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Oil and graphite on linen
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Tanned and unfixed film (continually

sensitive), spherical magnets, steel tubular g,

mount, one cast aluminum kelp knot
EHSRERR A (IFERE ), IR,
MEIEIRRH0, HERBTE

Installation dimensions / B xR~
292x127x21 cm

Lotus L. Kang &% - B

Molt (New York-Woodridge-Shanghai-)

i (AlYy - AR - ki), 2024
Tanned and unfixed film (continually
sensitive), spherical magnets, steel tubular
mount

WHISERERRE (FFERE ), BRI,
MHIER R0

Installation dimensions / B RR <

292 x 127 x 18.5 cm

Pan Daijing /&5

Untitled

JC, 2023-2024

6’36”

Two channel video installation
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In A Lover’s Discourse: Fragments (1977), Roland Barthes frames the experience of romantic love as a
script. This script—informed by and constructed through the literary texts that one consumes—manifests as
a series of images that govern how an amorous subject makes “real” their experience of infatuation. In love,
Barthes argues, these images exist in sharp relief: the beguiled can recall, with fullness and precision,
the physical and auratic details of their beloved. As love fades, however, these defined images lose their
shimmer, becoming abstractions with a granulated texture, gradually disappearing into a void. Wrote
Barthes: “Is the abyss no more than an expedient annihilation?” The script of images that erupts from
within the amorous subject forms what Barthes terms the “image-repertoire”—the unilateral language
of love—where a beloved exists as the other’s idealization, unable to speak back to the images which
constitute their construction. Of himself as the amorous subject, Barthes writes: “Born of literature,
able to speak only with the help of its worn codes, [I] am alone with my strength, doomed o m2y own

philosophy.”

The Apparition (1633) is a poem written by the metaphysical poet John Donne. In it, the speaker is a
scorned man who vows to haunt the woman whose rejection has the effect of ‘killing’ him. This
woman, armed with her unwillingness to sate her harasser, is charged by him as a ‘murderer’—an old
cliché of Renaissance poetry. Here, the male speaker (though not yet killed) becomes a specter to exact
revenge: His haunting will cause the woman to know no peace in sleep; her body “Bath’d in a cold
quicksilver sweat”; her face more ghostly than his own. He seeks to imprison her within his own
torment. The poem concludes with the exhausted and ‘love-spent’ speaker making one final plea for
her to yield, so that she might shed her designation as a ‘murderer’ and maintain innocence: “... and
since my love is spent / ’had rather thou shouldst painfully repent, / Than by my threat’nings rest still
innocent.” These lines are striking not so much for their reiteration of the speaker’s androcentric
threat, but that they perhaps denote the point at which he recognizes his image-repertoire as being in
the process of transformation. In other words, a reader might question his libidinal shift from love
(albeit “spent™) to vengeance, and back to love, asking, how might this script of images ricochet or never

resolve?

This exhibition functions as an imaginative exercise with two, interrelated points of entry. Firstly, it
attempts to construct and spatialize the affective intensity of the image-repertoire that Donne’s
speaker in the The Apparition experiences. While the works in this exhibition fabricate an
image-repertoire that hopes to echo the visceral force of Donne’s 17th century speaker, it departs
from his androcentrism to draw a larger poetic and thematic arc that captures the points at which
love shifts to vengeance within the context of material history. Secondly, in his earlier essay “Leaving
the Movie Theater” (1975), Barthes suggests that an understanding of a society’s image-repertoire is
also an understanding of the subject positions that can manifest within that society.? If this exhibition
represents the image-repertoire of a modern, vengeful subject, to what ideological stakes are they loyal?
Put differently, this exhibition asks: What can the experience of falling out of love and into vengeance
tell us about one’s material investment in the world?

iRoland Barthes, A Lover’s Discourse: Fragments, trans. Richard Howard (New York: Hill & Wang, 1978), 12.

Ibid, 23.
3 Roland Barthes, “Leaving the Movie Theater” in The Rustle of Language (Berkeley and Los Angeles: University of California
Press, 1989).



Before attempting to answer these questions, however, one must make clear the originating concerns
of the works on view, given that they are anchored to discrete histories and problematics. Maren
Karlson’s paintings are born out of four documentary photographs of Buna Werke Schkopau, a rubber
and plastic factory, in East Germany. Taken by the Stasi in the 1970s and 80s and intended to be
suppressed from public view, these photographs became the starting point for Karlson to investigate
the potential openings into German history that declassified photographs and suppressed documents
might engender. In Staunb (Storung) 6 (2024) and Staub (Storung) 7 (2024), Karlson depicts sewage
pipes, gears, and the hardware of industrial processes in a kind of surrealist figuration, falling out of a
dream. Abstracting photographs of mechanical parts into phantasmagorical, painterly fragments
destabilizes the image of a seamless industrial process, and thus, the social and ideological coherence
that the Stasi hoped to document. For Karlson, it is not the banality of these photographs that is
generative, but the ways in which their distortion, through painting, can perforate the ideological
foundations of East Germany and allow for new modes of interpretation. To that extent, her paintings
can be read dialectically: here, evoking the surreality of a factory while bringing to the fore the image
of its disintegration, and the eventual collapse of a political regime. The beige, gray, and yellowed
backgrounds that hold Karlson’s objects in space have a jaundiced quality that might encourage one to
associate her mechanical devices with the body, too; of mouths, eyes, or ears. In echoing both body and
machine, these painterly forms indicate the scale and direction of Karlson’s artistic inquiry. That is,
these works suggest the ways in which the infrastructural and the individual meet within the memory
of East Germany, and what forms for its representation remain possible.

