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Nalini MALANI (B.1946, INDIA)

Nalini MALANI is one of India’s foremost contemporary female artists, acclaimed for her unique interpretation of a woman’s
historical vision. Incorporating different kinds of media, including theater, performance, film and photography, since the 1960s,
her masterful artistic practice became the forefront of multidisciplinary art. Reverse painting technique is inspired by old reverse
glass painting tradition that came to India from China, embodying two different historical periods superimposed: the late nineteenth
century when the technique came to India, and the period since 1988 when MALANI began painting in this particular technique.
Like MALANTI's paintings Chance | Chance /] and Chance ///, all produced in 2009, she diverts the image, therefore “reversing”,
not to revert to semi-pornographic depiction but to present allegedly sacred stories from mythology in a profane light, for
profane interests, and for the expression of everyday suffering—a suffering generated by the mistaken belief that sacredness
justifies violence.

Her reverse paintings are developed based on femininity throughout history and societies around the world. For example,
Medea /(2006) and Medea //(2006) were inspired by mythical stories of the Greek figure Medea, who was abandoned and
repudiated by her husband, like Sita from Indian mythology. MALANI also infers from Western stories, such as Through the Looking
Glass and Alice in Wonderland by Lewis Carroll, and depicts the female figure Alice in Alice thru the Looking Glass-Pat Pat Pat(2011)
and Copper Brain Map (2011). Female figures are recomposed in the works and therefore challenge known masculine and
traditional narrative. Constructed on the myth of Cassandra, who is cursed to utter prophecies that were true but that no one
believed, MALANI recreates and retells the story from a contemporary perspective in tondo painting, part of the artist’s life-long
attempt to reexamine patriarchal societies and understand the world from a feminist perspective for a more hopeful future.

Nalini MALANI had two-part, in-depth retrospectives at the Centre Pompidou in France (2017) and Castello di Rivoli in Italy
(2018) as well as exhibitions at internationally acclaimed institutions and projects, such as Venice Biennale (2005) and
dOCUMENTA(13) in 2012. MALANI was the first female artist from Asia to hold a solo exhibition at Centre Pompidou, Paris (2017)
and to receive the 24" Fukuoka Arts and Culture Prize (2013). Her work may be found in public collections at major institutions
worldwide, including the Museum of Modern Art, New York, USA; Metropolitan Museum of Art, New York, USA; Centre Pompidou,
Paris, France; Tate Modern, London, UK; Stedelijk Museum, Amsterdam, Netherlands; Fukuoka Asian Art Museum, Fukuoka,
Japan; Singapore Art Museum, Singapore; ARARIO MUSEUM, Seoul, Korea; Kiran Nadar Museum of Art, New Delhi, India; Art
Gallery of New South Wales, Sydney, Australia, and many more.

Medea | 2006
Acrylic and enamel reverse painting on acrylic sheet
183 x122 cm



MER - Dhife (Nalini MALAND) ZENEREZMURTMEZARZ—, BENTMHREESHNMEFEREmMEZHE.
E20tHR60FRIUK, ERRECERIZAREREMNESN, HPABERE RE. BERIEY, SERZHENZARR
R, SIMEBRZAMAG. &&E (Reverse Painting) HERBETMHEEENENRBESEESE, 2RABITEN
FERENEN: EERIMMERZECEEANNE, HXR1988FRNESR - DR FF IR FIXFRIRECEMRT 0. B
WS el (Chancel) » « «#Hl£ll (Chance ll) » <«#Hl&ll (Chance lll) » , HEIETF20094F, FEmEnEH
TRATEBHRNELS, MEATHREHEZNE, FHHEZHE, SMPLMBHENEE, INCUENGARZS
EHRE, XFEREFRET WERARILIERTRAONELM X—HIR:ES.

ZRRMEEOIE, BETE2RHLSHELFNLMEAERRIN. FIM, «EHKI (Medea 1)y (2006). «EIKII
(Medeall)y (2006) R &R F HBEMIELFHHAMERT. EF/REHER, ERTIRFMILEERNLAE, ZL
TREB EIREFENFIREFHNM—NEHE, FRNTERBENE, EUTHBER, BESRENPEHT
RERUHEE, REERMRT R EDRERF, EUTHERMFSEMERMSo (BE/ BKX) GESHMN. D
RHMAEFTHERAYFEBRRR, MXS5H - F2/R (Lewis Carroll) f «ZWZEHFRY 5 «ZWAEHPFIBICY
, ZARREERAlce thru the Looking Glass-Pat Pat Pat(2011)f1Copper Brain Map(2011)dhi#fi 7T L AT R E
Wiz, THEAYHRAEDRRHIERFREL, FHREIAMMNBENTEERE, 8T SRENFEARTEE
XHIFR. F— MM AE, REFBBEBENFHER (Cassandra) WM EEP—RRFLEH. RIBERHHERAH
iEER, WEETIHR, BRUAMSIFENAS, ERLBEMARRE. DREMLERUWHEFCIE. EFIHE-RH
BRMEE, XRZARRATEAFLEHARR, BEEFHRMABMEMSURIXE ML M E XERIN AR T — 58
3o

HAIDRREATRAERNEME, RESARBS, F—BoEEENERMEZARGC (2017) #1{T, FIHBINUE
BAFIMFRFHE (Catello di Rivol) (2018) #tfT. Itéh, ZRRMEREERMTFEFRARBNZARNMBLZ
RBEH, WERHTNER (2005) MFERXEE (2012) . BRRHESE—(MEBRERHZARFPO (2017) F25
DPRIOTMLMZRR, GRENLMNURAZARUR (2013) . WHERHSKESEEZVMRE, N ANH
REZAREMIE(EEAL). RERXZAEMEEEAN). ERHZAPOEEBR). REARERNEFEBRZ). 8
AR AT EME TSR « BRIMERE (BAER) « FIEERE Gm) « MR 2REME (8
EHER) « BERERZEAREME EDEHER)  FEEREEANE (RAFITLER) %.

