, United States
Anthems (2011)
Video
4:40 minutes
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Geoffrey Farmer borrows equally from the traditions of installation and conceptual art to create carefully staged
works that emphasize temporality and fiction, and examine history, art history, and popular culture. His interest
in theatricality is particularly evident in pieces like Theater of Cruelty (2009) and And Finally the Street Becomes
the Main Character [Clock] (2008) in which various fragments are assembled into epic narratives. Through these
stagings, Farmer critiques modernity’s construction of history, temporality, and fiction.

Ongoing Time Stabbed with a Dagger was Farmer’s first kinetic sculpture that added a cinematic character to an
“ever-reconfiguring play presented in real time.” The assembly of various objects and props on top of a large
platform constitutes not only a work, but, to a certain extent, a show in itself. The title of the piece comes from
the literal translation of René Magritte’s painting from 1938, La Durée Poignardée, whose more familiar translation
is “Time Transfixed.”

Geoffrey Farmer
b.1967, Canada
Ongoing Time Stabbed with a Dagger (2009)
Various materials
89H x 118W inches
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George Kuchar ranks as one of the most exciting and prolific American independent film- and videomakers.
With his homemade Super 8 and 16mm potboilers and melodramas of the 1950s, ’60s, and ’70s, he became
legendary as a distinctive and outrageous underground filmmaker whose work influenced many other artists
including Andy Warhol, John Waters and David Lynch. After his 1980s transition to the video medium, he
remained a master of genre manipulation and subversion, creating hundreds of brilliantly edited, hilarious,
observant, often diaristic videos with an 8mm camcorder, dime-store props, not-so-special effects, and using
friends as actors and the “pageant that is life” as his studio.

This video diary/travelogue centers on a tropical trip to Acapulco where Kuchar hits both sand and surf with
maximum impact. The actual movie that's being documented throughout this video bit the dust via a hard-drive
malfunction, so this is almost all that remains (so far) of the doomed yet enjoyable venture.

George Kuchar
b.1942-2011, United States
Burrito Bay (2009)
HD Video
23 minutes



KADIST

George Pfau's work explores marginal and transitional states of being. Decaying bodies and exposed buildings
populate his work. His interest in the in-between also extends to material techniques, as Pfau's pieces are often
built in layers and remain semi-transparent. His renderings range between the precisely illustrated and the
blurry forms of becoming, but all retain a sense of flux, both of juxtaposition and decomposition.

This work exemplifies George Pfau's interest in zombies and liminal embodiment. In different ways, zombies are
present here as an icon of coming apart, yet they retain a persistent thereness. In Zombie Swallows The World, the
image of the figure is almost overcome by strong light that visually blows away the edges of the body. In Zombie
Examined, the frayed edges of the body are undone by a clinical look, rather than a visual effect. The piece
presents what is actually one of the clearer of Pfau's zombie renderings, and certainly the most precisely
illustrative in this set.

George Pfau
b., United States
Zombie Swallows the World, Swallowed by the
World (2010)
Single channel video
2:06 minutes, loop
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George Pfau's work explores marginal and transitional states of being. Decaying bodies and exposed buildings
populate his work. His interest in the in-between also extends to material techniques, as Pfau's pieces are often
built in layers and remain semi-transparent. His renderings range between the precisely illustrated and the
blurry forms of becoming, but all retain a sense of flux, both of juxtaposition and decomposition.

This work exemplifies George Pfau's interest in zombies and liminal embodiment. In different ways, zombies are
present here as an icon of coming apart, yet they retain a persistent thereness.

George  Pfau
b., United States
Framing Cannibal (Standing) (2010)
Wood, Fabric, Acrylic, Metal, Snake skin,
Cardboard
90H x 58W x 20D inches
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George Pfau's work explores marginal and transitional states of being. Decaying bodies and exposed buildings
populate his work. His interest in the in-between also extends to material techniques, as Pfau's pieces are often
built in layers and remain semi-transparent. His renderings range between the precisely illustrated and the
blurry forms of becoming, but all retain a sense of flux, both of juxtaposition and decomposition.

This work exemplifies George Pfau's interest in zombies and liminal embodiment. In different ways, zombies are
present here as an icon of coming apart, yet they retain a persistent thereness.

George  Pfau
b., United States
Decomposing Eternally (2010)
Acrylis, Fabric, Wood, Ink
72H x 64W inches
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George Pfau's work explores marginal and transitional states of being. Decaying bodies and exposed buildings
populate his work. His interest in the in-between also extends to material techniques, as Pfau's pieces are often
built in layers and remain semi-transparent. His renderings range between the precisely illustrated and the
blurry forms of becoming, but all retain a sense of flux, both of juxtaposition and decomposition.

This work exemplifies George Pfau's interest in zombies and liminal embodiment. In different ways, zombies are
present here as an icon of coming apart, yet they retain a persistent thereness. In Zombie Swallows The World, the
image of the figure is almost overcome by strong light that visually blows away the edges of the body. In Zombie
Examined, the frayed edges of the body are undone by a clinical look, rather than a visual effect. The piece
presents what is actually one of the clearer of Pfau's zombie renderings, and certainly the most precisely
illustrative in this set.

George  Pfau
b., United States
Zombie, Examined (2010)
Print
40H x 32W inches
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Raising questions about South Korea’s position in the world beyond its own social and political borders, Seoul-
based artist Gimhongsok’s practice investigates communication, language, and popular culture. Gimhongsok’s
ideas and deadpan satirical humor manifest themselves in many media and, because his creative process and
personal style remain enigmatic, he is considered to be a “mysterious genius” in his homeland. Whether overt or
implicit in their message, Gimhongsok’s spectacular works juxtapose image and language to lure viewers into a
labyrinthine journey towards ever-elusive meaning.

To explore the boundaries between artwork and audience, Gimhongsok created a series of sculptural
performances in which a person wearing an animal costume poses in the gallery. Bunny’s Sofa is a continuation of
this series, but with a different twist. Instead of hiring a real person to dress as the animal, Gimhongsok placed a
mannequin inside the rabbit costume. When exhibiting the work, the artist produces a false statement claiming
that he has paid an illegal worker from North Korea to wear the suit and to maintain a lounging posture for a
certain length of time. But both the performer and the financial transaction existed only in the text, truths
concealed by the costume and social propriety. By interchanging physical realities and contexts and obscuring
details, Gimhongsok challenges the effectiveness of visual and textual communication to create a potential moral
anxiety in the viewers.

Gimhongsok
b.1964, Korea
Bunny’s Sofa (2007)
Fabric, foam, rubber, wood
77.5H x 32.25W inches
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American artist Glenn Ligon is well known for his conceptually based works in paint, neon, photography,
sculpture, and video. He draws upon American history, literature, and other sources to create works centered on
the black American experience. Ligon filters through cultural sources to create compositions that highlight social
inequalities, commemorate struggles, and point fingers at hypocrisy. Rendered in neon, through paint, and in
other media, Ligon often draws out the words of others—be they the sanitation workers who protested in
Memphis, Tennessee, with signs declaring I AM A MAN; or the controversial and confrontational Richard Pryor,
whose jokes become electric letters on Ligon’s canvases.

Glenn Ligon’s diptych, Condition Report is comprised of two side-by-side prints. Though simple, each contains a
nested stack of historical and self-referential quotations. Both black-and-white prints depict a version of Ligon’s
1988 painting, Untitled (I Am A Man), which declares the words of the parenthetical in blocky black letters.
Ligon’s painting, of course, is itself a reappropriation and, in some ways, a reproduction. Based on the simple,
declarative protest signs carried by sanitation workers in Memphis, Tennessee during the height of the Civil
Rights Movement, Ligon’s painting recontextualized this now-iconic object as a work of art.

While the print on the left of Condition Report directly mirrors Ligon’s 1988 painting, the print on the right of the
pair includes marks, scribbles, and hand-written notations around the edges and borders of the image. These
additions to the work are the condition report notes of the title, and refer back to the 1988 original—though this
time not as it existed as a symbol of a historical event, but as it exists in the present as a rarified art object. Tracing
a simple phrase—I AM A MAN—through these iterations as declaration, symbol, object, and surface, Ligon
levies questions of representation and race, commodification and history, and the value and preciousness of
one’s identity.

Glenn Ligon
b.1960, United States
Condition Report (2000)
Diptych, Iris prints with silkscreen ink on
paper
81H x 57.5W cm
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American artist Glenn Ligon is well known for his conceptually based works in paint, neon, photography,
sculpture, and video. He draws upon American history, literature, and other sources to create works centered on
the black American experience. Ligon filters through cultural sources to create compositions that highlight social
inequalities, commemorate struggles, and point fingers at hypocrisy. Rendered in neon, through paint, and in
other media, Ligon often draws out the words of others—be they the sanitation workers who protested in
Memphis, Tennessee, with signs declaring I AM A MAN; or the controversial and confrontational Richard Pryor,
whose jokes become electric letters on Ligon’s canvases.

In his 2011 neon work, Untitled (Only Poetry), Ligon borrows a phrase from the Chilean author Roberto Bolaño. In
his final, 900-page tome 2666, Bolaño writes, “Poetry is the one thing that isn’t contaminated, the one thing that
isn’t part of the game. Only poetry—and let me be clear, only some of it—is good for you, only poetry isn’t shit.”
Ligon’s neon, replicating the last four words of the passage, uses humor and light to make a biting (though
unspecified) critique.

Glenn  Ligon
b.1960, United States
Untitled (only poetry) (2011)
Neon
4H x 36W inches
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Gohar Dashti
b.1980, Iran
Slow Decay (Girl with Phone) (2010)
Archival digital pigment print
40H x 60W inches



KADIST

Gregory Crewdson works within a photographic tradition that combines the documentary style of William
Eggleston and Walker Evans with the dream-like vision of filmmakers such as Stephen Spielberg and David
Lynch. Crewdson’s method is equally filmic, building elaborate sets to take pictures of extraordinary detail and
narrative portent. When he was ten, Crewdson’s father, a psychoanalyst, took him to see a Diane Arbus
exhibition at MoMA, an early aesthetic experience that informed his decision to become a photographer.
Crewdson’s everyday scenes with charged, surreal moods hint at the longings and malaise of suburban America.
The artist uses "the limitations of a photograph in terms of narrative capacity to have an image that is frozen in
time, where there's no before or after" and has turned that restriction into a unique strength.

Gregory Crewdson
b.1962, United States
Untitled (Bedroom Tree) (2001-2002)
Digital C-print
48H x 60W inches
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H. H. Lim is a Neo-conceptual artist living and working in Rome since 1976. He works in various media,
including painting, installation and performance. His artwork often explores language and communication,
recycling everyday elements of life into colossal installations. His work has appeared in the Venice Biennale and
the Prague Biennale.

https://vimeo.com/193894840

H.H. Lim (Lim Hooi Hwa)
b.1954, Malaysia
Images (2004)
Video
30:44 minutes
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Trained as a sculptor in South Korea and Germany, Tae Bum Ha’s practice spans today photography, sculpture,
performance, installation, and animation. Concerned by the means to unveil the invisible, Ha’s work often
reflects on the triviality of certain objects and the force of social conceptions such as discrimination and shame.

In 2008, he began working on his  “White” series that derives from his criticism of the media addressing social
issues as well as his exploration of human fascination toward wars and other disasters. Tae Hum Ba selects
photographs of various accidents, which he then builds into white miniature models and finally reproduces into
a new photograph, a similar process than other artists’ such as Waafa Bilal and Indre Serpytyte. Human lives and
the colors of blood or any other traces that might hint the urgency of the real situation are completely effaced in
an attempt to objectify their meaning. New images emerge as the social, political, historical, and local conditions
of the original images as well as their tragic qualities are removed and recreated. These works symbolize the
absence of meaning, the oblivion of the cause, and furthermore, the death by the absence of life. Part of his
“White” series, The Palestine Wall (2010) features a quiet scene near the physical border between Israel and
Palestine.

HA Tae-Bum
b.1974, Korea
The Palestine Wall (2010)
Pigment print and face mount
150H x 100W cm
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Trained as a sculptor in South Korea and Germany, Tae Bum Ha’s practice spans today photography, sculpture,
performance, installation, and animation. Concerned by the means to unveil the invisible, Ha’s work often
reflects on the triviality of certain objects and the force of social conceptions such as discrimination and shame.

In 2008, he began working on his  “White” series that derives from his criticism of the media addressing social
issues as well as his exploration of human fascination toward wars and other disasters. Tae Hum Ba selects
photographs of various accidents, which he then builds into white miniature models and finally reproduces into
a new photograph, a similar process than other artists’ such as Waafa Bilal and Indre Serpytyte. Human lives and
the colors of blood or any other traces that might hint the urgency of the real situation are completely effaced in
an attempt to objectify their meaning. New images emerge as the social, political, historical, and local conditions
of the original images as well as their tragic qualities are removed and recreated. These works symbolize the
absence of meaning, the oblivion of the cause, and furthermore, the death by the absence of life. Part of his
“White” series, Terrorist attack International University Islamabad, Pakistan (2010) depicts the aftermath of the 2009
International Islamic University suicide bombing in Islamabad. Here the color white symbolizes lost memory of
the sympathy and the covering of the fear. Artificially transformed, the casted buildings and scene appear
dreamy, fixed in time, and aesthetically attractive.

HA Tae-Bum
b.1974, Korea
Terrorist attack International University
Islamabad, Pakistan (2010)
Pigment print and face mount
120H x 180W cm
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Haegue Yang is one of the leading international artists of her generation. From mundane objects and materials
such as venetian blinds, theatrical and decorative lights, infrared heaters, scent emitters, and fans, Yang creates
complex and nuanced installations that are informed by poetry, politics, and human emotions. Her works
explore hidden spaces that might be considered marginal, but to the artist constitute profound backdrops for
understanding vulnerable sites where informal development can occur. In her works, artificial approximations of
sensual experiences — heat, light, smell, and humidity—conjure other places, other people. Yang’s work
captivates precisely because of its ambiguity, which is rooted as much in the conceptual art of the 1960s and
1970s as it is in current theoretical discourses.

In addition to Yang’s signature drying rack and light bulbs, Office Voodoo includes various office supplies like
CDs, paper clips, headphones, a computer mouse, a stamp, a hole puncher, a mobile phone charger. The
installation suggests the personal, physical, psychological, and political dimensions of the modern office
environment. Though abstracted from their original contexts, these materials are still formally recognizable and
function as stand-ins for the places from which they came.

Haegue Yang
b.1971, Korea
Office Voodoo (2010)
Various materials
64H X 62W inches
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Halil Altinere has been prominent in Istanbul’s contemporary arts since the mid-1990s. He works in various
media, including video, sculpture, photography, installation, performance, and collaborative projects. He often
uses irony and humor as a mode of resistance to repression and an exploration of the everyday life of subcultures
within Istanbul.

Wonderland is a music video for the Turkish hip-hop group Tahribad-I Isyan (Rebellion of Destruction). The
young hip-hop artists respond with anger and defiance to their forced expulsion from Sulukule, a historic Roma
settlement in Istanbul, due to a redevelopment project. Their lyrics address issues of gentrification and
inequality, while their actions show the possibilities for both violent and artistic rebellion. The video follows the
artists through the derelict streets of the settlement as they run from police, breakdance, rap, and destroy
symbols of the redevelopment project.

Halil Altındere
b.1971, Turkey
Wonderland (2013)
HD Video
8:25 minutes
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Hamra Abbas, who lives and works in Boston and Islamabad, Pakistan, makes work that has a profound
connection to her own cultural context. She asks probing questions about the everyday and its complex
relationship with history and ideology; her subject matter ranges from religious rituals to war and the sexual
iconography of the Kama Sutra. Working with a diverse range of materials and media, Abbas frequently
intertwines the contemporary with the classic to offer up a critique of both modern Western and Islamic cultures.

At first glance, Cityscapes (2010) seems to be a collection of panoramic photographs of the city of Istanbul—the
kind that are found on postcards in souvenir shops. A closer examination, however, reveals that a key element—
the minaret—has been systematically removed, thereby changing profoundly the history and religious character
of the city. The work is a response to a November 2009 referendum in Switzerland that approved a ban on the
construction of new minarets in that country. It was also a crucial time in Turkey’s negotiation for entrance into
the European Union. Instead of making a direct, didactic comment on the controversy, however, Abbas offers up
a clever question regarding how landmarks are interpreted in vastly different ways depending on their cultural
context. In the Western imagination, minarets are political symbols as much as they are religious architecture. In
the Muslim world, they serve as mnemonic devices that enable residents to recognize their own city.

Hamra Abbas
b.1976, Kuwait
Cityscapes 1 (boats) (2010)
Archival pigment prints
20H x 90W inches
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Hamra Abbas, who lives and works in Boston and Islamabad, Pakistan, makes work that has a profound
connection to her own cultural context. She asks probing questions about the everyday and its complex
relationship with history and ideology; her subject matter ranges from religious rituals to war and the sexual
iconography of the Kama Sutra. Working with a diverse range of materials and media, Abbas frequently
intertwines the contemporary with the classic to offer up a critique of both modern Western and Islamic cultures.

At first glance, Cityscapes (2010) seems to be a collection of panoramic photographs of the city of Istanbul—the
kind that are found on postcards in souvenir shops. A closer examination, however, reveals that a key element—
the minaret—has been systematically removed, thereby changing profoundly the history and religious character
of the city. The work is a response to a November 2009 referendum in Switzerland that approved a ban on the
construction of new minarets in that country. It was also a crucial time in Turkey’s negotiation for entrance into
the European Union. Instead of making a direct, didactic comment on the controversy, however, Abbas offers up
a clever question regarding how landmarks are interpreted in vastly different ways depending on their cultural
context. In the Western imagination, minarets are political symbols as much as they are religious architecture. In
the Muslim world, they serve as mnemonic devices that enable residents to recognize their own city.

Hamra Abbas
b.1976, Kuwait
Cityscapes 1 (woods) (2010)
Archival pigment prints
20H x 90W inches
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Employing the visual language and terminology of mass media, and appropriating symbols and images from
popular culture, Hank Willis Thomas’ work seeks to question and subvert established definitions and positions
with regards to personal identity and the narrative of race. It is concerned with history and identity, with the
way race and ‘blackness’ has not only been informed but deliberately shaped and constructed by various forces –
first through colonialism and slavery, and more recently through mass media and advertising – and reminds us
of the financial and economic stakes that have always been involved in representations of race. Working across
installation, photography, video, and media work, Thomas maintains his photo conceptualist roots, primarily
taking source material from found photographs and archives. These images form the basis from which the artist
seeks to uncover the fallacies that history claims as truth. His work illustrates how the way history is represented
and consumed reinforces generalizations surrounding identity, gender, race and ethnicity, and that as an artist
he has an opportunity to expose or to revise those histories from the points of view of the oppressed.

Bread and Roses takes its name from a phrase famously used on picket signs and immortalized by the poet James
Oppenheim in 1911. “Bread for all, and Roses, too’—a slogan of the women in the West,” is Oppenheim’s
opening line, alluding to the workers’ goal for wages and conditions that would allow them to do more than
simply survive. Thomas’ painting includes several black, white, brown, yellow, and red raised fists—clenched
and high in the air in the internationally recognized symbol of solidarity, resistance, and unity.

Hank Willis Thomas
b.1976, United States
Bread and Roses (2012)
Acrylic on canvas
28H x 28W inches
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Employing the visual language and terminology of mass media, and appropriating symbols and images from
popular culture, Hank Willis Thomas’ work seeks to question and subvert established definitions and positions
with regards to personal identity and the narrative of race. It is concerned with history and identity, with the
way race and ‘blackness’ has not only been informed but deliberately shaped and constructed by various forces –
first through colonialism and slavery, and more recently through mass media and advertising – and reminds us
of the financial and economic stakes that have always been involved in representations of race. Working across
installation, photography, video, and media work, Thomas maintains his photo conceptualist roots, primarily
taking source material from found photographs and archives. These images form the basis from which the artist
seeks to uncover the fallacies that history claims as truth. His work illustrates how the way history is represented
and consumed reinforces generalizations surrounding identity, gender, race and ethnicity, and that as an artist
he has an opportunity to expose or to revise those histories from the points of view of the oppressed.

Like many of his other sculptural works, the source of I am the Greatest is actually a historical photograph of an
identical button pin from the 1960s. I am the Greatest presents the famous quote by Mohammad Ali to think
about his important presence in the African American community. In dialogue with the painting I am a Man,
also in the Kadist collection, this assertion that begins the same way takes the line from the protest poster several
steps further. Ali never asserted that he was the greatest boxer or athlete, but had the audacity to claim that he
was THE GREATEST [human being] of all time. For a man who grew up in the segregated south to rise to Ali’s
iconic status and to be able to confidently and proudly vocalize his superiority was one of the most powerful,
symbolic, and memorable moments in the Civil Rights struggle. Monumentally inflating the scale of the button
embodies the ‘larger than life’ presence of Ali as an icon for African Americans to stand up and not only assert
their humanity, but to be confident in their ability to succeed and rise up against all obstacles society placed in
front of them.

Hank Willis Thomas
b.1976, United States
I am the Greatest (2012)
Mixed media
33 1/2 inches in diameter
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Employing the visual language and terminology of mass media, and appropriating symbols and images from
popular culture, Hank Willis Thomas’ work seeks to question and subvert established definitions and positions
with regards to personal identity and the narrative of race. It is concerned with history and identity, with the
way race and ‘blackness’ has not only been informed but deliberately shaped and constructed by various forces –
first through colonialism and slavery, and more recently through mass media and advertising – and reminds us
of the financial and economic stakes that have always been involved in representations of race. Working across
installation, photography, video, and media work, Thomas maintains his photo conceptualist roots, primarily
taking source material from found photographs and archives. These images form the basis from which the artist
seeks to uncover the fallacies that history claims as truth. His work illustrates how the way history is represented
and consumed reinforces generalizations surrounding identity, gender, race and ethnicity, and that as an artist
he has an opportunity to expose or to revise those histories from the points of view of the oppressed.

The image is borrowed from protests during Civil Rights where African Americans in the south would carry
signs with the same message to assert their rights against segregation and racism. Historically, in countries such
as the US and South Africa, the term "boy" was used as a pejorative and racist insult towards men of color, slaves
in particular, signifying their alleged subservient status as being less than men. In response, Am I Not A Man
And A Brother? became a catchphrase used by British and American abolitionists. The question "Am I Not A
Man?" was brought up again during the Dred Scott decision of the U.S. Supreme Court in 1857. More recently, "I
Am a Man" and also “I Am Not a Man” has been used as a title for books, plays and in film to assert the rights of
all people to be treated with dignity, from African Americans to Feminists. Signs were even used in Arabic
language translated to Ana Rajul during the Arab Spring.

For this painting, the artist was specifically inspired by a particular photograph from the 1968 Memphis
Sanitation Strike, where a large group of black men assembled with protest posters bearing the same message
and nearly identical typeface. The artist has also created many other version of this painting that play with the
orientation and wording of the text (ie: A Man I Am, I Be a Man, I Am Many, I Am The Man, etc.), reflecting
historically on the variations that have been used before, and speculating on how they may continue in the
future. Of this series the artist recalls:“I was born in 1976, and I was amazed that just eight years before I was
born it was necessary for people to hold up signs affirming their humanity. The phrase that I grew up with was

Hank Willis Thomas
b.1976, United States
I Am A Man (2013)
Liquitex on canvas
72H x 48W inches
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Employing the visual language and terminology of mass media, and appropriating symbols and images from
popular culture, Hank Willis Thomas’ work seeks to question and subvert established definitions and positions
with regards to personal identity and the narrative of race. It is concerned with history and identity, with the
way race and ‘blackness’ has not only been informed but deliberately shaped and constructed by various forces –
first through colonialism and slavery, and more recently through mass media and advertising – and reminds us
of the financial and economic stakes that have always been involved in representations of race. Working across
installation, photography, video, and media work, Thomas maintains his photo conceptualist roots, primarily
taking source material from found photographs and archives. These images form the basis from which the artist
seeks to uncover the fallacies that history claims as truth. His work illustrates how the way history is represented
and consumed reinforces generalizations surrounding identity, gender, race and ethnicity, and that as an artist
he has an opportunity to expose or to revise those histories from the points of view of the oppressed.

Thomas’ lenticular text-based works require viewers to shift positions as they view them in order to fully absorb
their content. Meaning, therefore, changes depending on one’s perspective—and in the case of Thomas’
installation, only emerges when one knows that there is always something hidden, always more to one of his
works than immediately meets the eye. This lenticular print with text shifts as you walk in front of it from its
title, “Black Imitates White” to the inverse, “White Imitates Black”(and some other possibilities in between)
emphasizing that there are always at least two perspectives to the same scenario, and thereby encouraging us as
viewers to consider them all together rather than trying to identify with any one subjectivity.

Hank Willis Thomas
b.1976, United States
Black Imitates White (2012)
Lenticular
57H x 43W inches
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Employing the visual language and terminology of mass media, and appropriating symbols and images from
popular culture, Hank Willis Thomas’ work seeks to question and subvert established definitions and positions
with regards to personal identity and the narrative of race. It is concerned with history and identity, with the
way race and ‘blackness’ has not only been informed but deliberately shaped and constructed by various forces –
first through colonialism and slavery, and more recently through mass media and advertising – and reminds us
of the financial and economic stakes that have always been involved in representations of race. Working across
installation, photography, video, and media work, Thomas maintains his photo conceptualist roots, primarily
taking source material from found photographs and archives. These images form the basis from which the artist
seeks to uncover the fallacies that history claims as truth. His work illustrates how the way history is represented
and consumed reinforces generalizations surrounding identity, gender, race and ethnicity, and that as an artist
he has an opportunity to expose or to revise those histories from the points of view of the oppressed.

Intentionally Left Blanc alludes to the technical process of its own (non)production; a procedure known as retro-
reflective screen printing in which the image is only fully brought to life through its exposure to flash lighting.
Using a found photograph depicting a passionate crowd of African Americans—their attitude suggesting the
fervor of a civil-rights era audience—Intentionally Left Blanc reverts in its exposed, “positive” format to an image
in which select faces are whitened out and erased, the exact inverse of the same view in its “negative” condition.
This dialectic of light and dark re-emerges when we view the same faces again, only this time black and
featureless, a scattering of disembodied heads amidst a sea of white. The context of the photograph was during
protests in the 6os against gerrymandering and redistricting that sought to segregate the black and white
populations. Here, Thomas approaches the situation with a revisionist eye, this time erasing and removing the
white audience members, and thereby ironically reclaiming the same action they took against the black
community.

Hank Willis Thomas
b.1976, United States
Intentionally Left Blanc (2012)
Screen print on retro-reflective paper
61H x 41W x 1.8D inches
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Employing the visual language and terminology of mass media, and appropriating symbols and images from
popular culture, Hank Willis Thomas’ work seeks to question and subvert established definitions and positions
with regards to personal identity and the narrative of race. It is concerned with history and identity, with the
way race and ‘blackness’ has not only been informed but deliberately shaped and constructed by various forces –
first through colonialism and slavery, and more recently through mass media and advertising – and reminds us
of the financial and economic stakes that have always been involved in representations of race. Working across
installation, photography, video, and media work, Thomas maintains his photo conceptualist roots, primarily
taking source material from found photographs and archives. These images form the basis from which the artist
seeks to uncover the fallacies that history claims as truth. His work illustrates how the way history is represented
and consumed reinforces generalizations surrounding identity, gender, race and ethnicity, and that as an artist
he has an opportunity to expose or to revise those histories from the points of view of the oppressed.

Shot in black and white and printed on a glittery carborundum surface, Black Hands, White Cotton both confronts
and abstracts the subject of its title. As with many of his works, the artist has taken a found image and
manipulated it to draw out and dramatize the formal contrast between the black hands holding white cotton.
Cotton, of course is one of the most familiar fabric sources to us, and becomes incredibly soft once processed. But
at the time that it was being planted and picked by slaves in the United States, was severely abrasive and would
lacerate the hands of the slaves dramatically. Not to mention the physical labor involved in picking cotton out in
the sweltering hot fields for inhumane periods of time, and the frequent physical abuse endured by slaves in the
process. This image, culled from the archives of Jive magazine in San Francisco, and blown up to a pixelated
scale therefore demands not only that we confront the history of slavery and racism in the US, but does so by
presenting a formal contradiction of a material that appears seductive, glamorous, and ornamental, but of a
subject that represents extreme violence and oppression.

Hank Willis Thomas
b.1976, United States
Black Hands, White Cotton (2014)
Screen print and carborundum on paper
34 1/2H x 34 3/8W inches
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Employing the visual language and terminology of mass media, and appropriating symbols and images from
popular culture, Hank Willis Thomas’ work seeks to question and subvert established definitions and positions
with regards to personal identity and the narrative of race. It is concerned with history and identity, with the
way race and ‘blackness’ has not only been informed but deliberately shaped and constructed by various forces –
first through colonialism and slavery, and more recently through mass media and advertising – and reminds us
of the financial and economic stakes that have always been involved in representations of race. Working across
installation, photography, video, and media work, Thomas maintains his photo conceptualist roots, primarily
taking source material from found photographs and archives. These images form the basis from which the artist
seeks to uncover the fallacies that history claims as truth. His work illustrates how the way history is represented
and consumed reinforces generalizations surrounding identity, gender, race and ethnicity, and that as an artist
he has an opportunity to expose or to revise those histories from the points of view of the oppressed.

Hank Willis Thomas
b.1976, United States
A Place to Call Home (2014)
Screen print and carborundum on paper
36H x 25 3/4W inches
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Harrell Fletcher’s socially-engaged, interdisciplinary projects reflect his keen critique of  socio-political
phenomena that involves the United States.

The American War, which takes its title from the Vietnamese term for what Americans call the Vietnam War, has
toured the United States extensively with the goal of presenting a Vietnamese perspective of that history. The
project began in 2005 when Fletcher visited the War Remnants Museum in Ho Chi Minh City. He was shocked
by images that depicted the lasting effects of the war and the atrocities committed by the United States. Fletcher
felt it important that these images be seen and discussed within an American context and, using a handheld
digital camera, he photographed all of the museum’s images and labels. At that moment, Fletcher’s project
resonated directly with the American intervention in Iraq and Afghanistan. The artist took extreme care in
shooting the pictures from an angle that would diminish the flash reflection on the surfaces, and paid attention to
capture the wall colors and the explanatory labels. In this sense, Fletcher’s re-creation of the Vietnamese
installation not only shares  important information but also recontextualizes it in a way that comments on the
subjective and constructed nature of representation, both artistic and historic.

Harrell Fletcher
b.1967, United States
The American War (2005)
Photograph
Various dimensions
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Born 1977, Muar, Malaysia, educated in England, and currently living in Singapore, Heman Chong is an artist,
curator, and writer who creates texts, objects, installations, and situations in order to investigate the manner
through which individuals form associations between objects in their environments.  Chong’s works have been
considered “archetypally conceptual” and recall frameworks of the 1960s in their potential to address collective
visions of futuristic utopias. Based largely on books, Chong’s works are striking in their creation of visual order
as a means to draw out the “inevitably mnemonic nature of the conceptual object.”

With a habit of reading eight to ten books at the same time, Chong paints his two-foot tall novel covers through
referencing an extensive reading list (accessible on Facebook) he has kept since 2006. Entitled “Bibliography (1):
The Lonely Ones,” the list outlines representations of solitude that has been imposed on individuals or
communities. Chong divides these archetypes into three over-arching notions: the Hide-away, the Castaway and
the Prisoner. A novella from Stephen King’s Different Seasons collection, Rita Hayworth And Shawshank
Redemption tells a story of assumed identities and prisoners’ escape to reflect on the economic infrastructures
inside and outside prison as well as the thin boundaries separating the two—in this case, a Rita Hayworth poster
concealing a hole in the prison wall dug for jailbreak.

Heman Chong
b.1977, Singapore
Solaris / Stanislaw Lem (2) (2012)
Acrylic on canvas
46H x 61W x 3.5D cm
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Born 1977, Muar, Malaysia, educated in England, and currently living in Singapore, Heman Chong is an artist,
curator, and writer who creates texts, objects, installations, and situations in order to investigate the manner
through which individuals form associations between objects in their environments.  Chong’s works have been
considered “archetypally conceptual” and recall frameworks of the 1960s in their potential to address collective
visions of futuristic utopias. Based largely on books, Chong’s works are striking in their creation of visual order
as a means to draw out the “inevitably mnemonic nature of the conceptual object.”

With a habit of reading eight to ten books at the same time, Chong paints his two-foot tall novel covers through
referencing an extensive reading list (accessible on Facebook) he has kept since 2006. Entitled “Bibliography (1):
The Lonely Ones,” the list outlines representations of solitude that has been imposed on individuals or
communities. Chong divides these archetypes into three over-arching notions: the Hide-away, the Castaway and
the Prisoner. A novella from Stephen King’s Different Seasons collection, Rita Hayworth And Shawshank
Redemption tells a story of assumed identities and prisoners’ escape to reflect on the economic infrastructures
inside and outside prison as well as the thin boundaries separating the two—in this case, a Rita Hayworth poster
concealing a hole in the prison wall dug for jailbreak.

Heman Chong
b.1977, Singapore
Rita Hayworth and Shawshank Redemption /
Stephen King (2012)
Acrylic on canvas
46H x 61W x 3.5D cm
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Born 1977, Muar, Malaysia, educated in England, and currently living in Singapore, Heman Chong is an artist,
curator, and writer who creates texts, objects, installations, and situations in order to investigate the manner
through which individuals form associations between objects in their environments.  Chong’s works have been
considered “archetypally conceptual” and recall frameworks of the 1960s in their potential to address collective
visions of futuristic utopias. Based largely on books, Chong’s works are striking in their creation of visual order
as a means to draw out the “inevitably mnemonic nature of the conceptual object.”

With a habit of reading eight to ten books at the same time, Chong paints his two-foot tall novel covers through
referencing an extensive reading list (accessible on Facebook) he has kept since 2006. Entitled “Bibliography (1):
The Lonely Ones,” the list outlines representations of solitude that has been imposed on individuals or
communities. Chong divides these archetypes into three over-arching notions: the Hide-away, the Castaway and
the Prisoner. A novella from Stephen King’s Different Seasons collection, Rita Hayworth And Shawshank
Redemption tells a story of assumed identities and prisoners’ escape to reflect on the economic infrastructures
inside and outside prison as well as the thin boundaries separating the two—in this case, a Rita Hayworth poster
concealing a hole in the prison wall dug for jailbreak.

Heman Chong
b.1977, Singapore
The Silence of the Lambs / Thomas Harris (2012)
Acrylic on canvas
46H x 61W x 3.5D cm



KADIST

Born 1977, Muar, Malaysia, educated in England, and currently living in Singapore, Heman Chong is an artist,
curator, and writer who creates texts, objects, installations, and situations in order to investigate the manner
through which individuals form associations between objects in their environments.  Chong’s works have been
considered “archetypally conceptual” and recall frameworks of the 1960s in their potential to address collective
visions of futuristic utopias. Based largely on books, Chong’s works are striking in their creation of visual order
as a means to draw out the “inevitably mnemonic nature of the conceptual object.”

With a habit of reading eight to ten books at the same time, Chong paints his two-foot tall novel covers through
referencing an extensive reading list (accessible on Facebook) he has kept since 2006. Entitled “Bibliography (1):
The Lonely Ones,” the list outlines representations of solitude that has been imposed on individuals or
communities. Chong divides these archetypes into three over-arching notions: the Hide-away, the Castaway and
the Prisoner. A novella from Stephen King’s Different Seasons collection, Rita Hayworth And Shawshank
Redemption tells a story of assumed identities and prisoners’ escape to reflect on the economic infrastructures
inside and outside prison as well as the thin boundaries separating the two—in this case, a Rita Hayworth poster
concealing a hole in the prison wall dug for jailbreak.

Heman Chong
b.1977, Singapore
All you need is kill / Hiroshi Sakurazaka (2012)
Acrylic on canvas
46H x 61W x 3.5D cm
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Born 1977, Muar, Malaysia, educated in England, and currently living in Singapore, Heman Chong is an artist,
curator, and writer who creates texts, objects, installations, and situations in order to investigate the manner
through which individuals form associations between objects in their environments.  Chong’s works have been
considered “archetypally conceptual” and recall frameworks of the 1960s in their potential to address collective
visions of futuristic utopias. Based largely on books, Chong’s works are striking in their creation of visual order
as a means to draw out the “inevitably mnemonic nature of the conceptual object.”

Heman Chong
b.1977, Singapore
Calendars (2020-2096) (2012)
1001 off-set printed calendar sheets
30H x 30W cm each
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Henry Gunderson
b.1990, United States
8 Speed (2014)
Flashe on canvas
42H x 36W inches
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Hernan Bas
b.1978, United States
A Splinter (Study for Painting) (2010)
Graphite on paper
45H x 33W inches (114.3 x 83.82 cm)
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Himali Singh Soin
b.1987, India
Radar Level (2016)
Video
11:11 min
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London-based Japanese artist Hiraki Sawa’s video installations and filmic works probe landscapes, psychological
dreamlands, domestic interiors, imaginary spaces, ideas of displacement and migration, and above all, the inner
self. He weaves animals, people, plants, animated and inanimate objects into a series of surreal sequences to
create enigmatic and immersive worlds of sound and image. Employing a combination of digital editing and
hand-made methods of cutting, pasting and collaging, Sawa highlights the ambiguous boundaries between facts
and fictions and meditates on how remembrance and memory can be manipulated by time, emotion and mental
influences.

Hako (2006) depicts a mysterious and dystopic landscape where the world becomes flat: distance between
different spaces, depth of field and three-dimensional perceptions are canceled. Interiors of a Victorian doll’s
house, a rippled seascape, a palm tree forest, and a gravel seashore are superimposed, morphing into each other.
The hermetic narrative is charged with psychological and mythological aspects. Hako reflects Sawa’s interests in
psychotherapies, in particular, the sand tray therapy, also known as sandplay, created by Dora Kalff. Sandplay
asks participants to create their own arrangement of objects in a sandbox by choosing from a wide range of small
figures to which the subconscious attaches symbolic meanings. Echoing this process, Sawa creates his imaginary
dimensions where rules and selected elements allow for improvisation and play to reveal unconscious processes.
Certain elements give visual clues and metaphorically comment on issues such as the hybridity of the human
and the non-human. This is indicated by walking trees and a miniature toy clock that is animated to keep real
world time in order to ponder the illusionary concept of linear time. Reality is not scientific. As the fantastical
becomes everyday and the supernatural becomes commonplace, so does the reverse.

 https://vimeo.com/193275414

Hiraki  Sawa
b.1977, Japan
Hako (2006)
Single channel video, stereo, black and white
4:10 minutes
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Drawing from historical events, documentary footage, art history, music videos, and mythical stories, Ho Tzu
Nyen’s films investigate the construction of history, the narrative of myth, and the plurality of identities. Nyen
often collaborates with theater professionals, and the lighting in his films is meticulously orchestrated, the
compositions highly aesthetic. Ho also practices painting, performance, and writing, exploring the many possible
relationships between stills, painted images, and moving images.

The Cloud of Unknowing (2011) is titled after a 14th-century medieval treatise on faith, in which “the cloud of
unknowing” that stands between the aspirant and God can only be evoked by the senses, rather than the rational
mind. In the video, eight protagonists act out their daily lives. The setting is a soon-to-be-demolished public
housing facility in Singapore, a country in transition from a mindset of Eastern collectivism to global
neoliberalism. These individuals have lived hermetically and absurdly in their apartment space until this
moment, when a magical and mysterious cloud appears, connecting their seemingly disjointed lives. It is a story
about the tension between solitude and togetherness, privacy and communal experiences. The symbolic cloud
embodies both divine illumination and hallucination.

 https://vimeo.com/133494174

Ho Tzu Nyen
b.1976, Singapore
The Cloud of Unknowing (2011)
Single-channel video
28:19 minutes
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Wang is an artist working primarily with sound. Her work investigates ‘listening’ as a conceptual tool to explore
social relations and the (re)construction of cultural memory in marginal spaces. Focused on a collaborative and
process-driven approach to production, her work spans performance, workshop, text, video and installation.

The video Music While We Work (2011) is the first part/work of a long-term research project started in 2010. The
project revolves around and beyond the history of sugar in the small town Huwei in central Taiwan (the artist’s
hometown). The town was nicknamed as the "Capital of Sugar" during the Japanese colonial ruling (1895-1945)
of Taiwan. Yet, the history of this small town and its pivotal role in the deadly Taiwanese anti-colonial resistance
movement is not known or talked about. In 1925, a gathering of sugar planters led up to the historical yet today
largely unknown revolt, even unknown among the workers’ generations after the revolt. For this work she
assembled a group of retired workers from a Taiwanese sugar refinery in the small industrial town of her
childhood (first or second generations of workers after the 1925 revolt). She and her collaborator, the political
activist and composer Chen Bo-Wei (Taiwanese, born 1971), led a series of recording workshops for the retirees
and their spouses. They then returned to the factory, where Wang asked them to “paint a world composed by
their listening.” The video installation is both an account of their collective learning process and the resulting
compositions.

Hong-Kai Wang
b.1971, Taiwan
Music While We Work (2011)
Two-channel video and four-channel audio
installation
39:15 minutes
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Shanghai-based artist Hu Yun works in various media, including graphite, watercolor, installation, video, and
performance. He brings together personal and historical events from different times and locations to create
complex narratives that demonstrate the coexistence of the past and present. He invites viewers to discover
connections between the elements of each piece and their own experiences.

This research-based artwork acts as a memorial to early twentieth century European exploration of China. An
antique open suitcase reveals a pile of rubbings and an air-dried peony, while projected photographs of the
Chinese landscape appear as a slideshow on the gallery wall. The artifacts refer to a 1908-1909 expedition of
naturalists, missionaries, and colonists to the west of China, which ended abruptly with the death of one of the
travelers by unusual circumstances. The installation complicates notions of time, history, fact, and subjectivity by
including readymade European artifacts with photographs made by Hu’s own grandfather and a bell in the
corner of the gallery that summons an attendant to recite a fairytale for the viewer. Individual experience cannot
be separated from historical account, while past events cannot be separated from their context within the present
moment.

Hu Yun
b.1986, China
Lift with care (2013)
Photography, drawing, embroidery, rubbing
on paper, leather case, dry flower, 60 33mm
slides, projector
Variable dimensions
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Context is everything when it comes to the work of Humberto Diaz. Context in the limitations of technology in
Cuba, context in the construction of an audience that is grounded on the idea of a shared experience, and context
in the daily struggle to find the poetic in the everyday and the quotidian. Out of context they still resonate with
authenticity and a genuine feel for the poetic, video as a tool for formulating quick ideas, observations and
notations within one’s own environment.

The two works in the Kadist collection, Observador Pasivo and 3600 besos por hora by Diaz are culled from a vast
compilation of videos and performances for the camera. These are very successful in transcending the local into
the global and/or universal. Memory, surveillance, and the routine and/or familiar, life in terms of both the
political life and the social collective life shared by the constant reminder of the shut-off island psychological
landscape.

Humberto Díaz
b.1985, Cuba
Observador Pasivo (2009)
Video performance documentation
12:57 minutes
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Context is everything when it comes to the work of Humberto Diaz. Context in the limitations of technology in
Cuba, context in the construction of an audience that is grounded on the idea of a shared experience, and context
in the daily struggle to find the poetic in the everyday and the quotidian. Out of context they still resonate with
authenticity and a genuine feel for the poetic, video as a tool for formulating quick ideas, observations and
notations within one’s own environment.

The two works in the Kadist collection, Observador Pasivo and 3600 besos por hora by Diaz are culled from a vast
compilation of videos and performances for the camera. These are very successful in transcending the local into
the global and/or universal. Memory, surveillance, and the routine and/or familiar, life in terms of both the
political life and the social collective life shared by the constant reminder of the shut-off island psychological
landscape.

Humberto Díaz & Analía Amaya
b.1985, Mexico
3600 besos por hora (2002)
Video performance documentation
60 minutes on loop
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Born in Taipei City, Peng Hung-Chih lives and works in Taipei and Beijing after obtaining an MFA from San
Francisco Art Institute. Peng sees himself as an intellectual who uses art and aesthetics as critical intervention.
Believing that art should be a tool of propaganda with the potential to awaken the collective conscience, Peng
explores the coexistence of oppositional poles as a type of cyclical relational structure. The joining of oppositions
is visible in the work Both Died of the Nanjing Massacre (2009), which depicts the upper torso of Japanese General
Tojo Hideki joined to the lower half of one of the 20,000 Chinese women raped by Japanese troops during the
siege of Nanjing in 1937. In another work, Farfur the Martyr (2009), Peng Hung-Chih deployed a similar strategy
by joining the body of the crucified Christ to the head of Farfur, a Mickey-Mouse type character, who hosted a
children’s television show broadcast by the Palestinian Islamist group Hamas. Farfur, who was murdered on the
show by an Israeli, “becomes a tool for anti-American and anti-Israeli sentiments.” To Peng, such inversions of
meaning and intent “can be seen as a real-life theatre of the absurd.”

In the Analects of Confucius, Peng Hung-Chih asks whether Confucianism is a religion.  Specifically, the piece
questions the influence of Confucian teachings on role of the intellectual in contemporary society. While
Confucianism has its own ritual systems and temples, it is not known to be overtly concerned with the
supernatural beings such as gods and demons. Yet, the video shows a dog making phrases from the Analects
appear by licking a wall repeatedly as if the dog is a medium channeling the spirit of the sage. Dispelling the
magical with the wisdom of Confucius by ending with the sentence: “Confucius did not talk about prodigies,
force, disorders, and gods,” the performance takes on the form of a miraculous apparition brought on by a
prodigious dog, creating an ambiguous status for how the role of Confucius is received.

 https://vimeo.com/192041810

Hung-Chin  Peng
b.1969, Taiwan
Excerpts From the Analects of Confucius (2008)
Single channel HD video
15:38 minutes
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British-born and Vancouver-based, Ian Wallace is known for his conceptual art practice and critical writings.
Since the mid-1980s, the artist has explored the relationship between documentary photography—often featuring
sites of urban development—and abstract monochrome painting, to investigate the characteristics of media-
specificity and the limitations of representation.

Wallace says of his Heroes in the Street series, “The street is the site, metaphorically as well as in actuality, of all
the forces of society and economics imploded upon the individual, who, moving within the dense forest of
symbols of the modern city, can achieve the status of the heroic.” The hero in Study for my Heroes in the Street
(Stan) is the photoconceptual artist Stan Douglas, who is depicted here (and also included in the Kadist
Collection) as an archetypal figure restlessly drifting the streets of the modern world. Patches of canvas cover
parts of this otherwise representational photograph and ask the viewer to consider the role that editing and play
in our perception of the urban landscape and modernity.

Ian Wallace
b.1943, England
Study for my Heroes in the Street (Stan) (1986
-1992)
Collage on photo
39.75H x 29W inches
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British-born and Vancouver-based, Ian Wallace is known for his conceptual art practice and critical writings.
Since the mid-1980s, the artist has explored the relationship between documentary photography—often featuring
sites of urban development—and abstract monochrome painting, to investigate the characteristics of media-
specificity and the limitations of representation.

Untitled (Breathless) presents a folded newspaper article on Jean-Luc Godard’s À Bout de Souffle (Breathless). The
work uses collage techniques—it is stapled down and has a thick strip of contact sheet paper taped over it—that
convert the media coverage on Godard’s film into a filmic object itself. The black paper enacts a kind of cinematic
“jump cut” on the article, while simultaneously drawing attention to the medium of the film, as well as the
photograph reproduced in this newspaper article. The composition has a casual and dynamic stylishness to it (as
do the movie stars lying in bed), which is contradicted somewhat by the static utilitarian aesthetic of the piece’s
construction. The tape and staples hold the more dominant visual elements in place and recall printmaking tools.

Ian Wallace
b.1943, England
Untitled (Breathless) (2000)
Contact sheet paper, newsprint, tape
16.75 x 13.5 inches
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British-born and Vancouver-based, Ian Wallace is known for his conceptual art practice and critical writings.
Since the mid-1980s, the artist has explored the relationship between documentary photography—often featuring
sites of urban development—and abstract monochrome painting, to investigate the characteristics of media-
specificity and the limitations of representation.

Ian Wallace
b.1943, England
Scene from Masculin/Féminin (2015)
Photolaminate with acrylic on canvas
48H x 36W inches (121.9 x 91.4 cm)
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In line with the work of well-established West Coast conceptualists like John Baldessari, Ilene Segalove has been
producing works in video, sculpture, photography, and mixed media for the past twenty-five years. While her
early work deployed the bureaucratic style and deadpan humor of much 1970s conceptualism, it has not had the
same historical reception as many of her male peers. And because she did not embrace the activist postures or
the socio-political concerns of feminist artists, Segalove’s has not until recently received appropriate critical
attention.

For the collage U.S. Treasury Nose Segalove appropriated an image of a governmental-type agent inspecting an
object on a table with a magnifying glass. By inserting written comments like “not a straw,” “not a spoon,” “not a
razor blade,” the artist equates the inspector with a cocaine user. In this way, with keen, deadpan humor, the
artist refers to all the stereotypes and social clichés associated with drug abuse particularly in the 1970s. At the
same time U.S. Treasury Nose suggests illegal activity related to drugs within the American government and its
policies.

Ilene Segalove
b.1950, United States
U.S. Treasury Nose (1979)
Vintage two color lithograph
22H x 26W inches
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"Based on a quote by Buddhadasa Bhikkhu, the invisible Gravity is compared with Karma, which governs Man's
experiential universe such gravity's governance over the physical plane. The film takes place near a cement
factory where we see deformed mountains by series of blasts. Together with a man struggling to transport heavy
recycle garbage to win over gravity (destiny)."

 https://vimeo.com/193276811

Jakrawal Nilthamrong
b.1977, Thailand
Man and Gravity (2008)
HD Video, color, stereo
11 minutes
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James Collins
b.1972, United States
Untitled (black and white) (2013)
Oil and household on linen
58H x 46W inches
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James Collins
b.1972, United States
Untitled (red and white) (2013)
Oil and household on canvas
60H x 48W inches
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James Weeks, born in 1922, was an important figure in the Bay Area figurative painter tradition, with
contemporaries such as Richard Diebenkorn, Elmer Bischoff, and David Park. Diverging from the placid sunny
landscapes and non-objective abstract painting that characterized Bay Area painting of the time, Weeks instead
chose to depict aspects of American life in a different light. Jazz musicians, cloudy nightclubs, and sailing races
filled Weeks monumental canvases, forever freezing these action-filled moments in paint. From the sixties
onward Weeks also worked as an educator at the University of California and Boston University.

Both Head-Portrait with Red and Blue Background and Man with Blue Tie are classic examples of Weeks' deftness of
line, shape, and color. These two works illustrate his signature flattened style -a vast departure from figurative
painting of the time- and hints of influence from modernist painters like Henri Matisse and Maynard Dixon,
although with a somewhat darker tone. Both figures stare with with expressionless faces and hollow eyes. Weeks
provides us with little visual information to distinguish the identities of these men. Are politicians, members of
the jazz club scene that Weeks often depicted, or simply acquaintances that agreed to sit for him? Head-Portrait
with Red and Blue Background and Man with Blue Tie are interesting examples of the Bay Area figurative painting
movement in their contrast to the sunny landscapes of Elmer Bischoff and the abstract or non-objective works of
Richard Diebenkorn.

James Weeks
b.1922, United States
Head-Portrait with Red and Blue Background
(1962)
Polymer tempera on board
3.5H x 3.5W inches



KADIST

James Weeks, born in 1922, was an important figure in the Bay Area figurative painter tradition, with
contemporaries such as Richard Diebenkorn, Elmer Bischoff, and David Park. Diverging from the placid sunny
landscapes and non-objective abstract painting that characterized Bay Area painting of the time, Weeks instead
chose to depict aspects of American life in a different light. Jazz musicians, cloudy nightclubs, and sailing races
filled Weeks monumental canvases, forever freezing these action-filled moments in paint. From the sixties
onward Weeks also worked as an educator at the University of California and Boston University.

Both Head-Portrait with Red and Blue Background and Man with Blue Tie are classic examples of Weeks' deftness of
line, shape, and color. These two works illustrate his signature flattened style -a vast departure from figurative
painting of the time- and hints of influence from modernist painters like Henri Matisse and Maynard Dixon,
although with a somewhat darker tone. Both figures stare with with expressionless faces and hollow eyes. Weeks
provides us with little visual information to distinguish the identities of these men. Are politicians, members of
the jazz club scene that Weeks often depicted, or simply acquaintances that agreed to sit for him? Head-Portrait
with Red and Blue Background and Man with Blue Tie are interesting examples of the Bay Area figurative painting
movement in their contrast to the sunny landscapes of Elmer Bischoff and the abstract or non-objective works of
Richard Diebenkorn.

James Weeks
b.1922, United States
Man with Blue Tie (1962)
Polymer tempera on board
5.25H x 4.25W inches
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James Weeks, born in 1922, was an important figure in the Bay Area figurative painter tradition, with
contemporaries such as Richard Diebenkorn, Elmer Bischoff, and David Park. Diverging from the placid sunny
landscapes and non-objective abstract painting that characterized Bay Area painting of the time, Weeks instead
chose to depict aspects of American life in a different light. Jazz musicians, cloudy nightclubs, and sailing races
filled Weeks monumental canvases, forever freezing these action-filled moments in paint. From the sixties
onward Weeks also worked as an educator at the University of California and Boston University.

James Weeks
b.1922, United States
Bassoonist (1980)
Pencil on paper
11 x 8 1/2 inches
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James Weeks, born in 1922, was an important figure in the Bay Area figurative painter tradition, with
contemporaries such as Richard Diebenkorn, Elmer Bischoff, and David Park. Diverging from the placid sunny
landscapes and non-objective abstract painting that characterized Bay Area painting of the time, Weeks instead
chose to depict aspects of American life in a different light. Jazz musicians, cloudy nightclubs, and sailing races
filled Weeks monumental canvases, forever freezing these action-filled moments in paint. From the sixties
onward Weeks also worked as an educator at the University of California and Boston University.

James Weeks
b.1922, United States
Violinist (1983)
Pencil on paper
11 x 8 1/2 inches
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James Welling has a long-standing interest in pushing the technical and conceptual boundaries of photography.
His practice takes photographic norms or the representational field itself as its subject and, through material or
digital manipulations, Welling investigates abstraction, turning everyday space or mundane objects into
something uncanny but poetic.

#17 Pink is a photogram, a photographic image produced without the use of a camera. Here, the artist placed
plumbago blossoms on a sheet of eight-by-ten-inch film and exposed it to light. The negative was then projected
onto Kodak Metallic Endura paper through a color mural enlarger and cooler filters to produce the multicolored
print. Similar techniques were used to produce Stowe (2006), an ambiguous work that refers to the American
writer Harriet Beecher Stowe. Folded and curled, the fabric reveals an obdurate materiality through the density
and thickness of the color and the texture. Welling’s unique processes continuously challenge the criteria and
reception of abstract photography.

James Welling
b.1951, United States
#17 Pink (2005)
Chromogenic print
33.5H x 26.5W inches; framed: 42H x 35W
inches
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James Welling has a long-standing interest in pushing the technical and conceptual boundaries of photography.
His practice takes photographic norms or the representational field itself as its subject and, through material or
digital manipulations, Welling investigates abstraction, turning everyday space or mundane objects into
something uncanny but poetic.

Welling employs simple materials like crumpled aluminum foil, wrinkled fabric and pastry dough and directly
exposes them as photograms, playing with the image in the process of revealing it. Although Welling’s approach
to photography is more conceptually oriented than poetic, the resulting image in Stowe (a direct photogram of a
crumpled piece of cloth) somehow resembles a curtain, perhaps suggesting that an artificial even fictive
component in photographic representation. While the curtain might echo other imagery, Welling’s approach is
not allegorical but rather abstract in a way that reinforces the materiality of the object.

James Welling
b.1951, United States
Stowe (2006)
Chromogenic print
39.75H x 33.75W inches framed
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James T. Hong is an Asian-American filmmaker and artist whose works focus on controversial race and class
issues, and historical conflicts in Asia. His film, 731: Two Versions of Hell (2007), was awarded the Best World
Documentary Award at the Jihlava International Festival in 2007. Other film productions include Lessons of the
Blood (2010) and The Turner Film Diaries (2012). Past exhibitions and projects include The Starry Heavens Above
and the Moral Law Within, TheCube, Taiwan, in 2015; Welcome to the Artist Home! Artist Home Base Finale
Exhibition 2012-2014, Hong Kong Arts Centre, Hong Kong, and Islands Off the Shores of Asia, Para Site and
Spring Workshop, Hong Kong, in 2014.

Taiwan WMD (Taiwan and Weapons of Mass Destruction) is part of a long-term research started in early 2010 on
the history and aftermath effects of Japanese biological and chemical warfare in China during WWII, as well as
the unknown history of Taiwan’s nuclear program. T. Hong’s research is not only an effort to revisit a dark time
that complicates certain histories, but more importantly an investigation of how violence is enacted in the name
of rationality.

James T Hong
b.1970, United States
Taiwan WMD - Uranium (2012)
Approximately 30 grams of unenriched
uranium ore in jar
11.5 x 18 cm
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Jamian Juliano-Villani
b.1987, United States
Reggae, 2 Fucks (2014)
Acrylic on canvas
16.0 x 16.0 inches / 40.6 x 40.6 cm
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Jason Fulford
b.1973, United States
Mushroom Box (2012)
13 photographs, a special frame and 65 prints
Variable dimensions
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The Los Angeles–based artist Jason Meadows uses found and manufactured objects to craft idiosyncratic
assemblages. Though smart and studied, his constructions are hardly academic. Rich in character development,
narrative, and humor, they suggest a position of critical kinship with comics, cartoons, and Hollywood films.

Titled after Truman Capote’s protagonist famously played by Audrey Hepburn in the film Breakfast at Tiffany’s
(1961), Holly Golightly (2011) captures the essence of the character: seductive and bold, mysterious and capricious.
Though tied to the ceiling by a chain, the suggested figure is literally light on her feet, with a pointed boot
hovering just above the gallery floor. Non-parallel lines and inconsistent angles lend the sculpture a sense of airy
haphazardness. Though seemingly a jumble, the found pipes and slices of metal never fail to align in formally
pleasing arrangements, mimicking the character’s frivolous, seemingly accidental elegance.

Jason Meadows
b.1972, United States
Holly Golightly (2011)
Brass, aluminum, steel, paint, chain, metal
hardware, plastic die
90H x 24W inches
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Jason Meadows’s sculptures and installations transform found and manufactured objects into humorous
situations by means of contextual changes. Where sculpture in Southern California was long dominated by the
polished forms and industrial materials of “Finish Fetish,” Meadows’s work represents a recent anti-academic
tendency to create idiosyncratic, abstract assemblages from readymade and repurposed elements.

The Striation Scrap Lamps (vertical and horizontal) although functioning as utilitarian objects also represent Jason
Meadows’s interest in a certain kind of crafted sculpture. In fact, one could go as far as to say that these pieces
connect with different lines running through the 101 collection: they combine both the appropriation of found
materials that responds to a very common practice in certain forms of West Coast avant-garde with an interest in
the intersection of art and design (something that is present to a certain extent in more slick, design-oriented
pieces such as Chadwick Rantanen’s Telescopic Poles for example).

Jason Meadows
b.1972, United States
Horizontal Striation Scrap Lamp (2009)
Wood, paint, lamp hardware
35.25H x 4.25W inches
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Jason Meadows’s sculptures and installations transform found and manufactured objects into humorous
situations by means of contextual changes. Where sculpture in Southern California was long dominated by the
polished forms and industrial materials of “Finish Fetish,” Meadows’s work represents a recent anti-academic
tendency to create idiosyncratic, abstract assemblages from readymade and repurposed elements.

The Striation Scrap Lamps (vertical and horizontal) although functioning as utilitarian objects also represent Jason
Meadows’s interest in a certain kind of crafted sculpture. In fact, one could go as far as to say that these pieces
connect with different lines running through the 101 collection: they combine both the appropriation of found
materials that responds to a very common practice in certain forms of West Coast avant-garde with an interest in
the intersection of art and design (something that is present to a certain extent in more slick, design-oriented
pieces such as Chadwick Rantanen’s Telescopic Poles for example).

Jason Meadows
b.1972, United States
Vertical Striation Scrap Lamp (2009)
Wood, paint, lamp hardware
35.25H x 4.25W inches
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The Los Angeles–based artist Jason Meadows uses found and manufactured objects to craft idiosyncratic
assemblages. Though smart and studied, his constructions are hardly academic. Rich in character development,
narrative, and humor, they suggest a position of critical kinship with comics, cartoons, and Hollywood films.

Jason Meadows’s Do Not Pass Go (2011) depicts Richie Rich, “the poor little rich boy” of the 1950s comic strip. As
his steel outline gleefully makes off with a bag of money and a stack of bills, another icon of affluent America,
Uncle Pennybags (otherwise known as the Monopoly Man), is crushed underfoot between two heavy blocks.
Behind them lies a broken piggy bank, depicted upside down with eyes X-ed out. The scene represents the
collision of two fictional worlds—both geared toward children—in which being well moneyed is assumed to be a
universal aspiration. With the free market unleashed, these two nostalgic, seemingly innocuous figures are made
to compete against one another in a confrontation that begins to read as sinister.

Jason   Meadows
b.1972, United States
Do Not Pass Go (2011)
Steel, wood, paint, and hardware
57H x 49W x 56D inches



KADIST

Javid Soriano
b., United States
Factotum of the city (2013)
HD video
15 minutes
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Javier Castro
b.1984, Havana
Negro sobre Nego (Black on black) (2008)
Single channel video
30 seconds
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Javier Castro
b.1984, Havana
White on White (2014)
Single channel video
45 seconds
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Javier Rodriguez’s Going Round and Round in a Line ST (12m) is a sculptural composition made of the simplest
materials—a single tape measure and metal rivets. The rivets lock the tape measure in its contorted shape,
bending in angles to create a geometric abstraction. The piece hangs simply from the ceiling, at times rotating
around, its shape changing with our point of view. Leveraging this simple workman’s materials, Rodriguez’s
work transforms the utilitarian object, rendering it simultaneously less useful and more valuable than it had
been.

Javier  Rodríguez
b.1980, México
Going Round and Round in a Line ST (12m)
(2013)
Tape measure and rivets
Variable dimensions
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Shot on 35mm in two simply framed shots, Jazmín López’s Juego Vivo captures children at play, mixing
imagination, reality, innocence, and violence. Set within a lush, green forest, we see first several children come
into the frame, walking towards us, as a disembodied voice counts off “Tres...cuatro...cinco…” A game of hide-
and-seek is at hand, and sounds of the girl counting are met with scattering children. In the first shot, while
everyone else disperses, one boy advances steadily toward the camera, holding a scavanged stick in his hands,
wielding it like a gun. He takes aim and makes a shooting noise; then, the camera reverses. The soundtrack
repeats, as the girl, now in the frame, recites her counting. “Tres...cuatro...cinco...seis…” At the sound of the fake
gunshot, a wound appears on the girl’s belly, and she falls, heavily, into the green growth of the forest.

Jazmín López
b.1984, Argentina
Juego Vivo (2008)
Video from 35mm
2 minutes
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After training in literature and working in advertising, Jean-Luc Moulène became known in the 1990s for his
'documentary' photographic practice. His images could be considered as studies of natural and cultural
phenomena; the Objets de grève (Strike objects) series (1999) documents objects made in factories during social
protests. Moulène uses the codes of media images and diverts them to liberate the gaze and produce a new
imaginary. This poetic tactic is manifest in the series called Disjonctions, in which Moulène photographs still
lives, portraits, daily urban scenes. The notion of disjunction, which can be interpreted in the grammatical sense
('or', 'either... either...') or in terms of logic (an alternative in a dilemma), is manifest in the image by the disunity
of the elements in the composition. The artist is not just a photographer, he increasingly creates relations with
drawing, sculpture, objects, texts and newspapers. His works tend towards evocation rather than fixed meaning,
inviting the spectators to invent their own tales in this “community of storytellers and translators” (Jacques
Rancière, The Emancipated Spectator).

Jean-Luc Moulène
b.1955, France
Choux, Fenautrigues, Lot, Fr. Janvier 2003 (2012)
Bromide on dibond, framed
144.5H x 144.5W x 6D cm (framed)
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Jedediah Caesar is more interested in the materials and the process of making a work than in the actual final
aesthetic product. Most of the time he begins with a collection of found objects, which he encases in resin, often
using cardboard boxes as a molds. The resulting casts are then cut into blocks, flat slices and other shapes—
cross-sections of the original objects that nullify their original function and form and transform them into a new
kind of material. While the resulting geometric sculptures and the industrial process involved in making them
may recall minimalist practices from the 1960s, Caesar’s “metaphorical rebirth” of the materials also gives them a
strong, expressive abstract character

For Untitled, Caesar encased recycled objects such as scraps of plywood, paper or cloth in resin and then cut and
reassembled the pieces into abstract forms. This technical rework allows for a clinical inspection of the material
contents of the piece and the resulting slanted industrial monolith echoes minimalist sculpture, although with a
different expressive texture. Indeed, Untitled can be seen as a contemporary pyramid with a painterly surface. Its
transparency reveals that the base and the top have been created out of a single cast piece cleanly bisected into
two fragments which were subsequently placed—as if in a mirror—so that both sides of the split are visible.

Jedediah Caesar
b.1973, United States
Untitled (2009)
Mixed-media
58H x 18W inches
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Jedediah Caesar is more interested in the materials and the process of making a work than in the actual final
aesthetic product. Most of the time he begins with a collection of found objects, which he encases in resin, often
using cardboard boxes as a molds. The resulting casts are then cut into blocks, flat slices and other shapes—
cross-sections of the original objects that nullify their original function and form and transform them into a new
kind of material. While the resulting geometric sculptures and the industrial process involved in making them
may recall minimalist practices from the 1960s, Caesar’s “metaphorical rebirth” of the materials also gives them a
strong, expressive abstract character.

After being cast, the resulting resin block used in JCA-25-SC was cut into thin slices obtaining a series of
rectangular shapes that resemble ceramic tiles. Usually displayed in grid against the wall or in a corner, the
viewer is able to follow the sequence of cross sections to visually recreate the work’s genesis. In this way,
Caesar’s pieces embody an interesting x-ray or archaeology of the artistic process itself.

Jedediah Caesar
b.1973, United States
JCA-25-SC (2010)
Resin, 20 panels
10.8H x 11.8W x 1/2D inches each panel
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Jeff Burton received his MFA from the California Institute of the Arts in 1989. He mediates intimacy by
photographing it. His experience as a photographer on adult film sets and fashion photography influence his
subject matter. Rather than working within the Western cultural visual hierarchy, he brings pornography,
fashion, and fine art together, holding them in tension.

Negligee (2013) serves as an example of this tension, with its artful angle and play with shadow and light upon
the sensual subject, rendering the image ambiguous. Like much of Burton’s work, Negligee reflects both his
experience as a commercial photographer and his interest in the voyeurism, desire, vulnerability, and power of
the photographic act.

Jeff Burton
b.1963, United States
Negligee (2013)
Hand-coated pigment print
40H x 26W inches
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Internationally renowned photoconceptualist Jeff Wall is famous for his large-format lightboxes whose subject
matter ranges from figurative portraiture to urban environment to mundane objects to elaborately constructed
scenes. Hovering between documentary realism and fictional storytelling, and between photographs and films,
Wall’s works are experienced rather than looked at.

As suggested by its title, Pipe Opening (2002) depicts a hole in a wood wall exposed by the removal of a pipe. In
contrast to his signature immense tableaux, Pipe Opening is a direct but modest document of a “real” scene that
Wall “encountered by chance” in daily life. However factual, the image indicates certain enigmatic significance,
allowing multiple interpretations. Wall encourages the viewer to engage with the scenario to imagine the before
and the after of the moment. Compared to his earlier work, Wall’s photographs appear to be straight-up
snapshots, exhibiting less manipulative details. The fictional details are not conveyed through obvious
arrangements but due to the very nature of photographs: What they record is always an incomplete view of the
world.

Jeff Wall
b.1946, Canada
Pipe Opening (2002)
Transparency in light box
13H x 16.3W inches
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Internationally renowned photoconceptualist Jeff Wall is famous for his large-format lightboxes whose subject
matter ranges from figurative portraiture to urban environment to mundane objects to elaborately constructed
scenes. Hovering between documentary realism and fictional storytelling, and between photographs and films,
Wall’s works are experienced rather than looked at.

Jeff Wall
b.1946, Canada
Changing Room (2014)
Inkjet print
78 3/8H x 42 15/16W inches (199.1 x 109 cm)
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Jeff Burton received his MFA from the California Institute of the Arts in 1989. He mediates intimacy by
photographing it. His experience as a photographer on adult film sets and fashion photography influence his
subject matter. Rather than working within the Western cultural visual hierarchy, he brings pornography,
fashion, and fine art together, holding them in tension.

In Eniko Mihalik (2012), the camera captures a glimpse of the eponymous Hungarian model as seen through a
rearview mirror. They are both two examples of the artist’s many enigmatic photographs of models, actors,
musicians, and other powerful figures rooted in the celebrity-driven culture of Los Angeles. Catching a glimpse
of the model, the viewer enters into the world of the celebrity. This photograph makes us question what are we
are looking at (and why we are present in) this seemingly ordinary situation. Burton employs soft light to
emphasize the woman’s ideal beauty while problematizing the situation that affords the viewer this peek into
her life. Like much of Burton’s work, Eniko Mihalik reflects both his experience as a commercial photographer
and his interest in the voyeurism, desire, vulnerability, and power of the photographic act.

Jeff  Burton
b.1963, United States
Eniko Mihalik (2012)
Hand-coated pigment print
40H x 30.5W inches
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Jeffrey Vallance’s multidisciplinary work often is based on interactions with people and organizations, and can
take such forms as surreptitiously replacing light sockets in art museums and exchanging neckties with world
political leaders through the mail. Vallance also makes more traditional objects that draw on specific cultural
vocabularies, both American and foreign.

