ART()_21 Shangha1
Nove‘;‘-;;ber 13 — 16, 2025
_____'_-Boaoth Co2

= Le1dy Churchman | k-5 # 2
Roberto Cuoghi | Z{H{E - FER &
David Douard | K T - k- F[/K -
Mimosa Echard | K&E§= - IR E&/REE
Mona Hatoum | SEifff - 05 B4R '

 Yuki Kimura | AN K& _
‘Udomsak Krisanamis | aeiF\Bf‘ﬁ b B v QV\]”U_;.J.*--

Nick Mauss | [E%: Bl

Gabriel Orozco | )J[H!E LR - Hﬁﬂ

Seth Price | ZE7 - % 3 i S

Clément Rodzielskidsis: Ijﬁr”ﬁ K‘Eﬁﬁ%

Wolfgang Tlllmans L SNSRI

10 RUE CHARLOT, PARIS -
+33 142 77 38 87 | CROUSEL.COM

¥ v
m :



Haegue Yang | 225 £
A Matter of Fact (from Dan) - Punched Square |
L CRESH) —hiipkh, 2024

Aluminum venetian blinds, powder-coated aluminum and stainless steel
hanging structure, powder-coated stainless steel wall rails, steel wire rope,
LED tubes, cable | il ETH-& . iR R AN EL . R AN EIWEERL. 0
43, LED. 4%

144 x 162 x 40 cm — 56 11/16 x 63 3/4 = 15 3/4 in.







As industrial and domestic objects, the blinds are a hybrid material,
both common and personal. Drawn to their ambiguity as well as
their formal structure of slats that can be opened and closed, Haegue
Yang’s blind installations evoke the permeable boundaries between
inside and outside, private and public. Far from their original
function as objects, the blinds no longer cover windows and hide
the inside of the home; they now obscure walls, making the “home”
disappear under their developing force.
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Haegue Yang | %3 %
Iron-Oxide Lapping-Swaying Soul Scissors - Mesmerizing Mesh #244 |
AL BRI I 2 REAE R SR ] —DEVEIW #244, 2024

Hanji, washi on alu-dibond, framed | #4%. 4k THHEE AL, FEHE
62 x 62 cm — 24 7/16 x 24 7/16 in.



Mesmerizing Mesh (since 2021) builds its central idea onto spiritual
orientations such as shamanism. While Yang’s research has
been extensive, her production deliberately circles around the
materiality of paper. Hanji or similar mulberry paper can be found
in various artistic as well as ritualistic traditions in places like
Korea, Japan, and China. For her initial production of Mesmerizing
Mesh, Yang has focused on motifs and objects in shamanism,
Shinto, and folk rituals used to create objects reserved for
purifying, healing, and exorcizing rites.
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Wolfgang Tillmans | IK/KK X - £2/K 2 Ji
shorts on bannister | B A LRI, 2016

Inkjet print mounted on aluminum, in artist’s frame | BT HIF4& T8 =, 2
ARSI Rk
80,1 x 104,8 x 3,3 cmm — 315 3/8 x 412 5/8 x 13 in.






Wolfgang Tillmans | 7K/RK X - f&/R & Hi
Prinzenbad, detail | Tk, JFiEs, 2024

Unframed inkjet print on paper, clips | JCHE4E EmEERT
HI, Sk
207 x 138 cm — 811/2 x 54 5/16 in.




Throughout his career Wolfgang Tillmans explores traditional genres
such as still life with a constant interest in the limits of visibility by
pairing intimacy and playfulness with social critique. Prinzenbad
was taken in an outdoor public swimming pool in Kreuzberg, Berlin
close to the artist’s home and studio. This swimming pool is an
important place of gathering for the multicultural community of
that neighborhood.
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Wolfgang Tillmans | YK/K KX - $2/K 2 i
Accra still life | BTy h7 54, 2021

Inkjet print mounted on aluminum, in artist’s frame | NEWRITHIHETHEK L, 2K
71 x 87,5 x 3,3 cm — 27 15/16 x 34 7/16 x 15/16 in.




Gabriel Orozco | ifi BIR/K - B 21 fl
Suisai LXII | X% 1XI1, 2019

Watercolour on gold card | & k4% EkE
63 x 52 x 4,5 cm — 24 4/5 x 20 1/2 x 13/4 in.



Gabriel Orozco uses the materials around him to create. In this
case, he adopted boards used for Japanese calligraphy. Their gilded
surface enhances the properties of the watercolour - Suisai in
Japanese. The motion of the raised hand is an appeal. The strict
grid and circle structure seem to have disappeared; the geometric
system has mutated somehow.

