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The Macalline Center of Art's spring exhibition, An Atlas of the Difficult World
showcases videos, paintings, installations, sculptures and other art forms. This
exhibition features works across various mediums by 20 artists of different
nationalities and spanning multiple generations. The title alludes to the poignant
collection of poems by American feminist poet Adrienne Rich (1929-2012). The
exhibition is a tentative response to the tumultuous and unfathomable conditions of
tfoday’s world, illustrating the deep-seated conflicts and anxieties of the times we live
n, while at the same time, summoning a hope sparked by individual activism and
creativity.

Rich’s collection of poems vividly charts the genesis of a world rife with unsettling
isions. Amidst that “fissured, cracked terrain” lies the “wreckage, dreck and
waste,”* and yet these ruins become, paradoxically and suitably, the very “materials”
for her poetry. Like Rich, the artists of An Atlas of the Difficult World share a
fascination with the ruins of reality they find in their surroundings. Whether pertaining
to the body, emotion, technology, or nature, these fragments are snipped from diverse
histories and marked by disparate textures and structures; nevertheless, as “materials”
for artistic creation, they are extracted, refined, and reshaped into something new.
An Atlas of the Difficult World prophecies an unstable poetics—a superimposed and
polyphonic consciousness that allows the energy of art to cling to the images that
efract light off one another: a segment of animal skeleton rendered in metal, a group
of Filipina maids playing card games, a submarine that is incapable of sinking...Each
carries remnants of the world’s secrets.

An Atlas of the Difficult World is a micro-universe that mirrors reality. Within this
miniature world, the fragile, vulnerable, and insignificant find resonance with the
solemn, grand, magnificent. Each work harbors a hidden narrative, an ever developing
llusion, and a specific moment both indescribable and profound. During the
exhibition, MACA’s gallery space will temporarily transform into a work-in-progress,
nviting the audience to step into a time-space where rupture and connection coexist.
Here, they are encouraged to lean into a certain deliberate sense of “loss” and
‘discomfort”, and when they are unsure of where to go next to turn their gaze inward
fo contemplate their own existence, allowing themselves to experience the revelatory
power of art.

The works exhibited in An Atlas of the Difficult World are all from the collections

of MACA and its founder, Che Xuangiao. The exhibition is jointly curated by Yang
Beichen (Director of MACA), Huang Wenlong (Curator at MACA), and Wang Jianan
Assistant Curator at MACA).

Irand** are excerpted from the first part of the collection’s titular poem, An Atlas of the Difficult World.
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IThe hanging Sap sculpture continu¢s Echard’s investigation into the limits of
mmersion of natural and manufactired materials. The streaked silhouettes,
evoking flowing resin or tree sap, also bring to mind spiraling DNA patterns or

ose alternating rhythm is replicated through

succession of beads. The referencing of DNA spiral patterns may indicate

logical information related to sexuality,
ithin genes. According to Echard, “it’s about

turning art into another body so it epters into a system of sensory relationships
with matter, like with plants for example.”
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Wavel is made from a coated polyst
cosmetic container. Through a time
sanding around the polystyrene pag
into a biomorphic form. Therefore, t
packaging material becomes a solig
at the front of the sculpture, its rosy
body, suggesting a navel with both
intentionally on an eye level similar
when seen from the back, the hollo
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yrene packaging, a seashell and a
consuming prgcess of coating and
kaging, its gengeric form slowly evolved
he light weight pnd disposable quality of
object that encapsulates time. Looking
coloured form |references to the human
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concave and convex shape. It is placed
o an ethnologi¢al display in a museum, so
form suggests an ethnological mask.
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lLost Hotel G
It is about th
are steps an
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the process
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omes from Chen Wei's “New City” project started in 2013.

e imagination of a new city and its status quo in flux. There

d handrails on the ground, while the main building has

. As a part of the whole construction, the staircase is isolated
d of its function. What is left behind is a temporary sculpture in
and a missed scene of everyday life.
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David Douard’s boxes are con
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ceived as interstices