Vallance’s Rocket is a vibrant picture in which masses of color and collage coalesce into a central vehicle, yet the
whole surface seems lit with the roar of space travel. This varied use of media has enabled the artist to bring all
of the life, energy, and objects he works with into a single image.

Jeffrey Vallance
b.1955, United States
Rocket (1978)
Mixed Media
17.75H x 23.5W inches
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The Seattle-based sculptor Jeffry Mitchell creates cartoonlike creatures from low-fire earthenware. Their
sympathetic expressions and modest size, combined with Mitchell’s style of globular, additive assembly, makes
them seem accessible and charming, as if they want to be held. They are reminiscent of characters from Peanuts
or The Flintstones, but they also draw on art historical tropes as potent and ancient as sex and religion. Beneath
their unassuming facades they harbor a generous heap of musing, tongue-in-cheek critique.

In Man and Pet (2012), two benign ceramic figures smile sweetly upward. The man wraps his small companion in
a hug, his arms extending in round arcs all the way to his feet. Though the expressions are strikingly similar—
suggestive of Rockwellian Americana—the pet seems somewhat more genial and familiarly fuzzy than its
owner, whose saurian pupils lend his face a reptilian air that belies his warm grin.

Jeffry Mitchell
b.1958, United States
Man and Pet (2012)
Glazed earthenware
9.5H x 4.5W x 5D inches
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The Seattle-based sculptor Jeffry Mitchell creates cartoonlike creatures from low-fire earthenware. Their
sympathetic expressions and modest size, combined with Mitchell’s style of globular, additive assembly, makes
them seem accessible and charming, as if they want to be held. They are reminiscent of characters from Peanuts
or The Flintstones, but they also draw on art historical tropes as potent and ancient as sex and religion. Beneath
their unassuming facades they harbor a generous heap of musing, tongue-in-cheek critique.

Poised with tool in hand, Jeffry Mitchell’s The Carpenter (2012) reaches forward, toward his workbench. It is
difficult to tell whether the work represents just any carpenter or Christ, the most famous member of the
profession and the subject of innumerable parables and artworks. His stilted pose is not too Messianic; drips of
ochre glaze render his handiwork and hammer equally soft. Woodshop, table, man, and floor are lacquered
together, spilling into one another and freezing the protagonist vulnerably in place.

Jeffry Mitchell
b.1958, United States
The Carpenter (2012)
Glazed earthenware
7.25H x 11.25W x 6.25D inches
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The Seattle-based sculptor Jeffry Mitchell creates cartoonlike creatures from low-fire earthenware. Their
sympathetic expressions and modest size, combined with Mitchell’s style of globular, additive assembly, makes
them seem accessible and charming, as if they want to be held. They are reminiscent of characters from Peanuts
or The Flintstones, but they also draw on art historical tropes as potent and ancient as sex and religion. Beneath
their unassuming facades they harbor a generous heap of musing, tongue-in-cheek critique.

Though the title might suggest an Adonis, Jeffry Mitchell’s The Swimmer (2012) is a squat, jolly man with a
protuberant belly. The stocky figure lets his arm drop to his side, towel dripping on the ground. Mitchell’s
umber-toned glaze makes everything look earthy and wet, primordial and warm.

Jeffry Mitchell
b.1958, United States
The Swimmer (2012)
Glazed earthenware
7.75H x 13W x 4.75D inches
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Jennifer Allora and Guillermo Calzadilla comprise the artistic duo Allora & Calzadilla. Their work often takes
the form of performances, installations, and sound pieces that refer to sociopolitical phenomena and history.
Forms from these spheres of life—an overturned tank, a treadmill, a piano—are displaced and spliced together in
new configurations, often with performers or viewers engaging with these material segments of the world.

Intermission (Halloween Iraq IV) is a large print that depicts U.S. soldiers in Iraq celebrating Halloween. They ride
donkeys—apparently playing polo—while wearing masks that simultaneously familiarize the soldiers, through
the recognition of a common holiday, and distance them, through the obscuring of their faces. Its means of
reproduction—a woodblock print—further amplifies the distance between the event and its presentation, as well
as the engagement of the artists.

Jennifer Allora and Guillermo Calzadilla
b.1974 and 1971, United States and Cuba
Intermission (Halloween Iraq IV) (2010)
Hand made print from wood template (ink on
muslin)
304.8H x 426.27W cm (120 x 168 inches)
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Jennifer Bornstein’s works range from performance, conceptual photography, film, drawing, and etchings to
curatorial practice. By foregrounding the self-constructed nature of narrative and subjectivity, Bornstein’s
practice is a constant rethinking of relations, both social and historical—but not so much in terms of negation and
rupture, but rather connection, mutuality, and reintegration.

Collectors’ Favorites is an episode of local cable program from the mid-1990s in which ordinary people were
invited to present their personal collections—a concept that in many ways anticipates current reality TV shows
and internet videos. When it comes her turn to “perform,” Bornstein displays mundane and disposable—but
elaborately archived or framed—consumer objects such as coffee lids, plastic straws, candy wrappers, and
product labels. Through the medium of public broadcasting, then, she makes visual the frequently overlooked
but massive cultural penetration of advertising, and its proliferation of “throwaway culture” via images. Further,
Bornstein suggests that within a massive and mercurial social network that often places value arbitrarily, any
worthless mass-market products can be turned into coveted objects via absurd relations and vice versa.

Jennifer Bornstein
b.1970, United States
Collectors’ Favorites (1994)
Video
21 minutes



KADIST

Working in video and installation-based performance, Jennifer Locke stages physically intense actions in relation
to the camera and specific architecture in order to explore the unstable nature of artist/model/camera/audience
hierarchies. These actions focus on cycles of physicality and visibility, and draw from her experiences as a
professional dominatrix, champion submission wrestler, and artist’s model. Locke often creates a separation
between her live actions and the audience through the use of material barriers, live video feeds, multiple camera
perspectives, wireless microphones, and mini-cameras. These audio-visual reiterations produce a ripple effect,
flattening, repeating, echoing, amplifying, and displacing the action by turning it —as well as the audience
performing its own spectatorship— into an image of itself.

Choke documents the artist filming a wrestler “choking out” his teammate until he is unconscious. This closed
circuit of dominance and submission between two powerful men, is echoed by the closed circuit of the video
through which the viewer takes on the role of voyeur. The artist’s presence in the piece not only calls attention to
its staging, but inverts the traditional power dynamic of the “male gaze” and gender roles.

Jennifer Locke
b., United States
Choke (2005)
Single-channel video
2:53 minutes
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Jennifer West is concerned with the everyday: our trivial daily obsessions and material motivations. West’s
16mm film, Dawn Surf Jellybowl approaches the question of what film can and cannot seek to capture—and takes
it to a literal extreme. West’s work is what she calls a “direct film.” Exposing the film negatives to a myriad of
liquids, materials, and manipulations (among them Tecate, sunscreen, the ocean surf, and a shark’s tooth), West’s
film seeks to imprint the daily, material matter of California surf culture directly onto the surface of the celluloid.

Jennifer   West
b.1966, United States
Dawn Surf Jellybowl (2011)
16mm film negative transferred in high-
definition video, color
08:15 minutes
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Jess
b.1923 - 2004, United States
The Antique Gem (1986)
Printed paper collage
14 1/2H x 22 1/4W inches
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Jess
b.1923 - 2004, United States
Untitled (Disneyland Opens) (1955)
Collage
17 1/2H x 13 3/4W inches (44.5 x 34.9 cm)
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Jesse Mockrin
b.1981, United States
Midnight Circus (2013)
Oil on linen
34H x 23W inches (86.4 x 58.4 cm)
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Jesús Hdez-Güero
b.1983, Cuba
Minutos de odio contra sí mismo (Minutes of hate
against itself) (2014-2015)
Video
1:11 minutes
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Jiang Pengyi is a photographer who observes cities through the lens of his camera. His photographs have a
dispassionate attitude towards the unprecedentedly fast urbanization of China. Through long-term exposure—
sometimes over fifty minutes—and image manipulation, Jiang creates surreal and apocalyptic scenarios that
suggest a disastrous future. For Jiang, skyscrapers are spectacles that evidence the mythologization of modern
urban life. And by virtue of his technical strategies, the illuminated skyscrapers in Illuminant—a hotel, a
government building, a news agency—appear bizarrely alive as if creatures from outer space. Though highly
aesthetic and polished, Jiang’s images trigger an unidentified sense of fear and discomfort.

Unregistered City is a series of eight photographs depicting different scenes of a vacant, apparently post-
apocalyptic city: Some are covered by dust and others are submerged by water. Yet, ambiguous lights blink from
buildings and yachts still sail on the water, and further observation reveals these structures to be miniatures
manipulated by the artist through Photoshop and other postproduction image tools. The model city’s
surroundings are themselves real abandoned spaces, perhaps an empty room, a wait-to-be demolished building,
or a discarded bathtub. In this way, Unregistered City is a double play on a dystopia vision of urbanization: It is
an imagined city built upon the actual ruins of cities and human life. Through a dark and entropic undertone and
estranged urban arrangements, the artist does not just critique, but poses fundamental questions.

Jiang Pengyi
b.1977, China
Unregistered City #1 (2008)
Ultra Giclee
35H x 49W inches
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Jiang Pengyi is a photographer who observes cities through the lens of his camera. His photographs have a
dispassionate attitude towards the unprecedentedly fast urbanization of China. Through long-term exposure—
sometimes over fifty minutes—and image manipulation, Jiang creates surreal and apocalyptic scenarios that
suggest a disastrous future. For Jiang, skyscrapers are spectacles that evidence the mythologization of modern
urban life. And by virtue of his technical strategies, the illuminated skyscrapers in Illuminant—a hotel, a
government building, a news agency—appear bizarrely alive as if creatures from outer space. Though highly
aesthetic and polished, Jiang’s images trigger an unidentified sense of fear and discomfort.

Unregistered City is a series of eight photographs depicting different scenes of a vacant, apparently post-
apocalyptic city: Some are covered by dust and others are submerged by water. Yet, ambiguous lights blink from
buildings and yachts still sail on the water, and further observation reveals these structures to be miniatures
manipulated by the artist through Photoshop and other postproduction image tools. The model city’s
surroundings are themselves real abandoned spaces, perhaps an empty room, a wait-to-be demolished building,
or a discarded bathtub. In this way, Unregistered City is a double play on a dystopia vision of urbanization: It is
an imagined city built upon the actual ruins of cities and human life. Through a dark and entropic undertone and
estranged urban arrangements, the artist does not just critique, but poses fundamental questions.

Jiang Pengyi
b.1977, China
Unregistered City #2 (2009)
Ultra Giclee
90H x 125W cm
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Jiang Pengyi is a photographer who observes cities through the lens of his camera. His photographs have a
dispassionate attitude towards the unprecedentedly fast urbanization of China. Through long-term exposure—
sometimes over fifty minutes—and image manipulation, Jiang creates surreal and apocalyptic scenarios that
suggest a disastrous future. For Jiang, skyscrapers are spectacles that evidence the mythologization of modern
urban life. And by virtue of his technical strategies, the illuminated skyscrapers in Illuminant—a hotel, a
government building, a news agency—appear bizarrely alive as if creatures from outer space. Though highly
aesthetic and polished, Jiang’s images trigger an unidentified sense of fear and discomfort.

Unregistered City is a series of eight photographs depicting different scenes of a vacant, apparently post-
apocalyptic city: Some are covered by dust and others are submerged by water. Yet, ambiguous lights blink from
buildings and yachts still sail on the water, and further observation reveals these structures to be miniatures
manipulated by the artist through Photoshop and other postproduction image tools. The model city’s
surroundings are themselves real abandoned spaces, perhaps an empty room, a wait-to-be demolished building,
or a discarded bathtub. In this way, Unregistered City is a double play on a dystopia vision of urbanization: It is
an imagined city built upon the actual ruins of cities and human life. Through a dark and entropic undertone and
estranged urban arrangements, the artist does not just critique, but poses fundamental questions.

Jiang Pengyi
b.1977, China
Unregistered City #7 (2010)
Ultra Giclee
90H x 125W cm
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Jiang Zhi represents a generation of artists whose practice developed against the backdrop of experimental art in
China in the 1990s, during which a series of social and cultural transformation occurred in the country. His work
actively deals with issues such as body, gender, identity, consumerism, conflict, fear, power, and temporality,
and often involves recent social events. Jiang attended the China Academy of Art and has long been engaged
with writing and video art. From 1995 to 2005, Jiang was also an active journalist, which had him on the
frontlines of his country’s the social transformation, and all of his experiences have deeply influenced the
language and context of his practice. Constantly positioning himself at the intersection between brutal reality
and poetic imagination, Jiang’s works presents a complex trajectory of the artist’s everyday life and society at
large.

In the video installation Tremble, Jiang projected the life-size images of seven naked men and women onto seven
individual screens. Each person displays a different facial expression and body position such as reading a book,
arms open for a hug, holding a knife, raising a fist to take an oath.  Each gesture reflects some essential social
aspect of everyday life: hugging is about caring, taking oath has to do with politics, reading relates to acquiring
knowledge, and raising a knife indicates violence. As a result of a hidden vibration machine, the images’
projection screens oscillate vigorously and the contradiction between the shaking screens and the static human
figures creates an absurd effect. Through this imposed trembling, Jiang suggests the invisible power that controls
modern human behavior. These seemly “out-of-control” actions are often ironically conceived as the most
adaptable and mutually-agreed upon tenets of social activity.

 https://vimeo.com/192053832

Jiang Zhi
b.1971, China
Tremble (2009)
7-channel video installation
6 minutes
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Jiang Zhi represents a generation of artists whose practice developed against the backdrop of experimental art in
China in the 1990s, during which a series of social and cultural transformation occurred in the country. His work
actively deals with issues such as body, gender, identity, consumerism, conflict, fear, power, and temporality,
and often involves recent social events. Jiang attended the China Academy of Art and has long been engaged
with writing and video art. From 1995 to 2005, Jiang was also an active journalist, which had him on the
frontlines of his country’s the social transformation, and all of his experiences have deeply influenced the
language and context of his practice. Constantly positioning himself at the intersection between brutal reality
and poetic imagination, Jiang’s works presents a complex trajectory of the artist’s everyday life and society at
large.

Jiang Zhi
b.1971, China
5 (2012)
3-channel video installation
37:25 minutes
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Born in Sichuan Province, China in 1958, Wang Jianwei was trained as a painter at the Zhejiang Academy of Fine
Arts (current China Academy of Fine Arts) in Hangzhou. Despite displaying technical virtuosity as a painter,
Wang chose a working method that combines video, film and theater. Interested in combining the mundane, the
historical, and the mythological, Wang’s works range from depicting the “plight of peasants occupying an
abandoned housing project in Sichuan Province to films of post-1949 China during the height of Communist
fervor and stories from the Tang Dynasty.” Particularly, poignant is the cognitive dissonance formed between
presentations of the past and present in Wang’s work.

In Dilemma: Three Way Fork in the Road, Wang references Peking opera in a re-interpretation of traditional text.
The performance begins with two broad-knife-wielding characters circling each other in conventional operatic
steps. Oblivious to the presence of these two on stage, additional characters, in a mix of period costume and
contemporary dress, enter the stage in increasing droves to consume a various of foods laid out on a table until
they collapse and pile on top of each other. Invoking the traditional Chinese theatrical trope of a “three-way fork
in the road,” the piece ruminates on the representation of the visible and the invisible and the simultaneity of
past and present as critical reflection on the shortcomings of both antiquarianism and technocratic modernity.

 https://vimeo.com/192019871

Jianwei Wang
b.1958, China
Dilemma, three way of fork in the road (2007)
Video
10 minutes
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Jin Shan is a Shanghai-based installation artist who uses humor, satire, and play to comment upon social and
political power dynamics within contemporary China. He bases many of his works upon cultural symbols
revered as the masterpieces of civilization from the Classical and Renaissance eras in order to deconstruct their
ideals and expose the dynamics of power, ethics, and belief they maintain.

Retired Pillar represents the death and deterioration of legacy of colonial Shanghai. The silicon Corinthian column
lays horizontal upon its pedestal, inflating and deflating in the rhythm of difficult breathing, as if exhausted by
its lifelong labor. Shan comments on the deterioration of the influence of French colonialism within Shanghai as
well as the adoption of Western forms of architectural decoration as symbols of wealth and power.

Jin Shan
b.1977, China
Retired pilar (2010)
Silicone, fan, plastic base
140L x 60D x 40H cm
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Physical and mental exploration have been founding elements in Joachim Koester's research for several years.
While exploration was mainly a matter of geography during the 19th century, the 20th century brought the
mental exploration of our unconscious, triggered by the discovery of psychoanalysis. Koester is interested in
documenting minor events, forgotten by History, in order to reintroduce them into collective memory. Using
16mm documentary films, photographic series or books, his work transforms stories into images and vice versa,
appearing as a quest for the invisible and the vanishing.

Joachim Koester
b.1962, Denmark
HOWE (2013)
16 mm film installation
4:23 minutes
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Physical and mental exploration have been founding elements in Joachim Koester's research for several years.
While exploration was mainly a matter of geography during the 19th century, the 20th century brought the
mental exploration of our unconscious, triggered by the discovery of psychoanalysis. Koester is interested in
documenting minor events, forgotten by History, in order to reintroduce them into collective memory. Using
16mm documentary films, photographic series or books, his work transforms stories into images and vice versa,
appearing as a quest for the invisible and the vanishing.

Joachim Koester
b.1962, Denmark
The Magic Mirror of John Dee (2006)
Silver gelatin print
25.5 x 33.5 cm
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Joao Maria Gusmao and Pedro Paiva
b.1979 and 1977, Portugal
Shisa Dog and Chicken (2015)
16mm film, colour, no sound
2:50 minutes
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Joe Biel
b.1966, United States
Head in Hands (2007)
Graphite on paper
11H x 8.5W inches
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Johanna Calle’s drawings use pre-existing systems to explore issues of built space, cultural identity, and
language. Her work often departs from common lines of handwriting, altering them with energy and pattern.
The practice of drawing is considered expansively in Calle’s work, as she inserts stitching, metal, and even,
returning to her background as a painter, the covering capacity of paint.

Calle’s drawings all inhabit received forms but alter them to call attention to specific qualities. A newspaper is
both reproduced and modified to call attention to the newspaper as a means of information transmission. This
also emphasizes the effect of various seemingly unimportant support mechanisms: the role of visual layout and
images. In other drawings Calle explores systems: the unfurling of suburban streets, resembling text and the
veins on a leaf. These congruences point to the unity of Calle’s thematic interests: the circulation of information,
human energies, and lives.

Johanna Calle
b.1965, Colombia
Suburbia 1 (2008)
Pen and ink on paper
45H x 40W cm
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Johanna Calle’s drawings use pre-existing systems to explore issues of built space, cultural identity, and
language. Her work often departs from common lines of handwriting, altering them with energy and pattern.
The practice of drawing is considered expansively in Calle’s work, as she inserts stitching, metal, and even,
returning to her background as a painter, the covering capacity of paint.

Johanna Calle’s Abece “K” (2011) is part of a series of drawings (compiled into an artist book called Abece) based
on the alphabet. There is a drawing for each letter, in which the letter is repeated over and again in various
directions and scales, thereby demonstrating how a symbol can be reoriented without changing its linguistic
meaning. Here, the letter K is outlined and surrounded by a dense and varied field of other Ks.

Johanna Calle
b.1965, Colombia
Abece “K” (2011)
Limited edition book and print
15H x 11.5W x 2D inches
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Johanna Calle’s drawings use pre-existing systems to explore issues of built space, cultural identity, and
language. Her work often departs from common lines of handwriting, altering them with energy and pattern.
The practice of drawing is considered expansively in Calle’s work, as she inserts stitching, metal, and even,
returning to her background as a painter, the covering capacity of paint.

Calle’s drawings all inhabit received forms but alter them to call attention to specific qualities. A newspaper is
both reproduced and modified to call attention to the newspaper as a means of information transmission. This
also emphasizes the effect of various seemingly unimportant support mechanisms: the role of visual layout and
images. In other drawings Calle explores systems: the unfurling of suburban streets, resembling text and the
veins on a leaf. These congruences point to the unity of Calle’s thematic interests: the circulation of information,
human energies, and lives.

Johanna Calle
b.1965, Colombia
Espinca bifida #3 (2003)
Pen and ink on paper
31.6H x 28.2W cm



KADIST

Johanna Calle’s drawings use pre-existing systems to explore issues of built space, cultural identity, and
language. Her work often departs from common lines of handwriting, altering them with energy and pattern.
The practice of drawing is considered expansively in Calle’s work, as she inserts stitching, metal, and even,
returning to her background as a painter, the covering capacity of paint.

Calle’s drawings all inhabit received forms but alter them to call attention to specific qualities. A newspaper is
both reproduced and modified to call attention to the newspaper as a means of information transmission. This
also emphasizes the effect of various seemingly unimportant support mechanisms: the role of visual layout and
images. In other drawings Calle explores systems: the unfurling of suburban streets, resembling text and the
veins on a leaf. These congruences point to the unity of Calle’s thematic interests: the circulation of information,
human energies, and lives.

Johanna Calle
b.1965, Colombia
Laconista7 (2005-2007)
Pen and ink on paper
64H x 72H cm
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John Baldessari is one of the most influential contemporary artists by virtue of his own conceptual practice and
as teacher at CalArts, where he founded the “post-studio” movement in 1971. Baldessari’s work has assumed
various forms for more than three decades, including photography, painting, conceptual gestures, video, books,
prints, objects, and installations.

Arms & Legs (Specif. Elbows & Knees), etc.: Arm (with Bottle) belongs to Baldessari’s most recent series of paintings
in which the artist brings together photographic, painted, and three-dimensional elements, to juxtapose unlikely
body fragments such as noses and ears, elbows and knees, or eyebrows and foreheads. Humorously playing with
the legacy of Surrealism, these uncanny binary arrangements set up the rest of the body as an interstitial space
and affirm the subjective nature of representation.

John Baldessari
b.1931, United States
Arms & Legs (Specif. Elbows & Knees), etc.: Arm
(with Bottle) (2007)
Three-dimensional archival print
60H x 59.75W inches
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John Baldessari is one of the most influential contemporary artists by virtue of his own conceptual practice and
as teacher at CalArts, where he founded the “post-studio” movement in 1971. Baldessari’s work has assumed
various forms for more than three decades, including photography, painting, conceptual gestures, video, books,
prints, objects, and installations.

In One Must, an image of a pair of scissors, accompanied by the words of work’s title, poses an ominous question
about the relationship between the image and the text. The otherwise banal scissors become suggestively violent
in relation to the text, which was originally the title of a print in Francisco de Goya’s Disasters of War series.
However, Baldessari is less interested in the logical relationships between text and image than he is with the
conceptual leaps that the viewer makes with the limited information provided.

John Baldessari
b.1931, United States
One Must (1997)
Computer print and collage on paper
16.9H x 13.7W inches



KADIST

John Baldessari is one of the most influential contemporary artists by virtue of his own conceptual practice and
as teacher at CalArts, where he founded the “post-studio” movement in 1971. Baldessari’s work has assumed
various forms for more than three decades, including photography, painting, conceptual gestures, video, books,
prints, objects, and installations.

The voids in Baldessari’s painted photographs are simultaneously positive and negative spaces, both additive
and subtractive. In Person with Pillow: Desire, Lust, Fate, a woman’s facial expression is obscured by such void,
leaving only her posture to suggest her emotional state. The two images stacked above the woman can be read as
comic-style thought bubbles, intimating that she has lust, desire, and fate on her mind.

John Baldessari
b.1931, United States
Person with Pillow: Desire, Lust, Fate (1991)
Acrylic paint on black and white and color
photographs in three parts
104.5H x 69.25W inches overall
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Born 1974 in rural Ireland, John Gerrard received a degree in sculpture from the Ruskin School at the University
of Oxford in 1997. He went on to pursued graduate studies at the School of the Art Institute of Chicago and at
Trinity College, Dublin. He has spent twenty years going beyond the artificial look of 3D animation, Gerrard’s
work speaks to the present as well as to the histories of photography, and even to the histories of cinema. For
more than two decades, John Gerrard has produced media work that has harnessed the emergent technologies of
programming languages and gaming engines, and transmuted them into landscapes and portraits of ever
increasing intricacy and autonomy. Gerrard has a small team with whom he creates complex algorithmic
generators of simulated images.

His projects exist as pieces of software. That piece of software needs a powerful machine, such as a gaming-type
of machine. While some of his works are manifested as a projection, others exist as an object, or as an LED wall.
The only place his art cannot exist is online, because his scenes are too dense and too complex to function in that
space at present. The strength of Flag (Thames) lies in its simplicity. It embodies all of the power of his larger
work, but its technical and conceptual complexity are manageable. (The oil spill alludes to his longstanding
interest in addressing the perniciousness of the oil industry.) His work can be described as existing in post-
cinematic, non-linear time, sequences produced and discarded in the time it takes the computer to execute the
complex codes in which they are written. His work both transcends and immortalizes their subjects.

Flag (Thames) 2016 depicts a small section of the Thames River—a spot adjacent to the Westminster in London—
as an algorithmic representation. The color of the river is vividly represented with reflections of buildings along
the riverbank, including Big Ben. At the center of the scene sits a simulated gasoline spill. The depiction
accurately refracts the light and creates a vivid prismatic patch, endlessly shifting in shape over time and
appearing in direct relation to the precise time of day in London. The point-of-view of the camera in the work
circles this changing shape, as Flag (Thames) unfolds over a 365-day solar cycle of night and day. The soft
undulation of the waves animates the scene and gives rise to the title of the work.

John Gerrard
b.1974, Ireland
Flag (Thames) 2016 (2016)
Video simulation
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Upon arriving in the United States, German-born photographer and painter John Gutmann began taking pictures
for several German magazines. This allowed him to extensively document American life in first half of the
twentieth century. Fascinated by the city’s cultural life and, in particular, the jazz music scene, Gutmann settled
in San Francisco in 1933 and remained there for most of the rest of his life.

Gutmann’s photographs Untitled Nob Hill and From the North Tower of the Golden Gate Bridge are some of the
oldest pieces in the Kadist Collection and serve as historical anchors for many of the more recent works.
Distinctly modernist in style, the photos depict two of San Francisco’s most recognizable sites—the affluent
neighborhood of Nob Hill and the iconic Golden Gate Bridge—through extremely estranged angles and balanced
compositions. Moreover, these two images are representative of Gutmann’s work inasmuch as they epitomize
two of the photographer’s visual obsessions: the automobile and the city of San Francisco.

John Gutmann
b.1905-1998, Germany
From the North Tower of the Golden Gate Bridge
San Francisco (1947)
Silver gelatin print
11H x 14W inches
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Upon arriving in the United States, German-born photographer and painter John Gutmann began taking pictures
for several German magazines. This allowed him to extensively document American life in first half of the
twentieth century. Fascinated by the city’s cultural life and, in particular, the jazz music scene, Gutmann settled
in San Francisco in 1933 and remained there for most of the rest of his life.

Gutmann’s photographs Untitled Nob Hill and From the North Tower of the Golden Gate Bridge are some of the
oldest pieces in the Kadist Collection and serve as historical anchors for many of the more recent works.
Distinctly modernist in style, the photos depict two of San Francisco’s most recognizable sites—the affluent
neighborhood of Nob Hill and the iconic Golden Gate Bridge—through extremely estranged angles and balanced
compositions. Moreover, these two images are representative of Gutmann’s work inasmuch as they epitomize
two of the photographer’s visual obsessions: the automobile and the city of San Francisco.

John Gutmann
b.1905-1998, Germany
Nob Hill San Francisco (1938)
Silver gelatin print
11H x 14W inches
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An MFA graduate from UCLA, John Houck works primarily in the medium of photography and specializes in
still-life vignettes. To make his works, Houck arranges an object on a sheet of paper, photographs, and prints it,
then places that print back into a new composition, repeating the process again and again until arriving at an
aggregate image. The layers appear to be digitally altered, but he does not utilize any postproduction
interventions. But Houck is not a purist by any means; he is significantly influenced by his professional
experience as a computer programmer, and his artistic methodology mirrors a kind of algorithmic code. By
referencing a conventional artistic genre through an iterative and contingent process, Houck offers up
photography as a mode of thought.

John Houck’s brown- , sienna- and golden-toned composition, Untitled #185, 65, 535 combinations of a 2x2 grid, 16
colors, features densely packed lines of color moving diagonally across the creased page. Houck uses a series of
self-designed software programs to create these intricate grids of color and line, riffing off of Sol LeWitt, perhaps,
in a digital age. Houck takes the output of these programs and then manipulates them manually, creasing the
pages of the index print, and then re-photographing them. In the end, this series of Aggregates—as the series is
called—presents a synthesis of digital and analogue methods that toy with the 2-dimensional grid that underpins
an entire digital world.

John Houck
b.1977, United States
Untitled #185, 65, 535 combinations of a 2 2 grid,
16 colors (2013)
Creased archival pigment print
30H x 24W inches
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An MFA graduate from UCLA, John Houck works primarily in the medium of photography and specializes in
still-life vignettes. To make his works, Houck arranges an object on a sheet of paper, photographs, and prints it,
then places that print back into a new composition, repeating the process again and again until arriving at an
aggregate image. The layers appear to be digitally altered, but he does not utilize any postproduction
interventions. But Houck is not a purist by any means; he is significantly influenced by his professional
experience as a computer programmer, and his artistic methodology mirrors a kind of algorithmic code. By
referencing a conventional artistic genre through an iterative and contingent process, Houck offers up
photography as a mode of thought.

Baby Shoes, Never Worn is part of photographer John Houck’s series of restrained still-life photographs capturing
objects from his childhood. The image depicts a box, addressed to the artist’s mother, that once contained—it can
be assumed—baby shoes. Houck layers the photograph with multiple exposures, lending an uneasy tripling
effect to the static object. Borrowing his title from Ernest Hemingway’s enigmatic, apocryphal six-word novel
(“For Sale: Baby Shoes, Never Worn”), Houck’s photograph engages the ideal and image of childhood from the
distanced point of view of the camera’s lens.

John Houck
b.1977, United States
Baby Shoes, Never Worn (2013)
Archival pigment print
66.7H x 48.9W cm
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An MFA graduate from UCLA, John Houck works primarily in the medium of photography and specializes in
still-life vignettes. To make his works, Houck arranges an object on a sheet of paper, photographs, and prints it,
then places that print back into a new composition, repeating the process again and again until arriving at an
aggregate image. The layers appear to be digitally altered, but he does not utilize any postproduction
interventions. But Houck is not a purist by any means; he is significantly influenced by his professional
experience as a computer programmer, and his artistic methodology mirrors a kind of algorithmic code. By
referencing a conventional artistic genre through an iterative and contingent process, Houck offers up
photography as a mode of thought.

John Houck’s multi-layered photographic compositions immortalize nostalgic objects from the artist’s childhood,
manipulated in the studio and in post-production into unreal still-life arrangements. Stamp -X, Stamp -Y consists
of a careful collage of uneven scraps of paper. On their versos, these fragments of blue, white, and manila papers
hold the artist’s childhood stamp collection; turned as they are, these shards of envelope become planes of colors
that Houck manipulates in a vaguely grid-like fashion.

John Houck
b.1977, United States
Stamp -X, Stamp -Y (2013)
Archival pigment print
86.7H x 61.3W cm
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An MFA graduate from UCLA, John Houck works primarily in the medium of photography and specializes in
still-life vignettes. To make his works, Houck arranges an object on a sheet of paper, photographs, and prints it,
then places that print back into a new composition, repeating the process again and again until arriving at an
aggregate image. The layers appear to be digitally altered, but he does not utilize any postproduction
interventions. But Houck is not a purist by any means; he is significantly influenced by his professional
experience as a computer programmer, and his artistic methodology mirrors a kind of algorithmic code. By
referencing a conventional artistic genre through an iterative and contingent process, Houck offers up
photography as a mode of thought.

John Houck
b.1977, United States
Untitled #275_06, 2 colors, #FF8F89, #9E7A8F
(2013)
Creased archival pigment print
16.5H x 13W inches
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An MFA graduate from UCLA, John Houck works primarily in the medium of photography and specializes in
still-life vignettes. To make his works, Houck arranges an object on a sheet of paper, photographs, and prints it,
then places that print back into a new composition, repeating the process again and again until arriving at an
aggregate image. The layers appear to be digitally altered, but he does not utilize any postproduction
interventions. But Houck is not a purist by any means; he is significantly influenced by his professional
experience as a computer programmer, and his artistic methodology mirrors a kind of algorithmic code. By
referencing a conventional artistic genre through an iterative and contingent process, Houck offers up
photography as a mode of thought.

John Houck
b.1977, United States
Peg and Jon (2013)
C-print
22W x 27H inches
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An MFA graduate from UCLA, John Houck works primarily in the medium of photography and specializes in
still-life vignettes. To make his works, Houck arranges an object on a sheet of paper, photographs, and prints it,
then places that print back into a new composition, repeating the process again and again until arriving at an
aggregate image. The layers appear to be digitally altered, but he does not utilize any postproduction
interventions. But Houck is not a purist by any means; he is significantly influenced by his professional
experience as a computer programmer, and his artistic methodology mirrors a kind of algorithmic code. By
referencing a conventional artistic genre through an iterative and contingent process, Houck offers up
photography as a mode of thought.

John Houck
b.1977, United States
Untitled #242, 104, 975 combinations of a 2x2
grid, 18 colors (2013)
Creased archival pigment print
76,2 x 61 cm (30 x 24 inches)



KADIST

Born in Berkeley and educated at California College of the Arts, John McCracken was a pioneer of American
Minimalism and is often associated with the Light and Space movement. His plank pieces—high-gloss,
lacquered, monochromatic monoliths that lean against the wall—defy the boundary between painting and
sculpture, object and viewer. Their bases rest in the observer’s space, and their varnished surfaces reflect the
surrounding environment. Though best known for his bright colors and polished aesthetic, McCracken’s body of
work is diverse, ranging from minimalist sculpture to abstract painting. The work is consistently characterized
by a search for simplicity, beauty, and the sublime.

Though not strictly representational, some objects in Untitled (1962) are recognizable: a flower, an egg, a foot. The
arrows and directional lines suggest movement, but the forms they point to intertwine, prohibiting a
straightforward reading. The shapes are as illustrative as a Rorschach inkblot; in their confounding, simple
indeterminacy, they depict nothing and everything at once.

John McCracken
b.1934-2011, United States
Untitled (1962-2011)
Oil on masonite
8H x 10W inches
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In his characteristic black-and-white gelatin silver prints, San Franicisco-based John Priola adopts the aesthetic of
American modernist photography. He pays particular attention to and emphasizes image surface while at the
same time manipulating light to create dramatic effects.

Priola pays particular attention to otherwise unnoticed details in the cityscape, a quality that not only recurs
throughout his oeuvre, but which also places his work in line with a strong tradition of California documentary
photography. Close-ups and attention to detail reveal something different: a portrait of what is usually discarded
or missing, like unassuming weep holes in Alameda Street or minuscule weeds making their way up through the
pavement in Chestnut Street. But these details are subtle to the point of being conceptual; from afar both images
appear to be monochromes.

John Priola
b.1960, United States
Alameda Street  (2008)
Silver Gelatin Print
5.5H x 4.25W inches
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In his characteristic black-and-white gelatin silver prints, San Franicisco-based J. John Priola adopts the aesthetic
of American modernist photography. He pays particular attention to and emphasizes image surface while at the
same time manipulating light to create dramatic effects.

Priola pays particular attention to otherwise unnoticed details in the cityscape, a quality that not only recurs
throughout his oeuvre, but which also places his work in line with a strong tradition of California documentary
photography. Close-ups and attention to detail reveal something different: a portrait of what is usually discarded
or missing, like unassuming weep holes in Alameda Street or minuscule weeds making their way up through the
pavement in Chestnut Street. But these details are subtle to the point of being conceptual; from afar both images
appear to be monochromes.

John Priola
b.1960, United States
Chestnut Street (2008)
Silver Gelatin Print
5.5H x 4.25W inches
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Inspired by Indonesia’s complex social history, political identity, ideologies, and culture, as well as his training
as a musician, Jompet Kuswidananto makes multimedia installations that often combine video, sound, and
mechanized elements. His research-based practice has its own unique language. Kuswidananto is closely
connected to local communities in Yogyakarta, and many of his projects are realized through in-depth
collaborations.

Third Realm (2011) grew out of the artist’s long-term research of Indonesia’s colonial history and the processes of
modernization and urbanization that have taken place there. Kuswidananto describes the nation as perpetually
in an “in-between” state of transition. Thus he has developed the concept of a third reality, third space, or third
body—an identity specifically for Indonesia that reflects its spatial realities and national character. The uniforms
and horse saddles in the installation are of the type used in festival parades. Instead of directly commenting on
colonial military history, the ghostly and bodiless outfits hauntingly suggest something out of the past. The
addition of video and sound exacerbates this effect. This highly theatrical work not only reenacts traditional
mythology but also foregrounds its unstable nature. It is intended to represent a shifting and changing milieu of
ideas, events, performances, and meanings.

Jompet Kuswidananto
b.1976, Indonesia
Third Realm (2011)
Mixed media
Various dimensions
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For the past eight years, Jonathan Hernández has been developing the ongoing series Vulnerabilia from an
immense bank of images appropriated from different public media, including photographs from newspapers,
postcards, snapshots, or advertisements. Hernández erases any textual information that points to the image’s
original content and context. He then carefully reworks them into collaged compositions—many of which
revolve around scenes of disaster—whose meaning is intentionally ambiguous, and which become a critical
visual encyclopedia of our contemporary world.

In line with Hernández’s interest in catastrophe, Vulnerabilia (choques) is a collection of images of shipwrecks and
Vulnerabilia (naufragios) collects scenes of car crashes. The artist has said that the appropriation of popular
imagery is a way for him to take pictures without a camera and to register the things that happen in the everyday
as visual essays that evidence the fragility of the world.

Jonathan Hernandez
b.1972, Mexico
Vulnerabilia (naufragios) (2008-2010)
Newspaper cuttings on cardboard
39.92H x 33.35W inches
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For the past eight years, Jonathan Hernández has been developing the ongoing series Vulnerabilia from an
immense bank of images appropriated from different public media, including photographs from newspapers,
postcards, snapshots, or advertisements. Hernández erases any textual information that points to the image’s
original content and context. He then carefully reworks them into collaged compositions—many of which
revolve around scenes of disaster—whose meaning is intentionally ambiguous, and which become a critical
visual encyclopedia of our contemporary world.

In line with Hernández’s interest in catastrophe, Vulnerabilia (choques) is a collection of images of shipwrecks and
Vulnerabilia (naufragios) collects scenes of car crashes. The artist has said that the appropriation of popular
imagery is a way for him to take pictures without a camera and to register the things that happen in the everyday
as visual essays that evidence the fragility of the world.

Jonathan Hernandez
b.1972, Mexico
Vulnerabilia (choques) (2008-2010)
Newspaper cuttings on cardboard
37.4H x 28.23W inches
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For the past years, Jonathan Hernández has been developing the ongoing series Vulnerabilia from an immense
bank of images appropriated from different public media, including photographs from newspapers, postcards,
snapshots, or advertisements. Hernández erases any textual information that points to the image’s original
content and context. He then carefully reworks them into collaged compositions—many of which revolve around
scenes of disaster—whose meaning is intentionally ambiguous, and which become a critical visual encyclopedia
of our contemporary world.

The artist has said that the appropriation of popular imagery is a way for him to take pictures without a camera
and to register the things that happen in the everyday as visual essays that evidence the fragility of the world.

Jonathan Hernandez
b.1972, Mexico
Vulnerabilia (temps mort) (2012-2014)
Collage on paper
91H x 120W x 5D cm (35.83H x 47.24W x 1.97D
inches)
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Jonn Herschend is an interdisciplinary artist, filmmaker and experimental publisher whose work explores fiction,
reality and the narrative structures that we employ as a way to explain the chaos and clutter of our everyday
lives. His videos, performances, installations, and photos all incorporate sterile and formally recognizable
structures such as PowerPoint presentations, academic lectures, photographic evidence, infomercials, gallery
exhibitions, or educational videos. He uses these structures as a means to investigate the issues of truth and
confusion, and allows the messiness of reality to eventually collapse the whole piece. His work has been
exhibited nationally and internationally including the Whitney Museum of American Art; the Telluride Film
Festival; SITE Santa Fe; and the San Francisco Museum of Modern Art. He is also the co-founder and co-editor,
along with Will Rogan, of the experimental publication THE THING Quarterly.

Jonn Herschend’s short film Discussion Questions subverts the familiar motifs of contemporary media-based
pedagogy through a playful intervention that invites more engaged and active viewership. Commissioned for
the 2014 Whitney Biennial, the film is a text-based PowerPoint presentation that becomes a cathartic dance party.
Originally screened as part of an extended program with other video works at the Biennial, Discussion Questions
is initially presented as a set of questions designed to inspire audience conversation around these films. The
rudimentary black and white text breaks down familiar narrative devices such as plot and setting, providing all-
too-banal “instruction” on the rudiments of film analysis. The presentation, however, begins to drift off topic,
morphing into its own film as the unreliable “narrator” of the presentation works through his delusional
romantic issues with a co-worker at the university where he works. Suddenly, a disco beat soundtrack by Silas
Hite begins to play, the screen flashing as if it were a strobe light. Hypnotized by the beat and turning of each
new sentence, the viewer finds themselves in a dance party, as this sonnet spirals out of the narrator’s control. In
reimaging the space of the museum/screening room/lecture hall as a makeshift dance party, Herschend not only
satirizes the dry lecture style of academia: he also stakes out a place for a mode of artistic production that
actively engages viewers by encouraging them to get out of their seats and onto their feet.

Jonn Herschend
b.1967, United States
Discussion questions (2014)
Powerpoint transferred to digital video
5:31 minutes
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Jordan Kantor is considered to be an academic artist, whose intellectual depth privileges the process of making
art. Through the traditional medium of painting, he revives discourses that were particularly alive in the 1990s,
but whose philosophical nature is timeless. Thus, Kantor is deeply interested in investigating the nature of
images and representation from a post-conceptual perspective.

Lens Flare and the series Untitled Basel Lens Flare (6168, 5950, 7497) were part of a solo project by the artist
presented at ArtBasel in 2009. Included in the Kadist Collection, these works continue to explore the ontology of
the image to investigate the relationship between painting, photography, and a new time-based variable: film.
Reduced here to the essential function of recording the exposure of light through the apparatus of a lens, Kantor
then translated these film stills into painted colored canvases that retain the 3:4 aspect ratio of the 16mm film as
well as the exact size of the projected image. The resulting paintings depict the “lens flares” in the film—the
fleeting reflective glare inside the camera apparatus that results from when its lens is pointed directly at a bright
light source.

Jordan Kantor
b.1972, United States
Untitled (Basel lens flare 5950) (2009)
Oil on canvas
21H x 28W inches
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Jordan Kantor is considered to be an academic artist whose intellectual depth privileges the process of making
art. Through the traditional medium of painting, he revives discourses that were particularly alive in the 1990s,
but whose philosophical nature is timeless. Thus, Kantor is deeply interested in investigating the nature of
images and representation from a post-conceptual perspective.

Lens Flare and the series Untitled Basel Lens Flare (6168, 5950, 7497) were part of a solo project by the artist
presented at ArtBasel in 2009. Included in the Kadist Collection, these works continue to explore the ontology of
the image to investigate the relationship between painting, photography, and a new time-based variable: film.
Reduced here to the essential function of recording the exposure of light through the apparatus of a lens, Kantor
then translated these film stills into painted colored canvases that retain the 3:4 aspect ratio of the 16mm film as
well as the exact size of the projected image. The resulting paintings depict the “lens flares” in the film—the
fleeting reflective glare inside the camera apparatus that results from when its lens is pointed directly at a bright
light source.

Jordan Kantor
b.1972, United States
Lens Flare (2008-2009)
16mm color film
3:20 minutes
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Jordan Kantor is considered to be an academic artist whose intellectual depth privileges the process of making
art. Through the traditional medium of painting, he revives discourses that were particularly alive in the 1990s,
but whose philosophical nature is timeless. Thus, Kantor is deeply interested in investigating the nature of
images and representation from a post-conceptual perspective.

Eclipse is a series of screenprints from Kantor’s larger vitrine installation that included reworkings of a single
image of a small group viewing an eclipse through shielding cut-outs. Printed on a clear surface, the work plays
with ideas of obstruction and viewing, connecting spectacular natural phenomena with contemporary art
making.

Jordan Kantor
b.1972, United States
Eclipse (2009)
Screenprints
30H x 34.5W inches
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Jordan Kantor is considered to be an academic artist, whose intellectual depth privileges the process of making
art. Through the traditional medium of painting, he revives discourses that were particularly alive in the 1990s,
but whose philosophical nature is timeless. Thus, Kantor is deeply interested in investigating the nature of
images and representation from a post-conceptual perspective.

Lens Flare and the series Untitled Basel Lens Flare (6168, 5950, 7497) were part of a solo project by the artist
presented at ArtBasel in 2009. Included in the Kadist Collection, these works continue to explore the ontology of
the image to investigate the relationship between painting, photography, and a new time-based variable: film.
Reduced here to the essential function of recording the exposure of light through the apparatus of a lens, Kantor
then translated these film stills into painted colored canvases that retain the 3:4 aspect ratio of the 16mm film as
well as the exact size of the projected image. The resulting paintings depict the “lens flares” in the film—the
fleeting reflective glare inside the camera apparatus that results from when its lens is pointed directly at a bright
light source.

Jordan Kantor
b.1972, United States
Untitled (Basel lens flare 6198) (2009)
Oil on canvas
21H x 28W inches
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Jordan Kantor is considered to be an academic artist, whose intellectual depth privileges the process of making
art. Through the traditional medium of painting, he revives discourses that were particularly alive in the 1990s,
but whose philosophical nature is timeless. Thus, Kantor is deeply interested in investigating the nature of
images and representation from a post-conceptual perspective.

Lens Flare and the series Untitled Basel Lens Flare (6168, 5950, 7497) were part of a solo project by the artist
presented at ArtBasel in 2009. Included in the Kadist Collection, these works continue to explore the ontology of
the image to investigate the relationship between painting, photography, and a new time-based variable: film.
Reduced here to the essential function of recording the exposure of light through the apparatus of a lens, Kantor
then translated these film stills into painted colored canvases that retain the 3:4 aspect ratio of the 16mm film as
well as the exact size of the projected image. The resulting paintings depict the “lens flares” in the film—the
fleeting reflective glare inside the camera apparatus that results from when its lens is pointed directly at a bright
light source.

Jordan Kantor
b.1972, United States
Untitled (Basel lens flare 7497) (2009)
Oil on canvas
21H x 28W inches
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Jorge de León
b.1976, Guatemala
Cristal #1 (2015)
Galvanized zinc, paint
43 x 33 cm
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Jorge de León
b.1976, Guatemala
Cristal #2 (2015)
Galvanized zinc, paint
43 x 33 cm
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Jorge de León
b.1976, Guatemala
Cristal #3 (2015)
Galvanized zinc, paint
43 x 33 cm



KADIST

Jorge de León
b.1976, Guatemala
Cristal #4 (2015)
Galvanized zinc, paint
43 x 33 cm
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José Leonilson created sculptures, paintings, drawings, and delicately sewn assemblages. He was influenced by
fellow Brazilian artists Hélio Oiticica and Lygia Clark, who were also concerned with the unification of body,
mind, and language through sculpture, performance, and painting. Leonilson was influenced as well by his
Brazilian heritage, and the conflict between his Catholic upbringing and his sexuality. Early in his career he made
traditional, non-realistic, colorful, large-scale paintings that depicted everyday objects. Many of these took a
somewhat critical tone that specifically addressed the cultural and societal dilemmas facing Brazil and its
contemporary citizenry. He moved on to making sewn assemblages made out of materials such as buttons,
stones, cloth, canvas, copper wire, and thread. His late works tended to be abstract mixed-media self-portraits
that addressed the destruction of his body by the AIDS virus.

O Africano (1984) is a large acrylic painting on canvas, made early in the artist’s career, and directly references
both Leonilson’s artistic precursors and his desire to imagine and capture what it means to be Brazilian. It is
about the importance for many Brazilians of their African ethnic and cultural heritage.

José Leonilson
b.1957-1993, Brazil
O Africano (1984)
Acrylic on canvas
40.5H x 154.5W inches
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Joseph Cornell
b.1903 - 1972, United States
Planetarium (n.d.)
Box with paper collage, cork ball, starfish,
nails, metal and glass
16.5H x 28.9W x 6.7D cm (6.5 x 11.4 x 2.6
inches)
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American artist Josh Faught uses weaving, knitting, and crochet as means to making in his textured and
evocative sculptures. Laden with fabric strewn over wooden structures, Faught’s works compile hand-made and
found materials together to create object-analogues for individuals, capsules of memory, and archives of desire.

Some of Faught’s works have been inspired by the ad hoc monuments created at gravesites in San Francisco’s
Neptune Society Columbarium, where many victims of the AIDS epidemic were laid to rest. The personal
objects, mementos, and offerings left in the cemetery have become something of an archive of a particular
moment in queer history and the gay community in the city.

His 2014 sculpture, Edward, is part of a larger series of works that Faught has made to memorialize (or simply
recall) his past lovers. Each of the sculptures in the series includes objects relating to a particular person: in
Edward, a VHS copy of the 1983 film Silkwood is joined by a abalone ash tray and an overturned mug. Combined
with “hand woven gold lame and hemp, hand dyed in shades of Daffodil, Cardinal Red, Raspberry, Indigo, and
Teas Leaves to match the color fashion forecast of 2014-2015,” the objects of Edward form a tiny shard of memory,
pinpointed in time though not in space, concrete and yet so elusive.

Josh Faught
b.1979, United States
Edward (2014)
Mixed media
72H x 52W x 12D inches
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Jovi Schnell
b.1971, United States
Free Categories #14 (2010)
Gouache on paper
11 x 8.5 inches
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Juan Araujo’s works often begin with photographs he takes of a physical site, or with representations in books
and archives, which then become sources for paintings. Since 2004 he has worked frequently with architectural
locations, focusing primarily on private mid-century residences and their surroundings that exemplify Latin
American Modernism. By reproducing fragments from urban images, many of them facades of different types of
architecture, he makes visible a tension between the desire to represent and the manufacture of visual
stereotypes. Through the symbiotic relationship between the paintings and the buildings he appropriates, Araujo
informs the way we think about architecture, and about Modernism more generally. The works can be viewed as
personal reflections, but the opportunity for universal interpretation is equally strong; they are a stunning record
of one artist’s determination to observe and question modern life.

Araujo’s most recent paintings examine Venezuelan and Brazilian modernist architecture and its complex
relationship to certain ideologies and belief systems that deeply marked Latin America’s cultural development.
Like many of Araujo’s works depicting reproductions, Libro Ponti II (Ponti Book II, 2006) is a re-creation of a book
about the Italian architect Giò Ponti. Ponti designed the Villa Planchart, a modernist house in Caracas that, when
built in 1956, reflected the emergence of an increasingly globalized Venezuelan class, in both the cultural and the
economic sense. Araujo’s replica of the book thus refers to the role and visibility of Venezuela in circuits of global
cultural production.

Juan Araujo
b.1971, Venezuela
Libro Ponti II (2006)
Crayon, oil and wax paper on wood
25H x 21W cm
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Juan Araujo’s works often begin with photographs he takes of a physical site, or with representations in books
and archives, which then become sources for paintings. Since 2004 he has worked frequently with architectural
locations, focusing primarily on private mid-century residences and their surroundings that exemplify Latin
American Modernism. By reproducing fragments from urban images, many of them facades of different types of
architecture, he makes visible a tension between the desire to represent and the manufacture of visual
stereotypes. Through the symbiotic relationship between the paintings and the buildings he appropriates, Araujo
informs the way we think about architecture, and about Modernism more generally. The works can be viewed as
personal reflections, but the opportunity for universal interpretation is equally strong; they are a stunning record
of one artist’s determination to observe and question modern life.

Residencia Milan 1 is a painting of a house surrounded by lush forest. The image depicted is both photorealistic
and creates the illusion of an unfolded piece of paper, with creases and discolorations. In referring to the
circulation of images, the painting raises questions of a viewer’s relationship to the image of a beautiful house: as
icon, wish, or standard of beauty.

Juan Araujo
b.1971, Venezuela
Residencia Milan 1 (2010)
Oil and pencil on wood
63.5H x 110W cm



KADIST

Juan Araujo’s works often begin with photographs he takes of a physical site, or with representations in books
and archives, which then become sources for paintings. Since 2004 he has worked frequently with architectural
locations, focusing primarily on private mid-century residences and their surroundings that exemplify Latin
American Modernism. By reproducing fragments from urban images, many of them facades of different types of
architecture, he makes visible a tension between the desire to represent and the manufacture of visual
stereotypes. Through the symbiotic relationship between the paintings and the buildings he appropriates, Araujo
informs the way we think about architecture, and about Modernism more generally. The works can be viewed as
personal reflections, but the opportunity for universal interpretation is equally strong; they are a stunning record
of one artist’s determination to observe and question modern life.

Juan Araujo
b.1971, Venezuela
Residencias Louveira III (2014)
Oil on canvas on MDF
33 1/2H x 19W inches (85 x 48 cm)
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Juan Araujo’s works often begin with photographs he takes of a physical site, or with representations in books
and archives, which then become sources for paintings. Since 2004 he has worked frequently with architectural
locations, focusing primarily on private mid-century residences and their surroundings that exemplify Latin
American Modernism. By reproducing fragments from urban images, many of them facades of different types of
architecture, he makes visible a tension between the desire to represent and the manufacture of visual
stereotypes. Through the symbiotic relationship between the paintings and the buildings he appropriates, Araujo
informs the way we think about architecture, and about Modernism more generally. The works can be viewed as
personal reflections, but the opportunity for universal interpretation is equally strong; they are a stunning record
of one artist’s determination to observe and question modern life.

Juan Araujo
b.1971, Venezuela
Pavimento exterior Banco Safra (Rooftop Banco
Safra) (2015)
Oil on canvas
30H x 40W cm
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Juan Capistran employs strategies of conceptualism, appropriation, photography, sculpture, and painting to
address socio-political issues. Through multidisciplinary projects that question notions of class, identity, power,
and revolution, he investigates the rejection, assimilation, and mutation that result from the collisions within or
between systems of ideology. Born in Guadalajara, Mexico and raised in South Central Los Angeles, Juan
Capistran was undocumented until midway through grade school. As a teenager, he gravitated toward graffiti,
punk rock, reggae, house music, and DJ culture as tools for crafting a hybrid identity. His work evidences
influences as diverse as Malcolm X, Led Zeppelin, and Richard Serra, and quotes keenly and democratically—
from gang colors to minimalist forms.

The Breaks reflects Capistran’s interests in sampling and fusing different cultural, social, and historical sources.
Growing up in an African-American community in Los Angeles, Capistran has long been influenced by hip-hop
culture. The photographs in this print document him surreptitiously breakdancing on Carl Andre’s iconic lead
floor piece after the guards at the Los Angeles County Museum of Art have left the gallery. Each of the twenty-
five frames depicts a classic breakdance move. Wearing a working-class outfit, Capistran intentionally
emphasizes the vernacular aspect of this art form and his personal engagement challenges the hierarchy between
street culture and high art.

Juan Capistran
b.1976, Mexico
The Breaks (2002)
Giclee Photoprint
40H x 41W inches
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Juan Capistran employs strategies of conceptualism, appropriation, photography, sculpture, and painting to
address socio-political issues. Through multidisciplinary projects that question notions of class, identity, power,
and revolution, he investigates the rejection, assimilation, and mutation that result from the collisions within or
between systems of ideology. Born in Guadalajara, Mexico and raised in South Central Los Angeles, Juan
Capistran was undocumented until midway through grade school. As a teenager, he gravitated toward graffiti,
punk rock, reggae, house music, and DJ culture as tools for crafting a hybrid identity. His work evidences
influences as diverse as Malcolm X, Led Zeppelin, and Richard Serra, and quotes keenly and democratically—
from gang colors to minimalist forms.

White Minority, is typical of Capistran’s sampling of high art genres and living subcultures in which the artist
subsumes an object’s high art pedigree within a vernacular art form. Here, Capistran humorously remixes the
form and style of Frank Stella’s Black Paintings with California punk rock band Black Flag’s song title and logo
(created by artist Raymond Pettibon). White Minority, then, appropriates, recontextualizes, and riffs on language
and visual signs to unmoor notions of identity, power, and revolution.

Juan Capistran
b.1976, Mexico
White Minority (2005)
Acrylic and flocking
4 panels 90 x 19.5 inches each
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Born in Guadalajara, Mexico, and raised in South Central Los Angeles, Juan Capistran was undocumented until
midway through grade school. As a teenager he gravitated toward graffiti, punk rock, reggae, house music, and
DJ culture as tools for crafting a hybrid identity. His work has diverse influences, from Malcolm X to Led
Zeppelin and Richard Serra, and it quotes keenly and democratically, from gang colors to minimalist forms.

The 10 $1 bills that make up From a Whisper to a Scream (2012) read like instructions in origami. From left to right,
each bill is progressively folded up, step by step, into the shape of a gun. Both a scream and a whisper are
capable of conveying the same content, if at drastically different decibels, the artist proposes. The folded guns
suggest that United States currency carries with it an implicit violence. Though ordinarily barely audible,
Capistran’s lucid permutations make that violence loud and clear. From a Whisper to a Scream is also the title of a
1987 horror film (also called The Offspring), in which a historian describes a series of gruesome murders that take
place in a small town, the seeming center of an incomprehensibly evil force. In this case, the treacherous power is
shown to be ubiquitous—the foundation of an economy that permeates everything and leaves no one untouched.

Juan Capistran
b.1976, Mexico
Paper Tigers... from a Whisper to a Scream (2005)
Twenty $1 bills in vitrine
32H x 60W x 12D inches
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Juan Carlos Alom
b.1964, Cuba
Amantes (Lovers) (2012)
Inkjet print on photographic paper trought
negative
100H x 100W cm
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In the 1970s Judy Chicago and Miriam Schapiro  founded the Feminist Art Program at CSU Fresno which later
moved to CalArts in Los Angeles. As a result of her art work and pedagogy,  Chicago is the most recognizable
feminist artist who gave an authentic voice to women’s experiences and their important contributions to human
society and culture. In addition to expanding women’s rights to encompass a greater freedom of artistic
expression, Chicago expanded the definition of art and the role of all artists. Her earliest forays into the art world
coincided with the rise of Minimalism, and the Los Angeles-based Finish Fetish movement, which she eventually
abandoned in favor of an art practice believed to have greater content and relevance.

Domes #1 represents a significant moment in Chicago’s career when her art began to change from a New York-
influenced Abstract Expressionist style to one that reflected the pop-inflected art being made in Los Angeles. By
1968, the year she began creating Domes, the twenty-nine-year-old artist had moved from Chicago to Los
Angeles, graduated from UCLA, and was part of a generation of artists whose work was characterized by of the
masculine overtones of Southern California’s flourishing car culture. Inspired by new technologies in the auto
manufacturing, these “Finish Fetish” artists appropriated industrial materials such as car paint or lacquer to
create artwork with pristine finishes. Chicago too was interested in using industrial technologies and enrolled in
auto body and boat building school. While the geometric forms, meticulously applied finish, and luminous,
gradated hues of color in Domes speak to Chicago’s interest in the prevailing artistic themes of 1960s Southern
California, its intimate scale, round shape, and triangular formation belie her career-long interest in using
“feminine” forms to promote feminist issues.

Judy Chicago
b.1939, United States
Domes #1 (1969)
Acrylic
4H x 9.9W inches
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Using a variety of media, the Los Angeles–based artist Julian Hoeber produces fastidiously ordered
compositions. His paintings, constructions, and installations emphasize concept and materiality even-handedly,
resulting in works evocative of both intangible theory and concrete spatial relationships. His immersive
environment Demon Hill (2010-2011) used gravity as its primary tool, while undermining everything certain
about it; inside the space, the most predictable force on Earth operated at an unexpected and deeply disorienting
angle. Uncommon sensation is a thread that runs through much of Hoeber’s work. The otherworldly springs
from the readily available, unusually arranged. His paintings are situated somewhere between Modernism’s
emphasis on the physical reality of the painting, Postmodernism’s fraying of that reality, and Op art’s insistence
on playing perceptual tricks.

Every work in Hoeber’s 2011 series Execution Changes is titled in alphanumeric code. The geometric pattern that
composes each acrylic-on-panel painting is determined by a preordained ratio of 2 to 3. But even though a
formulaic system determines the image’s structure, its surface is full of painterly effects. While the minimalist
appearance of these works references similarly striped paintings by Frank Stella, Hoeber does not emphasize the
painting’s underlying structure but instead tugs it apart and obscures it. Layers of paint betray the image not as
surface-and-support, but as presence with depth.

Julian Hoeber
b.1974, United States
Execution Changes #22 (2011)
Acrylic on panel
61.75H x 43.75W inches
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Julie Béna
b.1982, France
Monuments (2010)
Ink jet print on fine art paper
70H x 60W cm each
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Born in Tijuana, Mexico, Julio Cesar Morales explores issues of labor, memory, surveillance technologies, and
identity strategies.

The video Interrupted Passage presents a performance Morales staged in the former home of Mariano Guadalupe
Vallejo, a mid-nineteenth-century Mexican general serving in California. Reenacted here is Vallejo’s acquiescence
to Americans who were attempting to overthrow Mexican governance of the region. When a small militia arrived
at Vallejo’s house to arrest him, he invited them in and shared a meal. The emphasis on the role of food in
Morales’s version connects this historic event to the current proliferation of food-based culture and social
interaction in California.

Julio Cesar Morales
b.1966, Mexico
Interrupted Passage (2008)
Video
8:30 minutes
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Born in Tijuana, Mexico, Julio Cesar Morales explores issues of labor, memory, surveillance technologies, and
identity strategies.

Julio Cesar Morales’s watercolor drawings, Undocumented Intervention, show a variety of surprising hiding places
assumed by people trying to cross into the United States without documentation. Morales drew inspiration from
both his childhood near the United States-Mexico border as well as from photographic documentation on U.S.
government websites.

Julio Cesar Morales
b.1966, Mexico
Undocumented Intervention (2006-2009)
Permanent Ink
30H x 40W inches
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Born in Tijuana Mexico, Julio Cesar Morales has been exploring issues of labor, memory, surveillance
technologies and identity strategies.

Contrabando is a work that references the larger sociological phenomenon in which immigrant economic
strategies come to infiltrate urban landscapes. It is a study of the realities and consequences of exploited labor
that simultaneously aims to record the living history of labor.

Julio Cesar Morales
b.1966, Mexico
Contrabando (2011)
Single-channel video
15 minutes
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Born in Tijuana, Mexico, Julio Cesar Morales explores issues of labor, memory, surveillance technologies, and
identity strategies.

Julio Cesar Morales
b.1966, Mexico
El neon de los narquitectos (The neon of the
narchitects) (2012)
Neon tubes with transformers on wood panel
82H x 90W inches
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Born in Tijuana, Mexico, Julio Cesar Morales explores issues of labor, memory, surveillance technologies, and
identity strategies.

Julio Cesar Morales
b.1966, Mexico
There’s Gonna Be Sorrow (2006)
Neon
20 x 1 inches
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Kadar Brock
b.1980, United States
Deredemiux (2007-2013)
Oil, acrylic, house paint, spray paint on canvas
24 x 20 inches (50.8 x 60.96 cm)
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Kamau Amu Patton
b.1972, United States
Static Field I (2011)
Acrylic on canvas
48H x 96W inches



KADIST

Experimenting with painting, photography, performance, and video installation, Kan Xuan explores the
everyday from a very personal perspective. Though she graduated from the China Academy of Fine Art with
rigorous training in oil painting, Kan quickly adopted video as her primary medium. From often ignored daily
life experiences as points of departure, Kan creates a visual diary where the camera amplifies mundane activities
to reveal absurd and eerie details. For example, in Kan Xuan, Ai!, she calls and answers her own name among the
crowd in subway station; in Eggs, she squeezes and breaks eggs with her hands, and in A Sunny Day two middle-
aged men laugh and tickle each other in a public plaza. In other works Kan engages feminist discourse by
situating herself in uncomfortable situations or exposing her body, such as standing naked on a public pedestal
in A Happy Girl or allowing spiders to crawl over her in Looking Looking Looking For!.

n Kan’s four-channel video Island, a series of objects like nail clippers, hairbrush, toothpaste, and house
decorations are shot in close-up. These highly polished and aestheticized images, create a poetic visual flow.
However, in front of each object lies a coin of different value—two yuan, one pound, one euro, one dollar—that
silently reveals the material value of the household supplies. Underneath the video’s elegant surface there is a
deep sense of critical irony, elaborated in the contradictory nature of the cheap plastic items and their sophistic
visual interpretation. Kan poignantly and metaphorically comments on the economic and production at the base
of today’s global market and shows that extremely influential visual spectacles can be generated by the most
everyday of items.

 https://vimeo.com/191854406
 https://vimeo.com/191853177

KAN Xuan
b.1972, China
Island (2006-2009)
Four-channel video installation
6:03 and 9:29 minutes
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Kaoru Arima experiments with painting in order to discover new expressive forms. His free use of color and
shape references Expressionism and Surrealism, and his figurative work utilizes fluctuating forms to suggest the
inherent tension between outward appearance and internal conflict. At the same time, his style exhibits an
earnest spontaneity that generates an almost gleeful  “sense of time and play,” as noted in a 2015 statement from
Arima’s Tokyo-based galley Misako & Rosen. In 2003, his work was shown at the Walker Arts Center as part of a
group show “How Latitudes Become Forms.” His work has also been exhibited at the Fondazione Sandretto Re
Rebaubengo Per L Arte, Turin, the Museo De Arte Contemporaneo De Monterrey, Mexico, and the Carnegie
Museum of Art, Pittsburgh.

Arima’s free brushstrokes gesture towards traditions in Expressionist painting, and Ticket could be seen as an
attempt at “pure painting” in which the aesthetics of the medium supersede content. But if his portraits resist
social commentary, they nonetheless challenge conventional standards of beauty through a decided embrace of
decayed forms and colors. Inspired by underground creative cultures, his paintings have the slipshod
spontaneity of graffiti and other types of street art. His figurative work, however, suggests a deeper sense of
anxiety and discomfort, and his subjects seem projected out of a Surrealist nightmare of melting bodies. Ticket is
ultimately a work about fluctuation and an exemplary model of how painting (at its most expressive) can
visualize complex psychic states of being.

Kaoru Arima
b.1969, Japan
Ticket (2015)
Acrylic on canvas
65.4H x 53.1W cm
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Kaoru Arima experiments with painting in order to discover new expressive forms. His free use of color and
shape references Expressionism and Surrealism, and his figurative work utilizes fluctuating forms to suggest the
inherent tension between outward appearance and internal conflict. At the same time, his style exhibits an
earnest spontaneity that generates an almost gleeful  “sense of time and play,” as noted in a 2015 statement from
Arima’s Tokyo-based galley Misako & Rosen. In 2003, his work was shown at the Walker Arts Center as part of a
group show “How Latitudes Become Forms.” His work has also been exhibited at the Fondazione Sandretto Re
Rebaubengo Per L Arte, Turin, the Museo De Arte Contemporaneo De Monterrey, Mexico, and the Carnegie
Museum of Art, Pittsburgh.

Arima’s free brushstrokes gesture towards traditions in Expressionist painting. As with the acrylic painting
Ticket (also 2015), Person in Red Sweater could be seen as an attempt at “pure painting” in which the aesthetics of
the medium supersede content. But if his portraits resist social commentary, they nonetheless challenge
conventional standards of beauty through a decided embrace of decayed forms and colors. Inspired by
underground creative cultures, his paintings have the slipshod spontaneity of graffiti and other types of street
art. His figurative work, however, suggests a deeper sense of anxiety and discomfort, and his subjects seem
projected out of a Surrealist nightmare of melting bodies. Person in Read Sweater is ultimately a work about
fluctuation and an exemplary model of how painting (at its most expressive) can visualize complex psychic states
of being.

Kaoru Arima
b.1969, Japan
A person in a red sweater (2015)
Acrylic on canvas
65.4H x 53.1W cm
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Kara E. Walker is a monumental American artist whose work probes the tarnished history of race in America, as
well as that of gender, and sexual identity. Walker works in sculpture, collage, mixed media, drawing, graphic
imagery and moving image/animation. Her iconic cutout silhouettes sample fragments of folklore as well as
recorded history, as she often shows stereotypical depictions of African Americans as portrayed in history books
in shockingly graphic yet accurate situations. She elegantly presents a problematic past, seduced by the medium
yet wrought by unsettled emotion.

In her masterpiece 8 Possible Beginnings or The Creation of African-America, Walker unravels just that, the story of
struggle, oppression, escape and the complexities of power dynamics in the history following slave trade in
America. Her use of contour and silhouette accentuate emotion with rigor, she reduces the narrative to black and
white as gruesome acts of sex and violence address trauma, fear and suffering through a majestic play of shadow
and light.

Kara E. Walker
b.1969, United States
8 Possible Beginnings or: The Creation of African-
America, a Moving Picture by Kara E. Walker
(2005)
Video with audio, boxed with cut paper
silhouette
15:57 minutes
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An expert draftsman well versed in semiotics, Karl Haendel strategically manipulates tangled visual, material,
and textual themes, often to humorous and evocative effect. His juxtapositions are as resonant as they are
unexpected, whether they take the form of layered graphite drawings, video, or installation. Haendel’s distinct
brand of honest humor, honed in his current hometown of Los Angeles, is rooted in the rigorous studies he
undertook at Brown University (BA), UCLA (MFA), and the Whitney Independent Study Program.

Haendel’s series Knights (2011) is a set of impeccably drafted, nine-foot-tall pencil drawings depicting full suits of
armor. The series riffs on previous investigations by the artist such as his meticulous depictions of masculine
political figures, which included a headless J. Edgar Hoover and a Hitler head floating vulnerably in the center of
a white expanse (Hitler’s iconic mustache was crafted from the artist’s pubic hair). Rendered in soft graphite, the
imposing knights embody the ostensibly conflicting ideals of chivalrous deference and invulnerable masculinity.

