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"Martin Heidegger, as every philosopher knows, has meditated many
times on the ancient etymology of the word thing. We are now all
aware that in all the European languages, including Russian, there is a
strong connection between the words for thing and a quasi-judiciary
assembly. Icelanders boast of having the oldest Parliament, which
they call Althing, and you can still visit in many Scandinavian countries
assembly places that are designated by the word Ding or Thing. Now,
is this not extraordinary that the banal term we use for designating
what is out there, unquestionably, a thing, what lies out of any dispute,
out of language, is also the oldest word we all have used to designate
the oldest of the sites in which our ancestors did their dealing and tried
to settle their disputes? A thing is, in one sense, an object out there
and, in another sense, an issue very much in there, at any rate,

a gathering. To use the term | introduced earlier now more precisely,
the same word thing designates matters of fact and matters of
concern."'

— Bruno Latour

Aranya Art Center is pleased to present the first museum exhibition

in China by Gabriel Kuri, the acclaimed Mexican-born and Brussels-
based artist. The exhibition assembles nearly 30 works made between
1999-2023, including 3 major commissions produced by the Aranya Art
Center, as well as a series of new works conceived for this occasion.
The exhibition was on view from March 12 to June 25, 2023.

Kuri's artistic expression epitomizes the celebration of things

(in Bruno Latour's terms), with a keen focus on the often neglected
elements of everyday life. Through the unexpected unions of seemingly
incompatible materials, his works dazzle with witty tricks and delightful
surprises. Although they may appear to be spontaneous creations,

as if sparked by a singular instance of inspiration, the truth is that

each piece emerges from an extensive period of introspection and
thoughtful deliberation. Beyond their eye-catching aesthetics, Kuri's
works transcend into profound systems of knowledge and social
critique, skillfully incorporating rational structures, ordering principles,
and modern economics. Each artwork carries an investigative quality,
where even the most mundane objects, such as cigarette butts,
assume monumental significance as "matters of concern," laden

with sculptural potentiality and broader implications. His profound
immersion in material culture transforms each thing into a "parliament
of issues, " exploring the complexities of the world.

In this catalogue, we are privileged to have two distinguished guest
contributors, Julie Boukobza, Curator at LUMA Arles, and Humberto
Moro, the Deputy Director of Program at Dia Art Foundation.
Boukobza's semi-fictional essay takes us on a captivating tour of Kuri's
exhibition at the Aranya Art Center, led by an unidentified guide who
assists the visitors in bypassing the entrance of the private Aranya
residential community. This intriguing story accentuates Aranya's



identity as a real estate developer, pointing out its private/public
dilemma, engaging in an interesting dialogue with Kuri's exploration of
questions such as housing and shelter. Moro engaged in an extensive
conversation with Kuri, covering a wide range of topics, from their
shared Mexican memories to specific artworks that shaped Moro's
understanding of Kuri's oeuvre. This intimate exchange provides
invaluable insights into the artist's life and creative process. Finally, my
text looks at "time" as a piece of information in Kuri's works, dissected
into three subparts—"multiplied," "ambiguous," and "capitalist"
temporalities. Drawing inspiration from the observation of time, a
traditional aesthetic training among the Chinese literati, | hope to
contribute another dimension of understanding Kuri's practice.

Presenting Kuri's exhibition at the Aranya Art Center and producing
this catalogue hold immense significance for us. Many of Kuri's

artistic preoccupations, such as consumerism and real estate, offer

an opportunity for self-reflection for Aranya. Aranya Art Center is
committed to staging shows that provide a critical re-thinking of our
own community, inviting the visitors and ourselves to deepen the
understanding of the complex dynamics at play within our own cultural,
economic and social landscape.

In the end, | would like to express my gratitude to Aranya and Aranya
International Culture Development Co., Ltd for their support in making
this exhibition and publishing project possible. Special recognition

is due to Jin Yankai, the talented graphic designer at Aranya. | must
also extend my sincerest appreciation to Jiang Ruoyu, the curatorial
assistant and coordinator of our publishing activities at the Aranya

Art Center. Last but not least, | want to acknowledge the pivotal role
played by the artist Gabriel Kuri. Without his unwavering trust and
support, none of this would have been possible.

Damien Zhang
Director, Aranya Art Center

[1] Latour, Bruno. "Why Has Critique Run out of Steam? From Matters of Fact to Matters
of Concern," Critical Inquiry 30, no. 2 (2004), 225-48.



JEJT
Gallery 1

o7

( D&AER )
Arbol con Chicles
("Tree with Chewing Gum)

(ZE5Itk )
Board

(PR ey (PTBRIE ) )

Items in Care of Items (aranya )

1999

2022

2025












1







JEJT
Gallery 2

13

(R ErEseistE () )
Lotto Oyster Shells Vitrine
(Horizontal )

(R ErEseIsiE (230) )
Lotto Oyster Shells Vitrine
(Vertical )

EESERIY)

Tongues and Holes 11

(Todll (EEXSSE) )
Untitled
( Dimensional Equivalence )

(ER)
Canopy

2020

2022

2021

2016

2025



14



15









* 70 0000










B 1

(&35|#R ) (Board)

2022

WAk, FED. FHEER. BEAER. YK
BB HIHIBRIE
HRBEZARFOZIFFHE

21

A EUR-EEE . Btk

RF-ARAEL

HAOTTLAEEF AR B SMITTF “occupation” XMAKIEN . E—H
EXZENN, EaRMERNENERX, flm RR" HES. B
EXENEL, EHRETRNAM. GENITH. F=MEXWEREE
FEE-MEH. ZREXMEXHRIKRERRAETEN. A, HFK
EEEMAEBEAESENPEILSG BRNMNE—ItRTARTESE
FHEN, RERTENTREZMEE. RNEZ TRENOZRE, &
IDHHEAEARERIAQEER. ZR—HFEUABECITYRRR, BIE
| TERES, B ABE—RLTEEE LR, X HNERE
AN XKE—AAtET, ReE—LBREATREZNGM. EXFY
EBRILEZ—NESER. RNEREXR, RUEBRBUAMBEIKE, H
MEXFMSHBEM=FLERENERL. ESUSEFIRT .

—ZEENERZFLFRERNPFANT, TEEURSKPE™. #
ARXANZER, BMNEEBINEEREBNFRE: —MRAENKT, BN
HHROE—NO, REMNARGESEHRENEIR, ERNHREE
BRANSREHE. EXE, RINTUESZ—GREENNERS, UREN
BR. BRIIFFBZNE—MFENG S, HEEFRIRK. IHEx
RIERBME LN—XTERE, AXUREFEEEEBNFERILRLZZ
Fr5l40e SMNEMERRE TE SR, BRNFESEE TARANER. X
MF T —REBEE—NMEZHOHR . FRAXZEFERTFEL, 37TEL
BNNSK, BRMNMEA—BX—ERT, BRMNXLHFLFURER, FE
MR—AIRFBTHRBHOFTE, MECHEARHN. AEX—EHETEHN
MEAREE. HWERMNSETE, LRIMEIERES—IRTERES—
HEEZEE, ENEXHEMESEE, RATXRBRNAE. RIINEF
ERMEMTXANZE, BBGRAEN G R EEH B R O Z AT
Fraig, MEASFIZENEMEATXMRENHEZIR. XMEEE
XEEEZRNREE (FRRNYE - FIABIE ) (Items in Care of Items -
aranya) (2023) , BEEHMYSRNYS, WMBENXE, —4#RE
ERBE=FEAN. BIE. SEBZEFTEZRNER. FRENELBRET
#HR— (&3I4 ) (Board) (2022) [E1], ARXFHINALMLE.
BEEXME. BEpFAANLERR, MRREFHEEMNET. NzdF,
EREHEPAER-XiER ( Francois Lesage ) MEIZEESR, IEEMGE—
3 32 B 3 b F B ROIE IR - A B RO MR R o

HEEZART, BROWFRE, MELENBEECETRNMS, NFEK
WEENE, WEIERMNNIRK, ILABEMEE], it ABIEERR



B2

(Er)

2014

Wk, REEE. RER

E3

(B&ig=) (Thank You Clouds )
2004

360° NERENES. W%

22

HEE. ERMNERN. BERRTOHEESH, BREATIERT M.
B EEERENAERNR, HLEREZR AR _EBERIFNEER,
R REERRARNEENET, AEENESSRAFERIES LHIR
FEzEBH XERBE—FFSENAL, XRBRT EBFNED, &
FREERENRR, —MABHERTERHEEROBRES. LRTH
FXRRS. BMNHURASUFELRR, MFEEECHKE, FEKI, &
BRTER. MHKAERE T XMERKTTIEY, —H4RFEEKFH.
MEMZREMSAHE R HER.

