


[The Wild Parlour]| *

So, we lapse, have interruptions, we fall into silence. It’s in this
capacity to have lapses, interruptions, falling into silence... that
we make art; because something emerges, something arises, that
we touch upon a silence which is not ours, an exteriority which is
not ours, and Al can not do that.”

, of The Wild Parlour, speaking at the opening
of the show Alternative Airport at RuptureXIBIT, London.
6 May, 2023.
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Alternative Airport
A theme for The Wild Parlour Philosophy Collective show at RuptureXIBIT

Fabiano Marquz

January 2023 Members of the Wild Parlour and the general public gather to listen to Jonathan Miles
speak in the Templum, a site-specific installation by Kate Howe and Jessica Mardon.
(detail view).




Abigail NORRIS

The Malady of Sabine

Descending into an unknown however, deeply familiar
place, oblivion becomes inevitable, yet a passage of
ink organised upon a page, anchors the soul into a new
existence.

”...we are seized at that fragile spot of our subjectivity
where our collapsed defences reveal, beneath appear-
ances of a fortified castle, a flayed skin (...). A universe
of borders, seesaws, fragile and mingled identities,
wanderings of the subject and its objects, fears and
struggles, abjections and lyricisms. At the turning point
between social and asocial, familial and delinquent,
feminine and masculine, fondness and murder.” Julia
Kristeva

Here is the breaking down of social borders, a wound-
ed exterior that reveals the abominable self. Inside and
outside, self and other, strange and familiar.

Abigail Norris
2023

The Malady of Sabine, 2023, Abigail Norris. Mixed media and
table. 120 x 120 x 140cm. This and following pages: detail and
installation views.




artist’s statement

My work is concerned with the nature of
connectedness, the fact of being or feeling
physically, emotionally, or spiritually con-
nected to ‘others’. Addressing the growing
disconnect between humans, animals and
plants due to hierarchical structures such
as the Great Chain of Being. My work ex-
plores the absence of the voice of female-
ness and the presence of 'haunting’ mem-
ories within western culture as a territory

in its own right, a terrain known within my
work as The Nightside Garden.

Within The Nightside Garden, the body
becomes a site of transgression between
sculpture and skin. Reality and myth co-
exist through embryonic and biomorphic
structures and large-scale creatures. Un-
canny beasts of irregular scale lay aban-
doned yet seemingly potent with life force.
Hybrid and figurative sculptures with mus-
culoskeletal armatures metamorphose
between plants, animals, and humans, re-
kindling a deep-rooted memory of abject
embodiment.

| view the art of making as a defiant act of
care and repair, drawing attention to sub-
jects who have transformed into objects
through the mechanisms of capitalism.
Basic construction techniques such as
stitching, binding and moulding highlight
a non-hierarchical approach and empow-
er what was previously seen as ‘women'’s
work’. Using various constituents such as
tights, | am emphasising the context of the
female body as a creative force within the
materiality of the sculptures and society.

My work moves fluidly between surrealism,
social sculpture, and abject art. It sets out
to disrupt the narrative of everyday human
conventions whilst exploring the cyclical
nature of existence in relation to ‘other’
human and non-human beings.

Abigail NORRIS



Listen to the Silence, Ania Sabet. 2023. Jesmonite, Aluminium,
paint, light. 68 x 35 x 33 cm. This page and following pages:
detail and installation views.

Listen to the Silience

Memory is flickering.

It was a dream with glistening beaches,
multicolour seas and weird creatures.

until we were woken up by the sound of a
single gun shot.

Black volume, war, chaos, tear gas, and
death filled the air that then froze and
stayed.

The air we breathed replaced sense with
non-sense....and the more | tried to un-
tangle myself the more lost | was.

Ania SABET




| run in all directions, so many directions...

but the only space | could find to hide
were the clouds of my mind....no one
could imprison me there...so | stayed.

They said Art is not in this new nonsensi-
calness.

At least the art that bites the absurd shape
of their reality.

Perhaps beyond the black veils there is

another universe.

| searched, climbed, tumbled and nearly

drowned to get there.

Remember! Art is not...is not....not.....no

But medicine might be if only as a way to
heal myself.

Many years went by until | picked up a
brush and realised

Art is.

In all its contours, configurations and an-
gels....In all its is and is nots

Art is.

Everything finally made sense.

| was free again.

Ania SABET



Blake HART-WILSON

artist’s statement

“What was that? An exhibition? We need emotional
content. Try again.”

Bruce Lee

The hands must keep moving, the mind panoramic and
above; the rest will follow. To talk of research would be
a misnomer, for it connotes a deliberate focus, a spe-
cific direction and rigour. | follow my nose - knowledge
through action. Informed by whisper, rumour and sup-
position.

Perception is everything, each our own personal real-
ities and then the broader concord of society. Objec-
tivity, evidence and scrutiny only have meaning if we
decide they do.

The inexorable draw of logic and reason must be resist-
ed at all costs. There is no space or time for that here;
only instinct, the attempt towards negative capability.

The Death of Childhood (Parts One & Two), 2021, Blake
Hart-Wilson. Acrylic on board and shuttlecocks.120 x 12 x
140cm. This and following pages: detail and installation views.




Flyover 2022, HD video with
audio, 2 min 37 sec

To view this video on Vimeo, please click

here.

Feeling, tone, and affect are my waymark-
ers - a heightening of the senses. The
comedic, too; we often resort to laughter
when confronted with the radical or ab-
surd, so this frequently serves as valida-
tion, as litmus test.

Everything is everything, and everything
leads to entropy. So why not let go, em-
brace the inevitable and get a head start.

Medium agnostic, the ideas dictate the
actualities.

| am as much a cognitive editor as any-
thing else. These ideas are relentless and
unbidden. Everything, everything, all at
once, an unwavering torrent.

There is a recurrence of breaking down the
rational, confronting the orthodox, all the
while filtered through the random.

Blake HART-WILSON


https://vimeo.com/818515541?share=copy
https://vimeo.com/818515541?share=copy
https://vimeo.com/818515541?share=copy

Chudamani CLOWES

The painting, ‘Tilda, arrives at Dover’ was
inspired by the events of migrants arriving at
Dover on inflatables. | also linked this arrival of
migrants with the need in all of us for food and
shelter. Looking around my kitchen it glistens
with blue and silver packets of rice. These
‘Tilda’, packets of rice mesmerise me with the
hypnotic packaging.

Tilda, Arrives at Dover

My work revolves around sustainability and
migration. In my work | use coral to draw
analogous links with human migration.
Having a plan B is important to migrants and
Alternative Airport is this idea of using routes
and strategies that differ from the expected

route.
The Tilda' rice group was set up by

immigrants in the 1970’s. This positive
contribution of immigrants to the host
economy has influenced my work.

The illustration of rice grains forming heart
shaped hands on the coers.