Karl Haendel
b.1976, United States
Knight #6 (2011)
Pencil on paper
102H x 83W inches
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Karthik Pandian
b.1981, United States
Atlas (2012)
HD video with sound (looped)
4:58 minutes
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Kate Mitchell's work addresses everyday worries; time, money, work and the future. For the artist the idea of art
as work and the artist as both manager and worker is important. Her videos document the artist working
tirelessly to achieve seemingly reckless and unattainable tasks. While there is a comic quality in her work, the
actions make us think about the limits of what is acceptable and normal.

In Time is a 24-hour video in which the artist rests, hangs and clings onto the minute hand of a large clock, 4 x 4
meters in diameter, arduously counting out a full 24-hour cycle so that the video becomes a functional time-
keeping device. In standing in for and becoming time, Mitchell ultimately examines its essence as it passes before
her. Dressed in blue work overalls, Mitchell appears like a maintenance or quality control worker, making sure
every moment is up to muster. The paradox: even if it is deemed to not be up to scratch, a re-wind to re-live is
impossible, the moment has already passed. Time continues, regardless of whether it is approved of or not.
Through Mitchell’s absurd examination of time, we are reminded to be attentive to its ever constant passing;
how we spend our days is how we spend our lives.

Kate Mitchell
b.1982, Australia
In Time (2015)
HD digital Video
24 hours
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Before pressing record and shooting herself in close-up, video artist Kate Gilmore sets up a particular challenge
for herself—be it busting out of Sheetrock enclosures, climbing out of pits of dirt, or balancing herself on a tall
stack of chairs precariously held together with rope—which she knows, even before the film starts rolling, that
she may or may not be able to accomplish. With minimal edits, Gilmore’s formally considered videos feel
incredibly intimate, but can also be painful to watch, as the camera unflinchingly documents all of her repeated
falls and setbacks. Appearing strong but not invincible, she often dons pumps, pencil skirts, and other
incongruously “feminine” attire as she throws herself into these strenuous challenges, suggesting an underlying
feminist message about the 21st-century female experience.

In the six-minute single channel video, Higher Horse (2008) Gilmore perches herself on top of a tall pile of plaster
blocks. The wall behind her is pale pink with veiny red streaks. Two muscular men with matching mallets
simultaneously pummel the rocks where Gilmore attempts to balance. In red heels and a black skirt, she
struggles to maintain her stability after losing a shoe while the men come dangerously close to smashing her
naked legs.

Kate  Gilmore
b.1975, United States
Higher Horse (2008)
Single-channel video
6:13 minutes
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Khadim Ali and Sher Ali
b.1978, Pakistan
Transaction/Evacuation (2014)
Gouache, gold leaf on wasli paper
50H x 36W cm
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Born in Sidpur and living in Bangalore, Kiran Subbaiah works in a variety of media that includes assemblage,
video and internet art after initial training as a sculptor. His works examine the relationships of use and value in
everyday objects through subverting form and function. Constructing paradoxes through deadpan and humor,
Subbaiah’s works also manipulate the object in an act of emancipation in order to highlight art’s autonomy from
having to serve a purpose. Moreover, Subbaiah is interested in the relationship between human subjects and
their apparent doubles in photography and video.

Flight Rehearsals focuses on Subbaiah’s desire to fly as a means to highlight the relationship between human
ambition and limitations of the physical world. The video presents philosophical explorations of the human
desire to defy gravity and time.  The  minimalist set of a table highlights the intention and persistence of the
protagonist rather than technological innovation. The video manipulates the camera angle to distort the
appearance of space so that Subbaiah’s repeated attempts at beating gravity can achieve momentary flights. As
the flight attempts move into the bedroom, what first appears to be a close up of an alarm clock turns out to be
an oversized ringing alarm clock further back to create a distortion of space through manipulations in scale.
Such effects highlight both the proximity and distance between apparent success and distorted perception.

 https://vimeo.com/192055443

Kiran Subbaiah
b.1971, India
Flight Rehearsals (2003)
Single channel video
4:04 minutes
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Koki Tanaka is part of a generation of Japanese artists whose work responded to the economic recession and
limited opportunities that beset their country in the early 2000s. Instead of creating monuments, these artists
focused on everyday life, transforming the ordinary into the extraordinary by stimulating moments of perceptual
awakening. Their social critique was enacted through the spectacular and unexpected combination of materials,
humor, and simple actions. Working primarily with found objects and video, Tanaka’s practice reveals hidden
links between object and action.

Walking Through is one of a series of videos—sometimes humorous, often absurd—that record the artist’s
performative interactions with objects in a particular site. Here, Tanaka has spread out various objects he
collected throughout the city of Guangzhou. By fiddling with a window frame, water buckets, plastic bags,
cardboard, soda bottles, and many other things, Tanaka creates fragile, temporary sculptures. Tanaka’s visceral
and physical reactions to various circumstances within the video reflect the artist’s own perceptual relationship
to that space.

 https://vimeo.com/191874246

Koki Tanaka
b.1975, Japan
Walking Through (2009)
HD video
55 minutes
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Koki Tanaka is part of a generation of Japanese artists whose work responded to the economic recession and
limited opportunities that beset their country in the early 2000s. Instead of creating monuments, these artists
focused on everyday life, transforming the ordinary into the extraordinary by stimulating moments of perceptual
awakening. Their social critique was enacted through the spectacular and unexpected combination of materials,
humor, and simple actions. Working primarily with found objects and video, Tanaka’s practice reveals hidden
links between object and action.

Tanaka’s unique understanding of objects and materials is reflected in the four photographs that document his
Process of Blowing Flour. The images depict the gradual blowing away of a plate of flour held by Tanaka. Because
his pose is static throughout the images, his presence is deemphasized and instead the viewer’s attention is
drawn to the motion of the flour. The subtle contrast between the fixed and the flowing generates a sense of time
and ephemerality, suggesting the infinite possibilities of chance to alter our inflexible perceptions. The aesthetic
quality of the flowing flour also evidences the ability of the simplest gesture to generate spectacle.

Koki Tanaka
b.1975, Japan
Process of Blowing Flour (2010)
Photography
23.6H x 19.6W inches
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Kori Newkirk received his MFA from the University of California at Irvine, and is a visual artist working in
mixed media and installation. Capturing imprints, fragments, fluids, or single parts, Newkirk manifests an
interest in the traces of his own presence and existence. His photographs are often exhibited as components of
installations, existing in conversation with his sculptures.

LAB (2013) conjures the body as the trace of a sooty hand appears, spectrally, on a crumpled paper towel. His
photograph of this throwaway object calls back the body, and the handprint is in fact his own right hand; thus
the piece can function as a self-portrait of the artist, in an ironic twist on the art historical genre.

Kori Newkirk
b.1970, United States
LAB (2013)
C-Print
40H x 30W inches
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Kota  Ezawa
b.1969, Germany
Paint, Unpaint (2014)
Single channel video
1:34 minutes
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Kristen Morgin works with clay to create objects that resemble relics from past eras. Drawing on 1940s and 1950s
American pop culture, her themes range from patriotic comic super heroes, childhood toys, cartoon books, to
more intimate daily items, such as teaspoons or cups. Although they appear to be highly realistic in terms of
scale, shape, and texture, these objects are layered with narrative implicit in their materiality. Seemingly meant to
preserve and memorialize the past, these recreations of unfired clay are equally tenuous and fragile.

Donald of Doom Tank (2008) is a replica of a vintage metal toy with Donald Duck’s image one side and a soldier on
the other. During World War II, the Walt Disney Company produced series of cartoon shorts that featured
Donald Duck’s nightmare of working in an inhumane artillery factory in Nazi Germany and serving in the U.S.
Army. By animating and normalizing war and military life, these cartoons not only achieved widespread
popularity, but functioned as government propaganda.

Kristen Morgin
b.1968, United States
Donald of Doom Tank (2008)
Unfired clay, paint and ink
4.75H x 6.5W inches
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Kristen Morgin works with clay to create objects that resemble relics from past eras. Drawing on 1940s and 1950s
American pop culture, her themes range from patriotic comic super heroes, childhood toys, cartoon books, to
more intimate daily items, such as teaspoons or cups. Although they appear to be highly realistic in terms of
scale, shape, and texture, these objects are layered with narrative implicit in their materiality. Seemingly meant to
preserve and memorialize the past, these recreations of unfired clay are equally tenuous and fragile.

Jeep Comics is based on the second of only two issues published by RB Leffingwell and Company in 1944–45.
Though largely unknown, their protagonists, Jeep and Peep, embody the ethos of “Golden Age” comic books in
which magically empowered heroes triumph over evils to boost patriotic enthusiasm.

Kristen  Morgin
b.1968, United States
Jeep Comics (2008)
Unfired clay, paint and ink
10H x 6.75W inches
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Kwan Sheung Chi obtained a third honor B.A. degree in Fine Art from The Chinese University of Hong Kong. In
2003, Kwan manufactured an exhibition history and CV for himself, hosting a retrospective as first solo show
towards the end of art school in order to critique the unspoken conventions of the contemporary art system. In
general, Kwan’s works explore the nexus between art and text and use repetition as a constant measure of time
and a metaphor for life as he states: “Repetition gives the work power.” He is especially interested in how
meaning is constructed, who makes art, and the interaction of other people, places and things as part of the
work’s cultural context.

A Flags-Raising-Lowering Ceremony at my home’s cloths drying rack (2007) was realized in the year of the 10th
anniversary of the establishment of The Hong Kong Special Administrative Region of the People’s Republic of
China. The artist asked his parents to perform a flags-raising-lowering ceremony on their home’s cloths drying
rack, with the HKSAR regional flag, and the flags of PRC and The UK. Artist Lee Kit hand-painted the HKSAR
regional flag following the detail instructions in “The State’s Standards of The People’s Republic of China,
GB16689-1996”, issued by The State Authority of Technical Monitoring. The national anthem of the associated
flag was played or suddenly paused while the corresponding flag was raised or lowered. Both audio and visual
image create in A Flags-Raising-Lowering Ceremony at my home’s cloths drying rack a reflection on the ambiguity
toward the future of Hong Kong.

 https://vimeo.com/193254950

KWAN Sheung Chi
b.1980, Hong Kong
A Flags-Raising-Lowering Ceremony at my home’s
clothes drying rack (2007)
HDV, color, stereo
1:47 minutes
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Kwan Sheung Chi obtained a third honor B.A. degree in Fine Art from The Chinese University of Hong Kong. In
2003, Kwan manufactured an exhibition history and CV for himself, hosting a retrospective as first solo show
towards the end of art school in order to critique the unspoken conventions of the contemporary art system. In
general, Kwan’s works explore the nexus between art and text and use repetition as a constant measure of time
and a metaphor for life as he states: “Repetition gives the work power.” He is especially interested in how
meaning is constructed, who makes art, and the interaction of other people, places and things as part of the
work’s cultural context.

One Million is a video work depicting the counting of bills. Divided into three versions, the video first shows a
number of Japanese ten-thousand-yen bills being counted without in an orderly, efficient manner. In Two Million,
a similar counting of one-thousand-dollar bills from Hong Kong follows. However, a closer viewing of the
videos reveal that they were created by looping the same scene of moving fingers, giving the illusion that many
bills are being counted when, in fact, only a few are in the scene.  Beyond commenting on the illusions of
transactions and interdependencies in a regional economy, the video calls attention to the way media distort
quantity as well as manipulations of values occurring with the transcoding of economic units into visual data.
The false appearance of accountability presented in One Million and Two Million highlight the instability
underlying the desire for convenience and efficiency in a globalized, media-dependent economy.

KWAN Sheung Chi
b.1980, Hong Kong
TWO MILLION (Hong Kong Dollar) (2013)
HD video, color, mono
16:18 minutes
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Kwan Sheung Chi obtained a third honor B.A. degree in Fine Art from The Chinese University of Hong Kong. In
2003, Kwan manufactured an exhibition history and CV for himself, hosting a retrospective as first solo show
towards the end of art school in order to critique the unspoken conventions of the contemporary art system. In
general, Kwan’s works explore the nexus between art and text and use repetition as a constant measure of time
and a metaphor for life as he states: “Repetition gives the work power.” He is especially interested in how
meaning is constructed, who makes art, and the interaction of other people, places and things as part of the
work’s cultural context.

One Million is a video work depicting the counting of bills. Divided into three versions, the video first shows a
number of Japanese ten-thousand-yen bills being counted without in an orderly, efficient manner. In Two Million,
a similar counting of one-thousand-dollar bills from Hong Kong follows. However, a closer viewing of the
videos reveal that they were created by looping the same scene of moving fingers, giving the illusion that many
bills are being counted when, in fact, only a few are in the scene.  Beyond commenting on the illusions of
transactions and interdependencies in a regional economy, the video calls attention to the way media distort
quantity as well as manipulations of values occurring with the transcoding of economic units into visual data.
The false appearance of accountability presented in One Million and Two Million highlight the instability
underlying the desire for convenience and efficiency in a globalized, media-dependent economy.

KWAN Sheung Chi
b.1980, Hong Kong
ONE MILLION (Japanese Yen) (2012)
HD, color, stereo
1:08 minutes
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Laetitia Sonami
b.1957, France
Sounds of War (2006-2011)
Sound installation
Variable dimensions
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Lam Tung-pang uses both traditional and non-traditional Chinese ink techniques and materials for his
landscapes, referencing notions of collective memory that relate to specific sites. He visited the United States on
an Asian Cultural Council Fellowship in 2013. Lam’s work has been exhibited worldwide including Hong Kong,
London, San Francisco, and Beijing.

Lam Tung-pang created Sketches from train ride Chicago to San Francisco during his travels through the United
States researching American curatorial strategies for representing traditional Chinese painting in museums and
cultural institutions. The drawings incorporate both traditional and contemporary Chinese landscape techniques
to reflect on the memory, history, and aesthetic practices of the Chinese laborers who played a prominent role in
the American westward expansion. By representing the Western landscape according to Chinese aesthetics, Lam
calls attention to the distortions and cultural specificity of American representations of the Western landscape
and non-Western cultures.

Lam Tung-pang
b.1978, Hong Kong
Sketches from train ride Chicago to San Francisco
(2013)
Charcoal, acrylics, markers on paper and
plywood, with Amtrak paper cup
Variable dimensions
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Often associated with the Light and Space movement—which as also includes James Turrell, Robert Irwin, and
John McCracken—Larry Bell has been an important figure and influence in the West Coast contemporary art
scene since the early 1960s. Less interested in the material, concrete qualities of the object than in heightening
awareness of the environment in which it is  situated, his abstract geometric sculptural works possess a certain
mystical aspect and engage the viewer in a myriad of perceptual experiences.

Untitled (Construction) recalls the series of glass cubes that gained Bell international recognition in the 1960s.
Resembling a black-mirrored box, this recent iridescent piece produces an uncanny effect in which the interior
planes seem to enclose a mysterious light. Although austere in form, Bell’s works are far from simple: he uses
technology like a vacuum-coating process, to accurately control the different levels of opacity and transparency
on the surface of his immaculate glass works.

Larry Bell
b.1939, United States
Untitled (Construction) (2007)
Coated glass and wood construction
21.25H x 21W x 5D inches
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Often associated with the Light and Space movement—which as also includes James Turrell, Robert Irwin, and
John McCracken—Larry Bell has been an important figure and influence in the West Coast contemporary art
scene since the early 1960s. Less interested in the material, concrete qualities of the object than in heightening
awareness of the environment in which it is  situated, his abstract geometric sculptural works possess a certain
mystical aspect and engage the viewer in a myriad of perceptual experiences.

Like many of Larry Bell’s works, VFGY9 deals primarily with the viewer’s experience of sight. The blocks
resemble a stone carving, or slabs of wood shaped into a simple organic composition whose overall sheen is
varied through a thin layer of aluminum vapor. Yet, the real material of Bell’s piece is actually light, formed
within the viewer’s eye into masses as present as stone.

Larry Bell
b.1939, United States
VFGY9 (1979)
Aluminum vapor drawing on paper
39H x 27W inches
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Larry Johnson
b.1959, United States
Untitled Green Screen Memory (13 Fires) (2010)
Color photograph
22H x 44W inches (55.9 x 111.8 cm)
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Laura Huertas Millán was born in Bogota, Colombia, and has been living in France since 2001. Her films and
expanded cinema works consider aesthetics and politics through a range of narratives and formats. In 2009 she
started a series of works around the notion of exoticism, shot between European tropical gardens and the
Colombian Amazon, inspired by the poignant documents tracing the human zoos in France in the early XXth
century, cultural anthropophagy (as expressed by Oswald de Andrade in 1928) and explorer´s journeys accounts
in America. The films of this exoticism series built dialectics between ethnography and colonialism, proposing
hybrid narratives with no hierarchy between genres as science-fiction, surrealism, fantasy and documentary.

Since 2012, Huertas Millán has been engaged in a practise-based PhD film research on “ethnographic fictions”,
developing this paradoxical and ambiguous idea in a new series. Following Viveiros de Castro´s statement of
anthropology as a “permanent decolonization of thought” these new films are inspired by contemporary and
experimental ethnographic approaches, while deconstructing and struggling against cultural archetypes of the
“other” still prevailing (the dichotomy between the natural and the cultural, identity as an ontology, tropicalism
as a historical essentialism, to name a few) through fiction. Each of her projects have its own poetic and aesthetic
cosmology(ies) and hallucinations, and explore throughout cinematic experiences ways of intimate and political
emancipations.

La libertad is a “greca” film, a meander film, with no beginning nor end, weaving together fragments of daily life
at the Navarro´s, counting threads and time, wondering and wandering around words as emancipation, labor,
and freedom (la libertad), the word that most appeared in our conversations. The “greca”, the meander, is the
main symbol weaved in the textiles made by the Navarro sisters, from Santo Tomás Jalieza, México. A
geometrical form of an endless braid of diamonds, the “greca” represents corn, an entity worshiped by the pre-
hispanic civilisations of Mesoamerica. La greca stands for sustenance, but materialises as well the feminine
power of producing abundance and fertility - the textiles displaying this ongoing motives could be read as
invocations for life and growth.

In the Navarro´s textiles, animals, objects and spaces are represented. Their fabrics are made in the backstrap
loom, a prehispanic technique preserved by indigenous women for centuries. Through textiles, women have

Laura Huertas Millán
b.1983, Colombia
La libertad (2016)
HD video
32 minutes
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The artistic entity “leonardogillesfleur” is the alliance between two artists, Leonardo Giacomuzzo (b. Argentina)
and Gilles-fleur Boutry (b. France). Favoring the collective whole over individual identities, the work of
leonardogillesfleur explores ideas of collaborative artistic production through performance, video, and sculpture.
Not only do they refer to their practice in the singular, leonardogillesfleur—which was born in San Francisco and
lives and works in New York—was awarded a single MFA by the San Francisco Art Institute in 2004.

Leonardogillesfleur describe Action 3:02 as their “first New York blizzard storm at about 5am. The photographic
moment of a photo album which could have been taken by anybody in any familiar situation with the intention
to immortalize that moment.”

Leonardogillesfleur
b.2000, France & Argentina
Action 3:02 (2005)
Single-channel video installation
3:02 minutes
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The artistic entity “leonardogillesfleur” is the alliance between two artists, Leonardo Giacomuzzo (b. Argentina)
and Gilles-fleur Boutry (b. France). Favoring the collective whole over individual identities, the work of
leonardogillesfleur explores ideas of collaborative artistic production through performance, video, and sculpture.
Not only do they refer to their practice in the singular, leonardogillesfleur—which was born in San Francisco and
lives and works in New York—was awarded a single MFA by the San Francisco Art Institute in 2004.

Of Action 26:15 leonardogillesfleur notes: “There is almost an ice-cream store in every corner of Buenos Aires.
The family [in the video] is having an ice-cream in the hot summer afternoon. Small tics appear on people’s faces
from a fly or the attempt to hold still while the ice-cream top melts or drops off its sugar-cone.”

Leonardogillesfleur
b.2000, France & Argentina
Action 26:15 (2005)
Single channel video installation
26:15 minutes
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The artistic entity “leonardogillesfleur” is the alliance between two artists, Leonardo Giacomuzzo (b. Argentina)
and Gilles-fleur Boutry (b. France). Favoring the collective whole over individual identities, the work of
leonardogillesfleur explores ideas of collaborative artistic production through performance, video, and sculpture.
Not only do they refer to their practice in the singular, leonardogillesfleur—which was born in San Francisco and
lives and works in New York—was awarded a single MFA by the San Francisco Art Institute in 2004.

Leonardogillesfleur describes Myself as a Fountain: “The couple kissing in the park. Pedestrian pass by with boom
box, fire truck sirens and baseball-bat sounds suggest they are in New York. But the kiss is not accomplished and
saliva drips from the lover’s open mouth like a fountain of unfulfilled desire.”

Leonardogillesfleur
b.2000, France & Argentina
Myself as a Fountain (2006)
Single-Channel video, sound
18 minutes
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Leslie Shows
b.1977, United States
Human Quarry (2007)
Acrylic and collage on paper
55H x 42W inches
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Leung Chi Wo tends to highlight in his art the boundaries between viewing and voyeurism, real and fictional,
and art and the everyday. Leung is generally concerned with aspects of photography that are not strictly visual
and often considers the local population and sites in his photographic installations to reflect a deeper critical
engagement with globalization and global consumerism. Working often with pinhole photography and mixed
media while exploring cityscapes, Leung focuses on the emotional expressions of the urban man through figural
portraiture. Specifically, his photography captures the identity and politics of Hong Kong after its return to
China in relation to his photographed subjects.

Office Lady with a Red Umbrella restages a figure from a 1980 postcard made from a photograph from 1950’s. The
retro-glamor of the 1950s style is restyled devoid of the original context of a Hong Kong street scene, where the
“office lady” is walking on Queens Road of the Central district. With the “office lady” facing away from the
viewer with a bare background, an introspective tone is created in Leung’s restaging while highlighting the red
umbrella resonating with a red pencil skirt emblematic of the identity of the professional urban woman when
Hong Kong was under British rule.

LEUNG  Chi Wo and Sara Wong
b.1968, Hong Kong
Office Lady With A Red Umbrella (2010)
Chromogenic print
150H x 100W cm
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Leung Chi Wo tends to highlight in his art the boundaries between viewing and voyeurism, real and fictional,
and art and the everyday. Leung is generally concerned with aspects of photography that are not strictly visual
and often considers the local population and sites in his photographic installations to reflect a deeper critical
engagement with globalization and global consumerism. Working often with pinhole photography and mixed
media while exploring cityscapes, Leung focuses on the emotional expressions of the urban man through figural
portraiture. Specifically, his photography captures the identity and politics of Hong Kong after its return to
China in relation to his photographed subjects.

Photojournalist with Two Cameras restages a portrait of a photojournalist from the background of an old
photograph of protest published in South China Morning Post on January 10, 2010 under the headline “Return of
the Radicals: Recent angry protests are nothing new.” The photojournalist in the photograph, probably from a
protest of earlier decades, was capturing the scene of a protester’s arrest while wearing two cameras. January of
2010 was a time of pro-Democracy demonstrators called for the release of activist Liu Xiaobo, drafter of the
Charter 08 manifesto calling for the end of authoritarian rule, was sentenced to 11 years in prison one month
earlier. Leung’s isolating and highlighting of the photographer by bringing him from the original photograph’s
background to the foreground of his studio shot calls attention to the two older cameras and the journalist’s
retro-style clothing. This focus brings forth the multiplicity of gazes present in photojournalism and its
implications for free speech and freedom of press across the geopolitical history of Hong Kong.

LEUNG  Chi Wo and Sara Wong
b.1968, Hong Kong
Photojournalist With Two Cameras (2010)
Chromogenic print
150H x 100W cm
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Beijing-based artist Li Binyuan explores physicality, chance, play and social values through actions, film works
and performances that intervene in the social fabric of everyday Chinese society. His experiments occupy urban
spaces, from the very public arena of the street, to remote post-industrial sites. Using his body as a sculptural
material to enact creative investigation, he uses ruptures and repetition to manifest how sculpture and
performance can intertwine. Rearticulating social conduct while interrogating our experiences of the everyday,
Li is sometimes running naked through the streets, crashing into trees and using hammers to destroy other
hammers. These interventions disrupt existing societal conventions, interrupting both the spatial and social
dynamics of contemporary life.

Freedom Farming presents how, after being given the right of farming, Li Binyuan began to re-dig his land. He
attempted to physically open a space for conversation with the generation of his parents. On the second day,
villagers that were gathering in the field, including his mother, started to watch a strange event: Li Binyuan' s 2-
hour long jumping and falling in his land until he finally stopped, exhausted. He jumped up to escape from the
earth (his hometown), but being unable to overcome the gravity (his birth), heavily fell back onto the ground.
This repetitive attempt to leave, and the invariant result of falling back every time, somehow gave him a kind of
cardiac injury. And he suffered a physically heart-aching pain for some time. At this juncture, only by acting
directly and painfully, he had finally accomplished his process of mourning of his father death, his hometown,
and his farming situation.

Li Binyuan
b.1985, China
Freedom Farming (2014)
Single-channel video
05:02 minutes
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Li Liao is a performance and video artist who focuses on the absurdities of everyday life to address issues
surrounding public space and capitalism. He challenges distinctions between everyday life and artistic practice,
and between public and private life. He uses his own body, life, and labor as an art object and artistic practice,
sometimes creating durational pieces knit into the fabric of daily life.

A Slap in Wuhan documents Li Liao’s performance in Wuhan, China on January 8, 2011. Li waits at the entrance
of the Optical Valley walking street. An anonymous person who was recruited online approaches Li and slaps
him in the face. Li then leaves. The performance highlights the vulnerability of the artist’s body within public
space as well as the state of the capitalist world in which a person can be hired online to commit a minor act of
violence.

 https://vimeo.com/193429734

LI Liao
b.1982, China
A Slap in Wuhan (2010)
Performance, single channel video
5:09 minutes
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During four different times in the same space, the artist has completed an image making process from
“imagination - realizing the imagination by means of a video camera - recovering the imagination through body
movements”. Treating his body as a prop, the artist interacts with various means of transportation in the video,
offering meaningless “relationships” for the audience to consume. “Actions” have been “performed” as kind of
texts – the serial movements as hidden montages in the long scenes, merely “occurs” without any meanings in
fact. What the artist cares is whether his cooperating relationship with the video camera could interact with the
audiences and how the artist, the video camera and the audiences control one another. Every prop shown in the
video is not only a motivation that guides the artist’s movements, but also a trap leading audience to control the
props by their consciousness.

Li Ming
b.1986, China
Movement (2014)
8-channel video
Variable duration
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Li Ran produces video, installation, and performance-based works that examine various states of parody and
simulacra in the digital world. Li’s describes his own artwork with the language of architecture: that if an
artwork is a like room, its meaning should be open and porous, not forced against a unilateral interpretation.
This virtual-minded analogy is fitting inasmuch as Li’s practice increasingly hinges on the exploration of the
non-reality within reality. Born in the Hubei province, his work has been exhibited extensively at international
venues such as the Jewish Museum, New York; Contemporary Arts Museum Houston (CAMH), Houston;
Musée d’art contemporain de Montréal, Montreal; The Museum of Moscow, Moscow; Institute of Contemporary
Arts (ICA), London; Centre d’Art Contemporain Genève, Geneva; and CCA Wattis Institute for Contemporary
Arts, San Francisco.

In his video work Beyond Geography, Li dramatizes the role of the artist-as-imitator to the point of sheer parody.
Dressed to toe in the costume of a typical Discovery Channel adventurer-explorer, the artist dashes suavely
through the uncharted jungle habitat of a primitive tribe. Li modulates his own voice in laughably accurate
mimicry of the dubbed Discovery Channel protagonist familiar to Chinese viewership, daringly gulping fresh
water from a river, expertly admiring exotic vegetation, and whimpering in fear of the dark sounds of the night
(screaming, even, as he trips on a human skull) in an full-scale exaggeration of a nature show personality. None
of these settings, however, is shot on “location” as the video takes place entirely in an empty 3-D digital film
studio with a blue screen. Engaging in a near Brechtian conceit, Li deliberately keeps the studio space raw in
order to remind us that these television programs are always deliberately artificial and produced. His project is
entirely farcical, and just as there are not sets or props to lure the viewer into complacency, Li’s interactions with
the indigenous tribesmen – whom Li “discovers” – becomes their own simulated performance of colonial
appropriation and meetings of “first contact.”  This narrative of appropriation carries throughout until, near the
video’s end, Li (in full explorer persona) begins to make declarations about the tribe’s civilization, decreeing their
cave paintings (never seen on camera) as masterpieces on par with Picasso and Mondrian. In assuming the guise
of the pedantic academic, Li ends his video with a humorously condescending twist. At the same time, his video
reminds us of the inherent dangers of confusing mediated representation with documentary while reminding us
of the constant threat of cultural appropriation at play when we fail to see the blue screen for the the jungle and
the artist for the explorer.

LI Ran
b.1986, China
Beyond Geography (2012)
Video
23:09 minutes
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Lin Ke’s video and media-based installations explore how perceptual experiences of our surrounding
environments are mediated and altered by various technologies. Computer operating systems, social media
platforms, and screen displays become objects of aesthetic inquiry in his work, and his practice is deeply invested
in the relationship between human beings and the natural world. Lin’s work offers various insights on
contemporary iterations of virtual reality and the ways in which computer-based media affects our physical
relationship to our own bodies by warping our sense of time, space, and stimulation. Boredom is a recurring
theme throughout his work and plays on larger metaphors of disconnection from both interpersonal interactions
and real space.

Jet Folder & Data Tree (2013) offers a humorous take on how computer and screen-based technologies affect our
relationship to the natural world. In a statement through his gallery, Gallery Yang, Lin remarks that “one day in
2010, I discovered that the folders in my computer began talking to me. So I created lots of empty folders with no
content but name.” Lin’s print, by extension, functions as a collage in which screen-based media becomes part of
the natural world, and vice versa. By superimposing computer icons over “real” objects like airplanes or leaves
in his photographs, Lin parodies familiar assumptions that photograph documents the real world by revealing
the relative ease of manipulating the medium. At the same time, he also suggests that our increasing reliance on
screen-based technologies affects our perception and relationship to the natural world. In Lin’s rendering, we can
only see the natural world through the layer of a computer-based intervention, suggesting a much more
trenchant divide between false and physical realities.

Lin Ke
b.1984, China
Jet Folder & Data Tree (2013)
Archival inkjet print
60H x 90W cm
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Lin Ke’s video and media-based installations explore how perceptual experiences of our surrounding
environments are mediated and altered by various technologies. Computer operating systems, social media
platforms, and screen displays become objects of aesthetic inquiry in his work, and his practice is deeply invested
in the relationship between human beings and the natural world. Lin’s work offers various insights on
contemporary iterations of virtual reality and the ways in which computer-based media affects our physical
relationship to our own bodies by warping our sense of time, space, and stimulation. Boredom is a recurring
theme throughout his work and plays on larger metaphors of disconnection from both interpersonal interactions
and real space.

Lightning 01 (2014) parodies our contemporary relationship to screen-based media and the absurdity of
aestheticizing boredom. The video depicts a computer user aimlessly taking photos of himself, seemingly numb
to external stimuli or intervention. Set on a loop, the video produces the illusion of an endless state of bored
selfies and disaffected gazes. None of the user’s Photo Booth images, however, materialize in the video: instead,
we are faced with that unchanging night sky picture and a sense of a “natural” expanse in contrast to the
“artificial” claustrophobia of the user’s video feed from his room. In gesturing towards the pervasiveness of
screen-based cultures in our contemporary moment, Lin’s video offers a humorous comment on the inherent
insularity of networking platforms like Snapchat and Skype by showing us a video feed of a user that we can
never engage or communicate with. By extension, Lin also suggests that these modes of imaging produce a false
sense of reality and similarly reflects on how media-based technologies further disconnect us from our natural
environments. Lin believes that it is all too easy to become complacent and allow ourselves to become absorbed
by our devices: a computer camera’s flash is no substitute for lightning, and a picture of moon lit clouds cannot
replace the experience of seeing an actual night sky. Lin suggests that it is not enough to accept these mediated
representations as genuine moments of witness, and Lightning 01 serves as a reminder to disconnect from the
repetitiveness of media-based immersions and to seek out those expanses beyond our own screens.

Lin Ke
b.1984, China
Lightning01 (2014)
Video installation
1:40 minutes, continuous loop
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Lin Yilin is a versatile and internationally significant artist whose work has been marked strongly by his
provocative urban interventions—an approach with deep resonance given the increasing attention to the politics
of space and insurgent actions in the climate of the Occupy movement. He uses sculpture, installation,
performance, photography, and videos to explore how urban development affects the ways in which people
relate to community and space.

For his action, Safely Maneuvering across Lin He Road, Lin built a brick wall on one side of a busy main street in the
city of Guangzhou. He then took bricks from the sidewalk end of the wall and moved them to the street side,
slowly extending the wall into the street. Repeating the same gesture for hours, he leapfrogged the whole wall
across the street. His labor transformed a stable wall into a moving one that also disrupted the heavy traffic. This
action creates moments of pause in the turbulent flow of urban life that permit rare moments in which one can
contemplate the city’s fundamental changes.

LIN Yilin
b.1964, China
Safely Maneuvering Across Lin He Road (1995)
Chromogenic print
40H x 60W inches
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Lin Yilin is a versatile and internationally significant artist whose work has been marked strongly by his
provocative urban interventions—an approach with deep resonance given the increasing attention to the politics
of space and insurgent actions in the climate of the Occupy movement. He uses sculpture, installation,
performance, photography, and videos to explore how urban development affects the ways in which people
relate to community and space.

All his artworks utilize the use of body - the artist's own body and that of others. The Result of 1000 Pieces (1994)
typifies an image of Lin: Lin is standing in an empty hole of a brick wall. By incorporating the brick wall for his
work, Lin develops a specific strategy to question and negotiate with the relationship between people and the
changing environments. The body appreciates a broader range of usages, and a brick wall is what is left behind.

LIN Yilin
b.1964, China
The Result of 1000 Pieces (1994)
Chromogenic print
40H x 60W inches
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Lin Yilin is a versatile and internationally significant artist whose work has been marked strongly by his
provocative urban interventions—an approach with deep resonance given the increasing attention to the politics
of space and insurgent actions in the climate of the Occupy movement. He uses sculpture, installation,
performance, photography, and videos to explore how urban development affects the ways in which people
relate to community and space.

Golden Bridge is part of  “Golden Journey”, a series of site-specific performances and installations created during
Lin’s residency at Kadist San Francisco. The photograph is a documentation of a Golden Gate Bridge
performance that makes palpable the tensions between people and the military, the individual and the group,
danger and ordinary life. Lin recalls: “Fighter planes repetitively flew over my head. I became aware that they
were supervising me. At the end, the U.S. Navy understood: This was art. They became the greatest audience of
my work.”

LIN Yilin
b.1964, China
Golden Bridge (2011)
Chromogenic Print
60H x 40W inches
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Liu Chuang
b.1978, China
Love Story (2014)
Installation: found books, hand-colored rocks,
post-its, ink on wall
Variable dimensions
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Liu Yin lives and works in Shanghai. Her paintings turn the contemporary world’s oversaturation of images into
a source of visual inspiration, critique, and research.

Liu Yin’s cartoon-like paintings and drawings explore the ambivalences of love, nature, and consumerism. Their
scenes belong to the realm of childhood dreams, expressing both desire and anxiety through delicate colors and
playful figures.

Liu  Yin
b.1984, China
Snow White as a balance beam gymnast (2010)
Pencil, watercolor, acrylic on canvas
70W x 50H cm
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Liu Yin lives and works in Shanghai. Her paintings turn the contemporary world’s oversaturation of images into
a source of visual inspiration, critique, and research.

Liu Yin’s cartoon-like paintings and drawings explore the ambivalences of love, nature, and consumerism. Their
scenes belong to the realm of childhood dreams, expressing both desire and anxiety through delicate colors and
playful figures.

Liu  Yin
b.1984, China
Publica (2010)
Pencil, watercolor, acrylic on paper
53.5W x 38H cm
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Liu Yin lives and works in Shanghai. Her paintings turn the contemporary world’s oversaturation of images into
a source of visual inspiration, critique, and research.

Liu Yin’s cartoon-like paintings and drawings explore the ambivalences of love, nature, and consumerism. Their
scenes belong to the realm of childhood dreams, expressing both desire and anxiety through delicate colors and
playful figures.

Liu  Yin
b.1984, China
Mao, who curves himself along the edge of the
paper (2010)
Pencil, watercolor, acrylic on paper
54.5H x 78.3W cm



KADIST

Liu Yin lives and works in Shanghai. Her paintings turn the contemporary world’s oversaturation of images into
a source of visual inspiration, critique, and research.

Liu Yin’s cartoon-like paintings and drawings explore the ambivalences of love, nature, and consumerism. Their
scenes belong to the realm of childhood dreams, expressing both desire and anxiety through delicate colors and
playful figures.

Liu  Yin
b.1984, China
Tokyo Bay (2010)
Pencil, watercolor, acrylic on paper, pencil on
notebook paper
Variable dimensions
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Liu Yin lives and works in Shanghai. Her paintings turn the contemporary world’s oversaturation of images into
a source of visual inspiration, critique, and research.

Liu Yin brings the tension of a small but imminent catastrophe into the gallery with a raw egg balanced on the
edge of a folding table.

Liu  Yin
b.1984, China
Ballerina (2010)
Folding table and egg
74H x 50W x 4L cm
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Liz  Cohen
b.1973, United States
Hydroforce (2011)
Single Channel HD video
55 seconds
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Liz  Cohen
b.1973, United States
Lowrider Builder and Child (2012)
C-print
50H x 63W inches
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 A particularly generative aspect of Lu Chunsheng’s work is the way it breaches the boundary between
documentary and fiction. Rather than merely illustrate it, his conceptual and methodological coherence broadens
and extends his inquiry into everyday life. Unlike many of his fellow artists who emerged from the same
generation, Lu does not focus on the alienation inherent to an accelerated urbanization and its stream of rapidly
moving images and perplexed inhabitants.

Lu has developed an oeuvre that consists of characters in bizarre situations. The large-scale photograph I Want to
Be a Gentleman depicts nine men standing like statues on display in a museum on tall plinths in front of a run-
down industrial building. Lu’s brooding films and photographs are preoccupied with China’s industrial era and
communist history.

Lu Chunsheng
b.1968, China
I Want to be Gentleman (2000)
Series of 4 black and white photographs
30.5H x 25W inches each
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A particularly generative aspect of Lu Chunsheng’s work is the way it breaches the boundary between
documentary and fiction. Rather than merely illustrate it, his conceptual and methodological coherence broadens
and extends his inquiry into everyday life. Unlike many of his fellow artists who emerged from the same
generation, Lu does not focus on the alienation inherent to an accelerated urbanization and its stream of rapidly
moving images and perplexed inhabitants.

A mesmerizing experience of a vaguely familiar yet remote world, History of Chemistry I follows a group of men
as they wander from somewhere beyond the edge of the sea through a vast landscape to an abandoned steel
factory. Using long shots and atypical settings, Lu enigmatically refers to a distant history while conveying the
sense of dislocation wrought by successive stages of modernization. The combination of elaborate landscape
shots from the suburbs of Shanghai and Lu’s signature style of spare and minimally crafted acting offers a
surreal view of human behavior in spaces marked by the hulking remnants of China’s extraordinary
development.

 https://vimeo.com/191855324

Lu Chunsheng
b.1968, China
History of Chemistry I (2004)
Single-channel video
26:33 minutes



KADIST

In the work Cinema, Fang Lu explores in a meticulous yet un-dramatic — almost casual — way of how “the self”
in our today’s life is a controlled and staged construction of oneself. What appears at first sight to be a not
unusual performance of self-choreography, becomes at a second glance a disturbing portrait of a – female –
persona brought to life under contemporary conditions of attractiveness, anxiety and narcissism. Unlike her
previous works, which duel more on the internal, surrealistic human conditions, this seven-channel work
elevates the individual relationship with its socio-political environment to a more recognizable and appealing set
of behavioral actions of self-awareness and self-inflicted anguish. Cinema, as a “portrait”, is staged in the fashion
of creating a self-image in the politically guarded societal arena of surveillance and social networks. In this media
oriented process of constructing a self-image, one experiences over time the loss of one’s, authentic, identity. In
that sense Cinema is a “melancholic” portrait.

Lu FANG
b.1981, China
Cinema (2013)
7 Channel video installation with sound
19:19 minutes
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Lucas Nazario
b.1986, Costa Rica
Untitled (2014)
Digital photography
97.5H x 84.5W x 5D cm
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Lucas Blalock received his MFA from the University of California, Los Angeles. In his photographic work he
fuses analog and digital technologies, relying on both the tactility of a four-by-five camera and the wide-open
possibilities of digital manipulation. While many makers of photographic images may use digital tools while
simultaneously burying the fact of that use, Blalock makes his manipulations evident.

Compositions such as Tree on Keystone (2011) become hyperreal versions of their real-world equivalents. Blalock
resists the immediacy that we have come to expect from photography—that each photograph should
communicate its message without delay.

Lucas  Blalock
b.1978, United States
Tree on Keystone (2011)
Chromogenic print
43.5H x 34.5W inches
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Lucas Blalock received his MFA from the University of California, Los Angeles. In his photographic work he
fuses analog and digital technologies, relying on both the tactility of a four-by-five camera and the wide-open
possibilities of digital manipulation. While many makers of photographic images may use digital tools while
simultaneously burying the fact of that use, Blalock makes his manipulations evident.

Blalock resists the immediacy that we have come to expect from photography—that each photograph should
communicate its message without delay. Within the dark obscurity of three, three, three (2013), he frustrates and
complicates this conditioned response to the photographic medium, questioning the photograph’s purpose.

Lucas  Blalock
b.1978, United States
three, three, three (2013)
Archival inkjet print
39.5H x 49.75W inches
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Born in Costa Rica and living in Germany, artist Lucía Madriz has a global perspective. Her videos, paintings,
and installation works deal with issues of global concern—specifically agriculture, genetically modified crops,
and the sustainability of our shared natural resources. Her interest in these issues has led her, in recent years, to
develop installation projects where images are formed out of careful arrangements of seeds, grains, and dried
beans—crops that sustain life in most of the globe’s cultures, and ones that are heavily implicated in the United
State’s experiments with genetic modification.

In her geometric paintings on wood panel, Madriz employs the Fibonacci numbers to illustrate, in simplified
form, the pattern of natural plant growth—beginning from a single stem, and growing exponentially, rationally,
and efficiently outward from there. Tinting the underlying wood but not covering it, Madriz’s delicate cubes
seem to hover on the surface of the warm wood surfaces, drawing more attention to the grain and its own
natural pattern. Always drawing the attention back to the natural world, Madriz’s multimedia works aim to
reassert the natural, and our own links to it.

Lucia Madriz
b.1973, Costa Rica
Untitled (2014)
Acrylic paint on wood
50.5H x 75W x 2.5D cm
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Brazilian artist Luciano Figueiredo works with color, form, volume, and light in his exquisite wall-bound
compositions. Figueiredo began making paintings in the 1960s, and his origins and his output place him in line
with Brazilian Constructivism, a modernist movement that emphasized geometric forms and rational designs.
Influenced by the Bauhaus and by his Brazilian peers, Figueiredo studied both in his native Brazil and in London
during the 1960s and 70s, taking up subjects including painting, English literature, and art history.

Figueiredo’s succinct forms are rendered in bright hues of yellow, red, green, and blue, with white and black
defining positive and negative spaces within the overall geometry. His Revelos are part painting, part relief, and
part sculpture—they separate from the wall, creating spatial complexities within their bounds, and imply
movement through the simplicity of their shapes. Though based on the shape of a simple square, each Revelo
animates beyond that limitation, the folded and layered canvas sheets, the cuts and slices of contrasting paints
creating movement from stasis. These works recall the in-between geometry of a turning page, evoking
Figueiredo’s obsession with books and newspapers, and recalling the frozen time of a still photographic image.

Luciano Figueiredo
b.1948, Brazil
Relevo (Replacement) (2015)
Acrylic on canvas
40H x 40W x 4D cm
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Luis Garciga’s work and research since 2003 has been a journey attempting to redifine the invariant
anthropologies that appear in less “global” contexts and communities. Art as service and registry, with levels of
excentricism are ideas and approaches that materialize in his videos and installations, mixing direct recording
with fiction; applying often relational esthetics.

In Destinos Posibles Garciga performs a service in Havana, Cuba by offering strangers in the streets a “ride” to
wherever they are going for free, in exchange he demands that the passengers address the question "what do
they want from life?" A poignant video within the context of the limitations the Cubans have in terms of choices,
desires, fantasies, and longing.

Luis Garciga Romay
b.1971, Cuba
Destinos Posibles (Possible Destinations) (2009)
Video
10:04 minutes
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Luisa Lambri photographs the interior details of modernist buildings, whose mostly vacant, peripheral spaces
are framed by fragments of light and the passage of time. Lambri’s methodology draws attention to the viewer’s
immediate perceptions and is in clear contrast to the established practices of modernist architectural
photography, which conflates flawless exteriors with the modern ethos of progress and innovation. Lambri’s
approach has affinities with two other Los-Angeles artists—Catherine Opie and James Welling—who are also
included in the Kadist Collection. Lambri sees her images as a form of self-portraiture that elaborates on the
profound psychological and emotional responses that architectural spaces elicit from their inhabitants: While she
is photographing a house, she is also photographing herself being there. Lambri travels extensively to capture
the physical topologies of work by Alvar Aalto, Le Corbusier, Louis Kahn, among many others.

Lambri’s careful framing in Untitled (Miller House, #02) redefines our understanding of this iconic mid-century
modernist building, the Richard Neutra Grace Lewis Miller House located in Palm Springs, California. Rather
than a distanced view of the overall structure—favored by modernist architectural photographers like Julius
Shulman—Lambri instead works from the inside, focusing on Neutra’s windows and the soft, even light. The
resulting image is a poetic abstraction, an architectural photograph that yields not only a picture of a building,
but suggests what it actually feels like to be in that architectural space.

Luisa Lambri
b.1969, Italy
Untitled (Miller House, #02) (2002)
Laserchrome print
42.3H x 56.7W inches
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Luisa Lambri photographs the interior details of modernist buildings, whose mostly vacant, peripheral spaces
are framed by fragments of light and the passage of time. Lambri’s methodology draws attention to the viewer’s
immediate perceptions and is in clear contrast to the established practices of modernist architectural
photography, which conflates flawless exteriors with the modern ethos of progress and innovation. Lambri’s
approach has affinities with two other Los-Angeles artists—Catherine Opie and James Welling—who are also
included in the Kadist Collection. Lambri sees her images as a form of self-portraiture that elaborates on the
profound psychological and emotional responses that architectural spaces elicit from their inhabitants: While she
is photographing a house, she is also photographing herself being there. Lambri travels extensively to capture
the physical topologies of work by Alvar Aalto, Le Corbusier, Louis Kahn, among many others.

Custom-built for a silent film star in 1934 in Santa Monica, the Sten-Frenke House is an idiosyncratic icon.
Designed by the architect Richard Neutra, its gray glass, white expanses, and simple forms exude austerity.
Luisa Lambri’s photograph Untitled (Sten-Frenke House #04) (2007) recalls the unembellished elegance of the
structure while also alluding to modernist painting; the image is less a picture than an abstract expanse that
conveys its own flatness. Whereas avant-garde paintings strove to suggest nothing but their own essence, Lambri
inverts this aim, using the two-dimensionality of the photographic print to point elsewhere.

Luisa Lambri
b.1969, Italy
Untitled (Sten-Frenke House #04) (2007)
Laserchrome print
43.3H x 34.3W inches
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Luisa Lambri photographs the interior details of modernist buildings, whose mostly vacant, peripheral spaces
are framed by fragments of light and the passage of time. Lambri’s methodology draws attention to the viewer’s
immediate perceptions and is in clear contrast to the established practices of modernist architectural
photography, which conflates flawless exteriors with the modern ethos of progress and innovation. Lambri’s
approach has affinities with two other Los-Angeles artists—Catherine Opie and James Welling—who are also
included in the Kadist Collection. Lambri sees her images as a form of self-portraiture that elaborates on the
profound psychological and emotional responses that architectural spaces elicit from their inhabitants: While she
is photographing a house, she is also photographing herself being there. Lambri travels extensively to capture
the physical topologies of work by Alvar Aalto, Le Corbusier, Louis Kahn, among many others.

Rudolph Schindler’s designs, part of a practice he called “Space Architecture,” marry interior with exterior and
space with light. The architect’s longtime studio and residence, which he built in Los Angeles in 1922,
exemplifies this philosophy, and has since become an influential part of the modernist architectural canon. In
Untitled (Schindler House #01) (2007), Luisa Lambri describes Schindler’s studio by capturing its aftereffects—the
play of light and shadow cast through branches onto a surface. The photograph is an ethereal portrait of
Schindler’s work and ethos, evoking the building without actually depicting its concrete slabs and untreated
wood.

Luisa  Lambri
b.1969, Italy
Untitled (Schindler House #01) (2007)
Laserchrome print
33 1/8H x 34 15/16W inches
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Luke Butler works with images of masculinity and power. He draws from popular culture to both reflect and
challenge existing conceptions and values. Butler not only uses these images in a general way, he creates exact
replicas or fabricates new fictitious pieces to resemble existing forms, like falsified transcriptions of George
Washington’s letters, and faking his own obituary.

In Captain X, Star Trek’s Captain Kirk, played by William Shatner, is limply draped over a large boulder in what
looks like a hostile alien environment. However, Kirk’s passive pose doesn’t so much suggest the aftermath of a
battle as it does heavy contemplation, depression, or utter despair. Captain X is part of a series of paintings
depicting various Star Trek characters who are stricken with human emotion-—a tactic that diminishes the
mythological grandeur associated with this heroic captain and his indefatigable crew. Captain X, like much of
Butler’s work, investigates the role of the male authority figure and exposes him at his most vulnerable moments.

Luke Butler
b.1971, United States
Captain X (2008)
Acrylic
16H x 20W inches



KADIST

Luke Murphy is a systems-based artist whose work is loosely bound by common themes of quantifying elements
of the psyche and spirit with a particular interest in the Gnostic gospels, religious paintings, and digital
languages – codes and systems to make art.  His work of the past few years has been an investigation into the
fundamentals of randomness and how it powers digital art, the underlying mechanisms of hope and politics and
more broadly our digital age. Seeking the most perfect source of randomness lead him in the past to use
radioactive decay, as the engine to generate random numbers that are then harvested to power his art. The
sublime unpredictability and profound unknowability of the spontaneous decay of Uranium is translated by his
various algorithms into a new sublime, one of information, digital visualization and painting strategies.
 Murphy's work tries to interleave cultural post-atomic anxieties, information culture and the Gnostics’ belief
that the world was and is irrational.

What Color is Luke Murphy’s outstanding digital painting that elegantly loops in nonstop motion. The artist
cleverly usurped the familiar signage of brightly scrolling words that we ordinarily see calling out to advertise a
Bodega or sidewalk cart’s fast food. In a DIY manner, Murphy constructed the extra-luminous LED panel screen
and also wrote the code that sets the pace and pattern of the flowing words. Murphy plays with his viewers’
routine as “users” who spend countless waking hours on a daily basis staring at a computer screen. In the same
way, he regards his viewers as “users” of his art. On the screen of the work, Murphy’s words animate one of the
Internet’s oldest memes: in bold letters “ORANGE,” “YELLOW,” “GREEN,” and so on, glide across the display
in colors different from those they signify.  Emoticons dance across the composition, as iconic as a Jasper Johns’
flag painting, but with the humor of a broken announcement board on the New York subway. Murphy resolves
the tension between painting (as object) and computer screen (as medium), which has plagued digital artists for
years.

Luke Murphy
b.1963, United States
What Color (2016)
LED matrix panels, Raspberry Pi
microcontroller, software
25H x 20W inches
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Lutz Bacher
b.1955, United States
Sweet Jesus (2015)
Sound installation
8:32 looped
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Over the last three decades, artist and filmmaker Lynn Hershman Leeson has been internationally acclaimed for
her pioneering use of new technologies to explore key social issues. Her work is owned by the Museum of
Modern Art, the William Lehmbruck Museum, the ZKM (Zentrum fur Kunst und Medientechnologie), the Los
Angeles County Museum of Art, the National Gallery of Canada, the Walker Art Center, and the University of
California, Berkeley Art Museum. Her commissions include projects for the Tate Modern, the San Francisco
Museum of Modern Art, the De Young Museum, Daniel Langois, and Stanford University, and Charles Schwab.

Hershman Leeson’s documentary, Women Art Revolution (W.A.R.) draws from hundreds of hours of intimate
interviews with her contemporaries—visionary artists, historians, curators and critics—who recount their fight to
break down the barriers facing women both in the art world and society at large. The film features an original
score by Carrie Brownstein, formerly of the band Sleater-Kinney.

Lynn Hershman Leeson
b.1941, United States
!Women Art Revolution (W.A.R.) (2010)
Video
83 minutes
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Over the last three decades, artist and filmmaker Lynn Hershman Leeson has been internationally acclaimed for
her pioneering use of new technologies to explore key social issues. Her work is owned by the Museum of
Modern Art, the William Lehmbruck Museum, the ZKM (Zentrum fur Kunst und Medientechnologie), the Los
Angeles County Museum of Art, the National Gallery of Canada, the Walker Art Center, and the University of
California, Berkeley Art Museum. Her commissions include projects for the Tate Modern, the San Francisco
Museum of Modern Art, the De Young Museum, Daniel Langois, and Stanford University, and Charles Schwab.

Lynn Hershman Leeson
b.1941, United States
Tania Libre (2016)
Video
74 minutes
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Based on photographs and domestic environments, Schoorel’s paintings are charged with an atmosphere of
melancholy and loss. In her paintings images emerge slowly. Her figurative paintings appear faded or bleached
with brush strokes that suggest outlines and restrained marks that imply areas of colour or shadow. The viewer
must participate in the paintings, employing a particular way of looking that allows the images to unravel slowly
over time. The spaces they provide are not only physical, but also conceptual – the freedom to find pleasure in
their beauty, or to find consolation in the way in which they transform memory from an image of yesterday into
a fresh, present-day experience.

Maaike Schoorel
b.1973, The Netherlands
Maaike and John (2013)
Oil on canvas
60 x 44 1/8 inches (152.5 x 112 cm)
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Man Ray
b.1890 - 1976, United States
Pêchage (1972)
Plastic peaches, cotton wool and oil assembled
in a wooden box
36H x 24W x 11.6D cm
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Marcelo Cidade’s interest in art began on the streets of São Paulo, where political and social problems are played
out visually, with spray paint on concrete surfaces. Cidade began his career as a graffiti artist, and today he
continues to examine the interplay between urbanity, architecture, and power (and, along with these, the
tensions between the modern and the postmodern). By orchestrating interventions in the built environment, he
challenges the limits of the urban form. Following a generation of Brazilian artists who are increasingly
unconvinced by the ideals of modernist architecture, Cidade produces typologies that propose and anticipate a
reordering of the urban aesthetic. His site-specific works engage with sociopolitical and socioeconomic
transformations. Occurring both in the gallery and in the streets, they often blur otherwise-fixed distinctions
between private and public space.

Cidade often deploys detritus from the street—concrete blocks, sections of discarded billboards, plastic bags, old
mattresses, and broken glass are among his typical materials—in the space of the white cube. Or, as in Abuso de
poder (Abuse of Power, 2010), he may work in elegantly crafted in Carrara marble. Originally made for the Carrara
Biennale in 2010, this sculpture re-creates the iconic mousetrap right down to the piece of cheese waiting for an
unsuspecting victim. As the title suggests, the work is an ironic commentary on the traps that are set for us
politically, economically, and socially. It asks how free we really are.

Marcelo Cidade
b.1979, Brazil
Abuso de poder (Abuse of power) (2010)
Iron on marble base
3.14W x 7.48L x 0.6D inches
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Marcelo Cidade’s interest in art began on the streets of São Paulo, where political and social problems are played
out visually, with spray paint on concrete surfaces. Cidade began his career as a graffiti artist, and today he
continues to examine the interplay between urbanity, architecture, and power (and, along with these, the
tensions between the modern and the postmodern). By orchestrating interventions in the built environment, he
challenges the limits of the urban form. Following a generation of Brazilian artists who are increasingly
unconvinced by the ideals of modernist architecture, Cidade produces typologies that propose and anticipate a
reordering of the urban aesthetic. His site-specific works engage with sociopolitical and socioeconomic
transformations. Occurring both in the gallery and in the streets, they often blur otherwise-fixed distinctions
between private and public space.

Often investigating systems of surveillance and control, Cidade is continuously engaged with questions of how
we define and protect our personal spaces, on the one hand, and how these protections are trespassed and
broken down, on the other. Adição por subtração (Addition by Subtraction, 2010) is a beautiful and intimidating
intervention into the white cube. Cidade reinterprets the customary artwork frame by creating the same large
rectangular shape out of shards of glass. This material references the spiked walls that often surround upper-
class homes in Brazil, and it acerbically comments on the notion of creating safety by creating hazards, or
creating community via exclusion. Its sharp, jutting fragments confront rather than contain, inverting the
language of Modernism and the materials of dissent. The use of glass fragments is also reminiscent of Robert
Smithson’s sculpture Map of Glass (Atlantis) (1969), yet the concerns here are very different. The work delineates
an interior space and draws the viewer’s attention through the use of aggressive materials, yet there is empty
space where we would expect an artwork to be. What is added is ultimately subtracted, and both the “artwork”
and the void of the gallery space remain equal.

Marcelo   Cidade
b.1979, Brazil
Adição por subtração 4 (Addition by subtraction)
(2010)
Broken glass and plaster
59.06H x 118.11W x 7.87D inches
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Marcelo Cidade’s interest in art began on the streets of São Paulo, where political and social problems are played
out visually, with spray paint on concrete surfaces. Cidade began his career as a graffiti artist, and today he
continues to examine the interplay between urbanity, architecture, and power (and, along with these, the
tensions between the modern and the postmodern). By orchestrating interventions in the built environment, he
challenges the limits of the urban form. Following a generation of Brazilian artists who are increasingly
unconvinced by the ideals of modernist architecture, Cidade produces typologies that propose and anticipate a
reordering of the urban aesthetic. His site-specific works engage with sociopolitical and socioeconomic
transformations. Occurring both in the gallery and in the streets, they often blur otherwise-fixed distinctions
between private and public space.

450 Hayes Street (excavation site) (2014) by Marcelo Cidade is a large scale photograph documenting the artist’s
excavation of a parking lot located at 450 Hayes Street in San Francisco, a former section of the city’s Central
freeway and current condominium site. The cut shape mirrors the precise shape of the Kadist gallery floor,
where the concrete was relocated as part of his residency exhibition entitled Somewhere, Elsewhere, Anywhere,
Nowhere. Through this concrete graft, Cidade inextricably links the city with artwork. His installation observes
while it also inscribes an entropic building situation within this specific place in the city, and simultaneously, any
place in any city.

Marcelo   Cidade
b.1979, Brazil
450 Hayes Street (excavation site) (2014)
Photograph mounted on aluminum
33 x 50 inches
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Marco Rios
b.1975, USA
Crygasm (2010)
Video, continuous loop
30 seconds
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Marepe (an acronym for Marcos Reis Peixoto) is from northeastern Brazil, and his sculptures and installations are
steeped in its culture, traditions, festivals; his personal memories associated with his birthplace; and his
interactions with European culture.

Periquitos (Parakeets) (2005) is a cartoon-like giant television with a screen made of four vertical strips of blue,
yellow, green, and red acetate. There is a recurring figure on the screen, which is taken from a photograph of the
artist at age six. The acetate references a practice from Marepe’s region in which owners of black-and-white
televisions attached colored acetate to their screens in order to see images in color.

Marepe
b.1970, Brazil
Periquitos (Parakeets) (2007/2008)
Wood, acrylic, acetate, photography, nylon
and motor
41H x 53.5W x 30D cm
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Margo Wolowiec is a post-emerging artist who works predominantly with textile. Her abstracted fiber wall
hangings reference patterns found in Navajo rugs and Bauhaus weavings; often rendered in black, white, and
greyscale, they could be interpreted as Modernist tapestries. Wolowiece’s handwork, however, is anything but
retrograde and her forms are largely sourced from visualizations of glitches and aberrations found on Internet-
based social networking platforms such as Instagram, Facebook, and Tumblr. In translating pixelated images
into fiber art through painstaking technique of hand dye and weaving, Wolowiec offers a wholly original
response to producing art in the digital age by narrowing the gap between traditional practices of handcraft and
contemporary modes of image making offered through new media technologies. She has exhibited domestically
and internationally at venues such as Jessica Silverman Gallery, San Francisco; Lisa Cooley, New York; and di
Rosa, Napa. Wolowiec received her BFA from the School of the Art Institute of Chicago and her MFA from
California College of the Arts.

Wolowiec’s textile work Not This Time (2015) translates pixelated images into sensuous fabric and ink based
forms that are at once beautiful in their abstraction and anxiety-ridden in their visualization of a malfunctioning
digital world. In order to produce this work, Wolowiec selects a grouping of digital images from web-based
sources that have a glitch, an aberration in which a short-lived technical fault results in distortions in an image’s
display. Through a dye sublimination ink process, the images are printed onto strands of thread pixel by pixel,
which the artist then weaves into a final work. The resulting textile piece resembles a stunningly diffuse
landscape of amorphous greyscale forms that alternately reference blurry screens and darkly portentous night
skies. By translating these visual blips and aberrations into permanent forms, Wolowiec challenges our
assumptions that digital phenomenon can only exist in the ephemeral, and her modern tapestries feel both
familiar and startlingly innovative. Towards the bottom of the work, Wolowiec marks the fabric with a brown
cross, gesturing towards the practice of selecting photographs on a contact sheet with an x. This mark not only
becomes a sign of the maker’s hand – it is also a graphically symbolic representation of the increasingly narrow
gap between ancient handcrafts such as weaving, traditional imaging making practices such as photography,
and contemporary digital/new media techniques.

Margo Wolowiec
b.1985, United States
Not This Time (2015)
Handwoven polyester, cotton, linen, dye-
sublimation ink, fabric dye on linen
60H x 47W inches



KADIST

Maria Taniguchi is poised somewhere between two different modes of painterly ‘traditions’ in the Philippines:
one that is ostensibly socially oriented (and figurative), and another that’s more cerebral. Since her Goldsmiths
MFA she has begun to establish an international profile. She was in the Hugo Boss Asian prize show in Shanghai
(Rockbund); she had a solo at carlier | gebauer, and a solo with ibid. in London.

Taniguchi works across several media but is principally known for her long-running series of quasi-abstract
paintings featuring a stylised brick wall device. Full of subtle gradations and low-key modulations, these are her
trademark: a sustained, reiterative practice, steeped in repetition but carefully attuned to the economies and the
sculptural presence of painting. Her approach to painting is conceptual. Her point of departure for the series is
individual, subjective time. The unified visual grid of the black monochrome acrylic paintings is based on the
simplest repeating pattern in masonry, yet when viewed more closely their stark surfaces veer more towards the
personal and poetic: glistening patches of irregular shapes and sizes reveal the limits of a days work.

Maria Taniguchi
b.1981, Philippines
Untitled (2015)
Acrylic on canvas
228H x 114W x 2D cm
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“The Territory is not for sale” is a process of reflection and research with people, thinkers and community
leaders from Usme, a rural part of Bogotá on the tenuous verge of becoming urban. As an art object and
installation, it comprises multiple stacks of paper each containing the decrees of land expropriation from many
different peasant farmers who are being forced to sell their lots of land back to the government.

Usme lies at the southern urban-rural border strategically located next to the Páramo de Sumapaz, an enormous
neo-tropical tundra ecosystem and water reserve. It had remained relatively isolated from the city-proper until
1954 when it became incorporated into Bogotá, triggering a process of residential densification through legal and
illegal urbanization. Usme remains the very last green area for urban expansion.

The farmers do not want to sell because they want to keep their way of living, and even if some would want to
become “urban citizens” they will not able to afford to do so given the absurd price offered for their land. While
the problematic transformation of land from rural to urban, and the multiple forms of displacement lays in those
stacked papers, there is also moments marked where inflicted communities rise above those struggles. To
represent the mobilization of these communities, the artist has excised a section of each decree to plant the local
crop or mineral from the area; as each plants grows from the stacks of paper, the decrees in turn begin to
materially deteriorate.

In appreciating this work, it is helpful to understand the rapid growth and densification of Bogotá over the 20th
century that has produced unequal urban development stamped by social divisions -- the coexistence of informal
and formal modes of survival, illegal and legal access to housing, and the blending of rural and urban lifestyles.
Poor migrant workers fleeing Colombia’s 60-year armed conflict have settled in increasingly dense peripheries of
the country’s capital, such as Ciudad Bolívar and Usme, thus informally extending the breadth of the city
towards its southern borders at a rapid pace of growth. Most of them have purchased illegal plots of land from
swindlers, built their houses by themselves and fought for infrastructure, equipment and services through
political organizing.

María Buenaventura
b.1974, Colombia
El territorio no está en venta (2011-2016)
Sheets of paper, sand, plants, stones
30H x 131W x 140D cm
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Maria Fernanda Plata
b.1978, Colombia
Sin Título (T4) (2015)
Frayed fabric
Variable dimensions
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Mariana Castillo Deball uses installation, sculpture, photography, and drawing to explore the roles objects play
in our understanding of identity and history. The artist’s research expands on the tradition of institutional
critique, focusing on the politics behind the display of archeological and ethnographic objects and the
construction of their reception. Engaging in prolonged periods of research and fieldwork, Castillo Deball takes
on the role of an explorer or archeologist, compiling found materials in ways that reveal new connections and
meanings. Drawing from ethnographic collections, libraries, and historical archives, she focuses on
archaeological objects as a means of understanding how the past is constructed and reconstructed in the present.

Do ut des (2009) is part of an ongoing series of books that Castillo Deball has altered with perforations, starting
from the front page and working inward, forming symmetrical patterns when each spread is opened. The books
belong to O Mundo dos Museus (The World of Museums), a collection conceived by the Brazilian designer
Eugênio Hirsch in the 1970s. More than simply a catalogue of artworks, each offers the reader a promenade
through a different world museum and its functioning, starting with photo reportage of the building, its urban
landscape and architecture, the management and restoration of works, and visitors walking though the galleries.
Collaged images of people alongside artworks indicate the works’ dimensions in relation to the human scale. The
act of drilling into different institutional representations is a direct intervention into history itself, inviting us to
question its representation. The title refers to a Latin phrase that applies to civil law, roughly translating as “I
give that you may give back.” This allusion to a form of exchange, negotiation, and reciprocity applies as much
to the relationship between the artist and the audience as to that between the artist and the object. The
implication that the artist is giving the viewer something so that she will receive something back demands a level
of critical reflection and interaction with the work. With these books, Deball infers that history gives these
representations to us so that we can detour from them.

Mariana Castillo Deball
b.1975, Mexico
Do ut des (I give that you may give back) - The
Tate Gallery London (2009)
Unique drilled books (from the collection
called “The museums of the world”)
31W x 49H cm
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Mariana Castillo Deball uses installation, sculpture, photography, and drawing to explore the roles objects play
in our understanding of identity and history. The artist’s research expands on the tradition of institutional
critique, focusing on the politics behind the display of archeological and ethnographic objects and the
construction of their reception. Engaging in prolonged periods of research and fieldwork, Castillo Deball takes
on the role of an explorer or archeologist, compiling found materials in ways that reveal new connections and
meanings. Drawing from ethnographic collections, libraries, and historical archives, she focuses on
archaeological objects as a means of understanding how the past is constructed and reconstructed in the present.

Do ut des (2009) is part of an ongoing series of books that Castillo Deball has altered with perforations, starting
from the front page and working inward, forming symmetrical patterns when each spread is opened. The books
belong to O Mundo dos Museus (The World of Museums), a collection conceived by the Brazilian designer
Eugênio Hirsch in the 1970s. More than simply a catalogue of artworks, each offers the reader a promenade
through a different world museum and its functioning, starting with photo reportage of the building, its urban
landscape and architecture, the management and restoration of works, and visitors walking though the galleries.
Collaged images of people alongside artworks indicate the works’ dimensions in relation to the human scale. The
act of drilling into different institutional representations is a direct intervention into history itself, inviting us to
question its representation. The title refers to a Latin phrase that applies to civil law, roughly translating as “I
give that you may give back.” This allusion to a form of exchange, negotiation, and reciprocity applies as much
to the relationship between the artist and the audience as to that between the artist and the object. The
implication that the artist is giving the viewer something so that she will receive something back demands a level
of critical reflection and interaction with the work. With these books, Deball infers that history gives these
representations to us so that we can detour from them.

Mariana Castillo Deball
b.1975, Mexico
Do ut des (I give that you may give back) -
National Gallery of London (2009)
Unique drilled books (from the collection
called “The museums of the world”)
31W x 49H cm
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Mariana Castillo Deball uses installation, sculpture, photography, and drawing to explore the roles objects play
in our understanding of identity and history. The artist’s research expands on the tradition of institutional
critique, focusing on the politics behind the display of archeological and ethnographic objects and the
construction of their reception. Engaging in prolonged periods of research and fieldwork, Castillo Deball takes
on the role of an explorer or archeologist, compiling found materials in ways that reveal new connections and
meanings. Drawing from ethnographic collections, libraries, and historical archives, she focuses on
archaeological objects as a means of understanding how the past is constructed and reconstructed in the present.