HEEZIHRFTE, ZTEREXSS—Y), BRENERBEHRMIER, 2
AWBFHEL. ENERSRREZIMNEREH, RNDEDBEX
MEFRERSW, AELSE, BERAOHBLLRNESKERSHFE
ile RANMBAERBHAMELAA, URBAMENKINMEINSEY, 5
ERMAESISEN, ERENESIS. ER—RTE, XE®TFE—
RIMNBEESHXRERR. BUEEREGEI, AR AR
LRHBERE—R, SARIED. XLITHEZEANRZHETT, &
FZEZARSME. BESENENMRNFEE. EARNMIRZE
MBR=ZE, B3R T ERMOTEEM. EXMERT, RE—EEEE
E. ENHHESEIMIELPBFRSITC, RETIC—BEFEK, JUR
EMERRRETE—KR. HAKRETEHBEIRT. RFEHHM, 8
R, REMENRE LEREETRS. thiF, B LMERZIERN
RARE, RERRECETR/ARIZNARIR?

BNEXERUTISERSYR, HITIEEINBE. ZRRBMARNE
Ak Logo EFHitk E [E 2], MAK/NER, EEXE—NEXNRE
BiEo m—MIERERATHESSE, RBFRSZER? BT SHHM
=, BRERERNEBEE—HERRERAESABRELREELZHRA? £
DPREAREREZ? IMBFHELR—IEEER, (BERIEAERN
MOMmEREE ) ( Self-Portrait as a Basic Symmetrical Distribution Loop )
(2014) » EHARHEENNESEIIREEEMRIAER, XHBIE+FN
G, METZRERMRES. RITNESBHEINERER, Ha2—a
EARERLLS, IEXANREMERNANRMHMERREBXWSEGF. R£,
BNEESKE TRE— N BEE. XZEEBRZF/ILFERERNABHNS,
AT B EAR BT REFAD, (AR ARHIE —Fh IR MEIEE SR AMAIED
%, MENBER T8 EREBF - EXANFEE , & HIBZT B FRIRAE.
BREARBR. BREFEIME, ROZeHeENAEHSHEIREE
REBHHEE. BRPEABEHNEERLE, FLERERESIENRT
EHEFRENATS BRI AW ( Stromboli ) ER, HkEHRMEEEL
AHEINERALEE, FHiE—FMES S —MARNAERNEN S,
XAFLEH FAERNESAERIEEFANZRERNEEENE—L
M5, MXANE ELE R IR ST RIS 4.

ENBABEIZEICICRAERUATSATEME . BF “Thank You (i
)" FHNENREETRERLNONBZT (B3], fa—H#EZ.
BBk, B, AERSEN], ETRSNERE, AELFNE. A4AE
FEEEAMMEREILRIENRIRZ)? A AER—Z, BNWNXELFHEE
MIEES IR @SERABE, SUERT. AFERX—Z,

EMNABEARESHZIKTEEER. KNFEEAMRTRS, MR
RIRZHEFEF . HHEXNMREN—E2, EREFHZEIZH—EBD.
WREMER, MhEBRNIIRPEETRNOBE. RIVUEERRT, B
BE—RXER—MERNER—IREECHET. EMFERESERE,

HiRE—RBNEER, GHELVE—HEAIRE. NRBMATEENE.




23

Gabriel Kuri: Occupation Plan

Julie Boukobza

In a dictionary, one will find several definitions of the word "occupation."
The first one is light-hearted: it conjures up what we devote our time to—
for example—the very idea of leisure. The second definition is weightier,
and it describes the action of occupying, or settling by force. Finally, the
third explanation relates to taking possession of a place. It is indeed this

last meaning that is most significant for us. Yet, nothing foreshadowed this
type of occupation when we arrived in this beautiful, but artificial seaside
community of Beidaihe in Northern China. We dodge the security checks on
arrival, confidently heading towards the museum's entrance. A museum on
water, an architectural UFO that could, if seen from an airplane, call to mind a
pleasure boat stranded on the beach. The area where the town is located, is
the favorite venue of the country's politicians. Chairman Mao had a summer
residence here. It's strange to imagine the leader in a bathing suit on this
beach now the extension of which is occupied by real estate developers. But
already the museum visit begins.

An unknown young woman pulls us by the hand with the authority of a
mountain guide. The first thing you see when entering this space is the
museum atrium, a central opening in the ceiling gives way to a circular
room, decorated with gold and silver flags. The fabric of the flags has been
replaced with survival blankets. It evokes the end of a demonstration, of its
comet’s tail, yet we imagine this one to be poetic, without a clash or a cry.
A kind of silent performance on the beach next to the museum, led by this
young girl from Beijing, who managed to slip through the gates. The flags
outside reflect far too much light, and the sound of the waves replaces
popular hymns. Each floor of this place seems to be a world unto itself. So
there is this young woman who punctuates our steps, and leads us into the
rooms one after the other, and shows the Western viewers that we are a
universe filled with codes, which we are unaware of. All of this happens in
utter silence. With a nod, she summons us to place our jackets in the first
room on one of these sculptures, all azure and round, which act as a coat
rack. This space would therefore be occupied by our mere presence, a rigid
sculpture made of painted steel inhabited by the soft grace of a garment,
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and the lockers serve as changing rooms, which were removed for the
exhibition. The title of this minimal sculpture is ltems in Care of ltems (aranya).
Objects that take care of other objects, an attention paid to the other, a

work only to be finished when it is invested, invaded, squatted by a third
party. On a midnight blue felt board, instead of the information necessary for
understanding where we are—where we are going—what we are heading
towards, are nipped cigarette butts, pennies, and small shells. [fig.1] From a
distance, it looks like embroidery by Frangois Lesage; up close, the hobby of
an American or Belgian serial killer.

In the second room, we breathe, where we believe we are breathing, shells
adorn paper dispensers, they attract the eye, make you want to touch them,
recalling the Bohai Sea, so close. Nature and artifice are reconciled through
what might seem like weird non-gendered antics. There are luminous

steel boards hung on the walls invaded by devoured oysters, used lottery
tickets, like the remains of a life made up of ups and downs, which is divided
between sumptuous banquets and grey morning afters at the counter of

a bar. Once again the ceiling is occupied ground, this time cigarette butts
and pennies are accompanied by dead insects, an abstract peppering that
deliberately halves the building's heat consumption. It is cold in winter in
Beidaihe. Our scout seems to be shivering, she strokes her arms, looks at us,
and starts laughing. Her laugh evokes the absurdity of the situation, a work
that mocks the levels of temperature, which has a certain idea of avarice as
its starting point.

In the room above, anarchy reigns supreme, simple blankets are placed
erratically, although neatly folded. They match or punctuate the architecture
of the place, and we still wonder if the place is occupied and by whom,
knowing that our mute guide will never divulge. We also wonder what she
knows and what she does not know about what we are seeing, if it is really
she who guides us or we who guide her. The blankets allied, in the same
room, with a collection of miniature cosmetic products pilfered from hotels,
to revisited cash dispensers, to a monument built with door wedges, leave
you perplexed. These wedges immediately evoke the in-between, which
connects the artist to the sculpture, the sculpture to the environment that
accommodates it. A restricted space between two objects gives rise to all
possibilities. No two door stoppers are alike in this presentation. They are

all identified by a number inscribed on a small tag, as one identifies a body,
or a vestige of little or great value. We reach the penultimate room. Order
prevails here again, minimal sculptures that speak on the surface only of
monetary transactions, converse. Perhaps the discreet demonstration on the
beach questioned, like a whisper, human relations that had become purely
transactional?

