


INTRODUCTION

What we perceive as real, the psychological nature of how we engage with objects and material,
are running threads throughout the works of Nabugqi (b. 1984 Inner Mongolia, lives Beijing). Ranging
from handmade sculpturestoinstallations made from assembling readymades, there is a pull for the
viewer to engage with detail and context, to be attuned to and reflect upon the spectrum between
artificial and actual. As such, Nabuqi creates realms that prompt our understanding of the world
around us and engage us in a play of spatial politics.

A core notion permeating Nabuqi’'s work is that of ‘presence’ as developed by Martin Heidegger
in his writings about phenomenology, understood as the study of structures of consciousness as
experienced from the first-person point of view. In Being and Time (1927; transl. 1962), Heidegger
argues that the concept of time prevalent in all Western thought has largely remained unchanged
since the definition offered by Aristotle in the Physics. Central to Heidegger’s own philosophical
project is the attempt to gain a more authentic understanding of time, considering time to be the
unity of three ecstases: the past, the present, and the future. The ‘presence’ to which Heidegger
refers is thus both a presence as in a “now” and also a presence as in an eternal present, as one
might associate with God or the “eternal” laws of science.

‘Do real things happen in moments of rationality?’ (2018) points most directly to this key tenet and
consideration. First exhibited in Shanghai and then at the Venice Biennale 2019, the installation is
composed of a green tarp and idyllic black-patches-on-white cow sculpture on rails, rotating amid
a fictitious landscape of pastures and blue skies printed on cloth. There is, on the one hand, a sense
of acknowledgement for what the objects and assemblage are, but there is equally a trigger about
what they’ve been and will be. This form of sliding visual interference raises a sense of deja-vu.
While we nod and recognise the scene we're also baffled upon closer inspection by its incredulity.

A similar dichotomy of experience is elicited by the work ‘Destination’ (2018), also presented at the
Venice Biennale 2019. A white beach billboard is perched at an angle, reminiscent of those luring
images selling an idyllic beach holiday. Jutting through the scene, however, is a palm, integrating
itself within the landscape by association but breaking it by disturbing the fields of sight. Upon
closer inspection, the palm is part of a cluster of further plants, hidden beneath the billboard and
behind it, as if backstage members of a visual theatre, one of whom has broken through the public
facade. There is a sense of association but also farce, a feel of being in competition with reality. It
also points more strikingly to Nabuqi’s play with nature, actual or man-made, it's incorporation into
her installations and dialogue.

In addition to a running interest in flora, Nabugi addresses our notions of habitat. ‘At dusk after the
rain... setting sunlight...wherelight spotsinall sizes...... fade,....washing out...and winding towards......
the end, as a sharphonking is heard... disappear’ (2017) is the constructed interior of a home,
arranging various layers of space on an abstract level. In a corner, a cube of plants is encircled by
a curtain with a white light shining from within. Suddenly turning off and on, the white light draws
focus to the space within a space and adds an element of theatricality, one that is heightened by
the original lyricism of the work’s title. Emphasising the interest habitat is ‘How to Be “Good Life”
(2019), an assemblage of household objects from lamps to a chair, carpets and bowls. As if popped
out of a catalogue, each object is nothing more than itself, but composed as a whole, points to an
alter mode of potential living.

Ultimately, Nabuqi plays with the optics and spectrum of observation, the programming that we
accept and also question. Through addressing the familiar - nature, domesticity - the viewer is
more deeply engaged in considering ‘presence’, how one perceives what is in front of them at
present, what it was before and will be in the future. Nabuqi’s elaborate installations thus point
to our epistemological idiosyncrasies and prompt, with wit and theatricality, a reflection on our
constructed norms.

Nabugqi graduated from the Central Academy of Fine Arts in 2013, and currently lives and works
in Beijing. Nabuqi’s work has been widely exhibited in notable international exhibitions including:
“Noire Lumiére”, (HOW Art Museum, Shanghai, 2020); “Study of Things. Or A Brief Story about
Fountain, Brick, Tin, Coin, Wax, Stone, Shell, Curtain and Body”, (Guangdong Times Museum,
Guangdong, 2020); 58th Venice Biennale (Venice, 2019); “Cold Nights” (UCCA Art Centre, 2017);
“Absent Paragraph” (Museum Beelden aan Zee, 2017); “Any Ball” (Central Academy of Fine Arts,
2017); The 11th ShanghaiBiennale (2016) and the 10th Gwangju Biennale (2016). She was nominated
for the 2016 Art Sanya Huayu Youth Award.



