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Opening summer 2019, “In My Room” gathers new and recent works by six artists reflecting on personal narratives and quotidian attachments.
Spanning video, painting, installation and sculpture, the works on view evince three distinct and sometimes overlapping themes: challenging
the notions of stable identity and authorship via the interplay of autobiographical and fictional materials; observing the architecture of the

body and its extensions; and contemplating the profound entanglements of private sentiment with social life.

The exhibition takes its title from the late French writer Guillaume Dustan’s eponymous 1996 novel, in which we are taken on a hedonistic
cruise through the rooms and beds wherein the narrator (also named Guillaume) finds himself, through the debauched gay bars and
nightclubs of Paris, where bodies—his and his conquests'—entwine. Spare to the point of detachment, Dustan’s portrayal of his protagonist’s
day-to-day actions, the comings and goings of bodies and objects in the spheres wherein he moves, stretches the novel’s interior space into a

mesh that links his room with the world.

Dustan’s debut novel has been touted by Francophone critics as a provocative work of “autofiction,” a denomination first coined by Serge
Doubrovsky in 1977 to describe a genre of fictionalized autobiography to which the literary establishment of the time was paying some
attention. Despite remaining a contested literary field with no clear definition, the autofiction genre characteristically pinpoints the way our
relations both internal and external, to ourselves and to others, are always already mediated by the attachments and biographical structures
we develop in the course of life—not Life in the abstract, but everyday life with all its hymns and humes, its tiniest hinges of little somethings.
The autofictional novel arose as something that “entrusted the language of an adventure to the adventure of language”; the works on view in
the exhibition, with the same fixation and yet audacious in their own ways, venture into uncharted territories of filmic, sculptural and painterly

rumination.

The driving importance of attachment and self-narrativization is not to be dismissed as speculative proposition or hyperbolic metaphor, as it
concerns simple facts: human life is structured, to the same profound extent, by desire (or a cluster of desires, of parallel but divergent
durations) and by the stories we make up, edit, and tell (about) ourselves. As a cabinet of fantasy, indulgence, introspection, refuge... and a
million other things, all arranged to your own liking, the room promises at once foreclosure and openness to the world. When we are in the

right mood, you are welcome to come in too.
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Man in a Closet

Bruno Zhu

In the first two exhibition rooms hang two garment bags, from which protrude a pair of
long-toed socks and gloves. The outfit verges on fetish, but is not necessarily sexual,
more witchy, neurotic—clothes anticipating an user hailing from a place similar to ours,
looking just a little off. Man in a Closet registers through the absence of a body the
need for intimacy and care.
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“The History of Southern Drama” Part A

Tao Hui

History of Southern Drama is the title of a mysterious “novel” by Leng Shui Hua, a fic-
tional Taiwanese writer created by Tao Hui. In a video interview shot documentary-style,
Leng hesitantly reveals and goes on to disown the very literary work for which she is
best known. In this room, the presence of the ambivalent author is invoked only in frag-
mentary form—three black and white photographs of her younger self, an automatic
writing machine, and the on-screen documentation.
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Memory Puddle (razors) . Motus Machina. Memory Puddle (teenager)

Juan Antonio Olivares

Juan Antonio Olivares presents a new series of glass sculptures that explore lingering
memories, impasse, and the human capacity to affect and be affected. In Memory Pud-
dle (razors) and Memory Puddle (teenager), residues of burnt childhood photographs
and personal items are petrified in glass slabs sitting on graphite. In Motus Machina, a
song from Mister Rogers' Neighborhood (1962-2001) is transmitted into a hollow glass
form via a transducer, creating visible vibrations through the ferrofluid within. The song
conjures an evocative soundscape that invites us to lean closer and listen intently,
thereby entering into an intimate relation with each other.
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Double Talk

Tao Hui

A Korean superstar returns to life in front of the camera after his much-publicized sui-
cide. His performance is saccharine, worthy of a Golden Raspberry, but it suffices to en-
rapture a roomful of adolescent students, who proceed to completely ignore their
teacher, who is at the front of the classroom ranting about the star’s on-screen perfor-
mance.

Double Talk, at once hilarious and chilling, is set against the backdrop of Korea’s enter-
tainment industry, notorious for its exploitation of labor both physical and affective,
which has led to a number of high-profile celebrity suicides. The work reflects on the
pervasive of fandom—a mode of attachment, embedding one’s reason to live onto the
flourishing of another—through media networks and their impact on our feelings and
daily choreography.
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Jes Fan

Diagram VI

Diagram VI is a new iteration of Fan’s ongoing series, which references clinical dia-
grams of the epidermis—the outermost layer of skin, responsible for the majority of
variations in human skin color due to the quantity and distribution of melanin pigment it
contains. With glass globules sitting on its surfaces, the work has the appearance of a
living shelf, combining domestic architecture and biology. With layer after layer of col-
ored aqua-resin upon the surface of the work, laboriously sanded down to expose the
melting of myriad flesh-toned shades into one another, the work alludes to the artificiali-
ty of race.
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Eight Views of Oud-Charlois No.3, No.5, No.7

Evelyn Taocheng Wang

Part of Wang’s most recent series, “Eight Views of Oud-Charlois” (2019), each of the
three drawings depicts a location in Wang’s neighborhood in southern Rotterdam, a



poverty-stricken district with the country’s highest rate of criminal behavior, which has in
recent years become somewhat iconically populated by artists and immigrants. By titling
the work after Eight Views of Xiaoxiang, Wang contrasts her most immediate surround-
ings with the grandiose landscape of what is arguably the most famous ancient Chinese
painting, while at the same time aligning herself with a long poetic and artistic legacy—
adding a touch of self-deprecation, but also grace, to her search for beauty in the quo-
tidian.
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Falling Stars

Bruno Zhu

Falling Stars is a series of 16 sheets of chicken-wire sculptures, each featuring the
same photograph of the artist’s sister, taken when she was eight. For each iteration, the
artist first instructs a group of helpers to join in a dance while hugging the image, there-
by molding them all into different shapes, then installs the sculpted sheets into site-spe-
cific compositions. Each piece then contains, quite literally, traces of different people’s
touch, continually acquiring more shreds of affection along the way.
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Three Versions of Change
Evelyn Taocheng Wang



Three Versions of Change is a result of Wang’s reflections on the various sources and
reinterpretations, within different cultural contexts, of the infamous fairy tale The Frog
Prince. The different versions all share a certain kinship in their dealing with issues of
changes in identity. Although its gender roles are not always assigned clearly, all the
traditional versions are marked by the presence of a process-based character. The
moment of transformation from animal to human is always sexually charged—whether
manifested with a kiss or a brutal act of beheading. Wang’s use of The Frog Prince as
subject offers space for reflecting on the various metamorphoses inherent in the story.
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Hospital Conversation

Evelyn Taocheng Wang

In the video portrait Hospital Conversation \Wang dissolves architecture and bodies into
one another, in a fragmented story about a hospital and the impressions of one of its
patients (who remains anonymous throughout). The concrete architecture of this inner
space is thereby juxtaposed with the contours of the body. In this setting, the body is
under constant change through a process of pain and healing. Using the metaphor of a
dress, the video tackles subjects involving identity and architecture.
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