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There 1s a moment in all acts of creation
when structure forms to something it

did not foresee. A grid bends beneath

the weight of accumulated memory. A
piece of paper, folded and then flattened,
retains the ghost of dimension it no longer
occupies. A thread stretched across a
frame begins to vibrate with an energy
that exceeds its engineering. A groove
carved into wood by electric tool captures
not a landscape, but the tremor of the hand
that holds it.

“Between Order and Emergence” brings
together four artists who work precisely
at this threshold, the interval where the
system encounters sensation, where
deliberation gives way to the unforeseen.
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What unites Chen Linggang, Fu Shuai,
Gu Benchi, and Julian Pesce is not a
shared medium, generation, or geography,
but rather a common conviction that,

the deepest artistic meaning arises not
just from the imposition of order or the
embrace of chaos alone, but from the
vivid and unresolved tension between

the two. Each artist constructs rigorous
systems of grids, folds, weavings, and
serial repetitions. They then subject these
systems to forces that alter, complicate,
and ultimately transcend them. By

doing so, they illuminate a condition

that extends far beyond the studio: the
experience of navigating a world in which
inherited structures and emerging realities
are in constant and generative collision.

The exhibition title is articulated
between two conceptual poles. “Order”
evokes the rational, the repeatable, the
architectonic: the grid, the rivet, the
mathematical formula, the warp and the
weft. “Emergence” evokes what occurs
when complexity exceeds prediction;
when accumulated repetitions produce
qualities that no isolated unit contains;
when the fold surprises the hand that
created it; when the viewer’s perception
completes a meaning the artist could not
fully prescribe. Between these two poles,
the four artists in this exhibition conduct
their respective investigations.
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Cheng Linggang: The Grid as a Cultural Mirror
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The starting point of Chen Linggang’s
practice is the most elementary
compositional unit, namely, a square.
Each small square represents a person, a
building, a city, a second, a day, a year,

a page, a book, a period of history. They
repeat infinitely, at once independent
and inseparable, each simultaneously a
whole and a part within a greater whole.
Since 2008, when Chen began pasting
photographs and newspaper fragments
onto canvas and dividing the surface into
blocks separated by white lines, the grid
has served both as the structural skeleton
and the philosophical foundation of his
work.

In the Heritage Series, Chen transcribes
text onto rice paper, old book pages, or
newspapers, then crumples the material
and affixes it to a canvas. The characters,
once legible, dissolve into texture that are
present yet indecipherable, inherited yet
no longer fully understood. The question
these works ask is quiet but relentless: if
text 1s the vehicle of culture, how much of
that culture has truly been transmitted to
our generation? Is our understanding clear
or rather irreversibly blurred? Chen offers
no answer. Each viewer’s response, is like
each small square, completely different.

FRRNIFH (fE&FRT 150502) {EmSER

Chen Linggang’s early series
“Heritage Series 150502” Detail
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The Reading Series prolongs this
question. Entire books, novels, poetry, and
historical texts are taken apart page by
page and reconstituted as visual fields on
canvas. Knowledge is physically present,
yet resists retrieval. More recent works
incorporate newspapers, magazines,
portraits, and metallic star forms, evoking
the collective memory of a generation and
its contemplation of lived reality. In every
case, the specific image is hidden. What
remains is a condition that Chen describes
as “both is and is not,” a fundamental
uncertainty he refuses to resolve, because
uncertainty itself is the subject.

[ S =

Chen’s most recent works, completed

in 2025, mark a significant evolution.
Using paper and ink as fundamental art
medium, the compositions feature vertical
lines, ink-wash motifs, and fragments

of text symbolizing the fleeting nature

of time and the slippage of memory.
Conceived as a counterpart to the
Reading Series, this new body of work
reflects the ordered relationship between
whole and part with a distinctly more
“information-oriented” sensibility. Against
the backdrop of artificial intelligence

and accelerated technological change,

the work invites what Chen calls a
multidimensional “reading,” an extension
of two-dimensional art whose elements
diffuse into the surrounding space. The
grid endures, but what it contains and how
we are invited to read it, is constantly in
motion.