Medea //, 2006
Acrylic and enamel reverse painting on acrylic sheet
183 x122cm
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Alice Thru The Looking Glass (Pat Pat Pat), 2011
Reverse painted acrylic, ink and enamel on acrylic sheet
57 x75cm

Alice Thru The Looking Glass (Copper Brain Map), 2011
Reverse painted acrylic, ink and enamel on acrylic sheet
57x75cm




Installation View of Nalini MALANI’s Solo Exhibition, Can You Hear Me? at ARARIO GALLERY SHANGHAI, 2018-2019



Chance [, /], Il/, 2009 (from left)
Acrylic, ink and enamel reverse painting on acrylic sheet
Diameters 51 cm



Kohei NAWA (B.1975, JAPAN)

Kohei NAWA, as one of the foremost important contemporary artists of Japan, has been creating artworks in relation with forms,
context, and material. Pushing the boundaries of the medium of sculpture and exploring the artistic potential of ‘surfaces’, he
focuses on the different forms of the physical manifestation of gravity. For NAWA, the meaning of an artwork is always involved
with the visual perception of space and object. 7rans-Kids (Bump)(2011) and PixCell (Toy-Bonsai #3)(2012) are the epitome
of NAWA’s oeuvre, where the artist’s interest is deeply rooted and inspired by the idea of distortion and transformation. Both
works, utilizing the different materials of a surface, manipulate the perception of a common everyday object. By challenging
the conventional repositories of dimension(ality) and expanding the experience of the viewer at different levels, he challenges
viewers to constantly question ‘concept’ and ‘actual expression’.

Kohei NAWA was born in 1975 in Osaka, Japan. He currently works as an Associate Professor at Kyoto City University of Art and
Design and is the founder and director of SANDWICH, a creative platform for art, design and architecture established in Kyoto
in 2009. He has exhibited worldwide including Japan, Korea, Germany, Spain, and Italy’s various distinguished art institutions.
Recent solo exhibitions include Throne at Muse€e Du Louvre (Pyramide), Paris, France, 2018; VESSEL/Kohei Nawa, ARARIO
GALLERY, Shanghai, China, 2017; Movement, ARARIO GALLERY, Shanghai, China, 2015; Kohe/ Nawa - SCULPTURE GARDEN,
Kirishima Open-Air Museum, Kagoshima, Japan, 2013; Kohei Nawa’s Synthesis, Museum of Contemporary Art, Tokyo, Japan,
2011; He also has participated in international group exhibitions such as Setouchi Triennale 2016 : /nwjima Art House Project.
F-Art House, Okayama, Japan, 2016; New Sensorium - Exiting from Failures of Modernization, ZKM, Karlsruhe, Germany, 2016;
COSMOS / INTIME - La collection Takahashi La Maison de la Culture du Japon a Paris, Paris, France, 2015; His works have been
collected by The Museum of Contemporary Art Tokyo in Japan; Mori Art Museum, Japan; Daimler Chrysler Contemporary in
Berlin, Franks-Suss Collection in London, Sovereign Art Foundation in Hong Kong, Metropolitan Museum of Art in New York,
ARARIO COLLECTION and many other prominent collections.

ENAAREBEMNEURERRZ—, BNRFEHOE—ERSER. BHEEIMBRRET. thiERTEIRREMEH RN
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from Failures of Modernization, R/REFEEZEARSEERAL, RRETEE, #E (2016) « COSMOS / INTIME - La
collection Takahashi, BR A AN kLIE B3, ZE (2015) . BMRFHREREAATTHARERE. AEFER
T8, AARMEZAREYIE, ARARIO COLLECTIONS E prH B MUGE

Trans-Kids (Bump), 2011
Mixed media
126 x 61x 220(h) cm



Trans-Yana (Stroke), 2012
Mixed media
66 x 73 x 196(h) cm



PixCell (Toy-Bonsai #3), 2012
Mixed media
71x75x54 cm



Throne (p/g.boy), 2019
Mixed media
80 x 23.7 x 38.2(d) cm, Ed. of 10 (1AP, 1PP)




Throne (5iC/p_boy), 2019
Mixed media
80 x 23.7 x 38.2(d) cm, Ed. of 10 (1AP, 1PP)




SUN Yuan & PENG Yu (B.1972, CHINA / B.1974, CHINA)

SUN Yuan and PENG Yu work collaboratively as an artist group. They both graduated from the department of oil painting
of the Central Academy of Fine Arts, China. Currently work and live in Beijing. Their works can be seen in major international
art institutions and exhibitions. For instance their work has been exhibited in 7ales of Our Time Guggenheim Museum, USA
(2016) and they will also participated in The 58t" Venice Biennale (2019) this year. They also won the Contemporary Chinese Art
Award in 2001 and participated in lots of significant biennale worldwide, such as Kwangju Biennale: A Grain of Dust A Drop of Water
(2004), Emersion-China Pavilion of The 51st Venice Biennale (2005), Special Project for China Pavilion - 2006 Liverpool Biennial
(2006), Sydney Biennale 2010 - 7he Beauty of Distance: Songs of Survival in a Precarious Age (2010), The 11t Shanghai Biennale:
Why Not Ask Again (2016) and others.

If Seeing is Not an Option (2013) presents an amazing performance to us. A group of men who are blindfolded practice
dismantling and assembling real guns continuously. Such training is called “blind training”. It is also a training camp for “gun
knowledge”. There are professional military instructors to explain the guns to the audience every week. It all seems to be some
sort of preparation for a problem that may occur, or is brewing something that is about to come. Such kind of “probable” thing
includes the contradictions that can be seen everywhere in the world as well as the confrontation that may erupt at any time.
Therefore, not only China, but the whole world is trying to find out its own problems. The topic of “How the world has become
as today” is embedded in this work.

ZAREEGHREEZE, BHIHER (1972FHETFILR, 1995F LN FRAZERFRAER) NEBE (1974FLETR
L, 1998FENFHRRERFFHER) HR. ATHEEFFIER. HREEBERESKERZAVMEREL,
BF2016FEHRBBENES EHE WEHRR  BS52019FF8EREHINER. AAZR2001FHELRK
ZARR, HFZREMEFEEWFR, M KMRER: ‘—L—F 7 (2004) , FH—HES BEEREHRERHPE
1B (2005) , “RYIERER—REERERITRT  (2006) , “BENFR—IEBMER: SIHNRERF TROKE"
(2010) , “SVELBWER: FAHE" (2016) F.