The process is still organic, with a visible trace. However here, the
shapes are free and the spots flow, accumulating and spreading.
If we see mainly abstract compositions, we sense the presence of
flowers, plants, but also landscapes. The watercolour technique
enables Gabriel Orozco to discover new shapes, more traditional,
more turbulent. They allow him to apprehend painting in a
different way, and to focus on both gesture and medium. Playing
with the multiple degrees of opacity and transparency.
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Leidy Churchman | 3t - i 7y 2
Poof [ 1%, 2024

Oil on linen | MEJFEAT i
24 x305cm —91/2 x 12 in.



Leidy Churchman’s practice is strongly informed by Tibetan
Buddhism and meditation. Their paintings delve into an expansive
range of themes, from our connection to nature, the urban landscape,
political structures, as well as the flow of visual information in
society—while always returning to an exploration of the daily
complex emotions we face as we navigate this world.

“Phenomena” suggests galactic worlds, a glance up to the sky. “Poof™
reveals Churchman’s interest in systems of visual information
which are elevated into contemplation. The title ‘Poof” suggests
transformation, vanishing, a fleeting phenomenon, aligning with
themes of impermanence, and flux, common in Buddhist thought
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Leidy Churchman | 3t - i 7y 2
Phenomena | W%, 2024

Oil on linen | MV Jfk i =i
41 x48,5Scm — 16 1/8 x 19 in.



Mimosa Echard | KELj* - R & /R fE
Narcisse (lichen de roche) | KALWCEE &), 2025

Stainless steel, plastic placemat, anti-radiation fabric,

nail art beads, faux maggots, rock tripe lichen, epoxy resin
| NEEM. BRI, BhfRSTER, SEHRER. (hEd. HHA,
Sl

50 x 30 x 5Sem — 19 11/16 x 1113/16 x 115/16 in.
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Roberto Cuoghi | P14 - 4 7y
P(LXXPs)po, 2022

Oil on canvas | i - i1
97 x103 cm — 38 2/8 x 40 4/7 in.




Deliberately mixing artistic genres, styles and subjects, the series Pepsis
is Cuoghi’s attempt to free himself from his own stylistic and artistic
assumptions and experiences, his cultural imprint. In this sense, it

is the next step for the artist in his continuous effort to challenge his
own practice. A thesis that has become a working method, Pepsis is

the application of a troubling idea that has always gone hand in hand
with Cuoghi’s mutable work, culminating here in a highly varied and
emotionally charged presentation of different series and bodies of
work.

Cuoghi has deliberately chosen to think of his work as an exercise
in stylization, reproducing the ‘already seen’ in accordance with
reassuring canons that seem to be warning us of a leveled and
polished future. Pepsis is a Greek word linked to the concept of
digestion. It is also the scientific name of a parasitoid wasp that
utilizes another insect as a source of nourishment for its young,
manipulating its behavior until the death of the host, which in the
meantime has been devoured from within by the Pepsis larva.
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Nick Mauss | JE w2 - E
Handheld image | FFiE 1, 2024

Satin dévoré, glazed stoneware on velvet | &8, KE
Yk a9 Rhm A d

Fabric | — 242 x 147 cm — 95 1/4 x 57 7/8 in.

Ceramic | — 62 x 45 x 4 cm — 24 7/16 x 17 11/16 x 1 9/16
in.




The light, voluptuous satin and velvet hanging drapery suggests a
delicate, intimate connection to the body. These hangings move
with breath. They were made using the dévoré€ process borrowed
from couture, which entails a chemical reaction that etch some
elements of the fabric according to a pattern, which then appears
imprinted, in transparency. Nick Mauss implements what he calls
“acts of translation,” like a drawing on paper made of collapsing
memories, photographs, and observations that can reappear
modified on another material.
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David Douard | KT - #1: [/
EYES WIDE OPEN, 2025

Mirror dome, plastic, 3d printed objetcs, glycerol paint |
PR A . R 3DFTEI S . Hrihikkt
38 x @ 61cm — 14 15/16 x @ 24 in.



As if it was spying on us, this half-sphere reflects the visitor, as
well as an alien head that’s attached to it. This same alien head
offers a view that can also be found in other works of David
Douard: plants, butterflies, and other imaginary elements laying
out of its head. Thanks to its mirror, EYES WIDE OPEN offers
the viewer a form of introspection, contrasting the real and the
rational.
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David Douard | K T - #LRi/R
AWAKE SINCE, 2025

Casted aluminium, glycerol paint, steel, magnets, stickers |
PEER, Hubvk, W, mEEk, MhAK
188 x 62 x 114 cm — 74 x 24 7/16 x 44 7/8 in.









Seth Price | ZE17 - % 3 1
Endless Empty Walls | JToR 12755, 2024

Enamel and acrylic paint, polymers, and UV-print on
aluminum composite |

WERRAE SRR, KAV, MEAME EUVITH

149,7 x 101,3 x 2,5 cm — 58 15/16 x 39 7/8 x 1 in.



In this series I am trying to bring 3D graphics together with painting. I do not
think this has been done before, or at least not in a successful way. It turns
out to be quite difficult to do well. In these works I have painted and made
marks on a surface — either wood, or metal — and then photographed the
results, imported it to a 3D program, and built virtual, mirrored objects that
reflect the real-world marks in their surfaces. We then print the 3D image on
the painting.