EHERTI 251002) {EGREER
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Fu Suhai: The Fold as Metaphysical Inquiry
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If Chen Linggang’s unit is the square,
Fu Shuai’s is the fold. For more than a
decade, Fu has been situated within the
border zone of materiality and illusion,
developing a singular practice in which
paper, through saturation, layering, and
meticulous handiwork, 1s transformed
into surfaces that simulate corroded,
patinated industrial metal. This territory,
often described as “2.5D,” occupies the
ambiguous zone between two-dimensional
image and three-dimensional object,
and it is here that Fu conducts both a
philosophical and visual exploration.

In the new Pleats-Fix series, this
exploration continuous further. Fu’s
working method has evolved toward a
form of “reverse engineering” .Firstly, the
paper is physically folded to construct

a real volume, afterwards pigment is
projected from a single, fixed angle
using an airbrush and spray pen. Finally,
the paper is unfolded and returned to
flatness. What remains is what Fu calls

a “memory of light and shadow,” the
faithful recording of a three-dimensional
moment, now compressed into two
dimensions. Realism is not painted in the
traditional sense, but is rather developed,
like a photograph, through the physics
of projection. Yet the process is entirely
manual, producing a quality of light and
shadow difficult to reproduce through
conventional painting precisely because
it simulates the physical laws of light
projection in the real world.
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His works’ conceptual resonance are
multi-layered and rich. Fluorescent
pigments, which in earlier works served
as metaphors for the virtual hues of
electronic screens, have migrated outward
into the skin of the city: corrugated

metal facades, vacant billboards, and the
metallic barriers of unfinished buildings
that fill the modern metropolis.

Under urban lights, these industrial
materials resembling ruins, take on
psychedelic colors. It evokes cyberpunk
landscapes of science fiction where
fluorescence is no longer confined to the
digital realm, but materialized as urban
fact. Fu Shuai captures this liminal state
between construction and abandonment,
between the new and the dilapidated.
He casts an archaeological gaze upon
the residues left by the accelerated
development of contemporary society.
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The rivets appearing in recent works are
preinstalled before each folding, imposing
a rational, industrialized order of fixed
points. Yet when the supple paper is
compressed and folded between them,

the resulting textures are never entirely
predictable. Even with identical fixed
points, each folding generates a unique
form. Fu reads in this an analogy to

social structures: beneath an overarching
systemic order, the rivets, each individual
existence retains an organic, unpredictable
dimension. This tension between rule

and chance, system and singularity, is

not merely represented but physically
embodied in every work. Drawing on
French philosopher Gilles Deleuze’s
concept of the fold as a passage between
interior and exterior, visible and invisible,
Fu Shuai creates works that are at once
trompe-1’ceil illusions and investigations
into the very nature of perception. When
flat illusion becomes more convincing
than three-dimensional reality, we are no
longer looking at a painting; we confront
the condition of a world saturated with
images and simulacra.
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Gu Benchi: Thread as Cosmological Structure
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Gu Benchi arrives at order through
unique origin. While accompanying
his wife in 2012 to a textile market in
Shanghai, he encountered a stall where
thousands of polyester thread spools were
arranged by specification, material, and
color on shelves nearly three meters high
and more than ten meters long.

This spectacle awakened something
fundamental: the recognition that the
universe itself is organized according to
a subtle, invisible order, and that it’s the
artist’s task to make this order tangible.
This revelation was not isolated,
but an accumulation of multiple life
changing events. Gu had spent years in
society’s margins, spending a decade
in an artists’ village in a former nursery
outside Shanghai’s ring road, a period he
compares to as life on a deserted island.
However, the most formative event
was during his adolescence when he
encountered Piet Mondrian’s geometric
abstraction in an art book at his teacher’s
studio. This eventually planted the first
seed of his artistic DNA, one governed
by rules, rhythm, and visual order. On the
other hand, Buddhist practices, absorbed
through Gu’s wife’s devotion and by years
of copying the Diamond Sutra, provided
a spiritual framework: the conviction that
both art and religion share the quality
of transcendence and that the capacity
to surpass one’s own existence can be
achieved through training in concentration
ad contemplation.

