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Aranya Art Center is pleased to present Searing Pain, Chinese artist Tao
Hui’s first comprehensive solo museum exhibition, and its accompanying
catalogue. Searing Pain surveys the first decade of Tao’s career, focusing
on his groundbreaking videos and installations. This exhibition features
18 works made by the artist between 2013 - 2022, including three new
commissions produced by the Aranya Art Center: the video The Night
of Peacemaking, a large-scale sculpture The Fall, and the photographic
series Untitled (Holographic Building 06 & 07).

Most reviews and interpretations of Tao Hui’s works start from inside the
videos, deconstructing their characterizations and non-linear narrative
structures to lead to topics related to individual identity, collective
experience, pop culture, and emotional mechanisms. In fact, outside

the images, the artist is also working through a parallel thread. Tao Hui
emphasizes that his works are all video “installations.” From television,
bus stops, and control panels to electronic picture frames, holographic
fans, mobile phones, and short video platforms, Tao Hui’s works have
been growing in step with the changes in media and their platforms. He
tries to tell us where to see — and what to see with — are as important

as what to see. The medium is not a neutral tool; it is usually the
platform's mechanism that determines the image. Therefore, the idea of
this exhibition is to transform the galleries into workplaces of specific
platforms, such as the control room, the short video content production
center, and the television studio. On this basis, my article Platforms: Fake
and Real explores the relationships between image and reality, fiction
and truth.

| would like to thank the other three contributors particularly for their
trust, understanding, and support of the team in our first independently
published exhibition catalogue. Based on Homi K. Bhabha’s concept

of “unhomeliness,” Yuan Fuca, curator and writer, proposes that, “The
unhomely moment is a result of the blurred, uncertain, and ruptured
boundaries between the home and the world, the private and the public
in modern society.” Tao Hui’s works, she notes, “display unhomely
moments in contemporary life and culture” and awaken the potential

as an “intermediate state.” Daniel Merritt, a curator at Swiss Institute /
Contemporary Art New York, focuses on the new work supported and
produced by the Aranya Art Center, The Night of Peacemaking (2022),
and raises the question: What is a good family? His juxtaposition of
Mediate Today, a program fabricated by Tao Hui, and episodes from Dr.
Phil, a popular American family therapy talk show, is particularly vivid.
Odile Burluraux, a curator at the Paris’ Museum of Modern Art, places
Tao Hui’s work in a broader panorama of contemporary video practice,
offering a possibility to situate and locate Tao’s works. The connections
she made between Tao Hui’s works and those of other artists and art
collectives, such as General Idea, Dominique Gonzalez-Foerster, and
Brice Dellsperger, are particularly illuminating.

Aranya Art Center will continue to highlight and support the practice of
young Chinese artists who are still in the early stages of their careers but
have already accumulated a rich body of work like Tao Hui. We believe
that it is necessary to periodically comprehend and present these artists’
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decade-long practices. Excess participation in group exhibitions or solo
projects could lead to the consumption and exploitation of creativity

in the context of today’s industrial exhibition production in China. The
comprehensive curatorial work will provide a new perspective and
inspiration for artists’ practices at important career points, which is
exactly the intention of compiling this catalogue.

In the end, | would like to thank the Aranya and Aranya International
Culture Development Co., Ltd for supporting this exhibition and
publishing project. Thanks to Sun Liankun, the graphic designer of aranya
Post, for his passion and meticulous work. At the Aranya Art Center, Jiang
Ruoyu, the assistant curator and coordinator of our publishing activities,
put much effort into this catalogue. And certainly, all of this could not
have happened without the trust and support of the artist Tao Hui .

Damien Zhang
Director, Aranya Art Center
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Tao Hui:
Unhomely

Yuan Fuca

Tao Hui’s video practice has always been characterized by interrupting and
displacing. In his graduate thesis work Mongolism (2010) [fig1], he offers a
soap opera-inspired spontaneous film that captures contemporary youth’s
ideological and spiritual states in a China that is unevenly modernized. More
recently, in his survey exhibition Searing Pain, Tao Hui shows how existential
anxiety and untimely alienation have filtered into the boundaries between
different geographic, cultural, political, and media spaces. The title Searing
Pain suggests the agony of Chongqing’s scorching summer heat, indicating
complex and unspeakable feelings towards his homeland. Tao Hui’s life
experience reflects the (post-)modern state of his generation of artists. He
grew up in China amid rapid urbanization, large-scale population flows, the
sudden shift to a market economy, and the globalizing internet era. He moved
from Yunyang, a small town along the Yangtze River, to study in Chongqing,
and then he started his career in Beijing. As an artist, he has migrated through
multiple spaces and across several boundaries in the contemporary global
cultural scene. At the same time, he has been deeply influenced by mass
media, screen culture, and social media. Through his performative, borderline
video practice, he has continued to examine the representational mechanisms
and performance of the present in film, television, and video; in contrast to
the Frankfurt School critique of the cultural industry as nothing more than the
rearrangement of very limited sets of cliches, he appraises popular genres and
mass media as drivers of culture.

In The World and the Home, Homi K. Bhabha develops the Freudian concept
of the uncanny to describe a (post-)modern sense of belonging and a state of
“unhomeliness.” For him, unhomeliness does not mean “homeless,” but rather
that home is separate, displaced, or unreachable. The unhomely moment

is a result of the blurred, uncertain, and ruptured boundaries between the
home and the world, the private and the public in modern society. In his early
video installation Excessive (2015) [fig.2-3], Tao Hui sensitively examines the
complexity of home. In the film, conflicts within families develop around

the daughter’s “extra” finger. Her polydactyly, which is thought to be a bad
omen, is resolved through violence—the young woman eventually cuts off
and burns her sixth finger, setting herself free from the repression and stress
that have built in her life. Meanwhile, a stand-alone box that contains the
finger’s remnants and plays the video showing the burning is like a marker
commemorating an execution. Here, the home becomes unhomely, unfamiliar,
and even scary. Family relationships and secrets also appear in his new work
The Night of Peacemaking (2022). This video installation simulates the set
of the reality TV show Jin Pai Tiao Jie (Gold-Medal Mediation), in which a
pair of sisters aim to resolve long-standing misunderstandings. The observer,
psychologist, and lawyer create a fabricated community, and through their
conventional questions, answers, and comments, the emotions of these two
women gradually surface. The secrets and humiliations that are revealed
reflect the split between mothers and daughters in contemporary culture
from a feminist perspective and lay bare the systemic psychological flaws in
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Hello, Finale! (still)

2017

HD video installation (color, sound)
40 min

fig.5

The History of Southern Drama - Scene A (still)
2018

Single-channel video (color, sound)

10:46 min
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feelings of belonging in society today.