MEREZRUKBSWEZARATERAMTZARE, MNEZXEIN, ERETHERTHNFERR. FREBEY
BREMHEMNNEER, UREUAEERETNEE, BTLRBESKRENER. FXEHER HEFRBR2—NE
B RINE— T ANRENRE. —HARERE, FEMEASIREMARER, XMILHEKRA BRIIE , )
FHERH-METR, REFRNFHBEECTMEN. ZTERFN DR RNBRIVERRN, N, THEEN
HFED. EEAAETESRME AN NS IAE,; ARXBR— Ml MRRIILE, SAFELESER
AV BXEACH FIR . X— AP AR — MRS RENEIBERES, NEARRECERIENED. X T
RERAE" MY, SEHERLEATRKNTE, RENTRELNNT. I, FARTE, HRSMHEREKEES
RE. “HROMERSRXE X—WEKES XA ERZP.

If Seeing is Not an Option 4 EAB 22— ik, 2013
Video, 7 min 33 sec, Ed. of 6



Dogs That Cannot Touch Each Other R%)ifr, 2003

Video, 5 min 23 sec, Ed. of 6



Pegasus k5, 2015
Handmade bark paper, gold dust, mineral pigment, ink, gum arabic
310 x 127 cm

Hippocampus 7§15, 2016
Handmade bark paper, gold dust, mineral pigment, ink, gum arabic
310 x 127 cm

SUN Xun (B.1980, CHINA)

Rooted in traditional Chinese ink paintings and woodcut prints, SUN Xun not only expands the new language of painting, but
also creates historical and fanciful art forms with his own narratives and new media. Pegasus (2015) and Hippocampus (2016)
are representative of both the artist’s unique technique as well as his particular interest in history and myth. Both paintings are
painted on handmade bark paper with traditional ink and gold pigment. Adding up to the narratives of mythical creatures from
both historical and contemporary references, the creatures engage with a metaphor or analogy to try and make us understand
that there is always more than one thing happening at one time, and that there is always more than one opinion in circulation.
The style of painting also explores traditional printmaking techniques blurs the line of reality and fantasy, time and history in
rather a playful manner.

SUN Xun was born in 1980 in Fuxin in Liaoning province, China. He currently lives and works in Beijing and graduated in 2005 from
the Printmaking Department of the China Academy of Art. In 2006 he established m Animation Studio. Recent solo exhibitions
include: SUN Xun, Museum of Contemporary Art, Australia(2018); Prediction Laboratory, Yuz Museum, Shanghai (2016); Republic
of Jing Bang, a Country Based on Whale, Holland Animation Film Festival & City Hall, Utrecht, The Netherlands (2015); Yesterday
/s Tomorrow, Hayward Gallery, London, U.K.(2014); 27KE, Minsheng Art Museum, Shanghai (2010); 7#Ae Soul/ of Time Kunsthaus
Baselland, Basel, Switzerland (2010); Sun Xun. The Dark Magician of New Chinese Animation, Pacific film archive Theater, Cali
fornia University of Berkeley, USA (2009) etc. Recent group exhibitions include: The Robert H. N. Ho Family Foundation Chinese
Art Initiative at the Guggenheim, 7ales of Our Time Solomon R. Guggenheim Museum, New York, U.S.A.(2016); 2015 Asian Art
Biennial, National Taiwan Museum of Fine Arts, Taichung, Taiwan (2015); /nk Art: Past as Present in Contemporary China, The
Metropolitan Museum of Art, New York, U.S.A.(2013);

DBRZAREXRETPEEGKBEAAZRE, BARREFTNELEES, FHEBYBRRERMFIERENELHE
TR BRI ZE AR K. «KBPegasusy (2015) 5 «FHarmoniousy (2016) X HERBEREI T £ARRIMEF
MEERGE, BRABMEZARNTF “FL” 5 ‘BE" HXE5XE. BRSEREREARK5SEHN, £FT
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Tears of Chiwen B3 38, 2017
Single-channel animation
9 min, Ed. of 6 (2AP)



JING Shijian (B. 1960, CHINA)

JING Shijian was born in Liaoning Province, China in 1960 and graduated from the department of oil painting of China Academy
of Art. Currently lives and works in Hangzhou, China and works as professor and Vice Dean of the school of painting at China
Academy of Art. Recently he has held solo exhibitions, including Fable Shandong Art Museum, Shandong, China, 2018; Domestication,
Dresden, Germany, 2014; Rowing a Boat, Zhangjiang Art Center, Shanghai, China, 2009; Geography of Art, The National Art
Museum of China, Beijing, China, 2006; Roaming in the World, Shanghai Art Museum, Shanghai, China, 2006 and others. JING’s
works have been collected by major art institutions such as National Museum of China (Beijing), The National Art Museum of
China (Beijing), Shanghai Art Museum (Shanghai), Sichuan Fine Arts Institute (Chongging), etc.

As a continuation of JING Shijian’s creating system, the main focus of his latest works consist of landscapes and figures as
before. Different from the previous works, the landscapes and figures in JING’s new works appear with a kind of tense and
the inner conflict. The familiar scenes of landscapes have been scenarized with abundant narrations. JING selects “snail” and
“landscape” as important symbols for his creation. In such a rapid developing era, expectation is always accompanied by anxiety
and uneasiness that floods the entire world. The artist treats “snail” as a fairy tale that has been ignored or described, forming
his own artistic language. At the same time, it is also acting as a continuation of human life. JING Shijian integrates the inner
conflicts among humans, as well as between human and nature in his landscape. He focused on presenting a joking and playful
world, whereas the reality is not easy. We can strongly feel that there is a sense of tension, dislocation, separation, confrontation
among humans, or between landscapes and figures in his works. From this point of view, the playful and joking world is also
a conflicting world.

FrEsl, 1960HEFHELTE. EUFhEEAZRBER. AEPEERLARBER. LEBZARZERARK, TEM
BEFHEGM. GZREDNR, BF ‘BF" . WAEEANE, FEWLK, 2018; “WBFHFEMMENNSE" , A
RMEREE, B, PE, 2018; ‘Y’ , BEERHR, 2014; CTEZAT  KIHKRZAE, fELE, 2009
;O CEAMET , REEAE, FELR, 2006; “@HTHT  DBEARE, hELE, 20065, EREEETHE
BEREWE GER) « FEEARE GER) « EBEAE (L§) « WIERER (BRX) SE=M.