(#9i&%2021-09) {ESREER
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Zao Jing (ceiling medallions of
traditional Chinese opera stages) in
Dun Huang

These threads, esthetic, spiritual,

and material, converge in works of
extraordinary precision and luminous
beauty. Inspired by the ceiling medallions
of traditional Chinese opera stages, whose
complex bracket systems radiate outward
in concentric layers, and by esoteric
Buddhist mandala paintings, whose
progressive expansion from a central core
represents cosmic order, Gu constructs
multilayered woven structures from high-
strength polyester fiber. The symmetrical
works are the product of precise
mathematical calculation, often computer-
assisted to establish the generative logic
of a pattern, a formula in which different
parameters may be substituted. Grid-
based works, by contrast, maintain a strict
spatial order of horizontal and vertical
lines while seeking rhythm and cadence
through variations of color, width, and
thickness. A process Gu compares to jazz
improvisation.

E£%F%52023-09
MANDALA 2023-09
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For Gu, light is an implicit yet essential
artistic medium. Under shifting
conditions, the interaction of overlapping
segments becomes more distinct and
three-dimensional, enriching the spatial
experience. Gu favors exhibition spaces
lit like dim theaters, where spotlights
illuminate only the works, allowing

them to appear as luminous stars in the
darkness;

Yet precision alone does not explain
these works. Gu describes his process

as allowing “dispersed energy to finally
concentrate and burst forth through
constant repetition, accumulation, and
layering of the same object.” Weaving

is a form of meditation like a mirror
reflecting the mind’s state. In his most
recent portrait series, prompted by the
fractures of the post-pandemic world,
this spiritual architecture confronts the
human figure. Inspired by German-
American philosopher Herbet Marcuse’s
critique of modernity in/One-Dimensional
Manand by the Buddhist teaching that all
appearances are illusion, Gu renders the
self through eight layers of continuous
weaving as‘'something fragmented and
reconstructed, no longer whole, but
shimmering with the tension between
dissolution and coherence. These portraits
are not celebrations of individual identity
but meditations on its-impossibility: an
acknowledgment that human beings

do not exist as fixed ““selves,” but as
vessels for world and mind. And yet,

like Sisyphus pushing his rock, the act of
creation is persistent, concentrated, and
repetitive and generates its own form of
hope.
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Julidn Pesce: The Mark as Transcultural Translation
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Julian Pesce brings the sensibility of a S
percussionist and an engraver to every -
surface he touches. Born in Buenos Aires
in the late 1980s and trained in both
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sound and image. “One of my recurring
questions,” Pesce says, “is: how might |
say the same thing in another language?”

Working from what he describes as “the
exact antipodes” of China, Julian came
to Shanghai not to reproduce the masters
of Shan Shui painting, but to absorb
certain lessons and transform them into
a more personal art. The philosophical
foundations of Chinese landscape
painting, including its sensitivity,
reverence for nature, and its understanding
of the human scale as a small part of a
vast whole, carry for Julian a powerful
message in an era of climate urgency.
The technical discipline fascinates him
equally: the four tonal values of ink that

. generate depth and shadow; the risk

of brush on rice paper that cannot be
erased; the capacity of different brushes
to absorb and release ink through gesture.

_He adopted this tonal differentiation in
~his circle series, building from very light

- _tones to the most saturated, blending field
~observation, study, and personal history.

11



77 BB E T R E N PR
| BREY TEEEENEY. AR
- FEIRBI THAIE N TR FHIA
| B EEMER R T BARENE
| ‘F@Hﬂ e
THE, B, BRATESHBRATIA,

FRAE T BFRBORERY P,

BET-RINRIBGE, "BERMIRT
FULARR, “fimieE, "METENRER
TUERAREFRIHR, "XERRMAG,

HWE 7 — MLl EAERZUNENHRI
e, EREBEIMRRSIER.

