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INTRODUCTION

A large concrete cylinder heavily rests, the hint of soot brimming from the inner edges; a collection of
kitchen pans tied loosely together by a coloured string hang against a pile of cloth; a commonplace platic
bowl unexpectedly appears on the wall, grains of rice resting at the base. Phillip Lai approaches objects in
a manner that appeals to, and reflects on, their intrinsic existence and properties. Observing that in one’'s
daily encounters with ‘things’ there is both a physical projection and an assumptive perception, Lai creates
scenarios that draw objects away from these two conditions towards a state of autonomy. Through careful,
delicate compositions that place the object in plain sight, Lai creates moments that lull you into a line of
thinking only to then flip that original thought and allow room for another.

Intrinsic to Lai's practice is the notion of getting to the heart of the object: what it is, how it is created, how itis
perceived, what kind of value we've been tuned to assign to it. Through a systematic process of observation
andidentification Laitendstoextractthe objectfromits societal context,aconstructionrootedonourimpulse
to categorise in order to understand and use. Consider for example ‘The thing of it' (2014) composed of tyre
strips arranged in an aluminium basin; each item is individually identifiable yet, in their collectively presented
mode a form of sculptural abstractionis created, which lends a different classification and awarding of value.
In a sense, one may draw a parallel with Jacques Derrida’'s notion of ‘deconstruction’, which as described
in ‘Of Grammatology’ and subsequently ‘Positions’ defies categorisation and the placement of hierarchy.
Rather than distilling to a ‘truth’, Lai's approach to the object is akin to the process of questioning, untangling
our presumptions.

A further aspect in Lai’s approach or process is spatiality, the relationships between objects and how these
traditionally occupy space, informing our understanding as well as our building of associations. On the one
hand, Lai approaches space as a medium, integrating the void in his works. Consider for example ‘Hang on’
(2012) composed of timber, cooking pots, polypropylene rope and dyed jute. Delicately suspended, there
is a tension between the string and pots, the weight of gravity pulling the total into a position that nods to
relations and simple notions of dependency. Upon observation one remarks the weight of the pots nagging
at the string, the stick brought in to press the pots against the cloth, against the wall. Whilst one is drawn
to the geometry of the pans’ curvature as well as the sharp line created by the tense rope, it all starts with
a spatial focus on the stability or rootedness of the wall and floor. The objects are anchored and a there is
a locational relationship between them, space emerging as part of the composition, a bridge between the
compositional elements.

Laiis equally interested in the politics of space, how on a more macro level it frames objects or assemblages
of, and how in turn this distance informs our observations. A key example is ‘Untitled’ (2011) composed of
a wooden frame, varnish, lamp, concrete, leather shoes, cooking pots. A sort of sculptural diptych, one
remarks how space between the hanging objects and frame grants visual weight each element. The scale
of the artwork furthermore beckons you to step back and see through it, around it, feel the space, and be
attuned to how that informs our preconceived relationship with each individual entity. Lai’'s relationship with
spaceisnot limited, however, toaliteral ‘void, it's also associated with the placement of, which informs planes
of sight. Whether it be a plastic basin hanging from the wall such as ‘Untitled’ (2016) or a delicately balanced
collection of finely crafted aluminium pots as in ‘Certain pressures’ (2016), Lai plays with arrangement, from
the wall to the floor, to create different observation angles whichin turn inform our physical encounter.

This sense of a ‘meeting’ between self and object, self and composition of, is where the poetry of Lai's
work lies. Permeating his practice is a tension between simplicity and complexity, how that very ‘thing’
one recognises is reduced to what it actually is, yet how, through this arrival at an essence, a new level of
awareness is unveiled and unfolded. Lai effectively lays out an epistemological methodology that is not
pinned by absolutes. Rather, it opens the seemingly definitive to the abstract, urging a contemplative step
away from the assumed and contained towards the open and dispersed.

Phillip Lai's work has been featured internationally in solo exhibitions at Spike Island, Bristol (2026); Kiang
Malingue, Hong Kong (2023); Modern Art, London (2021); Galleria Franco Noero, Turin (2019); Edouard
Malingue Gallery, Hong Kong (2018); Camden Art Centre, London (2014); and Transmission Gallery,
Glasgow (20009).

In2018,he was shortlisted for the Hepworth Prize for Sculpture,and from2017-19 was awarded the Sculpture
Fellowship at the Kenneth Armitage Foundation, London. His works are held in collections including the Arts
Council Collection, London; M+, Hong Kong; Museo Jumex, Mexico City; Sifang Art Museum, Nanjing; and
Tate, London.
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Spike Island presents a major solo exhibition of new work by Phillip Lai (01969, Kuala Lumpur), bringing
together abody of sculptural commissions that continue the artist’s exploration of the material world around
us. This will be the most significant institutional presentation of Lai’s work to date.

Lai's sculptures combine everyday objects with his own intensive re-makings of them to create a parallel
imprint of the real world. Within this familiar visual landscape, he isolates moments of sculptural potential,
often by intervening into the industrial processes used to make these objects - often things that provide
comfort and facilitate our daily lives. These interventions effect a transformation in the object - a shift, aturn,
a slippage - that erodes the logic of its material grammar and leaves you wondering what, exactly, you are
looking at.