‘Rt 5 RET, RATSX-MROIENERNS. RFEIR, IRERERBINEET, ENNERLE
BILEBIER, SXHERERMLEN, 2EMNALHOHER, DIt FR. KR E. MBRFRHRTRELR, #AZ
BAMERFTE, —MENHONESZEWSHEA, ZARALEEHE—FAFNEN, EXE, HETUEE, =
BRAESREN, AXSEATUBNFRL. I8N REN, SZMEX NN ERS, FEZEHEUTK, E2/0
NRHBEET FHEENEX. Bit, FLa@EfEhins, BTUEREN, hUEMREN, HEETTESR
E—Rx, a2 Fm ENEE.

Joking 3% ERIE, 2015-2016
Oil on canvas
40 x 60 cm






Geometric Landscape N s # S, 2018
Oil on canvas
60 x 76 cm




Snail 14, 2018
Oil on canvas
60 x 80 cm




Eko NUGROHO (B.1977, INDONESIA)

Based in Indonesia’s art capital Yogyakarta, artist Eko NUGROHO faces challenge head-on with a vivacious, colorful oeuvre
spread across myriad surfaces and media. NUGROHO'’s work shows his sharp grasp on modern life, street art, and society’s oscillations
in the wake of globalization, while simultaneously evoking authentic motif in a startlingly contemporary formal language. It is
critical yet playful as it draws attention to the complex issues buried within his home country, riding the turbulence of Indonesia’s
recent socio-political history while embodying the positive and energetic spirit of the post-Reformasi artists.

For Art Basel Hong Kong 2019, Eko NUGROHO presents a bronze sculpture titled /¢’s A/l About Coalition (2008). The title is
borrowed from an earlier embroidery from 2007, which depicts a male and female character hugging, with the male character
holding a blade behind the female character’s back. The bronze sculpture carries forward the artist’s exploration of this theme
- the realities, ironies and understanding of the notion of “coalition”, as well as his developing interest in three-dimensional
forms and new materials. The complex landscape of Peace Leasing(2018) is as expansive as it is full of hidden detail, and in it,
NUGROHO poses a poignant question: is peace property? Although hand-embroidered, this work nevertheless seems to drip
with the same heavy ink used in his paintings, repeating masked faces peering listlessly out of the abyss. Their half-veiled visages
reflect an inescapable need to camouflage the real self in order to conform to society, their identities forced into malleability by
the caging outlines of society’s expectations. The creature found in / Was in Wrong Generation (2011) stares questioningly and
unhesitatingly, as though waiting for some sort of provocation from the outside world. Standing alone, formed of an amalgamation
of animals and people, his every part carries significance. This individual represents You and Me, the narrator and narrated,
a compilation of stories in one being, the multiple personas taken on by the individual fighting the ever-changing current of
modern society.

Eko NUGROHO has held exhibitions all over the world, including at Musee d’Art Modern, Paris (2012); Pekin Fine Art, Beijing
(2009); Ark Gallery, Jakarta (2008); and more, and has participated in group exhibitions in such eminent institutions as Kunst
Museum Markt 44, Frankfurt; Orange County Museum of Art, California; Museum Art Contemporary, Sydney; and many more.

ZRRYM - BigBH (Eko  Nugroho) MEE. THEFHERATINZRZERED. ZRAREATEFESEN
BIFEEER AR BREBNEREERR. MNERBIENIARER. HELZRUARSRAFTHROERIRFH
WHEE, FETRAHNUYRENIESREALIMBFENNIASEE . XEERERANBRRITEGEBHENE,
EIEFERDBHEBUATIR KL ENEFHENT, SIXNFEZRRR S HMBRHEENEREAMNKE, BIT FHKGIEH
(post-Reformasi, BI1998%F[E) ZARIAREE DHFEHER.

HR2019FEERBERZHES, X - BRSFHRLSFEMEERI s Al About Coalition (2008) . X HEAIER
BREA—HEIET2007 MRS, Hbf#HeT —2B3HAe5—atAGpnE—E, BHELENERESES
Tl. BiEDHNSEREERSMELNGREH—SHE- BT ‘BE" X—HMNIME. WRMUEZARRS AR,
EH M F =R FF R0, Peace Leasing (2018)2—HAREBRBATHNIESR, ZARAREMRE T —
NREEM: MEEW=E? BREFIRG, BZARBERZLELERERANBFARENRS, FHESELHT
SKIMRNPREMNTERIL . FEEALHRILRRT —FARENTR, BATIRRESMAERINER, HaH
LRREEMIBIBIRM. 1ERI Was in Wrong Generation (2011) R EER M IRRIIAR W, (HHAESRERANRK
EFgknt. S—MEOMAFTEEREX, MAWY, BEIMIXEAN. TENMIMREJERTE, BRKERRE BN
RE, BARWEERFINE, SKEEMSUTEERIRM B RS ER.

XA - BHRSTHEERSMENATRE, QF: BRIAKZAENE, ZEER (2012) . ZMER, FEIER
(2009) « Ark Gallery, ERfESEMIA (2008) %; Ioh, ZARRESETHSHMANMBENHNER, W: Kunst Muse-
um Markt 44, {BEDXZ 23R BFEBZAEME, KEMM, HRZIREWE, BRAFTERS.

1 Was in Wrong Generation, 2011
Embroidery
202 x 148 cm
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Peace Leasing, 2018
Manual embroidery
219 x 311 cm



1t’s All About Coalition, 2008
Bronze

Figure 1:62.5 x 63 x 182.5(h) cm
Figure 2 : 57 x 54 x 185.5(h) cm
Ed. of 6 (2AP)







Generation of Generation, 2018-2019
Bronze
145 x 145 x 165(h) cm, Ed. of 6 (2AP)



Leslie DE CHAVEZ (B.1978, PHILIPPINES)

Manila-born Filipino artist Leslie DE CHAVEZ is a young artist who cautiously deals with sensitive topics like cultural imperialism,
colonial history, contemporary life, politics and religion in his country. Recognized for his distinguished talent and sensibility in
painting, the artist casts a bitter metaphor on the society he lives in, suggesting a response to reality through reconstructing the
icons and symbols of the times. Leslie DE CHAVEZ's value system about society and art is firm and clear. He invites introspection
on reality through works that reflect hard work and passion, and stand apart from the world of contemporary art that overflows
with visually appealing work lacking conceptual content.

