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Foreword

Tai Kwun Contemporary

Tai Kwun Contemporary is proud to showcase Performing Society:
The Violence of Gender, presented by MUSEUM MMK FUR
MODERNE KUNST, Frankfurt am Main, and curated by Susanne
Pfeffer. This group exhibition with international, regional, and local
artists probes the nature of violence over the contested terrain

of gender; with a diverse array of artworks, the artists unpack
structural violence and offer counter-narratives and alternative
imaginaries—with confidence, fantasy, humour, and yes, pain.

As a non-profit art centre in Hong Kong, Tai Kwun Contemporary's
artistic mission is to showcase contemporary art exhibitions and
programmes as platforms for a continually expanding cultural
discourse—in Hong Kong as well as regionally and internationally.
By hosting curated exhibitions by like-minded institutions and

art groups, Tai Kwun Contemporary not only offers outstanding
conceptions of art and art exhibitions by artists and curators, but
hopefully also advances a critical dialogue so necessary for cultural
life in general.

It is thus an honour to have invited as curator Susanne Pfeffer,
director of MUSEUM MMK FUR MODERNE KUNST. A renowned
curator, she put up a series of well-regarded exhibitions on new
materialism and on the notion of the human and of Nature under
the impact of technological transformation at the Fridericianum in
Kassel, Germany; she also curated the Swiss pavilion and the
German pavilion in 2015 and 2017 respectively at the Venice Bien-
nale. The latter presentation at the German Pavilion, featuring the
artist Anne Imhof, not only won the Golden Lion award for best
national pavilion but also proved a critical hit—not to mention a
popular success.

With her recent Cady Noland exhibition, among others, Susanne
Pfeffer has taken on a greater curatorial interest in structural
violence—violence not necessarily physical in origin but embedded
in the ordinary, taken-for-granted patterns of the way the world is,
the ways in which forms of suffering and injustice are perpetuated
and reproduced. With its ability to forge connections and make
sense of the world, contemporary art has an important role to play.

Considering the site of Tai Kwun Contemporary—with a heritage
comprising the former Central Police station, Central Magistracy,
and Victoria Prison—it is almost inevitable that exhibitions here fre-
quently reflect on power relations, violence, and social structures
at large: examples range from the opening exhibition Dismantling
the Scaffold to Cao Fei's solo exhibition A hollow in a world too full.
Indeed, the location makes it incumbent to engage with history and
social issues with seriousness and integrity—in the greater aim of
the betterment of society.

We must thank the artists of this exhibition, the curator Susanne
Pfeffer as well as Anna Sailer of MMK for their critical imagination,
their dedication, and their perseverance. Without them, Tai Kwun

Contemporary cannot fulfil its mission of advancing cultural discourse

in Hong Kong.
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The Violence of Gender

Susanne Pfeffer

Violence of a structural nature is no less brutal than its physical
counterpart. The everyday presence of structural violence causes

a mute paralysis. The definitions of gender based on symbolic,
cultural, and physical boundaries are as hard and clear as they

are painful to experience. Upbringing, cultural attribution, existing
power structures, social codes, religious traditions, and biological
manifestations unite to form a violent normative framework that
governs body, sexuality, identity, and behaviour. In view of the
national-conservative and rightist discourses currently on the rise all
over the world, gender is a domain all the more fiercely contested, a
terrain on which freedom, plurality, and self-determination are

at stake.

The artists featured in the exhibition The Violence of Gender contest the
symbolic castration of women and reclaim the abilities fundamentally
denied them. They dissolve the framing of adolescents and overturn

the rules controlling gesture, voice, deportment, and desire. In the
process, they develop a counter-narrative to the institution of the

family as the foundation of the heteronormative society. They show how
mother's milk serves to delineate a territory in a realm between sexuality
and reproduction, and they reveal the extent to which reproduction,
technology, and exploitability are intertwined. The artworks uncover

the violence that lies concealed in normative constructions of gender.
With self-assurance, confidence, fantasy, humour, and pain, the artists
transcend boundaries with their works and allow different images

to emerge.



