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Foreword

The Personal Structures project, launch-
ed in 2002, serves as a dynamic plat-
form for artists to showcase their work,
ideas, and research through exhibitions,
symposia, and publications. Originally a
travelling initiative spanning continents,
it found its permanent home in Venice,
Italy, hosting its inaugural exhibition in
2011. With an extraordinary presence of
organisations dedicated to art and cul-
ture, and a rich history as a crossroad of
cultures and ideas, Venice was the ideal
place for the realisation of the objectives
of the European Cultural Centre (ECC).

Every two years, artists, photographers,
and academic institutions converge to
explore themes of Time, Space, and Ex-
istence, offering diverse perspectives on
contemporary art. By fostering inclusivi-
ty and encouraging dialogue, the project
aims to inspire new ideas and experiences
accessible to all.

The success of the seventh edition of
Personal Structures in 2024 was made
possible by the collaborative efforts of
a diverse group of participants. Through
mutual support and empathy, we have
cultivated a community dedicated to

shaping a brighter future through art.

The contributions of each participant,
spanning various media and topics, have
sparked meaningful dialogues. The tireless
efforts of the ECC team, have been instru-
mental in bringing this event to fruition.

We extend our heartfelt gratitude to all
partners and participants for their unwa-
vering support, passion, and vision. It is
through collective efforts and shared en-
thusiasm that Personal Structures 2024
has come to life.

European Cultural Centre Team
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“As human beings, we might be tempo-
rarily bound by our circumstances. But
we are not contained by them.”[1]

This quote by Teju Cole was initially per-
ceived to be enigmatic; on the contrary,
it holds and expands the clarity and the
truth of the human condition. Cole affirms
that external factors, such as social and
cultural context, or personal experiences
may temporarily influence our lives and
our perspectives. The merit of his thought
lies in its emphasis on the human ability
to overcome these limitations, transform-
ing them and growing beyond them. Cole

invites us to consider the idea that, in spite
of the challenges and restrictions that we
may face on our journey, we always have
the possibility to get through them and
develop beyond them.

With this wish, we named the seventh
edition of our art biennial Personal Struc-
tures - Beyond Boundaries.

Viewing each work of art as the result
of the conditions and circumstances of the
artists themselves, the project Personal
Structures wants to be a platform where
the multiplicity of approaches and artis-
tic expressions can be enhanced, with the
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intent of documenting the plurality of the
contemporary art world.

Presenting more than 200 projects, the
exhibit is to be seen as a journey through
different themes and dynamics. Without a
defined destination, it opens the possibili-
ty of moving around and travelling further,
encouraging us to explore what is beyond,
to see it from a bigger perspective, to over-
come these restrictions, in favour of person-
al, social and global growth.

Within the historical and iconic ven-
ues of Palazzo Bembo, Palazzo Mora and
the Marinaressa Gardens, situated in



the heart of Venice, Personal Structures
- Beyond Boundaries is a stage for inter-
connected themes, compared opinions,
and complementary visions. Renowned
and emerging artists, photographers,
sculptors and performers, together with
institutions, galleries, art schools and re-
search institutes from over 50 countries
accompany us in this journey, suggesting
unconventional and original paths.

The artworks on display explore a broad
variety of themes and urgencies. They ex-
plore matters of cultural identity, ranging
from indigenous to postcolonial, and find
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a connection to the theme of memory,
within different contexts. Moreover, they
examine deep and existential subjects,
such as loss, life and death.

The artworks lead us beyond physical
and mental boundaries, towards a space
that transcends the everyday experience,
towards a spiritual dimension. Female
identity is explored in all its facets, in rela-
tion to the body, to the historical, tradition-
al and cultural context, in connection to the
social background and the environment.
The exhibit also tackles the environmen-
tal issue, exploring the contrast between

nostalgia for a pristine natural environment
and concrete proposals for sustainability
and the re-use of resources.

Personal Structures - Beyond Bound-
aries contains a plurality of opinions and
contradictions, reflecting the current hu-
man condition and society.

“We are always looking forward and
backward, inside and out. We are, and we
are not what we see. Doubleness is the first
condition of the human. We are not our-
selves without also being the others.” [1]
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[1] From Human Archipelago
by Teju Cole & Fazal Sheikh
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Abu Dhabi Festival and
New York University Abu Dhabi

Elemental Relations. Whether natural ones from classical
mythologies or indigenous cosmologies - air, earth, fire,
water - or chemical ones from modern science - alu-
minum, iron, oxygen, silicon - elements index relations
between human and nonhuman, living and nonliving,
animate and inanimate. They offer ways to imagine per-
sonal structures beyond human conceit. Selected work
from New York University Abu Dhabi’s MFA and BA arts
programs, Elemental Relations invites us to acknowledge
consequences of our anthropocentric behaviors - con-
sumerism, extractivism - that reap irreversible damage on
the planet. By recognizing interconnections and interde-
pendencies, we can imagine alternative behaviors.

Under the patronage of Her Highness Sheikha Shamsa
bint Hamdan Al Nahyan, the Christo and Jeanne-Claude
Award is presented by NYUAD in partnership with the
Abu Dhabi Music & Arts Foundation. Winner for 2023,
Maijd Alloush, Hala El Abora, and Vivi Zhu’s Shaheeq (“To
Breathe”) considers mangrove ecosystems that protect
coastlines from sea-level rise, shelter marine species,
and sequester carbon dioxide in striations that visualize
beyond human perception. Made of rammed earth and
mineral dyes, it recuperates traditional knowledge yet is
designed to decompose, rejecting expectations that hu-
man structures are permanent.

Farah EImowafy’s The Morphology The Secrets of Salvia
Hispanica shows how human knowledge cannot antici-
pate plant behavior. Recorded data on how seeds grow
into plants on canvases, inscribed with scientific texts, of-
fers no conclusions. Elizabeth Dorazio’s Xylophone brings
discarded scrap-wood back to life in pyro-engraved im-
ages, evoking the forest’s music and helping us see trees,
whose lives were taken to create objects, whose useful-
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ness was lost. Produced through NYUAD’s Anthropocene
Research Kitchen, Dima Abou Zannad’s at the border of
the sea explores the Mediterranean Sea’s rhythms against
Lebanon’s coastline in Marcel Khalife’s songs. Arabic po-
etry’s sixteen meters are called buhir: each meter, a sea
(bahr). Majd Alloush’s Remote Landscapes locates human
and nonhuman cohabitation in flamingos, mangroves, and
other lifeforms coexist in remarkably close proximity to the
urban built environments.

Zara Mahmoud’s graphite and pastel drawings exam-
ine atmospheric particulate matter. From a distance, it
catches light in dazzling sunsets. Under a microscopic, it
becomes discernable as individual particles that can seem
menacing. In Echo, Roudhah Al Mazrouei draws in sikham,
a charcoal specific to Siji village, over images from archi-
val television footage to convey Siji’s identity as relations
between animals, humans, mountains, rocks, soil, and
trees. Hala El Abora’s Experiments in Reterritorialization
considers sinkholes around the Dead Sea as physical
manifestations of mental collapse after decades of emo-
tional and physical stress. Shumin Tan’s My Stripes con-
siders uncanny resemblances between a tiger’s striped
pattern for camouflage and designs carved into the earth
by humans in constructing buildings and roads. The poem
Tiger Mom celebrates Malayan Tigers as national heritage,
while exploring their sacrifice for resource exploitation.
Vivi Zhu’s Fish Tank looks at the contained lives of exotic
fish. The parallel lives of undocumented migrant women
from East Asia and Southeast Asia, working as masseuses,
are audible.

This exhibition is supported
by the Abu Dhabi Festival.

Curatorial team: Dale Hudson,
Tina Sherwell, Terri Geis, Katia
Arfara, Sheetal Majithia.

Fish Tank, Vivi Zhu, 2023

Remote Landscapes,
Majd Alloush, 2023

Echo, Roudhah Al Mazrouei, 2023

at the border of the sea, Dima
Abou Zannad, 2023

Xylophone, Elizabeth Dorazio, 2023

Captions, top to bottom, left to right:

Microscopic Specimen I,
Zara Mahmoud, 2023

Shaheeq, Majd Alloush, Hala EI
Abora, and Vivi Zhu, 2023

Three Tigers, Shumin Tan, 2023

The Morphology Secrets of Salvia
Hispanica, Farah ElImowafy, 2023




Achim GroBmann & Silvia Eisele
ArsCubis

A deep connection to nature is the basis of the work of
the Black Forest artist couple Achim GroBmann and
Silvia Eisele ArsCubis. Their studio, located directly on
the banks of the Nagold river in the picturesque Hermann
Hesse town of Calw, is the source and flow of inspiration
for their art work.

The major theme of their work is now living spaces. In
particular, the fascinating habitat of the orchard meadow
with its apples and pears and its high biodiversity. In 2019,
these apples gave rise to the series of art works Schiller
meets Goethe. Orchard meadow apples preserved by de-
hydration and colored using special techniques. Schiller
followed in 2023 and Humboldt current from orchard
meadow pears.

For the Metamorphosis project, the artists immerse
themself deep into the world of fungi and bacteria. They
create an overall picture of orchard apples in all their man-
ifestations. In fresh states through the high diversity of
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varieties found in orchards with their most diverse color
images. As well as in the various stages of decomposition
caused by fungi, bacteria and insects. For Metamorphosis,
a file of meanwhile 14000 photographs was created. It
serves Achim GroBmann and Silvia Eisele as the basis for
the 100 square meter work with which they want to make
this fascinating orchard habitat visible.

The ArsCubis Magic Mushrooms series of works
also draws attention to the importance of mushrooms.
Consistently constructed from fungalized and colored
beech wood cubes, the viewer loses himself in a magical
mushroom mesh.

The ArsCubis work A Bee, or not a Bee, that's the Ques-
tion is dedicated to the natural theme of bees. A work
made up of 2500 varnished wooden cubes, constructed
by running colors against each other in a stark contrast of
light and dark, thereby the couple succeeds in visualizing
the buzzing of bees in an impressive way.

Their work focuses not only on nature, but also on the
civilized human being who has outgrown it. One striking
example is the object art work War and Peace. A steel hel-
met transformed by acid into a filigree net demonstrates
the fragility of peace.

The media with which Achim GroBmann and Silvia
Eisele realize their art, make a state visible, make a state-
ment without evaluation, flow into each other and merge.
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Magic Mushrooms, Achim GroBmann & Silvia Eisele , 2021
4900 mushroomed beech wood cubes, dye stain, composition in four colors, 140x140 cm



Alakananda Mukerji

My art is a celebration of Life, Life’s gifts, and Rejection -
all that | have been given: yes, the triumphs, but the trag-
edies as well. It seeks to capture great interconnected
tangle of Being that we all share on this loom of Space
and Time: you and me and everyone - friends, family, trav-
elers, strangers; those | have met, and those | will never
see; we who are now, those who have gone before us, and
those yet to be.

The pieces often come to me in dreams - reflections of
all my experiences: good and bad and in between. Bits and
pieces of Life: childhood tales; connections with my sister
- bonds built, broken; conversations overheard; half-mem-
ories from crowded marketplaces, comings and goings,
travellings and wanderings. India is in my dreams. But so
is America. | am a foreigner in both my worlds. And yet, |
am also at home.

Sometimes what | create is abstract. But, then again,
so are dreams - so is taking challenges, and not being
perfect, and making mistakes. They are all abstractions
to be contemplated, knots not to be unraveled, but to be
enjoyed for what they are. They are what hold the world
together. They are what hold us all together. They are what
hold me together, too.

Foremost in my celebration of Life, is my celebration
of connection, of collaboration - the link between me
and everyone else. Am | what they colloquially call a peo-
ple-person? Perhaps. But that is too simple a label. We are
all people-persons in greater or lesser degrees, craving
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companionship, made to recognize faces, and voices, and
gestures. But there is also the internal, the private, the per-
sonal -those parts of the little girl who grew up in Varanasi,
on the Ganges, the ancient sacred flow that flows in me.
Are these separate things?

No. Two sides of the same coin, perhaps. | don’t want
to explain my art too much, and yet my art explains
everything: my hopes, my fears, my activism, my passions,
my prayers for world peace. | am on a journey, but at the
midpoint, which - | guess means that | am halfway home.
Every day is a new beginning, and every beginning has an
end. | am not there yet, but getting closer.

Outside of India, | first studied in Greece before com-
ing to America. | was a &€vn there - a stranger, friend and
guest - but yet so many doors opened for me in that vener-
able land, literally and figuratively. And then | came to New
York, and suddenly | found myself adrift in the vast ocean
of a society of always on the run —alone most of the time:
appointments, appointments, appointments. No popping
in on someone unannounced -not even friends or family.
So far from Varanasi. No time to think! 24/7!

But then, in time, the stranger found herself at home
again. The Hudson was an ancient flow, too. Different, but
ancient. Venerable. It flows in me now, too. At first | fought
to stay afloat, but now, | know the tide. | still fight: in my
art, in my dreams, but not for myself: for others, for the
marginalized, for justice, for hope.

In celebrating Life's gifts, | am fortunate enough to be
able to co-create: my own world, yes, but ultimately a re-
flection of the Wide World of us all. | am only one inter-
section of the warp and woof of Space and Time. My art:
tremulous at times, but always honest - shiny things, dark
things, colors, conflicts, wonder and folly - like a dream. In
my dream | hold the World, and yet it holds me. Loss, anger,
happiness, sadness, movement, migration, and yes, peace
and home: Life. This is what | celebrate..

Alakananda Mukerji
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Xenia: Strangers & Asylum, Alakananda Mukeriji, 2023
24x30 in &18x24 in. Photos: Hidenori Inagaki

Xenia: Sacred & Border, Alakananda Mukeriji, 2023
18%24 in. Photos: Hidenori Inagaki



Alf Setzer

Cube and Sphere

The sphere symbolizes eternity, infiniteness, the trans-
cendent. The cube delimits man and everything earthly.
Both structures come to life through the light.

The glass cylinder consists of layered float glass panes.
Circles of different sizes are cut into the individual panes,
so that an apparent hollow space appears in the shape
of a sphere. For us, the sphere is not created by looking
through it, but rather by refraction of the edges. The light
that flows through the glass body is refracted at the cut
edge. This supposed cavity is visually perceptible, but does
not actually exist.

It is a sculptural metaphor that inverts the question of
the doubting Thomas, who has to touch everything. It is
the question of an existence that we see but does not exist.
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For this sphere can only be seen, not understood, and then
the illusion is created that it circumscribes an empty space
that does not exist. We see what does not exist and we
believe what we cannot see.

Nevertheless the sculpture symbolizes hope and con-
fidence. It appears green. It is the color of life and growth.
We have to decide whether it becomes a sign of renewal
and new beginnings for us. The viewer can enter into a
highly reflective space that is about contemplation, this
world and the hereafter, and self-exploration. It is about
the tension between the immeasurability of transcend-
ence or the limitations of earthly existence.