Do ut des (2009) is part of an ongoing series of books that Castillo Deball has altered with perforations, starting
from the front page and working inward, forming symmetrical patterns when each spread is opened. The books
belong to O Mundo dos Museus (The World of Museums), a collection conceived by the Brazilian designer
Eugênio Hirsch in the 1970s. More than simply a catalogue of artworks, each offers the reader a promenade
through a different world museum and its functioning, starting with photo reportage of the building, its urban
landscape and architecture, the management and restoration of works, and visitors walking though the galleries.
Collaged images of people alongside artworks indicate the works’ dimensions in relation to the human scale. The
act of drilling into different institutional representations is a direct intervention into history itself, inviting us to
question its representation. The title refers to a Latin phrase that applies to civil law, roughly translating as “I
give that you may give back.” This allusion to a form of exchange, negotiation, and reciprocity applies as much
to the relationship between the artist and the audience as to that between the artist and the object. The
implication that the artist is giving the viewer something so that she will receive something back demands a level
of critical reflection and interaction with the work. With these books, Deball infers that history gives these
representations to us so that we can detour from them.

Mariana Castillo Deball
b.1975, Mexico
Do ut des (I give that you may give back) - Alte
Pinakothek München (2009)
Unique drilled books (from the collection
called “The museums of the world”)
31W x 49H cm
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Mariana Castillo Deball uses installation, sculpture, photography, and drawing to explore the roles objects play
in our understanding of identity and history. The artist’s research expands on the tradition of institutional
critique, focusing on the politics behind the display of archeological and ethnographic objects and the
construction of their reception. Engaging in prolonged periods of research and fieldwork, Castillo Deball takes
on the role of an explorer or archeologist, compiling found materials in ways that reveal new connections and
meanings. Drawing from ethnographic collections, libraries, and historical archives, she focuses on
archaeological objects as a means of understanding how the past is constructed and reconstructed in the present.

Do ut des (2009) is part of an ongoing series of books that Castillo Deball has altered with perforations, starting
from the front page and working inward, forming symmetrical patterns when each spread is opened. The books
belong to O Mundo dos Museus (The World of Museums), a collection conceived by the Brazilian designer
Eugênio Hirsch in the 1970s. More than simply a catalogue of artworks, each offers the reader a promenade
through a different world museum and its functioning, starting with photo reportage of the building, its urban
landscape and architecture, the management and restoration of works, and visitors walking though the galleries.
Collaged images of people alongside artworks indicate the works’ dimensions in relation to the human scale. The
act of drilling into different institutional representations is a direct intervention into history itself, inviting us to
question its representation. The title refers to a Latin phrase that applies to civil law, roughly translating as “I
give that you may give back.” This allusion to a form of exchange, negotiation, and reciprocity applies as much
to the relationship between the artist and the audience as to that between the artist and the object. The
implication that the artist is giving the viewer something so that she will receive something back demands a level
of critical reflection and interaction with the work. With these books, Deball infers that history gives these
representations to us so that we can detour from them.

Mariana Castillo Deball
b.1975, Mexico
Do ut des (I give that you may give back) - Museo e
Gallerie Nazionali di Capodimonte (2009)
Unique drilled books (from the collection
called “The museums of the world”)
31W x 49H cm



KADIST

Mariana Castillo Deball uses installation, sculpture, photography, and drawing to explore the roles objects play
in our understanding of identity and history. The artist’s research expands on the tradition of institutional
critique, focusing on the politics behind the display of archeological and ethnographic objects and the
construction of their reception. Engaging in prolonged periods of research and fieldwork, Castillo Deball takes
on the role of an explorer or archeologist, compiling found materials in ways that reveal new connections and
meanings. Drawing from ethnographic collections, libraries, and historical archives, she focuses on
archaeological objects as a means of understanding how the past is constructed and reconstructed in the present.

Mariana Castillo Deball’s set of kill hole plates are part of a larger body of work problematizing archeological
narratives, and drawing attention to the conservation process and its role in recreating an imagined object. They
are playful and exaggerated representations of “kill hole pottery” — ceramic dishes in the Mimbres tradition
with distinct circular holes located in the center of the pots. Although very little is known about the Mimbres
culture’s specific beliefs, they are loosely understood to have terminated the object symbolically in preparation
for funerary use. (A common belief is that kill holes served as a conduit to a spiritual world.) When these
ceramics were first discovered, however, there was no scholarly precedent to explain the kill holes or
differentiate them from the more common broken sherds of most ancient ceramics, so as a result hundreds of
these pots were mistakenly repaired. It wasn’t until more kill hole ceramics were unearthed, and sufficient
information was collected, that kill holes were understood as intentional absences, punched into the ceramics as
a significant act of negation. Deball’s foregrounding of these pots in her recent project was meant to heighten the
kind of leaps made around found artifacts through imagined realities, signaling the anxiety of Modernity—the
irretrievable loss of information— and highlight the important work of responsibly decoding the gaps of
information.

Mariana Castillo Deball
b.1975, Mexico
Mimbres pottery kill hole sequence (2016)
Set of 8 kill holes plates and thick rope; low-
fire stoneware with mason stain
Variable dimensions
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Mario Ybarra Jr. belongs to a generation of Mexican-American artists who embrace their double heritage and use
it in order to create critical and compelling artistic work. Ybarra is based in Los Angeles, where he grew up, and
a large part of his artistic practice has grown out of issues related to his upbringing in the Chicano community of
Wilmington. He consistently explores the culture and politics of the West Coast to produce, as he says,
contemporary art that is filtered through a Mexican-American experience. Ybarra is not only a multifaceted
artist, but also works as an educator, gallerist, activist, and social anthropologist.

Ammo Bunker (2009) is a multipart installation that includes large-scale wall prints and an architectural model.
The work takes as its departure point the history of Wilmington, Ybarra’s native hometown in southern Los
Angeles. The piece refers to a Civil War era ammunition store that Ybarra found at the heart of the harbor close
to Long Beach. The facility was later used as a temporary prison to hold different people coming from Mexico to
Los Angeles during the Civil War. The building’s walls are covered with different marks and inscriptions from
that time—what Ybarra likes to call L.A.’s earliest graffiti and which today coexist with recent gang tags. By
pointing out the presence of these two kinds of inscriptions in the same historical place, Ybarra furthers his
investigation into the intertwining of Mexican-American and Anglo-American social and cultural histories in
Southern California.

Mario Ybarra Jr.
b.1973, United States
Ammo Bunker (2009)
Mixed media installation
Variable dimensions
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Born and raised in Los Angeles, artist Mark Bradford draws material, inspiration, and methods from the city
streets that surround him. His large-scaled collage paintings for which he is known are often built up through
layers of repurposed street advertisements, hair papers, flyers, and scraps. Cementing these fragments together
with paint and overlaying recycled street art stencils, Bradford evokes rich, colorful works that are alive with
texture, and teeming with shards of the material world. In his earliest works, Bradford relied heavily on hair
papers (used during the process of permanently curling hair), pilfered from his mother’s beauty salon in L.A.
Singing the edges, Bradford created unsteady grids and jumbled geometries shot through with color.

This untitled work from 2012 is a print originally made as part of the Wattis Institute for Contemporary Art’s
artist limited edition series. It’s contrasting dark and vibrant tones presage his later series of works, exhibited at
L.A.’s Hammer Museum as Scorched Earth. These larger works share a map-like quality, looking like aerial
views of some scarred urban landscape. Black and red lines sear across the compositions, made through
Bradford’s unique layering and burning techniques. The 2012 print—a small shard, perhaps, from one of these
larger views of the land—shares this approach. Greyed fragments crisp along the edges into rock-like formations,
engulfed in the umber and orange colors of fire.

Mark Bradford
b.1961, United States
Untitled (2012)
Inkjet with spot printing and applied texture
14 x 11 inches (image size), 20 x 17 inches
(paper size)
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Mark Grotjahn’s paintings and drawings are light-hearted takes on geometric abstraction. Many of his works use
his “butterfly model” of skewed perspectival lines. These images conjure both infinite transcendence and the
graphic design of book covers or psychedelic posters. Additionally, by referring to these pieces directly as
butterflies, Grotjahn complicates the initially abstract appearance of the works, but without allowing them to
completely become representations of their namesakes either.

This particular drawing, like many of Grotjahn’s works, presents a decentered single-point perspective. Unlike
the traditional vanishing point, the rays here emanate from the surface’s middle and hover around an indefinite
and impossible convergence. The resulting fluttering of the image’s sections animates the drawing in relationship
to its named subject, the butterfly. The work also suggests the shimmer and movement of the insect’s wings
around an inconsequential and difficult-to-see body.

Mark Grotjahn
b.1968, United States
Untitled (Butterfly) (2002)
Coloured pencil on paper mounted to wooden
panel
13.4H x 10.8W inches
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Born in Singapore, raised in Malaysia, and based in Canada, artist and curator Mark Soo’s practice is concept-
driven and research-based. He works in a variety of media, often manipulating his images to emphasize to the
psychological, physiological, cultural aspects of light and color. Recently, Soo has begun to create works that
reconsider specific sites or explicit moments in social history.

The two large-scale stereoscopic photographs in That’s That’s Alright Alright Mama Mama depict a recreation of
Elvis Presley’s recording studio in Memphis, Tennessee. This study in doubles is underscored by its title, which
repeats and doubles Elvis’s original song title. The images are hung in a specially angled wall and the viewers
are provided special 3-D glasses in order to contemplate the image. The final result is the three-dimensional
experience of a reconstructed site. More than a mere play with optical illusions and perception, Soo’s operation
plays with the idea of the original and the replica to comment on the illusory character of any reconstruction,
reproduction, or representation.

Mark Soo
b.1977, Singapore
That’s That’s Alright Alright Mama Mama (2008)
Two C-prints, 3D glasses, angled wall
71H x 93W inches
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Martin  Kippenberger
b.1953, Germany
Untitled (1989)
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Martine Syms
b.1988, United States
SHE MAD: Laughing Gas (2016)
4-channel video installation
6:59 minutes
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As a challenging artist who marches to her own drum, Mary Reid Kelley is in the vanguard of a generation that
blends the digital and the analog to dialogue with history. From 2009 to the present, she has made videos that
fuse live performance, animation, drawing, sculpture, and digital design. Her characters—a nurse, a prostitute, a
bohemian, Ariadne, and the Minotaur—confront the limits of their situations in droll verse. Blending Homer and
Cindy Sherman by way of Virginia Woolf, Reid Kelley tells finely wrought narrative epics, rife with wordplay
and art historical references. She situates her work in World War I, nineteenth-century Paris, or classical
antiquity. Working with archival sources and a range of collaborators, often Patrick Kelley, her husband and an
accomplished artist, Reid Kelley invents a poetic hybrid of mediums. By creating or manipulating different
aspects of language, performance, and mise-en-scène, she rethinks the potential of the inauthentic to heighten
our awareness of the real.

In the video The Syphilis of Sisyphus (2011), Reid Kelley transported her heroine to the French demimonde. The
film centers on a pregnant Parisian prostitute who exemplifies Baudelaire’s paean to the superiority of cosmetic
over natural beauty. With sets that shift between Sisyphus’s boudoir and the streets of Paris, the work is an antic
romp through Revolutionary and post Revolutionary France, with brief vignettes involving everyone from
Diderot, Marie Antoinette, and Marat to Robespierre, Napoleon, and Haussmann. In a commentary on the fate of
overly aggressive women, it ends with our rebellious heroine carted off to Charcot’s sanatorium.

Mary Reid Kelley
b.1979, United States
The Syphilis of Sisyphus (2011)
HD video, sound
11:02 minutes
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As a challenging artist who marches to her own drum, Mary Reid Kelley is in the vanguard of a generation that
blends the digital and the analog to dialogue with history. From 2009 to the present, she has made videos that
fuse live performance, animation, drawing, sculpture, and digital design. Her characters—a nurse, a prostitute, a
bohemian, Ariadne, and the Minotaur—confront the limits of their situations in droll verse. Blending Homer and
Cindy Sherman by way of Virginia Woolf, Reid Kelley tells finely wrought narrative epics, rife with wordplay
and art historical references. She situates her work in World War I, nineteenth-century Paris, or classical
antiquity. Working with archival sources and a range of collaborators, often Patrick Kelley, her husband and an
accomplished artist, Reid Kelley invents a poetic hybrid of mediums. By creating or manipulating different
aspects of language, performance, and mise-en-scène, she rethinks the potential of the inauthentic to heighten
our awareness of the real.

Mary Reid Kelley
b.1979, United States
Charles Baudelaire (2015)
Pigment ink print
57H x 41W cm
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Mary Ann Aitken
b.1960 – 2012, United States
Untitled (Boom Box, Double-Sided) (2002)
Oil on wood
14H x 38W inches
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Mary Ann Aitken
b.1960 – 2012, United States
Untitled (Diptych) (2009)
Oil on wood
20H x 32W inches
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Masaya Chiba utilizes painting, sculpture, and installation to create dreamlike works that respond to Surrealism
traditions while also exploring the limits of representation and translation. Many of his paintings begin as
assemblages in his studio, and in preparing these installations, Chiba collects seemingly random assortments of
objects – photographs, wooden planks, potted plants, excess paint – to stage unusual material landscapes. Other
objects used in his paintings are also drawn from memory, suggesting an illusory attempt to recapture objects
and experiences that no longer exist in the present. Once configured into a desired form, Chiba utilizes these
installations and objects as studies for his richly rendered oil paintings. Seemingly whimsical at first glance, his
pictures also suggest an undercurrent of anxiety and instability, as if the perceptible world was melting away
below us.

Fairy #2 (2011) depicts a surreal scene of roughly assembled household ephemera, potted plants, and a faintly
visible figure rendered in thin red line. The picture shows a grouping of tables and stools arranged in a dense
cluster. A collection of objects, all brown or burlap-hued, cover their surfaces: ceramic pots, wooden planks,
roughly geometric wooden sculptures, and even a small figure that perches precariously atop of miniature cube
alongside a forked wood finish form. Chiba’s use of a nearly monochromatic palette makes it difficult to discern
many of these objects, and they only become recognizable from their faint resemblances to things in real life. The
picture’s monochromatic field, however, is interrupted by color three times: by the French blue finish of a stool
positioned in the background, by the leafy green foliage of two potted plants, and by the nearly imperceptible
red line drawing of a figure superimposed over the dense assemblage in the foreground. Presumably the “fairy”
of the work’s title, the red figure looks towards the viewer with soft eyes and a delicate smile and at first glance
appears benevolent. Chiba, however, renders the fairy into a violently contorted posture, its arms and legs
twisted to conform along the shape of the objects piled behind it. Alternately playful and curiously violent, Fairy
#2 offers a dreamlike image that is at once reminiscent of bedtime stories and apocalyptic fears. In this context,
the “fairy” could be seen as an imaginatively playful creature, but it could also be read as an allusion to the faint
bodily outlines left behind during the nuclear bombing attacks on Hiroshima and Nagasaki during World War II.

Masaya Chiba
b.1980, Japan
Fairy # 2 (2011)
Oil on canvas
150H x 135W cm
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Though he often works with paper and traditional techniques such as lithography, Mateo López is interested in
expanding the scope of drawing and frequently operates outside of traditional studio situations to conjure
personal experiences. His early studies in architecture equipped him to consider his medium in terms of time
and space, and in three rather than two dimensions. The portability of López’s methods, along with his personal
approach to collecting information from his personal journeys, has become a trademark of his installations.
Drawings and trompe l’oeil objects, ranging from apples to clothing hangers to doors, extend beyond their
sources of inspiration as sensuous entities, creating their own life in a Proustian narrative.

Mateo Lopez uses paper as a medium to conjure personal experiences. The artist creates drawings and trompe
l’oeil objects, ranging from apples to clothing hangers to doors. These props are part of a performance; he often
sets up his studio in public and uses cues from his own journeys as the inspiration for his work. The objects are
not dull, but sensuous, creating their own life in a Proustian narrative; slices of apple, for instance, have texture
summoning the juiciness of a crisp bite. Lopez carefully creates these phantom objects and imbues them with the
colors of memory. Almohada means “pillow” in Spanish, and this 2011 sculpture is a literal and playful
interpretation. The large pillow made of sheets of paper leans vertically against a wall, and papers printed with
images of feathers spill over the top and cascade onto the floor.

Mateo López
b.1978, Colombia
Almohada (Pillow) (2011)
Lithograph, paper
Variable dimensions
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Though he often works with paper and traditional techniques such as lithography, Mateo López is interested in
expanding the scope of drawing and frequently operates outside of traditional studio situations to conjure
personal experiences. His early studies in architecture equipped him to consider his medium in terms of time
and space, and in three rather than two dimensions. The portability of López’s methods, along with his personal
approach to collecting information from his personal journeys, has become a trademark of his installations.
Drawings and trompe l’oeil objects, ranging from apples to clothing hangers to doors, extend beyond their
sources of inspiration as sensuous entities, creating their own life in a Proustian narrative.

Mateo López
b.1978, Colombia
Libro Azul (Ayer-Mañana) [Blue Book (Yesterday-
Tomorrow)] (2011)
Intervened book, paper
7H x 7W x 1.375 inches
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Though he often works with paper and traditional techniques such as lithography, Mateo López is interested in
expanding the scope of drawing and frequently operates outside of traditional studio situations to conjure
personal experiences. His early studies in architecture equipped him to consider his medium in terms of time
and space, and in three rather than two dimensions. The portability of López’s methods, along with his personal
approach to collecting information from his personal journeys, has become a trademark of his installations.
Drawings and trompe l’oeil objects, ranging from apples to clothing hangers to doors, extend beyond their
sources of inspiration as sensuous entities, creating their own life in a Proustian narrative.

With Roca Carbon (Charcoal Rock, 2012) and Roca Grafito (Graphite Rock, 2012), López plays with our relationship to
inert and unremarkable objects such as rocks. Traces of art history reverberate through the sculptures; their
mediums reflect traditional materials for drawing and sketching, and the simplicity of their forms gesture
toward minimalism. But López dislocates these common objects from their ordinary utility by replicating their
component parts in paper, graphite, and charcoal, thus drawing attention to mechanisms of representation and
translation.

Mateo López
b.1978, Colombia
Roca Carbón (2012)
Charcoal on paper, on metal structure
23 3/16H x 14 3/16W x 16 5/16D inches
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Though he often works with paper and traditional techniques such as lithography, Mateo López is interested in
expanding the scope of drawing and frequently operates outside of traditional studio situations to conjure
personal experiences. His early studies in architecture equipped him to consider his medium in terms of time
and space, and in three rather than two dimensions. The portability of López’s methods, along with his personal
approach to collecting information from his personal journeys, has become a trademark of his installations.
Drawings and trompe l’oeil objects, ranging from apples to clothing hangers to doors, extend beyond their
sources of inspiration as sensuous entities, creating their own life in a Proustian narrative.

With Roca Carbon (Charcoal Rock, 2012) and Roca Grafito (Graphite Rock, 2012), López plays with our relationship to
inert and unremarkable objects such as rocks. Traces of art history reverberate through the sculptures; their
mediums reflect traditional materials for drawing and sketching, and the simplicity of their forms gesture
toward minimalism. But López dislocates these common objects from their ordinary utility by replicating their
component parts in paper, graphite, and charcoal, thus drawing attention to mechanisms of representation and
translation.

Mateo López
b.1978, Colombia
Roca Grafito (2012)
Graphite on paper on metal structure
14 1/16H x 11 1/8W x 11 5/16D inches



KADIST

Matt Lipps is a photographer whose strategies extend to include sculpture and installation. In his series Home
(2008), jagged rocks and threatening ice floes impinge upon life-size domestic interiors. In a body of work
entitled ‘70s (2004-2006), Lipps rephotographed 1970s male pornography, carefully lifting the models from their
magazine pages, backing them with cardboard, and repositioning them amid contemporary, stage-lit
bedspreads. Cropped elbows, toes, knees, and legs signal the switch in time and space, in a gesture of humorous
transparency characteristic of his work.

In the series Horizons (2010), Lipps uses appropriation to riff on Modernism’s fascination with abstract form. For
Untitled (Men) (2011), he snipped from magazines and textbooks pictures of handsome or famous men, from the
ancient Greek to the modern. Arranged in a tableau, lit theatrically, and rephotographed, the two-dimensional
figures have an embodied presence. While orange and blue lights transform them into a cohesive community,
their ordered arrangement also draws out their smallness and flatness, deflating any hypothesis of a great empire
or platonic ideal with one carefully calculated swipe.

Matt Lipps
b.1975, United States
Untitled (Men) (2011)
C-print
33H x 44W inches
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Matt Lipps is a photographer whose strategies extend to include sculpture and installation. In his series Home
(2008), jagged rocks and threatening ice floes impinge upon life-size domestic interiors. In a body of work
entitled ‘70s (2004-2006), Lipps rephotographed 1970s male pornography, carefully lifting the models from their
magazine pages, backing them with cardboard, and repositioning them amid contemporary, stage-lit
bedspreads. Cropped elbows, toes, knees, and legs signal the switch in time and space, in a gesture of humorous
transparency characteristic of his work.

Untitled (Women) (2011) presents a startlingly succinct history of violently romanticized femininity. Matt Lipps
created this diptych by photographing a single arrangement of cutouts. As in his analogous portrait of men, the
middle section appears twice, on either side of the split, signaling a stutter, a caesura, or a schizophrenic break.
Within the cluster, fashion photography exists alongside frescoes, and demure piety butts up against unabashed
sexuality. The women are bound not only by a fuchsia floodlight but also by a shared history. Western
conceptions of beauty and eroticism are shown to sample widely and gluttonously, from tribal dance to a cowl-
necked sweater.

Matt Lipps
b.1975, United States
Untitled (Women) (2011)
C-print
33H x 44W inches
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Matthew Angelo Harrison
b.1989, United States
Hole #1 (2015)
Zebra skull, acrylic
12H x 23W x 13D inches
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Matthew Angelo Harrison
b.1989, United States
Bodily Study of Unthinking Groups (2016)
Zebra skull, automotive clay
41 1/4H x 9 1/8W x 9 1/8D inches
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Ancalmo's practice regularly includes the reuse of discarded objects such as sewing machines, word processors,
16mm film projectors and turntables along with re-appropriated ephemera and output of his own past
installations.

War Footage is a series of wall-mounted works composed of 16mm film leader, tightly bound to flag-shaped
panels by the artist. In their monochrome simplicity -- some white, some black, one red -- they bring to mind
Rauschenberg's minimalist paintings from the 50's; the shape and repetitive figuration bring to mind Jasper
John's later flag paintings. Modifications to the blank leader – holes, letters, random dots and dashes – were
created by the machinations of previous Ancalmo pieces.

Mauricio Ancalmo
b.1972, El Salvador
War Footage (2010)
16 mm red leader film over wood board
16H x 21W inches
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Maya  Watanabe Landolt
b.1983, Peru
El Contorno (2011)
Three-channel video installation
4:11 minutes
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Mehran Mohajer
b.1964, Tehran
Untitled from the “Tehran Undated” series (2009)
Analog photography, inkjet print
76H x 76W cm
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Mehran Mohajer
b.1964, Tehran
Untitled from the “Tehran Undated” series (2009)
Analog photography, inkjet print
76H x 76W cm
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Meiro Koizumi’s works focus on key moments of Japanese modern history, revealing its underlying violence and
its impact on current society. Rendering visible what is not shown, what is not said, reversing tradition,
questioning the humiliation and the guilt arising from Japan’s defeat in the Second World War, scrutinizing
commonly shared repressed desires and degraded humanity, as well as exploring the recent resurgence of
nationalist myths, are but a few tasks that Meiro Koizumi dedicates himself to in his video works, but also in his
performances, drawings and collages. In a deliberately melodramatic atmosphere, and by means of specific work
on the text, the acting as well as on the editing, his videos try to give back voices to an unresolved past, between
personal mythologies and historical narratives. During the editing process, the artist does not hesitate to cut and
mix sequences in order to highlight different points of view on a same story and to embody the multiple
contradictions which inform both Japanese history and contemporary identity, between duty of memory and
right to forget.

Words by Meiro Koizumi: "The video installation work In the State of Amnesia is made with Mr. Nobuhiro
Tanaka, who damaged his brain when he had an accident when he was 21. Since then he has been living with a
memory disorder. I asked Mr. Tanaka to memorize a testimony of a Japanese soldier who served in the war in
China during WWII. Unlike in Germany, those testimonies of Japanese as aggressors in the Asian countries have
been hidden, repressed, and untold in the Japanese society. Today, 70 years after the end of the war, people
almost completely forgot what we did in the continent, and how aggressive we were. During the 2 days of
shooting, Mr. Tanaka had to memorize a testimony of a Japanese man who confessed his trauma of killing a
small boy while on a secret mission. But because of his memory disorder, the camera captured the situation
where the more he tried to remember the words, the less he can remember the lines. And in the end, no words
came out of his mouth, and all the words escaped from his memory. This footage was used to create the 2
channel video and sound installation."

Meiro Koizumi
b.1976, Japan
In the State of Amnesia (2015)
Two-channel video installation (shot in 4K), 3
vintage postcards
13:06 minutes
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Michael Linares asks critical questions about the most fundamental forms and concepts of art.  His recent work
has combined physical comedy with formal abstraction, scholarly research and quotidian material culture.
Through staging conceptual acts, often as ruptures of artworld conventions, he slyly invites new ways of seeing
what's been in front of us all along.

This video is the result of two years of research in close conversation with anthropologists and archaeologists.
Unsatisfied with these interactions, Linares eventually enrolled in classes to study archeology, specifically the
history of material artifacts. He became obsessed with the origin of metaphor, and the stick as an ur object. This
project represents an important deepening of his already successful artistic practice, which mixes a painting,
sculpture and conceptual motifs for an eclectic and aleatory kind of thinking.

As early as the Pliocene epoch, the stick as a specific, three-dimensional form has played a vital role in the
technological, social, political, aesthetic, and religious development of humanity and some animal species. The
chimpanzees that poke at the termites, the facial ornamentation of the Yanomami people, the Shulgi of Ur’s
weaponry— as well as the toothpick, knitting needle, and vaulting-pole—all represent a minute slice of the
myriad transfigurations that this form has undergone throughout history. For Linares, the stick serves as
concrete evidence of the neurological evolution of some animals and indicates their ability to create metaphor. It
is an ancient example of the moment when an object, such as a branch or bone, ceases to be what it inherently is
and becomes an instrument with transformed meaning and purpose. As such, Linares considers the stick to be an
archetype of a “thing;” a vessel devoid of connotation that anticipates signification through utility.

Michael Linares
b.1979, Puerto Rico
An Aleatory History of the Stick (2014)
Video, color, sound
53 minutes
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In Dorian, a cinematic perfume, video is used as a community gatherer, a tool to speak about particular
subcultures, in this case the trans-gender drag queen New York community, past and present. Developed from a
literary work, it deconstructs notions of narrative forms, styles and conventions. It is a hybrid piece, an example
of the elasticity of the medium. Performance rules in the work and so does presence, theatrical presence, with the
invitation to cast the performers as themselves, to bring to the work their own making this work a very
fascinating manifestation of a true collaboration with the erasure of
authorship.

Michelle Handelman
b.1960, United States
Dorian, a cinematic perfume (2009-2012)
Single channel video
63:00 minutes
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Miguel Calderón is a Mexican artist and writer. He has worked in various media – paint, photography, video
and installation--often engaged with low-brow aesthetics and concerns.

Tropical Vulture is a cross-generational project which highlights the artistic influences between George Kuchar, a
Bay Area legend of independent filmmaking, and Mexican artist Miguel Calderón. Tropical Vulture is an
experimental narrative video, co-directed by both artists, and blends Hollywood glamour and drama with an all-
too-real life approach, which creates and inspires a counterpoint of unattainable desire against unbearable
actuality. The video, shot on location in Acapulco, utilizes a "lo-fi" aesthetic and playful use of nonprofessional
actors.

Miguel Calderon
b.1967, Mexico
Tropical Vulture (2009)
HD Video
15 minutes



KADIST

Miguel Angel Rios
b.1943 , Argentina
The Ghost of Modernity Lixiviado (2012)
HD video
5:02 minutes
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For Colombian artist Miguel Ángel Rojas, issues of economic and social inequality in his native country provide
fodder to his artistic practice. Looking at the stark contrasts between the oppulent lifestyles of some and the
meager existences of others in Colombia, Rojas employs a range of heavily loaded materials in creating two-
dimensional works, sculptures, and videos alike.

In his paper-based work, Medellin-New York, Rojas uses coca leaves and dollar bills to spell out the words of the
two cities, tied together through the illicit exchange of materials used to make the word, gesturing towards the
uncomfortable reality of the drug trafficking trade and the complicity of both America and Colombia within that
economic system.

Miguel Ángel  Rojas
b.1946, Colombia
Medellín-New York (2011)
Coca leaves and dollar bills cut outs on paper
109W x 70H cm
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Mike Kelley’s sculptures, collages, performances, and videos often rework the artifacts of suburban culture into
new forms: bodies, carpets, and less-distinct masses. Kelley laces the mess of erotics and death into the material
stuff of the American imaginary, such as movies, country music, and stuffed animals. Somehow, Kelley manages
to do so in a way that extend these materials’ predilections, rather than counter them.

Towhead n’Ganga, enclosed in darkness, lorded over by the sexualized folded high priestess form reflects many of Kelley’s
works, in both its compositional and semantic qualities. The drawing on wood, the popcorn mixture, and the title
all manifest a bumpy fullness, a “more-is-more” conflation between supposedly eternal spirituality and everyday
stuff. The work’s title points to a serious timelessness completely belied by the materials. While the composition
is attractive, the objects themselves efface a potentially straightforward meaning. This is underscored by the label
left on the outer bucket, which keeps it tethered to everyday life and away from the free-floating and romantic
mysticism associated with the installations of Joseph Beuys.

Mike Kelley
b.1954, United States
Towhead n’Ganga, enclosed in darkness, lorded
over by the sexualized folded high priestless form
(1996)
Mixed media
73H x 47W inches
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Milena Bonilla’s discursive practice explores connections among economics, territory, transit, and politics
through everyday interventions. Her drawings, sculptures, installations, videos, texts, public interventions, and
photographs are active investigations into our often-fallible notions of history. The artist’s current practice
involves explorations of knowledge interpreted as a work force, and of nature as an entity colonized by
language, consumed on a massive scale through images. For the last decade or so, Bonilla’s work has specifically
explored the dichotomy of the Aristotelian categories of physis (nature) and logos (reason). The artist’s impulse
to exert control over this relationship results in political armatures that ultimately seek to limit interactions
between living systems, and to confront our biases regarding the relationships between thought and action.

Manifesting as a direct intervention into Karl Marx’s gravesite, Stone Deaf (2009) traces the history of the grave
itself rather than the individual buried there. For the project, Bonilla traveled to Highgate Cemetery in London
and found a plaque stating that Marx’s remains had been moved, as the result of a petition made by the British
Communist Party, from their original burial site to the main avenue of the same cemetery in 1954. In 1956, a four-
yard-high bust of Marx was unveiled at the new site. The original gravesite can still be identified among the
weeds, with its broken stone marker announcing to visitors that Marx is not buried there any more. For Stone
Deaf, the artist decided to highlight the original plaque rather than the more elaborate, current one. Her rubbing
celebrates an anti-monument, so to speak, calling into question Marx’s life and legacy. In addition to the rubbing,
the installation also includes a video showing ants, wasps, and a snail crawling along the cracks of the stone,
obscuring the history of Marx’s burial.

Milena Bonilla
b.1975, Colombia
Stone Deaf (2009)
Graphite on paper (rubbing)
63H x 39.37W inches
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Milena Bonilla’s discursive practice explores connections among economics, territory, transit, and politics
through everyday interventions. Her drawings, sculptures, installations, videos, texts, public interventions, and
photographs are active investigations into our often-fallible notions of history. The artist’s current practice
involves explorations of knowledge interpreted as a work force, and of nature as an entity colonized by
language, consumed on a massive scale through images. For the last decade or so, Bonilla’s work has specifically
explored the dichotomy of the Aristotelian categories of physis (nature) and logos (reason). The artist’s impulse
to exert control over this relationship results in political armatures that ultimately seek to limit interactions
between living systems, and to confront our biases regarding the relationships between thought and action.

Manifesting as a direct intervention into Karl Marx’s gravesite, Stone Deaf (2009) traces the history of the grave
itself rather than the individual buried there. For the project, Bonilla traveled to Highgate Cemetery in London
and found a plaque stating that Marx’s remains had been moved, as the result of a petition made by the British
Communist Party, from their original burial site to the main avenue of the same cemetery in 1954. In 1956, a four-
yard-high bust of Marx was unveiled at the new site. The original gravesite can still be identified among the
weeds, with its broken stone marker announcing to visitors that Marx is not buried there any more. For Stone
Deaf, the artist decided to highlight the original plaque rather than the more elaborate, current one. Her rubbing
celebrates an anti-monument, so to speak, calling into question Marx’s life and legacy. In addition to the rubbing,
the installation also includes a video showing ants, wasps, and a snail crawling along the cracks of the stone,
obscuring the history of Marx’s burial.

Milena Bonilla
b.1975, Colombia
Stone Deaf (2009)
HD video
5 minutes loop
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 https://vimeo.com/193313788

Miljohn Ruperto
b.1971, Philippines
Acting Exercise: Demon Possession (2009)
HD video
43:37 minutes
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 https://vimeo.com/193388392

Miljohn Ruperto
b.1971, Philippines
Janus (2013)
Digital animation
3:30 minutes
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Costa Rica-based artist Mimian Hsu works with photography, documents, typography, and objects to construct
site-specific installations, performances, and projects that explore intersecting cultural identities. As the daughter
of Taiwanese immigrants who grew up in Latin America, Hsu has long been interested in hybridized identities
and histories. Drawing on her own autobiography and the historical shifts and migrations between Asia and
Latin America, Hsu draws upon photographs, archives, architectures, and typography to create site-specific
interventions, installations, and performances that speak to this duality of culture, assimilation, and erasure.

In Hsu’s work, Colonia China (2014), the artist documents a Chinese cemetery of Costa Rica’s Limón Province,
along the country’s Caribbean coast. Serving as the final resting place for Chinese migrants who came to Coast
Rica during the late nineteenth century as indentured laborers working to construct the Transatlantic Railroad,
the Colonia China speaks to a long but divided history. Hsu’s photographs of the burial ground also echo her
interest in typography, with blocky black lettering and painted Chinese characters marking the cemetery as a
space belonging to two different worlds.

Mimian Hsu
b.1980, Costa Rica
Colonia China (2014)
Digital photography
49H x 67.5W x 3.5D cm
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Minerva Cuevas’s socially engaged practice encompasses a range of strategies and mediums, including film,
installation, performance, and site-specific public intervention. Cuevas aims to provide insight into the complex
economic and political structures of the social realm, offering playful possibilities for their subversion. Often
manifesting as small but poignant interruptions into the everyday realm, Cuevas’s modest acts infiltrate and
disrupt economic and social systems, drawing attention to the aesthetics of popular imagery such as corporate
branding, political symbols and slogans, and even comic books.

During her research on primitive currencies and cultural cannibalism, Cuevas came across the Donald Duck
comic book issue “The Stone Money Mystery,” where Donald goes on a quest to find missing museum objects.
Cuevas’s America (2006) is a wall painting of a comic Donald Duck wallowing in a heap of gold coins, alluding to
Mexico’s postrevolutionary mural tradition. The mural’s background is one of the earliest illustrations of flora
and fauna in the American continent, juxtaposed with a reference to America as having bountiful natural
resources available to be exploited, and the historical use of comics as ideological tools. The piece also recalls the
politics of the Mexican muralists Diego Rivera, David Alfaro Siqueiros, and José Clemente Orozco filtered
through contemporary narratives of identity, otherness, and power. Driven first by multiculturalism in the
United States, then by globalization worldwide, this Disney reference also refers to the notorious book How to
Read Donald Duck: Imperialist Ideology in the Disney Comic, originally published during the Chilean revolution as
Para Leer al Pato Donald before it was banned and burned. Writing from exile in 1975, the authors signed the
preface to the English edition as follows: “Mr. Disney, we are returning your Duck. Feathers plucked and well-
roasted. Look inside, you can see the handwriting on the wall, our hands still writing on the wall: Donald, Go
Home!”

Minerva Cuevas
b.1975, Mexico
America (2006)
Acrylic paint on wall
400 x 300 x 14 cm
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Ming Wong’s practice has a profound connection with world cinema. Constantly drawing from classic films,
Wong investigates issues around identity, linguistics, translation, dislocation, and history through reenactments
of well-known films. Often using a deliberately low-budget aesthetic, he restages the films by appropriating and
recontextualizing the main storylines and characters. The compelling cultural imaginary created in his films
brings forward and wittily satirizes the undermined codes that constitute the infrastructure of our society.

Making Chinatown (2012) is a remake of Roman Polanski’s 1974 classic neo-noir film Chinatown. According to
Wong, the latter is a “textbook” of Hollywood filmmaking. In Ming’s version, he plays all four main characters
portrayed originally by Jack Nicholson, Faye Dunaway, John Huston, and Belinda Palmer, shooting against a
backdrop of a film set reproduced as wallpaper in a gallery space. Presented as a seven-channel video
installation, Making Chinatown is an immersive viewing experience with different scenarios, lines of
conversation, and background music, all merged together into one space where the sense of time collapses. The
ending fades to black with no reference of the original film’s site, precisely echoing the fictional nature of
Chinatown as a no-place, constructed in an often-detached cultural context.

https://vimeo.com/199407525 channel 1
https://vimeo.com/199407720 channel 2
https://vimeo.com/199407754 channel 3
https://vimeo.com/199407796 channel 4
https://vimeo.com/199407860 channel 5
https://vimeo.com/199407631 channel 6
https://vimeo.com/199408030 channel 7

Ming Wong
b.1971, Singapore
Making Chinatown (2012)
7 channel video installation
Variable dimensions
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Motivated by a desire to understand the complex relationship between the behaviors of urban individuals and
their surroundings, Minouk Lim creates videos and performance works that actively engage with the dynamics
of city life. By exposing the problematic and contradictory aspects of the everyday, she critically comments on
the absurdity of rapid development and power dynamics in today’s neoliberal economic system. Collaborations
with artists, the public, and other cultural producers generate creative energy in Lim’s practice, and diversify her
visual language.

New Town Ghost (2005) is one of Lim’s trio of large-scale video installations, the other two are S.O.S—Adoptive
Dissensus (2009) and The Weight of Hands (2010). The series grew out of her interest in capturing lost memories
and the collective unconscious in rapidly globalizing cities such as Seoul. New Town Ghost documents a young
female activist who is standing aggressively on a truck, rapping slam poetry through a megaphone to the rhythm
of a nearby drummer. The two performers are from the Yeongdeungpo district, which has been drastically
transformed by development from an industrial zone into a “new town” full of giant department stores and
mega-brands. Yeongdeungpo is symbolic of many transformations witnessed by a young generation of Koreans.
For Lim it is a dystopian place where the idea of a better future is simply delusional. The poem, talking about the
new malls, the skyscrapers derides not only neoliberalism but also the indifferent citizens who have apparently
sold their souls to it.

 https://vimeo.com/191885278

Minouk  Lim
b.1968, Korea
New Town Ghost (2005)
Single channel video with sound
10:59 minutes
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Moe Satt is a Burmese visual and performance artist who uses his own body as a symbolic field for exploring
self, identity, embodiment, and political resistance. He is part of a renowned generation of experimental
contemporary Burmese artists who overcame government censorship and oppression to engage with conceptual
artwork, the body, and identity. He founded the Beyond Pressure International Performance Art Festival in
Yangon, Myanmar.

These photographs document the hand and facial gestures in Moe Satt’s performance F n’ F (Face & Fingers).
Whistling and wearing minimal clothing within a bare gallery space, Moe Satt performed a choreographed
sequence of gestures based upon those he observed on the streets of Yangon, Myanmar. Each photograph is
simple, showing only the artist’s face and hands with a title and caption that describes the meaning of the
documented gesture. With subjectivity and ambiguity, Satt illustrates the ways in which people communicate
nonverbally with their bodies.

Moe Satt
b.1983, Myanmar
F n' F (Face & Fingers)  (2009)
8 photographs
40H x 40W cm each
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Moe Satt is a Burmese visual and performance artist who uses his own body as a symbolic field for exploring
self, identity, embodiment, and political resistance. He is part of a renowned generation of experimental
contemporary Burmese artists who overcame government censorship and oppression to engage with conceptual
artwork, the body, and identity. He founded the Beyond Pressure International Performance Art Festival in
Yangon, Myanmar.

Moe Satt
b.1983, Myanmar
Hands Around In Yangon (2012)
Single channel HD video, color, sound
7:20 minutes
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Motoyuki Daifu captures the seedier side of family life.  The artist writes: “My mother sleeps every day. My dad
does chores. My brothers fight. There are trash bags all over the place. Half-eaten dinners, cat poop, mountains
of clothes: this is my lovable daily life, and a loveable Japan.”

Motoyuki Daifu
b.1985, Japan
Untitled (Project Family) [MD-PH-PF-10-23-01]
(2010)
C-print
50.8 x 61cm
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Motoyuki Daifu captures the seedier side of family life.  The artist writes: “My mother sleeps every day. My dad
does chores. My brothers fight. There are trash bags all over the place. Half-eaten dinners, cat poop, mountains
of clothes: this is my lovable daily life, and a loveable Japan.”

Motoyuki Daifu
b.1985, Japan
Untitled (Project Family) [MD-PH-PF-10-13-03]
(2010)
C-print
50.8 x 61cm
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Motoyuki Daifu captures the seedier side of family life.  The artist writes: “My mother sleeps every day. My dad
does chores. My brothers fight. There are trash bags all over the place. Half-eaten dinners, cat poop, mountains
of clothes: this is my lovable daily life, and a loveable Japan.”

Motoyuki Daifu
b.1985, Japan
Untitled (Project Family) [MD-PH-PF-10-01-06]
(2010)
C-print
50.8 x 61 cm
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Motoyuki Daifu captures the seedier side of family life.  The artist writes: “My mother sleeps every day. My dad
does chores. My brothers fight. There are trash bags all over the place. Half-eaten dinners, cat poop, mountains
of clothes: this is my lovable daily life, and a loveable Japan.”

Motoyuki Daifu
b.1985, Japan
Untitled (Project Family) [MD-PH-PF-10-33-01]
(2010)
C-print
50.8 x 61cm
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Motoyuki Shitamichi develops intellectual platforms based on dialogues with history. For a major series he
photographed the remains of torii—the traditional Japanese gate set at the entrance of or within a Shinto shrine
—that were built in territories formerly under Japanese rule.

Motoyuki Shitamichi
b.1978, Japan
Saipan, U.S.A (from the Torri series) (2006-2012)
C-print
508H x 610W mm



KADIST

Motoyuki Shitamichi develops intellectual platforms based on dialogues with history. For a major series he
photographed the remains of torii—the traditional Japanese gate set at the entrance of or within a Shinto shrine
—that were built in territories formerly under Japanese rule.

Motoyuki Shitamichi
b.1978, Japan
Taichung, Taiwan (from the Torri series) (2006
-2012)
C-print
508H x 610W mm
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Motoyuki Shitamichi develops intellectual platforms based on dialogues with history. For a major series he
photographed the remains of torii—the traditional Japanese gate set at the entrance of or within a Shinto shrine
—that were built in territories formerly under Japanese rule.

Motoyuki Shitamichi
b.1978, Japan
Changchun, China (from the Torri series) (2006
-2012)
C-print
508H x 610W mm
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Motoyuki Shitamichi develops intellectual platforms based on dialogues with history. For a major series he
photographed the remains of torii—the traditional Japanese gate set at the entrance of or within a Shinto shrine
—that were built in territories formerly under Japanese rule.

Motoyuki Shitamichi
b.1978, Japan
Sakhalin, Russia (from the Torri series) (2006
-2012)
C-print
508H x 610W mm
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Motoyuki Shitamichi develops intellectual platforms based on dialogues with history. For a major series he
photographed the remains of torii—the traditional Japanese gate set at the entrance of or within a Shinto shrine
—that were built in territories formerly under Japanese rule.

Motoyuki Shitamichi
b.1978, Japan
Sakhalin, Russia (from the Torri series) (2006
-2012)
C-print
508H x 610W mm
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Mungo Thomson is a Los Angeles-based conceptual artist whose challenging works reveal a fascination with
time, space, music, and perceptual phenomena in general. It has been pointed out that Thomson’s work
privileges backgrounds: material (the white walls), institutional (the gallery), and historical.

In Thomson’s Untitled (TIME), every front cover of TIME magazine is sequentially projected to scale at thirty
frames per second. In a way, this work both examines the construction of history and the history of the
influential magazine, which was founded in 1923. In addition to the play on “time”—one of Thomson’s ongoing
obsessions—this piece highlights and continues the artist’s encyclopedic impulse, also seen in The White Album
(2008), to record the history of the spaces he inhabits.

Mungo Thomson
b.1969, United States
Untitled (TIME) (2010)
Single-channel video
2:30 minutes looped
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Mungo Thomson is a Los Angeles-based conceptual artist whose challenging works reveal a fascination with
time, space, music, and perceptual phenomena in general. It has been pointed out that Thomson’s work
privileges backgrounds: material (the white walls), institutional (the gallery), and historical.

The White Album (2008) presents a compilation of one hundred issues of Artforum magazine released between
1970 and 1979. As with Will Rogan’s MUM series, also included in the Kadist Collection, vital information is now
missing: All of all the articles and features have been removed, leaving only ten years of advertisements. In an
unusual way, The White Album reminds us that this important New York-focused magazine was originally
founded in 1962 in San Francisco to promote Bay Area artists before it moved to Los Angeles in the mid-1960s in
search of a wider advertising base. Thomson’s encyclopedic gesture not only exposes the magazine’s commercial
scaffolding, but takes aim at a critical period in the rise of the art market.

Mungo Thomson
b.1969, United States
The White Album (2008)
Ten volume book set in a white plexi-glass
slipcase black and white, wrappers, perfect
bound embossed front covers
11.25H x 9.75W inches
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Mungo Thomson is a Los Angeles-based conceptual artist whose challenging works reveal a fascination with
time, space, music, and perceptual phenomena in general. It has been pointed out that Thomson’s work
privileges backgrounds: material (the white walls), institutional (the gallery), and historical.

Mungo Thomson
b.1969, United States
June 25, 2001 (How the Universe Will End);
March 6, 1995 (When Did the Universe Begin?)
(2012)
Enamel on low-iron mirror, poplar and
anodized aluminum
2 parts: 74H x 56W inches each
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Mungo Thomson is a Los Angeles-based conceptual artist whose challenging works reveal a fascination with
time, space, music, and perceptual phenomena in general. It has been pointed out that Thomson’s work
privileges backgrounds: material (the white walls), institutional (the gallery), and historical.

Mungo Thomson
b.1969, United States
My Name as Written by Bruce Nauman (2014)
Neon
60H x 120W inches
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Mungo Thomson is a Los Angeles-based conceptual artist whose challenging works reveal a fascination with
time, space, music, and perceptual phenomena in general. It has been pointed out that Thomson’s work
privileges backgrounds: material (the white walls), institutional (the gallery), and historical.

Mungo Thomson
b.1969, United States
Half Full, Half Empty (2014)
Neon
24H x 16W inches
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Mungo Thomson is a Los Angeles-based conceptual artist whose challenging works reveal a fascination with
time, space, music, and perceptual phenomena in general. It has been pointed out that Thomson’s work
privileges backgrounds: material (the white walls), institutional (the gallery), and historical.

Mungo Thomson
b.1969, United States
Wall Window or Bar Sign (Insanity is Doing the
Same Thing Over and Over and Expecting
Different Results) (2014)
Neon
59H x 55W inches
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N. Dash’s minimal abstract works are driven by an interest and engagement with materials. Beginning with an
intimate knowledge of her material choices—usual suspects include graphite, jute, twine, wood, and an unusual
Adobe clay—Dash creates simple compositions that foreground the qualities of her materials.

Dash shapes, manipulates, and molds the materials herself, as the works becomes something of a physical
archive. Through these delicate and time-consuming processes, the artist’s bodily interaction with the material
becomes clear, with marks of its making and traces of the artist’s hand embedded in the surface of her quiet
compositions.

N. Dash
b.1980, United States
Untitled (2013)
Adobe, graphite, jute, twine, wood support
18.5H x 48W inches
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N. Dash’s minimal abstract works are driven by an interest and engagement with materials. Beginning with an
intimate knowledge of her material choices—usual suspects include graphite, jute, twine, wood, and an unusual
Adobe clay—Dash creates simple compositions that foreground the qualities of her materials.

Dash shapes, manipulates, and molds the materials herself, as the works becomes something of a physical
archive. Through these delicate and time-consuming processes, the artist’s bodily interaction with the material
becomes clear, with marks of its making and traces of the artist’s hand embedded in the surface of her quiet
compositions.

N. Dash
b.1980, United States
Untitled (2013)
Adobe, acrylic, graphite, jute, twine, wood
support
54H x 21W inches
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An active artist since political artist 1960s, Nalini Malani was one of the first Indian artists to break from
traditions of classical painting in India to address political and societal issues. Her work draws upon her
personal experience as a refugee of the Partition of India, frequently confronting the conflict between India and
Pakistan, violence against women, the struggle for democracy, colonialism and de-colonization, and injustice.
She works in various media, including installation, video, animation, drawing, and theatre.

Through drawing and erasure upon parchment paper, this stop motion animation illustrates Malani’s adaptation
of Brecht’s “The Job.” An impoverished woman impersonates her dead husband in order to attain his job, get a
wife, and support her two children. When her identity is discovered during a factory accident, she is forced into
a dark life. The parchment acts as the wo/man’s memory that is finally unable to hold all of her experiences and
dies.

 https://vimeo.com/193389074

Nalini Malani
b.1946, India
Memory: Record/Erase (1996)
Single channel, stop motion animation
10 minutes
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An active artist since political artist 1960s, Nalini Malani was one of the first Indian artists to break from
traditions of classical painting in India to address political and societal issues. Her work draws upon her
personal experience as a refugee of the Partition of India, frequently confronting the conflict between India and
Pakistan, violence against women, the struggle for democracy, colonialism and de-colonization, and injustice.
She works in various media, including installation, video, animation, drawing, and theatre.

Malani draws upon her personal experience of the violent legacy of colonialism and de-colonization in India in
this personal narrative that was shown as a colossal six channel video installation at dOCUMENTA (13), but is
here adapted to single channel. The video is largely silent until violent crashes and female voices overwhelm the
viewer, portraying the inner voice of a woman who is brutally gang raped. Malani addresses the fatal place of
women in Indian society and the geo-politics of national identity. She brings the poetry of Pakistani
revolutionary Faiz Ahmed Faiz into conversation with Samuel Beckett, Heiner Muller and Mahashweta Devi.

 https://vimeo.com/193389222

Nalini Malani
b.1946, India
In Search of Vanished Blood (2012)
Single channel video
11 minutes
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Nan Goldin
b.1953, United States
Brian on the Phone, NYC (1981)
C-print
16H x 20W inches (40.6 x 50.8 cm)
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Nan Goldin
b.1953, United States
Lynelle on my bed, NYC (1985)
C-print
16H x 20W inches (40.6 x 50.8 cm)
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Nandan Ghiya is an emerging whose practice explores the disjunction between various forms of image-based
media. Although he received no formal training, his mixed media works reveal a savvy understanding of the
function that photographs play in defining our perception of cultural and collective narratives. In juxtaposing
found studio portraits alongside digitally manipulated images, Ghiya examines how advances in media-based
technologies define our contemporary modes of perception while also threatening genealogies of rich indigenous
histories. His work could be seen in conversation with artistic traditions of assemblage and collage. His
deliberate commitment to handwork with acrylic, however, also suggests a deeper commitment to
multidisciplinary practices that don’t entirely refute artistic traditions but instead utilize them to draw out more
trenchant conversations about the erasure of cultural identities and modernism’s displacement of a traumatic
colonial past.

The Chair (2012) foregrounds media-based tensions between analog and digital imaging technologies as a means
of challenging the continued circulation of visual ephemera from India’s colonial past. A mix of found
photographs and staged studio portraits deliberately made to look older, The Chair features multiple portraits of
figures dressed in period costumes that reference the ornate fashions popular during Great Britain’s imperial rule
of India. A hybrid frame wraps around this assemblage, a composite of variously ornate and simple wood
finishes culled from disused and forgotten pictures. For each portrait, Ghiya obstructs the subject’s face with
hand-painted squares resembling pixels, a gesture of willful obfuscation that renders the colonial subject
anonymous while also drawing attention to the subtle but inherent violence of image taking. In using elements
from both analog and digital photography, The Chair challenges the imagery and stereotypes of colonial India
through contemporary digital technology, blurring the line between the historical and the contemporary, the past
and the present. But if Ghiya investigates the issue of individuality in recent colonial past times and its
successive iterations in a digital world, he also utilizes his practice as a means to reveal how all representation is
effectively manipulated. His hand-painted pixels are more than just gestures towards an historical shift from
analog to digital – they are marks of a decisive intervention and a reminder that all images are, in effect,
produced by multiple layers of construction, artifice, and variant meaning.

Nandan Ghiya
b.1980, India
The Chair (2012)
acrylic on old photographs
89 x 118 cm and 30.5 x 26.7 cm (Diptych)
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California-born and internationally recognized, Nao Bustamante cut her teeth as an artist between 1984 and 2001
in San Francisco where she studied in the New Genres department at the San Francisco Art Institute.
Bustamante’s occasionally precarious and radically vulnerable work encompasses performance art, video
installation, visual art, filmmaking, and writing. As Kevin McGarry from The New York Times succinctly put it,
“[Bustamante] has a knack for using her body.”

Silver & Gold combines video, performance, and original costumes into a self-proclaimed “filmformance” that
evokes the legendary filmmaker Jack Smith and his tribute to 1940s Dominican movie starlet Maria Montez in a
magical and joyfully twisted exploration of race, glamour, sexuality, and the silver screen. Taking Smith’s
interest in Hollywood’s obsession with the reproduction of the exotic as a point of departure, Bustamante
embodies Miss Montez. Here, video and the body function as both material and subject in her bizarre search for
the new bejeweled body part that is at once her curse and oracle.

Nao Bustamante
b.1969, United States
Silver & Gold (2010)
Video
12:04 minutes
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Naoya Hatakeyama is one of Japan’s leading contemporary photographers. His work frequently explores the
relationship between natural and built environments, and he is particularly invested in examining how
urbanization produces violent effects in surrounding landscapes. In 2012, Hatakeyama was the subject of a mid-
career retrospective at SFMOMA titled Naoya Hatakeyama: Natural Stories, an exhibition of large-scale
photographs centered around themes of nature, destruction, and human will. His photographs have been
acquired by many international collections such as the National Museum of Modern Art, Osaka; the National
Museum of Modern Art, Tokyo; Tokyo Metropolitan Museum of Photography; the Museum of Fine Arts,
Houston; Yale University Art Gallery, New Haven; the Swiss Foundation for Photography, Winterthur; la
Maison EuropEéenne de la Photographie, Paris; and the Victoria & Albert Museum, London.

Naoya Hatakeyama’s series Rikuzentakata (2011) documents the devastating aftermath of the 2011 Tohoku
earthquake and tsunami in Japan. Throughout the series of sixty C-prints, Hatakeyama’s photographs depict
scenes of torn landscapes and leveled homes, demolished villages and massive piles of detritus pummeled
beyond recognition. The images serve as records of disaster, seemingly driven by an intense need to bear witness
to collective trauma. Hatakeyama’s photographs, however, emerged from a painful and personal grief: the series
focuses on the near-destruction of the artist’s hometown, an event which resulted in both his mother’s death and
the deaths of many friends and neighbors. Rikuzentakata bears the ethical weight and responsibility of
photojournalism even as its genesis comes out of a deeply felt loss and the ambiguity of survivor’s guilt.
Hatakeyama suggests that what’s lost can never be fully recovered, but that with time, those wounds can slowly
heal and life can begin again.

Naoya Hatakeyama
b.1958, Japan
2011.4.4 Kesen-cho (2011)
C-print
44.4H x 55W cm
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Naoya Hatakeyama is one of Japan’s leading contemporary photographers. His work frequently explores the
relationship between natural and built environments, and he is particularly invested in examining how
urbanization produces violent effects in surrounding landscapes. In 2012, Hatakeyama was the subject of a mid-
career retrospective at SFMOMA titled Naoya Hatakeyama: Natural Stories, an exhibition of large-scale
photographs centered around themes of nature, destruction, and human will. His photographs have been
acquired by many international collections such as the National Museum of Modern Art, Osaka; the National
Museum of Modern Art, Tokyo; Tokyo Metropolitan Museum of Photography; the Museum of Fine Arts,
Houston; Yale University Art Gallery, New Haven; the Swiss Foundation for Photography, Winterthur; la
Maison EuropEéenne de la Photographie, Paris; and the Victoria & Albert Museum, London.

Naoya Hatakeyama’s series Rikuzentakata (2011) documents the devastating aftermath of the 2011 Tohoku
earthquake and tsunami in Japan. Throughout the series of sixty C-prints (five of which are included in the
Kadist Art Foundation’s collection), Hatakeyama’s photographs depict scenes of torn landscapes and leveled
homes, demolished villages and massive piles of detritus pummeled beyond recognition. The images serve as
records of disaster, seemingly driven by an intense need to bear witness to collective trauma. Hatakeyama’s
photographs, however, emerged from a painful and personal grief: the series focuses on the near-destruction of
the artist’s hometown, an event which resulted in both his mother’s death and the deaths of many friends and
neighbors. Rikuzentakata bears the ethical weight and responsibility of photojournalism even as its genesis comes
out of a deeply felt loss and the ambiguity of survivor’s guilt. It is difficult to view the flood-submerged house in
2011.5.1 Yonesaki-cho (2011), for example, without drawing associations with destroyed domestic spaces and
dystopian metaphors of a “drowned world.”

Naoya Hatakeyama
b.1958, Japan
2011.5.1 Yonesaki-cho (2011)
C-print
44.4H x 55W cm
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Naoya Hatakeyama is one of Japan’s leading contemporary photographers. His work frequently explores the
relationship between natural and built environments, and he is particularly invested in examining how
urbanization produces violent effects in surrounding landscapes. In 2012, Hatakeyama was the subject of a mid-
career retrospective at SFMOMA titled Naoya Hatakeyama: Natural Stories, an exhibition of large-scale
photographs centered around themes of nature, destruction, and human will. His photographs have been
acquired by many international collections such as the National Museum of Modern Art, Osaka; the National
Museum of Modern Art, Tokyo; Tokyo Metropolitan Museum of Photography; the Museum of Fine Arts,
Houston; Yale University Art Gallery, New Haven; the Swiss Foundation for Photography, Winterthur; la
Maison EuropEéenne de la Photographie, Paris; and the Victoria & Albert Museum, London.

Naoya Hatakeyama’s series Rikuzentakata (2011) documents the devastating aftermath of the 2011 Tohoku
earthquake and tsunami in Japan. Throughout the series of sixty C-prints (five of which are included in the
Kadist Art Foundation’s collection), Hatakeyama’s photographs depict scenes of torn landscapes and leveled
homes, demolished villages and massive piles of detritus pummeled beyond recognition. The images serve as
records of disaster, seemingly driven by an intense need to bear witness to collective trauma. Hatakeyama’s
photographs, however, emerged from a painful and personal grief: the series focuses on the near-destruction of
the artist’s hometown, an event which resulted in both his mother’s death and the deaths of many friends and
neighbors. Rikuzentakata bears the ethical weight and responsibility of photojournalism even as its genesis comes
out of a deeply felt loss and the ambiguity of survivor’s guilt. But for every desolate landscape on view in
Rikuzentakata, Hatakeyama also offers glimpses of possible regeneration and hope: in 2013.10.20 Kesen-cho (2013),
a forest of evergreen trees suggests the possibility for new growth amongst an overturned and muddied hillside,
while a faint rainbow streaking across the sky in 2012.3.24 Kesen-cho (2013) offers a familiar but poetic gesture
towards a better future. Hatakeyama suggests that what’s lost can never be fully recovered, but that with time,
those wounds can slowly heal and life can begin again.

Naoya Hatakeyama
b.1958, Japan
2012.3.24 Kesen-cho (2012)
C-print
44.4H x 55W cm
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Naoya Hatakeyama is one of Japan’s leading contemporary photographers. His work frequently explores the
relationship between natural and built environments, and he is particularly invested in examining how
urbanization produces violent effects in surrounding landscapes. In 2012, Hatakeyama was the subject of a mid-
career retrospective at SFMOMA titled Naoya Hatakeyama: Natural Stories, an exhibition of large-scale
photographs centered around themes of nature, destruction, and human will. His photographs have been
acquired by many international collections such as the National Museum of Modern Art, Osaka; the National
Museum of Modern Art, Tokyo; Tokyo Metropolitan Museum of Photography; the Museum of Fine Arts,
Houston; Yale University Art Gallery, New Haven; the Swiss Foundation for Photography, Winterthur; la
Maison EuropEéenne de la Photographie, Paris; and the Victoria & Albert Museum, London.

Naoya Hatakeyama’s series Rikuzentakata (2011) documents the devastating aftermath of the 2011 Tohoku
earthquake and tsunami in Japan. Throughout the series of sixty C-prints (five of which are included in the
Kadist Art Foundation’s collection), Hatakeyama’s photographs depict scenes of torn landscapes and leveled
homes, demolished villages and massive piles of detritus pummeled beyond recognition. The images serve as
records of disaster, seemingly driven by an intense need to bear witness to collective trauma. Hatakeyama’s
photographs, however, emerged from a painful and personal grief: the series focuses on the near-destruction of
the artist’s hometown, an event which resulted in both his mother’s death and the deaths of many friends and
neighbors. Rikuzentakata bears the ethical weight and responsibility of photojournalism even as its genesis comes
out of a deeply felt loss and the ambiguity of survivor’s guilt. But for every desolate landscape on view in
Rikuzentakata, Hatakeyama also offers glimpses of possible regeneration, a hope for futurity that is fully realized
in 2012.11.4 Takata-cho (2012), which depicts a temporary encampment of tents and truck amidst a slowly
rebuilding community. Hatakeyama suggests that what’s lost can never be fully recovered, but that with time,
those wounds can slowly heal and life can begin again.

Naoya Hatakeyama
b.1958, Japan
2012.11.4 Takata-cho (2012)
C-print
44.4H x 55W cm
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Naoya Hatakeyama is one of Japan’s leading contemporary photographers. His work frequently explores the
relationship between natural and built environments, and he is particularly invested in examining how
urbanization produces violent effects in surrounding landscapes. In 2012, Hatakeyama was the subject of a mid-
career retrospective at SFMOMA titled Naoya Hatakeyama: Natural Stories, an exhibition of large-scale
photographs centered around themes of nature, destruction, and human will. His photographs have been
acquired by many international collections such as the National Museum of Modern Art, Osaka; the National
Museum of Modern Art, Tokyo; Tokyo Metropolitan Museum of Photography; the Museum of Fine Arts,
Houston; Yale University Art Gallery, New Haven; the Swiss Foundation for Photography, Winterthur; la
Maison EuropEéenne de la Photographie, Paris; and the Victoria & Albert Museum, London.

Naoya Hatakeyama’s series Rikuzentakata (2011) documents the devastating aftermath of the 2011 Tohoku
earthquake and tsunami in Japan. Throughout the series of sixty C-prints (five of which are included in the
Kadist Art Foundation’s collection), Hatakeyama’s photographs depict scenes of torn landscapes and leveled
homes, demolished villages and massive piles of detritus pummeled beyond recognition. The images serve as
records of disaster, seemingly driven by an intense need to bear witness to collective trauma. Hatakeyama’s
photographs, however, emerged from a painful and personal grief: the series focuses on the near-destruction of
the artist’s hometown, an event which resulted in both his mother’s death and the deaths of many friends and
neighbors. Rikuzentakata bears the ethical weight and responsibility of photojournalism even as its genesis comes
out of a deeply felt loss and the ambiguity of survivor’s guilt. But for every desolate landscape on view in
Rikuzentakata, Hatakeyama also offers glimpses of possible regeneration and hope: in 2013.10.20 Kesen-cho (2013),
a forest of evergreen trees suggests the possibility for new growth amongst an overturned and muddied hillside,
while a faint rainbow streaking across the sky in 2012.3.24 Kesen-cho (2013) offers a familiar but poetic gesture
towards a better future. Hatakeyama suggests that what’s lost can never be fully recovered, but that with time,
those wounds can slowly heal and life can begin again.

Naoya Hatakeyama
b.1958, Japan
2013.10.20 Kesen-cho (2013)
C-print
44.4H x 55W cm
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Natasha Wheat’s diverse body of work explores social experience as a sensual phenomenon, riddled with
hierarchical complexity. Her objects, installations, and interventions engender and disrupt a full range of
interpersonal arrangements. Wheat is the founder of Project Grow, a Portland–based art studio and urban
farming program that employs developmentally disabled adults. Founded in 2008, the project investigates the
intersection of food, ideology, society, and exchange, while fulfilling an existing need. Wheat earned her BFA
from the School of the Art Institute of Chicago, and an MFA in Social Practice from California College of the Arts.

Natasha Wheat’s Kerosene Triptych (2011) is composed of three images, one each from the digital files of the
Library of Congress, the Smithsonian Institution, and the Field Museum tropical research archive. The original
photographs were taken by anonymous photographers, not as art but as documents of the building of the
Panama Canal. The laborers in the images are holding cans of kerosene and spraying it into the foliage. It was a
common practice during the building of the canal for American companies and the military to import black
workers from the Antilles Islands to spray kerosene to kill mosquitoes and prevent malaria. This practice
resulted in massive health problems for the laborers and the disappearance of many species of local wildlife—not
just insects but also plants and animals. With this work, Wheat uncovers and generates a space where the
movement of objects (the movement of objects being the function of the Panama Canal) takes priority over life,
art, and society itself. The coming together of the three images into a single work stands as abstract
documentation of sterilization—both cultural and biological.

Natasha  Wheat
b.1981, United States
Kerosene Triptych  (2011)
Pigment prints on silk
35H x 25W x 2D inches each
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Natasha Wheat’s diverse body of work explores social experience as a sensual phenomenon, riddled with
hierarchical complexity. Her objects, installations, and interventions engender and disrupt a full range of
interpersonal arrangements. Wheat is the founder of Project Grow, a Portland–based art studio and urban
farming program that employs developmentally disabled adults. Founded in 2008, the project investigates the
intersection of food, ideology, society, and exchange, while fulfilling an existing need. Wheat earned her BFA
from the School of the Art Institute of Chicago, and an MFA in Social Practice from California College of the Arts.

Wheat’s work is built on a strong conceptual framework that weaves together commentary on social and political
issues and the radical potential for change. Be Oblivion, in Disconnect (2011) is a sculpture and an intervention.
Two cardboard boxes house white neon letters that collectively have the potential to spell “Be Oblivion.” The
dismembered phrase is rendered powerless in its present state; the potential power lies with the viewer, who
could conceivably reconstruct it. The boxes sit on wooden pallets of the kind typically used for shipping; by
painting them white and repurposing them as pedestals, Wheat removes them from circulation as carriers of
commodities. The simple cardboard boxes are also discarded shipping materials. The words “Be Oblivion” are a
seeming command to fade away into obscurity. This simple phrase resonates as a harbinger of defeat. Perhaps
the provocative installation is a pointed statement about our collective loss of power: in politics, commerce, war,
international relations, social issues, or all of these. Wheat asks us to resurrect her jumbled phrase in our minds,
contemplate it, and see if it is time for an insurrection.

Natasha  Wheat
b.1981, United States
Be Oblivion, in Disconnect (2011)
Neon, cardboard boxes, palettes
Dimensions variable
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Nathan Mabry
b.1978, United States
Mosaic Collage (Fang Banger) (2010)
Archival lightjet prints on paper
30H x 22W inches
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Nathaniel Dorsky belongs to a younger generation of filmmakers that follows key figures of the Bay Area avant-
garde scene, like Bruce Conner, and is mainly associated with Canyon Cinema. In this tradition of experimental
film, Dorsky’s poetic, meditative silent films continue the free visual association of images.

Dorsky’s pieces included in the Kadist Collection are small still photographs from twelve of his most important
films. Here, the still images function in the same way as his cinematographic work: Highly aesthetic, they allow
for the appearance of intricate visual patterns and layers of meaning that take scenes of everyday life as its source
material. Both Dorsky’s cinematic and photographic works follow a stream of consciousness that rejects
representation or fixed narrative structure. Intended as transparent, direct objects to be experienced, these
intimate and quiet works encourage contemplation.

Nathaniel Dorsky
b.1943, United States
Untitled 6/10 i-xxii (2010)
22 prints
Image 4H x 6W inches, on paper 8.5H x 11W
inches
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Nazgol Ansarinia
b.1979, Iran
Fabrications, residential apartments/ water reserve
& wind towers on Sayad highway (2013)
Plaster, resin and paint
18.5H x 18W x 11D cm
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Nazgol Ansarinia
b.1979, Iran
From the reflections/refractions series: Ranking of
Journalists and Reporters National Media
Reporters and Journalist to Be Ranked (2012)
Newspaper, glue, mounted on aluminum sheet
9H x 7.7W cm (framed size 40H x 30W cm)
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Nazgol Ansarinia
b.1979, Iran
From the reflections/refractions series: Embassies of
Zionist Regime Attached in India and Georgia
Explosion of Car Bomb in Front of Israeli Embassy
in New Delhi (2012)
Newspaper, glue, mounted on aluminum sheet
14H x 7.5W cm (framed size 40H x 30W cm)
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Nazgol Ansarinia
b.1979, Iran
From the reflections/refractions series:
8August2011, front page (2011)
Newspaper, glue
60H x 42W cm (framed size 71H x 53W cm)
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Nguyen Trinh Thi is a Vietnamese artist, filmmaker and founder of a documentary video organisation in Hanoi.
Her work stands out for being historically informed and formally adventurous (e.g., some of her early pieces
were experimental found-footage videos). Specially, her use of photo-media shows a reflexive enquiry about the
conventions they import into a given cultural milieu, suggesting an ethnographic anti-realism (or even
surrealism).

Landscape Series no. 1 presents landscape as a "quiet witness of history." It began with searches of online archives
of Vietnamese news-media, for images of figures in landscapes "pointing, to indicate a past event, the location of
something gone, something lost or missing." The uniformity is striking but the sequence is subtly structured: the
typology hints at narrative progression, though of an uninformative narrative, lacking details.