Pamela Rosenkranz

Sexual Power (Three Viagra Sexual Power (Viagra
Paintings) Paintings, Goofy Tress)
(rEE (ZIERMEE) ) (MpEE (R M=, Goofy
2018 Tress))

Acrylic on aluminium, transparent foil, 2019

latex gloves, aluminium foil, sneakers, Acrylic on aluminium

bucket, paint bottles R SR E SR

BER - RARH - FARE BFERE- 210 x 150 om

EEE B

210 x 150 cm

Sexual Power (Viagra
Paintings, Warm Gods])
(MAEE (RMEHE, Warm
Gods))

2019

Acrylic on aluminium

B BEEHR

210 x 150 cm

(RMmiAE) B—RITHFNEE—BMHERSNMEY) hH LERE
mEMNESE AT ¥R REXRTCIRE TREBRE —7
HBETREMKBIBE DT At BB ERER - RMTURERFEE
Pamela Rosenkranz#t AR GRIASE  EERBREHREHSRD
WORBIMAARERNER . (1TTEEE ) Z2IktA AB T ERIETR
NEMENR - BN R H EEEIZ N EIFE - o 2R A 41558 B4
B BECEREETR.

The Viagra Paintings consist of paintings in action: debris strewn
about, paint-splattered sneakers facing the canvas, a half-used
can of paint, the plastic drop cloth protecting the ceiling and

floor. All of this ephemera suggests the artist had recently left the
room in a movement of motion and energy. Rosenkranz's ongoing
investigation into the colour of human skin is evocative here as

we observe paintings that bring to mind bodily secretion, liquids,
and the carnal colours of the flesh. The title deceives viewers into
speculating about sexual imagery, and yet it refers to the artist
ingesting a Viagra pill while painting. "Action Painting” is stereotyp-
ically a gesture that connotes machismo and power. Responding to
this notion, Rosenkranz takes a prescription drug for male virility
and becomes the instrument by which to paint herself.




Dong Jinling
BRI

Dong Jinling 2-1 Dong Jinling 2-2
(E£12-1) (E£102-2)

2012 20M

Photography Video, coloured with sound

L7 BBE ARG

80 x 100 cm 3'09"

Courtesy B§#i: Dong Jinling E&1¢ & Courtesy #8#i: Dong Jinling &% &
de Sarthe Gallery &&= & de Sarthe Gallery f&iE &=

HuyMms MRKECHEREHAES MARRTFMHMA?EMK
BEERM(EgK2-2) CONF) FERTBAZE - BHNZESRE
EFSHRERI F(EK-2) & EMXBFHEECNEALRE
EIATHERAPES c NS EBHI TR mESR N EEAER
FHEAERENIER IR HEETSH Marcel Duchampfy (&) (1917
) (Fountain) #1Andy Warhol# {(&1EE) (19784) (Oxidation
Paintings) °

EEREETEFARBRE WIABNSRAEALL - HRAIEHRE
& RTMEREBACHS RN —HD RSB AERENARTE  Hith
MEEBETRATRE RTELERTHNIAREECHEF ETK
MEFLEAILEARLFZ M CREILTH) AARB/N - ZifKABAES
SRETHTRAG BRATEASENEZE - ERSHEFHIH
BB R ANEHB RS ENEREGE

What does it mean as a woman to keep your own body for yourself,
instead of giving it to another? The video work Dong Jinling 2-2
(2011) explores complicated notions of motherhood, sacrifice, and
the female autonomy of the body. With her own hand, the artist
expresses milk from her left breast into the air. The spurt of milk
streaming out of her body is life-giving, evocative of a freedom
and daring that draws upon the territorial pissing in Andy Warhol's
Oxidation Paintings (1978) and Marcel Duchamp's Fountain (1917).

Before giving birth to her child, Dong Jinling decided that she
would only feed her child breastmilk from her left breast. The

right breast she would keep for herself, to indicate her retaining

a part of her own body. This decision of retaining bodily integrity
had physical repercussions on her anatomy: Dong Jinling's left
breast grew asymmetrically larger than the right breast in order to
accommodate the engorged flow of milk in feeding her child. This
performance with her own body explores issues of personal auton-
omy, the separation of individual identity from motherhood, as well
as the self-determination of human beings over their own bodies.

