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Think now as if the forest's parts were clouds
meshing with each other, some dark, some
light, or lighter. The green mass has the name
duration: one tree replacing another and never
falling but of its own accord and in obedienceto
the common law.

Nothing despoiled,
nothing torn down, nothing cut in its very life,
leaving its blood over the jungle floor.
Clouds billowing but contained in the mass
although some, like balloons, could seem to take
off — if looked at long and hard enough.
Up there in the walls, on invisible paths,
leeches immeasurably patient below leaves,
bodies gyrating to warmth of mammal flesh
And, at the end, the forest closes in
on itself, and stops to admire itself, and
rests. Astounded at its own beauty
it gives assent to the planet
that it should continue, that it should
survive and its ark of creatures also.

Selected from Nathaniel Tarn's poem, /ns and
Outs of the Forest Rivers
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Curatorial Introduction

"Multispecies Clouds" marks the first chapter of a three-part research-based curato-
rial project, "Who Owns Nature?" forthcoming at the Macalline Art Center. In this exhi-
bition, we seek to present a metaphor for new interspecies relationships, which on the
one hand, point to the networked structure of different life forms and, on the other hand,
involve a global system of exchange, within which species in the Anthropocene move
about through information, material, and energy. Within the "clouds", the boundaries of
species blur, effacing the distinction between the center and the periphery; hence their
"identities" constantly intermingle, reshape and transform, and this interweaving pro-
cess gradually evolves into a sprawling and vast open world.

Although humans often intervene on the boundary, these creative agents have their way
of responding-like "the multitude" they continue to encounter, co-evolve with, align
with, and confront us, sometimes intimately, other times at a distance. As anthropologist
Celia Lowe notes, "Our futures lie at the junctures where forms of the human, animal,
and microbe meet and where each sustains—and clouds—the limits and possibilities of
the other." Each species carries its cosmological model that transcends the limits of the
senses, perceptions, and bodies, mixing organic and inorganic narratives and ultimately
arriving at the metaphorical realm of animism.

The artists of "Multispecies Clouds" act as integrals of multispecies ethnographers and
shamans who re-build these cosmological models through their interactions with plants,
animals, viruses, microbes, and fungi and translating them into images, poetry, and
politics. The ecstasy and illusion in "Multispecies Clouds" symbolize the vitality of life,
implying that we hear the call of a Multiverse and respond with emotion and imagination.
Here brews the sophisticated and dense"sympoietics", which no longer focuses aes-
thetic attention only on what is usually considered "glamorous" but instead discovers,
through visible and perceptible forms, those forms of life that are forgotten or obscured,
or "translate" the stories between species, as what the tribal shamans once undertook
conjuring the energy of art here.
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The Clouds

The indefinite shapes of clouds are often suspicious, even threatening, such as the dark
cloud with lightning rolling in the sky or a cloud of smoke from the explosion of weapons
and gunpowder. Their opagueness forms an epistemological fog, hovering, volatile and
inaccessible; at times, they reveal ominous "anthropomorphic” features, such as the
mushroom cloud generated from a nuclear explosion. This "anthropomorphism" is no
longer a nebulous imagination, but, as Karen Barad pointed out, there is a close connec-
tion between this cloud of emissive dust and the mushroom as a species.

"But when the atom bomb exploded, the mushroom cloud that connected heaven and
earth was a condensation of matters that were more than merely symbolic. When an
atomic bomb destroyed Hiroshima in 1945, the first living thing to emerge from the blast-
ed landscape was a matsutake mushroom. Whether or not this story is historically accu-
rate, it has been verified that mushrooms were found in the immediate area surrounding
the Chernobyl nuclear reactor after the accident in 1986 and growing inside the reactor,
on its walls."

The mushrooms' eccentric and alchemically mysterious properties allow them to grow
under extreme conditions and absorb the heterogeneous forces of their surroundings.
Like nuclear explosions, matter, in both mushrooms and "clouds," appears to condense
and rapidly change from one form to another, from dispersion to condensation, resulting
in an "implosion." Barad further states, "When a nuclear bomb explodes, each radioac-
tive bit of matter is an imploded diffraction pattern of spacetimemattering, a mushroom-
ing of specific entangled possible histories." 2 In Cai Guo-Qiang's work Drawing for

The Century with Mushroom Clouds: Project for the 20th Century (1995-1996), a reishi
mushroom in juxtaposition with a mushroom cloud from a gunpowder explosion, made
the artist keenly aware that other than the iconographic connection between such a

" Karen Barad, NO SMALL MATTER MUSHROOM CLOUDS, ECOLOGIES OF NOTHINGNESS, AND STRANGE
TOPOLOGIES OF SPACETIMEMATTERING.

2 pid.
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life form and lifeless artificial object, they share deeper ties: a superposition of non-hu-
man life and human history, where the two generate each other on the most microscopic

material scale.

If we consider the mushroom cloud a "species cloud," we would come to a baroque
metaphor: species is a diffusive, superimposed, imploding material form. From the Ama-
zon jungle to the Sahara Desert, from Chernobyl to Fukushima, clouds and mushrooms
resonate on the particle level between the sky and the ground. For anthropologist Celia
Lowe, species clouds should not be a one-to-one relationship: the aggregation, interac-
tion, and transformation of a large number of species can also constitute a cloud. Like

a "species multiplier," "multispecies clouds" brew ambiguous borders within them, in
which species mix, mutate and regenerate, and thus acquire the forms of their uncertain

future.

