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Udomsak Krisanamis | = /KE* b - b i v0 44K 8
Tangle Up Tango On | SLEFHR X, 2025

Collage and acrylic on plywood (wooden crated panels) |
FE AR B BES RN AR RO
203,5 x 155 x 3 cm — 80 1/8 x 61 x 13/16 in.



Since arriving in the United States in the 1990s, Udomsak Krisanamis
immersed himself not only in American abstraction but also learned
English by reading newspapers and underlining words he understood.
From this method emerged segmented drawings composed of letters and
numbers, forming a newvisual language which he reused as backgrounds
in his compositions.This abstract composition is marked by a lack of
hierarchy, allowing for a layered, dense, even hypnotic vision. Using text
fragments and letters, Krisanamis reinvents visual language and creates
awork that rejects narrative while inviting free interpretation.
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Gabriel Orozco | fiifi BL3R7K - B 2 i Rl
6 de Abril 2025, Tokio | 2025F4H6H, AL, 2025

Tempera and gold leaf on canvas | i L& 1<
120 x 120 cm — 47 1/4 x 47 1/4 in.






Gabriel Orozco | fiifi BL3R7K - B 2 i Rl
Untitled | F2i, 2025

Ink, gouache and graphite on printed paper | FIRI4 LEK. KBE. A5
58,5 x 46,5 x 3,5Scm — 231/16 x 18 5/16 x 13/8 in.






Rirkrit Tiravanija | 55277 - 801 FUE Muntitled
2026 (new york times, january 17-18, 2026) |

A 2026 (1290, 1H17-18H, 2026), 2026
Gouache, silver leaf, and newspaper on canvas |

i Bk, HREE, RAK
102 x 140 x 3 cm — 40 3/16 x 551/8 x 13/16 in.




Rirkrit Tiravanija continues his ongoing exploration of how images,
language, and political narratives shape collective perception.

The works in this series overlay the front pages of The New York
Times from the third week of January 2026—the first anniversary of
Donald Trump’s second term at the White House—with painted
slogans and hand-applied silver leaf.

This specific painting hides the slogan “THE POISONED WELL
OF DEMOCRACY’ painted over the New York Times front page of
January 17-18, 2026.

Citing the gesture of attaching gold-leaf to a Buddha statue as an
offering, the different registers of text and images form a kind of
palimpsest underneath the thin metal, reflecting on how meaning
shifts and which cultural practices become legible where, at what
point in time and for whom.
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Rirkrit Tiravanija | B v /7 25 EE M
untitled 2025 (white gos black gos) | TC@l 2025 CRAML), 2025

Chamcha wood, billiards balls, gold leaf, Japanese Cedar wood, clamshell Go stones
FIEMA, BERBBK, &%, HAEKR, WEBHA

225%x425%x455cm — 87/8 x 16 3/4 x 17 15/16 in.

28 x 42,5 x455cm — 11 x 16 3/4 x 17 15/16 in.



This work consists of two Go tables: a nineteenth century Sugi cedar
wooden table, acquired by the artist, and another produced in
Thailand, covered with gold leaf and set on billiard balls. Each table
carries a set of stones—black on one, white on the other—positioned as
part of a single, ongoing game.

Through this mirrored configuration, Tiravanija transforms the
traditional board game into a reflection on perception, dialogue, and
coexistence. The work evokes the principles of Go itself—an exercise in
understanding the position of the other and responding in turn. Play
becomes both metaphor and method, a quiet choreography of strategy,
empathy, and exchange.
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Wade Guyton | 18- & i
Untitled | 72, 2024

Epson UltraChrome HDX inkjet on linen |
kAR E 2% % 4EUL traChrome HDXI R FTE]
91,4 x 68,6 cm — 36 x 27 in.




Kodak EPY 77013




Wade Guyton | & &
Untitled | Jtié, 2024
Epson DURABrite inkjet on book page |

Pl EZ %4 DURABri temfR4TH]
248 x21ecm —93/4 x81/4in.




In the fall of 2024, during his first trip to Japan, Wade Guyton was
introduced to Shibunkaku’s collection of rare books and explored the
bookstore district of Jinbocho in Tokyo.