Unhomely moments are like loopholes in reality construction where words are
left unsaid and questions are left unanswered. In Tao Hui’s videos, characters’
accommodating monologues are woven from repressed emotions and stories.
For example, in The Dusk of Tehran (2014), an Iranian actress in a taxi performs
a monologue on marriage that Hong Kong star singer Anita Mui Yim-fong
once gave during a concert. By grafting together two diametrically opposed
cultural backgrounds—a Hong Kong obsessed with entertainment and an Iran
ruled by religious extremists—women’s desires and dreams become universal
concerns. In the video installation 7 Character & 7 Materials (2015), the screen
at a bus stop plays clips of ethnic minority women in a pit in the rain, a
reporter interviewing bystanders at the scene of a car accident, an immortal
drifting in the middle of the river, among others scenes, which are connected
by a love story told by a woman who drowned in the Yangtze River. These
mythical figures and fragmented clips form a kind of polyphony, and meaning
is constantly being created through the viewers’ emotional connections.

In Hello, Finale! (2017) [fig.4], nine people tell their stories over the phone,
including a high school student talking to her sweetheart after class and a
mother with her back to the viewer talking about her lost child. These stories
adapted from the news or the artist’s personal experiences are no longer
unfamiliar when interpreted through the lens of sentimental Japanese dramas.
In this way, the impossibility of communication finds a moment of empathy.

In The History of Southern Drama (2018) [fig.5], a journalist interviews the
fabricated author Leng Shuihua about her unpublished work that has
nonetheless received acclaim and been adapted for the screen, eventually
showing us that the history of this fake book—which fuses biography, essay,
and folk miscellany—actually contains the author’s confession of her love.

In Stay Wild (2022), a young woman wearing roller skates offers a physical
survey of the city. She passes through a university campus, an old paper mill,
a film set, and the central business district. She sings folk songs from 1980s
Taiwan that represent the memories of a generation, and she speaks about
her personal preferences and setbacks. These monologues or soliloquizing
dialogues represent the protagonists’ idealism, but they are also liberations
from prejudice and untimeliness.

Tao Hui’s video practice can be seen as filmic acts. By juxtaposing the truthful
and the fictional, he attenuates fiction, and by juxtaposing the rational

and the anomalous, the rational loses its validity. In the writing of texts that
interweave personal experiences and collective memories, the construction

of video spaces that layer the private and the public, and the deconstruction

of mass media’s overall cultural narrative, these filmic acts display unhomely
moments in contemporary life and culture. We should consider Bhabha’s
recommendation: “As literary creatures and political animals we ought to
concern ourselves with the understanding of human action and the social
world as a moment when something is beyond control, but it is not beyond
accommodation.” In Tao Hui’s video works, the unhomely moment is a space in
which to release stress and emotion, as well as a dwelling place full of potential.
In this intermediate state, individuals find psychic survival in troubled times.

References

Bhabha, Homi K. “The World and the Home,” Social Text No. 31/32 (1992).
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Joint Images (still)

2016

Single channel HD video (color, sound)
14:27 min
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Daniel Merritt

We arrive on set. It's simple. A camera sits on a tripod with its lens facing
empty wooden risers and two white plastic chairs in front of a green
screen. Various studio lights populate this area. Maybe we are being
recorded or will be soon. On the wall, a flatscreen monitor plays a video
of a group of people seated in a room that looks like an extension of the
one we are in. The video, The Night of Peacemaking, is by Tao Hui and we
are visiting his survey exhibition, Searing Pain, at the Aranya Art Center.

The content on the monitor depicts the filming of a talk show called
Mediate Today, a title that feels stuck between an invitation and an
imperative. As credits swirl and snap into view, a robotic camera arm
cranes and contorts cover its subjects as they wait for their cue, a
disorienting prelude punctuated by Tao Hui who stars as the show’s
director and calls “action.” The camera, propelled by the robot who
introduced us to this scene, pivots with a breathy whir towards the
moderator who introduces the cast of characters: a panel comprised

of a psychiatrist, a lawyer, a neighborhood auntie, a pop singer and

a volunteer counselor. As the moderator informs us, their mission in

this episode is to resolve a painful conflict between two sisters. One is
older and has long suffered as the lonely primary earner for her family.
The other is young, brand new to the work force, and is adamant about
breaking ties with her harsh, demanding sister and emotionally detached
mother. (This is a family of three women.) She wishes to begin a new life
unbound from ancestry and fiscal responsibility. Her older sister initiated
this reunion to repair their fraught relationship in hopes that she will
return home.

Tao Hui knows our experience of dramas like this, the ways in which

we see our own conflicts in depictions of familial turmoil both real and
fictitious. Often, these two modes fuse in a melodramatic blur. In 2016,
he made Joint Images, a compilation of vignettes that depict individuals
replicating notorious scenes from Chinese popular culture in both
public and private spaces while the original footage plays out nearby on
a screen. Families, particularly mothers, feature prominently in these
scenes. The birth of a child is televised beside a woman writhing in labor
on her couch [fig]. The overwhelmed winner of a singing competition is
encouraged to serenade the audience, where her mother stands teary-
eyed, with a tale of maternal humility and sacrifice. Two women holding
microphones stand before an empty stage where this performance is
projected [fig.2]. On a monitor in an abandoned classroom, a distraught
daughter expresses remorse to her mother and father for remaining in
an abusive relationship. Like the figures on the screen, the actors in the
classroom cling to each other in an exasperated embrace [fig.3]. These
moments, Tao Hui’s joint images, are like pills. Despite the complex,
intense innerworkings of these scenes, they are easy to contain, ingest
and allow to seep into our bodies, our brains. Doubled by presentations



fig.4

Scene from Dr. Phil

"My 15-Year-Old Daughter Is a Rich &
Spoiled Beverly Hills Brat!"

2018
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on both screens and real space, the recent cultural artifacts selected by
Tao Hui register as pop templates for emotional response, a semiotics of
main character syndrome.

Through the scenic and filmic elements that comprise The Night of
Peacemaking, Tao Hui enacts a similar, though fictionalized, opportunity
for the audience to assume the role of the actors. Whereas Joint Images
functions as a compendium of varied memorable cultural moments
transposed to “material” for actors to mimic, Tao Hui here fabricates

I ”

an entire world of “real” people, “real” television programs, and “rea
problems for the audience to potentially replicate or respond to in
his makeshift set. Invoking the older and younger sisters, who remain
nameless in the video, he upholds his attention to family struggles,
situating this thorniness within a program whose title literally implies
that the action—Mediate Today—wiill resolve itself in a 30-minute
timeslot. All very good. But do these sisters and their mother make a
good family? What is a good family? As Sarah Schulman lays out in her
2016 book Confiict is Not Abuse, “a ‘good’ family model is based on an
ideology called ‘loyalty’ or, more neo-liberally, ‘being supportive.” Often
this is one in which the members reinforce each other regardless of the
content of their lives and the consequence of their actions on others.”
She continues by explaining that “a ‘bad’ family, as we understand it, is
the opposite of this Supremacy model. Instead of bonding with each
other to the detriment of outsiders, the family turns on its own members
directly, demeaning them, beating them, fucking them, conditioning
them towards self-destructive and socially detrimental behaviors.”" In
accordance with Schulman’s interpretation of these widely held, though
vague, understandings, this is a pair of “bad” sisters. >