(REEGHGitE: 20 HEmitRl) . 1995-1996.
Drawing for The Century with Mushroom Clouds: Project for the 20th Century, 1995-1996.
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Boom, Bloom

Collage

16.8x26.7 cm

2020

Courtesy of Commonwealth and Council

The collages are from the Greetings
from Texas series, which plays off of
pop cultural associations with the West,
colliding epic landscapes with images
of resource extraction. The artists jux-
tapose ready-made representations of
Texas to express the layered and con-
tradictory cultural messages embedded
at the intersection of Western films, the
extractive promise of wealth, the erasure
of Indigenous peoples, and the natural
splendor of the land.
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Bloom, Boom

Collage

26.7x36.8 cm

2020

Courtesy of Commonwealth and Council

ERHR - DISE - TR
Sergio Rojas Chaves

(FREA? FEEWENE) )
BEE, mank, B

9 ﬁ 45

2021

What Does it Take? (to Win Your Love For Me)
Mural painting, HD videos, photographic prints

9 min 45 sec

2021
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FEAL? (RERIRNE)

What Does it Take? (to Win Your
Love For Me)

Sergio Rojas Chaves explores the rela-
tionship between humans and nature in a
personal way. One of his central themes
is our relationship with our houseplants:
as a kind of ethnographer, he explores
how the plant-keeping habits of West-
ern society are changing and how a viral
trend has developed leading many young
adults to consider themselves "plant
parents”. His video installation What does
it take? (to win your love for me) is prac-
tically a love letter to Monstera Deliciosa.
The Costa Rican artist had long thought
of the plant as a giant jungle dweller in
his native jungle, but when he moved to
Canada and then Western Europe, he
encountered a diminished, domesticated
version of the 'monstera’ and the adora-
tion that surrounded it. For the artist far
from home, the Swiss cheese plant has
become loaded, beyond childhood mem-
ories, with additional layers of meaning
related to homesickness and the feeling
of isolation as an immigrant, yet the vid-
€0 is not without humour and irony.
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The dragon submerges into turbulent
waves to ease troubled waters. Zhang
Bingcheng, a doctor of the Qing Dy-
nasty, said: "The beast called dragon is
an aquatic species, the larger ones can
raise clouds to rain, soaring in between
the universe; the smaller ones can man-
age water and drive away evil, diving in
the waves." As medicine, the "dragon” is
composed of cinnamon twigs, ephedra,
peony root, dried ginger, asarum, schi-
zandra, penillia and a dash of honey-fried

NERF TIEFE - RIETEEET

Little Dragon Soup Americanas

Rometti Costales

licorice. An aromatic recipe that is at
the same time mythological, medicinal,
and revealing of a cosmological order,
and in this world, a performative score is
vivid, ambiguous yet tangible, constant-
ly changing, guided by a calculation of
botanical powers, a dynamic design to
restore estranged morality, to qualm an
emotional flooding in the lungs, to shud-
der the sorrow that sprouts in stagnated
waters, to keep dexterity and flow and
mobility of life. Little Dragon Soup is an
exercise of abstract scoring, sound, and
kinetics that speak to the body as a mi-

cro-universe.

(ES L)

PRIERER, BRRRERESE, 618
20x30 X

2013

Americanas

6 black & white photographic prints, laminated on aluminium and mounted on plywood
20x30 cm

2013

CENH)Y B—EELCRSREEE W Americanas is a series of photos of
EXTEMXBENTITLEZEE. ©] deadagaves, taken around the semi-arid
BVREEBFHNERFIM, ?’"L%E’\J areas of Ecuadorian Andes. Originally

R ENMMELEELEFEIHRESM, E£—I8 from Mexico and Texas, they have been
100x150x40 X FEE, RE=H#HA— /zﬁE'Jﬁj\%:m_ spreading around the world during the
Lite bragon :jjz 2B, sl EIRP, M2t EXESMEIR |ast five centuries. After a single flow-
Sound installation MER. &kt. THROFIFERIL T ering, the agaves enter a long decom-
1001500 BOIEY) ., EREYHNEEE “EMRTZ" position process during which they take
(Agave Americana) . on various shapes of shamans, warriors,

guardians of underworlds, or dead plants.
Their general scientific name is Agave
Americana.
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Matrix Vegetal

Video installation

21 min 12 sec

2021 - 2022

Commissioned by Screen City Biennial
and supported by Cecilia Brunson Projects
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E 15 b
Matrix Vegetal

Departing from the artistic interpreta-
tionof Patricia Dominguez's learning

in Madre de Dios (Peru), Matrix Vegetal
grows as an inquiry from experimental
ethnobotany, South American quantum
thinking, dream fiction, and organic con-
nection technologies to expand the per-
ception of the vegetal and the spiritual
world.

As part of her research to realize this
work, the artist has spent a month of
apprenticeship with Amador Aniceto, a
healer and curandero living and practic-
ing in Madre de Dios. Under his guidance,
Dominguez has activated an intimate
process of connecting with the living,
multi-species language and knowledge
of the vegetal world. In order to realize
this, the artist aimed at achieving a tem-
porary disengagement from the "dig-

ital matrix," activating an alliance with
plants and the vegetal matrix instead,
through patience and focus on the pres-
ent moment. In doing so, Dominguez
establishes a connection with the more-
than-human language of the earth, and
speculatively accesses a portal to the
quantum world, revealing how plants and
their multiple spirits operate.

The locally produced installation part of

this work was developed collaboratively
by the artist and Macalline Art Center.

20

SEDIl

Jes Fan

(F@HLE) E—42FNEHMERGE
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B, PESKREBALHNER, UFRBEX
REMBRAMOARR.

Jes Fan's video work Xenophoria, as op-
posed to the term "xenophobia", refers
to a love of the foreign and is inspired
by the name of a mysterious species of
aquatic carrier shell. This creature, Xe-
nophora pallidae; calcifies free-floating
objects in the water to its spine, bringing
foreign bodies into its own structure.
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Xenophoria

Likewise, Xenophoria stages a deliri-
ous search for the melanin pigment the
molecule responsible for skin color—as
it manifests in both human and non-hu-
man bodies. Referencing the aesthetics
of both microscopic imagery and ASMR
videos, the work depicts such actions
as dissecting squids and bursting their
ink sacs, tracing the discolored tumors
within Qing Dynasty painter Lam Qua's
medical paintings, harvesting fungi, and
locating bodily moles in an absurdist
investigation of the substance of racial
othering.