Nguyen  Trinh Thi
b.1973, Vietnam
Landscape Series no. 1 (2013)
35mm slide projection
77 slides
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Working in paint, performance, and small, diorama-like wall sculptures, Seattle transplant Nicholas Buffon
responds to his context through intimate gestures, examinations, and recreations. While his performances deal
with layers of time—the present, historical time, deep time, etc.—his idiosyncratic sculptural works capture, in
rapt detail, the concrete world around him.

A series of works from 2016 document his neighborhood, replicating buildings and businesses he frequents
within four blocks of his New York apartment. Made out of foam, paper, glue, and paint, these miniaturized
buildings (a bank, a bar, a Laundromat, and the Rite Aid building where Buffon shops) impart a tenderness and
a nostalgia that outsizes their diminutive scale. Like works by other artists who recreate objects or elements from
their everyday life, Buffon’s storefronts are perfectly imperfect, the wobbled lines reiterating their handmade
quality. Capturing these mundane structures in faithful detail, Buffon aims to capture a moment and a place; his
final objects reinforce, however, that both space and time are ever changing.

Nicholas  Buffon
b.1987, United States
Rite Aid (2016)
Foam, glue, paper and paint
20 1/4H x 44 1/2W x 6 1/4D inches (51.4H x
113W x 15.9D cm)
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There is a frenetic energy to the work of American artist Nick Mauss, whose drawings, sculptures, performances,
and installations often exceed their own boundaries. Combining abstract mark-making, figuration, and the
erasure of both, Mauss’s drawings seem to move beyond themselves to interrogate the limits and divisions of
real versus illustrated space. At times this outward movement is rather literal—a work placed inside a gallery
doorway may replicate the space it occupies through wavering lines and bright colors, or it may take shape as a
meandering line cutting through the gallery’s open spaces. Mauss’s works often look unfinished, his drawings
ever at the phase of the sketch, his segments as if they may uproot and reorient themselves at any moment.
Caught in this perpetual sort of unresolved action, his works revel in ambiguity and indeterminacy.

As in other Mauss’ works that often look unfinished, the drawings in Untitled seem ever at the phase of the
sketch, his segments as if they may uproot and reorient themselves at any moment. Caught in this perpetual sort
of unresolved action, Mauss’ works revel in ambiguity and indeterminacy.

Nick Mauss
b.1980, United States
Untitled (2015)
Tile with reverse glass painting, mirrored
29 x 21 inches (73.7 x 53.3 cm)
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Nicolás Bacal plays the part of an amateur scientist, recording rhythms and planetary paths through mystifying
accumulations of everyday materials. He is particularly interested in astronomy, theories of relativity, and the
collapse of space and time. Frequently using readymade materials, in particular low-tech iconography, Bacal
imbues his work with a sense of immediate familiarity and nostalgia. The artist often employs and alters clocks
and other measuring devices in his work, using them as metaphors for human relationships.

Nicolás Bacal uses everyday materials to evoke systems in his sculptures and installations. He often employs and
alters clocks, using them as metaphors for human relationships. Light Years (2008) uses measuring tapes to
gesture toward a cosmic idea. The piece consists of twelve measuring tapes of different lengths, radiating out
from a central mounting point on the wall. The work is at once a literal reference to the hands on a clock, a solar
flare, and progressive durations of time. The length of each tape increases as the eye moves clockwise around the
circle, with 10 centimeters representing one o’clock and 120 centimeters standing for noon or midnight. The piece
also references art historical works such as Marcel Duchamp’s painting Network of Stoppages (1914). But unlike in
Duchamp’s work, there are no “stoppages” here; rather, time is presented as a linear flow.

Nicolás Bacal
b.1985, Argentina
Light years (2008)
Measuring tape, screws, glue
Approximately 78.75H x 55.12W inches
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Nicolás Consuegra explores the contradictions of modern visual culture through his photographs, sculptures,
paintings, and installations. Much of his work deals with subtle differences between one thing and another,
whether they are visual differences or semiotic shifts. He creates visual games specifically intended to engage
with Modernism’s crisply defined aesthetics. Consuegra’s shrewd alterations expose the superficiality of our
shared understanding of the mid-twentieth century, calling into question our perception of reality and
temporality.

Nadie sabe de la sed con que otro bebe (No One Knows the Thirst with Which Another Drinks, 2012) is an arrangement of
cut glasses arranged in front of a mirror so that they appear whole. The title is a popular saying that affirms how
it is impossible to understand what difficulties another person is going through. Further, it suggests that
experience, subject to the relationships among individuals, time, and place—three mercurial elements in their
own right—is by definition subjective, and therefore untransmittable.

Nicolás Consuegra
b.1976, Colombia
Nadie sabe con la sed que otro bebe (2012)
Glasses and mirror
Dimensions variable
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Through a variety of media (video, drawing, sculpture and installations), Nicolás Grum explores with a touch of
sarcasm and humor, the dominant discourses coming from different circles of power — politics, history,
economy and art — constantly putting into question the idea of authority and "truth".

El gran pacto de Chile (The Great Pact) and La balserita de Puerto Gala (The Raft) were part of the “Museo Futuro”, an
exhibition in which the artist presented nine miniature dioramas staging fragments of Chile’s history, from its
colonial invasions to the present. Through the episodes he chose to depict, the artist focused on historical
narratives, the way the story is told, and the supposed irrefutability of historical facts.

Museo Futuro (“Future Museum”) stands within a tradition of artists who re-read history and offer their
interpretation of it through the distopic lens of the museum display. "Future Museum is the vision of a fuzzy
present seen from the distance of an impossible place," says the artist. Playing with the way the mass media have
represented certain of these events that compose Chilean history, and how this has engraved collective memory,
the artist sets an ambiguous light of these “official” narratives, ranging from natural disasters, the decadence of
art, politics, deceit and forgetfulness.

The use of an old fashioned media, miniature maquettes, evokes obsolete museology in an age where realistic
images are omnipresent. It questions the format of representation, the museification of the present and the
impact these events have on popular culture.

Nicolás Grum
b.1977, Chile
El gran pacto de Chile (The Great Pact) (2014)
Mixed media (sculpture in glass vitrine)
55 x 56 x 56 cm; vitrine 56 x 56 x 56 cm
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Through a variety of media (video, drawing, sculpture and installations), Nicolás Grum explores with a touch of
sarcasm and humor, the dominant discourses coming from different circles of power — politics, history,
economy and art — constantly putting into question the idea of authority and "truth".

El gran pacto de Chile (The Great Pact) and La balserita de Puerto Gala (The Raft) were part of the “Museo
Futuro”, an exhibition in which the artist presented nine miniature dioramas staging fragments of Chile’s
history, from its colonial invasions to the present. Through the episodes he chose to depict, the artist focused on
historical narratives, the way the story is told, and the supposed irrefutability of historical facts.

Museo Futuro (“Future Museum”) stands within a tradition of artists who re-read history and offer their
interpretation of it through the distopic lens of the museum display. "Future Museum is the vision of a fuzzy
present seen from the distance of an impossible place," says the artist. Playing with the way the mass media have
represented certain of these events that compose Chilean history, and how this has engraved collective memory,
the artist sets an ambiguous light of these “official” narratives, ranging from natural disasters, the decadence of
art, politics, deceit and forgetfulness.

The use of an old fashioned media, miniature maquettes, evokes obsolete museology in an age where realistic
images are omnipresent. It questions the format of representation, the museification of the present and the
impact these events have on popular culture.

Nicolás Grum
b.1977, Chile
La balserita de Puerto Gala (The Raft) (2014)
Mixed media (sculpture in glass vitrine)
40 x 54 x 54 cm; vitrine 43 x 59 x 59 cm
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Nicolás Paris was trained as both an architect and an educator. He worked as an elementary school teacher
before deciding to become an artist, and his work often reflects this dual background, ranging as it does from
workshops, dialogues, and exchanges to environments, drawings, and sculpture. He is interested in spaces that
foster dialogue, and his works often require activation by audiences, combining architectural structures, text-
based assignments or activities, and accumulations of objects that can somehow be used.

Metaphors of the presence or conversations at the speed of light (2011–12) is a sculpture of lightbulbs that the artist
altered. In the first instance, the filament itself has been removed and replaced with three overlapping circles of
paper. The circles represent a Venn diagram color chart, a common teaching tool that shows how the primary
colors can be combined to yield the rest of the spectrum. Much like Amalia Pica’s Memorial for intersections #2,
Paris celebrates and liberates the subversive potential behind this geometric symbol. The artwork occurs as an
intervention into the physical space of the gallery, with certain functioning lightbulbs interspersed with the
altered lights, and affixed to motion sensors that require visitor’s movement to activate the installation. Paris
reveals in this delicate sculpture the powerful potential for a rainbow of possibility.

Nicolas  Paris
b.1977, Colombia
Metaphors of the presence or conversations at the
speed of light (2011-2012)
22 light bulbs with drawings
Dimensions variable
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Nicolás Consuegra explores the contradictions of modern visual culture through his photographs, sculptures,
paintings, and installations. Much of his work deals with subtle differences between one thing and another,
whether they are visual differences or semiotic shifts. He creates visual games specifically intended to engage
with Modernism’s crisply defined aesthetics. Consuegra’s shrewd alterations expose the superficiality of our
shared understanding of the mid-twentieth century, calling into question our perception of reality and
temporality.

In his project Instituto de visión (Vision Institute, 2008), consisting of a total of twelve giclée prints, Consuegra
explores how Modernism gave rise to many new technological forms of vision, most notably the camera, and
also resulted in the disappearance of outmoded forms of vision. As a metaphor for this process, he looks to the
afterlife of the image as evidenced in signs. When a company goes out of business or moves, its sign often lingers
and slowly fades, leaving a ghosted image. Through this exploration of the relics of visual experience, he
questions what gains and losses came out of the charged moments that brought these signs into being.

Nicolás  Consuegra
b.1976, Colombia
Instituto de visión (Vision Institute) (2008)
12 giclee prints on archival paper
18.9H x 28.34W inches
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Nicolás Consuegra explores the contradictions of modern visual culture through his photographs, sculptures,
paintings, and installations. Much of his work deals with subtle differences between one thing and another,
whether they are visual differences or semiotic shifts. He creates visual games specifically intended to engage
with Modernism’s crisply defined aesthetics. Consuegra’s shrewd alterations expose the superficiality of our
shared understanding of the mid-twentieth century, calling into question our perception of reality and
temporality.

Nicolás  Consuegra
b.1976, Colombia
Colombia (2014)
Crystal mirror
50H x 35W cm
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Oded Hirsch produces video, installation, and photography that explore the phenomena of collective experience
and participatory spectacle in present day Israel. Born and raised in Kibbutz Afikim, Israel, Hirsch examines how
group structures function as a point of departure for deeper considerations of circumstance, choice, and
communal action. Often removed from logic and reason, his videos show conflict and resolution as
contemporaneous and co-essential phenomenon. While his works occasionally employ absurd tropes to
disorienting effect, his narratives focus on situations that invite collective response, shared experience, and
greater consciousness of the world around us. Recent solo shows include: The Mad Lift, Liverpool Biennial,
UK; Nothing New, Thierry Goldberg Gallery, New York, NY; The Chelsea Project, EDS Galeria, Mexico City;
and Sleep Tight Ramat-Gan Museum of Art, Tel Aviv, Israel. Recent group exhibitions include: MASS MoCA,
MA; Queens Museum of Art, New York; The Jewish Museum, Munich, Germany; Black and White Gallery, New
York; Lesley Heller Workspace, New York; Lora Reynolds Gallery, Austin, TX; and the Soap Factory,
Minneapolis.

Oded Hirsch’s video work Nothing New (2012) utilizes seemingly absurdist tropes to raise more trenchant
questions about communal action and collective identity in modern day Israel. In the video, a fallen parachutist
hangs tangled by his own lines, suspended between two electrical towers in a surreally desolate landscape of
overgrown fields in the Jordan Valley of Israel. A group of over a hundred men and women approach the
towers, working with almost mechanic efficiency to free the parachutist from the power lines overhead.
Although the subject of a would-be rescue mission, it is never clear if the parachutist survived the fall –
seemingly inanimate, he functions more as an object of convergence to bring the various actors on the ground
together. Filmed near the Jordanian border with Israel, the video considers multiple iterations of borderlands –
from the geo-political borders between nation states to the border between life and death occupied by the
endangered parachutist – while also suggesting how these intermediate spaces can be static. Hirsch’s work,
however, suggests that complacency can only be countered by communal effort and action. We never know the
outcome of the groups’ attempt to save the parachutist, and this ambiguity troubles our desire and expectation
for resolution. But in foregrounding the imperative need for collective response, Hirsch stakes out a critical space
for shared experiences driven by empathy while advocating for greater common awareness and understanding.

 https://vimeo.com/193277926

Oded Hirsch
b.1976 , Israel
Nothing New (2012)
Video, color, sound
10:15 minutes
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Oliver Laric
b.1981, Austria
Versions (2012)
HD video, color, sound
6 minutes
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Orion Shepherd
b.1984, United States
Ballad of the Unabomber Part I (2010)
Gouache, latex, acrylic, graphite, ink on paper
11 x 8.5 inches
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Óscar Muñoz is regarded as one of Colombia’s most important artists, recognized for creating
an outstanding body of work over the past three decades in a country troubled by civil war
and drug-related violence. He is also the cofounder of Lugar a Dudas (Room for Doubt), a
vital art space for activating critical thinking and providing cultural exchange in Cali,
Colombia. He is not formally trained in photography, but likes the medium for its capacity to
illustrate the transformations of unstable materials such as charcoal, sugar, coffee, and breath.
Muñoz is concerned with presence and absence, forgetting and remembering, and acts of
engraving and impression. The physicality of the impression is a metaphor for the moment
when a memory becomes fixed in the mind. Produced in the context of Colombia, in a culture
of disappearance, his work is a profound metaphor for the human experience of life and
death.

In Ante la imagen (Before the Image, 2009) Muñoz continues to explore the power of a
photograph to live up to the memory of a specific person. Since a photograph is fixed, it
cannot encapsulate the spirit of someone who is gone. Muñoz etched onto the surface of a
mirror an appropriated historical image, a daguerreotype from 1839. The viewer sees
themselves as well as the subject, the chemist Robert Cornelius. The image is always
changing, decaying, in a metaphor for life.

Oscar Muñoz
b.1951, Colombia
Ante la imagen (Before the Image) (2009)
Engraving on mirror
15.24H x 10.8W cm each
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Ozawa Tsuyoshi is a Japanese conceptual artist who constructs satirical takes on history. He often draws upon
1970s and 1980s Japanese history—the time of his childhood and Japan’s rapid economic growth. He co-founded
with Chen Shaoxiong and Gimhongsok the artist collective “Xijing Men,” meaning people who come from the
fictitious state of Xijing. Each of the artists consider historical events through images, installations, and
performances.

Dr. N Song belongs Ozawa’s body of work The Return of Dr. N in which he follows a humorous fictional character
based upon the historical figure Dr. Hideyo Noguchi who researched yellow fever in Ghana in 1927. Though Dr.
Noguchi was known for his unruly temper and behavior and many of his discoveries were erroneous, he was
widely revered in Japanese society. Ozawa’s Dr. N story explores links between Japan and Africa, past and
present, fact and fiction, through the commissioned work of Ghanaian painters and musicians working in
popular African styles.

OZAWA Tsuyoshi
b.1965, Japan
The Return of Dr. N (Dr. N Song) (2013)
Video
5:54 minutes
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Ozawa Tsuyoshi is a Japanese conceptual artist who constructs satirical takes on history. He often draws upon
1970s and 1980s Japanese history—the time of his childhood and Japan’s rapid economic growth. He co-founded
with Chen Shaoxiong and Gimhongsok the artist collective “Xijing Men,” meaning people who come from the
fictitious state of Xijing. Each of the artists consider historical events through images, installations, and
performances.

Dr. N Song belongs Ozawa’s body of work The Return of Dr. N in which he follows a humorous fictional character
based upon the historical figure Dr. Hideyo Noguchi who researched yellow fever in Ghana in 1927. Though Dr.
Noguchi was known for his unruly temper and behavior and many of his discoveries were erroneous, he was
widely revered in Japanese society. Ozawa’s Dr. N story explores links between Japan and Africa, past and
present, fact and fiction, through the commissioned work of Ghanaian painters and musicians working in
popular African styles.

OZAWA Tsuyoshi
b.1965, Japan
The Return of Dr. N (Chapter 1) (2013)
Pencil on paper
290 x 240 mm
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Ozawa Tsuyoshi is a Japanese conceptual artist who constructs satirical takes on history. He often draws upon
1970s and 1980s Japanese history—the time of his childhood and Japan’s rapid economic growth. He co-founded
with Chen Shaoxiong and Gimhongsok the artist collective “Xijing Men,” meaning people who come from the
fictitious state of Xijing. Each of the artists consider historical events through images, installations, and
performances.

Dr. N Song belongs Ozawa’s body of work The Return of Dr. N in which he follows a humorous fictional character
based upon the historical figure Dr. Hideyo Noguchi who researched yellow fever in Ghana in 1927. Though Dr.
Noguchi was known for his unruly temper and behavior and many of his discoveries were erroneous, he was
widely revered in Japanese society. Ozawa’s Dr. N story explores links between Japan and Africa, past and
present, fact and fiction, through the commissioned work of Ghanaian painters and musicians working in
popular African styles.

OZAWA Tsuyoshi
b.1965, Japan
The Return of Dr. N (Chapter 5) (2013)
Pencil on paper
290 x 240 mm
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Through his works in sculpture, installation, photography, and mixed media, Pablo Accinelli aims to investigate
modernity by questioning the individual’s mental and physical relationship to constructed space. Interpolating
new possibilities at the junctures of what is already known, Accinelli creates and mines systems of
understanding using repetition, language, and scale. His drawings and sculptures are concrete embodiments of a
poetic moment of realization, a perfect convergence of language with the opening up of perception. With the
language and tools of geometry, the artist explores the dichotomy between order and chaos, the external and the
internal, present and past, the literal and the metaphorical.

Onde quer voce esteja (Wherever You May Be, 2011) consists of a set of rolled paper tubes that spell out the words of
the title. Installed as a mock cityscape, they evoke the city twice over, first through their physical reference to an
urban skyline, and then again through the angularity of Brazilian pixação, a kind of lettering that is strongly
associated with the graffitied streets of São Paulo. The work is about the relationship between objects as
metaphors of their own materiality and objects as tools for conveying ideas. Although each cylindrical form
displays only one character, a scroll of paper within contains the entire phrase spelled out. The words, while
legible, seem like fragmented lines and shapes—almost but not quite a deconstruction of the text. These rolled
pillars thus form a kind of linguistic machine that contains all possibilities and potentialities of the given
utterance. The system both is what it represents and contains what it represents, thereby communicating an
enigmatic message: wherever you may be, this is what you are.

Pablo Accinelli
b.1983, Argentina
Onde quer que voce esteja (Wherever You May Be)
(2011)
Marker on paper
156H x 320W cm
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Pablo Rasgado’s paintings and installations serve as a visual record of contemporary urban human behavior.
Rasgado wanders through the urban landscape in Mexico City and other major cities, looking for moments of
intrigue in the dirt and debris. He captures these details by extracting materials from the sites and deploying
them in the gallery. Raw materials thus become abstract paintings, which are both actively engaged with the site
of their origin and politically and socially charged. Rasgado is profoundly interested in investigating the past,
and how materials serve as evidence of the passage of time. For example, his Unfolded Architecture (2011) series is
made from recuperated fragments of drywall that the artist selected from various art venues, reconfiguring them
to form flat rectangular compositions that resemble—and indeed become—abstract paintings.

Avenida Corona del Rosal #1, #2, and #3 (2011) are sections of wall extracted from the Mexico City street named in
the title. The wall has been “painted” with an accumulation of by-products of automobiles—diesel soot, dirt, tire
and brake particles—to create an ironically poetic and beautiful portrait of the pollution that ravishes this street.
In the layers of accumulated detritus, Rasgado sees the history of that avenue and, ultimately, a document of
contemporary urban life. Using the strappo technique, a process developed during the Renaissance to move a
fresco from one location to another, he extracted the top layers of the wall and applied them to a canvas backing.
This process of dislocation creates a tension between realism and abstraction: the works have the appearance of
abstract paintings, yet they present something real, but nonrepresentational, and not even artistic until the artist
deemed them readymades. Rasgado’s work takes the idea of painting back to its basics (paint on a surface) while
still pushing it to its limit by removing all traces of his hand and intentionality (at least in the traditional sense)
from the process.

Pablo Rasgado
b.1984, Mexico
Avenida Corona del Rosal  (2011)
Diesel soot, polycyclic aromatic hydrocarbons,
tire and brake wear particles and dirt on
canvas
47H x 111W inches each
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Pak Sheung Chuen’s practice might be described as immaterial, everyday, process-based, and collaborative.
Pak’s projects usually start with a familiar but not necessarily acknowledged idea, then take it beyond a
conceptual gesture without necessarily producing additional objects. Through repetition and anonymous
intervention, the idea gradually starts to take form and infiltrates its surroundings, leaving subtle traces.
Although never visually spectacular, Pak’s projects reconfigure a personal system that involves bodily actions
and effectively challenges the existing social logic and commodity-based culture.

Pak created New York Public Library Projects (NYPLP) (2008) during a residency in New York, using public
libraries as exhibition spaces and the books they house as raw materials. One of the nine parts of this work is
Page 22 (Half Folded Library), a site-specific installation for which Pak covertly folded dog-ears on page 22 of every
second book (a total of approximately 15,500 books) in the 58th Street Branch Library in Manhattan. By claiming
it as a “solo exhibition,” Pak intentionally turned a public institution into a private and personal museum where
his works are more or less a “permanent collection.” Being open-ended as far as further interpretation (or not) by
readers who encounter the folded pages, the project tests the political and social potential of personal gestures in
the public realm. It is also an ironic commentary on the increasingly self-estranged yet narcissistic art world.

PAK Sheung-Chuen
b.1977, Hong Kong
New York Public Library Projects (NYPLP) (2008)
Photo installation
100 photos dimensions variable
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Citizen’s Forest was inspired by the artist’s affection for The Lemures, an incomplete painting by Korean artist Oh
Yoon (1946-1986) and Colossal Roots, a poem written by Korean poet Kim Sooyoung (1921-1968). The
Lemures (1984) is a panoramic sketch depicting a procession of victims from major incidents in Korean modern
history, including the Donhak Peasant Revolution, the Korean War and the Gwangju Uprising. Colossal Roots
(1974) is a delightfully intellectual text taking into account the multiple layers of unconditional acceptance of
segmented ‘tradition’ while subverting the Orientalist’s perspective. Citizen’s Forest therefore serves as a
contemporary platform calling forth the mutual interests shared by these two works on historical trauma and
‘Asian Gothic’ imagination.

Park Chan-Kyong
b.1965, Korea
Citizen’s Forest (2016)
3 channel video
27 minutes
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American artist Park McArthur creates sculptures, sound, video, wall-based works, and writing that all grow out
of her experience of everyday life. Responding to and working with the daily, McArthur uses her artistic practice
as a way to critique and interrogate systems and conditions. Wheelchair-bound due to a form of muscular
dystrophy, McArthur’s work, at times, deals with methods and limitation of access that the artist and others with
disabilities face. Her New York gallery exhibition, Ramps (2014), consisted of portable wheelchair ramps
borrowed from art spaces and institutions around the city. Placed in the gallery, directly on the floor, these
portable ramps took on the look of Arte Povera sculptures, while also highlighting an issue important to the
artist. During the run of the exhibition, the organizations that loaned the ramps also posted signs on their own
buildings explaining the lack of wheelchair access, and pointing towards McArthur’s exhibition.

McArthur is not solely concerned with the limitations of the disabled, however, but sees the structures built (and
missing) around disability access as part of a larger system of social and economic injustices. In her installation
work Private Signs, McArthur appropriates shapes, colors, and geometries from familiar types of signage. Some
of these signs—like a blue rectangle inside a green-bounded white box—are recognizable as handicapped access
parking signs, while others are a bit more obscure in their composition. All of the signs in McArthur’s wall-sized
installation take on the look of a minimalist, geometric painting, however, with the words, symbols, and
directions stripped away to leave simplified arrangements.

Park McArthur
b.1984, United States
Private Signs (2014)
UV-cured inkjet print on Dibond
55 panels, overall: 126H x 148W inches
(320.04H x 375.92 cm)
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Pascal Shirley's photographs portray a California of beaches, music festivals, families, and hipsters wandering
through the hills. Shirley also shoots commercially, and this dual practice is evident in his art photographs. His
subjects are often attractive and well-dressed, and his compositions framed and illuminated accordingly.
Shirley's photographs are understood most readily in the context of portrait photography. Many of his images
draw the viewer's attention to the personality and history of the subject.

Gypsy shows an ambivalent scene, in which broken blinds and its unsmiling subject are balanced with the still-
life plentitude of watermelon slices and the beautifully lit nudity of the sitter. The room seems messy and in
disrepair, but simultaneously romanticizes the scene. The fruit and the sitter suggest a robustness in contrast
with the mise-en-scene. This is underscored, even, by a visual pun on the subject's exposed breast and the lemon
pointing towards the camera.

Pascal Shirley
b.1980, United States
Gypsy (2006)
C-print
20H x 24W inches
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Pascal Shirley's photographs portray an array of California beaches, music festivals, families, and hipsters
wandering through the hills. Shirley also shoots commercially, and this dual practice is evident in his art
photographs. His subjects are often attractive and well-dressed, and his compositions framed and illuminated
accordingly. Shirley's photographs are understood most readily in the context of portrait photography. Many of
his images draw the viewer's attention to the personality and history of the subject.

Like many of Pascal Shirley's photographs, Oakland Girls aestheticizes a dingy rooftop and a cloudy sky. The
women in the photograph exist ambiguously here. The photograph's title, the subject's outfits, and their
environment suggest that they are both trapped and glorified within their position. Visually, they are hemmed in
by the rooftop's walls, and one is unsure where they turn next.

Pascal  Shirley
b.1980, United States
Oakland Girls (2006)
C-print
20H x 24W inches
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Pascual Sisto
b.1975, Spain
All Watched Over by Machines of Loving Grace
(2013)
Master uncompressed Quicktime video file +
MP4 playback format
2 minutes
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Pascual Sisto
b.1975, Spain
No Not Nothing Never (2007)
Master uncompressed Quicktime video file +
MP4 playback format
8 minutes loop
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Known for his transgressive performance art pieces that often challenge social conventions, Paul McCarthy is
undoubtedly one of the main figures in the West Coast contemporary art scene. Using different forms from pop
culture as source material, McCarthy casts a critical look at American society and consumerism. With a
particularly poignant sense humor, his works also investigate the intricacies of human psychology.

Memory Mistake of the Eldridge Cleaver Pants was created for the show Paul McCarthy’s “Low Life Slow Life Part
1”, held at California College of the Arts’s Wattis Institute in 2008 and curated by McCarthy himself. In homage
to an influence in his early career, McCarthy attempted to reconstruct a pair of pants worn by Black Panther
revolutionary Eldridge Cleaver in a picture that appeared in Rolling Stone magazine in the 1970s. But in the
process, McCarthy misremembered their original design of the pants, which had black outer panels and white
inner panels in white, and left a black shape highlighted in the crotch area. Instead, McCarthy’s reconstruction
divides the pants vertically in two black and white sections. McCarthy’s mistake speaks not only of the fallibility
of memory but of a certain kind of queerness that resists any categorical—“black or white”—definition. Memory
Mistake’s use of aesthetic formalism, error, subjectivity, and social history can be seen to challenge the tropes of
modernism and art history.

Paul McCarthy
b.1945, United States
Memory Mistake of the Eldridge Cleaver Pants
(2008)
Corduroy, zipper, snaps, thread, linen and flax
seeds
17.5H x 14W x 49D inches
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Known for his transgressive performance art pieces that often challenge social conventions, Paul McCarthy is
undoubtedly one of the main figures in the West Coast contemporary art scene. Using different forms from pop
culture as source material, McCarthy casts a critical look at American society and consumerism. With a
particularly poignant sense humor, his works also investigate the intricacies of human psychology.

McCarthy’s Mother Pig performance at Shushi Gallery in 1983 was the first time he used a set, a practice which
came to characterize his later works. Here, McCarthy squirts liquid out of a bottle held near his crotch onto a
stuffed animal in the shape of a lion. The costuming, materials, and simulated bodily functions frequently appear
in McCarthy’s work, which often disturbingly juxtaposes visceral and startling manipulation of the body with
the cheerful artifacts of popular consumer culture.

Paul McCarthy
b.1945, United States
Mother Pig, Shushi Gallery, San Diego Perforance
(1983, 1995)
Cibachrome prints
37.5H x 25.75W inches
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Known for his transgressive performance art pieces that often challenge social conventions, Paul McCarthy is
undoubtedly one of the main figures in the West Coast contemporary art scene. Using different forms from pop
culture as source material, McCarthy casts a critical look at American society and consumerism. With a
particularly poignant sense humor, his works also investigate the intricacies of human psychology.

To make Mickey Mouse (2010), Paul McCarthy altered a found photograph—not of the iconic cartoon, but of a
man costumed as Mickey. On his shoulders he supports an enormous false head, Mickey’s familiar face grinning
with glossy eyes. The artist has marked out in heavy black the background of Cinderella’s castle. Robbed of his
context, the character becomes the sole focus of the image, a subject of unusual scrutiny. Under this close
examination, his torso and legs begin to seem strange—too human for his extremities—and his friendly wave
starts to look less like that of a childhood hero and more like that of a politician. With McCarthy’s intervention,
the famous mouse is upstaged by his own artificiality.

Paul McCarthy
b.1945, United States
Mickey Mouse (2010)
Chromogenic digital print
20H x 24W inches
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Known for his transgressive performance art pieces that often challenge social conventions, Paul McCarthy is
undoubtedly one of the main figures in the West Coast contemporary art scene. Using different forms from pop
culture as source material, McCarthy casts a critical look at American society and consumerism. With a
particularly poignant sense humor, his works also investigate the intricacies of human psychology.

Paul McCarthy
b.1945, United States
Olive Oil (from the Propo Series) (1998)
Cibachrome
27 x 39 inches
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Pedro Reyes’s works traverse the worlds of art, film, architecture, design, social criticism, and pedagogy.
Educated as an architect, Reyes draws on this training to engage with utopian aspirations and the ongoing legacy
of Modernism, often focusing on issues of scale and space while questioning pressing social issues through the
incitement of individual or collective interaction. Although only a few of his works are directly located within
the practice of building, almost all involve some kind of construction, whether they are objects, models, interiors,
or social spaces. Reyes also makes use of strategies developed for communication or education, as well as
everyday humor, to engage his audiences. Many of his works either allow large-scale public engagement or
suggest a possible use: weapons turned to shovels, multilevel parks in old modernist buildings, and small
spherical rooms. Like many avant-garde thinkers of the past, Reyes constructs new forms of architecture
necessary for new ways of life.

Los Mutantes (Mutants, 2012) is composed of 170 plates that combine characters from ancient and modern
mythologies. As in a periodic table, animals and objects are combined with humans (male or female), providing a
rational framework for the irrational products of human imagination. A Cartesian matrix such as this must
follow certain rules. All figures are half-human, half-something. Animal/cartoon characters that speak, such as
Fritz the Cat or Donald Duck, are excluded, as well as oddities and chimeras without recognizable human
features. Their arrangement results in combinations such as fish plus woman equals mermaid; bull plus man
equals minotaur, and so on. The juxtapositions cross figures from pop culture with those from ancient myths,
encouraging us to notice similarities between religious icons and comic-book characters. All of these “mutants”
reveal something about our desire to extract qualities of animals or objects and empower ourselves with them.
Mythologies are a reflection of the paradigms of their time, and this kind of periodic table presents a rational
framework to categorize irrational products of the imagination.

Pedro Reyes
b.1972, Mexico
Los Mutantes (2012)
Pencil on printed paper
170 frames, each 9.53 x 3.07 x 1.18 inches
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Pedro Reyes’s works traverse the worlds of art, film, architecture, design, social criticism, and pedagogy.
Educated as an architect, Reyes draws on this training to engage with utopian aspirations and the ongoing legacy
of Modernism, often focusing on issues of scale and space while questioning pressing social issues through the
incitement of individual or collective interaction. Although only a few of his works are directly located within
the practice of building, almost all involve some kind of construction, whether they are objects, models, interiors,
or social spaces. Reyes also makes use of strategies developed for communication or education, as well as
everyday humor, to engage his audiences. Many of his works either allow large-scale public engagement or
suggest a possible use: weapons turned to shovels, multilevel parks in old modernist buildings, and small
spherical rooms. Like many avant-garde thinkers of the past, Reyes constructs new forms of architecture
necessary for new ways of life.

Pedro Reyes
b.1972, Mexico
Adam Smith (2008)
Wood, paper, fabric and mechanical
components
42H x 18W x 15D cm
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Pedro Reyes’s works traverse the worlds of art, film, architecture, design, social criticism, and pedagogy.
Educated as an architect, Reyes draws on this training to engage with utopian aspirations and the ongoing legacy
of Modernism, often focusing on issues of scale and space while questioning pressing social issues through the
incitement of individual or collective interaction. Although only a few of his works are directly located within
the practice of building, almost all involve some kind of construction, whether they are objects, models, interiors,
or social spaces. Reyes also makes use of strategies developed for communication or education, as well as
everyday humor, to engage his audiences. Many of his works either allow large-scale public engagement or
suggest a possible use: weapons turned to shovels, multilevel parks in old modernist buildings, and small
spherical rooms. Like many avant-garde thinkers of the past, Reyes constructs new forms of architecture
necessary for new ways of life.

Pedro Reyes
b.1972, Mexico
Karl Marx (2008)
Wood, paper, fabric and mechanical
components
47H x 17W x 17D cm
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Pedro Reyes’s works traverse the worlds of art, film, architecture, design, social criticism, and pedagogy.
Educated as an architect, Reyes draws on this training to engage with utopian aspirations and the ongoing legacy
of Modernism, often focusing on issues of scale and space while questioning pressing social issues through the
incitement of individual or collective interaction. Although only a few of his works are directly located within
the practice of building, almost all involve some kind of construction, whether they are objects, models, interiors,
or social spaces. Reyes also makes use of strategies developed for communication or education, as well as
everyday humor, to engage his audiences. Many of his works either allow large-scale public engagement or
suggest a possible use: weapons turned to shovels, multilevel parks in old modernist buildings, and small
spherical rooms. Like many avant-garde thinkers of the past, Reyes constructs new forms of architecture
necessary for new ways of life.

Pedro Reyes
b.1972, Mexico
Machine Music (Embroidered Tank I)  (2013)
Photographic print on canvas, embroidery and
collage
103.5H x 80W cm
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Pedro Reyes’s works traverse the worlds of art, film, architecture, design, social criticism, and pedagogy.
Educated as an architect, Reyes draws on this training to engage with utopian aspirations and the ongoing legacy
of Modernism, often focusing on issues of scale and space while questioning pressing social issues through the
incitement of individual or collective interaction. Although only a few of his works are directly located within
the practice of building, almost all involve some kind of construction, whether they are objects, models, interiors,
or social spaces. Reyes also makes use of strategies developed for communication or education, as well as
everyday humor, to engage his audiences. Many of his works either allow large-scale public engagement or
suggest a possible use: weapons turned to shovels, multilevel parks in old modernist buildings, and small
spherical rooms. Like many avant-garde thinkers of the past, Reyes constructs new forms of architecture
necessary for new ways of life.

In Reyes’s words, “We should be able to extract the technological nutrients before we excrete our waste. There is
a missing organ in our social metabolism which would work as a stomach or intestines. The Recyclone is a device
made of plastic containers that fit into each other. (The plastic boxes are the equivalent to the ‘vellum,’ which are
the tiny hairs that stick out from the intestinal wall to absorb nutrients). The permutation of this plastic bins
could be customized to satisfy anyone’s recycling needs.” This work offers the possibility of a more visually
appealing and adaptable recycling mechanism, assisting in the conscientious extraction of reusable material from
industrial products.

Pedro  Reyes
b.1972, Mexico
Study for a Recycling Device (2005)
Ink on paper
11.8Hx 31.5W x 7D inches
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Taiwanese artist Pei-Shih Tu makes animated videos using stop motion, cutting, pasting, and collaging. She uses
jerky animated movements and fantasy-like versions of the real world to express her view that our modern
perception of reality itself a fiction created by the desire to escape real life. She studied at Goldsmiths College in
London. Her work has been exhibited internationally at numerous film festivals and exhibitions.

Making Fantasies animates scenes based upon photographs by Nan Goldin, Larry Sultan, Richard Billingham,
Yasuyoshi Chiba and famous photojournalism images such as Jeff Widener’s photograph of Tiananmen Square
and Kevin Carter’s photograph of a Sudanese child being stalked by a vulture. By fabricating narrative and
aesthetic connections between the images on three channels, Pei-Shih questions the objectivity and truth telling
of photography.

 https://vimeo.com/193383289

Pei-Shih TU
b.1981, Taiwan
Making Fantasies (2013)
3 channel HD video projection
7:04 minutes
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Peter Hujar
b.1934-1987, United States
Susan Sontag  (1975)
Pingmented ink print
14 5/8 x 14 5/8 inches (image); 20 x 16 inches
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Peter Robinson is an artist whose work explores the various cross-sections between materiality, identity, and the
indigenous. Many of his works utilize motifs found in Maori art, and his use of woodworking and felted wools
often riff on culturally specific materials based in communal craft practices. His clean lines and deliberately
restrained forms, though, could be easily placed alongside Minimalist sculpture and feel unselfconsciously
modern. Robinson studied at the Ilam School of Fine Arts and has exhibited extensively throughout New
Zealand. In 2001, his work was included in the exhibition bi-polar at the Venice Biennale.

Defunct Mnemonics (2012) plays off woodworking traditions found in indigenous art in order to create a body of
formally minimal objects that are both beautiful in their restraint and profoundly moving in their associations
with the totemic. Resembling large pick-up-sticks, the complete work is comprised of 126 vertical sculptures
wrapped in fabric with alternately monochromatic and graphically patterned dyes and prints. Leaning against a
wall and arranged side-by-side, they could be mistaken as highly decorated mallets for use in an undetermined
ritual or game. These associations with faith and repetition are entirely intended: as part of Robinson’s process,
each sculpture was hand carved and finished based on a case of spirit sticks housed at the Museum of New
Zealand Te Papa Tongarewa, New Zealand’s national museum and art gallery in Wellington. In order to produce
another layer of tactile experience and texture, Robinson wrapped every stick in a roll of concentric felt, in some
cases switching between fabrics as means of creating a richly heterogeneous finish to the work. The visual and
aural codes at play in Defunct Mnemonics are a reminder of how repetition can help us order ourselves through
more deeply felt rhythms. At once both playful and meditative, Robinson’s work encourages us to slow down
and retrain our focus through considered visual and metaphorical stops and starts.

Peter Robinson
b.1966, New Zealand
Defunct Mnemonics [PR0867-01] (2012)
Wool felt, wood dowel
2450H x 30W x 30D mm
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Peter Robinson is an artist whose work explores the various cross-sections between materiality, identity, and the
indigenous. Many of his works utilize motifs found in Maori art, and his use of woodworking and felted wools
often riff on culturally specific materials based in communal craft practices. His clean lines and deliberately
restrained forms, though, could be easily placed alongside Minimalist sculpture and feel unselfconsciously
modern. Robinson studied at the Ilam School of Fine Arts and has exhibited extensively throughout New
Zealand. In 2001, his work was included in the exhibition bi-polar at the Venice Biennale.

Defunct Mnemonics (2012) plays off woodworking traditions found in indigenous art in order to create a body of
formally minimal objects that are both beautiful in their restraint and profoundly moving in their associations
with the totemic. Resembling large pick-up-sticks, the complete work is comprised of 126 vertical sculptures
wrapped in fabric with alternately monochromatic and graphically patterned dyes and prints. Leaning against a
wall and arranged side-by-side, they could be mistaken as highly decorated mallets for use in an undetermined
ritual or game. These associations with faith and repetition are entirely intended: as part of Robinson’s process,
each sculpture was hand carved and finished based on a case of spirit sticks housed at the Museum of New
Zealand Te Papa Tongarewa, New Zealand’s national museum and art gallery in Wellington. In order to produce
another layer of tactile experience and texture, Robinson wrapped every stick in a roll of concentric felt, in some
cases switching between fabrics as means of creating a richly heterogeneous finish to the work. The visual and
aural codes at play in Defunct Mnemonics are a reminder of how repetition can help us order ourselves through
more deeply felt rhythms. At once both playful and meditative, Robinson’s work encourages us to slow down
and retrain our focus through considered visual and metaphorical stops and starts.

Peter Robinson
b.1966, New Zealand
Defunct Mnemonics [PR0855-01] (2012)
Wool felt, wood dowel
1695H x 50W x 50D mm
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Peter Robinson is an artist whose work explores the various cross-sections between materiality, identity, and the
indigenous. Many of his works utilize motifs found in Maori art, and his use of woodworking and felted wools
often riff on culturally specific materials based in communal craft practices. His clean lines and deliberately
restrained forms, though, could be easily placed alongside Minimalist sculpture and feel unselfconsciously
modern. Robinson studied at the Ilam School of Fine Arts and has exhibited extensively throughout New
Zealand. In 2001, his work was included in the exhibition bi-polar at the Venice Biennale.

Defunct Mnemonics (2012) plays off woodworking traditions found in indigenous art in order to create a body of
formally minimal objects that are both beautiful in their restraint and profoundly moving in their associations
with the totemic. Resembling large pick-up-sticks, the complete work is comprised of 126 vertical sculptures
wrapped in fabric with alternately monochromatic and graphically patterned dyes and prints. Leaning against a
wall and arranged side-by-side, they could be mistaken as highly decorated mallets for use in an undetermined
ritual or game. These associations with faith and repetition are entirely intended: as part of Robinson’s process,
each sculpture was hand carved and finished based on a case of spirit sticks housed at the Museum of New
Zealand Te Papa Tongarewa, New Zealand’s national museum and art gallery in Wellington. In order to produce
another layer of tactile experience and texture, Robinson wrapped every stick in a roll of concentric felt, in some
cases switching between fabrics as means of creating a richly heterogeneous finish to the work. The visual and
aural codes at play in Defunct Mnemonics are a reminder of how repetition can help us order ourselves through
more deeply felt rhythms. At once both playful and meditative, Robinson’s work encourages us to slow down
and retrain our focus through considered visual and metaphorical stops and starts.

Peter Robinson
b.1966, New Zealand
Defunct Mnemonics [PR0861-01] (2012)
Wool felt, wood dowel
1860H x 50W x 50D mm
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Peter Robinson is an artist whose work explores the various cross-sections between materiality, identity, and the
indigenous. Many of his works utilize motifs found in Maori art, and his use of woodworking and felted wools
often riff on culturally specific materials based in communal craft practices. His clean lines and deliberately
restrained forms, though, could be easily placed alongside Minimalist sculpture and feel unselfconsciously
modern. Robinson studied at the Ilam School of Fine Arts and has exhibited extensively throughout New
Zealand. In 2001, his work was included in the exhibition bi-polar at the Venice Biennale.

Defunct Mnemonics (2012) plays off woodworking traditions found in indigenous art in order to create a body of
formally minimal objects that are both beautiful in their restraint and profoundly moving in their associations
with the totemic. Resembling large pick-up-sticks, the complete work is comprised of 126 vertical sculptures
wrapped in fabric with alternately monochromatic and graphically patterned dyes and prints. Leaning against a
wall and arranged side-by-side, they could be mistaken as highly decorated mallets for use in an undetermined
ritual or game. These associations with faith and repetition are entirely intended: as part of Robinson’s process,
each sculpture was hand carved and finished based on a case of spirit sticks housed at the Museum of New
Zealand Te Papa Tongarewa, New Zealand’s national museum and art gallery in Wellington. In order to produce
another layer of tactile experience and texture, Robinson wrapped every stick in a roll of concentric felt, in some
cases switching between fabrics as means of creating a richly heterogeneous finish to the work. The visual and
aural codes at play in Defunct Mnemonics are a reminder of how repetition can help us order ourselves through
more deeply felt rhythms. At once both playful and meditative, Robinson’s work encourages us to slow down
and retrain our focus through considered visual and metaphorical stops and starts.

Peter Robinson
b.1966, New Zealand
Defunct Mnemonics [PR0865-01] (2012)
Wool felt, wood dowel
2080H x 50W x 50D mm
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Petra Cortright uses the wildly popular—and populistic—website Youtube as both medium, inspiration, and
repository. Her 2011 video, Sickhands shows Cortright posing before her in-computer camera, where her hands,
hair, and body start to wave vertically across the screen. Capitalizing and commenting on the ubiquity of
homemade video, the short film replicates with banal proximity the amateur special effects that thrive on the
web. This rather cliched visual trick recalls a funhouse mirror, or, perhaps more aligned with Cortright’s frame
of reference, a dream-sequence cue from after-school 90s television.

Petra Cortright
b.1986, United States
Sickhands (2011)
Webcam video
24 seconds
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In SpringValle_ber_girls, digital artist Petra Cortright collages together surreal scenes out of unnaturally idyllic
desktop screensavers with equally unreal computer-generated women that pop in and out of the landscapes.
Cortright’s saccharine backgrounds are made seedy by the appearance of digitally-rendered strippers, while
various layers of internet escapism collide together in an infiinite loop.

Petra Cortright
b.1986, United States
SpringValle_ber_girls (2012)
Flash animation
Infinite
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The works of Philip-Lorca diCorcia oscillate between two possible definitions of photography – from a recording
system in the tradition of documentary and a system of representation in the tradition of fiction. The use of
different contradictory light sources in the same picture is symptomatic of his staging of reality. In Napoli 1996 a
man walking down the street in broad daylight is fictionalized by the flash of the camera. Related to the world of
cinema in the case of  "Hollywood" (1990-1992), fashion in the series "W" (1997-2000), and advertising, the
photographer questions the representation of reality, between the utopia of transparency and necessary
construction. "I try to criticize the beast I work with. This monster of whom I share my bed with is about me," the
artist says. His photographs are a space alien in the world of the viewer because of the absorbance of characters.
In "Mario" (1978), a man leaning in front of a refrigerator is estranged to the outside world, far from the viewer,
denying his/her presence. Immobility is also a constant in the artist's work. Psychological tension and dramatical
equilibrium structure his photographs like enigmas or like "moments suspended in narratives that unfold," as
critic Peter Galassi suggests.

Philip-Lorca diCorcia
b.1951, United States
Brent Booth; 21 Years Old; Des Moines, Iowa; $30
(1991)
Chromogenic print
76.2H x 101.6W cm
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Maisel’s working process involves making precarious arrangements of materials in the studio. He selects
accumulated objects, including building materials, studio supplies and photographs, things with histories that
are just perceptible in the physical wear and tear. After establishing the parameters of the composition, he then
makes multiple adjustments – repositioning, introducing or extracting various elements – photographing each
intervention in a sequence.

While his works can function as abstract, they are very much rooted in physicality and the possibilities that are
inherent in the materials themselves. Elements used in various stages of photographic processes (color filters,
glassine, and prints themselves) are integrated back into the artwork either as part of the sculpture or as collage
elements that are later added to the print. In some of the works, Maisel cuts into the prints themselves. This re-
working further shifts the spatial relationships within the surface and acknowledges the photograph as an object
in and of itself. The final work lies somewhere between documentation of a sculpture, photographic print, and
collage.

Phillip Maisel
b.1981, United States
Serengeti Green (1844) (2015)
Archival pigment print and neutral density
filter
24H x 17W inches
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Maisel’s working process involves making precarious arrangements of materials in the studio. He selects
accumulated objects, including building materials, studio supplies and photographs, things with histories that
are just perceptible in the physical wear and tear. After establishing the parameters of the composition, he then
makes multiple adjustments – repositioning, introducing or extracting various elements – photographing each
intervention in a sequence.

While his works can function as abstract, they are very much rooted in physicality and the possibilities that are
inherent in the materials themselves. Elements used in various stages of photographic processes (color filters,
glassine, and prints themselves) are integrated back into the artwork either as part of the sculpture or as collage
elements that are later added to the print. In some of the works, Maisel cuts into the prints themselves. This re-
working further shifts the spatial relationships within the surface and acknowledges the photograph as an object
in and of itself. The final work lies somewhere between documentation of a sculpture, photographic print, and
collage.

Phillip Maisel
b.1981, United States
Serengeti Green (1861) (2015)
Archival pigment print
24H x 17W inches
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Maisel’s working process involves making precarious arrangements of materials in the studio. He selects
accumulated objects, including building materials, studio supplies and photographs, things with histories that
are just perceptible in the physical wear and tear. After establishing the parameters of the composition, he then
makes multiple adjustments – repositioning, introducing or extracting various elements – photographing each
intervention in a sequence.

While his works can function as abstract, they are very much rooted in physicality and the possibilities that are
inherent in the materials themselves. Elements used in various stages of photographic processes (color filters,
glassine, and prints themselves) are integrated back into the artwork either as part of the sculpture or as collage
elements that are later added to the print. In some of the works, Maisel cuts into the prints themselves. This re-
working further shifts the spatial relationships within the surface and acknowledges the photograph as an object
in and of itself. The final work lies somewhere between documentation of a sculpture, photographic print, and
collage.

Phillip Maisel
b.1981, United States
Serengeti Green (1869) (2015)
Archival pigment print and neutral density
filter
24H x 17W inches
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Through her installations and performance-based work, Pia Camil demonstrates a keen interest in failure. She
often explores urban ruins—decay associated with the Mexican urban landscape, and specifically traces of
modernist culture and art history that have been left behind. By incorporating appropriation and performance
methods, Camil enacts a critical questioning of previously identified discourses, deconstructing preestablished
references in order to generate a sense of estrangement in which she can explore the political connotations of the
use of space.

Camil has made numerous paintings and photographs of halted projects along Mexico’s highways (she calls
them “highway follies”), and of abandoned billboards that look like theater curtains dramatizing failed capitalist
strategies. (Espectacular, the colloquial Spanish term for “billboard,” also translates more literally as “spectacle,”
and of course recalls Guy Debord’s famous 1967 book The Society of the Spectacle.) In Mexico, the urban landscape
has been taken over by billboards; they are totally integrated into the landscape. With overuse and reuse, they
get scrapped, reshuffled, and recycled. In Espectacular (cortina) (Spectacular [Curtain], 2012), Camil abstracts such
billboards into a multicolored fabric curtain to probe the multiple meanings of espectacular. The curtain is
intended to work not only as a three-dimensional painting, but also as a screen that obstructs or conceals another
space, causing the viewer to wonder: if nothing is on the other side of the curtain, who is the audience and who
are the actors?

Pia Camil
b.1980, Mexico
Espectacular cortina (2012)
Stitched and hand dyed canvas
200H x 540W cm
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Italian-born and Los Angeles-based Piero Giolia’s work assumes the form of actions, sculptures, and installations
often characterized as being extreme yet poetic. With a particular love for mischief, Golia takes everyday
gestures and pushes them to the limit in order to cast an ironic look at contemporary society. Following the steps
of legendary artists such as Bas Jan Ader, some of Golia’s works have taken the form of adventurous trips, like
Going to Tirana (2000), in which he rowed across the Adriatic Sea, moving in the direction opposite from migrants
trying to leave Albania.

Piero Golia
b.1974, Italy
Untitled #2  (2007)
Dispensing pump, timer, water, transparent
tubing
6H x 5W x 5D inches
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Italian-born and Los Angeles-based Piero Giolia’s work assumes the form of actions, sculptures, and installations
often characterized as being extreme yet poetic. With a particular love for mischief, Golia takes everyday
gestures and pushes them to the limit in order to cast an ironic look at contemporary society. Following the steps
of legendary artists such as Bas Jan Ader, some of Golia’s works have taken the form of adventurous trips, like
Going to Tirana (2000), in which he rowed across the Adriatic Sea, moving in the direction opposite from migrants
trying to leave Albania.

Golia’s Untitled 3 is an installation in which a mechanical device is programmed to shoot clay pigeons are thrown
up in front a white wall. More than a simple reference to the sport, the work has the disconcerting effect of
creating a danger zone in the gallery space. The reference to direct aggression or violence is reinforced by the
piece’s rapid pace. But on another level, Untitled 3’s steady rhythm seems to constitute an alternate way of
measuring time, an idea explored in other works in the Kadist Collection, like Mungo Thomson’s Untitled
(TIME), Geoffrey Farmer’s Ongoing Time Stabbed with a Dagger, and William E. Jones’s Killed, in which the rapid
succession of images also points towards the passing of time in the historical sense.

Piero Golia
b.1974, Italy
Untitled #3 (2007)
Motor, steel, graphite, springs, wood, clay
pigeons
60H x 22W x 17.5D inches
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Italian-born and Los Angeles-based Piero Giolia’s work assumes the form of actions, sculptures, and installations
often characterized as being extreme yet poetic. With a particular love for mischief, Golia takes everyday
gestures and pushes them to the limit in order to cast an ironic look at contemporary society. Following the steps
of legendary artists such as Bas Jan Ader, some of Golia’s works have taken the form of adventurous trips, like
Going to Tirana (2000), in which he rowed across the Adriatic Sea, moving in the direction opposite from migrants
trying to leave Albania.

Piero Golia
b.1974, Italy
Untitled #1 (2007)
DC motor, speed controller, steel and broom
56.25H x 13.75W x 6.125 inches
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Pio Abad
b.1983, Philippines
Untitled (Inventory) (2013)
Digital print on silk twill
40H x 40W cm
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Zhang Qing is a conceptual artist living and working in Shanghai after graduating from the Changzhou Institute
of Technology. Zhang’s works deploy a variety of motifs and styles, at times dabbling in gender-bending
photography and engaging in endurance-performances. Particularly, Zhang uses humor as an access point to
expose the darker sides of capitalism in works such as Don’t Go So Fast (2009), social commentary on the state of
economic disparity among social classes. His recent video installation and mixed media works has developed a
sophisticated videographic language, exemplified by CCTV(2011) to address issues of state media, surveillance
and privacy. Zhang considers China’s socio-political challenges to be unique to its own cultural-historical
background and do not always translate or transfer well into foreign contexts. Thus, contemporary Chinese art
can provide special visual entries into these complex socio-economic situations.

603 Football Field presents a soccer game played inside a small student apartment in Shanghai.  Installed like
monitors fed by surveillance cameras, the videos present a voyeuristic entry into a private space, where two
teams of men are scurrying around a bed, a desk, and some shelves in to score a goal, represented by a kitchen at
one end and bathroom at the other. The game is furnished with complete uniforms, a referee, and a midfield line.
Initially, the game appears as a whimsical solution to urban ennui. Yet, as the players shuffle the ball around,
recklessly knocking down items in the apartment, the viewer begins to wonder if the indoor game marks the
increase of air pollution, and the erasure of green space by real estate development has forced all leisure activity
to be conducted in the prison of one’s apartment under surveillance.

Qing  Zhang
b.1977, China
603 Football Field (2006)
Multi-channel video
18 minutes
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Qiu Anxiong is part of a new generation of Chinese artists synthesizing Chinese culture and history with global
contemporary art through addressing new utopias produced by real conditions of globalization. After studying
at the Sichuan Art Academy in Chongqing, China and graduating with emphases in contemporary international
art and traditional Chinese culture from University of Kassel’s College of Art in Germany, Qiu rose to
international prominence in the 2006 Shanghai Biennial with a video work titled New Book of the Mountains and
Seas.  New Book of the Mountains and Seas is an animated ink work that appropriates the “Book of the Mountains
and Seas”, a classical text mapping out the numinous geography of ancient China, to address the relationship
between contemporary Chinese subjects and their natural environment through images of paradise and
apocalypse.

A Portrait: Covering and Cleaning is an installation of six black-and-white video projections. Each video depicts a
portrait with features changing continuously and quickly into different persons, animals and symbols. Driven by
the evolving contents of the screen itself, this piece showcases the form and material of Qiu’s working method,
which relies on precisely planned storyboard sketches drawn in pen on A4 paper. After the narrative is fully
formed, Qiu transfers each image by painting it onto a small canvas with acrylic, which can be quickly wiped
away to prepare for the subsequent image or element to be painted on top. Such process distills an aesthetics of
over-painting that drives narrative development through changing logical relationships between material and
form rather than plot elements.

QIU Anxiong
b.1972, China
Portrait: Cover and Clean (2011)
6 channel video, black and white
28 minutes
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Rabih Mroué is an actor, director, playwright and visual artist as well as contributing editor for The Drama
Review (TDR) and the quarterly Kalamon. Employing both fiction and in-depth analysis as tools for engaging
with his immediate reality, Mroué explores the responsibilities of the artist in communicating with an audience
in given political and cultural contexts. His works deal with issues that have been swept under the rug in the
current political climate of Lebanon, connected to the enduring marks left by the Lebanese Civil War as well as
more recent political events.

The Pixelated Revolution is a lecture-performance by artist Rabih Mroué about the use of mobile phones during the
Syrian revolution. The lecture looks at the central role that the photographs taken with these devices played in
informing and mobilizing people during the revolutionary events, due to their ability to be shared and spread
through virtual and viral communication platforms.

Rabih Mroué
b.1967, Lebanon
The Pixelated Revolution (2012)
Video with countdown screen, color, sound
21:58 minutes
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Rachel Foster is concerned with showing the unseen. Her prints and letterpress pieces humorously play with
language, sight, and tactility. Ghost I and Ghost II work as a pair to conjure reflection and its “haunting” quality.
Other prints, such as Dyslexia, deploy similar letters of the alphabet—b, d, q, p—to create a different kind of
confusion and disorientation. In This is print, embossed Braille dots communicate: “This print is depicting
another way a single idea can be communicated.” Through the use of very simple mechanisms, humor, and
tautology, Foster pushes our understanding of the relationship between signs, senses, meanings, and readings.

Rachel E. Foster uses printmaking, sculpture, and photography to illuminate the nearly invisible. For her source
material she combs the digital world for bits of strange information that seep into our daily reality. These clues,
be they coded sequences or simple phrases, become part of her puzzle; by reframing information she makes us
reconsider it through a different lens. Language is embedded in Foster’s work, but it is subject to play, often
becoming obscured or reoriented. In Ghost I (2009) the word “ghost” becomes ghosted, rendered ominously in
white chalk on black paper so that it resembles an apparition. Average Lifespan (2009) calculates the average
lifespan of eight famous poets. This seemingly random equation reveals to us the age at which the poets died and
forges a posthumous relationship among them.

Rachel Foster
b.1980, United States
Editioned Screenprints (Ghost I) (2010)
Screenprints
Various dimensions
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Rachel Foster is concerned with showing the unseen. Her prints and letterpress pieces humorously play with
language, sight, and tactility. Ghost I and Ghost II work as a pair to conjure reflection and its “haunting” quality.
Other prints, such as Dyslexia, deploy similar letters of the alphabet—b, d, q, p—to create a different kind of
confusion and disorientation. In This is print, embossed Braille dots communicate: “This print is depicting
another way a single idea can be communicated.” Through the use of very simple mechanisms, humor, and
tautology, Foster pushes our understanding of the relationship between signs, senses, meanings, and readings.

Rachel E. Foster uses printmaking, sculpture, and photography to illuminate the nearly invisible. For her source
material she combs the digital world for bits of strange information that seep into our daily reality. These clues,
be they coded sequences or simple phrases, become part of her puzzle; by reframing information she makes us
reconsider it through a different lens. Language is embedded in Foster’s work, but it is subject to play, often
becoming obscured or reoriented. In Ghost I (2009) the word “ghost” becomes ghosted, rendered ominously in
white chalk on black paper so that it resembles an apparition. Average Lifespan (2009) calculates the average
lifespan of eight famous poets. This seemingly random equation reveals to us the age at which the poets died and
forges a posthumous relationship among them.

Rachel Foster
b.1980, United States
Editioned Screenprints (Ghost II) (2010)
Screenprints
Various dimensions
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Rachel Foster is concerned with showing the unseen. Her prints and letterpress pieces humorously play with
language, sight, and tactility. Ghost I and Ghost II work as a pair to conjure reflection and its “haunting” quality.
Other prints, such as Dyslexia, deploy similar letters of the alphabet—b, d, q, p—to create a different kind of
confusion and disorientation. In This is print, embossed Braille dots communicate: “This print is depicting
another way a single idea can be communicated.” Through the use of very simple mechanisms, humor, and
tautology, Foster pushes our understanding of the relationship between signs, senses, meanings, and readings.

Rachel E. Foster uses printmaking, sculpture, and photography to illuminate the nearly invisible. For her source
material she combs the digital world for bits of strange information that seep into our daily reality. These clues,
be they coded sequences or simple phrases, become part of her puzzle; by reframing information she makes us
reconsider it through a different lens. Language is embedded in Foster’s work, but it is subject to play, often
becoming obscured or reoriented. In Ghost I (2009) the word “ghost” becomes ghosted, rendered ominously in
white chalk on black paper so that it resembles an apparition. Average Lifespan (2009) calculates the average
lifespan of eight famous poets. This seemingly random equation reveals to us the age at which the poets died and
forges a posthumous relationship among them.

Rachel Foster
b.1980, United States
Editioned Screenprints (Lifespan) (2010)
Screenprints
Various dimensions



KADIST

Rachel Foster is concerned with showing the unseen. Her prints and letterpress pieces humorously play with
language, sight, and tactility. Ghost I and Ghost II work as a pair to conjure reflection and its “haunting” quality.
Other prints, such as Dyslexia, deploy similar letters of the alphabet—b, d, q, p—to create a different kind of
confusion and disorientation. In This is print, embossed Braille dots communicate: “This print is depicting
another way a single idea can be communicated.” Through the use of very simple mechanisms, humor, and
tautology, Foster pushes our understanding of the relationship between signs, senses, meanings, and readings.

Rachel E. Foster uses printmaking, sculpture, and photography to illuminate the nearly invisible. For her source
material she combs the digital world for bits of strange information that seep into our daily reality. These clues,
be they coded sequences or simple phrases, become part of her puzzle; by reframing information she makes us
reconsider it through a different lens. Language is embedded in Foster’s work, but it is subject to play, often
becoming obscured or reoriented. In Ghost I (2009) the word “ghost” becomes ghosted, rendered ominously in
white chalk on black paper so that it resembles an apparition. Average Lifespan (2009) calculates the average
lifespan of eight famous poets. This seemingly random equation reveals to us the age at which the poets died and
forges a posthumous relationship among them.

Rachel Foster
b.1980, United States
Editioned Screenprints (This Print) (2010)
Screenprints
Various dimensions
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Rachel Foster is concerned with showing the unseen. Her prints and letterpress pieces humorously play with
language, sight, and tactility. Ghost I and Ghost II work as a pair to conjure reflection and its “haunting” quality.
Other prints, such as Dyslexia, deploy similar letters of the alphabet—b, d, q, p—to create a different kind of
confusion and disorientation. In This is print, embossed Braille dots communicate: “This print is depicting
another way a single idea can be communicated.” Through the use of very simple mechanisms, humor, and
tautology, Foster pushes our understanding of the relationship between signs, senses, meanings, and readings.

Rachel E. Foster uses printmaking, sculpture, and photography to illuminate the nearly invisible. For her source
material she combs the digital world for bits of strange information that seep into our daily reality. These clues,
be they coded sequences or simple phrases, become part of her puzzle; by reframing information she makes us
reconsider it through a different lens. Language is embedded in Foster’s work, but it is subject to play, often
becoming obscured or reoriented. In Ghost I (2009) the word “ghost” becomes ghosted, rendered ominously in
white chalk on black paper so that it resembles an apparition. Average Lifespan (2009) calculates the average
lifespan of eight famous poets. This seemingly random equation reveals to us the age at which the poets died and
forges a posthumous relationship among them.

Rachel Foster
b.1980, United States
Editioned Screenprints (Dyslexia) (2010)
Screenprints
Various dimensions
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For artist Rachel Rose, the current moment is one of shifting terrain: as technology advances, the world changes
beneath and around us, leaving us struggling to keep up. Rose is interested in the rapidly changing conditions
we live in, and the ways that language, technology, and images mediate the out-of-sync realities of our organic
lives. Trained as a painter, Rose now works in several media, with film being her primary outlet. Her film works
are remarkable for their fusion of images and sound, her dense filmic tapestries reflecting the deep, multivalent
explorations that drive her.

In the 2013 video work, Sitting Feeding Sleeping, Rose combines footage taken of zoo animals living in captivity
with screen images that flicker and flash before us. In the narration, Rose talks about forms of life that are
suspended and simulated—artificial intelligence and cryogenically frozen bodies, zoo animals and counterfeit
ecologies. Through this montage of different types of footage and text, Rose poses us between the natural and the
artificial, and speaks to the very strange moment of life in a world that is seemingly caught between the two,
existing in a hybrid (though not necessarily symbiotic) moment of radical change.

Rachel Rose
b.1986, United States
Sitting Feeding Sleeping (2013)
HD video
9:49 minutes
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The collaborative works of Raimond Chaves and Mantilla Gilda often derive from a direct engagement with the
world. The two travel, make drawings from libraries, hold workshops in neighborhoods, and videotape the fog
in Lima. Embedded in their cultural and physical geography, these works correspondingly portray the terrain of
South America through the perspective of their lives and travels in the continent.

Many of Chaves and Gilda’s works use recycled cardboard. For Partituras, they arranged stacks of cardboard into
long rectangles on the ground, which are visually analogous to fields of graphite in Chaves’s pencil drawings.
While the blocks have a spare presence in space, they exist more full solidity within their borders, and the
recycled nature of the cardboard adds some play into the clean minimalist rectangles and cubes.

Raimond Chaves & Mantilla Gilda
b.1963 & 1967, Colombia
Partituras (2009)
600 sheets of recycled cardboard, 10 dented
wood structures
30H x 40W x 140D cm
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Ranu Mukherjee is a multi-disciplinary artist whose practice includes hybrid films, works on paper, and
collaborative projects. Her work focuses on processes of creolization, the figure of the nomad, speculative
narratives, and the visual and political history of nineteenth-century Indian lithographs. Mukherjee’s work also
generally refers to embodiment, ecology, science fiction, and the unknown to explore the narrative excess and
material conditions brought on by global capitalism.

Conceived as a large-scale mural-like projection, Color of History, Sweating Rocks is a neo-futuristic, hybrid film
that combines cinematic language, collage, animation, and inventive forms to highlight the plight of the peoples
of the Sahara—and refugees in general—who have been displaced by oil-mining.

Ranu  Mukherjee
b.1966, India
Color of History, Sweating Rocks (2011)
Single Channel Video
6:01 minutes (loop)
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Before becoming famous in the art world, Raymond Pettibon’s punk-rock drawings were well-known in
alternative scenes. His iconic album covers for bands such as Black Flag, Minuteman, and Sonic Youth have
influenced younger artists who capture the intricacies of marginal youth and popular culture with a casual style.
However, Pettibon’s graphic, comic-inspired black ink drawings of violent and antiauthoritarian subject matter
remain unique.

The five works included in the Kadist Collection are representative of Pettibon’s complex drawings which are
much more narrative than comics or cartoon. The images allude to recurring topics, such as the superhero
(present both in Untitled Superman and No title without the comics), a book cover (his literary sources), or a
mushroom cloud. Inspired by the writings of William Faulkner, Daniel Defoe, Gustave Flaubert, Marcel Proust,
and James Joyce, Pettibon’s sophisticated, witty drawings combine image and text to explore the gamut of
American popular culture.

Raymond Pettibon
b.1957, United States
Mushroom Cloud (2000)
Watercolor and ink on paper
20H x 14.75W inches
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Before becoming famous in the art world, Raymond Pettibon’s punk-rock drawings were well-known in
alternative scenes. His iconic album covers for bands such as Black Flag, Minuteman, and Sonic Youth have
influenced younger artists who capture the intricacies of marginal youth and popular culture with a casual style.
However, Pettibon’s graphic, comic-inspired black ink drawings of violent and antiauthoritarian subject matter
remain unique.

The five works included in the Kadist Collection are representative of Pettibon’s complex drawings which are
much more narrative than comics or cartoon. The images allude to recurring topics, such as the superhero
(present both in Untitled Superman and No title without the comics), a book cover (his literary sources), or a
mushroom cloud. Inspired by the writings of William Faulkner, Daniel Defoe, Gustave Flaubert, Marcel Proust,
and James Joyce, Pettibon’s sophisticated, witty drawings combine image and text to explore the gamut of
American popular culture.

Raymond Pettibon
b.1957, United States
No Title (Eh What Do?) (2008)
Pen, ink and gouache on paper
28.75H x 21.5W inches
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Before becoming famous in the art world, Raymond Pettibon’s punk-rock drawings were well-known in
alternative scenes. His iconic album covers for bands such as Black Flag, Minuteman, and Sonic Youth have
influenced younger artists who capture the intricacies of marginal youth and popular culture with a casual style.
However, Pettibon’s graphic, comic-inspired black ink drawings of violent and antiauthoritarian subject matter
remain unique.

The five works included in the Kadist Collection are representative of Pettibon’s complex drawings which are
much more narrative than comics or cartoon. The images allude to recurring topics, such as the superhero
(present both in Untitled Superman and No title without the comics), a book cover (his literary sources), or a
mushroom cloud. Inspired by the writings of William Faulkner, Daniel Defoe, Gustave Flaubert, Marcel Proust,
and James Joyce, Pettibon’s sophisticated, witty drawings combine image and text to explore the gamut of
American popular culture.

Raymond Pettibon
b.1957, United States
No Title (The End One) (2005)
Pen, ink and acrylic on paper
17.25H x 12W inches
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Before becoming famous in the art world, Raymond Pettibon’s punk-rock drawings were well-known in
alternative scenes. His iconic album covers for bands such as Black Flag, Minuteman, and Sonic Youth have
influenced younger artists who capture the intricacies of marginal youth and popular culture with a casual style.
However, Pettibon’s graphic, comic-inspired black ink drawings of violent and antiauthoritarian subject matter
remain unique.

