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Spit and Image
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Spit and Image marks the first solo exhibition in
China by the artist duo Dorota Gaweda and Eglé
Kulbokaité. This debut brings together their most
significant work and their newest pieces. The title,
while originally signifying “perfect likeness,” is
here expanded to suggestanuanced doubleness—
one that creates polyphonic and polyporous di-
mensions within a seemingly repetitive and
mirrored structure. The space of MACA is trans-
formed into an ambiguous zone of liminality, in
which perceptual boundaries dissolve into a site
of superimposition, entanglement, and chaos.
Selfand doppelgéanger, body and technology, real
andvirtual, scent and mist, membrane and screen:
as various materialities and temporalities per-
meate and traverse this realm, a speculative con-
temporary hauntology emerges.

The artists position their Slavic and Baltic cul-
tural background within a vision of “ancestrality”:
instead of indulging nostalgia, they endeavor to
reactivate marginalized, non-modern subjectivi-
ties through re-choreographed forms. Central to
this constellation is the figure of the upior, a vam-
pire possessing dual souls, an Other lingering
between life and death, human and non-human,
which carries the whispering of the marginalized
and nameless, embracing the fluid identities and
multiple possibilities of narratives.

In this sense, Spit and Image manifests a
complex state of in-betweenness. On the first
floor, Enclosure (The Double Dream of Spring)
(I-XXVIII) (2025) takes the Enclosure Movement
as a historical reference, where veiled organza
overlaps digital prints to construct boundaries at
once present and precarious, evoking a meta-
phorical resonance between land privatization
histories and the process of privatization in digital
spaces. As the viewers step into a field of phantas-
mal “membranes,” their very beings diffuse into
the “filters” constructed by technical images.
Meanwhile, in Yield (twinning) (2025), the viewers



confront their own sharp reflections in stainless
steel flower mirrors. Disturbingly, these nostalgic
objects, which are derived from a plastic make-
up mirror once-ubiquitous in Eastern Europe, now
function as surveillance cameras thatrigidly scru-
tinize the viewers who dare to come near—as if
the flowers were performing a paradoxical dy-
namic of gazing and being gazed at, or offering
sensorial testimony to the historical rupture be-
tween Nature and Culture and Self and Environ-
ment.

On the second floor, Spit and Image 1(2025)
and Spit and Image 2 (2025) demonstrate how
double and in-betweenness operate as strategies
of “overcoming.”' The corporeal distortions and
metamorphoses may evoke a new trance-like ex-
perience—one that seeks to reclaim agency and
sovereignty from the domination of algorithms
and capital. A monstrous body rises to combat an
equally uncanny reality, a fragmented self resists
the controllable and replicable life, a radical dop-
pelganger dissolves institutionalized identities
and morphs into a Frankensteinian hybrid of su-
pernatural and technology—an object of terror
and worship at once. This strategy achieves its
most diffuse expression through the fragrance
installation Mirror Mirror (2025), which spans both
floors:two mirrored fragrances permeate the body
through rhythmic breathing, thus “infecting” life
, transforming itinto an embodied medium atthe
molecular level that overcomes all enforced du-
alisms.

The cosmology of Spit and Image is precisely
grounded in this dialectical openness, merging
into a diffuse constellation in which witchcraft
coexists with algorithms and horror dwells with
poetry, while specters of the past resonate with
projections of the future in a labyrinth of mirrors,
mist, membranes, and scents. Instead of offering
a simple answer, the artists strive to create an
unceasing fluxion, a promise of ever-renewing



transformation, and a persistent yet unstable site
of perception anchored in the turbulent flow of
uncertainty.

The term “overcoming” is used here in reference to Japanese thinker Takeuchi
Yoshimi's text L O#EFE (Overcoming Modernity). It seeks not to totally reject
or break away from (Western) modernity, but to wield modernity as a method
against itself—by delving into its core, harnessing its internal contradictions
to create new possibilities for subjectivity and self-regeneration.

9



1F

]

[

4
o

|

©
@
°
®
<] |
e
A4 ©




O (& 8B Mirror Mirror

O (Bi7 (FZRELIE) Enclosure (The Double Dream of
(1IXXVIDY Spring) (I-XXVIII)
© (Fr (F%) ) Yield (twinning)
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O (& %) Mirror Mirror
O (EFES1) Spit and Image 1
O (EFES 2) Spit and Image 2
O (& MR Planchette

0 (FB) Glove
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Mirror Mirror

2025 2025

SEREEH, Ty &8 Fragrances, industrial aroma diffusers

17x16x19 [EX B, H2# 17x16x19 cm each, 2 in total

HEZRKER Courtesy of the artists
ERSHHAEMIRBSIEMER, SHEHSH Fragrances developed in collaboration with
432PERFUME 22 B 3245 perfumer Liu Jiayi and supported by 432PERFUME
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(1) (18 ]) B—HMSKREL=ENTTH
REZE, (EmMAMFED FR%: (R)-
BFES (S)-&BFEH. REAZATE
HE, ENNRREBERATRNES, X
MM —HMBMBERIZE, RGES
i3, fthEFS ZuHRIERR. TRND
FihE “IFMBRIIRE” , BEHDEE
8], MLAREYEFRFE T ZIRMIFIRE L 1E S
LN, WEA—TTRENBAIZE,
EREBSSMREE 2, FHRRX
—RERAGAEXNERLR. (&
B MM SIEAZOERT, a5
MMBAHPONER, OEHBISHE
Ritt Az B, BREBRIRSERIEEIR
B%.

Mirror Mirror is an invisible sculpture that reshapes space through scent.
At its core are two chiral forms of the same molecule: (R)-carvone and
(S)-carvone. Though chemically identical, they release entirely different
aromas. This paradox structural sameness yielding perceptual difference,
and serves as a metaphor for identity, duality, and the uncanny. These un-
seen molecules function as non-material doubles, performative agents
that both permeate and partition the space. As porous bodies, the view-
ers unconsciously inhale the scents, becoming participants in an unstable
perceptual field. The work sidesteps language and vision, engaging the
sensory interface of smell to question how meaning is formed. By privileg-
ing the elusive medium of scent, Mirror Mirror unsettles vision-centered
traditions, foregrounding the subconscious and affective dimensions of
how we relate to our environment and to one another.
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Enclosure (The Double
Dream of Spring) (I-XXVIIl)

2025

SRRIIESR, BEBERISAR, A
220x125x3.8 EXEF, 28 #F
B MACA ZH5HI1E

HZARER

2025

Aluminum frames, digital prints on textile, acrylic
220x125x3.8 cm each, 28 in total

Supported by MACA

Courtesy of the artists
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(2] (EtF (BZWEZE)  (1-XXVII) )
BRTHEA R/ IBENTF 455 BHRRIE
YOTETR RS ENRI R R R R Bl
HE s R IR SE RSB AN R ——
MREEPBSET, BEBHEZ TR
%, (ERITEEREIR T E BT,
BN X5 S == 8 A AT IR ER,
MEARLAZHRESHE, MSHEIN
R4 E th B i B AR AR R D R,
T{ERBIFENES | B4 - & - BER
WM LAE, SHERBERNRSREHAE
IEREEMTA, TEEERESE
RS S RS, FBENFEMTE
REZENST, SEHESATRIOAE
B, H#3|RMFAANSMERBAMEITREE,
EEMRNAZRENE ST, ZER
BREAN: RIS ROMDREE
LERELERRESF5IE.