In proximity to Karlson’s paintings, and similarly evocative of memory and place, are various works by
Lotus L. Kang. The first of which, Mesoderm (Azaleas IIT) (2024), is a mixed-media collage whose title
references a 1925 poem by the early Korean modernist poet, Kim So Wol. Written fifteen years into
Japan’s thirty-five year occupation of Korea, and only six years after the country’s 1919 protests against
imperial rule, the speaker in “Azaleas” is—at face value—a grieving woman whose lover has left her.
She refuses to expressly reveal her pain, though in order to sublimate it, she gathers azaleas and spreads
them along the path her beloved must travel to leave her, asserting, by the end, that she would sooner
die than show her tears. The idea that Kim’s speaker embodies the haan of postcolonial Korea—a
distinct essence of grief, spite, and melancholy following Japanese occupation, for which there is no
direct English translation—has become widely accepted in the country and amongst its diaspora.
Some academics, including Kim’s translator David R. McCann, however, rebuke this interpretation,
believing that explicating “Azaleas” by way of its social history proves to be a fool’s errand. He writes:

“Those readers who find in So Wol’s poems generally, and in “Azaleas” specifically, a
representation of Korea’s unhappy state under Japanese colonial rule are supplying a
different set of criteria in their readings of So Wal, creating, in effect, an entirely different
nationalist resistance poet in place of the suffering young adult. None of these readings,
foreign or domestic, advances the understanding of the poems; they stand more as exercises
in association, literary Rorschach tests.”*

The antagonism that McCann has towards understanding “Azaleas” through the historical context in
which it was composed reflects a doctrinal adherence to formalism, and an antiquated belief that the

“4David R. McCann, “The Meanings and Significance of So Wol's "Azaleas"” in The Journal of Korean Studies Vol. 6 (Durham:
Duke University Press, 1988-89), 216.



value of poetry is derived, exclusively, from within disciplinary boundaries: “The significance of the
poem, in the end, is not that it is Korean, but that it is a poem.” Indeed, Kang’s works in this exhibition
might unsettle McCann’s proposition, allowing us to consider why it might be compelling for Koreans
to consider Kim as a resistance poet, and his female speaker in “Azaleas” not as some hapless, grieving
individual, but as a deliberately spiteful agent towards the occupying Japanese. Two installations of
tanned and unfixed film from Kang’s Molt (2024) series that capture the color of blood and bruises
feature alongside her Azaleas collage. Seen together, Kang’s works conjure an affective, spectral, and
haptic impression of the poem’s speaker. If there remains a dialectical skirmish concerning “Azaleas”
between formalist literary explication and that of sociopolitical interpretation, it is hoped that Kang’s
works fortify the veracity of the latter camp.

Further inside the exhibition is Pan Daijing’s two-channel video installation, Untitled (2023-2024),
which was originally shown as part of the artist’s survey exhibition at Haus der Kunst, in Munich. Site
specificity and the immersing of audiences into the architecture of their surroundings are core
elements of Pan’s practice. Through the confluence of performance, film, large-scale installations,
sculpture, and architectural interventions, Pan emphasizes the sonic and affective frequencies that
emerge from the history of her exhibition spaces. Commissioned in 1933, Haus der Kunst was
imagined by the Nazis as the first of several buildings that would propagandize fascist art and cultural
production for the Third Reich. Built in stone, highly orthogonal, and designed with the totalitarian
belief that neoclassical forms most accurately represent the strength and cohesion of fascist ideology,
Haus der Kunst is an architectural signifer of Hitler’s regime and its perverse aspirations. The
reification of neoclassicism as ‘perfect’ was continuous with fascist desires to locate perfect
forms writ large—a pursuit that turned people into zhings to be valued.® Needless to say, these
value judgments spun on the axes of racialization, eugenics, and most famously, genocide.

Pan’s interventions into the museum’s architecture offers new ways to contend with its history. In
particular, her performers become powerful conduits for this undertaking. In this video installation, a
group of performers from varied cultural backgrounds gather outside the museum. Under the moon,
the performers arrange themselves into pairs, lining up in single file whilst humming in unison. The
camera rocks and lulls to their melody; an undefined tune in thirds and fifths that mimics the baseline
of a choral ensemble. We see the hands of these performers move over eyes that are already shut, tracing
the contours of their partners’ heads and faces. The camera circles back to Chihiro Araki, the only
performer given license to stare directly into the camera; a non-verbal invitation. Part of this installation
is a slowed down video of the performers drenched in ultramarine light, running inside the museum.
Almost frame-by-frame, we see rushing bodies appear like shadows that cleave through the exhibition
space, slicing through its history. Between the intimacy of the performers, the melancholy of their
humming, and subsequent moving through the museum, there is a sense of ambivalence that underpins
the work. Indeed, what Pan offers to the loaded architecture of Haus der Kunst—now transplanted
into Shanghai—is the notion that people animate the sites they inhabit. Put differently, no wound of
history can be repaired, but whatever lies in its wake can be shaped by the people, as a movement, so that
their futurity exceeds isolation and individualized despair. The ambivalence of this installation comes,
perhaps, from the realization that this type of future is yet to crystallize in modern Germany.

> Ibid, 227.
6 Susan Sontag, “Fascinating Fascism” in Under the Sign of Saturn (New York: Farrar, Straus and Giroux, 1980), 91.
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Kai Wasikowski’s diptych, Bounded in a Nutshell / King of Infinite Space (2023) brings into relation
two antipodal images: a cherubic light fixture at Blithewold Mansion in Rhode Island, and a computer
generated orb hovering over long grasses and a waterway inside the Royal National Park in Sydney.
These photographs are an outcome of Wasikowski’s research into how the discipline of ‘environmental
conservation’ naturalized settler-colonial ways of living, from New England in the United States to
New South Wales in Australia. Blithewold is touted as a relic of the Van Wickle family’s opulence
during America’s Gilded Age. The estate’s gardens and arboretum have been historicized through the
lens of conservation: rare trees from across the world were planted around this property, masked as a
promise to scientific research, though functioned, instead, to flaunt the scale of wealth that allowed
this coal-mining family to transform nature into ornamentation. This story is an aperture through
which one can understand how wealth does not arise sui generis. Here, the dispossession of First
Nations land and the expropriation of their resources enabled the Van Wickles to prosper. The cherub,
then, with his sceptre that doubles as a light globe, illuminates not just the opulence of the room it’s
fixed in, but, with Wasikowski’s staging, becomes an angel of history. As the room shifts from private
residence to museum, the angel notes how institutionalizations of bourgeois colonial life remain an
operative part of its ongoing catastrophe.”