The five works included in the Kadist Collection are representative of Pettibon’s complex drawings which are
much more narrative than comics or cartoon. The images allude to recurring topics, such as the superhero
(present both in Untitled Superman and No title without the comics), a book cover (his literary sources), or a
mushroom cloud. Inspired by the writings of William Faulkner, Daniel Defoe, Gustave Flaubert, Marcel Proust,
and James Joyce, Pettibon’s sophisticated, witty drawings combine image and text to explore the gamut of
American popular culture.

Raymond Pettibon
b.1957, United States
No Title (Without the comics) (2007)
Pen, ink and acrylic on paper
11.5H x 18W inches
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Before becoming famous in the art world, Raymond Pettibon’s punk-rock drawings were well-known in
alternative scenes. His iconic album covers for bands such as Black Flag, Minuteman, and Sonic Youth have
influenced younger artists who capture the intricacies of marginal youth and popular culture with a casual style.
However, Pettibon’s graphic, comic-inspired black ink drawings of violent and antiauthoritarian subject matter
remain unique.

The five works included in the Kadist Collection are representative of Pettibon’s complex drawings which are
much more narrative than comics or cartoon. The images allude to recurring topics, such as the superhero
(present both in Untitled Superman and No title without the comics), a book cover (his literary sources), or a
mushroom cloud. Inspired by the writings of William Faulkner, Daniel Defoe, Gustave Flaubert, Marcel Proust,
and James Joyce, Pettibon’s sophisticated, witty drawings combine image and text to explore the gamut of
American popular culture.

Raymond Pettibon
b.1957, United States
Owl (2006)
Rice paper bonded to Hobie skimboard
55.5H x 21W inches
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Before becoming famous in the art world, Raymond Pettibon’s punk-rock drawings were well-known in
alternative scenes. His iconic album covers for bands such as Black Flag, Minuteman, and Sonic Youth have
influenced younger artists who capture the intricacies of marginal youth and popular culture with a casual style.
However, Pettibon’s graphic, comic-inspired black ink drawings of violent and antiauthoritarian subject matter
remain unique.

The five works included in the Kadist Collection are representative of Pettibon’s complex drawings which are
much more narrative than comics or cartoon. The images allude to recurring topics, such as the superhero
(present both in Untitled Superman and No title without the comics), a book cover (his literary sources), or a
mushroom cloud. Inspired by the writings of William Faulkner, Daniel Defoe, Gustave Flaubert, Marcel Proust,
and James Joyce, Pettibon’s sophisticated, witty drawings combine image and text to explore the gamut of
American popular culture.

Raymond Pettibon
b.1957, United States
Untitled (Superman) (2005)
Ink and watercolor on paper
23.5H x 18W inches
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Before becoming famous in the art world, Raymond Pettibon’s punk-rock drawings were well-known in
alternative scenes. His iconic album covers for bands such as Black Flag, Minuteman, and Sonic Youth have
influenced younger artists who capture the intricacies of marginal youth and popular culture with a casual style.
However, Pettibon’s graphic, comic-inspired black ink drawings of violent and antiauthoritarian subject matter
remain unique.

Untitled (Wall Street’s Chosen Few...) is typical of Pettibon’s drawings in which fragments of text and image are
united, but yet gaps remain in their signification. A full story seems present but is not fully within the viewer’s
grasp. Here, Pettibon draws a connection between legal restrictions on free speech and the power of an elite on
Wall Street. The drawing correlates market fears to the panic that results from a warning shouted in a crowded
theater. Pettibon offers no resolution, only starbursts that resemble both the beauty of fireworks and suggest
oncoming explosions.

Raymond Pettibon
b.1957, United States
Untitled (Wall Street’s Chosen Few...) (2000)
Ink and watercolour on paper
16H x 13.9W inches
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Brazilian artist Renata Lucas is interested in the social, behavioral, and aesthetic implications of special
constructions. Working with basic building materials such as plywood, bricks, and concrete, and influenced by
the makeshift nature of much Brazilian construction, Lucas operates in and in response to specific sites. Her
interventions into space interject both subtle and severe differences into a normal routine. Oftentimes, these
works function to create a sort of stage or platform—a scaffold on which ordinary social exchanges are
magnified, highlighted, and re-evaluated.

Lucas’s quadroquadro (círculo) employs familiar materials for the artist: wood, paper, and glass. A simple
composition—a black circle inscribed on white paper, encased in a rectangular frame—is interrupted in Lucas’s
work, the continuous geometry of the nested forms segmented into four broken shards. Pieced back together,
these fragments comprise a whole, but it is a unity shattered, unsteadied.

Renata Lucas
b.1971, Brazil
quadroquadro (círculo) (2016)
Wood, paper, glass
62.6H x 45W x 4D cm
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Renée Rhodes grew up amidst the fantasy and rigor that is the world of classical ballet. Choreography,
organization and the use of movement as a communicative language continues to be a primary influence in her
current video, performance and book based works.

The artist writes about her work: "There is an endless desire to know what we look like from outer space and
many of us have evolved into a species that exists across the disorienting spaces and timeframes of virtuality.
Within my current work, dance and simple movement scores act as a language for simultaneously collecting,
mapping and producing volumes of information and knowledge. Moving makes a map and performing is
observation. Digital mediations translate bodies into uncanny organisms and minimal dances become distant
accumulations of pixelated information. Entanglements between human physicality, technology and natural
systems are imagined through a playful aesthetics of information. As every last body and landscape is mapped
and measured, through rigorous technologies of ever increasing distance, I look for the newly emerging
territories that mineralize at the intersections of the virtual and the physical. These are the territories that we live
in, archived in the memory drives of muscles, or through endlessly shifting choreographies of information."

Renée Rhodes
b.1975, United States
Moving Clocks Change Rhythm (2010)
Video
17:34 minutes (loop)
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Reza Aramesh
b.1970, Iran
Action: 170 (2016)
Hand printed silver gelatin
51H x 61W cm
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Reza Aramesh
b.1970, Iran
Action: 174 (2016)
Hand printed silver gelatin
51H x 61W cm
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Richard Gordon
b.1945 - 2012, United States
San Francisco, Moscone Center (2003-2007)
Gelatin silver print
11 5/16H x 17W inches image (16 x 20 inches
paper)
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Richard Gordon
b.1945 - 2012, United States
Washington, D.C. Constitution Ave. (2005-2007)
Gelatin silver print
17H x 11 5/16W inches image (20 x 16 inches
paper)
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Richard T. Walker
b.1977, England
let this be us (2012)
Single channel, HD Blu-ray, color, sound
7:44 minutes
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Robert Smithson
b.1938-1973, United States
Forking Sprawl (1971)
Ink and pencil on paper
11H x 8 1/2W inches (27.9 x 21.6 cm)
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Robert Therrien’s work assumes a variety of forms that transform objects through visual similarity, graphic
reduction, or shifts in scale. His art, accordingly, seems embedded in the structures of experience. Therrien’s
work inserts itself between the viewing subject and the external and objectified world. We see the Platonic forms
of objects and shifts in scale, reminding us of our perspective and embodied engagement with the world.

In No Title (Blue Chapel) Therrien has reduced the image of a chapel to a polygon. The object and its ground both
glow, but the chapel-shape is crisp and simple, reminiscent of a piece of cut paper. Like many of Therrien’s early
pieces, this abstraction slips into representation and the visual and spiritual power of the image is emphasized by
the strong central placement of the chapel.

Robert Therrien
b.1947, United States
No Title (Blue Chapel) (1985)
Acrylic on canvas
66H x 47.5 W inches
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Conceptual artist Rodney Graham’s oeuvre is highly versatile and intellectual. By incorporating fictional
narratives and alternative interpretations into an existing context, Graham creates visual puns that layer
historical reference to examine social and philosophical systems. Not only is Graham the behind-the-scenes
sculptor, photographer, filmmaker, inventor, scholar, writer and singer in his projects, he also literally appears in
the finished works, impersonating various fictional characters.

Dance!!! continues Graham’s long-standing fascination with the myth of the American West, an idea he
investigates through its prevalence in movies, music, and legends. Here, the artist recreates the familiar,
hackneyed saloon scene from Hollywood Westerns in which a man—played by Graham himself—is forced to
“dance” because bullets are being shot at his feet. Considered a “staged photograph,” Dance!!! reenacts and
isolates a culturally repetitive “event.” In doing so, Graham is able to falsify personal experience thus
questioning the “true” origin of every Western scene held in our collective cultural memory.

Rodney Graham
b.1949, Canada
Dance!!! (2008)
Backlit color transparency diptych
110H x 145W x 7D inches
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Conceptual artist Rodney Graham’s oeuvre is highly versatile and intellectual. By incorporating fictional
narratives and alternative interpretations into an existing context, Graham creates visual puns that layer
historical reference to examine social and philosophical systems. Not only is Graham the behind-the-scenes
sculptor, photographer, filmmaker, inventor, scholar, writer and singer in his projects, he also literally appears in
the finished works, impersonating various fictional characters.

Ponderosa Pine IV belongs to a series of large-scale photographs of trees taken by Graham and depicts a particular
species that live in Northern California. The photograph is framed upside down; these “inverted trees” follow
Graham’s early experiments with the camera lucida, a room-sized pinhole camera that dates back to ancient
times and which he has used to photograph trees from various regions. Through these works Graham looks back
at the history of photography while making the viewers aware of their own retinal experience. In the case of the
Ponderosa Pine series, the artist’s use of a pinewood frame gives the elephantine inverted tree both a physical
presence and a rather morbid veil.

Rodney Graham
b.1949, Canada
Ponderosa Pine IV (1991)
C-Print
84.38H x 72.5W inches
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Conceptual artist Rodney Graham’s oeuvre is highly versatile and intellectual. By incorporating fictional
narratives and alternative interpretations into an existing context, Graham creates visual puns that layer
historical reference to examine social and philosophical systems. Not only is Graham the behind-the-scenes
sculptor, photographer, filmmaker, inventor, scholar, writer and singer in his projects, he also literally appears in
the finished works, impersonating various fictional characters.

Good Hand Bad Hand was created especially for the 2010 show “Rodney Graham: Painter, Poet, Lighthouse
Keeper” at the Lisson Gallery in London. In this pair of light boxes, Graham appears as one of his many alter
egos—a gambler sitting at a poker table, cards in hand. The two images are almost identical except for slight
differences in gesture: in the left panel Graham is arranging his hand of cards while in the right his hand is
placed on the table. This change in gesture redirects the image’s focal point to the cards; in gambling such a
subtle and involuntary shift in body language is known as a “tell,” and could give the game away.

Rodney Graham
b.1949, Canada
Good Hand Bad Hand (2010)
Two painted aluminum lightboxes with
transmounted chromogenic transparencies
35.25H x 29.25W inches
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Conceptual artist Rodney Graham’s oeuvre is highly versatile and intellectual. By incorporating fictional
narratives and alternative interpretations into an existing context, Graham creates visual puns that layer
historical reference to examine social and philosophical systems. Not only is Graham the behind-the-scenes
sculptor, photographer, filmmaker, inventor, scholar, writer and singer in his projects, he also literally appears in
the finished works, impersonating various fictional characters.

Basement Camera Shop circa 1937 (2011) is part of a series of photographic self-portraits in which Rodney Graham
plays a host of characters. In the series as a whole, Graham makes the case that identity is performed. Here, we
see the artist behind a shop desk lined with early cameras and boxes of Kodak film. As the buttoned-up clerk
scrawls a note, the ragged upper edge of the stage set is clearly visible above him. The scene’s self-referential,
transparent artifice insists that photography itself is also about performance, and that the medium’s potential to
generate vivid fictions might be more interesting than its historical role as a supposed conveyor of objective
reality.

Rodney Graham
b.1949, Canada
Basement Camera Shop circa 1937 (2011)
Lightbox
71 5/8H 71 5/8W x 7D inches
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The conceptual artist Rodney Graham makes work that is highly versatile and intellectual. By incorporating
fictional narratives and alternative interpretations into an existing context, he creates visual puns that layer
historical references to examine social and philosophical systems. Not only is Graham the behind-the-scenes
sculptor, photographer, filmmaker, inventor, scholar, writer, and singer in his projects, but he also literally
appears in the finished works, impersonating various fictional characters.

Tree on the Former Site of Camera Obscura (1996) belongs to a series of large-scale photographs of trees taken by
Graham and depicts a particular species that lives in Northern California. The photograph is framed upside
down; these “inverted trees” follow Graham’s early experiments with the camera lucida, a room-size pinhole
camera that dates back to ancient times. Through these works Graham looks back at the history of photography
while making the viewer aware of his or her own retinal experience.

Rodney Graham
b.1949, Canada
Tree on the Former Site of Camera Obscura (1996)
C-print
20 x 16 inches (50.8 x 40.6 cm)
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Conceptual artist Rodney Graham’s oeuvre is highly versatile and intellectual. By incorporating fictional
narratives and alternative interpretations into an existing context, Graham creates visual puns that layer
historical reference to examine social and philosophical systems. Not only is Graham the behind-the-scenes
sculptor, photographer, filmmaker, inventor, scholar, writer and singer in his projects, he also literally appears in
the finished works, impersonating various fictional characters.

Sunday Sun,1937 (2012) depicts a figure sitting up in bed, obscured by an open newspaper. Looking closely, we
notice that the two hands are in fact not a pair, but belong to two different people. The work references a series of
scenes from Alfred’s Hitchcock’s The Lady Vanishes (1938) via a single, uncanny image.

Rodney Graham
b.1949, Canada
Sunday Sun, 1937 (2012)
Painted aluminum lightboxes with
transmounted chromogenic transparencies
34 5/8 x 34 5/8 inches
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Rodney McMillian works in many modes, creating sculptures, paintings, videos, performances, and installations
that speak to the lived experiences of individuals and communities in the United States. Interested in the points
at which larger systems and histories cross over into the personal, McMillian’s work seeks to address issues of
race, gender, power, and class.

In his evocative Landscape Paintings, McMillian uses second-hand bedsheets, sourced from thrift shops, as his
starting point. Calling up the unknown intimacies of these objects, McMillian upends their usual orientation,
placing them directly on the wall to serve as paintings, rather than covers. Layering over the repurposed textiles
with hardware store paint, McMillian transforms the sheets into canvases, creating abstract landscapes on top of
the traces of human bodies intact in the fabric. His vibrant red composition from 2013 slips and drips from its
edges onto the floor, with figure and ground evoking different scales of representation—the zoomed out,
depopulated landscape created by the paint, and the human-scaled intimacy of the bedsheets.

Rodney McMillian
b.1969, United States
There are veins in these lands, I (2013)
Acrylic and latex on bed sheet
168H x 96W inches



KADIST

Born in Manaus in the heart of the Amazon rainforest, Brazilian-born artist Rodrigo Braga confronts the natural
world head-on. His video and media-based work are centered on these encounters that place him at the focus
point of the work, between the human condition and the animal kingdom. Braga's performative practice reveals
itself through photography that deals with his relationship with landscape and animals. For Braga, the body is
the medium of which he exposes the limits. Power dynamics, weakness, life, death, struggle, submission,
domination and masculinity come to play in his practice of photography, video and installation. He tests his
limits with any beast, exposing carnal instincts with a calibrated approach. Braga has exhibited internationally
including the 30th São Paulo Bienal, The Imminence of Poetics (São Paulo, 2012); From the Margin to the Edge,
Somerset House (London, 2012); Mythologies, Cité Internationale des Arts (Paris, 2011); and Giant by nature,
IVAM – Instituto Valenciano de Arte Moderna (Valencia, 2011).

Braga’s video work Provisão (2009) opens with a still shot of a clearing in a forest, shoots of grass emerging from
a muddy brown patch of seemingly dry and barren earth. As the camera fades to black, the viewer hears the
repeated sound of a shovel striking dirt. The camera fades back to the clearing and zooms in on a shirtless man
digging up the ground. The hole grows wider and deeper as he digs, becoming an almost crater-like expanse
filled knee-deep with ground water. The man emerges from the hole and begins to chop the base of a tree next to
the hole, hacking away with deep and repetitive strokes until the tree begins to fell and eventually collapse into
the massive cavity beneath. A symbol of life and growth, the tree’s collapse is achieved solely by pushing one’s
strength to an absolute limit. He emerges from the hole again and begins to shovel the dirt back in, burying the
tree under a seemingly endless and inexhaustible pile of earth until it is fully covered, its branches and leaves
submerged. The metaphors here between destruction and nature are difficult to ignore. At once both poetic and
unsettling, Provisão offers a cautionary tale about the harmful impacts of human interventions on the
environment.

Rodrigo Braga
b.1976, Brazil
Provisão (2009)
Video
16 minutes
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Rodrigo Torres
b.1981, Brasil
Conceito abstrato (2016)
Cutting and pasting notes on foam board and
passepartout
20 boxes: 8H x 10W x 5D cm/3.1 x 3.9 x 1.6
inches each
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Ron Terada belongs to a generation of Vancouver-based artists that follows the well-known Vancouver School of
photoconceptualists which includes Jeff Wall, Stan Douglas, and Ian Wallace. However, Terada’s work is also
closely aligned with other conceptual practices like Bruce Nauman’s use of signs, neon lights, and text paintings.

The three Maikos were included in Ron Terada’s 2008 exhibition, Voight–Kampf, at Catriona Jeffries gallery.
More ambitious in size and subject matter, this show with its complex video installation marked a new path for
Terada’s work. Voight-Kampf is based on a scene from Ridley Scott’s 1982 movie Blade Runner in which a giant
advertising billboard in the midst of a dystopian city of Los Angeles in the future displays a geisha eating candy.
Terada used this image as a point of departure to explore issues of racial identity, the nature of photographic
representation, and the liminal space between fiction and reality. In each of the three Maiko photographs that
accompanied the exhibition, a Caucasian woman poses a Geisha and look directly at the camera. The images
reinforce the staged and artificial nature of racial categories and stereotypes, but also speak to the excesses
brought about by an accelerated consumer culture.

Ron Terada
b.1969, Canada
Maiko #1 (2008)
Pigment ink prints
47.25H x 44W inches
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Ron Terada belongs to a generation of Vancouver-based artists that follows the well-known Vancouver School of
photoconceptualists which includes Jeff Wall, Stan Douglas, and Ian Wallace. However, Terada’s work is also
closely aligned with other conceptual practices like Bruce Nauman’s use of signs, neon lights, and text paintings.

The three Maikos were included in Ron Terada’s 2008 exhibition, Voight–Kampf, at Catriona Jeffries gallery.
More ambitious in size and subject matter, this show with its complex video installation marked a new path for
Terada’s work. Voight-Kampf is based on a scene from Ridley Scott’s 1982 movie Blade Runner in which a giant
advertising billboard in the midst of a dystopian city of Los Angeles in the future displays a geisha eating candy.
Terada used this image as a point of departure to explore issues of racial identity, the nature of photographic
representation, and the liminal space between fiction and reality. In each of the three Maiko photographs that
accompanied the exhibition, a Caucasian woman poses a Geisha and look directly at the camera. The images
reinforce the staged and artificial nature of racial categories and stereotypes, but also speak to the excesses
brought about by an accelerated consumer culture.

Ron Terada
b.1969, Canada
Maiko #2 (2008)
Pigment ink prints
47.25H x 44W inches
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Ron Terada belongs to a generation of Vancouver-based artists that follows the well-known Vancouver School of
photoconceptualists which includes Jeff Wall, Stan Douglas, and Ian Wallace. However, Terada’s work is also
closely aligned with other conceptual practices like Bruce Nauman’s use of signs, neon lights, and text paintings.

The three Maikos were included in Ron Terada’s 2008 exhibition, Voight–Kampf, at Catriona Jeffries gallery.
More ambitious in size and subject matter, this show with its complex video installation marked a new path for
Terada’s work. Voight-Kampf is based on a scene from Ridley Scott’s 1982 movie Blade Runner in which a giant
advertising billboard in the midst of a dystopian city of Los Angeles in the future displays a geisha eating candy.
Terada used this image as a point of departure to explore issues of racial identity, the nature of photographic
representation, and the liminal space between fiction and reality. In each of the three Maiko photographs that
accompanied the exhibition, a Caucasian woman poses a Geisha and look directly at the camera. The images
reinforce the staged and artificial nature of racial categories and stereotypes, but also speak to the excesses
brought about by an accelerated consumer culture.

Ron Terada
b.1969, Canada
Maiko #3 (2008)
Pigment ink prints
47.25H x 44W inches
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The influential, multi-disciplinary artist Roy Kiyooka worked as a painter, sculptor, teacher, poet, musician,
filmmaker, and photographer. When Kiyooka arrived in Vancouver in 1959 he was already one of Canada’s most
respected abstract painters. His commitment to modernism at the time inspired a generation of Vancouver
painters to reach beyond regionalism. In the 1960s and 1970s, Kiyooka began to write and publish poetry and
produce photographic works. The best known of these, StoneDGloves, is both a poetic and photographic project.
As Kiyooka began to reject the Greenbergian modernist aesthetic that informed his earlier paintings, he
increasingly took up performance, photography, film, and music. He saw the position of the artist as being in
opposition to the institutions of art. The shape of Kiyooka’s work, especially his photographs, is only now being
recognized.

Roy Kiyooka
b.1926-1994, Canada
Untitled (1978)
B/W photograph and collage
12.75H x 181.25W inches
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Ruby Sky Stiler has established a visual language in which historical periods, art movements, and spatial
dimensions readily coexist. Her signature wall reliefs transform an inventory of studio castoffs into rhythmic
puzzles that draw attention equally to their surfaces and to the discrete shapes contained within, accumulating
patterns and textures to create dense portraits or geometric configurations. Each component carries its own
history, oftentimes visible in notes scrawled in pencil, or of outline marks only to be rethought; what fills the
space in between each cut creates another narrative, another plane.

The depiction of the female figure in the sculptures remains an economic, canny composition of geometric
abstractions in a Modernist spirit. Yet rather than provide us with the layers of information found in her wall
reliefs, the sculptures exclusively frame space. In place of the tactile surfaces that can be carved into and drawn
on, the sculptures’ outlines provide multiple perspectives on to their surroundings, and additionally unto
themselves. The lines are simultaneously descriptive and obstructive, creating screens that allow transparency
only to reveal another set of images. Stiler portrays the female figure and our relationship to it as anything but;
fully realized yet hard to decipher, enigmatic, and unrepeatable.

Ruby Sky Stiler
b.1979, United States
Quilted Figure (2015)
Foam, acrylic resin and thermal adhesive
57H x 44W inches
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Ruijun Shen conceptualizes her painting-based practice as a form of extended meditation and a means of
processing tensions between time and space in the world around us. Inspired by Confucianism and Tao Chinese
philosophy, her work is deeply invested in exploring the various connections that define our everyday. Shen
received her MFA from the School of the Art Institute of Chicago and has exhibited extensively throughout
China as well as internationally.

In Seven Deadly Sins (2006), Shen utilizes abstraction to produce complex topographies of color that evoke
associations with violently tumultuous landscapes. Streaks of blue and burgundy paint scatter across a peach
colored silk backdrop, dripping into rough floral and botanical forms. At once both diffuse and dense, Shen’s
compositions feel both expansive and contained, the colors overlaid atop another with a seemingly free
spontaneity that belies more ordered and considered deliberation. Chains of short blue brushstrokes begin to
suggest rivers, while sweeping bows of white and goldenrod paint resemble sheaths of wheat. The seemingly
bucolic scene, however, is stained throughout with mottled red drops that resembled blood dripping across the
earth. Suddenly, an amorphous white blot in the upper right corner becomes reminiscent of a decapitated head,
an abstracted but terrifyingly violent reminder of the work’s title. In gesturing towards Judeo-Christian beliefs in
the “seven deadly sins,” Shen reframes her work in response to a specific set of cultural histories and traditions
specific to Western religions. But if her title alludes to a particular faith, her work responds to a broader set of
concerns with examines how individuals exist and coexist within constantly changing environments. For Shen,
painting serves as “a form of meditation,” as she describes it, “freeing the mind from everyday life” in order to
blur the “between illusion and reality.” Her practice is deeply invested in reconciling the “tensions” that
fragment our lives with our constant efforts to bring order through repetition and ritual. Shen’s mark making is
more than just pictorial – it is a means to restore a more grounded rhythm to a chaotic world through creative
expression.

Ruijun Shen
b.1976, China
Seven Deadly Sins (2006)
Ink, watercolor on silk
38H x 32W inches
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Ryan Gander is a collector. He keeps all sorts of documents to create from. His studio is full of found images,
personal images, documents copied from internet or cutout of newspapers. In a number of his works, lectures or
texts, Ryan Gander is very attached to details, to anecdotes. He relays some of the information with great concern
for exactitude which can seem futile and absurd but creates the poetic shift. He seeks to highlight invisible details
of daily reality. All his works are in dialogue with one another. Each photograph contributes to a cartography of
clues. Each title also builds on the associations and complementaries between the works.

Ryan Gander
b.1976, United Kingdom
One we are not (2004)
Color coupler print
47 5/8H x 47 5/8W inches (121 x 121 cm)
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Sahej Rahal
b.1988, India
The rocks we will find III (2015)
Ink and wash on paper
10.5H x 13.75W inches
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Sahej Rahal
b.1988, India
The rocks we will find IV (2015)
Ink and wash on paper
10.5H x 13.75W inches
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Sahej Rahal
b.1988, India
The rocks we will find V (2015)
Ink and wash on paper
10.5H x 13.75W inches
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Cwyner is both related to a photo conceptual tradition of photography from Vancouver as well as to a new
school of photography working with digital manipulation, scanners, stock photography and the notion of
photography after image making, both of which are represented in the Kadist collection via artists such as
Arabella Campbell, Ron Terada, Tim Lee, Rodney Graham, Ian Wallace from Vancouver and artists such as Chris
Wiley, Lucas Blalock, Erin Shirreff or John Houck, who recently have explored the idea of photography beyond
image making.

Sara Cwynar’s composite photographs of found objects and images court feelings of time passing. Using studio
sets, collage, and re-photography, she produces intricate tableaux that draw from magazine advertisements,
postcards, or catalogs. Cwynar is interested in how design and popular images work on our psyches, in how
their visual strategies infiltrate our consciousness. Her photographs are sculptural constructions that are
photographed, printed, tiled, and re-photographed; images taken from darkroom manuals that are
deconstructed using a scanner; and stock photographs that are collaged by hand and then re-photographed.

Sara Cwynar
b.1985, Canada
432 Photographs of Nefertiti (2015)
Collaged UV coated archival pigment prints
mounted to Plexiglas and Dibond
54H x 43W x 7/8D inches (137.16H x 109.22W
x 2.22D cm)
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Sara Eliassen is a conceptual filmmaker working in video, drawing, installation, and public practice. Her films
often question the notion of self and that of the audience’s gaze, as typically positioned in society. She uproots
expectations of narrative structures in cinema, often using iconic cinematic moments as departure points for her
investigations of the viewer-character dynamics and of collective memory in film. Eliassen’s work also involves
projects in public space: the activist anti-ad project Not Worth It; making false TV-ads interfering with Norwegian
public and commercial TV-channels. Eliassen holds an MFA in experimental filmmaking from San Francisco Art
Institute and was a studio fellow at The Whitney Museum’s Independent Study Program in 2011. Her films!Still
Birds!and!A Blank Slate!have played extensively at international film festivals, amongst them Venice Film Festival,
International Film Festival Rotterdam and Sundance.

Sara Eliassen’s video work A Blank Slate (2014) employs cinematic effect to investigate the relationships between
subjectivity, gaze, and memory. Set in a sleepy and unidentified coastal town, the film begins as the protagonist
unexpectedly finds herself inside a hotel room in a lucid state. Attempting to grasp her surroundings, she falls
into a deeper metaphysical reality where her memories blur with her awareness of her surroundings until she
finds herself again alone in a dream-like state. As she leaves her room, she walks through a nighttime boardwalk
of carnival games and boarded-up shops, weaving through the thin crowd of revelers with an over determined
gait. The camera follows her in reverse shot, trying to keep pace with her speeding and erratic pace. Suddenly,
she arrives at a Ferris wheel and gets into a car; the ride begins, and the camera focuses on her in close-up as she
looks off into the distance, her expression at once detached and intensely aware. In a scene borrowed from
Japanese author Haruki Murakami’s 2000 novel Sputnik Sweetheart, the woman sees herself having sex with a
man through a distant window of her own hotel room. Scenes of female characters from film history are
interspersed between these moments of surreal dissonance, creating a heightened sense of temporal disjunction.
These disjointed shifts of perspective and narrative represents a decisive attempt to disrupt what theorist Laura
Mullvey describes as the “male gaze” inherent to visual culture, and in these moments of fragmentation, A Blank
Slate offers a compelling meditation on how media-based cultures shape how we define our subjectivities and, by
extension, ourselves.

Sara Eliassen
b.1977, Norway
A Blank Slate  (2014)
HD Video
28:30 minutes
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Sarah Conaway works primarily in photography, but her practice is inseparable from the art of sculpture.
Working in the studio with a variety of real and makeshift objects, Conaway constructs scenarios for
photographs that relate back to various art historical tropes—the still life, the portrait, and so on. She uses
preexisting and fabricated sculptural forms as her subject matter, using the simplest possible gestures, forms,

and lines in a way that not only conveys form, but expands upon it as well.

Sarah  Conaway
b.1972, United States
Ropes (2008)
C-print
34H x 27W inches



KADIST

Sarah Lai Cheuk Wah
b.1983, China
Back images (2015)
Indigo prints with acrylic frames
16.93 x 11.81 x 3.94 inches (7 frames)
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Detroit-based artist Scott Reeder threads his multimedia works through with humor and a dry sense of irony.
His output ranges widely, and includes sculpture, painting, and curatorial projects among other things. No
matter his medium, there is always a certain acerbic wit to Reeder’s work—a wit that can be both blithe and
slightly confrontational. It’s a sense of humor that, as an artist, he traces back to the visual puns of Duchamp, or
to the simple, deadpan forms of John McCracken and Blinky Palermo. For Reeder, the punch line is often the
practice of making art itself; he mines the absurdity of the artist’s life for works that speak both comically and
poignantly, at times, to the creative process.

Reeder’s works often start with language—and his Pasta Paintings are no different. After the phrase for the title
came through his head, the artist set about trying to figure out how to make a mark with pasta. These paintings
are the result, made using the pasta as something of a stencil, with the paint being applied after the noodles have
been scattered on the painting’s blank surface. The serene, patterned surfaces that this process creates are at
odds, somewhat, with the simplicity and the absurdity of their making.

Scott Reeder
b.1970, United States
Untitled (Pasta Painting) [Inv# SR157] (2013)
Oil and enamel on canvas
84H x 64W inches
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Detroit-based artist Scott Reeder threads his multimedia works through with humor and a dry sense of irony.
His output ranges widely, and includes sculpture, painting, and curatorial projects among other things. No
matter his medium, there is always a certain acerbic wit to Reeder’s work—a wit that can be both blithe and
slightly confrontational. It’s a sense of humor that, as an artist, he traces back to the visual puns of Duchamp, or
to the simple, deadpan forms of John McCracken and Blinky Palermo. For Reeder, the punch line is often the
practice of making art itself; he mines the absurdity of the artist’s life for works that speak both comically and
poignantly, at times, to the creative process.

Reeder’s works often start with language—and his Pasta Paintings are no different. After the phrase for the title
came through his head, the artist set about trying to figure out how to make a mark with pasta. These paintings
are the result, made using the pasta as something of a stencil, with the paint being applied after the noodles have
been scattered on the painting’s blank surface. The serene, patterned surfaces that this process creates are at
odds, somewhat, with the simplicity and the absurdity of their making.

Scott Reeder
b.1970, United States
Untitled (Pasta Painting) [Inv# SR158] (2013)
Oil and enamel on canvas
84H x 64W inches
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Morales' film and videos are often times surreal where social reality is reflected in a form that is visually abstract
and fantasy-based. Most of his works study the relationships between a large-scale socio-political power and the
actions of individuals; they reflect the interactions between people and their environment and social structures.
The methods that Morales uses are twofold – in his works he uses both prepared scripts and the uncertainties of
real life. His camera is focused on capturing documentary material, but he also uses footage that is experimental
and that comes from the realms of science fiction.

In Suspension a young man is hanging in the air, falling, or perhaps drifting through time and space. There is no
special or definite way to understand it. And it is in this construction where Morales envisions the world as an
endless void, or timeless gravity, that we fall deeper and deeper into our own humanity.

Sebastian Diaz Morales
b.1975, Argentina
Suspension (2014)
Single channel video installation, 2K digital
video
14:30 min
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Sergio De La Torre has worked with and documented the manifold ways in which citizens reinvent themselves
in the city they inhabit, as well as the site-specific strategies they deploy to move “in and out modernity.”  De La
Torre often collaborates with his subjects, resulting in both intimate and critical reflections on topics like housing,
immigration, and labor. De La Torre approaches these individuals not as victim-subjects, but as people who have
attempted to reexamine the meaning of their actions in the context of shifting global conditions.

Nuevo Dragon City is a reenactment of a historical event from 1927 in which six Chinese were either trapped or
voluntarily hid themselves inside a building in northern Mexico. Working with this unsettled mystery, De La
Torre’s video inquires into the historical and continuing tensions between Chinese and Mexicans. As such, Nuevo
Dragon City depicts a symbolic act of self-entrapment in which six untrained actors of Chinese descent silently
blockade themselves inside in an empty Tijuana storefront. As they close off the outside world, their
surroundings and actions become a powerful commentary on the social reality of immigrants.

Sergio De la Torre
b.1967, Mexico
Nuevo Dragon City (2008)
Video
14 minutes
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As an artist Sergio De La Torre has worked with and documented the manifold ways by which citizens reinvent
themselves in the city they inhabit, as well as site-specific strategies they deploy to move ‘in and out modernity’.
De La Torre’s work often invokes collaborations with the subjects and invites both intimate and critical
reflections on topics related to housing, immigration and labor, to mention only a few. In his work De La Torre
has tried to approach the lives of these individuals, not as victim-subjects, but have attempted rather to
reexamine the meaning of their actions in the context of shifting global conditions.

This is not in Spanish looks at the ways in which the Chinese population in Mexico navigates the daily
marginalization they encounter there. The neon translates as “this is not in Spanish,” making reference to both
the famous Rene Magritte painting “Ceci n'est pas une pipe" as well as signs posted in the windows of Chinese
establishments in Mexico.

Sergio  De La Torre
b.1967, Mexico
This is not in Spanish (2011)
Neon
1H x 14W feet
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Seung-Taek Lee produces mixed media and installation-based work that investigates larger questions about
materiality. In utilizing seemingly humble materials such as polished stones and industrial wire, Lee creates
experimental forms that are in conversation with traditions in Minimalist art while gesturing towards more
ancient folk craft techniques in Korea. Lee has exhibited extensively throughout Korea, and his work is
increasingly gaining attention of international publications such as Frieze.

Seung-Taek Lee’s work exemplifies a minimalist aesthetic: simple objects like smooth polished stones or a plain
pebble-glazed vase become objects of artistic consideration. But rather than simply re-appropriating found
objects, Lee stages straightforward but powerful interventions that change our perception of how objects exist in
the world while re-activating their functional purpose (or non-purpose, as it may be) by shifting their context
away from strict use value and towards aesthetic appreciation. In Liquor Bottle (1972), a blue silk cord feeds out
from the mouth of the blue-speckle glazed bottle, wrapping gently around the neck. Lee’s use of a seemingly
unremarkable material – in this case, a household bottle – allows him to draw the eye towards formal qualities
that may otherwise go unnoticed, such as the bottle neck’s strong lines or slight curvature. By attempting to
deliberately produce “un-sculptures” without any overt art, Lee resists the dictates of formalism and tries to
conceive of a creative practice that is freed from aesthetic conventions. His work is fundamentally about gesture,
and his delicate wrappings are more than just minimalist adornments: they are reminders of the artist’s patient
and careful interventions, transforming seemingly mundane materials into objects for contemplation.

Seung-taek Lee
b.1932, Korea
Liquor Bottle (1972)
Stones, cords, porcelain
40H x 20W cm
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Seung-Taek Lee produces mixed media and installation-based work that investigates larger questions about
materiality. In utilizing seemingly humble materials such as polished stones and industrial wire, Lee creates
experimental forms that are in conversation with traditions in Minimalist art while gesturing towards more
ancient folk craft techniques in Korea. Lee has exhibited extensively throughout Korea, and his work is
increasingly gaining attention of international publications such as Frieze.

Seung-Taek Lee’s work exemplifies a minimalist aesthetic: simple objects like smooth polished stones or a plain
pebble-glazed vase become objects of artistic consideration. But rather than simply re-appropriating found
objects, Lee stages straightforward but powerful interventions that change our perception of how objects exist in
the world while re-activating their functional purpose (or non-purpose, as it may be) by shifting their context
away from strict use value and towards aesthetic appreciation. In Tied Stone (1973), for example, Lee feeds thin
wire through a center split in a smooth doughnut shaped rock. The wire protrudes from the stone’s center and
twists into intricate contortions. A second stone, wrapped simply across the middle in wire, perches atop this
twisted wire, suspended above the larger rock with seemingly little support. Lee uses humble materials, and his
construction is not elaborate. His seemingly modest works, however, raise poetic questions about balance and
the effect of human interventions on natural environments and materials. By attempting to deliberately produce
“un-sculptures” without any overt art, Lee resists the dictates of formalism and tries to conceive of a creative
practice that is freed from aesthetic conventions. His work is fundamentally about gesture, and his delicate
wrappings are more than just minimalist adornments: they are reminders of the artist’s patient and careful
interventions, transforming seemingly mundane materials into objects for contemplation.

Seung-taek Lee
b.1932, Korea
Tied Stone (1973)
Stones, cords, porcelain
27H x 25W cm
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Shahab Fotouhi uses sculpture, video and photography to present moments of suspension, merging the playful
and the serious. Fotouhi studied at the Städelschule in Frankfurt, Germany and his works have been exhibited in
Too Much Pollution to Demonstrate, curated by Amiel Grumberg at Apexart Gallery, New York; Ethnic
Marketing, curated by Tirdad Zolghadr at Azad Gallery, Tehran; and the Loop Art Fair, Barcelona.

Fotouhi's photographic series Establishing Shot; Interior, Night - Exterior, Day; without Antagonist and Extra consists
of four C-prints that at first glance would appear to be travel posters for Iran, in that each features a beautifully
shot image of an Iranian waterfall. Upon closer inspection, one will find the superimposition over the
photographs of a script that looks like code. The text is actually a transcription of a political debate that occurred
between two 2009 Iranian presidential campaign candidates, but with all the words removed, leaving only the
punctuation. Fotouhi satirizes the debate itself, pointing out the words exchanged to be essentially meaningless,
and potentially revealing a “watershed” moment in Iranian history.

Shahab Fotouhi
b.1980, Iran
Establishing Shot; Interior, Night - Exterior, Day;
without Antagonist and Extra (Absefid Waterfall)
(2013-2014)
Offset print
39.5H x 29.5W inches
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Shahzia Sikander is known for her richly layered and intricately detailed paintings made from graphite, ink, and
gouache on paper. She studied miniature painting in the late 1980s at the National College of Art in Lahore,
Pakistan, and her approach has been heavily influenced by the forms and techniques of Indo-Persian miniatures.
Sikander’s practice explores the concepts of “East” and “West,” and she uses traditional strategies of storytelling
and themes of popular mythology to deconstruct the postcolonial legacy of the Indo-Persian region. In 2001,
Sikander began to work in digital animation and create video works based on her drawings.

The Last Post was inspired by Sikander’s ongoing interest in the colonial history of the sub-continent and the
British opium trade with China. In this animation, layers of images, abstract forms, meaning, and metaphorical
associations slowly unfold at the same time that more visual myths are created. The identity of the protagonist, a
red-coated official, is indeterminate and suggestive of both the mercantilist policies that led to the Opium Wars
with China and the cultural authority claimed by the Company school of painting over colonial India. Though
situated in a particular historical context, The Last Post remains an open-ended narrative with infinite possible
interpretations. The work’s scope and complexity is expanded further by its sound element, which was created
by Du Yun, an artist and composer based in New York City.

 https://vimeo.com/191873868

Shahzia Sikander
b.1969, Pakistan
The Last Post (2010)
Single-channel video
10 minutes
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Sharon Lockhart is both a filmmaker and a photographer, and she moves seamlessly between the two. All of her
work, regardless of medium, offers a prolonged investigation of the subject at hand. The artist’s almost
anthropological sensibility leads her to spend months, even years, working with the same community, whether
in Bath, Maine, or Lodz, Poland, resulting in provocative and thorough studies of people and places.

Lockhart’s film Lunch Break investigates the present state of American labor through a close look at the everyday
life of the workers at the Bath Iron Works shipyard—a private sector of the U.S. naval shipbuilding company—in
Maine. Gary Gilpatrick, Insulator (2008) belongs to a group of portrait-like photographs of the shipyard’s workers
lunchboxes. Created over the period of a year, Lockhart’s film and accompanying still photographs are intended
as an exploration of the social spaces inside this kind of workplace. At the turn of the nineteenth century, the
factory was an emblem for the American way of life; today, those same factories and an entire generation of the
working class seem on the verge of disappearance as a result of political and economic global capitalism.

Sharon Lockhart
b.1964, United States
Gary Gilpatrick, Insulator (triptych) (2008)
Chromogenic prints
24.75H x 30.75W inches
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Sharon Lockhart is both a filmmaker and a photographer, and she moves seamlessly between the two. All of her
work, regardless of medium, offers a prolonged investigation of the subject at hand. The artist’s almost
anthropological sensibility leads her to spend months, even years, working with the same community, whether
in Bath, Maine, or Lodz, Poland, resulting in provocative and thorough studies of people and places.

Lockhart’s film Lunch Break investigates the present state of American labor, through a close look at the everyday
life of the workers at the Bath Iron Works shipyard—a private sector of the U.S. naval shipbuilding company—in
Maine. Stanley “Tom” Durrell, Tinsmith (2008) belongs to a group of portrait-like photographs of the shipyard’s
workers lunchboxes. Created over the period of a year, Lockhart’s film and accompanying still photographs are
intended as an exploration of the social spaces inside this kind of workplace. At the turn of the nineteenth
century, the factory was an emblem for the American way of life; today, those same factories and an entire
generation of the working class seem on the verge of disappearance as a result of political and economic global
capitalism.

Sharon Lockhart
b.1964, United States
Stanley “Tom” Durrell, Tinsmith (2008)
Chromogenic print
24.75H x 30.75W inches
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Sharon Lockhart is both a filmmaker and a photographer, and she moves seamlessly between the two. All of her
work, regardless of medium, offers a prolonged investigation of the subject at hand. The artist’s almost
anthropological sensibility leads her to spend months, even years, working with the same community, whether
in Bath, Maine, or Lodz, Poland, resulting in provocative and thorough studies of people and places.

Visalia Livestock Market, Visalia, California results from Lockhart’s prolonged investigation of an agricultural
center and community. Lockhart traveled around California’s Central Valley, spending time with cattle ranchers
on their properties and attending livestock auctions with them and getting a sense of the rhythm of their lives.
Throughout this time, the artist shot more than one hundred four-by-five-inch negatives but chose to print just
this one from the series.

Sharon Lockhart
b.1964, United States
Visalia Livestock Market, Visalia, California (2011)
C-print
49.5H x 73.5W inches
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The San Francisco–based artist Shaun O’Dell often uses natural settings as subject matter, lending an artistic
complexity to the landscapes he depicts. Stereoscopic images are dual, slightly offset identical pictures that,
when seen through a special viewing device, appear three-dimensional.

In Temple Creek, a branch of Escalante River, Aquarius Plateau Utah n.d. (Stereoscopic view) (2011) O’Dell has chopped
each of the two side-by-side images into 10 vertical strips and mixed them up, to construct a new image. The
reconfiguration lends the resulting piece a three-dimensional quality that hints at the artist’s interest in creating
new and intertwining realities, simultaneously natural and human-made.

Shaun O'Dell
b.1968, United States
Temple Creek, a branch of Escalante River,
Aquarius Plateau Utah n.d. (Stereoscopic view)
(2011)
Collaged silver gelatin print
12.75H x 20W inches
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Shaun O’Dell’s paintings, installations, videos, sculptures, and music explore the overlapping realities of human
and natural structures. Whether abstract or figurative, they often read like hieroglyphics, in that they piece
together a philosophical portrait of reality. Purple Brush 8 (2011) is a painting that details a meeting of geometric
forms, and the optical play that results. The halves of two monochromatic sets of concentric squares meet in the
center. The joining of two sides of the forms gives birth to a third image: a diamond shape that radiates outward
from the canvas. The work is characteristic of O’Dell’s oeuvre in that a simple gesture results in a much more
complex proposition, drawing us deeper into a higher order.

Shaun O'Dell
b.1968, United States
Purple Brush 8 (2011)
Gouache on paper, mounted on canvas
29H x 29W inches
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Shay Arick
b.1979, Israel
LIFE #1, a reenactment of a Japanese officer who is
about to behead an Australian flier. The Pacific,
1945 (2013)
Video
5:06 minutes
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Shen Yuan
b.1959, China
Dérive (2015)
Porcelain, glass
15H x 250W x 120D cm (5.91H x 98.43W x
47.24D inches)
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Mumbai-based Shilpa Gupta’s practice crosses disciplines and media to include interactive videos, websites,
objects, photographs, sound, and public performances. Probing and examining themes such as desire, religion,
tradition, gender, global capitalism, social injustice, security, borders, and power, Gupta actively engages herself
with the political and cultural world around her.

In Untitled (Sword), addressing histories of colonialism with abstraction, a large steel blade extends from the
gallery wall. Its severed tip dangles from the end of the blade by a string, floating just above the gallery floor.

Shilpa Gupta
b.1976, India
Untitled (Sword) (2009)
MS steel sword with broken tip
96W x 6H inches
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Mumbai-based Shilpa Gupta’s practice crosses disciplines and media to include interactive videos, websites,
objects, photographs, sound, and public performances. Probing and examining themes such as desire, religion,
tradition, gender, global capitalism, social injustice, security, borders, and power, Gupta actively engages herself
with the political and cultural world around her.

The three monkeys in Don’t See, Don’t Hear, Don’t Speak are a recurring motif in Gupta’s work and refer to the
Japanese pictorial maxim of the “three wise monkeys” in which Mizaru covers his eyes to “see no evil,” Kikazaru
covers his ears to “hear no evil,” and Iwazaru covers his mouth to “speak no evil.” For the various performative
and photographic works that continue this investigation and critique of the political environment, Gupta stages
children and adults holding their own or each other’s eyes, mouths and ears. These images suggest that
seemingly mobilized societies can actually produce more fear and myths, and that no real freedom is ensured.
Instead of facilitating the free circulation of ideas, “advanced” political and technological systems often generate
more cultural clichés, wars, and terror.

Shilpa Gupta
b.1976, India
Untitled (2008)
Photograph printed on canvas with archival
ink
38H x 96W inches
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Mumbai-based Shilpa Gupta’s practice crosses disciplines and media to include interactive videos, websites,
objects, photographs, sound, and public performances. Probing and examining themes such as desire, religion,
tradition, gender, global capitalism, social injustice, security, borders, and power, Gupta actively engages herself
with the political and cultural world around her.

These hand drawn maps are part of an ongoing series begun in 2008 in which Gupta asks ordinary people to
sketch outlines of their home countries by memory. Gupta created each map by superimposing 100 separate
drawings of each country. The project investigates modern notions of the nation-state, national identity, and
borders by looking at countries in which boundaries are contested and the history of the land far precedes such
ideas.

Shilpa Gupta
b.1976, India
100 Hand drawn maps of my country, Tel Aviv /
Jerusalem (2014)
Tracings on paper
22H x 30W inches
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Mumbai-based Shilpa Gupta’s practice crosses disciplines and media to include interactive videos, websites,
objects, photographs, sound, and public performances. Probing and examining themes such as desire, religion,
tradition, gender, global capitalism, social injustice, security, borders, and power, Gupta actively engages herself
with the political and cultural world around her.

These hand drawn maps are part of an ongoing series begun in 2008 in which Gupta asks ordinary people to
sketch outlines of their home countries by memory. Gupta created each map by superimposing 100 separate
drawings of each country. The project investigates modern notions of the nation-state, national identity, and
borders by looking at countries in which boundaries are contested and the history of the land far precedes such
ideas.

Shilpa Gupta
b.1976, India
100 Hand drawn maps of my country, India (2014)
Tracings on paper
22H x 30W inches
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Since the beginning of his career, Minamikawa Shimon has made work that deviates from conventional painting
and other formats. From portraits made with pale tones to abstract paintings using brilliant fluorescent colors,
and a series called Sign Boards, in which he applies paint directly to an easel, Minamikawa’s works assume a
variety of forms. And by showing a number of works with different qualities alongside each other, the artist
rearranges the meaning of each individual piece, and turns the space into a work of art. In recent years,
Minamikawa has collaborated with performance artists as Ei Arakawa and others, and produced works that
traverse artistic genres.

The painting Index (Tokyo) includes an image of a protest march in Japan. There is some humor in this image and
also cultural contextual confusion and displacement, embodied in the painting. The protest we can see on the
clipping is against two things : 1)recently the Japanese government revised the constitution (some say illegally)
so that the right to collective self-defense is possible; this basically re-militarizes Japan ending decades of
pacifism and this sparked the largest public protests in recent years and 2) the protestors are also marching
against re-starting nuclear power plants in Japan post-Fukushima.

Shimon Minamikawa
b.1972, Japan
Index (Tokyo) (2015)
Newspaper, acrylic on canvas
30.1H x 24.2W cm
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Since the beginning of his career, Minamikawa Shimon has made work that deviates from conventional painting
and other formats. From portraits made with pale tones to abstract paintings using brilliant fluorescent colors,
and a series called Sign Boards, in which he applies paint directly to an easel, Minamikawa’s works assume a
variety of forms. And by showing a number of works with different qualities alongside each other, the artist
rearranges the meaning of each individual piece, and turns the space into a work of art. In recent years,
Minamikawa has collaborated with performance artists as Ei Arakawa and others, and produced works that
traverse artistic genres.

In Play, the image comes from a fashion magazine from the 1950's (USA) whose theme is costume sportswear
from the 19th century. The image was first used in a series involving  playing cards which have subsequently
gone on to be used in a series of performances. There is cultural contextual displacement and confusion which is
presented in the work which embodies the sense of -Play- that was introduced into Shimon's work.

Shimon Minamikawa
b.1972, Japan
Play (2014)
Acrylic on canvas, paper collage
36H x 30W in. (91.5H x 76.2W cm)
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Born in 1982 in Fukushima, Shimpei Takeda grew up in Chiba just outside Tokyo. The family made annual visits
to grandparents in Sukagawa. The area happens to be forty miles east of the Fukushima Daiichi Nuclear Plant.
Takeda moved to New York in 2002. A regular at such experimental music venues as Issue Project Room and
Roulette, he collaborated with composers and sound artists by working with video. At the same time, he focused
on a series of conceptual photographs that were based on abstract aesthetics.

While still living in New York, shortly after the nuclear power plant disaster, Shimpei Takeda heard an NPR
interview with a survivor living in temporary housing in Fukushima. He noticed that the dialect was similar to
that of his grandparents. Straightaway he went back to Japan and turned to camera-less photographic techniques
to capture otherwise unseen interactions of materials and light. He recognized photographic materials as a
receptor for radiation rather than visible light. By taking photographic paper on which he placed radioactive soil,
an element as primal as a particle of earth, he devised a direct means of picture making in the Fukushima
aftermath. His results are physical records of the catastrophe, and enigmatic in their mysterious beauty.

In an interview Takeda noted: "My first attempt was just exposing 8!10 inch sheet films. The amount of soil that I
dealt with then was a very small amount. This summer I set-up to expose 60 sheets of 4!8 feet photographic
paper for creating an installation. At some point earlier this year I figured that showing a 1:1 life-size
reproduction of radiation exposure is important to present as documentation of the disaster. This commitment
certainly made things much harder to figure it out, such as finding a place to work, and where to get the soil, etc.
Since I am dealing with very painful subject matter, mentally strong colleagues’ participation and collaboration
have been essential to keeping the project moving forward." Takeda uses analog technology to wake us up and
bring us closer to today's truths.

Shimpei Takeda
b.1982, Japan
Trace #1, Kegon Falls (2012)
Gelatin silver print
20H x 24W inches
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Born in 1982 in Fukushima, Shimpei Takeda grew up in Chiba just outside Tokyo. The family made annual visits
to grandparents in Sukagawa. The area happens to be forty miles east of the Fukushima Daiichi Nuclear Plant.
Takeda moved to New York in 2002. A regular at such experimental music venues as Issue Project Room and
Roulette, he collaborated with composers and sound artists by working with video. At the same time, he focused
on a series of conceptual photographs that were based on abstract aesthetics.

While still living in New York, it was shortly after the nuclear power plant disaster that he heard an NPR
interview with a survivor living in temporary housing in Fukushima. He noticed that the dialect was similar to
that of his grandparents. Straightaway he went back to Japan and turned to camera-less photographic techniques
to capture otherwise unseen interactions of materials and light. He recognized photographic materials as a
receptor for radiation rather than visible light. By taking photographic paper on which he placed radioactive soil,
an element as primal as a particle of earth, he devised a direct means of picture making in the Fukushima
aftermath. His results are physical records of the catastrophe, and enigmatic in their mysterious beauty.

In an interview Takeda noted: "My first attempt was just exposing 8!10 inch sheet films. The amount of soil that I
dealt with then was a very small amount. This summer I set-up to expose 60 sheets of 4!8 feet photographic
paper for creating an installation. At some point earlier this year I figured that showing a 1:1 life-size
reproduction of radiation exposure is important to present as documentation of the disaster. This commitment
certainly made things much harder to figure it out, such as finding a place to work, and where to get the soil, etc.
Since I am dealing with very painful subject matter, mentally strong colleagues’ participation and collaboration
have been essential to keeping the project moving forward." Takeda uses analog technology to wake us up and
bring us closer to today's truths.

Shimpei Takeda
b.1982, Japan
Trace #10, Iwase General Hospital - Sugawara,
Fukushima (2012)
Gelatin silver print
20H x 24W inches
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Shooshie Sulaiman is one of the leading creative practitioners in Southeast Asia. Her work develops in various
forms, from site-specific installations and outdoor performances, to a daily practice of writing and drawing.!She
started her artistic practice during the 1990’s, when Malaysia opened to the free market and became more
international, not without psychological impact on its society. Thus, her work can be perceived as a precious
testimony of what the country went through, an emotional landscape of what happened politically and socially
during that time.

Shooshie Sulaiman’s pictures of unidentified figures initially appear alien and even monstrous: rendered hairless
in unusual and even sickly colors, they stand in stark contrast to the aesthetic ideals of conventional portraiture.
The green acrylic paint used for the subject’s skin in Maka Panau / Tinea Vesicolor (2005), for example, evokes
cultural associations between phenotype and diseases such as hypochromic anemia, a blood-related illness
historically diagnosed by the green-hued tone it produced in a patient’s pallor. Staring at the viewer a forlorn
gaze, Sulaiman’s subject appears caught in a distressingly static state, at once both uncomfortable and yet
incapable of ameliorating his condition. Sulaiman’s paintings, on many levels, foreground bodies as vulnerable
sites: in Maka Panau / Tinea Vesicolor (2005), the visual cues for disease also bring out associations of dirtiness and
shame as read through “observable” symptoms. At the same time, her work also responds to contemporary
practices that privilege branding and commerce over creative originality. Sulaiman’s work effectively translates
psychological anxieties endemic to nation building traumas in contemporary Malaysia, the result of a nascent
free market economy and its social effects. Her commitment to analog technique represents a decisive injunction
against the mass-produced that gestures towards freer expressiveness through artistic practice.

Shooshie Sulaiman
b.1973, Malaysia
Maka Panau / Tinea Vesicolor (2005)
Acrylic on paper
50H x 42W cm (framed); 30H x 22W cm (sheet)
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Shooshie Sulaiman is one of the leading creative practitioners in Southeast Asia. Her work develops in various
forms, from site-specific installations and outdoor performances, to a daily practice of writing and drawing.!She
started her artistic practice during the 1990’s, when Malaysia opened to the free market and became more
international, not without psychological impact on its society. Thus, her work can be perceived as a precious
testimony of what the country went through, an emotional landscape of what happened politically and socially
during that time.

Shooshie Sulaiman’s pictures of unidentified figures initially appear alien and even monstrous: rendered hairless
in unusual and even sickly colors, they stand in stark contrast to the aesthetic ideals of conventional portraiture.
The subject in Dulu atas pedestal, sekarang dalampedestal / Before on pedestal, now inside (2005), a ball point pen and
charcoal rendering of a bald figure with a wide-eyed stare, appears caught in a distressingly static state, at once
both uncomfortable and yet incapable of ameliorating his condition. Sulaiman’s subject here becomes an almost
frightening sight, the emotive brush strokes replaced by the ball point pen’s erratic black lines, the eyes and
mouth scribbled over in a deliberately defacing gesture. Red arrows and strange lines of text jut out from his
face, and a splotch of red seeps out from the scribbled black lines around his mouth, suggesting unspoken
traumas made all the more prescient by the confining black box around his head, a motif that echoes British
painter Francis Bacon’s use of cube-like shapes in his “scream” portraits. Sulaiman’s paintings, on many levels,
foreground bodies as vulnerable sites. At the same time, her work also responds to contemporary practices that
privilege branding and commerce over creative originality. Sulaiman’s work effectively translates psychological
anxieties endemic to nation building traumas in contemporary Malaysia, the result of a nascent free market
economy and its social effects. Her commitment to analog technique represents a decisive injunction against the
mass-produced that gestures towards freer expressiveness through artistic practice.

Shooshie Sulaiman
b.1973, Malaysia
Dulu atas pedestal, sekarang dalampedestal / Before
on pedestal, now inside pedestal (2005)
Ball point pen and charcoal on paper
38.5H x 33W cm (framed); 20H x 15W cm
(sheet)
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Sora Kim’s work often involves procedures of gift-giving, spontaneous social interactions, and the role of
numbers in our personal lives. She frequently collaborates with socially dispossessed people or engages the
participation of her viewers. She studied at the Seoul National University and the Ecole Nationale Supérieure des
Beaux Arts de Paris. Her work has been featured in the Venice Biennale, the International Triennale of
Contemporary Art in Yokohama, and the Busan Biennale.

Turtle Walk is a video installation that documents two performers carrying large white disks on their backs as
they walk through the urban environment of Seoul. The simple disks disrupt normal social behaviors in urban
space, acting like parabolic antennae that cause the performers to interact and communicate unusually with their
surroundings. The performance causes viewers to reflect on their expectations for normal behaviors within the
social space of the city. The video appeared as part of Citydance, co-presented by Kadist and CCA Wattis, a
series of screenings that asked, “How does our movement as individuals or groups shape the urban imaginary?”

 https://vimeo.com/134138598

Sora Kim
b.1965, Korea
Turtle Walk (2010)
HD, color, sound
6:10 minutes
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Sriwhana Spong, who lives and works in Auckland, New Zealand, is interested in notions of transition, memory,
and translation. Her works investigate the relationships between public and private, the intuitive and the
cerebral, the body and its surroundings; often her artworks look at the meaningful dialogues and
communications that different art forms “in conversation” can generate. She has a background in dance and
choreography, and by manipulating sequences of gestures with the traditions and techniques of filmmaking,
Spong investigates how dance movements can register particular events in our collective memories. For Spong,
the medium of film is an anthropological tool of inquiry in the search for history, narratives, and constructions of
time and space.

Inspired by the 1934 novella Duo by the French writer Colette, Spong’s film Beach Study (2012) explores ideas of
disappearance and the ephemeral, both physically and psychologically. In the film, a female body conducts
abstract dance movements on a beach, responding to the environment that surrounds her. This particular beach
was one the artist loved as a child, but today it is hardly accessible because it is in the hands of a private
landowner. Shot on 16-millimeter film through colored filters, the film has intense flashes of magenta, violet, and
amber, and other flickering “light leak” effects. The female body appears and disappears intermittently, creating
a surreal and mysterious presence. The overall effect suggests a precarious relationship between memory and
experience, transience and monumentality.

 https://vimeo.com/191893453

Sriwhana Spong
b.1979, New Zealand
Beach Study (2012)
16mm film transferred to HD video
7:30 minutes
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Stan Douglas makes videos and photographs that draw on the legacy of modernism to explore the cultural,
social, and political history of the twentieth century. This is evident in his reference to large-scale housing works
and other public projects. It also surfaces, perhaps more unexpectedly, in his connections to that period’s cultural
production, like the great “auteur” filmmakers and authors, whose grand and utopic artistic projects now seem
impoverished.

Michigan Central Station is part of a larger photographic series, “Detroit Photos”, which includes images of
houses, theaters, stadiums, offices, and other municipal structures. Continuing his fascination with failed
modernist utopias, Douglas depicts Michigan Central Station as a monolithic, almost prison-like structure
lording over a desolate landscape. Once the hub of industrial transportation, the station is now devoid of any
human activity and lies fallow, surrounded by train-less tracks and vegetation-less ground. Douglas’s
preoccupation with obsolete sites like this seems less concerned with revisiting or memorializing them than in
reviewing the conditions of their failure.

Stan Douglas
b.1960, Canada
Michigan Central Station (1997-1998)
Cibachrome prints
17.5H x 21.5W inches
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Steffani Jemison is an interdisciplinary artist whose work considers issues that arise when conceptual practices
are inflected by black history and vernacular culture. She uses rigorous formal methods to explore her interests
in the politics of serial form, the limits of narrative description, and the tension between improvisation,
repetition, and fugitivity.

Steffani Jemison
b.1981, United States
Escaped Lunatic (2010-2011)
HDV video, color, sound
8:57 minutes
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Stephen Beal is a painter and the current president of California College of the Arts. His paintings are all-over
patterns, resembling textiles or enlarged reproductions of printing technologies. In this sense, they seem to offer
a bridge between Roy Lichtenstein’s hand-painted Ben-Day dots and modernist paintings’ dissolution of the
distinction between figure and ground. However, Beal’s handling of paint gives his works a much more
painterly quality than the crisp op and pop art his work initially resembles.

Beau Soleil #7’s title (translated as Beautiful Sun) gives a good sense of its effect. By virtue of a grid of dots, slightly
different in size and placement, a subtle shimmering is created. In readily showing its effect as an image of light,
the work exists between abstraction and representation—and perhaps points to the folly of such a distinction—
rows and columns of spots become the dawn breaking through thick morning air.

Stephen Beal
b., United States
Beau Soleil #7 (2010)
Oil, graphite on wood panel
16H x 18W inches
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Stephen G. Rhodes often works in a multiplicity of media that includes painting, sculpture, photography,
drawing, and complex animated video installations. Rhodes is deeply interested in deconstructing—through
elaborate yet often whimsical narratives that unravel in the exhibition space—American history and mythology.

For his series of digital collages Excerpt (Sealed)… Rhodes appropriated multiple images from mass media and
then sprayed an X on top of their glass and frame. This visual seal refers to the disastrous aftermath of Hurricane
Katrina in 2005 in which rescue workers spray painted the doors of the houses they searched giving the date, the
team and the number of bodies found. Excerpt (Sealed) (Brown) is a multilayered collage with contradictory
imagery—from New Orleans debris to the American eagle and a theater curtain. This complex network of
interwoven signs suggests the unstable and fictional nature of defining of race and class, and in any staging of
historical and social narrative.

Stephen G Rhodes
b.1977, United States
Excerpt (Sealed) (Brown) (2008)
C-Print
30H x 40W inches
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Sun Xun creates videos and animation films from his meticulous, highly detailed, and often monochromatic,
hand drawings executed in ink, oil, and crayon. Drawing on the ideas of thinkers like Karl Marx, Theodor
Adorno, and Max Horkheimer, Sun investigates revolution, existence, mythologies of society, the notion of time,
and the construction and narration of history. Often in a style of magical realism, Sun’s works are full of
metaphors and indirect visual associations that beg to be deciphered. He graduated from the print making
department of the China Academy of Fine Art in 2005, and, a year later, established ! Animation Studio. He has
received several awards including the “Chinese Contemporary Art Awards (CCAA Best Young Artist)” and
“Taiwan Contemporary Art Link Young Art Award,” both in 2010.

Sun’s animated film 21 Ke (21 Grams) is based on the 1907 research by the American physician Dr. Duncan
MacDougall who claimed the measured weight of the human soul to be twenty-one grams. Sun used this
episode—which was not fully recognized by the scientific community—as a point of departure for his depiction
of a dystopian world in which the narration of history and notion of time are interrupted. Because each frame
was drawn by hand with crayon, it took Sun and his animation studio team a few years to complete this thirty-
minute film of a surreal journey through mysterious cities, plagues of mosquitoes, broken statues, cawing ravens,
waving flags, and flooded graveyards. Here, an ever-present man in a top hat makes obscure, cryptic references
in scenarios that include the national anthem, factories belching soot into the threatening sky, and soaring planes
dropping leaflets to earth. Rather than encouraging specific interpretations, 21 Ke is a visual commentary that
asks essential questions of human existence: Who we are? What have we done? Where are we heading?

 https://vimeo.com/134125489

Sun Xun
b.1980, China
21 KE (21 GRAMS) (2010)
Video animation
29:26 minutes
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Taiki Sakpisit is a filmmaker and media-based artist whose work explores depictions of violence and unease that
emerged from the political upheaval in Thailand from the late 1980s to the present day. A deftly skilled editor,
his work frequently incorporates sophisticated use of montage and soundscape to produce experiences that are
both sensually resonate and narratively disjointed as part of a larger strategy to disorient audiences and engage
them in heightened modes of viewership. Sakpisit has screened his films extensively in venues throughout
Southeast Asian and has been included in festivals at the Tokyo Metropolitan Museum of Art, the Gio Verona
Video Festival, and the Birbeck Institute for the Moving Image, London.

A Ripe Volcano, a collaboration with Yasuhiro Morinaga, revisits two sites of violence and aggression in
Thailand’s recent past: The Rattanakosin Hotel, the site where the military troops captured and tortured the
civilians, students and protestors who were hiding inside the hotel during the Black May of 1992; and
Ratchadamnoen Stadium, a Roman amphitheater-style Muay Thai boxing arena, which was built in 1941-45
during the Second World War and since then has become the theatrical labyrinth for more acculturated and
commercially “acceptable” displays of bloodshed. The work builds around the recollections of human
experiences that took place within these spaces and shifts through the mental space distilled from the possessed
memory of wounded time. Within the medium of the multi-channel video/ sound installation, Sakpisit and
Morinaga create dreamlike variations sprawling through darkened room where the haunting images and
ambient sounds float through the space, creating an exquisitely hypnotizing experience. A Ripe Volcano is an
allegorical revelation where Bangkok becomes a site of mental eruption and the emotionally devastated land
during the heights of terrors, primal fears, trauma, and the darkness of time. Through a rich use of saturated
color and diffuse light, the film evocatively recalls the histories of the various figures – soldiers, protestors,
boxers, and spectators – whose traumatic experiences still haunt the empty rooms they once occupied. The
remains of these intense experiences and traces of memories are rendered here through a kind of imaginative
cinematic re-embodiment, the physical and psychological pain and suffering transformed into the dreamlike
landscape of images. A Ripe Volcano, by extension, both pays tribute to these embodied histories while also
creating a new space for healing through artistic expression and creative connection with audiences.

Taiki Sakpisit
b.1975, Thailand
A Ripe Volcano (2011)
Two channel video, QuickTime HD, color,
sound
15 min loop
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Taiyo Kimura works with sculpture, video, and installation and uses everyday objects, humor, and music to
questions the meaning of ordinary life. He studied at the Sokei Academy of Fine Art and Design in Tokyo.
Kimura's solo exhibitions include “Taiyo Kimura: 55 Bethune Street, NYC” ARTCOURT Gallery, Osaka, Japan
(2014); “Taiyo Kimura – new works” nca | nichido contemporary art, Tokyo (2012); Propagation, Branch Gallery,
Durham, N.C. (2008); Japanda: A Cross-Cultural Curatorial Exchange, Part One, Art Gallery of Southwestern
Manitoba, Canada (2007); Taiyo Kimura, Yokohama Portside Gallery, Yokohama, Japan (2005); and Taiyo
Kimura: Unpleasant Spaces, Württembergischer Kunstverein, Stuttgart, Germany (2004).

Haunted by You documents Taiyo Kimura’s struggle to use a record player, satirizing the normal actions of
everyday life in order to question the meanings that underlie ordinary modes of living. The performance
narrative unfolds upon the circular movements of the turntable. A chicken’s leg replaces the turntable’s arm. The
artist places a watermelon on the revolving record and attempts to slice it with a knife attached to his faces. He
throws an octopus onto the vinyl. Finally, he ties a noose around his neck and allows it to tighten with each
rotation of the turntable. Ordinary objects, motions, and actions become absurd and humorous, challenging
viewers’ unconscious approaches to daily life.

Taiyo Kimura
b.1970, Japan
Haunted By You (2010)
Video
4:20 minutes
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Kimura Taiyo creates sculptures, installations, and video-based works using everyday objects such as milk
cartons and garbage bags alongside instruments of measurement such as compasses and clocks. Juxtaposing
unusual and even refuse material alongside various conventional devices, Taiyo’s work suggests the uneasy
tensions of living in a society replete with consumer products. In particular, Taiyo consciously responds to the
condition of growing up in Japan during the major economic boom of the 1980s. He remarks that “the basic
concepts of my work come from my experience in Tokyo at the end of the 1980′s. Tokyo was at the peak of its
bubble economy and the city was full of ‘energetic-nothingness’ all the time.” His seemingly absurdist works, by
extension, may seem like surreal experiments with no obvious narrative or content. His practice, however, is
entirely based around disruptive interventions, and his work forces us as audiences to question our reliance on
the very stuff that fills our every day lives.