Alf Setzer was born in 1956. From 1976 to 1981 he first
studied painting, then sculpture at the Braunschweig
University of Fine Arts. He was a sculpture teacher at the
State Academy of Fine Arts in Stuttgart from 1993 to 2021.

He has worked with a wide variety of media and genres
of art, from sculpture to cabaret. His preferred materials
are stone and glass, but his repertoire also includes metal,
plastics, videos or performances.

The focus of his work is on the discourse of multimodal
expressiveness, which arises from the material's dispute
and confrontation with its environment and context.
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Cube and Sphere, Alf Setzer, 2024
Layered float glass, 0,5%0,5%0,75 m. Photo: Nadine Bracht



Alois Lindenbauer

Nature Art. Food and Nature

The Austrian artist Alois Lindenbauer calls his works
Nature Art, and this term expresses well his self-image
and artistic approach. While nature and culture are gen-
erally seen as opposites, for Lindenbauer they are one big
whole that never ceases to amaze him. His preferred mate-
rials are wood and stone. In his artistic creative process he
designs objects together with nature, using its elemental
forces in an interrelationship full of appreciation and re-
spect. Lindenbauer sees himself as a human being em-
bedded in the larger context of nature. For him life and art
go hand in hand; he spends a lot of time in nature and is
interested in his alpine environment, its millennia-old his-
tory and geological composition. Alois Lindenbauer cre-
ates from what he finds in his daily encounters with nature
and discovers hidden beauties in the process. He takes a
step back, lets nature take the stage, makes use of natural
processes and thus helps inconspicuous natural objects
to achieve great effect.

Wind and weather work on his wafer-thin poplar wood
elements and create wonderful weathered surfaces. This
always takes place under the supervision and control of
the artist. He is already present when sawing the boards in
order to cut them as thin as possible, depending on the in-
dividual characteristics of the wood. If he wants to bend a
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board, he places it on a specially prepared surface so that,
with a lot of patience and time, he achieves the curvature
he wants. This requires daily adjustment and care. With his
large pool of elegantly curved, large poplar wood elements,
Lindenbauer creates temporary works that resonate with
their surroundings. Sometimes the boards clump together
to form a dense object, frame or accompany something
that already exists, sometimes they extend into the land-
scape in the sense of Land Art. The constellations created
by Lindenbauer radiate great harmony and peace.

Beside wood stone is one of the main materials in Alois
Lindenbauer's oeuvre. He collects boulders that appear
completely unremarkable from the outside and divides
them. Through his intensive study of geology, the artist is
able to assess what the inside of the stone might look like
and where the optimal cut for splitting should be made.
The cut surface is ground and finely polished to reveal the
spectacular interior. The many different stones collected
result in a diverse cosmos of different rock structures,
colors and textures. Lindenbauer calls the devided stones
bowl stones because of their shape. He relates the bowls,
which are filled to the brim with themselves, to human
food. Without the rock in the ground and its mineral con-
tent, there would be no vegetation and food for humans.
For the artist, everything is connected: nature, food, that
makes life possible and art. In his art he makes this con-
nection visible. This is also the reason for his great affinity
with nature. Lindenbauer's message and vision is: "Nobody
has to take anything away from anyone else. Everything
is available in abundance in nature - an invitation to an
everlasting meal". This deeply peaceful and contemplative
attitude is reflected in his Nature Art.

Angelika Doppelbauer, art historian

Bowl-shaped stones on Boat- shaped table



Anamaria Chediak

Memories Through the Liquid Desert Waves

Where there was once life and chatter and colour, now
there’s silence and sand. Where floorboards creaked and
the wind rustled the curtains at midday, now doors open
with no purpose, windows hang on their hinges, glass-
less, and paint peels from the walls like autumnal leaves.
These silent vestiges resonate with stories, memories, and
questions...

Nature has taken back what was hers. The desert is
merciless, recognizing no boundaries, no barriers, only its
irrepressible force. It flows through the windows, through
the gaping doors, filling every nook, every corner, in waves
that seem almost liquid.

These images are composed of different shots, stitched
together slowly and painstakingly. The creative process of
(re)composing is reminiscent of how we arrange memories
in our minds. Memories are fleeting and fickle. We remake
our pasts in the same way | have remade these images.

That day in the desert, | stood struggling to make sense
of these fleeting glimpses of a world now vanished, chal-
lenged to capture, through the mechanical click of a shut-
ter,a moment in time which | felt had already passed.
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Memories though the Liquid Desert Waves Il, Anamaria Chediak, 2021



Anamaria Gutiérrez de Pifieres
Otros 360° Gallery

“Memories can be distorted. They're just an interpretation,
they're not a record, and they'wre irrelevant if you have
the facts.”

Nolan, C. 2000. Memento

An archive made up of a series of what seems to be
sheets of paper and words, is presented as a compilation
of thoughts, which allows the artist to reconstruct mem-
ories of the past in the present.

The new artistic proposal of Anamaria Gutiérrez de
Pifieres, involves a slow and careful process, in which
cold porcelain is handled in such a way, that it's malleable
and fragile nature is transformed into the thinness and
subtlety of paper. Through the artist's action of kneading
the porcelain, the material takes on the characteristics of
paper, onto which words are later transferred, like traces of
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the past. Each of these words contains a personal and yet
universal meaning or message, daring to question those
who observe and read them.

Each of these pieces that represent a variety of types
of paper, is as particular as the very moment in which they
were created. The selection of words and phrases written
on them, stem from the exercise of memory, where recol-
lections, emotions, and experiences, are all contained and
exist, by the very action of being written.

In this new work, Gutiérrez de Pifieres allows the ma-
terial to speak, giving each piece the freedom to take its
time to dry and transform, accepting that it's fragile nature
will lead some of them to fracture, acting as an excuse that
allows for the exercise of repairing them, to take place.
In the same way, accumulations of pages spontaneously
emerge where thoughts are reorganized, superimposed
as layers of meaning in the sense that the importance lies
in the intro-spective exercise of writing by the artist, sub-
tracting value from the fact that they may or may not be
read by the spectator.

In this way, these varied visual actions produce a fragile
and forceful materiality, in which marks and memories ac-
cumulate, generating a whole internal universe that allows
us to reconstruct what was left unsaid.

Alejandra Fonseca
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Lo que no fue dicho (What has not been said), Anamaria Gutiérrez de Pifieres, 2023
Cold porcelain, acrylic, paper, pencil and enamel, 2.20 x 2.35 m
37 Courtesy: Otros 360° Gallery



Anat Heifetz

“Bamboo for me has always symbolized magic, elegance,
strength, simplicity and flexibility - qualities | wish for all
of us to have”

Anat Heifetz

Kawayan Collection. This unique project started initially
with Anat’s moving from Tel-Aviv to Manila in 2015, togeth-
er with an urge to create something that would combine
her experience in fashion and textile and her love for art
and bamboo. Anat has been drawn to bamboo for several
years, even prior to her residency in the Philippines. She
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was awestruck at how the material was so commonplace
in the country, with much of the stalks lying discarded
along rural areas. In this kind of environment, Anat was
able to create a language of communication and expres-
sion through painting and carving of fabric prints and tex-
tures on a natural and local material - the bamboo.

The transition from textile to bamboo - and back was
natural for Anat and inspired by it, she launched in 2021
a new collection of clothing, jewelry and home decor un-
der the KAWAYAN brand - bamboo In Tagalog. Focusing
on exceptional fabrics, original handmade prints and im-
peccable details inspired by bamboo shape texture and
energy, Anat designed an ageless wardrobe with subtle
attitude in her own style.

Anat believes that with the privilege of creating comes
a mission to do it in a kinder way, collaborating with one
of a kind artisans and makers from all over the world. Anat
paints her bamboo works and creates her collection ex-
clusively in black and white. She believes both black and
white capture all colors.
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Sawali, Anat Heifetz, 2018
Acrylic paint on bamboo mat, 1.45x2.00 m
Photo: Christina Bautista



Bamboo poles, Anat Heifetz, 2023 Kawayan Collection, Anat Heifetz, 2023 Bamboo poles, Anat Heifetz, 2023 Kawayan Collection, Anat Heifetz, 2023
Carved and painted bamboo poles, 1.70-2.00 m high Silk top and pants, leather handbag with silver Carved and painted bamboo poles, 1.70-2.00 m high Jersey Jacket and pants, leather handbag with silver handle
Photo: Miri Davidovitz bamboo handle, silver and Onyx necklaces Photo: Miri Davidovitz Photo: Miri Davidovitz

ri Davidovitz




Annette Golden

Annette Golden’s exhibition Pandora: Hope, Hype and
Hubris - 3,000 years of Al explores the classical myth
of Pandora, a story that resonates strongly today with its
focus on the conflict between good and evil, the relation-
ships between women and men and the role of technology
in shaping our lives. Was Pandora a classical archetype
foretelling the advent of artificial Intelligence and are we
now in turn birthing a vast and God-like intelligence to
wield uncontrollable power and authority over our lives?
What will this mean for humankind and what we under-
stand to be the intrinsic value of “humanity”? Can we re-
main in the driver’s seat?

Each painting explores a milestone, starting with a
classic battle of egos between Zeus and Prometheus.
Pandora, the “first woman”, gifted with the most desira-
ble of traits and talents, is created by Zeus as an ultimate
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act of revenge. Her purpose is to wreak havoc as payback
for Prometheus’s gift of fire to mankind. Zeus considered
mankind to be feeble, unworthy, and disposable. He sought
to prevent its advancement by whatever means. As with
other creation stories in Western culture, casting the “first
woman” is the original “agent of chaos” has given rise to
an inheritance of social, religious and cultural blame and
shame that continues to impact the lives, relationships,
goals, ambitions and dreams of both men and women.

Overlaying the above, we are at a point in time when
extraordinary leaps in technology in the form of generative
Al polarise our view of the future. While excited by the im-
mense opportunities Al will provide, we are concurrently
fearful of the unknown. Will generative Al elevate our lives
such that our intrinsic mortality and ability to reproduce
our species will stand us apart from artificial forms of life
and intelligence? Or will our “humanity” only come to mean
an inherent vulnerability and fragility to be exploited by a
greater power that may consider all of us to be “feeble,
unworthy and disposable”. The sense of the classical cre-
ation story coming full circle is compelling and intriguing.
Ultimately, these matters rest with current and future gen-
erations to determine as we grapple with the unceasing
change and metamorphoses that are our past, present and
future inheritance.
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The Conversation - Zeus, Annette Golden, 2023
Oil painting with gold leaf, 60x60 cm



The Gifting, Annette Golden, 2023 Demeter, Annette Golden, 2023 Persephone, Annette Golden, 2023
Oil painting, 91x91cm Oil painting, 125x94 cm Oil painting, 103x103 cm
Photo: Better Together Photography Photo: Better Together Photography Photo: Better Together Photography
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Areez Katki

The Rhapsode’s Tools Will Build the Rhapsode’s House.
Areez seldom awoke early enough to witness his grand-
mother feed the birds - a practice cultivated over Thrity’s
youth in India, long before their family migrated to Tamaki
Makaurau auckland. Over the decades her avian friends
morphed from wild parrots, mynahs and kites to natives
of Aotearoa new zealand: tdi, piwakawaka, kererd, and a
diverse array of introduced species. They visited Thrity
at some ungodly hour, when Areez, one morning during a
family visit in 2016, awoke to sneak a cigarette from his se-
cret childhood nook behind the lemon tree. As Areez extin-
guished his butt on a damp terracotta brick, he witnessed
from his hidden corner: Thrity’s simple act of stepping
onto the grass to scatter breadcrumbs from a red bowl.
The morning after Thrity passed away in December
2022, Areez flew back home alone and entered this emp-
ty sanctuary. Only a pair of piwakawaka swirled around
the apple tree, under which he noticed a divot of wet soil
revealing veins of yellowish ochre: kaolinite clay. Within
moments Areez fetched food for the birds, knelt and began
digging for more clay. He later processed and rolled this
earth from their backyard into nine tiles, titled Disjecta
Membra: Series T (2023) which bear avian markings in
this sensitive portrait of his grandmother. Areez’s ongo-
ing affectual enquiries testify to how one might inherit and
cultivate pedagogies that are rooted in care and commun-
ion with ancestors. This notional archaeological practice
is also an attempt to reframe the discipline as one based
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around learning, sharing and play. The marks on fired clay
posit how queer encounters with ecology nurture exca-
vations of complex, often fragmented, linguistic threads:
in this case, a language of love transmitted through his
grandmother’s pedagogy.

Language is often featured in layered modes of trans-
position across Areez’s practice: departing from the
pictorial, his marks loom closer to affective abstraction;
drawings, executed in hand-embroidery, are another
language inherited from Thrity. The Rhapsode’s Tools
Will Build the Rhapsode’s House is a presentation that
cites a methodology from Audre Lorde’s summons, The
Master’s Tools Will Never Dismantle the Master’s House
- to transgress past homogenously western patriarchal
academic machinations and construct one’s own cultural
lexicon. The sensuous qualities of found cloth in Areez’s
Pedagogical Drawings: Series Z (2024) are interlaced
with another education from his Zoroastrian upbringing
in a small diasporic Parsi community. Featured in this suite
are 17 found handkerchiefs, excavated over years of urban
encounter in Mumbai. Once restored, Areez’s embroidered
compositions responded to the 17 Ha’s (Avestan for ‘cut’
or ‘fragment’) from Zarathushtra’s Gathas - the doctrine’s
foundational hymns composed by the poet-prophet
around the 6th Century BC.

By eschewing all didactic implications in the Gathas,
Areez transmutes their edifications: he alleviates this litur-
gical and moralistic heft by encoding these visual interpre-
tations with synesthetic markings based on affective and
instinctive gestures. By suspending their religiosity in the
realms of feeling, in spatial poetics and in play, these draw-
ings plot alternate pathways through which religio-social
systems may be framed. By remaining sensitive yet criti-
cal to materials mined from one’s cultural identity, we see
queer notions of speculation and obliqueness posited
in Areez’s approach, as fabulations within a fragmented
mode of storytelling.

a7

Pedagogical Drawing 1(HA 29) & 2 (HA 28), Areez Katki, 2024
Cotton thread hand embroidery on found cloth, 420x450 / 355x360 mm
Courtesy of Areez Katki and Tarq Gallery

Pedagogical Drawing 3 (HA 30) & 4 (HA 31), Areez Katki, 2024
Cotton thread hand embroidery on found cloth, 430x450 / 380x420 mm
Courtesy of Areez Katki and Tarq Gallery



Arika Von Edler &
Rachel Alexandrou
With Alexa Stark

Steeped (In Situ). Combining their respective mediums
of painting, textile, and botany; von Edler, Alexandrou,
and Stark utilize the historical DNA of Venice to create
site-specific installations exploring a sense of place.