Enclosure (The Double Dream of Spring) (I-XXVIll) transforms the gal-
lery through 28 panels of digital prints on translucent organza. It creates
boundaries that are simultaneously solid and ephemeral, with the im-
ages shifting as viewers navigate the space. The title evokes historical
land enclosure while paralleling contemporary digital privatization. Like
agricultural commons once divided by hedgerows, our networked lives
are increasingly partitioned by algorithmic boundaries. Referencing Gi-
orgio de Chirico’s metaphysical painting in the subititle, the work locates
strangeness in the uncanny doubling of familiar spaces rather than sur-
real distortion. The semi-transparent walls blur distinctions between the
artwork and the exhibition space, creating an eerie interior that questions
perceptions of ownership and reality. Through material fragility and visual
mutability, the work suggests that boundaries defining our world are more
permeable than they appear.
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(FF (FE))

Yield (twinning)

2025 2025

I RL R AN TR AR Stainless steel cast from a found object
17x16x14 [EXR B, 154 17x16x14 cm each, 15 in total

B MACA ZH5HIE Supported by MACA

HZARER Courtesy of the artists
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© (Fr (FF) ) BT —MERERER
E R ZRANALERIRITT—RAB LR
BeBNEMESRERTRE. ZARE
X—EABEFICICHEEMRFLHTE
WHR, FEDERNMNENBIRETHR
IRRY T8, RABRERTZSET
THEMELE, RETRAIREMVLIESE
¥, BRENESEHNG. REHARN
ENAE, TrERMS ABRBRREE
BA—HNBREBENE, XEREFHEL
BENER. “FT7 X—iREBREAR
IR, thEETREEAEXRENEE,
ERMEER, ZARRETTALNER
BRI, T AHERNSHIEE, MR
HEMRUNAERNRESRNBIESZFTE
PEN

Yield (twinning) originates froma cosmetic mirror design popular in former
Eastern Bloc countries, featuring stylized yellow plastic petals surround-
ing a circular mirror surface. By casting these childhood memory objects
in 1:1 scale stainless steel, the artists transform cheap plastic items into
austere industrial materials. The originally warm floral form acquires the
cold aesthetics of technical devices in stainless steel, suggesting mech-
anisms of observation and control. The mirror’s orientation toward the
viewers inevitably evokes surveillance cameras; we are both watched and
see our own reflections. The title “Yield” references agricultural harvests
, while alluding to capitalist profit logic. Through material transformation,
the artists explore humanity’s claim on nature, identity changes during
industrialization, and how everyday objects carry complex political and
economic implications.
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(EXES 1)

Spit and Image 1

JEERE & CREDITS:
Z7RXK Artists: Dorota Gaweda and Eglé Kulbokaité
##E Production: artcore (Maya Coline)
&5 Actor: Mona Walravens
&R Actor: Anna Marchenko
&% Cinematography: Anna Prokulevich
52 B0 Camera Assistant: Felipe Arias Vasquez
kT3¢ Gaffer: Johan van der Voort
7= Set: Dorota Gaweda and Eglé Kulbokaité, Roland Fontaine
BR3% Costume: Urte Kat Team
452 SFX: Juliette Ruetz, Julian Hutcheson
=)E Animation: Dorota Gaweda and Eglé Kulbokaité
A& Sound: OXHY
B34§ Edit: Dorota Gaweda and Eglé Kulbokaité
JSHEA%I{E Post-production: Moritz Freudenberg
X¥5#143 Supported by: Fachausschuss Film und Medienkunst BS/BL,
Pro Helvetia - The Swiss Arts Council

2025 2025

BilE 4K, Be, FF 4K single-channel video, color, sound
159 15 min

HZARER Courtesy of the artists
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(4] (BRES 1) RSB —RIIERNFIE,
RSB R REME RN S HIR
i WEM” . ERGIERT, KEEE
SFENTESI+AERIERIEEA,
s 2 ERS, MBGNERELSAT
Figsh, MRESENA, EEFRTR
1, RIRI SR ERBREASTE
B, R X5 ERNESRIRMIILL,
EABBIERERIBEAR, ERIZL
BRE “BRR” —HEiRkREERS
AETFAESE 2 RS REMR, SRR
BMNFEHME. BT TIERNE
E—— R ER AN B E—
ERIRIT T BYEN. FRIRS, MR
SRR HRER. HESESEESNY
T, BiENSREMEROMFIE, 25
ESEET 1917 FERILT. HH4. %
BB EABIERBIISSE N ER, &
TIREESHIFAT B, HifbkikEea
KEMER,

Spit and Image 1 marks the opening of a series exploring doubles through
Eastern European folklore and digital identity. Set within mirrors angled to
90 and 45 degrees, a single performer creates multiple reflections while
cameras move above and below, generating panoptical viewpoints that
multiply her image infinitely. The cold, surveillance-like aesthetic mimics
reality TV shows while contrasting with dreamlike imagery reminiscent of
Kirlian photography. Central to the work is the upiér, a waxy revenant from
Slavic folklore existing between life and death, serving as a metaphor for
fractured digital selves. Through dreamlike sequences of a doppelganger
dinner suggestive of a séance, the work explores identity construction,
conspiracy theories, and the myths shaping contemporary belief systems
in an age of algorithmic echo chambers and eroding trustin traditional au-
thority. The installation references surrealist portraits from 1917 by Pica-
bia, Duchamp, and Witkacy, among others, challenging classical self-rep-
resentation through invisible dimensions of identity.