BLERRERE
Not suitable for young persons and children



Jana Euler

Nude Climbing Up the Stairs
(EtZREIREE)

2014
Qil on canvas
JhE
180 x 120 cm

E(EBHNERE) P BMEEN AR LEBARETNLZASE
MeEMRECHNZMSEE  FE LIEBNBRPIIELX FEER
SRELEN AINEINEHNNAERE > Wt R MEMICRES
REoEulerBEHBCHN AR BRTEMREREEHNESRER
FREEHMEEMEN—BZHHER - FANZERE (LigEm
TETER) EEEZNEERERT2MNan EH > IR EEE S
BMFEMNEMR o Eulersy ( LIBERIIREE) mMMarcel Duchamphyiz
BERMFR(TERNREER) (1912F) S8 TEFEMIES
Gerhard Richter®y { FHERRIZ A) (19654F) M (33F) (1966%F) °
BAHELCEFETTHRNBERR EMRUB DI HANERE
ABREBEHNZAEENINF L CHEA—E Em1 (becoming) B
ikes > —EEMCELIEEMATE MARERE &R ZANE MELL

RIS AR EE

Instead of the quintessential figurative image of a woman de-
scending the staircase, in Nude Climbing Up the Stairs, Jana Euler
playfully replaces this figure with her own female body disappear-
ing up the stairs. Here, the body is multiplied, seen in different
stages of movement and in reaction against the frozen stillness

of objectification. Euler's decision to use her own body implies

the artist being in control of her own agency and ambition, and a
calculated refusal to objectify another female subject. The delib-
erate reversal of direction (the body is now moving up the stairs)
also serves as a larger metaphor for rising artistic ambitions, as
well as a playful nudge towards critiquing the male-dominated
profession of art. In a confrontation with Marcel Duchamp's Cubist
Nude Descending a Staircase No. 2 (1912), and a sly reference to
Gerhard Richter's Woman Descending the Staircase (1965) and
Ema (1966), Euler's Nude Climbing Up the Stairs appropriates and
reinterprets these artworks using her own disappearing nude body
as a Deleuzian method of harnessing influences into a new state
of becoming—a process of change and movement rather than an
imitative state of resemblances within an assemblage.
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Marianna Simnett

The Udder
(ELEY

2014

Single-channel HD video

=EBEERE

15'30"

Courtesy "&3#: Marianna Simnett & Jerwood/FVU Awards

Marianna Simnettigi2 T —RIRAFIE G BB B S S - R R AN
BN ESE - REN RS BHUMIZEFEROE ST KD
Ae-ZhERTHEGNRARBEAZESENBEHRELXREEE - F
R BERREERRERENZLE ARBERARRE > EEEE2H
EF - EmPHLXBHEKRRE MM ERFEEZREHHINE
7 BEMERKEUARNRR - EEPEEIMERIR R B T— @R REE
BEEBEETRATRNDEBHEIEN -—RANBERDL - FEFHHAT TR
ity EEMERBREEBENER TELABIKRMNS REERT
ERRIERF 9B ENESEANENRE B RRNEESR
IRNE A EESSRFITEMNERIEN ELHBERR
MR-

Marianna Simnett constructs a psychologically repressive narrative
about mechanisms of control that survey gender and the body as a
contested territory for warfare, where notions of absolute control
over beauty are acknowledged only in chastity. The video explores
puritanical tropes of virtue that confine and bind the female body
into a state of suppression. As legend has it, Saint Abbe the
Younger, Abbess of Coldingham, cut off her nose to avoid being
raped by the Vikings. Based on that story, in the work by Marianna
Simnett, a young girl maims herself, while the two younger brothers
excitedly conspiring violence on their sister add to the prevailing
sense of menace. The work incites startling performances from

a family who live and work on a dairy farm in Sussex in the UK.

The cows proceeding placidly to the milking station, mutely
acquiescing to the surrounding apparatus, also invoke our bodies'
relationship to technology which increasingly envelops us. Just

as there is artifice to the red lipstick on the little girl's face, so too
does the pervasiveness of technology imply that the notion of the
organic is supplanted or supplemented by that which cannot easily
be considered natural or pure.
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Julia Phillips

Exoticizer (Josephine Baker's Belt)
(21528 (Josephine Bakerfy
E%) )

2017

Partially glazed ceramics, brass screws,

metal pedestal
BEEEMNEE SR BN
6.5x33x38cm

Courtesy "&#i: Private Collection fA AIRKE; the
artist Z4i% ; Campoli Presti, London/Paris

Intruder
(R A2

20M

Partially salt-glazed ceramics
BEEEMNEE

73.5x43 x4 cm

Courtesy "&#i: Private Collection fA AUKE,
New York

Expanded VIII
(HR3R — /\D)

2016

Relief ink on paper

I hRENRY M ES ~ 42

73.7x55.9cm

Courtesy M5i#i: Private Collection FA AUKER,
New York; Andrew Kreps Gallery, New York