The large tea bags and figurative textile sculptures are
an exploration of Venice’s historical ties to the silk road
as Europe’s entrepot for teas, spices, and silks from the
East. Each tea bag is filled with wild foraged plants from
the Venetian Lagoon. Their installation incorporates local
flora as a symbol of intrinsic connection to the land, and
the site-specificity of Venice itself. The herbs embedded
within the teabags are chosen for their medicinal prop-
erties to signify the undeniable interconnectedness be-
tween human and landscape. This knowledge, passed
down from generations, is at risk of being lost as humans
become more removed from their land, and thus, culture.
Laurel, Hawthorn, Citrus, Olive, Fig, Locust, Pomegranate,
and Magnolia were mindfully harvested from the lagoon,
anchoring the installation in Venice. In a time of increas-
ing ecological awareness and environmental urgency, the
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work serves as a reminder of the intricate interplay be-
tween humanity and nature.

The figurative textile sculptures serve as a deeper probe
into the lagoon’s historical trade connection with Asia via
the Silk Road. By blending the tactile qualities of textiles
with the expressive potential of painting, these pieces aim
to challenge perceptions of what constitutes limitations
within mediums. These hybrid creations invite viewers
to engage with both textile art and painting in a new and
dynamic way, blurring the lines between traditional and
contemporary practices. In a world inundated with digi-
tal imagery and mass-produced goods, the artists seek
to methodically work with tangible materials. The ethere-
al, yet timelessly gaudy qualities of silk and tulle point to
ideas of expectations of femininity. Within these forms, the
raw and organic nature of fabric challenges the figurative
aspect of painting.

Von Edler, Alexandrou, and Stark each from New Eng-
land, USA, collaborate as interdisciplinary artists. Von
Edler, known for her mastery in oil painting, Alexandrou,
specializing in botanical installations, and Stark, a sus-
tainable fashion designer, merge the unique qualities of
their respective mediums to cultivate a symbiotic fusion.
Together, they forge a narrative steeped in feminist dis-
course and ecological consciousness, intertwining their
artistic expressions to evoke poignant reflections on the
interplay between history, gender dynamics and environ-
mental stewardship.
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Steeped (In Situ), Arika von Edler, Rachel Alexandrou, Alexa Stark
Silk, Tulle, Paper, Wild-Foraged Plants



A.Z.

The Stop Right There series uses the language of portrai-
ture to create a double moment of ethical subjectivity. In
effect, the face of the Other is used as a mediation device,
one that negotiates the encounter between a painted and
a viewing subject. This double moment of subjectivity
prompts the question of whether it is the gaze of the paint-
ed subject that suspends the viewer in time, or whether it
is the viewer’s look that momentarily captures the gaze of
the painted subject? The portraits are not general or arbi-
trary figures, they are gender-specific, who despite their
individual situation of despair, panic, or worry, gain a sense
of collective strength as they stand in solidarity with each
other. Employing the structure of an ethical moment of the
face-to-face, as philosopher Emmanuel Levinas articulat-
ed it, A.Z. captures the challenge gender-based violence
presents humanity. A.Z. is the UNESCO Chair of Water and
Human Settlements.
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Aila, A.Z.,2023
Oil on canvas, 48%60 in

Batsheva, A.Z., 2023
Oil on canvas, 48%x60 in



Bibi Smit

Our minds process what we see, hear and touch. The
sensorial experience is a complex system that guides
the body and is strongly connected to how we feel. In a
fast-paced society, the mind focusses on processing an
overwhelming amount of news and favours thinking pro-
cesses, sensing the world is an essential part of how we
perceive ourselves, others and space. When we float in a
body of water, the mind wonders and feels restful, achiev-
ing a state of timelessness that creates many alternatives
- and in a way, worlds. Looking at Surge, the artist Bibi
Smit (b. 1965, The Netherlands) invites the audience to
step away from reality as we perceive it. By diving into a
new environment, the mind turns off thoughts and wor-
ries and becomes part of the immersive experience. For
a moment, our imaginative space is full of possibilities,
colour and movement.

Surge is a site-specific installation of blown glass el-
ements, video and sound. It consists of a group of sculp-
tures working as one, and two video projections of pure
elements of nature. Filmed in her studio’s surroundings,
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each video looping shows fragments of water and fire, cre-
ating a strange and dreamy image. Smit focuses on the
alienating feeling of not knowing exactly what we see. As
we try to make sense of the shapes, the video morphs into
the organic elements. By using projections on the sculp-
tures, the glass becomes alive as when it was hot and fluid,
remembering the moment of heat and fire.

As an experienced glassblower, Smit’s connection to
the molten glass is rather personal and guided by feel-
ing. The pure material conveys a sort of viscosity that
only exists in the moment of blowing, before becoming a
solid. When shaping the sculptures, the outside world is
on hold as if time would stretch between the artist’s con-
sciousness and the moving glass. In many ways, Surge is
a continuation of Smit’s search for nature’s elements and
a feeling of stillness and wonder. The installation has de-
veloped from the previous sculpture Whirl of Life (2022),in
permanent exhibition at the Mauritshuis Museum, where
life’s circularity and decay are at the centre stage. With
Surge, the focus is on quiet contemplation and a realm
of possibilities.

Known for creating sculptures that explore the patterns,
rhythms, and movements in nature, Bibi Smit is an intuitive
artist. Her creative process is focused on the relationship
between natural phenomena and the fluidity of hot glass.
Her work is held in private and public collections, includ-
ing the Mauritshuis Museum (NL), National Museums of
Scotland (UK), Museum Jan (NL), Slovak Glass Museum
(SK) and the Glasmuseum Lette (DE).

Surge, Bibi Smit, 2024
309%86.5x378 cm
Photo: Tom Haartsen
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Brian J. Mac, FAIA
Birdseye

This work by Brian Mac chooses to inhabit dangerous,
challenging territory. Architectural history is replete with
examples of deconstruction, destruction, renovation, alter-
ation, addition and subtraction and many other formal and
functional modifications. Who, among us hasn’t experi-
mented, in their youth, with destruction? Stripping trees
of their bark, blowing up frogs with bi-cycle pumps, slicing
off the tails of salamanders to see if they would reproduce,
shooting squirrels with sling shots or BB guns?

All of these are genetic anticipations of the final de-
struction that waits at the end of all our lives. But they
also ground our creativity into the cycles of life and death.
Especially life. Robert Rauschenberg erasing a de Kooning
drawing; sheets of yellow tracing paper, crumpled up and
discarded in waste baskets in architectural offices around
the world; the wolf coming to blow the house down; the
earthquakes; the floods; the fires. All of it destructive, all of
it feeding into the great stream of architectural creativity.
Remember Gallagher? He smashed watermelons with a
wooden sledge, onstage, while spectators in the first row
of the auditorium reeled under the protection of plastic
sheets. Or Jimi Hendrix destroying his guitar? Arman,
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enclosing commonplace materials within transparent
polyester castings? Pennsylvania Station, destroyed in
spite of the protests of so many architects, and so many
citizens? The World Trade Center? Urban renewal, wip-
ing out entire neighborhoods? Pruitt-lgoe, in Chicago, the
first of the high-rise housing projects to be demolished,
with the contention that they were simply the breeding
grounds for drugs and violence, but the fact is that when
they were built with federal aid, they were denied the ad-
ditional social services to which they were entitled and
which they deserved. Malcolm X would have characterized
the destruction “as American as apple pie.” It certainly is
the correlate of the progressive notions that have driv-
en development in the United States since its inception.
Progress has its collateral damages.

In this project, the three-cube frame is itself decon-
structed into a 3x9 frame, two-dimensionalysing it. Im-
peccable plexiglass construction houses the debris of a
27 year career: 27 architectural models, study models, ob-
solesced by sub-sequent design re-iterations, and finally,
of course, by the real thing, the houses for which these
models were searching deep in this architect’s creative
imagination.

This plexiglass box, along with its contents, sends
our own imagination back to Indigenous Peoples plac-
ing their dead on the high branches of ancient trees. To
images of funeral pyres on the shores of the Ganges. Or
to Columbarium walls in Italian and French cemeteries,
with their neat, gridded rows of the earthly remains of lives
much like our own.

Louis Mannie Lionni
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UNTITLED, 1 of 3, Brian J. Mac, FAIA, 2024
Mixed Media, 246x85%20 cm. Photo: Shem Roose
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UNTITLED, 2 of 3, Brian J. Mac, FAIA, 2024
Mixed Media, 246x85%20 cm. Photo: Shem Roose
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UNTITLED, 3 of 3, Brian J. Mac, FAIA, 2024
Mixed Media, 246x85%20 cm. Photo: Shem Roose



Caitlin Devoy

Caitlin Devoy's work is full of startling contradictions. Si-
multaneously seductive and unnerving, sensual and neu-
tered, excoriating and tender. Devoy’s practice embraces
the transgressive power of the comedic as both honey
and sting, revealing the power relations encoded in rep-
resentations of the body. The sculptures subvert everyday
objects whose specific functions and tactile associations
are familiar to the viewer. Her material choices underscore
the humor, imbuing the objects with bodily characteristics
and undermining binary representations of masculinity
and femininity.

Wade through an undulating, gelatinous landscape,
both familiar and uncanny, in which the human body
is laid out, quivering and bare, like an adult-store mega
warehouse, melting in a summer heatwave. Nipples pop,
silicone ripples suggestively. The sculptures are indecently
alive, deliciously tactile, teasing and eluding, in erotic pas-
tiche and hot pink seriousness. It’s impossible not to want
to reach out and touch. To flick. To stroke. To blow. To slap.
Transforming the viewer into voyeur. A subject in a sea of
possible nouns.

Devoy’s work aligns with the philosophy behind
Personal Structures, which was born as a reaction to the
exhibition Primary Structures, New York, 1966. Devoy
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questions the tendency of Minimalist art to valorise a a
stereotypically ‘masculine’ materiality which espouses
objectivity and analytical distance, and connects these
values with hard, industrial materials. Her work subverts
binary representations.of the nude which represent the
masculine as heroic, monumental, public, solid, hard,
permanent, and the feminine as sensual, yielding and
submissive.

To centre the nude body is political, reflecting on the
historical privilege of the white male artist to ignore the
socio-political conditions in which their work is produced
The soft, yielding carcasses of voluptuous femininity, ren-
dered luxuriantly passive by 30,000 years of western art
history are recontextualised. Taut silicone breasts with
rubbery, pert nipples act as switches, conduits of an im-
plied electricity. A great flaccid recorder penetrates the
barrier between the display cabinet interior and the viewer,
poking fun at the modestly chiselled packages of classical
dignity. Comically limp, the dangling cockflute, seems to
have wilted in a great orchestra fire. Exquisitely rendered
translucent silicone mouthpiece and delicate toneholes
beg to be played.

The sculptures are undeniably funny. But there’s equal-
ly something tender about them, like some rare, blind
cave-dwelling amphibian, growing lungs and lurching out
of the pink, primordial soup. Hilariously, decadently camp,
but with a deadly serious intent. Devoy’s works are utterly
fresh yet somehow ancient, like a pair of nipple tassels
fluttering in a primaeval breeze.

Caitlin Devoy, sculptor working
in Wellington, New Zealand.

Written collaboratively with
NZ poet Hera Lindsey-Bird.

This project is supported
by Creative New Zealand.

Canons (components), Caitlin Devoy, 2023
Silicone and resin, dimensions variable. Photo: Shem Roose



Calin Topa

Sound sculpture, titled Transcendent Renaissance, is an
audio installation that creates a 12-minute-long choral ex-
perience. The audience will hear the sixteenth-century cho-
ral work and contemporary pieces composed, recorded,
and performed by Calin Topa. The original piece involves
12 bare speakers set up on basic metal stands. Contained
12 speakers corresponding to the 12 unique singing voices
in the Cathedral Choir, with each speaker representing a
separate individual in the choir. The speakers are then po-
sitioned forming the choir of the five vocal ranges: bass,
baritone, tenor, alto, and soprano. People will be able to
walk around in the interior space, therefore experiencing
the movement of the music, with the newfound capability
to dissect every note and every voice. The 3-dimensional
sound experience allows the audience to position them-
selves in hundreds of different spots, with a completely
unique experience in each one. The sixteenth century piece
unifies the 12 voices while it simultaneously highlights each
individual. The music of the piece is both “achingly beau-
tiful” and “transcendent.” Society has a preconception
that technology is emotionless, cold, and unconnected
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to traditional practices. Can we find intimacy in technol-
ogy? Nowadays the world has become accustomed to
technology, and therefore the audience feels comfortable
approaching each speaker to dissect the sound and digest
the entirety of the experience. In this installation, immer-
sion becomes the capacity of remembering who you are,
instead of the oblivion that you may find in forgetting your-
self through technology. While the score itself is a stunning
composition, the placement of the speakers paired with the
acoustics of the room create an experience of overwhelm-
ing beauty as the sound waves create a stimulating sensory
experience. In this year’s edition of Personal Structures,
only six voices with six speakers are being exhibited.

Calin Topa is an interdisciplinary artist based in London
and Bucharest, originally from Romania. who works in the
realm of experimental music. He specialises in creating
music that falls within the ambient, neoclassical, and other
gossamer styles. He has composed music for various me-
diums such as theatre, film, and multimedia installations.
Calin Topa’s works have been exhibited in various locations
including, Royal Central in London, Quadrennial Prague
2023, National Museum of Contemporary Art and National
Theatre in Bucharest, Nicodim Gallery, Art Safari, etc.

Composer: Calin Topa Tenor: Alexandru Cartis,
Conductor / Arr.: Radu Mihalache Lucian Haralambie, Calin Topa

Soprano: Alexandra Moroiu, Monica g?ssf RaF:’“ Mihahalache,
Lotreanu, Catalina Postolache Iprian Ravnic

Alto: Gabriela lesean, Voice narration: Ada Gales

Monica Paun, Sarah Rizescu Children voice: Aldous Baranowski
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Transcendent Renaissance at Palazzo Mora, Calin Topa, 2024
Sound art installation



Camille Hannah

How does one make art of the female body, of its morphol-
ogy and of the erotic, while avoiding the dominant sexual
metaphoricity which is scopic and organised around the
male gaze? Perhaps we perceive of it instead in terms of
space and thresholds and fluids, fire and water, air and
earth, without objectifying, subordinating or essentializ-
ingit.

Subverting dominant archetypes, as an expression of
female subjectivity, Camille Hannah titles all her works
WHOREMOAN, with a secondary title. LEDA repositions
the mythological narrative surrounding ‘Leda & The Swan),
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into transformational associations with female desire. The
viewing experience leads us on to consider intersubjective
relations, to mobilize a possible other ‘female imaginary’.

Hannah’s work speaks of fluidity, object/surface and
the perception of interactivity relating to a virtual form of
tactility. Traversing the paradox between the prohibition
of touch in relation to art - and an erotics of painting, in-
teractivity relates to seduction: a correlation that enacts
the ‘erotics’ of painting and seeks to engage the viewer
immediately in an aesthetics of the feminine, utilizing tac-
tile participation, close and yet distancing at the threshold
of vision and touch.

