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Postcard No.6, Xie Nanxing, 2015, Oil on canvas, 220x220cm, Image courtesy of the artist, ©Xie Nanxing

(WIME R No.9) , HfFgk, 2015, T, 220x220cm, KR HIZARZERM, O E
Postcard No.9, Xie Nanxing, 2015, Oil on canvas, 220x220cm, Image courtesy of the artist, ©Xie Nanxing
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The exhibition presents two paintings from Xie Nanxing’s “Postcard” series. These

two pieces delve into the technique of “Canvas Prints” where the artist places two
layers of canvas together and paints on them, allowing the paint to penetrate the upper
layer and leave mottled traces of the painting on the canvas below. The “Postcard”
series (2015) discusses the landscape painting scenarios of the China Artists
Association, further exploring the formalist definition of landscape and their
expressed visions through a narrative of being simultaneously immersed in yet

overshadowed by the landscape, culminating in disillusionment and futility.
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Obsessions, Wang Tuo, 2019, Single channel 4K video (color, sound), 20'31", Image courtesy of the artist and
WHITE SPACE, ©Wang Tuo
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In his video work Obsessions, artist Wang Tuo is inspired by a mysterious missing
person case. He hopes to use this piece to generate discussions about desire,
obsessions, architectural aesthetics, and Otaku culture, against the backdrop of the
internet age. The monologue in the artwork reveals the process in which an architect
is gradually hypnotized by a therapist, who tries to make his patient imagine himself
as a piece of architecture. As the therapist enters this structure from the outside and
explores its inner structure, he thereby gains access into his patient's inner world. In
the meantime, the therapist also discovers a "secret chamber" hidden away in this
piece of architecture, which is essentially the patient's subconscious. The video
presents the audience with an opportunity to thoroughly explore the "Beijing
Fusuijing Building", a structure built in the 1950s as an embodiment of socialist ideals.

Today, however, it lies half-abandoned. This piece of architecture bears tremendous



symbolic significance, as it is reminiscent of the "Big Dumb Objects" often seen in
the writing of British science fiction writer Sir Arthur Charles Clarke, denoting
something huge that is right in front of us but that we cannot communicate with. Here,
the artist attempts to use the spatial structure of architecture to imitate the structure of
our subconscious, which is oftentimes obscure and indiscernible. Lastly, the artist also

brings forth the idea of a "failed structure".

(B, WM, 2019, TREHUR. SLUKRS, 834heh, FIh ZAFAIEE HQ W (8370 #t ©
BB IR HQ mRE (12 20)
AIDOL, Lawrence Lek, 2019, HD video, stereo sound, 83', Image courtesy of the artist and Sadie Coles HQ,
London, ©Lawrence Lek and Sadie Coles HQ, London
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I still want to be everything. Isn’t that the point of superintelligence? To be a gambler,
philosopher, artist, musician, gamer, architect...

Lawrence Lek’s AIDOL, a feature-length fantasy film, tells the story of a fading
superstar, Diva, who enlists an aspiring Al songwriter to mount a comeback
performance at the 2065 World eSports Olympic finale. Through spectacular
sequences and shifting virtual realities, the film transports us into a world defined by
the complex interplay of humanity and technology. Fame — in all its allure and
emptiness — is set against the bigger contradictions of a post-Al world, a world where
originality is sometimes no more than an algorithmic trick and where machines have
the capacity for love and suffering.

Drawing upon his background in architecture and music, Lek’s digital creations have
frequently addressed the concept of “Sinofuturism” — a reimagining of China through
the twin lenses of the present and the future — as well as the blurred line between
machine and human learning cognition. AIDOL transports these themes into a
futuristic realm with aspects of southeast Asia — from megabrands to super-casinos to
cultural persecution and underground resistance.

As in Lek’s previous works, Farsight Corporation is a controlling force in this
universe. The global conglomerate, with its ubiquitous logo and vast temple-like
headquarters, usurps the role and status of a political regime. The event of Diva’s

comeback is an international tournament sponsored by Farsight — the eSports



Olympics — staged in an airborne stadium whose shape mimics the company logo, and
in which “Bios” are pitted against “Synths”. This contest belies a more profound
existential conflict between humanity and machines, a conflict which finds transient
resolution in the meeting between Diva and the Al artist Geomancer.