ERERAMREREENSY BEREMEMAH R ERERBRENOIERT BEMHH (1984F %
MRS S IREERIER) SMaFRI RIAEE - F T RSN (Fom 2R T AERRYNEEFam
H MEENEMER—EES I BRaSREMERER ZBRY 5 S ESEEE 2 BRI HE R
Z‘EEEEJH:L_LEI’J R SRATMIE EE M RV WG T IS | AR ERBURRIRRZ A&

MHEEEENZ OGS EIRHRET - BERAEEN TSI RR 2RI -HRBEMR TR ARSHEE
BB T AR T E (T2 1E BB ) — B bt P 28 AR B A MBS R A B 5 - 5 (B (W)
FEERBEEEREN - BERBERLRVZ O R EAEABAREMERER SRKERER =184
HRENES BE BT ULRK-BEEEOPHN T RIIBRE®REE TIES U E%RE &R
PUEER EHmaKkERZRAIBKIEES

(AEZRLEESYABSEEMBRRE?) (2018) REEMIEM T E— 2 OESRA M AREEFmE
RE019F I bigR RN ERFREEHEFREL (FmIVRZHEMER D G55 —sRiR @ NEh ) M
B —EEENE L RERERN B ERRNFME Uk — AR AREEE A HERNERRETR-ERE
{EmERERR] 7 S 2 HE R ER ) BYBE AR RS » R A B F 58 KBV N EREE T EMIB AR LB ENEE
RRRERFIVER T —@ar ZRU BRI (FABERNRFARRE TEBR XEHEZER KA
AR EEMEMmREIR X

EHRE 2019 F BB i F & R HAV(ALRL) (2018) iR T HLNIFER &5 EE RMIERIFIE S
FENEEXRAVEEHER EAREPLBEEDRERIER ES - AM> —RERRBEY K 7 &
BSh REERENEREEERAaMA— NBETERERAITR 7 EFR-AFHEHRREREER
IR ERUENBREEYEE LREBIGIZEYNES EEEYVEHRENRRSEZR mEERER
BESHNBERAE—MR MEF -2 EER T BEELRNEE RS TR ZEAFEEHRE AXIEE
el BB RBERF— R -EFmtiism T Im HERRREA - BERAEYHNZMER 50T
IS S REYIRAAREFmMEIE SRR ARVBTE

PREMEYIER BB 50 i Hth B2 BB SR A RENEE (T BRI E . SERBIEIE. KA
—HYYEHE.. R, . ARE R BB, ARG, SRS EISEHR . JHK T) (2017) B T —ERLIRER
EERBIASER LR A AREFZ B RN ER —RE SFNE R T BEZRE MERE—A
By R —EBREYENRECA RS WEE L IBR A YRI5 Beisid - BRI R BBV ER 15
PE—EZERARNS —EZER TR T —EBEEIETER R 7 ERiRFENF R RS — A Em(Un Ik
TR EE ) (2019) FHREA T EFRES S  EHEEFRESE B MBREREREY)
RS -EEMHMGERTERAEBSRER LRI —F EERERSEE, MEA—EREE EMHF
miam T —EEERAREE ST

M HRRERIRR RRBER > U IFHER I ERERVBERIRE @Bt sm B R AERFAENE
2 MM EGEE S| AR MES IR RNz P ERE R EHRNEN ZYEE T BE M RIKARE TS
Lo H RV R B FmEALtiam 7 HFIBVERAE 8 1 S SR B M BB Tk B EEE BAMERTURY

= 2
BFR°

MR ER 2013 EREN P REMER IRAEFTERILR - ME NI EEEREEES 65 ThEY]
(REMEE > _£/5°2020) ; MEYE R o —BIREAE R - 1> 13 BE S 18 /58 B BEMANKEL
(EREFEMEE ER2020) ; F58EE EHMEERE (REH2019) ; TER > (UCCAEREM LN
db51>2017) ; TERSCHIESS% > (Museum Beelden aan Zee’i®LHF»2017) ; [ERi5 ) (PR EMZAPRLEMEE b
R02017) ; B+—ELEEFER  TAABB?EE REDEE] (2016) ' UNE+—EAMNEFRF/\B
FE B 1 (2016) o 20164 i HE A BZEF S FEi%o



Selected Works
‘5= {Emm



Ghost, Skin, Dwelling
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Avenue Apartments Room 314, No.7, Lane 314, Tongren Road, Jing'an District, Shanghai, China
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doesn'tilluminate the room; it just stands somewhere like a sculpture.
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- Nabuqi




Installation view
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>ial Programme - Nabuqi “Ghost, Skin, Dwelling” preEénted by Sifang Art Museum, 2021.
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Installation view

RERS

*Special Programme - Nabugqi “Ghost, Skin, Dwelling” presented by Sifang Art Museum, 2021»
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Installation view
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*Special Programme - Nabugqi “Ghost, Skin, Dwelling” presented by Sifang Art Museum, 2021.
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Pet (Red)

Y (A1)
2021

Bronze, paint
Hif %R
95x70x50cm
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Pet (Blue)
EY (BEEa)
2021

Bronze, paint
RN
105x40x40cm
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Resin, sand, water pump
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140x83x83cm
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Peeper No.1
fal 32 Nod
2021

Stainless steel, print on fabric, paint, light tube
ARl B LITEN R IBE
220x55x55¢cm