21



(EFEES 2)

Spit and Image 2

JEERE & CREDITS:
Z7RXK Artists: Dorota Gaweda and Eglé Kulbokaité
#IfE Production: artcore (Maya Coline)
J&R Actor: Anna Marchenko
8% Cinematography: Anna Prokulevich
kT3¢ Gaffer: Johan van der Voort
% Costume: Urte Kat Team
452 SFX: Juliette Ruetz, Julian Hutcheson
=W Animation: Dorota Gaweda and Eglé Kulbokaité
A& Sound: OXHY
BI%8 Edit: Dorota Gaweda and Eglé Kulbokaité
JEHA%IE Post-production: Moritz Freudenberg
X 54149 Supported by: Fachausschuss Film und Medienkunst BS/BL,
Pro Helvetia - The Swiss Arts Council

2025 2025

BilE 4K, Be, FF 4K single-channel video, color, sound
155 15 min

HZARER Courtesy of the artists
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(5] (EZES 2) 1§ “BEXAMW” (BEXW
WMARBIAY) 5 DI8EY5 1937 FHER
(EIEEHI) HEZWM, ELZRINE—
BHNDERR, XBHE2RT—TE
SIREHETREIAY), EIIEEREE
NS SFIHABC. (FRESTARR
MRSASAARNRRER, RITERF
S5HREZENFE. ESRELARE,
“REBE” FRIBFEREERNE SN
EHFEZEZE, BETHESBRSN
SHiEft. ERERNZI, BHEH—
MR BB NE. L, WHRIAK
FIEWROTE, RS —AERE—
TRFEXLRD BHUHRE, TENAS
B, BIGEEE, ZAREZXTRHL
FHIES SEEENEA, WNEST
WMENTFREERMASHRNB RS MR
FEEHSH,

Spit and Image 2 juxtaposes the Riickenfigur with Magritte's La Repro-
duction interdite (1937). Following the same doppelgéanger from the first
work, the video presents a figure in a foggy cityscape, unable to recognize
themselves among proliferating doubles. The work explores the sense
of alienation between self and environment through terrifying imagery
of unexplained weather events. In the climate change era, phrases like
“the fog is coming” proliferate across digital spaces as memes and Tik-
Tok videos, mystifying weather phenomena through constant repetition.
Beyond scientific observation, fog becomes an apocalyptic, mysterious
force. The cityscape serves as an uncanny harbinger where the lone char-
acter confronts impossible self-recognition in a world of infinite doubles.
Through atmospheric exploration, the artists examine how environmental
uncertainty parallels fractured identity in an age of digital multiplication
and climate anxiety.
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(& MR

Planchette

2023 2023

THEW, MW Stainless steel, caster wheels
21x20x13 [Ek 21x20x13 cm

HZARER Courtesy of the artists
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(6] ER#GER (BEZES 1) PH—4E
B, ZHAHENG MrRENTHERBE E
AHNEINGE: —HH, ERERAF
5CHEDBNHR; H—HHE, EXHE
HTEXEMHRBBERIR, #T “Bab
BE” BEN, BLRERATRAES,

Appearing as a prop in the video Spit and Image 1, this stainless steel
planchette recalls its historical functions as a tool in séances for com-

municating with spirits and as a medium employed by the Surrealists for
automatic writing.
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(FE)

Glove

2025 2025

BIRFE, BL Rubber glove, aluminum wire
29x14x14 [Ek 29%14x14 cm

HZARER Courtesy of the artists
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(7] XRAFEETGER (BETES 2) P89
—4ER, MEAEHMKFIIERS LR, &
B —GI K RRE, BRIFR T it
“MEm” NS, HEETREI -1
ENAREBIISEE SUNR (EE)  (1928)
PRIAFERHRIEZTEROFE.

Featured as a prop in the video Spit and Image 2, the glove transforms
into a readymade sculpture when placed on a plinth. It carries a dual ref-
erence: to Duchamp’s concept of the readymade and to the glove as an
uncanny symbol in André Breton’s Surrealist novel Nadja (1928).
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SR Z AL G EL R RRMm?

ZRIE - MRASREE - E/R1E
(B BONEIFIREHEED
&, X “WEM” LRELBIEER
IFENEEFP—EILZERSEM
BUHE, FERITHEE—NNE, %
BT XTFEESZARCUMENE LR,
BN SERR—M “WEERK
(double-becoming) ” , ENFNEE
HREGMPEERENL, MESZH—.
FMHENMERPEMOFRS RAN
ez EMMRATFEHIVRS, m
EESEEMPETEEE,

[8: BEE BRI RPAEFRIR S
EEMEBXMATE, UREMNNES
“SeEM” | FEMREGAMARE
KEx?

Z: BAINISE 2K EE RS
KEEBHBNREER, RERNENIR
37 —FEEESIR I TR S IAIRIC AT
PHEIPANA R, XEERFHNAES
FEEERNFE, CEIELEARE,
MR AE. EHMNER, RE
EIRERNERB RN, EETE
WERTIEMPRISE TR, MM
REFZTNENHE., LHEENZ,
QiR BB E B ER B ESCEEE
HERR TSN B — Bl S R
FNES., HIXT “BENE" "W

FKETMEBMR “ERLZEIRR”

iE (2013-2021) ?, ETEMREIE
AR, HIRRIEEN., BELE
BE5EHXE, BENEIRLETREER.
RE, AREMRREELELEE
BIE,

8] REMERAIMEY “FREZR
RS , BEMRARIIER G
ES SREBFEXN—FAE?
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Z: BN R R B IR T il
S, WISRENERIEE: BE.
B5ERZY. REEREBETHES
BEPBMERMN. HithETE—
B “BR7, BERLELiCEERN,

WHERHFNEN, BRAIEE
EEm,. MR, SEENSHHENG
Ffi. TEXLEHEE, FMh. SARIHE
FMRBLARE—FER, mE—
BTrRES. BR5XAMMBINE
SM%, FMPLEERCIEEEBR
WiHREF[ASBENNZ, IBIHIE
5%, BS5ENERLTE, B
NNERS REREMNE, ERXL
FeUIEEMIES, FHIREHN:

HREtEE EXEUE. BS54, E
REXMMAAT, BIMNFERREFEL
MEER—fMERNBFREERE
EEA—HREF—FUANRTHE
. BINERMENERT KR, HA,
HEZGEENADRE. BtiZRM
BAEIRSHENEBERK., °H
BEABRIANERSEIEERKR T,
EINENIETE, PTMERNEY
RIEE—TREMIES, HEE. BR
5FHICHSEEMSTFHAZ £, &
REEZODRTIEGER (B

5) (2025 %) Fifit RAJIERX

FRERBRIE

ie): FEfEm (F= (F5£) ) (2025)
B, RIS RE A AT ENERE,
BEDIRRX L R E RS R85 2

& (FF (F£) ) IRFEFEL
/N TER R XE RA—#
RRERMKE. RFEGENER
REFR, RBHHNEEENTERE
RERTMNRE. BRHEANILEE—
RiaN B BRGNS, XMIFIEZ
BRMEXERICICEBINRE, R
mENFEERXERIC, BEER,
BARNSHER. FHRAMRLX

TREATFKR. ®E, FHE



FIaRAmORRE. RAHER. #ifT
BEs, SE—MEMNERTHREA
MEEIERE, UEMNESSMHE,
Al A ENERREN ERERE
FIA, MRILABRBEIEERGK.
BMNERNENEN, hEgEES
BBIRZ . XARMKIERAT —MEE
B, EARRE K" WfIEEE
B, thFERDMR; IRIFR T 13
TFEASXML. BERSHEXE T
IAFEERE ., MRS FRBEX
ek, EHTREERER.