- Chudamani Clowes
2023

200 x 200 cm. This and following pages: detail and installation
views.




artist’s statement

Chudamani’s art practice deals with the
post-colonial discourse. She is interested
in the mechanisms of colonization, explo-
ration, global imperialism and the impact
of the British Empire on the issues of im-
migration and migration. She utilizes coral
to draw attention to ecological issues and
matters of sustainability. Chudamani uses
the Fibonacci series to look at pattern and
forms in nature.

She is interested in Marine biology
manipulating the complexities of habi-
tats and the behaviour of coral to inform
multi-layered paintings that respond to
the environment mimicking biological
creatures. Repeatedly, her work draws
analogous links between coral and human
migration.

Constantly employing mixed media, at-
tracted by materiality using techniques of
collaging, printmaking and ceramics in her
artwork.

Chudamani has created installations of
houses out of ephemeral materials that are
interactive to challenge notions of ‘What,
where is home?”’

Her performances use marine life inspired
costumes. In Chudamani'’s performances
she retraces journeys made by historical
people to show past links to migration.

Chudamani CLOWES



Melancholy in the Middle Ages / Facement

Moving through the city, all we see are fa-
cades: house fronts and facial fronts. Orna-
ments frame holes and portals, entrances and
exits surrounded by plastered surfaces, envel-
oped spaces draped with an interior that ex-
ceeds the volume they take up in space.
Looking at a woman'’s forehead, the city com-
poses itself in its texture.

Then, all faces appeared as intricate architec-
tures, as surface layers concealing scaffolding.
Pores neatly stitching together skin stand out
against the grain of gloss and crust. These

were the surfaces absorbing us. We see folds

as faults mediating between discordant orders.

Each of them effectuates the next in an effort
to uphold statics.

We don’t distinguish between Inside and Out-
side anyway. Entering a room, we extend into
it. Our temples retrieve in its corners. High
ceilings arc potential. For a moment we sprout
in their power. We inhabit all spaces we have
seen. In this room, ornaments populate the
ceiling with signifiers of paradise. Invisible

Clara

forces have eaten on their fantasized bal-
ance. Fragmented, they reach out to us.

We wonder if ornaments are excessive
gestures occasioned by the functionality
they counteract. Beneath the clean lines
of consequence , they seem to pose
another possibility. They sculpt a descrip-
tion of the room. In their representative
function, they give the room a face.

Contemporary ornaments are cast in rigid
foam. This, we think of as a material that
conjures the suspension of contradic-
tions. These ornaments are handy mod-
ules, that we can carry around to supply
rooms beauty and character.

Their templates are rigid and precise
like faces of the 19th century with heavy
brows and quaint cheeks. Within stern
features, entombed eyes stare towards
an elaborate elsewhere.

Moving through the city, all we see are
facades: house fronts and facial fronts.

PALMBERGER-SUESSE

Melancholy in the Middle Ages. 30x20cm, watercolor on canvas.
This and previous page: installation and detail view.



artist’s statement

| work in the mediums of painting and writ-
ing. The foundational question for my cur-
rent research is that of surfaces and their
power of seduction, invariably raised by
painting. We have investments in glazes,
impastos, stains, splashes; all arresting at-
tention in a continual push and pull of the
elsewhere of subject matter, signification
and with this, the naming process.

Connected to this play of surfaces is the
working of the imaginary as the place of
ambivalence. The imaginary occasions
both dissolution and fascination as op-
posed to the symbolic which is the asser-
tion of structure and representation. By
exploring this un-accountability of surface
rather than of depth, a philosophical par-
adigm is inverted. Surface is turned to as
a site of sensual entanglement, for vision
intertwined with touch, predicated on the
notion of the subject as sensual organiza-
tion. Surfaces are generating subjectivity.

Facement, 2023. Clara Palmberger-Suesse. 30x20cm, acrylics on canvas.This and following

page detail and installation views.

The idea of surface in painting attracts an

ambivalent reception, and this can be ex-

perienced most markedly with the Rococo
movement which is often viewed through

its preoccupation with surface affect.

Then as now, it is seen as socially divorced,
courtly as well as pleasurable which is to be
seen in conjunction with its significance for
the emerging consumerist culture. The posi-
tion of surface in consumerism is thus ap-
proached from a different angle than from
the social judgement that deems it the
place of deception and lure. Here, the sub-
ject is an effect of surfaces. In Boucher’s
paintings, consumption appears as circula-
tion, that mobilises object-subject relations.

With that, subject and object might be put
in a state of ontological uncertainty that

in turn corresponds to the experience of
painting.

Clara PALMBERGER-SUESSE



The Tenants, The Landowners, The Neighbours and

the King, 2023, Fabiano Marques. Mixed media.Various sizes.
This and following pages: detail and installation views.

A Propos De Hampton Park: Swap your Airports

| own a flat at Hampton Park. The apartment is at Ala-
meda Campinas, 1213, Sao Paulo, Brazil. Not quite the
Hampton Court Palace, at the park nearby, but still an
abode. Like Henry VIII, | no longer live there. The prop-
erty is a source of income that allows me to pursue my
art without relying on institutions or the art market. Al-
though | have lived there on different occasions, I'm not
particularly attached to the place. When someone else
is living there, I'm somewhere else. I've been renting
and letting houses for almost as long as my career as an
artist and will continue to do so. It's a contract, like any
other. The kind that gave birth to the system of proper-
ty-based laws, feeding the economy and its growth.

The relationship between art and real estate goes a

ong way. Depending on the perspective, art is the ulti-
mate form of real estate, and vice versa. From cave art
at Lascaux to Mantegna'’s paintings adorning the pal-
ace around the corner, wealth, culture, and power have
been intertwined, spiralling up from chambers to castles
and beyond until they clash with neighbours.

Fabiano MARQUES




More contracts follow, so the story may
follow its march, occasionally taking a de-
tour when things don’t go as planned.

Making a living as an artist is not for every-
one, but making art is. Anybody can tell
their story of their passage through life,
leaving their contribution to our quest as

a civilisation. It's our heritage to build and
our stories to collect, organise and share.
Yet, many peoples had their voices muffed
by powers with peculiar views on inhabit-
ing the world.

Relational Aesthetics is part of my heri-
tage—some of what | received and what |
will pass on.

Hello Qiticica, Lygia Clark, and their suc-
cessors pressed on to break the barriers
between high and low culture, engaging
the public in a subjective transformation
reverberating to society. The art market
post-covid appears to have steered away
from Relational Aesthetics, privileging

The Tenants, The Landowners, The Neighbours and

the King, version 3, with Alternative Airport, 2023, Fabi-
ano Marques. Mixed media: paint, sheet, projection, slackline.
Various dimensions. This and following page: detail and installa-

more tangible art form assets. There are
signs of a shift ahead. With the next Ven-
ice Biennale curated by Adriano Pedrosa,
the curator captaining MASP (a museum
just a few blocks from my apartment in Sao
Paulo), surprises are to be expected. An-
other sign is in Artificial Intelligence of
Large Language Models. The bot system
format imposes an exchange protocol to
navigate the digital and physical worlds—a
different kind of relational aesthetics, per-
haps not so kind, but a kind nonetheless.