The little sister shyly discloses to the camera (and, by proxy, us, seating in
in the set extension in the gallery), not the adjacent panel, how she was
raised under the clear impression that she was a burden upon her sister
and mother, who refused most material and emotional expressions of
care. The big sister endeavors to contextualize this behavior as a method
to introduce her younger sister to an unforgiving world of labor and
financial hardships, noting how the younger sister was recently scammed
by a boyfriend who drained her savings. The fiscally irresponsible
daughter, in this case, the younger sister, is a trope in reality television,
perhaps most recently crystalized in an episode of the American family
therapy talk show, Dr. Phil.* In a symphonic discussion buoyed by a
teenager’s whimpering, the titular doctor’s advice and a mother’s gentle
agreement, the group argues about the value of employment. Through
tears, she begs Dr. Phil to give her an out, to live a subsidized life of
leisure [fig.4]. Contesting his firm instruction, like a Gen-Z Yogi Berra,

she cries out, “No, | don’t want a job...it’s so much work.” The audience
erupts in laughter.

Crisis does not unravel into comedy in The Night of Peacemaking. What
begins as a disagreement over finances devolves into disclosures of
cruelty and deception. The younger sister is left helpless after falling into
a cesspool. A love interest of the older sister is driven away by her family.
Throughout these discussions, the camera rarely rests in a familiar frame,



one we might recognize from our own experience with shows of this
sort. The bare mechanisms of image capture are emphasized repeatedly:
cranes, crew, cameras, lights and green screens appear in the video as
an additional group of characters. The artificiality of the scene is further
emphasized by various videos keyed into the backdrop that aggressively
visualize the sisters’ emotional state. Waves crash, volcanoes erupt, metal
chains heat to the point of rupture [fig.5]. The panel of experts express
compassion and support for both parties, a Greek chorus of gentle
advice. It becomes apparent through a confession of the sisters’ mother
that all audiences—the panel, the crew, we the viewers—have been
deceived. With a nearly affectless confession, it is the mother who frees
herself from her progeny. Lies, St. Augustine writes, will, “in the end...
like a carefully laid snare, seize upon our mind.” *

The older sister is the younger sister’s mother. She gave birth to her at
14 and had her raised by her mother, the “younger sister’s” grandmother.
This plot twist, also something of a trope in movies and soap operas,
has the potential to catalyze a reunion that the advice of the panel could

not. Yet on this set, no such resolution unfolds. Rather, it culminates in

fig.5-7 a resounding “Fuck off,” With visceral cries, re-introduced mother and
The Night of Peacemaking (still) . . 9 q

0022 v Y daughter exclaim hatred, hypocrisy, and admonishments. In a wide shot,
Single channel HD video (color, sound) the set conveys the vulnerable self-containment of a city in a snow globe,
22:18 min o . e g o
Produced by the Aranya Art Center small with precarious protections [fig.6]. In a moment of stunned silence,

Tao Hui and his crew step in. Filming ends as mother and daughter are
comforted. The sudden rupture recalls Frederic Jameson’s understanding
of “television temporality” in which “raw material is quickly exhausted,” °®
Everyone is exhausted. The neighborhood auntie consoles the weeping
daughter. The lawyer consults the mother. “I regret coming on the show,”
she mutters. At the discretion of the director, filming ends for the day.

Cut. A new shot, accompanied by swelling strings, shows the mother in
tears [fig.7] gazing towards us, stationed on our own set, on the other
side of the monitor-portal, in the gallery. We leave, and we assume the
mother, the daughter, the psychiatrist, the lawyer, the neighborhood
auntie, the pop singer, the volunteer counselor, the moderator, Tao Hui
and his crew do too. And the sets are empty. A forum for another day in
which conflict is wrangled into content. Mediate later.

1.Sarah Schulman, Conflict is Not Abuse (Vancouver: Arsenal Pulp Press, 2016), 192.

2.This is not Tao Hui’s first consideration of sinister family dynamics. In his 2015 poetic fable,
Excessive, Tao Hui mediates on the grief, anger, and resentments between an incestuous
brother and sister who bear a daughter with an extra finger. Shot in a sparse, depthless white
set not unlike that of The Night of Peacemaking, the dramatic narrative oscillates between
the stylistic tone of a soap opera and a fairy tale. Seething with rage and shame, the parents
manipulate the daughter, who is born at ease with her divergent body, into an act of self-
amputation. When screened, the video is presented alongside a small sculpture containing
the disembodied finger, implicating the audience in this violent aftermath. The sculpture
enacts a suspension of disbelief akin to the set-environment that accompanies The Night of
Peacemaking.

3.Dr. Phil, Season 16, Episode 145, Air date: May 1, 2018.

4.St. Augustine, “Lying,” from Treatises on Various Subjects (The Fathers of the Church, Volume
16), ed. Roy J. Deferrari, (Washington: The Catholic University of America Press, 1955), 53.

5.Frederic Jameson, “The Aesthetics of Singularity,” The New Left Review, No. 92. March-April
2015. 132.
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Renewed
Connections

Odile Burluraux

Invited by Damien Zhang, Tao Hui proposed Searing Pain, an exhibition
gathering 18 artworks, of which a large proportion are videos, for the
Aranya Art Center. In France, the public has had very few occasions to
view the work of this young Chinese artist. In 2016, he participated in
the group exhibition Bentu: Chinese Artists in a Time of Turbulence and
Transformation at the Fondation Louis Vuitton, displaying his installation
1 Character & 7 Materials and single-channel video The Dusk of Tehran
(acquired by LVMH); the latter video was screened in 2015 at the art fair
ASIA NOW in Paris, where | discovered it.

A child to schoolteacher parents, Tao Hui grew up in the mountain
village of Yunyang, near Chongqing. As a child, he watched television for
hours on end, especially soap operas and costume dramas. His passion
for the moving image is rooted in this fascination with programs that

he watched over and over again on his single television channel, which
forged his knowledge of Chinese pop culture. While studying painting at
the Sichuan Fine Art Institute in Chongging, he naturally became drawn
to video. From then on, it has become his principal means of artistic
expression. Since 2013, imbued with a great curiosity and a capacity to
reinvent himself, he explores video’s many forms and shapes.

In most of his artworks, Tao Hui relies on his intimate memories to
build the stories in which he evokes personal experiences. He also
introduces collective references linked to Chinese culture—traditional
or contemporary—borrowed from the world of Asian television. Using
techniques and styles borrowed from cinema, his video creations
alternate between fiction, documentary, comedy, and tragedy to
reinterpret different perceptions of the world. He introduces elements
of the Chinese tradition that call into question hegemonic thought,
and point out the ambivalence between the real and the virtual. The
subjects he deals with concern groups or communities, social identity,
gender, ethnicity, or cultural crisis. Through these subjects, he raises
contemporary questions linked to social media, individualism, and

the loss of reference points, among other themes. The impression of
wandering navigates through his work, inviting the audience to confront
their own cultural history, living conditions, social identity, and beliefs.