[B8]: 7ERFLELIE (BiF) (2028 =
$) RIMFAESR, MMIERELHN

Z: (E%) RIIA9AREEEHR T R
BRETLMMEANHE, © XAE
it EE BB =B 5 RRHTE.
ENERTHEIEHEERE X F5EM
BHNAR, BTRESF. SUSEH
IRMEZ BRI SR RA R H B B T8
SMTERENER, EGEMER
2T, HHEAZTEELT —ERE
BRANER, SEYTSEIERIEZ
BIATERR R, BRIRYY EREBENTE
BEEM, HBHESRTENNE.
REXZANFREAZRE, X2H
FR—EIE. BGRSMRELHIIE.
BMNEHMENE, XMEEMENER
HMARARENAXNNES B, FH
FRE—MED S ERAHR S, Xt
MIBLEARFRIEIEESE: EEY
BTRERE, BARERES, HE5
Hfth, 60 (Eiz) RI, HAHXE
B EESBRF=ERALHE,
HRRRW. Fah. BFARSHIE, A
REMNERIHEPIEEXR.

[a): BEERIX (EiH) RIIFRERE
RHRERIR? ENIAEBRE—M
“BIRR” {A3RE9?

& RAREN-MIFIREATENRE

30

MEREENTE, ERIGD, 1k
RER%, RETEHERTERZ
F. ERIREEIETTE - & - BEER
MM ESE (FZRETE)
(1915) , ETREVEHAEETNRE
B, MIERRRERRAMHEM., WE
EERMERMNAEMLE, (FEiz) B
HMSMIAREREN, REFETEE
MEXEREREZH, Bi1E A%
BRERANER, SEHKMNSNITNR
PINE. FELTNEBNSRE,
AR BREETARER BRI T, (R
MEZNRT=E, tsh, FHATEM
ANTERLBEYRER, BIZNEIHE (1E
FER) NNBEESRA. REK
BIER, MRIBE—IIEAEENE
BRZl, HAFEXERFE—MHRE
%, TAER. TEINEMIZENR
E—ESE—kE, BIESMiLt
ERRRER—EDREE, ELiEiES,
HBNNGERAEZER—LEREERN.
BB AENMIER TS HEEN
=78, 7£ MACA, BITEIF I
iSRS, ABESEERNG
BEE, #—5HER (Big) &7,
HEERENRHIES A TRITR
R, BNEETIRM—MEBIIRT,
BN RRBAEIEY), MXEEREE
BENNZ, FREEDSHE. X
S5 EI. MIE5iTERERENS
BrR, —FekITRIRIRSIEHAT.

ia: £ (EZES) B, HRIY “5
HEE” NRFNEASHEL “SiF
MICRFE” BSERET= 4 KEX?

& B TaRsRzL, BTE
WUREZ M RER 2N, X—XKE
HhETEREWNE, HERES G
MRROFFRUE, MTiEEAS AR
BLEmFNEE, £ (BXES 1)
, TASENER. BENBTE
ARETE; ESFGT MR
Bz, W—EREENEMRX



B, &, RS MEZERE~<SA
REETARTEE,

AI - fImfaEe (R2)
(1979) MMENFE. BHSEE
pzlEmRED A ENGE, &
MR “hEL” NS (L
LiELkit) BRAMEHRKELN, Xth
FELEHE LERES EFBRPH
MUERFNSE: BMPLBENE
ERRMERNEY; NAEZEE
PRSP, WEIFFAOSEENRRE
REFUNT R, XEIREHRS
K. HEASERZEERRS.
£ (IETES 1) (2025) 1, £/
BREENERANEEELESE
IERRRAEIEEGREERA, &K
BEEZ. ZARURRZCIFHE L
BREEEEX.

XLEIAIE N B BT B A A K
B, BEHFIR, XMWETHEX
BEE5RENEX. ERNNFEGF,
ABMA., AHFESHSERSER
E#EX X —H LRREAIEIN,, 4R4E
e, TRBARABIATRHE - BE=
- 8RB ° T 1755 FRENF
BARARNERBER, X5HR
REERT-MiERN ““E8”, #
H—BERT ZRRESHFIANHE
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AIE#E (A) £EHER, (EXEH 2) 2HREAE.
Al-generated scene, sketch for the Spit and Image 2 storyboard.

FRER (BEES 1)  BEER (BXES 1)

EREERA. wEREERA.
Backstage photo- Backstage photo-
graph of the Spit and graph of the Spit and
Image 1set. Image 1set.

(ERES 1) mRMEER,
Set tests for Spit and Image 1.

ZREXHME R, BTEANEEELREEIER, ABHT
- E=id - 8RR T 1755 FRFNF R AMARNIERE
&%,

Artists’ research photo of the wax self-portrait with brain
by Anna Morandi Manzolini, made in 1755, at the Palazzo
Poggi Collection in Bologna, Italy.

—HEEASESRPERN T M.
XK B ERSHIGAZARKRENBRER
RX - PR - BI5H%S5T 1915
E 1917 FEEZREEHE.

T-shirt with Witkacy reflected in
the mirror. The multiple self-
portrait was taken by the artist
Stanistaw Ignacy Witkiewicz in
Saint Petersburg, from 1915 to 1917.
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BRER (EZES 1)
ERERERA.

Backstage photograph of
the Spit and Image 1set.

ATIEE (A) £@E=R,

Al-generated scene, sketch for the Spit and Image 2 storyboard.

(BERES 2) HHREE.

ZARRXBEB LA, BT EEE
REMRBLEZHRIERE,
REREHSHE R RN
ERHR

Artists’ research photo of
the documentation of spirit
manifestations during
séances, archived at the
International Metapsychic
Institute in Paris, France.

ZREXHEB A, BTFEEE
RERBOEPIHIERE,
REREHRERE R RN
ICR X

Artists’ research photo of
the documentation of spirit
manifestations during
séances, archived at the
International Metapsychic
Institute in Paris, France.

ZRRXBEB LA, BT EEE
REMRBLEZHRIERE,
REREHSHE R RN
CR X

Artists’ research photo of
the documentation of spirit
manifestations during
séances, archived at the
International Metapsychic
Institute in Paris, France.

ZARXEEB S, BRFEANEERLESEEWE, ABHNFRE

BIPEERIREL,

Artists’ research photo of the wax anatomic model of two
hands at the Palazzo Poggi in Bologna, Italy.
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MACA (Q): You've worked as a duo for over 12 years. How does
this collaborative process of “doubleness” inform your artistic
methodology?