Her practice including paintings, installations and
soundscapes, demands more than our capacity to critique;
it demands our bodies, the slow trail of an eye-finger...It is
therefore not possible to view her work without incorpo-
ration, reflection or multiplication; offering an alternative
to ways of seeing, which demands a particular distance
between subject and object, a vacillation, correlation and
tactility.
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WHOREMOAN: LEDA, Camille Hannah, 2024
Oil and 24K gold on plexiglass, 1770x150 cm. Photo: Mathew Stanton



Carole Kohler

Peek-a-boo - an experience of discovery - visual, virtual,
mental. Carole Kohler shows in room 13 in Palazzo Mora
a multidisciplinary project that focuses on the aesthetics
of camouflage, creating suspense through the hidden,
the invisible and what is simultaneously triggered in the
viewer’s imagination. For her, the focus in this project is
on an overall aesthetic adventure, thriving on contrasts
in experience levels like - optical and acoustic — physical
and virtual - perceptible and interpretive - real and im-
agined. The Peek-a-boo project lives in the field of tension
between abstraction and concretization and combines
both stylistic elements into a new whole. Abstraction acts
as a camouflaging unit that only reluctantly reveals its true
content. The bronze figures are positioned in the space,
camouflaged by the paintwork on it, opening the third di-
mension for the paintings and integrates the visitor into
the overall artwork. AR installations allow visitors to enter
invisible levels of the paintings with their smart device and
experience hidden, moving video content that interacts
with the painting itself.

During her first steps as an artist, a few decades ago,
Carole started showing what she had learned in art school
with photorealistic charcoal portraits and with colorful
paintings of wildlife animals that she encountered. After
completing her apprenticeship period Carole Kohler spent
six years travelling through various parts of the world and
experienced a handful of special moments that still enrich
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her artistic work today. Some of them were the igniting
spark for the Peek-a-boo project. On a mind-blowing
Sahara Desert trip, she discovered the unimportance of
the individual in a seemingly infinite landscape. The emp-
tiness and monotony of the desert had a strange effect
on her. The subconscious and her imagination tried to fill
in what was missing and created self-induced mirages,
optically incorrectly interpreted things that - at a second
glance - ultimately did not exist. Carole left her early figu-
rative path and set off into abstraction, from then on trying
to show the invisible, the atmosphere, the core.

As there were no hiding places, the creatures had little
choice but to camouflage themselves and to integrate into
the landscape. Camouflage and invisibility trigger much
more tension and mysticism in her eyes than the obvious
and clear. Each artwork’s thrill and appeal lie in the hidden
nature of some of its contents. Depending on the viewer,
new things can always be discovered on the optical jour-
ney through the work of art. Therefore, he must slip into
the searcher’s role to grasp the full scope of the oeuvre.

Peek-a-boo consists of a wide variety of artistic infor-
mation carriers, abstract paintings, art prints, figurative
sculptures some of them abstractly painted, on strangler
fig pedestals, and augmented reality installations. These
different channels of expression bring the art experience
into a dynamic motion, interfere with each other, thus al-
ways provoking new possibilities for interpretation.

Carole uses her figurative skills in her abstract paint-
ings, and creates optical illusions through apparent gra-
dients, semi-transparencies, layering, which mix with the
viewer's interpretations and provides him with ever new
insights to the work of art.

In this exhibition, Carole Kohler combines traditional
bronze casting craftsmanship, classic, abstract painting,
high-end printing, and cutting-edge augmented reality.
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Peek-a-boo 1(detail)
Carole Kohler, 2023



Peek-a-dance 1 Peek-a-dance 3 Peek-a-dance 7

Carole Kohler,2022 Carole Kohler, 2023 Carole Kohler,2023




Catherine Coady

Mind Food is a large-scale artwork measuring 2420x1200
mm, meticulously crafted from white perspex acrylic.
Within this luminous glossy white piece, 28 round replica
white pills reside encased in clear acrylic capsules, their
pristine appearance reflecting light and casting a mesmer-
ising glow within the space they inhabit.

This piece serves as a contemplation on the vulner-
ability of the human mind, a delicate balance between
fragility and resilience. Through the symbolism of medi-
cation, meditation, and white light therapy, it explores the
multifaceted journey towards mindfulness and holistic
well-being. The pills, often associated with the complex-
ities of mental health treatment, evoke questions about
societal attitudes towards medication and the pursuit of
inner peace.

The glossy, reflective surface of the artwork invites
viewers to engage with their own reflections, both physi-
cal and metaphorical, as they navigate the space around
them. Much like the human mind, the work's luminosity
shifts and changes with the surrounding environment,
offering a dynamic interpretation of inner states and ex-
ternal influences.

Drawing upon the rich tapestry of art history, Mind
Food acknowledges the longstanding tradition of artists
using their creative expression as a means of emotional
navigation. Emotions and the mind have always been at
the heart of artistic exploration, providing a conduit for
introspection and self-discovery.
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Ultimately, Mind Food is more than just a visual spec-
tacle; it is an invitation to delve deeper into the complexi-
ties of our inner worlds. By sparking conversations about
mental health and well-being, this artwork seeks to foster
empathy, understanding, and a renewed appreciation for
the interconnectedness of mind, body, and spirit.

Catherine Coady, a Melbourne-based artist, intricately
delves into the contemporary culture's pulse, particularly
its fixation on consumption and youth. Her artistry trav-
erses the realms of sculpture and painting, engaging with
socio-psychological themes. At the core of Coady's inter-
disciplinary practice lies an interrogation of our self-per-
ceptions and the fragile nature of our modern mindset.

Her oeuvre revolves around exploring mood dynamics,
specifically the oscillations between manic and focused
states. Through her work, Coady probes into issues like
society's dependence on medication and the challenges
of understanding ourselves in real-time.

Renowned for her technically intricate pill sculptures,
Coady epitomizes a serene and composed mental state.
In contrast, her paintings embody a frenetic and emo-
tive disposition. The juxtaposition between these me-
diums reflects the intricate complexities of the human
psyche, sparking candid discussions about its trials and
tribulations.

Coady's pill sculptures, with their meticulous design
and technical precision, serve as poignant reminders of
our reliance on medication. Despite pills being ubiquitous
in our lives for alleviating various ailments, their subtle ele-
gance often goes unnoticed until magnified and rendered
in a state of parody through Coady's artistic lens. Through
her art, Coady prompts viewers to reevaluate their per-
ceptions and engage in introspective dialogues about the
multifaceted nature of the human mind.
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Mind Food Construction 1, Catherine Coady, 2024
Acrylic molds, perspex acrylic, mixed media, wooden frame, 242x123x10 cm



Chang-ming Shen

Artistic energy created with quantum mechanics

Artist Chang-ming Shen, starting from a humanistic
perspective, has experienced the various comings and
goings, life and death, and reunions and separations in
his life. Through these experiences, he has come to un-
derstand the absolute nature of spiritual existence and
embarked on a journey to explore the principles of the
cosmic world.

The Yijing holds a central place in Chang-ming Shen's
perspective. Drawing from both Eastern and Western phi-
losophy, the humanities, and the science of cosmogenesis
and phenomena, Shen has developed a unique quantum
art theory and belief system that spans from life's insights
to artistic creation. “In memory of my departed son, | re-
peatedly transcribed the Heart Sutra onto the canvas, cre-
ating a distinctive texture after numerous repetitions. This
process led me to grasp the concept of yin and yang, as
well as the interplay of the virtual and the real, opening up
a new creative path for me. The act of creation is also a
form of self-reflection, and | gradually came to realize that
many things in life need not be overly attached to. Each
person is an energy emanating from a shared magnetic
field and domain. After departing this physical existence,
we return to our source.”

The Yijing begins with the two hexagrams of Qian and
Kun, with Qian composed of six yang lines and Kun com-
posed of six yin lines. Therefore, Qian represents pure
yang, while Kun represents pure yin. Since everything in
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actual existence must have both yin and yang aspects,
what Qian and Kun represent is undoubtedly an abstract
principle. This principle can be observed in the transitions
of day and night, the changing seasons, and even in the
smallest details like grains of sand and individual leaves.
Shen, drawing from quantum mechanics theory, channels
the overly romantic aspects towards a rational balance,
approaching the Yijing and everyday thoughts with a sci-
entific spirit. In his paintings, there is often an intuitive el-
ement beyond consciousness, but he always brings the
viewer back to reality with rationality.

Approaching painting as a scientific study, Shen infuses
the spirit of experimentation into his artwork. He introduc-
es quantum elements into his paintings by mixing pig-
ments with fine sand, creating an effect where colors both
converge and stand independently, resulting in a visually
vibrant and rich composition that transcends the scien-
tific theories of light and shadow found in Impressionism.

Shen enhances visual richness through splattering, and
he employs ayin-yang carving technique to bring three-di-
mensional sculptural effects to two-dimensional paintings.
By employing visual misalignment, when viewed from dif-
ferent angles, the artwork presents an interplay between
text and image, offering two distinct experiences for read-
ing and viewing. Moreover, each individual character car-
ries its unique and complete world within it. The diverse
variations created within a single composition are a tes-
tament to Chang-ming Shen's artistic achievements de-
veloped through years of in-depth exploration.

Pioneers may be solitary, but they are never lonely. Sol-
itude is a necessary immersion, revealing the depths of
one's being and providing a clearer understanding of the
world during moments of introspection between day and
night. Through Chang-ming Shen's creation of quantum
art, we also discover a new world, not only visible to the
eyes but also felt within the soul.

Curator, Emerson Wang
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Start of Winter, Chang-ming Shen, 2023
Mixed Media on Canvas, 200x200 cm



72 Audrey Hepborn, Chang-ming Shen, 2020 73 Spring, Chang-ming Shen, 2023

Mixed Media on Canvas, 200x200 cm Mixed Media on Canvas, 200x200 cm



7 4 Frost's Descent, Chang-ming Shen, 2023 7 5 Spring Equinox, Chang-ming Shen, 2023

Mixed Media on Canvas, 200x200 cm Mixed Media on Canvas, 163x112cm



Chien-hua Huang

In the ever-evolving frontier where we are enmeshed with
omnipresent Al, we find ourselves amidst a transformative
epoch under the context of Anthropocene. This transfor-
mation bridges the tangible reality of our changing natural
world and the flowing currents of (human-)unconscious
digitization, cultivating a realm we could refer to as the
“dataprocene.” In this realm, our design is profoundly in-
fluenced by Al without our awareness and consciousness.

Cohabitation with Whom? urges us to traverse beyond
mere coexistence with nature in its traditional sense. It
propels us into an exploration of our relationship with liv-
ing data that is designed and controlled by Al. The question
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becomes a resonating echo - how will the essence of hu-
man life intertwine with the intricacies of artificial intelli-
gence in shared spaces, whether they be physical realms,
digital domains, or conceptual spheres?

In this initiative, cohabitation evolves into a canvas of
collaboration. It portrays a partnership between human
and machine learning, focusing on enriching urban com-
munities' identities and environment. A central figure in
this collaboration is the reinforcement learning agent
- an Al entity envisioned not as a replacement but as a
socio-cultural amplifier. This Al companion is designed
to be adaptive and engaging, learning dynamically from
user participation, and fostering enriched interactions that
enhance community identity and collaboration.

Cohabitation with Whom? invites audiences to engage
directly with the work, co-creating the work alongside oth-
ers and Al. The project unfolds as an embodiment of our
collective inquiry and exploration, probing the depths of
integrated coexistence in an age where data breathes life
into our environments and Al becomes an integral part of
our living spaces.
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Cohabitate with Whom?
Chien-hua Huang, 2024



Christina Dimitri Battikha
and Maria Gabriela Carucci
Advised by Cristina Parrefio Alonso

From Particle to Planet explores granular territories of
volcanic ash and salt as textures crafted, consumed, pro-
duced, and inhabited by humans of our ever-changing
contemporary planetary climate. Looking at two dynamic
geologic compositions, the work brings the grand scale of
volcanic and salty landscapes to the scale of the micro-
scopic grain through questioning their temporal implica-
tions on geographies and communities affected by the
rapidly warming climate. Exploring the island of La Palma
and its adaptation after the 2021 eruption of the Tajogaite
volcano, the proposal argues for the individual and col-
lective belonging to layers and grains of volcanic ash and
salt as landscapes become more personal outcomes of
the Anthropocene.

Tectonic plates move, collide, converge, erupt, and re-
lease. They are sources of both volcanic material and salt.
Salt, a mineral that flows within igneous layers of crust,
is also shed through human tears and sweat as it enters
early economic cycles and cultural values within commu-
nities. Through overlapping geologic and human activities
revolving around these particles, the project aims at ex-
ploring a unique collaboration to narrate different realities
amidst a changing climate.
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FROM PARTICLE
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T0 PLANET

Personal Landscapes: From Particle to Planet,
Christina Dimitri Battikha & Maria Gabriela Carucci;
Advisor: Cristina Parrefio Alonso, 2024

Digital drawings, photography, collage, 300x85 cm



Christoph Stiickelberger

Upside Down - Inside Out

Looking at the world with other eyes: upside down,
downside up, inside out and not only from the outside. This
reverse view is similar to walking in the other's shoes or
sitting on the other's chair. Changing the view opens sur-
prising perspectives; it sets creativity free; it is a step to-
wards mutual understanding and reconciliation.

Christoph Stiickelberger focuses on sculptures, mainly
made with wood and metal elements like iron or brass. A
part of the exhibition room is dedicated to Upside Down.
The work Roots from below shows the roots of a tree from
below with its impressive network. The wagon wheel,
Global Solidarity, expresses that up and down can always
change, like a wheel on a moving bike. The figures inside
the wheel express the global solidarity needed more than

80

ever with climate change and pandemics. The artist made
the sculpture during the Covid pandemic lockdown to call
for solidarity.

The other part of the exhibition room is dedicated to
Inside Out: Inside Anchoring shows the anchorage of
a long branch in a fir tree, like a screw. A screw is a fan-
tastic invention of creation that humans just copied. The
tear (Tear coming from the heart), comes from our human
inside out. A tear makes visible the invisible heart/soul.
Tears are a great expression of being human. A robot has
no tears. The tree bark also has an inside and outside part.
The inside of the bark is often mysterious and very won-
derful, as visible in Tree Bark from Inside.