[¢=22SE)
pEEEETG, £A
759 35%
2018 — 2020
£ Empty Gallery B

Xenophoria

Single-channel HD video, silent
7 min 35 sec

2018 — 2020

Courtesy of Empty Gallery
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B2iE |
The Moonshore |

The Moonshore |

Single-channel 4K video, sound

11 min 53 sec

2021

Courtesy of Beehive Center for Contemporary Art

The Moonshore |'is narrated in the voice
of an implanted artificial neuron network
node. In this chapter, the implanted A.l.
is calling to someone who tried to shut
down the memory module in her body.
But at the same time, it seems to have
given up its caretaking duties, and the
accumulated stack of CGl imageries and
the illusions generated by the "obsolete”
algorithm (VQGAN) is more like some
sort of nostalgic somniloguy towards a
more distant future.
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X, RREBENEZTSHMHIIK, P
BBEZENNRZAFELEZNFEZLE
BHFE, LEERIMEFENINER, &
MAkER, ZEREESERERN -, M
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This work is a cross between two of the
artist's long-term research projects, the
evolution of traditional patterns and the
domestication of animals. The parapet
sculpture is made by the mold from the
parapet of a parterre on the Second Ring

T (F%) No.T
Untitled (Cyan)

Untitled (Cyan)

Painted bronze

63x67x147 cm

2016

Courtesy of Magicien Space

Road of Beijing, with two diamond-shaped
superimposed patterns, commonly known
as "Fang Sheng" motif, which are one of
the traditional Chinese patterns. Like a
living microorganism, it is parasitic every-
where, from ancient Liao Dynasty textiles,
to Song Dynasty porcelains, Qing Dynasty
window decorations, to today's architec-
tural decorations. The image of the cat,
which comes from ancient Egypt, is an
early domesticated variety and can be
seen everywhere today.
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2009
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REKENBRKETLY, FRBTHNT
F=E (R=FMFIN) PEVDMEIREKE.

Eagle and Serpent
Acrylic, blackboard
120x220 cm

2009

In the book Thus Spoke Zarathustra, the
eagle and the serpent and the Zarathus-
tra live together on the top of a high
mountain, where they depend on each
other, show compassion for each other,
communicate as equals, and are each
other's companions. The imagery of

this painting derives from this and em-
phasizes the interconnectedness of the
species in two different spaces (sky and
cave).
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The Mycelia Person

"What if we were to think of the person, like the fungal mycelium, not as a blob but as a
bundle of lines, or relations, along which life is lived? What then can we mean by ' envi-
ronment' ?"3

According to Tim Ingold, we are all "The Mycelia Person."* This is another type of met-
aphor that attempts to counteract anthropocentric discourses such as "incarnation" or
"embodiment" - that The Mycelia Person does not live in a so-called "body" or that this
"body" is not uniguely humans, but in all bacteria, microbes, and parasites. At the same
time, life does not consist of separate organisms carrying genetic instructions inside but
a relational "meshwork" that is constantly fluid and emergent. This "meshwork" is like
the dense vines or climbing plants in the rainforest, whose roots intertwine; there is no
distinction between external and internal, self and other, but only the relational lines that
continue to traverse the cracks and crevices for survival and movement. It represents
the evolutionary trajectories of humans, plants, animals, fungi, and everything else
when different species encounter and coexist, their tracks are bound to converge.

Like particular fabric, The Mycelia Person is constantly weaving with other life forms,
metabolizing together and exchanging energy and information to the point of being in-
distinguishable from them. The topological nature of life does not harness itself within
precise boundaries but sprawling into an amorphous "environment" - the fabric of which
is the relational lines and trajectories that interfere with each other in the process of
evolution, thereon entwining, knotting, and weaving. The Mycelia Person wanders on a
winding path shaped by interspecies relations, moving through a fluid, integrated, mu-
tated earth. This model is essentially different from the life devised by Heidegger, whose
philosophical imagination suggests even if a human being lives together with other spe-
cies, he still "inhabits" a distinct and unrelated world. Rather the actual situation is that
the impetus of "Worlding" originates from the rolling life meshwork under the mycelium.

3 Tim Ingold, Between Science and Art: An Anthropological Odyssey.
4 .
Ibid.
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Although, there are still potential dangers, such as the unexpected advent of a Cthul-
hu-like virus. Global pandemics remind us that symbiotic relationships between species
are often destroyed, primarily when one party seeks to proliferate and reproduce itself,
and the other seeks to impose sanctions and control transmission. The virus comes
from the deep time of the earth, like a wound from the distant past suddenly emerging

in the present, creating a massive tear in human society. Yet as Anna Tsing stated, "No
single project of world making wipes out all the others. All this matters because in the
course of encounters, some kinds of living beings will die, some will dwindle, and others
will flourish." ®Perhaps The Mycelia Person must experience this traumatic weaving, or
fractured becoming, in order to achieve openness and perpetuity in a continuous stretch
and twist.

5 Anna Tsing, A multispecies ontological turn?
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50x30x25 K, 22x10x8 EXK, 17x8x3 EX
2022

The Flowing Body

Mycelium sculpture, Al generated video, silent

90x30x45 cm, 45x10x10 cm, 50x30x25 cm, 22x10x8 cm, 17x8x3 cm
2022
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M B A
The Flowing Body

The body contours obtained through 3D
scanning, like scattered classical sculp-
tures, they all try to record or present
the most ideal human body state, but

are fragmented by bugs in the capture.
These fragments of limbs now become
the substrate of mycelium, which pene-
trates through the gaps of the substrate
to interconnect, and the dense mycelium
gradually builds the outline of the limbs.
This is not the end of the growth, the my-
celium inside the limb gradually develops
into mushroom buds, which continue to
grow on the surface of the body. The
tentacle-like mushroom buds continue
to emerge, gradually changing the defi-
nite human body shape into an indefinite,
uncontrollable and ever-changing form.
This state of penetration and changeis
like the process of Al generating images
about the human body. The manic points
of the captured material penetrate and
fuse with each other, combining into a
picture of a mixed human body, con-
stantly changing and indefinable, like the
growth of mushroom buds. The slowly
changing Al images and the even more
slowly growing mycelium are narrating

a fluid body—a "body" that cannot be
frozen in the best moment, a "body" that
constantly penetrates and merges with
others.
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Uriel Orlow