Peeper No.2
faiE & No.2
2021

Stainless steel, print on fabric, paint, light tube
REgi - L3TEN R 1B E
180x25x25¢cm



Peeper No.3

fiFE#& No.3
2021

Stainless steel, print on fabric, paint, light bulb
Rkl B LITEN 2158
50x105x105¢cm




Dirifting seat No.1
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Aluminium, paint
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Dirifting seat No.2
T BERYEERE No.2
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Aluminium, paint
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100 x140x30cm




Dirifting seat No.3
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Alumﬁium, paint
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35x100 x30cm




Dirifting seat No.4
T BERYEERE No.4
2021

Aluminium, paint
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40x50x50cm




Dirifting seat No.5
T BERYEERE No.5
2021

Aluminium, paint
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35x40x40cm




Fossil No.1
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Bronze
5iR
147 x35x35¢cm




FossilNo.2

1tH& No.2
2021

Bronze
HiR
154 x 40 x30cm







FossilNo.3

{£H& No.3
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Bronze
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54 x42x41cm







Fossil No.4
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2021

Bronze
BiF
160x48 x100cm




Game and the importance of the joints
BRI S EE 4
2020

Copper, wood, stainless steel, paint
> AR B AR %R
118 x88 x 112¢cm
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Installation view
BERE

Nabugji, solo exhibition, Edouard Malingue Gallery, Unit B2, 12/F, Blue Box Factory Building, Aberdeen, Hong Kong, 2021
mE, BE, FESE BERBFAEILEAE12IEB2E, 2021






Installation view
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Nabugqi, solo exhibition, Edouard Malingue Gallery, Unit B2, 12/F, Blue Box Factory Building, Aberdeen, Hong Kong, 2021
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2020.04.23
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Acid-free cotton paper, acrylic, silk-screen printing
mERAIIRAR R AR 4B EN R
81x105cm




2020.02.10
2021

Acid-free cotton paper, acrylic, silk-screen printing
EELATARAR > R AR EED R
78 x101cm



2020.02.11
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Acid-free cotton paper, acrylic, silk-screen printing
WELAUARAR > AR A HEEN R
70.5x101cm



2018.02.05
2021

Acid-free cotton paper, acrylic, silk-screen printing
mELATARAR > AW > AR AR ED R
60.5x75.5¢cm
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2019.08.26
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Acid-free cotton paper, acrylic, silk-screen printing
mELATARAR AW > AR A ED R
315x405cm




2017.04.03
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Acid-free cotton paper, acrylic, silk-screen printing
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31.5x405cm
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2014.05.11
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N — . . . . .
% Acid-free cotton paper, acrylic, silk-screen printing
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29 x40.5¢cm
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Fountain: Night Garde
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2020

4 .
Stainless steel, PVC cloth, water spray device, dust screen, fibreglas j
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Dimensions variable '
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Installation view, ‘Study:of Things: Or a Brie
Times Museum, Guanga hina, 20
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Fountains originated in ancient Greece. They were infrastructural facilities for
ancient city-states to provide drinking water in response to surging population
demand for regular water use. The vast amount of resources and deployment
capability required for its construction have gradually made the fountain a
symbol of state power. When the distribution of water resources no longer
relied on fountains, it became a decorative public landmark. As a substance that
cannot be faked, water is placed together with other imitated forms to create
a place that does not belong to reality. The "fountain” as a work of art is the
appropriation and reconstruction of the image of the fountain—water pumps,
tarps, steel frames, advertising banners, all point to a gap with our physical
experience—the "fake landscape” brings a sense of conquering nature. Yet, it
was damaged by packaged industrial waste.
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Fountain: Night Garden
M8 R RERTE
2020
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Fountain: Night Garden
5 R [ IRERIE
2020




Fountain: Night Garden
15 R RERIEE
2020
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How to Be “Good Life”
UMl pR 2 TR A 0E
2019

Mixed media
ramE
Dimensions variable

R<ta




Nabugi's How to Be “Good Life” continues the artist’s long-term exploration of the
aesthetics of private spaces. Since 2014, Nabugi has been developing a readymade
series: in a way that is seemingly much more specific and light-hearted than the
artist’s laboriously crafted sculptures, the empty, upside-down pots, wires and cables,
snacks, lightbulbs, fake plants, stuffed toys, life-size fibreglass cows, and, perhaps
most preeminently, the photographs printed on soft textiles cover or hinder one
another, constructing and contradicting each other formally and thematically.