At Spike Island, Lai returns to familiar types of objects that denote containment: trays, dishes and other
receptacles that typically carry food or water, as well as larger vessels like beds or cages that might hold
bodies. A strange, cage-like enclosure holds court over Spike Island’s large central gallery. Suspended high
off the ground, its galvanised metal form is loosely inspired by observations of urban infrastructure, such as
the structures that hold monitoring and signalling equipment. A spectral sonic element pulses through the
air,asif its machinic rhythm were an echo of Spike Island’s industrial past. The work simultaneously invokes a
sense of peripheral attention and subliminal alertness, while alluding to aspects of management and control.

Elsewhere, a series of low-lying sculptural forms extend Lai's material engagements, cross-referencing
one another in their formal vocabularies as well as in their referential motifs. Lai envisions transfers and
retentions of energy within sculptures that suggest the support of basic daily functions: a bed-like form,
a tray of food, a basin of water. These flows of energy are also reflected in Lai's processes, which often
incorporate expenditures of kinetic and thermal energy, from metal spinning to bringing materials such
as pewter and wax to a molten state in the casting process. Several installations were also instigated by
rekindling the latent potential of ideas and processes from earlier video works, such as Introduction (2009).
Here, mysterious flares of colourful smoke, set against a black backdrop and presented across multiple
LCD screens, are integrated into a new sculptural assemblage, inviting reflections on the passage of time,
displacement and transmission.

While Lai's forms might point to questions of sustenance and survival, these questions do not coalesce
around any individual human narrative. Rather, the materials carry the score. The sculptures feel anonymous
and transient, located in an uncertain zone where time and space feel somehow out of joint. Many of the
works offer in sculptural terms what is plainly present, while also evoking an ungraspable site or a time that
is not the present.

Within this interplay of forms, notions of the proximal and the remote, the sacred and the profane, and of
surplus, excess and destruction are quietly held in tension. Made using varied materials such as wax,
stainless steel, concrete, resin and burnt wheat, each sculpture represents the crystallisation of many slow,
attentive processes, often involving multiple castings of objects. As ever, the intricacy of their construction
belies the simplicity of their final form.

- Text by Spike Island
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Breaks, Precipitates

Alex Bennett

[...]it began to rain. What a notion itis, after all—these
small shapes! | would get lost counting them. Who first
thought of it? How did he describe it to the others?!

‘aword'’s a precious vase to sip from, anllicit verb.’

So, we sip. This place is spilled with space, with lacunae, with descriptions of capacity. You take it in. Your
porosity absorbs the respiring empty centre of that black bag, breathing with it; the fusion or fission of wax
within wax; the resinous pressures of burnt wheat, all into a circuitry of slowed physicality and particularised
reception that allows you to — what - to dwell, to drift. To enter material relations as they are cast and recast
in barest, basest form - a bowl, a basin, a tray — whose absence they hold within them, then offer to you.

You think of them as offerings because the liquid rhythms of their material states are so often syncopated
by recesses and receptacles. Yet even the remotest dimensions are somehow regularised. You consider
that modularity of folded stainless steel, studded with screens, as a tracking of interspersing temporalities.
Reintroducing footage from a past work, here the materiality of time purls in the inherent transiency of its
content. Segmented linearity projects recorded material of billowing vapours, its speeds behaving less
for viewing than for functioning as its bracketed area defines its time. In this non-site of sheer release,
anonymous and edgeless, fumes store and stream their own duration. Delicately exposed cables tenderly
relay the electrical energy. Those warm, slender tethers are channelling dissolvable and dissipative
pyrotechnic smokes, flowing out, asynchronised, as blinking and moving images. Trailing the air, smokes
rebegin from a picked-out spark.



There: a fulsomely flashing matt screen. Pure chroma, creasing. There’s a density to it, a deepening. An
arrhythmic node of grammar, or, stronger, a seam that organises all else that is strayed, is smoked. Avialand a
fixture. Where else does this effect transmit, with difference? There: that backdropped acoustic, blossomed
out from a glitched remnant. A curl of sonic swarf, it was once internalised as a fault that glimmered in the
amplitude of alow volume source from a previous work. Now, stretched and toned, it externalises a peculiar
industrial drawl from its capsule up above. You feel exposed or held - you cannot tell. The metallic pulse, it
gels with your awareness of dilatory alarm since it accents an elevated cage reminiscent of the structures
of tipper trucks that collect the city’s refuse. Less inward container than outward releaser, the cage’s faulty
confines can but sieve the sound, whose reverberant whirr diffuses, unbound.

Where else? The pewter that curdled by harnessing its thermal reactions. Magmatic, these lumps are inlaid
with the kinetic silkiness of aluminium-spun dishes as if in adherence to some self-organising intensity.
Their solidities weigh down folded tarpaulins whose provisional textures advance vulnerability while the
interposedmetalsconveneasenseofrite, request or replenishment. Allthisreadied, lightly equippedlowness
bears attributes of portable lodgings, whose roughened care is employed with quicksilvered haste. Folded,
thickened, refined, the diversely temporalised materials impress one another, expanding the tensions of
time between intimacy and isolation. Such material dependencies, along with the psychic conditions they
embody, probe how a place might be resituated and inhabited by an itinerant body. Sketching an alimentary
schema with the restive logics of sharing and sustenance, they also focalise the grain of survival. Through
tenors of giving you are reminded, too, of simply what it takes.