5 are haunted by ele

where elements of the

scraps, and flowersg are taken out of their

i to cohabit in a bounded space, like in a fence.
he boxes is a form of resistance to the austerity
wing in the cracks of{asphalt. Reminiscent of a
erased and then redone in an eternal stutter,

ments eroded by time such

bnly found on the streets and bus station signs,

which represent a form of defiance against the angnymity of urban space.
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Feng Zhixuan
Wind Chimes - Sousa Chinensis

R — iRk

Wind Chimes - Sousa Chinensis seeks to transcend the
constraints of time through artistic practices. Blending
traditional sand-casting techniques with 3D printing, the work
uses aluminum to recreate the skeleton of a Sousa Chinensis,
commonly known as the Chinese white dolphin. Stone-
age technologies of boat building, fishing tool making, and

eapon development seamlessly merge with the modern-day
manufacturing of alloy fasteners. This endangered species is thus
endowed with new form and meaning. Gracefully suspended in
the sky, the sculpture resembles a celestial being descending, its
quivering wings seemingly whispering a tale of the alternation and
resonance between the fragile and the magnificent.
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Gong Jian
Goddess No. 4
4 No. 4

entitled “Baizanting Xiaoqu” (literal
called goddess in the center of the
andmark The Little Mermaid. The

yet the artist situates it in an envirorn
cultural misplacement exists; Hans
Mermaid versus the title of the work
Chinese garden in the apartment cd
neoclassical-style sculpture versus
realism since the 1980s. The artist ¢
mage, using light, composition, an

pverlap and disconnect between ari
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(Goddess No. 4 is based on the landscape of a Chinese apartment complex

ranslate: Byzantine compound). The so-
painting is derived from the iconic Danish
ork involves displacements with a twofold

significance: firstly, a visual misplacement where the bronze statue of The Little
Vlermaid against a backdrop of blu¢ sea is ingrained in the people’s mind,

ment rich with greenery; and secondly, a
Christian Andersen’s fairy tale The Little
Goddess, the European landmark versus
mplex, and the 19th-century European
public sculptures in China rooted in socialist
hose realistic techniques in realizing this

i perspective to enhance a landscape that

s both real and fantastical. Gong Jign’s work during this period responds to the
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[The Sun! Sun! No. 8 is created wit
everything originates from within. 7
n the darkroom, covered them wit
then placed them under the sun. U
gathered into the black paper, and
smoking - like the children’s game
magnifying glass. When it is sunny|
at home or outdoors, which is full

‘Indeed, the consensus is that the
acknowledged symbolic object, w
expressing my beliefs through this

FMsZE

Jiang Pengyi

Sun! Sun! No. 8

APFH! XFH! No.
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nhout the use of cameras and lenses;
[he artist placed films in film holders
h pieces of opaque black paper, and
sing a magnifying glass, sun ray was
the paper was then removed until

bf contingency. According to Jiang,
sun is an indisputable and widely

medium.”
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burning paper and match heads with a
it is easy to conduct near the window

hich fuels my interest and confidence in
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On the cement pedestal of this piece, a giant rock
upon the end of a metal bar, which is put upon ang
metal bar and then another rock. One rock plus on
bar become a unit; and A Straight Line Extended ¢
of four of this kind of units. Theoretically, this comk
could be extended from both ends infinitely. “Line
extended” is an action that is contrary to the conc
line”. Also, same as the paradox of “extending a lin
end points”, it is usually ignored that “lines actually
exist in the real world”. Perhaps the basis on whick
build our cognition is mediocre or even fallacious.
our cognition is imperfect and bounded, it is alway
delicate balance, just as A Straight Line Extended
balanced sculpture standing in the exhibition spac
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The Chinese ch
“Work hard, Wq
employed at a
phrasing, which
withered, ochre
and “Slave shig
stance. Liao Gy
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playfulness in h
well as the gian

