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(BB - RIdsa) - 8RS58 » 14'03" 1 2006 (EA1EHE : BEF)

Invisible City: Liverpool Top 9, video installation, 14'03", 2006 ( courtesy the artist )
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LIU Ho-Jang
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(ZYatE) - EWEERE - 2005 (B HiRMt : 2IF0:E)
Goods Exchange, photographic installation, 2005 ( courtesy the artist )
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(40.715920, -73.925205) + RAEI » IR » 2010 (B IR4L : BIFE)
40.715920, -73.925205, photograph, New York, 2010 ( courtesy the artist )

(40.71979, -73.924646) + RAHEIH - MBHARA - 2010 (BHRE - BIFRH)
40.71979, -73.924646, photograph, New York, 2010 (courtesy the artist )

(40.700089, -73.930824) - RAHIH + HBERARA - 2010 (& R4t : BIFR)
40.709089, -73.930824, photograph, New York, 2010 (courtesy the artist )

(40.716538, -73.922566) * BRAEIH » AL 0 2010 (BH 24 - 2IFE)
40.716538, -73.922566, photograph, New York, 2010 ( courtesy the artist )

EEEEBRTHRRYNBRE  NA @{T}Eﬁﬁﬁ%ﬂ% ﬁ%’\*
MHRRM WEEEEREEN—E "ARZE[, EEE
HRE - RS HBEZEMRI NG TR Eﬁiﬁé#ﬁﬂ

S—HE EHRELR THREEEXER, (Willamsburg
Industry Park) + TERCHBRT R4 EBREELT  BHME
Rt RRENEE SRR TER, R TER,  RTE0E
HEBTEES ERNRAREREEARERN " RATANEE , -
( REBHA—FMIFFIRIAE ) BIfERT RIMEE ~ BOHRATESNEERERE -

EE2BIRARR 2010 75 tREBOMENHRE  £5 TREHEA—HMIMAMME ) BB FRNISFEERE

B M (Brookyn) EE2FE (Queens) THRES 2R 7R

BN IRE TEERBNEHMETZ (Maspeth Creek) © &
DEH—ELAREREEOAEBT "HEILFA L (Western
Beef) MIFIEOSE (slogan) "TEHFIFTAAIFE . (We Know the
Neighborhood ) * fEATERMNZBMBIESMAEN - ERBRS
EREGEEMITRNZ R —  MBEEEATZRNSE  &£2
ERRYRFTENDS - RITERZRY ).

B FAKBEHEER R  NRETEH LBRRA
WHERERER B EY

ﬁﬁ%@&
TEREE ) 15 IR RREEHEEAR
BREREEERSEEN "R A UEEENRE -

(TheCube project space) HIETEETE » FLL TTOEB4A L FEAR
2 LU TR, ERBMIRENRE  WRIERBEN THA,
REBSIFRAERBIMEAR - LIS BIZ=REIEARENE
i~ B AR EREENNERIEASE —RENBRE » BA5I%
RES  BREEHHEBMREELRY "HMENRH, - ENLAA
AEAA=THZE  MEYE TAISFAN . RO EIERTRL -

W ZEEERARNN TETES  SIHBERIBNIRG » 124t "I
EE@EEJ 8 THEE L BRIEAD




X

; "W w-'-[- AR - “‘L‘Gi—’:‘iﬁj’?’ ot ‘\Ttwi'-:!-w,. _‘l - t\‘;;"i--'c?,u“l
i ~'-n! ‘ ~ i ! P e > ‘

\ rr‘“5 ‘

e " o E i ‘
—p 9
I :::;; L:::n

‘ﬁ J b gt |

Y

e L

. i
sy e
.;:n::,,.{ n

i

i atb
‘?-swn—-a {

1
Y " |
S Lo

k» s

g?""l L s |

o Sl L

e , "
AV R O A% I Y S R W S

(FERTE) @ B SRHEE > 310" 2009 (BHRE  REE)
Pig Five Flower, video installation, 3'10”, 2009 ( courtesy the artist )
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(SLOT MACHINE) - $2#%E - 2'58" » 2010 (B F 1M RRE)
Slot Machine, video installation, 2'58”, 2010 ( courtesy the artist )
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Allora & Calzadilla
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A > GEEIE) o SfX#FEE 0 2000~ (B A4 ¢ Julien Prévieux )

Lettres de non-motivation, letter documents, 2000~ ( courtesy the artist )

Julien Prévieux
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R.H. Facilities . Julien Prévieux