In view of the quasi-retrospective nature of the exhibition at the Aranya
Art Center in Qinhuangdao, and after having measured the acuity of
Tao Hui’s incisive gaze in response to our ever-changing environment, |
propose to question the way in which his work resonates in the artistic
landscape. Indeed, some of his artworks can be considered in relation to
works by artists presented in exhibitions organized by the Paris’ Museum
of Modern Art or moreover, with videos from the same museum’s new
media collection.
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Nam June Paik
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The Screen-object

Like Nam June Paik'[fig.1], a pioneering video artist who mainly used old
cathode ray tube monitors, Tao Hui appropriates the flatscreen (mass
produced, nowadays) in several of his installations. In this sense, both
artists refer to the television as a technological object.

Thus, the monochrome LED screens of Screen as Display Body from 2019
are placed and plugged in on a trolley in the middle of the space, as if

on hold. As an artifact, the screen turns into a luminous color indicator,

a sort of Pantone color chart indicating one of the key tones of the
displayed pixels: blue, red, green, and white. Creating confusion, here
the medium becomes the content of the artwork. Tao Hui, who began
creating his works by forging stories, gradually evolves to present a
study of the history of technology and a reflection on mediums. This
installation resonates with the approach of artists from the Canadian
collective General Idea,” who in 1988 developed Pattern: TV. Dinner Plate,
a series of 432 porcelain sushi plates with the motif of the test card — the
bands of color on television sets. They sought to critique the media by
subtly appropriating the forms of popular televisions. Created the same
year as Screen as Display Body, White Building is a kind of counter made
of white wood, in an aseptic style, which resembles the furniture of a
surveillance room with monitors broadcasting moving images, which

are in fact videos of landscapes. This console questions our modern
modes of perception (sight and touch) by highlighting the way we seek
contact, despite everything, through virtual access. It deconstructs the
relationship with the “scenery” of the surrounding nature.

It is also worth mentioning other examples of Tao Hui’s installations in
which multiple screens are arranged, like in Hello, Finale!, created during
a residency in Japan in 2017. Each mini story is played by a Japanese
performer (child, schoolgirl, religious ascetic, media professional, etc.)
and yields a one-sided phone conversation about the end of life, and
subsequent death. While the artist writes the scripts of all his films
himself, here, exceptionally among the nine scenes—based on Chinese
short stories and his own narratives—the dialogues of two of them were
not written by him. These scenarios allow the author to mix together
both a form of distance and familiarity about a subject whose gravity

he felt through observing the numerous cases of suicide among young
Japanese people. In this way, Tao Hui creates a sort of magnifying glass
effect on a phenomenon of our society, where we witness an increased
isolation of citizens. Therefore, by presenting the monitors in rows Tao
Hui creates a device reminiscent of a field of tombstones, and singles
out individualization. The mode of presentation contributes the feeling of
fragmentation of described lives. Here, we experience channel surfing—

to use the television metaphor.

In 2015, the group exhibition Co-Workers at the Paris Museum of
Modern Art examined the question of Post-Internet and the way in
which the Internet explosion and its diverse uses have generated new
social behaviors and altered the relationship to visual arts. The queer
American artist Ryan Trecartin® exhibited his video / Be Area (2007) on
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several monitors placed side by side; here, he shapes the cultural shifts
related to reality television, the development of social media and queer
performance showing a disturbed familial world where the language and
the community encountered and collided. The effect of repetition and
cacophony served to denounce the accumulation of images from social
media, but also to counter the void and the lack of real relationships
between individuals. Like in the works of Tao Hui, the script and the
dialogues are written entirely by Trecartin. They give the impression of
being improvised and create a form of collective hysteria, where words
flow and are unleashed in indescribable chaos. In a world marked by
data acceleration and the omnipresence of images, in a culture of the
visible, the frontiers between the private and public spheres are blurred,
and intimacy becomes “extimacy.”

The Feminized Body at Play

Tao Hui’s involvement in his work is total: not only through his personal
stories treated as elements of experience to be shared, but also through
acting, which is close to performance art. Indeed, in several of his
productions, he writes the script that places himself in the first person,
after which he interprets the character himself. Such is the mode of one
of his early works from 2013, Talk about Body, where he stages himself in
a very particular manner, playing the lead role of a young Muslim woman
in a setting that resembles a gathering of people around a sickbed. The
witnesses of this scene, which is treated as a quasi-ritualistic ceremony,
remain silent. The central character delivers a shameless monologue
based on the writings of a physical anthropologist analyzing his own
body. He seeks to abandon his emotions and addresses the issue of
bodily and genetic treatments; he concludes his remarks with the
resolution “to abandon all my prejudice and create my body by natural
facts.” It seems interesting to call to mind Dominique Gonzalez-Foerster”
here—one of the most important artists in France since the mid-90s. She
has produced numerous videos and developed, in parallel, a body of
work with spaces. She has gradually developed a particular attention to
dramatization, which has become dominant in her practice today. Having
debuted her career in the beginning of the 90s, she made her first
personal appearance in 2019 in her film De Novo, in which she tells of her
exhaustion as a visual artist. As a teenager, she did not dare to become an
actress. In 2012, she took a step further and began to produce stagings
and operas; she thus initiated the series of Apparitions—performative
works in which she interprets onstage characters that inhabit herself
completely and sometimes take the form of holographic projections. Tao
Hui also used this mode of dissemination for The Tangible Ones in 2018,
in a kind of hymn to love and melody.

The theme of gender has been addressed in Tao Hui’s work from the
beginning. Since 1995, the artist Brice Dellsperger,” who has exhibited
several times at the Paris’ Museum of Modern Art, has been filming
himself in drag; as such, his series Body Double includes some thirty
remakes of sequences from cult films (Pulsions, Return of the Jedi,
Saturday Night Fever, That Most Important Thing: Love, My Own Private
Idaho, Twin Peaks, among others). The actor splits himself and plays all



fig.2

Adam Pendleton

What Is Your Name? Kyle Abraham (still)
2018-19

Collection of Paris’ Museum of Modern Art
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the characters, both female and male. He ponders about gender: man-
woman, androgynous character, cross-dresser. He claims “a specific
gender for the cinema.”