We are talking here about works, objects, but also about their uses.
The artist's oversized-credit card on the floor [fig.2], faces the bill
holder on the wall, even a giant straw dispenser. An elegant sculpture
that has become a simple container or the opposite? In addition to the
concept of occupation, the exhibition asks us to determine to what
extent can a work contain everything? At what point does too much
straw occur? On the wall of this room is a self-portrait, Self-Portrait as a
Basic Symmetrical Distribution Loop. Composed of a very aesthetic gold



=

~ 72
PANE
fig.3
Thank You Clouds

2004
360° pivoting fans, shopping bags

25

and silver insulating roll, almost ten years old, this work conjures up the
infinite evocative power of art. Our guide gives us a wink, she always
concedes without saying a word that this exhibition plays with us and
what we expect from a work and its meaning. Finally, we arrive at the
last room, panting. The young woman gives us little respite, as if time
were constantly pressing us, as if she wanted to give us the impression
that we were illegally occupying the premises, that we could be asked
to leave at any moment. In this room, all the notions we have previously
discussed are confronted with an even more significant sense of
urgency, with its garbage cans, canes for the disabled, and construction
and destruction materials that inhabit the space. Blocks of rock litter
the floor, resembling lava of Stromboli encrusted with good-luck frogs
and euro coin holders, like rare human traces found in fossils after some
disaster, like the out-of-place occupation of one material over another.
This somewhat authoritarian and mischievous guide does not leave us
time to contemplate every detail of this last room, which nevertheless
seems to summarize the occupation plan of the museum.

The work that remains in our memories after our departure contains air
as its main material. Plastic bags with "thank you" written on them hang
from the ceiling on fans like clouds [fig.3]; they float, inflate, dance, and
then thank us for God knows what. Why did this piece target us more
than another? Why do we feel gratitude at this moment towards this
woman and for the time spent in the museum? The guide slips away, the
visit ends. This is the only time when you feel real frustration for being
unable to talk to her. We would like to thank her instead of just offering
a smile and a wave. She is part of this exhibition, or rather our memory
of it. Just like the works, she, too, occupied our thoughts throughout.
We revert through the floors alone, wishing—a rare occurrence—

to follow our own footsteps. After the peaceful demonstration, we
contemplate the beach one last time and bypass the security checks like
teenagers, if we still can.
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Chinese Whispers
2019

Blanket, fruit labels
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Observe the Time

Damien Zhang

"It took six years to lift the curtain and enter the yurt. It took another
twenty-one years to ride a horse to the kang, and three years to climb
up the kang. After walking on the kang for twenty-eight years, he
finally reached a tea bowl that would suffice a hundred people over
three years. Again, after so many years, just after taking a sip of tea
from the bowl, he was already in his sixties, too old to go anywhere.""

Along a grand, curved concrete wall at the Aranya Art Center, an
arrangement of airplane blankets, adorned in vibrant hues, are
meticulously placed, with some resting folded on the floor and others
gently dangling from window sills. What might initially appear ordinary
transcends into the extraordinary as Gabriel Kuri skillfully imbues
these objects with meanings, symbolizing the shared contemporary
experience of travel and displacement. Each airplane blanket becomes
a poignant conduit, transporting visitors across various moments in
time and to diverse locales. As we move through the gallery space, we
are enveloped in a mesmerizing journey through memories.

This experience reminds me of the aforementioned scene from the
Chinese novel Ben Ba, where the protagonist's movements between
physical spaces are not measured by distance, but by time. In addition,
| also had the privilege to witness the "small times" Kuri spent tending,
sorting, piling, and displaying the blankets. The work consists of the
time he spent lingering in the space, contemplating the wall’s curve,
and the motions his fingers swirl on the surfaces of the fabrics. As

we look at the stacks of blankets, we encounter not only individual
memories, but also a convergence of multiple temporalities.

The title of the artwork, Chinese Whispers [fig.1], draws from a
children's game where messages muddle as they pass from one person
to another, serving as a metaphor for the potential loss or distortion



fig.2

Forecast

2015

Mixed media in wood and plexiglas vitrine with
interior lighting

fig.3
Forecast (detail)
2015

1 al
e

fig4

Developing Property Development

2013

Composite concrete with Jin-Chan frogs and
Euro coin holders

fig.5
Developing Property Development (detail)
2013
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of meaning during transmission. This idea again finds resonance with
Ben Ba, which draws inspiration from Epic of Jangar—a collection of
orally transmitted stories that only found a written form late in their
history. The concept of cumulative errors is not only present in the
children's game, but also in grand epics and personal or collective
memories, which accumulate and evolve over time progressively and
organically. The act of collecting airplane blankets goes beyond mere
accumulation; it also entails a change in ownership. As these utilitarian
objects transform into artworks, they acquire a sense of autonomy and
become imbued with the constructive agency of abstract ideas. In this
context, meanings can be distorted but, more significantly, they are
multiplied. As the artist aptly puts it, this becomes an act of "co-opting
its [own] interpretation."

"Futures not achieved are only branches of the past: dead branches."?

While Chinese Whispers delves into the passage of time in the past,

our journey through the gallery propels us towards the future when we
encounter the piece titled Forecast [fig.2]. Back in 2015, the artist was
already envisioning the future of transaction and payment methods,
which have always been a significant wellspring of knowledge for his
creative endeavors. The act of constructing a museum display case
becomes a metaphorical excavation—a symbolic burial ground for
these very ideas, reflecting on the impermanence of innovation and the
unpredictable nature of what lies ahead.

In the middle of the vitrine, a plastic bag filled with transparent liquid
hangs [fig.3], akin to the superstitious practices of street vendors in
the artist's home country of Mexico, used to ward off insects. This
enigmatic and mystic presence stands in stark contrast to the neatly
organized banking symbols surrounding it—a representation of the
rationalist European society where the artist currently resides and
works. In his book Agony of Eros, Byung-Chul Han critiques a vision
of the future that sheds "the negativity of the Other and positivizing
itself into an optimized present that excludes all disaster." He contends
that the future should remain "open to the event, which is absolutely
surprising. Our relationship to futurity concerns the atopic Other,
which cannot be assimilated into the language of the Same." This
bag of liquid encapsulates the essence of the "Other, " signifying the
inherent unpredictability of the future. Its mysterious nature disrupts
a linear sense of time, leaving us to question whether we stand in the
realm of the past or the future.

The intermingling of past and future also manifests in Developing
Development Property (2013) [fig.4], a work that holds particular
resonance in Aranya, a seaside real estate development. The work’s
title emphasizes the future tense, standing in stark contrast to the
imagery of ashes, ruins, and volcanic destruction that conjures
images of the past [fig.5]. This incongruity suggests an undefined and
enigmatic "Other" and captures the essence of uncertainty. In Italo



fig.6

Front: Items in Care of Items - aranya

2023

4 painted steel sculptures, numbered magnetic
disks, and assorted items

Commissioned and produced

by Aranya Art Center

Wall: Arbol con Chicles (Tree with Chewing
Gum)

1999

Wallpaper

fig.7

Fa Piao

2023

Hand woven wool tapestry
Commissioned and produced
by Aranya Art Center
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Calvino's Invisible Cities, an imagined city called Clarice experiences
cycles of destruction and recovery, weaving together themes of history,
memory, construction, erasure, and sedimentation; the same ones

that Developing intricately explores. In Clarice, the discarded and the
salvaged converge, ultimately finding their place within the confines

of a museum, akin to Forecast. To "forecast" is to acknowledge the
unknown aspects of the future while also actively attempting to
conquer that which we do not know. In Kuri’s art, time manifests its
own multiplicity and ambiguity, shielding itself from the corrosion of
modernist progression and the relentless ticking of mechanical clocks.

One of Kuri's artistic preoccupations revolves around the mechanisms
of organization, spanning from polling stations and refugee shelters

to corporate systems. These principles—rules, regulations, and
customs—form the very foundation of contemporary social, economic,
and political structures. In the present-day, government apparatuses
and corporations employ a variety of tools to regulate people's
movements and the allocation of their time. Such works as Arbol con
Chicles (1999), A29 (2014), and Items in Care of Items (aranya) (2023)
[fig.6] all touch on the experience of queuing and waiting—for a

bus, a government agent, or a cloakroom attendant. At its core, the
metaphysics of capitalism and social control manifests as a technology
of time. In this Fordist exchange, we relinquish control over our time in
return for capital, order, and the pursuit of equality.

