ZARR: LA - AR
FRHE: 2024.1.13- 2024.3.31

BROWNIE Project@EBRIRAE HT2024F 1A 13H EMZARAG AL - ERAREFENERX TR (BUFLR) .

KXFZARE
LA EETER

NMAET - BATERIAFETEANFRREE, NELH. tNEFIHRASEETMRERE, FREIHEESKRAT
TR ERSHNANARMEME Z BNEFSEEER, REMESENNYTER. NENKRLER. EAAREEN
SNEBEEMRIREEZARERN. BIFN. CERESRIEFHNES, REMBZRNSEANKERR, IEXS
ALEEFNNMESHAFENZN, ZEEREW- BRANRE RAURNEIN, BRARNZAREIERBDASEAR. A
S5HAFENERD R, HAUEMERRENS TR RS EE,

BAARNERESKEEARY, FUEMSHNZANETEAENIRE THE, FHFENREE: “WIREFHMM
BEEENRAR)”, FIRBITER (RR, 2023); “RBEXBYPAFREREFREMAFKERR”, ZERUI Gallery (B3,
2022); “#7F| SRS HIE”, Doris Ghetta EIJEf (BFEZER, 2022); “SBA”, Project room Cineast (f8#%, 2018), THATEERE
B “B—EERE", Guts Gallery Projects ({83, 2023); “EiF”, A—=8 (R, 2023); “BKHNBELE—LBMN,
Indigo+Madder Gallery ({83}, 2022); “BfE”, 104 Gallery (R, 2021); “FAEEEE—*4E”, Project room Autohaus (FZE/R,
2021); “X2—4FE", Judith Andrae Gallery (GEE, 2021), THARSF SMITBEIE: MEHK Artist Inside 2¥E (HEH,
2021) . Spazio Speciale IFEBINE (EB#HE, 2019), MEBEMMEAMZAER (2014-2019) MERZASIRKITHIRES)
WZLE (2020-2022),

RAXE
|
X/{Ei

ERERTR. MRS AOENZFIRENRE, AR BRRLIET2023FN—HItFERERE (B) "REHEPAS
MR “HBE"ENERING, AMARBRER, ZARTERAEHNNVRINMBENRERRHOBEEES: AR, XELE
BEER L BESNMREE: SFENIBRERILESH. #8, il —BRUIMHNNSKREEESTHBETZ
MEBHEXABNNE; ERVHRFULEAE TMAM LS, BE—RRTLEAEN: —NAEYE T EFREN
Wiatt, HWRETCH, AMXLEREXRAESREEN—ENHIEALRMNRE, RERET—MHSBERELS
EEX; XEEEEMNRETALENESHN. RFMATEENASTS0RE, BMEALXERET. RRRUFRZ
ARIEMBBIRZL, HWIEREBNE.

APAFAEERARN AMAECHSEFETFNZR, HIRBEHETHRSNNEEGRMAN B CENTRERIEXNRM
BIEM RO TR . ZARBERAREN BERNMZEIES, HERSE HEREFMOIMZFHL; XLEVHE
RESHME, ZRBLEREMN-IGRI% (Domna Haraway) FIEFZRZE 525z (Andy Clark) BIXA, ZFHRh51E
NFEEEHESRASHBEX RN,

RS AMMUFET, “BEFNEANS—RB[E"X—HEMRGULEREEESEEE-RNNS: [ERARAN
SRSHABERD" . B1oHLER, ERMR. BRSTUAEENMET, AXNBCESTERT —EEBMIMHER, Hi5 78
EESHAENA. BLRENVARERE: —BELHEBRE. FRALEE, AMEHERESHMANMUNEERZE LN
X—Bir, MEEFQNEES—BIR%E.