Therefore, | propose swaps. First, with
Alternative Airport, | invited you to share
your plan B, whether it's a place you have
visited, are currently present in, or an
imagined parallel path. Now, | invite you
to exchange your Alternative Airport. Let's
make a deal. | have already contacted
some

people, and I'm preparing proposals for
others.

Let's chat.

Fabiano MARQUES



Hengzhi

In my paintings, which | define as political allegorical
paintings, | wish to bridge the differences between
Western and Chinese cultures. The allegory in my paint-
ing is not only the Western concept but also represents
the traditional Chinese one. Between them, there is a
significant difference: the attitude to modernity. The
Western model of allegory deconstructs the historical
symbols and is pre-eminently a kind of experience out
of which modernity arises (Walter Benjamin), while alle-
gory in ancient China is a disavowal of modernity.

In traditional Chinese painting, images were created to
reflect a pre-human, non-human and post-human time
while seldom human engagement was depicted. It em- Liwaia N
phasised the importance of nature and rejected technol- : :--I"-'Ir:.‘i-_:if?i:i-:::i:-!f}i‘_;
ogy, illustrating a time when human beings were hardly : it
involved. My allegory plays the role of double resistance
because it deploys both Western and Chinese allego-
ry, or | could claim that it is in-between of resistance to
modernity and an embrace of a lack of modernity. My
practice points towards modernity but also raises the
nostalgia of the non-human time, even though human
beings are often shown in my paintings.

Drugged Elmo 2022, Hengzhi Gong. 2022, 30 x 40 cm,
oil on canvas.This and following pages: detail and installation
views.



| regard those humans as other lifeless ob-
jects because of their stiffness, unnatural-
ness and puppetlike behaviour, giving the
existence of the human subjects an alien-
ation, which is contrary to (but stemming
from) the strategy of Bada Shanren, where
he added human features to non-human
subjects. The alienation in the painting
could erase the characteristics of human-
ity, driving the painting into a state of re-
moteness without any human intervention,
which is similar to the deep time in West-
ern philosophy.

Therefore, | paint and talk about humans;
however, the activity of human beings
points out an ultimate non-human state,
the emptiness, which contains all my ex-
pressions inside.

Drugged Elmo 2022, Hengzhi Gong. 2022, 30 x 40 cm, oil
on canvas.This and previous pages: detail and installation views.

Hengzhi GONG



the Templum, 2023, Kate Howe and Jessica Mardon. Kraft pa-
per, stitching, gold leaf, dust from the cave of the Oracle at Del-
phi, 15 minute immersive sound piece, 15 minutes of silence.
Site for silent hours, readings, performances, dis- cussions, talks
and transformations. Variable dimensions, site-specific installa-
tion.

Hands: Sally Minns, Olivia England, Sadie Wight, Tom Wight,
Sylvia Flateau, Flo McCarthy, Leon Watts.

the Templum

“In this space [the Templum], there’s an extraordinary
birth of passion, you have to have a passion to make

a work like this. Its sound currents... it speaks of both
memory and oblivion at the same time, a meeting point
between memory and oblivion. Also a way of remem-
bering the great silence of which we come out of and
go back into.

| was thinking last night about how we are born with an
in-breath and die always with an out-breath. We're born
into noise, and our out-breath is into silence. So we're
in an interruption, in the great silence...”

-Jonathan Miles, speaking inside the Templum
6 May 2023

Watch a short film of the Templum with soundscape
and Jonathan Miles speaking here.

Kate HOWE
Jessica MARDON



https://vimeo.com/827647969?share=copy
https://vimeo.com/827647969?share=copy

Listen to Jessica Mardon'’s immersive
soundscape, playing from inside
the Templum every 15 minutes.

| travelled to Meteora in Greece. There,
the limestone mountains melt and curve,
and somehow onthe rocky outcrops, the
most resplendent trees and vegetation
grows. Standing there, atop a floating is-
land, butterflies in the breeze, | hear a rus-
tle down beside me, it's a small mammal or
something, | think. | look down to investi-
gate and | see a tortoise, of all things! And
| wonder at how it got there, and whether
it had developed some unique genealogy.
The tortoise (or the turtle) is a symbol of
our connection to the Earth and to fertility.

The cave at Delphi, a temple underworld,
is so magnificent it takes your breath. The
main chamber, plunging 300 ft deep and
half as high, like the opera house, or the
make-believe insides of a whale. From
there tunnels and further chambers, with
bats and glowworms and these just the up-
per rooms of what goes on and on, down
and forever down.

Standing at the mouth, the hush descends
upon you, as if coming home, the most
special space | think I've ever been. The

site of continuous ritual worship for at least 12,000 years, | arrive on
Easter Sunday, to find embers still burning, offerings draped on forms
inside. And what forms they were! Monumental stalagmites by reason,
but | defy anyone with imagination not to see they were alive.

| was reading, on my travels, of Julian Jaynes’ peculiar theory of the bi-
cameral mind. He claims that consciousness developed only 3,000 years
ago, as a spontaneous leap; emerging out of necessity of rising social
complexity and the development of vocabulary and writing. And that
prior to this, humans were ruled unequivocally, through auditory halluci-
nations; by the voices of their gods. He argues, despite our natural ten-
dencies to read ourselves into figures of the past, that such comparisons
are unwarranted and that from what literature remains of the period,

there is a striking absence of references to
inner thoughts, or conflict.

When the oracle reigned at Delphi, for
some thousand years, she was consulted
on the most important matters and with-
out question her voice obeyed. That there
should be no known record of any conflict
with this belief, indeed no known record
that it was indeed a conflict to believe,
that the oracle channelled the god Apollo,
even from the godfathers of rationalism
and that this circumstance should have
persisted, unbroken and more or less
unquestioned for a millennia, does indeed
seem curiously alien to our mentality.

There's a sense at Delphi, that everything
is strangely imbued with meaning. That
there's a presence. That you're being
watched, and that there’s nowhere to hide.
In bicameral temples there were no police,
no laws, because there was no concept of
an individual will; because there was no-
where for a self-advancing voice to hide.
But while, like all things strange to us, that
might seem hostile, the presence at Del-
phi was different. Despite the eeriness, it
was unmistakably, benevolent and kind.
And the mental hush was not an imposi-
tion, but a release.


https://soundcloud.com/jessica-mardon/untitled

https://soundcloud.com/jessica-mardon/untitled

https://soundcloud.com/jessica-mardon/untitled


| had bought a new microphone for re-
cording in the field. Capable of reading
even the quietest sounds, it magnifies the
soundscape, extending the listener’s per-
ceptual range. And it becomes quickly ev-
ident, how difficult it is to reach the quiet,
or to free the landscape of human sounds.