State of the Nation //(2018) is a mixed media oil painting of a half-clad victim with hands hog-tied with cable ties, and kneeling
with his shaved head pressed to the ground. Devoid of any recognizable landscape and historical context, this figure represents
victims of abuse and injustice from all over the world. Despite the foreboding and overwhelming dark hues, his art has a sparkle
that allows the content to transcend the gritty realist style that they could easily fall into, and instead invites the audience to
take a more proactive and introspective approach to understanding the pieces. When Action Speaks Louder than Words(2018),
the man is opening his mouth with all his strength using his both arms and his face expression is conveying a sense of anger. Despite
the emotionally resonant depiction of the protagonists, the backdrop of gold-leaf makes it looks vaguely post-apocalyptic.

Leslie DE CHAVEZ is a director of the artist-run initiative Project Space Pilipinas, in Lucban, Quezon. He has held several solo
exhibitions in the Philippines, China, Korea, Singapore, UK and Switzerland. He has also participated in several notable exhibitions
and art festivals, which include the Singapore Biennale 2013, 3rd Asian Art Biennale in Taiwan 2011, 3rd Nanjing Triennial in China
2008, First Pocheon Asia Biennale in South Korea 2007. A two-time awardee (2010/2014) of the Ateneo Art Awards for Visual
Art. He is exclusively represented by ARARIO GALLERY since 2006. Leslie DE CHAVEZ's works has been permanently collected by
international institutions including Singapore Art Museum, Singapore; ARARIO MUSEUM, Korea; Alain Servais Collection,
Brussels; Michelangelo & Lourdes Samson Collection, Singapore.

A FHRERDRRMFNF - 8 - EFH (Leslie de Chavez) 2—RFFZAR, iR PERMEN LI FRRR
FENXKFEEN. HRFHSE. AREE. BUaNRESHRILE. FHHEERE N4 ENGSNLEE HZENA
o EARNEMINH SR TERINRE, BIEMNRNERESHS, RURNISSHEY, FEHFXFHRMZR
HNMERRRREMANMN. BOERFREREIENNESERENEIENRE, BRNDBSIHNAINRE, ERFER
EEARTFHSHNERNARZARMER PERHTL .

fEm <BARIRESI (State of the Nation Il) » (2018) R— & REME RS, BR— LS RIENZES NG
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When Action Speaks Louder than Words, 2018
Oil and gold leaf on canvas
145 x120 cm



State of the Nation /], 2018
0il, gold leaf, decal on canvas
170 x 200.5 cm




Litany of Deceit, 2008
Oil on canvas
195 x 150 cm




Buen CALUBAYAN (B.1980, PHILIPPINES)

Buen CALUBAYAN examines the contradictions found within the notion of Filipino identity through his own endeavors as
an artist seeking self-validation. In his paintings as well as in performances, sculptures, and conceptual pieces, he combines
autobiographical material with canonical works, blurring the distinctions between personal and cultural histories. He believes
that personal conflicts can be seen as microcosms of the continuous struggle for autonomy that plagues his country, and that
his search for the appropriate form to embody these ideas through art can also reflect a whole nation’s search for an inherent
aesthetic taste.

Dismantling the Picturesque (2019), the varying tonalities and overpowering horizontal strokes result in a feeling of vastness
and depth, while at the same time conveying a sense of spirituality and tranquility. Although he is an astute witness and critic
to social and institutional issues, at the heart of his painting is the meditative Filipino spirit. Looking beyond the artist’s escape
from angst (and scarring memories) one is made aware of his philosophical and intellectual approaches to inner tranquility.
In his new abstract drawings Midtones (2019) and Threshold (2019), colors are blurring boundaries between representation
and abstraction. Like the great Victorian Romantic artist JMW Turner whom he greatly admires, CALUBAYAN’s treatment of
color comes from the heels of color theory as advanced by Johann Wolfgang von Goethe, the great German renaissance man,
who saw color as visual metaphors of one’s perception.

Buen CALUBAYAN currently lives and works in the Philippines. He graduated from the Bachelor Program of Fine Arts, Major in
Advertising and from the Master Program in Cultural Heritage Studies Philippines at the University of Santo Tomas, Manila. Since
2007 he has participated in both solo and group exhibition in the Philippines and the Netherlands, Republic of Korea and Germany.
His recent solo exhibitions include Blanc Gallery, the Philippines in 2018 and 2016, Ateneo Art Gallery, the Philippines in 2015.

ZARRAHR - REFER(Buen Calubayan) &F1980F, kEFERE. EA—RBIARINTNERR, B HENE
FERABRSVBESIEANFE. ZRREBEGMRSEAERES, BRATLE. THER, BEMESMER
feltEz s, HEEMAN AR BB EENRR. fifE, PARRTUREERAREER IR EMAE 0%
%, HREMZERGEHATIRALEESHEEZARINEENRALKNRER, BEFTUARREETERAENET
£k,

fEmDismantiing the Picturesque (2019) , UARE®IFRERE NHKPEMAAN BMRTZ R, B EEH
RUESRTZRH. FTFHLSWBASHEH AT, ERAREAREERMITERRTHHE, BHEENZONEETRE
IR R ZRRUBEER (RHRITIZ) . UEZHN. BUENSR, ZRINORLNFES. EZRRSHHOMH
K fEMmMidtones (2019) SThreshold (2019) f, @&REARSHMRENFRER. 542 F T HEZHREBARE
EXERRABX - DRE - B - B UMW Tumer) —#, 1B - FEERBNEENLBEEEHEEZAN N ARK
HP BRI B E X2 8 X HIIFA—A8 - SR/REXN - 5 - iE (Johann Wolfgang von Goethe) 7 it
> HTRMNEREIL.

R - FRERENAFREREEMNIE. AREVTFHEERDBREZEDMAZ EE, XFREREGHFER LR
TV RMEEM. B2007F0%, fheFHEFERR, 72, BEMEEXMNE. S5HRE. BHYTF2016%2018
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Dismantling the Picturesque 2019
Oil on canvas
150 x 120 cm



Threshold 2019
Acrylic on paper
30x40cm

Midtones, 2019
Acrylic on paper
30x40cm



UM Tai-Jung (B.1938, KOREA)

As Korean abstract sculpture’s first generation pioneer, UM Tai-Jung has devoted himself to metal sculpture and investigated
materials and resources throughout his artistic career, one that continues to the present. In 1967, he caught the art world’s
attention as his emblematic steel sculpture A Scream won the Prime Minister’s Prize in the 16th National Art Exhibition, and in
the 70s, he presented copper sculptures that revealed a remarkable contrast between the material’s internal and external sides
in terms of color and texture.