Positioner
(RENIZS)

2016

Glazed ceramics, metal screws, metal
structure, partly glazed ceramic tiles
BEMNEE BRI - cBEEE - BHER
i sp=ted

112 x 62 x 78 cm

Courtesy "&#i: the artist Z#IR and Juan
Pablo Carranza

Julia PhillipsB9fEm:E AR —EERRNFME > B EE E T
ANITE BRPRRENDERBEORG - (RIER) » (BFR) ~ (R
Az~ CENMIRR) BERNFMBER T MEROZ  "EEEER
RIGHEAHN - BREERINEAEE BRTSARRBNEASE
JB e Julia PhillipsHZTif < ABEBENRE N EMERNEUERSH
MR AR g EFRILCARKEERENHE - BREETR
SSRGS EREES  WNERBERINKSEEAREZINYER
e BEMRNIERTIRETHEMOBRTENEREHFIBIRE - AR
FFRIVERSRS (FRRERT FRRERBE LN AOEHT -

Simultaneously evoking the sterile environment of medical
operating rooms and physical instruments of power, Julia Phillips's
artworks explore the dynamics of power and oppression. The titles
of the artworks—Exoticiser, Expanded, Intruder, and Positioner—
suggest an unconcealed menace, hinting at traumatic, exploitative,
and racially charged events, as well as implying some form of
unwelcome encroachment or invasion. The artist's works evoke the
historical violence implicit in the display of seemingly innocuous
objects, but also conjure up associations of physical violation and
clinical body examinations. Borrowing from an ancient sculptural
language of tools and human gestures, her artworks employ the
materiality of cold metal and ceramics, and they moreover address
the relationship between the body and the unspoken mechanisms
of oppression that exist intimately on social and political levels—
the different scales of power dynamics, from interpersonal
relationships to colonial rule.

14



Liu Yefu
X

York News

(Hoze i)

2014

Single-channel HD video projection

BiamBT AR

10'40"

Dimensions variable R~ &] &

Courtesy f&53#i: Liu Yefu 2JEFk & Magician Space &R ZER

(HseirfE) U—BRYouTubeBEE RS  BRIRENB—ERERENE
o fEmARFIRE  FRCHOMEER A ERETRUKRBNEERIBE
BE BFEIRGERN E—EAXEAMHBEAEENREERD #
REANHENFERENEEERE L REEFSENSEEATE
B RENEE - EZXANEAME A-ERARERFEHNETNAIE
TRE—EfMREEREENETHEERER T EE—ERE @
ENREN - AMANGE MEIENTHEGERESS— RELUE
HMBUAENH RS - EEER (Slavo] Zizek) B (BUDKERE BT
B) BRET EAHENLFREM techno B - FEBNERZSSIENE
® (HiEES) TREMFERYLTEMNELE R hiERARE BB SEHE
B—EZRE (BWRAAN) HAEERTHBEE —tBLRABRE
ER—RBBIENERE  BEDRRABERBIMINATREIZIRE

Beginning with a censored warning clip from YouTube followed
subsequently by a flash of disparate images, York News is a video
that critiques normativity, hierarchical sexual structures, late capi-
talism, and an ultimate excess of violence and sex. The overarching
omniscience that binds the entire video together is a female character
intimately speaking in a montage, bringing together various images
of New York social classes and society. The narrator's poetic speech,
peppered with slang, slyly voiced insults, American colloguial man-
nerisms is simultaneously spliced with disparate images that make up
the continuous, customised flow of information and images broad-
cast to a society and shaping a nation. Horrifying images of excess
violence, numbing sexual imagery, and materialism—indicative of late
capitalism—are conflated as an abnormal and yet normalised view

of the world. Inspired by Slavoj Zizek's Welcome to the Desert of the
Real and played against the background of a disparate soundtrack
made up of a Mozart symphony, techno dance music, sombre organ
chorales and the theme from the film Titanic, the concept of news
and information is filtered and represented by a figure in female drag
(the artist himself), huddled on a park bench and noticeably set apart
as a marginalised, impoverished figure in contrast to the purposeful,
prosperous jogging figures who pass him by in Central Park.