Tao Hui is particularly sensitive to the statements or words of such
prominent personalities as actresses. In the artwork that made his fame
in France, The Dusk of Tehran from 2014, it is not only the question

of cultural difference, but also that of censorship which is at stake.
Produced during a residency in Tehran, this video implicitly evokes the
limitations of filming imposed upon Iranian filmmakers. One thinks of
Jafar Panahi, who circumvented confinement imposed by the Iranian
regime, with his film Taxi Tehran in 2015. Here, Tao Hui asks a young
Iranian woman, dressed as a bride and sitting in a cab driving through
the streets of Tehran, to say the exact words in the famous actress and
singer Anita Mui Yim-fong’s address to her fans during her last concert
in Hong Kong, where she announced that she was suffering from cancer,
from which she would die a few months later. To this unconditional
supporter of the Asian muse, it was not only a question of paying
homage to her, but also of painting a portrait of Hong Kong as a place of
individual freedom, and of pleading the cause of women in Iran who are
not allowed to sing in public, nor have any real liberty in marriage.

Media Fascination

Nowadays, the transformation of individual behavior is in line with
technological innovation. Since the creation of image and video sharing
platforms, Tao Hui has immersed himself in these emerging media forms.
He identifies short videos, then appropriates and exploits them. In this
way, he created the installation Pulsating Atom (2019) on a large screen
displayed vertically, in reference to a phone screen, on which a female
gala singer delivers fragmented observations interspersed with scenes
reminiscent of those posted on the screens of the 400 million Chinese
TikTok subscribers. However, nothing here has been borrowed from
social media—everything has been shot “in the style of.”

From the collection of the Paris’ Museum of Modern Art, the artwork
What Is Your Name? Kyle Abraham (2018-19) [fig.2] by African American
artist Adam Pendleton is a vertically projected video in reference to the
recording mode on iPhone. The image is subjected to an editing process
(repetitions and caesuras) as if to show the fragmentation of the Black
dancer Kyle Abraham’s body, as well as his fragility, and to examine the
methods of production of memory and identity. This artwork is part of
the series of “portraits” that Pendleton has made, partly influenced by
Gertrude Stein’s literary self-portraits.

Strongly marked by the influence of television in his life and in the lives of
the many viewers, Tao Hui takes up, in one of his most recent creations
The Night of Peacemaking (2022), the principle of popular shows in which
protagonists reveal their tense situations while experts intermediate

to resolve the crisis. The elements of the recording of the program are
visible: camera, microphone, lighting. The sets include a green wall with
renderings that change according to the ambience (waterfall, chain
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Trauma

2000

Collection of Paris’ Museum of Modern Art
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Cao Fei

Cosplayers (still)

2004

Collection of Paris’ Museum of Modern Art
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Alain Della Negra et Kaori Kinoshita

La Taniére (still)

2009

Collection of Paris’ Museum of Modern Art
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on fire, erupting volcano, etc.), which seems to take the visitor as a
witness and physically involve him or her in the scene. It recalls other
premonitions of artists such as Gillian Wearing,® with Trauma [fig.3]
from 2020, which used a cabin as a place of confession and individual
narrative. Eight masked people tell to the artist (and to the audience) a
story of childhood trauma like in a reality show.

For the five-episode series Similar Disguise (2020), Tao Hui embraces
the production mode of new media and the public’s image consumption
habits. He borrows the format of short videos, although the content
deviates from the mainstream: he takes the initiative to weaken the
intensity of the plot, and presents the stories in a poetic manner instead.
Each scene invites a character into a different temporal and spatial
environment, allowing the artist to represent the universality of gestures
and to rethink the role of “dressing” and “performance” in the identity
and transformation of people. It demonstrates how users of these short
videos posted on these social media find and reveal their personality
through layers of disguises.

Access to parallel worlds through costume has generated a number of
audiovisual productions. Cosplayers (2004) [fig.4] by the Chinese artist
Cao Fei,” shown at the Paris’ Museum of Modern Art in 2005, is one of the
artworks in the collection that has, in particular, drawn public attention.

In the work, young people explore imaginary identities, playing the roles

of characters from fiction, video games, or manga by imitating their
costumes, hairstyles, makeup, and their interaction with the real world in
often deserted public spaces. This is also the case of Alain Della Negra and
Kaori Kinoshita’s® film with a documentary aspect, La Taniére (2009) [fig.5],
from the collection of the Paris’ Museum of Modern Art, in which one dives
into the world of “furries,” a subculture where everyone chooses a real or
fictional animal with which they identify and whose attributes they wear.

Tao Hui is an artist with a very dense and complex repertoire. Inspired by
literature and words, he often cites texts by other authors. In the same
way, many scenarios are written literally, even if they seem to have been
borrowed from the improvised televisual channel. The artist contributes
undeniably to the reflection on the image of tomorrow. The richness

of levels of readings and interpretations of his artworks bestow on him
an indispensable and canonical place on the contemporary scene. He
belongs to those who indefinitely expand the multiple possibilities of the
moving image in relation to sound, to the medium itself, to the virtual
combined with the real. His way of approaching many contemporary
questions, such as the place of language, the collective, the local, the
vernacular, the woman, and beyond never ceases to collide with walls of
certainty that he manages to break down, or, at least, shift.

. Nam June Paik appeared in several group exhibitions of Paris’ Museum of Modern Art in the 70s,
and has had solo exhibitions La fée électronique in 1978 and 1989; several at his works are included in
the collection, including Diderot (1989) and Madeleine Disco (1989).

General Idea: Paris’ Museum of Modern Art organized the retrospective General Idea: Haute
Culture in 2011. Blue Cobalt Placebo (1991) is in the collection.

N
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3. Ryan Trecartin has had a major exhibition Any Ever at Paris’ Museum of Modern Art in 2011
and presented his work / Be Area (2007), which is in the museum’s collection, in the group
exhibition Co-Workers in 2015. This video has been shown at the Red Brick Museum Beijing in
2022 in Video at Large — Intimacy.

4. Dominique Gonzalez-Foerster has exhibited at Paris’ Museum of Modern Art several times
in 1993, 1994, 1997, 1998, 2000, 2007; several of her works are included in the collection,
including the videos Central Hong Kong (2001), Ann Lee in Anzen Zone (2000), and Atomic Park
(2004).

5. Brice Dellpserger has exhibited at Paris’ Museum of Modern Art several times in 1999 (ZAC ‘99),
2007 (Playback), and 2018 (Medusa).

6. Gillian Wearing has had a monographic exhibition at Paris’ Museum of Modern Art in 2000
where she showed Trauma. Trauma has been shown at the Red Brick Museum Beijing in 2022
in Video at Large — Intimacy.

7. Cao Fe has exhibited at Paris’ Museum of Modern Art in the exhibition / still believe in miracles
in 2005.

8. Alain Della Negra and Kaori Kinoshita have exhibited at Paris’ Museum of Modern Art in the
exhibition Dynasty in 2010, where they showed La Taniére.
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Platforms:
FFalke and Real

Damien Zhang

A snake falls from above and explodes into pieces. Only its tail remains.

