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The "Boundaries" project focuses on the political
and national borders that originated from the
breakdown of former Yugoslavia. In 2010 the series
was extended and the borders of South Africa were
included. The images do not focus on manmade
boundaries and borderlines but at the natural,
unspoilt landscape geography of borders. Nature
doesnot know where one country ends and the next
begins. Nature does not divide territory by religion,
race or nationality. The photographs of this series
show various "invisible" borders and thereby call
attention to the generalidea of political borders and
their ambivalence.

As a political image in regards to the subject of
memoryitengagestheviewertoexploretheconcepts
of demarcation. The "Boundaries" series doesnot only
intend to discuss the general definition of borders
but also aims at the "barriers of our consciousness"
influenced by social and political contexts.
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Little Red Riding Hood, a classic folk tale of a young
girl and a big bad wolf set in 17th century Europe.
Well-known in many parts of the world through
many ages, this is a story that has gone through
numerous adaptations. And here, we ask — what
if Little Red Riding Hood was set in China today?
Would she even be wearing ared hood? What would
herjourney through theurbanforest belike? Whois
the wolf? How will the story end?

Humansthroughout history andinall cultureshave
come toformtheir ownidentity through some sort of
narrative Fromcavedrawingsto classicalliterature
to video games and pop songs, we are inveterate
storytellers.

Narrative is the psychological process of self-
identity, memory and meaning-making. We are
wrappedin storiesall throughout our lives; some we
hear, some we read, some are told by us, and others
are written by us. What is text? What is the role
in contextual culture? In art? In architecture? In
design?

In these pages we explore these questions,
with graphics and projects, with interview and
photographic images. 1 offer a personal story-
writing experiment here, as a fragmented and
suspendednarrative. Fragmentedbecauseeachpart
was written with a 140 character limit. Suspended
becauseitisunfinished..
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The clock reads 12:08. He lies there in bed, with wrinkled white sheets, with one eye open and one eye closed. He cannot decide
whetherit'stherain or the wind thatismaking the sound from the other side of the window. In fact, whois to say what is what with
any authority?

Sulitcaseis open. What to put inside for this journey? Memories are too light to be stored. Even by taking out all oxygen, memories
stillkeep on breathing. So, what's the meaning, to put a piece of clothing, a pair of shoes or a diary.It is already full and empty, her
journey.

The clockreads 1:24. He islooking for a sign to show that he has fallen asleep. But to ask such a question only confirms yet another
insomniacin-between:night/morning;late/early. The one eye thatis open gazes at the ceiling that shelters theroom. But heisnot
intheroom.

Suitcaseis empty. She stares at it, feeling her heart beating heavily. It's 2am, in some part of the world, a night that is calling the
morning, amorning that declares a delay, a day that seems endless beforeits start.Is he the night, is she the morning, and what's
aday?

Inadreamlike state heisshiftedandlifted, about 3.3metersabove theroom;floating, flowing, quietly, weightlessly. The figure below
looks terribly wounded, with scars and open flesh cuts on all visible body parts. But he hearsno cry, no whimper.

Allof asudden, thedayisthere, allin white, elegantly, silently, she arrived, greeting soil, trees, air, making everything crystallized.
Outside, the world became white, sherecalls some wrinkled white sheets. Abed, a planet. A shelter. A suitcase, open.
Thepainissoexcruciating,itisbeyond the extent whereany screamisnecessary. Heknowshehasthebest anesthesia: a shut down
system of memory.Itisnothingness that occupies the spaceinhishead.

Bit after bit, light gets stolen, the last ray disappears into nothing, the last white looks gray. Approaching her bed, she wonders if
there are some traces of warmth? Any hint of adream? No idea for the suitcase, empty.

Nothingness.

Rolling, trembling, exhilarating, the sheets around her body werelike a swirl of leaves falling from heaven, turning on themselves
before touching ground, and then pausing, waiting for another breeze to make themroll, tremble, exhilarate.
It'safoggydayindowntownNew York Hisloftisaboveapoorlyrunart gallery on GreenStreet. Heknowsheislate by thenoisefrom
the street below, but he takes his time. Inhaling the nothingnessherecalls. Justlying there without moving, is perfect.

Fever trapped herin a euphoric sleep/ awake mood. The night was silent,asusual. Anunusual orangelight wasreflecting through
veiled curtains. Where had the white gone? Into the suitcase. Half full.
Suddenly, awkwardly helandsonthe cold wooden floor and dashesto the bathroom. Facing themirror, helooksfor thefresh cutshe
vividlyremembersfromlastnight. Thepainisstillburninglike hot oil. He sees perfectly pale, winter, fleshreflecting from themirror.
Wind wasblowing, mixedtofrozendropsand wasnourishing theflameinherinner body. Sheyearnedfor aasignofhydration,even
athinlayer of humidity on the window pane would calm down her burning, dried-up feeling. This willnever happen, in such a city.
No cut. Nowound. No trace of physical abnormality He stares at himself for agood 5 minutes, trying toreconcile the palereflection
in front of him with the scarred imprint left in his mind. The burning pain is clearly there, but he witnesses nothing to explain the
source.

Through her windows, she always could see clearly, blue sky or a sand storm. She could see too clearly, but never without the glass
filter, this was theissue. This was the that thing made her uncomfortablein this city, in this world. Maybe.

A car honking from down below brings him back to real time, mechanically he starts the wash up routine, as if all the usual
strangeness from last night is forgotten, again. Before shutting the door, he flipped through his iphone looking for the address of
thismorning's...

Itwasasunnyday after the snow. Through the window she saw allwhite shining evenbrighter under the daylight. Allwhiteagain...?
She paused againinher pausing, she wondered again in her wondering. It's the fever, she thought, white has always been there.
appointment, then unintentionally, he paused on that photo from Murano's sunset last October. All of a sudden, time stopped and
everythingfroze.Slowly gliding himself tosafety onthefloor leaning by the door frame, he sat down to what seemedlike an eternity,
again.

For a second, she wanted to check her mobile phone, having the feeling that a message was calling her. She shook her head about
this stupid idea. The phone had been broken for days, she didn't even have the will to have it repaired.

Eternity is like numbness, it comes when you least expect it, and disappears when you are finally prepared to accept it. This one,
either afew seconds or over anhour, makeshiminstinctively want to message her. But then, hehearsher warning wordsloud and
clear.He withdraws.

Arare time that she desired technology to help her out. She hated the idea. It is such a sad truth that a display is controlling our
mood. Arare time that she desired to hear something else than silence.In such adry and chaotic city, her place is smallbut quiet.
The sound of silence broke the withdrawal. Sometimesintense silenceislouder thananythingimaginable. Again, mechanistically,
he pickshimself up from the floor, fixed his white shirt and grey scarf, dashed out the door.

Looking at the sky, it seemed alovely spring day, sunny, few clouds floating like ballerinas swirling in Swan Lake. From naked
trees and overcovered children playing downstairs, she realized it's December. She checked the only time displayer hanging on
the wall. It's time.

Before entering the subway, he almost ran into a violinist by the entry. Silent Night was playing. He vaguely remembers that this
was Christmasmorn.

Thereisatimeforanyaction, any event,anybeginningandend, any pain or joy.It doesnot depend onus, timejust makeseverything
different, evolving. So, nothingisreally stable, nothingisreally lasting. One day, youjustrealize that it is different. That's all.
But conversely locks amental handcuff on both hands, and, like a drug addict, momentarily waits for the urge to subside.

It's time, for her, to take the luggage, slam the door, feel the freeze and take a flight. A wherever- destination flight. It's time to
closetheluggage, full or empty, she knew the weight of it, much heavier than something forgettable, muchlighter than something
unbearable.

One empty day...

"Hello Beijing", she said opening and closing the door. It was she was again facing the unfamiliar familiar of this city. "Goodbye
winter”, she thoughtsitting downandfastening seatbelt.It wasthe sameaircraft cabinagainflyingher toaknownunknownplace.
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During spring 2010 the MoMa in New York gave Marina Abramovicaplatform
to showcase aretrospective of her work spanning three decades including
pieces forged with her former lover and collaborative partner Ulay (Uwe
Laysiepen) during earlier stages of her career. At the center of the MoMa
show was Abramovic herself, sitting in silence whilst museum visitors were
invited to sit opposite. What manifestedisnot necessarily easy to articulate
considering it is driven by the individuality of each person that shared that
moment withher. Thedocumented eventsthat unfolded aretestament tothe
varied effects of a piece that sometimes brought participants to the point of
tears. Abramovicreplicated the work nonstop for threemonths, seven hours
a day with the only alteration being the color of her dress. To date it stands
as the largest performance work shown at MoMa and as such drew crowds
from a range of backgrounds and ages including celebrities such as Lady
Gaga. Such attention naturally enforced the show's reputation and acted as
catalyst todraw in ever more people. Despite the now legendary sphere the
show occupies, one can stillbring the discussion back toitsraw components.

For New York based curator Alex Teplitsky emotions were drawn from
two poles. As a bystander he witnessed others observing the show and
subsequently their varied interpretations. Naturally as with any exhibition
open to the cross section of the public, misunderstandings and blase
attitudes formed parts of the crux. There were those who dismissed it with
an 'oh it must be art' response and those who even failed to recognize who
the artist actually was. Others studied the two figures that sat at the table
aimingtodiscoverif somethingtangible beyond what they saw was actually
happening. For some there was the expectation of things to come, akin to a
moment of suspense in a thriller. This all played out against the backdrop
of flood lights, recording devices and tight security which somehow merged
into the fabric of the experience. However for Alex, it was standing by
Abramovic that made him contemplate the succinct complexity of the work.
Fromaphysical point of view henoticed her studied posture and her gaze that
hoveredslightly. His questionsraced towards thenaturally logicalregarding
her comfort or level of fatigue. But he also felt an element of contempt for
those that sat across from her, not born out of jealousy but rather because
he sensedthey werenot going through what Abramovic was. Whereas their
moment consistedof a singular encounter herswasarelentlessabsorption of
one after the next. Maybe we cannot use the word trapped but undoubtedly
she wasbound by a sense of mission. Watching over recordings of the show
one gets a sense of commitment in her eyes, a statement that marks each
moment with her presence.
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Marcel Proust wrote 'the voyage of discovery
consistsnotinseeking newlandscapes, but having
new eyes'andperhapsthisisastriking component
of Abramovic's work. It placed the viewer in a
situation where their vision was ratcheted up
as the main source of sensory input. Suddenly
the everyday act of viewing others evolved into
something far more delicate. It granted once
assumed characteristics of viewing the ability to
take on a language of their own. Gregory Allen, a
30 year old stylist from Michigan felt he observed
this from the crowds. What also struck him 'was
the overall intensity' that was being exchanged

| image by Gastrodamus (via Flickr) |

between Abramovic and those seated in front of her. People were
‘drawn into a vacuum, oblivious to their environment'. Alan noted how
being gazed at directly can often encroach on one's space but those in
front of Abramovic found themselves in a realm that granted access
to this behavior. Furthermore, one could consider if being stared at
so intently acts as a tool for self-reflection or alternatively acts as a
regressive tool that brings us to an infant like state because it reminds
some of a time when being watched carried the weight of obedience.
Daviel Shyisaperformance artist from Chicago that experienced two
sittings with Abramovic. One of them lasted for more than an hour and
shenoted how oblivious time became. Shy mentioned how physical the
processbecame and that Abramovic's energy seemed to ebb and flow.



| image by Byusi71 (via Flickr) |

‘There was a transmission' between the two of sorts, and in response
to Abramovic's slight wavering Shy felt she could lend energy asasort
of crutch to help her through.

Placing such a work in a controlled environment means that the
unexpectedis managed to a degree and there were those who tested
the limits of these rules. One frequent visitor donned different wigs
each time whilst another had words scrawled across a face mask.
Abramovic's facereacted to these developments with subtlety except
when faced with her one time companion Ulay. Her eyes first focused
downwards it was evident to see the flash of emotion that passed
through the two upon first seeing each other. With tears rolling
down her face Abramovic broke cover and reached out for him which
simultaneously erupted in a round of applause from those watching.
And then shereturned to her prior state still visibly shaken.

Beyond self-reflection is the sense of intimacy such an encounter
generates. Alex Teplitsky demonstrated this in a Love Letter he later
penned to Abramovic as have others in various blogs and articles
since. It might be concluded that like love, breaking certain barriers
are necessary to fully explore the many shades of intimacy. Both
partiesjoin a narrative, one that extended to those waiting in line too
as Daviel Shy noted. In essence everyone watching became part of the
work. Perhaps the beauty of Abramovic's performances is that they
possess a gift that attacks the barriers we generate and grant viewers
and participants alike the ability to surpass them for a moment. They
strip back emotions to their most basic and this ultimately allows usto
fully appreciate their complexity.
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text provided by the artist _ translated by Colin Sze
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Ina Jang
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PhotographerInaJang makesimagesthat areminimal
and two-dimensional by layering people, places
and things to precisely execute ideas, but with the
intention of discarding information.

Wanting the ideas to be tangible, the process often
involves cutting, gluing and pasting mundane objects
from real life, such as paper and cotton balls. The
photographs are often figurative and unidentified,
casting a suspicion upon the photograph's agenda.
Viewersare allowed to question whether they are truly
subjects or merely objects.
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InaJang _ Onigiri, 2009
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written by Arjen Oosterman _ translated by & &% € _images by Max-o-matic
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There are not many fairy tales in Europe that focus on architecture, though
many have a romantic architectural setting. One of the few exceptions is
the story of three little pigs. In this tale each pig builds a home for himself;
one uses straw, one applies wood and the third builds from stone. They are
all exposed to the wolf's ferocious attacks. He swallows the first two after
blowing down their houses, but fails to do so with the third pig, that is safely
hidinginhissolid stone house. Inthe end this clever pig even catches the wolf,
cooks and eats him. It is a story wherein predator and prey switch roles, but
more importantly it is a story on sustainability and wise decision making. A
story about walking an extra mile, about investing in the future and about
thinking before you act.