48 rue de la Bienfaisance 11, avenue Gambetta
75008 Paris 75020 Paris

Objet : Altis, poste d’opérateur / technicien de production
Réf: CP /RHF/MDT

Le 5/09/2003,
Madame, Monsieur,

Je vous écris suite & votre annonce parue dans le journal « Le marché du travail ». Je
dispose d’une solide formation technique et d’une bonne présentation. Trés proche des
semi-conducteurs depuis maintenant six ans, je pense pouvoir vous assister
efficacement et étre capable de fabriquer des puces électroniques dans le respect des
volumes, des délais et des spécifications. Mon costume blanc et mes deux jambes me
permettent de marcher, de monter des escaliers ou encore de porter des objets.
Disposant d’une fonction « marche » m’autorisant une vitesse de 2 km/h en ligne droite,
je m’estime capable d’assumer la tiche que vous me proposez. Mes récepteurs
photosensibles doublés des indi: b me de me
positionner dans 1’espace de maniére précise et de rester en équilibre lorsque je marche.
Mon nouveau contrdleur portable, ayant regu I'implémentation de I’algorithme « true-
life », permet a tout opérateur déclaré une manipulation bien plus aisée des mes actions.
les variables « ion + horaires » restant définitivement
« undefined », je me vois dans ’obligation de refuser votre offre.

Dans I’attente d’une réponse de votre part, je vous pric d’agréer, Madame, Monsieur,
1 ion de mes senti disti

Julien Prévieux

Facilitles

Monsieur PREVIEUX Julien
11, avenue Gambetta

75020 PARIS

Rouen, le 21/10/2003

¢ ALTIS - de pr -

Monsieur,

Nous vous remercions de I'intérét que vous avez manifesté pour la société Altis en vous portant
candidat & I'annonce référencée ci-dessus.

Aprés examen approfondi de votre candidature, nous vous informons que celle-ci ne répond pas
suffisamment aux critéres de recrutement que nous avons définis, En conséquence, nous ne pouvons
lui donner une suite favorable.

Souhaitant que votre projet pr ionnel aboutisse pr i nous vous prions d'agréer,
Monsieur, nos salutations distinguées.

Pour I'équipe recrutement

cmoureE RH Faciltes - 48 rue de la Bienfuisance o it 0 € RS IO 8 11083
bl btk
Adecco Td. £ 01 53,96 7070 - Fax : 01 53 96 08 58

KR - R4 AT R A1 B IR KA - MR AL
75020 BLR 75008 ELH 75020 B
Gambetta X8 11 3% Bienfaisance #7 48 3% Gambetta Ki 11 3%
BELE

2003 410 A 21 BRNEH
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FATAZ ARG T4 B THKXEZENER TR
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R EE - AWML BN THE BRI YR
RAMM TRER,  RLBHBERUEG T E -

BB

BROAHE F h RIS Altis 2 8] g FLAR o

&
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FEEERLELOF A RRRGEE -
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MR G m g - ’ ’
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2009) R ER A R ARMEEBNERNEENED - B
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R RAEEREL TR, REBSRERIEEEAE?

B EL
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TRE - EREERZMEERE
—ELEERRSNEREE | RE
FRE  ARBENTHE -

FEREH ) NSBEAZIRMIERBRR | BREER

BN I%/dF‘iIELXEE)?‘Wﬁ%% BRER 0 IBERK
REBHNEH - Iltl:?*d?ﬂ;it%u

A%ﬁi%ﬁﬁ%ﬂﬁl@ﬁ BEERE
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8 | ERBIEEMNWE -

% 88 BERREEEZRENSN - (05 - REFESRERE
# o RABRAMFREBERZIE SRR ERIE - SEZIEN
BRt—8& B HNTFHEIRS - REERKBENSE  ARCE
REE - BEEBERNEER - ILERAGERRBAE © It - SR
BMEEBNRESNEREER - SEASBKER  UERBEES
& HEHOFHREIENE

M RRPNBEGEERS  AETLEIRMERNEESEERTE
REZBERBRNZARREEFESN  FMERSEHANMIAR
B  RENEESZLEEREIENER  HEMERSERENIT
B o EIRMERELECE  RRENBOAM ? RHARSHEER
ERBREINENGR  ERRIFFER?

