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Chou Yu-Cheng, His Professor Yen Ye-Cheng and His
Painting, 2014

P - REE R4 Chitti Kasemkitvatana
(B & BB Aeon is Just a Second, 2014
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=& Ko Sin Tung
CER&ESE4R)  Collecting Light, 2014
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Printed translation of all audio tracks and additional
references provided by artists and the curator are
available on the reading platform.
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Preface How to unfold our minds and perceptions so that we may hear the
landscape that we do not see is an endeavor and dream that dances
with the question of sensibility — mysteries are not in things but
rippling from artists” actions and our ceaseless conspiracy.

The exhibition premise departs from artists’ peculiar actions and sensitivities vis a
vis conceptualizing artistic ideas and expressions with their own formal grammars
so as to speculate and investigate social relations and agencies. Their actions do not
seek representation but rather create agents and sources of evidence that allow us to
mobilize ourselves again in reality. In order to read aesthetics informed by the seamless
conversations and compositions they initiate, and to connect knowledge, imagery and
narration against institutional power and violence, this exhibition proposes to study
artists” action forms and provide ways of seeing contemporary art beyond visibility and
display—that is, in multiple layers and dimensions in order to indicate various realms for
aesthetic understanding as well as continuity that take the form of lives.

In our post-Duchamp age of media society, we are driven by new quests to understand
and rediscover the meaning, presentation and possibility of the art object — material
or not, and functioning in complex social fabrics beyond the act of registering new
artistic concepts. Correspondingly, the exhibition as a form for art presentation faces
new challenges and seeks to access and generate active communication between
different systems, institutions, ideologies and realities. The project title Never odd
or eveN points to the spectrum between integers in mathematics, or any complete
entity in a literal approach, suggesting an unbound space to discover new relations
and activations. As a palindrome, it provides a passage for travel and return, while the
exhibition itself acts as an aesthetic vehicle for presenting projects in the juxtaposed
structure of a parallax, illustrating the rendezvous between art and life on the same
platform, or via multiple perspectives, directed by the audience. It is a contemplative
medium for meeting more ends or beginnings. It shows how form exercises affection
and how we are affected to act and run in a contemporary temporality.
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Tyler Coburn (b. 1983, New York) is an artist and writer

based in New York. He received a BA in Comparative
Literature from Yale University and an MFA from
the University of Southern California, Los Angeles.

In addition to contributing to frieze, e-flux journal,
Art-Agenda and Mousse, Coburn has presented his
work worldwide, including at the Whitney Museum

of American Art, New York; South London Gallery,

London; Kunstverein Munich; CCA Glasgow; and

LAXART, Los Angeles.



(RIRER) - 2013/14

BEm BEEE

EmARES : BER

23x14.25x14 %) ; 20.3x14.25x10.15 A%

CRT &H I IR EAIRE LY IR AR
B R R AEMRA

Waste Management, 2013/14

Audio and found artworks

Detail: Scholar Stones

23x14.25x 14 cmand 20.3 x 14.25 x 10.15 cm

CRT monitor glass, epoxy and glass fiber powder from printed circuit boards
Courtesy of the artist
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What appear to be scholar’s stones, prized for their
natural beauty, are actually cast rocks made of a
compound of ground CRT monitor glass and glass
fiber powder from printed circuit boards, which
are produced by a Taiwanese e-waste recycling
company. To accompany this found artwork, a
pair of wireless headphones hangs in the venue,
featuring two stories in two languages read by
the same voiceover actress. One plays English
writer Joseph Addison’s 1710 story Adventures
of a Shilling (audio in Chinese), commonly known
as an “it-narrative.” In this genre, which had a
short craze in 18th Century England, coins and
commodities tell their life experiences in first-
person, satirizing an emerging consumer economy
that was boosted and secured by the British
colonies’ supply. The other plays Tyler Coburn’s
Adventures of a Genre (audio in English), written
based on his research around this project. In this
story, Coburn writes from the perspective of the
“it-narrative” genre itself, describing the global
circulations of technology and economy, while
providing a fictional portrait of this set of scholar’s
stones. The differing voice tracks also remind us
of how language has become a commodity and a
service within these complex glabal circulations.