Wasikowski’s computer generated orb in an Australian setting opens up a similar critique of
bourgeois colonial culture, namely, that of spending leisure time in nature. The foundational, racist
myth that justified Britain’s colonization of the continent—the doctrine of terra nullius, or, land
belonging to no-one—constructed the Australian landscape as a place for settlers to project and enact
various fantasies of wellness and colonial posterity. In the late 1880s, one such fantasy that gained
traction was the idea that spending time in the natural environment fortified the health of settlers.®
It is not farfetched to trace this causality between nature and better health, given the increased
pollution of the colony’s cities at the time due to urbanization. Contemporaneous with this
newfound popularity of spending time in nature were governmental efforts to exterminate the
country’s First Nations, an effort tantamount to genocide, which only strengthened the racist idea
that the Australian landscape was ‘empty’ and required domestication. Certainly, the idealization of
a life in nature pushed settler populations outwards from the cities, scattering the colonial regime
further across the continent. The Royal National Park, as one such site of colonial leisure, conjures
the connection between nature and settler expansion. Wasikowski’s orb, interpretable as a divination
tool, warps the environment around and into it. It represents a vacuum that pulls colonial violence
into a vanishing point, or, a space of discursive annihilation—what the anthropologist W.E.H.
Stanner designated, in 1968, as the “Great Australian Silence.” The title of Wasikowski’s diptych is
a quote from Shakespeare’s Hamlet (1623); augmenting the sense of tragedy that comes with finding
parallels between two particularly violent histories. But there is a poetics, too, that drives the artist to
invoke Shakespeare and his conceit of a nutshell as infinite space. This is to say that both cherub and
orb operate as small gaps to peer into the larger structures of settler-colonial barbarity, and, after
Walter Benjamin, that one can conceive of these figures as fragments with limitless, interconnected
meanings.'’

7 Walter Benjamin, Thesis IX, “Theses on the Philosophy of History” [1942], in [lluminations, ed. Hannah Arendyt, trans. Harry Zohn, (1968; reis., New
York: Schocken Books, 2007), 257.

8 Warwick D. Anderson, “The Cultivation of Whiteness: Science, Health and Racial Destiny in Australia” in American Council of

of Learned History, E-Book Project, 2005, 2.

) W.E.H. Stanner, “The Boyer Lectures 1968 After the Dreaming.” (1968; Sydney: Australian Broadcasting Commission, 1969).

10 Wialter Benjamin, Arcades Project, (1982; reis., Cambridge: Harvard University Press, 2002), 705.
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The final work in this exhibition is Sam Lipp’s painting that depicts a gaslight in New York City, based on
a photograph taken by the artist on the Upper East Side in 2023. Upon first glance, Lipp’s Gaslight
(2023)—entirely vermilion, tightly cropped, and painted on steel—radiates a menacing energy. One is
initially drawn to this painting by virtue of its brooding aura, but the true strength of Lipp’s image lies in
its ability to transmute this preliminary feeling of abjection, so that the gaslight feels constitutive of a
viewer’s psyche. In other words, Lipp’s gaslight constructs a psychic or historical stage that one feels
impelled to find associations with and, ultimately, recognize. Where or what is this recognizable world? A
trail of stars in a horseshoe formation, similar in appearance to military or state regalia, is visible behind the
gaslight. These stars direct our eyes to a classical column in the background, a gesturing towards the antique.
Here, Lipp puts into question the assumed linearity of historical time, insofar as the ability to recognize or
situate his gaslight is contingent upon one’s journeying through, around, and across the overlapping
timelines that this object exists within: the aesthetic traditions of classical Europe, the continent’s virulent
industrialization, the romanticization of this era, nostalgia for tradition. Wrote Benjamin:

“The street conducts the flineur into a vanished time. For him, every street is precipitous...
Nevertheless, it always remains the time of a childhood. But why that of the life he has lived?
In the asphalt over which he passes, his steps awaken a surprising resonance. The gaslight
that streams down on the paving stones throws an equivocal light on this double ground.”™!

The gaslight illuminates for the flineur—or, here, the exhibition goer—the relationship between
themselves and their past as they navigate social life. What Benjamin calls the “double ground” is the dual
exposure of one’s youth and their present; that inextricable relationship between past, present, and future,
or rather, of the three in perpetual collision—the most ‘correct’ image of historical continuity. Lipp’s
painting presents the possibility to recognize the ways in which this kind of temporal collision functions
at the level of representation, but it contextualizes, too, this entire exhibition as an exercise in Benjaminian
association. That is, as Graeme Gilloch writes, the ways in which “[o]bjects, edifices, texts and images are
fragmented, broken and blasted from their usual contexts so that they may be painstakingly recomposed

in critical contemporary constellations.”

The intensity with which the artists on view investigate the struggle to contend with histories of
violence reflects the kind of image-repertoire that I would like to imagine for Donne’s speaker in The
Apparition. Once again, I hope for these works to spatialize the affective intensity of this speaker, while
moving beyond the androcentrism of the original poem to think through the ways in which love shifts
to vengeance within the context of material history. This is to say that one could reasonably conceive
of Donne’s speaker as the scorned lover of history; a lover seduced by history’s power to enchant living
with pleasure and sociality. Rejected for being unable to condone history’s capacity for violence, the
lover nevertheless continues appealing to its redemptive qualities.