Yes, things are latently familiar here, yet not quite copy, cognate, or twin. Despite a plain facticity about certain
forms, whatis therestillleverages an unsettled ‘elsewhere’ that is enabled by the parallels and equivalencies
inherent to casting, revisiting and redescribing. It all results from careful siphoning, an exploratory process of
diffused rigour’® that, like the rain, is ‘as precise as it is chancy’.# Slicked by traces of industrial manufacture
yet divested of clues as to their handmade source, the works escape certainty in favour of resuming and
redistributing potential in the volumes between interior and exterior, proximity and distance, retention and
release. Extracted from daily life, these energies reimpress the very concreteness of abstraction since ‘to
abstract’ stems from the Latin verb trahere, meaning to draw something essential out from the totality of
whichitis a part. As fabulation leaks out from fact, you ask yourself: what is the real, really? You feel without a
reference point but it's within this seeming deficit that exists its own dimension, that is the real.

This getting to the heart of things — that’s the heated effect, the red shimmer, you are seeking. Something
acutely experiential but whose vantage points untether by displacement, displacing things into the real.
There:abirilliant metal-spun cylinder uponawoven ratan mat, the two loaded by adune of incinerated wheat.
Aslagheap of cheap jewels and their forgotten settings, these charred kernelsimply an ashy wastage whose
lyrical extraction has borne an absolute result, an exertional ore. Something in this cindery mass summons a
surplus energy that, inits defacement, releases a sacrificial quality. Defacements are revealments that make
the energy in a system visible and active.5 And so, this wheat’s despoiling reenchants us. With looseness,
these materials synthesise valences of energy transfers whose activities are elaborated by the fumy
expenditures of our own wonderment: How is a cavity transformed once its desirous resource is mined?
Where does loss or gain gather as a result? Might these remainders bear embers of relief, of unburden?

Then: like that sound but in reverse — not substrate but supplement. Upon a third tarpaulin: a sequence
of transparent and interlocking cylinders entrapping a core of concrete powder. Why does this pulverous
essence slake your attention so? Is it secreted or is it preserved? Powder is here a prefix that bespeaks
solidity as sign. Latency is centralised as a container of pure promise. Allured, you pause. Lapsed by
this succession of orderly siloes, its dormant properties are transfigured into something sporal, floral: a
desiderate bloom.

Residuality, then, asitis (dis)continuous with what surroundsit. It's the kind of contact, the consistency or the
substance of that connection. How it behaves. You dwell on these behaviours when peering into a niche that
hosts a tray of tableware and comestible substances. Set alongside readymade items, the original
glassware, ceramic crockery and metal cutlery are variously cast in resin and pewter, each form stroked
by nuances of opacity and translucency. Obscurities and clarities are at once obvious and secretive. You
learn that this display arose from a film still of a used breakfast tray put out on a doorstep. Different, now:
the thin dish, the sugar cube, the knife just so — their substitutions of usage and decomposition assume
avague consciousness through the ambient sharpness of casting, as though the tray models, or displays,
associative thinking via the expressive matters of material relations themselves. What sort of domestic
scenario would depend on such a tray, anyway? To capture or to cosset? Some illicit verbs, surely. You
regard how all these asymmetries and counterflows are activated by expressly expended vessels and
their dregs. As if dust were a container. As if a sugar cube were steeping in rainwater. Though committed
to interiority, the work leverages outwardness as a mediator, an interzone, a memorial to a passage. This
disarrayed display of counter-imaged elements releases the morphological intelligence of handled objects,
allowing shadow-forms to grasp at semi- permanence. In this ‘semi-’ is the ripple of ambivalence — it's what
these vessels hold out.

What else might these sculptures hold out to you? A hand, almost. A pair of shallow trays, cast in white
concrete and wax, are contoured by pale luminance. Its shape draws out a circular inspection of some fresh
quarry within you, silhouetting a need, a thirst, a wish. Circumscribing availability, the trays lip the cusp of
purpose. You find similar senses within a whorled ground comprising repeat wax castings of gold panning
vessels. Fatiguing and imprinting the positive and negative space of the containers, here process has
stressed the tolerances of casting itself. Your attention renews and reinscribes its carefully writ rings, they
draw you in, as if your very thoughts might sift a glistened epiphany. Its roving radiality occasions a votive
attendance from you as you orbit it. Arriving like a skipping stone with its dispersive physics, you take its
hollowsiin.

The sky, it breaks. A relief, a raindrop. You don't know what yields and evaporates, what rises and falls, with
the discontinuities of downpours and the infra-ordinary chaos of all their shapes and all their contacts. Still,
you want to trace it,now — to enter it, to chance it.

TAnne Carson, Plainwater (New York: Vintage Books, 1995), 39,

2Lisa Robertson, Magenta Soul Whip (Toronto: Coach House Books, 2099) 18,

3 Phillip Lai, ‘Between Desire and Dependency’, interview by Jacob Charles Wilson, ArtAsiaPacific, ©
November 2018,

4 Francis Ponge, ‘Rain’, in Unfinished Ode to Mud, trans. Beverley Bie Brahic (London: CB editions, 2008), 3,

5 Following Phillip Lai's insight, | am referencing Michael Taussig’s ethnographic theory: Michael Taussig,
Defacement (California: Stanford University Press, 1999),2-3,
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Galvanised steel and steel mesh, stainless steel, cast epoxy resin, 3D-printed nylon, electronics, sound

Untitled



-










: e . s Tt e r——










Installation view of “RAIN / RUIN”, Spike Island, Bristol, 2026
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RAIN / RUIN
2026
Cast pigmented concrete and wax, rainwater



Untitled
2026
LCD screen, DV video transferred to digital, stainless steel
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For Caution
AERE
Solo Exhibition 1& &

Kiang Malingue, Hong Kong
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2912.2023-27.01.2024



Kiang Malingue presents “For Caution”, an exhibition of new work by Phillip Lai. This is the London-based
artist’'s second solo exhibition with the gallery.