Dorota Gaweda and Eglé Kulbokaité (A): Working as two is
always a negotiation, and doubling is incorporated into every-
thing we do. Doubling fractures vision, unsettles fixed ideas of
the self and artistic production. We think of our collaboration
as double-becoming, as two entities transforming each other
ratherthan merging into one. It's the same way we think about
the figures and forms in our work: not as static, but as con-
stantly remaking each other through contact. Our sculptural
works and installations also frequently play dual functions,
not only as spaces for the audience in a gallery but also as
sets for video works.

Q: Tell us about the Slavic and Baltic elements in your work,
and their connection to “ancestrality” and non-modern ways
of knowing.

A: In our practice, we look to Slavic and Baltic lore because
it proposes ways of knowing that resist the neat categories
constructed by Western epistemologies, and instead offers
complicated and contradictory characters with opaque eth-
ics and nebulous identities. We try to hold open the idea of
ancestrality, not as a return to an essentialized past, but as
a practice of reperforming or reinhabiting stories, materials,
and spaces sidelined in formal systems of knowledge. Folk-
loristic storytelling resists hierarchies and operates through
openness to constant retellings and fabulations. Oral tradi-
tions often convey the voices left out of the written archives—
for instance, those of women or the poor. Our interest in
“storying otherwise"! dates back to the “Young Girl Reading
Group” (2013-2021) 2, which explored feminist and queer theo-
ry and fiction through collective reading. Through this project,
we learnt to appreciate stories that shift, mutate, and create
spaces for other kinds of belonging.

Q: Does folklore's “resistance to hierarchies” allow you to
build a bridge between ancient myths and contemporary dig-
ital culture?

A:We find inspiration in liminal, contaminated, edge-of-world
zones: swamps, soil, and spills. Folklore fragments the sin-
gular “Nature” that the Western vocabulary positions as alien
or other. Instead, it imagines natural, urban, and even digital
landscapes inhabited by spirits, presences, or voices. In folk-
lore, aforest, ariver, or afield is neverjust aresource; it's a liv-
ing network of beings, intentions, and relations. Through our
work, we try to imagine moments where boundaries are po-
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rous, and where myth and algorithm, body and landscape, are
all in conversation. We're interested in retellings and gossip,
because these forms resist closure and offer a reminder that
the world is larger and stranger than it appears. We also rec-
ognize how conspiracy theories function as a form of con-
temporary digital folklore, emerging from a collective need
to narrate uncertainty and mediate complex realities. In this
light, it's important to acknowledge their potential to exploit
fear, entrench falsehoods, and reinforce ideologies.® Arising
where official explanations fall short or fail to resonate with
the lived experience, they offer symbolic language for the
unexplainable, mapping moral, emotional, and cosmological
dimensions to the world. The Spit and Image (2025-ongoing)
video series, which is central to the exhibition, touches on
this ambiguity.

Q: Inyour work Yield (twinning) (2025), you transform cosmet-
ic mirrors into stainless steel sculptures. What interests you
about these objects?

A: Yield (twinning) is based on the flower-shaped cosmetic
mirrors common in Eastern Europe in the 1980s and 1990s.
The original mirrors were shaped like a double-faced flower,
with stylized yellow plastic petals enclosing the round mirror
surfaces. They were the first objects in which we encountered
our own reflections as children, so they spark a certain ten-
derness and nostalgia. However, we wanted to play with this
memory and twist it: comfort and alienation all at once. With
the use of stainless steel, suddenly the object feels sterile,
uncanny, and almost clinical. The flower form, domesticated
through this playful, pop reduction, presents itself anew in a
material that we are more familiar with from technical devices.
The mirrors direct their moving blossoms at those entering
the installation, making an association with a surveillance
camera unavoidable. We are seen and see our reflection. The
two-headed flower becomes a way to think about how repre-
sentation separates as much as it connects. The sculptures
hold that tension without offering full resolution.

Q: The Enclosure (2023-ongoing) series is something you've
worked on for two years now. What insights have emerged?

A: Our Enclosure series recalls in its title the historical mo-
ment of the privatization of land (within the Western Europe-
an context).# With these installations, the process of parti-
tioning is hollowed out. The installations create boundaries
in the space of the gallery that are at once present and rig-
id, delicate, ghostly, and fleeting, suggesting ways of think-
ing about the porousness of boundaries between bodies,
landscapes, and infrastructure. Viewed at different angles,
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these works lose and acquire saturation, imposing on any
space a sheer membrane of hybrid images that suggest the
interconnectedness of the present moment and previous
representations. Layered on top of one another, the digital
prints organza superimpose images to create a mutating
narrative. The translucent membranes become both screens
and threshold filters for data, images, and narratives. We
are interested in how these transparencies invite the viewer
to look and sense differently, to experience a simultaneity of
presence and obfuscation. This mirrors how algorithmic sys-
tems operate: selectively revealing and concealing, amplifying
some signals while silencing others. Through this series, we
aim to draw a parallel between the privatization of land and the
privatization of digital space. The works explore underlying re-
lationships between landscape, labor, technology, and myth,
as well as their role in the manufacturing of realities.

Q: In the series, the images in particular evoke a “liminal” ex-
perience. What inspired them?

A: The installation shades the space with an eerie interior
doubling. In the imagery, objects forsake their outlines, and
the exhibition space blends into the artwork. The title of the
work references Domenico de Chirico’s metaphysical inte-
rior painting The Double Dream of Spring (1915), suggesting
the strangeness already extant in the physical world, rather
than a formal warping of surfaces. As in de Chirico’s interiors,
abstraction remains implicit in Enclosures, imprisoned in an
algorithmic sense-making. We’ve been feeding Al with a hy-
brid vocabulary: scientific lab spaces we have been visiting,
generic corridors and waiting rooms, those strangely sus-
pended interiors that are everywhere and nowhere, and then,
more intimate fragments such as backstage set photographs
from the making of Spit and Image, works in progress, and
in-between moments when things weren't yet fixed. We're
interested in what happens when all these sources (research
images, personal archives, the anonymous interiors of infra-
structure) are folded together. In this process, we're training
the system to produce something unstable, something that
feels familiar but never fully lands. At MACA, we further ex-
pand the Enclosure series by manual mark-making, airbrushing
new layers of drawing onto the digital space, confusing the
machine-made with the human-made. We're interested in
that moment of partial knowing, when you're sensing some-
thing but it resists being fully grasped. There's a tension we're
drawn to there, between presence and absence, the physical
and the virtual, and the mythic and the computational.