The project delicately engages multiple production
and circulation relations. The anthropomorphic
investigation of materials, things and objects; the
commoditization of human values and services;

and all the side products of
technological development,
in terms of culture, economy,
environment and ethics, are
drawn to the surface to spur
further reflection. Coburn’s
romantic approach is even
more amusing if we associate
it with the literati's love for
scholar’s stones in different
eras, and particularly
with Su Shi's poem On a
Grotesque Rock from the
Song Dynasty. Su’s obsession
with grotesque rocks and his
intention to speak through
objects provide interesting
parameters for an expanded
reading of art history — one
that also includes types of
art institutions, as well as
institutional definitions of art
and the readymade. Perhaps
we could even reinvestigate the
interpretations and symbolic
meanings of time-informed
“taste” to develop our notions
of the ugly and the bad.
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Chou Yu-Cheng (b. 1976, Taipei) studied
at I'Ecole Nationale Supérieure des Beaux-
arts de Paris and received the 2012 Taipei
Art Award. Chou's practice places a
conceptual emphasis on the procedures
and operations behind his projects in their
specific contexts, reflecting on the problems
of reality and proffering alternatives to
their corresponding benefits, organizations
and histories. He's been widely exhibited
at the Museum of Contemporary Art,
Denver; Kuandu Museum, Taipei; Taipei
Biennial 2012, Taipei and Queens Museum,
New York.
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Chou Yu-Cheng,

His Professor Yen Ye-Cheng and His Painting, 2014
Acrylic on canvas, sound installation

Detail: Paintings

110 x 80 cm; 110 x 80 cm

Courtesy of the artist
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Chou Yu-Cheng,
His Professor Yen Ye-Cheng
and His Painting, 2014

Acrylic on canvas, sound installation: 20 mins

Chou Yu-Cheng runs a conversational
discussion on art with his old time college
professor and long-term friend Yen Ye-
Cheng to unfold a cross generation
exploration and exchange on artistic
subjects, such as aesthetic, taste, form and
content to depict the (conjtemporaneity as
a duet. If we take Bruno Latour’s idea that
modernity’s definition exactly points to “the
passage of time,” then we perhaps could
observe in reverse that their speech act
reveals the driving force of modernity in the
context of art history — how such force has
shaped the modernization of art in terms of
its ecology, trend, fashion and institution.
The conversation also investigates the
contemporary art rhetoric, and inquires into
the evolution, narratives, feedbacks and
struggles interweaving through generation
to generation in the passage of time.

Apart from the sound installation, here presents
another form of conversation: a recent painting
of Yen and Chou's imitation on this painting in
the style of a monochrome could be viewed in

a bewildering visual experience while spinning
rich layers of aesthetic circulation. This
installation knocks on a suspended question
concerning temporaneity that modemity leaves
behind: what is the practice today that could
still keep informing the intimate interplay
between literati traditions, philosophy of
art, spiritual construction and the exercise
of individual reasoning, taste, manner and
attitude? It is via the invisible and abstract
composition, displacement and flow of this
installation in its space-time that such simple
but fundamental question eventually comes
to reveal its face: what is art now? This
conceptualized and pronounced question
expands itself in the conversation between art
and life, and requests its validation from artists
and connoisseurs of all times.

Shall we take temporaneity as the
content of this artwork instead
of the framewaork, Chou's project
provides a visual presentation
and aesthetic language to
interpret the development of art
history with a witty twist and an
enthralling play.

juxtaposition. The confrontation of these two

paintings, together with their separated original

creative intents and aesthetic questions produce



Chitti
Kasemkitvatana
thiz -
FEERIEIR

TR - REERIEWN - 1969 FHENRE - RESARERA -
REEMABILERE - BEANRMIT ABEMRELE 0 1997
FHEREMMAL About Art Related Activities I A& #AIZ A ©
SR MDA B B — (B2 T B2 22 E Messy Sky © fEfR BB HR ¢
#1048 Secession ~ JF FR % CAPC & R ETMTEE - AKX PS1 - B2
Le Plateau ~ 222 Level One ~ EMNEFRZENTER « LRI HT R BUMN
EREMITERLSF - 252 2014 F4HE DAAD MIEEFTEITR -
EMMAITBIME EREL A SEFRFEN TR - EEMAED
FISSIR - 7E APRARAR R AR S B AR A) A A BE 8 B o