state-owned media company,

nting traditions. At the same ti

aracters in the painting refer t
rk steadfastly, Work ingenious|

later became the inspiration
leaves evoke a clashing cont
” mentioned in the work’s title
ohe’s work directly challengeg
omptu brushstrokes and raw ¢

is painting, evident in the lexig
t “X” that structures the pictor

the widespread slogans in the real world:
ly.” From 2001 to 2008, the artist was

where he developed a knack for bureaucratic
d foundation for his artistic expression. The

n
Lst with the azure blue background. The “X”

speak volumes about the artist’s unvoiced
the classical painting aesthetics. His

anvas underscore the artist’s defiance against
me, to some extent, the sense of humor and
al deconstruction and rearrangement, as

al plane, softens the work’s otherwise blunt
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The video divides the screen evenly into four
sections, presenting television footages of
football players from various countries singing
their national anthems: players and ball boys
standing in orderly rows in their uniforms,
politicians standing in the stadium stands,
and audiences holding national flag. National
anthems play one after another, corresponding
to people from different countries adhering

to similar social norms. The collective singing
as a ritual to reinforce the emotional ties

of the community, has appeared at large-
scale events throughout history around the
world. The common singing rituals before

the opening of sports events are juxtaposed
on the same electronic screen, reflecting

on issues of identity, nationality, belonging,
power, media, etc.
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The _I?rowning - The Windy Part
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The Drowning presents a serigs of E-textile sculptures. Inspired by the painting Ophelia

by John Everett Millais, this w
a pictorial announcement of h
holding hands surrounded by
the deep longing for love and

Shao transforms mundane, dgcorative cosmetic elements into a hanging structure of
artificial vines, branches and webs. Moreover, equipped with various kinds of electronics,
this work resembles the ambignt of a secret hidden pond, fulfilled with multiple layers of

insect-like noises, intricate tw

viewers experience an abstradt yet detail-oriented post-digital living habitat.
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brk creates a water pond-like space. The painting depicts

er death. However, the semi-awakening face or the loosely
reshly-picked flowers revealed her complicated feelings and
ife. Applying different hand-sewing and knotting techniques,

ists of liquid flows, and rhythmic movements of breezes. The
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Moi Méme Moitié Le Momo is part of Shen’s sculpture series Misery Whip,
the title of which is sampled from the slang of two-man crosscut-saw that
was commonly employed by lumberjacks before the invention of modern
electric chainsaw. The poetic quality of the term comes from the physical
burden caused by this specific type of heavy labor. The day-long sawing
is considered truly a misery, implying the instrumentalization of the body
as the one operating the tool eventually becomes part of the tool. “Momo
stands for the nickname of French avant-garde artist Antonin Artaud.
Expanding from his theory of the Theatre of Cruelty, Shen conceptualizes
carnivalesque as a form of the macabre, contrasting daily reality with the
play between subtle seduction and vicious destruction. Physical body,
the apparent prey of this grand persecution, is conspicuously absent in
Shen’s practice, but in return, is symbolically manipulated as a medium,
metaphorically turned into the “misery whip”.

”»
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In Gunne Sax, $hen borrows the form of a “shame fiddle”, a violin-shaped historical
implements of punishment for those convicted of petty crimes, usually for female criminals.

