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The exhibition When the Monster is Speaking tells a story originating
from the lingering aftermath of pandemic-induced state of emergency
and its impact on the younger generation. Over the three years mostly
spent on virtual life online, the fear of "ignorance” and a primal

urge to survive have fueled a desperate need to maintain ongoing
connections with the outside world at all costs. We have sought to
transcend the constraints of physical space through online channels,
willingly being inundated by information from around the globe. It
was a period when technologies rapidly advanced to meet growing
needs—online concerts, virtual meetings, and digital certifications...
The mediums thus became an essential part in enforcing everyday
limitations, while virtual life emerged as a critical juncture in our reality.
Various long-standing internet syndromes resurfaced during this
process: information manipulation and contradictions under different
ideologies, the gap between the ideal life portrayed by the virtual
world and our lived realities, the dearth of sensory gratification beyond
visual stimulation, and the vicarious trauma caused by the onslaught
of negative information, among others. We can now readily obtain so
much factual information that we lose the ability to draw conclusions,

as there always seems to be alternative facts supporting different
claims.

Although discussions about the pandemic are gradually winding down,
the social syndromes that predated the virus have not dissipated
alongside the physical evidence of COVID-19. In other words, the
various impacts of the rapidly shifting media environment on individual
consciousness and behavior persist. The fear that once spread through
the fog of excessive information still permeates our social lives, like the
phantom of a monster looming in the dark mist. Similarly, issues such
as armed conflicts, ideological clashes, rising nationalism continue

to generate information and imagery that cloud our judgmentsin
discerning what is true or false, driving us to temporarily settle on a
speculative truth orhide in a certain group. But still, the underlying
problems remain painfully unsolved.

The title of the exhibition, "When the Monster is Speaking”, draws
inspiration from the renowned science fiction Frankenstein written by
English author Mary Shelley in 1818. Since the last century, several film
adaptations of futurist science fictions have depicted this manmade,
overwhelmingly powerful, cobbled-together monster who seeks
humanistic feelings as a character evoking our strong sympathy. Each
version of the adaptation, though all in the style of a Gothic parody,
repeats the technological anxieties peculiar to its respective time.

The word "monster” finds its etymological origin in the Latin term
"monstrare”, which can be literally translated as "to reveal” or "to
display". Monsters, while taking form through visual representation,
often reflect human fears and materialize into embodied anxieties

of their times. They are not only presented through all sorts of
mediums, but also embodies the form of media: Frankenstein opened
Pandora's box in the 19th century; King Kong and GodZzilla were born
from imagination and ambition of the western adventurous tradition



towards exotic worlds; game series like the Resident Evil are rife with
monsters bred by interactive media; La Béte, with the assistance of
artificial intelligence, tries to deprive humans of their inherent sense
of crisis and other emotions that hinder their productivity. Monsters—
this primordial image of the collective unconscious—become

the coordinates with which we can correctly posit ourselves. The
transformation of their images then represents the constant refreshing
of our own self-identification.

Italian Marxist philosopher Antonio Gramsci famously observed,

"The old world is dying, and the new world struggles to be born: now
is the time of monsters". Time has rendered once groundbreaking

or appalling experiments part of modern science and technology.
However, the imaginations about monsters and worries towards the
unknown still persist in our lives, gathering into mists of lores and lies.
Today's "monsters" manifest as concrete demonstrations, reflecting
unseen phenomena, hidden connections, as well as the rift between
reality and the limits of our knowledge. Meanwhile, the sound it emits
around the unknown grows increasingly elusive.

We are only able to grasp partial truths through memories and
mediums. Once images serving distinct agendas and stances are
extracted from reality, they undergo dissemination and interpretation
countless times, slowly being detached from their original content.
This detachment began as early as the 1980s. Voices from the era of
critiques were subdued. Post-modern discussions deconstructed
everything, including existing value systems. A new pluralistic political
correctness was subsequently established in the following century.
Capitals, the driving engine of modernization, have tightened their grip
on information, giving them greater control than individuals, so much
so that individual judgments became inevitably subjected to influence
of authoritative bodies. The development of information society has

further prioritized the pursuit of profit in knowledge utilitarianism. This
has fundamentally altered the relationship between individuals and
knowledge itself. Scientific knowledge is now shown in a particular
form of truth sanctioned by political power, seemingly growing more
dependent on power than ever before. But power alone can no longer
grant its legitimacy: who determines what constitutes knowledge? Who
has the authority to determine what needs to be known? Authorities
defined by truths in the traditional sense have dissolved, yet post-
authoritative modernity has not been able to re-build a legitimate

one anew. Instead, we fall into a predicament where we do not know
what knowledge is, what truth is, or even what we should know. In the
process of modernization, the monsters of what Bruce Latour calls
"quasi-objects" proliferate within pre-existing institutional frameworks.
Their traces, however, elude precise tracking. As a result, people are
compelled to frantically race toward elitist self-fulfillment, for fear of
falling behind the times and thus losing their identities.