(EIENEZ S
HGREE
1445318 7
2019 - 2020
B3 LUX B
RAABENEREML

Learning from Artemisia

Video installation

14 min 18 sec

2019 - 2020

Courtesy of LUX, London
Commissioned by Lubumbashi Biennale
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nFH - REARNRREAMEFAFEFES
BrRIEH-—TERXEELIETIID
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Artemisia afra, an indigenous medicinal
plant, effectively treats and prevents
malaria and can simply be taken as an

AIEMNEES

Learning from Artemisia

incision. Despite studies that show its
effectiveness and the simplicity of its
administration and sustainability of its lo-
cal production, it is not recommended as
a treatment by the World Health Organi-
sation which appears to favour the phar-
maceutical industry and its global reach.
Uriel Orlow worked for several months
with a women's cooperative in Lumata,
south of Lubumbashi, DRC. The coop-
erative is growing Artemisia afra with
the proceeds funding a collective health
insurance for themselves and their fam-
ilies. However, because of the lack of
support on an international and local
level few people are aware of this home-
grown treatment.
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Rice Brewing Sisters Club

(UKEBA, HEBHLX: —EHERIB)
PBESERNG, B

1693 16 7

2020

Mountain Storytellers, Storytelling Mountains: A Tale Theatre
Single-channel HD video, color, sound

16 min 16 sec

2020

ARRBERERBSEHERSE, €
ETE-ITXRENATER, BORFAE.
REO%RE. SHRNEHETRERFILMET/D
RNHXEEERRARLEZTREAE—
B, IRFRBCIEENETER, &
—ERUNR. BRAKANE—ERE
BENEEREFE, UMRBEAL. 8RN
BNARREIEANS - ERZEAHLE
MEEXBRNRSMNEER. (LEFRPHA,
HHRENLX: —EFRER) TFTEB
MFEXRTHNER, BEHTUIHESLR
MESENERNZRERNNEE.

Realised in collaboration with the local
residents, the first experimental video of
the collective Rice Brewing Sisters Club
weaves together oral histories, folk tales,
poems, and agricultural wisdom harvest-
ed in Deokgeo-ri, a small rural community
in the north-eastern region of Gangwon

WXRBA, #REOLUX: —EHZEE

Mountain Storytellers, Storytelling
Mountains: A Tale Theatre

(South Korea). The work is structured in
seven short chapters, with each chapter
featuring enactments where villagers,
sacred trees, and ritual objects perform
simple choreographies to illustrate sto-
ries and practices of coexistence and
interrelatedness between humans, the
natural environment, and an otherworld
teeming with spiritual entities. Imbued
with a'playful and whimsical sense of the
communal, Cheopcheopdamdam lyagi-
geuk / Mountain Storytellers, Storytell-
ing Mountains: A Tale Theatre offers an
insight into alternative worldviews made
of sustainable practices and ecological
belief systems.
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Pamela Rosenkranz

(EDH (%) ) Anamazon (Serpentining)
Ak, BIEFTED Acrylic paint, inkjet print
154x213 B4 154x213 cm
2021 2021

FRRETRAS IO EREE 4, Courtesy of Spriith Magers Gallery
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The artist applies delicate, semi-trans-
parent layers of pink to agency-water-
marked images of the Amazon, always
by hand using distinct, overlapping
transparent-pinkish layers that have
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T (%)
Anamazon (Serpentining)

an arresting effect on motion, making it
appear frozen. This color appears again
and again in Rosenkranz's work, a ref-
erence to human tissue. The beguiling
paintings shift nature, archaic symbols,
culture at large—transformed, branded
and trademarked by international corpo-
rations—to new contexts. Oscillating be-
tween the sublime and the abstract, the
repetitive and the expressive, the paint-
ings evoke everything from pinkish-flesh
to glowing, supernaturally green chloro=
phyll, simulating an aesthetic experience
that is at once immersive and unsettling,
protective and devastating. Nature as
idea—immersive and alienating.
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Anamazon (Prayer Growth)

(EDH FTREMME) ) Anamazon (Prayer Growth)
Ak, BEERITEN Acrylic paint, inkjet print

154x213 @K 164x213 cm

2021 2021

Bt - IBREEER  Courtesy of Sprith Magers Gallery
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BREREK (IF)
Healer Skins (River Front)

CamERR (=) )

Healer Skins (River Front)

TR, 4 Kirigami skin, paper
28x5 K 28x5 cm
2021 2021

ARt - IBRERES  Courtesy of Sprith Magers Gallery

Flickering LED spotlights illuminate
snakebot skins resting on transparent
pedestals, transposing the mimesis of
nature into a new kind of naturalness
marked by diodes and hyperconnectivi-
ty. The works raise questions about the
real while simultaneously highlighting

a breakdown of the boundary between
nature and artifice. At once fascinating
and frightening, snakes elicit a powerful
psychophysiological response: our eyes
have grown more and more adept at rec-
ognizing snake patterns and movements
over the centuries (as a sign of danger
and a possible source of food once), a
development that has contributed to our
evolving sense of sight. The symbolism
of the snake is complex, interpreted var-
iously by different cultures as the be-
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BREEREK (EW)
Healer Skins (Jade Mountain)

CamEREK (EWL) )

R EREE, 74K PVC, LED T
87x7x5 EX

2021

GRS - BISEHRER

Healer Skins (Jade Mountain)

Ekdysian robot snake skin, kirigami cut PVC, LED projector
87x7x5 cm

2021

Courtesy of Spriith Magers Gallery

ginning and end of time; as a reptile with
exceptional survival ability or harbinger
of a posthuman era; as a source of ef-
fective medicines via the synthesis of in-
gredients found in its venom; inspiration
for biorobotics or—since ancient times—
as a feature of the Rod of Asclepius, the

BREERK (BEBNME)
Healer Skins (Sunset Lodge)

serpent-entwined rod that is now a sym-
bol of global health organizations. Em-
blematic of the art of healing, serpents
continue to embody the dual outcomes
of life and death, sickness and health.