This torture de
the restraint de|
attempts to bre
endless loop. A
mechanism, col
seemingly fami
the restoration
twisted: a gamg

1202

Y284 gl e

1c0c
XBS euunn

ice is now adapted in fetishism and body modification culture. Combining

vice with a toy labyrinth, Shen suggests that a “shame fiddle” victim’s
ak free is what controls the movements of the mirrored ball bearings in an

nd the metal ball-bearings in the maze, an important part of this gaming
rrespond to the pathological stones in human body. In Shen’s practice,
iar objects are discreetly transformed into sugarcoated pitfalls through
of materiality as their original functionality is mischievously disarmed and
2 with no way to win and no prize to gain.
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Untitled
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n 1982, the 33-year-old Swiss artist Vivian Suter
moved to Guatemala, where she has been living and
orking ever since. Abstract expressionism, color
theories, and particularly the natural environment
surrounding her serve as the wellsprings of
nspiration for her art practice. Landslides once
damaged the storage barn for her works, initially
eading her to view natural disasters as destructive
forces marring her canvases. However, she later
embraced the ecological system as a collaborator,
seeing the paintings’ accumulation in nature and
over time as an integral part of her creative process.
Suter often hangs canvases on trees or lays them
flat on sandy ground, allowing dust, soil, mud,
foliage, rain, animals, insects, and other matters

to leave their marks on the surface. Within the
exhibition gallery, the three paintings suspended in
the air mimic their natural status in the artist’s open-
air studio at home; each canvas retains its distinct
ndividuality while simultaneously forming intimate
sensory connections with nearby canvases.
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IThe photograph depicts women playing card
evening. Foreign domestic helpers in Hong K
every week, and they usually gather on cardh
days off. In this work, the faces of the card p
not in the shot at all; it is the gestures and th
that nearly render the image mannerist, and i
work itself - play. Since the early 1990s, Tillm
kind of subjectivity in photography, pairing pl
the persistent questioning of existing values
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[ responds to the content of the
ans’ works have epitomized a new
ayfulness with social critique and
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This collection of pri

hich Wu Shanzhuaj
ncluding “perfect br
best sides 1995” etq
o transform the Uni
adopted by the Unit
Declaration. This invi
humans into ones wi|
signifying property ri
on the very concept
signification of emary
of “equality”, but ins
circumstance throug
hings, and how the

prevailing systems o

Referencing Jianhong Huang’s

hts features a multitude of symbols and images

n and Inga Svala Thoérsdéttir created in the 1990s,
ackets” “sex mono” and “showing China from its

. In 1995, Wu and Thérsdéttir undertook a project
ersal Declaration of Human Rights, a document

d Nations in 1948, into the Thing’s Right(s)

pblved meticulously converting phrases centered on
th “things” as the subjects. However, rather than
ghts, “Thing’s Right(s)” actually stands as a reflection
of “human rights”. To begin with, the profound
cipating “things” does not lie in the abstract ideal
tead in the understanding of oneself and one’s

h things, the initiative of one’s practice propelled by
emancipation of these “things”, restoring them to

‘strangeness”, allows us to escape the restraints imposed upon us by

f things.*

rticle Thing’s Right(s) and Topology (2017)
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Wu Shanzhuan

Bracketed Spinal and
Its Three Layers of Personality

IR ERN=EANE

The human figures in this painting, arranged clockwise from top

to bottom, represent Narcissus,

Sisyphus, and Echo, respectively

symbolizing the narcissist, the action-taking person, and the one who

waits. The artists merge these “

hree layers of personalities” with the

images of “bracketed spiral” they create — a term they have coined

by applying a spiral pattern ontg the “perfect brackets” (two vertically

flipped brackets infinitely pulled

closer until they intersect). The resulting

image can appear in the form of| infinite recursion. By pairing common

mathematical graphs, the artistq strive to achieve a type of beauty and
reconciliation associated with truth (reason).
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Yang Jian

170160

Yang Jian considers his paintings as a constellatio
contributes to the system building of his future arti
articulate what the artist stresses as a clear distinc
artist’s paintings” and “a painter’s paintings”. More|
nto the future, the works honestly embody the tan
iving under societal forces, offering a counteractio
of discipline. Fire hoses form an unconventional frg
metaphorically besieging the paintings. Collapsed
suggest the once powerful release and the looming
rebuilds, a synecdoche for certain forms of discipli
resistance.
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ng with its intense and vibrant colors,

resembles the stained glass windows of the church, immediately evoking
its usual presence in religious settings and its function of promoting sacred
narratives. The text on the lightbox is excerpted from “Sudden Rise at

a Given Tune”, a performancetext by Wu Tsang and poet Fred Moton:

machine has its power to individuate. They

kill him everyday and grace is everywhere.” The interpretation of the text
is constantly interrupted by the grid structure, making it obscure and
unrecognizable. The interplay petween faith and violence, gathering and
isolation, love and hatred creates a dreamlike atmosphere.

