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Daniel Dewar & Grégory Gicquel

Oak cabinet with courgettes and body fragments, 2024
Oak wood

155 x89 x 70 cm

Courtesy of Private Collection

In tandem with such material and representational attentiveness, the duo's work can be viewed as
an ongoing question of between artwork and functional object, and this work of hand-carved oak
cabinets follows the same logic, appearing simultaneously as highly decorative pieces of furniture
and autonomous, freestanding sculptures. The wooden cabinets carry a robust human torso and
are surrounded by giant zucchini figures, whose rich muscular forms seem to share similar line
extensions and interface textures with those of the zucchini, all of which are derived from Daniel

and Grégory's incongruous vocabulary of forms, evoking the interrelations between the human



and the non-human, between "nature" and "culture". By revealing the similarities of the elements
that make up their work, the artists express a vision of dissolving artificial divides, and a will to

dehierarchize as well as merge all lifeforms we have created.

Embroidered quilt with earthworms, potato plants, clover plants, Colorado beetles larvae,
Colorado beetle, leek plants, clouded yellow butterfly, honey bee, red-tailed bumblebee,
white-tailed bumblebee, striped shield bug, green bottle fly, 22 punctata beetle, ladybird beetle,
magpie moth, overlocker machine and sewing machine, 2024

Cotton and polyester thread on linen fabric, cotton batting

194 x 249.5 cm

Courtesy of the artist and ANTENNA SPACE

Embroidered quilt with earthworms, cockchafer beetle larvae, dandelion plants, Brussels sprout
plants, pe-tsai' cabbage plants, kohlrabi cabbage plants, striped shield bug, green bottle flies,
cabbage white butterfly caterpillars, cauliflower cabbage plants, savoy cabbage plants,
white-tailed bumblebee, cabbage white butterflies, ladybird beetle, red-tailed bumblebee, honey
bee, sewing machine and overlocker machine, 2024

Cotton and polyester thread on linen fabric, cotton batting

194 x 248.5 cm

Courtesy of the artist and ANTENNA SPACE

These works are two pieces of fabric that were hand-assembled and embroidered by the artist in
linen. Objects, plants, animals, and insects are linked together in the works, not simply as a
typological production of wildlife, but as an ecosystem in which a variety of organisms live
together. At the same time, the plants and creatures in each fabric work are subtly interspersed
with the early artisanal tools that Daniel and Gregory used to create their works in the workshop -
sewing machines, lockstitch machines, and colorful thread bobbins. These objects are scattered
among the vegetable and floral motifs, juxtaposing consumer production with the process of

creating and appreciating art.
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GuanXiao

Documentary of Agriculture: Gathering, 2019

Printed Vinyl, C-stands, dyeing fiberglass, crystal resin, universal screwdriver, stainless steel
stands, headlights, snhow board, speakers

backdrop: 250 x 450 x 180 cm

steel stands: 264 x 194 cm

head: 70 x 110 x 65 cm

resin pieces: 39.5x37x38cmx5

Courtesy of the artist and ANTENNA SPACE

Guan Xiao has evolved the as if square farming site into visual data - the scale on the map, the
color block distinctions used for mapping - which Guan Xiao has printed and painted on the



canvas as if it were a carefully rendered technological totem, the giant image is backed by a set of
images of a test block first used for hyperspectral image classification, imaged by an infrared
spectrometer in 1992, with each of the sixteen crops in the area labeled with sixteen colors. This
background image is stacked with objects such as lizard figures with a slightly cartoonish look,
stained resin parts, a television stand, and a walkman stereo, as if presenting a studio set-up
space to be manipulated and viewed. "The more that we think about the future, and manufacture
the so-called civilized world, the farther we distance ourselves from nature, the land and
ourselves" reflects Guan's focus on the relationship between contemporary industrial production
and the so-called natural world; she sees agriculture or farming as akin to science fiction, and
uses the results of such spatial installations to link us to our physical reality, through the emphasis
on the pervasive nature of the images, in order to provoke us to think about the future.

Window - Soft Cheek, 2019

Elm, acrylic coloring, colored rope, dyeing fiberglass, 3D print, perpetual motion toy, LED lamp
230 x 180 x 38.5 cm

Courtesy of the artist and ANTENNA SPACE

Window - Smoke in the Sunset, 2019

Elm, acrylic coloring, colored rope, dyeing fiberglass, 3D print, perpetual motion toy, LED lamp
230 x 180 x 38.5 cm

Courtesy of the artist and ANTENNA SPACE

Window - Wheat Field, 2019

Elm, acrylic coloring, colored rope, dyeing fiberglass, 3D print, perpetual motion toy, LED lamp
230 x 180 x 38.5 cm