Q: In Spit and Image, you explore body horror and historical
practices of bodily fetishization. How are these related?
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A: Horror begins where boundaries bleed, where what feels
fixed starts to dissolve. The genre challenges fixed notions
and betrays the openness of the body to its environment,
allowing for difficult questions to be addressed. In the video
Spit and Image 1(2025), the figure is possessed by a series
of multiplications. The source of the scars, the growth, and
the deformed tissues is, however, unknown. The condition
of the main character remains unexplained and mysterious.
The leaking, malfunctioning body and iliness are often both
feared and fetishised. David Cronenberg’s The Brood (1979)
could serve as an example in its depiction of parasitism,
contamination, and reproduction as sites of terror and trans-
formation. It's emblematic of how “othered” bodies (in this
case, female) are made monstrous. All of these connect to
the way in which the body has historically been fetishzsed
in both sacred and medical contexts: think of the relics of
saints, where isolated body parts were venerated as sites
of holiness, or of anatomical collections, where dissected
bodies became objects of knowledge and spectacle. These
practices oscillate between reverence and violence, between
sanctification and control. In Spit and Image 1, the character
scrolls through a number of photographs of the anatomical
wax models, taken on our visit to the collection of the Palazzo
Poggi in Bologna, Italy, which holds a significant place in the
history of medicine, art, and scientific innovation.

Crafted with extraordinary devotion, the sculpted body
parts served as teaching tools and simultaneously con-
structed the definition of both norm and pathology. Our video
explores this legacy. Scrolling further, the character stumbles
on the wax self-portrait with brain by Anna Morandi Manzoli-
ni, in 1755, ® which creates an eerie double to the scene itself.
It further suggests the historical role of artists in the under-
standing of the body. This specific scene in Spit and Image
1 layers these technologically mediated historical medical
representations with prosthetic flesh (both as part of the
character’s body and as a disembodied prop on the plate that
mirrors her face), attempting to create a detailed account of
the construction of the self.

Q: Do you think contemporary digital fragmentation creates
new forms of monstrosity?

A: Spit and Image 1addresses the body in its digital context:
how we're fragmented into data, scanned, duplicated, and
reassembled by algorithmic systems.® This is a new kind of
disintegration, a rupture between the self and its representa-
tions. This fragmentation is further amplified by the spread of
health and medical disinformation, and the way influencers
and algorithmic platforms exploit fear around illness and the
body to reinforce systems of control. Bodies become sites
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of profit and politicization as much as care. Fear of the “oth-
er” (the migrant, the gender-nonconforming body, the sick
body) is instrumentalized to uphold fragile systems. For us, J.
Halberstam’s Skin Shows (1995) has been a very significant
reference here, showing how the idea of the monster sustains
social, economic, and sexual hierarchies.”

The figure of the upidr, & the double-souled being, haunts
this video as well. The upior becomes the premise and the
subject of the narrative, with its potential to be a precursor
to our contemporary condition, particularly in its refusal to be
contained. Horror allows us to dwell in that fracture and to ask
who is rendered monstrous, and how, and perhaps to consid-
er whether inhabiting this in-betweenness (like the upiér) can
be a form of resistance to the demand for singularity, purity,
and wholeness.

Q: The upidr, as a liminal figure, is quite new to the audiences
in China. Can you say more about it?

A: The upidr is a being said to possess two souls, marked by
difference: born with teeth, red-haired, left-handed, etc. It em-
bodies a shapeshifting ambiguity. More importantly, the upior
displays a kind of “in-betweenness”: neither entirely part of
nor outside the community, neither dead nor alive, existing in
a state of becoming that defies fixed categorization. Always at
the edge of belonging, hovering between story and supersti-
tion, it’s a figure that troubles binaries: life and death, self and
other, and belonging and exile.

Q: Could you elaborate on the conceptual thinking behind the
visceral sound design in Spit and Image?

A: The soundtrack of the Spit and Image video works was
initially produced for our durational performance titled
Brood (2023), commissioned by Centre Pompidou in the
summer of 2023. The sound score is composed of frag-
ments of the original six-hour-long piece created by OXHY,
a London-based experimental, electronic producer and
musician who has been a long-term collaborator. Our col-
laboration unfolded through a series of shared references.
The music is inspired by polyphonic singing traditions and
by horror film soundscapes, including David Cronberg’s The
Brood and especially Andrzej Zutawski's Possession (1981),
though it also incorporates field recordings and OXHY's
own voice. The music is dense, fractured, and deeply at-
mospheric. There’s a bodily quality to it: rhythms hit with
the force of machinery, while his voice is pitched, stretched,
and shredded like a haunted signal. OXHY’s work feels ritu-
alistic and cinematic yet firmly rooted in underground club
energy. The idea was to slow down the usual anxiety-build-
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ing sound and postpone the tension release with a looping,
ever-present dread.

Q: Your work draws many historical references, such as Kir-
lian photography and surrealist portraits by Magritte. How do
these inform your approach to contemporary identity?

A: The mirrors were the starting point: those hinged-mirror
portraits of Picabia, Duchamp, Witkacy, and others from 1917.
Those portraits had already fractured the idea of self, breaking
from likeness into absurdity and the subconscious. In Spit and
Image 1, we wanted that same instability: one performer at a
glass table with two mirrors hinged at various degrees, multi-
plying herimage into four, five, sixduplicates. The camera drifts
above and below like an all-seeing eye. It's surveillance, cold
and panoptical, but also at times strangely luminous, a halo of
light around the body reminiscent of Kirlian photography, as
if we had stumbled into another register. In our work, we aim
to create a complex narrative with a multiplicity of referenc-
es. These aesthetic references exist as an attempt to place
ourselves in the historical continuum and find links to other
moments of time, when new technologies (such as the inven-
tion of photography) shaped societies’ self-understanding.

Q: So how does technology’s role in belief systems manifest
in your work?

A:In Spitand Image 2 (2025), the film follows a figure into afog-
filled city. It draws inspiration from Magritte’s La Reproduction
Interdite (1937). Alluding the viewers' gaze, the figure can nev-
erface herself, only her own mirrored back. The fog becomes
an uncanny stand-in for our contemporary condition. It is
both literal, referencing climate-change anxiety, and symbol-
ic of the digital haze of duplication and distortion. When the
grounding of weather phenomena in science is destabilized,
the online space fills up with memes of climate apocalypse
(i.e., “the fog is coming”) that circulate until the phenomenon
itself feels mythic and ungraspable. Technology is not neutral;
like the mirror or an early camera, it participates in forming
belief systems.® Each algorithmic lens fractures the subject
further, multiplying the self until it becomes estranged.

Q: How does a fragrance work like Mirror Mirror (2025), which
uses chemical asymmetry, relate to your broader investiga-
tion of doubling?