1% EREM MR | BN RERE S B —REMAE -
EYWEE  BEERMBENT®  BMEFHERHENEAZTHE
o MRRMABFENER s BERRHEETY - % CFHR
F—IABR) ERLBABEMEE > EFLLRE S T# - HAIRES
NEELE  RMEEAN—LERREE  tfIRIMXEN —HAR
KB ARANRRCENENFAS - RREGARBGMMA - REHMR
RIRMOARMMNERE - CEORT—MRAR) e EHEPES
T ERTISERMMERERNIKITHIFR - Ef > KAEHAE—D
ENREMR - BERMATANEER -

£ (ERBE) —RF  gERE - EPWSTRNER - =
HBIEREREE  (MEEEEI AR KSR - BRMANE
ERELHAEER - ER  ERHEERANABETAR - DUketH

A (BEEE) 0 12'00" 0 2009 (B A2 © Superflex)
The Financial Crisis, video installation, 12'00”, 2009 ( courtesy the artists )

(SRBH)

BAREEABEMEANMH - THRRWBET  BEEAELEER
MEATHRERNYY  ELERBEREBNERMS - B5K RE
DRNE - T BEEGIRARR - HFEEMEEMTE?
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Artist statements and introductions from next page were provided by the artists

About the exhibition

Traversing The Fantasy

Curated by Amy Cheng, Traversing the Fantasy is an exhibition that includes the work of French artist Julien
Prévieux, the art team of Allora and Calzadilla from the US and Cuba, the Danish art collective Superflex,
Taiwanese video artist Tsui Goang-yu, Wu Chang-jung and photographer Liu Ho-jang. Works for the show
will include video installation, digital prints, documents and multimedia installation.

The theme of Traversing the Fantasy will focus on various visible and invisible living systems, and how they
condition and influence the individual. From the perspective of different artists' work and the topics they
explore, the exhibition will also attempt to examine how we imagine and cope with reality.

Within the vast construct that is a society, there exist all kinds of systematic norms which allow it to
operate smoothly. Members of a society base their identities on its cultural values, which are formed by
nationality, legal frameworks, consumer behavior, mass media as well as ever-present customs, beliefs
and traditions. While norms create order by regulating individual lives and establish a common basis for
communication and the sharing of values, they often penetrate a society more deeply than these apparent
surface intentions, producing subtle forms of oversight, collective will and latent ideologies. Therefore,
this exhibition explores the following issues: how modes of perception, communication and behavior are
produced and defined in people who live in contemporary societies and assent to the regulating processes
of cultural identification; and how different individuals within a society manage to coexist harmoniously with
one another, or adapt to one another when harmony cannot be achieved. Those who stray from norms, or
attempt to transcend ideologies that maintain order in society, are often considered confused or discordant,
and perhaps ignored. These individuals, however, represent a vivid and organic aspect of the human
experience and therefore deserve our attention.

Traversing the Fantasy does not focus on sweeping ideologies, but rather operates from the perspective of
everyday life to examine societal connections built by identity formation processes both in the physical and
philosophical worlds. The exhibition not only attempts to critique certain global forces that have entered our
daily lives, but also, by encouraging reflection on capitalist and social mechanisms, to present how artists
subvert, resist or submit to these forces with humor and wit. More importantly, the artwork presented in
this exhibition has the potential to set our imaginations in motion and allow us to think more freely about
contemporary life.

Amy Cheng

Amy Cheng is an art critic and independent curator who lives and
works in Taipei, Taiwan. From 1997 to 1999 she served as lecturer
in the evening program of Fu-Jen Catholic University’s English
department. In 2000 she became a Vancouver-based feature writer
for ARTCO magazine, where she currently works as lead feature
writer. Cheng has served as curator in such exhibitions as The 2004
Taipei Biennial: Do you Believe in Reality? at Taipei Fine Arts Museum
co-curater), Altered States at Taipei Fine Arts Museum (2006), THTP/
Phase Five/Oversight/2008 at Centre A: Vancouver International
Centre for Contemporary Asian Art (2008), and Traversing the Fantasy
at TheCube Project Space, Taipei (2010). Cheng is the editor/writer
of the interview collection: Art and Society: Introducing Seven
Contemporary Artists (Taipei Fine Arts Museum, 2009) and is the co-
founder of TheCube Project Space.




TSUI Kuang-Yu

Born in 1974, lives and works in Taipei, Taiwan.