The manipulated mediums continue to operate within an even
grander system guided by consumerist values. The technological

leaps of artificial intelligence have stimulated many changes that were
previously unimaginable. Along with these changes come accelerated
cascades of obsolete technological ruins, evoking a hollow nostalgia for
virtuality. The explosive evolution of social media continuously affects
politics, reshapes the original global media structure, and regulates
the public's ability to disseminate information. The emergencies of an
individual are now naturally ones that belong to everyone and anyone.
This situation then again induces a false impression that hovers

above facts—individuals become enactors of fake news and scripts.
Marketing departments, advertising agencies, financial experts, and
media corporations have discovered the intensity of differentiation
brought about by events and incidents. History rewrites itself once
again, just as the avant-garde cinematic techniques of the La Nouvelle
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Vague movement were weaponized into the armory of hegemonic
aesthetics. These perceived explosions are, in fact, artificially designed
plots extensively used for achieving effective promotion of services and
products today. Eager acolytes of data and probabilistic determinism
are ubiquitous. Technological development exposes long-existing
phenomena even more clearly: it no longer requires a vision of more
advanced or future technologies to see that machine learning tools,
albeit unintentionally, are reproducing social inequalities.

When the monster is speaking, its voice overlaps with our own. The
"monster" in this exhibition symbolizes no just newfound objects

and events, nor solely objectified conspiracies and cliques. It also
represents our deepest desires, anxieties, despondency, and the biases
rooted in our inadequate understanding. These feelings are concealed
beneath the syndromes intrinsic to our times, which will emerge
alongside technological updates, such as information contamination,
media manipulation, collective silence, and the homogenization

of societies. The instrumental rationality driven by technological
iterations unabashedly severs all unstable factors in humanistic
relations, unleashing lasting anxieties for survival and continued
rivalry between humans and machines. Ultimately, it is embedded

in the fear of uncontrollability and uncertainty. In this context,
technology alone cannot be, or even should not be, the primary
solution. Composed of two chapters, "Real Stories" and "Questioning
the Monster", the exhibition begins with the very first words we often
hear in the recounting of an allegory: "This is based on a true story...."
It gradually deconstructs the logic of production for mediums like
images, meticulously sifting through the noise in piecemeal puzzles,
independently questioning the presented appearances, seeing through
the deceptive nature of the monster, and deeply engaging with the
underlying theme: when we encounter things we cannot comprehend
and refuse to understand, monsters are born.

Our current condition necessitates this discussion as urgent and
relevant for any impending future. This exhibition showcases a
collection of 16 video and installation works by artists from a total of
10 countries, including China, South Korea, Bosnia and Herzegovina,
Norway, Jordan, Vietnam, and Chile. In these works, artists from around
the world offer their diversified perspectives across all layers and levels.
Responding to a range of geopolitical issues and personal or collective
encountering, they employ video, text, and other media to examine
the "voices" of these monsters. Alternatively speaking, they dig into the
chasm between reality and time, exploring the actual pressing issues
with unique means and comprehensive measures: we are submerged
in an ocean of videos and images, but have never fully experienced

life or embodied the essence of sensations. Here, we reconstruct the
"truths" and further probe the limits of our cognition, charting and
piecing together a map of knowledge that remains fragmented and
scattered due to disciplinary and cultural disjunctions. The works
featured in this exhibition cultivate a sociological imagination which
can help us reclaim lost standard values of dignity and recognize the
impact of alienation. Simultaneously, they strive to create a "new
normal"—one marked by resilience, with a positive, diverse dream for
justice. These artistic creations, displayed in museum, resurrect our
bygone lives, becoming immortal memorials for the "monsters” and
"ghosts" of our past.

Text: Na Rongkun, Wang Jiayi
Translator: Sun Jiajing
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o K- #tp/R | David Douard

SOFTPIL' LOW-rack" 2

At £RE. R, $8. WE. BEZSRAER. IHIHE. B4, R, KiK. Bk, M.

BH. GHAER. HiE. BN B8, WiE. ALEEIR. MR, B, BER ik

Wood, metal, fabric, aluminum, oil paint, styrofoam plastic, blown glass, electric cable,
bulb, paper, magnet, castors, plaster, synthetic hair, cast aluminum, paint, glass, resin,

print on paper, ceramic, TV, plastic bag, pillow
2023 272X270.5X200 cm
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BENE, RERITERAMtH R EIEREXER,
BESERERRNOMERR, MBESFHERL. BERENE
ZEFEATIE, BHESHESZ. TN, TISENESERE,
Eﬂt%ﬂﬁ%éﬁﬁ%ﬁﬁﬁﬁo%WW%ETEQFRS
(2018 F) . FERFBEBEFAEMS IBYE (2015 F) S
B, n%bﬂ?tdw\lwﬁ}i (2018 ) . BILWER (2014 F)
ME L BESWER (2013 F) .