This last element, think before you act, is traditionally the architect's
contribution to construction. He is supposed to come up with cleverer and
more beautiful solutionsfor spatial problems than the client or the user might
have thought of. And next, ascertain that these solutions are constructed
with theright detailing and material quality (to be safe and sound of course).

That may sound simple and straightforward. Butisit? What is the architect's
rolein society today?

For centuriesalot of thearchitect'sinventiveness went intorepresentational
power, Architecture was used by therich and famous, or rather therich and
powerful to display that power to the max, and it was the architect's task to
provide the right kind of representation. Architecture had little interest in
socialjustice (likehousing the poor) or economicalissues (urban development
and infrastructure) but far more in political ones, It would focus on ways
to display the client's social position and relate that to ideas of truth. For
instancethat God created the world withnumerical proportions andrelations,
so architecture should do the same as areflection and representation of that
worldly order. Or that in using form and style of an older civilization (ancient
Romeforinstance)theclient's claimto historic continuity could be expressed.

This all more or less ended in the twentieth century with the advent of
Modernism, when society radically changed. This change started much
earlier of course, most historians agree that the French Revolution and
the Enlightenment were catalysts in the process of transformation, but in
architecture it took a little longer before the profession started to reconsider
itsrole.
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Roughly at the same time that Modernism
appeared on the scene, architects started to see
their role differently. From serving the interests of
arich clientele their focus changed to serving civil
society atlarge. Completenew terrainsforresearch
and design lay open: housing, infrastructure
and urbanism as major tasks, but also as major
opportunities to acquire assignments while the
traditional client (kings and nobility) became
less and less important. Architecture became
ideological and socially engaged and explicitly
requiredtakingastance. Architects would propose
differently if they were focusing on equality,
emancipation, and progress in their designs,
than when taking the ‘wisdom of history' as their
point of departure. It produced different projects,
different schemes and different stories. Concrete,
glass and steel became synonymous with progress
and modern society, brick and thatched roofs with
values of the past.

In the early days of modernism this sometimes
led to funny projects that were handmade and
traditionally constructed out of brick, but covered
in whitewashed plaster to mimic the looks of
concrete. After the Second World War however,
modernismproved tobethemore efficient option to
deliver the badly needed huge numbers of houses,
factories, offices and commercial spaces. So the
story of modernism won, Well, did it?

Looking back, we see that western modernizing
societies were happy with the results modern
architects came up with as long as they catered
for a better material life. But we also see that
when society as a whole reached a certain level
of welfare and affluence, individualism and
personal expression became more important.
Postmodernism was quick to replace the story of
thesuccesstulcollectivewiththestoryofindividual
identity and success. It marked the change from an
industrialsociety toaconsumer and service-based
society, more and more focused on here and now.
‘Difference’ and 'unique experience' became prime
points of attention for architects. The ascendance
of 'starchitects' and 'icon buildings' during the
1990s and early 2000s was a direct consequence of
these changesin culture and society.

Max-o-matic "Lima Analogue Set" |

So what has this all to do with China? And what
does this tell us about the role of architecture
and the architect today? China is in the unique
situation that it compresses the transformation
of its society into a globally competitive, modern
and urban economy into the time span of only a
few decades, while it took the West two centuries
to complete that process. It transforms from an
agriculturalsociety with some heavy industryinto
an urbanized society with second and third phase
industrial production. It faces the task to house
the millions and combines it with ideas on identity
and place; it houses preindustrial, industrial and
postindustrial realities, all with their own spatial
logic and expression, and faces the challenge to
integrate all this. And it faces the added challenge,
liketherest of the world, tointegrate sustainability
in its development strategies, to reduce its carbon
footprint and its need for limited resources. On
the level of storytelling and identity, this is a
complex, complicated and partly contradictory set
of ingredients. And this is reflected in the stories
architects present in their designs of prestigious
buildings.

Takethe Olympic Stadium as designed by the Swiss
firmHerzog & de Meuron with advice from Chinese
artist Al Wei Wel. Tomake it Chinese, to giveitlocal
identity andtomakeit aunique object, themetaphor
of the bird's nest was used and literally translated
into steel. It worked, the world was impressed, but
would it still be considered 'Chinese' if copied in
Sochi? In another country and location Herzog &
de Meuron would not have used (or even thought
of) this metaphor - in that sense their design was
specific.

Themultitower 'Porosity Block' projectin Chengdu,
designed by the American architect Steven Holl
shows a different strategy. He applies his typical
Holl handwriting in the tower designs and creates
(including some formal references to OMA's CCTV
tower in Beljing) a recognizable Holl project. He
makes the project site specific by using a famous
Chinese poem to program the square. Again the
literary metaphor is used to ground the project.
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But the identity issue is less interesting here, than what
actually has been produced. To what degree was Holl
successfulin creating an openproject, expressing the values
of the Democratic People's Republic, a truly public urban
square? Are all Chinese (starting with those in Chengdu)
invited or some more than others?

A third project starts from yet another angle. Pritzker Prize
laureate Wang Xu's Ningbo Museum demonstrates that
with the application of local material, construction and
formal characteristics a ‘critical regional' project can be
created. Critical here means that the project doesn't copy old
examples, but uses certain elements from the location and
combines them with modern requirements into something
new and unprecedented. For unique, 'one off' buildings this
seemsaninternationally acclaimed way to createidentity and
specificity, but for the great number'itishardly a way to go.

And that is one of the major challenges China is facing:
housing hundreds of millions of people that are coming to the
city. How to take that challenge on? Should China continue
to construct often short lived, relatively cheap structures
and replace them by newer ones after maybe two or three
decades? Or would it be an option to invest in solid, time
resisting structures that can be used time and again? Or
are there ways to activate the capital of the people? Should
it, like the West has done for over a century continue top-
down planning, decide where people can live and how they
should live, leaving it to developers to produce sufficient
amounts of housing and all you need for city life? Or should
it change that old policy and provide conditions for personal
involvement andinitiative and have people create the spaces
theyneed themselves? Andin doing so, create more resilient
andflexibleenvironments? Chinahasthe optionnot torepeat
the mistakes of the United States (a car and urban sprawl
based society that needs large scale reconstruction) and of
Europe (overregulation), so maybe it is time for a new fairy
tale,anew inspiring story.

That story could be one about a Chinese city where people
shareand collaborate, acity thatisearnest aboutitsambition
to be energy neutral and a city that has a balanced relation
with the neighboring farmland. And it will have architects
that help people create the intelligent environments they
need, it will have buildings and infrastructure that are there
because they are useful, not because an investor sees profit.
It won't be about winning or losing, about virtue and evil, it'll
present anideal to embrace. Yes you can.
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FangJing Feng _ A Stone Mountain, photo courtesy of designer |



| Jamie Yang _Bench with a View, photo courtesy of designer |
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FangJing Feng Bug Story 2_ Cicada, photo courtesy of designer |

The etymological beginning of the character wu (#) - ‘thing’
in Chinese - harbors a plural root denoting a congregation
of 'things in general' originally associated to sacrificial
rituals - events that involved animals, people and objects
in a dynamic assembly where living creatures and inert
matter both partook in the gestational formation of reality.
As the expression wanwu (the 10,000 Things) found in the
classic Daode Jing came to signify, the 'totality of worldly
beings'isunderstood withinacosmological order of constant
rearrangement and designates human beings' embedment
into normative principles (li) of universal connectedness
ruling ‘heaven-and-earth'

Such transformational perspective has permeated
philosophical debates in China over centuries, growing
social and aesthetic hierarchies inextricably connected
within an interlinked web of associations at work between
the material and immaterial worlds. In the context of objects
studies, 'things'are therefore intended as mediating devices
that exist in a particular subject-object relation - images
and objects that perform across both physical and psychic
registers of perception as coded events, crafting enigmatic
encounters beyond the realm of their immediate presence.
Thisrelational perspective was centralto the understanding
of traditional literati image-making and the appreciation of
decorative objects in early modern China, when works of art

and craft were understood as temporalized embodiments
giving access to an immanent harmonious order linking
social condition and artistic achievement, which infused
their enjoyment with a sense of individual, psychophysical
agency reserved for educated sensibilities or members of
higher classes. Discussed in depth and with overwhelming
breadth by historian Jonathan Hay in his book Sensuous
Surfaces (2010), the importance of decorative items in the
urbanized environments of the Ming-Qing era resided in
their speakingtothecapacityforrelative psychic autonomy
and self-determination” of both producers and consumers,
drawnuponevolving socio-cultural patternsand collectively
shared symbolic environments. Objects were implicated
in the activation of other immaterial orders: blended in the
ritual of everydayness, their interplay of forms, depiction and
material engineering, the symbols and icons they carried
were shaped by a desire to make them temporarily vanish
into an asymmetrical (subjective) 'other'. "As bodily objects,
Ming-Qing artifacts tend(ed) to be in a state of potential or
just completed movement' (Hay, 2010).

This performative quality that involved the beholder and
the beholden in a conspiratorial process of simultaneous
imagining, making and sensing the real world, can also be
found at play in works by contemporary Chinese artists and
designers, which operate discretely at an interdisciplinary



| XieDong_Cup, 2012, photo courtesy of designer |
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| Liang Shuo_lam Fucking Beautiful no. 2,
photo courtesy of designer |

boundary of thought-forms, less concerned with the visual power of
representation than the experiential complexity of materiality:.

Almost the totality of ceramic worksby artists Al Weiwel could be associated
to this economy of use and sculptural presence yet the Colored Vases
series (2006/2008) more emphatically conjure such sense of visual and
physicalincompleteness and intellectual displacement. The artistic gesture
embarks the objects, and the viewers, on a bewildering and captivating
journey, as the violated Neolithic vessels (5000-3000 BC) are suddenly re-
enlivened when drowned into vivid industrial colors which, dripping along
the surfaces, impress abstract patterns and textured painterly layers that
displace them out of their status of 'serial relics' into the secret aura of the
authorial masterpiece. Thismobilization of value and affective meaning that
leverages connoisseurship and technical complexity is even more poignant
in the piece Ghost Gu Coming Down the Mountain (2005) where 96 blue-and-
white porcelain vases are turned into 'inside-out' jars depicted with scenes
from the eponymous ancient tale, amotif painted inside the object-body that
references a type of decoration called 'anhua’ (secret narrative) which, once
used for imperial porcelains, transferred to the privileged owner exclusive
access to its content. The critical employment of traditional materials such

as porcelain, lacquer or woodis often both an exercisein technical virtuosity




| FangJing Feng Bug Story 2_ Cicada, photo courtesy of designer |
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and a form of conditioning their metaphorical
potentiality, therefore acting upon what Hay
calls their constitutive ‘double-sidedness’
Neri&Hu's Lacquer Doughnut (2008), the result
of a collaboration with archeologist Pia Pierre,
revives a Qing dynasty relic used to contain
jewelry worn by thenobility often foundsitting on
scholars'desks, by couplingatraditionalfinishing
process to solid chromatic coating, in turquoise
and orange, by preserving its original double
character Iin a seamless fusion of functional
purposeanddistinctiveform.Ceramist XieDong's
works, rigorously white porcelain vases, potsand
tableware utensils, come tolife asif forged by the
forces of water waves and whiffs of wind - the
animated surfaces crisped in various degrees of
transparency materialize such movements in a
delicate play of visual associations that literally
embody the qualities of natural agents.

Permutations between opticality and tactility have widely
been adopted as creative strategies of disguise in times
present and past - for example glass glazed so to resemble
jade, or wood sculpted as rock — which meant to induce a
pleasurable, seductive feeling of destabilizationin the viewer,

Hangzhou-based design studio Pinwu, has applied it in
the creation of furniture pieces, for example the Lu Tables
Series (2012), where compact porcelain slabs are posited on
smoothened wooden structures - the lactigenous rounded
surfaces evoking the reflective stillness of a water drop (Lu
meaning dew in Chinese); equally in the hand-made bamboo
paper compoundusedtomoldchairs,thelightnessandfragile-
looking pallor defy their actual material sturdiness and
stability. Similarly thebamboo furniture pieces of Taiwanese
designer Jeff ShiDayuinhabit thisaffective dimension where
the haptic qualities of materials are inherently involved in
the narrative shaping of form and function. The curvilinear
contours of chairs and the structural firmness of tables are
achieved thanks to the flexibility and resilience of bamboo,
whose porous and patterned organic structure serves
as in-built decorative dispositive. In other cases, it is the
contrasting quality of colors, forms, texture or patterning,
that is explored as if an exercise in finding new relations
of balance and coexistence. Song Tao's benches and chairs
fusing hardwood and steel are an example, while formal
deconstructionisthe crafting processbehind young designer
Xiao Tianyu's Harmony Series (2010), where western-styled
pouf seats are combined with softened back-rests of Ming-
inspiredlines. Asif suspendedinmotion, these pieces seemto
magically leap out of their functional stillness into swinging
vivacity.