Produced using 3D rendering, gaming software, and motion capture technology,
AIDOL builds on a sequence of CGI creations in which he draws upon the language
of video games, science fiction, music videos, and corporate animations, among
multiple other sources. The result is a shifting and seductive virtual reality, punctuated
by Diva’s songs and an evolving soundtrack of electronic themes. In its multiplicity of
references, AIDOL traverses the concept of genre — from the fantastical to the
metaphysical to the prophetic — engendering a fictional space that is alternately
recognisable and alien. Both in setting and action, the story shifts between stylistic
convention and uncanny beauty, as much as between real-world allusions and

dazzling inventions.

(WY , R, 2024, HIREE GDITEN. Mg, PUAER. ML, RUERlER. oME. KM, &8
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Stuffed, Fan Ranran, 2024, Interactive installation (3D prints, resin, acrylic, motors, microcontrollers, vinyl, wood,

metal, strings), participatory performance, Variable dimensions, Image courtesy of the artist, ©Fan Ranran
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This project constructs a healing experience in linguistic languages for psychological
trauma. It transforms the gallery space into four compartmental stations to dilute and
contain overwhelmingly negative emotions. It seeks appropriate linguistic expression
to address the trauma that is ignored or neglected. The meaning of each word is
deconstructed and rebuilt; they become more genuine. They lead the path to the
unspeakable: characters are produced as objects for visceral communication; poetry is
stamped from a small machine to reaffirm; simple suggestions are offered to the
audience as amulets. The audience is invited to pause anywhere, anytime in the space

and take time for themselves.
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Change of Signs | Does writing have a future?, Johanna Reich, 2022, Holographic video projection on gauze, 5
autonomous driving LED Bots, 3 small projections, sound, Variable dimensions, Image courtesy of the artist,

©Johanna Reich and Galerie Anita Beckers
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Writing is considered one of the greatest cultural techniques of change: allowed to
preserve knowledge for centuries without their own presence, independent of space
and time. Before the use of writing, things looked different, according to the media
philosopher Villém Flusser: "Before that, one went around in circles. And the longer
you wrote lines, the more historically you could think and act." The magical world of
images and oral traditions was replaced by the linearly structured time of history.
Writing is an ordering gesture. It arranges mythical circles of thought into linear paths.
The linearizing, writing activity transformed mythical, oral prehistory into history.
History is the function and product of linearizing thought. Therefore, the advent of
writing marks the beginning of history.

At the moment, we are in the midst of another upheaval: we have long since left the
Gutenberg galaxy, a world that was dominated by the book as the leading medium.
We write, transfer and store our knowledge digitally, writing is leaving its carrier
medium. First recorded on stone tablets, then on papyrus, and later on paper, writing
is now becoming immaterial. However, not only writing: our history is increasingly
detaching itself from physical carrier material. Today's production of information on
the internet runs to infinity. Will our history disappear into the masses or will it
eventually end in a major blackout?

Profound is also the transformation of what is written; according to Flusser, writing
code ceases to be a dialogue between people. Programming means processing and
following instructions. At the same time, people who cannot program become
illiterate again when reading code.

The interactive installation "Changing of Signs" acts as a kind of digital cave painting
and asks questions about the change of writing, the end of the Gutenberg Galaxy and
how we will look at the past in the future. Will the succession of history still matter in
the future when we all have simultaneous access to all knowledge through memory
enhancements of the brain? Will our thinking move in circles again instead of linear

succession? Texts will be written to a large extent by artificial intelligence; its



generation speed leading to a mass of unverified content on the net, which the Al will
in turn use to create new texts. How will we deal with the unverified real content?
The room is shrouded in bluish light by several LED writing bots traveling in space,
immersing the viewer in a world of their own. The bots travel through the space
quoting lines from Villém Flusser’s essay "Writing. Does Writing Have a Future".
The three-dimensional projection shows various gestures of writing, historical
fragments of the development and change of writing, on which human progress,
beliefs and thought models are based. These are not arranged sequentially in a
historical-linear fashion but appear and disappear like splinters of thought. One sees,
for example, dimly the well-known painting "Tower of Babel" by Pieter Bruegel the
Elder, which deals with the biblical story of the confusion of languages after people in
their hubris wanted to build a tower up to heaven. Other image fragments show,
among other things, gestural drawings of unknown characters, vanished languages,
the first digital emoji by Shigetaka Kurita (1999), or a visualization of language
transmission through thinking by interface.