The wall installation Friction/Where is Lavatory (2005) plays off anxieties about time but utilizes sound to create a
disconcerting experience of viewership: comprised of dozens of wall clocks sutured together, the work presents a
monstrous vision of time at its most monumental. The clocks, however, are effectively broken, altered so that the
second hand of each clock obstructs one another as they sweep across the face. Often combining a sense of
physical incongruity and visceral displeasure with touches of humor and cruelty, Taiyo utilizes conceptual
approaches as a means of challenging preconceived ideas about social organization. His work frequently
interrogates how we organize space and time through discretely measured units, and in parodying that
obsessively precise ways that we mark our very existence – through instruments that direct our bodily
movements or denote our sense of time – Taiyo invites us to consider our relationship not just to devices but to
our very sense of ontological being.

Taiyo Kimura
b.1970, Japan
Friction / Where Is Lavatory? (2005-2013)
Video
45H x 75W inches
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Kimura Taiyo creates sculptures, installations, and video-based works using everyday objects such as milk
cartons and garbage bags alongside instruments of measurement such as compasses and clocks. Juxtaposing
unusual and even refuse material alongside various conventional devices, Taiyo’s work suggests the uneasy
tensions of living in a society replete with consumer products. In particular, Taiyo consciously responds to the
condition of growing up in Japan during the major economic boom of the 1980s. He remarks that “the basic
concepts of my work come from my experience in Tokyo at the end of the 1980′s. Tokyo was at the peak of its
bubble economy and the city was full of ‘energetic-nothingness’ all the time.” His seemingly absurdist works, by
extension, may seem like surreal experiments with no obvious narrative or content. His practice, however, is
entirely based around disruptive interventions, and his work forces us as audiences to question our reliance on
the very stuff that fills our every day lives.

In Permanent Laughter (2011), dozens of portable compasses are scattered under a sheet of acrylic board, which is
in turned covered with what appear to be the diffuse remains of an unidentified skeleton. Often combining a
sense of physical incongruity and visceral displeasure with touches of humor and cruelty, Taiyo utilizes
conceptual approaches as a means of challenging preconceived ideas about social organization. His work
frequently interrogates how we organize space and time through discretely measured units, and in parodying
that obsessively precise ways that we mark our very existence – through instruments that direct our bodily
movements or denote our sense of time – Taiyo invites us to consider our relationship not just to devices but to
our very sense of ontological being.

Taiyo Kimura
b.1970, Japan
Permanent Laughter (2011)
Clock, compass, acrylic board, mixed media
90 x 180 x 20 cm
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Born in 1975, Takahiro Iwasaki lives and works in Hiroshima, where he attained a Ph.D. prior to attaining an M.
F.A at the University of Edinburgh. Iwasaki makes multimedia installations of poetic miniature worlds
composed of architectural models. These models are often made of unusual materials such as electric tapes,
toothbrush bristles, towels, pencils, and books dissected into their primary components: the lead from pencils,
the tassel bookmark from a book, or threads frayed from towels. These materials drawn from familiar everyday
objects are constructed into their own universes with fantastic elements and create new relationship between
objects and their contexts.

Edinburgh Castle on the Bin Bag features a model of the Edinburgh castle constructed by using shiny black cards
placed on top of an open, full black plastic trash bag. The model is delicate, with detailed rendering of windows
and a flagpole. Despite the negative association of black plastic trash bag, this work offers a sense of wonderment
in it its scale and subject matter. The fragile, ephemeral make up of the castle contrasts the casual manner in
which the bag is laid. This work was the inspired another “castle work” by Iwasaki, a contribution to
Lustwarande ’11, in which a copy of the Tilburg Castle produced from a transparent white produce bag was
placed on the branch of a tree. The Tilburg Castle was reproduced from a drawing found on the Internet. The
castle and its base appear to have magically manifested from what initially may have seem like an errant bag
caught in the tree.

Takahiro Iwasaki
b.1975, Japan
Edinburgh Castle on the Bin Bag (2008)
Black bin bag, cardboard and paint
80H x 60W x 60D cm
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Born in 1975, Takahiro Iwasaki lives and works in Hiroshima, where he attained a Ph.D. prior to attaining an M.
F.A at the University of Edinburgh. Iwasaki makes multimedia installations of poetic miniature worlds
composed of architectural models. These models are often made of unusual materials such as electric tapes,
toothbrush bristles, towels, pencils, and books dissected into their primary components: the lead from pencils,
the tassel bookmark from a book, or threads frayed from towels. These materials drawn from familiar everyday
objects are constructed into their own universes with fantastic elements and create new relationship between
objects and their contexts.

Tectonic Model is made from a number of leather bound books piled up in different formations that resemble
architecture on top of a sawhorse desk. Tiny cranes of about ten centimetres in height are attached to the top of
the books, which have their tassels laid out. The intricately balanced arrangements, with some books standing
free and upright, gives the impression that the cranes might have stacked the books themselves by lifting the
tassels. It is as though an autonomous, self-regulating system created and animated itself without human
intervention atop the desk.

Takahiro Iwasaki
b.1975, Japan
Tectonic Model (2010)
Hardcover books
110H x 110W x 65D cm
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Takeshi Murata writes about his use of media: “Illusion is one aspect that is important. Other mediums can be
used in a similar illusionistic manner, but there is usually an object grounding it in reality. Video disappears and
leaves no trace when the lights go on or the screen goes dark, It acts like a spirit, or a memory. The the earliest
filmmakers, like Goerges Melies or Winson McCay in animation, presented film this way. As magic, I often feel
the same way about working with new technology.”

Takeshi Murata developed an interest in space inspired by his architect parents. OM Rider features the artist's
characteristic absurdist humor and aesthetics--a mélange of highly attuned lighting and composition (in homage
to Ken Price), with retro modeling and minimalist, almost antiseptic spaces.

Takeshi Murata
b.1974, United States
OM Rider (2013-2014)
Single-channel video; color; stereo
11:39 minutes
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Using photography, text, and video, Tammy Rae Carland tactically realigns traditional ideas of love, partnership,
domesticity, and family. Her work consistently subverts heteronormative conceptions of gender and sexuality;
positive representations function simultaneously as portrait and protest. Based in Oakland, she is the chair of the
photography program at California College of the Arts.

Carland’s series of large-format photographs Lesbian Beds (2002) depicts beds that have been recently vacated.
Shot from directly above, they are lavish views of very private spaces. The artist plays to her viewers’ voyeuristic
impulses, inviting us to look, but then denying us the opportunity to study the figures to whom the sheets
belong, so that the rumpled covers become like anthropomorphic stand-ins inviting empathic projection.

Tammy Rae Carland
b.1965, United States
Lesbian Beds #3 (2002)
6 Color photographs
40H x 30W inches
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Using photography, text, and video, Tammy Rae Carland tactically realigns traditional ideas of love, partnership,
domesticity, and family. Her work consistently subverts heteronormative conceptions of gender and sexuality;
positive representations function simultaneously as portrait and protest. Based in Oakland, she is the chair of the
photography program at California College of the Arts.

Carland’s series of large-format photographs Lesbian Beds (2002) depicts beds that have been recently vacated.
Shot from directly above, they are lavish views of very private spaces. The artist plays to her viewers’ voyeuristic
impulses, inviting us to look, but then denying us the opportunity to study the figures to whom the sheets
belong, so that the rumpled covers become like anthropomorphic stand-ins inviting empathic projection.

Tammy Rae Carland
b.1965, United States
Lesbian Beds #5 (2002)
6 Color photographs
40H x 30W inches
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Using photography, text, and video, Tammy Rae Carland tactically realigns traditional ideas of love, partnership,
domesticity, and family. Her work consistently subverts heteronormative conceptions of gender and sexuality;
positive representations function simultaneously as portrait and protest. Based in Oakland, she is the chair of the
photography program at California College of the Arts.

Carland’s series of large-format photographs Lesbian Beds (2002) depicts beds that have been recently vacated.
Shot from directly above, they are lavish views of very private spaces. The artist plays to her viewers’ voyeuristic
impulses, inviting us to look, but then denying us the opportunity to study the figures to whom the sheets
belong, so that the rumpled covers become like anthropomorphic stand-ins inviting empathic projection.

Tammy Rae Carland
b.1965, United States
Lesbian Beds #6 (2002)
6 Color photographs
40H x 30W inches
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Using photography, text, and video, Tammy Rae Carland tactically realigns traditional ideas of love, partnership,
domesticity, and family. Her work consistently subverts heteronormative conceptions of gender and sexuality;
positive representations function simultaneously as portrait and protest. Based in Oakland, she is the chair of the
photography program at California College of the Arts.

Carland’s series of large-format photographs Lesbian Beds (2002) depicts beds that have been recently vacated.
Shot from directly above, they are lavish views of very private spaces. The artist plays to her viewers’ voyeuristic
impulses, inviting us to look, but then denying us the opportunity to study the figures to whom the sheets
belong, so that the rumpled covers become like anthropomorphic stand-ins inviting empathic projection.

Tammy Rae Carland
b.1965, United States
Lesbian Beds #10 (2002)
6 Color photographs
40H x 30W inches
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Using photography, text, and video, Tammy Rae Carland tactically realigns traditional ideas of love, partnership,
domesticity, and family. Her work consistently subverts heteronormative conceptions of gender and sexuality;
positive representations function simultaneously as portrait and protest. Based in Oakland, she is the chair of the
photography program at California College of the Arts.

Carland’s series of large-format photographs Lesbian Beds (2002) depicts beds that have been recently vacated.
Shot from directly above, they are lavish views of very private spaces. The artist plays to her viewers’ voyeuristic
impulses, inviting us to look, but then denying us the opportunity to study the figures to whom the sheets
belong, so that the rumpled covers become like anthropomorphic stand-ins inviting empathic projection.

Tammy Rae Carland
b.1965, United States
Lesbian Beds #11 (2002)
6 Color photographs
40H x 30W inches
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Using photography, text, and video, Tammy Rae Carland tactically realigns traditional ideas of love, partnership,
domesticity, and family. Her work consistently subverts heteronormative conceptions of gender and sexuality;
positive representations function simultaneously as portrait and protest. Based in Oakland, she is the chair of the
photography program at California College of the Arts.

Carland’s series of large-format photographs Lesbian Beds (2002) depicts beds that have been recently vacated.
Shot from directly above, they are lavish views of very private spaces. The artist plays to her viewers’ voyeuristic
impulses, inviting us to look, but then denying us the opportunity to study the figures to whom the sheets
belong, so that the rumpled covers become like anthropomorphic stand-ins inviting empathic projection.

Tammy Rae Carland
b.1965, United States
Lesbian Beds #13 (2002)
6 Color photographs
40H x 30W inches
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Tao Hui indeed believes that fairy tales can ease people’s intensive mind. Working with various mediums
including graphic arts, painting, video, objects and installation, Tao Hui uses technological procedures and
elements from Chinese tradition to question the tenets of globalization, virtual relationships and hegemonic
thinking. Through his works, he hopes to force viewer to confront their own cultural history and system of belief.

For 7 Materials, Tao Hui films seven scenes selected from the countless scenarios in his notebooks, including a
group of ethnic minority girls in a spoil pit in the rain, a reporter interviewing a corpse, and a deity sailing on the
river. Due to the lack of internal logical order, these one-minute video “materials” are not played in a fixed
sequence but randomly. For Tao Hui, to film his diary is to adorn and embellish his memories before evoking
and reviving their spirits. For 1 character, Tao Hui performs yet another act of necromancy. An audio recording
revels the identity of the missing subject: the character is a dead woman, middle-aged, with a coarse voice and an
accent.  Escaping the routine of country life, she realizes that she is unable to abandon the internal experiences of
home after coming to the city and suffers the pains of its deception in utter solitude. The sense of displacement
that the artist stresses is not only a result of visual and audio montage or in the audio narrative, but also a
product of the identity loss and cultural crisis in China.

Tao Hui
b.1987, China
1 Character & 7 Materials (2015)
Sound, single channel HD video and
headphones
Sound recording (Chinese: 13:55 minutes;
English: 17:43 minutes) and video (11:48
minutes)
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Taysir  Batniji
b.1966, Palestine
Fathers 18 (2006)
C-print
30H x 45W cm
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Taysir  Batniji
b.1966, Palestine
Fathers 27 (2006)
C-print
30H x 45W cm
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Tejpal S. Ajji
b.,
Auto-body Shop (2011)
Video
2:07 minutes, loop
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Teppei Kaneuji produces sculptures and installation-based work that interrogates Japan’s continuously
burgeoning postwar culture of commodification. Kaneuji explores the relationship between consumers and
objects, and he frequently employs found and discarded materials in his art in order to draw attention to
questions of use value, accumulation, and waste.

In his White Discharge series (2002 to today), arguably his best known works, Kaneuji assembles old toys and
plastic scarps into dramatic mounded heaps and covers the surface with white plastic resin, drawing on allusions
to landfills, commodity fetishism, and creative repurposing. White Discharge (Built-Up Objects #38) (2014) appears
playful, like a lost landscape from a whimsical Dr. Seuss story awaiting a charmingly wacky inhabitant. But in
drawing its source materials from prefabricated and mass-produced objects, Kaneuji’s work also suggests more
trenchant anxieties consumer culture and the rapid and wasteful accumulation that becomes “built-up” in all of
our lives. In this context, the resin’s “white discharge” could also be read as alluding to an almost masturbatory
commodity fetishism in which material objects become the very focus of our erotic fixations. This work offers a
striking meditation on the presumed value of everyday objects and our relationship to material goods once they
become obsolete, damaged, or deemed unusable. By repurposing these materials for his art, Kaneuji reimagines
an almost utopian relationship between consumers and objects in which refuse becomes they very “stuff” and
substance of sculpture and installation.

Teppei Kaneuji
b.1978, Kyoto
White Discharge (Built-up Objects #38) (2014)
Wood, plastic, steel, resin
86.3H x 88W x 45D cm
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Thomas Demand
b.1964, Germany
Ecke (Angolo/Corner) (1996)
C-Print
56 7/10H x 78 3/4W inches
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Vancouver-based artist Tim Lee employs a wide range of media, including photography, video, installation, and
performance to revisit and reinterpret—often humorously—particular historical moments through a
constellation of references.

Inspired by Russian avant-garde artist Alexander Rodchenko (1891–1956), Untitled (Alexander Rodchenko,1928) is a
series of self-portraits of a vintage Leica I camera, the first 35mm camera and the same model Rodchenko used.
Taken by the camera itself with the help of an mirrored optical device, these images narrate and reflect the
camera’s own history and identity.  As with most of Lee’s work, this background information is not conveyed in
any obvious way, but, instead, through allusions in titles and sleights of formal strategies. Cultural history, as
Lee emphasizes, is not stable and fixed; it is in a state of perpetual flux, “constantly shifting and changing,
continually, repeatedly and endlessly.”

Tim Lee
b.1975, Korea
Untitled (Alexander Rodchenko, 1928) (2008)
4 black and white photographs
30H x 30W inches each, framed
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Vancouver-based artist Tim Lee employs a wide range of media, including photography, video, installation, and
performance to revisit and reinterpret—often humorously—particular historical moments through a
constellation of references.

Tim Lee’s two-channel video installation Party for Your Right to Fight, Public Enemy, 1988 (2006) combines the
strategies of two very different artists: Bruce Nauman and Public Enemy. The side-by-side monitors (which are
disorientingly out of sync) play a video of a close-up of Lee’s head reciting Public Enemy lyrics. In a further spin,
Lee’s head is upside down and revolving—counterclockwise on one screen and clockwise on the other—like a
pair of malfunctioning record turntables. In this, Lee is referencing Bruce Nauman’s multichannel installation
Anthro-Socio (1992), which features a man’s head rotating as he calls out commands to the viewer. By resampling
and conflating the works of these two artists, Lee momentarily conjoins conceptual video art and radical hip-hop,
leading the viewer to search (perhaps in vain, perhaps not) for similarities between them.

Tim Lee
b.1975, Korea
Party for your right to fight, public enemy, 1988
(2006)
2 channel video installation
10 minutes
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Vancouver-based artist Tim Lee employs a wide range of media, including photography, video, installation, and
performance to revisit and reinterpret—often humorously—particular historical moments through a
constellation of references.

In the film Untitled (Buster Keaton, 1897) (2010), we see Tim Lee fall down a flight of stairs, referencing a pivotal
story from Buster Keaton’s life: At the age of 18 months, he rolled down a flight of stairs, casually shrugged it off,
and was then and there christened with the nickname “Buster” by Harry Houdini. Lee’s film is spliced together
from multiple takes of him actually rolling his way up a staircase. Sped up and played in reverse in a continuous
loop, it is convincingly Keaton-esque in its slapstick humor. Lee completes the effect by mounting the 16-
millimeter projector on a specially constructed stepped sculpture.

Tim Lee
b.1975, Korea
Untitled (Buster Keaton, 1897) (2010)
16mm film, looping structure
35 seconds
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Vancouver-based artist Tim Lee employs a wide range of media, including photography, video, installation, and
performance to revisit and reinterpret—often humorously—particular historical moments through a
constellation of references.

Part of Tim Lee’s practice involves envisioning himself reenacting key moments from iconic peoples’ lives. In the
photograph Untitled (Stanley Kubrick, 1945) (2010), Lee re-creates a self-portrait by Stanley Kubrick from 1945.
Kubrick shot the original photograph in the mirror when he was just beginning his career as a photojournalist.
As his career progressed, he became known for his reclusive tendencies, and candid moments like this became a
real rarity. Lee mimics Kubrick’s action by photographing himself in the mirror with the same type of camera,
flashbulb, and grimace.

Tim Lee
b.1975, Korea
Untitled (Stanley Kubrick 1945) (2010)
C-print
71H x 56W inches
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Tina Modotti was an Italian film actress and photographer. As a photographer, she collaborated with Edward
Weston and extensively documented the Mexican mural movement. In addition to her photography of Diego
Rivera’s murals, she is also depicted in five of them. Modotti was involved in both the artistic and political avant-
gardes of Mexico City, befriending members of and eventually joining the Mexican Communist party. Political
repression forced her to move back to Europe, and she eventually lived in Moscow before moving to Spain when
the Civil war began in 1936. In 1939, she returned to Mexico, where she died in 1942.

Modotti’s Diego Rivera Mural: Billionaires Club; Ministry of Education, Mexico D.F., Third Gallery is a photograph of
a section of a mural by Diego Rivera in the Ministry of Education in Mexico City. Rivera painted over a hundred
frescoes throughout the courtyard of the building, an early mural series that helped revive and popularize the art
of mural painting. Modotti, a friend of Rivera’s, took hundreds of photographs of the frescoes which depict
divisions of labor in Mexican society. This particular photograph focuses on Rivera’s rendering of a dinner of the
elite, feasting and reading a stock ticker.

Tina Modotti
b.1896 - 1942, Italy
Diego Rivera Mural: Billionaires Club; Ministry of
Education, Mexico D.F., Third Gallery (1927
-1942)
Gelatin silver print
9.5H x 7.875W inches



KADIST

Tina Modotti was an Italian film actress and photographer. As a photographer, she collaborated with Edward
Weston and extensively documented the Mexican mural movement. In addition to her photography of Diego
Rivera’s murals, she is also depicted in five of them. Modotti was involved in both the artistic and political avant-
gardes of Mexico City, befriending members of and eventually joining the Mexican Communist party. Political
repression forced her to move back to Europe, and in 1929 Modotti was deported from Mexico due to her
involvement in the communist party. She eventually lived in Moscow before moving to Spain when the Civil
war began in 1936. In 1939, she returned to Mexico, where she died in 1942.

The Italian photographer Tina Modotti is known for her documentation of the mural movement in Mexico. She
had a keen eye for architectural composition, and captured eloquent details using a delicate platinum print
process. In 1929 she was deported from Mexico because of her involvement in the Communist party and went to
Europe. Soon thereafter her work began to blend her eye for space and shape with a more critical social angle,
often engaging in an overtly anti-Fascist discourses. Untitled (Cathedral) (ca. 1930), taken after her arrival in
Europe, is an excellent example of her skillfully composed architectural pictures. It evokes ideas about how the
composition of public spaces can influence both politics and cultural life.

Tina Modotti
b.1896 - 1942, Italy
Untitled (Cathedral) (ca. 1930)
Bromoil gelatin silver print
4.5H x 3W inches



KADIST

Tobias Fike & Matthew Harris
b., United States
Food Fight (2013)
Single channel video
19:49 minutes
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Deeply interested in the topic of housing in the United States, Todd Hido’s large, colored photographs of
American suburbia emphasize feelings of isolation and anonymity. Heavily influenced by Larry Sultan’s work,
Hido’s images have a very narrative, almost cinematic quality to them. Northern Californian fog frequently
recurs in his photographs has become one of his most recognizable trademarks.

The two pieces in the Kadist Collection depict foggy landscapes, one at dawn, the other at nighttime. Both dimly
lit scenes are dominated by an eerie feeling. Taken by a road, these painterly photographs suggest the uncanny
character of the transient.

Todd Hido
b.1968, United States
Untitled 3737 (2005)
Chromogenic prints
24H x 20W inches
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Deeply interested in the topic of housing in the United States, Todd Hido’s large, colored photographs of
American suburbia emphasize feelings of isolation and anonymity. Heavily influenced by Larry Sultan’s work,
Hido’s images have a very narrative, almost cinematic quality to them. Northern Californian fog frequently
recurs in his photographs has become one of his most recognizable trademarks.

The two pieces in the Kadist Collection depict foggy landscapes, one at dawn, the other at nighttime. Both dimly
lit scenes are dominated by an eerie feeling. Taken by a road, these painterly photographs suggest the uncanny
character of the transient.

Todd Hido
b.1968, United States
Untitled 5157 (2005)
Chromogenic prints
24H x 20W inches
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Deeply interested in the topic of housing in the United States, Todd Hido’s large, colored photographs of
American suburbia emphasize feelings of isolation and anonymity. Heavily influenced by Larry Sultan’s work,
Hido’s images have a very narrative, almost cinematic quality to them. Northern Californian fog frequently
recurs in his photographs has become one of his most recognizable trademarks.

Todd Hido
b.1968, United States
Untitled #2611-A (2000)
Chromogenic print
24H x 20W inches
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Deeply interested in the topic of housing in the United States, Todd Hido’s large, colored photographs of
American suburbia emphasize feelings of isolation and anonymity. Heavily influenced by Larry Sultan’s work,
Hido’s images have a very narrative, almost cinematic quality to them. Northern Californian fog frequently
recurs in his photographs has become one of his most recognizable trademarks.

Todd Hido
b.1968, United States
Untitled #2750 (2000)
Chromogenic print
24H x 20W inches
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Photography is Tomoko Yoneda’s primary medium. Influenced by both journalism and archaeology, the
London-based artist tries to minimize subjectivity in her work and keep her subjects as real and open as possible,
leaving space for interpretation by the viewer. Often the sites she documents appears insignificant and
nondescript, lacking any visual references that might trigger direct associations with historical events. Their
lengthy titles, however, reveal the identities of the places by providing historical and political context. The
haunted feeling generated by the emptiness of the locations evokes unsettled spirits of the past, and seems to
invite a moment’s reflection.

Yoneda’s Japanese House (2010) series of photographs depicts buildings constructed in Taiwan during the period
of Japanese occupation, between 1895 and 1945. Yoneda focuses both on the original Japanese features of the
houses and on details that have been altered since the end of the occupation. The yet-to-be acknowledged history
of the occupation of Taiwan and other East Asian countries by Japan during World War II is subtly disclosed in
these pictures. Instead of presenting monuments, the artist chooses to depict houses where the domestic lives of
local Taiwanese are still unfolding today. The complexity of history is thus foregrounded by the overlapping of
the everyday, the memory mixing with the remains. Former Residence of the Daughter of the Japanese Prime Minister,
Kentaro Suzuki, Who Accepted the Potsdam Declaration and Full Surrender to the Allied Powers, Ending the Second
World War, Qingtian Street, I depicts a dusty room with Japanese window frames but no views. Its title offers a
biography of the original inhabitants and their historical role before the postwar Chinese Nationalist takeover.
The wall behind the counter in Former House of General Wang Shu-ming, the Chief of Staff Under Chiang Kai-Shek,
Cidong Street, I has been painted a deep red. The detailed title subtly suggests how local residents may have
subsequently altered the home’s original paint colors to be more “Chinese.”

Tomoko Yoneda
b.1965, Japan
Japanese House Series: Former residence of the
daughter of Japanese Prime Minister, Kantaro
Suzuki (2010)
C-print
25.59H x 32.68W inches
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Photography is Tomoko Yoneda’s primary medium. Influenced by an at once journalistic and archeological
approach, Yoneda intends to minimize the subjectivity in her work and keeps her subject as real and open as
possible, leaving space for interpretations by the viewers. Often appears to be insignificant, the sites documented
in Yoneda’s photos are non-descriptive, lacking any visual reference which would otherwise trigger direct
associations of historical events; however the lengthy titles reveals the identities of the places by providing a
historical and political context. The haunted feeling generated by the emptiness of locations evokes the unsettled
spirits of the past, offering a moment for reflection.

The two images include in the Kadist collection are from the Japanese House series (2010) through which the artist
photographed some of the buildings constructed during the period of Japanese occupation (1895-1945) that
remain in Taiwan. Yoneda not only focuses on the original Japanese features of these houses but also the details
that have been altered since the end of the occupation. Former Residence of the Daughter of Japanese Prime Minister,
Kentaro Suzuki who Accepted the Potsdam Declaration and Full Surrender to the Allied Powers Ending the Second World
War, Qingtian Street, I depicts a dusty room with Japanese window frames but no views. Its title offers a
biography of the original inhabitants and their historical role before the postwar Chinese Nationalist takeover.
The wall behind the counter in Former House of General Wang Shu-ming, the Chief of Staff under Chiang Kai-Shek,
Cidong Street, I has been painted a deep red. The detailed title subtly suggests how later, local residents may have
altered the home’s original color to make it more “Chinese.” The yet-to-be acknowledged history of the
occupation of Taiwian and other East Asian countries by Japan during World War II is subtly disclosed in
Yoneda’s images. Instead of presenting monuments, the artist chooses to depict these houses where the domestic
lives of local Taiwanese are unfolding. The complexity of history is thus foregrounded by the overlapping of the
everyday, the memory and the remains.

Tomoko Yoneda
b.1965, Japan
Former House of General Wang Shu-ming, the
Chief of Staff under Chiang Kai-Shek, Cidong
Street, I (2010)
C-print
25.59H x 32.68W inches
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Since the early eighties Tony Labat has been an important participant in the California performance and video
scene. A pioneer of video installations, his work often identifies the “outsider”, whether the artist or the
immigrant. Born in Cuba, he makes frequent commentary on displacement and marginalization.

Commissioned by the San Francisco Museum of Modern Art and riffing on the “I Want You” army recruitment
campaigns of the 1930s and 1940s, Labat asked Bay Area residents to interpret the slogan and make their own
demands of the public in a series of live performance auditions. Given one minute to seize the voice of authority,
contestants were asked to be the finger-pointing Uncle Sam, and their performances—as on the TV program
American Idol—were voted on by a live audience. Five winners were chosen and their image and slogans
appeared on posters throughout San Francisco to coincide with the presidential elections. A video of all
auditions premiered at SFMOMA on election night.

Tony Labat
b.1951, Cuba
I Want You (2008)
Single-channel video
54:30 and 1:38:35 minutes
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Since the early eighties Tony Labat has been an important participant in the California performance and video
scene. A pioneer of video installations, his work often identifies the “outsider”, whether the artist or the
immigrant. Born in Cuba, he makes frequent commentary on displacement and marginalization.

Tony Labat
b.1951, Cuba
Makeover (2011)
Neon
48 x 48 inches
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Tony Oursler has gained international renown through his controversial exhibitions that uniquely combine
sculpture, video, and performance to engender both irony and pathos. The artist’s research into the history of
moving images, spirit photography, psychological disorders and cases of multiple personality have provided
inspiration for the scripted mutterings, screams and twitches that he and his actors record on video. Recent large
installations have drawn from youth culture and wireless communication.

Continuing Oursler’s broader exploration of the moving image, Absentia is one of three micro-scale installations
that incorporate small objects and tiny video projections within a miniature active proscenium. Mounted on
platforms suspended in space on metal stands, the video sculpture contemplates human relationships, expressed
here by shouts and murmurs, the strange and the familiar.

Tony Oursler
b.1957, United States
Absentia (2012)
Steel stand, video projection and mixed media
65H x 8W x 20D inches
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Though born in Nigeria, artist Toyin Odutola was raised largely in the United States, living in Alabama,
California, and now New York. Known for her intricate drawings of human heads and figures, Odutola’s artistic
practice is concerned with the representation of race, and the concept of blackness as visual marker and social
construct. Her drawings are made through intricately and fastidiously layering black lines—building up a
density that Odutola describes as “black on black on black.” Using pens and markers as her primary media,
Odutola builds textures through sinewy black lines, shot through at times with metallic color. The ripples and
rolls of the figures’ surfaces recall the anatomical structure of musculature, and also provide an unreal look to
her often stoic figures.

She uses a distinctive visual style to capture members of her family, rendering them one pen stroke at a time,
until their skin resembles ribbons woven into the contours of a face, neck, or hand. The simplicity of Odutola’s
compositions enables a consideration of skin, blackness, surface, and detail, all hovering out of time and space.

Toyin Odutola
b.1985, Nigeria
Prove how much you have grown (2013)
Pen ink and marker on paper
12H x 9W inches each
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Though born in Nigeria, artist Toyin Odutola was raised largely in the United States, living in Alabama,
California, and now New York. Known for her intricate drawings of human heads and figures, Odutola’s artistic
practice is concerned with the representation of race, and the concept of blackness as visual marker and social
construct. Her drawings are made through intricately and fastidiously layering black lines—building up a
density that Odutola describes as “black on black on black.” Using pens and markers as her primary media,
Odutola builds textures through sinewy black lines, shot through at times with metallic color. The ripples and
rolls of the figures’ surfaces recall the anatomical structure of musculature, and also provide an unreal look to
her often stoic figures.

As she traces the same shape again and again, Odutola’s lines become darker and deeper, sometimes pushed to
the point where their blackness becomes luminous. Set against a blank white background, as in Untitled (2015),
Odutola’s figures are stark, resolute in their darkness. The surface of her subject’s skin becomes ribbon-like, lines
weaving across the contours of their head and neck. The simplicity and starkness of Odutola’s composition—
most often, black on white, sometimes with shots of color woven through the deep black lines—enable a
consideration of skin, blackness, surface, and detail, all hovering out of time and space.

Toyin Odutola
b.1985, Nigeria
Untitled (2015)
Charcoal, pencil, pen ink, and marker on paper
14H x 17W inches
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Trevor Paglen
b.1974, United States
NSA-Tapped Fiber Optic Cable Landing Site,
Mastic Beach, New York, United States (2014)
C-print and c-print with pins
121.9 x 152.4 cm, two parts (48 x 60 in.)
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Trisha Donnelly
b.1974, United States
Untitled (2007-2008)
RC-print
10 x 8 inches (sheet), 7.5 x 7.5 inches (image)
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Truong Cong Tung produces work that can be located amongst an aesthetic realm outside of reason or sense.
Deliberately more intuitive, his video and installation based practice eschews obvious “subjects” and is more
readily about the universe of spirituality, shamanism, and ghosts. His installations could be seen as mediums to
approach these fields in our contemporary moment, and much of his work examines how faith and belief are
posited in diametric opposition to more secular urbanism. At the same time, his practice is inherently
performative, and in foregrounding embodied movement through his video and accompanying object-based
works, Truong also considers how our bodies act as sites through which the rational and sensate, as well as the
intellectual and spiritual, come into communion with one another.

Journey of a Piece of Soil (2013) and its accompanying object-based installation of the same name (2014) consider
the function of ritual in larger modes of collective engagement and cultural production. In examining how
spirituality inflects social engagement, Truong’s contemplates the juncture at which the rational beings encounter
the unexplained while also suggesting how embodied practices offer vital conduits for experiencing new modes
of consciousness. The video features a man dressed in camouflage fatigues with a blue cap tilling a patch of red-
clay soil amidst a green-stalk covered patch of land. Throughout, he carries a strange object on his shoulder and
what from a distance appears to be an amorphous rock riddled with holes. As the camera zooms in, however, the
holes are covered with countless small and scurrying insects: termites crawling across a nest. The man, though,
continues to carry the nest as if it were a precious object, digging holes to protect it from the elements, kneeling
before it like a devotional relic, sleeping and rocking with it as if it were a loved one. The rural shamanism of the
work might be located in spiritual practices such as those of the Apichatpong in Thailand, and there is an aspect
of the unknowable to Truong’s depiction of almost intensely private and unspoken ritual. There’s no clear
indication why Truong or the man in the video (who may or may not be the artist) are drawn to the termite’s
nest, and yet that arguably is what makes Journey of a Piece of Soil so fascinating as a work about devotion: it
powerfully depicts the steady and uncompromised determination our various faiths require of us and the ways
in which that unwavering exactitude affects our embodied sense of being.

Truong Cong Tung
b.1986, Vietnam
Journey of a piece of Soil (2013)
Video
3:37 minutes
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Truong Cong Tung produces work that can be located amongst an aesthetic realm outside of reason or sense.
Deliberately more intuitive, his video and installation based practice eschews obvious “subjects” and is more
readily about the universe of spirituality, shamanism, and ghosts. His installations could be seen as mediums to
approach these fields in our contemporary moment, and much of his work examines how faith and belief are
posited in diametric opposition to more secular urbanism. At the same time, his practice is inherently
performative, and in foregrounding embodied movement through his video and accompanying object-based
works, Truong also considers how our bodies act as sites through which the rational and sensate, as well as the
intellectual and spiritual, come into communion with one another.

Journey of a Piece of Soil (2013) and its accompanying object-based installation of the same name (2014) consider
the function of ritual in larger modes of collective engagement and cultural production. In examining how
spirituality inflects social engagement, Truong’s contemplates the juncture at which the rational beings encounter
the unexplained while also suggesting how embodied practices offer vital conduits for experiencing new modes
of consciousness. The termite’s nest that appears in the video reappears in the sculptural installation covered
with a strangely metallic coat. This object more closely resembles the precious metals for devotional objects in
many religious practices. At the same time, the juxtaposition here between the natural and the artificial also
symbolizes the contemporary struggle between modernization and cultural heritage, perhaps suggesting the
inner destruction of social behavior epitomized by the “gilding over” of an agrarian past in place of an urbanized
and commercialized future. Truong’s work engages multiple social and political conversations at once and
encourages more complex consideration of social histories. At its most fundamental, though, Journey of a Piece of
Soil offers remarkable document and artifact of a highly disciplined performance in which embodied practice
itself – rendered here through repetition, endurance, and great expanses of distance – becomes its own manner of
spirituality and faith.

Truong Cong Tung
b.1986, Vietnam
Journey of a piece of Soil (2014)
Termite nest and paint
38 x 40 x 60 cm
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Navigating relationships among words, images, and languages, Tsang Kin-Wah’s text-based work span various
media: wall prints, silkscreen, and digital video projections. His wallpaper prints usually feature beautiful floral
patterns that recall the swirls of nineteenth-century decorative wallpapers. However, upon closer inspection,
details reveal the patterns to be composed of text in both English and Chinese characters. Their provocative and
sometimes offensive meanings mock art, the art market, the artist and his Chinese ethnicity, as well as other
broader culture issues. In 2009, Tsang began experimenting with new media and produced The Seven Seals, an
ongoing series of digital video installation works that takes its name from the New Testament’s Book of
Revelation. Tsang’s practice allows a range of interpretations and encourages viewers to search the relationship
between image and text, between pictographic and phonetic writing systems.

The Third Seal—They Are Already Old. They Don’t Need To Exist Anymore is part of The Seven Seals, Tsang’s ongoing
series of digital videos that are projected as installations onto the walls and ceilings of dark rooms. Using texts
and computer technology, the series draws its reference from various sources—the Bible, Judeo-Christian
eschatology, existentialism, metaphysics, politics, among others—to articulate the world’s complexity and the
dilemmas that people face while approaching “the end of the world.” The Third Seal is a nineteen-by-twenty-
seven-foot projection on a single wall that, together with sound, creates an immersive and dynamic environment.
Crawling up from the bottom of the wall are black, worm-like texts that comment on class struggle,
revolutionary riots, labor and production, human existence, and social justice. Without a clear beginning or end,
the work suggests a cycle and the non-linear nature of history, and, by extension, life and death.

 https://vimeo.com/191860850

Tsang Kin-Wah
b.1976, China
The Third Seal-They Are Already Old, They Don’t
Need To Exist Anymore (2009)
Digital video projection with sound
6:20 minutes
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Uudam Tran Nguyen born in KonTum Vietnam to an artist family. Although he had lived in the United States
for almost two decades, during which he was trained as a figurative sculptor at UCLA and the School of Visual
Art in New York, Vietnam remains a central theme in his works. Facile in a variety of media ranging from video,
sound and text installations, to guerilla activity, Nguyen engages broad social concerns through using materials
with aesthetic appeal. Often posing philosophical inquiries in a humorous manner, Nguyen’s activist works have
addressed environmental degradation in Vietnam and often invoke themes drawn from Buddhist philosophy to
reflect his namesake.

Like many Asian countries, Vietnam has lost an immense amount of natural environment and rural landscape to
economic growth and industrial development. The single-channel video Waltz of the Machine Equestrians is a
response to the overwhelming number of motorbikes and scooters overtaking the streets of Vietnam as small
agrarian communities have been displaced by the construction of skyscrapers. The video shows 28 “equestrians”
on motorbikes and scooters arrayed into a rainbow cavalcade held together by strings clipped onto brightly
colored ponchos. Wearing helmets, face masks, and sun glasses, the riders attempt to shield themselves from the
environment with armors sutured from cheap plastic material. They meander in a procession through a former
scenic town near the Saigon River that has become the busy district of Thu Thiem. The precarious turns in the
terse choreography is ushered by a soundtrack featuring Dmitri Shostakovich’s histrionic Suite for Variety
Orchestra, Waltz no. 2, in which trombones and cymbals echo the increased tensions between the individual and
the collective. As the riders break free of each other in a grand finale, the sacrifice of spontaneity in maintaining
the mechanical rhythm of such an interdependent enterprise is underscored in light of individual freedom.

 https://vimeo.com/152473478

UuDam Tran  NGUYEN
b.1971, Vietnam
Waltz of the Machine Equestrians-The Machine
Equestrians (2012)
Single channel video
3 minutes
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Relying on repetition and repurposed materials, Soares works to interrogate time—its measurement, its passing,
and its meaning. With copper wire stretched out across the room like a clothesline, Valeska Soares’ La Ligne du
Temps creates a timeline out of fluttering, old book pages. Read upon the pages of this delicately wrought
installation are linguistic approaches to time and its phenomonologies. Stretched together, and made linear
through their installation, these book titles make up a dysfunctional timeline, a poetic but impractical meditation
on the way we measure out and experience days, weeks, and years.

Valeska Soares
b.1957, Brazil
La Ligne du Temps (2012)
19 archival book pages and copper wire
90 inches long
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Venzha Christ produces New Media works that expand boundaries of traditional creative practices. He is the
founder of the House of Natural Fiber, Yogyakarta New Media Art Laboratory’ (HONF), an experimental arts
space committed to exploring the intersection between education, art, and technology with local communities.
HONF produced special projects in the field of media arts through the Education Focus Program (EFP). The goal
of the EFP is to build connections and interactions between local/creative communities (whose interest and focus
is on new media), scientists, and creators/artists. Through his public installations, workshops, and commissions,
he tries to reinforce the interest in and analysis of technology in artistic production and theory, with hopes to
build cross-connections between art and technology in Indonesia.

The installation work Men from Hyperion and Women from Phoebe (2011), for examples, features six guitars
mounted on steel crossbar stands and connected to one another with slack wires. The electric guitars’ faceplates
have been removed, revealing the built-in circuitry and electric pick-ups hidden under the surface. A DIY
electronic circuit controls various sounds produced by the installation, while a pair of headphones allows
participants encounter the work to engage on a different sensorial level.  Venzha’s work is deliberately
experimental and resists easy interpretation or categorization. Its unclassifiable ingenuity, however, is a
testament to its inventiveness, and Venzha’s practice is invested in staking out forms of expressiveness that are
as-of-yet to be realized.

Venzha Christ
b.1975, Indonesia
Men from Hyperion and Women from Phoebe (ver
0.3) (2011)
Steel, wood, acrylic, cable, wires, plastic, DIY
electronic circuit, analog system component
Various dimensions
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Vincent Leong’s practice explores the production of nation and culture across media. He studied art at the Centre
for Advanced Design in Kuala Lumpur from 1998 to 2000, and received his BFA from Goldsmiths College,
University of London in 2004. Leong works with various media, including video and photography, and his work
often concentrates on the production of nation and culture. Past exhibitions and projects include You Are Here,
Valentine Willie Fine Art, Kuala Lumpur, Malaysia, in 2012; Tanah Ayer: Malaysian Stories from the Land,
Selasar Sunaryo Art Space, Bandung, Indonesia, in 2011; Some Rooms, Osage Gallery, Hong Kong, and Our Own
Orbit, Tembi Contemporary, Jogya, Indonesia, in 2009; and The
Fake Show, Reka Art Space, Selangor, Malaysia, in 2006.

The photograph Exquisite Eco Living is part of a larger series titled Executive Properties in which he digitally
manipulated the images to insert iconic buildings of Kuala Lumpur in the view of derelict spaces also found in
the city. This images reflect on a dystopian future of the country, perhaps drawing parallel with the political
changes in Malaysia.

Vincent Leong
b.1977, Malaysia
Exquisite Eco Living (Executive Properties series)
(2012)
Digital C-Print on photographic paper
55 x 83.5 cm (21.65 x 32.87 inches)
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Virlani Hallberg is a video and photographic artist living and working in Berlin. Her research-based and
collaborative artworks are concerned with the aesthetics of inter-subjectivity, exploring the ways in which the
visual connects individuals to society and to their common roots. She often looks at individual, collective, and
multi-generational traumas as they relate to systems of power. Her recent works address the lasting effects of
systemic violence upon everyday life.

In collaboration with psychoanalyst and cultural theorist Leon Tan, Receding Triangular Square explores
traditional Chinese and Taiwanese modalities of psychological healing as alternatives to dominant Western
psychiatric and therapeutic practices. By juxtaposing the differing modalities, Hallberg and Tan make
connections between psychological practices and histories of colonization and de-colonization. They challenge
Western scientific standards of universality, rationality, and truth. Scenes from the video also highlight the ways
in which mental despair and illness result from the trauma, displacement, and alienation caused by the
colonization’s destruction of traditional cultures.

 https://vimeo.com/193385198

Virlani Hallberg
b.1981, Indonesia
Receding Triangular Square (2012)
HD Video
36:53 minutes
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During the Vietnam War, Võ An Khánh traveled with the guerrilla unit of the Northen Vietnamese Army (Viet
Cong) in Sourthern Vietnam. As secretary for the Printing Office of the ‘Van Cong’ (Entertainement team), he
wrote text for propaganda and took photographs of the frontline, subsequently mounting mobile exhibitions in-
situ. At times, Võ An Khánh would climb trees to get a better angle on the action, mindful of the film that was
irreplaceable and extremely limited. Many perceive this artist’s photographs as staged, however they are unique
field shots that capture the resilience of the Vietnamese people.

In Extra Curriculum Political Science Class 7/1972, a group of women walk bare-foot and single file towards Dat
Mui Mangrove in Ca Mau Province to attend ‘political science class’. These women wear headdress to protect
their identities because they are spies placed strategically in the South by the Viet Cong. These classes of the
‘National Liberation Front for Southern Vietnam’ took place in the mangrove swamp in makeshift wooden huts
where they would learn more of the political points of view of their forces and the changes in military situations
across the country.

Vo An Khanh
b.1936, Vietnam
Extra Curriculum Political Science Class 7/1972
(2010)
Archival pigment inkjet print
56H x 40W cm
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During the Vietnam War, Võ An Khánh traveled with the guerrilla unit of the Northen Vietnamese Army (Viet
Cong) in Sourthern Vietnam. As secretary for the Printing Office of the ‘Van Cong’ (Entertainement team), he
wrote text for propaganda and took photographs of the frontline, subsequently mounting mobile exhibitions in-
situ. At times, Võ An Khánh would climb trees to get a better angle on the action, mindful of the film that was
irreplaceable and extremely limited. Many perceive this artist’s photographs as staged, however they are unique
field shots that capture the resilience of the Vietnamese people.

In Mobile Military Medical Clinic 9/1970, a stretcher carrying an injured solider is being carried through swamp-
land towards a makeshift operation table.

Vo An Khanh
b.1936, Vietnam
Mobile Military Medical Clinic 9/1970 (2010)
Archival pigment inkjet print
59H x 40W cm
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Voluspa Jarpa’s work is based upon a meticulous analysis of political, historical, and social documents from
Chile and other Latin American countries, which she uses to develop a reflection on the concept of memory.
Specifically exploring many facets of the cultural notion of trauma, her work might be seen as a subtle and covert
examination of history, its subjectivities, constructions, and still-unresolved mysteries. Her work addresses such
subjects as displacement, insecurity, abandonment, and destruction, and the means of representation of the
pictorial image that represents these subjects in history.

To make Minimal Secret (2012), Jarpa created sculptures based on pages of declassified CIA information about the
United States’ involvement in Chile. The cutouts in the acrylic represent the content that was blacked out when
the pages were released to the public. For Jarpa, that so much content from these documents was deleted before
declassification is symptomatic of hysterical behavior, which, in Freudian psychoanalysis, results from the
inability to deal with trauma. Jarpa reclaims the blots of the original documents as the structure of the artwork,
mimicking the same denial of access that entered them into classification in the first place. By working at the
juncture of the public and the secret, the artist aims to question how images and materials construct notions of
public and private, transparency and opacity. The documents’ promise of disclosure ultimately materializes as
repression, given that barely anything remains legible.

Voluspa Jarpa
b.1971, Chile
Minimal Secret [1] (2012)
Diptychs, acrylic (laser cut)
80W x 40H x 2D cm (each)
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Voluspa Jarpa’s work is based upon a meticulous analysis of political, historical, and social documents from
Chile and other Latin American countries, which she uses to develop a reflection on the concept of memory.
Specifically exploring many facets of the cultural notion of trauma, her work might be seen as a subtle and covert
examination of history, its subjectivities, constructions, and still-unresolved mysteries. Her work addresses such
subjects as displacement, insecurity, abandonment, and destruction, and the means of representation of the
pictorial image that represents these subjects in history.

Voluspa Jarpa
b.1971, Chile
Fantasmática Latinoamericana (2014)
Series of five paintings: vegetal paper, white
pen, pencils, plexiglass and wooden hanging
system
30H x 50W x 4D cm (each)
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Voluspa Jarpa’s work is based upon a meticulous analysis of political, historical, and social documents from
Chile and other Latin American countries, which she uses to develop a reflection on the concept of memory.
Specifically exploring many facets of the cultural notion of trauma, her work might be seen as a subtle and covert
examination of history, its subjectivities, constructions, and still-unresolved mysteries. Her work addresses such
subjects as displacement, insecurity, abandonment, and destruction, and the means of representation of the
pictorial image that represents these subjects in history.

To make Minimal Secret (2012), Jarpa created sculptures based on pages of declassified CIA information about the
United States’ involvement in Chile. The cutouts in the acrylic represent the content that was blacked out when
the pages were released to the public. For Jarpa, that so much content from these documents was deleted before
declassification is symptomatic of hysterical behavior, which, in Freudian psychoanalysis, results from the
inability to deal with trauma. Jarpa reclaims the blots of the original documents as the structure of the artwork,
mimicking the same denial of access that entered them into classification in the first place. By working at the
juncture of the public and the secret, the artist aims to question how images and materials construct notions of
public and private, transparency and opacity. The documents’ promise of disclosure ultimately materializes as
repression, given that barely anything remains legible.

Voluspa Jarpa
b.1971, Chile
Minimal Secret [2] (2012)
Diptychs, acrylic (laser cut)
80W x 40H x 2D cm (each)
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Chile and other Latin American countries, which she uses to develop a reflection on the concept of memory.
Specifically exploring many facets of the cultural notion of trauma, her work might be seen as a subtle and covert
examination of history, its subjectivities, constructions, and still-unresolved mysteries. Her work addresses such
subjects as displacement, insecurity, abandonment, and destruction, and the means of representation of the
pictorial image that represents these subjects in history.
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the pages were released to the public. For Jarpa, that so much content from these documents was deleted before
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juncture of the public and the secret, the artist aims to question how images and materials construct notions of
public and private, transparency and opacity. The documents’ promise of disclosure ultimately materializes as
repression, given that barely anything remains legible.
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Wadada Leo Smith
b.1941, United States
Kosmic Music [1] (n.d.)
Drawing
8 1/2 x 11 inches
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Walead Beshty explores photography’s ability to capture contemporary social and political conditions. Often
striking in their visual presence, his work reflects the circulation of images both in a general sense and in the
literal movement of photographs and objects. They also convey another narrative: the history and the processes
that construct both the world and his art.

Black Curl (CMY/Five Magnet: Irvine, California, March 25, 2010, Fujicolor Cyrstal Archive Super Type C, EM No 165
-021, 05910) is a visually compelling photogram. Bold shapes, and the breaks between them, create a rhythm and
compose an engaging abstract image. At the same time, the work deals with the conditions of the photograph’s
manufacture. The literal production of a photograph—the process of photo developing and printing—is the
work’s subject, and Beshty slyly points to the ways in which these material processes possess their own aesthetic
appeal and content.

Walead Beshty
b.1976, England
Black Curl (CMY/Five Magnet: Irvine, California,
March 25, 2010, Fujicolor Cyrstal Archive Super
Type C, EM No 165-021, 05910) (2010)
Color photographic paper
106.5H X 50W inches
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Walead Beshty explores photography’s ability to capture contemporary social and political conditions. Often
striking in their visual presence, his work reflects the circulation of images both in a general sense and in the
literal movement of photographs and objects. They also convey another narrative: the history and the processes
that construct both the world and his art.

Walead Beshty
b.1976, England
FedEx® 10kg Box ©2006 FEDEX 149801 REV
9/06 MP (2012)
Laminated glass, FedEx shipping box, accrued
FedEx shipping and tracking labels
16.25H x 13.25W x 10.5D inches
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Walead Beshty explores photography’s ability to capture contemporary social and political conditions. Often
striking in their visual presence, his work reflects the circulation of images both in a general sense and in the
literal movement of photographs and objects. They also convey another narrative: the history and the processes
that construct both the world and his art.

Walead Beshty
b.1976, England
FedEx Large Kraft Box 2004 FEDEX 155143,
trk#875468976062, FedEx International Priority,
London-San Francisco, trk#777001529227,
August 16-18, 2016 (2011)
FedEx shipping box
23 5/8 × 18 1/8 × 18 1/8 inches
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Wallace Berman was one of San Francisco’s more important avant-garde artists and is considered by many to
have been the father of the Californian assemblage movement (a title he could probably dispute with Edward
Kienholz). Characteristically unruly, Berman was an active member of the San Francisco and Los Angeles Beat
communities in the mid-1950s. In 1963 he settled in Topanga Canyon and started to develop the body of work for
which he would become most famous. The verifax machine, a precursor of the photocopy machine, lent the
name to the series of collages with which Berman experimented until his death in 1976. The structural
compositional element that unifies the series is the image, appropriated from a magazine, of a hand holding a
transistor radio. By photocopying and reproducing the image in sequential form on top of the canvas, Berman
mimics the pattern produced by an old film reel. Inside the frame of each radio, the artist superimposed imagery
—people, objects and symbols, often taken from pop culture—pertinent to that particular sequence of the work.

While Untitled (Shuffle) presents the same formal characteristics as the rest of Berman’s verifax collages, this
constellation of specific images inside the radio’s frames—the Star of David, Hebrew characters, biblical animals
—have Jewish symbolism and attest to the artist’s lasting obsession with the kabala. The piece’s sub-title,
“Shuffle,” suggests the presence of chance and randomness in any given organization of elements.

Wallace Berman
b.1926, United States
Untitled (Shuffle) (1969)
Collage of verifax copies and acrylic paint on
panel
13H x 14W inches
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Wallace Berman was one of San Francisco’s more important avant-garde artists and is considered by many to
have been the father of the Californian assemblage movement (a title he could probably dispute with Edward
Kienholz). Characteristically unruly, Berman was an active member of the San Francisco and Los Angeles Beat
communities in the mid-1950s. In 1963 he settled in Topanga Canyon and started to develop the body of work for
which he would become most famous. The verifax machine, a precursor of the photocopy machine, lent the
name to the series of collages with which Berman experimented until his death in 1976. The structural
compositional element that unifies the series is the image, appropriated from a magazine, of a hand holding a
transistor radio. By photocopying and reproducing the image in sequential form on top of the canvas, Berman
mimics the pattern produced by an old film reel. Inside the frame of each radio, the artist superimposed imagery
—people, objects and symbols, often taken from pop culture—pertinent to that particular sequence of the work.

Wallace Berman
b.1926, United States
Untitled (1960)
Verifax collage mounted on cardboard
8.11H x 6.73W inches (20.60 x 17.10 cm)
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Wang Taocheng is a Shanghai artist who lives and works in Amsterdam. She creates layered narrative artworks
in painting, drawing, video, film, and installation.  She studied Chinese traditional art in China and continued
her education at the Stadelschule in Frankfurt (2012) and De Ateliers (2014) in Amsterdam.

Reflection Paper No. 2 is one of four videos in which Wang attempts to accurately illustrate the writings of
influential Chinese Eileen Chang, who published her works during the Japanese occupation of China. Image and
text reflect on the everyday experiences of women in society, family, marriage, love, and death. As a voiceover
unsuccessfully labors to match and explain each scene, the relationship between the text and the images becomes
uncertain. Wang explains: “Reality is often inappropriate.”

 https://vimeo.com/193441769

WANG Taocheng
b.1981, China
Reflection Paper No.2 (2013)
HD Digital Video
4:49 minutes
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Herzog is a renowned filmmaker, screenwriter, actor, and producer; he makes both documentaries and fictional
films that aim to reveal what he calls ecstatic truths about humanity. Among his many powerful and award-
winning films are Fitzcarraldo (1982), Grizzly Man (2005), and Cave of Forgotten Dreams (2010).

Commissioned for the 2012 Whitney Biennial, Hearsay of the Soul (2012) is Werner Herzog’s ode to the landscape
paintings of the 17th-century Dutch artist Hercules Segers. The work is a four-channel digital projection of
Segers’s artworks accompanied by the emotive music of the Dutch cellist and composer Ernst Reijseger. Herzog
sees Segers’s vast landscapes as powerful representations of our own interior worlds, resounding with feelings of
anger, joy, fear, and loneliness.

Werner  Herzog
b.1942, Germany
Hearsay of the Soul (2012)
Five-channel video
 12 minutes



KADIST

Will Rogan is a multidisciplinary artist whose work examines the relationship between time and its
interventions. His practice reflects the poignant, the ironic, the disastrous, and the beautiful in his surrounding
urban and domestic landscapes. In the form of photography, video, and sculpture, his interventions often
highlight the profound and analytical in everyday life. Taking a playful stance on mundane situations and
structures, Rogan’s work merges the critical with the poetic. Rogan received in BFA from the San Francisco Art
Institute and his MFA from the University of California, Berkeley. He has exhibited his work extensively and
internationally at venues such as the San Francisco Museum of Modern Art (SFMOMA), the Dumbo Art Center,
Brooklyn, the Atlanta Contemporary Arts Center, and the Goma, Madrid. He is also the co-editor and founder of
the quarterly journal of editions, The Thing.

MUM, the acronym used to title a series of Rogan’s small interventions on found magazines, stands for “Magic
Unity Might,” the name of a vintage trade magic publication. In the series, Rogan alters the magazine’s pages by
erasing the image of the magicians doing their tricks, leaving only the background of their performances on
view. These contexts range from the more overtly staged scenario in Silencer #16—the erased magician is about
to perform a trick on his assistant trapped on an odd, almost dada looking box—to the more “colloquial” Silencer
#17 in which the absent magician’s silhouette appears in what seems to be a children’s hospital. Rogan’s
interventions attest to their own creation by way of the subtle marks and erasure used to remove the original
visual information. Such evidence of the artist’s hand echoes the magician’s sleight-of-hand in the image and
suggests the illusory character of all representation. By extension, the remaining white voids are uncanny,
ghostly stand-ins for the performer and artist who both haunt the scene.

Will Rogan
b.1975, United States
Silencer #16 (2010)
Mixed Media
11.8H x 8.25W inches
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Will Rogan is a multidisciplinary artist whose work examines the relationship between time and its
interventions. His practice reflects the poignant, the ironic, the disastrous, and the beautiful in his surrounding
urban and domestic landscapes. In the form of photography, video, and sculpture, his interventions often
highlight the profound and analytical in everyday life. Taking a playful stance on mundane situations and
structures, Rogan’s work merges the critical with the poetic. Rogan received in BFA from the San Francisco Art
Institute and his MFA from the University of California, Berkeley. He has exhibited his work extensively and
internationally at venues such as the San Francisco Museum of Modern Art (SFMOMA), the Dumbo Art Center,
Brooklyn, the Atlanta Contemporary Arts Center, and the Goma, Madrid. He is also the co-editor and founder of
the quarterly journal of editions, The Thing.

MUM, the acronym used to title a series of Rogan’s small interventions on found magazines, stands for “Magic
Unity Might,” the name of a vintage trade magic publication. In the series, Rogan alters the magazine’s pages by
erasing the image of the magicians doing their tricks, leaving only the background of their performances on
view. These contexts range from the more overtly staged scenario in Silencer #16—the erased magician is about
to perform a trick on his assistant trapped on an odd, almost dada looking box—to the more “colloquial” Silencer
#17 in which the absent magician’s silhouette appears in what seems to be a children’s hospital. Rogan’s
interventions attest to their own creation by way of the subtle marks and erasure used to remove the original
visual information. Such evidence of the artist’s hand echoes the magician’s sleight-of-hand in the image and
suggests the illusory character of all representation. By extension, the remaining white voids are uncanny,
ghostly stand-ins for the performer and artist who both haunt the scene.

Will Rogan
b.1975, United States
Silencer #17 (2007)
Mixed Media
11.8H x 8.25W inches



KADIST

Will Rogan is a multidisciplinary artist whose work examines the relationship between time and its
interventions. His practice reflects the poignant, the ironic, the disastrous, and the beautiful in his surrounding
urban and domestic landscapes. In the form of photography, video, and sculpture, his interventions often
highlight the profound and analytical in everyday life. Taking a playful stance on mundane situations and
structures, Rogan’s work merges the critical with the poetic. Rogan received in BFA from the San Francisco Art
Institute and his MFA from the University of California, Berkeley. He has exhibited his work extensively and
internationally at venues such as the San Francisco Museum of Modern Art (SFMOMA), the Dumbo Art Center,
Brooklyn, the Atlanta Contemporary Arts Center, and the Goma, Madrid. He is also the co-editor and founder of
the quarterly journal of editions, The Thing.

Shot in the streets of Tokyo, Collapse, is a meditation on the passing of time and on the complicated way in which
we are smashed between the past and the future. The video follows a moped carrying a woman holding a very
large mirror. The mirror is large enough that she can’t see what lies ahead, she can only see what has already
come as reflections in the mirror. The video is flipped so that everything in the mirror is correct and everything
else is reversed.

Will Rogan
b.1975, United States
Collapse (2007)
Video
21:27 minutes
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Will Rogan is a multidisciplinary artist whose work examines the relationship between time and its
interventions. His practice reflects the poignant, the ironic, the disastrous, and the beautiful in his surrounding
urban and domestic landscapes. In the form of photography, video, and sculpture, his interventions often
highlight the profound and analytical in everyday life. Taking a playful stance on mundane situations and
structures, Rogan’s work merges the critical with the poetic. Rogan received in BFA from the San Francisco Art
Institute and his MFA from the University of California, Berkeley. He has exhibited his work extensively and
internationally at venues such as the San Francisco Museum of Modern Art (SFMOMA), the Dumbo Art Center,
Brooklyn, the Atlanta Contemporary Arts Center, and the Goma, Madrid. He is also the co-editor and founder of
the quarterly journal of editions, The Thing.

Will Rogan’s video Eraser (2014) shows a hearse parked in a clearing amidst leaf barren trees. The steely grey sky
stands in stark contrast to the vehicle’s luminously pristine white finish and makes this already deathly object
seem even more ghostly. The grass underneath is half-turned brown and further marks this as a lifeless
landscape. Suddenly, however, a flash begins to emerge from the front tire, illuminating the ground with a fiery
glow. As it begins to radiate, the flash slowly spreads across the hood and the windows until the car begins to
buckle, smoke creeping up in columns across the sky. As the door juts off the body, we begin to realize that we’re
witnessing an explosion in slow motion, total destruction rendered almost balletic through a poetic stretching of
time. Shot with a technically advanced camera that shoots 6,900 frames per second, Eraser expands four seconds
of “real” time into a nearly six minute duration in which we witness a slow but absolute annihilation. By slowing
down the video’s pace to a near crawl, Rogan’s work could be seen as a deliberate resistance to mortality, as if he
could actually forestall or delay death in defying the rules of time. At the same time, he employs a wry visual
humor that relishes in absurdity in which the exploding hearse becomes an over-the-top funeral pyre and a clear
example of “overkill.” In gesturing towards a darkly comic ars moriendi, Eraser fits alongside other humorous
narratives about death such as the 1971 Hal Ashby film Harold and Maude, which also ends with a scene of a
similarly demolished hearse. But just as that film ends with the promise of hopeful next chapters, Rogan’s video
also offers the strange but meditative possibility of regenerative beginnings. Screened on a continuous loop,
Rogan signals that it is impossible to escape reminders of our mortality, and just as the explosion finishes, the
hearse appears again, seemingly untouched. But if death is ultimately inescapable, Rogan also reveals the beauty
in clearing away its reminders and beginning again out of fire and smoke.

Will Rogan
b.1975, United States
Eraser (2014)
Video
5:45 minutes
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William E. Jones is a filmmaker, writer, and artist whose interests lie in the circulation of images—images that
are broadcast, images that are hidden, and images that become imbedded in our collective consciousness. Jones
works with still and moving images as a way to enter social histories, communicate personal narratives, and
document cultural phenomena. Jones studied documentary photography under Walker Evans—one of the Farm
Security Administration (FSA) photographers who documented American life during the Great Depression—
and his works reveal a persistent interest in the power of the photographic image. Jones works fluidly between
photography and filmmaking, gathering images and footage from elsewhere to build his intricate narratives.

Killed is a video projection in which William E. Jones appropriated and edited, in a rapid sequence, a selection
from the more than 68,000 censored or discarded films produced by the Farm Security Administration’s
photographers between 1935 and 1943. Roy Emerson Stryker, the then director of the program, was in charge of
what he called “killing” negatives by punching holes in them to render them unusable. Killed continues Jones’s
use of discarded film footage seen in his video created from vintage 1970s and 1980s gay porn that was included
in the 2008 Whitney Biennial. By recuperating lost and rather unseen pictures by emblematic American
photographers such as Walker Evans, Theodor Jung, Carl Mydans, among others, Killed sheds a new light on the
way American history has been written and the crucial role images have played in it.

William E. Jones
b.1962, United States
Killed (2009)
Video
1:44 minutes loop
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William E. Jones is a filmmaker, writer, and artist whose interests lie in the circulation of images—images that
are broadcast, images that are hidden, and images that become imbedded in our collective consciousness. Jones
works with still and moving images as a way to enter social histories, communicate personal narratives, and
document cultural phenomena. Jones studied documentary photography under Walker Evans—one of the Farm
Security Administration (FSA) photographers who documented American life during the Great Depression—
and his works reveal a persistent interest in the power of the photographic image. Jones works fluidly between
photography and filmmaking, gathering images and footage from elsewhere to build his intricate narratives.

In the early 20th century, the Hercules Engine Company was doing a brisk business producing customized,
heavy-duty engines. Seventy years later, when the United States military started opting for Humvees and stock
parts, the company began to fail, and it entirely ceased production in 1999. Hercules Engines, Abandoned, Canton,
Ohio (2011) depicts the manufacturer’s former productive core, gone fallow. A sapling has grown up in the
loading dock, and a view straight through the industrial interior shows a field on the other side. In this
photograph, William E. Jones uses architectural photography as social documentary, personifying the industrial
space to such a degree that it becomes metonymic of a once-powerful industry past its prime.

William E. Jones
b.1962, United States
Hercules Engines, Abandoned, Canton, Ohio
(2011)
Hand coated pigment print
13.5H x 9W inches
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William E. Jones is a filmmaker, writer, and artist whose interests lie in the circulation of images—images that
are broadcast, images that are hidden, and images that become imbedded in our collective consciousness. Jones
works with still and moving images as a way to enter social histories, communicate personal narratives, and
document cultural phenomena. Jones studied documentary photography under Walker Evans—one of the Farm
Security Administration (FSA) photographers who documented American life during the Great Depression—
and his works reveal a persistent interest in the power of the photographic image. Jones works fluidly between
photography and filmmaking, gathering images and footage from elsewhere to build his intricate narratives.

In Restaurant, Canton, Ohio (2011), a convenience store offers food, liquor, and Coca Cola to an empty street. A
series of boarded-up storefronts marred by peeling paint conveys a sense of the pre- or post-apocalyptic—the
hush just before or after a disaster. The reds, pinks, and oranges of the buildings give off warmth, but the
absence of human activity makes the glow eerie and strange. Once a booming steel town, Canton is now
struggling, and many of its buildings have been neglected for decades. While the location of William E. Jones’s
photograph is specific, we can’t help extrapolating to imagine any Main Street, USA, that has been left to atrophy
in the wake of big industry gone bust.

William E. Jones
b.1962, United States
Restaurant, Canton, Ohio (2011)
Hand-coated pigment print
9H x 13.5W inches
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William E. Jones is a filmmaker, writer, and artist whose interests lie in the circulation of images—images that
are broadcast, images that are hidden, and images that become imbedded in our collective consciousness. Jones
works with still and moving images as a way to enter social histories, communicate personal narratives, and
document cultural phenomena. Jones studied documentary photography under Walker Evans—one of the Farm
Security Administration (FSA) photographers who documented American life during the Great Depression—
and his works reveal a persistent interest in the power of the photographic image. Jones works fluidly between
photography and filmmaking, gathering images and footage from elsewhere to build his intricate narratives.

William E. Jones
b.1962, United States
The Golden State (2000-2001)
50 Fuji crystal archive prints
11H x 14W inches each
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Working in photography and video, the Indonesian artist Wimo Ambala Bayang embraces the conceptual
possibilities of digital image manipulation. With humorous overtones, his practice comments on cultural
identity, cliché, and mythology, foregrounding familiar but often-ignored aspects of everyday life.

Composed of four images, the series Sleeping Elephant in the Axis of Yogyakarta (2011) explores the artist’s
observation of how Javanese mythology and cosmology have marked the geography of Yogyakarta, the cultural
centre of Indonesia. Through photomontage digital operation, an identical elephant is superimposed in front of
iconic landmark of the city: Parangtritis Beach, Sultan Square, the City Monument and Mount Merapi. These four
locations are spiritual symbols and the subject of cosmological beliefs in Indonesia and the imagery of elephant
has long been considered as a cultural and religious icon. Closer observation reveals something uncanny about
the images. On the one hand, the elephant is proportionally unbalanced in the composition and out of place; on
the other, it is tilted, suspended and tied around a whimsical structure comprised of bamboo posts, wheels and
wood slabs. The paradox created by the juxtaposition of the immobile and sacrificed elephant and the symbolic
sites has a surreal and absurd effect, revealing the complexity and constraints of social and cultural conventions.

Wimo Ambala  Bayang
b.1976, Indonesia
Sleeping Elephant in the Axis of Yogyakarta Series:
Parangtritis (2011)
C-print
110H x 165W cm
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Working with photography and video, Indonesian artist Wimo Ambala Bayang embraces the possibilities of
image manipulation brought by the technological development with a critical approach. Carrying a humorous
tone, his practice comments on cultural identity, cliché, and mythology and brings forward the familiar but often
ignored aspect of everyday life.

Composed of four images, the series Sleeping Elephant in the Axis of Yogyakarta (2011) explores the artist’s
observation of how Javanese mythology and cosmology have marked the geography of Yogyakarta, the cultural
centre of Indonesia. Through photomontage digital operation, an identical elephant is superimposed in front of
iconic landmark of the city: Parangtritis Beach, Sultan Square, the City Monument and Mount Merapi. These four
locations are spiritual symbols and the subject of cosmological beliefs in Indonesia and the imagery of elephant
has long been considered as a cultural and religious icon. Closer observation reveals something uncanny about
the images. On the one hand, the elephant is proportionally unbalanced in the composition and out of place; on
the other, it is tilted, suspended and tied around a whimsical structure comprised of bamboo posts, wheels and
wood slabs. The paradox created by the juxtaposition of the immobile and sacrificed elephant and the symbolic
sites has a surreal and absurd effect, revealing the complexity and constraints of social and cultural conventions.

Wimo Ambala  Bayang
b.1976, Indonesia
Sleeping Elephant in the Axis of Yogyakarta Series:
Monument (2011)
C-print
110H x 165W cm
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Working with photography and video, Indonesian artist Wimo Ambala Bayang embraces the possibilities of
image manipulation brought by the technological development with a critical approach. Carrying a humorous
tone, his practice comments on cultural identity, cliché, and mythology and brings forward the familiar but often
ignored aspect of everyday life.

Composed of four images, the series Sleeping Elephant in the Axis of Yogyakarta (2011) explores the artist’s
observation of how Javanese mythology and cosmology have marked the geography of Yogyakarta, the cultural
centre of Indonesia. Through photomontage digital operation, an identical elephant is superimposed in front of
iconic landmark of the city: Parangtritis Beach, Sultan Square, the City Monument and Mount Merapi. These four
locations are spiritual symbols and the subject of cosmological beliefs in Indonesia and the imagery of elephant
has long been considered as a cultural and religious icon. Closer observation reveals something uncanny about
the images. On the one hand, the elephant is proportionally unbalanced in the composition and out of place; on
the other, it is tilted, suspended and tied around a whimsical structure comprised of bamboo posts, wheels and
wood slabs. The paradox created by the juxtaposition of the immobile and sacrificed elephant and the symbolic
sites has a surreal and absurd effect, revealing the complexity and constraints of social and cultural conventions.