Tsui Kuang-Yu has been trying to respond to the adaptation relation
between human and the society from a biological point of view. He
also attempts to redefine or question the matrix of the institution we
inhabit through different actions and experiments that ignore the
accustomed norm. In doing so. the artist has developed new means
to adapt to the environment and redefine reality. His action can be
regarded as a medium, or a parameter. to gauge social tolerance.
Also an attempt to show relationships in the present institution and
the relation between man and his environment, Tsui’s repetitive body
experiments accent the absurdity of the social values and reality that
people have grown accustomed to. During his creative process from

1995, the artist has gradually given his systematic “interceptions” to
the living environment a demonstrative significance. His contrasting
actions and interactions with the surrounding environment can be
taken as a trace of or parameter for social interception. In addition
to being absurd, the actions also act as a question to the institution.
The artist refers these actions as a shortcut that can further detect
and expose other shortcuts to a different system within the present
institution. In Tsui’s works, his subjective intervention and alteration
are shortcuts, or a medium and method, that measure and question
the surrounding culture and society. Alternatively, one could say that
Tsui has demonstrated a way to alter the reality or survive within the
crevices in the present institution, or to overcome obstacles in the

iving environment.

Installation view / TheCube

Invisible City: Liverpool Top 9

In the process of Liverpool urban transformation, we can find in
the old urban plan a lot of spaces and facilities that are vaguely
defined and planned. These weird spaces are like mysteries
scattered over the city, waiting to be disclosed or changed at
an appropriate time. This project continues the core concept of
city spirit — through observation and behavioural interposition,
the possibilities of the co-existence of city and surroundings
are brought forward. Also, on the premise that no changes
to the present surroundings will be made, through a form of
urban tour, an interpretation is made of these locations from
the artist’s point of view. Through these interpretations that
rationalize the embarrassing urban spaces, the link between
functions and meanings is removed to readdress the relationship
between people and life spaces. Also through ridiculous
scenes, an attempt is to be made to search for an overlap of life
experiences.



18 TheCUBE

LIU Ho-Jang

Born in 1972, lives and works in Taipei, Taiwan.

Liu "uses his photographs as a kind of currency, a transaction.
between the people he photographs and the audience." (Michael
Brakke.) Oftentimes his work focuses on documenting the token of
an event that has already happened. or observing those who were
involved in the event and their behaviors. The image then created
from the event can be seen as a reflection of contemporary society.
Liu views the absurdities inside our social system with a seemingly
subtle and sorrowful but ironic attitude.

Goods Exchange

| presented my work Goods Exchange at the 2005 Taipei Public
Art Festival. This work involved interacting with the local hawkers
and small eateries that had existed for a long time. | approached
them and distributed information about this “public art” event.
Offering to photograph their food, | suggested giving them my
light boxes later in exchange for the food they sold.

The concept of the work is to explore the political implication
of “public art”: how the city administration uses “public art” to
reverse the residents’ expectations of the authorities.

The food that | photographed is consumer goods in everyday life
that has always been sold without any media marketing. For the
local residents, the food and the snack shops are like a street
corner that they pass by every day, subconsciously constituting
part of the landscape.

| use the light boxes to symbolize the intervention of a
commercial mechanism, just like the mediation of “public
art”. The unexpected presence of the light boxes at the shops
will arouse residents’ curiosity about this intervention, and
stimulate conversations between the shops and residents. It is
also a metaphor for the sudden intervention of public art in the
community.

On the other hand, “food” suggests an expiry date, or a kind
of temperature. Does “photography” also have an expiry date
in contemporary society? | try to explore the possibility of
representing both of these meanings through images. When food
is at its most appetizing, it also starts to rot. It is like the world
that | understand, with everything being constantly renewed.
Food is an epitome, and a manifestation within the frame of
photography.

After | exchanged the light boxes for food with the hawkers,
it was served to the people at the opening of the Public Art
Festival. | reflected on the “public space” of the hawkers, which
was returned to its functional starting point. At the same time, it
caused me to meditate on the function and role of the artist in
society.

Eastern Chicken — We Know the Neighborhood

The title of this work is derived from my residency in New York in
June and July 2010, during which | photographed the Maspeth
Creek in the suburbs where my studio was at the boundary
between the Brooklyn and Queens boroughs. | used the slogan of
a large supermarket Western Beef famous for its meat products,
“We Know the Neighbourhood”, as the title of my work and my
inspiration. This supermarket adjoins one of the tributaries of
Maspeth Creek. The areas around this artificial creek are the
sites where huge supplies of raw materials are stored. | followed
this creek and visited the spots where the water was stagnant
along its tributaries, just like a pioneer looking for the source
of a mountain spring. Using photography to “copy” the sites at
different hours, | tried to highlight the possible gap between how
future viewers imagine the images and what was really “seen” at
the sites by the photographer.