[Mlustrated books hold a significant place in the artistic practice of this
artist, who is also a collector and publisher. They serve both as sources
of inspiration and as mediums for creating his works. Printing is central
to Wade Guyton’s production. His works are made from digital files
using inkjet printers. Errors, drips, and printing defects are integral to
his compositional approach, producing the uniqueness of each piece.

Unlike his paintings, which are made on blank canvases, his drawings
are done on pre-printed pages taken from catalogs. He repeatedly
overprints computer-generated signs and shapes, such as his well-
known “X” motifs or images of flames, in various formats.

Here, Wade Guyton created a series of drawings on and around
reproductions of ceramics from catalogs of the Japanese artist Kitaoji
Rosanjin (1883-1959). Rosanjin, a calligrapher, potter, writer, gallerist,
publisher, and chef, produced an unclassifiable body of work inspired
by traditional Japanese aesthetics, which he propelled into 20th-
century modernity.
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Wolfgang Tillmans |
RIRKRIN - 7R = 7
Lighter, yellow IV, 2018

C-print, plexiglass frame |

PR )T A E 3

54,2 x 64,2 x 7cm — 215/16 x 255/16 x 2 3/4 in.
Unique



Wolfgang Tillmans | iK/K KX - $2 /K2 i
Silver 209, 2014

Emulsion on paper, framed | 4k FAIIRE, ik
44 x34 x24cm —173/8 x133/8 x 1 in.
Unique



The Silver works were first developed by Wolfgang Tillmans in the late
1990’s. Photo paper, at times unexposed, at times exposed to various
sources of colored light, is led through the processing machine in
which is left - in varying degrees of concentration - water and traces of
used chemicals, particularly silver nitrate (thus the name Silver). Streaks,
scratches, dents and deposits occur as the photo paper travels through
the machine, altering not only the colors but also the physical surface
of the paper. In this way, the ‘Silver’ works stem from an interplay
between mechanical procedure and a natural mineral-chemical
process. Wolfgang Tillmans likes describing the Silver works as the result
of an observation of nature.

It is thus that incomparable, unexpected photographs come into being,
unrepeatable, whose beauty and idiosyncrasy lie as much in the level
of detail as the infinitude of the information they contain. The role of
chance in the creation of the pictures, and the fine nuances that result,
strengthen a factual and material assuredness that here is not least
closely connected to a physical desire. The reality effect of the Silver

works so corresponds to a physical reality of affect, one that refuses a
purely abstract, distanced, name-able perception. In this experience of
coincidence and physical reaction can also be read as a kind of symbol
for the status and the end of analogue (silver-) photography: here
specifically the traditional process of analogue photo development as
the process of a reaction of chemical elements.
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Haegue Yang | &£

Rotating Reflective Running Black Cross-Handle Faucets-Scaly
Squircles #7 | el SOp X BB (2 TR Sk - BRIRE A T,
2023

Powder-coated stainless steel and aluminium frame, ball bearing, mirror,
stainless steel braided water hoses, faucets, clockwork |
MARIRZENEMFIENESE, RERMUK, B, NEMWNmEUKE, klsk, K5

78 x 78 x 19 ecm — 30 6/8 x 30 6/8 x 71/2 in.



Rotating Reflective Running Black Cross-Handle Faucets-Scaly Squircles

#7 exemplifies Haegue Yang’s reconfiguration of familiar,
functional objects into sculptural forms that unsettle their
original use. Through reflective surfaces and rotational
movement, the work activates shifting perceptions of shape and
material, aligning with her broader practice of transforming
industrial components into sensorial, spatial experiences.
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Link to the video



https://vimeo.com/1168874624/5faaa77ea2?share=copy&fl=sv&fe=ci

Haegue Yang | #& %
Kaleidoscopic Lotus Paws Soul Relief - Mesmerizing Mesh #271 |
FIAERIBSEAETT - R BT ME—— DRI #271, 2025

Birch plywood, wood stain, hanji, washi, origami paper on alu-dibond |
MERIR G, REE, what, fgt, e brgdrat
62 x 62 cm — 24 7/16 x 24 7/16 in.