RMHBEMRMEZHEREME. ERZIENEN L, REMERNARNEZ2—, BRLC. RESHE—BEZBFN
WA BBREMRBRETERENIAY, EEELHERNTER, AEXL. OB —ERI—BRXXUER, SEL
Wix—EEFRZEMAMALEMYE (SENERBDEETHRAMLELS . HEHBNHIZTFERRBIFH”) WY, &
REAABRNESAZITRES N B—BHELT P, EX—EXLE, PRMBBRKER T EMEBEHSTIEK
Instagram/brownieprojectgallery www.brownieproject.org
Wechat/BROWNIE Project Gallery Rm 105, Bldg 6, 50 Mo Gan Shan Rd, Shanghai, China 200060



Migtt, A5 (NEY) NRERLTEME. AGARNEIFIRNERASRFETHTR, HEfFiEsn
FRIVRBEEL, BIEPTHRAE KK 5 ASEENIAESRIED A,

REPVFNEXFILETIRA, FEH T BilESFE A5, AEDFAASARMRGNERER, EROTEA
BRSHBET TS THRBAXRETANEP /K. ERRFENOERLT, AMNEENERHBENRERGIE: Xie
EENERFRA, FRARBENESRE I ENFEINEXFNBRANFELFERIAR , N REEFIRARBALHAN
TARMEN, ETE5RSEENGE, BE () PXFAFZEMEEZNETOBNERENGEITENBR. 2EME
BN EME HH; EABNMNEGEE, XMERNNEBEZENISEE, AEMUEIGNEAENREBNIEE: €
MRIBHRAIEE. 8%, 2MERALEEZHETR, BHRNMSYBINESESMETE—AX—NENLS2
.

RENFHBALBRNBHS BEH, ILASAEMNOBRETEARAERLNE—Z, BEERTSRK, ASH
B[O BEAREEAN, EEESXHFNEREETEEREE,; HELREILZX 2 BRNZINZARRAT Z AL T B SH
LEQEEIMIESRENIISIRE T HR—ENENMEN, ERKBEGRE—IHE. MXFNHEEIE AL
"ME? —xHFERAZZIFAE: ENEE, TUEE.

RUAXE

“‘FEBNEBTRRIAXRERANUR, FEBAMS. FHEBTFNEFARE; EIENEE, TMUEL., ”
(FERES)

FE4 - IahisE, 1985

X/RE-FwR

B - IRRIAETE (FIERES) PR T — 1535, EBE, AXFIMEEBRBEMNCENRE, 45, MEMNEAE
XEABRAR. THZHTHNFERETEBE_TISMANRE: AR, i, BR. SENRAEERS, it
FEFZMAEIE. RMACHZMERRRERSEIBEN, BEIRNLZRREITHR, HEMRBANATXOMELR, i)
DIERRWLE— 115, REFERIER THRLEALNIER, EANNSIZENFESHERENXR, ATEEE
MEALERTONIEF@BRLE, REBE, ARXREERF.

BAERRET —RIFEE— SRR —EIR, H2MBYEUEXANFEMEE. RE (FIERES) LHNFERE
TIEM+E, ERARRKARXATEBN TRk, 5B SNFEREBEMNE. ¥TEARRNS, X175
R MR, HUALEXNIUNERMAN T —MEMN. EEHAELRNEE. AEAARNEET, ()L
BLESKATHFERSHOENELS, BARREMES THRNSKZANXR, SERNERYIPARLPEST X5
HER, ANEXREMNECE—MESEERNTCRT, BEAXRIEE, MERIENE—1F, FREERAXNIL
MEEERRTE RPN TER, MERBLRILEMUFEFEXN. ANNLNNEETER, HEBitERTERZEN
AEMHTEM LEN. BEARSERRMMTEXIY ZEIEBERR, BENEEN—THEER, FMEREE
TR RIEEBRARPTE T — MR IRE MR,

EAREASTREKANIES U RERMANMAZENXR, HAEECHZARPAREFRNTEENFELR.
£J. G BRIB973FRVME (BRMESE) F, MEMATALNNNRENR, RITKDITEEMNNSRK, BRAERE
FBH. BENMRERTAEMNORE, HEBRKNSHPREIS, RAEFN. BRN. (HREBNES. REEXSY
BARREXMRAE, RRTHESNTEEXNIER, HRAALSEAZENAT, BENEEAEXNXCRROLET
A, EAAREXMPEARTERREERENBZENNR, MNRIEEX LRI, XEMBEASTBREDIAER, HR
ith, ENRESHRMNESNEENERRK, GRALNFIES—F, BNDTEHSBRERKTEHL.