1titled (Window #3)
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We Hold Where Study
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e Hold Where Study
oten’s notion of “stu
ociality that queer, tra
rehearse in their existe
This kind of study is d
accreditation or the ed
mprovement; instead
time with each other, d
together, without an el
ever escape the feelin

rhythm of study into n

two moving bodies th
combined relationship|
their motion - gravity,
A physical/emotional t
movement that leaves|
and enlivened.”

[Text edited from Wu Tsang: Sustain,
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builds on Stefano Harney and Fred

dy”, which refers to the mode of

ns, and black lives continuously
ntial entanglements with one another.

sconnected from credit, individual

uation of capitalist efficiency with
it is about gathering and spending
etermining what needs to be learnt

nd-point or any sense that we will
g that we are permanently immature,
ncomplete, without credit. The work translates the social

ovements of contact improvisation, a

dance form that is “based on the communication between
at are in physical contact and their

to the physical laws that govern

momentum, inertia...bringing forth
ruth about a shared moment of

the participants informed, centered,

d Glass (2017) by Alvin Li
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In 2005, an American nuclear subn
underwater mountain in the Pacific
and David Kelley constructed their
'Yangtze River in China, just below {
a Chinese opera troupe on board, ]
performance exploring space, iden

imagination. The work is inspired fr
Chairman Mao’s many swims in thg
lLeagues Under the Sea, and contel
development and imaginaries of th
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Flotsam Jetsam

arine crashed into an uncharted
Ocean. Ty
own submarine and launched it in the

o years later, artists Patty Chang

horges Dam. With members of

he sub’s journey becomes an imaginative
ity and memory. These fragmented,
\vernacular narratives compose a third narratiye which links landscape to

pm a broad collection of sources including:
Yangtze,
porary news’ exposing on economic
e Asia’s modernization.

Jules Verne’s Twenty Thousand

—REEEZBREE E— BT FEERAWL .
EARKKBMAL - HMBSTRETMIIES
HEEERBZBAMBKIT TEAK £
FREKEIE R RS T, BENREZZERT 7R



KR RERE (HETF 1986 F, %
Ef/RE) MEFIETEEER. KE
IREBUEYZMR. RRBEBEEURTA
EEARR, EERRNTHS. a85
RAZ BRI X R, MEIEIEEMSFE
T—— MR, EBEFBFIIN——HIRK
EI7IREBTFMRITX . FFRA5 5 AR B
RIEE S MR PR EAFRMT B
IR, MBMBEIFSIE, XFPRERM
IR SR ER S, tBASHMEER
T IEE W HEXN RNERESD, R
FBOR] “IEBR7 BUBKIEIRIL

Mimosa Echard (b. 1986, Ales, France), now
ives and works in Paris, France. Mimosa
Echard draws on biological research, histories
pf experimental cinema and her own life to
create works that play with the relationship
petween sexuality, synthesis, and perception.
Working across various media—from sculpture
o installation to video games—her work is
driven by ongoing and contradictory processes
pf absorption, accumulation and circulation,
pbserved in phenomena as diverse as popular
culture, metabolic systems or electromagnetic
spectra. Attentive to the invisible or latent
potential of the materials she uses, her
passemblages and installations displace the
capacity of language to know its object,
allowing new and “unnatural” associations to
proliferate.
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Leelee Chan (b. 1984, Hong Kong, China)
makes enigmatic sculptures that incorporate
urban debris, ancient artifacts, natural
Materials, industrial and mundane products,
generating visual paradoxes in which these
pbjects move seamlessly between past,
present and future. Her sculptures reflect