A: To us, fragrance has always felt like a haunting medium:
it lingers, drifts into and beyond the body. It clings and con-
jures up forgotten memories. With Mirror Mirror, where two
scents with identical molecular structures create completely

48



different experiences, we were thinking about the body as a
porous vessel. Chemistry calls this asymmetry chirality, the
impossibility of two mirrorimages ever coinciding. That sense
of being doubled, split, never fully whole or aligned is some-
thing we return to again and again. This ephemerality reso-
nates with the apocalyptic fog in Spit and Image: both move
invisibly, bypass conscious control, and carry a charge of fear
and wonder. Like phantom smells in séances or the early use
of photography to “summon” the dead, * fragrance and fog
blur the line between presence and absence, between what
can be seen and what must be believed.

In both Mirror Mirror and Spit and Image, we try to create
conditions where the audience can sense themselves in the
expanded field of what Daisy Hildyard calls the “second body":
the dispersed body entangled with ecosystems, infrastruc-
tures, data, and histories. " To reconnect with it is not to seek
wholeness but to acknowledge our connectedness, to feel
how we are permeated and permeating at once. The scent
that leaves with you, the fog that thickens the air, the image
that duplicates you. These works invite you to inhabit frag-
mentation rather than resist it, and to move through dispersal
as a way of being in response and together.

Q: The Spit and Image series is set to last through 2027. How
will the extended time frame allow you to explore these ideas
further?

A: Across the Spit and Image series, we're interested in ex-
ploring how instability, both emotional and epistemic, shapes
our understanding of the world. The concept of quantum in-
stability, the idea that the act of observation itself alters reality,
has become a key lens through which we think about con-
temporary conditions: knowledge that is constantly shifting,
boundaries between the real and the virtual dissolving, and
identity fractured and multiplied across networks.

Spit and Image 3 and Spit and Image 4, currently in devel-
opment, grow directly from this interest. While on residency
at CERN through the Collide Award in 2022, we became im-
mersed in the language and methodology of particle physics,
especially quantum phenomena such as entanglement and
superimposition. These ideas became enmeshed in our own
thinking about how observation—scientific, technological,
and social—never simply records reality but actively shapes
it. The works are intended to be filmed at CERN, where we
will be drawing from the Wolfgang Pauli Archives. Pauli, one of
the pioneers of quantum physics and a vivid dreamer, had an
extensive correspondence with Carl Jung, which continues to
resonate. For Pauli, quantum physics and Jungian psychology
were not separate domains but parallel ways of probing real-
ity. He was fascinated by the philosophical and metaphysical
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implications of physics, particularly the role of the observer
and the possibility that consciousness might be integral to the
fabric of the world. Jung’s concept of synchronicity (meaning-
ful coincidences without causal explanation) became a bridge
between the two disciplines. Their letters are a record of this
shared search for a language that could connect science and
the symbolic, empirical observations and subjective experi-
ences, as well as rigorous reasonings and the mysterious.

Q: Could you expand on your view on the connection between
Spit and Image and science?

A: A tension in the Spit and Image series is how scientific
and belief systems often mirror each other in their attempts
to make the invisible visible and control uncertainty. This
connects to the early use of photography to “scientifically”
document séances and auras; today, that same desire to ev-
idence unseen worlds persists in algorithmic systems that
conjure digital doubles, which we can neither prove nor dis-
miss.

From climate anxiety to digital multiplication, the contem-
porary moment is marked by a collapse of stable categories
(real and virtual, self and other, truth and speculation) and
by the proliferation of images and narratives that shape our
collective imagination. Time-based media, with their ability
to loop, fragment, and superimpose, become a way to inhabit
that instability rather than resolve it, and to acknowledge that
each act of framing also transforms. This is where science,
myth, and technology overlap. We're asking how we might
navigate and depict a world where the act of seeing can never
be neutral, where the origins of facts need to be questioned,
and where reality itself seems to shimmer and slip, always just
beyond the grasp of certainty.

1 Donna J. Haraway, A Cyborg Manifesto: Sci-
ence, Technology, and Socialist-Feminism in
the Late Twentieth Century (New York: Rout-
ledge, 1985). One of the first authors read in
2013 with the “Young Girl Reading Group.”

2 The “Young Girl Reading Group” (YGRG), ini-
tiated by Dorota Gaweda and Eglé Kulbokaité
from 2013 to 2021, was a nomadic reading-per-
formance project that turned collective read-
ing into a form of embodied, sensorial, and
networked experience. Centered on feminist,
queer, and theory-driven texts, YGRG invited
participants—both physically gathered and
connected online—to read aloud together, let-
ting voices overlap, glitch, and merge. Blurring
the boundaries between discussion, perfor-
mance, and ritual, the project used the act of
reading not only as intellectual engagement but
also as a way of inhabiting language through
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the body, often augmented by scent, light, and
technological mediation. YGRG reimagined the
reading group as a porous, performative space
where intimacy, shared attention, and digital
presence became tools for exploring identity,
collectivity, and the politics of communication.
The project has been presented internationally,
including at Berlin Biennale 9, ICA (London),
Martin Gropius Bau (Berlin), MSN (Warsaw),
Palais de Tokyo (Paris), Kunsthalle Zirich
(Ziirich), MMOMA (Moscow), and the 13th Baltic
Triennial (Vilnius), HKW (Berlin), Migros Muse-
um (Zurich), among other venues.

Naomi Klein, Doppelgénger: A Trip into the
Mirror World (New York: Doubleday, 2023), 9.
The archetype of the double and its presence
within contemporary society is explored: “
Doppelgénge, however, are not only forms of
torment. For centuries, doubles have been
understood as warnings or harbingers. When
reality starts doubling, refracting off itself, it
often means that something important is being
ignored or denied—a part of ourselves and our
world we do not want to see—and that further
danger awaits if the warning is not heeded.
That applies to the individual but also to entire
societies thatare divided, doubled, polarized,
or partitioned into various warring, seemingly
unknowable camps. Societies like ours.”

Silvia Federici, Caliban and the Witch: Women,
the Body and Primitive Accumulation (Brooklyn,
NY: Autonomedia, 2004); Re-Enchanting the
World: Feminism and the Politics of the Com-
mons (Brooklyn, NY: Autonomedia, 2018). The
title of this work stems largely from readings of
these texts.

Anna Morandi Manzolini (1714-1774) was an
Italian anatomist, wax modeler, and lecturer of
anatomical design at the University of Bologna.
She became internationally known for the
production of wax models based on anatomical
dissections.

Another reference to the fragmented self
comes as a telepathic dialogue between the
main character in Spit and Image 1and her dou-
bles, where the series of dissociated phrases
also include quotations from the surrealist
André Breton's novel Nadja (1928). The novel
begins with: “Who am I? If this once | were to
rely on a proverb, then perhaps everything
would amount to knowing whom | ‘haunt.””
Judith Halberstam, Skin Shows: Gothic Horror
and the Technology of Monsters (Durham, NC:
Duke University Press, 1995).

When speaking about upicr, we often refer to
the research by tukasz Kozak in Upiér. Historia
Naturalna (2023) and With Stake and Spade:
Vampiric Diversity in Poland (2023).