Unusualin Nabugi’s practise and unlike other works in the series, both the title and the
form of How to Be “Good Life”allude to the history of Pop Art, particularly to Richard
Hamilton'sart. Theinstallationalsousesimages of the Pantheon, the Egyptian Pyramid
and of animals for the first time: for the artist, the images become empty signifiers and
the installation a flat film set, pertaining to reality that is fundamentally superfluous.
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Do real things happen in moments of rationality ?interprets the status of “presence.”
The existences of things are caused by connections between surrounding
environments and the interference of time makes certain that the existence is just the
incidental nature of these moments. With different combinations of spatial forms, the
artworkimitates the feeling of déja-vu or scenes buried deep in the mind to explore the
difficult definition of reality by offering feelings of presence for the audience. The whole
art-piece was made by simulation materials to build an outdoor scene that seems
close to the nature and reminiscent of childhood. Also, these materials connect with
the space to create certain enjoyable contexts through combinations of displays. At
the same time. It questions the uncertain boundary between the unpolished materials
and the artwork.
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B — Steel frame, c-print, artificial plants, lights
— HZR, B fH, REY, 18
600 x300x180cm

Installation view, 58th Venice Biennale 2019
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Destination is an assemblage that continues Nabugi's exploration into the inclusive
environmental, and the artificial organic. Initially shown at a museum as an outdoor
installation facing a beach, the billboard of the Destination mirrors and mocks the
surrounding scene by presenting its own version of a tropical beach that is no less
unreal and artificial than the environment. The industrial, plastic and digital texture of
the work departs from the artist’s interest in the readymade in relation to the spatial,
and the act of occupation; the illusion-breaking palm and the numerous fake plants
beneath the billboard also speak of the anti-monumental nature of artist’s sculptural
practise.
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Inhabiting Space, Space Inhabited
by Loic Le Gall

* A shorter version of the article was published previously in the journal CURA. 28 in 2018

under the title ‘Inhabiting Space by Nabugy'.

In China, a new generation of artists, often women, are focusing on questions of habitat and architecture, of
human being’s place in the often anarchic expansion of urban territory. Nabugi, who graduated from the Central
Academy of Fine Arts in Beijing in 2013, explores these complex relationships between space and body, and
perception of space. Based in Beijing, she herself has always lived on the outskirts - she uses the concept of
“village-within- urban environment” - and moves further and further out from the centre, as the city gets bigger.
Surprise and movement would easily characterise the urbanization of China’s capital city. The surprise and
movement are generated by the speed with which the landscape is transformed, and the inhabitants’ capacity
for adapting. For example, a neighbourhood can disappear within a few months, purging the inhabitants, who
nevertheless have to return there to work. Nabugi talks about “many empty shadows left behind”, shadows of
both people and constructions left in an in-between state. Although the artist’s work, paradoxically exuding
a calm impression, does not directly evoke this urbanization, it nevertheless reproduces the mechanisms of
it and feeds on this constant state of agitation. Nabugi documents these immutable evolutions and her own
primary investigations in a diary, a notebook of recordings from life, and a catalogue of forms. The drawings
offer keys or clues to an understanding of the three-dimensional practice. As a kind of reflection or respiration,
her drawn work enables her to experiment with potential space/ body confrontations, or new colours. Indeed,
Nabugi does not hesitate to use gaudy tones, pinks, greens and yellows that cut into the cold, conventional
space of the white cube.

In the series, ‘A View beyond Space’, Nabugi attempts to represent different notions of space within the same
sculpture. Thefirstis, of course, the physical space itself, tangible and real, existing because of the elementary
human presence. The second is generated by the spirit, a universe of the mind in a non-location that the body
cannot experience. The aim of the artist is to enable the viewer to be projected into an environment created
by a single piece of message: the sculpture. The lines, forms and surfaces of objects require this need for
interpretation, because of the human brain's capacity for analysis and mental agility. Sometimes, Nabuqi
fashions landscapes that recall the skylines of buildings or even the levels of platform video games from the
1980s and 1990s, such as Prince of Persia or Mario Bros as in No. 16 of the series. Some recurrent forms such
as narrow staircases without guardrails are obvious indications of movement and discomfort. The body is
constrained in a moment of transit which is not comfortable, yet evokes an escape, a straying as much as a
danger. Elsewhere, the sculptures are arid and demand more effort. In ‘A View Beyond Space No. 8’ (2015),

the details are invisible or absent. Is the hollowed-out structure sufficient in itself or must it be augmented by
another reality? That is the question.

More recently, with the installation ‘Floating Narratives’ (2017) presented at the Centre for Chinese
Contemporary Artin Manchester in 2018, Nabugi studies even more deeply the relationship between the body,
the space and the work of art. A collection of artificial plants, lamps, a fan and photographs that are distorted
and therefore difficult to understand “occupy the space”, in the words of the artist. With the artificial breeze
from the fans and the light generated by electricity, the work transcends its own physical characteristics,
it overflows, it floats. The installation therefore suggests an inaccessible and deliberate hidden dimension.
Indeed, one can feel the air and one can see an unnatural light: the ethereal. What, then, is the place of the work
itself in relation to the space and the body of the viewer? On another level, the artist plays with notions of ‘false’
and ‘true’. The illusion of landscapes represented by a photographic image adds to the fiction of the space, as
does the fictional nature of the plastic plants: an effect of Bartesian reality.