Courtesy of the artist and ANTENNA SPACE

The window series is a stand-alone existence for Guan Xiao, whose works are filled with
photographs, toys, home accessories, and other objects that Guan Xiao calls "collage"
constructions, trying to break the inherent properties of conventional objects and connect them
with completely different materials. Rough dark gray curved sculptures, life-like furnishings,
never-ending perpetual motion machines, hopping hemp ropes, and screenshots of characters
from 80s TV commercials and music videos form an elaborate story that provides clues to the
names of these works, such as "Smoke in the Sunset', "Wheat Field", etc., which are full of
imagery often used in literature, and through the "window." This projection of the form realizes a
kind of "turning" guiding form, leading to another environment, another landscape, another life,

another possibility.
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Guo Hongwei



Pareidolia, 2019
Watercolor on paper
101.5 x 66.5 cm

Courtesy of Private Collection

Pareidolia — Carrot Legs No.1, 2024
Watercolor on paper

38 x56 cm

Courtesy of the artist and MAGICIAN SPACE

Pareidolia — Tomato Heart No.1, 2024
Watercolor on paper

28 x 28 cm

Courtesy of the artist and MAGICIAN SPACE

Pareidolia — Chili Face No.1, 2024
Watercolor on paper

28 x 38 cm

Courtesy of the artist and BLUNT SOCIETY

Pareidolia — Chili Face No.2, 2024
Watercolor on paper

28 x 28 cm

Courtesy of the artist and MAGICIAN SPACE

Pareidolia — Chili Face No.3, 2024
Watercolor on paper

28 x 28 cm

Courtesy of the artist and MAGICIAN SPACE

Pareidolia — Chili Face No.4, 2024
Watercolor on paper

28 x 28 cm

Courtesy of the artist and MAGICIAN SPACE

"Pareidolia" refers to the phenomenon in which people always integrate abstract and meaningless

images or objects into their familiar cognitive structures and assign content and meaning to

images in the process of recognition. For example, if someone sees a map of the world in a

pattern on a cow, they may see it as a manifestation of a miracle.

Based on the concept of "Pareidolia", Hongwei Guo began to reflect on the source of meaning of

forms in his practice. Among the questions encompassed: What is the relationship between the

original meaning of things and nature, and the meaning we read from them? How do the traces

and corresponding depictions formed by the paintings (specifically) reflect similarities and

differences?



Ceci n'est pas un verre, 2009

Vanish on Linen

150 x 200 cm

Courtesy of the artist and MAGICIAN SPACE

Focusing on more purely formal concerns, Guo Hongwei creates an inventive form of still life from
objects he finds lying around his studio, moving out of the studio into a much broader arena that
embraces humanity's curiosity about the world in which we live. Here, the familiar forms of
toothbrushes, rolls of toilet paper, a battered chair, or a paper cup are isolated in the center of

pristine white canvases or sheets of paper.
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Liu Guogiang
Doors opening , 2015
Dual Screen Video, 0'45"

Courtesy of the artist

Use two cameras to shoot a door that is opened. The camera is located on the front and back of
the door, and the recording is synchronised. When the door is fully opened, the two cameras will

shoot each other, and the two videos will be played side by side.
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Liu Yue
Maximized Uniqueness-18 2024 01-30, 2024
Tissue sculpture: Tissue paper, tissue box,
11 x11x(18-18.8) cm x 30, 25 x 25 x 25 cm x 30 (overall)
Photgraphy: Epson ultra giclee print, hahnemuhle photo rag baryta
200 x 150 cm

Courtesy of the artist

Liu Yue chooses tissue boxes and paper towels, which are commonly used in life, as his base, and
folds them like a sculpture to create a seemingly symmetrical, decorative, and absurdly floral
shape. Using the first shaped napkin form as a standard, imitate and replicate the second, then
imitate and replicate the third with the second... and so on. The work is sensually boring,
ineffective and sublime.

This work actually discusses some of the delicate relationship between the price and value of the
work of art. The true value of a work of art is difficult to define, and especially impossible to
measure in terms of price. The validity of the two conversions is often at odds with their own reality.
Therefore, Liu Yue tries to make the handmade nature of artwork in an effective way to clarify the
price standard in its value. Therefore, he assumed the first hand-folded napkin form to be a penny,
allowing the value to be represented by way of the price of the lowest circulating currency. The
second was shaped by copying the first artistic form, so that the second was 2 cents containing
twice the price of the first, and the third copying the second was 4 cents, Until the thirtieth when
the value of that napkin embodied in the price may have been more than 5 million dollars. It's very
surprising and dismaying, and we all ask the question, how could this napkin be worth so much
money? Digging deeper reveals that the price derived from its value at the outset could have been
much cheaper than an original napkin box. At this moment, the relationship between price and
value leads to a holistic picture of dematerialization within a framework of antinomies. With the
continuous emergence of paradoxes, the work presents an extremely beautiful state.