The area is euphemistically known as the “Williamsburg
Industry Park”. In the context of contemporary consumerism
and industrial production system, the landscape of Maspeth
Creek shows the “coordinates” and “level” of pollution. The
neighbourhood | know from the route that | travelled is full of
irony, where environmental ethics is taken over by consumerism.

The concept of Eastern Chicken — We Know the Neighbourhood
originated from a collaboration with TheCube Project Space.
Taking inspiration from the name “Western Beef”, | use “Eastern”
to suggest the Far East, and “chicken” as the theme of the
neighbourhood that | am going to explore. With TheCube Project
Space as the base of development, | identify the shops selling
chicken meat in the Gong Guan district of Taipei as the first stage
of my exploration, in order to stimulate a joint discovery of the
neighbourhood by the shops, the exhibition space and the artist.
From September 5 to 30, | will show some images of “Western
Beef”, while using the space as a temporary work platform to
showcase the process, providing a work in progress and starting
a dialogue.



WU Chang-Jung

Born in 1984, lives and works in Tainan and Pingtung, Taiwan.

Wu is doing her study in Graduate Institute of Plastic Arts, Tainan
National University of The Arts. She's the recommended new artist
of Art Taipei 2010, which organized by Council of Cultural Affairs and
Taiwan Art Gallery Association, and received the Selected Award of
Kaohsiung Award 2010. She also participates in Art Hongkong 2010.
Eslite Showcase, and the 2nd Contemporary Calligraphy and Painting
Exhibition. Wu mainly focuses on new media art, experimental
calligraphy painting. and multi-media installation. Her artworks are
combined closely with everyday life, and she starts to produce a
series daily documentary of pig-raising scenes after the depression of
her own styles.

Documentary | - Pig Five Flower

This film is entitled Pig Five Flower. | call all the healthy pigs on
our farm Pig Five Flower. In 2008, our family’s pig-feed business
became a victim of problems in the larger economic environment
that led to rising prices on raw ingredients. We temporarily halted
production, and focused on the pig breeding business to use up
our leftover stocks of pig feed. As a cost-cutting measure, we
laid off all of the employees at the pig farm, and my mom and
dad took on the work of caring for the 2,000 pigs on the farm.
| took off my nail extensions, put on my wellington boots and

pitched in to help out at the pigsty. Our family’s financial situation
went through a major transition between 2008 to 2009; and |,
too, went through a major transition. | often joke that | went from
being an heiress to a pigsty heiress.

Our entire focus for every hard-working day on the pig farm was
the health of the pigs. One of the signs of healthy pigs is that
they will circle around the trough as the food cylinder rotated and
dispensed food. Visually, it reminded me of a kaleidoscope.

| documented the ideal image of healthy pigs that we’d hoped to
see each day we worked at the pigsty, and edited the recorded
images into the kaleidoscope that I'd imagined - a kaleidoscope
that turned out herd after herd of healthy pigs, representing my
family’s hope for economic recovery. | also hope that through this
documentary, this continuous kaleidoscope of healthy pigs would
lessen the pressure my family feels about our financial situation.

Documentary lll- Slot Machine

This film, Slot Machine, is a record of an important aspect of my
work at the pigsty — the mating and breeding of pigs.

Under natural settings for mating, a healthy female pig can give
birth to 6 to 9 piglets, but through artificial insemination, a female
pig could easily gestate 10 to 21 piglets. Each piglet carries a
price tag of 1000 yuan. Thus, to raise the financial returns on
a pig farm, artificial insemination has replaced natural mating
methods.

It takes about six months before the results of an artificial
insemination effort can be determined. Being under constant
economic pressure, and wanting to maximize my own time
and effort, this process of inseminating a pig and then waiting
for results felt like | was playing the slot machines each time |
artificially inseminated a pig.

This documentary is a continuation of my kaleidoscopic vision of
the pigsty. Here, the slot machine theme accurately expresses my
feelings of anxiety and my imagination as | wait for results after
breeding, whether from natural mating or artificial insemination —
one of my most important tasks at the pig farm.
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Allora & Calzadilla

Jennifer Allora (b. 1974, Philadelphia, PA) and Guillermo Calzadilla
(b. 1971, Havana, Cuba) are known for their complex artistic practice
encompassing sculpture, video, photography and performance.
Simultaneously critical and playful, their conceptual works are
both thought provoking and politically incisive. The artists live and
work in San Juan, Puerto Rico. Allora & Calzadilla have had various
monographic exhibitions worldwide including at the Serpentine
Gallery, Renaissance Society, Kunsthalle Zurich, Stedelijk Museum
Amsterdam. Haus Der Kunst, Kunstmuseum Krefeld, and National
Museum, Oslo. They have presented their work in numerous collective
international exhibitions including at the Musee D’Art Moderne de
La Ville De Paris/Arc, the Centre Pompidou in Paris and Tate Modern

among others, and have taken part in numerous biennials including in
Venice, S&o Paulo, Whitney. Lyon, and Istanbul Biennials.