Chitti Kasemkitvatana (b. 1969, Thailand) lives and works in Bangkok & Berlin.
An artist and independent curator, he received his BA in Fine Art from RMIT
University, Melbourne and co-founded About Art Related Activities (AARA)
in 1997. More recently, he co-founded the publication and now project space
Messy Sky. His work has been exhibited at Secession, Vienna; CAPC Musee d'Art
Contemporain, Bordeaux; PS1, New York; Frac-lle-de-France / Le Plateau, Paris;
Level One, Paris; Times Museum, Guangzhou and Centre Européen d'Actions
Artistiques Contemporaines, Strasbourg. He is also a recipient of the 2014 Berliner
Kiinstlerprogramm des DAAD. His works mobilize the shifting of presence and
absence and the transformation of void and life through actions and installation,
to generate the birth and transmission of ideas among human network.
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Aeon is Just a Second, 2014
Mixed media installation, action
Image: artist sketch

Courtesy of the artist
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Aeon is Just a Second, 2014

Mixed media installation, action

In a poetic rendering and arrangement, Chitti Kasemkitvatana's installation provides a
soothing walk experience for audience to contemplate on the concept of space-time, which is
illustrated in various forms and languages. Inspired by his mentor Phra Acariya Thanapiboon
Rattanapunyo, the artist has been researching across different cultures” knowledge on this
subject — from the ancient philosophy to the recent scientific research, and found that many
references pointing to the same articulation to propose that the universe is in the finite shape
of a dodecahedron. Such discovery offers a speculation on the space-time relation that is
employed by the artist to develop his expressions and narratives to portrait the sense of being.

Another trace of space-time exchange presented here is generated from
Kasemkitvatana's 2012 project One Thing after Another — Series No. 00, which
was an action to throw a brass coin into Yves Klein's The Zone of Immaterial
Pictorial Sensibility fifty years after the original act. As a historical reenactment,
the space of void creates an echo in the stream of time, and is then transferred
into a new form of existence in this installation via the photo documentation
cube, responding gazes and encountering lives.

The visible diagram, text, document, sculpture and imagery elements compose intangible
relations to the fundamental principles for existence and life. It is among these mesmerizing
and continuous correspondences that we come to perceive being and its transformation;
history melts into a compressed paint, while the reality expands boundlessly with an engaging
flow of ideas. Kasemkitvatana's practice bridges a series of interventions and transmissions to
address the concept of presence and absence, and permits life from the void.

A story-telling action as transmission takes place in the exhibition opening to complete the
installation, and two dodecahedron sculptures will be sent to the source of inspiration — one
to his mentor in Thailand, and the other to scientist Jean-Pierre Luminet in Paris— to carry
on their earthly journeys after the exhibition. The installation stands as a temporary garden of
the universe, breathing an embracing charm to live as imprints in memories.
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Benoit Broisat (b.1980, France) lives and works in Paris. Across
multiple media, including drawing, installation, photography
and digital animation, Broisat engages with the notion of
representation, reflecting on the subjective nature of vision to
reveal a constructed and mediated world of imagery that is parallel
to or interposed in our everyday experiences and understanding
of reality. His work has been widely exhibited at the Musée d'art
moderne de la ville de Paris, Museum of Contemporary Art, Tokyo,
9th Lyon Bienniale, Serpentine Gallery, London, Jeu de paume,
Paris, and Mori Art Museum, Tokyo.
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Les Temoins, 2008 -

Témoin #10 (Pink plastic basin
from Ayutthaya), page of Time
magazine and basin, 2014
Courtesy of the artist
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Some inevitable disturbance and desire are evoked and rendered from a few particular visual
objects on the daily news imagery to artist Benoit Broisat. As ordinary as they are, these objects,
including a glove wore by a cowboy in Colorado, a sun umbrella from the street in Phnom Penh,
Cambodia, a plastic basin from Ayutthaya in Thailand and so on, appear like what Roland Bartes
called as “punctum”, becoming a part of subjective experience and a part of imagery memory
later. Their existence would testify the authenticity and credibility of representation mechanism
between image and reality, as well as the mediated knowledge to the world, and signal an
unsatisfying passive position of readership in the gap of accessing and experiencing the reality.