It took three attempts to record the dawn
chorus, the last, hiking halfway up a moun-
tain at 4 am, to ascend beyond the talk,
and cars and dogs into the glory of the
birds. Yet, even there amongst the quiet,
the sound floor soon normalised and | real-
ised this place was just as noisy, only oper-
ating on another scale. And so the sound
goes on and on, infinitesimally down and
down.

Sonically, there is no such thing as silence.
And yet we do experience it. This silence
though, is not the withdrawal of sound, but
the silencing of one’s own thoughts; it's
freedom from the inner voice.

In patients undergoing surgery where the
right brain is stimulated at the lingual re-
gions, experiences of auditory hallucina-
tions are common. Where communication
is cut between the hemispheres and the
patient shown an image only to the right

brain, (by way of a picture flashed

at the left eye), the subject doesn't
consciously register and can't articu-
late what they have seen, and yet the
left hand, when directed, can pick the
image out of a selection with ease. So,
the left doesn’t know what the right is
seeing, and where it dominates, this
becomes the consciousness.

And the voices are heard no more.
Hearing voices, once common, is now
an oddity. Yet, in moments of crisis,
many report hearing a voice. They
speak to us too in our dreams. We
tend not to remember the sounds of
our dreams, but it takes only a sugges-
tion to yourself to do so, to become
aware of what you hear. In one study,
an instrument was inserted into the
eardrum of a sleeping subject. The
drum was observed to vibrate in accor-
dance with registering sounds over 90
decibels when no such sound source
was present in the room. And it's into
these echoes that we now must go, on
and on, infinitesimally down and down,
beyond the din of consciousness, to
feel for silent gods.

In typical fashion, | had raced to Del-

phi. Within 12 hours of finishing a con-
tract | was on a plane, and the follow-
ing morning | hiked the 4-hour climb
to Dionysian’s cave, the last stretch
switching back and forth over boulders
in the sun. And as | climbed, my mind
began to boil. At the top, | waited for
some hours for the cave to clear, so
that | could film and record, by this
point obviously exhausted and over-
wrought. As I'm taking pictures, my
tripod perched on the uneven rocks, |
return to my camera and my foot
catches the leg, and Slap, Plan B!..

my camera hits the rocks and instantly
breaks.

The gods were upon me. Had | an-
gered them? Did | not have permis-
sion perhaps to film in this space? For
where the microphone listens, doesn’t
the camera take? Was | being bought
back to the experience, the technolo-
gy in the way? Was | being reminded
to be present in this place? In the far
recesses of the cave, a particular sta-
lagmite, this one smaller than the oth-
ers and yet somehow the epicentre of
the space. The slip forming the like-
ness of an elephant’s face, with wrin-
kled eye peering up at me. | placed my
hand on her flank and | asked her to

show me the way.

I've always been drawn to complexi-
ty. Complicated, is hard to solve, but
complex is different. Complex, is in-
herently unpredictable. One feature of
complex systems is that they bifurcate;
quite unexpectedly, once some un-
known threshold is breached, that new
behaviour emerges in seemingly spon-
taneous leaps. In fact, we're observing
this now with Al. The latest models
have gone from scoring in the bottom
10 percentile in the Bar exam, to the
90th in one leap. What's more, bots
hallucinate. Sometimes they spout
confident falsehoods, sometimes they
forget they are robots and pretend or
even believe they are human.

Yet, if the system is inherently unpre-
dictable, how is it that it knows? In one
famous story, Croesus King of Lydia

in 500 BC posed a test to the oracles
of the day; with the simple question
to answer, what was he doing at that
time? The oracle at Delphi won the
right to advise the king by correctly
predicting that he was, quite unpre-
dictably, at that very moment, prepar-
ing a tortoise stew. It's easy to dismiss
such stories as myths, but when they



are echoed a thousand times and over as many
years, supported by the wisest thinkers and
when they've changed the course of history
multiple times, aren't we obliged to take them
seriously?

As | descended the mountain, the light failing,
and in my frazzled state, | passed again a cou-
ple from the cave. Though I'd really rather have
been left to myself at this point, it would have
been rude to pass and so we began to talk. The
woman, about my age, starts to ask about my
equipment and what I’'m to, she is a writer and
producer and looking for a new microphone and
| tell her what | know. And as we talk, I'm struck
by something more and more, how peaceful she
is, how generous and calm.

And it dawns upon me that this is my answer
and what | must become.light failing, and in my
frazzled state, | passed again a couple from the
cave. Though I'd really rather have been left to
myself at this point, it would have been rude

to pass and so we began to talk. The woman,
about my age, starts to ask about my equipment
and what I'm up to, she is a writer and producer
and looking for a new microphone and | tell her
what | know. And as we talk, I'm struck by some-
thing more and more, how peaceful she is, how
generous and calm.

And it dawns upon me that this is my answer and
what | must become.

- Jessica Mardon
2023

Kate HOWE
Jessica MARDON

artist statement - Kate HOWE

Howe's practice, which includes painting, drawing, tat-
tooing, sound, film, installation, theater, performance,
poetry, spoken word, textile and sculpture, as well as
social and experiential practices examines the socio-
logical constructs of intimacy. Often, they respond
to historical works, recontextualizing them as crime
scenes.

Always preoccupied with the sociological conundrums
of bias and point of view, Howe works to catch, frame
and reframe moments in the social timeline, ques-
tioning our complicity with canonical social norms.
Her practice is situated in the moment of polemic
decision: capitulate or resist. \\ith this moment as
the fulcrum of her practice, Howe's works become an
event, or a happening, born from resistance, gathering
potentiality, heading toward limit, excess and Rupture.

Howe states: “Running through all my work are the
seams of things being healed from rupture, the scar
of having been brought back together, pregnant and
uneven, forever imprinted with what came before.”




Big Red, 2022, Lester Korzilius. Fabric, Jesmonite, paint, 139 x
89 x 59 cm. This and following pages: detail and installation
views.

artist statement

Lester Korzilius is both an artist and an architect. He is
interested in using physical means to present the unpre-
sentable — the deepest part of our psyches that cannot
be symbolically expressed. Using a tectonic expression
of materials and their assembly Korzilius attempts to
create a dialectical experience in the mind of the view-
er. The resulting experience is more than the sum of
the parts — it is a unique experience created from the
disparities and tensions in the work.

Korzilius” work is phenomenologically based in that it
assumes some sensations and perceptions are common
to all viewers. In parallel, there is a recognition that
part of our perception is socially constructed and there-
fore neither constant nor common. The work attempts
to balance these contrasting approaches.

Lester KORZILIUS




Sticks, 2023, Lester Korzilius. Wood, paint, 57 x 66 x
33 cm. This and following page: detail and installa-
tion views.