The small video projections on black screens are also based on quotes from Villém
Flusser's essay "Writing. Does Writing Have a Future?" and deal with the repetitive
circular or linear writing gesture. Here, the person and the writer find themselves in a
digital space with proportions that cannot be precisely defined. Alone, the person
performs the gesture of writing in circles/lines, appears and disappears again.

Many images cannot be deciphered directly - without background knowledge - but
they spread out in space and create a space like a timeless digital cave painting

through their mystery.
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A la lumiére, Johanna Reich, 2019, Video projection onto six petrified fossils, Variable dimensions, ca.50x20cm,

Image courtesy of the artist, ©Johanna Reich and Galerie Anita Beckers
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With the choice of her pictorial themes, Johanna Reich consciously quotes the
different possibilities and various intellectual approaches with which humanity has
tried since prehistoric times to understand and master the world. Whether with an
image or a mathematical formula, whether analogue or digital. For Reich, these
diverse references and cross-connections are about the pictorial visualisation of this
continuous process of appropriating the world. Individual works, such as “A la

lumiére” in which there is the attempt to incorporate, climb and measure ammonites
—those stony witnesses to the beginnings of our world— can be read as indications
that this process has not yet ended. She sees her continuous process of finding and

questioning images then as outside this “FRAME”, more as her striving for a

vocabulary that allows her to “master” our world.
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Face Detection, Johanna Reich, 2018, 4K video (3840x2160), 2'44", Image courtesy of the artist, ©Johanna Reich

and Galerie Anita Beckers
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In the video "Face Detection" (2018), the artist tells modern myths: on a smartphone
display, we see two hands forming a lump of clay through the switched-on camera.
First, a face appears, then two eye sockets, a nose, mouth and chin - after 90 seconds,
a frame appears on the display and the digital face recognition identifies the clay
mould as something human. As in ancient creation myths, the human being is formed
from clay - archaic modelling in the digital age. When does one become human in the
process of moulding? Are you only human if the machine recognises you as such?
The boundaries between reality and image become blurred; the digital image creation,

its manipulation and transformation take centre stage.
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Hynitha | Joril Sarinan, Johanna Reich, 2023, Ink and LED on paper, 40x30cm (unframed), 63x53cm (framed

size), Image courtesy of the artist, ©Johanna Reich and Galerie Anita Beckers
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By developing an onomatopoeic language Johanna Reich gives a voice to her
paintings: She fed a small language model (Al) with precise information about how
she as a synesthete perceives letters and their connection to colours. This generated
language is very limited in comparison to common languages we use and is
concentrated on speaking about colours, forms and nature. When Johanna Reich
finishes one of her abstract paintings the language model can read the colours and
forms and transform them into words. These words, coded in the rhythm of a short
onomatopoeic poem, flash behind ink drawings on paper. They seem to be just magic

sounds, but the words can be translated into our human language.
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Communication Model 04 - Chinese Whispers, Juergen Staack,2017-2024, 12 performers, 12 tables, 12 chairs, 4
microphones, 2 headphones, 2 loudspeakers, Variable dimensions, Asphalt-Summer Art Festival, Diisseldorf, 2017,

Image courtesy of the artist, ©Juergen Staack
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Communication Model is a series of works in which communication models are
worked through in various structural arrangements and presentation situations, which
come to nothing, are based on misunderstandings, fail through translation, drift into

incomprehensibility via amplification or distance, end in monologues, etc.

Communication serves as a balancing act of understanding in order to convey

concerns and opinions to a counterpart so precisely that all participants are at the same



level of knowledge. Unfortunately, this requirement cannot be met, even in a

language model with the same language code.