The realm of nature has traditionally been considered
theatre of universal operations sheltering a world of perfect
assonance and harmonious order, rendered accessible
by technologies of mediation and observation in which
artefactual things (including landscape painting) were
involved. Gardens and domestic environments were so
designed as architectural envelopes for moving objects and
subjects, and functioned as 'scapes’ for the articulation of
bothtaste and personhood. Furniture and decorative objects
wereinstrumentalin evoking scenic principles, alsoreferred
to as jing, scene or landscape. Aptly named Zen Couch, this
piece by Lv Yongzhong is intended for solitary use, an abode
for thebody andthemind - withitslargesse andnaturallinen
cover, it lends itself to the enjoyment of an inner moment of
relaxation and meditation insulted from the outer world.
Refined Chinese classical furniture was characterized by a
lightening of proportions', endowing it with an impression of
aliveness that asked for a participatory engagement of their
usersin a way that could metaphorically make them ‘'move’
inside 'interior landscapes'. Two interesting explorations of
this concept are Jamie Yang's Bench with A View (2012) and



Chiwing Lo's Circular Cabinet (2013). Yang's all-in-one piece,

integrates a chair, drawer, table, hanger and bookshelf, as
wellasabonsai, around a benchinacompact, self-contained
scenicsystem.Lo's cabinetinsteadreversesthe geometrical
proportions found in traditional open cabinets, where
embedded circle-shaped openings functioned as frames
for the display of objects, and rather renders the interplay
of solids and voids an interactive function controlled by
the user. The cabinet is provided with a revolving door that
must be turned toreveal or access its content, thus making

the scenic function of the cabinet open to a constant literal,

turn-over. The rear mirror further integrates its traditional
function as an object that multiplies visual 'experience’ by
framing hidden or inaccessible corners. Nature represents
an endless reservoir of inspiration and symbolic refraction
of memories and haptic experiences. Such synesthetic
thinkingispresentin Yung Ho-Chang'sLotusLeaf (2011) tray
for Alessi and the Hulu Series (2008-2010) of tableware and
wine setsshapedafter the gourd (hulu), afruit widely found at
Chinesetablesand markets. Again the contrasting quality of

materials and the engineering of shapes (the veins of leaves,

the irregular shapes of the hulu) are the result of a double
process of appropriation from vernacular handicrafts, being
both the lotus leaf and the hulu dried shell commonly used
as food containers. Respectively reproduced in stainless
steel and bone china, these are 'found things' pertaining
to the creator's everyday life. A leaf picked from the lake in
the Summer Palace adjacent to the architect's studio, and

| LiYongLing _The Age of Press Stools

photo courtesy of designer |

——

the piao bowl, so typical of northern China. Young designer
Fang Jingfeng, based between China and Sweden, has
unearthed childhood memoriesinhisBug Story series (2012),
carefully chiseled wooden boxes that identical in their outer
shape reveal instead diverse, meticulously hand-carved
interiors, as if dug by the cicadas the designer associates
to hometown memories. This transfer between disrupted
temporal and spatial narratives is therefore reconciled in
the sensuous appearance of the object, mediated by its
embedment within a circulatory system of material and
intangible collective references. Many local artists have
ventured in this exploration of the function of "mediation as
connective thinking' (Hay, 2010), which operatesin-between
things'use-value and their metaphorical-affective potential.
Comparable aesthetic operations resonate, for example, in
Wang Jianwei's appropriations of 1970s households furniture,
in Liang Shuo's wunderkammers of plastic ephemera
from the 2000s, and across the textured surfaces of Liang
Yuanwei'sfloral canvasses. Similarly Beijing-based designer
Li Yongling, living and working on the outskirts of the city,
sources the most vernacular of materials like plumbing
tubes (Hanger and Candle Holder, 2010) and newspapers (The
Age of Press Stools series, 2011), reviving them in a bricolage
of unexpected forms that speak to the incessant cycles of
construction, demise and re-appropriation perpetuated by
man across the scenic backdrop of the urbanrealm.

The examples of art and design works presented here allude
to forms of narrative articulations that are continuous with
a Chinese philosophical tradition that has always looked at
‘objects’ as offering themselves to a temporally confined,
momentousrevelationasenchanted 'things' Thatisthrough
perceptual relations that point to ambiguous, unresolved
dimensions of experience, which temporarily convey us in
ever new realms of interiority where we are with-things -
fellow bodily-objects that can be constantly re-awakened.
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Qiu Hao was born in 1978 in Taicang, a city an hour west of
Shanghai. In 2001, Qiu Hao launched his first ready-to-wear
line "Neither Nor" After five seasons, in 2003, Qiu with his
partner opened ONEBYONE Boutique in Shanghai. In 2006,
after graduating with an MA in Fashion Womenswear at
Central Saint Martins, he returned to Shanghali to officially
establish hisown label "QIUHAQ".

Qiu Hao likes to present his work in stark black and white
photographs and makes it a point to stay away from the
typical fashion presentation of a collection. His models come
off as surreal otherworldly beings while his clothes become
these precisely draped, pulled, puffed immovable volumes
perfectly frozen in monochromatic silence. In as much as
thereisapervading silence in his work, the sculptural forms
of his pieces embody a strength that cannot be dismissed.

In 2008 QiuHao won the prestigious Woolmark Prize, placing
him among a group of designers such as Karl Lagerfeld,
Donna Karan, and Giorgio Armani in the Woolmark Hall of
Fame. More recently, Qiu Hao was named by Forbes as one
of the top 25 most important people in the Chinese fashion
industry in 2010 and was nominated for the "Breakthrough
Designer Award"at the GlobalFashion Awardsby WGSNin2011.
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Youstarted by studyinginterior design, why did you
turnto fashion?

[t wasjust an outlet then to present my expression.
[did not turn deliberately to fashion.

How has your past and the environment youlivedin
shaped the work you do?

Everything around naturally affects us, past or
present, everything we experience is like that.

The approach of your work can be considered
sculptural with its forms and volumes, what is the
relationship between your work and the human
body?

The body is a frame for design. In fashion design
you have to consider the function, and function
is conferred by the body, [ have to respect it. No
matter what, the design serves the body. Art, on
the other hand canbe expressed freely without the
consideration of practical function.

What are the challenges you encounter in the
process of making your work?

The entire process is filled with challenges, many
unexpected things happen, some changes come
from myself and some are external. But it is these
challenges that make the work meaningful.

Are there specific narratives that underline your
work?

There are many stories, but I think they all exist
within their own world, they are all different.
Therefore they belong to me and is hard to share
with others.

If Little Red Riding Hood was in China today, how
would you dress her?

[ don't like to dress up other people, because I don't
know them and [ also don't want to conjecture, she
canbe anyway she chooses.

Weread somewhere that youlikelistening to music,
how does it influence your work?
I'm currently listening to David Darling's Cello
Blue. I think music comes naturally, like breathing.
[t brings me an ambiance, a feeling, an emotional,
something invisible but powerful.
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Shanghai: The Complexity of Being, displaysanarthistorical
narrative through exhibition-making in Shanghai, taking
innovative and experimental artists' actions as a point of
departure.

Shanghai being a representative city of the so-called "O =
A" port culture has experienced drastic changesthat has
not only influenced the city itself but also different parts of
China. From the formation of China's first public museum in
1874, established by Royal Asiatic Society in Shanghai, till
the early avant-garde experiments in exhibition-making, it
Is a complex story of the city's cultural oeuvre, an opening
of modernity's archives that has not been fully described or
reflected onin official historical canons.

Originally commissioned for Bern Museum in 2010, this
edited text in Manifesto reminds us of the independent
artists and curatorial practices that are deeply embedded
in the cultural traditions of this city and its narrative serves
as areminder for generations to come as an urgent protest
against forgetting,.
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The history of exhibition-making as a point of departure
for an analysis of art history in Chinaisrarely, if ever, taken
into account. Most of the time the history is written around
certain prominent artists and their specific bodies of the
work, but within what framework this work was presented
or took place israrely considered. In truth, the Shanghai art
scene has been experimenting with curatorial frameworks
and exhibition-making practices since the early 80s

Throughout its history, as an artist once told me in
conversation, Shanghai has always been like an additional
part of China, not Chinese specifically. But today Shanghai
is becoming more and more Chinese, so to speak, while
maintaining something of its own pride. It still remains
a model of modernization for the rest of China, but at the
same time it haslostits cultural importance within the East
Asianregion, for which it was amajor player in the early 20th
century.

In order to become a true cultural hub in the world today a
city needs diversity, What makes one country great, as (poet
and literary critic) Edouard Glissant said, is not its military
and economic power, but its ability to accept difference. This
is one of the main reasons why Shanghail was so important
and attracted so many intellectuals. [t wasn't China, but it
also wasn't the West; it was a unique cultural environment
that brought together and introduced different cultural
contributions to both China and theregion.

The cultural climate of Shanghaiin the 80s brought about an
increase of institutional and independent artistic systems
of experimentation. The open door policy paved the way for
greater possibilities for new intellectual discourses that had
not beenin circulation for decades previously.

In the 80s, the flow of Western philosophy, literature, and
visual art practices - including writings on traditional
Chinese culture - helped to fuel the development of a new
movement called the'85 New Art Movement. Theinfluence of
newideasandanunderlyingurgefor change couldbe seenon
manylevelsintheartand culturalcircles of Shanghaiduring
this time. From an institutional level, one of the big changes
that occurred was the establishment of the Shanghai
Art Museum in 1986, which had previously existed as the
Shanghai Art Exhibition Hall since the mid 50s.

In 1985, Fang Zengxian assumed the position of Museum
Director and established aresearch oriented department by
recruiting Zhang Jianjun to prepare the first exhibitions at
themuseum giving visibility tomany of the young paintersin
Shanghal The Shanghai Art Museum was one of the earliest
institutions that showed contemporary artists, and this
would evolvein1996into the Shanghai Biennale. In 2000, the
Shanghai Biennale went through a major transition when
for the first time different contemporary art mediums were
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acceptedinto the exhibition. This was a major breakthrough
for contemporary art, and its underground existence in the
local scene, a move that effectively brought these practices
official acceptance and recognition (although never
complete), This brought artists up from the underground,
yet many soon found themselves feeling lost in this new
situation whereitsstatusbecame somethingbetweenabove
ground and underground.

Parallel to the Shanghal Art Museum's rise in the mid-
80s, the Universities in Shanghail became very important
gathering points for artists, such as the Shanghai Theater
Academy, Shanghai Fudan University, and many community
cultural centers. Very evident was that at that time artists
worked as a collective and had a strong notion of belonging
to a certain group that gave them energy to act. Frequent
discussions brought to a series of events in mid 80's where
artists started experimenting with performance although
many of them come from painting backgrounds.

One of the early performance/action-based works was
shownintheFuDanUniversity students' club, wherea group
of youngstudentsfromtheShanghaiArt Academy—including
Zhou Tiehai, Zhao Chuan, and Tang Guangming—exhibited
ready-made, performative works that caused a great deal of
controversy. An event called Creative Action later evolved
into the M conceptual group performance, which was one
of the earliest organized performance projects in Shanghai,
and took place in the Hong Kou Second Cultural Workers
Palace. Some of the project participants were Yang Hui, Song
Haidong, Zhao Chuan, Hu Rilong, Li Zuming, Gong Jianging,
Wang Guqging, Shen Fan, Tang Guangming, Yang Xu, Wen
Liping, Fu Yuehui, Qin Yifeng, Yang Dongbal, and Zhou Tiehal.

This event could be considered one of the earliest artist-
organized projects, and further can be seen as a very early
moment in which artists became involved in curatorial
practices. It is very important to keep in mind that this
developmental period within the Shanghai art scene, and
the foundation of its unique nature and characteristics, took
place in the 80s without any knowledge or understanding
of art and its market value. The urge to act for the many
practitioners, artists, poets, and writers at that time was the
very urge to express themselves. In many ways this was an
intuitiveprocesswithout astrong sense of the conceptualart
movements of the West, but this did not dissuade them from
communicating amongst themselves through such events.

In 1988, the Shanghai Art Museum hosted one of the first
performance art works organized collectively, called The
Last Supper, it was the first performance piece to take place
in that institution. The project was organized by Zhang
Jlanjun, Sun Liang, Wu Liang, Xiao Xiaolan, and Li Shan,
among others, and brought the museum staff, art critics and
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curatorsinto the event asparticipants. However, the general
climate around art began to change in 1987 and as a result,
the growing collective actions by artists stopped and artists
returned to their homes and studios and started painting
again.

One of the first exhibitions that brought Shanghai-based
artists together with artists from other cities was the
Garage exhibition in 1991 in the Fen Yang Road's Garage of
Education Hall, which was organized by Song Haidong; the
exhibition showed the works of some of the key figures in
thecontemporaryart sceneincluding artistslike Zhang Peili,
Geng Jianyi, Gong Jianging, Hu Jianping, He Yang, Sun Liang,
Song Haldong and Ni Haifeng

During the early 90s, foreign curators began raising a lot of
interest around contemporary art in China, and the scene
gained alot of international recognition through its Political
Pop Artand Cynical Realismmovements, which were mainly
rooted in the artists working in Beljing. Since only a few of
the artists in Shanghai-like Yu Youhan and Li Shan—went
through a stage in their career when they painted in the
style of Political Pop, it never became areal trend in the art
circles of Shanghai, which is different from what happened
with abstraction, where many Shanghai artists found
their freedom of expression and which also helped develop
interestininstallation art and the material experimentation
of artistic worksin the 90s.

Another important event for the Shanghai art scene was
the participation of Shanghai-based artists in the Venice
Biennale of 1993, curated by Achille Bonoto Oliva. Artistslike
Song Haidong, Sun Liang, and Yu Youhan were among the
artistsinvited to Venice in1993.

Intheearly 90s anew center for experimental practices grew
out of theHua Shan Art School. ShiYong, one of the most well-
known artists to remain based in Shanghai, began teaching
in the Hua Shan School. The school had an underground
gallery space (then managed by Qian Weikang in the 90s)
that still exists and remains functional even today.

One of the most important exhibitions that they organized
was The Art Segments Two Men exhibition, which was put
on by Shi Yong and Qian Weikang. Today, this exhibition is
still considered tobe one of themostinfluential experimental
exhibitions, focusing oninstallationart that set acourse that
was followed for years to come,

In the mid-90s there was also an increase in more virtual
collaborations between artists around the different cities of
China through artist's book projects. One of the early ones
was the Black Cover book in 1994 (Hei Pishu), the White
Cover book in 1995 (Bai Pishu), and the Grey Cover book in
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1997 These projects were privately initiated journals by the
artist Ai Welwel, which were presented as an introduction to
installation and performance art at that time, which included
materials from Shanghai-based artists as well.,

One of the first exhibition organizers that more clearly
defined his role was Zhu Qi, who curated one of the most
important exhibitions of the mid-90s in Shanghai called: In
the Name of Art, at the Liu Haisu Art Museum. In the Name of
Art was one of the first exhibitions in the country to look at
the development of installation art practices in China, that
attempted to negotiate the legacy of installation art within
theinstitutional system.