In part, this exhibition is a curatorial experiment investigating the extent to which theoretical-literary
concepts like the image-repertoire and the dialectical image might be liberated from the realm of
language and expressed spatially through exhibition making and contemporary art. I am well aware of
the prima facie failure of this undertaking, given that both Barthes and Benjamin have identified,

1 Walter Benjamin, “The Flineur” in Arcades Project, (1982; reis., Cambridge: Harvard University Press, 2002), 416.
12 Graeme Gilloch, Walter Benjamin: Critical Constellations, (Malden: Blackwell Publishers Ltd, 2002), 4.



respectively, how the image-repertoire and the dialectical image vanish upon cognition. So, what might
it mean to fix these concepts in time and space through revisiting a 17th century poem with artworks
made in the last two years, though speak to concerns centuries in the making? What might it mean to
speak of the arc between love, vengeance, and material history in China? How might the political
consciousness of an audience shift upon their considering the works on view?

Perhaps there is a tyranny to the metaphysics that come out of my bringing together Donne's poem,
literary theory, and contemporary art through the force of this curatorial frame. Perhaps what I am
asking is for one to consider the efficacy of this exhibition in changing the artworks on view from
being about their identifiable contexts ‘as such’ to being interpretable as a united, ideological front
‘otherwise.” To distill this idea once more, I am perhaps asking one to draw connections between these
works through the lens of internationalist struggle, understanding how love might be the condition
precedent for any cultural producer to investigate the conditions in which they find themselves. Wrote
Barthes: “The lover is thus an artist; and his world is in fact a world reversed, since in it each image is

its own end.”’3

—ZEugene Yiu Nam Cheung, 2025

Eugene Yiu Nam Cheung is a writer, cultural worker, and founding editor of Decolonial Hacker.
He is particularly interested in anarchist and dissident publication practices, utopian thresholds in
language, and literary expressions of the revolutionary consciousness. In 2023, Eugene was the
Asymmetry Curatorial Fellow at Whitechapel Gallery, London, where he curated the exhibition Anna
Mendelssobn: Speak, Poetess. Eugene has been a curator-in-residence at Delfina Foundation, and was
previously part of the curatorial and public program teams at the Julia Stoschek Foundation and
documenta fifteen, respectively. His writing has appeared in places such as e-flux Criticism, Third
Text, ArtReview, Griffith Review, Art+Australia, and more. In 2021, he won the International Award
for Art Criticism (IAAC). Eugene currently teaches critical theory and curatorial practice at Design
Academy Eindhoven.

13 Roland Barthes, A4 Lover’s Discourse: Fragments, trans. Richard Howard (New York: Hill & Wang, 1978), 133.
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Lotus L. Kang (b. 1985, Toronto; lives and works in Brooklyn) received an MFA from the
Milton Avery School of the Arts, Annandale-on-Hudson (2015) and a BFA from Concordia
University, Montreal (2008). Solo exhibitions include 52 Walker, New York (forthcoming); Museum
of Contemporary Art Chicago (2023); Contemporary Art Gallery, Vancouver (2023); Chisenhale
Gallery, London (2023); and Franz Kaka, Toronto (2020). Selected group exhibitions have been held
at Julia Stoschek Foundation, Berlin (2024); Kunstverein Munich (2024); James Cohan, New York
(2024); Museum of Contemporary Art Toronto (2024); Whitney Museum of American Art, New
York (2024); Hessel Museum of Art, Annandale on Hudson (2023); Art Gallery of Ontario, Toronto
(2023); New Museum, New York (2021); and SculptureCenter, Queens (2020). Kang is a recipient of
a John Simon Guggenheim Memorial Foundation Fellowship (2024). Kang has participated in
residencies at Rivers Institute for Contemporary Art and Thought, New Orleans (2023); Triangle Arts
Association, New York (2022); Horizon Art Foundation, Los Angeles (2022); Banff Centre for Arts
and Creativity, Alberta (2020); and Rupert Residency, Vilnius (2018). Kang’s work is in the collections
of Art Gallery of Ontario, Toronto; Cc Foundation, Shanghai; Kadist Art Foundation; Museum of
Contemporary Art, Los Angeles; Rivoli Due Fondazione per IArte Contemporanea, Milan; and
Wroctaw Contemporary Museum.

Maren Karlson (b. 1988, Rostock) lives and works in Los Angeles. Karlson’s work uses the
speculative technology of painting to examine inconsistencies found within systems of control. Recent
solo exhibitions include: Hannah Hoffman, Los Angeles; Soft Opening, London; Mai 36 Galerie,
Zirich; and Ashley, Berlin. Her work was included in group shows at Frangois Ghebaly, Los Angeles;
Soft Opening at CFA, Milan; Gathering, London; In Lieu, Los Angeles; Mai 36 Galerie, Ziirich;
Galeria Municipal do Porto; Soft Opening, London; The Drawing Center, New York; Chapter, New
York; and stadium, Berlin.

Sam Lipp (b. 1989) lives and works in New York. Sam Lipp’s work explores the intersection of
images and power, particularly representations of the body in relationship to systems of control. In
paintings and drawings on steel, Lipp utilizes proprietary and idiosyncratic techniques of paint
application and mark making, emulating systematic procedures of mechanized image reproduc-
tion—pixelation, xerographics—as well as the material traces such production entails—degradation,
deconstruction. Lipp often employs a personally developed method where steel wool is used as a
paintbrush to create pin-sized dots of impasto oil paint, applied in successive layers to create
hyper-pointillist images. Other works use pencil directly on stainless steel, creating an interplay of
refracted light between the surface of the steel and the sheen of the graphite. His works have been
featured in art museums and institutions including: Conditions, Toronto, Canada (2024); The
Museum of Contemporary Art, Los Angeles, CA (2024); Derosia, New York, NY (2022); Espoo
Museum of Modern Art, Espoo, Finland (2019) among others.