16
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Ma Qiusha
Efkd

Must Be Beauty
(EBEA)

2009

Video with sound

BBHER

4'08"

Courtesy "5#: Ma Qiusha B#F & Beijing Commune IER A

(EREAN) ER—ISERERHENEELANIBAER®R L 1 E5ME
BHERANEREm HPENBRENSRILR  RFBMER 7T
HDER HBMREMTEABRTHEMRERZZLAFEE 189
EENE B ROES N FEEENBEERERSER  SHHNEHT
BN BMRBBTSTEMEREFREZNERANGTRA SEL
BRMESNSENETERERRRAFIE  BMRBBTORBEME
BEROEBF S EERBVENKRMIZLEZ NG - FUCTHILHFIE
BEHEERML -

In Must Be Beauty, a young woman in a black slip lies upside down
on a bed, tenaciously consuming an astonishing plethora of beauty
products which include recognisable brand name luxury lotions,
eye creams, and makeup removers. Over several minutes, the artist
ingests an alarming variety of cosmetics. The gulping, slurping,
and sucking sounds of her lips and mouth—as her fingers dig and
squeeze into the beauty products—add to the startling nature of
her actions. Cosmetics which are conventionally applied by women
on the surface of their face and body in pursuit of beauty are ren-
dered grotesque by the artist methodically ingesting the very same
lotions and balms in what appears to be misuse. The artist's emo-
tionless actions gesture towards a subject who protests against
notions of allurement in adhering to societal beauty standards. The
artist thus critiques a misogynistic culture that rewards a culture of
self-harm.

18
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Raphaela Vogel

Uterusland
(F=ED

2017
Polyurethane elastomer, breast model,
milking machine, video projector, cable,

video 711"
TREBEREHBRE  ALERE e~ W
BAR ~ BB

Breast model and horse: 215 x 670 x 210 cm
(installation dimensions); video sculpture:
340 x 260 x 320 cm (installation dimensions)
FLEREIFE 1216 x 670 x 210 cm (FEER) 5
RS 340 x 260 x 320 cm (EERT)

3'09"

Courtesy i53#i: BQ, Berlin & Raphaela Vogel

Raphaela Vogel ABFHMEEm (FEE) R TARIBTEEDN
EEEN - ERENBBRITMMFNERALERZR A EH T
BeRf ZEE-THREMRZE - EFNEEEY -5F—FAE
ARREEEFNSREENBEMAR I LURE T HEEABRERMN
EIBRREBITNAE - RIMBR AR MRE IR AMIB RN B mE A —
BoERRT —ERARTHERNEENAGHEEET FHRELE
BIZRRIFTHER

In the riotous art of Uterusland, Raphaela Vogel explores the
biological violence that is present within one's own anatomy. This
conflict is presented as a giant breast cut in half, with one half
shooting white strings, nourishing a wild equestrian creature,
ready to conquer. The other half of the breast bares the sinews
and muscles of a working body part, with labels indicating various
breast cancer diseases and anatomical functions. The projector
showing the artist's film is trapped and fused inside a mechanical
milking machine. In the film, the flesh-coloured tunnel hints at a
birth canal as a woman slides down in terror, cradling her baby
whom she loses in the process of being born.
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Wong Ping
=R

Who's the Daddy
(IRERAZIMRRZ )

2017

Single-channel animation

BIREBHER

915"

Courtesy "&ii: Wong Ping &J# & Edouard
Malingue Gallery & EER

RKEH—EANMLEEEESARE 2 FRERRTAMERE R
BHRBMRSFHMNESHNES FERIFRPSEL R FER
S cHERBTHNERHSREMNERES BEXRATRIZMN
TRHRENAE URRERS 7RIS EBARM AR AZMER
NBEREFZE -FRD BRAEFADEBENENE S HREEEE
SIFRH—RBZ ABMASRERBE MR GEHRE -

How much do your parents define your sexuality? This artwork
expresses the inarticulate language that men cope with in
conveying the fragility of fatherhood and male vulnerability. Who's
the Daddy's misleading colourful shapes and cartoons hide the
brutality of gender structures inflicting violence on the body. The
film discusses the evolving nature of forbidden sexuality and how
patriarchal binds of masculinity and the body induce harm to both
genders trapped in heteronormative storylines. The male narrator
admits an eroticism of weakness and shame in the film, a visual
storyline that becomes played out in the grinding of her stiletto
heel on his eyeball.