During the mid-90s, the importance and attention of
international curators was rising in the minds of Chinese
artists (the best exampleis Zhou Tiehai's silent film Will/We
inwhich he addresses theissue of Chinese artists waiting to
visit with foreign curators from 1996). Zhou Tiehai positions
theforeign curator in therole of a doctor performing a health
check up on the artists who are waiting in line, entering the
room one by one. In the late 90s the influence of the market
beganaffecting the art scenein Chinaandits very structure,
causing groups of artists who were active in the 80s and 90s
toresign from their activities. At the same time, the younger
generation of Shanghai-based artists began working as
exhibition organizers creating their own spaces to explore
thesenew ideas.

One of the milestones for the younger generation was the
Artfor Sale exhibitionin 1999, which took placeina shopping
mall, organized by Xu Zhen, Yang Zhenzhong, and Fel
Pingguo, among others. The format of the exhibition is so
strong that it maintains a structure that is not necessarily
preoccupied with theoretical pretense. This approach could
be seen as necessary in exhibitions like Art For Sale, where
an important part of the exhibition entailed the artists’
need to show their works and sell them, as well as in Fang
Mingzheng/Fang Mingzhu—twin exhibitions that took
place in two identical spaces, asking artists to show work in
both spaces. Thisis also true of the Dial 62761232 exhibition,
where a suitcase was circulated containing a phone to dial
afterwhich a courier would come and bring an exhibition to
you (strongly referencing Duchamp's suitcases as well as
other fluxus related projects). This kind of exhibition format
was prevalent for a long time within many of the young
artists circles, especially those based in Shanghai, where the
overarching strength of the exhibition format became more
important than the works of art in the exhibition.

Thisapproachtothecuratorialroleby artistsin Shanghaihas
itsrootsinthegenerallack of curatorsbasedin Shanghaiwho
are abletowork closely with theartists. Thisself-organized/
determined curatorial work became very important for the



scene as many of the museums rarely curated exhibitions
that included local artists, or gave exposure only to a very
small group of local artists. The collective strategiesthat are
presentin the Shanghaiart scene in many ways created the
verynature of that scene, guiding the way that scenehasand
continues to operate. The emerging and established artists
work around and through the ShanghART Gallery, which
has been a major force in the promotion of Shanghai-based
artistsfor over adecadenow. Inthe museum world, one of the
rareinstitutionsthathadmaintained very goodrelationships
with the contemporary artistic community in Shanghai was
Duolun MoMA, but they have since lost this quality after a
change in their curatorial team and directorship in 2007.

Since around 2005 those of usrooted here in Shanghai have
witnessed the opening of several private museums, such as
the Shanghai MoCA and Zendai MoMA, but they never really
managed to establish the same type of relations with the
local scene. Rather these venues are mostly hosts to foreign
projectsthatprovide their own funding, which alsoraisesthe
question of whether or not we even need curators in these
museums at all.

It should also be noted that the boom of contemporary
Chinese art hasno doubt influenced the Shanghai art scene
as well. Although far from the commercial center that is
Beijing, there was still a lingering feeling of exhaustion in
artistic productionafter the bubble of attentionburst.During
the last 10 years or so, most of the artists were very much
consumed in over production. On the other hand, there was
alsoalack of knowledge producing platforms that are crucial
for artists and cultural practitioners to continue to develop
their work. At the same time therelationship between many
of thewritersandartistsbecame devoid of anyrealexchange
of discourse, and the importance of a critical view was
overtaken by the importance of market success. A general
lack of diverse voices has created an atmosphere in which
thisisthe only value system for artists and their works.

Knowledge production is something that is not only critical
in Shanghai, however, but in the whole of China. After
drawing from the Western modernist tradition asareference
for decades, we are now living in a time of possibility
(for transition), and we must seek the different forms of
knowledge that will help to produce alocal scene that exists
above ground.But because of thelack of infrastructure there
arenoideal conditions for this transition. As Chinese society
in general is more oriented towards achievement, many
artists have a very nationalistic notion that colors the new
possible discourses in the local scenes, which, again, may
involve the dangerous tendency of creating small, isolated
circlesinstead of cultivating diverse voices.

The current Shanghai art scene is very small and has the
tendency to grow even smaller with the same voices echoing
throughout, lacking awareness of its own situation, with the
samelevelofinfrastructuraldevelopment asit hadten years
ago.

What Shanghail lacks in this moment is a platform for
knowledge production that will, in the long term, develop a
local scene that involves different forms of self-organized/
determined infrastructure, and that will provide the basic
conditions for the development of the next generation of
young artists. Shanghaineeds a platform for discussion and
debate, or at least a way in which to cultivate the awareness
of multiple voices that couldintroduce different perspectives,
pushing the dialogues further and in new directions.

In the last two years there has been a strong atmosphere of
collectivism among the younger artists through the events
they organize together. Thisrevival of collectivityisalso the
attempt by these artists to vocalize their existence and to
bring attention to themselves. These artist-initiated events
do not reveal any particular or clear intention in relation to
some supposed goal of the event, but the very outcome of
such situationsis the very sharing of that experience.

These kinds of actions convey the desire to act out in a
situation perceived as dead or dying, and they are more
of an impulsive rather than a conceptual output, they are
a sign that artists need to change their working strategy
and consider the longevity of their practice. This kind of
Impulsive action can sometimes bring about very extreme
situations. Tang Dixin, a young Shanghai-based artist, came
up with the idea to photograph the light underneath the
subway train asitruns along the tracks and jumped in front
of atrainin the subway station with his camera. Here is an
example of ayoungartist that doesnot have much interestin
the practicality of hisaction, or any sense of what it means to
be a citizen, that is, hisright and hisrole within society. Very
much detached from thereal world, he made a leap in front of
atrainand was thus thrust into the glaring eye of the nation.
Re-connecting withrealityis also one of the aspects that we
must focus on.

Thisisaproblemin generalwithin the Chinese contemporary
art scene. Questions resound, like how will you contribute
to the global scene, and what are the contemporaneity that
will be produced? This line of inquiry is directly connected
toacity like Shanghai, and the question as to whether or not
it will one day be a center for contemporary art. Just as Jia
Zhangke's title of his film says "l wish [ knew."
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interview architecture _DaanRoggeveen _ translated by @& &

urban design projects in China, and preparing its Photostory "How the City moved to Mr Sun”
second book. Roggeveen is also the Curator at the images taken from the book
Hong Kong University / Shanghai Study Centre, "How the City moved to Mr Sun
where he leads the public program. Under his by Michiel Hulshof & Daan Roggeveen

curatorship the school recently hosted the lecture
series 'Follow the Money' and the exhibitions
‘Olympic Cities' and 'The Future of the Museum'.

Impact
of Scale
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The scale of things in China is very different than
anywhereelse. Each province contains populations
large enough tobe awhole country compared to the
rest of the world. This means great diversity within
one country — eveninthe wayit grows.Intheurban
development of emerging megacities of China,
what are unique problems to certain regions and
conversely, what are some common problems that
Chinafacesas awhole?

The two most pressing urban challenges for China
as a whole are environmental issues and the
deepening gap between therich and the poor. Both
issuesarepressing because they concerneveryone.
Environmental issues, like water, food and air
quality, need to be solved to make life in Chinese
citiesbasically possible. Moreover, thereisarelated
question around transportation that every city in
China is facing. The Chinese cities are too focused
on car traffic, and not - for example like Tokyo or
Hong Kong - on subway systems.

The growing income gap within cities - but even
more between the city and the countryside for that
matter — jeopardizes the city as a collective notion,
and therefore threatens the core of its essence.
One could argue that is the advantage of
environmental problems - that it createsa common
ground of shared interestsin cities.

These new urban megacities are developed
from a place where all history is eradicated and
new structure built directly upon - how do the
inhabitants of these new cities identify to these
anonymous cities?

What you suggest is not always the case: a lot
of cities in China are pretty layered. And on the
opposite, some of them — or atleast their extensions
—aresimply greenfield developments, where the city
basically createsa'body double' next tothe existing
settlement. Wesaw thismodelin Kunming, Guiyang
and Zhengzhou to name a few.

At first sight, China's metropolises indeed
suspiciously resemble each other. Thisis theresult
of thirty years of radical policies of conformity,
followed by three decades of aggressive state
capitalism. After the ‘Soviet-urbanism'of the1950s
and 1960s, further standardization of Chinese
cities followed from 1978- now driven by ideas of
efficiency. Although cities seem to look alike, they
differ strongly. Their topography, climate, language,
food,andhistory vary fromregion toregion and city
to city.
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| 04. Mr. Sunbecame a self-made architect and landlord, creating a city from the bottomup |

Where does Chinalook to as precedents of their megacities?

Urban planners, architects and government officials in
Chinese cities all looked at Hong Kong and Singapore - two
successfulmetropolises with a similar cultural background.
Moreover,just after theopening up, these were ‘'unsuspicious’
examples to refer to — as opposed to the Western urban
examples of New York, London etc,

Butmoreimportantly, Singaporehasproventobeasuccessful
model of urban (re)-invention. The city was able to transform
itself fromaswamp to a city with one of the highest GDPs per
capitain the world within three decades.

In the past we have witnessed idealistic and utopian models
in urban planning imposed by the architects of modernism,
and history has shown that reality is somewhat different
than what was envisioned, what would you say are the most
important lessons we should learn from that?

Theideological agenda of modernism hasinlarge parts been
created in Europe and in the Soviet Union in the first half of
the 20th century. After embracing parts of this after 1949,
China has developed a very ambiguousrelationship vis a vis
modernism and utopian models. In the years after 1949, one
after another, utopianideaswereintroducedinto the country

through modernism. However, after the end of the 70's, the
ideological part of modernism vanished in China.

What we seeright now ismodernization without utopianism.
Throughoutlargepartsof theworld, the project of modernism-
thebigideatomodernize things - is still being pursued, with
a much more pragmatic agenda. This pragmatic economic
agenda basically dictates urban development. In Shanghai
for example, 20% of the land is an Economic Zone of some
sort. That means that money, much more than ideology, is
determining urban development these days.

| 05. He decides torent out the first and second floor to aninternet bar |
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Urbanismand citydevelopmenthavealwaysbeenheldtightly
in the domain of the public and government institutions and
now, especially in China, we are witnessing a process where
thereisashiftintothe domain of the commercial sector with
private investors pulling major role in new developments.
What are the narratives that inform the decision-making
from both sectors and what would you say are the major
results between these two different approaches?

Obviously, the agendas of private parties are totally
different than those of public institutions when it comes
to urban development. Whereas private investors are first
and foremost driven by return on investment, the agenda
of city governments is more political: making their city as
outstanding as possible. City governments try to do this by
attracting foreign investment, improving infrastructure,
creating impressive skylines etc.

We currently see a clear shift from the focus on concrete
infrastructuraldevelopment - roads, bridges, skylines, CBDs
- towards the 'soft side'. City governments try to distinguish
themselves through cultural and environmental programs.
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Having witnessed a rapid process of modernization, from
economic growth, transformation from rural society into
industrial and into a consumer one - regarding the current
modelsofurbandevelopmentsinChina, whatisyour personal
take of this? Are you optimistic of China's urbanization
models?

All in all, I think the process of urbanization has improved
the lives of millions of Chinese. Cities act as machines for
the emancipation of millions of people, that have better jobs
and education, houses with kitchens and bathrooms and a
better future for their child. In that sense, the urbanization
project in China is much more successful than in other
countries. However, this model doesn't only have winners.
There are a lot of people who cannot catch up with the pace

| 06.0ntherooftop, he creates an organic farmland. As he eats the fruits of his new field, helooks out over his old land, which has now turned into a golf course. |

of modernization, or are simply excluded from it — because of
the hukuou system,land grabs or other abuses,

China'slarge scale urban development plans have become a
model for other countries; Chinese architects are designing
new cities in Africa and South America. How close are
the narratives of these people to those in China and how
successfulis the Chinese modelin other countries?

We're currently working on a new research project, with
the working title 'Chinese cities in Africa’ In this two year
research, we investigate the impact of the Chinese presence
in African cities. Based on our work so far, we can say that
that impact is enormous, but that there are obviously big
differences between Chinese and the African conditions. It

CN  LRRHI

manifesto

63

is therefore very hard to implement Chinese urban models
directly into the African context. Their success rate also
differsstrongly per country. Some African countries welcome
the Chinese — and their urban models warmheartedly, others
act the opposite way.

As humans we easily get comfortable in our existing
environment and everyday habits. In your research, you
have encountered numerous examples of people whose
environment has drastically changed, can you give few
examples of thekind of resourcefulnessyouhave witnessed?

What impressed us the most is the ability of the inhabitants
of Chinese megacities to adapt to change - over and over
again. Wemet three generationsof womeninZhengzhouwho
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are exemplar of the transformations in China. Grandmother
used to work in a typical danwei where she was 'worker
number one'in a cigarette factory and even met Chairman
Mao, her daughter was the first female taxi driver in the
city, and her grand-daughter opened a bar in one of the bar
streets in the city, studied in the UK and recently married
an American guy. In Hohhot we met Buhe, who was born
in a yurt on the grasslands of Mongolia, and now studied to
become an interpreter. The example of Mr. Sun, however, is
the most striking one. Mr. Sun, a 65 year old man born in a
village, transformed from afarmer into a self-made architect
andlandlord. He built his own house, ran an internet bar and
finally became an urban citizen — all within twenty years.



| 07. In2009, the city starts to demolish the village of Mr, Sun,
replacing it for a shopping mall and residential development |

Your book ‘How the City Moved to Mr Sun'
coversalotoftheresearchregarding China's
emerging megacities. You and Michiel had
been gathering this for over a 2 year period.
To gather information from such a personal
level, how doyouturnitinto something that
can be applied to alarger scale model?

We strongly believe that journalism is a
great way to do urban research in China.
In a context that is changing so quickly
traditional techniques like mapping and
data analysis are not always accurate.

In our method of working, we construct
stories to make an argument, and we use
interviews and street reports as elements.
We use personal stories of people to explain
andillustrateabigger overarchingnarrative,
that of a society under construction.

What is your intention for the book? Do you
see yourself as an outsider looking into
China or aninsider?