Kuri, however, goes beyond merely raising the question of time; he
delves deeper into revealing time's role in the inner mechanisms

of production. The Aranya Art Center commissioned Kuri's latest
tapestry based on Fa Piao—the official receipt integral to corporate
accounting, employee reimbursement, and VAT calculation in China
[fig.7]. Remarkably, this marks the first production of Kuri's acclaimed
tapestries outside of Mexico. Intrigued by the visual characteristics of
the Fa Piao, Kuri chose to use the very receipt issued for the tapestry's
production as the prototype for the artwork. It thus became the artist's
first self-referential tapestry work, in which the proof of the transaction
serves as the object itself. The once thin, disposable paper receipt
undergoes a metamorphosis, transforming into a precious and weighty
tapestry that demands care and preservation, exuding a strong sense
of materiality. As a result, it becomes a meditative object, bending

the perception of time. Notably, the tapestry explicitly displays the
commissioner's identity and production cost, offering a glimpse

into the duration of its own making and providing insight into the
commissioning mechanisms of art institutions. In doing so, the artwork
becomes self-reflective and critical, exploring art creation as both a
process of creation, a facet of trade, and resource distribution. Time is
weaved into the object's very production.

Works of art transcend mere objects of aesthetic appreciation; they
embody a wealth of information and conceptual depth. As Heidi
Zuckerman rightfully observes, "rather than perceiving material and
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information as categorical opposites, [Kuri] considers all material

as being informed and all information as material." * Looking back

at the conceptual art movement in the 1970s, such visualizations of
information as surveys and charts were directly presented as art.
Kuri, too, extracts information from objects, but the crux lies in how
he displays and organizes that information, seeking to understand the
inner workings and systems it represents. This essay aims to explore
time as one of the integral pieces and facets of information inscribed
in Kuri's oeuvre. Such an intellectual yet rigorous investigation is
carried out through the hands of a sculptor, working with a wide
range of materials. While the subject of sculpture undoubtedly merits
another essay, it is fitting to conclude the text at hand with a subtle
modification of a quote from Oscar Wilde: ...time, expressing itself
under the conditions of matter. *

[1] Liu Liangcheng, Ben Ba. Yilin Press, 2022. Translated by the writer.

[2] Calvino, Italo. Invisible cities. Translated by William Weaver. New York, N.Y: Harcourt Brace
Jovanovich, 1974.

[3] Zuckerman, Heidi. "I Want You to Know Who | Am," Gabriel Kuri: With Personal Thanks to
Their Contractual Thingness, 53-56. Aspen: Aspen Art Press, 2015.

[4] "so Art is mind expressing itself under the conditions of matter." Wilde, Oscar. "The Critic as

Artist."
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HRHS HEERE, BHENT —MERER. FX, REMEES
EBRENEELT (BERANARGEN. JENSENRE ) £EFHR
—H, HFBREIEH)/\MARABRIERENSBKTER.

CIRMEMIR ) REEHIMN. EhE—MERREEBXNYIEYE, KT
EXMERT, XFYERMRE FHEDRINE, MEDLERRRI R

HM: BERBZEES—1RS, KicBS2H 2009 HER (BEERENRE
HHFEER ) ( Retention and Flow Pop Up Chart ) FFi&#. £ 2012 4,
XM FIEmAOMERER TRENSBHNEESEM, UREERTME
FEANEMBETER, ARATERESHIR, HAREANEERIE
1] — X ERAEHER T I BE— 6o

GK: =0, HEBERNEUERR—NEE, BAERAEX LMEBERE
BRI, MENERARARN. EEXMFEMERRSIF, BN
ERBEATERRATNEMNLZAMBNER, E@7TEME SR,
HANEINMEABBRESN, ESRATRARERNNEFMNEMT
RATIERN, UFHATEMBROSUES, RERSENRAEK.
KW—REEMNIEERAERNAZE, BEIZEFEER. 2R TIURE,
HEAMAZBFITFAGENSEEENARRBMRY (E—FEHNE
EMASH—KIDERE ) , ALREEEBRETUMER, ARERR
BT ARERER. Z—NEASKNRR, SERAXEERBDRE
HABAAENHEN, RERNHTERBENERBRZALEE, R
AHEREARENER ...

HM: REERIRIRIEANRRARNIEL? REEARRALARIZSIRE,
HBAERNZASZERRMAZMFERRAENEE, URRRRITR
XBIMARZIME RO ERSEE.

GK: HRIT=RER, HEFEEZZXLELE. REN—MSEMEL
&, MEEBEWRARNNR: BERRN, HEARKRINRES—
MRBRASZERAERENEH. RRYHOXLRE (HEBEMHF
HERNTMEFEE (José Kuri) I%FF ) REATERH#HITAERARNIGB
RTERE, FEEROEBRE LMERBEEMIRETRTIHER.

ZEERKECHICE, ERSMANEGE, MESF—BARHIBBIH
EbamiR, HEBRLIEHFES/R-N=HF ( Samuel Beckett ) RIEBRIE ( T
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7)Y (The Quad ) 55 E/R-Fiki&/R ( Marcel Broodthaers ) 7E5&iH#H
AEMHBEETENBRRE—RE, BINLNAERERBTHE (Gabriel
Orozco ) B EHBNB LS EMELCA LWEBE; RIEEMAKN
EEERIE-FH (Sophie Nys ) FI—#RSITZHER, URHMIESR
XM UABRBAEMMYBRME, HERR—MERME, mXMgERt
5XENMABRRHMEREMN. RRARRBXHMBRIEER: MRXZ
RRERABINARA, FEREBEXMBEGRLEUA, BAFKMMRT
T o BMITRIZERAMAMMIXF KR AN AFBI. XMEXEHFHE]40E
BEXNBINENRE, P —NRETARFERELAES|INET( Abraham
Cruzvillegas ) §1EH), BBFIRBHIMANT —RIZ T RBREM=ENE
5 (MRBEEXFFRNIE ) , B—MKEX+RENBRENRE, °

HM: BBE—NEEHNERFEABMRENEE, RXFAAREH.
ER—RFE, REESTUESRNZAERIINX FEAEE? Eh—
ARFEFRECMEFERIM TIS? MREHIE, BUHAENHR?

GK: ZR—MRIFMIEE. BRRBHRIFZAE—NEXTEANER, BN
TEERA A RMAIRXF LR, ROTIRSRNETEMRE, &
REABANETLURET . SEBKZEMNZFNIEEURTRHREER
Y, HSEIE, HEEBRXEWETEIN.

A—AE, ERKENE, RNZAZRENETTTEZNERRTA
=Y, MAR-—ESNMRFXMARE. SEPEFIERRTNER,
HETHIASHNEIIEDFE - XRERILBIBEFED 2R
FEREIRIR. FE—ERUMNBRABRS, RESAFNMEHEUNZ
AR¥Eq, ERFHNETEANNERETERERPBRE.

FERLEMR, BHTARARKEGE R, RERERSWITEFARA
ZARR—F. FEHANEAR, BEHMBFANERR, BEATEEA
ARE (ERZZEFIASTFEAC) , BARKIEBEFTHAMIIMIREK
Tl

[1] &RFR-EEMR (Morgan, Jessica. ) , (MIAER-ER: BIOEHAR) (Gabriel Kuri:
Suggested Taxation Scheme ) , ZHihRit, 2007 £, %27 Mo

[2] BYE “Primordial Saber Tararear Proverbiales Silabas Tonificantes Para Sublevar Tecnocracias
Pero Seguir Tenazmente Produciendo Sociedades Téantricas—Pedro Salazar Torres (Partido
Socialista Trabajador)” , HI{HIF FTEZAFIMNET ( Abraham Cruzvillegas ) FIIN# B /R-FE
B ( Gabriel Kuri ) E%#%I, F “Pacific Standard Time: LA/LA Regen Projects” B, &4,
2017.9.9-10.28,
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Complete Organizational Stasis:
A Conversation between Gabriel Kuri
and Humberto Moro

Gabriel Kuri, Humberto Moro
May 2023

Humberto Moro (HM): Many things have been said about "El taller

de los viernes," and you have spoken extensively about what it was
and your memory of it. There has been a profusion of texts, even an
exhibition. | would like to shift our perspective from the past to the
present—to name what it is now, given the passage of time and the
differences. Where do you position yourself now in relation to your
fellow colleagues from this group? What has remained? What has been
lost?