David Douard (b.1983)

The artist hails from Perpignan, France. Renowned for his sculptures and
mixed-media installations, his works delve into a wide array of source
materials—poetry, scientific history, technology, animism, low-tech, and
mainstream culture—nurturing allegorical narratives that explore contagious
relationships between the worlds we imagine. Language serves as the
cornerstone of Douard's artistic practice. He introduces various disruptive,
non-conformist anonymous poems into the space, merging sculpture with
sound, machinery, video, and other mediums to construct a sensory
world of visual and tactile textures. Douard's artworks have been
exhibited at Tokyo Palace (2018), Fridericianum Museum (2015),
Gwangju Biennale (2018), Taipei Biennial (2014), and the
12th Lyon Biennale (2013).
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o #5245 | Chando Ao

1R

$WEH | Pole Chair
TEEW | Stainless steel
2021 350x85cm, R~IAZ | dimension variable

@j@\ (1990 &) {
S ZARWETFEX,
MITIEMBETALN, thTF 2015 F3K1% The
Chan BE2E%, 2016 L FEEH TR RA
FERIBEFR, MBERBINRMILE: —=2IME5EM
NEBEER, —BEBR—TERMARNERS, FES5IMND
A7I5ER, SIENIERAL ThEY). 'Y W M. RS
MERBEEER. ZAZBIBEVRAE. B8, 2efrR, X
B, MFAMEAR BRI T EAMANHE T ES, ——EARR
B, —RBIMEREEMEMBRERR, MmN EEIEEAL
Postmasters BB (2021—2022 &) FMALR C5CNM i8] (2024 &)
NEBETERSESR, PEEESERNE. XEREBZFES, #H
MREW (AHOZE) Jerry Saltz M (FALE) Johanna Fateman k38
HAiREEIE (The Brooklyn Rail) {ZARieiz) (Ocula) (Hyperallergic) %,

Chando Ao (b.1990)

The artist was born in Chongging, lives and works in New York. He graduated from Tufts
University School of Museum of Fine Arts in 2016 and received The Chan Sculpture
Award in 2015. Ao's practice navigates between two extremes: on the one hand, his
solo endeavors in paintings and drawings; on the other hand, he builds a complex and
open system, which needs to be accomplished in conjunction with the external world,

which includes robots, flora and fauna, software, food, machinery, exceptionally unique
materials, and everyday consumer goods. This system is designed to engage the viewer,
inviting them to touch, embrace, climb, and even juggle with the work. The two modes
of creation also mirror his dual states as an individual— introspectively sensing himself,
and outwardly conveying a concise and fundamental sensory experience. He had solo
exhibitions with Postmasters Gallery in New York (2021-2022) and C5CNM in Beijing
(2024). His recent institution exhibitions include the Thoma Foundation (Santa
Fe, 2022-2023) in the US, TAG Art Museum (Qingdao, 2022), and X Museum
Triennial (Beijing, 2019) in China. His solo exhibitions have been covered
by Jerry Saltz for New York Magazine and Johanna Fateman for New
Yorker; other press includes The Brooklyn Rail, Art Forum,
Ocula, Hyperallergic, and more.
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@2 SKEPTICISM OVER VIDEO OF ARCH DEST

O 57z mHEm, KR0S wEE

Julian Charriére, Julius von Bismarck

ENS R T, EEHEEIMARE |/n Real World It Doesn't Happen That Perfectly
T EEECGEE (MIMKEERRBINASIZMENE) | Multi-screen video
installation (color, sound), two-channel video loop and one live news channel

2019 17'32"

FORECASTS

———

CBilE (1981 %)

EREE - BEZE AR, thE
HITERMEEN LR, tirREREINEE
REMAMARHEHNFET, ETESRRNE
B, MATEREERT X BRI R H ARz X
MHEEFEZE, AL, KR, FEFEE. SRR IR,
RBRT BB RHNENRBUA S i, fIESEHER. BER.
TN, ZALRMEZETERESTE, FRLARBRBRA. B
W5258RARNMES. EFEBRELFHEMZAAE (201345F) ,
BRENAR - BRI FENSERRARFNE 58, HIEREE
BB ZAEYIE. ZRESS. BB OLEERMEEL,
ENEHRHNER (£57. 59/E) « EB8NERE (512, 16 /@) FEHR
Bo iR 2021 FEER HERWREZAR, FTF 2022 FREFRHLZ
AL (F14B)
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Julian Charriére (b.1987)