Meanwhile, the artist will take photographs of the work for each tissue sculpture to document it at
its best. When a collector purchases a tissue paper sculpture, they will also receive a portrait of
the work (the cost of producing the image will be borne by the collector). As time passes, the
seemingly worthless tissue paper sculpture gradually deforms and collapses, while the portraits
that were used as physical evidence become more valuable and are preserved. At this moment,
what have we gained.
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Lu Yu

Microwave, 2022

Microwave, stainless steel wires, kitchen utensils, pantry cart
Dimensions variable

Courtesy of the artist

Appliances: Microwave, 2024
Linen, paper, charcoal, oil paint
123x73cm

Courtesy of the artist

In the era of pursuing instrumental rationality and automation, individuals are gradually alienated
from their everyday lives. Gazing upon familiar objects in daily life can feel akin to experiencing a
neurodegenerative disease. Even when confronted with ordinary moments we have collectively
encountered countless times, do we still feel a sense of unfamiliarity and disorientation?
“Synesthesia” , or “synaesthesia” , describes the phenomenon where different sensory
experiences trigger one another. In this series, Lu documents the dissolution of sensory
boundaries in everyday moments, utilizing a sense of intimate unfamiliarity to reactivate alienated



lives. This serves as a therapeutic approach to address the social pandemic of “perception

degradation” .
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Liu Weijian

My Sofa 2, 2013
Acrylic on canvas
150 x 240 cm

Courtesy of the artist

My Sofa 3, 2013
Acrylic on canvas
150 x 240 cm

Courtesy of the artist

The artist as a subject draws emotion and philosophical compression into the embrace of the
object while repeatedly dealing with a single object in the frame.The project presents only one
artist and only one object in the same time and space, and the chapters change.The thing that
arouses the artist's interest is the Fixed Other.This Other usually exists in the most inconspicuous
way (or even as an outcast) in the daily life.The depiction of the Other takes a long time to gaze at,
to wait reverently for a response that comes from an awakening within the thing. This response
adequately separates it from its original context and excavates it, re-imagining and reshaping it
from the artist's subjective point of view to form a two-dimensional union with this Other. The

process involves flux and control, ultimately giving it eternal spiritual attributes.
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Karin Sander
Kitchen Pieces, 2012
Lemon(green), bamboo, chinese cabbage, eggplant, durian, litchi, balsam pear, water chestnut,
seedpod of the lotus, pitaya, manchurian wild rice, pumpkin, lotus root, brassica campestris, wax
apple, turnip, mangosteen, potatoes, ginger, lemon, purple hyacinth bean, celery, mango, okra,
stainless steel nails

Dimensions variable
Courtesy of the artist and Esther Schipper, Berlin/Paris/Seoul

“The Ginger” and " The Potato” courtesy of Private Collection

"Kitchen Pieces" bear clear references both to the genre of still life and to the ready-made
tradition of 20th century avant-garde art. The body of work is a tongue-in-cheek nod to the
realistic yet often quite theatrical representations of fruits and vegetables in Dutch still-life painting
of the 17th century. While Dutch masters often depicted fruits, mollusks and/or game on dark
backgrounds, creating intricate depictions that addressed the transience of existence, the
"Kitchen Piece" creates a bright spot on the white surface of the wall and carries its perishable
nature lightly. Karin Sander uses the actual fruit or vegetable, preempting the realist impulse of
traditional painting practice to create a tromp I'oeil-like effect. Classic Conceptual Art works, such
as Joseph Kosuth's One and Three Chairs (1965), juxtaposed objects with their depiction, but with
her choice of fruits and vegetables Sander appears to poke fun at the seriousness of much of
those works from the 1960s and 1970s. The straightforward aesthetics of "Kitchen Pieces" is
reminiscent of the language of Minimalism and Conceptual Art but has its own laconic and playful
wit.
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Ceal Floyer

H-0 Diptych, 2002

Video diptych (60", silent)

2 monitors, 2 players

Courtesy of the artist and Esther Schipper

Two monitors on a pedestal, one showing a glass of water slowly losing its sparkle, the other one
showing a pot with water slowly starting to cook, thereby creating more and more bubbles.