Pan Daijing (b. 1991, Guiyang) is an artist and composer whose artistic practice is located at the
interface between visual art and music. She crafts immersive explorations into the temporalities of
recollection and existence, manifesting as live experiences that evolve in the form of living environ-
ments, durational performances, and other modes communal gathering. Her moving image works,
site-responsive installations, experimental electronic scores, and sculptures seek to make architectures
“speak.” Oftentimes realised as architectural interventions, her practice challenges the boundaries
between the animate and inanimate, emphasising, to her audiences, the sonic and affective frequen-
cies of spaces that exist before immediate perception.

Pan has held solo exhibitions at Haus der Kunst, Munich (2024); Grazer Kunstverein, Graz (2023); Tai
Kwun Contemporary, Hong Kong (2021); and Tate Modern, London (2019). Her works have also
been shown at Hamburger Bahnhof, Berlin (2024); the 14th Gwangju Biennale (2023); Louvre, Paris
(2023); and the 13th Shanghai Biennale (2021), amongst others. In 2024 she was awarded the National
Gallery Prize in Germany and is shortlisted for the Sigg Art Prize 2025. In January 2025 she will open
a solo exhibition at the Walker Art Center in Minneapolis, United States.

Kai Wasikowski (b. 1992) currently lives and works on Gadigal Land / Sydney, Australia. His
practice encompasses photography, video, and sculpture. Wasikowski’s projects use photography to
question western visual/political systems of knowledge, and aim to spark feelings of curiosity and
connectedness towards the powerful lives of images. His works have been featured in art museums and
institutions including: Murray Art Museum, Albury, NSW (2024); Microscope Gallery, New York,
USA (2023); Gelman Gallery, Rhode Island School of Design, Rhode Island (2023); Stepping Into
Tomorrow Gallery, Sydney (2021); among others. Kai was previously artist in residence at Three
Shadows Photography Art Centre, Beijing + Xiamen (2019); Square One Studios, Sydney (2017).
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IHEEEXLEAR A, FMNGAPRREFRNEER, BACISEEETRNGLMIDRATHE

o Bk - R/RHY (Maren Karlson ) BIEIEIRR FIUGKAREATKIFNZER T/ ( Buna Werke Schkopau )
HUSESCRBR, B “SPEETE (Swsi) 7 RETF20HE70ERETS0EN, BHFITERAZFR, XL

1 = - BEIEIE, TR BEXE, (TAZE), 2016, Lig. ARWARM, &3

2 ELEiF, |15,

3 98 - (BE[] &, @ik iF, (L8 BEFE) , 2014, b= INBHFSHR ST, R106.

4 B= - BEEEE, KF %, (BSHREMRIE—NSHITEXEZM) , 2022, Jt5: FEARKZE TR, 1429-434.

5 FEESREHMEERZLE (55 Ministerium fiir Staatssicherheit, MfS) , B “SHEF” (Stasi) , KEEE “ERLZL" (Staatssicher-
heit ) IS . FIZF19505F288H, SERRTERAN . BIEFERIAMELTER EREMENBIRIIMEZRNIE.
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BT RIRMAIBIE RRRDER R AR SRR EE M SEREE IR R . M-RRAKR, XERAAY
ERMHTETENBEEZL, METEILEHTESE, MILREFFRENEIRFESEN, HRrm
HERELXE .. RRRIAREEERE. keMZENES=EY, BEAEERIER, Sib
NEHAINMMEESSHKRE—E, MEE. RBXER. BT TFSEMNMOSER, &
T RRBRIZARREITEBA @, R, XE(FmERTEZIRFMALZEMIEFERERD
SEICIZHHEE, AR ERFAIRIIAZ LRI,

SRROAIEIERM, REFREICIZAMEATEESE - B (LotusL Kang ) FISHHER . HHSE—4
fEm (PEEE (#B87EI1) ) (2024) R—IBRSENHN, mESETHEBHIREFASE
B (Kim So Wol) 5F1926FM—8EF. (HE57E) STHARLMEAEEISFEPRIE156F, EHsE
119FIRMBAERRAEMNCEF. NRELE, FHRNEARR—ITEZABHMEENZA.
(BiiERREACHES, REATHEXMES, MIREMSE, BEDEABSTHAUEZE
Lt HEZRLHS, rEEBRERE. EXANFREAXCATHERFERN N

“haan” —RAEMEIIRIETARAVMEEE. BIRMRS, (ZTLEYNENE, BXNSEEH
EREBIMFRPIHES) . A, SESEANFEAD - £5 (David R. McCann ) FERIRI—LE
FERIXMERE, INHBEIHRMERERE (H85%E) 2ESN.

“BRLENERBRNFR, AHEHRTE (HE7%) B, KNTHNERFA THENA=RENRE, BETS5—
ERZEZANEN, ERE, tileET — M EATRNRREIRAFA, RERAXUEGHFEA. X
LmRiE, FERRBMETZEAE, MRBRHEMNFRVER; SNEGERELS, EXZELNSEN

EEXNEWERLESKIEMR (1857 ) FRSHRNEE, RITHHENEBERNRE, IR
BFRNENERRRNFIRES: “PARERE, FHNEXAETERBEIE, METER—8
. " 'BXb, BEARBEROERTALIESSHER, IHERNBE I AEREACES,
ERANFEREARIHAFTR—IEE. HHEHIA, MEAREHASNBRREHNESRI. B
‘B (2024) RIPHIFEHIRTI SRERRFRESHN 48T 7 HE—RARE, XERE
e T MEFRMERERE . MENZ, RIFRISETIFPEARMBRE. JEEMMEIIR. R
i (HE87E) ERRENXFERNHESBIAEEZ BEFEEAHENTR, BAFERERRE

HE—MFELIE.