Our intention was first and foremost to
understand China better. We are highly
interested in places and stories that not
have been told, and we felt that the story
about cities in central and western China -
the fastest urbanizing region on the planet
— was not satisfactorily described. Moreover
it was a great excuse to do something truly
amazing: travel China and talk to anyone
remotely interesting.

The question of the outsider is always an
intriguing one. We came across a couple of
people who made poeticremarks about this.
[ believe we're outsiders that know quite a
bit about what's going on. However, being
anoutsiderisnotnecessary adisadvantage.
When we interviewed Chengdu based
architect Liu Jiakun in 2009, he called our
work 'Lookingat Chinawithblueeyes' which
is an expression that means that outsiders
have aclear view onissues, because they're
not distracted by conventions.
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arratives

TANIA_RUIZ'S_'"ELSEWHERE"'

SLINKACHU'S _'LITTLE_PEOPLE_PROJECT'

ERWHRT=AAEH ‘NN HHAHTEHZEARR
B. B ETET BN, AR L9Mm[E A HA L 4
THEEE(IREEEFRAEERLY, FTRATEEH
FHBE, BEEREYESBNMMRERITRE.

Thisis a collection of three narrative-based projects
that intervene upon the urban public space. While
all of them may tell very different stories, each work
encourages the city dwellers to pause, to reflect not
only upon the story told but also toreflect upon their
surroundings.
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PROJECT 01

Before ie

photo courtesy of _ Civic Center
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PR RO, ERA—REREZERES, BEAMIEREZE

WOZMNHOEBFERIARE., &9, KIFNTESEKEN
FA, BEE—EFENEE LFREIE, ZIMEAFIERA
NEBEZANEESR., HE—SE€6MWE, TEANEE
HHSTECHEE, BEBX—EREFBNEE, S0
T EEAFEN—MEN, LAY REEZEERES LA

MR — IR IR,

The ‘Before [ Die' project is a global art project that invites
people to reflect on their lives and to share their personal
aspirations in a public space. Originally created by Candy
Chang on an abandoned house in her neighborhood in New
Orleans after shelost someone sheloved, the projectisabout
making a publicrecord of one's desire before one dies. Chalk
is left by the wall for passersby to fill in the wall. The wall
becomes an examination of the surrounding lives, a story
reflective of the people of that community.
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HBEENME@m M7, LERFHOFHER, AEERS
SREMBERLEBRNTE, SEEHEPUN WEE107
ESHD, BEEENEGR, BRMAREEEAFOHE. A
Mg LT—2AKE, EIEORNESMREE, FERFLIESF
BNEENHBEFEINGEE, AEEANLIEESEL
MFR, NFERISER, 258 d MTLYERE,

RENAIEERENNEBEHT, BEEXEMIIAFNEE

‘Elsewhere'is amulti-projection video artwork that occupies
Malmo C underground station. Viewers waiting upon the
platform are invited to lose themselves in the images of the
work, toimagine and to form narratives of their own as the
surroundings change. The projections act as windows to a
train and the viewer is allowed to travel across the world;
from the salt flats of Uyuni to the roads of Saigon, from the

plains of Siberia to those of Patagonia, to a Kensington Street,

to Jalpur to Kuala Lumpur, The installation is elaborated in
suchaway thatitisunlikely thataviewer onafixed schedule
will see the same image time and again.

PROJECT 02

ERW ImzZ e ‘e’
Tania Ruiz’s ‘Elsewhere

photo courtesy of artist - www.elsewhere.info
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PROJECT 03 g
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Slinkachu’s
‘Little People Project’

www.slinkachu.com
www.andipa.com

SHEMKNEDEFRMAPERILEE, L6, IKEBCET /)
NER Z9l. x& YDA REEBFHEOEDN HE" F, 1
REAREEBE FEARENDHNEEENEERENS L
HRESIEIR ARAHAXERSN “BXRE" . M)
BB, MATAMNEESTEFTREZ - EOMIBAIED, &

xE5ZP.

The work of Slinkachu's 'Little People Project' begins by
the remodeling and painting of miniature model train set
characters. These characters are then placed into a scene,
photographed, and left upon the street. The works play with
a notion of surprise as one falls upon these scenes, whilst
making the city dwellers more aware of their surroundings.
Often humorous, it belies a sense of the loneliness and
melancholy of living in a big city, where one is easily lost or
overwhelmed. This is only to be further emphasized by the
titles given to their photographs.
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Ernesto Artillo

BRRE-WRESZRE—UEERESRENZAR, AR
M JONEHIFHFm, FEAERHBERONOER, &
MIRENEE TR, EEEMNEXNTHAIK,

MiRTEWEELE, T XZFHE, MHABSE S,
HAERESHENEER. BNEEREBEEESHEMN
WU Z R m EE % . = PHTE B AU BR T 78 B oF 80 R 2+
F (Tenmag) , o, A2 E 5D&G5 Rabendag it
B aRAEEE.

Ernesto Artillo is a Madrid-based artist who creates
thought-provoking collages cutting out shapes using
scissors and paper to create imaginative worlds that
transform a typical fashion editorial.

As a child, Artillo enjoyed painting and later during
university took up advertising where he began taking
fashion photos. He now utilizes his background in
painting and photography when creating his collages.
He currently works for Tenmag, a Spanish magazine

following globaltrends. Apartfromhismagazine work, %
Ernesto often collaborates with fashion brands such 5
as Dolce & Gabbana and Rabenda. °
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writtenbylvo Toplak _ translatedby hovermoon _images:photo courtesy of Matthew Cusick
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Are Here
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2012, Inlaid maps, acrylic on panel 24 x 36 inches |

Mappingis something we are all familiar with, it isa way we see, understand
and experience our environment. From the beginning awareness of our
environment was crucial to our survival, from knowing where the water is
and how to reach it in time of need, to far more complex tasks that we are
accustomed to in today's world. As our environment gets more and more
complex so does the quantity of information we need to possess and process
inorder tofunction withinit. Our daily environmentisnolonger a village with
five streets and our level of mobility has increased significantly, the sheer
size of aregular city with the responsibilities of our everyday life requires
that we go to unknown and unfamiliar places on a daily basis. To be able to
function properly in new environments we need first to get informed about
them, starting from the spatial configuration and making connections to
things we are familiar with, to gathering additional information that will
make our process of adaptationas quick and smooth as possible. This process
Is an essential part of mapping, turning a new and unknown environment
into aknown one.

In history, map making was reserved for a select group of people, and
the process of making a map would often involve a whole expedition, it
necessitates a visit to an actual place in order to gather information about
it, which was often a dangerous and painfully slow task. The complexity
connected with making a map made them a very valuable possession, and
they were often used as an advantage in accomplishing the interests and
goals of variousindividuals.

As our technology progressed the process of making a map has changed
drastically. We no longer need to physically be at the place we are mapping.
Through satellite technology and high resolution image making from great
distances, we can be in the possession of a great amount of information that
would otherwise take yearstoaccumulate. Moreover, reproductions, updates
and access are no longer restricted to only a select group of people. The most
significant change today perhapsisthat we are allmap makers; we are given
tools that allow us to lay our own information and experiences on to the
existing one, creating our own custom maps.

In January 2005 Google launched its first version of Google Maps, a digital
version of maps that will soon change the way we perceive and interact with
our environment. With its yellow streets and light gray blocks they marked
the basic frame. At this point they were closer to traditional maps than the
fully interactive experience that we are used to now. Soon the advantage of
digital technology and internet combined with social networking and our
involvement in the virtual space, switched the experience of the map into
an interactive real time source of information about our environment and
us. Layers upon layers of information were added in order to increase the
functionality of the map, by putting all information in relation to a place, it
allows the user to select through layers of information finding only the ones
that he needs. The boundaries of the virtual and the real are now blurred as
we now have access to extralayers of virtual information as we experience
thereal.

The added layers of information also opened doors to the creative potential
of thisnewly formed virtual space. Many artists found the idea of the virtual
map asarepresentationof therealtobeintriguing and they started to explore
the vast potential of it. One of the projects that directly uses images from
Google Street view is Street Ghosts by Paolo Cirioin which the artist browses
throughimages capturedby Google's Street view camerasin search of people
who happened to be there while the process of mapping was taking place.
Theirvirtual presenceisthenprintedinrealsizeandplacedintheexact same
spotinthereal environment.
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| Matthew Cusick. The Mind Is Its Own Place, 2012, Inlaid maps, engravings, dye, ink on panel, 18 x 32 inches




| Matthew Cusick. Chasing the Dragon, 2006, Inlaid maps and acrylic on wood panel 40 x 64 inches |

Another project Street Views Patchwork by French artist
Julien Levesque takes different parts of the Google Street
view images together and are collaged to form a new
landscape that exists only in the realm of the virtual world.

Anotableexampleinusing datafrom Google maps and Street
viewisaninteractiveinterpretation of ArcadeFire'ssong"We
Used To Wait" where viewers are asked to enter thelocation of
their childhood home to create a custom version where shots
andimages of their home taken from Google Street View are
incorporated into the video. The viewer can then watch the
character in the videorun through their neighborhood.

Google Earth launched in June 2005 adding a whole new
perspective to our environment, with a click of a mouse you
could find yourself in any corner of the world. This became a
very useful and interesting tool in finding and experiencing
aformof art known as Land Art, where the scale and size of
an artwork may be hard to experience on site. A powerful
message was done by artist Santiago Sierra in Western
Sahara in 2012, on the site of a Smara refugee camp where
he carved S.O.S. into the ground. The impact lies not only in
the simplicity of the message but also in its size where the
messageis5kmlongandl.7 kmhigh.

Developmentinthe areaof mobile technology, through smart
phones, tablets and other devices allowed virtual data to be
accessed by adding an extra layer to our current physical
experience or environment. Significant progressinlocation-
based apps provides access to a specificlayer of information
that is closely linked to the user's immediate environment,
These layers can range from public transport information,
to additional cultural and historical information, to the more
personal and fun, and to marketing ploys. This field has yet
todiscoveritsfull creative potentialbutit hasalready shown
that a level of interaction can be achieved, for example the
Landlord app that turns a city into a familiar monopoly
game, or an app where you can find a pop-up restaurant, a
hidden abandoned space or even join in for your neighbor's
lunch. These apps have begun to be an integral part of our
social experience, forming the way we interact with our real
environment.

The average person now possesses a vast of amount of
information about places that we have never been and might
never go and all that information makes the world a more
familiar place. Today, oneisallowed the freedom to simply get
lost’, we can afford to be more careless, with a simple access
to theinternet, one can easily find the way back.
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Piet Hein Eek
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Boiler room cupboard |



Garden House |
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Hespottedtheminaneighboringlumberyard:oldfloorboards
from houses due for demolition. Piet Hein Eek was struck by
thebeauty of the discarded timber with the paint peeling off.
"We are used to wanting mass products that are perfectly
produced andlook exactly the same. But [ thought that there
was space for imperfection. If you make honest furniture
with natural materials and it gets old or scratched, it still
looks beautiful - its aesthetic value never diminishes.” The
Dutch designer picked the timber and reworked it into his
final exam project at Design Academy Eindhoven in 1990,
named 'Scrapwood Cupboard'. The cupboard had splits and
cracksallover, but thisdidn't seem tomatter. Onthe contrary,
it wasanintegralpart of its aesthetic as the coming through
of the paint flaking off the wood only enhanced its qualities,
giving it its ownidentity.

‘Scrapwood Cupboard' was a brave and bold statement in
a time when a slick minimalist aesthetic still ruled the
designscape, three yearsbefore the conceptual Dutch design
company Droog started pioneering new directions for the
industry. For Eek, the cupboard was an honest first attempt
on his humble mission to create beauty from waste wood. It
instantly earned him a good deal of attention and became
hissignature mark. Beautifully simple, the project retainsits
functionality while knowingly suggesting something more,
carrying a narrative meaning. It was his reaction against
society's wasteful attitude towards production and its
constant craving for the new and flawless, which were then
- and still are - prevailing doctrines in the design industry.
In Eek's eyes, the re-use of material is not fashionable but a
plainnecessityinarapidly moving world and should hence be
part of each design and every production process.

Consequently, in every new project Eek focuses on simple,
regionally available waste materials and works with
construction techniqgues that expose the creation process,
rather thanhideit. Therich patina of foregone wear-and-tear
on the wood's surface confidently celebrates the material's
previous life. This is also evident in another early work, his
self-initiated 'Doors Project'. Fascinated and intrigued by
the many stories old discarded doors and windows can tell,
Eek had been collecting various samples at every given
opportunity over a number of years and reworked them
into a series of cabinets that are one-offs by nature, with
thefound parts always acting as the centerpiece. The series
culminated in Eek's first solo exhibition at the renowned
Stedelijk Museumin Amsterdamin 1996.

Following the success of the 'Doors Project’ Eek transformed
some of the bigger doors and windows that he had gathered
into garden houses. The exterior and interior were based
upon their chosen purpose, such as a classic tearoom
garden house or a simple tar working garden shed. As the
forerunning project the cottages resulted in an exhibition
at the Groninger Museum in North Holland in 1998. The show
illustrated Eek's design approach in a more architectural
way and subsequently interior furnishings andarchitectural
projects started being commissioned.

| Tubes Chairno.l |

Just like the 'Doors Project' developed into the ‘Garden House
Project' and more recently into the '‘Beam Project’, for which
he bought an enormous amount of beams and converted
themintomonumental furniture pieces, alogical progression
of 'Scrapwood Cupboard' saw the gradual introduction of
varioussizesandpiecesof furnitureintoafullrangefurniture
collection, named 'Waste Material Project’ which became
a bestseller to date. In any of Eek's designs the material
remainsthe mostimportant element. The motivation behind
his choice torecycleisnot to save on labour time but to craft
seemingly worthless materials with tremendous care and
attention, using every little piece, avoiding waste, and by
doing soadding value and meaning to each piece of furniture.