BEAZIARE . E7R. KEMKRE,

LRI ARG E — R4 1TIFNE
. FHEEE. R—&N ZEX L/
EMic. fEBARTISVEITEIE, IEDBRY
RIFETID, MIREIRE: BRARKIEARIZE
WRRERIANRA. RIE—TRS, &
NE—TBEFNERE—EanPNETN
Zl, BBA, EREERIATIEZE,

iR —aiE: "HAMRZAREA, BT
EME, &RESIEAINETA], XK,

— T IRAETRIORE,

i \j'-.i k / / /z

: L; : : | {
R LN \\ .', -"_ “, J { .I . ?
S, 5 ' ]
R \“\x. TR (FEr /
\\‘ﬁ\\\ \'\‘::\ x.\ql\‘\ . .E '.__ {1 IIII| ' {’I .|"'r
e “\‘ : . ).\;\I \ - I | :' {

Shanghai’s hypermodernity sharpened
Julian’s attention to what persists beneath
technological surfaces. Two elements
caught his eye in the street: bamboo
brooms and bamboo scaffolding ,
ancestral objects representing intelligent
use of natural resources that have survived
the current digital-technological era.
Chopsticks, too, became both subject

and tool, giving rise to a series of small-
format paintings. “Some things are so
well designed,” he observes, “that they
withstand the technological-digital
avalanche.” These humble objects

anchor a practice that finds the sacred in
the overlooked, the durable within the
ephemeral.

Across woodcuts, biomaterials,
watercolors, and installations, the
common thread of Julian’s practice is the
body in action: the energy of gesture, the
trace, the imprint in the broadest sense.
He works consistently in series, driven
curiosity and by the conviction that
e,/ mque must never eclipse what one
’{ﬁlshes to express. Each body of work
responds to afsp@mﬁc context: a moment
in life, the’ 1:?({[3!’ S arby, the workspace
in w‘ﬁlch/ft /R;ed. “Those of us who
. reflecte®‘leave traces by
¢ age-dltimately recogmzed—
that speakﬁf'én era.’
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“Between Order and Emergence”
proposes that the most vital art of our
time is created at the meeting point of
control and contingency. Chen Linggang’s
grids hold culture in suspension, legible
yet unreadable, inherited yet irrevocably
transformed. Fu Shuai’s folds capture a
light that no longer exists in the space it
once occupied, enacting the metaphysical
predicament of a world saturated with
images. Gu Benchi’s weavings transform
meditative repetition into cosmological
revelation, confronting the fragmented
self with the possibility of transcendence.
Julian Pesce’s marks translate between
worlds situated at opposite ends of the
earth, finding in humble materials and
transcultural encounter a language at once
deeply personal and universally resonant.
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What emerges from their collective
practice is not resolution but recognition:
order is not the enemy of life, but rather
its scaffolding. And emergence 1s not
disorder; it is the most beautiful and
unpredictable consequence of order. In
the space between the two, something
essential about our contemporary
condition takes shape. We all navigate
this intermediate state, between the
inherited and the invented, the fixed and
the fluid, the systemic and the singular,
the known and the becoming. These four
artists do not claim to map this territory
in its entirety. They offer something
more honest and more enduring: proof
of its exploration, conducted with rigor,
sensitivity, and an unshakable faith in art’s
capacity to make visible what systems
alone can never predict.

14
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About Chen Linggang

PRRMI (1978FETEM) , MEILR,

—UMER, XF5= RO E
RZARK, 2000FEWFILERFEHIES
ZARZRRGE, BRRRESEMEMFINZAIE
=, BEhE" X7 RN SHENNR
SMBIRE—HGE. RESPEZEE
RASRRR, MPALSKUART(E), 1CI25hSLRIR
BRI,

BEBRERFHRNBILIERKSE. ME
HATM R | LB/ (7988 EZARFL, It
=, 2009) , EI"ERAREL” ()&,
b=, 2016) , BENIFAYFEIETLR” (
RizS[E), JEIR, 2025) , fIFEIRERMT
FFIEERE—R. 4FXSRENRER
HEIES. HLE51CICaE,

BRRNEERI ZSRETERIINEEZRRE,
BiF LBEPMEZNER (2021, 2025)
« AISEARE R EIRE” (2019) , MUK
EH. M. SEE. HAR. FimE. &8
EEHER, 52K+ LSERmNESTE
B+E, EERTEERE" (2024) |7
WHEEE” (2019) . "BHAME” (2020
) RZIhzE” (2014) .