The Fall (2022) is a new sculptural work by the artist Tao Hui newly
commissioned for his solo exhibition Searing Pain at the Aranya Art Center.
Although known primarily for his experimental films and videos, Tao has in
fact made sculptures since 2010. In the work Autocastration (2010) [fig.1], a
snake's tail, powered by a built-in motor that rotates at a steady speed, emits
an ear-piercing yip, evoking a painful moan of self-mutilation. Contemplate
the tail’s polished and sleek skin. What do we have here? Is it a vessel for
narcissism or a well of sentimentality? And so the youthful artist projects a
curious gaze toward his own body.

It is a tricky exercise for the human eye to discern a snake’s tail from its
body, and the “tail” that Tao tenderly caresses is, however, unnecessary
for humans. It is the artist’s metaphor for his incessant investigation into
the sequelae of today’s highly mediated society. He plumbs our emotional
excesses and sentimental remnants at both the individual and collective
levels. Whether it is the Iranian actress dressed in bridal attire in The Dusk
of Tehran (2014), the middle-aged woman wearing a kitsch floral dress in
Pulsating Atom (2019), or the lonely figure speaking into the void over his
phone in Hello, Finale! (2017), these emotionally charged characters weave
together a shared fate of pot-holed roads and unrequited love, as well as
the agony of being "left behind."

From the quiet mountain village of Yunyang, Chongging to Beijing, Tao
experienced his own highs and woes. Personal experiences become the
source material for his art. “My role in it will flicker like a speck of dust
between the light and the dark, between laughter and tears," as Roberto
Bolafio appropriately describes in The Savage Detectives. Subjected to the
grand narratives of our times, the artist feels trapped in an inclination to
plummet, sink, and fall. Nevertheless, in most of his works, the processes
of falling, struggling, and hysteria have been cleverly omitted. What the
artist aims to achieve visually evokes the vast surface of the Yangtze River
at night, filled with star-lit ripples. Darkness swallows the silhouettes

of cargo ships, and a low roar from the depths of the river reaches the
ocean’s whales.

Tao reveals such private sentiments, bleaching them under the sunlight,
an approach quite similar to stories from Wu Du Ye Hua (Night Talks in

a City of Fog), a television drama filmed entirely in Chongqing’s local
dialect, which has fascinated the artist and his family for decades. One
day, he remarked that his mother's emotional dumping echoed what is
seen on television, sometimes in an even more exaggerated manner. The
boundary between fiction and reality started to blur for Tao. Are images
the representation of reality, or is reality the imitation of images? Which
world is the “real” one: our reality or the image? Is there even a difference
between the two?
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Double Talk (still)

2018

Two-channel HD video (colour, sound,
synchronised)

23:44 min

55

The French postmodern cultural theorist Jean Baudrillard used the term
simulacrum to describe that which no longer has an “original,” or perhaps
never did, and so reality now lies within images, a procession of simulations
that distorts our ability to determine if there is any “real” at all. We now
have inherent doubts over the authenticity of pictures, and the attempt to
objectively reproduce reality through images has been declared a failure.
The widespread popularity of live and amateur videos initially seemed to
offer a chance to fight against fake images, yet we soon realized that they
too were nothing more than curated plots shot in a studio. Ironically, just
like the artist's mother, most people today live in a reality that has become
more and more akin to the staged performances in their screens. We now
live the reality that imitates images. The latter has in turn become the
prototype of the former. Imagery has become the real, a point compellingly
illustrated in Tao’s 2016 work Joint Images [fig.2]. Hamming, clumsy acting,
deliberate artificiality, and a “plastic” visual quality are prevalent throughout
Tao’s works. They are intended to foreground the paradox of harboring

”

falsity within the “real” image. Nowadays, it appears that the only way to
approach truth is through fiction. Take, for instance, this quote from Dream
of the Red Chamber, one of the four great classical novels of Chinese
literature, which is borrowed by the artist for his 2022 work 257 (Digital
Painting): “Truth becomes fiction when the fiction's true; real becomes not-

real where the unreal's real.”

Looking back, from where did the snake fall? High above the sculpture
hangs a diminutive smartphone that plays Similar Disguise (2020), a short
video series Tao customized for TikTok. This might offer some insight

into why livestreams and TikToks would fail to challenge fake images: the
screen, with its boundaries and limits, harbors an obscure and vast void
for fabrication. On the other hand, post-production and kaleidoscopic
filters and effects, offered and encouraged by the platforms, nourish
fiction production. To reveal the screen’s manipulative nature in addition
to its functions is precisely Tao’s intention in producing works like White
Building (2019) and Screen as Display Body (2019). Consequently, where
to see—and what to see with—are as important as what to see. For
Baudrillard, there is a fundamental reason why images can morph into the
blueprint of reality and become the reality itself: images are no longer the
mere representation or reenactment of the actuality, but the simulation
and manifestation of the real world’s systems of production and operation.
Therefore, Tao’s investigation into imagery, its display media, and
mechanisms is in essence an attempt to outline the boundaries and scales
of what is real. A group of Tao’s works, including Double Talk (2016) [fig.3],
which considers South Korea’s idol industry, Untitled (Holographic Building
06 & 07) (2022), based on the leftover of Aranya’s architectural maquettes,
and The Night of Peacemaking (2022), which draws its inspiration from
tabloid talk shows, exemplifies his continuous experiments in intervening
and investigating the problematics around image production. Whether it
is the snake’s self-castration ten years ago, or the collapsed tail in front

of our eyes today, the act of piercing through the relationship between
image and reality involves the symptoms of pain.

As a child, Tao was struck by a scene from the 1992 version of New
Legend of Madame White Snake, where the female protagonist reveals
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her true form after drinking realgar wine: the manifestation of one's true
self and its consequences can, in fact, be horrific and full of pain. Tao
strives to awaken and mobilize our critical awareness of ourselves and
the surrounding world through the contradiction of truth and falsehood
distilled from his own experiences. So Tao nobly reminds us that it is “the
artist's destiny to translate his own sufferings into aesthetics."