Federico Campagna, Technic and Magic: The
Reconstruction of Reality (London: Blooms-
bury, 2018); Ben Veckers and Kenric McDowell,
eds., Atlas of Autonomous Al (2025). Some of
these texts informed our thinking.

Elizabeth Otto, Haunted Bauhaus: Occult Spir-
ituality, Gender Fluidity, Queer Identities, and
Radical Politics (New Haven: Yale University
Press, 2023); Clément Chéroux, The Perfect
Medium: Photography and the Occult (New
York: Getty Publications, 2003). Our interest

in the link between photography, science, and
spiritism, which is derived from these readings.
Daisy Hildyard, The Second Body (London:
Fitzcarraldo Editions, 2017).
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About the Artists

Dorota Gaweda (1986, Poland) and Eglé Kulbokaité (1987, Lithuania) are
an artist duo based in Basel. They graduated from the Royal College of
Art, London in 2012. They established a syncretic practice that focuses
on unearthing unwritten social histories and imagining divergent futures.
Transfusing different bodies of knowledge across space and time, Gawe-
da and Kulbokaité nurture a research-based practice that weaves to-
gether seemingly disparate fields—ecology and technology, science and
magic, and nonhuman intelligence and shared speculation. They work in
multiples across performance, painting, sculpture, fragrance, video, in-
stallation, and Al-generated imagery—where language breaks down and
one genre morphs into many. Informed through their “Young Girl Reading
Group” (2013-2021) project, the artists create artworks that act as net-
works of references, looped together by an infinite string of embodied
narration.

They have exhibited internationally, including The Renaissance Soci-
ety, Chicago (2025); Kunsthalle Basel (2024 and 2017); Thaddaeus Ropac,
Paris (2024); Centre Pompidou, Paris (2023); Kunsthalle Mainz (2023);
EPFL Pavilions, Lausanne (2023); Shedhalle, Ziirich (2022); Kunstraum
Niederoesterreich, Vienna (2022); CCS, Paris (2022); Kunstverein Ham-
burg (2021); Istituto Svizzero, Palermo/Milan (2021); Swiss Institute, New
York (2020); Julia Stoschek Collection, Diisseldorf (2020); Kunsthalle Fri-
bourg (2020); Lafayette Anticipations, Paris (2019); Palais de Tokyo, Paris
(2018); Athens Biennale (2018); ICA, London (2017), among others. They are
the recipients of the Allegro Artist Prize 2022; CERN Collide Residency
2022; and laureates of the Swiss Performance Art Award 2022.

53



RTERERA

BItRE—MUEEFFIERNARESHKEA, thEREE MACA ZARALE
U, RAPREEIFREIZE, ELZE], RS HE (SARICIE) FXME
RYREE (2012-2017) | MIHLEHKZAREESRMRRE (2019-2021) AR
WAEER“BEZER|"KE (2021-2023) .

AR MEMETFE SR ERNEARS £ SIBEPIRITEE RGP RE
1%, BAOFLARLFIMREARE R E R BT X T S EMA IO B, HiaiR
AR E X EFIEBRA R SHEETE, HREXHRSBEFRNEARSE
BEERE, RUWINIMBESE “asE” (Al FtaRESs, HE
RBXR). “WLex” (BRXIXMHICIE, 84K). IMHEE=FR 2021 “EIN
BOR” (TZ&REARLE, ™M) . “Nathalie Djurberg 5 Hans Berg: R ESE
MBR” (RE, LiB) Mk “BX¥: BYEHE” (BREAE, £8) %,

fttF MACA SRXI 7T HEBI=ZFEMNMRER KB “H#REEA? 7, &
JIREHM N TFUEZERNMEFLBZBNES. ZERSAXEEE, =&
ToAR “SYWHZE” (2022-2023) . “FTE/NMR” (2023-2024) 5
“WEMNTE" (2024-2025) .

A EAZMNZARIBEETERXE, BFFH - TTRARME. £F
e - BiBE. RIS - EZHF. AFE. EEMRERSE. EPAZAREE (F
FIURMEE) BIETHE,

54



About the Curator

Dr. Yang Beichen is a researcher and a curator based in Beijing, current-
ly serving as Director of MACA Art Center, and Associate Professor at
the Central Academy of Drama. Prior to that, he was a senior editor of
Artforum.com.cn (2012-2017) , a guest researcher at the New Century Art
Foundation (NCAF, 2019-2021) , and one of the members of the Thought
Council at the Fondazione Prada (2021-2023).

His research explores the agency and potentialities of the moving
image in the context of contemporary technology and ecology. Utilizing
media archaeology as a radical framework, he excavates alternative mo-
dernities and reinterprets history and geopolitics from a New Materialist
perspective. His curatorial practices grow out of and attest to his multi-
disciplinary academic approaches. Dr. Yang's notable curatorial projects
include “New Metallurgists” (Julia Stoschek Collection, Diisseldorf), “Mi-
cro-Era” (Kulturforum, Berlin), the Guangzhou Image Triennial 2021 “The
Intermingling Flux” (Guangdong Museum of Art, Guangzhou), “Nathalie
Djurberg and Hans Berg: A MOON WRAPPED IN BROWN PAPER” (Pra-
da Rong Zhai, Shanghai) , “Cao Fei: Tidal Flux” (Museum of Art Pudong,
Shanghai), among others.

From 2022 to 2025, he curated a three-year research-based exhibi-
tion project titled “Who Owns Nature?” at MACA, focusing on pressing
ecological, decolonial, and Anthropocene issues from an interdisciplin-
ary perspective. The project is divided into three chapters: “Multispecies
Clouds,” “Elemental Constellations,” and “Gaia Should Be Safe.”

He has also contributed critical essays for catalogues featuring art-
ists such as Laure Prouvost, Omer Fast, Antony Gormley, HO Tzu Nyen,
Cao Fei, Wang Tuo, among others. His academic monograph, Film as Ar-
chive, is forthcoming.
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About MACA

MACA is a non-profit art institution located
in the 798 Art District of Beijing and officially
inaugurated its space on January 15, 2022.
Occupying a two-story building with a total
area of 900 square meters, MACA unites
artists, curators, and other art and cultural
practitioners from around the world. Through
its diverse, ongoing, and collaborative ap-
proaches, the Center establishes a new site
on the contemporary art scene. Guided by
the “work of artists” and backed by interdis-
ciplinary research, the Center aims to bring
together a community passionate about art
and devoted to the “contemporary” moment
so as to respond proactively to our rapidly
evolving times.

HIB#A MACARE S, WXIIE, RREZ
% FARSS

For exhibition tickets and other services,
scan the QR code and enter MACA's online
shop.



REBA: BAR

Curator: Yang Beichen

2025.09.07-
MACA 2025.11.16