CamERE (BB )
HgskeRZ, 4K PVC, LED AT
87x7x5 EH
2021
BT - IBREMER
Healer Skins (Sunset Lodge)
Robot snake skin, kirigami cut PVC, LED projector
87x7x5 cm
2021
Courtesy of Sprith Magers Gallery
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Sympoietics

"Suddenly they form a man: How is this worth taking thought of? They are transforming
again in death: Should this perplex you?" ©
"Santiago told me that the shaman turns into a tiger when he wants to be alone."”

In "The Owl," an ominous "owl" flies into the author Jia Yi's room and utters a philo-
sophical lament. Its description of death is not fearful but a transformation of the soul,

a process by which a person transforms into other grotesqgue life forms posthumously.
In contrast to the Confucian literatis' concealment of issues related to the soul, in the
imagination of many indigenous people, the boundaries between humans and other spe-
cies appear more open, and the mutual generation and transformation of humans and
non-humans seem to be an ontological function built into the soul. For them, the soul is
a nonverbal channel of communication with those non-human beings who do not share a
common language.

In his study of the Runa people of the Amazon, anthropologist Eduardo Kohn empha-
sizes that humans and non-humans share a "spiritual" semiotic system that engenders
a "new ecology of selves." "In this ecology of selves, to remain selves, all selves must
recognize the soul-stuff of the other souled selves that inhabit the cosmos. I've chosen
the term soul blindness to describe the various debilitating forms of soul loss that result
in an inability to be aware of and relate to other soul-possessing selves in this ecology
of selves --Because in this ecology of selves, all selves have souls, soul blindness is not
just a human problem; it is a cosmic one."®

It's apparent the above-mentioned is closely related to the concept of perspectivism
pioneered by Eduardo Viveiros de Castro. De Castro's vision of the Amazon rainforest is
filled with fascinating possibilities of "equality" or "symmetry," "What to us is blood, is

6 Jia i, The Owl.
7 Michael Taussig, Shamanism, Colonialism, and the Wild Man.
8 Eduardo Kohn, HOW FORESTS THINK toward an anthropology beyond the human.
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maize beer to the jaguar; what to the souls of the dead is a rotting corpse, to us is soak-
ing manioc; what we see as a muddy waterhole, the tapirs see as a great ceremonial
house."? Both Kohn and de Castro believe that the soul/subjectivity is free to travel and
transform between human and non-human beings, a non-exclusive shamanic thinking

in which the "personhood" is the "objecthood," the "subject" is the "object," and the
"selves" is the "nonselves." This ecological "sympoietics" in fact subverts ethnography.
Hence the "mind-body dualism" based on Western epistemology collapses here and is
replaced by a multiverse model of animism. Moreover, the rainforest becomes a truly
pluralistic world where all kinds of beings, including humans, meet, communicate and

negotiate.

9 Eduardo Viveiros de Castro, Cosmological Deixis and Amerindian Perspectivism.
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Alien

Jacquard tapestry
213x180x6 cm

2017

Courtesy of Vanguard Gallery

At a specific time of a certain day after
carrying out the action in NYC Fishing
Trip—Cut up a Fallen Tree to Clear the
Fishing Spot (2017), the artist discov-
ered the fallen tree he cut and the boul-
der next to it happened to form the shape
of an alien with the mirroring tidal water
at the moment. He then realized him cut-
ting that tree for the purpose of clearing
a fishing spot was actually carving and
excavating this alien in this ruined bay.
This piece is part of the project Alien
from 2017, exploring what it means to be
the "other" for the humans as well as the
feelings of pain and pleasure resulted
from alienation.
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Animalistic Punk - Cave
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Animalistic Punk - Cave
Jacquard tapestry
160x206x7.5cm

2019

Courtesy of Vanguard Gallery
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A tapestry depicting a constructed cave
with references to the obsessively an-
alytical manner of understanding nature
through modern sciences, and to the
idea of the "immortal caverns," spaces
where legends of fairies are adopted to

555 7R BB U EE 3
Trampoline Leg Rattlesnake

enhance it to the supernatural. This tap-
estry comes from the project Animalis-
tic Punk initiated in 2018, exploring how
certain animal characteristics can be
utilized to change the conventional roles
and mental states of people in society.

(BaHERBEM R 4E)
HPREEEE AR , BRI, BIRR 2P ERAE  MERR
150x40x43 Bk
2016
£ Vanguard @R 7

Trampoline Leg Rattlesnake

Galvanized steel trampoline leg, rubber snake,

trampoline safety enclosure foam tube, steel pipe brackets
150x40x43 cm

2016

Courtesy of Vanguard Gallery
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When a rubber rattlesnake passes
through or gets stuck in a steel trampo-
line leg. This piece is part of the project
Strange New Health from 2016, which
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EREROEBT IMEE
The Use of Toadstone in Treating
Melancholia

plays with idea of health, the relationship
between leisure and commercialized
lifestyles, and the irony of anthropocen-
trism.

(fEREIRRAT EREY
FEBITED
137.2x101.6 K
2016
3 Vanguard EIEBE 1

The Use of Toadstone in Treating Melancholia
Lightjet C print

137.2x101.6 cm

2016

Courtesy of Vanguard Gallery
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In ancient times people believed toad-
stone, a mythical gem to be extracted
from the head of a toad, could be used
as an antidote to all kinds of poison. In
old medical concept of humorism, mel-
ancholy was a disease caused by the
excess of black bile over the three oth-
er bodily liquids. Purgatives were often
prescribed to stimulate vomit to relieve
illnesses like such. The green animal in
the center of the piece is not such a toad
bearing gems on its forehead those
three ruby looking dots are a cicada’ s
eyes. Toadstones, gem industry, and
green cicadas somehow came into the
same story. This piece is part of the
project Strange New Hea/th from 2016,
which plays with idea of health, the rela-
tionship between leisure and commer-
cialized lifestyles, and the irony of an-
thropocentrism.
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Falling