Mimosa Echard | KELg= - IR & /R fi
Charlize | & 8%, 2024

Canvas streched on aluminium frame,

oxidised anti-radiation fabric, oxidised aluminium foil,

lambda c-prints on glossy RC paper, glass pearls,

heart-shaped pads, faux maggots, faux flower pistils, pocket mirror,
synthetic organza, acrylic transparent varnish |

WA TERHE, SALRERSRY), SALERE, ACEIYRCAL L lanbda c-FI4E, B
WK, LA, NEHR, NESE, DT, SREIRY, WIHERHE

117,5 x 78 x 3cm — 46 1/4 x 30 11/16 x 13/16 in.



Charlize is part of the Lies series, created by the artist for her eponymous
exhibition at Galerie Chantal Crousel in 2024. This work synthesizes
all the processes developed throughout the series.

The painting is composed of electromagnetic shielding fabric — a
conductive material used to create spaces isolated from radiation. This
fabric is overlaid with grids of aluminum foil. During her research,
Mimosa Echard photographed the Arcades on the Champs-Elysées
using analog film. For this work, she captured the oversized images

of actress Charlize Theron applied to a shop window. Exposed to
corrosive liquids, the various surfaces become porous: the photographs
turn blue, while the anti-radiation fabric and aluminum oxidize into a
range of greens and silvers.

Objects gathered by the artist, placed on the canvas, are trapped
beneath a rainbow-color fabric that lends the whole a sense of joyful
melancholy. Plastic pocket mirrors, fake fishing worms used as lures,
and cheat hearts resemble vanitas: they evoke cycles of transformation,

death (through the worms and mirrors), and life (through the hearts
and worms). It resembles a swamp, at once fertile and barren, in which
the figure of Charlize Theron becomes almost ghostly — drowning in
the anti-radiation fabrics, emblems of a world consumed by paranoia
and oxidation.
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Thomas Hirschhorn | L 517 - fifi 3£ 52 18
Art-History-Plaque XX | 2K 58 XX, 2024

Cardboard, prints, marker | 484K FlIRI¥. D%
139 x 109 x5S cm — 54 3/4 x 42 15/16 x 115/16 in.



The work «Art-History-Plaque» wants to hold a distinct position in the present
time and prepares for the coming. This work shows—shows and doesn’t write

or talk—the universal power of Art: to create, to include, to activate, to dare, to
advance, to understand, to take position, to imagine, to progress, to produce, 1o
gwve form. — Thomas Hirschhorn

This work is part of the Art-History-Plaques series by Thomas
Hirschhorn, inspired by the aesthetics of « posts », as the ones
published by the artist on his Instagram account, and the
unofficial, self-made military plaques used to recognize someone’s
service. Instead of using wood and metal used for military-plaques,
Hirschhorn creates his plaques with thick layers of cardboard

and photocopies. These plaques are not meant to intimidate or
establish any hierarchy but rather to emphasize « the importance of
the Belief in History of Art as a tool for learning and understanding
today’s life ». Hirschhorn believes in the power of art to offer
universal insights, providing a key to understanding the world
today.
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Jean-Luc Moulene | il- B 782414
Upgraded | 7+ 4%, 2022

Polyethylene and bronze | & Z 4 F0 & 4
20 x40 x55cm —77/8 x153/4 x 215/8 in.
Edition of 3 + 2 AP







Jean-Luc Mouléne | ik- 5w - #2514
Spores 5 | fi 5, 2017

Mushroom spores on paper | 4t FpE g i 1
575 x 475 cm — 22 5/8 x 18 5/7 in.






David Douard | KT - #:R/K
_EG*, 2026

Wood, aluminium panel, epoxy resin, screen printing, color

pigments | K. BB FHEME. LIETRI. % @R
150 x 100 cm — 59 1/16 = 39 3/8 in.
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Allora & Calzadilla | FTy&HiFn-K /R g% i AL
Pulse | fikzh, 2025

Oil and screen print on paper | 4% ki1 22 i F1 il
98,5 x 68,5 x3,5cm — 383/4 x 26 15/16 x 13/8 in.
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Jutta Koether | L35 - BH5/R
4 Femmes d’Arcadie | Bl HNERPUAT 21, 2025

Acrylic on black canvas | B & fi L P K
80 x 60 x4,5cm — 311/2 x235/8 x13/4 in.
20 x20cm — 77/8 x77/8 in.