In her definition of space and, by extension, of landscape, the artist has eliminated notions of beginning and
end. Space stretches out infinitely, without walls or doors. In a way, especially as it relates to the construction
of a mental space, the work of Nabugqi has its roots in the works of Absalon (1964-1993) and in another way
in those of André Cadere (1934-1978). They both envisaged the need to inhabit space and escape from a
purely physical logic. Sculpture could be a witness or a tool, allowing access to another dimension. The object
therefore constitutes its own dimension while engendering an infinite mental field. Nabugi also questions visual
and sensory perception, “When we enter into different types of space, do we perceive the information through
visual means or is the body also a receptor of information?” The sculpture is not restricted simply to its visual,
physical or spatial characteristics, or even to an ideological or historic context. There is not just one way of
looking that produces a result but an infinity of ways, producing a multitude of interpretations. The spectator
does not find himself in front of a traditional work of art to be looked at, they are physically involved, becoming
in turn a participant and a constituent element of the work. In other words, the works of Nabugi do not appear
to belong to the family of classical or ancient sculpture or to that of Canova but rather to the participatory
installations of Bruce Nauman, or the mirrors of Michelangelo Pistoletto, which engage the visitor by including
their own reflections in the work.

During a residency at Dawan Art in Paris in 2017, Nabugi took up the theme of ‘Stay and Occupation’. These
words, symptomatic of her work, imply that every movement of the body has an influence on the environment.
Dynamics between individuals are altered when another person, a newcomer, shares a common space. She
then observes the Parisians, recording sounds in the parks, photographing the footsteps of passers-by, and
buying from the homeless the vessels they use to collect the money they beg for. Life and survival in the public
space, movements and appropriations of areas are at the heart of this cartographic researchinto a transparent
Paris. Nabuqi reveals the indiscernible, sometimes in a conceptual sense - inaccessible dimensions excluding
the body, as the constructions are purely mental;



sometimes in a political sense - accessible dimensions excluding the body, those of the ‘invisible’, the workers
andthe homeless.In 2018, an exhibition at the Shanghart Gallery in Shanghai offers anew understanding of the
concept of object in the artist’'s work. A series of objects from everyday life were assembled a prioriin a simple
way, and seemingly arbitrarily. In history of art, we speak of ready-made - an object used for its own quality, and
sometimes modified, the most famous example of which is the fountain of Marcel Duchamp, a urinal becoming
artwork when it is signed and decontextualized; and collage - the combination of separate elements of all
kinds. This new body of work by Nabugi could be compared with the assemblages of the American artist Haim
Steibach who participated in the 1980s in Group Material in New York, in the way in which the context and the
status of the object are codified. However, beyond the perception of our own body, Nabugqi then extends her
research toanenvironment that is not fixed and immutable like architecture; sheis theninterested in decorative
objects, objects that are supposed to embellish the space, or at least modify it. Here twisted, having lost aninitial
function, these objects create animpression of strangeness between impression of déja vu and immersion. ltis
obvious that we must refer here to the Freudian notion of Unheimliche, elaborated in 1919. Indeed, for Freud, the
uncanny (Das Unheimliche) locates the strangenessin the ordinary. On the one hand, Nabugi draws directly on
the notion of perception, by titling her exhibition “Do real things happen in moment of rationality?”; On the other
hand, she evokes aterm that is not normally associated with art: the rationality. Here we must see an attempt to
interpret a broader philosophical concept and the definition of reality beforehand.

Nabuaqi’s sculptures have always found a basis in what the art critic Nicolas Bourriaud has called relational
aesthetics, that is, art that takes the sphere of human relationships as a theoretical or practical point of
departure. Nevertheless, more recently, the networks created between “work” and “spectator” have more
distended links, and the nature of the works is based on a more precise reality however full of doubts. And for
good reason, Nabugi's major series of work in 2018 is entitled ‘The Doubtful’. If the artist’s previous sculptures
were resolutely abstract, this new chapter is more tangible, using a category of forms less confusing for the
viewer. The vocabulary she uses takes up elements of the urban and the space, and defines another relation
of the occupation of the body in space. In “The doubtful site’ (engulfing and radiating shapes), the form recalls
one of the Greek theater, which had a very precise function: the place of representation. This is precisely what
interests Nabugi here, how to see and be seen, and what political notions (in the Greek sense of the term; that
is, what is related to the organization and the exercise of power in an organized society) are exercised? We
understand that through her sculptures, Nabuqiis part of a history of the art of the object and its perception but
also that she questions very current issues around the concept of collective and space appropriation.
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The doubtful site (engulfing and radiating shapes)
FrRerV e (BEM KRS BIAZAR)
2018