(T3 Falling

RBEBITED Lightjet C print

137.2x101.6 [E:K 137.2x101.6 cm

2016 — 2022 2016 - 2022

H Vanguard EERE 5t Courtesy of Vanguard Gallery
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Falconry

(=S8 Falconry

FEITH Lightjet C print
137.2x101.6 Bk 137.2x101.6 cm
2016 — 2022 2016 - 2022

3 Vanguard EFFE 78 Courtesy of Vanguard Gallery

This series of digital collage work re-
flects on the relationships between
humans and other animals, between
humans and objects, and abstract ges-
tures, especially when they are physical-
ly close toor incontact with each other.
Materials are drawn from the New York
Public Library's Picture Collection.
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Hominins

Single-channel full HD video, sound
16 min 04 sec

2019
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The conception of the work is based
largely on prehistoric cave paintings on
Sulawesi Island, as well as fossils and
remains undiscovered or still undergo-
ing excavation in East Asia, Southeast
Asia and other regions. The creation of

a1

A&

Hominins

cave paintings marks the dawn of the
intelligent creature discovering images
for immersive experience. Species of
different lineages can develop similar
functions because of being in similar
environments—what we call convergent
evolution; different ethnicity groups, too,
are able to develop consistent cogni-
tive ability in similar spaces. As one of
the oldest cave paintings, the painting

at Leang-Leang cave had witnessed

the beginning of consciousness, which
happened across different locations in
human history. It illustrates the common
ground of humans and how they gradual-
ly evolve to share more similarities.
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Trevor Yeung

(B EEEE)
YT, Feimidk
55x54x45 B
2022
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Night Mushroom Colon
Night lamps, plug adaptors
54x55x45 cm

2022

Courtesy of Magicien Space
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B% %5 B%
Night Mushroom Colon

Trevor Yeung presents his newest edi-
tion of his Night Mushroom Colon series,
a mixed media work that combines elec-
trical converters and night lights, forming
a cluster of unruly luminescent mush-
rooms thriving in fecundity, reproducing
through polyamorous converters and
tempting colors. Night Mushroom Colon
sees the colony penetrate a meandering
limb in the form of an extension cable
out from the vicinity of its unassmuming
corner.
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The skeletons of the black dragon are
transformed into the pitch-black rocks
on the land of Liaodong Peninsula. The
sea breeze scatters nitrifying bacte-

ria on the rocks, and fungi and mosses
grow unchecked on this dragon vein. The
myth and history of mankind also swayed
with the water plants in the drums of the
shaman. As people conquer and plunder
again and again, the remains left on this
land will become new skeletons attached
to the rocks. The shaman's drums will
still be wandering in the sea breeze
blowing on the rocks until they are cov-
ered with mosses again.
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A Season in Shell

Artist Royce Ng and anthropologist Daisy
Bisenieks duo Zheng Mahler engaged in
fieldwork amongst African traders, busi-
nessmen and asylum seekers in Hong
Kong for six months in 2013. Specifical-
ly, they have focusedon the trading hub
of the Chungking Mansions and allowed
their subjectivities to become entwined
with the work of a Somali businessman,
the Bull, who runs the Red Sea Trading
company.They have worked with the Bull
to document the passage of the pink
abalone, from a co-operative of Somali
fishermen who have studied Japanese
abalone diving manuals and collect-

ed over 600 metric tonnes of abalone
to the informal dried seafood markets

in Hong Kong where the Bull has been
selling them. Using the Bull's contacts

in the self-declared sovereign state of
Somaliand, the artists moved two metric
tonnes of abalone shells from Berbera

to Dubai to Zurich and onwards to China.
After the disappearance of the Bull, the
artists had the abalone shells ground into
powder and exported to Jingdezhen, Chi-
na where it became the base for a glazed
porcelain dinner service, the rough exte-
rior of calcium carbonate made from the
ground shells against the translucent,
glossy whiteness of the interior mirror-
ing the composition of the abalone shells
themselves, while reflecting the fina
resting place of the mollusc's life cycle.
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The Multitude, Solidarity, and Justice

"The swarms that we see emerging in the new network political organizations, in con-

trast, are composed of a multitude of different creative agents.""

Negri and Hardt' s discussion on the notion of the "multitude" cites the example of bees
and termites, who discovered that members of these species communicate and collab-
orate while retaining their creativity. This phenomenon is grounded on a pluralistic and
egalitarian political ecology, which on the one hand, has a tendency to decentralize, and
on the other, catalyze a certain kind of collective intelligence. However, Negri and Hardt
aimed to propose a new type of "revolutionary" model - a distributed, highly collabora-
tive methodology that does not deprive the participants of their subjectivity. Other than
its overtly "anthropocentric” tendency, we can still see itas a metaphor for interspecies
relations: species' capacity as multitudes to establish particular forms of solidarity and
mutual aid in the face of struggle and adversity.

A new form of protest emerged on social media in West Papua in 2018, with people
posting content with the hashtags "l am a monkey" and "Monkeys unite against the colo-
nizers!" accusing the Indonesian government of discriminatory policies and violence that
have been perpetuating. No doubt, there is an implicit logic here: the same persecution,
threats, and stigmatization of human life as that of the monkeys have led to the radical
possibility of an inter-species alliance between the two. By embracing the image of the
monkey, the indigenous people disrupt the hierarchical value of humans and non-hu-
mans and refuse to acknowledge the logic of the pairing of race and animal. Undoubted-
ly, this refusal resonates with Bénédicte Boisseron 's discourse on "entangled forms of

oppression.""

As Sophie Chao points out, "Multispecies stories-:- foreground how human justice de-
pends in turn on doing justice to the life-sustaining worlds of non-human beings-in our

10 Antonio Negri and Michael Hardt, Multitude.
" Bénédicte Boisseron, Afro-Dog: Blackness and the Animal Question.

46

everyday practices of production and consumption, in global economic and political sys-
tems and in the law."" For this reason, we cannot "depoliticize" or "dehistoricize" the
issue of multispecies. Both multispecies ethnography and pluralist ontology contain di-
mensions of "participation" and "practice" in which only in such dimensions can species
and humans themselves be thoroughly "decolonized" and have the opportunity to create
a new cosmology. In "Multispecies Clouds," we aim to reveal precisely the state of prac-
tice of species on the planet in their various guises and how they encounter, assist each
other and form alliances in this process in resisting exploitation and detriments caused
by capital, technology, or power.