Under Discussion

Under Discussion is part of the series of site-specific projects
informed by the working concept Land Mark, which unsettles
the formal and ecological premises of “Land Art” by posing the
following questions: In whose interest is land marked, and to
what ends? Which marks are deemed worthy of preservation,
and which are subject to obliteration?

These questions were formulated in response to the “transitional
geography” of the Puerto Rican island of Vieques, which for sixty
years was used as a training ground for the U.S. Navy, leaving
its landscape scarred with bomb-craters and its ecosystem
severely contaminated. In 2003, a civil disobedience campaign
was successful in forcing the military out, but the land has
been designated as a Federal wildlife refuge, a zone of natural
processes in need of protection from humans after years of
violent bombardment. But this designation entails its own
violence, marginalizing the demands of island residents that it be
fully decontaminated and turned over to municipal management,
so that its future can be democratically debated.

This conflict is the point of departure for Under Discussion. An
overturned conference table has been retrofitted with an engine
and rudder grafted from a small fishing boat. This hybrid vessel
functions as something other than a means of transportation or
labor; it questions the principle of functionality itself, especially
when making things work becomes the end all and be all of
politics. The table is a common architectural trope used in
liberal thought for symmetrical communication and the non-
violent resolution of conflict. Yet it often fails to account for the
inequalities that structure spaces of negotiation to begin with—
such as the dominant definition of poor people as a threat to
the environment rather than citizens with their own forms of
ecological knowledge.

Under Discussion is an experimental device for the transmission
of such knowledge, not only as a matter of information but as a
testimonial rights-claim for environmental justice that interrupts
the space of politics itself. In the video, a local activist uses the
motorized table to lead viewers on a kind of situationist eco-

tour around the restricted area of the island, re-marking the
antagonisms that haunt the picturesque costal landscape and
bearing witness to the memory of the Fisherman’s Movement,
which initiated the first acts of civil disobedience in response to
the ecological fall-out of the bombing.

Returning a Sound

Returning a Sound, 2003, was made in Vieques, Puerto Rico,
an island used for the past 60 years by the U.S Military and
NATO forces to practice military bombing exercises. To name
just a few of the military interventions that were prepared for in
Vieques: Vietnam, Korea, The Bay of Pigs, The Balkans, Somalia,
Haiti, The Persian Gulf, Afghanistan, and Iraq. The local civil
disobedience movement along with an international network
of support led in May of 2002 to the stopping of the bombing,
the removal of the US Military forces from the island and the
beginning of the process of demilitarization, decontamination,
and future development.

Returning a Sound acknowledges the achievement of the peace
and justice campaign, while at the same time, points to the new
stakes. The video addresses not only the landscape of Vieques,
but also its soundscape, which for residents of the island remains
marked by the memory of the sonic violence of the bombing. It
follows Homar, a civil-disobedient and activist, as he traverses
the demilitarized island on a moped that has a trumpet welded to
the muffler. The noise-reducing device is diverted from its original
purpose and instead produces a resounding call to attention.
It becomes a counter-instrument whose emissions follow not
from a preconcieved score, but from the jolts of the road and
the discontinuous acceleration of the bike’s engine as Homar
acoustically reterritorializes areas of the island formerly exposed
to ear-splitting detonations.

The atonality of the trumpet’s call—it variously evokes the siren
of an ambulence, Luigi Russolo’s Futurist Intonarumori and
even experimental salsa or jazz--puts it at odds with the musical
convention we might typically expect to mark a popular victory
and an affinity with a “land,” namely an anthem. Interested in
the idea of an anthem, as a commemorative structure, but not
satisfied with the conservative connotations of the word, the
artists preferred the more open set of associations that the
Greek etymology of the word offered, anti-phonos (‘sounding
in answer’), a composite of anti- (in return) and phonos (voice).
The title of the work excavates the etymological origins of the
word in order to unsettle it from within. The anthem thus entails a
kind of answerability to a sonic event that preceeds the one who
answers. This primitive definiton marks a potential dissonance in
a genre associated with the harmonious “voice of the people,” a
figure normally tied to the prinicple of territorial co-belonging. Yet
in Vieques, the future of the reclaimed land remains uncertain and
is largely insulated from democratic claims—Returning a Sound
at once celebrates a victory and registers its precariousness,
calling for an unheard-of vigilance.