1. Realgar wine is a wine that is mixed with an arsenic compound to ward off evil, also a snake
repellant. It can be store bought or homemade.
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(EEER), 2019

RBEE. BF. AV, BE. &8

124 x 286 x 130 cm

White Building

Video installation, sound, wood, LED screen, speaker

. REE), 2013

BIESARBEERRR

33157

Talk about Body

Single channel HD video, color, sound
3:15 min

. (%), 2022

FERR

R<a%
HTARE 2 A RO ISHIE
The Fall

Silicone

Dimensions variable
Produced by the Aranya Art Center

. (BEEIRIET ), 2019

BEmEvEERRE

14 5312 7

Pulsating Atom

Single channel HD video, color, sound
14:12 min

. (FE), 2020

SERBEERRR

15

Frog

HD video, color, sound
0:15 min

. ABRBIEARTER), 2019

LED B&. FHEE
R~Far&

Screen as Display Body
LED screens, trolley
Dimensions variable
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10.
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(=M AME5EBEM), 2015

(— 1A

FEEE. ZRN. B

13 43 55 #

(EEEM)

HEBREE. YERMESERR

14> 48 7

1 Character & 7 Materials

1 Character

Sound installation, microphone, headphones
13:55 min

7 Materials

Video installation, single channel HD video, color
11:48 min

. KBSk, 2021

BIER BREREEE

221x1101cm

12 4 36 7

F M B Sz T M ST B = AT HIME

Smoke and Light

Single channel video installation, color and sound
12:36 min

Commissioned by Asia Culture Center, Gwangju

. (BREZRNEE), 2014

BIESEREERRE

45314 7

The Dusk of Tehran

Single channel HD video, color, sound
4:14 min

CAANIZERINY , 2017
bvAY Y-

1345298

From Sichuan to Shenzhen
Stereophony

13:29 min

(TR (£BEF06) ), 2022
2RIB%, BB

25x20cm

HBIAR T ZAR RO IFHIE

Untitled (Holographic Building 06)
Hologram, glass

Produced by the Aranya Art Center
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(TR (£BEHKO7) ), 2022
2R1B%, BB

25x20cm
AT ZAR RO ZIFHIE
Untitled (Holographic Building 07)
Hologram, glass

Produced by the Aranya Art Center

(BEZR ), 2022,

BEREReEaRRg

22 4

HBIERIE ZA RO RFHIE

The Night of Peacemaking

Single channel HD video, color, sound
22 min

Produced by the Aranya Art Center

CCREF, B3k ), 2017

SiEREERRBRER

40 4

Hello, Finale!

HD video installation, color, sound
40 min

KRS ), 2020

BiEmEveERRg (s5&)

812

PSRRI HEN R ZRPOBFHGRETE “FE"
FEEMERZH

Similar Disguise

Single channel HD video, color, sound. 5 episodes
8:12 min

Video commissioned and supported by

Macalline Art Center for Digital Commissions
Program “Bare Screen”

(HE—EEERIAY, 2018

£ENERE. §F, RIaE
10:36 min

The Tangible Ones

Video on 3d hologram fan, sound
Dimensions variable

. (257 (EH545E ) ), 2022

HrsE , R<ta%
257 (Digital Painting)
Digital painting

Dimensions variable

AR (KR ), 2017

KR, €BXRE, 57, EBHRK

R9%

Untitled (Wind Cups)

Windcups, metal stands, mirror, metal chains
Dimensions variable
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Fa%E
Tao Hui

PEIE 1987 FHATFHEERXRZM, RTHEEFTIER ZRRMADAILCIZ.
MRLWHARMUFRREMN, BILRES SRR HHTHINEEXH
FHERIE MAHESR . HAIMA . FiREAMNSUBNEERNTF,

PR, M. SRMNGRERE, RBERMAELROAMRE, E2WH
HRANEGRELR, FHNEENBINOXUHE. £FEARNESSH.

FERE G £ OCAT BLZIEMIA T ACHIBRZARAOLERINR. MAVIESR
FEADNERNEXSERKSKM, EREE: 2019 FENEERS
HEIVER ( the 4th Vancouver Biennale ) ; 2016 £ +—F LiBWE
B; 2016 FERKEHEE LS ( Fondation Louis Vuitton ) o B&F
2015 f£7£ SESC EARBKEART “Bmaiex" 2t ( Contemporary Art
Festival Sesc Videobrasil ) LB A, HFRAFRF=-TZAZ=LFEE
FERFRZERE,

Tao Hui was born in 1987 in the mountain village of Yunyang near
Chongging, China, and now lives and works in Beijing. Drawing
inspiration from personal memories, television, and popular culture,
Tao distills and weaves them into experimental visual narratives and
film styles. Running throughout his practice is a sense of misplacement,
explored through such subjects as social identity, gender, ethnicity,

and cultural crisis. He sets up absurd, paradoxical, and melodramatic
scenes with characters brimming with metaphor. Tao reveals our shared
contemporary experiences and prompts us to face our own cultural
histories, living conditions, and subjectivities.

Solo exhibitions include: OCAT Xi’an, Xi’an, China, 2017; UCCA, Beijing,
China, 2015. Selected group exhibitions include: re-IMAGE-n, the

4th Vancouver Biennale, Vancouver, Canada, 2019; the 11th Shanghai
Biennale, PSA, Shanghai, China, 2016; Fondation Louis Vuitton,

Paris, France, 2016. In 2015, Tao received the grand prize of the 19th
Contemporary Art Festival Sesc Videobrasil; in the same year, he won
the grand jury prize of Contemporary Art Archive from Art Sanya &
Huayu Youth Award.
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HB/R-HRE
Odile Burluraux

Bjd/R-#/RE (Odile Burluraux) 2 BRI EARIE (Paris’ Museum
of Modern Art) FISRB A . S EXARZEIFRE, W 2013 F£H “Keith
Haring, the Political Line” , 2019 &£/ “Hans Hartung, la fabrique

du geste” , 2014 EB 5B AEXIA “Unedited History — Iran 1960 —
2014”,2018 FEAY“Mohamed Bourouissa, Urban Riders”#12021Ff“The
Power of My Hands - Afrique(s) Artistes femmes” . 8RS 7 —EF%F
BRI X ENEE. RARERNENERIERKBNEEXZBRIERER.

Odile Burluraux is curator at the Paris’ Museum of Modern Art. She

has curated retrospective exhibitions such as Keith Haring, the

Political Line in 2013, Hans Hartung, la fabrique du geste in 2019, and
co-curated Unedited History — Iran 1960 — 2014 in 2014, Mohamed
Bourouissa, Urban Riders in 2018 and The Power of My Hands - Afrique(s)
Artistes femmes in 2021. She is the author of a monographic publication
dedicated to Douglas Gordon. She is in charge of the video collection
of the museum and prepares a catalogue about the video works.

iR

Yuan Fuca

BERR—EBRBAMES, MAMBEFTRESERE, BERE, £3
BRENZALERSHR, URIEESRENNESNFNBNBIE. 2019-
2022 FEABIBER B BENEREREMAF BN LA ONFENRE .
2016-2019 FBASEIZMIZEEFZART(E Salt Projects, AFTEZAR
KAMMAERELERNZRNITM. FER2 (25 ) ZENTIER, 78
HF{ Artforum ). { ARTnews ). { BOMB ). { Flash Art ). { Frieze ). { New
York Times T Magazine ) . { Yishu) EX#EEBTEXE. SFRERZ
BRESSHREEE,

Yuan Fuca is a curator and writer. Her research interests lie primarily
in performance and performativity, exhibition history, ecological
responsive art and research, and politics of production representation
in non-traditional media. From 2019 to 2022, she served as founding
artistic director and Chief Curator-at-Large at the recently launched
Macalline Art Center, and was instrumental in shaping its initial
programme and focus. From 2016 to 2019, Yuan Fuca led and managed
Salt Projects, Beijing, a non-profit art space that offered a site for
action and exchange among young artists and practitioners. Yuan Fuca
is the co-founding editor of Heichi Magazine, her writing has been
published on platforms such as Artforum, Artnews, BOMB, Flash Art,
Frieze, New York Times T Magazine and Yishu. Yuan Fuca is currently a
curatorial fellow at De Ying Foundation.