Christoph Stiickelberger lives and works in Geneva and
Zurich, Switzerland. He is a Professor of (Global) Ethics,
teaching at universities in Europe, Africa (Nigeria), and
Asia (China). He is also a protestant pastor and a photogra-
pher. He calls his works CreationArt: Expressing and cel-
ebrating the diversity and beauty of creation is his goal.
He calls himself not an Artist but an Assistant Artist. He
is convinced that the true artist is the divine Creator. He
adores Him/Her as all Glory belongs to the Creator. Soli
Deo Gloria.
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Roots from below, Christoph Stiickelberger, 2022
Natural roots of a tree

Global Solidarity, Christoph Stiickelberger, 2021
Iron,2x1m



Christopher Sperandio,
Rice University & Sergio Soave,
Ohio State University

Wallpaper for Many [Carta da Parati per Molti]

In collaboration with invited students and artists, Pro-
fessors Christopher Sperandio of Rice University and
Sergio Soave of Ohio State University make a case for a
return to printmaking as a medium of utilitarian exchange.
In this context, they also showcase and celebrate the rich
traditions of Venice's ornamentation, lacemaking, and
printmaking by drawing on the work of fifteenth-centu-
ry engravers and printers Marchio and Giovanni Battista
Sessa and the book Le Pompe: Opera Nova. During the
Renaissance, an estimated 400 print shops existed, es-
tablishing Venice as a cradle of printmaking and a center
for wallpaper design. Working with the contemporary pro-
cess of Risograph, Sperandio, Soave, and their collabora-
tors, embraced the rich visual heritage of these historical
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practices, creating new patterns that express a person-
al structure and voice and, when combined into a whole,
evoke a pluralistic chorus. The installation collapses the
hierarchy and evokes the streets and historic palaces in a
cacophony of images. In a world where printmaking has
become a part of the luxury consumer goods industry, it is
vital to highlight the unique power of this medium to share
ideas and information in a less precious format, recalling
the posting of broadsheets in a public square.

Ornamentation serves as the compositional compass
for the project. The artistic process for this work, individ-
ually and collectively, has created a surface that makes
order from chaos. The installation is a collapse of differ-
ent cultures, places, and times. In a modernist sense, or-
namentation is how art gets fused to art. This ornamental
installation, taking place during the global art event of the
year, is a recognition of ordering voices with the cosmos
while contributing to and reflecting on the biennale's larg-
er, luxurious, and chaotic cosmos. The wallpaper includes
a discrete QR code to a unique social media account: Ins-
tagram.com/wallpaperformany. Visitors are encouraged
to connect with the artists and extend the installation's
cyberspace footprint.
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Wallpaper for Many proof of concept, the ateliers of Christopher Sperandio and
Sergio Soave in conjunction with Annete Millington, 2024. Risograph & letterpress



Clare McCracken and Pia Johnson
RMIT University

Clare McCracken and Pia Johnson employ innovative
performance methodologies, costumes and props to re-
search how identity, race, culture, and gender are inter-
generationally shaped by mobile and immobile practices
such as migration, travel, motherhood and the pandemic.
For Personal Structures, they have brought together two
site-responsive projects under the heading Performing
Selves Across Histories.

Clare's work was made as she sailed from Australia to
China on the ANL Wahroonga container ship roughly fol-
lowing the 1874 journey of her great-great-grandmother.
Only two per cent of contemporary merchant seafarers are
women, and while a lack of alternative forms of mobility
during the 19th century meant that women at sea were far
more prevalent, stories of their travels have largely been
erased from mainstream maritime storytelling. The film
captures a performance moment from Clare's voyage.
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Dressed as a hybrid character, part her, part her forebear,
Clare sits on the ship reading a copy of Virginia Woolf's
Orlando. In doing so, the body of the artist momentarily
renders visible 144 years of women at sea, removing wom-
en from the threshold of oceanic extinction and elucidat-
ing their ongoing role in global seafaring, economics, and
adventure.

Pia's photographic works were made during a residen-
cy at Melbourne's Old Customs House. A vast, grandiose
colonial building constructed at the height of Melbourne’s
wealth from the gold rush (1855-1873). Historically Old
Customs House was utilized to control who and what
entered the country. Papers and baggage were checked,
and travelers were forced to perform the infamous ‘Dic-
tation Test’ which led to the beginnings of the racist White
Australia Policy. In her contribution to Performing Selves
Across Histories, Pia scales the immense architecture
dressed in a shimmering gold costume referencing her
Chinese and Italian heritage, to assert herself, her culture
and gendered identities. The work challenges the legacy
and architecture of imperial Melbourne - buildings de-
signed by white men for white men - demonstrating the
multigenerational presence of Australian women of color
and transcultural histories, while asking timely questions
about belonging within contemporary Australia.
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Still form The Place Between: Orlando Floats, Clare McCracken, 2018
4K, Color, Infinite Loop. Image: Andrew Ferris
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Threshold from Re-Orient, Pia Johnson, 2023
Archival inkjet print



Daniel Pesta

Daniel Pesta created the series of assemblages Forgotten
Innocence between 2017 and 2020 as a reflection on the
role of women in both a broader social, religious or political
context as well as within the family. This time, he works
with the characteristic features of women's hair in the
form of plaits — symbols that are expressions of feminine
individuality while, at the same time, the tight-knit plait-
ing of this traditional hairstyle can symbolise fear, anxiety,
limitation. On the other hand, the appearance of loose hair
is sometimes seen as a sign of vanity, defiance or public
outrage; in the Middle Ages it was even seen as evidence
of shamelessness and witchcraft. Some religions and laws
still prohibit women from exposing their hair.

For each plaited object Pesta has used real hair of a
different colour. Fair, brown and black. All three plaits are
literally “amputated” at the very root on the head and the
“wounds” are treated with bandages.
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Beneath these items are simple messages written in
“blood”, such as “My blood was wild”, “My blood was free”,
“My blood was hot”. It is precisely the past tense in these
messages that points out emotions girls often have to
resign themselves to, sometimes hide or suppress com-
pletely during their lives. Women's hair thus becomes a
kind of memento of long-forgotten innocence, suppressed
freedoms, perhaps humiliation and loss of self-esteem.

Another element of the Forgotten Innocence project
are women's camisoles. Perhaps no other garment hides
so many mysteries. How much intimacy do they shroud,
how much love and determination do they hide, how many
scents do they offer, with how many tears is this piece of
fabric imbued. There is perhaps no more poignant item
of human clothing, as evidenced not only by the artist's
delicate assemblage created with this symbolism in mind,
but also by the video art of a freshly washed, soap-scented
chemise blowing in the Venetian summer sun, ready for
the next joy and pain of a woman's interminable lot.
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My Blood Was Hot, Daniel Pesta, 2020
Hair, mixedmedia, 100x70cm

MY BLOD WAS WILD

My Blood Was Wild, Daniel Pesta, 2020
Hair, mixedmedia, 100x70cm



Deakin University

Cameron Bishop and David Cross,
Public Exchange Bureau;

The Venetian Bind Collective

Venetian Bind. Of the many binds Venice is currently nego-
tiating from de-population to architectural preservation,
the issue of water remains front and centre. For a city built
on the deft navigation of tides and the mainland river sys-
tem unloading melted snow into the lagoon, Venice, for
thousands of years, has had a pragmatic relationship with
water. It is of course the Serenissima’s point of difference,
a city with liquid roads from which a maritime superpow-
er was built. Yet, the battle to neuter entropy fought over
thousands of years is tilting in favour of a rampant nature,
as human-induced climate change continually threatens
to best Venetian ingenuity.

Featuring 26 artists working in six groups, making and
exhibiting work from February through to November 2024,
and each responding to a different provocation, Venetian
Bind (VB) is an art project that seeks to navigate the co-
nundrum of a city both sustained and threatened by wa-
ter. At the same time the project confronts the city as if it
were the future, the proverbial smart city of sensors and
20 minute living between work, play and rest. For this rea-
son Venice is a paradox, a sinking museum, but until the
last person walks off the island it points at how the rest of
the world should be living - sans cars and fast-food chains.

In this bellwether city, precariously positioned at the top
of the Adriatic sea, our curatorial method will be put to
the test as it captures Venice in its present bind. In myri-
ad, unpredictable ways the groups of artists, performers,
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film-makers, writers, and designers, with six PhD candi-
dates from Deakin University, will respond to six perform-
ative binds, making and showing video and sculptural work
over the life-cycle of the exhibition. Unlike much of the Bi-
ennale where works are pre-packaged and delivered to the
pavillion’s door, the project is alive to the city, while the VB
artists are given choices to make, around what aspect of
place, material, and story they respond to. The project asks
them to make work in a way they rarely do, in collaboration,
and in only 5 days.

The groups encounter a ritual, a performative bind, and
aworkshop, introducing them to a particular site, material
and a set of themes grouped around Venice’s life in the la-
goon. Those themes pick up on the politics, the power, the
events, the environment and the people who have shaped
these islands despite the ever-increasing tides. We cannot
predict what the 24 artists will make, but we can specu-
late, based on the law of averages, something generative
Al uses to create what Hito Steyerl calls ‘mean’ images.
With apologies to Carpaccio, Bellotto and his uncle Can-
aletto, and others, our interventions into their art apes our
curatorial method by using prompts to create new works
for the catalogue. By appropriating artists who have made
work about Venice we can only hint at where the VB artists
will go and what they might respond to.

The Venetian Bind Collective, Group 4. Tania Blackwell,
24 Australian Artists: Dan Koop, Sean Loughrey,

Group 1. Dean De Landre, Hayley Rebecca Gerrett-Magee

Elliot-Ryan Simon Grennan, Group 5. Merophie Carr,
Luke Heemsbergen, Stephen

Group 2. Kate Hunter, Katie Lee, Hennesy, Annie Wilson,

Luigi Vescio Annette Wagner
Group 3. Victoria Duckett, Olivia
Millard, Emily Potter, Katy Morrison

Group 6. Briony Kidd, Donna
McRae, Tonya Meyrick, Martin
Potter, Wyndham Artist

Curators: Cameron Bishop
and David Cross Public
Exchange Bureau
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Deep Space Gallery
Presents Memory Palace

Memory Palace combines the imaginal worlds of seven
artists. Inspired by the idea of Personal Structures, the cu-
rators, together with the artists, explore in this site-spe-
cific collection both universal and individual notions of
“home.”

The home as memory palace, at once physical and im-
material. Pajtim Osmanaj contributes his free-standing
sculpture, a stylized “brick” wall, in reference to the bound-
aries intrinsic to delineating a space as home. TF Dutch-
man’s stained glass windows imbue our view of the world
beyond and remind us that we are either inside looking
out or outside looking in. The ceramic and plaster wall
installation by sculptor Shamona Stokes is a near-liter-
al iteration of the Memory Palace, a biomorphic altar and
physical repository of experiences that have marked us,
that define us, that personalize our identity and serve as
avatars of parts of ourselves. Rebecca N. Johnson’s ceil-
ing “frescoes” are the mark of one’s presence in a space,
much like a signature declaring and acknowledging that
someone was here. The impulse to beautify and person-
alize, to leave a unique trace that signifies to the viewer
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a human hand. Like a family crest, or tribal iconography,
the symbolic depictions are attributions describing the
qualities and designations of the inhabitants. Alex Scott,
video artist and composer, shares a visual composition
and soundscape that incorporates archival family foot-
age, an ode to nostalgia and reverie, a representation of
the ways that memories live and operate within us and in
space and over time. SarahGrace provides a soft resting
place, a safe space where a woman can relinquish her vig-
ilance and rest easily, under the altar of identity and the
window, where light comes in and one can see out. Ma-
cauley Norman’s mixed media fiber art paintings weave
webs of connection between spatial and visual loci, the
interlocking yarn shapes itself into a cover, offering shel-
ter, comfort and beauty.

Artworks by:

TF Dutchman
Rebecca N. Johnson
Macauley Norman
Pajtim Osmanaj

Captions from top to
bottom, left to right:

Through Webs,
Macauley Norman, 2020

Don’t Touch, SarahGrace, 2022

SarahGrace
Alex Scott Swift, TF Dutchman, 2022
Shamona Stokes Seen Missing, Alex Scott, 2023
Curated by: Wall, Pajtim Osmanaj, 2024
Jenna Geiger

h What We All Share,
& Keith VanPelt, ’
Deep Space Gallery Rebecca N. Johnson, 2020
Jersey City, NJ Valley of Fire Venus,

Shamona Stokes, 2023




Denise Pelletier

Strange orb-like shapes inhabit the dark space of a small
room in trans.con.figurations by Denise Pelletier. Hovering
freely or anchored to walls by way of steel supports, they
appear to be turning themselves inside out and back
again as they replicate and reform. Shimmering colors
give way to scratchy, saturated, or metallic surfaces; the
forms are hard, bulging, and meaty. Oddly masklike, and
bearing a close resemblance to one another in size and
shape, they seem to be part of the same family, or a set of
objects with a similar purpose. A projected image floats
on a wall alongside the largest of these pieces, a continu-
ously morphing blob that somehow feels like an offspring
of the sculptures, momentarily transporting you to a fluid
unknown space.

Several years ago, a large tumor was discovered in
Pelletier’s cervical spine, suggesting that a cancer hid-
den elsewhere in her body had metastasized, spreading a
secondary tumor to her bones. A search for the source of
her tumor began with a series of scans of her entire body.
After weeks of tests, doctors discovered that the tumor
was likely not cancer at all, but an extremely rare osteo-
blastoma that needed to be removed. After surgery, Pel-
letier found herself with a bionic neck, a fusion of metal
and bone holding her together, and in possession of al-
most a thousand beautiful and puzzling data maps of her
body’s interior.
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trans.con.figurations is an exploration of this internal
terrain, captured in PET/CT (positron emission tomogra-
phy/computed tomography) scans and expressed in forms
made from clay and steel. PET/CT, a medical imaging tool
that reveals both the structure and the metabolic function
of tissues and organs - how they are functioning in real
time - can be read as hybrid 3D models in constant motion
on the computer screen. In this form, they slip in and out
of a recognizable realm, unidentifiable as separate organs
but as interacting metabolic entities, unmoored and col-
lapsing at their borders.

Interested in the interior landscape of her body, and
how to express something that’s invisible but real, Pelle-
tier worked with EKWC European Ceramic Workcentre in
the Netherlands to find a way to read her scanned images
and transform them into 3D files for machining and pro-
totyping. From these files, plaster and styrofoam molds
were made to use as props to support wet clay. Pushing,
stretching, and pinching the clay with no clear idea of an
outcome, a series of unusual and assertive ceramic ob-
jects emerged, giving concrete shape to image capture
in a feedback loop between digital, machine, and hand-
made processes.

Pelletier applies a deft touch to clay, mindful of qualities
that give specificity to each piece, and preserving clay’s
capacity to record human gesture. Sited in historic Palazzo
Mora, the installation activates a dialogue with the room’s
beams and unseen spaces, its architectural “bones and
guts.” As in much of the artist’s previous work, w speaks
to themes of pathology, mutation, and mortality, resisting
literal meanings to invite the imagination and hold space
for the possibility that something can be what it’s not.