In the 1980-90s, UM'’s abstract copper sculptures featuring a prominent vertical structure referred to Eastern philosophy
concerning the ideas of the celestial and worldly, as exemplified by his Heaven, Earth, and Human (2018). The method of
accumulating layers of numerous ink lines, overlaying colors with intervals of 1 cm, and coloring again closely resembles not only
the formal qualities of UM’s sculptures but also the production technique of striking, welding and polishing a piece of metal.
The repetitive act of striking steel or grinding aluminum-made expressions is yet again repeated in his two-dimensional pieces.
Pilgrimage-Kismana(1980). UM’s work suggests that only those who have the identity and spirituality of a pilgrim may “explore
the essence of time and space with guileless humility,” and tread the path of sculpture, which is neither declarative nor magnificent.
Appearing to be lighter in heaviness and presence but still retaining the sense of weight, Untit/led (2006) is made in aluminum,
the material that most effectively conveys UM’s pursuit of “that which is empty yet still full” while demonstrating the “artistic
quality and materiality of weight” in its emptiness.

Born in 1938 in Mungyeong, South Korea, UM Tai-Jung graduated from the Department of Sculpture in the College of Fine
Arts at Seoul National University, studied at Saint Martin’s School of Art in London, and held positions as a research professor
at Berlin Fine Arts University and professor in the Department of Sculpture in the College of Fine Arts at Seoul National University.
He was awarded the Prime Minister’s Prize from the National Art Exhibition (1967), Grand Prize from the Korean Art Grand-Prix
Exhibition (1971), and Mirok Li Prize from the 7th Mirok Li Award (2012). Starting with a solo exhibition at Gwangju Gallery (1972),
he has participated in numerous solo and group exhibitions including the 12th Biennale de Sao Paulo (1973), Woodstock Art
Gallery (1980), Georg Kolbe Museum (2005), and Sungkok Art Museum (2009). In 2004, he was appointed Emeritus Professor
at Seoul National University, and since 2013, he has served as a member of The National Academy of Arts of the Repu blic of
Korea.

TEABEMRBENE—REE, FRTRATOESERE, ERRVAEFRREFRRERSHR. 19674F, fib
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Heaven, Earth and Human, 2018 (detail)



Heaven, Earth and Human, 2018
Ink, acryilc on paper
145 x 290 cm




Pilgrimage-Kismana, 1980
Copper
34 x 34 x 34(h) cm, Ed. of 5 (2AP)



The Galaxy House, 2006
Aluminum, copper
20 x 10 x 30 cm, Ed. of 5 (2AP)




SHIM Moon-seup (B.1943, KOREA)

Beginning with his Relation series in the 1970s, SHIM Moon-seup’s works have thoroughly investigated the materiality of the
various materials that appear in his works. Based on his findings, he has given structuralized incarnations of the materiality of
his investigation, as presented in the works belonging to different series. Since 2014, the artist has been dedicating increasing
portions of time to painting works entitled The Presentation. Individual examinations of the pieces reveal that his painting
The Presentation - To the Island (2013) reflects shared inspirations, and accordingly, that they are not completely disparate
from one another on a conceptual level. Horizontality, the dominant compositional element of the piece, can first be understood
as a metaphor of the ocean-the origin of all life- and can also be seen as a visual marker to the link between the painting’s
horizontal composition and the horizontal visual language of many of his sculptures. It appears as though SHIM’s paintings are
two-dimensional iterations of his sculptures in which materials including pigment and color take the place of counterparts in
sculpture on the canvas.

In his early artistic career, SHIM Moon-seup drew great attention for the award at the National Art Exhibition of the Republic
of Korea from 1969 to 1971, and from the global art world at large by participating in several significant international biennales
including Paris Biennale from 1971 through 1975; Sao Paulo Biennale 1975; The Biennale of Sydney 1976; and the special exhibition
of the Venice Biennale 1995 and 2001. He was also the first Korean artist to be invited to exhibit at the Palais-Royal in Paris.
Most recently, SHIM held a large retrospective exhibition at the National Museum of Modern and Contemporary Art (MMCA),
Korea in 2017, and also at Yuz Museum in 2018. The artist has continued to create his own concept of non-materiality in use of
wood, stone, soil, and steel along with his paintings.
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The Presentation-To the Island, 2013
Acrylic on canvas
162.2 x 130.3 cm



The Presentation-To the Island, 2013
Acrylic on canvas
130.3x162.2cm



KANG Hyungkoo (B.1955, KOREA)

KANG Hyungkoo'’s portraits of icons such as Vincent van Gogh, Andy Warhol and Audrey Hepburn are rendered in hyperrealism,
but KANG's works, rather than archetypal photorealism, may be considered ‘composite-realism.” KANG believes that photography,
a process of simply copying and reproducing, debases the importance of painting. Instead, the artist’s hyperrealistic practice
enables the delicacy necessary to express detail like hair and wrinkles, unable to be caught by the camera lens.

KANG's painstaking efforts bear fruit in his superior technique. In depicting the details of the human face, he uses aerosol cans
to render the smoothness of the skin, then before the paint dries, uses a cotton swab or a brush to paint the details of even the
smallest of wrinkles, peach fuzz, and pores. What is so surprising is that while KANG is using oil in his paintings, his portraits,
unlike the usual genre of self-portraits in oil, have a very clean feeling much like a watercolor painting that has been painted
many times over. However, even with such a watercolor-like quality to the portraits, the details of the wrinkles and peach fuzz
are depicted with a strong density. Of course, one of the benefits of using oil is that the painter can paint over whatever is below
the surface as many times as one desires, until the painting is finally complete. Unlike his earlier works, his latest representative
work Monroe (2019) portrays the actress at her most soulful and most delicate, her poignant, pondering gaze pervading deep
into the viewer's heart. Strong green colors emphasize this even more.