FURTKBRARIEST, FRSIE(RZE S
RE5REIE, FRRIUIBIZARBBENARER
HMATHEA—NEN. ZEMAY. BFEE
RO —EER, EIERAMERITA,
HEN A EREEY) B RRTEF.
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Chen Linggang (b. 1978, Jilin Province,
China) is a Beijing-based contemporary
artist whose practice explores the
intersection of paper, text, and

spatial experience. A graduate of the
Environmental Art Department at Jilin
Forestry University (2000), Chen has
developed a distinctive body of work that
transforms the act of reading into a multi-
dimensional visual and material inquiry,
blurring boundaries between painting,
installation, and the written word.

-z*“ﬁ-hf,t-__,

?
|

s M

Since his early career, Chen’s work has
been shaped by a deep engagement with
paper as both medium and subject. His
solo exhibitions, including Reading Without
Boundaries (Rong Art Space, Beijing,
2025), On Reading and Writing (Red Gate
Gallery, Beijing, 2016), and History on

the Paper (798 Jindu Art Center, Beijing,
2009), trace a sustained investigation

into the poetics of the page, where layers
of ink, line, and surface carry echoes of
memory, history, and language.

o

Chen’s work has been featured in major
group exhibitions across China and
internationally, including the Shanghai
International Paper Art Biennale (2021,
2025), The Splendid Languages of Paper
at the Zhejiang Art Museum (2019), and
exhibitions in London, Berlin, Madrid,
Geneva, Singapore, and Taipei. His
long—standing collaboration with Art +
Shanghai Gallery spans over a decade,
with presentations such as Paper Weights
(2024), Deeper Strata of Meaning (2019),
One Hundred Days of Solitude (2020), and
Between the Lines (2014).

Rooted in the traditions of ink and paper
yet reaching toward contemporary
abstraction and installation, Chen
Linggang’s art invites viewers to
reconsider the page as a living, spatial,
and temporal field, one where reading
becomes an act of looking, and writing
becomes a form of mark—-making that
transcends its original purpose.

16
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Chen Linggang working progress

SERIA R — Rl 1), FLAR BT GOR F B A 5 RIS, Pt R
ERAHER, B, AT — A, 80 —A, sl — A1 ER
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BRI 1A

When I try to present this world with a definite, concrete
image, I find it is uncertain and ambiguous. I cannot express
it with a number, a word, or an image—what it brings me is
a kind of uncertainty. These works appear to have no clear
direction on the surface, but there is an intangible factor
guiding me to feel and think!

—— Chen Linggang 17
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B3 51 260103
Reading Series 260103
CrEbhRL
Mixed media
100*100 cm
2026




B 25851 260102
Reading Series 260102

sEERL
Mixed media

100*100 cm
2026
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B 25241 260203
Reading Series 260203
ZREEuER
Mixed media
80*80 cm
2026
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Reading Series 260206
Mixed media
80*80 cm
2026

pi5R 5 260206
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B335 251005
Reading Series 251005

Grovbi

Mixed media
60*60 cm
2025




B iR %1 251003
Reading Series 251003
LREMRL
Mixed media

60*60 cm
2025
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Mixed media

Reading Series 250201
80*80 cm
2025
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SAVING 250506

ERAMR

Mixed media

30*30*30 cm

2025
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SAVING 250505
LR
Mixed media
30*30*30 cm
2025
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SAVING 250506

ERAMR

Mixed media

30*30*30 cm

2025

29



KT

About Fu Shuai

Fum, 1985F £ FHEWAKE, 2008
FEWFREBERZRGSGEERIRFLT
FAI, 2010F M EEFR/RETEBEILE
RNERRIRE S, JfMLeni  Hoffmannk
12, 201NEFRRIEEARZREZEZARAM
T4, IMMBENREE., [SHImaelfER
HE SO EM RO B S M B IA KD 2 (8] B9 5k
B, BESHEA, FEELRTWAMBANKR
EXW, REMFSBA. RASRAELE
MZBINAREXRR, HEREEIMNZEAR
b, MRZARPLO., 2R+ LEBEE.
SHERNE. PREARFEREARNEFNM
RB4Y, HZXSNERKREMFNEFRRE
W, MIEEFTRZE,