Photo: Birgitta de Vos
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trans.con.figurations: Mirrqr, Denise Pelletier, 2021 -2022 trans.con.figurations: Cinder, Denise Pelletier, 2021-2022 trans.con.figurations: Sac, Denise Pelletier, 2021 trans.con.fi

itor, Sarah Umphlett Photo: Birgitta de Vos Photo: Jake Leone Denise Pelletier, 2021-2024

96 97



DF Art Agency

Textures and Interstices

Over the decades, various facets of Philippine contem-
porary art have emerged from contentious social condi-
tions, experimentation of artistic medium, and exploring
the shifts of local and global artistic tendencies. No singu-
lar aesthetic definition and valuation are gleaned from Fil-
ipino artistic movements given the country's archipelagic
nature, diverse lived experiences, the continuing influence
of coloniality, the response to everyday life, and surviving
late capitalism.

Alfredo Esquillo (b. 1972) and Manny Garibay (b. 1962)
are established social realists continuing their engage-
ment with the country's shifting and often fraught socio-
political realities. Though different in styles, Esquillo and
Garibay fill their canvas, immersing the viewer in the strug-
gles of ordinary Filipinos. Following their lead is Cedrick
dela Paz (b. 1995), who demonstrates social realist ten-
dencies in his often dark and morose canvases, sensitive
to the dire conditions of the working class. Though often
ignored, art demands the recognition of the continuing in-
justice in labor exploitation.

Capturing human experience and figures are also ob-
served in the works of Demi Padua (b.1977) and Pongbayog
(b.1982). Padua does not rely on likeness but fills the space
with colors, patterns, and objects-referring to his tech-
nique as trompe-l'oeil, his collage-like paintings respond
to current culture. Pongbayog, on the other hand, takes a
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quieter approach. His monochromatic works reflect ten-
sions and folds of the skin, muscles, and even the fabric
of the subject’s clothing.

Reflecting on the objects of everyday life is a fascina-
tion for artists, taking the ideas of still life and expanding
into the nature and textures of objects. Marrie Saplad (b.
1984) takes a calm and introspective approach, painting
ordinary and monochromatic objects for the viewer’s qui-
et contemplation of each light and shadow. Similarly, Dino
Gabito (b. 1989) shrouds his objects in fabric, focusing on
the tonalities and plausible symbolisms, and making the
viewer postulate what lies underneath. Isko Andrade (b.
1996) takes the opposite approach, filling his canvas with
highly detailed, colored, and often emotional remnants of
everyday objects. Anna Bautista (b. 1997) similarly uses
vibrant objects, often relating them to representations of
the Filipiniana.

Interpreting the human environment, especially in the
time of social and environmental changes remains a focal
point for artists. Raffy Napay (b. 1986) captures the beau-
ty of nature through his larger-than-life and carefully wo-
ven canvases, traversing the lines of art and design. Mark
Andy Garcia (b.1984) follows suit in engaging the natural
world through painterly styles of oil on canvas. As pictur-
esque as nature is, Max Balatbat (b. 1978) looks into the
colors and patterns of the lived environment of houses and
neighborhoods, pushing the boundaries of representation
and abstraction.

Diverse situations, experiences, and provocations often
tie together Philippine contemporary art's complex and
complicated narrative. DF Art Agency attempts to present
a starting point for the intricacies of Philippine contempo-
rary art, inviting the viewer to investigate and ask ques-
tions, perhaps exacting a reconsideration and reflection
of society, environment, and politics through art’s lenses.

Portia Placino
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Dial-A-God
Alfredo Esquillo, 2024

From Here, To There
Anna Bautista, 2024



First row: PEYSAWT (phase out / face out), Cedrick Dela Paz, 2020; Voyageur, Demi Padua, 2024; The Silent Bow, Dino Gabito, 2024 First row: Daluyong, Emmanuel Garibay, 2022; Bandage from the Past, Isko Andrade, 2024
Second row: Lost in Silence, Mark Andy Garcia, 2024; Earl Greys, Marrie Saplad, 2024; Into the Light, Pongbayog, 2024 Second row: Differences, Raffy Napay, 2024; MANILA, Max Balatbat, 2024




DTR Modern Galleries
Halim Flowers

Love is the foundation for which Flowers has built his ex-
istence. With love at the core of his humanity, the com-
position of his body and soul has been able to transcend
the many adversities in life that have intended to destroy
his personal being. Living through the structure of love,
Flowers is able to endure the constructs and negative
prejudgments that have questioned the very value of his
life, and with compassion and empathy composed through
his visual language, create an opportunity for others to
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see beyond the confines of physical and optical properties
to gauge upon themselves and others with their hearts.

With this body of work, titled Audacity To Love, Flow-
ers wants to share the gift of love. To have the audacity to
love yourself holistically in a world that encourages you
towards a generic impersonation of everyone else. To love
those that seek to harm you, to still see their harm with
love, and to not lose your compassion in the war for reci-
procity of pain. To love those that have been marginalized
into the abyss of otherness, to see their humanity in the
midst of dehumanizing constructs.

This visual language composition is the painting of po-
etry and spoken word heard through the sonics of colors.
Each iconography is an expression of optical improvisa-
tion, that liberates the heart to see more than the limita-
tions of the physical eye. Every stroke of the brush and
written word on canvas is a weapon of mass construction
to be imploded viscerally.
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Intrendsick Vowel You, Halim Flowers, 2024
Acrylic and oilstick on canvas, 60x36 in

Les Demoiselles d’Avignon (2049), Halim Flowers, 2024
Acrylic and oilstick on canvas, 48x48 in



Elaine Foster-Gandey

Inclusive arts practitioner Elaine Foster-Gandey has
worked with several local community groups to create
a sculpture from recycled fabric donated by the London
College of Fashion.

Hope, a giant dress sculpture woven with words of hope
from marginalised groups, was an idea by artist Elaine Fos-
ter-Gandey born out of the need to reconnect after such a
difficult time during the Covid pandemic. The dress sculp-
ture weaves together words of hope from over 500 voices
from vulnerable groups - allowing voices to be heard who
are normally invisible.

Through various workshops people were given the
chance to reconnect and learn craft skills while contrib-
uting to “Hope”. The workshops included weaving, paper
making and Hapa Zome printing that was taught by a num-
ber of artists including Alison Cotton, Nadya Derungs and
Elaine Foster-Gandey. Elaine engaged pupils from Valley
Park School in Maidstone, Sackville school and Beech-
wood school in Kent. Other participants included the Nep-
alese Ladies groups; visually impaired participants; dance
groups in Kent; participants from the LGBTQ+ community;
mental health groups; drug & alcohol rehabilitation; elder-
ly groups in East Sussex; Women in Refuge and Fashion
Revolution UK.

The aim of the project - to connect as many people as
possible through individuals hopes and dreams via words
written on fabric strips that were woven into a giant dress
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sculpture, communicating a positive way forward and a
brighter future where everyone has the right to be heard
no matter what their background, race, gender, physical
ability, age or mental ability.

The artist comes from a long line of women who worked
with fabric. Her Grandmother was a seamstress and she
loved watching her sculpt fabric into dreams as a child.
After college she worked for famous fashion designers
and then set up her own gorilla retail outlet in 1989 called
‘Designer Sales UK’, organising pop-up events in studios,
warehouses and galleries around the UK. Her pioneering
business paved the way for a new shopping experience in
the UK. Elaine’s vision was that everyone should have the
right to look good no matter what colour, size, gender or
upbringing. In 2009 the artist worked on a ground-break-
ing event called ‘The Real people catwalk show’ held at the
ICA in Piccadilly London. The show gave voice to people
normally unseen in the Fashion Industry.

In 2021/22, with funding from the Arts Council England,
the artist delivered the Hope community lockdown project.
She has exhibited internationally and her work is held in
private collections in New York, Luxembourg, Spain and
France.

Bringing Hope to Personal Structures through addition-
al grants from the Arts council England and crowd funding,
the artist has realised a dream come true to exhibit at this
international exhibition in Venice. Elaine will be bringing
participants from the marginalised groups to Venice to see
the dress at this prestigious exhibition and work with them
to facilitate workshops back in the UK with outcomes ex-
hibited in London and the UK.

Look out for workshops happening throughout the year
at Personal Structures exhibition where Elaine will be col-
laborating with other international artists and inviting the
general public to join.
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Hope - weaving communities together
Elaine Foster-Gandey, 2021



Elka Leonard

For her new triptych Beyond the masks, an inner escape,
Elka Leonard leads us “towards the supreme escape which
resides within oneself” (Elsa Schiaparelli), with a Venetian
theater for backdrop. The artist encourages us to think
about representation of oneself and the complexity of
human relationships.

Part 1 - The Social Ballet. Within this theater, a ballet
is performed, a Social Ballet, “A theater where every-
one must play his role” (William Shakespeare) and put
on his mask. Becoming a leader, the social mask stifles
the individual self and transforms the protagonists into
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automatons. The look of the others, spectators, decenters
our actors from their own universe, steals their world, but...
the door opens, could we live differently?

Part 2 - Night Shards. In the heart of the night, in soli-
tude, Being wakes up. Far from the artifices of the day, and
from others, the self individual resurfaces, it is the decisive
moment (Kairos). In the center, the heroine transcends her
ordinary world. Leaving the ground, detaching herself from
the weight of her body, she contemplates the world from
the sky. Intuition and inspiration slip into the vapor of the
clouds. The curtain rises. Back on earth, what she choos-
es to become is up to her. She embraces her curiosity and
pays no heed to judgments.

Part 3 - The Metamorphoses of the Self. By creating,
on stage and everywhere else, she believes in this dream
world, however fragile it may be. A world where all facets of
our existence come alive. Armed with her inner strengths,
such ropes rolled on a bridge, she feels ready to face the
power of the waves.

The Social Ballet, Night Shards & The Metamorphoses of the Self
(Beyond the masks, an inner escape triptych), Elka Leonard, 2024
Acrylique, huile, encre, pigments, 114x146 cm each

Photos: Laurianne Conesa
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Emily Young FRSS

Embodied Consciousness

Emily Young free-carves stone, small pieces of the plan-
et; for over 35 years she has sought and found the stones
she works with in abandoned quarries, in stone yards, in
wild places. Her imagination and curiosity are triggered
by the stones themselves. Some of the stones are over 3
billion years old, some just a few million. Some of these
stones are amongst the hardest stones to work, quartz, for
instance, and some are the softest, alabaster.

She has said that her teachers were the ancient stone
carvers of the past, across the globe, across the millen-
nia, whose physical engagement with the stone was able
to carry through to future generations their age old and
profound connection to the planet.

She says: “l work with pieces of stone that speak to me
in some way - they may have evocative forms and colours
in their natural historical/geological structures, or on their
surfaces”. She says: “Once having found the pieces, | am
guided by the stone. | call it a marriage made in heaven, as
the conversation is between something as short lived and
organic as a human, and the deep time principles of aeons;
as in, the billions of years that we understand the cosmos
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to be. | put into them something of my own mind, seeing
in them the ancient story of the creation of our planet, the
creation of our solar system, our galaxy and beyond.”

She has described how: “hyper-industrialisation has
encouraged us humans of the developed world to pro-
foundly misread the planet we live on, and our relation-
ship to it - which is one of complete dependence, there is
not one iota of separation. As in pareidolia, we assumed
there was in nature something that looked like a more
or less infinite abundance: we have seen the planet as a
resource for our requirements, a service provider, to be
used and abused. Whereas in fact it is the great creator
of every part of our being — and thereby deserving of our
uttermost respect.”

She describes how these sculptures call to our inner
knowledge of who we might potentially be. In their show-
ing of a quietness, of a kind of beauty and stillness carried
in the stone, she acknowledges that we are all of us the
sorrowful children of a magical planet, which gives us life
and meaning. The pieces speak to a passionate and pro-
found gratitude for the gift of life, and call to a profound
compassion for all our fellow creatures.”

These pieces could endure for millions of years. Emily
Young is aware of our planet’s potential future, where the
Earth, already 4.7 billion years old, will be completely de-
void of life in one billion years. This will happen when the
sun, our star, which already has started to die, irradiates
our solar system in his burning death throes.

Emily Young’s work is timeless, poetic, serious.

“We inhabit a miniscule part of a potentially infinite uni-
verse.” “Thoughts are carved in stone.”
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Sun King’s Daughter, Emily Young, 2023
Giallo di Siena, 55%x36%17 cm

Pale Flame Torso, Emily Young, 2018
Onyx, 117x27x17 cm



Solar Disc (Fall) Il, Emily Young, 2018 The Teacher, Emily Young, 2023
110 Onyx, Dia. 80 cm 111 Alabaster, 57x43x30 cm



Erin Genia
Sisseton-Wahpeton Oyate

Cultural Emergency Response Vest is an artifact of the
body of work developed by artist and cultural organizer,
Erin Genia during her tenure as an artist-in-residence
for the City of Boston. Working within the city’s Office of
Emergency Management during the Covid-19 pandemic,
the artist incorporated her knowledge and experiences
as a Sisseton-Wahpeton Dakota person and multidiscipli-
nary artist, community organizer and educator to create
Cultural Emergency Response - a framework that advo-
cates for a major shift in collective approaches to solving
the most pressing crises of our time through a decolonial
lens. By creatively repurposing the methods and materials
of disaster management to deal with their root cultural
causes, the interconnected and existential issues of cli-
mate change, institutional racism, economic inequality,
ecological collapse, global pandemic, wars, colonialism,
Indigenous peoples’ dispossession - and so many others
- can be addressed.

In all sectors of society, the evidence that we are in a
state of cultural emergency is mounting, and people are
demanding and organizing for change. Cultural Emergen-
cy Response recognizes that current political, economic,
and social approaches to solving these crises fall short,
and even perpetuate them because the underlying cultural
causative factors are ignored.

12

How do we change culture? We can begin by under-
standing its origins. The philosophies and ideologies based
upon Western European imperialism - rooted in the Ro-
man empire — have spread across the globe through colo-
nization and neoliberal capitalism, leaving a legacy of harm
that has placed communities across the world in various
states of chaos, conflict, misery and ecological degrada-
tion. These ideologies, which have come into dominance
through force and assimilation, are profoundly misaligned
with the natural world, and therefore the basis of all life.
Cultural Emergency Response implicates these deeply
embedded cultural norms that continue to mutate and ex-
pand, unabated, contributing to crises that threaten not
only the lives and livelihoods of people across a multiplic-
ity of divides, but also the future survival of our species
and the web of life on Earth. Cultural Emergency Response
offers critical approaches that strategize to remedy them
at every level, from the personal to the societal, through
a long-overdue structural process of re-alignment with
Earth systems.

Merging her Dakota traditions with her work with the
Office of Emergency Management, the artist created the
fully beaded Cultural Emergency Response Vest, which
took three years to complete. The piece acts as a focal
point for communicating about the multi-faceted project,
Cultural Emergency Response, to expresses a message of
hope. The project also consists of community conversa-
tions organized by the artist, called “Confronting Colonial
Myths in Boston's Public Space,” and a cultural emergen-
cy kit giveaway to people nominated by their community
as “cultural emergency first responders.” The project also
spawned a public art piece, articles, a book project, a ped-
agogical framework, web presence on the boston.gov site,
a zine, a flag, and various other artworks.