In 4 femmes d’ Arcadie by Jutta Koether, the relationship between the
two pantings unfolds like a delay in music—echoing, reverberating,
extending rather than concluding.

The black painting references a drawing of Les fernmes dans la rue by
Alberto Giacometti .which serves as an early script for what would later
become Femmes de Venise: a constellation of standing female figures,
suspended between figuration and abstraction. The number four—a
recurring motif in Koether’s work—emerges once again.

The use of black carries a distinctly sculptural quality, staging the
tension between presence and absence, between what is fixed and what
slips away. It resonates with Giacometti’s monochromatic palette and
his lifelong obsession with the female figure.

The smaller painting introduces a single apple, a motif that has
circulated through Koether’s practice over time—a modest yet potent
emblem around which meaning accumulates and disperses.

Through this diptych, painting is no longer a static object but a
temporal and sculptural process. Figures, symbols, and historical
references circulate across the two panels like a musical phrase held in
suspension—between statement and echo, material and memory.
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Yuki Kimura | Kk A4
Prospektstinder Zigzag Holz | 757 ve 1R 22, 2015

C-print, stainless steel, aluminum, wood, attaché case |
FEHM, A, tH, W, 1
150 x 46 x42,5cm — 59 3/16 x 18 1/8 x 16 3/4 in.



In this work, Kimura employs readymade structures—portable
brochure racks originally used at trade fairs in Germany, designed
for the display of pamphlets and flyers. Each rack folds neatly into
an attaché case, emphasizing mobility and presentation. On their
surfaces,theartist places small, original prints of found photographs—
images that failed in their original purpose, such as long exposures
or blurred shots. Through this quiet juxtaposition, the racks become
vessels for lost or overlooked moments, bridging the utilitarian and
the poetic.By transforming functional display structures into sites of
reflection, Kimura extends her ongoing exploration of how memory,
reproduction, and chance intersect within the material world.
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Yuki Kimura | A k&4
Untitled 2025 | 812025, 2025

S-carabiners chain, Abalones |1 4% S
Dimensions variable| Rt n[ 25
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Clément Rodzielski | 5e3g[ 15E - 2 A0 3
Variation Italia | Bk, 2024

Mixed media on paper | 4% 234 B

42,3 x572x2,5cm —165/8 x 221/2 x 1in.



Since the beginning of his work, Clément Rodzielski has
questioned the presence of images, their mechanisms of
appearance, and their conditions of existence. Beyond
appropriation or detournement, the artist regularly establishes
protocols that he imposes on his paintings or sculptures to revive
these mediums. For Variation Italia, the artist creates a series of
paintings based on the existing image of a reclining figure that
illustrates the drawing paper brand. From this point, a new protocol
is established in which the artist uses this new commercial model as
a reference, varying the methods and styles.
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Anri Sala | ZZH| - B=hi
Untitled (Broad-Nosed Eel / Chile) |
Jei (v G g/ BRI, 2018

Set of two works on paper: one ink drawing and one vintage
hand-coloured etching |

—EWIELR L AE A 0 —E K SR8 T LR

30,9 x 40,9 cm —121/8 x 16 1/8 in.

34,1 x44,1cm —133/8 x 17 3/8 in.



The Untitled series (Maps / Species) (2018) shows maps of countries such as
Panama, Chile, Italy or Croatia, slightly distorted and discoloured as if
marked by time. They are inspired by eighteenth century engravings
documenting newly discovered species of fish, their layout was
sometimes constrained by the arbitrariness of an imposed framework
that facilitated classification.

The artist imposes a framework for the elongated cartography of these
nations, struggling to find their place, and in doing so, upsets the
image and integrity. In this way we can easily talk about the ‘poetry of
geopolitics’
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Upcoming Events

Gallery exhibitions

Melik Ohanian
ALTERATION, For a long time in Time
March 13 — April 18,2026

Lydia Ourahmane
Solo Exhibition
April 25 — May 30, 2026

Amy Sillman, Clément Rodzielski,
Etienne Martin
June 6 — July 25, 2026

Fairs

Art Basel — Hong Kong
March 27 — 29, 2026

Art Basel—Basel
June 16 — 21, 2026