Aluminum, resin, sand
tm, s, W F
350 x350x40cm




Continuing from the “rhizomatous” forms of free-standing objects such as A View
Beyond Space (2015) and the notion of seeing the unseen in Memories, But not
from the past (2015) presented in the artist’s first solo exhibition ‘Parallel’, through
which the artist explores the dichotomous notions of center/periphery, accessible/
inaccessible, fragmentary/unabridged for Two-way Entry by means of assemblage.
Confronted with the reality of living in an ever-expanding urban environment,
where the notion of this architecture and public space are constantly evolving and
transforming. The series The doubtful site (2018) is presented as a constellation
of typical public spaces, that brings together a variety of public spaces such as the
stadium, the monument, the park and passages from our urban environment. While
each piece corresponds to a location where people frequent and gather, yet the
variety of textures, materials, forms, and constructs of these pieces invite the viewer
to make up one’s own perception of these sites.
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The doubtful site (engulfing and radiating shapes)
FrEe V15 PR (B EF ST aIAZAR)
2018




The doubtful site (central point)
FFERRVIZFR (FROE)
2018

Bronze, brass, resin, sand
HiR S #is W F
300x85x35¢cm




The doubtful site (horizontal channel)
FEERYIZFR UK 3878 No1)
2018

Aluminum, stainless steel
38, F 540
70x70x110cm




The doubtful site (horizontal channel)
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The doubtful site (perpendicular channel)
RIS FR (EHEE)
2018

Brass
=i
1830x90x90cm




Thead u tful site (empty space)
35 R (ZEith)
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2018

~ Aluminum, iron, resin, sand
m, &, @fs, WF
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The doubtful site (empty space)
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2018



Floating Narratives
EEHIEE
2017

Mixed media
FES=Y vip S
290x280x270cm




A site, consists of lighting, images and drafts of wind blown from a fan, is unlike a
space occupied by actual objects, it “occupies” the space by aiming at creating an
impact within a certain parameter of the space rather than its physical property. The
content on these images (photographed sceneries) provides an indefinite narrative,
whichis taken further by the artificial plants in the space. These artificial plants can be
understood as derivatives from the images, floating above the physical space, so this
site constructed on fictional narratives portrays a “faux” wonder. Lastly, the narrative
comes to an end with a fake cut open lemon-drawing conclusion to this fictional
narrative between those real objects and the uncanny images.
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Floating Narratives
IS
2017




Floating Narratives
=L
2017




Floating Narratives
pESEA NN
2017




2017

Suspended ceiling, mirrors, fans, lacquered metal frame, artificial plants, curtains, acrylic boards, light box, spherical lamps, LED lights, light-switching device
BERBIE, AR, BREEELSR, RIEY, ©F, iR iR, B, IR IREBIE, LEDSE, BN E kS

Dimensions variable

Rt




l" =S B At
' m‘,_q

At dusk after the rain... setting sunlight... where light spots in all sizes...... fade, .....washing out... and winding towards...... the end, as a sharp honking is heard... disappear
TERNGER. . ARG, KNF—rIEHE BE, WO BB, ... AR EL, ARV EIREE.. EKRT
2017




| constructed the interior of a home. It's incomplete, with lived-in details yet remains
fragmented, that renders into various layers of space on an abstract level. The turning
on and off of its interior, exterior, stage, photograph, text (title of the work), mirror and
lightinggenerate certaincircumstantialtransformation. The curtaincanbeunderstood
as the perspective by which to looking in from the outside, or an object for projection
in its stage design; the sudden switching off of the light is like an abrupt pause in a
theatrical production, and the viewers ultimately become participants on this very
stage; moreover the mirror generates spaces that locates the viewer between reality
and theatricality, realized through the transformation of the scene; in addition, the
title of the exhibition draws from the description of an actual outdoor scenery... with
these various layers of spaces coming together, the site becomes an unreachable,
overlapping or displaced space. One’s presence on site, or absence from it becomes
an indecipherable condition, similar to the ambiguity between theatre and reality,
where often times, one perpetuates in an in-between state.
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At dusk after the rain... setting sunlight... where light spots in all sizes...... fade, ......

washing out... and windling towards...... the end, as a sharp honking is heard... disappear
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Every displacement of the body involves “staying and occupation.” Whether traveling,
visiting and residing or migrating, in exile or wandering, every long or short-term
stay ultimately becomes some sort of occupation. One’s entry into a space implies
changing the habitual dynamics between individuals and their environment, just like
an intruder occupies a physical location, changing its outward appearance while also
bringing psychological fluctuations and imbalances. Every time we stop movement,
the space we have occupied is not only the terrain under our feet, but also the mental
space we share with others. This change does not only occur in one direction: the
occupier must also face the tensions of an unfamiliar environment, as well as the
impalpable interactions between him or her, the outside world and others.
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A View Beyond Space No. 16
Z=fE SN B &= No. 16
2017




A View Beyond Space No. 16
ZEfEISMYE S No. 16

2017







A View Beyond Space embodies the existence of a paradox reflected in the two types of space created
in these sculptures - the realistic space that has immediate connection to the body, and the space in which
the body cannot access but only accessible through visuals and imagination. These views are abstracted
imaginations of spatial transformations, and not of specific places. The edges of these views represent the
fragmented interceptions of the sceneries, as well as the completion and the termination of these works.