REARAZIIRANBZERBTET L ARZHOEN, BEAERINGXEREENZHAAOEBNES, tERARN
IRKK, ZERIEEHEN. RESBESER, EXAMAEHIARFHEAER, URRRFENREIANER. £
BEKERET, thEFERBREMTANNBEEERER, FEREHEFNKERNSIMEAR, EEXMTBHOS
IEMAMNEIFERLET XRER. BIAS LI, BBRS55K, o5, ERERASNEMRIEGNRE. 18
BN tRFNERENTERERIT, TRERMESEN—REFHTEMMROBEREMFELZLRNEN
K, STTREBBELERANIBERS. FANR, SHERTRBESERINMEE, BREAXBRERENE
PR EIZENENLN. FREARIEECMEREW _TIerIRE PERRLR, GIRRHENFER—F, 2R T R
ME=E,

Instagram/brownieprojectgallery www.brownieproject.org
Wechat/BROWNIE Project Gallery Rm 105, Bldg 6, 50 Mo Gan Shan Rd, Shanghai, China 200060



Instagram/brownieprojectgallery www.brownieproject.org
Wechat/BROWNIE Project Gallery Rm 105, Bldg 6, 50 Mo Gan Shan Rd, Shanghai, China 200060



Artist: Johannes Bosisio
Duration: 2024.1.13- 2024.3.31
Address: Rm 105, Bldg 6, 50 Mo Gan Shan Rd, Shanghai

BROWNIE Project is pleased to present It is not made of mud and cannot dream of returning to dust, the first solo exhibition of artist Johannes
Bosisio in China, on view from January 13, 2024.

About the Artist

Johannes Bosisio

Johannes Bosisio (b. 1994) is an Italian-born artist based in London whose practice spans painting and sculptural installation. His
work celebrates transformation, freedom, desire, and hybridization by depicting organic bodies fused with technological prostheses.
Through his use of once-smooth and shiny chrome surfaces that are now scratched, rough, and alive, Bosisio reconsiders our
relationship with technology and its impact on our lives and identities. His approach is informed by the work of authors Donna
Haraway and Andy Clark, and his art challenges traditional boundaries and creates new possibilities by merging organic and
technological forms.

Bosisio has exhibited his work internationally and has garnered critical acclaim for his unique style and perspective. His recent solo
exhibitions include (Duo-show w/ Sang Woo Kim) Welcome to my Melancholy, Supermarkt Gallery (Tokyo,2023), Souls from Objects
from Souls from Objects From Souls, Zerui Gallery (London, 2022); SHARP HYBRID CRASH, Doris Ghetta Gallery (St. Ulrich, 2022);
Hybrids, Project room Cineast (Berlin, 2018). His recent group exhibitions include on the flip side was Guts Gallery Projects
(London,2023); Slides Trio Exhibition, W.ONESPACE (Shenzhen, 2023); Detox Retox, Kali Gallery (Lucerne,2022); MY MOTHER WAS
A COMPUTER, Indigo+Madder Gallery (London, 2022); Groupshow, 104 Gallery (Tokyo, 2021); LEASING VOL.1, Project room
Autohaus (Kassel, 2021); Und das Ist auch gut so, Judith Andrae Gallery (Bonn, 2021). Recent scholarships and residencies include:
Artist Inside scholarship (Berlin, 2021) and Spazio Speciale residency Program (Palermo, 2019). He studied DIPLOMA Fine Art
Painting at Weissensee School of Art Berlin (2014-2019) and MA Fine Art Painting at the Royal College of Art and Design
(2020-2022).