Gabriel Kuri (GK): Frankly, | cannot see anything lost for us as a group
of interconnected individuals that hasn't been experienced in a similar
way by almost everyone else. With the internet and globalization, there
appears to be a level ground and a network of joint dots, yes. And yet,
there is also less air, less chance for secrets to be kept, less terrain for
exception to breed, and an increasing appetite for speed over depth...
This doesn't exactly enrich us, and whether we like it or not, we are all in
it together.

What may remain can be answered in a simple yet amazing way, and
only in the present does it take on a truly special dimension. I find it
unlikely and extraordinary that all five of us (Gabriel Orozco, Damidn
Ortega, Abraham Cruzvillegas, Dr. Lakra, and myself) are still active
as artists. | can only speak for myself, but here | will speak on behalf
of others, too. Art is not just a life project for each one of us, but also
our source of income and full-time activity, including our dialogues. In
terms of strict probability, this is nothing but remarkable: five out of
five, 35 years and still going strong. If there is something that each of
us does and is at the core of this story, it is probably the act of making.
We have always emphasized, from the earliest days to now, the crucial
importance of not outguessing oneself. And this ethos, rather than
verbalized first, has to be inquired through the act of making.

HM: One of my earliest memories (of an idea, which seemed radical



fig1

Suggested Taxation Scheme
2005

Mixed media on structure
with weather proof roll

fig.2

One Cube

2006

Plywood, weatherproof roll, coconut, can of
coconut juice, plastic bag

fig.3

Blind Photocopier

Dead Filing Cabinets

2012

Weather proof roll on metallic cabinets,
weather proof roll on photocopier

fig4

Thank You Tray (Wedges 2)

2023

Powder coated steel, painted aluminum,
magnets

Produced by Aranya Art Center
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at that moment) was my father trying to explain that an orange in a
supermarket and a plutonium bar in a nuclear reactor are both "natural"
or part of "nature" insofar as they come from nature. They exist within
distinct physical, semantic, and symbolic spheres with different
degrees of human manipulation. Many of your works play directly

with this alleged distinction between the natural and the artificial,
sometimes using this tension to generate thought-provoking dialogues.

GK: Your father and | could actually agree on this. | have said in several
interviews that | don't subscribe to the idea of there being a categorical
distinction between the natural and the human-made. Rather, it is only a
matter of the degree of intervention. | don't know what occupation your
father had, but his perspective sounds like that of a scientist. | think the
fact that we can name water, earth, or electricity (let alone exhibit them
in an art gallery) already reveals a social apparatus and a not-so-slight
degree of intervention. The language that we use, even when discussing
the possibility of there being something untouched by it, is a code that
originates from the same rationale that produces machines and artifice.

You are right in pointing out that my work often plays with dialectical
oppositions—I often think in opposing poles, which are nevertheless
connected. Undoubtedly, there is tension and contradiction between
them. But don't you think that an artist who starts from the assumption
of a categorical distinction between the natural and the human-made,
thereby assuming the role of an arbitrator, can only do so with an
inevitable dose of morality or, worse, of entitlement?

HM: You've spoken about the idea of the "soft and hard dialectic" and
the use of a particular material, which I’'m interested in: roll roofing, or
this type of waterproof roofing material. It has appeared in several of
your works, like Suggested Taxation Scheme (2005) [fig.1], One Cube
(2006) [fig.2], and Blind Photocopier and Dead Filing Cabinets from
2012 [fig.3]. These objects created with roll roofing are fascinating to
me because they present a tautological argument about the inherent
absurdities and discrepancies within a specific system, or as Jessica
Morgan has described: "There appears to be both a fascination and a
ridiculing of the book-keeper's world in Kuri's work."

GK: | like that you have observed the use of this material in my works
that serve as commentaries on the administrative. | see why. I've

been drawn to this material since | saw it in a roll form. It resembled
elephant skin and the idea that first prompted me to use it was its
impermeability—with a surface that cannot be passed through, it

is a roll of finitude. I first utilized it to seal off a cube in an exhibition
exploring this shape and the concept of infinitude. Now you observe that
I have persisted with this material in the prosaic world of administration
and bookkeeping... That is a very good point. You actually make me
wonder why this material has found its way mostly in forms that stem
from the bookkeeping world.

HM: From the early stages of your production, you have used
bureaucratic language as a material juxtaposed or mashed up with



fig.5

Untitled

2013

Mixed media in lightbox (stainless steel,
Perspex, rubberbands, cardboard, paper)

other mediums. Phrases like "thank you, " [fig.4] "please," "thanks

in advance," "asap," "a la brevedad posible," and others have been
pervasive throughout decades of your artistic practice. This is
intriguing to me for several reasons, which | will try to unfold: First,
because we come from a country (Mexico) where historically the
idea of progress is intimately linked to the formation and proliferation
of institutions; however, paradoxically (yet almost unsurprisingly),
these very institutions produce and perpetuate a Kafkaesque entropy,

ultimately embodying the epitome of paralysis.

GK: Perhaps here, | am redeeming the role of the institutional or the
bureaucratic? When | work directly with words, | often try to squeeze
something out of the impersonal and worn-out official language... |
prefer to think that words like "thank you " stimulate rather than
terminate a transaction, or to think that there is a form and materiality,
a kind of synesthetic embodiment, to the idea behind the word "please. "

J.L. Austin's book How to Do Things with Words, which explores

the concept of performative utterances—speech acts that prompt
enactment and change (such as "doy fe")—would probably have

to be rewritten. Or perhaps it could be expanded upon in different
directions. It is undeniably true that there is a perpetually resilient
ambiguity in verbal and written language, be it poetic or pragmatically
straightforward. We all know that well in México.

I love how Carlos Monsivdis has pointed out if the verbiage of Cantinflas
was once a parody of Mexican bureaucrats or politicians, it eventually
became their justification. This is the irony in the cultural justification of
that paralysis you mentioned earlier.

HM: David Graeber, in his book The Utopia of Rules: On Technology,
Stupidity, and the Secret Joys of Bureaucracy, says: "The Iron Law of
Liberalism states that any market reform, any government initiative
intended to reduce red tape and promote market forces will have

the ultimate effect of increasing the total number of regulations, the
total amount of paperwork, and the total number of bureaucrats the
government employs." According to him, efforts to improve processes
will not produce anything and on the contrary, their effect will be
proportionally inverse and exponentially useless. Ever since | read that
statement, | can't help but relate it to your work.

GK: | like the way you put it when you spoke of bureaucratic entropy
earlier. You made me realize that apart from the physical entropy that
the universe is experiencing, one could think of a comparable immaterial
quota for every operation of change in the realm of ordering principles.
And regardless of our mental efforts to organize ourselves and the
universe, the loss will always be greater until we reach a point of
complete organizational stasis.

HM: Another idea that arises from Graeber’s book is: Can bureaucracy
be beautiful? And perhaps the first thing that comes to mind is your
Inverted Lightbox series from circa 2012 [fig.5]—a strand of your work



fig.6

untitled (nadadores)

2006

Turn tickets on vintage magazine page

fig.7

untitled (migracién)

2008

Turn tickets on vintage magazine page

fig.8-9

untitled (divided table 1)

2012

Mixed media on tables with metal dividers
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that deeply resonates with me.

GK: These Inverted Lightbox works are impressionistic. | wanted to
recreate a series of impressions of offices and classrooms, as viewed
from the outside, from the street. The spectator can only see the
backside of papers stuck on the window panes and presume the order
of their layout as seen from the inside. These works indeed celebrate

the beauty found in an office or a classroom. The concept of light is

very important in this sense, which is why | wanted light inside the
actual work pointing at the objects, with the spectator being able to
only observe from the outside, from the back. It is equally important to
consider the complete and implosive darkness of the blinded photocopier
or the filing cabinets covered with tar roofing roll, contemplating them in
relation to light.

HM: Continuing with the idea of bureaucracy as an inherently failed
system, you have used other elements like queue tickets. The idea of
how a document can administer some sense of discipline into bodies is
also something you have addressed, perhaps unintentionally, through
a series of collages: sin titulo (nadadores) (2006) [fig.6], untitled
Migracién (2008) [fig.7], and other works related to activities like
voting, such as untitled (divided table 1) (2012) [fig.8-9]. These works
explore the spaces in which the body, or its actions, are regulated by
normative systems and mechanisms.