Over the past three decades, Phillip Lai has developed a sculptural language which explores approaches
to the ubiquitous materials and experiences that derive from a techno-industrial culture - such as that of
mass production, functionality, the mechanistic, automation, ergonomics, infrastructure. lts basis refers to
our psychological interactions in this culture, as well as an intermingling with it. Transfers or retentions of
energy are envisioned, through materials and objects that often suggest the support of basic daily functions,
needs and the sustaining of human life.

For his exhibition at Kiang Malingue, Lai's work occupies various floors of the gallery. The new works made
for this show cross-reference each other in their formal vocabularies as well as in their resonances and
discords, building upon each other’s offerings. Cages and enclosures appear in this exhibition, making
reference to municipal tipper refuse vans, hazardous storage or emergency vehicles that control waste
and risk in our everyday life. The work probes a peripheral attention and subliminal alertness to these
commonplace features of the urban.

For example, the notional perimeter of safety and danger is explored sculpturally through the work Four
Cautions. The inverted caution signs on the red metal enclosure deflects the subject of protection, and the
design of the structure blurs its compliance. An aspect of management and control is also re-imagined in
other work. Inside a galvanised metal cage, two beacons reside on the tip of bent pipes, creating a roving
new order through strobing and acoustics. In a further series of work, functionality and the operations of
signalling are rendered defunct. Instead, the shells and fixtures of light-bars from emergency vehicles are
refabricated, exchanging function for a material closeness, and share the contained cavities of the objects
with various materials of sustenance.

Across all of Lai's work, he excavates for something deeper and beyond the apparent inertia of objects. This
excavation, as though to glimpse more clearly the underlying interaction of things, seems to reach for the
quietest, most remote trace of figuration that may belie their abstraction.

BHMREZRIAHEE > RUFEFE - RIARIEREm- X RE 2T MBS TIFHIERE -
BEE

B&E
Xﬁ* ERERMIAYEE R MBI
EREN=TEH JEHE REBBIFIREES RERBEMN—TEL B EME K& 18158
FERBLEYMERERNZES N -MERMERRER RN — TR BB RRIELEE  ThEEM
L BE AR RERRNS - HEMBERNEREm AFIRLE LR OB BRF UKk
ZHERGHER-FENE - RERET T EA R BEFEN  BRMEFRERIME Y USSR
REENBEREEER

M E-RREAERNAERIREGETEREMNZEEE SEEMEENIERETES
KA GE/AMEEAEBE MRS RIS EREEE & -REP ] RBERER G RHEE
B SRS BT TREMARE - A EYEREFERERERNEE —EEREBER B EEHRIE
BT ERIEN R RN ERIA RS FmBE 7 8™ B E AT GER UABENRER-

LR (Em (B EER) A0 I FRRR T RELCRNER AL BT BHAZEM[ LR AERE
Hih T RFREH R MBREBHRFARUERTEYA-EEFEEREAN EHERTERY RWE
& BBSRPIM B Z R RE T M F LS — M Em P (FIRBVThAEM M EFR XSS B 21
RENRET ZRENIINRNEE THRFEDENEZREEAT —BYERIL BSERYEBER T
BREER -

M E RESMBRPAERAZERLUBESNEESY REBUERALANER -HERER
ST EAIBTEREYNEE EERIGR B MR REZ TRAF R ERENAKHHT-



it
5

EEs

T TSR SRANA T A N T T R A

re

Installation view

BEIHE



L r1| "
=02 s

EEi

nENE .
o ] ] IlHIH-Iil

EaSn=n sERacan oy ..-fﬁﬁiﬂ
i
i CREupRBRERRRSS |

Eﬂ-lu i "!:I
L4 L

Untitled
((/— EE))
2023

Galvanised steel and steel mesh, stainless steel, cast epoxy resin,
3D printed nylon, electronics, programmed light and sound

T HNAN N4 R0 SRS IR A AE

3DITENERE EF EM BB NANB S

175.8 x 342 x158 cm



RERS

Installation view

PN CTRA A NI E 7 1 g m

e _Ea




FHERBRELY 11, 7
EEBEVQ\._ L i

RERS

Installation view:

_f"..__._____m_.__:_m_mm.mm-..m
e LT

- SR EE
._. -Hﬂ',’ k._,_-_-.“1..5“..,!.,..4_







Tt

i
h
HENEEE
7 ll“
ll'ﬁﬂllll BERTTT T
Bl L ENEENEEEn

B
nE
B
el
#2

: | Illllll I.==E.=========ITT*‘FL*_r_. n
: | | N <F i | . i i"' T B
MARRE |1 i g_gggnlnlllllniiia '

Untitled
(E=E)
2023

Galvanised steel mesh, incinerated
breakfast cereal, epoxy resin
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28x132.2x13.7cm
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Untitled
(ERE)
2023

Eergency vehicle light fitting chassis, cast epoxy resin, cast pewter,
aluminium, steel brackets, miscellaneous wiring, polythene bag, rice
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Untitled
(&)
2023