R8RS EAT
Persons aged 18 or above only
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Ma Qiusha
Efkd

From No. 4 Pingyuanli to No. 4 Tianqgiaobeili
(TR EASRFIRIBICE4R)

2007

Video, coloured with sound

BBV ERE

7'54”

Courtesy "5#: Ma Qiusha B#F & Beijing Commune IER A

A-RFETRNEAT ZRATPHZABETHEXGHSAZEA
XEmENEHERGR AR (RTRE4RFRBILEAR) BI5HEN
FEWD HE At B RER AR EL - (ERBECSHRERSE » 21
REAMBA TR ROVERE 15 ETRRARR B EHEATIR A B
IMBYEREF - (EMMBR T E R B L REBIE RS IR ABETE TRAREN
Hi PEAEESNES - XA BEBHS  EHAUR BREHTHER
MR BRTHAAEAEIREBCETRATEHIER

In'a measured monologue, the woman in the video expresses the
complexity of her suffocating yet loving relationship with her par-
ents. The title From No. 4 Pingyuanli to No. 4 Tiangiaobeili refers to
the hospital address of Ma Qiusha's birth and her residence while
making this work. Drawing on her family story, she movingly de-
scribes the pain of growing up, the narrow construction of gender,
and the expectations of character that bind even before you are
born. The work draws on the structural violence involved in raising
children as well as the immovable oppression intertwined in family
sacrifice. By referencing origins, discipline, and gender, this film
alludes to the institutional violence in educational systems, and the
pain and trauma that lies in articulating one's own history.

24
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Anne Imhof

Prior Park

{Prior Park)

2019

Steel, fibreglass, wood, leather, and artificial leather

- IREE R BARAERE

95 x 71x 116 cm

Courtesy B&#i: Anne Imhof & Galerie Buchholz, Berlin/Cologne/New York

(Prior Park) < ABtBEI A RBESH B R 5T I HOE AR > BRI
R—MRBNEE —EEREAENRE ZRARKE
FHOMELEGR BMHEFAMG - EHRARREGNERTANK G-
A RENTFRZEZR HRtHFEEFFRS

Evoking the torture of the restraint chair and punitive congress

of law and order, Prior Park explores an object primarily used in
antiquity as an authoritative symbol rather than as a place for rest.
The chair's emblem and constraints allude to its significance as an
overbearing instrument of control, discipline, and indoctrination.
However, the reclining shape of the chair suggests a coziness and
wellness, sinister in its paradox.

| Promise to be Good | | Promise to be Good Il
(FREHRE TR (FEMmBR G REREAD

2019 2019

Aluminium, acrylic Aluminium, acrylic

IRE TR~ BR¥ SRR TR ERBE

250 x 175 x 4.5 cm 250 x 175 x 4.5 cm

Courtesy B5#: Anne Imhof & Galerie Courtesy "8#: Anne Imhof & Galerie
Buchholz, Berlin/Cologne/New York Buchholz, Berlin/Cologne/New York

EEMHERMBELITHERNEEFmT > Anne ImhofBIBH ZEEER
BUEIRR > ERAMEBRRIBZEF LB TILRMRE  IIFERTE
BRi% - BBEIFRZERK  BHEANE TG - 2475 FE LR Rt
TKEORE (Bel) IXUERRE—REAAERLENAZTEEYE
EAPEFFYF] o

In these "scratch” paintings, Anne Imhof creates paintings with an
authoritative gesture of action, scratching through layers of paint
to brutally mark a seamless paint job that is identical to car man-
ufacture materials. This is technically achieved through a sgraffito
process, which comprises of scraping layers of paint to reveal an
underside of a contrasting color. The artist thus taunts the cultural
norm that the car (and woman) as fetishised objects in society are
often revered and objectified by its owner.
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Oliver Laric

Untitled

(&)

2014—2015

4K video, colour, sound

BERBIKER

5'65"

Courtesy B&#i: Oliver Laric & Tanya Leighton, Berlin

RIRFEMEEBBERIFAFT AKX EAZNEEN/ NG BEEIBRE
BVUNEFINGERE - HZET BIHBENSHG HEBEEK
BANMIRMEAAFEBER  Oliver Larich{EmB B KRB FRI e &
b NEYIBEMEEFLURBER FAEBRTAESEZE N SHE-
HEEMTRE ZMAMMAEIRNEBE HEMEREHE@AI - — R
EEATEZY #EWALZEENSEEE H—EAYEEAES
—EAANY - HRABERBT XL B ITHRIBEELETR
ZRge 2R FRATEBKRIBNTS -