A French-Swiss artist living and working in Berlin, Charriere explores ideas of nature and its
transformation over deep geological as well as human historical time. Addressing pressing
matters of ecological concern, his work frequently stems from fieldwork in remote locations
with acute geophysical identities, such as volcanoes, ice fields, oil palm plantations, and
undersea and radioactive sites, explorering mythos and politics of exploration in a globalized
age. Working across media and conceptual paradigms, Charriére frequently collaborates
with composers, scientists, engineers, art historians, and philosophers. His work often
provokes, inviting critical reflection upon cultural traditions of perceiving, representing, and
engaging with the natural world. A former student of Olafur Eliasson and a participant
in the Institute for Spatial Experiments, Charriere graduated from the Berlin University
of the Arts (2013). His work has been exhibited at major international institutions,
among them SFMOMA, San Francisco (2022); Langen Foundation, Neuss; and
Centre Culturel Suisse, Paris. Charriere also participated in international
exhibitions such as the 57th, 59th Biennale di Venezia; the 12th and 16th
Lyon Biennale, etc. As a nominee of the Prix Marcel Duchamp in
2021, Charriere in 2022 received the 14th SAM Prize for
Contemporary Art.
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¥ . EERERRE. ALTEHERUK
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NERBANSKANLREEE, BERENT SR MNER
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F) | RBBIEAM (2020 %) LRERARE (0194F) , H
20T & FHE TR RRNER,

Julius von Bismarck (b.1983)

The artist currently lives and works in Berlin and Switzerland. He completed his
studies at the Berlin University of the Arts, Hunter College in New York, USA, and
the Institute for Spatial Experiments founded by Olafur Eliasson. By combining
visual arts with other fields of research and experimentation, such as natural
and social sciences, his works in a varity of forms—from kinetic sculptures and
photographs to video installations and landscapes. His works are characterized
by the in-depth exploration of phenomena of perception and constructions of
reality. The negotiation of nature as a socially constructed fiction is a core
focus of his work. His solo exhibitions including at the Berlinische Galerie
(2023), Bundeskunsthalle Bonn (2020), and Palais de Tokyo in Paris
(2019) , and also participated in various international group
shows and biennials.
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o FTemER - A58 5275 | Jonas Bendiksen

ERHTZ 3 | The Book of Veles @ﬁﬂ\’)}\ ( 1977 5% )

B, Al A, HRIEAEE. 3D AYIZIERNE] | Photography, Al-generated text, screenshots & Ve S AR ST,

of social media, 3D character modeling GIFs § BIESEBIR. 0. SHFEAZSNER
2021 | R~FAI% | dimension variable ﬁ\

TEA PRI, BEXE WM. HRDSEHEN
MK BRIAY, 19 FTESIEROCHNBLLS,
[&F 2004 FpLADEEERHEREA, 2008 FHARR,
2010 FHEEH K. ERTFIMFRTIEELIFNNEE, Mtk
WE—FS (RE—REFHEBOOSNERT) (2006 F) LT
REARMAERRMER, 2005 F, ki “FITEERIMS” WHE,
HERHRRE. MEZFRERTATE. ZE. BINAFRINHTY
PREEMKX, T 2008 FHRFESBEMHEFNEL. WHH (REH
£49) (2007 ) HRBEMEBEGFBENEDANKE. MR IERT
EF (BzxutE) () (IR SRS

Jonas Bendiksen (b.1977)

A Norwegian American photographer, he explores themes of community, faith, religion
and technology, considering its place in society, with a particular focus on enclaves,
people on the fringes of society, and those living in isolated communities. At the age of
nineteen, Bendiksen began his career with an internship at Magnum's London office, later
he became a Magnum Photos nominee in 2004, a member in 2008, and its president in
2010. During his time as a photojournalist in Russia, his first published book, Satellites:
Photographs from the Fringes of the former Soviet Union (2006), looked at separatist
republics in the former USSR. In 2005, Bendiksen launched a project titled 7he Places
We Live about the urban slum. The three-year journey-project, which took Bendiksen
to four slum communities in Nairobi, Mumbai, Jakarta and Lagos, led to an
eponymous publication and an exhibition in 2008. His book, The Last Testment
(2007), tells the story of seven men who claim to be the Second Coming
of Christ. His editorial clients include magazines such as National
Geographics, Stern, Time, and The Guardian.




P4 | Nguyen Trinh Thi

KR #1 | Landscape Series #1

BIRFBHRERE | Single-channel video (color, sound)
2013 | 4'55"

% (19134F)

5

w
ZARRZRNIRIBREFIEA
FEEZARR, WEANIRIILRF AR
Doclab (2009 ) MYBIIAEA. MEETIR K
BIREMRNBENATICICHE, NMERRZIZHNES
IHEEMASEER, TERICIZHRE. whEmESS R
HMUERIEHES, MERERWHERNARA, BASUEHNEIR
Bff. WHEBGIERBESINBEETHNZARBRE LB, SiEER
EMEIZIAERE. BRSLUREARERIE. EENERE (2015
F) . BBTNZEARAWNER 20154F) . fFNITNZR=FRE (2014
) . FIEWER (2013 F) . BINENER 2013 %) . BER
FEPRBRED. EALNKNBET. ERZAKERET. SA041R DEN FRIE
HRZARP L. BILKEWNER.