Exhibition Review
Text/Ren Yue

Centering around fractures, damages, and moments of catastrophe that may lead to a symbiotic relationship, paintings newly
created by Johannes Bosisio in 2023 turns to look at accident scenes after the "collision" of man and machine in the (post)
automobile society. However, in this exhibition, the artist has no intention to portray the brutal and bloody aspects of accidents nor to
express categorically any moral stance; instead, the shown paintings freeze some “hyper-static” visual moments: bright colored iron
sheets folding, stacking and intersecting with each other; the shiny surface of steel exhibits the patterns resembling that of the literati
stones under heavy blows or intense pressure; the damaged edge of the metal material is noticeably dented and upturned,
revealing a small bottomless pit; a small piece of hard object piercing through a certain standard mechanical structure with debris
scattered. Yet these moments are by no means dirty nor chaotic — they are not reflections of human gazes, it is difficult to pinpoint
any societal emotion predominates here; these images rather seem to demonstrate the calm and irreversible fusion of humans and
machines, stripping away the absolutely dominant human control — even though humans are no longer present here. This is where
the paradox and charm of the young artist’s work locates.

Johannes has lived and worked in various places, including Italy, Berlin, and London, and he considers urban and rural life scenes as
his natural benchmarks for selecting different subjects and source materials. The artist has spent a lot of time wandering in urban
spaces, photographing scenes and remnants of abandoned vehicles in old automobile factories; through texts of science fiction writer
Donna Haraway and philosopher Andy Clark, these interests initially driven by intuition gradually led Johannes to question the
concept of cyborg and the relationship between humans and machines.

People nowadays seem to obliviate that the sweet but terrifying analogy “a smartphone is an extended organ of the human body”
has a logical precursor; “cars are the shells and legs of the modernists”. Since the late 19th century, with the support of technology,
mined resources, and industrial aesthetics, humans have customized movable temples for themselves, creating the ongoing era of
automobiles. The implicit shared vision is that once you sit in the driver’s seat with steering wheel in hands, what you gain is not just
the ability to reach a spatial destination but also to journey into the future, into time.

However, harm and uneasiness often accompany the progress in perception. In the simplest sense, one of the future times connected
by cars is death. The traffic accident rate has always been an inescapable shadow in the century-old history of mechanical road
vehicle development, and reckless driving and “death racing” were once cultural undercurrents in the 1950s and 1960s. The
automobile industry, a product built on scientific achievements and human rationality (the popularization of automobiles also gave
birth to the social and economic system of mass production and consumption known as “Fordism”), exposed its Achilles’ heels and fell
into the moment in the realm of sensibility and impulse. In this sense, destruction caused by clash brings about a certain liberation
and transcendence from social norms, where the desires of humans and machines (artificial objects) coincides. Johannes’s creative
process and his work are equally full of collisions; the damaged machine parts in his paintings can also be seen as pathological
slices of modern society where machines collide with human bodies.
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The significance of these slices goes beyond mere specimens. Perhaps driven by the lure of "transcending one's own existence", cars
have also begun to carry the biological desires projected by humans, serving as one part in constructing a paradigm of super human
desire without complete informed consent. In the most extreme scenario, people even gain ecstasy from vehicle collisions: whether
they are witnessing or experiencing, the influence of technological rationality and consumerism on the secular world has been almost
eliminated in such emotional experiences. Machines, along with their technological aspects, have thus entered the most private,
humble and sublime realm of humans. The deviant imagination about sex and reproduction between humans and cars in the movie
“Titanium” sends us into the “automobile narrative” of lust, procreation, and reincarnation. In Johannes's paintings, this kind of desire
exists in its post-extinguished form, but is corroborated by the occurrence and preservation of trauma: they remain extremely clean,
smooth and bright, with sharp edges and even fresh fluids, as if machines were making a proclamation as well as paying homage to
their host - humans.

These "hyper-static" images, which almost devoid of human emotions, solidify the separation between humans and artificial objects
at the moment before they are about to fade into bones and burnt to dust. This separation has not been achieved even until death
and destruction, but rather appear more intimate in such images. The artist attempts to infinitely approach this moment of separation
by simply exposing the reality of close combat through paintings in a retrospective tense — they are sharp and beautiful, more like
a new hirth than destruction. And how could such a newborn be “human-centered”? — cyborgs do not dream of Eden: it is not made
of mud, and cannot dream of returning to dust.