Fu Shuai (b. 1985, Taiyuan, Shanxi, China)
received a BFA in Free Painting from Tianjin
Academy of Fine Arts in 2008 and an MFA
from the same institution in 2011, under

the supervision of Prof. Deng Guoyuan. In
2010, Fu undertook an exchange residency
at the Staatliche Akademie der Bildenden
Klnste Karlsruhe, Germany, studying under
Prof. Leni Hoffmann. Fu Shuai’s practice
centres on the tension between materiality
and visual perception, employing sustained
experimentation with paper, ink, and
industrial materials to probe the dialectic
between order and contingency, surface
and underlying structure. Solo exhibitions
include presentations at Asia Art Center
(Beijing), Linda Gallery (Beijing), Art+
Shanghai Gallery (Shanghai), and TOKU
Gallery (Nanjing). Group exhibitions have
been held at Today Art Museum, CAFA Art
Museum, Beijing Minsheng Art Museum,
and internationally in Karlsruhe and Bregenz,
among others. Fu Shuai lives and works in 30
Tianjin.
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Fu Shuai Studio Corner

SFRIZIE L= e IR E B BRI, BATIADUR A — 5K,
TR B FEHGZ T MG R TSR AT, DX1IEE, o R IR
FEELTURE S PR, (RAR IR LB,

b E &

When painting appears more real than reality itself, when
flat illusions are more convincing than three-dimensional
entities, we are not merely looking at a painting, but
confronting the essential nature of this world saturated with
images and teeming with simulacra. Therefore, the ongoing
questioning and provocation of visual perception remains the
core driving force of my creative practice.

— Fu Shuai 5,
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Piled Cubes 1
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Mixed media on wood
118*%132 cm
2022
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Y4 Piled Cubes 2
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Mixed media on wood
216*121 cm
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AN. B2008F Uk, MEFEKRME. & FEAREFERAIMIIUGE.
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RENEBIEAmFENERZARRIE,
HANEF12EREEEAERE (FEZEAR
I8, 2014) ,




Gu Benchi is a Shanghai-based

Chinese contemporary artist working
across abstract painting, sculpture, and
installation. Since 2008, he has exhibited
extensively throughout mainland China,
Hong Kong, Taiwan, Moscow, and
Greece, with three solo exhibitions and
over fifty group and duo presentations
to date.

Gu’s practice is rooted in a sustained
investigation of line, light, time, and
materiality. His work navigates the
tension between order and emergence,
rationality and sensibility, articulating

a distinctive abstract visual language.
He has participated in numerous
international exchange programs —
including projects between China and

South Korea, China and Russia, and
across the Taiwan Strait — and was
selected for the 12th National Exhibition
of Fine Arts (The National Art Museum
of China, 2014).

His works are held in the collections
of The National Art Museum of China,
the Copelouzos Family Art Museum
(Greece), Di Yuan Art Gallery (Jiaxing),
Zhi Art Museum (Songyang), and other
institutional and corporate collections.

36



11 12 13 14 15

B mit S E

Gu Benchi Artwork Concept

PHUETCIRR M N T EARRE, AR B — R, H A
SR H 2, A REEA U R 708, M ZAN PR BURRBA LS
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Z MR LSRR, mijd 22 BRI AT,

— WSS E R

The most fundamental logic of my work is continuous
layering and repetition. This was true for my previous
abstract patterns, and it remains much the same for my
ongoing portrait creation. Through eight layers of constant
weaving and layering, I express the increasingly fragmented
and divided self in reality.

—— Gu Benchi 37
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Gu Benchi Exhibited Works

% 2021-09
Tectonics 2021-09
RAL 2L, ANGEHNET . PIIRERAG S 71, P4
Polyester, Stainless Steel, Acrylic
Adhesive, Acrylic
226*226 cm
2021
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HIiES 2022-01
Tectonics 2022-01
PRALLLE, ANGFINET PNIRERRG S 71, P4
Polyester, Stainless Steel, Acrylic
Adhesive, Acrylic
120*120 cm

2022
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HiE% 2019-06
Tectonics 2019-06
PR 22LR, ANHINET NIRIRRS & 771, DA
Polyester, Stainless Steel, Acrylic
Adhesive, Acrylic
226*226 cm