Julien Prévieux

Julien Prévieux writes letters of non-motivation to refuse jobs. he
crashes himself in the city, he adds special effects to Hollywood
films or manages to get the fingerprints of the French Minister of the
Interior. In his own way, he is trying to decipher a world marked by
deep ideological changes and his methods show us ways of living
in it. Between absurd humor and revolt attempts, the strategies he
develops are based on voluntary confrontation of a lonely individual
with a given system (architectural. social. economic ...) Through a
series of geometric paintings or diagrams that (mis)interprets the
great texts of political economy. he continues today his research on
the notion of work and production value.

Julien Prévieux was born in 1974. He holds a master in biology and
graduated in the schools of Fine Arts of Grenoble and Paris. His
work was recently presented in Force de I'Art 02 in Paris. in the 10th
Istanbul Biennial, in the San Francisco Art Institute, in Plateau Frac
lle-de-France and in the Kunsthaus Dresden. He has published the
Letters of non-motivation (Zones / La Découverte) publishing in 2007.

Installation view / TheCube

Non-motivation Letters

Tirelessly pursued for several years, this project shows Julien
Prévieux saying no to offers of work found in the newspapers.
Restated day after day, his absence of motivation becomes a
full-time job, with each letter an excuse for a different stylistic
exercise attacking the inherent absurdity of this kind of ritual.
Bartleby, a pensioner, a paranoiac, a workaholic: the artist /
author assumes a host of roles allowing for endlessly vehement
reasons for turning down the job in question. The replies sent
back by the companies — sometimes automatic, sometimes
personal — fuel a dialogue of the deaf, a verbal delirium in which
the entire recruitment system is revealed as defective.
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Superflex

Founded 1993 in Denmark

Superflex, (Jakob Fenger, Rasmus Nielsen and Bjonstjerne
Christiansen) works on projects related to economic forces,conditions
of democratic production and ideas of self-organisation. The group’s
practice attempts to demonstrate a new form of artistic attitude. Their
starting point is a heterogeneous, complex society and when they
assemble the project and development team, they take into account
the specific interests of the ‘users’- the individual group of people
effected by their efforts and the different opportunities for articulation
as well as their interests and projections. Superflex describe these
projects as tools, products or systems that are not the exclusive

property of the artists and that only make sense when they are being
used or adapted independently by others.

In recent years Superflex has participated in exhibitions including
the 2nd Berlin Biennial, 2001; Utopia Station, 50th Venice Biennale
2003; 9th International Istanbul Biennial, 2005; 27th Sao Paulo
Biennial 2006:; as well as in exhibitions at Rooseum, Malmé, 2002;
Kunsthalle Basel, 2005; Kiasma, Helsinki, 2006; Tate Liverpool, 2007;
KW Institute for Contemporary Art, Berlin, 2008 and 2008, 2010 Taipei
Biennial.

www.superflex.net
(edited from the guide book of 2008 Taipei Biennial)

The Financial Crisis

The Financial Crisis (Session I-V) is a film work in which
SUPERFLEX address the financial crisis and meltdown from
a therapeutic perspective. A hypnotist guides us through our
worst nightmares to reveal the crisis without as the psychosis
within. During 4 sessions you will experience the fascination of
speculation and power, fear, anxiety and frustration of loosing
control, economic loss and personal disaster.

Session 1 - The Invisible Hand
Session 2 - George Soros
Session 3 - You

Session 4 - Old Friends

Interview with Jakob Fenger from Superflex
Questions by Amy Cheng. Interview realized by Sylvie Lin. (2009.10)

Q First I'd like to start with your latest film. Filmmaking isn't a main
part of your practice until very recently, with Flooded McDonald (2009)
and your latest film The Financial Crisis (2009).

A We always worked with films, but earlier on it was more in a
documentary kind of way. We did this project called the Guarand
Power, probably four, five years ago ; for that we also did some films.
They are advertisements, small fictional stories. Indeed, in the last
couple of years, we have become more interested in making more
films.

Q Why this interest in this medium? Why use films ?