Nguyén Trinh Thi (b.1973)

An independent filmmaker and media artist based in Hanoi, and the founder of the
independent documentary organization DocLab (2009) in Hanoi. She frequently re-
edits existing footage to create alternative historical narratives of memory, delving into
the social function of memory and its historical consequences, particularly the concept
of absence within memory. Her research focuses on themes such as labor and its gender
dynamics, the archive and its uninterpreted elements, perception, and the privileging of
sight. Her film works have been exhibited at various festivals and art shows, including
Jeu de Paume in Paris, CAPC musée d'art contemporain de Bordeaux, Lyon
Biennale (2015), Taiwan Asian Art Biennial (2015), Fukuoka Asian Art Triennial
(2014), Singapore Biennale (2013), Jakarta Biennale (2013), Oberhausen
International Film Festival, Bangkok Experimental Film Festival, Artist
Films International, DEN FRIE Centre of Contemporary Art in
Copenhagen, and Kuandu Biennale in Taipei.
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o K- #tk/R | David Douard
Birdzhands and' US (A)
AM. 2R 2R, B OBR. TB. K. MR, EI65. B8 k. |
Wood, plastic, metal, aluminum, oil paint, plaster, tape, nail, leather, pillow, fabric
2023 228 X 149.7 X 118 cm
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o REEFNGEEAS - 3454 | Eva & Franco Mattes

Bl 1X—1X | My Generation

IRIREEM. CRT 2mgs. /A%, BE. Bif. B4, PMEeFERA

Broken computer, CRT monitor, loudspeaker, keyboard, mouse, various cables,
single-channel video (color, sound)

2010 13'26"
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Eva & Franco Mattes (b.1976)

This Italian American artist duo is based in New York and Milan. Operating anonymously or
releasing works under various pseudonyms—most notably 0100101110101101.org—they
became central figures in the Net Art scene, and with classic works like Life Sharing (2000) they
helped shape the medium. Through videos, installations and online interventions, their work
responds to and dissects our contemporary networked condition, always approaching the
ethics and politics of life online with a darkly humorous edge. Some of their most controversial
works have even got them into legal troubles, like the famous trial with Nike—which ended,
unexpectedly, with the victory of the artists, the invention of notorious artist Darko Maver
or the spreading of a computer virus at the Venice Biennale. Interventions like these have
given them cult status, and their influence on younger generations of artists continues
to grow. Their works can be found in the collections of the SFMOMA (San Francisco);
Whitney Museum of American Art (New York); Fotomuseum Winterthur (Zurich)
and X Museum (Beijing). They are part of the curatorial collective "Don't
Follow the Wind" which maintains an inaccessible exhibition in the
Fukushima Exclusion Zone (2015—present).
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o JkZEB/E TV | Young-Hae Chang Heavy Industries (YHCHI)

=EB%ESH | SAMSUNG MEANS TO COME

BINEEHFEFK | Single-channel video (black and white, sound)

2016 & (P3hR) RXECS | 2016 (Chinese Version) Original text and music soundtrack
8 457 (100 027 wiEsk) | 8'45" (10' 02" with Interlude)

ON TOP OF

ZEMERS L,

AM I SORRY?

SHOULD I BE?
H@idI5? RiL?

230

TLM_(YH[HH
o
%ﬁ' XE2HKEENDE SKSER
HERNE, HAIOIET —FRRISH RIS,
B, SXMEM 24 FESHRIAXESE T
LS, SEERESAEREFIRER B,
2018 £F, I M+ EHIEUE T i 13 ERMASKIFTE1E S
B2, 2021 £, M+ BB RNEFIBREEMIIOET —HE
RS (WEETFR MBI —REERENE) « 202245,
HIINEREE & 4 TR RECREENARERERY. AT
BRAA] 2022—2023 FEEMEMITERER BN MR, YHCHI ST
—7k 2361 TIEAKPEE (LMY - 2024 F, M EHIBEATIR
RZARPLEART MERBESSTNERAHIFE, tilHERER
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Young-Hae Chang Heavy Industries (YHCHI)