the shifting urban fabric in her immediate
surroundings in Hong Kong. The artist pushes
the limits of her objects’ physicality and
expands the possibilities of the language of
pbstraction. Chan’s visceral exploration of

the unknown encapsulates her interest in
urbanism, architecture, material culture, craft,
and antiquities. Her interplay of abstract forms,
ntricate details, and unexpected materials calls
for a physical experience and encourages a
new way of seeing and perceiving.
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IChen Wei (b. 1980, Zhejiang, China) lives

land works in Beijing. Initially a sound and
performance artist, Chen Wei's interest
developed into photo, video and installation
lart. Staged mise-en-scéne and scenario re-
lenacting are often seen in Chen’s photography.
In recent years, he has been working on the
icombination of stage setting and multi-media
installation as an on-site extension in his work.

19 UayD

33

2

KB -#FER (HAETF 1983 &, EEMK
ER) REBTHETZEEERR. EBSEX
T - A F/RIEmBIEM, M@ BRI
XAFFR, MRS, HIRLRERE
(EmBTER. KT - HATBESENEIE
kL, BASMESR. BE. BiEl. &S
MR Fa, MUBENAXEMENED
R EE, A KRTETILNF
IRHHMFRAZR, ERHNLE=ZEN
[E#HT —%,

David Douard (b. 1983, Perpignan, France)
ives and works in Aubetvilliers, France.
Language is the very basis of David Douard’s
work. The texts and poems he collects on
the Internet are manipulated, transformed in
order to become a vital flow, feeding into his
sculptures. Through language as an ingredient,
David Douard redefines space as hybrid and
collective by injecting anonymous, chaotic,
deviant, ill and frustrating poems in it. As he
recreates an infected environment where the
real world used to be, the fantasy brought by
new digital technologies expands.
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Feng Zhixuan (b. 1993, Zhejiang, China)
eceived his BA from China Academy of Art
n 2015 and MA from Royal College of Art in
P018. He is constantly inspired by multiple life
and artistic experiences. His work provokes
cultural resonance through gradations of non-
ictional materials, which he uses to produce
historical action. The cultural elements in his
orks are revealed from a highly personalized
material form, transformed through historical
and improvisational narratives, thus creating
nomadic civilizations that function across time
and space.
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Gong Jian (b. 1978) graduated from Hubei
nstitute of Fine Arts in 2001, currently lives

and works in Wuhan. Gong Jian’s works
nvolve diverse mediums such as painting,
photography, and installation. He has always
peen exploring new possibilities. From his
previous “bad painting” style to attempts at
conceptualist abstraction, to the retrospection
pf the works of pre and early-modernism,

he artist sought to shed light on a range of
undamental issues in painting. As a typical
case in the contemporary Chinese painting
system, Gong Jian has always been committed
o establishing his path in social intervention
and genre advancement, combining oil painting
materials with the pre-socialist realism painting
style.
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Jiang Pengyi (b. 1977, Yuanjiang, Hunan,
IChina) graduated from the China Academy of
IArt, and currently lives and works in Beijing.
Jiang creates a kind of surreal spectacle and
delicate narration of the scene, mostly, by
photo and video, to reveal the barriers and
lconfusions of the individuals.
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Liao Fei (b. 1981, Jingdezhen, Jiangxi, China)
graduated from Shanghai Normal University