12 Sophie Chao, WHY MULTISPECIES ETHNOGRAPHY MATTERS FOR HUMAN RIGHTS AND THE CLIMATE.
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Carolina Caycedo & David de Rozas
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Carolina Caycedo (b. 1978, UK) is a Colom-
bian multidisciplinary artist known for her
performances, videos, artist's books, sculp-
tures, and installations that examine envi-
ronmental and social issues. Her work con-
tributes to the construction of environmental
historical memory as a fundamental element
for non-repetition of violence against human
and nonhuman entities.

David de Rozas (b. 1979) is a filmmaker,
multidisciplinary artist, and educator based
in California. His work explores the politics
of memory as an embodied method and
affective medium to conjure forms of col-
lective resistance and restitution against a
history of both cultural amnesia and physical

violence.
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Sergio Rojas Chaves

ERFR - -TRE - -EFEH (HET 1992 F,
ENFEN) BE—UEEERTIEERNIFEHE
EMERK. BIRE. EE. M. N
RE, Pl - EFHSEEENNDYWENR
HIEARKEEF, BILDMBERRRFEA
KPLEX.

Sergio Rojas Chaves (b. 1992, Venezuela)
is a Costa Rican artist based in Basel, Swit-
zerland. Through sculptures, installations,
video, photography and performance, Rojas
Chaves collaborates with non-human part-
ners including plants and animals to question
anthropocentrism through gift and affect.
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Sheryl Cheung
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Sheryl Cheung experiments with the idea of
the body as an instrument that is continually
played by affects. Like an open, metabolic
body, her sound palette is vulnerable and
harsh at the same time. Sheryl works be-
tween experimental music, abstract scoring
and writing to explore a materialist under-
standing of power, emotion and moral order.
Her recent research focuses on sound and
medicine through the perspective of Chi-
nese ontology.
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Rometti Costales
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Rometti Costales (Julia Rometti & Victor
Costales) is an artistic collaboration be-
tween Julia Rometti and Victor Costales that
began in 2007. Their research has led them
to South America, and particularly Brazil
and Ecuador, where Costales has also lived.
During their research trips, the artist duo
develop a form of attention to the environ-
ment, traditions, and micro-histories of the
places they visit. Their work is based on
their personal readings of environmental and
cultural situations and an understanding of
philosophical and anthropological debates
on the relationship between nature and cul-
ture.
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Patricia Dominguez

WEEE - SHEXE (HETER) EHHE
BRPLCETRTREEY=E. BT EBRMERN
NIUNZIBRFR. WHITFEERITMNERY
REFEHEXERMITELFHEE. B
EERBTHATEZRHNERM T EMA
ANEYMENEMEEILS.

Patricia Dominguez (b. Chile) in her practice
brings together an experimental research
on ethnobotany, healing practices and the
corporatisation of wellbeing. Her work fo-
cuses on the transference from colonial
times to neoliberal practices of extraction
and overworking. Patricia earned her MFA
from Hunter College New York and a Botani-
cal lllustration Certificate from the New York
Botanical Garden.
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Jes Fan
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Jes Fan (b. 1990, Canada) lives and works in
Hong Kong and Brooklyn, USA. Fan originally
trained in glass making, but has expanded
his practice to encompass diverse mediums
and approaches. From videos to sculptures,
His trans-disciplinary practice speculates
on the intersection of biology and identity in
relation to the materiality of the gendered
and racialized body.
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Fei Yining
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Fei Yining is an artist who lives and works in
Shanghai. She received her MFA in Design
and Technology from the Parsons School of
Design, The New School. Fei Yining's works
draw threads from the literature, mythol-
ogy and science, and with her practice of
video, sculpture, and, she weaves a web of
narratives that are both real and fantasti-
cal, presenting a mysterious and grotesque
aesthetic. Wandering through multiple times
and spaces, theoretical prose and poetic
texts, Fei's works can be seen as a prophet-
ic vision that combines science and fantasy,
a speculation of a post-apocalyptic scenario
filled with increasing uncertainties.
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Liu Chuang (b. 1978, Tianmen) current-

ly lives and works in Shanghai. In 2001, he
received his BA from the Hubei Institute of
Fine Arts. Liu Chuang works primarily with
film, sculpture, readymade and installation.
His works often integrate long-term history
and ecological arc for imagination, tracing
the social, cultural and economic transfor-
mations of contemporary China. Weaving
narratives that connect the micro and mac-
ro, past and present, fiction and reality, Liu
Chuang explores how vast and complex
changes in nature, tradition, demographics,
cutting-edge technology, and socio-eco-
nomic systems affect individuals and their

engagements with the world as a whole.
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Long Pan (b. 1991, Jiangxi) now lives and
works in China. She is interested in hu-
man traces deposited in the natural world,
whether within organisms or in the envi-
ronment. She tries to search for clues in
the microcosm in order to find the broader
connections between things, and thus to
find the place of people in the wide network.
She often works with fungi and plants, and
translates biotechnologies related to envi-
ronmental science into the language of art.
In her recent works, for example, she has
used techniques such as "phytometallurgy”
and "fungal degradation” to transform the
invisible alienation of the environment into

perceptible forms.
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Uriel Orlow's practice is research-based,
process-oriented and often in dialogue with
other disciplines. Projects engage with res-
idues of colonialism, spatial manifestations
of memory, social and ecological justice,
blind spots of representation and plants as
political actors. His multi-media installations
focus on specific locations, micro-histo-
ries and forms of haunting. Working across
installation, photography, film, drawing and
sound his works bring different image-re-
gimes and narrative modes into correspon-
dence.
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Rice Brewing Sisters Club
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Rice Brewing Sisters Club is a collective