A series of epic investigation kicked off by the artist is both the actions and narratives
to question and reconnect the relation between individual and the world in the
composition of spectacles. Broisat regards these visual triggers as “témoins” (in
French, this word means a witness as a person, but it could very well be a sign or an
object) that would validate the authority and power of the original news images in
return. With the news image as his solo thread, he finds his way to visit to the original
site where the photographs are taken to acquire these very objects, and understand
the reality they are situated with his personal and irreplaceable experiences. Among
more than his thirty searches, some successfully obtained objects become temoins to
witness the moment when image and reality once met, some cases are failed, and
some journeys nevertheless generate charismatic plots like in a romance fiction...

Following artist’s actions, the organizations of social relations and consequences
correspondences, incidents and so on have grown into a new network of agents. The project is
exhibited in two space-times: the original news clipping and the found objects are shown in the
physical site, while a travelogue on artist's commissioned research trip to Ayutthaya earlier this
year could be read on the Not Today magazine. Audience/reader will have their own suspicions
to the recontextualized and mediated materials, and travel back and forth in the dialectic relation
generated by the exhibition venue and the media space to become new temoins.
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Ko Sin Tung (b. 1987, Hong Kong) graduated
from The Chinese University of Hong Kong's
Department of Fine Arts. Working across a
variety of media, including painting, video
and digital print, Ko Sin Tung responds to a
sense of solitude and distance that is sensitive
to the modern life, urban environment as
well as the collective internet culture. She is
concerned with how images appear and are
being perceived or conceptualized in our daily
lives and considers the influences as well as
functions they fulfill in a psychological sense.
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Collecting Light: Lane 124, Siwei Road (Room 1), 2014
Acrylic, archival inkjet print on canvas

60 x 88 cm

Courtesy of the artist
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Collecting Light, 2014

Acrylic on archival inkjet prints, painting installation

Light-filled space is a pretty common criterion for house-hunting in Taipei, yet, such rental

advertisement terms seemed completely alien to Hong Kong-based artist Ko Sin Tung

during her field research in town. This new discovery suggests the distance between two

places and the varying relations people have with their living quality and imagination in

physical, psychological and geographical terms. In order to comprehend this difference,

Ko decided to develop her project as an act of collecting light that would, in tumn, serve

as the beginning of a construct for a new conceptualization, sensibility and interpretation
of light—a beloved subject in art history. She renegotiated with reality through internet
images - exploiting the public/private boundary - to investigate the collective expressions

hinted at from those images exposing people’s realities and imaginations for their homes.

The image production process and technique
deletes the original attributes of light. The
surface, volume, shape and texture of light
disappear with the loss of its own body and
vehicle. Albeit it is a form of light in reality;
the representations of light, either captured
through a lens or shaped by paintbrushes,
seem to only highlight the irreplaceable gulf
created by every act of capturing, cropping
and transferring. The artist interprets
layers of separation, distance and fictional
connection that individuals have with the
exterior world through investigating public
imagination, understanding aesthetics and
technology application through her daily
internet activities.

The project employs multiple lenses through
which we may see the representation of light
and modes of perception: images shot from total
stranger’s perspectives, filtered by the internet's
search engine mechanism and its random odds,
beaming from computer monitors as artificial
light, output by digital technology, being
reconstructed by the artist’s act of painting on
the canvas and in the exhibition venue, arranged
into a physical installation, etc. The embodiment
of light concerns spatiality and agency, and is
reflected through retinas as well as imagination.
Ko takes light as the referent of her narratives
and conceptualization; furthermore, light is
subject to the connection between various
private and public contexts in her composition,
producing a longing for life in a sensible space.
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Never odd or eveN: A Curatorial Concept

Esther Lu

How to relate contemporary art's sensibilities and
relations to contemporary life is no longer just a
professional obligation restricted to artists or curators
but also a task that audiences will have to confront
and answer today. Beyond being a philosophical
subject or evidence of bourgeois consumerism, art
with such intriguing phenomena — whether as
a trend or form of democratic culture —have
revived the classic question “what is (not) art”
and boosted it with dynamic energy as well
as perplexity. Contemporary art in large, as
the heir of conceptual art, finds its way out of
many visual traditions and fine craftsmanship,
whilst revisiting our physical sensibilities
with greater technological means for either
stimulation or exhaustion. Indeed, there are more
and more social modes of art presentation as
well as performances taking place in the name
of participation, engagement or intervention,
thereby creating highly complex matrixes of
documentation, indexing and archiving, which
are replete with critical metaphors that keep
audiences assiduous, at times speechless, and
even bamboozled.