This artist group with Young-Hae Chang and Marc Voge has created a signature
style of syncing original texts and music in English, Korean, and 24 other languages,
showing many of them in major art institutions and biennials. In 2018 M+ Hong Kong
acquired an archive of all of their past and future work. M+ commissioned a major
work, CRUCIFIED TVS——NOT A PRAYER IN HEAVEN, for its inaugural museum
opening, in 2021. In 2022 a show of their work, both on-and-offline, opened at Tate
Modern, London. To accompany their 2022-2023 solo show at Neue Berliner
Kunstverein (n.b.k.), YHCHI made a 2361-page artist's book, SOUVENIR. In
2024 they gave the Lijun Guohua Foundation's Distinguished Lecture on
Asian Art at Cantor Arts Center, Stanford University. Their work will
be included in the new edition of The Norton Anthology
of English Literature.
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o S{CHR - %5 - B44853 | Lawrence Abu Hamdan

BSIWNIEIE | Disputed Utterance

BRI ARIRE, EEEFIRENEAZR LAR. XA | Laser-cut dioramas, C-prints
mounted on cardboard with wooden cases, texts

2019 | 7X10X6 EK X144 |7X10X6 cmX14 pieces

BB (1985 %)
Q\k’x\

‘&' ZARRTF 2017 EFREELF I,
W HEGEZMEKRE. AN RNREESE
RN LB EAFIREMR RMBIRIR(L,
ERZARK. BIMAERM Earshot (R EE—1A
MAIMEEFHITEMBAENIFEFALR) Cla A, FIFRIE
BRSNS B RERIFE RIAEAIEIEHE, T2ER
FEAAR. Ebr) LEBERIPARMAERRNSAREXEINER
ARLER . MR BERENTR (B2 RE) . BEHWERE (58
58f@) « HMWMER (FllE) « DUWER (E13. 4B F

ZORUEL, HRINAZAREYIE. SREE. ERMPONRE
EAT&%KTE‘%MWWQO

Lawrence Abu Hamdan (b.1985)

The artist received his PhD in 2017 and has held fellowships and professorships
at the University of Chicago, The New School and most recently at the Johannes
Gutenberg University Mainz. As an artist, audio investigator and founder of Earshot,
the worlds' first non-profit organisation producing audio investigations for human
rights and environmental advocacy, Abu Hamdan's audio investigations have been
used as evidence at the UK Asylum and Immigration Tribunal and been a key part
of advocacy campaigns for organisations such as Amnesty International, Defence
for Children International and Forensic Architecture. His projects have been
exhibited at various institutions such as the 22nd Biennale of Sydney, the 58th
Venice Biennale, the 11th Gwangju Biennale, the 13th and 14th Sharjah
Biennial, as well as being included in the collections of institutions
like The Museum of Modern Art (MoMA), The Guggenheim,
Centre Pompidou, and Tate Modern.
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@ IEKR - FIXKAEHE | Damir Avdagic
Ei¥ | Prevodenje (Translation)

BIRF BHE R | Single-channel video (color, sound)
2015| 16'12"

-38-

w{ﬁ%%} (1981 %)

8 ERREL XA,
X ERORRRERCNSHIURSE
W, SEETHETE (19911995 &) SREA
EERELHY, HLULEAENTIAS, THEA
HERT. BRAORMXASEE, MEAsETEER
ST, ErR T S R AR A R A R AN
MRS, MBS RSN (NEE. AR
BB BUISH, HEUNEHEGRE, HHNERh, MET
BE " MIEEEZAGS, B —RANREFES A
01T, MRAE A RER B PR, R A7
FEW, FRRFESEEREE—FEH A2, RS
FEHREE, 2014 FIRGEHFE Fotogalleriet fMEH BKH BEZ AR,
MRS EERAT EANS . CREREEAR. BESERETER.
SABRE AR REII SRR E RAES R,

Damir Avdagi¢ (b.1987)

The artist explores themes of historical memory and identity through text, performance
and video. The conflict in Former Yugoslavia (1991-1995) makes up a central part of
Avdagi¢'s family history and he uses this event as an entry point to address themes
such as shifting political systems, migration and the relationship between generations.
Avdagic¢'s main materials are words; spoken narratives which he collects through
conversations with members of the Former Yugoslavian community. This material
is activated through various strategies of performance (re-enactments, translations,
reading) and developed into moving image installations. In his work narratives become
transmissible between "author" and performer. By having members of one generation
perform the words and actions of another, Avdagic seeks to reflect on how history
stretches across time and how the past echoes in the present. All the participants
in Avdagi¢'s work are tied to the same history. Avdagi¢ is a Fulbright Fellow and
recipient of the BKH's Photo Art Prize at Fotogalleriet, Oslo in 2014. His work
has been shown at Neuer Berliner Kunstverein, Berlin, Whitechapel
Gallery, London, Changwon Sculpture Bienniale, South Korea,
Kunsthall Charlottenborg Copenhagen & Kristiansand
Kunsthall Norway amongst many others.
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a HF# | Wu Ziyang
— 1 ERERNZ A | AWoman with the Technology
R, RS, SIMEEERRE. ATZEWRNBA. EFATEEEER#AE
HMEMR. ZRTRE | Archive, data analysis, three-channel video (color, sound),
animated video based on Al-generated script, multi-size screens
2019 18 25" (%) , 9 54”7 (&) | 18'25" (video),9' 54" (animated video)