Emergency vehicle light fitting chassis, cast epoxy resin, cast pewter,
aluminium, steel brackets, miscellaneous wiring
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Untitled
(EmRE)
2023

Emergency vehicle light fitting chassis, cast epoxy resin, cast pewter,
aluminium, steel brackets, miscellaneous wiring, cornflakes
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Untitled
(EmzE)
2023

Emergency vehicle light fitting chassis, cast epoxy resin, cast pewter,
aluminium, steel brackets, miscellaneous wiring, modified sleeping bag
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Untitled (Hypnos)
i (HRE (EER) )
2023

Aluminium, incine 7 akfast cereal, epoxy resin, rotating beacon light, electronics

RIERREER [ IREENE RS EEE - EFEMY
o 164.5x115.2x22.8cm



b Installation view

RERS






Drunken Sailor

Solo Exhibition & &

Stuart Shave/Modern Art, London, UK
Stuart Shave/Modern Art Z 5> @20 £ E]

24.06 - 31.07.2021



Since the early 1990s, Phillip Lai has been working with sculpture to develop a visual language that enables
a certain kind of thinking about abstraction and specificity in the ubiquitous objects and material that much
of human life depends upon for sustenance and survival. Lai returns to similar typologies of objects in his
work. Containers - plates, sinks, bowls, or barrels - the receptacles that typically carry raw materials or
food, repeatedly appear in Lai’s sculptures, often alongside other motifs, such as cloth—in the form of jute,
clothing, tarpaulin—layers utilized to provide protection, shelter or warmth. Lai works within a language of
these foundational formal motifs to consider how visual and conceptual attention is structured in daily life.

Phillip Lai's exhibition for Modern Art consisted of a group of new sculptures both wall-based and floor-
based that cross-reference each other across the spaces of the gallery. Their colour palette is limited to
mostly blue and silver, but made with a range of materials including poured concrete, pewter, polyurethane
resin, aluminum, and tarpaulin. Much of the work explores a sense of retention and loss of physical material.
In Blue Food, a blue cast-concrete form with defined depressions and hollows eventually becomes the
clogged container for more concrete poured through it. Within these lengthy processes, positive and
negative spaces are sometimes muddled, using the reversing logic of casting; nothing is quite what it first
seems. Drunken Sailor,a work with cast barrel-like objects, also titled the show as a whole, denoting qualities
of physicalimmersion and disorientation. Perhaps it is a kind of reverie, or something more oblique.

- Text by Modern Art

B 20t 4290 F AN LA SEF & - R— BN AR EAF — R BB =  EAMENTRZRET R
U EFNYRAME RN SR IR E - RO FmEI R ERALUNREEZ HNEF-
KIE- BN ELRERHREME S RYNA LS EF HIREFAN S - BB BHMEEAS
TE—ItE 40 A 2R AR 7€  $R (HEE SE S ARBR BY SRR AR~ 7k T S 10 o SEF) & - R B L BN N EE
HRESRIfE REMATE AR EEPERLRBNESENER -

JEF)E - B7E Modern Art ERAEE H—4AMBEEEAHRL -5 LB BB B R IIE L BB £ 25
EREMAATE-RBEEAZEAMIRERN ER T —RIFMRIRERL - RaEEE- =Pk
RIS SRR R T M ERRBFNBRMRE 7E(Blue Food) (B2 E4) 1> —EH EEARERIM
BAENEEERIMEBRET T EZERD REMA—EHREENS R TELERBRET T
RiSEN R EEE FETEEREHRORS , MEYmEETETERRYBIEF (Drunken  Sailor) (B
BEIKF) B—HEENRRYE (Fab th 2RERENIEE RIR 7TYIERLMERTHE ST
BRI BRI ERARRA
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The Hepworth Prize for Sculpture
g KT EREE
Group Exhibition Z¥/&

The Hepworth Wakefield, Gallery Walk, Wakefield, West Yorkshire, England
RREAN AR I EREiM S AT R R IER R ENEE

2610.2018-20.01.2019

@ Watch Documentation


https://edouardmalingue.com/video/phillip-lai-artist-interview-the-hepworth-prize-for-sculpture/
https://edouardmalingue.com/video/phillip-lai-artist-interview-the-hepworth-prize-for-sculpture/

The Hepworth Prize for Sculpture exhibition presents work by the five artists - Michael Dean, Mona
Hatoum, Magali Reus, Phillip Lai and Cerith Wyn Evans - shortlisted for the second iteration of the prize. The
Hepworth Prize for Sculpture recognises a British or UK-based artist of any age, at any stage in their career,
who has made a significant contribution to the development of contemporary sculpture. The winner of the
£30,000 biennial prize was selected by a panel of judges comprising Sarah Brown (Senior Curator, Leeds
Art Gallery), Martin Clark (Director, Camden Arts Centre), Margot Heller OBE (Director, South London
Gallery) and Helen Legg (Director of Tate Liverpool).

Simon Wallis, Director of The Hepworth Wakefield said: ‘We are delighted that each of the shortlisted artist
will be showing new work for The Hepworth Prize for Sculpture. We created the Prize to encourage wider
engagement and debate regarding scuplture - one of the most significant and rewarding visual art forms
of our time. The breadth of work that will be on display explores the distinct approach to sculpture taken
by each artist and it will allow our broad audience to experience the engaging richness of this powerdul art
form’.