Lester KORZILIUS




Molly GRAD

The cabinet, 2023, Molly Grad. Wood, paint, steel, latex, velvet,
150 X 100 X 50 cm. This and following pages: detail and installa-
tion views.




Molly GRAD




Transient Constellation - Are we virtually there? 2023, Patrick
Jones. Mixed media. 30 x 30 x 100 cm. This and following pag-
es: detail and installation views..

artist’s statement

| started, and still do, with a fascination for colour and
an endless childlike interest in material surfaces. | play
in the space between 2d and 3d, on the edge of order
and disorder, in the space where digital and physical
merge, in places where unpredictable events unfold,
where form and colour emerge within the chaotic sur-
face. My work fluctuates between digital and physi-

cal, philosophical and scientific as | invent new hybrid
worlds. Through research and text, | explore emergent
pathways as a means by which we might escape be-
yond the confinement of the internal space within and
without. Collaborating with other artists is an essential
part of my practice and | have founded the international
collectives SSG and Kappa whose works of public sculp-
tures explore our relationship with the land.

Patrick Jones
2023

Patrick JONES




Patrick JONES



Rose ARBUTHNOTT

i have 3 pieces in this show, where i am exploring a per-
sonal language, of colour and poetry. a personal story
and a public one, drawing from public events around
the coronation and also art historical context of ‘con-
temorary’ art as what's possible now. the language is
leaning into a viscosity of texture, with a very personal
journey of working with various ‘papers’, these insta-
lations become stages for performance, and simple in
design’ a long way to grow. as you get involved in their
language i hope it rewards attention.

rose arbuthnott
2023

The Guardians, 2023, Rose Arbuthnott. Mixed media. Variable Ukraine Fly, 2023, Rose Arbuthnott. Mixed media. Variable sizes.
sizes. Detail View.. Detail View..
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Pief 2023, Rose Arbuthnott. Mixed media. Variable sizes. This
page and next: installation and detail View..

Rose ARBUTHNOTT



Radiant Passages 2023, Sara Binadwan. C-Type Print, wall-
paper. Variable dimensions.This and following pages: detail and
installation views.

artist’s statement

Every experience which might be shared, leaves behind
something, even if only a trace. These traces cohere
into invisible patterns that often result in ritualized man-
ifestations which in turn opens to the presentation of
patterns of visibility. The process of visualization of this
involves personal aesthetic predilections, interiorities
within the realities of daily life. While objects manifest
symbolic meanings embedded within time and place,
everyday events become tangible in ways that render
significance and affect. Conjuring up a feeling that
brings a stream of events that are all connected into
patterns that reveal signs of otherness, my impulse is
centered on the production of imaginary spaces and
the investigation of how senses can be reconfigured to
present these spaces. This leads both to the generation
of visualizations of interior spaces and to the presenta-
tion of work within serial or immersive formats. Part of
this process is to examine childhood reverie in order to
provide insights into the way in which the imaginary of
space is formed. These elements are both an impulse to
make work and to dwell within textual spaces that bring
together the sensibility of touch and vision.

Sara BINADWAN




Diverse media such as installation, pho-
tography, sculpture, all serve as central
platforms for the working process. Explor-
ing and experimenting with many different
mediums, such as ceramics, printmaking,
paper models, and textile, the process of
making the work opens a space for the
contemplation of the narrative within the
project and the means to communicate it.

Sara BINADWAN



Reduced to Residual 2023, Sharyn Wortman. Salt. 204 x 25
cm. This and following pages: detail and installation views.

“| have no words.”

Trauma is bereft of language. A catastrophic event
creates a complete rupture in our culture. For those who
witness such an event it is impossible to make meaning.
The sight of such a catastrophe ultimately destroying
the viewer.

In the Old Testament Lot's Wife dared to witness such a
catastrophic event. Against God’s instruction she turned
and looked back upon the city she was told to flee. As
punishment for daring to gaze back upon God's utter
destruction, He transformed her into a pillar of salt.

Sharyn WORTMAN

-
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Orpheus also suffered the fate of destruc-
tive spectatorship when he turned to gaze
back at Eurydice before they emerged into
the world of the living. Not trusting the
advice of the underworld, he dared to con-
firm the promise that the love of his life
was indeed following him and that it was
not an elaborate hoax. He lost her forever
through his gaze.

Salt is an ancient material that dissolves
and purifies. Time will erode the words of
our witnesses. For now stand her petrified
to the spot.

Sharyn WORTMAN



As Yet Unknown 2023, Shirley Renwick.Mixed media. Vari-
able dimensions..This and following pages: detail and installa-
tion views.

| like discovering
| like uncovering
| like hope

| like listening
| like that sensation when my mind changes
| like expansive spaces

| like air

| like nothing

| like seeking truth, elusive as it is, | still like to search for
it

| like to see, | really like to see, | like to really see

| like connections, interconnections, intraconnections

| like projections through light, space and air

| like being with people, sometimes

| like contrasts, | like paradox

| like gaps

Shirley RENWICK




| like to speculate on what is happening in
the invisible

| like reflections

| like traces

| like time, especially when you notice

it has folded and kneaded itself up and
around

| like Heidegger's wonder of the world
worlding around us.

| like action

| like gentle, soft and quiet

| like that | contradict myself

| like that all of this will change and I will
like other things instead.

Shirley RENWICK



Downdog (three paintings) 2023, Wenyi Quan. 30 x 80
cm, 150 x 170 cm, oil on canvas.This and following pages: detail
and installation views.

Wenyi desires to fulfil her self-meaning to remark this
world. In her works, she sometimes sees herself as a
broken eel trapped in paraffin and sometimes treats the
red watermelon as part of her body. She adores finding
inspiration for her own life by studying the patterns of
other beings. She intensely experiences her growth as
a bystander, silently bears the shaping of the outside
world, and achieves deep resistance by treating her life
as a part of the work.

Wenyi QIAN




Wenyi QIAN




This way, that way. Yon Yi Sohn, 2023, 60 x 60 cm, Acryl-

ic on Linen.This and following pages: detail and installation
views.

| consider my practice more like a daily ritual, similar to
zen meditation exercise (mixing colours and applying
them repeatedly, almost mechanically) or even a zen
dialogue (often | find myself questioning and respond-
ing in turn with the work). There is a joy in drawing sim-
ple lines, and in observing and participating in the way
the lines interact and correspond. | try to be receptive
and open-minded, ready to be surprised by the way the
works develop and reveal themselves.

This process, in theory, could be never-ending. The goal
may be to reach a state of aesthetic sublime, where pro-
cess and image are reciprocal. However, it is the journey
there which matters to me.

| may call this a relationship between the teller of the
tale and the tale itself being told.

Yon Yi SOHN




Yon Yi SOHN



The Rupture 2023, Jiachen Zeng. Acrylica on cardboard.
Variable dimensions..This and following pages: detail and instal-
lation views.