His works are housed at a number of national and private institutions, such as The Frank Cohen Collection, UK; FC MOCA, Korea;
Jimmy Carter Center, Atlanta, USA; PEAK6 Investment, Chicago, USA; Gwangju Art Museum, Gwangju, Korea; The Republic of
Korea National Red Cross, Seoul, Korea; Pohang University of Science and Technology, Pohang, Korea; The Amore Museum,
Yongin, Korea; Federation of Korean Trade Union, Seoul, Korea; Gamsil Olympic Main Stadium, Seoul, Korea; Son Ki-Jeong
Memorial Foundation, Korea; ARARIO COLLECTION, Korea; and more.
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Monroe 2019
Qil on canvas
194 x130.3 cm



BYUN Soonchoel (B.1969, KOREA)

After studying at New York’s School of Visual Arts, photographer BYUN Soonchoel has held exhibitions at the National Portrait
Gallery and Somerset House in London, Space DA in Beijing, and more. BYUN's international recognition flourished when his
work Interracial Couple was used as the main image for Prince William’s exhibition A Positive View. Created during his time in
New York, his work /nterracial Couple (2001) captures the different individualities, cultures and sentiments of interracial and
queer couples, taken in very private spaces of diverse culture and story to portray love that crosses boundaries of race and social
preconception both delicately and honestly. A focal characteristic of BYUN’s work is its unveiling of the relationship between
society and identity as shown through the identities of its subjects. Because of this, these portraits cannot help but to capture
the historicity and contemporaneity of their time, thus allowing the viewer a natural approach to that time.

Born in 1969, artist BYUN Soonchoel received his BFA in photography from New York’s School of Visual Arts in 1999, and
completed one year of graduate studies in photography at the same school in 2001. He has held solo exhibitions at Buk Seoul
Museum of Art in 2014, Kumho Museum of Art in 2016, GoEun Museum of Photography in 2018 and most recently, ARARIO
GALLERY SEOUL | SAMCHEONG in 2018-19. Since 1998, his works have been introduced at numerous national institutions
worldwide, including National Portrait Gallery, London, Somerset House, The Museum of Photography, Seoul, Seoul Museum of
Art, National Museum of Modern and Contemporary Art, National Taiwan Museum of Fine Arts, Daegu Art Museum, and more.
Awards received include 2009 FGI's Photographer of the Year, the International Center of Photography Via Wynroth Fellowship
in 2000, as well as the John Kobal Photographic Portrait Award in 1999, as well as others. Currently, BYUN Soonchoel's works
may be found in the collections of Seoul Museum of Art, Daegu Art Museum, and more.
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Interracial Couple 2001
Archival pigment print
195 x 152 cm, Ed. of 7



GWON Osang (B.1974, KOREA)

Combining attributes of the genres sculpture and photography within a single piece, works by artist GWON Osang concisely
reveal the multi-use of modern society’s overflowing image and information, contemporary art’s blending of genres and
competition. To test the infinite possibility of the genre of ‘sculpture,” GWON continues in artistic endeavours that cross the
borders between genre, especially so with the fusion of photography and sculpture. In an effort to reduce not only the level
of labor as entailed in the production of traditional sculpture, but the weight of sculpture as whole, GWON experimented with
lightened sculpture, starting with the Deodorant Type series.

GWON Osang's new work Projet d’architecture (2018) falls within the Masspatterns series, an offshoot of the Deodorant Type
series that put GWON’s name on the map. After making the initial form in isopink, c-prints of photographs of everyday objects as
found in magazines are then affixed to it, stacked and combined with no sort of correlation. In this manner, while Masspatterns
is simultaneously the result of endless experimentation with light sculpture, it also revealed the aspect of modern society’s
inundation of imagery. On show for Art Basel Hong Kong, Projet d'architecture in particular was made as a photo-sculpture
that directly references the name and the shape of the pedestal used and created by the father of modern sculpture, Constantin
Brancusi. Standing at the border of artistic form and manual work, pedestals by Brancusi are wholly incorporated into the domain
of art within GWON Osang’s work. With the cluster of colorful little birds sitting atop its pedestal, this piece, while one of GWON’s
first pieces to reference Brancusi’s pedestals,, presents the formal beauty of GWON'’s photo-sculptures simultaneously with the
core concepts of his body of work.

GWON Osang received his BFA and MFA in sculpture from Hongik University, and gained a reputation as Korea’s representative
artist holding solo exhibitions at ARARIO GALLERY CHEONAN in 2006, and ARARIO GALLERY BEIJING and Manchester Art
Gallery in 2008. He has participated in a number of notable group exhibitions, including his recent exhibition £ndless Column
(ARARIO GALLERY SEOUL | RYSE HOTEL, 2018-19); 7ech 4 Change (Vestfossen Kunstlaboratorium, Vesstfossen, Norway, 2015);
Medium at Large (Singapore Art Museum, Singapore, 2011), Roundabout Collection (City Gallery Wellington, Wellington, New
Zealand, 2011); His recent solo exhibitions at ARARIO GALLERY SEOUL | SAMCHEONG and ARARIO GALLERY SHANGHAI in 2016
and 2017 were met with great success.
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Projet d’ architecture, 2014-2018
Mixed media
46 x 46 x 107(h) cm



KWON Hayoun (B.1981, KOREA)

489 Years (VR, 2015; Video, 2016) is a critical work many of Hayoun KWON'’s viewers are familiar with. 489 years marks the
duration it requires to completely dismantle the land mines underground in the DMZ after the Korean War (1950-1953). DMZ
(an abbreviation for Demilitarized Zone) refers to the demilitarized area that bifurcates the north and the south of the Korean
Peninsula after the war. 489 Years adopts the monologues of a former patrol soldier and VR experience to allow the viewer the
access of this otherwise forbidden area. As one of the most dangerous parts of the world, in addition to the fear of death that
came with stepping on land mines, contrasted by the natural beauty of this isolated area, these are the experiences the soldier
has lived, and his memories for this land only consists of “land mines and flowers.”