Also in his custom work, regardless of scale, the narrative
of the material meets the right context; the latter arriving
with the individual client's request together with the site
and conditions. This melange inspires Eek to create a unique
anecdoteinto a tailor-made design celebrating the everyday.
An example par excellence is the commission by a company
director, who asked Eek to design a new filing cabinet to
archivethepaperworkinhisoffice. Theresulthadafunctional,
slightly anonymous and typical office appearance built in
steel. The twist however was Eek's rather tongue-in-cheek
use of an old office door with the words 'Assistant Manager'
still inscribed, functioning as one of the two cabinet doors.
A unique one-off toned down for everyday use, not taking
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| Doors project _ cabinet |

itself too serious - typicalfor Eek and Dutch Design's austere
Calvinist approach and dry humor.

It comes as little surprise that - after Cok de Rooy, owner of
design store The Frozen Fountain in Amsterdam and Eek's
supporter from early on - the first international dealer who
discovered Piet Hein Eek's work to be presented outside
the Netherlands and Europe was Masaki Yokokawa, owner
of the design gallery Cibone in Tokyo, in 2004. Japan has
a long tradition of sophisticated craftsmanship and love
and appreciation for nature. An example is wabi-sabi, a
nature-based and traditional Japanese aesthetic and way
of life that centers around the acceptance of transience
and imperfection: wabi connotes a Thoreau-like, rustic
simplicity, and sabiimplies a beauty or serenity that comes
with age, when the life of an object and its impermanence
are evidenced by its natural patina and wear, or any visible

repairs. Against this background, Eek's design approach fell
on fertile ground. Only within a year later Eek held his very
first presentation in Milan, during the furniture fair, with
renowned Rossana Orlandi.

Around that time, exploring the idea of ‘'welding' flat ceramic
parts together with visible seams, Eek's famed flat clay
sheet ceramics collection - jugs, vases, bowls and tableware

- emerged: Wet clay being rolled into thin slabs and placed in
theright shape on the cardboard. Along with the cardboard
itisthencurved by hand and the ends of the clay are pressed
together. This way each part of the tableware has a light and
uniqueappearanceand the constructionbecomesornamental.
Itdemonstrates how instinctively Eek is always opting for the
simplest possible and most integer solution, which results in
simple, everyday, almost archetypal and familiar forms.



| Large Scrapwood chair |
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Althoughformisof secondary thought for him, Eek's designs
possess a timeless aesthetic that is characterized by the
honest exposure of its construction - from ceramics to
large-scale projects — arecurrent trait in all of his work. His
unpretentious approach and profound love and respect for
readily available, often discarded materials may distract
from the fact that he truly is a designer with an eye for
detail, reduction and precision. He gained all his valuable
knowledge simply through experience over time, through
working and making excessively, producing countless
designs and commissions for more than twenty years. In
this way he became a master of his own work coupled with
an entrepreneurial manufacturing mentality and rigor. As
design historian Renny Ramakers, co-founder of Droog
describes him: 'Perfection and imperfection are not entirely
separate domains. It sounds paradoxical, but striving after
imperfection is only of interest if done with the greatest
possible perfection!
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First Electrical Ludwig Lobmeyr

Inhisletter dated 1885 Rudolph Habsburg writes to this brother-in-law Prince Philipp of Coburgregarding the 50th birthday of
the Belgian King:

"Dear Philipp, [have gone into some trouble regarding the gift for the 50th birthday of our
father-in-law, and have come to the conclusion that beautiful objects of glass from the
Lobmeyr factory would be most suitable. They are an Austrian speciality and represent
the best that our industry produces..."



| Haerdtl Oswald Haerdtl |
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The exact place and date of when glass production
first began is uncertain. However, the furthest
history of the material traces back to 3500 BCE
Mesopotamia and that perhapsis when one can say
man's fascination with glass first began. A luxury
material for a fair period, the technique of melting
quartztoformintoshapeswasslow and carefuland
with theresulting transparency and shine, it played
with properties often found in diamonds and rock
crystals which led toits appeal.

Fast forward over five millennia of development
and glass making skills can now be found in any
and all partsof the world, a ubiquitous material that
makes our windows, our drinking glasses, our jam
jars. It may no longer be a material that we pay too
much attention to, and in fact may even take a bit

for g

cranted. However, to one family, their passion
for glassremainsasenduring aswhen they started

over 180 years ago

Lobmeyrbeganinl823whenJosef Lobmeyr, anative
Austrianbornintothefamilyglasscuttingtrade, first
opened a small glassware shop in Weihburggasse,
Vienna. The shop began by selling exquisite works
produced by the most important Bohemian glass
manufacturers of the day. The immediate success
of the shop led to the opening of a larger one in
Kdrntnerstaflewithinthenextyear Theyremained
there until 1895 before finally moving (still on the
same street) to their present, now-historic location
at Karntnerstafie 26. Upon Josef Lobmeyr's death
in 1855, succession was passed to his sons Josef
Jr.and Ludwig. The business grew and they began
exportingtoother partsof Europe, Americaandthe
near East. At the turn of the century the youngest
nephew of Ludwig Lobmeyr, Stefan Rath, took over
thefirmandsincethenlLobmeyrhasbeenunder the
responsible directorship of the Rath family.

Now in its sixth generation, Lobmeyr today is run
by the current generation of Rath family Directors,
cousins Leonid, Andreas and Johannes Rath and
the firm's success lies not only in a genuine love of
glass but also their passion to constantly push for
itsrelevant contemporary interpretation.

One senses an undeniable pride within the
family of their products and an intimacy with the
material when they start describing glass and their
production with words like ‘'magic’, 'lovingly' and
‘miracle. Fully aware of their own traditions, they
are quick torecount talesabout how their founding
father LudwigLobmeyrhad beenhonoured with the

title of "Purveyor to the Imperial and Royal Court,”
or how the family in cooperation with Thomas A.

Edison introduced the first electric chandelier in
1883 orhow OswaldHaerdtl's spherical candy dishes
were awarded the Grand Prix of the International
Jury at the "Art Deco” exhibition in Parisin 1925

The stories of Lobmeyr may be full and many but
Lobmeyr is not sentimental — the traditional is not
kept simply because it is how it has always been. In
an interview with Johannes and Leonid Rath, they
mention that 'it only makes sense to keep what is
neededtoday.' Indeeditisprobably their opennessto
pushing areinterpretation of their classic products
tosomething thatfit the context of the present that
explainstheirlongevity within thisniched field. We
arereminded of how innovation and practicality are
both longstanding characteristics of this family
business when told that Lobmeyr was the first to
use electric light for chandeliers simply because 'it
made sense!

For such delicate products, functionality may seem
contradictory to the material. However, Lobmeyr
glass is made to be used. The '‘Alpha’ set, inspired
by a copper beaker from the Middle Ages, was very
much a product of the 1950s. A time when young
families in the postwar period were just setting up
theirhomesagain both the deliberate shape that fit
snugly to the hand and its stackability supplied the
need then for products that would be both elegant
and practical.

The input of external designers has always formed
abigpartof Lobmeyr'sdevelopment.Inthelate19th
century, there was Theophil Hansen, a prominent
architect of the "Ringstrafien Period", who had
been a kind of artistic advisor to Ludwig Lobmeyr.
Then, in the early 20th century, Joseph Hoffmann
worked onamuslindrinking glass set together with
other members of the Wiener Werkstatte. Muslin
glass named after the finely woven French fabric
‘muslin'is a crystal blown to a thickness of only 0.7
-1.I mm. Thisrequires years of experience to make.
Stunningly precise, muslin glass appears delicate,
butisremarkablyresilient due toitsinner elasticity
and formal construction. In 1931, the drinking set
no.248 was designed by the architect Adolf Loos.
Ahead of its time with a clear, uncompromising
conceptof form, the set anticipated the shape of the
modern drinking glass design and is considered a
classic since. As Josef Hoffmann said in 1901, "..we
should always avoid the pompous and continually
strive towards a better material and a more
accomplished construction, After allour life, insofar
asitcanbetakenseriously, obtainsdignity through
simplicity, honesty and purity.”

Today, Lobmeyr continues to test and research
glass and their designs rigorously. Requests from
designers who would like to work with them are
plentiful and even as they screen the design world
for matching partners, a trial isrequired to assess
whether the project can evolve or not.



| Bohemian Glass Arm 'Musseline’, Stefan Rath
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Serie 'B' by Josef Hoffmann |

The collaboration begins by asking what the designer thinks is a piece that is missing
within the Lobmeyr collection and then what they personally would love to own and use;
this requires the designer to gather a knowledge of Lobmeyr's collection and what their
workshop can achieve, ensuring that the product is framed within the contexts of both
Lobmeyr and the designer. Rough sketches begin with the designer's thoughts and ideas.
[he actual product design seldom beginsuntila productideais evolved and countless donot
make it past the trial period. For approved ideas, samples are first made using plastic or 3D
print. Following, the translation from design to glassrequires much experience and is more
complicated than oneimagines. Details and construction affect all the properties of crystal
fromits opticalillusion toits shine andreflectiveness.

Leonid Rath tellsthe story of a big discussion between his grandfather and Adolf Loosin the
1930sregarding the construction of cylindrical glasses. Properties of crystal dictate that if
trying to achieve thelook of a perfect sphere, in actual fact, it must not be made as an exact
sphere, Or in the case of this story, to construct tumblers that looked cylindrical, it should
not actually be a perfect cylinder tolook like one, or they would look as if it was converging
at the top. Despite the long and complicated discussions, his grandfather refused to create
thesetasperfect cylindersand Looswasupset. However, a design was finally made and the
set hasbecome one of Lobmeyr's bestsellers today. The tumblers are still not made exactly
cylindrical, but of course you can be assured that they look perfectly cylindrical. Amusing
asthestory may be, the desire of the family to keep the Lobmeyr's spirit and their stubborn

streak show a drive for perfection.
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This story continues till today as they continue to seek
only the designers that are able to understand the spirit of
Lobmeyr. Some of the designers that Lobmeyr work with
today include Ted Muehling, Sebastian Menschhorn, Max
Lamb, Michael Anastassiades, Mark Braun, POLKA, and
Claesson-Koivisto-Rune among others.

In2006, Austriandesignoffice POLK A designed Josephine'for
Lobmeyr, with the intention to develop an object that would
refine the everyday ritual The drinking glass, inverted, sits
atop the carafelike a cork. The classic base, a feature of both

the carafe and glass emphasizes an elegance that continues
the formal tradition of Lobmeyr. Not only beautiful, the
form though simple has also been precisely calculated to
be practical. The curve of the carafe allows for an easy grip
and its hand-polished rim ensures no spillage. Any water
remainingin the cup when inverted upon the carafereturns
all the water toits original container.



inate them for

Murray |

| Metropolitan Hans Harald Rath




interview design:Jason Miller _

translated by 5515/ & Colin Sze_images: photo courtesy of Jason Miller

Jason Miller

| Endless |

Jason Miller Studio was founded in 200l. Jason's
designs often draw on everyday aspects of
contemporary American culture to create objects
that are sometimes as much conceptual art as
they are contemporary design. He has exhibited

internationally including solo shows in Tokyo, Milan,

Istanbul, New York, Miami, Los Angeles and Toronto
and has work in the permanent collections of the
Museum of Arts and Design, the Corning Museum of
Glass and the Brooklyn Museum. As a complement to
his studio, Jason founded Roll & Hill, a contemporary
lighting company producing work by a select group of
designers. Jason is the Creative Director and CEO. He
lives and works in Brooklyn, New York,

CN LRRHI

manifesto

101

| Seconds
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What direction do you think design in America
takes today? What story is American design trying
totellus and how does your story fit into this?

[ have always believed that American design
has a lot in common with Scandinavian design.
Aesthetically, there are some big differences,
however they share theidea of comfort,bothmental
comfort and physical comfort. I think this is the
strength of American design.

You started Roll & Hill, a company to present a
uniquely American perspective to the lighting
market. You mentioned that it came about to fill a
voidinthe American design market, to create amid-
size design company between the mass-marketed
items (like Target and Ikea) and exclusive niche
markets targeting the super-rich. Why take on this
impossible task? What do you see as Roll & Hill's
mainrolein the field of American design?

[ don't see this as an impossible task. In fact, I
think just the opposite. There are no other lighting
companies that are producing contemporary
lighting design for the American market. The
consumer designis there.

| Odds &Ends |

Thereisalsooftenastrongnarrative quality to your
works, such as with your ‘Daydreams’' mirror or the
‘IwasHere'table - do yousee clear narratives during
the conception of your work or is this something
you are aware of only after? What are some larger
ideas of living or specific frameworks that you find
yourself more interested in working with?

[ am definitely aware of the narratives while [ am
creating projects like "Daydreams," however, the
narratives often expand beyond my original ideas
as the project grows.Ilike when that happens.

Quite a few of your works like Dusty, Duct Tape and
Seconds uses the idea of reinterpreting abandoned
itemsorreworkingbroken objectsusuallyrelegated
to the attic. These objects are allowed a second life
as a design object. What about this way of working
or reworking of an old piece interests you?

These pleces mostly stem from a project I did a few
years back called "Ok As Is.” The basic idea was
to explore the spaces in our houses that we use
ourselves, but don't show to guest, for example the
basement or garage. The idea was to celebrate the
items found in these spaces.

Humor is inherent in your work - some are quite
hidden like the "Odds and Ends" light series
where you've named them Teardrop, Rainbow and
especially Aquafresh because of its resemblance
to toothpaste. What's your favourite little ‘joke’

amongst your work? How do they play out in your
concepts?