The re-emergence of this classic question
perhaps indicates the openness as well as
uncertainty of art and how it reserves an obscure
attitude towards its identity. A significant feature

in today’s culture, this question is
regenerated and highlighted in the
production of modernity. However,
the purifying dichotomy force of
modernity cannot achieve its full
strength in artistic practice. On
the contrary, modernism is often
revealed as a paradox whereby art
evolves within different localities
and contexts to expose its
potential diversity and multiplicity.
This question also evokes the
politics of social structures in
the development of civilizations:
processed as the symbolic act of
democratic society, it reaffirms
the operation of democracy
through sustaining and activating
the arguable validation of art,
the practice of the commons in
the hands of the public instead
of the bourgeoisie, and the
possibility of reinvestigating the
institution of art from a non-
Western perspective. Yet, such
conditions do not promise nor
extend our thinking of the practice
of contemporary aesthetics: how



we can perceive Nietzsche's
Apollonian and Dionysian theories;
how to appreciate those dreams
and drunk in Li Bai's poems;
once again, in today’'s context,
to see poetry blossom; how to
establish the continuity of art in
the everyday practice of life so as
to bridge the connections between
knowledge and consciousness that
were once cut off and excluded
by modernity; how one could
weave networks but not purify
classifications when addressing
cultural production, responding
to the history we've inherited
whilst continuously exploring and
creating in our time.

This question even further
suggests the problems surrounding
art institutions, in which exhibition
production has become the main
driving force and framework
for artistic production and
presentation. | believe this is an
interesting moment to discuss art
objects again in relation to the
form of their display and to observe

their aesthetic development from the perspective
of their content, form and production all the
way to their presentation, and to acquire some
solid threads from history. If we take Duchamp’s
Fountain as an important source of inspiration and
turning point in the development of modern art, its
significance lies in its confirmation of the power
structures of art institutions, and how Duchamp
borrowed such power and functions to engage with
the definition and recognition of art and its status
vis a vis the codes of objecthood. Since 1917, the
definition, exchange and function of art, objecthood
and thingness, have developed many overlapping
chapters with continued fluidity between them. Its
influence has stayed and today we do not fear the
confusion or closeness between everyday objects
and art objects as Clement Greenberg did in the
60s; indeed, we probably even love carrying Lee
Kit's fabric bag/artwork with its humble slogan to
ramble around an art museum or market. If we take
as truth the conclusion of Sven Litticken’s essay
Art and Thingness— "a properly reflexive work of
art can never be only about its status as art, about
art itself. Since art’s apparent autonomy is socially
conditioned, the obverse of its heteronomous
inscription in a global capitalist economy that
penetrates into ever more realms of life and parts
of the planet, the work of art’s self-reflection is a
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sham if it is not potentially about everything, and
every thing,” '— then one would notice his great
attention to the relationship between contemporary
art and its situated context. Almost as a zeitgeist,
“everything relates to one another in a globalized
world” does not only reflect upon biopolitics
but also art objects. It becomes more and more
difficult for us to simply discuss an art object
through its status quo and it authorial intents,
and we are haunted by the need to see beyond its
presentation. What are the consequences for art
objects? When the external social context does not
merely serve as the subject of artistic practice, but
contributes to its ontological meaning, how can we
interpret an art object and appreciate the extensive
landscape behind it? How can we respond to it as
an exhibition maker or audience? Do we need to
adjust our aesthetic understanding of the image
and form accordingly? These questions are the
premises of this exhibition project.