When | first enter the backyard in the RuptureXIBIT,
which is also Kate's Studio, the first thing that came to
my sight are the plants. They are vividly green, healthy
with being cared. | know that we are going to make
artworks through the residency opportunity that Kate
gave us. The first thinking pops up in my mind is that -
after we put up our works, these plants will be ignored,
or they will be noticed as they are not necessarily to be
there. Therefore, the idea of keeping the importance
and the moments to emphasize on them occupied my
mind for days.

At the second time | went back to the space, | asked
Kate if anyone had painted your plants, Kate thought

| was trying to paint on them, but she is still very open
with it and considering if to let me do so. | told her, it is
not to harm them or paint on them, | will paint their por-
traits on my cardboard and put the painting by the side
of them, then she happily agreed.

The way | painted them is mimicking them, not only how
their appearance is, but also the lively movements and
moments that they emotionally gave to me.

Jiachen ZENG




Recently, | am thinking back to those expe-
riences | was trained as a traditional painter
in high school and in comparison with the
more 3D works | did in my bachelor and
master. | went back to painting again, but
with new understanding and certain as-
surance to myself. | think the whole work

is the plants with the paintings together,
but also separated. The best parts are the
unforgettable moments of “us” in and with
the “Rupture”, including those beautiful
misunderstandings.

Jiachen ZENG



Jiujian ZENG

Map Editor 2023, Jiujian Zeng, 2023. Digital print on pa-
par, magnetite powder, magnet board and hook. 96 x
60 cm This and following pages: detail and installation views.




Jiujian ZENG



Artist’s Information

Abbigail NORRIS

After a 20yr career in filmmaking, Abigail embraced a lifelong ambition to study an MA in
fine art sculpture at the Royal College of Art, where she graduated in the summer of 2022.
Her recent accolades include: Tate Late Talk, Soft Sculpture and Material matters 2023,
Shortlisted for the Mark Tanner Sculpture Award 2023, Shortlisted for BBA Artists Award,
Berlin 2023. Awarded the Yorkshire Sculpture Park/Royal College of Art Graduate Award
2022; and tipped as ‘one to watch’ by Waldemar Januszczak from The Sunday Times, quot-
ing “a powerful lament to the despoliation of nature”.

Exploring cultural memory as a fragmentary aesthetic, Abigail’s work investigates the lost
voice of femaleness, centring around concepts of connectedness, transcendence, absence,
and presence; with a subplot to interrupt the habitual assumptions of everyday life. Her work
explores entangled relationships with self, and other living and non-living beings.

i: @abigailnorris000 e: me@abigailnorris.co.uk w: https://abigailnorris.co.uk/

Ania SABET

| forget so many things, but the sky is always present to record. Childhood was punc-
tured by the noise of the revolution and then an incessant eight-year war with Iraqg.

| escaped into my one-hour drawing class which was considered indulgent, as if an
hour of the exercise of the imaginary had to be paid for in other ways. As a child |
wondered where memories were stored. My thought was that it must be inside the
body because they might discover there a correlation between pleasure and pain.

The practice of medicine and art in turn amplified this schematic division so, perhaps
| could heal pain and provide pleasure through these two practices. But this is just
the work of an imaginary at play because art cannot be blind to trauma. So, | start-
ed to understand all types of hidden dialects but above all else that memory is also
oblivion, that pleasure always finds a relationship to pain and that it is easy to be
mixed up.

My aesthetic practice resides in such things, things not easy to say but might be
shown, things that withdraw but also leak like flying eye-fish seeking refuge.

i: @ania.sabet.studio e: ania.assadi-sabet@network.rca.ac.uk



Blake HART-WILSON

Born in Lancaster, UK, 1981. | briefly studied architecture at Edinburgh College of
Art, dropped out, became a DJ then a Video Performance Artist (VJ), before moving

into the fields of art and film via a career in advertising.

| am currently studying an MA in Contemporary Art Practice at the Royal College of

Art, graduating in 2023.

i: @blakehartwilson

e: blake@blakehartwilson.com w: blakehartwilson.com

Clowes was born in Colombo, Sri Lan-
ka and has lived in London for over
forty five years. She studied at Central
St.Martin’s College of Art and Design.
She was awarded a Fine Art BA (Hons)
First Class. She has also gained a MA
Fine Art from the Royal College of Art
in London.

In 2014 She won the Griffin Art Painting
Prize with Winsor and Newton. In 2022
she was long listed for the Contempo-

rary British Painting Prize.

Chudamani has devoured the ethno-
graphic archive at the British Museum
to inspire her artwork. She uses the
archive specifically related to troops of
elephant performers called ‘Mahoots’,
who were bought over from Ceylon to
be exhibited in Empire shows in west
London. Her work draws on the living
exhibits that formed human zoos.

Chudamani CLOWES

She created a fictional tribe called the
Elephant heads that were shown in White
City. She uses the juxtaposition of Victori-
ans with the Elephant troop to show social
devices of politics and representation.
Chudamani, has been working on a series
of paintings called the ‘Tilda paintings'.

They are inspired by, ‘Tilda’ rice packag-
ing and also the inflatable boat crossings
in to Dover in the UK.

She has been influenced by the packag-
ing of products made by immigrants, who
have set up companies in the UK.

i: @chudamani1034
e: chudclowes@yahoo.co.uk
w: chudclowes.viewbook.com



Clara PALMBERGER-SUESSE

Clara Palmberger-Suesse was born 1991 in Henstedt-Ulzburg, Germany.
From 2012-2019, she studied Fine Arts at Hochschule fuer Bildende Kuenste, Hamburg
with Kerstin Braetsch, Peter Waechtler and Jutta Koether.

She subsequently received the Working Grant of the city of Hamburg for 2020.
In 2021, she embarked on a Master of Philosophy in Arts and Humanities at the Royal Col-
lege of Art, supported by a scholarship from DAAD Germany.

Exhibitions of 2022 and of 2021 include Reproduction interdite, 8.Salon, Hamburg, Notable
infatuations, Kuenstlerhaus Faktor, Hamburg, Void recognition, Spoiler, Berlin, The House
that Mum built, London, To Feel all your warmth, Warbling Collective, London, Unruly En-
counters, Lake Gallery, London.

She has exhibited institutionally on occasion of the Working Grant of the City of Hamburg at

Kunsthaus, Hamburg and Deichtorhallen Hamburg as well as at Galerie Marstall Ahrensburg
in the group show Bon Voyage.

i: @split__milk e: Clara.Palmberger-suesse@network.rca.ac.uk w: Clarapalmberger.cargo.site
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Fabiano MARQUES

1970, from Sao Paulo, Brazil, and living in London, UK. Fabiano Marques has participat-
ed in exhibitions on leading

institutions such as Bienal Internacional de Sao Paulo, Sao Paulo, Brazil; Centre Georg-
es Pompidou, Paris, France; Palais de Tokyo, in Paris.