[think Aquafresh might be my favorite little joke. [
also did aninstallation of "Odds & Ends” where two
Teardrops weremounted together tip to tip. I called it
"Kissing Teardrops." Thereis no need to take things
too seriously.
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CH24 | THE WISHBONE CHAIR

DESIGN: HANS J. WEGNER, 1949
“Master of the Chair”: that is how Danish furniture designer
Hans J. Wegner is known all over the world. The CH24,

popularly known as the Wishbone chair, exemplifies this

with excellence. Created from pure natural materials, it [q Ca rI H a n Se n & S@ n

is a brilliant example of Danish cabinetmaking traditions
represented for generations by Carl Hansen & Sgn. PASSIONATE CRAFTSMANSHIP
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Hiraki Sawa was born in Ishikawa, Japan in 1977 and is 3 14\Zaur%—m%iﬁ¢ﬁéu ROERPBEITFE 58RI —L ERBOME—HERZR, SHENRAREERTL2NER
currently based inLondon. Hereceived hismaster's degreein 2 D/EX, REQBRETFROERN 212", IXEBERSHEN  OHTE7 - LeEEEENEs, TEE2EENESE. 2
sculpturein2003fromthe Slade School of Fine Art, University g BHEREN., e AEOEMNR—FREWMz BESHICIZ, AR AEE R RERT AT TF \UTT MEBCEBEMA—FENEER
College in London. Currently showing at New York Gallery, 0 ﬁﬁu*‘**%%{’ﬁﬁlﬁ I8 BB L )48 451 B IR 2 BT, R, TEH, FEY - XEERNEHIES D
he had recent solo exhibitions at Shiseido Gallery in Tokyo, ; EREAE,

I

Japan and Kresge Art Museum, Michigan State University in BAWMEXEER[EEHLNRY, EE, MzBE L2 RN, e
East Lansing, MIUSA, B, inExh, Bt ANEIH 7R, sl — M B AT

Hok— AMIEEERBIQSEBUWEN. FEENHLSEREXEABCH
NE, X ES /m%ﬂ?%mizﬁxi F. B REEIRE, &
=l

[ BE, REBF TN, AlFELSHAD, XEEMAIE

Working primarily with video and sound installations, Sawa's ERBMBHRIENEDNICILEX, MNTEERNED ZETFIRATLL RFRARNEERT D RECHERISASHR—NEMNKE,
grainy black and white videos feel deeply personal. Using his BT u% IE—BREH, IRREEIU—MANILXOERED, H - TR FREERRS?

home asbackdrop andinspiration hisroomsare transformed FRUTmEEREZALA MELFTRNFTEBTREBFEEL KL,

by swarms of modelairplanesflying or camelstraversing the KE R RE——TC \]%FEE7HD]/. NERRETZE HEENIHEREES kK ;‘:LT/L a, FOHEN g AT ME
landscape of his bathroom sink. His body of work is at once FOERM, Xtb— , B IS MRAR %%* NEFEB=
meditative, mesmerizing and comical, edging towards the /J\E’M’Euu‘:F'ﬁT/'\ﬁFHT% EER, BIREBHGHREDBIEZN—R T FHEMA— %@ — MK 1%; HE—NEREAFBME,
surreal.. B, AMIEZAFESRXERETE, BETENSEFRMBINSED— MTFHMECSAIEC T,

EQE*E’JEL@I, MARNMABE —RERZGERELXNET, B A(]
SrEECEIENERRZGE KOG, HEMBRXHMEER BB A ESRAOFRZ MR KR
!ZD@#EE’J ? ZERFEH (RO E ) N KR K K,

| Video still, Lineament, 2012, courtesy of the artist, Copyright Hiraki Sawa 2013 |

EI, 1977TFETRERGN, BRIEEECH. 2003F AT
CHRZHRBERZE R, WEMTZMU. EHEXERL KR
RN BAEZER MEEEFRMIAFHN BEHSEAR
BYIE 204 R, BAFmERE ‘“AYER Bt

MBEURIESZEE, SIFLEERFBNBENEAZEG, F
ARFRTERRNDABRE. FAFRIRBEMER, A
BEEKH T &ME ET%E’J?E@,tbﬂﬂ@im"ﬁﬁg%m%‘cm
BN AEPEEFRGAEE - BEMNFR, (REZANT
mES, MARS, FEESRSWELZE -

01. As you once mentioned in another interview, there is
a lot in your work that is about your fantasies as a child,
taken from the imagination and "memory". Fantasies and
imaginations arerestrained by neither time nor logic. Tell us
a bit about your use of your own memories and why do you
choose video installations as the medium to narrate these
fantasies?

I'mnotsurelusemyownmemories-atleastit'snotaconscious
thing. Stuff comes out, visualimagination, images come out,
like a storyteller telling a story. This obviously does all come
frommy experiences and thoughts and subconscious. Allmy
work comes out throughmy own experiences and memories.
Video installation is good because you can really create an
experience. If [ think a work needs this kind of immersive,
visual experience, thenluse video installation. Other works
callfor a single-channel mode of presentation. Installations,
projections, monitors - they all explore or work with time in
adifferent way.




| Video still, Lineament, 2012, courtesy of the artist, Copyright Hiraki Sawa 2013 |

In quite a few of your works, youmake use of multi-
channel videos. Each screen seems like a fragment
of anidea. Thereisaspatialaspect where onehasto
walk around these screens experiencing a physical
journey within the work which in turn deforms the
linear aspect of watching avideo frombeginning to
end, as one has to shift their attention between one
video to the next and back. At which point does the
concept of installation occur in the progress of the
work?

From the beginning of a piece, when I start making
something, I'm making it with how I want to show
itinmind - I'm either working on a single-channel
work or amulti-channelinstallation. For Lineament
for example, [ knew from the beginning [ wanted it
to be a two-channel projection work. The way of
working is completely different - linear or spatial
and fragmented.

It is a common human response to try to make
sense out of things that are surreal or illogical by
attempting to create stories out of these situations.
Your work has a surrealist quality to it, where
planes fly around the house and rocking horses
roam the sink, do you usually start your work with
a clear idea of a narrative or is this something that
you are not too concerned about?

[ prefer to let the work go - to see what happens
when I'm making it, rather than having a clear idea
of whatI'mdoingor tryingtosayfromthebeginning.
[ start with a character, a symbol, an idea and let it
walk around.

Arethere particular stories thatinform your work?

Kobo Abe'sRuined Mapisanimportant story to me
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text provided by the artist _ translated by Colin Sze _images: Jonathan Minster, courtesy of Jeremy Hutchison
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| Cheese Grater |

In May 2010, I read an article about the Foxconn
factory in Shenzhen. Consumer hunger for iPads
had reached such dizzying heights that life on the
Chinese assembly line had become devastating.
Workers were throwing themselves off theroof. One
worker told the Southern Weekend newspaper that
'sometimes he would deliberately drop something on
the ground sothat he could have afew seconds of rest
while picking it up!

This caught my attention: an intentional error
is an oxymoron. Which is also what makes it a
fundamentally human act. [ wanted to know what
wouldhappenifltook thisfurther,and commissioned
nonsense into the smooth logic of a hyper-efficient
globalised machine. What if we lived in a world
where factory workers claimed authorship over their
creations? What if their task was to produce endless
flaws, rather than endlessreplicas?

| Mole Skin |




Chair |

W U S W, CEeTe Bhon, Age T8, 2007 &1 218 W

Fiepiy-To: sagRchitahwown com
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Daar Jaramy

Thank you for your guicky reply. I'm giad 1o te ol mat you @re sahshed with Me dasiroyed chair
The warker wha destrogsed e char 13 Lee Mg in Chenass mams whsn | cld lim poa need 1o
mnka ermrs on the ol he wak purded just Bue me when | was told By vou And | Bransfened your
msaning to him,ha skl cant understand you,bid ha sasd i really no person ke you to conocern
tha workers, lika you sad workars have many consbraints in production and slso f busy maonth
coming, sometmes they work in exira working ime Anywayhe asked me to say thank you' ic

you arel he was happy and sivoyed e process

And you kndw hia chaw i strong encugh, frst tme he wanl to destroy i by & blg stone but faded
than he use & cutting machine The fealing is grea he sad after he cut the chair piece o placa

¥iou mre really @ etrange man but d's intereting 1o coopsrate with you
Wailing Tor your reply soon!

Bes! washeas

Ella 1ipg

Shirsown Intermatonal o, Limited

Add Mo B8 Zygnghua Rd. Hangzhou Zhejiang, China
E-mail gla@shneshowown.com

Wabsile. hiip tewa chngshowosn, conm

cll

o1sejluBW

[HH4T NO

manifesto  on LrRRHI

13

1

——

Starred ‘3:?
Sent Mail
Drafts (12)

Bible
Bicycles
Board Games
Clothes Hanger
Coathanger
Comb
Cowboy Hat
Dustpan / brush
Foil Container
Football
Hairbrush
Ladder
Lingerie
Mailout (17)
Pencil

Pipe

Ruler

Screws
Shoes

Spade
Sunglasses
Teapot
Teaset
Toothbrush

Comb |

=4 manoj choudhary tt show details Apr 26 C@ 4, Reply

Dear Jeremy
Find attached the invoice and details you asked for..................

coming to your order it was really difficult initially everyone
thought i have gone mad or i have miss read your enguiry.as
everyone in the world strives to improve not to create error

that too knowingly but when all my workers saw it themselves
they were really surprized but didnt had any idea how to create it
as your requirement was IMPOSSIBLE TO USE,

so i sat with the worker who cuts manually the wood and asked
him give the shape as he does normally then i took the piece and
gave it the workers to gives the final polishing

and all and finally the IMPOSSIBLE TO USE COMB WAS
CREATED FOR YQOU.everyone was astonished and all were
happy to see the product in the end it was an amazing
experience

for everyone involved and we have also named it "IMPICO" .

i m sorry to say that i cant send you pictures due to
some technical reasons as all the members involved had
reservations and i cant go against them .

hope you will understand sir.

Regards

Manoj

v
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Guillotining Machines

Free downloadable brochure here.
Start with Watkiss: the UK experts.

www.watkiss.com

Strapping machines
Semi-automatc from £575.00
Demonstrations Available
www.packaginggb.co.uk/acatal

Shrink Wrap Machines
Shrink wrapping systems from
Yorkshire Packaging
WWW.YPS.co.Uk

More about...

Eactory Outlet »
Printing India »

Car Factory »
Factory Automation »

About these links
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writtenby John Vincent Aranda _ translated by Colin Sze

The Art of
Collage

SONYA _RUMYANTSEV

AGNES_M™MONT GOMER

AN_EVOLVING_FORM_OF_STORYTELLING

| Sonya Rumyantseva
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While there is a complex beauty in the more
abstract-leaning works of the first wave of Fine
Art collagists from the 20th century who used the
medium to express a visual cacophony of ideas, the
new generation of artiststheyhaveinfluenced, who
have a greater arsenal of techniques and resources
at their disposal, arenow experimenting more with
the medium's function as a storytelling device.
These contemporary collagists have also created a
light at the end of the tunnel for a medium that had
previously beendisregarded by some asalesserart
form, one that had more to do with novelty, kitsch
and absurdity, rather than its ability to tell stories
and capture social commentary. It has allowed a
new audiencetonot only seethemedium'snarrative
potential, but one with the unique capacity to
explore our shared visual history on a global scale,
paying homage to the work of others while often
telling a story that's elaborately different from the
usedimagery's original intention or purpose.

At its inception, artists using collage tended
to create more abstract works, focusing on
experimenting with shapes, color and text, while
primarily using the techniques of cutting, ripping
and pasting. Cubist artists used collage as a
method to add texture and depth to their work
by incorporating newsprint and graphic forms to
paintings; while the Dadaists used the medium
to reflect their ideas on using nonsense and
irrationalityinartasareactiontothepoliticalchaos
of the times, effectively telling the story of their
era by reacting to it through their work. The Pop
Art movement then took the Dadaist notion that
"anything can be art" one step further, adapting
collage'sideas onre-appropriation and subversion
through a variety of additional mediums, such as
Assemblage and Painting, magnifying the graphic
beauty inherent in Pop culture media in order to
make an argument to the Fine Art world, that the
imagery and graphic design from popular culture
had artistic merit, while depicting the story of the
increasing materialism and commercialization of
the world at the time.

Interestingly enough, it was the recording
industry's influence that began to encourage
collage artists, who were increasingly employed
in the 1960's and 70's to create album sleeve
artwork, to go beyond the abstract and really
begin exploring the narrative potential of the
medium, while increasing its popularity as an art
form. Peter Blake's iconic cover for The Beatle's
“Sgt. Pepper's Lonely Hearts Club Band" is a great
example of how collage-based album artwork
aimedtorepresent boththemoodandnarrative of a
collection of songs, while dispelling the notion on a
high-profile scale that the medium was technically
“easy" or '"random,” proving that collage artists'
craft compositions as intensely as artists of any
other medium. It additionally had the unique and
difficult task of taking imagery from disparate
sources and time periodsto create a cohesive whole
that in this context, gave consumers animmediate
visual indication of the album's musical content.
Album artwork was pivotalin the history of collage
as it sustained the visibility of the medium and
influenced a new generation of artists, who would
eventually utilize the forthcoming advances in
technology toreinvigorate the medium.

The new wave of artists currently practicing
collage can be attributed to a number of factors:
the internet has created increased accessibility
to both sourcing and purchasing vintage and
rare publications, in addition to the construction
of digital archives available to the public, which
has allowed artists to explore and investigate
an innumerable amount of images that had
previously been much more difficult to gain access
to. Additionally, digital photography and the rapid
generation, disposability and accumulation of
imagery in this modern age has caused artists to
react by investigating the past, with collage being
a way to salvage imagery that would potentially
otherwisegoforgottenandunseen,allowing artists
the opportunity tonot only use thisimagerytotella
greater variety of stories but to also pay homage to
society's visual history using the new techniques
that digital technology has made possible.

| ValeroDoval |
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A notable example of the sea of change in the
medium that occurred during the Internet
age is "Pool Party," by American artist Agnes
Montgomery, which was created for the cover of the
band PandaBear's album "Person Pitch," an album
which interestingly uses the aural equivalent of
collaging, through the techniques of sampling
and looping. Using the songs as inspiration,
Montgomery visually expresses the album's
variety of musical influences, by subverting a
photo of a children's pool party, littering objects
and animals from around the world to create the
sense of a global bohemian gathering, creating
a whimsical and humorous narrative that is
beautifully representative of Panda Bear's album
and symbolic of how digital technology has allowed
people increased accessibility to other cultures
and one another, Agnes Montgomery's work also
typifies the modern method of composing collages
by hand, scanning the work and presenting
the collages as prints, similar to the method of
photographic scanning and printing, which she
employs in exhibitions of her personal work, and is
a great example of the combination of tactile and
digital techniques that is widely used today.