Wimo Ambala  Bayang
b.1976, Indonesia
Sleeping Elephant in the Axis of Yogyakarta Series:
Mt. Merapi (2011)
C-print
110H x 165W cm
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Working with photography and video, Indonesian artist Wimo Ambala Bayang embraces the possibilities of
image manipulation brought by the technological development with a critical approach. Carrying a humorous
tone, his practice comments on cultural identity, cliché, and mythology and brings forward the familiar but often
ignored aspect of everyday life.

Composed of four images, the series Sleeping Elephant in the Axis of Yogyakarta (2011) explores the artist’s
observation of how Javanese mythology and cosmology have marked the geography of Yogyakarta, the cultural
centre of Indonesia. Through photomontage digital operation, an identical elephant is superimposed in front of
iconic landmark of the city: Parangtritis Beach, Sultan Square, the City Monument and Mount Merapi. These four
locations are spiritual symbols and the subject of cosmological beliefs in Indonesia and the imagery of elephant
has long been considered as a cultural and religious icon. Closer observation reveals something uncanny about
the images. On the one hand, the elephant is proportionally unbalanced in the composition and out of place; on
the other, it is tilted, suspended and tied around a whimsical structure comprised of bamboo posts, wheels and
wood slabs. The paradox created by the juxtaposition of the immobile and sacrificed elephant and the symbolic
sites has a surreal and absurd effect, revealing the complexity and constraints of social and cultural conventions.

Wimo Ambala  Bayang
b.1976, Indonesia
Sleeping Elephant in the Axis of Yogyakarta Series:
Sultan Square (2011)
C-print
110H x 165W cm
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Born in Malaysia, Wong Hoy Cheong’s work examines the formation of his country’s multicultural identity vis-
à-vis global migration, trade, colonialism, and the postcolonial circulation of people, ideas, and capital. His
extended body of work uses various media—drawing, painting, performance, installation, video, and on-line
projects—to critique the impact of these developments on contemporary life within and without South Asia.
With the increasingly hegemonic domination of the media industry in everyday life, its systems of representation
have become a central issue in Wong’s recent work, which oscillates between reality and fiction, irony and
transgression—and gains a new strength in the process.

Re: Looking marks a new phase in Wong’s work which connects his region’s history with other parts of the world.
The video—located in an imagined contemporary Malaysian middle-class living room, a space of a fictive former
imperial power—explores the precarious link between fact and fiction, fakery and authenticity by overlaying
three believable, authoritative forms: a documentary, a website, and a realistic reconstruction of a contemporary
home. It is rife with occidental colonial documents and exotic cultural artifacts—the trophy-evidence of Empire-
making. The video parodies television networks and documentaries as researched authoritative forms of
information. It begins by posing as a serious, believable work of non-fiction, but becomes increasingly unsettling
with its inclusion of fictive events, memories, and histories around the urgent contemporary problems of
migration, racism, power relationships, and empire making.

 https://vimeo.com/191873776

WONG Hoy Cheong
b.1960, Malaysia
Re: Looking (2004)
Video
30:52 minutes
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Born in Malaysia, Wong Hoy Cheong’s work examines the formation of his country’s multicultural identity vis-
à-vis global migration, trade, colonialism, and the postcolonial circulation of people, ideas, and capital. His
extended body of work uses various media—drawing, painting, performance, installation, video, and on-line
projects—to critique the impact of these developments on contemporary life within and without South Asia.
With the increasingly hegemonic domination of the media industry in everyday life, its systems of representation
have become a central issue in Wong’s recent work, which oscillates between reality and fiction, irony and
transgression—and gains a new strength in the process.

Created for the tenth Lyon Bienniale, in Days of Our Lives: Playing for Dying Mother, Wong’s ongoing negotiation
of postcolonial globalization takes aim at French society. Named after an American daytime soap opera that been
running for over forty years, Days of Our Lives is a series of six photographs that explore contemporary
Europeaness. Here, domestic, everyday scenes drawn from French paintings in the Museum of Fine Arts in Lyon
——preparing food, relaxing, reading and playing music, giving charity to the poor, being evicted from home, or
going off to War—are reenacted by Muslim Nigerians, Iranians, Turkish, and Buddhist Burmese minorities.

WONG Hoy Cheong
b.1960, Malaysia
Days of Our Lives: Playing for Dying Mother
(2009)
Digital photograph on matt canvas
37H x 44.9W inches
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Born in Malaysia, Wong Hoy Cheong’s work examines the formation of his country’s multicultural identity vis-
à-vis global migration, trade, colonialism, and the postcolonial circulation of people, ideas, and capital. His
extended body of work uses various media—drawing, painting, performance, installation, video, and on-line
projects—to critique the impact of these developments on contemporary life within and without South Asia.
With the increasingly hegemonic domination of the media industry in everyday life, its systems of representation
have become a central issue in Wong’s recent work, which oscillates between reality and fiction, irony and
transgression—and gains a new strength in the process.

Named after an American daytime soap opera that been running for over forty years, Days of Our Lives is a series
of six photographs that explore contemporary Europeaness. Here, domestic, everyday scenes drawn from French
paintings in the Museum of Fine Arts in Lyon——preparing food, relaxing, reading and playing music, giving
charity to the poor, being evicted from home, or going off to War—are reenacted by Muslim Nigerians, Iranians,
Turkish, and Buddhist Burmese minorities.

WONG Hoy Cheong
b.1960, Malaysia
Days of Our Lives: Reading (After Henri Fantin-
Latour’s Le Lecture, 1877) (2009)
Digital photograph on matt canvas
112W x 83H cm
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Wong Wai Yin experiments with a variety of media, ranging from painting, sculpture, collage, installations and
photography. Her extensive body of work calls into question the role of art in our economic structure and the
arbitrary value given to works of art. She forces us to think about notions of quality, utility and value and
challenges our belief in the credibility of one of the most important middle-class pastimes, in Hong Kong in
particular, that of shopping. Wong takes the ephemera daily lives; the things we take for granted in our wallets
or handbags, the everyday bits and pieces we pick up from the supermarket, and the things we throw away and
re-presents them to us transformed into original hand-crafted works of art. She does this in ways that are
wanton, witty and whimsical. Her work is playful, irresponsible and capricious, and as a result, completely
engaging and irreverent of presumed boundaries between gallery-exhibited art and daily life. Her videos and
installation, by comparison, are reminiscent of the conceptual art of the 1960s that questioned the process of
making art, authorship and the definition of art as a unique original object in an age of mechanical reproduction.

In this work the artist stages a humorously violent “intervention” against male-dominated cultures of art
production in present-day China. For this video, Wong accompanied six male friends from art school to a group
show of their work titled “Inside Looking Out” at Osage Gallery in Beijing. Throughout her visit, she was rarely
acknowledged for her own creative accomplishments and was more frequently introduced as an artist’s
girlfriend, and often without name. Although inspired by Conceptual art of the 1960s, Wong had never
considered her prior work to be in conversation with Feminist Art. Her encounters in Beijing, however,
compelled her to address her experience of gendered erasure and discrimination. In her black and white video,
Wong stands off camera with a metal stool in hand. As the six artists from the “Inside Looking Out” show
appear on screen, Wong hits each one on the head with the stool, provoking winces and laughs from her
“victims.” Wong makes it clear that the artists are willing participants, and their laughter and over exaggerated
expressions of pain signal that they are “in” on the joke. But Wong’s slapstick violence here is for more than
parodic effect, and in staging these violent interventions in miniature, she signals the need for a decisive rupture
against art world patriarchies that foreclose opportunities for female and non-binary artists.

https://vimeo.com/192055618

WONG Wai Yin
b.1981, Hong Kong
Tribute to Inside Looking Out - For the male artists
along my way (2008)
HD video, black and white, stereo
2:24 minutes
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Born in Madiun in 1975, Woto Wibowo aka Wok The Rock lives and works in Yogyakarta, Indonesia. A graduate
from Visual Communication Design Department at Indonesian Institute of Art, Wok the Rock can be described
as a cross-disciplinary artist working mostly on art-based project. He co-founded Ruang MES 56, a contemporary
photography collective, in 2002 and produced a short video compilation series Video Battle with Wimo Ambala
Bayang in 2004. He is also active in underground music scene in Yogyakarta, producing music with local artists,
running a net label Yes No Wave Music, curating music in Yes No Klub and writing for Free Music Archive and
Xeroxed.

Vertical Horizon addresses a media scandal in 2010 that took over the cultural milieu of Indonesia. Someone
uploaded on a sextape of pop star Ariel Peterpan with model-actress Luna Maya recorded on a mobile phone.
Several days later, another video of Ariel Peterpan and Cut Tari, an infotainment news presenter in Indonesia,
surfaced on the Internet. This second video taken using a mobile phone in vertical frame but transferred to a
computer in default horizontal format. Vertical Horizon zones in on the way viewers unconsciously turn their
head horizontally to watch the sensational videos to examine the way mobile phones have changed our lives.
The work takes a critical look at both the content of celebrity in contemporary global media and the apparatus
supporting this voyeuristic communication.

Woto  Wibowo aka Wok the Rock
b.1975, Indonesia
Vertical Horizon (2011)
Single-channel digital video
9 minutes
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Xiaopeng Huang is a video and installation artist. He explores the role of language, (mis)translation, and
technology in international “cultural exchanges,” highlighting the production of political paradoxes, absurdity,
and violence that result from attempts to produce exact translations. He often creates installations involving text
and public space, linking together writing, typography, image, and video. He studied at Slade School of Fine Art
in London and is now Professor of Fine Arts at Guangzhou Academy of Fine Art, China.

Xiaopeng Huang
b.1960, China
But Now I Manufacture Hate, Every Single Day
(2011)
7 machetes carved with ID numbers
Various dimensions
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Chen Xiaoyun studied ink painting at the Chinese Academy of Arts and lived as a writer in Suzhou before
becoming part of the Hangzhou video art community. Chen’s works stages scenes of everyday life with elements
of the strange and the absurd in order to explore existentialist themes through narratives of visual linearity. Chen
is drawn to nighttime scenes of ambiguity, making use of shadows and silhouettes in concert
with simple plots and fixed scenery to reconcile disjuncture in gazes and assert connections between the filmic
eye and reality.

Xiaoyun CHEN
b.1971, China
A Little Bit More Virtual Than Reality, A Little
Bit Warmer than Craziness, A Little Bit Whiter
Than Darkness, A Little Bit Longer than A heavy
Sigh (2012)
Photograph
30H x 47W inches
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Chen Xiaoyun studied ink painting at the Chinese Academy of Arts and lived as a writer in Suzhou before
becoming part of the Hangzhou video art community. Chen’s works stages scenes of everyday life with elements
of the strange and the absurd in order to explore existentialist themes through narratives of visual linearity. Chen
is drawn to nighttime scenes of ambiguity, making use of shadows and silhouettes in concert
with simple plots and fixed scenery to reconcile disjuncture in gazes and assert connections between the filmic
eye and reality.

In the video work Drag, a man in a dark room pulls on the end of a rope.  In midst of sounds of heavy breathing,
the camera presents alternating scenes of a man and the shadow of a man wearing a long,
pointed hat cast against a wall. Insinuating a sinister mood, the man and the shadow struggle to control the
scene through alternating tugs and releases of a rope. The shadow dominates. Later, a human voice murmuring
in low, deep tones provides a soundtrack to the visual ambiguity to produce and effect between something
derivative of Plato’s “Allegory of the Cave” and a mockery of human desire and struggle.  The video ends with
an epigram added by Chen: “You cannot, could not, be in the dark, about all the darkness”, an ominous warning
of play on words seemingly urges the viewer to approach the incoherent narrative as a layered incantation of
play on shadows.

Xiaoyun CHEN
b.1971, China
Drag (2006)
Single channel video
4:11 minutes
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Chen Xiaoyun studied ink painting at the Chinese Academy of Arts and lived as a writer in Suzhou before
becoming part of the Hangzhou video art community. Chen’s works stages scenes of everyday life with elements
of the strange and the absurd in order to explore existentialist themes through narratives of visual linearity. Chen
is drawn to nighttime scenes of ambiguity, making use of shadows and silhouettes in concert
with simple plots and fixed scenery to reconcile disjuncture in gazes and assert connections between the filmic
eye and reality.

Xiaoyun CHEN
b.1971, China
Regard Eating Every Single Time as a Formal
Declaration, My Stomach is Sexy out of Anger
(2012)
Photograph
31H x 39W inches
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Chen Xiaoyun studied ink painting at the Chinese Academy of Arts and lived as a writer in Suzhou before
becoming part of the Hangzhou video art community. Chen’s works stages scenes of everyday life with elements
of the strange and the absurd in order to explore existentialist themes through narratives of visual linearity. Chen
is drawn to nighttime scenes of ambiguity, making use of shadows and silhouettes in concert with simple plots
and fixed scenery to reconcile disjuncture in gazes and assert connections between the filmic eye and reality.

Xiaoyun CHEN
b.1971, China
State Terrorism in Ultimate Form of PreRaphaelite
Brotherhood (2012)
Photograph
47H x 31W inches
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Chen Xiaoyun studied ink painting at the Chinese Academy of Arts and lived as a writer in Suzhou before
becoming part of the Hangzhou video art community. Chen’s works stages scenes of everyday life with elements
of the strange and the absurd in order to explore existentialist themes through narratives of visual linearity. Chen
is drawn to nighttime scenes of ambiguity, making use of shadows and silhouettes in concert
with simple plots and fixed scenery to reconcile disjuncture in gazes and assert connections between the filmic
eye and reality.

The central point of Vanishing Point is the most direct physiological reaction of the body to the environment.
Chen Xiaoyun has added a written narrative and a poetic quality to his works. Image fragments containing
different pieces of information are linked together by the text, their interplay producing a synesthesia effect. The
abstract quality of the expressive fragmented pictures and narrative text provide the viewer with an imaginative
space that is broader than the one they would experience in a traditional linear narrative. The problem of reality
becomes abstract, arousing reflection in the mind and heart. The video’s literary style gives the viewer a sense of
reading. Although the questions are silent, the text increases the impact on the mind. By probing reality with
poetic metaphor, Chen Xiaoyun’s works present a fragmented landscape that is produced through resistance
against the systems of reality.

Xiaoyun CHEN
b.1971, China
Vanishing Point (2014)
5-channel synchronized Video
10:36 minutes
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Ximena Garrido-Lecca examines the turbulent history of Peru, and specifically how neocolonial standards are
transmitted through the processes of globalization. The artist approaches her works by scrutinizing urban, rural,
and vernacular architecture, concentrating on spaces where a mediatory materiality is visible between the
specific and the universal. Equally important is the memory of artisanal tradition and the abandonment of rural
spaces as an aftereffect of the processes of modernization. Her work insinuates a permanent tension between the
inheritance of vernacular culture and the new demands of industrialization, signaling the violence contained in
an accelerated transnational economic model in increasingly open confrontation with the protection of the
environment, sovereignty, and respect for different community lifestyles.

Destilaciones (Distillations, 2014) is an installation composed of a group of ceramic pots, presented on the floor and
within a steel structure. Copper pipes run through the perforated ceramics, evoking the design of an oil purifier.
The work is a direct reference to the history of the Peruvian coastal town of Lobitos. The extraction of oil began
in Lobitos at the start of the twentieth century, with the arrival of the British oil company Lobitos Oilfields
Limited. The infrastructure built alongside the plant included a desalination plant (now defunct), a church, a
casino, and a cinema (one of the first in Latin America), all now in ruins. Following a 1968 military coup, the
Peruvian government initiated a program of nationalization and the oil fields fell under the control of the state.
The Ministry of Defence built a military base on the adjacent land. Soon, a slow decline due to mismanagement
sent the town into economic collapse, mirroring the economy nationally. Today one encounters the ruins of
buildings left by the British oil company; the debris of what used to be the old military base; and the traffic of
surfers that come every year in search of waves. Currently, the oil extraction is concessioned to South American
Petroleum Exploration Tech (Sapet), a transnational company funded mainly with Chinese capital. There is also
a major investment plan to privatize the town, proposing a transformation of Lobitos into a tourist resort.
Destilaciones portrays these different waves of colonialism and the exercise of authoritarian power within the
context of a developing country. By tracing economic and political cycles, the artist intends to register the residue
of human activity within the landscape. Environmental and social issues are presented in relation to the modern
exploitation of resources and localized ancient practices such as fishing and pottery. The three epochs of political
domination that have left their mark on Lobitos—European colonialism, the nation-state autonomy, and
neoliberal globalization—have all left behind remnants of their failure.

Ximena Garrido Lecca
b.1980, Peru
Destilaciones (2014)
Pottery, copper tubes, Steel, MDF
170 x 310 x 200 cm



KADIST

Xu Tan began his career as a member of the well-known Guangzhou-based artist collective, “Big Tail Elephant.”
His installation and video works explore issues crucial to the post-Cold War, postcolonial, and increasingly
globalized world like urbanization, the geopolitical relationships between the developed and developing worlds
in terms of political, economic and cultural production and their impacts on personal lives and their expressions.
Xu’s works are often site-specific, dealing intimately with everyday experiences to critically demonstrate the
tension between globally circulating images, modes of communication, and the impact they have locally.
Powerfully and intelligently, Xu’s work calls for contemporary art to engage with social reality in our time.

Shanghai Biennale, Awaiting Your Arrival is an appropriation of the posters made to promote biennial art
exhibitions. Displayed alongside the marketing posters of official biennials (Shanghai, Berlin, Venice, etc.)
Displayed alongside the official marketing materials of biennials (Shanghai, Berlin, Venice, etc.) Xu’s works
provide a satiric and provocative alternative to the official system and make publicly visible images of many
realities. Biennials help various localities produce their own art scenes and provide playgrounds for the
international art world to expand its activities and influences. This is a highly contradictory process that renders
local productions globally visible, but yet risks reducing their complexity, difference, and independence. In a
way, these temporary art exhibitions are the perfect example of the negative and positive impact of globalization
that affects both social reality and personal destiny. Xu’s Biennials enact and publicize different “possible
scenarios” that these contradictory factors might effect on the social imaginary.

XU Tan
b.1957, China
Shanghai Biennale Awaiting Your Arrival (2000)
Inkjet print on canvas
110.2H x 162.2W inches
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Xu Tan began his career as a member of the well-known Guangzhou-based artist collective, “Big Tail Elephant.”
His installation and video works explore issues crucial to the post-Cold War, postcolonial, and increasingly
globalized world like urbanization, the geopolitical relationships between the developed and developing worlds
in terms of political, economic, and cultural production and their impacts on personal lives and their expressions.
Xu’s works are often site-specific, dealing intimately with everyday experiences to critically demonstrate the
tension between globally circulating images, modes of communication, and the impact they have locally.
Powerfully and intelligently, Xu’s work calls for contemporary art to engage with social reality in our time.

Biennale, Dog is an appropriation of the posters made to promote biennial art exhibitions. Displayed alongside
the official marketing materials of biennials (Shanghai, Berlin, Venice, etc.) Xu’s works provide a satiric and
provocative alternative to the official system and make publicly visible images of many realities. Biennials help
various localities produce their own art scenes and provide playgrounds for the international art world to
expand its activities and influences. This is a highly contradictory process that renders local productions globally
visible, but yet risks reducing their complexity, difference, and independence. In a way, these temporary art
exhibitions are the perfect example of the negative and positive impact of globalization that affects both social
reality and personal destiny. Xu’s Biennials enact and publicize different “possible scenarios” that these
contradictory factors might effect on the social imaginary.

XU Tan
b.1957, China
Biennale, Dog (2003)
Inkjet print on canvas
63H x 47.2W inches
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Yan Xing’s video, performance, and installation work often places the viewer as voyeur of Xing’s own
experiences. He explores his own sexual, familial, and art-historical roles, while precipitating viewers to question
their own roles and social status. He co-founded and works in collaboration with the artist group COMPANY,
which includes members Chen Zhou, Li Ming, and Li Ran.

Sexy shows Yan Xing unsuccessfully trying to reach orgasm in freezing temperatures among the falling rocks
and howling winds of a precarious canyon. His erotic failure leaves the voyeur-viewer unfulfilled and
disappointed. The work explores notions of identity, masculinity, sexuality, voyeurism, and cultural taboos.

 https://vimeo.com/191893961

Yan Xing
b.1986, China
Sexy (2011)
Single channel digital video, color, silent
7:23 minutes
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Yang Guangnan is a multimedia installation artist from the Hebei Province of China. She creates technological
devices that explore daily human experience and behavior. Her videos often visualize private and bodily sensory
experiences in order to describe emotional experiences.

In Action no. 1 Yang Guangnan reflects on the interiority and exteriority of human-technological experience with
mechanical gestures that are semi-human and semi-machine. A hanged shirt mounted upon the artist’s machine
rhythmically bounces and rotates in a way that suggests a skeletal interior.

YANG Guangnan
b.1980, China
Action No.1 (2012)
Motor, metal, wire, white shirt
60W x 18H x 21D cm
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Yang Guangnan is a multimedia installation artist from the Hebei Province of China. She creates technological
devices that explore daily human experience and behavior. Her videos often visualize private and bodily sensory
experiences in order to describe emotional experiences.

Itch explores the relationship between technology and daily human experience with a motorized arm that
extends from within the gallery’s wall, moving up and down while holding a projector that shows a desperately
scratching pair of hands.

YANG Guangnan
b.1980, China
Itch (2011)
Motor, metal, projection, video document,
aluminum
90W x 75H x 50D cm
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Yang Xinguang is an artist whose work explores the interconnections between the natural world fabricated
materials in a post-industrialist society. His work is deliberately restrained and frequently uses reclaimed
materials such as found wood planks, a gesture that recalls the Arte Povera movement’s commitment to using
un-rarified and common materials in art making practice. His work is also deeply invested in exploring the
phenomenological relationship between viewers and artworks, and his sculptural installations gesture towards
Minimalist traditions, inviting viewers to pause and consider their own relationship to their surrounding space.
Yang is a graduate of the Central Academy of Fine Arts in China. He has exhibited extensively throughout China
and has had international exhibitions at venues such as Artissima, Turin, and Art 41 Basel in Switzerland.

Although seemingly unadorned at first glance, Yang Xinguang’s sculptural work Phenomena (2009) employs
minimalist aesthetics as a means of gesturing towards the various commonalities and conflicts between
civilization and the natural world. Comprised of rudimentary planks of wood hammered together into a
rectangular form, Yang’s work uses reclaimed materials from everyday life and seems deliberately in
conversation with Arte Povera, the art movement that originated in Italy during the late 1960s where
practitioners produced art from found and common materials as an act of resistance against the decided
commercialization of the art world through market economies. Yang, by extension, pays close attention to his
materials in attempt to release the forms within them rather than impose his own. He rarely adds anything to the
materials that he uses; instead, he chisels, pares and scrapes the excess away, allowing his completed works to
emerge through a combination of happenstance and almost meditative handwork. In Phenomena, Yang’s
handwork becomes apparent in a constellation-like form scratched into the wood. Suddenly, the nails and knots
in the wood’s surface become vertices in a larger web of connecting lines, suggesting the inexorable
interconnections between our alternately fabricated and naturally occurring environments. Rather than
privileging one over the other, Yang’s work invites us to contemplate these relationships and how these co-
essential phenomena define our existence.

YANG Xinguang
b.1980, China
Phenomena (2009)
Wooden board
188W x 88H x 5.5D cm
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Yang Zhenzhong’s artwork challenges traditional notions of social behavior, often using new media to focus
upon disharmony and contradiction within Chinese society and broach taboo subjects within Chinese culture
such as death and obsolete familial traditions. Yang studied painting at the Zhejiang Academy of Fine Arts in
Hangzhou. His work has been featured in the Venice Biennale, Shanghai Biennale, Asia Pacific Triennale of
Contemporary Art, and Lyon Biennale.

Peasant Sensation Passing Through Flesh – 3 consists of a massage chair fixed to a wall. With its cushions removed
to reveal its internal mechanisms, the chair’s programmed rubbing, kneading, patting, and vibrating motions
create a strange sight and soundscape. The work explores the relationship between flesh and machine as they
come together through technologically simulated social behaviors, challenging normative ideas about human
interaction.

YANG Zhenzhong
b.1968, China
Pleasant Sensation Passing Through Flesh - 3
(2012)
Installation
60H x 26W x 34D inches
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Zheng Guogu founded the artistic group Yangjiang Group in 2002 with Chen Zaiyan (b. 1971, Yangchun, China)
and Sun Qinglin (b. 1974, Yangjiang, China). They use the unique medium of Chinese calligraphy to develop a
diverse contemporary practice. Yangjiang Group and their collaborators also aim to rid their artistic practice of
any established rules and controllable conditions. Calligraphy works as a metaphor for Yangjiang Group to
indicate the unpredictability, the mistery the chances hidden under the surface of a materialistic and confusing
world. Their works, more precisely speaking, are series of daily actions and process in the form of non-
traditional, large-scale, architectural structures that are produced for themselves in Yangjiang as well as for
galleries, museums, and site-specific exhibitions at art fairs. Furthermore, they regularly perform a variety of
commonplace activities within these spaces, such as meeting, eating, drinking, bartering, gaming, and gambling.
For example, in the work Fan Hou Shu Fa (After Meal Calligraphy) (2012), the artists turned an ordinary household
dinner into a spontaneous theatre in a public space. The leftovers became the key material to create calligraphy.

Yangjiang Group
b.2002, China
One day in mountain is worth two thousands years
in the world (2012)
Archival inkjet chromogenic print
103H x 90W cm
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Yao Jui-chung specializes in photography, installation art, and art theory. The themes of his works are varied,
but most importantly they examine the absurdity of the human condition. Having lived through Taiwan’s
turbulent political and social changes, Yao often explores issues of history and society, especially those
surrounding the political status of Taiwan and an ambiguous collective consciousness. His video Long, Long Live,
filmed at the Oasis Villa in Green Island, once a reform and re-education prison to house political prisoners
during Taiwan’s marshal law period, examines history through reviewing Taiwan’s historical identity and
revealing political conspiracies.

 https://vimeo.com/193309639

YAO Jui-Chung
b.1969, Taiwan
Long Long Live 3/6 (2013)
Single channel video, color with sound
7:20 minutes
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Yee I-Lann lives and works in Kuala Lampur, Malaysia. Her photography and photomontages explore colonial
histories by addressing notions of power, historical memory, and visual culture. She draws upon many visual
sources including popular culture, archival photographs, and everyday objects. Yee received her BA in Visual
Arts from the University of South Australia, Adelaide (1993) and her work has been widely exhibited in
museums and international biennials.

Sarcastically titled to call attention to the problematic notions underlying colonialism, this photograph shows
hundreds of Native Malaysians seated quietly behind one of their colonial oppressors. The artwork belongs to
Yee’s series Picturing Power  (2013) that deals with the destabilizing impacts of neo-colonialism and
globalization on Southeast Asia’s history. Yee approaches the aesthetics and politics of the ethnographic gaze
with both irony and humanity, challenging the modes of seeing inherent to the British colonization of Malaysia.

Yee I-Lann
b.1971, Malaysia
Wherein one nods with political sympathy and says
I understand you better than you understand
yourself, I’m just here to help you help yourself
(2013)
Glicee print
24.8H x 24.8W inches (62.99 x 62.99 cm)
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Yin-Ju Chen is a Taipei-based multidisciplinary artist, working in video, photography, drawing, and multi-
media installation. She interprets social power and history through cosmological systems, using astrology, sacred
geometry, and alchemical symbols to consider themes of human behavior, nationalism, imperialism, racism, state
violence, totalitarianism, utopian formations, and collective thinking. Yin-Ju held an artist residency at Kadist in
2016.

One Universe, One God, One Nation was inspired by Hannah Arendt’s analysis of space exploration and by the
astrological horoscope of Chinese political and military leader Chiang Kai-shek (1887-1975). Chiang was born
with the sun in Scorpio and at the Ninth House, moon in Aries, and ascendant in Capricorn, signifying an
individual who is headstrong, intense, and persistent, with a desire for leadership. Yin-Ju juxtaposes images of
outer space, war, and subservient masses, calling attention to how the dictator’s violence and charismatic power
over the crowd was predicted by his particular astrology. The viewer watches as the public becomes obedient
and passive in the face of the dictator. By linking this phenomenon with the cosmos, Yin-Ju implies that the
disastrous events of history are perhaps inevitable.

Yin-Ju CHEN
b.1977, Taiwan
One Universe, One God, One Nation  (2012)
3 channel video installation, stereo, color
17 minutes, loop
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Yin-Ju Chen is a Taipei-based multidisciplinary artist, working in video, photography, drawing, and multi-
media installation. She interprets social power and history through cosmological systems, using astrology, sacred
geometry, and alchemical symbols to consider themes of human behavior, nationalism, imperialism, racism, state
violence, totalitarianism, utopian formations, and collective thinking. Yin-Ju held an artist residency at Kadist in
2016.

Yin-Ju CHEN
b.1977, Taiwan
Extrastellar Evaluations - Evaluations (2016)
Vinyl cut pattern, 28 framed photographs
Variable dimensions
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Yin-Ju Chen is a Taipei-based multidisciplinary artist, working in video, photography, drawing, and multi-
media installation. She interprets social power and history through cosmological systems, using astrology, sacred
geometry, and alchemical symbols to consider themes of human behavior, nationalism, imperialism, racism, state
violence, totalitarianism, utopian formations, and collective thinking. Yin-Ju held an artist residency at Kadist in
2016.

This work includes sketches for Extrastellar Evaluations, the project she produced at Kadist. Extrastellar
Evaluations introduces Plato’s mythical state of Atlantis as the theoretical birthplace of conceptual art. Well-
known and obscure epistemological notions from the annals of cosmology and mysticism guided and informed
her research in the Bay Area during the Kadist residency at the beginning of 2016.

Yin-Ju CHEN
b.1977, Taiwan
Spaceship sketches of The Lemurian #1 (2011)
Charcoal on paper
29.5 x 41.5 cm (11.61 x 16.34 inches)
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Yin-Ju Chen is a Taipei-based multidisciplinary artist, working in video, photography, drawing, and multi-
media installation. She interprets social power and history through cosmological systems, using astrology, sacred
geometry, and alchemical symbols to consider themes of human behavior, nationalism, imperialism, racism, state
violence, totalitarianism, utopian formations, and collective thinking. Yin-Ju held an artist residency at Kadist in
2016.

This work includes sketches for Extrastellar Evaluations, the project she produced at Kadist. Extrastellar
Evaluations introduces Plato’s mythical state of Atlantis as the theoretical birthplace of conceptual art. Well-
known and obscure epistemological notions from the annals of cosmology and mysticism guided and informed
her research in the Bay Area during the Kadist residency at the beginning of 2016.

Yin-Ju CHEN
b.1977, Taiwan
Spaceship sketches of The Lemurian #2 (2011)
Charcoal on paper
29.5 x 41.5 cm (11.61 x 16.34 inches)
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Yin-Ju Chen is a Taipei-based multidisciplinary artist, working in video, photography, drawing, and multi-
media installation. She interprets social power and history through cosmological systems, using astrology, sacred
geometry, and alchemical symbols to consider themes of human behavior, nationalism, imperialism, racism, state
violence, totalitarianism, utopian formations, and collective thinking. Yin-Ju held an artist residency at Kadist in
2016.

This work includes sketches for Extrastellar Evaluations, the project she produced at Kadist. Extrastellar
Evaluations introduces Plato’s mythical state of Atlantis as the theoretical birthplace of conceptual art. Well-
known and obscure epistemological notions from the annals of cosmology and mysticism guided and informed
her research in the Bay Area during the Kadist residency at the beginning of 2016.

Yin-Ju CHEN
b.1977, Taiwan
Spaceship sketches of The Lemurian #3 (2011)
Charcoal on paper
29.5 x 41.5 cm (11.61 x 16.34 inches)
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Yin-Ju Chen is a Taipei-based multidisciplinary artist, working in video, photography, drawing, and multi-
media installation. She interprets social power and history through cosmological systems, using astrology, sacred
geometry, and alchemical symbols to consider themes of human behavior, nationalism, imperialism, racism, state
violence, totalitarianism, utopian formations, and collective thinking. Yin-Ju held an artist residency at Kadist in
2016.

Yin-Ju CHEN
b.1977, Taiwan
Extrastellar Evaluations - Adama message (main
video) (2016)
HD video, sound, color
8:27 minutes
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Yoan Capote’s sculptural work often resembles but alters common forms, such as shoes, ladders, and furniture.
Many of Capote’s pieces deal with Cuba and its relationship to the United States, referring to economic and
cultural ties. His work also has a strong erotic element, depicting desire both between the countries and
embodied sexuality. This facet of Capote’s work combines with and changes the minimalist forms that his pieces
often assume, subverting their spareness.

Open Mind is a model created by Capote for a traversable public maze that, when seen from above, resembles the
human brain. Because individual movement through the maze echoes the movement of neurons and a larger
aggregated whole, visitors can be seen to enact a model of sociality and public space that both embodies and
metaphorizes social consciousness. Capote’s model shows not just the proposed structure, but features figurines
as well, to illustrate the possible scale and interactivity of the final piece.

Yoan Capote
b.1977, Cuba
Open Mind (2007-2008)
PVC, bronze, steel and painting
126W x 126L x 91D cm
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Yoshua Okón’s video installations are built on improvisational narratives created by the artist and his
collaborators—performers willing to participate in a game of social chance that may easily spiral out of control.
These works provoke viewers to consider questions of social conduct and personal behavior within the context
of the authoritative nation-state. Okón places pressure on viewers to question their own attitudes towards
power, ethics, and prejudice vis-á-vis class, status, and marginality.

Canned Laughter was Okón’s response to an invitation from Ciudad Juárez that asked artists to create works
based on their experience in the city. Okón focuses on Ciudad Juárez as a site for many “maquiladoras”—
factories— and on its role within the global context. Canned Laughter is a detailed construction of Bergson, a
fictitious factory that produces canned laughter for sitcoms. For it, dozens of ex-maquiladora workers were hired
both as part of the research process (maquiladoras are highly secretive and it is very hard to know what happens
inside) and as actors. Canned Laughter alludes to mechanized processes and to slavery in the age of globalization
as well as to the impossibility to translate and reproduce true emotions though technological means.

Yoshua Okón
b.1970, Mexico
Canned Laughter (2009)
Single Channel Video
9:56 minutes
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Yosuke Takeda
b.1982, Japan
050020 (2011)
LightJet print
20H x 30W cm (paper size: 28 x 35.5 cm)
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Yosuke Takeda
b.1982, Japan
220357 (2010)
LightJet print
30H x 20W cm (paper size: 35.5 x 28 cm)
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Yosuke Takeda
b.1982, Japan
144540 (2014)
LightJet print
20H x 30W cm (paper size: 28 x 35.5 cm)
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Young-Hae Chang Heavy Industries is a Seoul-based Web art group consisting of Young-hae Chang and Marc
Voge formed in 1999. Chang is a Korean artist and translator with a Ph.D in aesthetics from Universite de Paris I,
and Marc Voge is an American poet living in Seoul. Their work tends to combine text with jazz to create Flash
animation pieces. This combination is a simple technique that shuns interactivity, graphics, photos, illustrations,
banners, colors, but at the same time transgresses the boundaries between digital animation, motion graphics,
experimental video, i-movies, and e-poetry.

 https://vimeo.com/191894245

Young-Hae Chang Heavy Industries
b.1954 & 1956, Korea & US
The Bullet is Still in My Left Wrist (2010)
Original text and soundtrack, HD QuickTime
movie
2:06 minutes
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Young-Hae Chang Heavy Industries is a Seoul-based Web art group consisting of Young-hae Chang and Marc
Voge formed in 1999. Chang is a Korean artist and translator with a Ph.D in aesthetics from Universite de Paris I,
and Marc Voge is an American poet living in Seoul. Their work tends to combine text with jazz to create Flash
animation pieces. This combination is a simple technique that shuns interactivity, graphics, photos, illustrations,
banners, colors, but at the same time transgresses the boundaries between digital animation, motion graphics,
experimental video, i-movies, and e-poetry.

Pacific Limn weaves together three narratives that comment on hyper-capitalism pan-Pacific cities that San
Francisco exemplifies. Each of the large works comprise of moving images overlaid with giant text, all synched
to a stealthy, up-tempo jazz soundtrack. In The Secret Life of Harumi, a Japanese woman fantasizes escaping her
job and living a temporary dream life in San Francisco. Young-Hae Chang Heavy Industries (YHCHI) uses
locally sourced virtual products such as Adobe Flash animation and Apple’s Monaco or Menlo typeface to create
a whimsical and indirect commentary on the psychology of the working class in an information society within
postindustrial imperialism. For two months, YHCHI inhabited the economically polarized South of Market
neighborhood, where a variety of socioeconomic realities overlap and coexist, from Facebook employees to the
homeless. The Flash animation is influenced by realist cinema and depicts the tediousness in commuting by air
and ground combined with the kitsch of an “Asia-town” window display. Overlaid with text-like femslash prose
in a semi-coherent style of karaoke lyrics, the sensory cacophony disrupts a viewer’s thoughts and alludes to a
desensitized boredom mixed with the desires of the alternative persona of a fictional Japanese woman.

 https://vimeo.com/193256841
 https://vimeo.com/193256267
 https://vimeo.com/193255924

Young-Hae Chang Heavy Industries
b.1954 & 1956, Korea & US
PACIFIC LIMN (2013)
Three channel HD QuickTime video
25:13 minutes each
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Yu Honglei produces video and mixed media works that frequently take everyday objects as their starting
points. Through playful re-arrangement of familiar elements and motifs from the cannon of Western art history,
Yu imagines new and productive possibilities for creative materials rendered all-too-familiar in books and
media.  His work examines the translation of imagery through art over time, but at the same time, he approaches
canonical works with irreverence, acting with the impetus to “culture jam” common cultural texts and to allow
viewers to see them anew. Tang has exhibited widely, namely at Shanghai Art Museum, Shanghai (2007),
National Museum of Contemporary Art, Seoul (2007), Museum of Contemporary Art, Taipei (2008), Platform
China Contemporary Art Institute, Beijing (2008), Victoria and Albert Museum, London, (2008), Museum of
Contemporary Art, Shanghai (2011) and Aike-Dellarco, Shanghai (2013).

Yu Honglei’s video and mixed media works riff on familiar motifs from the Western art historical canon and re-
imagine them through a playful but subversive culture jamming of their original meaning. Life (2013), for
example, depicts a tiled backdrop of various images and stills associated with the work of American Pop artist
Andy Warhol. Digital reproductions of his silkscreens featuring public figures like Elizabeth Taylor, Chairman
Mao, and Debbie Harry form an amalgamation of modern art iconography, while repeated images of Warhol
himself serve as a constant reminder that even after his death, the artist is still decidedly present in our art
historical consciousness. A vintage Ken doll stands in the foreground and functions as its own nod to a kind of
mass-produced iconography. Clad in a shimmering purple jacket with a Mandarin collar and red and black
stripe detail throughout, the Ken doll is fully market as a retrograde artifact and an object quite literally out of
time. Throughout, subtitles add another layer of narrativized humor and commentary, and in one still, the Ken
doll appears to declare, “This is all Andy’s fault.” The juxtaposition between various signifiers of manufacture–
the reproducible art object as epitomized by Warhol’s Factory and the mass-produced consumer toy as
represented by the Ken doll – suggests that contemporary art production is not entirely distant from the ethics
(or lack thereof) of wide-scale production of consumer goods. While deliberately funny and even playful, Life
also raises critical questions how our perception of art is inescapably mediated by the cultures of simulacra and
reproducibility inherent to our post-industrial cultural context.

Yu Honglei
b.1984, Mongolia
Life (2013)
Single HD VIdeo, Color, Sound
5 minutes
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Focusing on the temporal and spatial layers inherent in the medium of photography, Yuki Kimura constructs
relationships between photographs and exhibition spaces that imbue the act of viewing with new dynamism.

Kastura (2012) is an installation consisting of 24 black-and-white photographs of the Katsura Imperial Villa in
Kyoto bequeathed by Kimura's grandfather; free-standing structures on which they are hung; and ornamental
plants. The photographs appear to have been taken in late 1950s soon after tours of the villa were first offered to
the public. Then, as today, visitors were led by a guide and could only follow a designated route. Cross-
referencing the numbers inscribed on the back of the 24 photos and the locations where they were shot, Kimura
found that sequence of photos elegantly encapsulates the entire tour route. This prompted her to create an
installation employing the complete set of photos. Since German architect Bruno Taut lauded the Katsura
Imperial Villa in the early 20th century as the apotheosis of the Japanese aesthetic, its building have frequently
appeared in discussions of modernist architecture. Noting that the centuries-old villa and works of modernist
architecture share the structural concept of the module, Kimura devised a group of spare steel modular units, on
which the photographs are hung to create seamlessly integrated objects. In this work, Kimura replicates a time
and place captured on film around half a century earlier.

Yuki Kimura
b.1971, Japan
Katsura #16 (2012)
Gelatin silver print mounted on alpolic,
frames, iron
185.5H x 106W x 106D cm
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Focusing on the temporal and spatial layers inherent in the medium of photography, Yuki Kimura constructs
relationships between photographs and exhibition spaces that imbue the act of viewing with new dynamism.

Kastura (2012) is an installation consisting of 24 black-and-whote photographs of the Katsura Imperial Villa in
Kyoto bequeathed by Kimura's grandfather; free-standing structures on which they are hung; and ornemental
plants. The photographs appear to have been taken in late 1950s soon after tours of the villa were first offered to
the public. Then, as today, visitors were led by a guide and could only followa designated route. Cross-
referncing the numbers inscribed on the back of the 24 photos and the locations where they were shot, Kimura
found that sequence of photos elegantly encapsulates the entire tour route. This prompted her to create an
instllation employing the complete set of photos. Since German architect Bruno Taut lauded the Katsura Imperial
Villa in the early 20th century as the apotheosis of the Japanese aesthetic, its building have frequently appeared
in discussions of modernist architecture. Noting that the centuries-old villa and works of modernist architecture
share the structural concept of the module, Kimura devised a group of spare steel modular units, on which the
photographs are hung to create seamlessly intergrated objects. In this work, Kimura replicates a time and place
captured on film around half a century earlier.

Yuki Kimura
b.1971, Japan
Katsura #19 (2012)
Gelatin silver print mounted on alpolic,
frames, iron
185.5H x 106W x 106D cm
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Yung Jake
b.1990, United States
Unfollow (2014)
Digital video
4:50 minutes
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Yung Jake
b.1990, United States
Datamosh (2011)
Digital video
4:20 minutes
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Yung Jake
b.1990, United States
I don’t remember (2016)
Digital video, monitor, powder coated steel
frame, headphones and extension cord
58 seconds
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Yusuke Yamatani grew up playing music with several different punk bands. He continued his music while
studying philosophy at Rissho University in Tokyo. At twenty-two, Yamatani decided he wanted to be able to
accomplish something on his own, rather than be identified as part of a music group. He turned to photography,
initially using a girlfriend’s camera. He moved to Nagasaki, where he studied with Shomei Tomatsu, who
became a major influence as he embarked on a career on his own as a photographer. After several years he
returned to Tokyo, but soon moved away from the capital to Osaka, where he believed he would be able to
capture something local. He felt that people there are able to show their feelings emotions in public, whereas in
Tokyo, people seem to be selfish and cold-hearted in comparison. Recently he explained, "I like my photographs
to be filled with humanism rather than something sophisticated."

In his series Tsugi no yoru e (Onto the next night), 2010, Yamatani gives viewers access to the wild world of
young rockers and skaters. He prints their idiosyncratic life in ferrotyped gelatin silver prints. Using this
forgotten printing process to depict his generation, he manages successfully to reevaluate a classic approach with
a fresh understanding of it. The six black-and-white works in the Kadist collection come from this Osaka project
and present a kind of portrait of youth who meet up over skateboarding and congregate around punk rock
concerts. Out of their ennui comes a creative freedom expressed through lifestyle.

Yusuke Yamatani
b.1985, Japan
Tsugi no yoru e (Onto the next night) #04 (2010)
Ferrotyped gelatin silver prints
8H x 10W inches
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Yusuke Yamatani grew up playing music with several different punk bands. He continued his music while
studying philosophy at Rissho University in Tokyo. At twenty-two, Yamatani decided he wanted to be able to
accomplish something on his own, rather than be identified as part of a music group. He turned to photography,
initially using a girlfriend’s camera. He moved to Nagasaki, where he studied with Shomei Tomatsu, who
became a major influence as he embarked on a career on his own as a photographer. After several years he
returned to Tokyo, but soon moved away from the capital to Osaka, where he believed he would be able to
capture something local. He felt that people there are able to show their feelings emotions in public, whereas in
Tokyo, people seem to be selfish and cold-hearted in comparison. Recently he explained, "I like my photographs
to be filled with humanism rather than something sophisticated."

In his series Tsugi no yoru e (Onto the next night), 2010, Yamatani gives viewers access to the wild world of
young rockers and skaters. He prints their idiosyncratic life in ferrotyped gelatin silver prints. Using this
forgotten printing process to depict his generation, he manages successfully to reevaluate a classic approach with
a fresh understanding of it. The six black-and-white works in the Kadist collection come from this Osaka project
and present a kind of portrait of youth who meet up over skateboarding and congregate around punk rock
concerts. Out of their ennui comes a creative freedom expressed through lifestyle.

Yusuke Yamatani
b.1985, Japan
Tsugi no yoru e (Onto the next night) #13 (2010)
Ferrotyped gelatin silver prints
10H x 8W inches
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Yusuke Yamatani grew up playing music with several different punk bands. He continued his music while
studying philosophy at Rissho University in Tokyo. At twenty-two, Yamatani decided he wanted to be able to
accomplish something on his own, rather than be identified as part of a music group. He turned to photography,
initially using a girlfriend’s camera. He moved to Nagasaki, where he studied with Shomei Tomatsu, who
became a major influence as he embarked on a career on his own as a photographer. After several years he
returned to Tokyo, but soon moved away from the capital to Osaka, where he believed he would be able to
capture something local. He felt that people there are able to show their feelings emotions in public, whereas in
Tokyo, people seem to be selfish and cold-hearted in comparison. Recently he explained, "I like my photographs
to be filled with humanism rather than something sophisticated."

In his series Tsugi no yoru e (Onto the next night), 2010, Yamatani gives viewers access to the wild world of
young rockers and skaters. He prints their idiosyncratic life in ferrotyped gelatin silver prints. Using this
forgotten printing process to depict his generation, he manages successfully to reevaluate a classic approach with
a fresh understanding of it. The six black-and-white works in the Kadist collection come from this Osaka project
and present a kind of portrait of youth who meet up over skateboarding and congregate around punk rock
concerts. Out of their ennui comes a creative freedom expressed through lifestyle.

Yusuke Yamatani
b.1985, Japan
Tsugi no yoru e (Onto the next night) #21 (2010)
Ferrotyped gelatin silver prints
8H x 10W inches
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Yusuke Yamatani grew up playing music with several different punk bands. He continued his music while
studying philosophy at Rissho University in Tokyo. At twenty-two, Yamatani decided he wanted to be able to
accomplish something on his own, rather than be identified as part of a music group. He turned to photography,
initially using a girlfriend’s camera. He moved to Nagasaki, where he studied with Shomei Tomatsu, who
became a major influence as he embarked on a career on his own as a photographer. After several years he
returned to Tokyo, but soon moved away from the capital to Osaka, where he believed he would be able to
capture something local. He felt that people there are able to show their feelings emotions in public, whereas in
Tokyo, people seem to be selfish and cold-hearted in comparison. Recently he explained, "I like my photographs
to be filled with humanism rather than something sophisticated."

In his series Tsugi no yoru e (Onto the next night), 2010, Yamatani gives viewers access to the wild world of
young rockers and skaters. He prints their idiosyncratic life in ferrotyped gelatin silver prints. Using this
forgotten printing process to depict his generation, he manages successfully to reevaluate a classic approach with
a fresh understanding of it. The six black-and-white works in the Kadist collection come from this Osaka project
and present a kind of portrait of youth who meet up over skateboarding and congregate around punk rock
concerts. Out of their ennui comes a creative freedom expressed through lifestyle.

Yusuke Yamatani
b.1985, Japan
Tsugi no yoru e (Onto the next night) #45 (2010)
Ferrotyped gelatin silver prints
8H x 10W inches
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Yusuke Yamatani grew up playing music with several different punk bands. He continued his music while
studying philosophy at Rissho University in Tokyo. At twenty-two, Yamatani decided he wanted to be able to
accomplish something on his own, rather than be identified as part of a music group. He turned to photography,
initially using a girlfriend’s camera. He moved to Nagasaki, where he studied with Shomei Tomatsu, who
became a major influence as he embarked on a career on his own as a photographer. After several years he
returned to Tokyo, but soon moved away from the capital to Osaka, where he believed he would be able to
capture something local. He felt that people there are able to show their feelings emotions in public, whereas in
Tokyo, people seem to be selfish and cold-hearted in comparison. Recently he explained, "I like my photographs
to be filled with humanism rather than something sophisticated."

In his series Tsugi no yoru e (Onto the next night), 2010, Yamatani gives viewers access to the wild world of
young rockers and skaters. He prints their idiosyncratic life in ferrotyped gelatin silver prints. Using this
forgotten printing process to depict his generation, he manages successfully to reevaluate a classic approach with
a fresh understanding of it. The six black-and-white works in the Kadist collection come from this Osaka project
and present a kind of portrait of youth who meet up over skateboarding and congregate around punk rock
concerts. Out of their ennui comes a creative freedom expressed through lifestyle.

Yusuke Yamatani
b.1985, Japan
Tsugi no yoru e (Onto the next night) #46 (2010)
Ferrotyped gelatin silver prints
8H x 10W inches
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Yusuke Yamatani grew up playing music with several different punk bands. He continued his music while
studying philosophy at Rissho University in Tokyo. At twenty-two, Yamatani decided he wanted to be able to
accomplish something on his own, rather than be identified as part of a music group. He turned to photography,
initially using a girlfriend’s camera. He moved to Nagasaki, where he studied with Shomei Tomatsu, who
became a major influence as he embarked on a career on his own as a photographer. After several years he
returned to Tokyo, but soon moved away from the capital to Osaka, where he believed he would be able to
capture something local. He felt that people there are able to show their feelings emotions in public, whereas in
Tokyo, people seem to be selfish and cold-hearted in comparison. Recently he explained, "I like my photographs
to be filled with humanism rather than something sophisticated."

In his series Tsugi no yoru e (Onto the next night), 2010, Yamatani gives viewers access to the wild world of
young rockers and skaters. He prints their idiosyncratic life in ferrotyped gelatin silver prints. Using this
forgotten printing process to depict his generation, he manages successfully to reevaluate a classic approach with
a fresh understanding of it. The six black-and-white works in the Kadist collection come from this Osaka project
and present a kind of portrait of youth who meet up over skateboarding and congregate around punk rock
concerts. Out of their ennui comes a creative freedom expressed through lifestyle.

Yusuke Yamatani
b.1985, Japan
Tsugi no yoru e (Onto the next night) #49 (2010)
Ferrotyped gelatin silver prints
8H x 10W inches
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In the work of American artist Zach Reini, elements of recent pop culture mix with art historical references to
create works tinged with playfulness and darkness. Indebted to pop art as well as modernist painting, much of
Reini’s work revolves around markers that adorn the human body, defining and branding their wearer.

Particularly shaped by his own youth in the 1990s, his recent works have incorporated things like a marijuana
leaf, a dragon-emblazoned chain wallet, metal grommets, and the ubiquitous (in the 90s) Stussy symbol.
Reflecting and recouping elements from American youth culture, Reini’s works question how we package, mark,
and express ourselves through manufactured symbols of identity.

Reini has also used images of Mickey Mouse—Disney’s anthropomorphic icon—in numerous works, including
in this pair of works, The More You Want..., ...The Less You Get, from 2015. Both works are made using latex and
canvas in cut-out patterns that form the shape of the famous mouse, and his female counterpart, Minnie.  Reini’s
use of these iconic characters is pointed and swift: even the simple suggestion of a form, implied through the cuts
in the canvas, is enough to flood viewers with associations and memories. These shared pop images, which Reini
evokes through negation, through absence, become the shorthand for a modern culture bereft of real
connections.

Zach Reini
b.1990, United States
The More You Want... (2015)
Latex on canvas, cut
18H x 18W inches
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In the work of American artist Zach Reini, elements of recent pop culture mix with art historical references to
create works tinged with playfulness and darkness. Indebted to pop art as well as modernist painting, much of
Reini’s work revolves around markers that adorn the human body, defining and branding their wearer.

Particularly shaped by his own youth in the 1990s, his recent works have incorporated things like a marijuana
leaf, a dragon-emblazoned chain wallet, metal grommets, and the ubiquitous (in the 90s) Stussy symbol.
Reflecting and recouping elements from American youth culture, Reini’s works question how we package, mark,
and express ourselves through manufactured symbols of identity.

Reini has also used images of Mickey Mouse—Disney’s anthropomorphic icon—in numerous works, including
in this pair of works, The More You Want..., ...The Less You Get, from 2015. Both works are made using latex and
canvas in cut-out patterns that form the shape of the famous mouse, and his female counterpart, Minnie.  Reini’s
use of these iconic characters is pointed and swift: even the simple suggestion of a form, implied through the cuts
in the canvas, is enough to flood viewers with associations and memories. These shared pop images, which Reini
evokes through negation, through absence, become the shorthand for a modern culture bereft of real
connections.

Zach Reini
b.1990, United States
...The Less You Get (2015)
Latex on canvas, cut
18H x 18W inches
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Zai Kuning is one of Singapore’s leading avant-garde practitioners. He refuses to categorize his work, and his
output crosses multiple disciplines including painting, drawing, sculpture, installation, film and video,
experimental sound, and performance. His practice often examines the concept of the “tortured body,” and
many of his pieces explore the relationship between somatic experiences and language. He founded the
Metabolic Theater Laboratory (MTL) in 1996 to examine the relationship between physical movements and
language in Southeast Asian rituals. After disbanding the MTL in 2001, he returned to individually defined
practices such as solo performance, writing, sound, and research. His most recent work responds to histories of
indigenous people in Singapore and Indonesia including the Orang Laut and Dapunta Hyang Jayenasa.

Justice (2014) presents viewers with a curious assemblage: a wooden gallows with slightly curved spindles
protruding from the topmost plank, which in turn is covered with rudimentary netting, the threads slackly
dangling like a loose spider’s web or an rib cage that’s been cracked open. A bundle of small red rattan balls
hang from the front end of the plank, precariously knotted to a single thread hanging from the gallows’ edge. A
book hangs from similar red threads at the plank’s rear, its surfaced wrapped multiple times over with the
thread to hold it in place, the red thread resembling blood vessels or connective tissue. A strange substance
covers the book’s surface: translucent manila-hued beeswax that gives it a cream-colored luster. This assemblage
bears anthropological significance, as Zai notes, Justice reimagines the life worlds of the Orang Laut, an
indigenous nomadic tribe from Indonesia’s Riau Archipelago that migrates through maritime travel but that has
become increasingly displaced and marginalized in recent years. Each component of his installation, by
extension, draws inspiration from different objects that Zai found amongst the Orang Laut during his fifteen
years of researching the tribe. Zai tellingly does not allow his work to slip entirely towards ethnography, and he
does not describe the use value for these objects, presenting Justice instead as a creative rendering of the Orang
Laut’s “world” through a composite of their accumulated ephemera. Justice functions as both an imaginary
artifact as well as an artistic statement of resistance against forms of cultural imperialism that threatens to erase
non-mainstream cultures.

Zai Kuning
b.1964, Singapore
Justice (2014)
Mixed media (wax, wood, rattan, string)
102 x 127 x 54 cm
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Zai Kuning is one of Singapore’s leading avant-garde practitioners. He refuses to categorize his work, and his
output crosses multiple disciplines including painting, drawing, sculpture, installation, film and video,
experimental sound, and performance. His practice often examines the concept of the “tortured body,” and
many of his pieces explore the relationship between somatic experiences and language. He founded the
Metabolic Theater Laboratory (MTL) in 1996 to examine the relationship between physical movements and
language in Southeast Asian rituals. After disbanding the MTL in 2001, he returned to individually defined
practices such as solo performance, writing, sound, and research. His most recent work responds to histories of
indigenous people in Singapore and Indonesia including the Orang Laut and Dapunta Hyang Jayenasa.

Zai Kuning
b.1964, Singapore
Back to mother (2014)
Pencil, beeswax, paint, chalk on paper
100.6 x 84.5 cm
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Zai Kuning is one of Singapore’s leading avant-garde practitioners. He refuses to categorize his work, and his
output crosses multiple disciplines including painting, drawing, sculpture, installation, film and video,
experimental sound, and performance. His practice often examines the concept of the “tortured body,” and
many of his pieces explore the relationship between somatic experiences and language. He founded the
Metabolic Theater Laboratory (MTL) in 1996 to examine the relationship between physical movements and
language in Southeast Asian rituals. After disbanding the MTL in 2001, he returned to individually defined
practices such as solo performance, writing, sound, and research. His most recent work responds to histories of
indigenous people in Singapore and Indonesia including the Orang Laut and Dapunta Hyang Jayenasa.

Zai Kuning
b.1964, Singapore
Converting (2014)
Pencil, beeswax, paint, chalk on paper
106.6 x 90 cm
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Zarouhie Abdalian is one of the most interesting emerging artists to have recently graduated the California
College of the Arts in San Francisco. Abdalian’s finely executed installations, which quickly differentiated her
from her peers, often respond to their specific sites, making the viewer aware of his surroundings through subtle
gestures.

The first iteration of Flutter was specifically conceived for the Pro Arts Gallery space in Oakland in 2010, and the
version acquired by the Kadist Collection is an adaptation of it. The work consists of a mirrored structure with a
hidden motor that vibrates every so often. In this play of mirrors, the viewer first encounters his reflection, but in
time the vibration distorts the image, making self-recognition impossible and suggesting the fragility of identity.
Flutter’s reflective surfaces also evoke the architecture of office buildings that shake just so in an earthquake.

Zarouhie Abdalian
b.1982, United States
Flutter (2010)
Three panels, amplified sine sweeps, tactile
transducers, stretched mylar
90H x 38W x 3.75D inches each
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Zhang Peili is generally recognized as the first Chinese artist to use video as a primary medium. A leading figure
of the Chinese avant-garde movement and a founding member of the artist collective “Pond Society” in the
1980s, he has developed a highly respected international career. Zhang’s earlier works experimented with the
aesthetics of boredom and looked at themes of technological, social, and political control. His more recent work
interrogates viewing conventions, perceptions of time, and notions of progress through the remixing and editing
of found footage. Zhang has been a mentor to many younger Asian artists working with new media.

In the video installation A Gust of Wind, Zhang continues to explore notions of perspective and melds them
seamlessly with a veiled but incisive social critique. His ultimate goal is to reveal the ways in which social image
is constructed and to cast doubt on the ephemeral vision of a middle-class utopia offered by mass media.

https://vimeo.com/193903815

https://vimeo.com/193484029

Zhang Peili
b.1957, China
A Gust of Wind (2008)
Video installation
13:14 minutes
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Zhao Renhui’s photographic prints question fact-based presentations of conservation and highlight the manner
through which documentary, journalistic, or scientific reports sensationalize nature in order to elicit viewer
sympathy.  Zhao portrays human as figures curious about their natural environment, which is at times
mysterious and unpredictable. Through observing human behavior in front of animals rather than that of the
animals themselves, Zhao’s critical lens examines various modes of what he calls a “zoological gaze,” the manner
through which humans view animals and nature. His works create visual ambiguity so the viewer becomes
aware of assumptions made about the way images present facts. Zhao received a Bachelor of Fine Arts in
photography at Caberwell College of Arts and a Masters degree at the London College of Communication,
where he graduated with distinction.

Expedition #46 is a work from the series The Glacier Study Group, which consists of artists, scientists, activists, and
enthusiasts of glacial and polar activity in the Artic Circle to conduct scientific investigation, data collection, and
glacier sampling. Recent media attention on global warming and climate change has driven interest in increased
glacial activity. The group spends long period of each year in the harsh Arctic environment to acquire in-depth
knowledge of these changes while experiencing the landscape firsthand. Expedition #46 presents voyeuristic
images of human activity in expansive surreal glacial landscapes to elicit a sense of discovery in the viewer, who
travels by-proxy via Zhao’s photographic series.  The viewer is able to observe the Study Group’s journey in
observing their environment and engage in critical reflection of the varying documentary spectatorship deployed
in the visual discourse of environmentalism and scientific research.

Zhao  Renhui
b.1983, Singapore
Expedition #46, from the series The Glacier Study
Group (2012)
Digital pigment print
84H x 121W cm
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Zhao Renhui’s photographic prints question fact-based presentations of conservation and highlight the manner
through which documentary, journalistic, or scientific reports sensationalize nature in order to elicit viewer
sympathy.  Zhao portrays human as figures curious about their natural environment, which is at times
mysterious and unpredictable. Through observing human behavior in front of animals rather than that of the
animals themselves, Zhao’s critical lens examines various modes of what he calls a “zoological gaze,” the manner
through which humans view animals and nature. His works create visual ambiguity so the viewer becomes
aware of assumptions made about the way images present facts. Zhao received a Bachelor of Fine Arts in
photography at Caberwell College of Arts and a Masters degree at the London College of Communication,
where he graduated with distinction.

Changi, Singapore, possibly 1970s is from the series “As We Walked on Water” (2010-2012), which looks into
Singapore’s history around the phenomenon of land reclamation. After exhausting the country’s own soil from
its tiny hills and ridges, the government had to buy sand from Malaysia and Indonesia to continue its
reclamation efforts. At the early stages of a land reclamation project, the imported sand would sit idle for some
time, forming an artificial desert-like landscape. By fictionally representing these landscapes, Zhao’s image
fluctuates between history and story making, echoing the equally undermined condition of the man-made nature
of our landscapes as they gradually become part of the real environment.

Zhao  Renhui
b.1983, Singapore
Changi, Singapore, possibly 1970s from the series
As We Walked on Water (2012)
Digital pigment print
84H x 121W cm
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Zhao Renhui’s photographic prints question fact-based presentations of conservation and highlight the manner
through which documentary, journalistic, or scientific reports sensationalize nature in order to elicit viewer
sympathy.  Zhao portrays human as figures curious about their natural environment, which is at times
mysterious and unpredictable. Through observing human behavior in front of animals rather than that of the
animals themselves, Zhao’s critical lens examines various modes of what he calls a “zoological gaze,” the manner
through which humans view animals and nature. His works create visual ambiguity so the viewer becomes
aware of assumptions made about the way images present facts. Zhao received a Bachelor of Fine Arts in
photography at Caberwell College of Arts and a Masters degree at the London College of Communication,
where he graduated with distinction.

Created during Zhao Renhui’s residency at Kadist SF in 2014, Zhao Renhui began observing and cataloguing
insects inspired by the scientific impulse towards exhaustive taxonomy of Sacramento-based Dr. Martin Hauser,
Senior Insect Biosystematist at the California Department of Food and Agriculture, and longtime acquaintance of
the artist. In Villa Dei Fiori, September to November, Zhao Renhui tracked and collected multiple insects within the
everyday urban environment, either finding the insects dead or following them around for few days.

Zhao  Renhui
b.1983, Singapore
Villa Dei Fiori, September to November (2014)
Found Insects, Ethyl Alcohol, 144 Glass Vials,
wood shelf with LED light strip
60 x 40 mm diameter each
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Zhao Renhui’s photographic prints question fact-based presentations of conservation and highlight the manner
through which documentary, journalistic, or scientific reports sensationalize nature in order to elicit viewer
sympathy.  Zhao portrays human as figures curious about their natural environment, which is at times
mysterious and unpredictable. Through observing human behavior in front of animals rather than that of the
animals themselves, Zhao’s critical lens examines various modes of what he calls a “zoological gaze,” the manner
through which humans view animals and nature. His works create visual ambiguity so the viewer becomes
aware of assumptions made about the way images present facts. Zhao received a Bachelor of Fine Arts in
photography at Caberwell College of Arts and a Masters degree at the London College of Communication,
where he graduated with distinction.

Created during Zhao Renhui’s residency at Kadist SF in 2014, the photographic grid features a selection of some
6,000 members from single family of flies –hoverfly– identified over the last 25 years by Sacramento-based Dr.
Martin Hauser, Senior Insect Biosystematist at the California Department of Food and Agriculture and longtime
acquaintance of the artist. Worldwide specialist of hoverflies, Dr. Hauser collected the insect and meticulously
sorted them out. The label below each fly indicates the country where it is from, its species, its size, etc. Some of
the hoverflies look like bees and wasps, for a yet-unknown reason. During his career, Dr. Hauser identified many
new species of hoverfly: holotypes, the single specimen upon which new nominal species are based (red tag),
and isotypes that follow duplicates of the holotypes (green tags). By colliding these scientific methods of
explaining the world with visual art, Zhao Renhui perhaps invites critical reflection on human’s thrift for
objective knowledge and datas by blurring the lines between objective documentation and fictional narrative.

Zhao  Renhui
b.1983, Singapore
He counts the stars and call them all by name
(2014)
C-print
83H x 60W inches
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There is no single entry to the practice of Zhou Tao, who denies the existence of any singular or real narrative or
space. Through often subtle and humorous interactions with people, things, actions, and situations, Zhou’s
videos invites us to experience the multiple trajectories of reality—what he calls the “folding scenario” or the
“zone with folds.” For him, the use of video is not a deliberate choice of artistic language or medium, instead the
operation of the camera is a way of being that blends itself with everyday life.

Created for the Seventh Shanghai Biennale at the Shanghai Art Museum, Zhou Tao’s 1,2,3,4 records morning
staff meetings in over forty shops and companies in the immediate vicinity of the People’s Square. Regardless of
occupation, the employees count off and move in step to the rhythms of their companies’ corporate songs or
chants, which are meant to build team spirit and corporate loyalty. Zhou’s practice alchemizes the ordinary
surroundings into a theatre where his camera is not simply a recording apparatus but an extension of existence.
The images it produces are not just detached spectacles: They are the agents that reveal the theatrical details
suffused in mundane life.

 https://vimeo.com/191859413

ZHOU Tao
b.1976, China
One Two Three Four (2008)
Single-channel video
3:33 minutes
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There is no single entry to the practice of Zhou Tao, who denies the existence of any singular or real narrative or
space. Through often subtle and humorous interactions with people, things, actions, and situations, Zhou’s
videos invites us to experience the multiple trajectories of reality—what he calls the “folding scenario” or the
“zone with folds.” For him, the use of video is not a deliberate choice of artistic language or medium, instead the
operation of the camera is a way of being that blends itself with everyday life.

For over five months, Zhou situated himself in an underdeveloped village surrounded by the high skyscrapers of
Guangzhou to produce South Stone. Interweaving footage of a village’s landscape, residents, and animals with
his seemingly absurd interventions with the place, South Stone indicates the equally incoherent social reality.
Fluctuating between documentary and fiction, the film catalyzes alternative connections in time, and the
emergence of imaginative spaces. Zhou’s practice alchemizes the ordinary surroundings into a theatre where he
superimposes and interchanges the background and the stage, the viewer and the actor, the fact and the story
line, the documentation and the representation. His camera is not simply a recording apparatus but an extension
of existence, which requires active participation. The images it produces are not just detached spectacles: They
are the agents that reveal the theatrical details suffused in mundane life.

 https://vimeo.com/191881090

ZHOU Tao
b.1976, China
South Stone (2011)
Single-channel video and 36 digital prints
24:57 minutes
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Pioneer of video art in China, Zhu Jia’s works have often dealt with ‘realness’ and everyday life, though often in
unconventional ways. One of his most famous pieces, 1994’s Forever, saw him fix a camera onto the wheel of a
Forever tricycle and pedal it around the streets of Beijing. The resulting video is a disorientating, constantly
spinning and almost nausea-inducing tour of the city. Both Forever and 2002’s Never Take Off, which features a
plane infinitely taxiing along a runway, have established Zhu as a pioneer of video art in China, together with
Zhang Peili. Despite their leading roles in China’s video art scene, both were classically trained at two of the
country’s most prominent art academies, Zhang in Hangzhou and Zhu in Beijing.

In this four-channel 10 min video installation different episodes play simultaneously on the four screens. The
artist has arranged several different scenarios and symbolic props which make it easy for viewers to feel the
pervasive ambiguity which cannot be put into words. On the one hand, our imagination is tempted by the
delicate details, but on the other hand, our imagination is limited through a very rigorous structure. The gradual
increasing sound of the violin - musicians pulling repeatedly with A in C major tortures the audience's visual
and hearing senses. A man with a hand full of colorful balloons, moves his arm rhythmically up and down. A
young girl sits, smiling, on the mattress covered by flowers. The shadows of a flying flag reflect on the wall.
Through a language full of hints, the artist wants to express critical attitude towards control.

ZHU Jia
b.1963, China
Colorful Balloons (2015)
Multi-channel video
10 minutes each
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Zon Ito was born in 1971 in Osaka. He graduated from Kyoto City University of Arts in 1996 and currently lives
and works in Kyoto. Ito’s fascination for things natural is at the core of his artistic vocabulary, described in a
variety of lowbrow media, including drawing, embroidery, book-making, and animation. Ito privileges media
that were somewhat peripheral to much 20th-century artistic practice (when embroidery and clay modelling had
the stigma of being too crafty), which he employs to create hybrid landscapes and fantastical dream scenes.

This embroidery on fabric tackles the oneiric and the uncanny to bring about visions of the world. One can
discern the methods of nihonga painting (the traditional Japanese style that renders landscape and forms out of
subtle shadows), but Ito upsets the balance by destroying perspective. His work is staunchly non-narrative. The
scene entails embroidered grass, a waterfall and a floating mountain range. The loose constellation of coloured,
embroidered wisps defies pictorial or narrative interpretation.

Zon Ito
b.1971, Japan
Soft Rock Valley (2013)
Embroidery on fabric (wooden panel)
160H x 80W cm each (63H x 31 1/2W inches)