n 2006. He is now based in Shanghai. Liao

Fei explores the relationship and tension in
Imaterials in his works - between reality and
lgeometry, between cognition and mysticism,
between duality and simplification. Following
the kernel of “material”, the creation of Liao Fei
has always been alert to the rule itself and its
consequent “truth”, aspiring to approximate
the essence of the material in a more practical
approach. While drawing attention to the
broader concepts related to these relationships,
his works also reveal the metaphysical
temperament contained in everyday materials.
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Liao Guohe (b. 1977, Kolkata, India) graduated
from the University of California, Santa
Barbara in 2001, majoring in mechanical
drawing, and currently lives and works in
IChangsha and Beijing. Liao certainly is playful
land mischievous; when many are tired of
icontemporary art relying upon but, at the

lsame time, calling into question the system, he
lseems to break past ideological games, trusting
the autonomy of images, believing “the truth in
painting” to move the viewers like a breeze.
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IAntoni Muntadas (b. 1942, Barcelona, Spain)
s an internationally acclaimed pioneer of
media art and conceptual art. He has lived

and worked in New York City since 1971,

and developed art projects around the world.
[Through his works, Muntadas addresses social,
political and communication issues such as the
relationship between public and private space
ithin social frameworks, and investigates
channels of information and the ways they

Imay be used to censor or promulgate ideas.
His projects are presented in different media
ncluding photography, video, publications, the
nternet, installations and urban interventions.
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Shao Chun is a new-media artist. She
completed her undergraduate studies in the
department of Fine Art at the China Academy
of Art, Hangzhou, in 2010. In 2013, she
obtained an MFA degree in performance art
from the School of the Art Institute of Chicago.
She received her Ph.D. from the University of
Washington in Seattle in 2019. Her research
nterests encompass multimedia installation,
e-textiles, post-internet art and design fiction.
[The artist has been dedicated to exploring the
ntricate relationship between the human body
fand digital technologies (‘digital intimacy’)

and the resulting emotional dependencies.
Her recent work combines traditional craft

ith computer programming to explore the
Aesthetics of interaction as reflections upon our
digitized contemporary life.
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Sydney Shen (b. 1989, New Jersy, United
States) now lives and works in New York. Shen
uses sculptures and installations to create
an atmosphere of wretched apprehension,
examining the limitation of mentality through
the extremity of the physical body. Exploring
through various sources from historical and
contemporary art history, including but not
imited to medieval excruciation, supernatural
horror fiction, and Internet subcultures, Shen
frankensteins organic and fabricated materials
such as Chinese and Western medical
Apparatus and instruments, graphic designed
lornaments, and biological specimens. With the
enticing but horrifying duality in her work, Shen
Imanages to drag the audiences into the bizarre
et motley world she creates, directs and
performs in.
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Vivian Suter was born in Buenos Aires,
IArgentina; studied in Basel, Switzerland;

and currently lives and works in Panajachel,
Guatemala. Based in Guatemala for the past
thirty years, Vivian Suter frequently draws

on the environment around her by gesturally
referencing the sun, rain, wind, and trees
throughout her work and tactically incorporating
eroded dirt, animal life, rainwater, and plant
matter onto the untreated surfaces of her
canvases. A disruption of material hierarchy,
Suter places the components of her studio on
equal footing with the biological world.
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Wolfgang Tillmans (b. 1968 Remscheid,
Germany) lives and works in both London

and Berlin. Since the early 1990s, his works
have epitomized a new kind of subjectivity in
photography, pairing intimacy and playfulness
ith social critique and the persistent
guestioning of existing values and hierarchies.
Through his seamless integration of genres,
subjects, techniques, and exhibition strategies,
he has expanded conventional ways of
approaching the medium and his practice
continues to address the fundamental question
of what it means to create pictures in an
ncreasingly image-saturated world.
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Wu Shanzhuan (b. 1960, China) graduated
from Normal Department of the Zhejiang Art
Academy in 1986 and later graduated from the
Hochschule fir bildende Kiinste in Hamburg in
[1995. He founded 1985 founded Red Humour
n 1985 and Red Humour International in 1990.
nga Svala Thérsdéttir (b. 1966, Iceland)
gratuated from Painting Department of the
celandic School of Arts and Crafts in 1991,
land later gratuated from the Hochschule fir
bildende Kiinste in Hamburg in 1995. She
founded Thor’s Daughter’s Pulverization Service
n 1993 and BORG in 1999.