Hereby | would like to analyze my inspiration
from an important essay Art and Objecthood (1967)
by Michael Fried to establish another thread for
the following argument. Instead of falling into his
delicate elaboration on the differences between
modernist painting and sculpture versus literalist art
(minimal art) in their objecthood, form, order, relation,
etc., or his ideas on literalist art’s significance in the

development of art history, | would
like to turn to what | think is the most
striking point in this article, which
is his method of comprehending
the modernist sensibility through
his reading of the theatricality of
art objects. Should we realize that
the conflicts between theatre and
art lie exactly in their space-time
values regards presence, body,
eternity and moment, etc., we would
acquire a noisier and more diverse
taste as well as mode of perception
to investigate their aesthetic
expressions and meanings, as well
as question why —to a historical
peak —contemporary art has
made such a profound (or shallow)
effort to establish a connection
with audience’s sensibilities.

| would therefore like to
argue that the distribution of
sensibility in the contextual
meanings and processes of artistic
practice, as well as the space-time
of art presentation, are all part of
contemporary art’s composition,
figure and form. That is to say,
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the art object is only the tip of
art’s visual vehicle and iceberg.
As a form of display, an exhibition
actually intends to reveal what
remains invisible and external to
an art object. | understand very
well that the boiling fetishism
in contemporary art cannot be
eclipsed by this remark, but |
would like to shed light on some
core considerations and tendencies
in contemporary artistic practice
and through such clarifications
capture and contemplate those
invisible, abstract forms and
movements — the unnamable
resonance of sensihility between
artist's practice and an audience’s
aesthetic participation, and that
frequency transmitting the force
of art. In Fried’s discussion, he
believes that the ‘presentness’
and ‘instantaneousness’ in
modernist painting and sculpture
defeats theatre because “this
continuous and entire presentness,
amounting, as it were, to the
perpetual creation of itself, that

one experiences as a kind of instantaneousness,
as though if only one were infinitely more acute, a
single infinitely brief instant would be long enough
to see everything, to experience the work in all
its depth and fullness, to be forever convinced
by it and to be embraced by the presentment of
endlessness evoked or constructed by the work”
@ After half a century, | would like to debate,
in paradoxical opposition, that perhaps the
performative presentness and the literal absence
of contemporary art dilutes and crumbles both
theatre and exhibition forms in turn.

Meanwhile, | would also like to extend
my view outside of art theory and borrow
anthropologist Alfred Gell's analysis to re-
frame this problematic. Gell constructs his
anthropological theory to understand how
human behaviors (of an artist, critic, audience,
etc.) produce meanings in the production and
circulation of art objects from social relationships
in a cultural biographical space, and how art is
shaped and enacted in a series of life stages. He
understands that art, as a series of actions, as
a social agent, is intended to change the world
through not merely its symbolic meanings but
also its complex networks of agency, intention,
transformation, causation and result ®'. Employing
this methodology in the project, | have attempted



to enlarge the context in which we read the art
object so it is not restricted to the exhibition space
and site but exists amidst the continuity of life, and
to investigate art from the context of its situational
social fabric, culture, human network structure,
and the social mechanisms of ethics, customs
and trend. Such recognition would then actually
replace both the subject and the object, and the
anthropological study of art could then observe
subjects apart from primitive art, atypical art and
extend to contemporary art, and further beyond the
visual arts department. It mobilizes the sensibilities
of seeing art in a borderless social framework and
offers a means of studying contemporary human
behaviors in return for reading art outside of the
canon and frameworks of modern or Western art.
We can then rejoice the question “what is (not)
art” and its departure again — mysteries are not in
things but rather rippling from artists’ actions and
our ceaseless conspiracy.

Not predetermined by curatorial topics or
tastes, Never odd or eveN is an exhibition project
premised on aesthetic questions and its mission to
experiment with perception exchange. As suggested
by the palindromic nature of the title, the relations
and movements of the action are to tickle, tilt and
stretch those properties belonging to sensibility,
perspective, space, form, agency and time, in order

to approach, imagine and shed light
on things beyond the visible and to
revisit a classic question that ought
to sustain itself as a question.
It probes the expressions of
contemporary aesthetics in order to
seek the aesthetic consciousness of
our time, informed and implied by
various correspondences between
our sensibility and contextual
interaction. It may as well be
said that the project attempts
to offer ways of seeing instead
of answering how art should be
seen. | shall try to further address
the abovementioned performative
presentment and the literal absence
of contemporary art to resolve our
understanding of artistic practice
in relation to exhibition forms: from
artists’ imaginations to their ways
of unfolding their research, action
and creation - negotiating their
timely questions and responses
to their lives and beliefs, etc., in
order to understand the movement
of form and the parameters in the
space-time relation between body



and arena. Such discussions will
lead us to think about the problems
surrounding today's exhibition-
making developments, and why
theatricality probably cannot
sufficiently transcribe the formal
question anymore and why the
white cube, as a dominant and
declining backdrop, accomplishes
a gap or disturbance in art's
presentation.