SSARAD

(s - TERREENET) , 2018
REEE

R~ A%

U5 MAO =g

BRMVAARM “beanto bar” 1551, —PMITERERENERERMER, RNFTERERBIRM THEIR
HENEFH, SRESAFRSZNEEIRELNTAFNTAIERER, BESETH/NK, EFLOK
EEEWFREGFN, ERPRESEBCEMT. HE. RERE. BE. AEKREAICLRNHIFH
HEo

BAMEHTSRMEIE, REEZAZENE, B 16 HLBE, ERFHEAS=ETRAHAA
SMKAMEREIKEIIRE Aztec Drink, WMEERETZNMEESA, ATTSZRAT AN ERZZED K
KE BAEEARES ABRRREANEZENPIERE? TIEREENEME, ERMABEENIME,
=—0 comfort food, EBIRIT=HRUMSME—R, FHEEFERKIANBEARE

Lo Lai Lai Natalie

Message from the Tiles- Aztec's Beans, 2018
Video installation

Dimensions variable

Courtesy of MAO SPACE

Two friends of mine are making “bean to bar” chocolate. This seemingly backward way of doing
business requires them to trace the country of origin of the cacao beans, and purchasing a few



tens of kilograms of cacao beans through equitable trade, and to do so, they had made personal
visits to the local farmers. The beans have already been dried and fermented, but my friends went
through the process of drying, grinding, sifting out the bean pod, manipulating temperature and
eventually pouring the chocolate into the mold.

I am uncertain whether agriculture and food production are processes of destruction or value
production. In the early 16th Century, the Aztec Kings of Mexico was the first to enjoy what later to
be known as the Aztec Drink, made of cacao beans, water, and spices. Like the flavorful and bitter
coffee beans, cacao beans have unexpectedly become indispensable to people. Is it due to its
pleasure-inducing agent phenyl-ethylamine? Whether confronted with the oddities of the world or
the lows in personal moods, have a bite of comfort food. Dreams, like the melting chocolate, are
often accompanied by the overlapping cycles of hope and ruins.

A E

(B&EMB) , 2022
AR, EEEMH

620 x 585 x 205 [EX(
B ZARKRM CLC BB

EX—EETERN., TWHSWRIT TRNARIARREES, UARTUMERST, BEIUBTEREX
ERNAR, BEXHMEH . ZRUNEEE, et RSBREEANOHREES —RE, HiH—
TRREFAESENZEIIXREK

(E®=), 2022

S, AEN. SRESE. SESHERYE. BRE
130 x 130 x 150 [Ek

B Z AR CLC BB

XASTEMNERERTRANARM T HNNAETE, FETNUERECHRERER, Fmia
THEERHNITER, ARSI, BA5H#IE, MESER, AURRNFRERTXERRNTE,

(R : BAE4) , 2022

8. Wk, BEM. £EITD. 8F. KR, &

£7F: 708 x384x75 EX, EF: 43x40.5x45 EX x4
B Z AR CLC B

RESHENXKAIERE? BHENX—EEAHEER, wEFEMERSIAREEREENYE, MU
HESRBE AR A AR DA R ZE AR RETERI EHIAL . R RB S FEMFRRERBMENSI, LUFKH
BRERNEMNZEORER, R TRENEBRTMANET .. LRURAHENER, E—MRITFE
HRIAMSEWHAIZE . (FREBEWRBTHEREAN, BEOEREARRZITE/NMNGE, EE, BRiEE
HBJRIER T TARKRIRER, FARE “—1IEHEE T HHBMS " Fa L,

Nabugqi



Hybridstructure, 2022

Plank, metal pipes

620 x 585 x 205 cm

Courtesy of the artist and CLC Gallery Venture

Combining architectural, industrial and landscape design elements, the large scale structure is
open for visitors to cross and define the use that they want to give to it. With this hybrid sculpture
that tends towards architecture, the artist is pushing to another level her research on physical and

imaginary space and the way the human body relates to them.

Meditation room, 2022

Oxford fabric, stainless steel, high-density foam, metal suspension, accessories, nylon rope
130 x 130 x 150 cm

Courtesy of the artist and CLC Gallery Venture

These two suspended structures provide visitors with an intimate space within the gallery, that
they can use according to their inspiration. The piece mixes different elements and concepts, such
as inside and outside, movement and stillness, sculpture and human scale architecture, resolving

these apparent contradictions in a light and playful way.

Boardgame : accidental cases, 2022

Aluminium, PMMA, fiber reinforced plastics, print on paper, rope, plank, paint
Table: 708 x 384 x 75 cm, Four seats: 43 x40.5x45cmx 4

Courtesy of the artist and CLC Gallery Venture

Intrigued by the subtle distinction between furniture and sculpture, Nabugi frequently conceives
works that challenge the status of artwork by having a common function. This large scale table
shaped structure becomes the set up for a metaphorical landscape. While it appears as common
facility for visitors to use in the exhibition space, it does also function as a space of free expression
and experimentation. The ambiguity of the piece triggers a potential of interaction with the
audience that represents a significant move in Nabugi’ s practice, since so far her works engaged
with the public in a rather indirect way. Visitors are invited to play with the miniature objects
designed by the artist,according to their own game rules. They are also encouraged to take
pictures of the specific arrangements that they like and to post them on the dedicated platform.