Since 1991 Thérsdoéttir and Wu have been
working and exhibiting collaboratively and
orking as independent artists as well.

They live and work in Hamburg, Iceland and
Shanghai.
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Yang Jian (b. 1982, Fujian, China) lives

and works in Beijing. Through his concern
for the most insignificant subjects and the
pertinence of his narrative framework, Yang
Uian attempts to use his artistic creation to stir
up habitual experiences and the restrictions
and stipulations imposed on daily life. At face
alue, this kind of joking and teasing - both
theatrical and humorous at the same time

- is diametrically opposed to a great many
previous performance methods that related
explicitly to Realpolitik. Oftentimes the artist
constructs grotesqueness to reach the shore
opposite to that of the truth. Either that or he
uses randomness and coincidence to unfurl
A vigorous, technical rhetoric, whereby he
uncovers a logical revolt hidden beneath
everyday appearances.
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Wu Tsang (b. 1982, United States) currently
lives and works in Berlin and New York. Tsang
is a renowned filmmaker and visual artist

ho’s practice encompasses moving image,
installtion, performace and sculpture and
shifts among documentary, intervention and
fiction. Tsang combines documentary and
narrative techniques with fantastical detours
into the imaginary in works that explore hidden
histories, marginalized narratives, and the act of
performing itself. Tsang re-imagines racialized,
lgendered representations beyond the visible
frame to encompass the multiple and shifting
perspectives through which we experience the
social realm.
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Patty Chang is a Los Angeles based artist
and educator who uses performance,
ideo, installation and narrative forms when
considering identity, gender, transnationalism,
colonial legacies, the environment, large-
scale infrastructural projects, and impacted
subjectivities. Her museum exhibition and book
The Wandering Lake investigates the landscapes
mpacted by large scale human-engineered

ater projects such as the Soviet mission to
rrigate the waters from the Aral Sea, as well as
the longest aqueduct in the world, the South to
North Water Diversion Project in China. Her most
ecent collaborative project, “Learning Endings”,
s a multi-part interdisciplinary research that has
surfaced amidst the overlapping contexts of
climate crisis, threatened ocean ecosystems, and
challenges to scientific expertise. It examines
the work of scientists who perform necropsies
of dead marine mammals as unacknowledged
‘orms of attention and care, and explores how
arious kinds of art practice can support this
care work.
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David Kelley (b. Portland, United States) lives
in Los Angeles, United States. David Kelley

is an artist working with photography, video,
land installation. His recent projects draw
lattention to the effects of global capitalism,
resource extraction, and shifting physical and
political landscapes. Influenced by a range of
isual traditions, Kelley draws upon elements
lof experimental documentary, ethnography,
performance, and avant-garde cinema. By
orking at the intersection of these strategies,
he encourages an understanding of his subjects
that is simultaneously direct and speculative.
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Cover Image Artwork: Wu Tsang, Untitled (Window #3) ,
2017, stained glass, light box, 200x150x40 cm
Image courtesy of artist and Antenna Space
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IThe Macalline Center of Art (MACA) is a non-
profit art institution located in the 798 Art District
lof Beijing and officially inaugurated its space

lon January 15, 2022. Occupying a two-story
building with a total area of 900 square meters,
MACA unites artists, curators, and other art and
lcultural practitioners from around the world.
IThrough its diverse, ongoing, and collaborative
lapproaches, the Center establishes a new site
lon the contemporary art scene. Guided by the
“work of artists” and backed by interdisciplinary
research, the Center aims to bring together a
lcommunity passionate about art and devoted to
the “contemporary” moment so as to respond
proactively to our rapidly evolving times.
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