\\\ i d!l/[[[

N K2
S z 0
- - LAl "
= = = ’ /‘ ‘\ \‘f\" 0 \“ " "
= S RORRNAL ,/ m
“ \i:,' NS W g (7 f’“ "
7 4 \‘ o) 2 N y
7 ’Hﬁunm“
551865 B4R 5255 BURDIR
Part 1: Archive Part 2: Data analysis

E3IWH: DMEEEERE (18 257)
Part 3: Three-channel video (color, sound) (18' 25")

E A4S ATERMRNBATNETATLEEE
ERBIAIEHEST (9 547 )

Part 4: Al chatbot and animated video based
on Al-generated script (9' 54")
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Wu Ziyang (b.1990)

The artist currently teaches at the School of Intermedia Art at the China
Academy of Art, he is also a visiting professor of Expanded Media Department
at Alfred University, and a former member of NEW INC at the New Museum. His
recent practices examine how current technologies, in a cross-cultural context,
affect politics, society, and the explicit and implicit relationships between
things at both macro and micro levels. His video, AR, Al simulation, video
game and interactive video installation have been exhibited internationally,
such as at the Institute of Contemporary Art (ICA) Philadelphia, New
Museum (New York) and its non-profit new-media art institution,
Walker Art Center, Rochester Art Center, SXSW, Art Dubai, Hek
Basel, ifa Berlin Institute fiir Auslandsbeziehungen, Medici
Palace, Milan Design Week, M+ Museum, etc.
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I remember her eyes. The

@ FI/’RIBEZ - B/R | Alfredo Jaar
XS - RIS RIEMERES | Eyes of Gutete Emerita
BIRRBIAE R | Single-channel video (color, mute)
1996 | 1'43"

.18

eyes of Gutete Emerita. %@%-%m (1856 &)
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Alfredo Jaar (b.1956)

The artist is a Chilean architect and filmmaker based in New York. Jaar's work expands
the ways in which art engages with the social and political contexts, exploring issues of
significant contemporary relevance such as humanitarian crises, political oppression,
social marginalization, racism, immigration, and violations of human and civil rights.
He particularly focuses on situations often overlooked by public conscience and the
manipulation of information by the media. Jaar believes in the ability of art to reaffirm
ethical positions through creativity and aesthetics, emphasizing the positive role of
culture and social responsibility. Since the 1980s, Jaar's works have been exhibited
globally, including at prestigious events such as the Venice Biennale (1986, 2007,
2009, 2013), Documenta (1987, 2002), and held solo exhibitions at institutions like
the New Museum of Contemporary Art, New York, Whitechapel Gallery (London),
Museum of Contemporary Art (Chicago), Moderna Museet (Stockholm), and
Alte Nationalgalerie (Berlin), and collected by dozens of institutions
and individuals worldwide. Over seventy monographic
publications have been published about his work.
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Zheng Yuan (b.1988)

The artist was born in Lanzhou and currently resides and works in Beijing.
Zheng's creative practice primarily revolves around visual media, with a diverse
range of themes that explore the relationships between images, identity, and
their representations within various political and historical contexts. His visual
works often navigate the realms of fiction, documentary, and investigative
research, frequently incorporating intertextuality through the appropriation and
reinterpretation of existing images. Zheng Yuan's works have been exhibited and
screened at various domestic and international institutions, as well as large-
scale exhibitions and film festivals, such as Beijing Taikang Space, Inside-
g *BiR | Zheng Yuan Out Art Museum, Ullens Contemporary Art Center, Hangzhou Tianmuli Art
Museum, OCAT Shanghai, University of Chicago East Asian Studies
Center, National Museum of Art for the 21st Century in Rome,
and Andy Warhol Art Museum.

RREM (53212 ) | Bare Minimum (By Memory)

=R EIAR %S | Three-channel video installation (color, sound)
2024 | 25431
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HESRE b BEXRERZE

After the project ends, volunteer b’ will...