I have been working with 3D graphics in a similar way for some years now, but |
don’t think my point was clear enough. In order to make the point clearly, [ am
reducing the gestures. The 3D shape must be the minimum, simplest gesture
of 3D graphics, which is simply reflection and shadow (without those qualities,
you lose the 3 dimensionality). I did not want to create any objects that looked
like something real or certain, because then we go into the land of narrative
and surrealism and trickery. I am using basic, simple forms: pipes. Similarly,
the mark I make — the painting — must be very simple and clear, at least for
now. In these cases, | am trying to make the mark almost base, or vulgar (hand-
painting, smears, spills, simplicity, hand-lettering) because I need to clearly
contrast the hand gesture, which is quick and even apparently unskilled, with
the 3D gesture, which holds all of the technical magic and laborand power that
we know from the world around us, or above us or beyond us. In this context,
the wood looks almost like an effect or a ’skin’. It also helps to ground the piece
in materiality, in the natural, as opposed to the imaginary world of images.

— Seth Price
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Udomsak Krisanamis | 5 R w -
i B 70 4N K SR
Free | A1, 2024

Acrylic, noodles and mixed media collage on
canvas | ], TSRS TE A EDFG
60,5 x 453 cm — 23 13/16 x 17 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 a work that rejects narrative while inviting free
interpretation.
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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, the artist 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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Mona Hatoum | SL4 - 1532 4
Offering (1) | 457 (1), 2024

Human hair, hair spray and joss paper | 2 ALk KIRWEE 5-4%0E 48
33,3 x294 x35cm —131/8 x119/16 x 13/8 in.






Clément Rodzielski | i3l 14F - 2 AT ik
uztitled, 2025

Elastane on canvas | W7 E 3 7k}
60 x 195 x 2 cm — 235/8 x 76 3/4 x 13/16 in.



uztitled, Clément Rodzielski’'s new series, furthers his ongoing
exploration of the medium of painting. In these works, Rodzielski
cuts and assembles fragments of Zentai suits, garments borrowed
from fetishistic and erotic practices, designed to envelop the body
like a second skin and dissolve it into color. Here, the suits are
deconstructed: body parts are dismembered, dispersed, and affixed
to raw canvas, allowing color to emerge across an untreated surface.

Each composition is then coated with a transparent varnish,
applied by brush, a final gesture that reaffirms the work’s belonging
to the field of painting. The format (previously used in his 2022
exhibition at Galerie Chantal Crousel) evokes a lying figure, once
again recalling the presence and latency of the body. The series
engages with the notion of the fetish: of fabric, of the body, of
color, and ultimately of painting itself. In uztitled, the missing “n”
subtly disrupts the word, suspending meaning and opening new

paths for painting.
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Clément Rodzielski | sa3E[ 155 - 2 AW 5
Variation Italia | Bk, 2024

Mixed media on paper | 4% 434 BN
423 x572%x25cm —165/8 x 221/2 x 1 in.



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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Clément Rodzielski | i3l 145F - 2 ATk
Variation Italia | Bk, 2024

Mixed media on paper | 4% £ & A
423 x572x25cm —165/8 x 221/2 x 1 in.






Clément Rodzielski | ve3E[ 14HE - 2 A 3
Variation Italia | 3%, 2024

Mixed media on paper | 4% 434 BN
423 x572x25cm —165/8 x 221/2 x 1 in.






Clément Rodzielski | i3l 145 - & AN Ak
Variation Italia | Bk, 2024

Mixed media on paper | 4% L& WA
42,3 x 572 x2,5cm — 16 5/8 x 22 1/2 x 1in.






Clément Rodzielski | i3l 145F - & AT ik
Variation Italia | 3k, 2024

Mixed media on paper | 4k F£i &N
423 x572x25cm —165/8 x 221/2 x 1 in.






Clément Rodzielski | 731 15F - AN
Variation Italia | 3%, 2024

Mixed media on paper | 4&& L2 &/
423 x572%x25cm —165/8 x 221/2 x 1 in.
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Rirkrit Tiravanija
untitled 1992 (cure), 1992
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On view at the gallery | )5 >4 §ij J2 %

Rirkrit Tiravanija | B 527 - f&hi EUE N
IN ALIENS WE TRUST | #ATME N0 77
October 20 — November 22, 2025
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Upcoming Events

Gallery exhibitions

Allora & Calzadilla
Sensing
November 29, 2025 — January 15, 2026

Fairs

MIRA Art Fair, Paris Fog Design+Art, San Francisco Art Basel Qatar, Doha
November 13 — 16, 2025 January 21 — 25, 2026 February 3 — 7, 2026
ARCOmadrid Art Basel Hong Kong

March 4 — 8, 2026 March 25 — 29, 2026