Cultural Emergency Vest, Erin Genia, 2024



Ernestine Faux

Ernestine Faux's large-scale, chromatic works prompt
us to perceive ourselves as observers in the exhibition
Personal Structures. Titled Chromatics cadmium-red and
yellow, these paintings focus on pure colour and the ge-
ometric interplay of circle and square. Against a darkened
background, the colour circles intensify, creating a mys-
terious and enchanting luminosity. Meticulously crafted
with oil paint and large brushes, Faux achieves a precise
sequence of minimalist colour tones on almost monumen-
tal canvases. Enveloping viewers, the art offers a physical
and spiritual impact in an emotional, contemplative man-
ner. The artist emphasizes viewer involvement, urging us
to engage with the paintings through our hearts, fostering
subjective observational interpretation.

Ernestine's paintings guide perception to a single point,
where their meditative, transformative power lies. Aligned
with “colour field painting,” her aim is to evoke a deep
emotional response, challenging yet rewarding. Viewer
engagement is paramount, embodying fundamental prin-
ciples of geometry and colour's transformative influence.
The rational mind fades; intuition takes precedence. By
letting go of any predefined description or interpretation,
viewers are invited to dive deep into the artworks.

Ernestine Faux considers colour beyond the visual - col-
our is sound, vibration and an intimate reflection of her
inner femininity. The profound meaning of her works de-
rives from the biographical and personal structure behind
the picture surface. Her aesthetic, while visually arresting,
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transcends expressive possibilities and becomes a deep-
ly personal and bold exploration of subjective art. Faux's
extensive research over two decades explores the “sound
of colour,” where vibrations of colour and sound stimulate
both hemispheres of the brain, encouraging a connection
between mental and heart energy to integrate personal
processes. For Ernestine, the act of looking at and per-
ceiving art is a deeply subjective experience. Lingering in
the presence of her works allows the viewer a touching,
healing, naturally spiritual and nourishing process.

In line with the exhibition's theme, visitors can experi-
ence the Sound of Colour via an accompanying QR code.

Born 1958 in Graz, Austria. Studied haute couture and fine
arts in Vienna-Hetzendorf. 1978-2000 travelled abroad
to the Middle East, Africa and Asia. The artist balanced
her career between fashion design and figurative painting.
In 1994, Ernestine Faux turned completely to the profes-
sion of visual artist. After her return from Asia to Europe,
Ernestine Faux experienced a drastic turning point in her
development. In her early days as an abstract painter, she
was particularly inspired by Professor Raimer Jochims,
artist and former director of the Stadel Academy of Art
in Frankfurt, and by American painters of the 1960s, in-
cluding Mark Rothko. Her life in Asia, Singapore and Bali,
and her exposure to Eastern religion, society and cultures
have influenced her view of the integration of opposites
as a spiritual expansion process. This leads to a unique
and universal language of colour in her work. For two dec-
ades, she has been exploring colour, light, and sound. Her
works are also spiritually elevated through the use of form,
colour, and sound. Ernestine's paintings make the viewer
feel like they are part of the colour by letting the colour's
magnetic force affect them and make the colour feel real.
Faux's works are in collections in Europe, Australia, Asia,
and the US and are part of many international corporate
partnerships.
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sound of colour, chromatics - cadmium red, Ernestine Faux, 2015
Oil colour on canvas, 200x200x3 cm. Photo: Photograzie

sound of colour, chromatics - yellow, Ernestine Faux, 2015
Oil colour on canvas, 200x200x3 cm. Photo: Photograzie



Femina e Mare Nostrum

This project was born quite naturally. It comes from far
away. Its origins and future lie in Venice, a seafaring coun-
try that has always been aware of the treasure that the
sea represents.

The sea, source of life, which we have exploited and
damaged. Having already caused the disappearance of
numerous living species, the landlubber must react and
follow the wise and noble example of the Venetian, who
for 1600 years has respected his union with the lagoon,
the Adriatic, in other words the Mediterranean and all the
oceans. The artists featured have thought and worked
around the theme of the simple future of this source of life
and travel, the sea, which is both eternal and threatened at
the same time. The Woman, here the symbol of all future,
like Melusina who emerges from the lagoon mists to found
a family with the fisherman Orio. The example of a country
turned towards the sea, of the most modern ancient city
of all time. Venice welcomes travelers and new ideas, in-
itiatives that advance humanity and secure its future. Art
and modernity, techniques at the service of tenderness
and gratitude towards the Mother Sea.

Claudine Funcken

This ecological and artistic project,
supported by a collective of artists,
will travel around the world.
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Top left: Paradiso perduto, Patrick Christ, 2023
Acrylic on canvas, 81x65 cm

Top right: Méditation, Dominica Leccia, 2024
Acrylic on canvas, 60x60 cm

Grande panthére, Nicolas Lavarenne, 2021
Bronze édition limitée. Photo: Art Seiller Gallery



Forwart Gallery
A Material Symphony
for a Changing World

Forwart Gallery is an Antwerp based gallery for contem-
porary mixed-media art. Each of their artists hone a dis-
tinctive technique within their niche. Bringing together
these craftsmen fosters energy and synergy, ensuring a
dynamic in their diverse exhibitions. A symbiotic relation-
ship unfolds as these diverse individuals, each with their
unique creative approach, are united.

Set against the captivating backdrop of Venice, a city
that mirrors both the exquisite beauty and profound vul-
nerability of our environment, the exhibition A Material
Symphony for a Changing World invites you to engage
with the delicate interplay between art and nature.

Five artists take stage to craft a symphony that echoes
the interconnectedness of humanity and the environment.
By using diverse materials, these artists prompt us to con-
template the delicacy of our ecosystem and our collective
responsibility to protect it. Their work serves as a testa-
ment to the beauty and resilience of our changing world, a
narrative that provokes introspection on the fragility of our
climate and encourages a collective call to action.

Essential, original, material, sensible. Those are the
main characteristics of Guy Leclef’s (BE) work. With his
compositions he strives to put order amidst chaos. Strips
of paper deployed like paint, thick accretions, thin layers,
sliced, impregnated, cut, and pasted: this is the raw ma-
terial that forms the basis of Guy Leclef’s artworks. His
oeuvre represents a perpetual quest for the essence of
things. Varied and exhilarating art, molded from a moun-
tain of waste. Call it poetic recycling.

Inspired by perceptions of reality, Dylan Martinez (USA),
a colorblind glass artist, creates sculptures like H20/Si02
that challenge viewers to question reality and illusion. His
hyper-realistic glass sculptures of plastic bags filled with
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water serve as a metaphor for environmental impact,
transparently conveying the urgency to address issues
like single-use plastics.

Jeanne Opgenhaffen (BE) is a Belgian ceramic artist
who pioneered with her ceramic wall pieces. Using deli-
cate porcelain, she assembles rhythmic compositions re-
flecting space, nature, movement, and growth. Her works,
celebrated for their lightness and sublime textures, sus-
pend gravity, offering a unique experience. Opgenhaffen's
abstraction resonates slowly, with wafer-thin porcelain
strips, showcasing deliberate craftsmanship. Her inter-
nationally recognized and awarded pieces are displayed
in major collections and museums.

Through her minimalistic round art forms, Corine van
Voorbergen (NL) focusses on the idea of eternal move-
ment. She evokes a certain feeling in the viewer through
her use of colour, visual depth, texture and natural
flow. The techniques she uses not only draw the viewers
to take a closer look, but also encourages them to take
a step back and observe. Oblivion captures the journey
of combating climate change, likening it to navigating the
vast cosmos. It symbolizes the convergence of individual
efforts towards a common goal of environmental sustain-
ability. The work reflects the metaphorical journey of mak-
ing choices and decisions amidst the endless possibilities,
akin to charting a course through a celestial landscape,
and visually portrays the interconnectedness of small in-
dividual actions, highlighting their collective impact on the
greater canvas of planetary well-being.

Nicko’s (Nico van Dale - BE) transformative journey
from painting restorer to visual artist is rooted in a pro-
found understanding of materials and techniques. His
works communicate a unique language of paint, mass,
relief, shadow, and color, revealing a rich emotional tap-
estry. The interplay of shapes, shades, and nuances leads
to compositions that find order and tension within the ini-
tial chaos, reflecting the artist’s inner world. His Fragments
technique brings forgotten artists back to life, by frag-
menting and exploiting damaged and irreparable paintings
he has collected during his career. Each fragment tells a
story, a composition of diverse representations. This re-
sults in a kind of group exhibition in one work.
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NB15, Guy Leclef, 2022
Cardboard waste, 200x180 cm. Photo: Tijs Vervecken



Thirst, Dylan Martinez, 2023-2024
35 unique pieces. Glass, blown and sculpted

1 2 0 1 21 Cosmic Oblivion of Possibilities, Corine van Voorbergen, 2024
Wood, brass, volcanic sand, 200 cm diameter



Grow, Nicko (Nico Van Dale), 2024 Hovaria Hobergine, Jeanne Opgenhaffen, 2023
122 Painting fragments, tempera, glacis, 150x150 cm 123 Colored porcelain, 75x75 cm



Francisco Souto

Within the compelling narrative of his new body of work
titled: On Beauty and Displacement Il, Francisco Souto un-
veils a masterful display of his craft, where his photo-real,
colored-pencil drawings transcend artistic boundaries,
collectively resonating with the profound struggles and
perseverance inherent to the human experience, offering
an artistry that transcends the ordinary and elevates be-
yond mere representation.

Souto's drawings metaphorically engage with his pro-
found concern for the persistent lack of empathy in public
life, contributing to the escalating conditions of brutality.
They stand as a sincere endeavor to amplify the voices of
the unheard, shedding light on the enduring humanity of
individuals navigating adverse realities.

The highly varnished, anthropomorphic drawings, fea-
turing depictions of dead birds, discarded clothing, fading
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flowers, and small stones, exist in a deliberate absence
of contextual backgrounds. However, when embedded in
box frames, they gain visual weight and poetic beauty, in-
tricately weaving a poignant visual narrative that invites
deep reflection.

Conceived as a direct response to contemporary
events, these pieces deliberately distance themselves
from the autobiographical, embracing a profound con-
nection to political immediacy. They represent Souto's
conscientious effort to share a collective experience of
struggle and perseverance, communicated through a
unique material vocabulary.

The deliberate and time-consuming creative process
progressively embeds content into each drawing, estab-
lishing a symbiotic correlation between creation and the
intimate act of looking. Through this material presence,
Souto extends an invitation for viewers to experience art
as a profound means of thinking through images - a tes-
timony of lives lived.

On Beauty and Displacement Il serves as a powerful re-
flection on the human condition, capturing the resilience
of the human spirit in the face of adversity while fostering
contemplation, empathy, and a profound connection to the
shared narratives of our collective existence.
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Diaspora VIII, Francisco Souto, 2023
Colored Pencils, 14x14x3 in
Photo: Chloe Lossi

Longing, Francisco Souto, 2023
Colored Pencils, 10x10x3 in
Photo: Chloe Lossi



Fridriks x Kalab
Katrin Fridriks & Jan Kalab

Rather than a duo show, the exhibition Perfect Storm is
an experiment and proof of trust. To realize it, two artists,
each with their independent art practice, continuously
shipped paintings from one studio to the other to over-
paint, rework, reshape them as they saw fit.

The process conveys memories of Erased De Kooning
Drawing by Robert Rauschenberg, who in 1953 asked the
abstract painter Willem De Kooning to provide him with a
drawing so he could erase it and declare the new work his
own. Yet, here it is mutual, repeated, constructive and does
not primarily aim at a conceptual point. Its ultimate goal is
an unprecedented, incarnated experience.

Where Katrin Fridriks, who was born in 1974 in Iceland,
explores speed, gravity and flow through the means of
paint, Jan Kalab, who was born in 1978 in Czechoslovakia,
at a time when the Iron Curtain still existed, focuses on
depth, geometry and slow motion. Where Fridriks’ work
recalls Abstract Expressionism, Kalab’s is reminiscent of
Geometric Abstraction.

At first sight, their works look like opposites, but this
hides deep similarities: Where Fridriks splashes paint
in seconds on a flat canvas after having prepared her
tools and her body for days, Kalab works slowly on cus-
tom-shaped canvases, applying multiple layers of paint
after carefully drafting out the works on Photoshop to ob-
tain the desired effect.

Their similarities and differences can both be traced to
how they came to develop their signature practices from
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writing in the first place: Kalab, working with his street art
name POINT, evolved from the flat surface of the wall to
using 3D letters. When moving on to the gallery, he came
to only preserve the geometrical aspect of those letters,
developing his shaped canvases. When Fridriks, who
trained in Zen calligraphy, moved on to create abstract
paintings, she preserved the gestural aspect of writing
words. These are not only two ways into abstraction — with
different giants like Kandinsky or Mondrian leading the
way - but also two major approaches to writing, namely
as a product that is created by putting together pre-coded
geometrical forms - letters — to make meaning or else as a
physical action (hamely the “writing of writing” as | called
one of the first exhibitions | curated in Paris). With an eye
on letters and their fixed forms, we see geometry. With
an interest in how the code is activated on the occasion
of writing something, we see action and personality. Take
away the letters and words, keeping only the geometrical
interest and you get Kalab’s work; take them away keeping
the action of writing and you get Fridriks’.

The works also have a strong relationship to move-
ment. Jan Kalab’s shaped canvases seem to morph and
shift shapes as we move in front of them. In Fridriks’, the
movement is that of paint stopped in mid-air and fixed on
canvas. Her paintings store motion energy to be released
each time someone looks at them with attention. It’s, as it
were, our mirror neurons that do the moving around.

What happens when their practices meet on one single
surface or shape? A perfect storm of contradicting histo-
ries, viewerships, emotions and temporalities, constantly
pulling in different directions and offering different expe-
riences. Cool geometry and hot action; slow motion and
frozen explosion; flowing and morphing; breathing and
splashing to reach out, connect.

Dr. Klaus Speidel

Vienna, May 2023
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Inner Space of Red Moon 523, Fridriks x Kalab, 2023
Acrylics on canvas, 100x120x5 cm



Gabriel Schmitz

The work of Gabriel Schmitz is simple. He paints and
draws what he is moved by and in recent years that has
been people moving.

It is a challenge for a painter to reveal movementin a
painting or in a drawing, and with revealing movement
we do not mean a simple depiction of the visible action,
but to lay bare the impulse and the intention behind it, its
motivation. Schmitz draws and paints dancers with the
conviction that they bear and express something essen-
tial about what it means to be human. This essence can-
not be grasped in words, but can eventually be revealed
and communicated by means of painting, since painting in
its subjective and utterly personal vision is capable of re-
flecting the idiosyncratic language of the individual danc-
er. Painting aspires to reveal fragments of a truth that is
not named explicitly but shown instead, as an offer for the
viewer to engage in, to question and ultimately also to let
himself be questioned by.