0 Z5Bf | Li Ming

BT B4—EME: 48 | Inspired by Transliteration-Chapter 4: Féng | Féng
BIF BHE R | Single-channel video (color, sound)
2020-2021 22' 13"

( 1986 4 )
49;&‘ ZARR 2008 EEAF
PEEARR, WEREHIETFIM. 72
BIMRESIR R, AT UEN—HESHENT
e e FRIEN—MERNTATERA LRI
Bifle HISERMSEF AMRBNEGERZE, Xt
EIRMMIBIERASMA—FEDHE. MOESRTRRST
EARE R EXTIE B ARMNEILIN, BEEASRTEL
HBR TSR, BRSTIRATATEISE, LR ARITIE i8]
HORRIBRELS, ZEBRRTK 20222023 REHE “PEIFELRRWETL
FRERR. Hugo Boss WFHHEARRARK (2017 ) . LURRIR/R-
FRROIWERERAR (008 4F) o MMFRETESRESHLRE, 8
ERUNER. RISHgTREBYIE. Borusan YHEZRPL. FYIBER
ER, ARAEHLURERPLE,

Li Ming (b.1986)

The artist graduated from China Academy of Art in 2008. He currently lives and works in
Hangzhou. In Li Ming's video practice, people can always see a self-directed working style.
As an effective means of expression, image can easily transform the motivation. He was
used to putting the idea of his work behind the image result by mind fermenting, making
his creative process always have an "impromptu" state. Rather to say this creation context is
a game artist tried hard to build out; it is better to understand that the first person's author
is letting things take their natural course. Set in the age of data abundance that altered
our sense of memory and temporality, Li Ming's video work was impacted by his daily
meditation practices. Together, it has led the artist to search for a cinema of affect with
his sense of cognitive inner realities and its hyper-connectivity. Li Ming has received
the award from the 2022-2023 Porsche of "Young Chinese Artists of the year",
the 2017 Hugo Boss Asia Art Award and the 2008 Pierre Huber Creation Prize.
His works have been shown widely in major institutions such as Busan
Biennale, Museo Pino Pascali, Borusan Contemporary, Shenzhen
Sculpture Biennial, and UCCA Center for Contemporary
Art, Beijing, etc.
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@ JkEAF | TingTong Chang

B2 | SOAP
BN BEERRG. BBEE | Single-channel video (color, sound), soap installation

2021 17'31"
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HHT,
TingTong Chang (b.1982)

The artist currently lives and works in Taipei and Santiago de Compostela. After

completing his MFA at Goldsmiths, University of London, Chang transitioned
towards contemporary art. In the early days, he hit the streets under the alias
Bbrother, churning out a slew of politically charged pieces as a graffiti artist. His
knack for satire and irony spilled over into a range of societal and political issues,
ecological concerns, and the everyday grind, touching on every facet of the art
scene. Chang dabbled in installations, paintings, performances and videos,
blending in elements from varied realms like science, biology and biomechanics,
all to mirror the intricate dance between humanity, technology, and society.
His recent solo exhibitions are at the Museum of NTUE and Taipei Fine
Arts Museum, while group shows and commissioned projects in Taipei
Biennial, Guangzhou Triennial, Yamaguchi Center for Arts and Media,
Compton Verney Art Gallery and Wellcome Trust, etc. Chang's
recent awards include the Taishin Arts Award, Taipei Art
Award, Art Central RISE Award, VIA Arts Prize and
Gilbert Bayes Award.

149-



0 == me| Ed Atkins
kR E4 | Voila la Vérité (This is the Truth)

BN BH R RBIER | Single-channel video loop (color, sound)
2022 | 3'49"

P& ( 1982 &)
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BB RN FER A

Ed Atkins (b.1982)

The artist graduated from Central Saint Martin and University College
London. Atkins frequently utilizes high-quality computer-generated imagery
(CGI) and intricate sound design in his artworks, exploring themes of identity,
human emotions, and the impact of technology on our perception of reality.
Themes of loss, inadequacy, powerlessness, and especially melancholy play
significant roles in Atkins' works, as he considers these emotions to be the
"absolute cornerstone of creation”. His artworks have been showcased
at esteemed venues such as Tate Britain, the Amsterdam Stedelijk
Museum, and the Serpentine Galleries, prompting viewers to
contemplate self-awareness and the fundamental nature of
existence in the digital era.
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EBILBIHTIERR, FE. RRASNMEKANEE:

EWL-FTRER. AAH. BEZ. XHE. T/NE. S
RYeIL -7 -IRT2IK. BN, HISRE -FiEK REM. Tk,
PRETHIKIE - 35308, LIRS, B

CcBEEa. BEHVER. EREE. BLATE. SRR,
PIRYs - SEER. ZHE. RE&TE

We would like to thank these artists, scholars, curators
and institutions for their generous support:

Alice Giovannini, Dagi Fang, Feng Zhixuan, Kwan Sheung
Chi, Luo Xiaoming, Lv Jingjing, Monia Ben Hamouda, Nina
Hanz, Patricia Bondesson Kavanagh, Yan Qi, Islamiya Evans,
Zhong Shanyu, Zhou Yi

Cc Foundation, Gladstone Gallery, Lisson Gallery, Magician
Space, Kiang Malingue Gallery, Chert Liidde Gallery, Three
Shadows Photography Art Centre, Antenna Space

(FREEHEEFEHRF | In alphabetical order)
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