Phillip Lai debuts a group of new sculptures alongside his 2016 work ‘Guest loves host in a way like no other’.
Using existing mass-produced objects as well as his own precisely fabricated forms, Lai's surprising and
poetic arrangements investigates ideas of production, consumption and hospitality. A major new work
consisting of a series of stacked cast polyurethane basins will unfold across one long wall of the gallery
space. Lai describes these objects as images of an ‘absurd expenditure of labour’, their accumulation
invoking both the protracted processes of the artist and the construction activity implied by their cement-
marked surfaces.

- Text by The Hepworth Wakefield

e AMBEERREE RS —ETEABRNA UMK Fm- B @i, =i -raEl, Sms-
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Installation View of Phillip Laiin The Hepworth Prize for Sculpture 2018.
26 October 2018 - 20 January 2019. Photo, Stuart Whipps.
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Installation View of Phillip Laiin The Hepworth Prize for Sculpture 2018.
26 October 2018 - 20 January 2019. Photo, Stuart Whipps.
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Installation View of Phillip Laiin The Hepworth Prize for Sculpture 2018.
26 October 2018 - 20 January 2019. Photo, Stuart Whipps.
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Installation View of Phillip Laiin The Hepworth Prize for Sculpture2018.
26 October 2018 - 20 January 2019. Photo, Stuart Whipps.
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Installation View of Phillip Laiin The Hepworth Prize for Sculpture 2018.
26 October 2018 - 20 January 2019. Photo, Stuart Whipps.
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In the Half Life
RIS
Solo Exhibition {& &

Edouard Malingue Gallery, Hong Kong

26.03.2018 - 05.05.2018

(®) Exhibition Documentation


https://edouardmalingue.com/video/phillip-lai-solo-exhibition-edouard-malingue-gallery-hong-kong/
https://edouardmalingue.com/video/phillip-lai-solo-exhibition-edouard-malingue-gallery-hong-kong/

‘In the Half Life’, the first solo exhibition in Asia of Phillip Lai (b. 1969 Malaysia/UK) at Edouard Malingue
Galllery, Hong Kong is a group of new works by the artist whose gestures are abstractly contained whilst
also immediately assimilated via a highly familiar lexicon of the daily. The imprint of domesticity, public
environments and the industrial are variously present both in the shape the work takes as well asits surfaces
and how the materials have been handled. In some cases the clear presence of the manual prompts an
exaggerated visual experience of them, and in others it is conversely the apparent removal of the hand that
does this. In more of an overview we might see, in every instance of these embodied forms, the interlocking
relationship that we have with the material world that we inhabit and that we have designed. The works
isolate, distort and probe this relationship.

‘Half Life’ is also loosely premised on a quality of inhabitation and on an aspect of division or a divide. With
many of the basic processes of these works, mold-making and casting is involved, and so conceiving of
interiors, exteriors and the volumes that exist between are a constant. In visual terms, a possible image of
productivity and progress is often immediately conflated with that of depletion, waste or expenditure.

Lai approaches objects in a manner that appeals to, and reflects on, their intrinsic existence and properties.
Observing that in one’s daily encounters with ‘things’ there is both a physical projection and an assumptive
perception, Lai creates scenarios that draw objects away from these two conditions towards a state of
autonomy. Through careful, delicate constructions that place the object in plain sight, Lai creates moments
that guide you into a line of thinking only to then divert that original thought and allow room for another -
gestures that open dialogue and invite novel modes of approach.

There is perhaps a sense of restlessness to the materials that constitute the object forms of the work in this
show. And this is despite the rational and pragmatically reassuring suggestions of function that are seen.
Although each element is individually identifiable there is crucially a running defiance of categorised value
and hierarchy, and this is both a challenging position as well as the basis of a precarious aspect.

A ‘meeting’ between self and object, self and composition of, is where the poetics of Lai's work lies.
Permeating his practice is a tension between simplicity and complexity, how that very ‘thing’ one recognises
is reduced to what it actually is, yet how, through this arrival at an essence, a new level of awareness is
enabled and unfolded. It opens the seemingly definitive to the abstract, urging a contemplative step away
from the assumed and contained, towards the open and dispersed.
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The empties
2018

Cast polyurethane, concrete, laminated plywood, timber, lamp holders, bulbs

Tals, Rt BRESIR,AM,EEIEE
1 333Wx60Dx35Hcm
__—._.______,__;-—







(Detail YESRAMERN)







Untitled
2018

Cast polyurethane, concrete, laminated plywood, bolts
Fabs Bt BRBAR E2
48wx535Dx49.5Hcm



(Detail YESRAMERN)



Untitled
2018

Fibreglass, aluminium, soot, straps, cambuckles, d-rings, carbine hooks, bolts
IR M, R, JE R R TS, Em 0 DIZIR, R & i, 1842
210Wx80Dx25Hcm
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(Detail YESRAMERN)



Untitled
2018

Fibreglass, cast polyurethane, straps, cambuckles, d-rings, carbine hooks, bolts
IR M R, JE R R TS, Em 0 DIZIR, R & i, 1842
210Wx80Dx25Hcm




(Detail {F imAHER)




Untitled
2018

Fibreglass, discoloured copper and brass, straps, cambuckles, d-rings, carbine hooks, bolts
IRIBAME, S ERVIRAN =, R A, im0, DR, R & i, 112
92Wx18Dx144Hcm




(Detail {EmmARER)