Communication Model 04 - Chinese Whispers is a model that is intended to enable
communication between groups of visitors to the performance, with the obstacle that
the information is given into a room and output within the room by whispering
(among the performers), then again on the opposite side. Through the transmission
among the performers in the room, a change of meaning takes place, and due to the

duration of the process, a temporal distortion also takes place.

The communication of the two groups of visitors at the ends of the room cannot be
fluent and will never follow meaningful communication, because one reacts to
unspoken content (because it has been changed uncontrollably in the room).
Communication fails at this point, but does not generate a vacuum; instead, it leaves
behind the notion of further thinking, interpretation, and filtering out. Unintentionally,
content could arrive more radically on the opposite side, it could become meaningless,
or more aggressive, but also more poetic or lovely. The recipients, with their
experience and personal human filters, try to order and structure the
incomprehensibility. Ultimately, each participant must follow their human mind and

feelings in order to recognize meaningfulness.

The performers in the room are in a situation that resembles an open-plan office. The
individual roles can be compared to processors in a computer. A conceptual proximity

to the setup in the Turing Test is obvious, and John Searle's Chinese Room is also a

reference.
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EROSION — DMZ, Juergen Staack, 2019, Print on sand, exciter, amplifier, audio player, 55x60x90cm, Image
courtesy of the artist and Lohaus Sominsky Gallery, ©Juergen Staack
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EROSION-DMZ is an art print on fine sand. It shows a landscape shot, in the
foreground a river, in the background you can see houses, blocks of buildings and a

hilly, dreary landscape.

What is a photo, what value does it hold, what reality does it depict, how does it
change. Images and image content are often linked to the moment of creation and are
thus classified chronologically. But what is the validity of this content? Images are
memories and are transient like life itself. But there is also change in transience. The
sound under the sand pressure causes the sand and the pigments on it to move and
begin to vibrate. Parts of the picture decompose, and change. Every stage is a new
picture. There is a reference to the picture before, which seemed to show everything

more completely and lay in beauty. The next state shows less of the original, but has a



new beauty of its own, a new original is created. In this way, the process of decay can
be evaluated as a constantly emerging image. Memories never fade completely, but

they allow for new models of thought because the next image cannot be predicted.

Of course, a cross-reference to climate change is also conceivable through the
landscape survey. Erosion is the constant decomposition and change. It is a vanitas
picture and at the same time an image that connects the past, the present, and the

future. Who knows what it may look like at the end of the exhibition.
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Light Sketch (Papaver/ Poppy) , Juergen Staack, 2020, Vase, sketchbook A3, plinth, 20x70x120cm, Exhibition

view at Konrad Fischer Gallery, 2020, Image courtesy of the artist and Konrad Fischer Gallery, ©Juergen Staack
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Light Sketch (Leucospermum/ pincushion), Juergen Staack, 2020, Vase, sketchbook A4, plinth, 70x55%70cm,
Exhibition view at Konrad Fischer Gallery, 2020, Image courtesy of the artist and Konrad Fischer Gallery,
©Juergen Staack and Konrad Fischer Gallery
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Light Sketch (Fritillaria/ Chess flower), Juergen Staack, 2020, Vase, sketchbook A4, plinth, 40x70x120cm,
Exhibition view at Konrad Fischer Gallery, 2020, Image courtesy of the the artist and Konrad Fischer Gallery,
©lJuergen Staack
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Light Sketch (Phalaenopsis/ Orchid), Juergen Staack, 2020, Vase, sketchbook A4, plinth, 100x55x70cm,
Exhibition view at Konrad Fischer Gallery, 2020, Image courtesy of the artist and Konrad Fischer Gallery,

©Juergen Staack
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Light Sketch (Limonium/ sea lilac), Juergen Staack, 2020, Vase, sketchbook A4, plinth, 80x55x70cm, Exhibition
view at Konrad Fischer Gallery, 2020, Image courtesy of the artist and Konrad Fischer Gallery, ©Juergen Staack