GK: | appreciate your observation about bodies being regulated by
printed paper stubs, particularly when these bodies must wait in order.
There is something primal about the function of a ticket, which serves a
purpose closely tied to inaction. Your number on the ticket means you
must do nothing until it is called, resulting in a mysterious relationship
with the length and especially the quality of time that this wait may

entail.

| started collecting queue tickets around the same time | started
collecting receipts. Despite both being testimonials for having been
somewhere, at some time, the queuing stubs attest to blank time, like
some sort of a negative portrait, while receipts are evidence of an act of

affirmation.

| have also commented on social situations of exception or projection
into the future, like emergency shelters or voting centers, as you have
pointed out. The way people and materials are organized in these
temporary settings is of great interest to me: the enclosures in a voting
center, their geometry, and the fact that they host a moment that shapes
the future... Meanwhile, | find it compelling to examine emergency
shelters and see how ordering principles—of materials and also of
people—respond to this kind of urgency. | once created an exhibition
with some basic structures | took from voting centers and emergency
shelters, while asking the audience to donate materials of basic
necessity. | improvised sculptures with both, the given structures and
the donated materials, which were made available to aid organizations

once they may require them. So the actual life of the improvised works



fig.10

Donation Fountain

2012

Bird spikes on powder coated metal, coins

fig

Self-Portrait as a Basic Symmetrical
Distribution Loop

2014

Insulating roll, string, didactic cardboard coins
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involving both sources was contingent on there being a situation of
urgency in which the materials would be required.

HM: I'm also curious to hear your thoughts about non-human beings.
You have also used materials that regulate other types of bodies—in
this case, pigeons, such as in Donation Fountain (2012) [fig.10]. Pigeons
are also historically associated with institutions. Elements of defensive
architecture are another material that you have used.

GK: Anti-pigeon spikes are a device that have caught my eye in many
instances of public life. They are meant to be discrete, but come across
as visually intrusive and physically violent. They line window ledges,
often horizontal surfaces on building facades, and other times even
adorn the shoulders or ornaments of statues. | have tried to redeem
their value by exploring their sculptural potential. While they occupy
horizontality, or rather rule it out, they also enable a form of indexation.
Once | lined all the window ledges surrounding the interior of a gallery
(a waist-high surface that people normally leaned on) and pierced them
with all my receipts from the past eighteen months.

Donation Fountain came afterwards. It also carries a physicality directly
related to the spikes, except that in this case, the physicality comes from
the gesture of tossing coins that fail to be caught by the spikes.

HM: Now | want to turn to a different series, which | believe started

in 2009 with Retention and Flow Pop Up Chart. In 2012, these wall-
contingent works, with silver and golden insulating roll and other
hanging elements like cans and bags, took on a self-referential element
and ultimately became self-portraits [fig.11]—a reference that one
might consider an anomaly in your work.

GK: Yes, portraiture is an anomaly in my work because conventionally it
entails depiction or representation. My work is not representational, but
in this particular group of works, the idea of them being bodies through
which a diagram of lines described different phenomena or functions
pointed at a form of portraiture. | acknowledge that they are eccentric
as portraits, but in the diagrams that | was drawing with strings and
various elements weighing down or in tension, there seemed to be an
abstraction of something bodily. | started to think of them as portraiture.
The only way to see if they work, in their simple physical demonstration,
is to try them out. After a few attempts, | realized there were limited
ways to configure the strings and nails (what never changes is the
standard one-meter width of the roll) and still make them function. So |
laid out a few matrices on the wall and worked intuitively through a few

variations.

Another curious aspect is that once | made an exhibition of these
works and had to title all of them, what effectively helped was to
reinterpret them as line drawings and identify what was happening,
diagrammatically speaking...

HM: Can you speak about your work as a curator? You have been
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engaged in a number of exhibitions as a curator, and | wonder how your
engagement in such endeavors is informed by your artistic practice
and how, reversely, it informs your practice.

GK: I have curated three group exhibitions and | had a great time

doing so. Let me start with a generalization here, just for the sake of
putting a point across. Often | see that exhibitions curated by artists
have a certain freedom that curators or academics cannot afford. The
exhibitions | curated (all in galleries and encouraged by José Kuri) were
made in a context where I did not have to conduct much research and
was thankfully given access to the works on my wish list.

There is a strong associative mechanism in my practice that works both
for producing my own art and for collaborating with that of my peers.
For instance, | had dreamed of seeing Samuel Beckett’s television

play The Quad next to pictures of Marcel Broodthaers quietly holding
up signs in Speakers' Corner, alongside Gabriel Orozco's picture of
potatoes placed on notebooks in a supermarket; | also wanted to wedge
in an eccentric work by my colleague Sophie Nys, among other works...
These are associative projects in an exhibition space that attempt at

a comparable cohesiveness to what | look for in my own shows. [ just
follow the feeling that if this is something | am eager to see first, and

if I can convey that desire to the audience, then | am on to something.
Discourse should naturally flow from this approach. This associative
ethos also guided the two other exhibitions | curated. One of them was a
collaboration with Abraham Cruzvillegas. That was again a show where
we included a collection of informed hunches, if | could describe them
this way. The show had a fifteen-word title. ?

HM: A question that is often directed toward a more specific group of
people pertains to parenthood. You are a father, and | wonder if you
can speak about that experience in relation to your artistic practice.
Has being a parent impacted your work, and if so, in what way?

GK: That is a good question, and | don't think | have an answer that
extends beyond the obvious. Since | became a father to twins seventeen
years ago, | have had to enhance my focus and efficiency. | simply did
not have much time to squander anymore. When | look back at the
substantial body of work | have done since my kids were born, | honestly
cannot explain how this was possible.

On the other hand, thankfully, my practice is open to anything that
may cross my path, and | have worked to maintain this openness. |
spent a considerable number of hours staring down at the sand while
looking after my kids in playgrounds... This is where my works of sand
punctuated with cigarette butts and coins originate from. And in a
similar vein, | have found myself in a few fortuitous situations that
effortlessly transformed into artworks, along with countless hours in
situations that did not.

Mind you, | do not endorse parenthood, just like | would never try to
persuade anyone to become an artist. Many of the greatest artists, and
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the ones that | admire, always, have either been unfit for parenthood
(unable to love someone else more than they love themselves) or simply
never included having offspring in their future plans.

[1] Morgan, Jessica. Gabriel Kuri: Suggested Taxation Scheme. Roma Publication, 2007, p. 27.

[2] Primordial Saber Tararear Proverbiales Silabas Tonificantes Para Sublevar Tecnocracias Pero
Seguir Tenazmente Produciendo Sociedades Tdntricas—Pedro Salazar Torres (Partido Socialista
Trabajador) curated by Abraham Cruzvillegas and Gabriel Kuri, on the occasion of Pacific
Standard Time: LA/LA Regen Projects, Los Angeles September 9 — October 28, 2017.
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fEGRIE
Exhibition
Checklist

1. (OEFER)
Arbol con Chicles (Tree with Chewing Gum)
1999
EE
Wallpaper
RS9%

Dimensions variable

2. (&5 )
Board
2022
MRk, . FHEEL. BESER. BYUKIBME
FIRIBRAE
Cigarette butts, coins in slotted felt, and MDF board
in plexiglass and aluminum vitrine
97 x92cm
HBIARIE Z AR AU SZ R HIE
Produced by Aranya Art Center

3. (FERmEY&E (BIERIE ) »
Items In Care of Items (aranya)
2023

AN EMTIRE. RSHE, URSRXYE

4 painted steel sculptures, numbered magnetic disks,

and assorted items
E 1% Diameter 160 cm
HRABEZARFROEEFIE

Commissioned and produced by Aranya Art Center

4. (ERERWIEE (L) )
Lotto Oyster Shells Vitrine (Horizontal)
2020
BHARENEEEE. /T, %%, BEIREE. WMk
Magnetic stainless steel vitrine, light, oyster shells,
scratch lotto tickets, magnets
100 x150 x 7.5 cm

5. (RRERIKEE (2X) )
Lotto Oyster Shells Vltrlne (Vertical)
2022
HMEREINEIEE. [T, 15, BIRIRE. Mk
Magnetic stainless steel vitrine, light, oyster shells,
scratch lotto tickets, magnets
150 x 100 x 7.5 cm

73

10.

1.