Untitled #1-4
2018

Cast polyurethane, rice

FRER, K




Untitled #1
2018

Cast polyurethane, rice
afE, K
38Wx20Dx38Hcm



Untitled #2
2018

Cast polyurethane, rice
=R, K
40Wx22Dx40Hcm




Untitled #3
2018

Cast polyurethane, rice
RRER, K
355Wx15Dx35.5Hcm



Untitled #4
2018

Cast polyurethane, rice
alE, K
365Wx20Dx36.5Hcm




one second ago
B4 B 7 ]
Group Exhibition Z¥f&

Jeremy Everett, He Yida, Phillip Lai, Handiwirman Saputra, Tao Hui
BREX- KA ARE JFFAE R HBRAEE - EL) I EiE

Edouard Malingue Gallery, Hong Kong

08.07.2017 - 26.08.2017
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Skin and bones
2014

Cutlery, transit blanket, thread, string, leather
BEHEHB R RE
55x84x51cm




(Detail 1EfRAMERN)



Certain pressures
2014

Aluminium, rubber, acrylic
iR 8B RIGEL
30x289x139.5¢cm




(Detail £ S4HER)




Other Works
Hit{Fom






Installation view at Stuart Shave/Modern Art, London, UK, 2016
REIHI5 Stuart Shave/Modern Art, {21, 2, 20164
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Installation view at Stuart Shave/Modern Art, London, UK, 2016
BE1R15 Stuart Shave/Modern Art, f& %%, Z2El, 20165



Untitled
2016

Plastic basin, rice
BRI KK
47 x47 x18 cm



Untitled
2016

Aluminium, paint
& i3 TR
125x122x60.5cm




Untitled
2016

Wood, plywood, light bulbs, lamp holders, paint
E1CER:: P2
122 x244 x18 cm




(Detail 1ESRARERN)



Untitled
2016

Cast polyurethane resin, concrete, PVC foam, plywood, aluminium
HERaiEEls REL PVCEX BEIR 18
101x60x68cm



Guest loves host in a way like no other
2016

Aluminium
i
875x330x120cm




(Detail YESRAMERN)
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An Intervention
2015

Installation view at John Hansard Gallery, Southhampton, UK
REIF35 John Hansard Gallery, F & &3, HEH



An Intervention
2015

Installation view at John Hansard Gallery, Southhampton, UK
BE RIS John Hansard Gallery, BB & &3, HE

.
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- Installation view a




Installation view at Stuart Shave/Modern Art, London, UK, 2012
B E IR 15 Stuart Shave/Modern Art, %X, TLE, 20125




Visitor
2012

Installation view at Galleria Franco Noero, Turin, ltaly
1715 Galleria Franco Noero, #3%, = AF|
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Visitor
2012

Installation view at Galleria Franco Noero, Turin, Italy
RE 1535 Galleria Franco Noero, #3 8, = AF




This seems to be a mistake
2012

Reinforced concrete, soot
A RER L JRIE
117 x 258 cm






Co-presence
2012

Dyed jute, cymbals, teaspoons, needle, blue polypropylene rope, shackle, carbines
ZER B R D EERRKER WK RER
309x780x15¢cm



(Detail YEfRAMRER)
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Untitled (keys)
2012

Wood, paint, keys, mixed media
ARt R R R SRR
79.5x89.5x11cm .
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(Detail YESRAMERN)



Monument of possibles
2012

Painted steel, cooking pots, concrete, newspaper
Rl ZETHR SRR L AR
455x137x440cm



(Detail YEfRAMER)



Subjects and objects that cannot meet
2012

Dyed fabrics, eyelets, laminated wood, lampshade, bulb
FEEEDFLIR BEA ESIEE
260x126 x120cm
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Untitled
2009

Cast flexible expanding foam
FESCRE AR5 SN S
20x295x75¢cm




Kiang |Malingue | Phillip Lal

%2 £

kiangmalingue.com

Bornin Kuala Lumpur, Malaysia, 1969. Lives and works in London.

Education

1993-94 MA Fine Art, Chelsea College of Art & Design, London, UK
1990-93 BA Fine Art, sculpture, Chelsea College of Art & Design, London UK
1988-89 Foundation Course, Middlesex Polytechnic, London, UK

Solo Exhibitions

2026
“RAIN / RUIN", Spike Island, Bristol, UK

2023
“For Caution”, Kiang Malingue, Hong Kong

2021
“Drunken Sailor”, Stuart Shave/Modern Art, London, UK

2018
“In the Half Life”, Edouard Malingue Gallery, Hong Kong
“Spinning (with Peter Robinson)”, Hopkinson Mossman, Auckland, New Zealand

2016
Stuart Shave/Modern Art, London, UK

2014
“Besides”, Camden Arts Centre, London, UK

2012
Gallleria Franco Noero, Turin, Italy
Stuart Shave/Modern Art, London, UK

2009
Stuart Shave/Modern Art, London, UK
“Introduction and Jargon”, Transmission Gallery, Glasgow, UK

2008
“Open Container”, Galerie Giti Nourbakhsch, Berlin, Germany

2007
“A Metal Bar Fell on Someone’'s Head or Something”, Galleria Franco Noero, Turin, Italy
“Free to Meet For Coffee Sometime Soon”, Stuart Shave/Modern Art, London, UK

2000
“His Divine Grace”, Stuart Shave/Modern Art, London, UK

1997
“Phillip Lai”, The Showroom, London, UK (commissioned by The Showroom in collaboration with inIVA)