(ZRSMIASIGBR—EFRIEFET EREFERSMEFCEANER —REN NI REEHZH
L= U S BBAEEARN  RERFERENBE T EEANEF -ELEERIZ MRV EREEL
RVARR - RERRRIST-BGIART RETTURIEE AR T SeAER

A View Beyond Space No. 1
ZE eSS R S No
2016

Stainless steel, varnish
TR, B
60x50x50cm



A View Beyond Space No. 2
ZEfEIMNY B S No.2
2015

Stainless steel, varnish
IR, ER
105x115x9¢cm



A View Beyond Space No. 3
ZEfESMYE=NO.3
2015

Stainless steel, varnish
TR, B
210 x14 x14 cm



A View Beyond Space No.4
ZEEIMI R SENo4
2015

Stainless steel, varnish
e, 185
400x80x10cm




A View Beyond Space No.4
ZEEIMIRE=No4
2015

Stainless steel, varnish
REEH, BER
400x80x10cm
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A View Beyond Space No.4
ZEfE SN B = No.4
2015



A View Beyond Space No.5
ZEREISMYE = NoS
2015

Stainless steel, varnish
TR, B
220x156 x18cm



A View Beyond Space No.5
ZEREISMYE = No.S
2015




A View Beyond Space No.6
ZEREISMY R S=NO.6
2015

Brass
=i
20x20x20cm



V) JE =No0.6
2015
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A View Beyond Space No.7-12
ZEESMIE RN 712
2015

Stainless steel, varnish
IR, ER
130x10x10cm



A View Beyond Space No.7 A View Beyond Space No.8
ZEfESMYE = N7 ZEfESMYE = No.8
2015 2015




A View Beyond Space No.9 A View Beyond Space No.10 A View Beyond Space No.11 A View Beyond Space No.12
ZEEIMY R SENo.9 ZEE MY R S No10 ZEfE MY R S NoM ZEE MY R S No12
2015 2015 2015 2015



A Memory, But Not of the Past
i, BRE#EEN
2015

Mixed media

FES=Y Vg S

Main structure F E&43:187 x 183 x 94 cm
Mirror box SR FE843:12x 20 x12cm




Eachobjectisindependentinitself,butwhentheyarearrangedasagroup,connections
are established. Establishing some kind of scene taken from the fragments of
memories, while also making these fragments “present”. This “presence” only exists
in the relationship between objects, and because this relationship is temporal,
once these objects are separated, the meaning of these works would also become
irrelevant.

Vmz BHEERIESHEEMEEMSZ EEXBRANBENCEERNG
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A Memory, But Not of the Past
IS, BEREBEEN
2015




A Memory, But Not of the Past
soiE, BREEEN
2015



Tangerines

T
2015

Brass
=i
200x8x9cm
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Tangerines
W+
2015
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Object No.3
188 No.3
2014
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Object No.3
Y188 No.3
2014

Object 3was a mechanical installation made in an approxinamtely 150 square metre
space, where black nylon ropes were slowly moving, while pulled by mechanics. It is
difficult to differentiate which is the moving rope when situated in the work, the control
of vision is not effective at this time. A constantly shifting sculpture, whose moment is
shaped by time.
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Object No.3
Y188 No.3
2014
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Kiang Malingue | Nabuaql

EZZE 10 Sik On Street, Wanchai,HongKong | Office N°| &% +852 2810 0317

BEHEH 105 | BiF &8
Open: Tuesday-Saturday 12-6PM
kiangmalingue.com and by appointment.

Bornin Inner Mongolia, China, 1984. Lives and works in Beijing, China.

Education

2013 Graduate from the Central Academy of Fine Artsin sculpture studio, China

Awards

2020 BVLGARI AVRORA AWARDS, Beijing, China
2016 Shortlisted for Art Sanya & Huayu Youth Award, Sanya, China

Solo Exhibitions

2021
"Ghost, Skin, Dwelling“, Edouard Malingue Gallery, Shanghai, China

2018
“Do real things happen in moments of rationality?”, ShanghART, Shanghai, China
“Two-way Entry”, C-Space+Local, Beijing, China

2017
“Absent Paragraph”, Museum Beelden aan Zee, Den Haag, the Netherlands
“Stay and Occupation”, Dawan Art, Paris, France

2015
“Parallel”, C Space, Beijing, China

2012
“Static”, Eastation Gallery, Beijing, China

Group Exhibitions

2022
“LOVELOVELOVE", U2 by UCCA, Beijing, China

“Mirror Image: A Transformation of Chinese Identity”, Asia Society Museum, New York, US.A.