Ieoh, RESERL T ENAHINBEISIEEER (L&) (2023-2024) , ZIEREIRIEAZAR
RERRBBEZARZREAIE (Haus der Kunst) EMAGAERFPI—E5 . BITAFENUES TSERE
TEAEROER., BERSRE. R ABEESFER. MEBURERTM, ZARSEFH T Mib
BIRR BB EREESFIBRSNZE, Haus der KunstF 1933 EZMIERITEIE, BRE=FEE

6 David R. McCann, “The Meanings and Significance of So Wol's "Azaleas™ in The Journal of Korean Studies Vol. 6 (Durham:
Duke University Press, 1988-89), 216.
7 BE, &®227.
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EETEZ AR AT RIERIE S B INRISE—EE. Haus der KunstAAMEE, SEIER, RiHE
BRI E XA RIS R REZA RN S D EMRRDAEHEE K, BHRIFEBN
REERERIONEEEN. inBEENERUN ‘TX7 , SEARENERNEERASE—
H—IBRIEATHAIBIMERRIRE, KENERESRRURIRL., RELM0, RS
AAFBIERESR .

ISR N T RO EAMRM T —Fh SIEYIER ERERISIE. AERE, JRIRES
1A 7 TMXIMELEAIERRE . EXMBUERET, —BEREFRANACERINIRESREETEY
1BSh. BXT, REERIEXS, HE—HE, BRSTRIZIE, RAMEMIIREEE. B X2
—HMU=ENRERINSNAEWRE, RHSEENER. REFNWF=E (W5 ) AEIRE, &
BEEXWHRLMARE . BAEOERATIS L, EE——IMEATERRLNRES; X2
—H “IHES" MBS, KEFRNS 2R —RIEMAIILR, REE(IEHSERTET, EiE
IENENR . LFERMMIEN, CENSHXIERT, IFHE. ERESAESEMR. Mz
IBLANBEERIEEE EYIEZIE, B—MFERSIEEFR. FXL, BEFHEHaus dor KunsEHER
BRI EBAEE, REHTXFE—MIER, BRANEEEENES. ROIER, HRRISHEEER
#, BECHEE A, HALBAMEA—MTHEITEE, MMEMRIIBRREBINIAMEALE
B, XEREFRIFEEEIFRE T XE—MER, BIXMRRERERANEERRME .

4, - EUFGRISEHAEL ( Kai Wasikowski ) B ( XEEREE / "EFHZE) (2023) HEAIIHER
HERNBEERDS: M EBESHIBEEAERNNKETE, B—2EMITENERIIK
i, BEEERERERARN—MSHERKE LS, XERA ERFANKTE—TNRRE, =
BRE ‘BEEP FRSNAEEREEETSIERAMUI0TE, HEETEENENEZRART
FRIR/REREFF . HFAHER (Blithewold ) AN EEESAFAE - /R (Van Wickle) Rk
BEREEOEE. EEENEINARSIMRPNSLRTEREEY . BEMEREHRS L
WA, RELHEREHRZHE, ELFPE— MM ENEOGE, XM RS AR
BEATHRGR. SRS, BIITUEBVERFE ‘BR—%" MRBN. BXE, BER
HHIRRIZE, (AIREERAER, XA EEE - BrRREIERIA . IKEORTRRE—
R, ERNBETHERDNSE, HEY - RRENEIENRET, BERATHENRE. L5
EMANEEZREME, XUXEFREENE, TrMRERETHELRS, KRR 4S8R
M (AWBEETS, HEHIERMAMEITE, MEXHARINEE, CRENES. FrbEdE
RIEESNIIE, AT — M SR |, BRAEPNELESIXFREEHENER) FH—
SEIRARERS .

EAMKATEEHENERNERETEARTNERZT, B 7 & MRERI AT —
ATLARERB A ES AR SRR E B EE L EMITRIN SR EH . XEMRIEEEERNRK

8 M - RIBIEIE]E, WEMFF, (XE2E&), “RAREAEHEXY" , bi§. ESFHkEd, 2018-85.
9 Blithewold, REE—AERHESHE, LFSEIMAVEME . Van WickleZRIEFE 1890 FERITIEX—IFHISEHIEHBIB I .
10 BR4S - AIRBA &, SKNBZR %, (ASEEZICW) , Bigh, XZEISHR: 1997-4.
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FIT AR RAL S B RO E XdiE—— “TAZM” (cerra nullius) EiE, HLULEERR—FEX
RTEN, FERIEEERENNR, B t2MTNSHsEBirSHEREFRENT
Fffo 71942804, —MRHHSARNOEESE, RSN DTSR ESEITasERX
LeEREEREER |, ZEEYNRTETHCTISSERSEHES MR, ESREKSEE
ZENERBERENASEHFATE. SAMEESHEDFEEBANHEARSHITHR LB R
EEERFEN “SH” , X—FRFERTFMEKRSE, FHt—SMmEimEE Y Be—anAmE
ARTRIE “ZUH” , RSEE “BIIE . SXEE, WEREENEBLERENTE
EEABEEHZ MR, SERBINELEH— S 8B BN KR . 2RERARE (Royal Nation-
al  Park) VENFERMBIEIRIKRIZEET, TILABBIABERSERIKANERER. BIRKLTEN
HERAEI AT AR H—FBIISEAL ), EMETLEMBERENE NI, SEEWHERAEE.
CRIAE—MESRS, SERENUANEPMEES, SER—MEGEENSE—EMALS
RW.E.H.HHB4 ( W.E.H.Stanner ) 7E1968FRHRZ AM “SBMEIFEATE” (Grear Australian
Silence ) 7, ELFGRIKETEMIEEEIES (dipych ) S| EP LI (14183 ) (Hamler,
16234 ) , X T HIMEREMSHIRNNAE ZASHEPECHERIR. BRILZ5, ERREE
BIRBE— IS EBIES I, URGEEREESTIAEETRSENEE, XERE, X
{EINBIEEERR R 2IE R G BISEN, LA PRRIERE - EREHETRNRO, &
FAEU/RYS - ANI8BA (Walter Benjamin ) HINRET, EILMGIXLEENR (images ) BIESEETIRM. HEX
BEEE N AOEEE .