Another great example of how the medium
can be used to tell the story of the time period
they were created in is the work of Indian artist
Nanden Ghiya, who, using a fascinating mix of
photography, painting and assemblage, combined
in a collage of techniques to mimic the pixelation
caused by digital errors, essentially finds beauty
in the mistakes caused by modern technology.
Ghiya's "DeFacebook" series explores her cultural
heritage, using creatively altered vintage Indian
portrait photography to simultaneously comment
and tell the story of how the digitization of media
has affected both our connection to our past and
our sense of identity. Ghiya further explains the
effect of modern technology on artists and how it
encourages creativity on her personal blog: "This
technological potential has creative consequences.
It changes our sense of what it means to make. It
results in work that feels like play, work that turns

old into new, elevates the banal. Work that has a
past but feels absolutely present. We want to give
thiswork anew status. Things willbe different from
hereon." Abold artistic statement that exemplifies
how the current generation of artists using collage
aim to use the medium to tell stories and comment
on the current state of the world.

It should be acknowledged that digital techniques
has been somewhat controversial within the
medium of collage as one of the qualities that
attracted many artists and admirers to the genre
was the physical and rough quality produced by
the classic cut and paste method of creating work,
whereas digital collagists tend to produce work
that is more precise, clean and print-based, rather
than the unique one-offs that are the products of
hand-composed work. However, working digitally
should be seen as an additional technique to the
medium that allows artists to create a different
style of work, rather than one that is better or
worse than physically cutting and pasting. Digital
techniques have allowed collage artists a greater
range of control over manipulating imagery, most
notably allowing the ability to control the size and
proportion of elementsinrelation to one another and
the freedom toimprove and experiment with color.

The work of French artist, Julien Pacaud, is a great
example of how these techniques can be used
to create pristine compositions. By combining
precise digital cuts and the subtle blending and
softening of edges and layers to help viewers
to focus on a collage's narrative, it eliminates
any visual distractions that the physical act of
cutting and pasting would have created. Pacaud's
work also incorporates a mixture of black & white
photography and geometric shapes with elements of
natureandspacetocreate surreal compositions that
canbeseenasnarratives exploring therelationship
between humans and the world around them.
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While Pacaud's digital work still retains a semblance to the general compositional feel
of cut and paste collages, there are also a number of artists that fully embrace digital
techniques, creating work that would otherwise be impossible to create physically by
hand. The work of Australian artist, Tchmo, is a great example of this, employing digital
techniques to layer imagery and manipulate color, resulting in works that construct a
dream-like psychedelic environment exploring identity and perception. Tchmo's work
suggestively creates mysterious narratives that cause the viewer to contemplate the
mindset of the featured figures in playful and romantic compositions, using techniques
that could only have been donein the digitalage Rather than creating pristine and "clean”
looking imagery like Pacaud, Tchmo takes advantage of digital filters to reintroduce a
variety of textures to his compositions that harkens back to the grittier visual style of
cut and paste collages and screen printing,.

Digitaltechnology hasnot only affected the techniques, content and narrative capabilities
of collage, but has also increased the venues that artists can use to release and bring
exposure to their own work. For example, a quick search for “Collage'" on creative social
media sites like Flickr, yields a huge number of artists working in the medium. Modern
technology has also allowed artists a greater variety of methods to gather imagery that
would have potentially been forgotten: in addition to digital archives and the increased
ability toobtainand purchase vintage publications, thereisalsoan assortment of resource
groups dedicated to compiling copyright-free imagery to be re-appropriated in collages,
whichisindicative of aninteresting communalaspect that socialmedia has created within
the arts community on the internet and also how the medium could be seen as a shared
exploration of the world's visual history.

Collage also allows artists to take on a number of roles which is often unacknowledged
with the genre: such as curator (through the selection and filtering of imagery), sculptor
(working with the tactile element of paper and the method of cutting, ripping and gluing
to create new shapes and forms) and painter (from arranging and composing color to
physically applying paint/digitally altering color). These are all roles that enable collages
to tell a multitude of stories, from the abstract to the political. While artists in the past
werelimited towhat they could obtainlocally and the quality of those found materials, the
techniquesintroduced by modern technology and the ever expanding abundance of image
resources have created a truly endless amount of storytelling possibilities and visual
styles to explore, further contributing to the harmonious collision of media, technique
and history capable through collage.

He will go fill himself ;vith winé
And fall down drunk,

Overcome by the magic of his own charms.

Su Tung Po’ translated by Kenneth Rexroth
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A walk in the country

article written by Arthur Solway _ translated by 5K1Z/

The spring wind raises fine dust from the road.
Everybody is out, enjoying the new leaves.
Strollers are drinking in the inns along the way.
Cart wheels roll over the young grass.

The whole town has gone to the suburbs.
Children scamper everywhere and shout to the skies.
Songs and drum beats scare the hills

And make the leaves tremble on the trees.
Picnic baskets and jugs litter the fields

And put the crows and kites to flight.

Who is that fellow who has gathered a crowd?
He says he is a Taoist monk.

He is selling charms to the passerby.

He shouts, waves his hands, rolls his eyes.
“If you raise silk, these will

Grow cocoons as big as pitchers.

If you raise stock, these will

Make the sheep as big as elks.”

Nobody believes him.

It is the spirit of spring in him they are buying.

As soon as he has enough money

He will go fill himself with wine

And fall down drunk,

Overcome by the magic of his own charms.

| JulienPacaud _ Ceremony; 2010 |

Su Tung Po’ translated by Kenneth Rexroth
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Thispoemcomesfromtheslender and widely known collection
100 Poems from the Chinese, a classic anthology of poems
spanning several dynasties and translated by the legendary
American poet and translator Kenneth Rexroth (1905-1982),
It is what I call an essential poem and one that [ have studied,
read andre-read now for nearly thirty years.

WhenlIsay 'essential' [ mean how there are certain poems we
come across in our lifetime—for those who read or care about
poetry and what it brings to our lives—that can transform the
way we see the world. And, in turn, how we see and understand
ourselves.

Kenneth Rexroth was a key figure in the San Francisco
literary world and associated with the Beat poets during the
1950s, which included Allen Ginsberg, Jack Kerouac, Gary
Snyder,and Lawrence Ferlinghetti, among others, andis often
referredtoasthe "Father of the Beat Generation." Rexrothlater
disassociated himself from the group feeling a closer kinship
with meditative and lyric poetry that drew from the spiritual
and especially from Asian influences. He was among the first
poets in America to translate both traditional Chinese and
Japanese poems in a serious way and published numerous
critically acclaimed collections beginning in 1955 with One
Hundred Poems from the Japanese, followed by 100 Poems
from the Chinese, andlater the Orchid Boat (1972) reprinted as
Women Poets of China. He had a particular affinity for Asian
formswithafocusontranslating womenpoetsfromChinaand
Japan. Linda Hamalian, Rexroth's biographer, has suggested
how this intense engagement 'reveals a transformation of
both heart and mind." ! His translations of eighth century
Tang Dynasty poet Tu Fu #tF are considered some of the
best renderings in the English language. Rexroth's critical
recognition for translating poems that so vividly expressed
the observations and emotions of someone from another
gender or culture is astonishing. His own poetry is some
of the finest love poetry ever written and has been called
transcendent, erotic, and mystical.

What I'love about "A Walk In The Country" are its cinematic
details, or the eye of the poem, as it pans the landscape to
construct itsnarrative—the spring wind, a dusty road, people
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strolling and drinking, the young grass, children playing, the
trembling leaves on the trees, the scattered trash of a leftover
picnic, the crows and kites—until we come to our central
character a Taoist monk hawking hismagical wares.[love the
poem's absurdity and satire. The poet Su Tung P'o was known
to have a harsh sense of humor that often caused him a lot of
trouble at times, too.

What's worth noting, too, is how the poem is spoken by a
seemingly anonymous observer, Rexroth, like many early
modernand contemporary Americanand European poets, had
long beenattractedto thestraightforwardtone and simplicity
of detail and description in Asian poetry. But Rexroth had
a unique flair for building the tension and release of his
translations. All translation—and particularly with poetry—
from onelanguage to another is complex and requires a great
deal of thought and sensitivity on the part of the translator.
Over the years many different techniques or theories to the
approach of translation have been explored and discussed
in critical literary circles. The first ten lines of "A Walk In The
Country" build the tension and scenery. Then, almost at the
very center of thepoem, our attentionis diverted by the simple
question: "Who is that fellow who has gathered a crowd?" All
heads turn. The Taoist monk now has his captive audience.
What begins as a simple walk in the country becomes a
journey about belief. The poet, of course, knows what's really
onsale. Poets alwaysdo.

SuTungP'o, or SuDongpo ashe was also called, was originally
named Su Shih (1036-1101). He is considered one of the most
important and innovative poets of the Song Dynasty. He
came from Sichuan, from a political family who were also
scholars, and wasnot only a writer and poet, but also an artist,
calligrapher, pharmacologist, gastronome, and statesman.
Besides his poetry, his other writings are of interest in the
understanding of 1lth century Chinese travel literature.
He was known for writing scathing poems about the salt
monopoly and shortages during the Song era, and not without
repercussions from court officials. He was banished, exiled
to the farthest areas of coastal China, which at the time was
Hainanisland. In hisnotes on the poet, Rexroth cites how "the
early years of Song witnessed an increase in trade and rise in
the general standard of living, and because of Su's outspoken
views and criticism on both political and social matters it led
to a difficult life of ups and downs—out to exile, back to the
court, back to exile again." But it was in Hangzhou, a place
thatinspired him with the beauty of its West Lake, (and where
Su was an appointed official twice during his lifetime), that he
composed most of his 2,700 poems and 800 surviving letters.

! Fromtheintroduction of Sacramental Acts: The Love Poems of Kenneth Rexroth. Ed
SamHamilland Elaine Laura Kleiner. Copper Canyon Press, 1997 Copyright for the
Introduction ©1997 by Sam Hamill and Elaine Laura Kleiner.

?Rexroth, Kenneth. One Hundred Poems from the Chinese, New Directions. 1971, p. 141
*Ibid



el

Rexroth wasparticularly fond of the Song period and saw Su's
poetryasmorepersonalandintuitive. Inparticular he sawhow
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it differed from Tang dynasty poets like Tu Fu whose poems
had a clearer moral tone. Su's poem were less compressed
and filled with speculation about the value of Buddhism and

HH4T NO

Taoist philosophy. Su’'s world was a less precise or cloudy one,
Rexroth thought, and muchlike our own even today.

"A Walk in the Country" is a journey that shares little with
our Little Red Riding Hood fairytale theme, but is not without
its own magic. The moral of the poem might be to question
everything we hear, or beware of monks selling goods that
promise to make miraculous improvements to our everyday
lives. Perhapsit'smerely in the telling, how all stories, folklore,
or poems connect us in certain ways and how we connect
with them. How those mysterious twists and turns through
our own narrative forests lead us to unexpected images and
descriptions, even the tiniest fragments, that can startle
or stop us suddenly in our tracks to convey our feelings and
thoughts. When [ read this poem again, listening to what it
saysand soundslike how it feelsinmy mouth,lam enchanted
by the poet's simple tale of a walk in the countryside that took
place nearly a thousand years ago. And, like our tipsy monk, [
tooam overcome by its charms.

B1978%Fke, ITE RREBMNFHERBXEF BT EERS2E
ML, &F—HA(REMIFIC) (The Antioch Review) LA
R BDS H AR A (O £ 1RiFEIS ) (the Boston Review) , I 218/F
LEEBE M EEEBIE IR ZEERE20083FE5 R NAHLIK
TEXERINE R, FAGREEEE. LR HRA. YRR
Hr 22, BEAIER RIS URKBI 0 AR BIX Y
RERREDEMRER. BETEEFEREMITNEXAIA
HFXZARNER, M=K FR. TEIX. SIABLUR
SEE, TERRERNETEHBEETLES.
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Arthur Solway's poems and essays have appeared in
numerous publications since 1978, Most recently in The
Antioch Review and forthcoming in the Boston Review. He
is the director of James Cohan Gallery Shanghai, the first
gallery from New York to establishitself inmainland Chinain
2008, exhibiting international contemporary artists such as ' b ; \ o [
Richard Long, Bill Viola, Alex Katz, Francesco Clemente, and - e ~ , ZK
Louise Bourgeois. The gallery also represents prominent and "EAA LA ORI ?ﬁ fef |
emergingartistsfrom Chinaandthe AsianregionsuchasYun 5& P 35 J'i'E. , ? LM ﬁﬁ Bk iz ;E ,

FeiJi, HirakiSawa, Wang Xieda, Taibaimo, and ShiZhiying. He W/ NgE—OA&FFHFTHF

lives and worksin Shanghail.
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In the "Fallen Empire" series we are presented with
skeletal like poster boards set against different
landscapes throughout Portugal. These advertising
boards used to promote various political agendas,
marketing campaignsand consumer products, now they
bear as a witness to the current economic, political and
social situation experienced in Europe, as reminders of
crashed markets, unemployment and less prosperous
times, that of the ruins of fallen empires. The black and
white photographs frame the landscape in their new
wake, perhapsofferingamoment toconsider theremains,
the bigger picture of this future post-capitalism. This
leads us to question how our successors will look upon

thistime andif there will beruins to be seen. | w1
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THE END'

Little Red Riding Hood took off her clothes and got into bed.
She was greatly amazed to see how her grandmother looked

in her nightclothes, and said to her:

“Grandmother, what big arms you have!”
“All the better to hug you with, my dear.”
“Grandmother, what big legs you have!”

“All the better to run with, my child.”
“Grandmother, what big ears you have!”

“All the better to hear with, my child.”
“Grandmother, what big eyes you have!”

“All the better to see with, my child.”
“Grandmother, what big teeth you have got!”
“All the better to eat you up with.”

And, saying these words, this wicked wolf fell upon Little Red
Riding Hood, and ate her all up.

* End taken from Charles Perrault’s version of Little Red Riding Hood, 1697,
original title "Le Petit Chaperon Rouge"
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