“Rhythm and Refrain”, Song Art Museum, Beijing, China

2021
“Feeling the Stones: The First Diriyah Biennial”, Riyadh, Kingdom of Saudi Arabia

“SCAPE Public Art Season 2021: Shadows Cast”, Christchurch, New Zealand
“The Principle Of Hope”, Beijing Inside-out Art Museum, Beijing, China

“IN THE MIDST OF IT ALL", G Museum of Art, Nanjing, China

“In the Labyrinth”, No.549 Shaanxi Road, Shanghai, China

“Like in Paradise”, HOHENRAUSCH, OO Kulturquartier, Linz, Austria

2020

“The Curation Workshop ll: Sample Cases from OCAT”, OCAT Shenzhen, Guangdong, China

“Noire Lumiere”, HOW Art Museum, Shanghai, China

“Study of Things. Or A Brief Story about Fountain, Brick, Tin, Coin, Wax, Stone, Shell, Curtain and Body”, Guangdong Times Museum,
Guangdong, China

“A Composite Leviathan”, Bridge Project, Los Angeles, USA

“Golden Flow”, CHAO Art Center, Beijing, China

“Condo London”, Sadie Coles Gallery, London, UK

2019

“May You Live in Interesting Times”, 58th Venice Biennale, Venice, Italy

“China Landscape: Selections from the Taikang Collection 2019”7, Taikang Space, Beijing, China

“A Turning Moment: Urban Narratives in China Contemporary Art, 1995-2019”, Shanghai Duolun Museum of Modern Art,
Shanghai, China

“Pull Up the Stake”, Qi Mu Space, Beijing, China

“Treasure Island Phantoms”, CLC Gallery, Beijing, China

“Garage Sale”, Sandwich Gallery, Bucharest, Romania

“Sleeping with a Vengeance, Dreaming of a Life”, Wiirttembergischer Kunstverein Stuttgart, Stuttgart, Germany
“The return of guests: Selections from the PSA Collection”, Power Station of Art, Shanghai, China
“Pal(ate)/ette/”, Shanghai Gallery of Art, Shanghai, China

“Have a Nice Day”, Stey-WFJ, Beijing, China

2018

“All Are Digging for Gold in the World”, Youpin Space, Wuhan, China

“Sleeping with a Vengeance, Dreaming of a Life”, Institute of Provocation, Beijing, China
“After Nature”, UCCA Dune, Qinhuangdao, China

“Final Del Juego”, Hongkun Museum of Fine Art, Beijing, China

“The Legacy of Architectonic Futurism”, BANK Gallery, Shanghai, China

“A World in a Grain of Sand”, Fosun Foundation Collection, Hainan, China

“NOW: A Dialogue On Female Chinese Contemporary Artists”, CFCCA, Manchester, UK
“Access Through A Detour”, Magician Space, Beijing, China

2017

“Under the Sky-Contemporary Art Scanning”, Inner Mongolia Art Museum, Hohhot, China
“Shanghai Dandy”, Don Gallery, Shanghai, China

“Zhongguo 2185”, Sadie Coles Gallery, London, UK

“Cold Nights”, UCCA, Beijing, China



“Drawing Pogo”, Taikang Space, Beijing, China
“Any Ball”, CAFA Museum, Beijing, China
“Likeness of a Thought”, Telescope Space, Beijing, China

2016

Art Sanya Huayu Youth Award 2016, Sanya, China

“Dragon Liver”, Phoenix Brain, Shanghai OCAT, Shanghai, China

“Slippages”, Pearl Lam Galleries, Shanghai, China

“Why Not Ask Again”, 11th Shanghai Biennale, Shanghai, China

“Abstract Q&A”, Star Gallery, Beijing, China

“The Eighth Climate (What Does Art Do?)”, 11th Gwangju Biennale, Gwangju, South Korea
“Soft Haze”, Thomas Erben Gallery, New York, USA

2015
“The Aliens of Courtyard 23”, Institute for Provocation, Beijing, China
“Perched in the Eye of a Tornado”, Ying Space, Beijing, China

2014
“Black Dwarf/Part Two”, Star Gallery, Beijing, China
“Go to Mars”, Songzhuang Museum, Beijing, China

2013

“Black Dwarf/Part One”, Star Gallery, Beijing, China
“New Paper”, Pekin Fine Arts, Beijing, China

“No Difference Il -Floating”, Li Space, Beijing, China

2012
ART NOVA 100, Yue Art Gallery, Beijing, China
“Cold Encounter”, SOKA Art Center, Beijing, China

20M
“Made of Paper”, Gallery Beijing Space, Beijing, China

2009
“Fragile”, Angela Li Gallery, Hong Kong

2008
“My LOGO Contemporary Art Exhibition”, Beijing, China
“From Zero to Hero”, Star Gallery, Beijing, China

Collections

White Rabbit Collection, Sydney, Australia
Power Station of Art, Shanghai, China

New Century Art Foundation, Beijing, China
Fosun Foundation, Shanghai, China

Start Museum, Shanghai, China

Taikang Collection, Beijing, China

M+, Hong Kong
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