BRPHRE—HERIWE - F1F (Sam Lipp ) FAIEMNEE, XIBEREHEAIHHN—ZES
¥, REREZARR2023FELAXIBRNRE . FEZT, FIEM (ESKT) (Gaslight, 2023)
WAROEMEFHEESER, EBERAHENRLE, FEERH—FEBISE. BIT8—FESs
WIXIRERIBRERSREFIRS |, ELEGIEEDSET SRS RMNRKEHEREE L, FEES
KSMERCIEZIGE—MEXYE . ROER, FENESTEET —MOEBEHRENES, NES
FUttkEnith S H KK, REFLURAFTE. B4, XMATLIRRIRHRXEBE? EESIEE,
B —REIHTHIINEE, EIMIEUTENZERES, SISRMNHINLSIaES
M—REEET, DUETRE “SHEERNZINES” X8, MEN—LURZREEHEEER
HTYERE, EIXBESITAORNE (Studium ) M, EOF2EL MIRIHSFREEEHIX Y
mATEfFRIESREL. HHENRIEFER . RNARERIRIZITI ., SARMTASRIEN. i1
EFA9IRIE. . IENAIEBAFRS «

‘BB MRS E I —NEERER . RHERR, SREEHIMEERN.. A, SHREE-IMFEA
X, BittATASEIRMEER? tMAESRE, ESHHS, METH. thEISEIRE TIRARIIS;
R LRSS S RO e T A E L .

11 %R - LR (Warwick P. Anderson ) , “The Cultivation of Whiteness: Science, Health and Racial Destiny in Australia”  in American Council of
Learned History, E-Book Project, 2005, 2.

12 W.E.H.HfiB44 (W.E.H. Stanner), “The Boyer Lectures 1968-After the Dreaming.” (1968; Sydney: Australian Broadcasting Commission, 1969).
13 FURES - AHBA(E] F, MRKEF, (TR ik, (FAEF-ENEE, T8 FmARLiRt, 2014-98.
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XFRSKTREFE —HEEXER, AREUA—BST IS EMRESFTELSEEPH

o RIERAFRTRAY “WELH” EXPANTESHTHIVNERY; BIEE. RESKKZEIH
BERASHXR, SEEEHNE, B=EZEIFERE—XE2NHEEEER ‘R 19E
%&. FBNEMFRM T Mg, 20T ERIER DIRBIXMEEEENSINERE, FEEEN
REETAMPAIBEER P . EWSER - Hi83 (Graeme Gilloch) FIS, “4fF. B, X
FHEGHSE . WEHNSINEERIERERHLR, NESKRIH 2R PROREEHAE

o o on 14
Ho

ZARFRIEREMAIKS, RN TEHSRAFHELE, TN TENE - BB (MR ) PEARFAERE
KRG -BIE . HAREXLERESFELRUEANBRIEETEL, FITEMEFPFHRNSE
HROEXY, BEEYERENESRT, EEI@MALETNNIR. BDIER, AMITUSEEE
FENEABRARHERMIBAN; —MRALUSZROEFNESEFMERAIEA . AW, BF
TEBRRERENRED, XUBABIESE, ERREIFETHEEEES T HARIEER.

MEMIZERN, RAREE—MRELN, SRRIIRGRIBMIBIKRSFEL-NEHSESK
EE FRESMES MR, HELREHIFNAAZRETEFRE, FRMNX—=HELILE
KRR, EHESHARIERE SIS L TRGR BRI R2NAEANTHETR . 384, &
SEHFER—E1 7RSSR ZER R, B—LEBEMMEFRNEEEER =
Bz, XEMEESNAHEY? EHEHRER. ENMMEDEZENNENERETA? 4
MAERNRLAMERER, INEaEIRANSREEHFRIEE?

RFBTEMERIERESBMNEH. XEBISYREREAE— RSN L2 HE—HE
H. WFRBWTNE, SEFIIAFENRESERMENEE, FERERMULETFENITIR
S “BIEAE" BT HE—MEISMERE “EHE L. HTRRX—BIF, hiFket
W MEBRITARIM AR RIS, BRERAR A E AT E RS IRTER
. B2 . B4 (Roland Barthes) WEE: “TAMEEARR; (ARG SRR, BN
EXtREEMEEBEEaSMNEN. " °

—ZEugene Yiu Nam Cheung, 2025

3K#2FS (Eugene Yiu Nam Cheung) B—EBEEE . XUILEE, BEUUGHFITFEDecolonial HackerAIBIIAH
g, MEBHXEHEELEAEAMIIEAREE. ESSEMRNERERER, UREGRIRNNERIX, 2023
F, A BEBEEER (Whitechapel Gallery) Asymmetry%%ﬁﬁ?‘%ﬁ, & L] “Anna Mendelssohn: Speak,
Poctess” JRES . SKIERIBTEE/RIEMEE R (Delfina Foundation ) BIEFHIEREAN, HORISSHRFT - AiESRE
£% (Julia Stoschek Foundation ) HIERBHMBE+ AR EFERNMEBHNAHLINBEZYF . tMHINEGTIBE o fux
Criticism, Third Text, ArtReview, Griffith Review, Art+AustraliaZF# £, 20214, 3K ETERSARIFICE (1AAC) .
SR B RITEIRE SR IR ( Design Academy Eindhoven ) SIS HIIRICHIRRSLRABKIRIE .