Hayoun KWON explores the vast potential of new media technology as it stretches across the spectrum of animation, documentary,
3D, and virtual reality (VR). Weaving stories of time, memory, identity, and exploring and reconfiguring boundaries as the real
and the virtual intermingle, she poses questions and offers unique and unprecedented spatiotemporal experiences. Whether
they are formed from memory, or locked within the confines of physical barriers such as is the DMZ, the spaces and locations
found in KWON'’s work are intangible, or otherwise unreachable by conventional means, demonstrating her keen awareness of
geopolitical issues. By giving viewers an opportunity to personally enter these virtual spaces through VR technology, KWON’s
works allow for an individualized experience of a story, place and time. Her use of documentary technique in combination with
animation and new technology enables a particularly modern take on mankind’s continuing philosophical endeavors to define
the real, all the while simultaneously blurring the lines between the real and virtual.
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489 Years, 2015
Virtual reality installation, 3D animation stereoscopic, color, sound
11 min 18 sec, Ed. of 5 (2AP)



Film I JU Anqi (B.1975, CHINA)

A Missing Policeman %k i3 %2, 2016
Single-channel HD video
50 min, Ed. of 8 (1AP)

The synopsis of the film A Missing Policeman (2016). Beijing, Summer 1988. A group of young artists gathers in the hutongs
for a dance party at the home of one of their friends when a policeman happens upon the scene. In the rigid times just after the
Cultural Revolution, harsh punishments were dealt with those participating in activities deemed illegal. Several others had
already been sentenced to execution by firing squad or been dealt life without parole for hosting similar parties. The policeman
insists on arresting the young artists, and in a fit of panic, they beat him unconscious, deciding later to dig an underground prison
where they keep him from then on. For thirty-three years, the artists guard the policeman in shifts. Over these thirty-three
years, China goes through a massive transformation unbeknownst to the policeman until the summer of 2016 when he escapes.

While the thirty-three years of the policeman’s disappearance counts the time that Chinese contemporary art emerged and
developed, A Missing Policeman depicts this period through a unique plot and nonlinear timeline. During his confinement,
the policeman unintentionally encounters artists and critics. From Li Xianting, Zhang Xiaogang, Wang Guangyi, Fang Yijun,
Ye Yongging, Zhou Chunya, to Xu Bing, and more, these artists and critics of international renown and recognition appear as
themselves, and through conversation with them, the policeman comes to realizations about contemporary art and the true
meaning of freedom. In this film, JU Angi satirizes and criticizes the armed suppression of art and culture that Chinese society
has undergone, suppression that continues to this very day.

Born in 1975 in Urumai, Xinjiang province, Ju Angi graduated from the Directing Department of the Beijing Academy. As one of
the most widely recognized directors from China’s “New Generation” of filmmakers and multimedia artists, his works involve
experimental video and photography, narrative films, painting, and light boxes, making him a rarity among Chinese conceptual
artists. In 2014, the artist also made a statement objecting to government censorship alongside other internationally renowned
film directors, such as Zhang Ke Jia and Lou Ye. Ju’s experimental films have been exhibited in the Centre Pompidou (Paris),
MoMA (New York) and Solomon R. Guggenheim Museum (New York). Ju Angi currently works and lives in Beijing.
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Film | JU Angi (B.1975, CHINA)

Big Characters XK=, 2015
2-channel HD video
17 min 11 sec, Ed. of 8 (1AP)

Unfamiliar even to locals and legible only from the air, the thirty Chinese characters, each one the size of a football field, form
slogans advocating the ethos of the Cultural Revolution: “Long live Chairman Mao,
difficulty to win victory.” Clearly visible on Google Maps, these characters were used as navigation toward a secret military aviation

Learn from struggles, “Surmount every

school during the Cultural Revolution. Close-up, they look like nothing more than rocks and earth, but as the drone-mounted
camera slowly ascends, so does their meaning manifest.

Formed of stacked rock, these huge characters signify more than just their slogans. The sheer labor that went into creating them
reflects the yearning for utopia characteristic of the Cultural Revolution, the energy and exhaustion poured into making such
a mark upon the land almost overwhelming. However, though their constructors built them with utopia in mind, to the modern
viewer, these characters convey eerie bleakness and wounds of the past. Reminiscent of ruins, to JU, they speak of emptiness
and collapse, filling him with sorrow. History is not easily forgotten, nor do its wounds heal quickly, the blank earth between
their stacked rocks reminds the viewer. Conflict rises and settles, and rises again; winds of the Gobi Desert blow sand across the
pale stone, yet the stones hold their shape. History may be static, but its effects are constant.

While China was in the midst of the Cultural Revolution, the rest of the world was swept away in a series of incidents, from
President Lyndon B. Johnson’s speech on Vietnam to the 1968 Paris demonstrations. Juxtaposed and overlaid with footage of
the motionless stones lying in much the same shape as they ever have, the film unfolds a critique of the fantasies of utopia
buried within all societies across the world.
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Film I JU Anqi (B.1975, CHINA)

Drill Man $569 A, 2016
Single-channel HD video
31 min 51 sec, Ed. of 8

In this film, JU Anqi follows the journey of a man traversing the changing landscape of a country in the throes of the era of
technology, armed only with a drill. In spite of its bright and improvisational style, ‘Drill Man’ is ridden with unsettling tones of
anxiety and even violence from start to finish, underlined by the droning sound of the drill wielded by the nameless, wordless
young man acting as protagonist on his travels through rural and urban China. He raises his drill with total indifference to the
identity of his target or its possessor, boring holes in fruit, flowers, bricks, buried power lines, gas mains, and more. He climbs
The Great Wall, the epitome of culture and very symbol of the grandiosity of history, only to drive his drill through it; on his
way back down, he drills his presence into the bus stop, the bus seat, the bathroom ceiling, expressionless and soundless all the
while. Natural and manmade creations can only endure defacement. His apathy is echoed in part by the onlookers, and their
apathy serves to emphasize the absurdist nature of the film. With no regard to the consequence, the young man aims his drill
at melons right next to their seller; on the train, he drills the seat of the person in front of him.

Silent, his only communication are the marks he leaves behind. In a world of constant, rapid change, the little holes speak of
something both ephemeral and immutable in time’s flow. The country grows and changes, as it has for millennia, swept up by the
current, but his drill creates a physical impression of his interaction, or his confrontation with the edifices of society, institutions
and crawling symbols of the irrational reality of the material world. Somewhere between documentary and narrative, the
metaphorical reflections on modern material society and challenging nature found in ‘Drill Man’ fall in line with the improvisational
and confrontational style of JU Angi's earlier works, particularly reminiscent of JU's approachment in 7here’s a Strong Wind in Bejjiing (2000).
JU stands direct confrontation up with indirect representation, questioning society’s unpredictable evolution as it strives to
adapt to technological and philosophical development, and how the small figures caught in the riptide remain vastly immune.
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