From brown to white fur, polar bear to Inuit, astronaut boy to fluffy
puppy, teenage boy to convertible, small house to turret castle,
piano to stove, to drawer, to highchair, old into young men, wolf
claw into human hand and back again, there is no chronological
narrative or evolution to Oliver Laric's work. The transformations
of figures and objects are deceptively fluid and violent in their
smoothness. The potentiality for good and evil, object and subject,
material and gender transformations is even-handedly presented.
A series of amorphous beings transforms from figure to figure
under the backdrop of compelling melancholic music. This film
offers the opportunity of thinking outside binary structures and
of trespassing borders, and demonstrates the ultimate equality of
subjects and objects.
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Pamela Rosenkranz

Sexual Power (Three Viagra
Paintings)

(S (ZIRRITENE) )

Sexual Power (Viagra Paintings,
Goofy Tress)
(MREE (RMEEE, Goofy Tress))

Sexual Power (Viagra Paintings,
Warm Gods)
(A= (R MEE, Warm Gods))

Dong Jinling
Ese

Dong Jinling 2-2
(E=£1%2-2)

Jana Euler
Nude Climbing Up the Stairs
(L2 B94RES)

Marianna Simnett
The Udder
(LB

Julia Phillips

Exoticizer (Josephine Baker's Belt)

(#1528 (Josephine Bakerf9fE#s) »

Expanded VIII
(R — /)

Intruder
(EA2R)

Positioner
(EMI2R)

Liu Yefu
EAESES
York News
(HyseRnRE)

Ma Qiusha
Must Be Beauty
(EBEA)
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Raphaela Vogel
Uterusland
(F=ED

Wong Ping
iR
Who's the Daddy

Dong Jinling
BT

Dong Jinling 2-1
(E£2-1)

Ma Qiusha

From No. 4 Pingyuanli to No. 4
Tiangiaobeili

(TR B 45T RBIE 2455

Anne Imhof
Prior Park
{Prior Park)

| Promise to be Good |

(BRBREFFN)

| Promise to be Good Il
(HRFBEE TR

Oliver Laric
Untitled
(€t



B R Z;E Photo credit

P.7

Pamela Rosenkranz, Sexual Power
(Three Viagra Paintings) (A& (=18
EmifE) ), 2018 ('CRASH TEST — The
Molecular Turn”, La Panacée — MOCO
Montpellier Contemporain, 2018; ®
Aurelien Mole)

P.9

Dong Jinling %1%, Dong Jinling 2-2
(E&I%2-2), 201 (video still R E)
(Courtesy 1§3#: Dong Jinling &% &
de Sarthe Gallery 2 EER)

P.1
Jana Euler, Nude Climbing Up the
Stairs ( L18#ERI%RER) , 2014

P13

Marianna Simnett, The Udder {ZLE),
2014 (video still & R E#&)(Courtesy 15
#: Marianna Simnett & Jerwood/FVU
Awards)

P15

Julia Phillips, Intruder {2 A28), 2011
(Courtesy 153#i: Private Collection #A A
Wi, New York)

P17

Liu Yefu 215K, York News (AseiiE) ,
2014 (video still & R E#&)(Courtesy 15
#1: Liu Yefu 215k & Magician Space &
EHZEM)

P.19

Ma Qiusha BE#5, Must Be Beauty
(EREA), 2009 (video still EAER)
(Courtesy 183t : Ma Qiusha B#GT &
Beijing Commune JEFRA%t)
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P.21

Raphaela Vogel, Uterusland (F=

E) , 2017 (Photography #&#: Raimund
Zakowski)

p.23
Wong Ping &J#, Who's the Daddy ({RE

E1&)(Courtesy B5#: Wong Ping &R &
Edouard Malingue Gallery B)&ZEF)

P.25

Ma Qiusha BE#35, From No. 4
Pingyuanli to No. 4 Tiangiaobeili
(TR E 45 FIREIEE 45%) , 2007
(video still &/ EH&)(Courtesy 15 : Ma
Qiusha &5 & Beijing Commune 16
RA

p.27

Anne Imhof, Prior Park (detail of
rendering #IHEEI4AET ) (Courtesy BGHT
Anne Imhof & Galerie Buchholz, Berlin/
Cologne/New York)

P.29
Oliver Laric, Untitled (#EzE) , 2014—

2015 (video still &R E#&)(Courtesy R H#i:

QOliver Laric & Tanya Leighton, Berlin)
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