Exhibition Review
Text/Jodie Hill

“The cyborg does not dream of community on the model of the organic family, this time without the oedipal project. The cyborg would not
recognize the Garden of Eden; it is not made of mud and cannot dream of returning to dust.”

A Cyborg Manifesto

Donna Haraway, 1985

In Donna Haraway’s A Cyborg Manifesto, she describes a utopia where one is able to entirely detach from human restraints, moral
and ethical. Restraints such as gender, race and capitalism. The cyborg, once free from these qualities, is able to fully exceed binary
logic, transgressing human boundaries and constraints; figure, ground, mind, body and technology all infused and continually
influencing and modifying each other. Postmodern society is at once able to liberate itself from convention and break down its ways
of thinking, its societal boundaries, and thus all boundaries associated with human form. Though we must remember that this is indeed
a utopia, and although the cyborg is free of these human qualities, there is still a dependency between mankind and machine, and
while artificial intelligence is liberated from reality in which humans are inextricably entwined with, us as humans are still incapable
of existing without it.

In a new series of paintings, Bosisio looks to further unravel this dilemma and his ongoing preoccupation with Haraway'’s text. Despite
pre-dating his work by nearly four decades, he is drawn to the dualism which is inherently at play within A Cyborg Manifesto and its
likeness to his own existence. For Bosisio, this utopia becomes a metaphor of contrasts and how two opposing elements can form to
become something not only new, but entirely free, limitless. In these paintings, we observe what seems to be organic bodies fused
with technology. Bosisio reconsiders our relationship with technology, its crucial role in our evolution as a species, and how it evolves
us into a hybrid and complex state of dualism, both fascinating and grotesque. Like Haraway’s writing itself, Bosisio uses the
interplay of opposites to comment on the thematic binaries within the work, harmonising organic and inorganic pictorial elements
which have little to no relationship to one another, and playfully using varying textures and materials to bring these components to
life. Driven by the connection of two things which do not belong together, he invites us into something new and strange, and from
within it births an inherent counter-dependence in its constant ever-evolving interconnectedness.

Using tension, Bosisio looks at alternate ways of interpreting the relationship between himself and objects and explores different
possibilities and existences within its own world. In J. G. Ballard’s 1973 novel Crash, the automotive vehicle becomes the object of
desire for its hero characters and in turn marks their demise. Bosisio takes smooth, mirror-like materials, transforming them into the
deformed surfaces, destroyed in an imaginary accident and salvaged, cracked, scratched. Automobiles themselves were once the
symbol of futurism, and reflected our own societal pursuit of perfection, becoming the connectivity between mankind and technology,
an industry which fueled both capitalism and culture. Bosisio turns this destruction into an object of desire and seduction.
Symbolically, the materials themselves no longer symbolise the contemporary world and in turn, they become a reminder of our own
despair and self destruction. Like Harraway'’s cyborgs, we must detach or destroy to evolve.

Though there are disturbing implications for contemporary society’s increasing dependency on technology, Bosisio converses with
these ideas as grounds to inhabit his own inner freedoms. Raised in a rural village in Italy, he later moved to Berlin, Germany, and
despite his fluency, neither place provided him with a sense of belonging or rooted national identity. Growing up, he would spend
two months every Summer to connect with nature, thus removing himself from the concrete landscapes and physical constraints of city
life. It is this lack of definitive placement which plays a key role in his work. Through figure and ground, mind and body, and animals
and machines, Bosisio navigates his own assemblage of material and image. The dualistic aesthetics and environments are at play
within each painting, be it a piece of scrapped car or an organic material seeping out from within the abstracted destruction. Each
element is leaping out from its own contextual restraints. Under close examination, there is an unexpected intimacy within each work,
where both nature and human qualities find their place in the dialogue. By detaching himself from traditional constructs and freeing
himself of binaries, much like Haraway’s cyborg, Bosisio is able to fully embrace fluidity and transformation.
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