==

Contributors

65

/R854
Daniel Merritt

B RR/R-18%504F ( Daniel Merritt ) AL T HREARAFLD (Swiss
Institute / Contemporary Art New York) BISk R AFIIF IR E 53R Ao
EANRE LT HIRERFOMAR T E/R- BT (Ser Serpas). 1£45-JEH
(Walter Pfeiffer). Z#)Z2-Ft (Julien Nguyen). f&-E#: (Jan Kiefer). &
T R ATHEFSE 23 87 (Sable Elyse Smith). RM 1 D& HmINE /R 5 L INH 56
I8 HT (Mathis Gasser & Angharad Williams) IR SHITE. 1EAAL
HEHEREARPOFHRFIIREH—EBD, tMEALNEE @ﬁTtﬁﬁSdt’rDA

HEEBEZ AR (LMCC’ s Arts Center at Governor’ s Island) 28427

%/R-E (Michael Wang) FIEREBY “Extinct in New York” ;—’H"JH\/J\
BEREYRZEREWIE (Museum of Contemporary Art, Belgrade) BE
B “FADE in 2: EXT. modern HOME - NIGHT” HIBIIERR A. fthif
BRHERREZAZRNZAEMEZMUMALNFRLETRZNZARE
5XEMRZLFENM.

Daniel Merritt is Curator and Head of Residencies at Swiss Institute,
New York. At SI, he has organized exhibitions and projects by Ser
Serpas, Walter Pfeiffer, Julien Nguyen, Jan Kiefer, Sable Elyse Smith,
RM, and Mathis Gasser & Angharad Williams. As part of SI’s offsite
series of exhibitions, he organized Michael Wang: Extinct in New York,
an inaugural exhibition at LMCC’s Arts Center at Governor’s Island,
and served as assistant curator for the group exhibition FADE IN 2:
EXT. MODERNIST HOME - NIGHT at the Museum of Contemporary
Art, Belgrade. He holds an MA in the History of Art from the Courtauld
Institute, London and a BA in Art History and American Studies from
Columbia University, New York.

SKEH

Damien Zhang

FRARZIBEZAROMER, URRK “FIE: ARROBE 0F
RA

Damien Zhang is the director of the Aranya Art Center. He is the
curator of the exhibition Tao Hui: Searing Pain.
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AEMSRE “MEIE: RRROBEE" BHEN.

KE: K=

g BER

&it: FNEIR

Biz: BR. BEA
YRIBIR ) : Owen Duffy

BE “AEHENER" HABTEZARPMEKKERMEKRNIETESA
,,\ii)u F2022%F 9 4H0E 20234 2 B 26 BEMBBEZ AR FOFF Mo

IRANERE © 2023 AT ZARF L. ZARMEE . REFHERPERE,
AEMFETBAIREAETHFXES.

BRAFRIERSN, FREERRYBAZEAREE. DEERUREERERER.
RY “HBENERE" MZERYBEINEEE.

17 T'-T, B 2, M Andrea Rossetti 3118,

28 71, B 4, © Dr. Philo

38-4171, E1-5, BRHEZEARMNERTLARERNEERR.

This catalogue accompanies the exhibition Tao Hui: Searing Pain.

Curator: Damien Zhang

Editor: Jiang Ruoyu

Designer: Sun Liankun

Translators: Leah Huang, Gao Shuang
Editorial

consultant: ~ Owen Duffy

The exhibition Searing Pain is organized by Damien Zhang, director
of the Aranya Art Center, with the assistance of Wang Jiaming. The
exhibition was on view at the Aranya Art Center, September 4, 2022 -
February 26, 2023.

Copyright © 2023 Aranya Art Center, the artist, and the authors. All
rights reserved. No part of this catalogue may be reproduced in any
manner without the written consent of the publisher.

Unless otherwise noted, all images courtesy the artist Tao Hui, Kiang
Malingue, and Esther Schipper.

All installation views of the exhibition Searing Pain are photographed
by Sun Shi.

P19, fig.2, Photographed by Andrea Rossetti.

P31, fig.4, © Dr. Phil.

P43-46, fig.1-fig.5, Courtesy of the artist, and the Paris’ Museum of
Modern Art.
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RER. BEM. KAE
MBI E R

An Jianyin, Tan Moyu, Zhang
Ruijia

Visitor Experience

. BB

Ri&

Cao Guangyan, Chang Haiying
Custodian

= R
KRR / BEEARER
Gao Liangjiao

Curatorial Assistant / Press and
Public

BE
RESRRWI

Guo Ping

Facilities and Security Manager

5. EF%IE. R FMATE.
FIAE. XIEM

ZIR

Guo Wei, Lu Shuwei, Qin Yukai,
Sun Bocheng, Yin Congnuo, Zhao
Yanzhou

Security

=R

BEXE/ THEE

Jiang Chenxi

Operations Manager / Head of
Marketing

BEB
KEBE / ARHMRER
Jiang Ruoyu

Curatorial Assistant / Content
and Research

FE#

TEKENIE / KRBHIE

Wang Jiaming

Assistant to Director / Curatorial
Assistant

X3

RREZELRHE

Wang Sen

Senior Operations Manager

K=

1B

Damien Zhang
Director
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BT ERFOLR—ANEREARFL, LEFHEILHTARTESEE
#HE. HERBHURRHTHARERIT. HEENGE. FEHNIENRE
REMRELTIER, ILEFAMINIEERG—RENNER. RAIBHIIZEE
BN RSNETLEZSENRTERRER. B 2019 £ 5 BFELK,
FMBTZARFLELEAT/\ZRE, SFERE “ER” M “43#"
R ZER-F/R (Anselm Reyle ) & /RéE-KHE ( Sylvie Fleury ) 7£
FEMNEGRENENE.

Aranya Art Center is a kunsthalle for contemporary art, powered

by Aranya, a seaside community in Beidaihe, China. Architecture is
designed by Neri&Hu. Its heavy volume, dark facade, and concrete
wall tiles with different textures make the exterior of the art center
look like a tough rock. The spiral staircases inside the building connect
the open-air atrium at the bottom with each exhibition gallery. Since

its opening in May 2019, the Aranya Art Center has presented eight
exhibitions, including the group exhibition Long Day and Etudes, as well
as first museum exhibitions of Anselm Reyle and Sylvie Fleury in China.
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({Z1ENIE: 16:30) Aranya Art Center,
BAZRE Aranya Beidaihe New Area
Opening Hours Hebei Province, China
9:30 - 17:00

( Last admission: 16:30 )
Closed on Tuesdays
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