of sisters who experiments with "social
fermentation” as an artistic form and an
open-ended process that traverses visu-
al art, performance, creative writing, oral
history, ecological thinking, and auntie wis-
doms. Exploring the element of "social" in
various forms, we experiment with ways

to connect the sensorial with the relational
and to create synergistic networks between

human and more-than-human bodies.
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Pamela Rosenkranz (b.1979, Switzerland)
rose to prominence with a conceptual prac-
tice that encompasses sculpture, video,
installation and painting. Her work questions
the subjective element in the apprehension
of an artwork, shifting the viewer's focus
toward the material, biochemical and neu-
rological determinants of human behavior.
Dubious of a worldview that places human
beings at the center of the natural and ma-
terial universe, the Zurich-based artist has
also collaborated with thinkers from the
broad philosophical movement known as
speculative realism.
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Yi Xin Tong
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Yi Xin Tong (b. Lushan) studied geology at
China University of Geosciences in Bei-
Jing and received his BFA in Visual Art from
Simon Fraser University and MFA in Studio
Art from New York University. He creates
objects, moving images, and sound to un-
derstand himself, to study human culture's
dynamic relationship with nature, and with a
wry sense of humor, to intervene in societal
beliefs in value, decency, and rationality.
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Wu Chi-Yu (b.1986, Taipei)'s work has long
been focused on re-establishing the con-
nections among humans, things, animals,
and the ruined world left by tech capitalism.
His practice revolves around the moving im-
age, looking for contemporary narratives in
lost memory through the reproducing of oral
history and myths. He is also involved in dif-
ferent collaboration projects of installation,
video installation, and performance. In his
work, the colonial character in modern sci-
ence fictions is examined by exploring the
formation of island ecosystems, the eco-
nomic history of East Asia, and the misuse
and of primitive resources, while responding
to the species-environment relationship in

the post-globalization era.
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Trevor Yeung (b.1988, Dongguan) graduat-
ed from the Academy of Visual Arts at Hong
Kong Baptist University in 2010, currently
lives and works in Hong Kong. The practice
of Trevor Yeung consistently excavates the
inner logics of closed systems and the way
in which such systems contain and create
emotional and behavioural conditions. In his
mixed-media works, carefully staged ob-
Jects, animals, and plants function as aes-
thetic pretexts which delicately and ironically
address notions of artificiality and the pro-
cesses of human relations.
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Zhang Wenzh
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Most of Zhang Wenzhi's works employ the
medium of ink on paper and installation. His
practice is primarily based on his search
of Asian mythology and the modern history
of Northeast Asia. Zhang also collects the
archival materials and specimens of native
animals and plants in Northeast Asia, which
is also an integral part of his creative pro-
cess and final work. He is currently based
between Beijing and Dalian.
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Zheng Mahler are artist Royce Ng and an-
thropologist Daisy Bisenieks's collaborative
examination of global trade, the relational
networks connecting nature and technology
and more-than-human geographies, explor-
ing their flows of mutual influence and the
environmental architectures they produce.
Utilising digital media, performance and
installation they develop speculative sce-
narios and immersive, sensory encounters
that explore the limits and potentials of their
respective disciplines. Together they have
exhibited, performed and participated in nu-
merous art spaces, institutions and residen-

cies, working alongside various communities
in Australia, Asia, Africa, Europe and the US.
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Special Public Program: "Meshwork"
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"Meshwork" is a special public program
throughout the course of "Multispecies
Clouds," consisting of forums, lectures, con-
versations, podcasts, screenings and book
clubs.

"The metaphor of 'meshwork’ refers to how
individuals and knowledges are entangle-
ments; they emerge through encounters with
others as 'lines of becoming’, they are not
pre-existent, self-contained and separate
entities." (Tim Ingold) As Ingold points out,
this notion describes how we build connec-
tions through encounters and contacts, and
thus form the intersecting courses of action
in personal, intellectual, and interdisciplin-
ary research activities. Like "Multispecies
Clouds," "Meshwork" as a metaphor is also a
way of "storytelling," a way of unfolding the
emergent, the fluid, the contingent, the histor-
ical, and the narrative "lines of becoming". We
will invite practitioners from various fields to
participate in this "entanglement" and to work
together to create new indeterminate net-
works.
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Research-based Curatorial Project
"Who Owns Nature?"

"Who Owns Nature?" is a research based curatorial project with three chapters at the Macal-
line Art Center.

It must be acknowledged that the answer to "Who Owns Nature?" has been different at every
period of history. For an 18th-century Western colonizer, "nature" meant territory and the
possessions therein, representing continued appropriation and plunder in the name of "the
earth as a common wealth". In the eyes of the home-bound or green room-bound naturalists,
the exotic flowers and animals that arrived in Europe from the far corners of the world were
gifts from God, and all they had to do was to implement nomenclature and taxonomy to sort
them out , and integrating "nature” into the knowledge and trade landscape of the empire.

In turn, we discovered that objectifying "nature" led to huge historical debts which certain-

ly explains the double entendre of the guestion (Who Owns Nature?). We owe something to
"nature" precisely because "nature" is seen only as a resource to be transformed and ac-
cumulated, and is exploited and expropriated as a pure object until it is exhausted. This is a
linear, "progressive" cosmological framework that clearly fails to account for the complex
entanglement between us and "nature". In the Anthropocene, we have long been a multi-
scaled existence, just as "nature" has become a multinature at the planetary level, rather
than a collection of homogeneous and unchanging entities at the ontological level. "Nature"
is both within and beyond us, and our relationship with it is not human versus non-human, but
intimately intertwined and interdependent, based on true diversity.

It is precisely in this sense that "Who owns nature?" seeks to re-examine our historical debt
with "nature" and to explore a new non-linear cosmological model. This is an interdisciplinary
and cross-sector project, in which we will work with different artists, scholars and cultural
practitioners to stimulate lively and serious discussions on different issues. "Multispecies
Clouds" is the first chapter of the series.
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