14 Graeme Gilloch, Walter Benjamin: Critical Constellations, (Malden: Blackwell Publishers Ltd, 2002), 4.
15 B= - BRE]F, TEd, RFERE, (TARE), L§:. LSARSIRM, 2016-124.
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Bhi - B (Lotus L. Kang) (b.1985, £{6%, MEFENTIEFHRERMINAL ) RETHKRELHFEZRZR (L
MRIBERDR ) WERRLEAL (2015) IFFFRREBTAXFZNERFZ LW (2008) . EMEREMUT
ISR : 52Walker, A% (BIIEE1T) ; ZMSTHRZSAREBYIE (2023) ; HRZRFO, BFE (2023) ;
Chisenhale BB, 1831 (2023 ) ; Franz Kaka, 2182 (2020) . ZDERAOVEFNIZFAEA: Julia StoschekESE
&, M (2024) ; EREZARMME (2024) ; James Cohan, AL (2024) ; BLESLURSKRIEMIE
(2024 ) ; BSREEZSAEWIE, AL (2024) ; HesselZAREIE, IBEHLMAR (2023) ; TAREER
1B, 2162 (2023) ; #iEWIE, A4 (2021) ; 2EEXEESD, AL (2020) . BDh - RELREBLES
SRRFE (2024) HIXEE . WESINIRiversH{ZREBEMFEF, HERR (2023) ; =AZARMDR,
ALY (2022) ; WFEXZRBEES, BIZH (2022) ; HEXZRSEEHLC, FRAE (2020) ; Rupere FEHHIR
B, #/RAE (2018) . ZARRIERBRUATHIOKR: LTAIEERE, 2€2; CHER, bf; FEREZ
RELS; SREREIPE, iBIZHL; RivoliDue HRERESS, X=; BTREXRIREREYE.

Bk - IR (Maren Karlson) (b.1988, PHiitR, EEH) EFMTIEFISIZH. XUEARINERELEHFIA
HEMBHN A A RENENRANFEMIE—HE. HRIEMANEBEIE: Hannah Hoffman, j&4ZH1; Soft
Opening, fE3; Mai 36 Galeric, 7RER1H; Ashley, 1H#K. WAWERESSTLATHAGAIBERE: Franois Ghebaly, i&12
f]l; Soft Opening at CFA, K=, Gathering, {638; In Lieu, i84ZH; Mai 36 Galerie, 772RtH; Galeria Municipal do
Porto; Soft Opening, {€3; The Drawing Center, ZH%J; Chapter, £H£; stadium, Berlin, %K,

L8 - FIE (SamLipp) (b. 1989) EFMTIEEAL, MAMERRREGSNAZENZE, HHIRSHSERHR
BEOXR . EMRLEFIFEERT, LippFAEETIRSIRALMATIRCEERR, RIGNMEEREHNER
FIEF—BRW. FRERIA—LRXMR ARSI ERRT—EME. B8, LppEBaEE—HMP AN
B2, EIRMAHFNESE, BHNHFRXNNERBER, HF—EBEE—RIRRK, MtER—HEsEEg.
HEFRNEREREN LERAE, ERNREMNAS6RZEHRMEERIRENEHITHCRIEEER. taY
TERBELTERBENAEPREL: Conditons, B8, MEK (2024) ; HESKREMIE, BZH, M
(2024) ; Derosia, %, EE (2022) ; KETRMESAREME, BENK, 3= (2019) %,

iB18E% (Pan Daijing) (b. 1991, =) B—UZARIMENR, HHEATHREETAREASRZE. HE
ZREGFENREEHTINSRR, BEUEEKE. SEERENAHERENSEEIE N —MIUR ARk
7. WHIRNSHEIER . BIARARE . LHRBFRENBEFERINIELRN “HiE" . BOTHREUEZATR
RIRRUEE, HHRTESSRRZENRR, wHEEAUREE—MERERZ TR EESFNBERRRIRE.
BRBGEUTIEEDNRE: Haus der Kunst, 2EE (2024 ) ; Grazer Kunstverein, &I, BEithF|
(2023) ; KIEHKERPL, FE (2021) ; FEFWAERIE, €30 (2019) o BRULZI, MAMEREELAT
IBERRES Hamburger Bahnhof, R (2024) 5 55 14 BICHIIRER (2023 ) 5 Louvre, B2 (2023); $£13ELIE
WER (2021) &, 20245, WREEEERERIER, HAB02FFRERRL, 202518, SERRE
Reply (PUEEFIER, BEREFHEM, £E) FHDNE.

&l - BFFIKRRE (Kai Wasikowski) (b. 1992) BRIEEFTIEERAFITLAIGadigal LandFIEE . {HAIEIERIER
%, RIGFMBEEE, YNZATMEBEN BEZERBHREASAINEHRBLSFIRER, EEMERAMINE
BETEERAEGHIFEST OMBRR. tHERSESKEAREMIENIIERY, 8#FMurray Arc Museum, IR
{AE, FHmE/RITMN (2024) ; Microscope Gallery, #H£Y, E[E (2023) ; Gelman Gallery, BERRITER, BE
5 (2023) ; Stepping Into Tomorrow Gallery, &S (2021) &, b2, ERRBE=FEBHZAHL, b
=, B (2019) ; Square One Studios, &S (2017 ) 25318,
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