. (ESFL Y
Tongues and Holes III
2021
N 1NN NN

Stainless steel, paper, shells, spackle
90 x 220 x12cm

(EBR (HEEXNE) )
Untitled (Dimensional Equivalence)
2016
Wk, BWNE. SE1EH
Found objects, mussel shells, mixed media
101.5 x130 x 32 cm

- (GETRD

Canopy

2023

ERMIERTETN E%EEY, R

Debris on makeshift transparent canopy, shells
Rrar%&

Dimensions variable
HFIARIE Z AR OEEFIE

Commissioned and produced by Aranya Art Center

CFm »
Forecast
2015
BNBIBMAFIRIE. SEEM. NETERR
Mixed media in wood and plexiglas vitrine with
interior lighting
240 x 200 x 100 cm

Qi)
Chinese Whispers
2019

£F . KRIFE
Blanket, fruit labels
R~tar%

Dimensions variable

( e 27N SRR )

Complimentary Cornice

2008

KEAR. RELRER

Marble slabs, complimentary toiletries
132 x190.5x3 cm



12.

14.

74

(EZBEE (ithmm1) »
Untitled Chart (Floor 1)

2016

KRELF . BRIRRE

Wooden wedges, plastic signs
R9%

Dimensions variable

2B

Box for Stand

2015

TEEW. BERE. CRAH

Stainless steel, wrapped straws, nylon fibre
58 x 54 x 50 cm

( BERIEAERTHRIMEEE )

Self-Portrait as a Basic Symmetrical
Distribution Loop

2014

FRfMiRl. B, HKiAREED

Insulating roll, string, didactic cardboard coins
100 x 100 x 25 cm

CEr)
Er
2014
Mek. RELT. REI
Steel, concrete, lacquer paint
12x200x120 cm

(&FFE)
Card Eating Tongue
2022
NEW. W EE&REL. ETHREEZR
Stainless steel, padding blankets, composite
concrete, vacuum formed plastic
22.5x90x181cm

(REgE (R 2) )
Thank You Tray (Wedges 2)
2023
MARRBEM. BURER. B
Powder coated steel, painted aluminum, magnets
22.5x90x181cm
HRABEZ RO RFHIE
Produced by Aranya Art Center

ARED

Fa Piao

2023

FRAFEEEY

Hand woven wool tapestry
140 x 200 cm
HBIARE Z AR FOEEHIE

Commissioned and produced by Aranya Art Center

{#¥ 2007-2008 )
Column 2007-2008
2008
M. REL. WERBKIE
Steel rod. concrete, collected receipts
Ra%

Dimensions variable

20.4 BRTTIRFR )

21.

=

22.

23.

Euro Withdrawal

2023

FOAFEEY

Hand woven wool tapestry

180 x 130 cm
HFIARIE Z AR HO S EFHIE
Produced by Aranya Art Center

(=3 p9)
Thank You Clouds
2004
360° TR RS . MR
360¢° pivoting fans, shopping bags
RY9%

Dimensions variable

CEE I () )
Platform Il (Dish Stack)
2012
ARITIR. B, W& REF. BUHEE. %48, BE
EH. BRF, WHRIER
Wooden pallet, blanket, steel rods, cement, perspex,
wire mesh, ceramic crockery, sponge sheets,
gravelled latex
88 x180.5x100 cm

CBRIBKEL )
Upside Down Horizontal Line
2008
RAFE. RBRL. BT
Waste paper bins, concrete, ribbon
80 x40 x40cm

24. (BIEKFELZ )

Upside Down Horizontal Line

2008

B, BEL. BF

Waste paper bins, concrete, ribbon
80x40x40cm

25. (TR )

Untitled

2016

K. Bt

Concrete, walking sticks
85x77 x40 cm

26. ( RRFHIFEHZFRD

Developing Property Development

2013

SIEME. RTFRE. EARELT
Composite concrete with Jin-Chan frogs
and Euro coin holders

1 ANERE

11 parts

RYg%

Dimensions variable



27. (IR (FEmKE) )
Untitled (coin trick)
2015
Vintage magazine pages
77.6 x 26.5 cm
frame size: 96.5 x 43.7 x 3.3 cm

28. (X&)
Untitled
2014
Vintage magazine pages
64.5x26.5cm
frame size: 82 x 43.8 x 3.2 cm

29. (A29)
A29
2014
ZARET. FR
Vintage magazine pages and turn stub
33.2x26 cm
frame size: 50.6 x 43.5 x 3.2 cm

30. (fit@m (MBAEDT))
Offering (to Saint Martin)
2021
4. PH R EIEESA
Paper, PH neutral cellophane
6x32x52cm
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MHmERER
Gabriel Kuri

M#HBRR-FEE (Gabriel Kuri ) 1970 EHAEF 2R, BRIFELLH AT
HEEREFNIE. RIENNRBEHE 2023 FEEASTHRAZREY
ERRR TN ; 2019 FEHEE/R WIELS HRZ AR (WIELS)
FIRWE “9%, BAE" ; 2014 FEXEHREZZAEMIE ( Aspen Art
Museum ) IR “IAN AR X RIS IAI2L5E" ; 2012 FE7EHEL
BRIBEARIT (Bergen Kunsthall ) ; 201 £ EERBEHER ( South
London Gallery ) MER “SXLZEMNNEZIT" ; 201 FHEEERL
Y RZEARZR ( The Institute of Contemporary Art ) IR “S&BA
EEMERFEEONE” ; 2010 EEZBEHRFEZANS ( Kunstverein
Freiburg ) MRE “EZSHREMAS" -

Gabriel Kuri was born in 1970 in Mexico City and currently lives and
works in Brussels, Belgium. Recent solo exhibitions include forecast,
Museo JUMEX, Mexico City (2023); sorted, resorted, WIELS, Brussels
(2019); with personal thanks to their contractual thingness, Aspen

Art Museum, Aspen (2014 ); Bergen Kunsthall, Bergen (2012); Before
Contingency After the Fact, South London Gallery, London (2011); nobody
needs to know the price of your saab, The Institute of Contemporary

Art, Boston (2011); join the dots and make a point, Kunstverein Freiburg,
Freiburg, Germany (2010).
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Julie Boukobza

KEHRHILR—EBBRETERNERA, 2 EEF/RE LUMA E&

% (LUMA Arles) IEBINBM AT Ao 2022 7K, hEBRKRTIER
/R B (Michael Dean) WRERN “E&FZE" (Tendre-sur-Estime), iX
RibRIFHREITX “Pourquoi Paris ? ” B—&B4. 2022 £ 5 B, {5 Julia
Morandeira Arrizabalaga £S5 {28 CA2M HREHKX T ERE “Myriad
Reflector” c 2021 £ 9 A, K F- R LA EE R BARTE RERZI

i 18 (Braunsfelder Family Collection )& X! T &R “Kolé Séré”".2021 F 18,
t5{Cura )X EHBRIBTRACHUbert BN TFRIESIL B IFE &,
2020 £ 18, th7EEAFIK Z A Converso HE 2737 16 7 /Rl B ( Michael
Dean )l/NR“The End”o £ 2018 £ X 2019 FHi ), it 5B A P EFIRE
FLZ (Stéphanie Moisdon) M1IZ RRS&-A% - iR (Matthew Lutz-
Kinoy) EE R HFEIE T M2 Z AZ[8 “45 bis rue Ramponeau” . 2017
F, it 5T ZAREER (Swiss Institute) E/RIEREERZ A BMIEHR
FE&EXT—1%427 “FADE IN 2 EXT. MODERNIST HOME” F&ff&. 2016
&, 5% THERR HEEE K (Marian Goodman Gallery) KR “Pure
Fiction”, PAR{K1S-E/R (Peter Shire) ZEEZRFER (New Gallery) B4
& “Love and P's” o

Julie Boukobza is a curator based in Paris, and is currently the Head of
the LUMA Arles Residency Program. In the fall of 2022, she curated
Tendre-sur-Estime, a 5-chapter exhibition of Michael Dean's work in
Paris, as part of Pourquoi Paris?, her new curatorial project. In May
2022, she co-curated with Julia Morandeira Arrizabalaga the group
exhibition Myriad Reflector at CA2M in Madrid. In 2021, she curated
the group exhibitions Kolé Seré at the Braunsfelder Family Collection
in Cologne, as well as Wear the Right Thing at the Gallery at VCUarts
Qatar. In 2020, she curated artist Michael Dean's solo exhibition The
End at Converso in Milan. Between 2018 and 2019, she co-founded an
artist-run space in Paris with the curator Stéphanie Moisdon and the
artist Matthew Lutz-Kinoy. In 2017, with the Swiss Institute she co-
curated a group show at the Museum of Contemporary Art in Belgrade
called FADE IN 2 EXT. MODERNIST HOME. In 2016 in Paris, she curated
the group exhibition Pure Fiction at Marian Goodman Gallery, as well
as a solo show of Peter Shire's work at New Galerie.
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HIUREES