TESSE A B R, IR A ek, A2 mas, 408
FERMAREE, TSRt m Zeny, BARBEARA A AR EN . WA ST
PR RO [ S 2, AR AT DA i S AR R T M S s, IR H 2
LR HEAREE I 2 T ERE =20z

Otz &) 2R ERN, HETEE, A —EoTeH. 1k
AP ST [ 2l DB, AR DAME— RPN EN 2, FHOGRERS ELAHE
et b, HSg TEAHEROTR A . X ORI RIS . e
P A S . MBI S SR R IR, 8 QL2 E R W,
o T RIS, K H O T BEEM ISR T — PRI bEE, B
AR, RFFSLERTRISE] . T GRS IE TR A, I e A
ANEAEILEAERF SRR A . RO B BNk



KA TGN RN, FHEEIH, AR, (AR T ERY T RIARNIE,
AWEA—F O RERHH A 1S,

In photography and the creation of images, timing and instant is decisive. It makes a
difference whether you look to the left or to the right, because then of course you
don't see what's happening on the other side. The timing is also decisive for which
situation is perceived. Now you can regret that you always miss an interesting

situation or consider yourself lucky to enjoy the recognized moment you find.

Light Sketch consists of flower arrangements in vases that are placed on pedestals

with an open booklet. The orientation is set in such a way that at a defined time of day,
in direct sunlight, the shadow of the flower falls on the open pages of the booklet. The
result is a light drawing, a shadow image. The plant seems to be looking at its own
shadow. Plato’s reality, the world of shadows, wanders beyond the edge of the

booklet in Light Sketch. A poetic moment is the writing of one's own shadow in the
notebook. It is ephemeral and only stays for a short time. The aging process of the
flower, which accelerates the withering due to the sun, shows an ever-new, aging "I".

The plant watches itself age.

The beauty lies in the moment of perception: recognizing it, celebrating it and
remembering it. The shadow remains fleetingly on the notebook, yet writes itself into

it as a mental image.
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VIS10N #PCDF01818, Juergen Staack, 2022, Inkjet print, 44x44cm (unframed), 52x52x3cm (framed size), Image
courtesy of the artist and Lohaus Sominsky Gallery, ©Juergen Staack
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VISION #PCDF31818, Juergen Staack, 2022, Inkjet print, 44x44cm (unframed), 52x52x3cm (framed size), Image

courtesy of the artist, ©Juergen Staack
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VI1SI0N #PCDF41824, Juergen Staack, 2022, Inkjet print, 44x44cm (unframed), 52x52x3cm (framed size), Image

courtesy of the artist, ©Juergen Staack
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VISION #PCDF11811, Juergen Staack, 2022, Inkjet print, 44x44cm (unframed), 52x52%3cm (framed size), Image
courtesy of the artist and Lohaus Sominsky Gallery, ©Juergen Staack
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VISI0N was created in 2022. With the emergence of Al models, the question arose
not only for societies but also for art as to how to deal with such "intelligence" or just
a tool. In the artist's case, the Al has access to a large database of landscape elements

and natural events.

As an artist, with these key data, you are very quickly mentally focused on Caspar
David Friedrich and Romanticism. If he had used photography, would it have been
invented already? He might have photographed Polaroids in advance in order to paint
the pictures in oil paint in the studio. What truthfulness is still inherent in
photographing photography? Al eludes the claim to authenticity of the moment but
tries to suggest it through appearance. What advertising, artists, photographers, and
propaganda have always done to manipulate images, Al now makes it possible for
anyone who uses it. Therefore, you can address Al, and with the stored library, you
can also have Casper David Friedrich's views translated into photographs. They
become visibly flawed at this point, as the people painted by Friedrich are not
included and simply omitted. The natural elements have not yet been precisely
worked out. Nevertheless, these "photographs" claim to have a truth content, which,
however, is not fulfilled. Today's critical gaze exposes the images. But how would

they be seen if they were used as references in 250 years? Would these be pictures of



what nature once looked like? Will they be recognized as artificially generated images
without a real reference as Al montages, or will they be quickly overlooked, since the
memory of Romanticism and the nature that may have been is too beautiful and

cannot be doubted?