2019
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HIE ¥ 2019-07
Tectonics 2019-07
PR L2ER, AT PNIRIRKS & 771, PO
Polyester, Stainless Steel, Acrylic
Adhesive, Acrylic
160*180 cm
2019




f9iE%: No.38
Tectonics No.38
DR 2L AT RIBIE. PR
Polyester, Stainless Steel, Hot Melt
Adhesive, Acrylic
163*183 cm

2014
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F9i&% No.54
Tectonics No.54
FRgk. Rk, ANFHET. NG
Cotton thread,linen thread, Stainless
Steel, Acrylic
150*%120 cm
2017

o Ry






FIE%2026-01
Snow Mountain 2026-01
MRER, IRZk, AEEHNET . MR
Cotton thread,linen thread, Stainless
Steel, Acrylic
120*90 cm
2026
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R-TURKSHAED . MAV/RIER . EHf

NEEREEYEEARSRS R

B AEENT. e, ZERFE
SR,

PIRREEREEN0BEM MR Z AR IR
BiE® (2023) | LBENAHAFEZAE
IEHIEITEBBIE (2025) | FEMIFEHER
EMIRITROARER) (2022) . HEl
R BRI AIETHIDENESEMRN X
ARV R", ZARRBAIRNRB AREA
WIS, ZARTERETEREARZRSL
HREY (PIRZEZARER) F1T=%.



~Julian Pesce (b. 1988, Buenos Aires)
3“"; is a contemporary Argentine artist
Whose practice spans printmaking, site—
specnﬁc installation, and interdisciplinary
collaboration. Trained in Electronic Arts
at the National University of Tres de
Febrero (UNTREF) and in Drawing at the
National University of Art (UNA), Pesce
also studied under artists including
Diana Aisenberg and Manuel Ameztoy.

Central to Pesce’s work is the concept
of the “matrix” (matriz), at once a
technical foundation of printmaking
and a poetic framework for multiplying
and transforming the image. Through
scalable graphic systems, Pesce
explores the tensions and continuities
between tradition and contemporaneity,
often creating pieces in direct dialogue
with the exhibition space. Their
background as a musician continues
to inform artistic research that reaches
beyond the visual arts.

Pesce has held eleven solo exhibitions in
Argentina and internationally, including
The Sweeping Monk at Nancy’ Gallery
in Shanghai and Jigsaw, the Bigger
Picture at the Ria Keburia Foundation

in Georgia. Their work has been shown
at the National Visual Arts Salon, the .
Manuel Belgrano Salon, Bienalsur, and £,
the V Triennale of Textile & Tapestry
at the Tsarytsino Museum in Moscow,
among other venues across Spain, " -";~f
Colombia, the United States, and China. .

Recognitions include an Honorary =
Mention at the 110th National Visual Arts -
Salon (2023), a Production Grant from

the Swatch Art Peace Hotel in Shanghai . —=—. ..
(2025), and a Research Grant from
the Basque Bio Design Center in Spain™ -
(2022). Pesce’s work has been declared
of Cultural Interest and they have been
named a “Distinguished Personality” by -
the Legislature of the City of Buenos :
Aires. Their practice is referenced in e
Volume XllI of the General History of 49
Argentine Art, published by the National *
Academy of Fine Arts.
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Julian Pesce in creation
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Curiosity, and the idea that technique should not overshadow

what we want to express. There are mediums that are more

appropriate for certain questions. Regardless, I always work in

series, and when I want to conduct practical research, I persist

until I have a significant volume of work. This allows me to have

an identity that doesn’ t have to be tied to a specific technique.

While some series may look like they were made by different

people, if I reflect on them, I find connections. I am also aware

that each body of work responds to a specific context and a

time in my life, to the people who surrounded me then, and the

workspaces where they were created.

—— Julian Pesce
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Drum and Bass
A T PN Y
Acrylic on Canvas
200*200 cm
2025
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BEZRUER
BEWBA:

ZAR+LiBEE

Art+ Shanghai Gallery
+86 137 0192 2284
contact@artplusshanghai.com
www.artplusshanghai.com
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