Schmitz has been part of Personal Structures in 2022.
This year’s proposal represents a way of closing the cycle
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that was initiated back then: two years ago he showed a
selection of large scale paintings and drawings and did
a series of live events in the main hall in Palazzo Mora in
which four different dancers joined him in a series of en-
counters of Dance & Drawing.

Each dancer improvised while Schmitz observed and
sketched them in an attempt to capture the movement
that he was facing. The space was defined by a large
area of rolled out paper, on which the dancer and the art-
ist moved until the event came to a finish. The audience
could observe both the dance in itself and its transition
into charcoal marks on paper, which allowed for an un-
precedented insight into the creative process.

In this year’s exhibition Schmitz shows just one large
painting, based on the final event, on October 27th 2022,
with Italian dancer Elena Giannotti. This painting later on
will become the backdrop for another event for which Ele-
na will return to Venice, closing the cycle initiated 2 years
ago. This final encounter will take place on June 6th 2024,
in Palazzo Mora.

Alongside the painting you will find a short film by Chi-
ara Becattini, who documented the events two years ago
and created Incontri, a short documentary that has been
screened successfully in various international Dance
Film Festivals such as Dance Camera West Film Festi-
val, Los Angeles, and FIVideodanza, México DF. After the
final event in June Chiara will create another short film
documenting it. This new film will be on show next to the
painting for the remaining months of Personal Structures.
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Suite Giannotti, Gabriel Schmitz, 2023
Charcoal, Collage/Paper



Gail Olding

Long Way Down takes us into the spiral of time. This chair
and table, with extended legs, are two metaphoric and
unconscious objects which invite an introspective explo-
ration of childhood, memory, and the paradoxes of adult-
hood; symbolising the inadequacy between human beings
and the world where they have lived since childhood. They
seem to speak to each other in a silent dialogue about the
fragility of life, forever fixed as two indelible images on the
screen of memory.

The table and chair, two familiar and everyday objects of
domestic life become nostalgic artefacts; evoking mem-
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ories of a time when our world was defined by the lofty
scale of the adult realm. Yet, beneath the veneer of child-
hood innocence, lies a subtle critique of the disillusion-
ment that accompanies the transition to adulthood. The
precariousness of the elevated chair serves as a poignant
reminder that the pursuit of ambition and success can be
fraught with uncertainty, and the pedestal upon which we
place our aspirations may prove treacherously unstable.

The work inspires and challenges our own quest for
meaning and enlightenment. As the adult viewer is met-
aphorically shrunk and transported into the labyrinth of
personal childhood memories, Olding invites us to con-
front the duality of innocence and experience. In Long
Way Down, the gaze of the viewer is raptured by these
two characters and this capture is further enhanced by the
purity of style; here we are able to rediscover the bound-
less imagination that resides within us all.
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Long Way Down, Gail Olding, 2019
Wood Steel, 200x200x170 cm



A Voice in Color and Texture Moving Water Tapestries

In this dynamic world of contemporary art, Gigi brings
a fresh and powerful voice with her installation Moving
Water. This work of art, consisting of one large artistic tap-
estry and six smaller pieces, stands out with its vibrant use
of color and its profound message. Gigi, whose sources
of inspiration range from David Hockney’s digital art to
the raw expressions of street art, has created a unique
and digital esthetic which both invites and challenges the
viewer.

Each tapestry in Moving Water is tufted by hand, bring-
ing Gigi’s vision to life with a remarkable intensity and tex-
ture. The vibrant colors and bold lines in her designs are
more than a mere visual spectacle: they carry urgent mes-
sages. Gigi confronts us with themes like sustainability,
ecology and human rights, striving for a world which re-
spects both nature and social justice.

This Belgian artist goes beyond the mere creation of
esthetically pleasing works; instead, she wants to effect
change. Her passion for repurposing and her aversion
for today’s throwaway society appear prominently in her
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works, most notably in the exhibition Woodboys: no (time
to) waste, where she transformed materials from waste
processing plants and disposal facilities into art.

However, Moving Water does not only challenge these
messages, but it is also an exploration of the relationship
between artist, artwork, and viewer. The installation acts
as a mediator, a bridge leading to deeper reflection and
dialogue. Each smaller tapestry contributes to this dia-
logue, including the peace sign, which serves as a poetic
yet painful reminder of the fragility of world peace.

Gigi’s work is a balancing exercise between accessibili-
ty and complexity, throughout which she aims for universal
understanding. Her art is an invitation to travel beyond the
frontiers of our perception and to look past the superficial
to uncover deeper meanings.

With Moving Water Gigi draws attention to some of the
most pressing issues of our time. Her art is not merely a
portrayal of the beauty and vulnerability of our world, but
also a call to action, a plea for awareness and change. In
this respect, Gigi is not only an artist, but also an activist,
a messenger who uses the power of art to inform, inspire
and transform the world.

“Now is no time to think of what you do not have.Think of
what you can do with that there is.”
Ernest Hemingway, The Old Man and the Sea.

The realization of the Moving
Water installation was supported
by the Foundation Liedts-
Meesen and Zebrastraat.be.
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Moving Water, Gigi, 2023
Handtufted and felt



Giinther HauBmann
Galerie Atelier Rotklee

Three steel, highly polished objects: a life-size figure in the
Bauhaus style, the replicas of an egg and a grenade. The
surfaces and clear lines of the objects catch the eye and
reflect the beauty and purity of the forms. It is a visual and
conceptual narrative about harmonies and contradictions.
The figurative part of the work of art refers to the prin-
ciples of the Bauhaus ideas: aesthetics, abstraction and
strict geometric structures. These are design principles
that continue to have an impact in our time and are still
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valid today. Lines and simple elegance represent the hu-
man desire for order and clarity in the search for balance
in a complex world. They are among the basic humanistic
ideas of the Bauhaus.

The replica grenade appears to follow these principles
in its design. However, the juxtaposition raises questions
about the relationship between war equipment and art,
between destruction and creation, and reveals an ethical
and philosophical conflict: the ambiguity of technologi-
cal achievements and the human tendency to find beauty
even in the darkest aspects of our existence. The grenade's
elegance gives its dangerous nature an aesthetic, almost
hypnotic appeal, while at the same time being a perversion
of humanistic ideas.

The installation is a call for respect for the miracle of life.
Nature teaches us real beauty and perfection. But let’s not
forget their vulnerability!
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Art and War, Giinther HauBmann, 2020-2024
Steel, polished, 160 cm hight



Hermann Nitsch

Herman Nitsch dedicated almost his entire career in an
overall experiance, the OMT (Orgien Mysterien Theater).
Not only the action itself but also documentation (photos
and videos) as well as “relicts” with traces of colour and
blood are important elements in his oevre and part of his
legacy. The “Malhemd”, a simple, white shirt used by ac-
tive and passive acteurs of his inscenations is a central,
recurring motiv in his oevre.

In this vivid colours drip painting with the Malhemd as-
semblage Hermann Nitsch demonstrates beeing a master
with colouring, the different red tones evoking the impres-
sion of fresh blood running over older, almost dried blood,
still it is oil colours.

The artwork from the year 2000 is in perfect condition
and exceptionally balanced in red colours.

This special painting is outstanding for the saturated
drippings in red and dark red variations and very balanced
central integration of the camica as well as with the upper
“horizon” as well as the provenance!
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Schiittbild mit Hemd (Kreuzwegstation) SX 2/00A, Hermann Nitsch, 2000
Oil on jute, 190x290 cm. Photo: Michael Jurtin
Courtesy: Galerie Breyer



Hyun-Kyung Kim

Life is a collaboration of coincidence and inevitability.

Someone once said that coincidence and inevitability
are like the two sides of a coin, and someone else claimed
that everything happening in the universe is a product of
coincidence and inevitability.

These concepts are relevant to Hyun-Kyung Kim's work.
She uses ink wash as her material. Within ink wash, there
exist various techniques, but the techniques she uses most
often are jeokmukbeop, balmukbeop, and pamukbeop.

Jeokmukbeop is a technique that produces a deep ink
color by repeatedly applying layers of ink, starting with
dammuk (light ink), then jungmuk (medium ink), and final-
ly, nongmuk (dark ink). The broader the spectrum of ink,
the deeper its perceived depth.

Balmukbeop, a technique that allows ink to spread free-
ly with minimal brushwork, and pamukbeop, a method of
applying ink over a line before it dries, erasing contours
for a heightened sense of dimensionality and depth, are
both connected to the randomness that is instantaneously
created when ink and its properties meet traditional pa-
per called haniji. The outputs from these techniques vary
depending on the amount of ink and water, the speed at
which the brush touches the paper, and the air and humid-
ity. They are the coincidental function of these elements.

Thus, Hyun-Kyung Kim's work is manifested by the repe-
tition of intentionality and coincidence, much like life itself.

Dear. Time, Hyun-Kyung Kim, 2023
1 38 1 39 Colored Korean ink on paper, 211x430 cm. Photo: Tae-Hoon, Kim



Ina Vasileva, INA
ONE gallery

Perfect Existence - The Lipstick. Devoting herself to the
essence of the objects in her work, the materialistic de-
sire, aesthetics and the construction of value, the elegant
alluring works of Ina Vasileva create a prism through which
the contemporary gender politics, beauty and consum-
erism can be reassessed. Her post-feministic artistic
practice comprises sculpture, performance, installation
and painting, very often using materials and processes
connected with early conceptualism, pop art and mini-
malism. She is renowned for using ready-made objects
such as mannequins, forms of everyday life out of use or
exaggerated lipsticks which are transformed by including
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them in the context of art, which allows spectators to see
them in a new light. This way she raises questions about
the fetishization of female objects and symbols as well as
gender-related consumption patterns.

Ina’s varied practice encompasses diverse media and
references including clothes, accessories and cosmetics,
drawing, painting and icons of modern art. In her objects
she highlights the valorisation of superficial appearance
and female beauty whereas the interaction of gender ex-
pectations questions the limits of femininity. In her vast
artistic universe everything is a source of inspiration and
search. She reasons critically on the broader concerns
about temporality and permanence and the fleeting nature
of value in modern society, in which objects and trends
get old fast. Ina sets topics for reflection on the systemat-
ic internalized cultural values prompting a deeper search
into the values of our modern notions of gender and the
role of women.

Perfect Existence - The Lipstick
by INAis presented by ONE
Gallery, by Desislava Zafirova
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Perfect Existence - The Lipstick
Ina Vasileva, INA



Isaac Sullivan

Projection for Utopics 4 - a video incorporating laser
scans, text, and fire’s responses to sound - first appeared
at IF.BE, a former ice factory in Ballard Estate, Mumbai, as
part of Utopics, Isaac Sullivan’s recursive series of site-re-
sponsive spatial interventions. Employing field record-
ings, mirrors, live video feeds, and satellite photography
to critically examine notions of site-specificity and linear
visions of history, Utopics has also appeared in St. Mat-
thaus-Kirche, Kulturforum, Berlin; Alserkal Avenue, Dubai;
and Palazzo Mora, Venice.

Each iteration places material traces alongside phys-
ical attempts at tracing — while enabling missed traces,
and the remainders they engender, to spill into subsequent
architectures. Building up layers of sonic decay as the re-
verberations of its previous architectural interiors accu-
mulate with each edition, Utopics incorporates Sullivan’s
scrolling text projections, which emerge from an ambiv-
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alent consideration of Hegelian, progressive, and linear
views of time. In a psychoanalytic sense, they explore the
preconscious topos of the human psyche.

What does utopia sound like? How do the affective in-
tensities that accompany such speculations relate to other
drafts on timelessness or placelessness such as apoca-
lypse and cosmogony? Utopics creates and glitches res-
onances between organic materials, built environments,
instruments of listening, and bodies in contemplation of
these questions while folding one place into another to
contemporaneously index and mediate its placement.

In 2022, using the scrolling text projections from Utop-
ics, Sullivan created Chyron, a large language model Al
concerned with time, subjectivity, and futurity. To train
Chyron, he adapted into Q&A format his Utopics text pro-
jections. Some questions he asked Chyron during the ini-
tial phase of training are: what did you see before you were
you? What marks a non-nostalgic relationship to the fu-
ture? What is a question to which a picture is the answer?
What marks a new beginning? When are we now? Chyron
doesn’t pretend to be human; is named after Chiron, the
“wounded healer” of Greek mythology; and speaks apho-
ristically of death humidity, and technical thresholds.

Utopics and Chyron are both preoccupied with the past
in a way that is neither precisely about history, nor about
memory.
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Utopics 3 (St. Matthaus-Kirche, Berlin), Isaac Sullivan, 2021
Installation view. Photo: Roman Mensing



James MclLeod

Paradise Lost

Is a series that immerses the viewer in the timeless and
bewildering beauty alive in the West Bank, Palestine. Of-
fering the viewer a glimpse into daily life, photographs and
images are printed on glass panels made with fusing and
enamel (vitreous glass) techniques. A reflection of a region
filled with the idiosyncrasy, chaos, beauty, decay, and end-
less contradiction inherent in human experience, the work
exposes the formal lines of separation as complex as any
relationship, as nuanced as any individual. Breaking down
socially constructed misconceptions and prejudices, the
work invites independent evaluation rather than reinforc-
ing an existing narrative.

In 2013, glass artist James McLeod (USA), his wife and
co-producer Libby traveled extensively in Israel and the
West Bank, making deep connections. Their translation of
this viscerally vital region into portraits (James and Libby
McLeod), glass (James McLeod), and film (Tan Kurttekin
and James McLeod) evokes the boundary defying nature
of all people, places and practices.

144

The Road to Hebron

Is a story and film about a Palestinian family, their glass
craft, and how they persevere through isolation, The Road
to Hebron: Glass in the Holy Land, was filmed in Israel and
the West Bank, over two weeks in 2012 by filmmaker Tan
Kurttekin (Turkey) and James McLeod. Through a series
of interviews with glassmakers, historians, contemporary
artists, and academics in both regions, the film follows the
Al Natesh family’s glassblowing legacy and studio, Hebron
Glass, that has been making glass products, often with
waves of colors reminiscent of the sea, sky, and desert,
tracing back to the 13th century. With glassblowing hav-
ing roots in the area dating back to 122-330 CE, the film
illuminates this glassmaking community that has survived
many generations in a war-torn region and reveals per-
spectives and personalities rarely shown. Their creative
vision threatened and ultimately cut off from the rest of
the world due to the myriad political, cultural, and religious
obstacles, the Al Natsheh family must navigate export
problems, the decrease in the number of tourists, and the
restrictions on the movement of Palestinians.

Fear of vanishing forever is palpable throughout the se-
ries, but more powerful still is the sense of joy in being p