Group Exhibitions

2025
“From Being Jealous of a Dogs Vein”, Kiang Malingue, New York, USA

2024
“Transposition 1: Observing the Walking Patterns”, Whistle, Seoul, Korea
Modern Art, London

2023

“Modern Art”, Paris, France

“Phantom Sculpture”, Mead Gallery, Warwick Arts Centre, Coventry, UK
“Ubiquitous no14”, Tube Gallery, Palma, Spain

2022

“Water Being Washed Away”, curated by Alessandro Rabottini, Galerie Hubert Winter, Vienna, Austria
“SSSSSSSSSCULPTURESQUE”, Kiang Malingue, Hong Kong

“Testament”, Goldsmiths Centre for Contemporary Art, London, UK

2021
“Lacqua”, Galleria Franco Noero, Turin, Italy

2019
“Yona Lee, Phillip Lai, Hany Armanious”, Fine Arts, Sydney, Australia

2018

The Hepworth Prize for Sculpture, The Hepworth Wakefield, Wakefield, UK
“Spinning (with Peter Robinson)”, Hopkinson Mossman, Auckland, New Zealand
“Fences & Windows”, Stuart Shave/Modern Art, London, UK



2017
“one second ago”’, Edouard Malingue Gallery, Hong Kong

2016

“Theories of Modern Art”, Stuart Shave/Modern Art, London, UK
“Can| SteponIt?”, Galeria Franco Noero, Turin, ltaly

“When Did Intimacy Begin Width”, Jeffrey Stark, New York, NY, USA

2015
“An Intervention”, John Hansard Gallery, Southampton University, Southampton, UK

2014
“Interior”, Stuart Shave/Modern Art, London, UK
“Somewhat Abstract”, Nottingham Contemporary, Nottingham, UK

2012
“London Twelve”, City Gallery Prague, Prague, Czech Republic

2010
“No Soul For Sale: A Festival of Independents” (Mousse contribution, curated by Jonathan Griffin), Tate
Modern, Turbine Hall, London, UK

2008
“Seven Times Two or Three”, Cubitt, London, UK

2007

“Republic - Lest”, London, UK

“Inthe Poemabout Love youdon'twrite the word Love”, Overgaden, Institute for Samtidskunst, Copenhagen,
Denmark; and Midway Contemporary Art, Minneapolis, MN, USA

2006

“In The Poem About Love You Don’'t Write The Word Love”, Artists Space, New York, NY, USA
“John Frumism”, Phillip Lai, Paul Thek, Mike Nelson, Hotel, London, UK

“The Triumph of Painting, Part 6”, The Saatchi Gallery, London, UK

“f It Didn’t Exist Youd Have To Invent It: A Partial Showroom History”, The Showroom, London, UK

2005

“In The Poem About Love You Don't Write The Word Love”, CCA, Glasgow, UK

“Drawing Two Hundred”, The Drawing Room, London Tannery Arts Exhibition, part of Artists Studios Open
Weekend, Tannery Arts, London, UK

2004

“Uscita Pistoia”, SpazioA, Pistoia, ltaly

“Strange Weather”, Stuart Shave/Modern Art, London, UK

“Tag Team Experiment”, two-person relay exhibition, alternative project space, Edinburgh, UK

2003
“Drawing One Hundred”, The Drawing Room, London, UK

2002
“We Want Out”, CityLights Project, Melbourne, VIC, Australia

2000

“Senselessness-lessness’, Tramway, Glasgow, Scotland, UK

“Death Race 2000”, Threadwaxing Space, New York, NY, USA

“Drawing Exhibition”, Herefordshire College of Art & Design, Hereford, UK

1999

“Cities on the Move,” Hayward Gallery, London, UK

“Black Box”, Angel Row, Nottingham; Artezium, Luton, UK

“New Video from Great Britain”, Sala Mendoza, Caracas, Venezuela; Museo Carillo Gil, Mexico City, Mexico

1998

“Black Box”, Open Eye, Liverpool; Lift, London; Aspex, Portsmouth; ARC, Stockton-on-Tees, UK
“New Video from Great Britain’, MoMA, New York, NY, USA

“Bed and Workshop”, alternative space, Rennes, France

“Grey Area”, Bonnington Gallery, Nottingham, UK

1996

“Deep Signal”, Gasworks, London, UK

“Deep Signal”, Collective Gallery, Edinburgh, UK

“Off Camp/On Base (Pimple Life)”, Tokyo Big Sight Exhibition Centre, Tokyo, Japan
“I beg to differ”, Milch, London, UK

“Update 96", The Old Turbine Hall, Copenhagen, Denmark

1995
Institute of Cultural Anxiety, ICA, London
“Fresh”, Video Positive 95, Liverpool; Tate, London, UK

1994

“Weirdos”, SAGA Basement, Copenhagen, Denmark

“Fresh”, ICA, London; CCA, Glasgow; lkon Gallery, Birmingham, UK
“Miniatures”, The Agency, London, UK

“No Vacancies”, alternative venue, Frankfurt, Germany

Collection

M+, Hong Kong

Tate, London, United Kingdom

Arts Council Collection, London, United Kingdom
Camden Arts Centre, London, United Kingdom
Goss-Michael Foundation, USA

Nomas Foundation, Rome, ltaly

La Coleccion Jumex, Mexico

Astrup Fearnley Museum of Modern Art, Oslo, Norway
Sifang Art Museum, Nanjing, China
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