Humberto Moro

HNRIE-ETRAL BT ZEAREELS ( Dia Art Foundation ) IR RKEIZ
i, REREKRE. Hk. ZISHESS 5. EItzE], tEEFATHE
ALK EARIE (Museo Tamayo ) HENEKZRERERRA, HEKRKT
¥R “OTRXS MUNDXS” , DAREELETEMNFERMNSRIZITHRER
BREERRA, AATSMZARNER, SFERFFH-HhER (Oliver
Laric) . FJEHR-B4F (Liliana Porter ) « FHE-£kK/R ( Pia Camil ) . i%&
#-4A/R (Tom Burr) . #%&% ( Yang Fudong ) . B35 k#4E/R ( Mark
Wallinger ) . ¥iER-4RFIZ (Isaac Julien ) . ZWIZTREBRE#E ( Anna
Maria Maiolino ) &, EF IS EALN AR KEEME ( Park Avenue
Armory ) F1ZFSHEMEAERETEARIE ( Museo Jumex ) BRI 5RRIRS,
HEESXFFBE/R. THILT EKHENK (Gonzalo Lebrija) « FREH- K
FMEEHR- R ( Barbara Kasten ) MISHERIXE.

Humberto Moro is Deputy Director of Program at Dia Art Foundation
in New York City, where he oversees the curatorial, publications

and learning & engagement departments. Previously he was Deputy
Director and Senior Curator at Museo Tamayo in Mexico City, where
he curated the group show "OTRXS MUNDXS"; and Adjunct Curator
at the SCAD Museum of Art in Savannah, Georgia, where he organized
exhibitions by artists like Oliver Laric, Liliana Porter, Pia Camil, Tom
Burr, Yang Fudong, Mark Wallinger, Isaac Julien, and Anna Maria
Maiolino among many others. Moro has previously held curatorial
positions at the Park Avenue Armory in New York and Museo Jumex
in Mexico City, and has written about the work of Tom Burr, Gonzalo
Lebrija, Liliana Porter, and Barbara Kasten.
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KR

Damien Zhang

KEPRABIEZAFONER, URRE “NHERER" BHREA.

Damien Zhang is the director of the Aranya Art Center. He is the curator
of the exhibition Gabriel Kuri.
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XEMSRE “MHERER” BHEMN.
F4R: KEh

BRE: BES

&t &%E

Ei¥: Juliette Desorgues. 235w, =B
YR4E/HE) : Owen Duffy

BE “NMHERER" HBEZARPMEKKEFHREMEEESA
N, F2023F3F12HE2023%F 6 B 25 HEMBIEZARFOLEN,
MRANFFE © 2023 BT Z RPN ERRMNEE. REFEHAPERE,
AEMEETRIABUEFTHFTXES.

FR4SAERRSN, FREERYIBEZARMGER-ER. £3HFEE HQ E.
2/ AYNERSHRERE. BRAZR-ASEHBMNBEKR/ BR/ g
IRIEE/REBER.

BRE “MAEERER" MZERKYBRINTRER.

This catalogue accompanies the exhibition Gabriel Kuri.
Editor: Damien Zhang

Coordinator: Jiang Ruoyu

Designer: Jin Yankai

Translators: Juliette Desorgues, He Xiao, Leah Huang
Editorial consultant: Owen Duffy

The exhibition Gabriel Kuri is organized by Damien Zhang, director

of the Aranya Art Center, with the assistance of Wang Jiaming. The
exhibition was on view at the Aranya Art Center, March 12, 2023 - June
25, 2023.

Copyright © 2023 Aranya Art Center, the artist, and the authors. All
rights reserved. No part of this catalogue may be reproduced in any
manner without the written consent of the publisher.

Unless otherwise noted, all images courtesy the artist Gabriel Kuri;
Sadie Coles HQ, London; Kurimanzutto, Mexico City, New York; Galleria
Franco Noero, Turin; Esther Schipper, Berlin/Paris/Seoul.

All installation views of the exhibition Gabriel Kuri were photographed
by Sun Shi.

P54-P62

E1, 8% MHEERER

B2, FE, “FH-HBEE & NRWE-PIAR - EHE" | EFWUL, SFFEEEMN
[E 3, 85 Estudio Michel Zabé.

B 6, #E&: Estudio Michel Zabé / Enrique Macias

E7, #%: NHERER

& 8-9, #§%: Estudio Michel Zabé

B 10, A, “ERULEIE 20147 | RERIEWIE

P78

B, BRBSETZAESS, B%: Gabriela Herman

P54-P62

fig1, Photo: Gabriel Kuri

fig.2, "Laura Steinberg & Bernardo Nadal-Ginard", Chestnut Hill, MA
fig.3, Photo: Estudio Michel Zabé

fig.6, Photo: Estudio Michel Zabé / Enrique Macias

fig.7, Photo: Gabriel Kuri

fig.8-9, Photo: Estudio Michel Zabé

fig.10, "Made in L.A. 2014 ", Hammer Museum

P78

Portrait, Courtesy of Dia Art Foundation. Photo: Gabriela Herman
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BOM. BER. KB
MREIRE R

Chang Xinyu, Tan Moyu, Wu
Xiaona

Visitor Experience

EIRE., X

Ri&

Chang Haiying, Cao Yanguang
Custodian

= R
KRR / BEEARER
Gao Liangjiao

Curatorial Assistant / Press and
Public

BF
RESRRWI

Guo Ping

Facilities and Security Manager

. EFIF. TEE. FIEE
2R

Guo Wei, Lu Shuwei, Wang
Zhichao, Yin Congnuo
Security

=R

BEXE/ THEE

Jiang Chenxi

Operations Manager / Head of
Marketing

BES

KEYIE/ ABHARER
Jiang Ruoyu

Curatorial Assistant / Content
and Research

=

TEKENIE / KREHIE

Wang Jiaming

Assistant to Director / Curatorial
Assistant

X3

RREZELRE

Wang Sen

Senior Operations Manager

RF5

RES%%E

Wu Yiyang

Exhibition Coordinator

KEH

1B

Damien Zhang
Director
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FIBEZARFOLR—NERERFD, BETFHENLEGTHXARPLEES
BEARX. HEFRHANBRITARERT. HEENGFE. FEHNZEM
AEARBRRRELIER, LERAMIMNIERRG—HRENNEG. REH
IZFEAR NS REBHE RIS SN RITEREER. B 2019 F£5 BFE
PR, BT ZEARFAOELEATHIRE, BFEER EH"M 43",
IR REE-F/R (Anselm Reyle ) . #F/R4E-KHFE ( Sylvie Fleury ) .
FREMINA R /R-ER ( Gabriel Kuri ) BIRENMANE

Aranya Art Center is a kunsthalle for contemporary art powered by
the seaside community of Aranya in Beidaihe, China. The architecture,
designed by Neri&Hu, has a heavy volume, dark facade and concrete
wall tiles of different textures, imbuing the art center with the
appearance of a resilient rock. The spiral staircases inside the building
connect the open-air atrium at the bottom with each exhibition gallery.
Since its opening in May 2019, Aranya Art Center has presented ten
exhibitions, including the group exhibitions Long Day and Etudes, as
well as the comprehensive museum exhibitions of Anselm Reyle, Sylvie
Fleury, Tao Hui and Gabriel Kuri in China.



aranyaartcenter.com FHERTE

+86 03357825290 #H 9:30-19:30
({£1EATE: 19:00)
BAZAE
Opening Hours
9:30 - 19:30
( Last admission: 19:00 )
Closed on Tuesdays

aranya
art center
AR I ZIARH G

R 2 Bt ETHREX
FIAR I # &8 At X FTARE Z AR AL
Aranya Art Center,
Aranya Beidaihe New Area
Hebei Province, China