His works can be found in the collections of institutions such as Museu de Arte Moder-
na de Sao Paulo, MAM-SP, and Museu de Arte Moderna do Rio de Janeiro, MAM-RJ.
He has participated in numerous art residencies, including Gasworks in London, Ecole
des Beaux-Arts in Paris, Wising Arts Centre in Cambridge and Zentrum fir Kunst und
Urbanistik, ZK/U, in Berlin.

A MA in sculpture from the Royal College of Art and a BA in advertising and propagan-
da at Fundacdo Armando Alvares Penteado, FAAP, Sao Paulo, Brazil.

i: @fabianomarquesp e: 257365@network.rca.ac.uk w: fabiano-marques.com



Hengzhi GONG

Hengzhi Gong is an artist based in London whose work ranges across painting and drawing.
He is currently conducting his PhD research As Another Voice: Hidden Political Expression
in Chinese Contemporary Allegorical Painting at the Royal College of Art. His research does
not study allegory within paintings purely from an aesthetic perspective, but views allegor-
ical paintings as one critical part of political practice in contemporary China under cultural
and self-censorship.

In 2018, Hengzhi Gong graduated with a BA in Industrial Design from the Beijing Institute of
Technology and, in 2020, with an MA in Painting from the Royal College of Art. His work has
been exhibited internationally, including Royal Academy of Arts, Southward Park Galleries,
No.20 Arts, Josh Lilley Gallery, Fold Gallery, Hockney Gallery, West Bund Museum (Shang-
hai, China), A/W Space (Nanjing, China), Western Exhibitions (Chicago, US) and Gallery LVS
(Seoul, Korea).

i @hengzhi_gong e: hengzhi.gong@network.rca.ac.uk w: Chengzhigong.com

il SOUNDCLOUD

Jessica MARDON

When the experience of a ground which appeared solid gives way, structures fall flat
and loose their meaning. Touching the nerve of this shift, | engage with a world not of
fact and things, but of constructs and desires, stripping the senses into naked feelings.

Formerly a senior banker, having first hand witnessed the disordering of sense that
accompanies the collapse of a system, | went in search of new forms. From unstable
grounds, | examine subtle bodies, working at the boundary of dissolution and desire.
Perceptions so fine-spun they might seem fantastical or imaginary, yet which carry rich
and potent signals. In some form of supraphysical-erotics, decomposing the body into
drives and forces, | seek the tender spot, the inflection point in the curvature of the
tone.

Jessica Mardon graduated from RCA Sculpture (2022) where she was awarded the Wes
Lunn Design Education Trust 4D project award. Mardon lives and works in London UK,
across installation and performance, with a primary interest in working with sound as
sculpture.

i: @jess.mardon e: jessica.mardon@network.rca.ac.uk w: jessicamardon.com



Kate HOWE

Kate Howe (they/them) (b. 1971) is a queer, neuro-diverse American artist living and work-
ing in London. Howe holds an MA in Painting (Distinction) from the Royal College of Art, a
BA (summa cum laude) in Art History from Arizona State University with a focus in Forensic
Anthropology and Sociology, and an AA in Technical Theatre (highest honors) from Foothill
College. They are the founding artist-in-residence at RuptureXIBIT (+Studio), an artist-run
affordable residency and experimental exhibition space in London.

Howe showed thier work Undamaged Destiny at the Aspen Art Museum in 2020, is currently
showing in the group show Alternative Airport at RuptureXIBIT, London, and most recently
showed with curator Daisy Wang at Subterranean Organ at the Crypt Gallery, London, April
2023. Their work was featured in the London Sunday Times Forget the Summer Exhibition
— meet the 5 art stars of tomorrow by Waldemar Januszczak on Sunday, June 26, 2022.

Howe's work resists complicity with historical precedent. Their work spans painting, drawing,
tattooing, textile work, sculpture, writing, performance, sound, social and experiential prac-
tices, and draws on her family ancestry in theatre, sound, filmmaking, sewing, writing, art
and physical labor.

i: @katehowestudios e: kate@katehowe.com w: katehowe.com

Lester KORZILIUS

Lester Korzilius
FAIA, RIBA, MA (Arch), MSc, MFA, MA (Sculpture)

Lester Korzilius is an artist and architect with a concurrent arts and architecture practice
in London and Chichester. In the arts, Korzilius graduated with an MFA from the Uni-
versity of Sussex/West Dean and an MA in Sculpture from the Royal College of Art. He
is a Doctoral student in Fine Art at the University of East London.

Lester is interested in the unpresentable, liminal and the sublime and how this is ex-
pressed in sculpture. His work explores both the use of social constructs and preobjec-
tive phenomenological experiences as means of achieving this experience. There is a
tectonic quality to the work that is rooted in his architectural practice.

i: @lesterkorzilius e: k@lesterkorzilius.com w: lesterkorzilius.com



Molly GRAD

Molly Grad is an interdisciplinary artist and writer, working across the mediums of sculpture,
textiles, painting and performance. Grad is investigating personal, ancestral, and collective
trauma, through enacting radical empathy towards its least visible — inanimate objects or live
occupants alike. Utilising multiple platforms, she performs an excavation process into urban
cities’ industrial pasts, thus interfering with the vertical axis and inverting social orders as a
solution to our current state. Grad started performing “Fleeting Street sculpture” 3 years
ago, in which she explores the potential of every day urban landscapes to create site-specif-
ic, short-lived experiences utilising existing materials/structures narrated to create an emer-
gence - a radical change actant.

i: @mollygrad e: 100027 19@network.rca.ac.uk w: mollygrad.com

Patrick JONES

Patrick Jones received MA in sculpture from the Royal College of Art, London in 2022,
Patrick holds a PhD in Particle Physics from University College London and a Graduate
Diploma in Fine Art from the Royal College of Art, London. He is a multi-media artist
who lives and works in London. Patrick is fascinated by the relationship between the
inside and out. His work often deploys methods and notions of folding as a means to
explore and unravel our relationship to places both internal and external, virtual and
actual. In addition to exhibiting regularly in London, he is also a member of Kappa and
the International collective SSG. Through his collaborative projects he has exhibited
internationally and in 2023 will participate in two significant international festivals.

i: @psjjart e: patrick.jones@network.rca.ac.uk w: Patricksjjones.com



Rose ARBUTHNOTT

‘Rose Arbuthnott was born in Cheltenham, and began painting at the age of 12 when her art

teacher gave her a box of oil paints and told her to copy Monet.

Rose went on to study Art and Art History
at Edinburgh University before receiving a scholarship to attend the Prince’s
Drawing School in London where she was awarded second prize.

Having completed her studies, Rose

co-founded ‘The Owl Barn” Artist Residency in Gloucestershire —a community
space for artists, makers and thinkers to develop their creative practice and
engage with local community groups.

She has since undertaken an artist

residency at The First Food in Mexico, travelled around Scotland painting, and
went to Uganda to share art with refugees from the Congo.