If we take a close look at
our contemporary body-space
relations, it is not difficult for us
to note how people’s sensibilities
to space-time are fragmented in
the post-internet era with flows
existing between switching
windows and worlds. Media
intervention is established and
contributed to by an ever-active
participation model that guards
the gates of our experiences in the
world, and our institutionalized
knowledge can only show the
growing and conflicting confusion
about the progress and liberation
of free wills. In many ways, our

presence is often no more than a log-in click,
which in itself is but a registration for the yet-to-
come imagery. In the past two to three decades,
the different human experiences in reality have
influenced the space-time attributions and
conscious expressions in conceptualization,
research and production of art, as well as their
display and distribution. The performative
presentment therefore belongs to the rendezvous
of consciousness mediated by art objects, while
the literal absence tries to catch up with our
running bodies. The biggest formal challenge
for today’s exhibition is how it, as a temporary
memory space, can avoid being simplified to a
site-specific status. It would make more senses to
see how it could potentially become a fluid arena,
a sports field, a qi field, to embrace and create
dynamics that would turn objects into events and
evoke the growth of sensibilities and perceptions.
Unlike modernist painting and sculpture that
are completely manifested in every moment, a
contemporary art exhibition emphasizes how to
provide an intertextual agency that mobhilizes
intuitive rhythms to embrace our shrinking
physicality, rather than playing to a precise beat
and defined measure. In this exhibition project,
artists reveal multiple layers, dimensions of
references and threads so as to indicate various



realms for aesthetic understanding: interactive
global circulation of materialism and economics;
particular time-specific and culture-specific genre,
style and form endorsed by a local context; space-
time conceptions narrated by scientific research
and religious belief; penetrating action and gaze
played out in the society of spectacle, etc. They
each employ their own unique methodology
to produce and unite knowledge, imagery and
narration against institutional power and violence
in order to give birth to the very object that
could mediate and distribute sensibility and
consciousness — the transformation as a force
and action that, once again, would embrace its
agency in aesthetics.

If an exhibition seeks to capture and transcribe
something from our time, it has to engage with
the production of space-time so as to connect the
past and the future, which are no longer situated
in a linear sense of time. It also has to answer the
individual and collective statuses of beings and
achieve the distribution of senses and sensibilities
via agents of display—either material or not. This
exhibition project aims to initiate new dialogues,
hesitations and questions from the ripples of its
very own actions; the curatorial thereby plays the
role of producing abstract forms, not just setting
a discourse. Like the audience, the curator is

another social agent who responds
to artworks and studies each
individual’s bodily participation
in aesthetic activities in order
to understand what artists are
attempting to evoke, both through
the objects displayed in the show
and the aesthetic meanings
conveyed through their practices
and actions — the meeting of these
two eventually manifests the form
that runs in a continuation of living.

The formal concept and
question that Never odd or eveN
asks and contemplates extends
beyond what an art object exposes
in optical space and is merged
with a contemporary context
engulfed by the production
and circulation of imagery and
materials in seamless interplay.
It explores the contemporary
reading of the poetic and the
criticality of perspective exchange
in life, so that the agency of art
can be employed to expand our
sensible dimensions and used to
respond to one another, revealing
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an unfinished journey. Before this
article creates another discussion
destination, | would like to remark
on the meaning of the exhibition
title as a supplementary tool for
imagining the narrative space
of this project. The palindrome
in the title creates an agency
for return, which nevertheless
can never truly retrieve its
geometrical starting point in a
four-dimensional space when
we pronounce it. It thus projects
a desire to be perceived in
another dimension, while the
infinitely open mathematical
space, or spectrum, between
any integer creates a spatial
metaphor for audience’s methods
of perceiving form —it calls
for a reconceptualization and
recognition of the endless
possibilities between life and art,
whereas art becomes evident.
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