A With the way that we've been working, we have never been stuck
in a specific medium. It's always changing, depending on what we
are doing. Sometimes it's soft drinks, sometimes it's beer, sometimes
it's biogas. There'll be different kinds of media that you use for talking
about something specific. In this case with the film, it might be a little
bit different because it looks more like traditional films. This may be
what you're talking about. Actually, for me it's not a big change. You
could say that the main change of this film is that it starts and ends.
It's not like the kind of long-term projects that go on and on, which
we also do, like the case of the Guarana Power, the Free Beer or the
biogas. This kind of projects somehow keep moving on, whereas our
latest film has the sort of a start and an end.

Q Why the idea of treating the theme of the financial crisis with the
hypnotism ?

A Concerning the idea of The Financial Crisis, first of all, what we
claim here is that it's a psychological problem. Of course it becomes
factual because people are losing jobs and money in different ways.
But on a very large level, it's a psychological crisis. Somehow we try
to treat this in an old-fashioned way of therapy where you go into
different aspects of a disaster, look into the fear, see the fear, and
learn to live with the fear.

The hypnosis part somehow deals also with the reason why we
all start to think about the financial crisis and the hypnotic events.



Because it's also something that is created through media ; people
start to think about it before they can actually feel it. And they can feel
it because they talk about it. Then it's a kind of hysteria. So there is
also a very hypnotic part within the society.

Q A very emotional effect.

A Yes. The way that the media operates the issue. It's true that the
media keeps talking about the crisis, and people start to feel the
crisis more and more, so it has a hypnotic effect. It's the same with all
kinds of fear, like the fear of terrorists, etc. You started to talk about
something and it becomes reality after. It's like a kind of hypnotic
stage. So this is like a kind of treatment to a disease. Besides, our
ways to react to things today are very hypnotic. Everybody's been
hypnotized to believe in the capitalism, in the fear of terrorists, this
kind of things.

Q In your artistic concept, we often see a tendency to foreground the
principles hidden behind all kinds of capitalist economic activities,
or the ways they operate. You use all kinds of forms and tools to
transform, express and translate these usually invisible aspects into
diverse processes or actions. What do you think to be the most
difficult part in carrying out these projects ? Do you expect certain
result out of such process, or just keep it open ?

A It's the same with the question of the medium : we never know
what medium we'll work with next. It's not a given thing. It depends
on where we go. But we go somewhere without knowing where it's
going to end or where we're going. If we knew all the answers, there's
no reason for making questions. Maybe it's easier to see in the larger
projects like the Guarana Power. We started out on a very basic level.
We meet some farmers in brazil, they told us about the power game
going on between a big beverage company and the farmers. The
farmers feel misused by the company. Then we started to discuss
the situation with them and out of this conversation came Guarana
Power. This was a beginning of a long still not ended journey where
everything is being reinvented and re-contextualised. And we do not
know the answer. Also, there is no answer in the film on the financial
crisis. It's four different hypnotic sessions which kind of put you in
a situation where you see something terrible and disastrous. But we
don't know what would come out of that. Of course, at the same time
it's a criticism toward the way we organize ourselves as humans and
take the system for granted. When | grew up there was a socialist

world and a capitalist world - there was a opposition. At least there
was a game and its two sides, but today it's no longer the reality. So
what is there to believe in when the system collapse?

Q Can we say that this is one of the motivations of your practice : to
make alternative, not to say overt opposition ?

A Maybe even not making an alternative but more to criticize the
system or make obstacles. Again if you look at the Guarand Power
project, it works with the capitalism while also offering different
positions within that. It uses the mechanism of the system to do
something different.

Q To encourage certain reflection, consciousness ?

A Again it's more than that. It's also about taking action and doing
things. Like the farmers in Brazil, they knew the problem, their
limitations, everything. But they didn't really take it to the next level,
like saying : fuck them, let's do it, let's make this soft drink and move
on. In a project like that, we go for actions.

Q In your practice, we also see a very strong activist character. Can
we say that ?

A Certainly in our practice there's an activist aspect, in the sense
that it actually moves out to other fields. It is pro-active, not just
hanging on and waiting for things to happen in the future. It is also
going into a direct situation and making an action. But again it is a
very dangerous term because it is mixed with the traditional political
games and | don't think that is what we are doing. | guess one of the
big differences lies in that the political activists seems to know the
answers ; there is a specific political goal. We are searching. We don't
know what we want and even though it may looks like we have got
answers, it's still a question. So when defining something to have
an "activist character" one has to be aware that we are not doing
mainstream politics.
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