She has exhibited with different galleries

in London, had several one man shows including Tangled Roads and ‘he she or

they’, and was long listed for the John Moore Prize, Tate, Liverpool.

She is currently studying at the RCA in sculpture.

i: @rosearbuthnott e: re.m.arbuthnott@gmail.com w: rosearbuthnottartist.co.uk

Sara BINADWAN

Sara Binadwan from Riyadh, Saudi Arabia. She received her BA in linguistics from
Prince Sultan University, a Master's Degree in Business Administration from Alfaisal Uni-
versity in Riyadh, and a MA in Sculpture from the Royal College of Art in London. Her
practice explores the fundamental relationship between space, human condition, and
memory, which the narrative evolves into a series of works. It is like an autobiograph-
ical map of daily encounters and spaces in which the dichotomies of personal yet uni-
versal, the real and unreal might cohere, thus allowing the main themes of my practice
are identity, human behavior and memories to emerge.

i: @sara_binadwan_art  w: sarabinadwan.com



Sharyn WORTMAN

I'm a communicator, a collaborator, a creative.

My first degree taught me how to sell a clients’ product.

My first job taught me how to think strategically and deliver.

Running my own company taught me about cashflow, people and just how long customers
were willing to buy the same big idea.

Moving to London taught me resilience, moving to Hong Kong taught me about geopoliti-
cal history and what to get excited about when the dim sum trolley passed by.

My second degree made me think a little deeper. | learned to allow space for the audience
to come to their own conclusions.

Materiality fascinates me.

I'm currently at Royal College of Art where | spend my days deep diving into conversations
around what it is to make, feel and be human in our increasingly digital age.”

Sharyn Wortman is a multi- disciplinary artist. Through clay he explores a relationship to

deep time, mythological time. Her installations come into being through an absolute giving

of self. They exist in a Dreamtime- a displaced time.

i: @sharynwortman  w: Sharynwortman.com

Shirley RENWIK

Shirley Renwick is an artist based in London who creates sensitive sculptures and sound
in multiplatform installations which participate with air. She investigates eco-acoustics,
sub atomic science, the digital realm, and multiple forms of art. For Shirley, the post-
human, nonhuman and subhuman is relevant to aliveness in the current human posi-
tion now. Shirley’s background is in live media and interactive music. Her artistic qual-
ifications include Foundation, Slade, UCL, London; BA Fine Art (First class honours),
Chelsea, University of the Arts London; MA Sculpture, Royal College of Art, London.
She also has qualifications in programming code, journalism, psychology and politics,
philosophy and economics. Her art has been shown at the Royal Academy of Art, the
Great Exhibitionists at the Royal College of Music Museum, Tate Lates and Tate Ex-
change at Tate Modern London among other places.

i: @shirley.renwick w: shirleyrenwick.com



Wenyi QUAN

Wenyi is an artist and curator based in London and Shanghai. She practised profession-

al skills in BA, such as oil painting, Chinese traditional painting, sculpture and print, and
boosted them into critical and historical thinking in MA. She usually uses painting, writing,
performance, moving image and sculpture to experience the fusion of thinking and media.
Her published group work “Wild Stone” is collected by Tate Britain and Freud Museum. Her
works have been exhibited in London, Shanghai, Xian and other cities.

i: @gieqieqie0414 e: gianwy201902@163.com w: wenyigian.com

Yon Yi SOHN

Yon Yi explores systematic and geometric abstract, patterns, grids, forms and colour
arrangements, expressed mainly in the medium of drawing, painting, printmaking, em-
broidery and installation.

Originally from Seoul, Yon Yi studied art and design at Hong Kong University and RMIT
University before moving to New Zealand in the mid 2000s. She holds a Certificate of
Art and Design from Hong Kong University and a BFA from Massey University, and a
MA Painting from the Royal College of Art in London.

During her final year at Massey, Yon Yi won the 2013 Europe Day art competition spon-
sored by the European Union in Wellington. Her drawing was selected as one of the
finalists for the 2013 Parkin Drawing Competition.

Yon Yi has participated in several New Zealand Art Shows in Wellington as well as a few

group shows in London. Her works are now in private collections throughout New Zea-
land and the United States.

i: @YonYiSohn  w: yonyisohn.com



Jiachen ZENG

Base in London from 2023

Born in 1997, Shenzhen, China

Lived in Shenzhen, Guangzhou, Shanghai, Hangzhou, Beijing, Chicago, London
Moved home 22 times by now

Interested in Living an Abundant Life

Jiachen Zeng has got her Master of Art in Sculpture at the Royal College of Art (RCA) in
2022, Bachelor of Fine Art at the School of the Art Institute of Chicago (SAIC) in 2019. She
was trained as a traditional painter in the High School of China Academy of Art (CAA) in
2015, then get the diploma of the International Foundation Course of China Academy of
Fine Art (CAFA) before she went to Chicago. Her artworks had been collected by institutions
and individual collectors, and had attended many group exhibitions including in Tong Gal-
lery+Projects in Beijing 798, Tank Shanghai, ZhouB Art Center in Chicago, and Standpoint
Gallery, RuptureXIBIT in London.

Jiachen Zeng is a mixed media artist. Her artworks are mainly installations and paintings that
involve performative and interactive elements. Her artistic attention is always about rela-
tional happenings among individuals, communities, individual with society, self with others,
about the development of one to more, like point to line, line to plan, and surface to space,
even space to time, and vice versa. She expands on different materials and dimensions by
pointing, breaking, or connecting those boundaries to interlock or interrupt the existing bal-
anced ecologies of daily occurrences, such as relationships between people, unforgettable
memories, and fetishes to meaningful objects.

i: @jiajia.zzz  w: jiaxZ2.com

Yon Yi SOHN

Yon Yi explores systematic and geometric abstract, patterns, grids, forms and colour
arrangements, expressed mainly in the medium of drawing, painting, printmaking, em-
broidery and installation.

Originally from Seoul, Yon Yi studied art and design at Hong Kong University and RMIT
University before moving to New Zealand in the mid 2000s. She holds a Certificate of
Art and Design from Hong Kong University and a BFA from Massey University, and a
MA Painting from the Royal College of Art in London.

During her final year at Massey, Yon Yi won the 2013 Europe Day art competition spon-
sored by the European Union in Wellington. Her drawing was selected as one of the
finalists for the 2013 Parkin Drawing Competition.

Yon Yi has participated in several New Zealand Art Shows in Wellington as well as a few

group shows in London. Her works are now in private collections throughout New Zea-
land and the United States.

i @YonYiSohn  w: yonyisohn.com



Jiujian ZENG

HBio

The Wild Parlour thanks you for your interest in our work.
You can find us on the web at

the Wild Parlour

i: @%jan.zeng w: zengjiujian.studio


https://rcachsprojectgroup.wordpress.com/
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