Southern Artists Salon

Established Guangzhou, 1986

First Experimental Exhibition for Artists Salon
of South China 1986

video documentation, 28:18 minutes
Courtesy artist Wang Du

The Southern Artists Salon was established in Guangzhou in 1986
by artists connected to the Guangzhou Academy of Fine Arts. In
September that year, the group presented its First Experimental
Exhibition in an abandoned student auditorium at Sun Yat-sen
University. Proposed by founding member Wang Du, the resulting
‘exhibition’—a thirty-minute cross-disciplinary experience
combining painting, music, and live performance—was presented
twice. Reflecting the Salon’s interest in dissolving boundaries
between artistic forms, theatrical, sculptural, dance, and musical
elements were incorporated through experimental use of lighting,
props, costumes, choreography, and sound. Clad in white leotards,
these performers were not Salon members, but professional dancers.
Wang Du justified this on the basis that he did not want to create a
performance art piece centered on the artist: the dancers received
instructions, and their bodies contributed to the medium. The
choreography consisted of basic movements like sitting, standing,
and lying down—aiming to ‘wash away past experiences’ and return
to an instinctive state.



F ] ZRF T

1986 F A7 T M
“BEH ERFK YD — ]S e
1%, 19864F
XA%, 285718F)
HH S S A AN

P T EARFIS TE19865E AL M, %0 B RS ol D% 2l 135
TR, 198659 H, AZBIARTES M 1L S — 4k
IRFFW AL RS0 T “ S0 — s e . hElia i £
JEPR, Xy “Rel” AP B R =120, &5
A2 RS, BlE 7w, =i S, s
FEPIIK o Fe AR ARG WIL T HIRGE, T ZARK YD
TR ATHES 7 SEg e AT e TE L Rk gm b
L, R BEE . DR RSN, A
D3 AR SAGREE TR ek b, 2 b8
FEMAAT LD UEARFK B O N ERRAT A ZAREK
e BEA AR, AT S AU BN I — . ShfE
Mg AR AL b, BMERIEAMBIE, Higke “RE
UL LWL KATFUE TR, [IHARERPIRES .



M Art Group

Established Shanghai, 1986

M Conceptual Art Performance 1986

video documentation, 18:08 minutes
Courtesy artist Zhao Chuan

M is the first letter in ‘Man’, ‘Montage’ and ‘Mephisto’ (the devil in
Faust). ‘Man’ refers to the gender of the group’s members, ‘Montage’
signifies cooperation, and ‘Mephisto’ points to the meaning that

art holds for the community. M Art Group was established in
October 1986. On December 21 of the same year, the group held a
collective art performance in the theatre of the Second Shanghai
Workers Cultural Palace in Shanghai’s Hongkou District. The sixteen
members went on to stage one by one to present fifteen performances.
Almost 200 people were in the audience, including poets, college
students, newspaper editors, and art lovers. Performances were
unrelated to each other terms of theme or logic, but viewed as a
whole they were radical in nature, evincing a preference towards
anti-art, anti-culture and anti-civilisation. Themes of ritual, bodily
constraint, and violence recurred across the program, and an
oppressive, restless atmosphere permeated the performance, running
for almost an hour and a half. Rejecting elitism 1n art, the artists
intended to push against limitations of form, concept, and ideology.
They considered themselves to be ordinary people in society, calling
for life as art, and engaging with performance as a means to shift
awareness and challenge social and cultural normes.
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Xiamen Dada

Established Xiamen, 1986

The Fujian Art Museum Incident 1986

video documentation, 05:52 minutes
Courtesy artist Lin Chun

Active in 1986 and 1987, Xiamen Dada was a loosely formed art
group whose practice drew on affinities between Chan Buddhism
and Dada to challenge institutional authority and received definitions
of art. The name of the group first appeared in the Xiamen Dada—
Exhibition of Modern Art in September 1986. There were thirteen
participating members, initiated by Huang Yongping, alongside Lin
Jiahua, Yu Xiaogang, and Jiao Yaoming.

In December, the collective submitted a proposal to the Fujian Art
Museum that deliberately misrepresented their intentions for a
museum exhibition. Rather than presenting paintings or sculptures
as they had implied, they installed found objects and construction
materials gathered from the museum’s surroundings. The members
filled the gallery with wood, concrete, broken sofas, old tables and
chairs, iron fences, old picture frames, blowers, and trolleys, leaning
them against the walls, or piling them up together.

They used lime to mark the exhibition space, and pasted ‘No
Climbing’ signs, along with the catalogue pages of Xiamen Dada—
Exhibition of Modern Art, on the walls and ceilings. Huang Yongping
wrote in the exhibition statement: ‘In this exhibition, we came
empty-handed and finally returned empty-handed. This is an art
exhibition without “artwork™.’ The provocative exhibition was closed
within two hours. This action followed the group’s public burning of
nearly sixty works outside the Xiamen Cultural Palace the previous
month—a gesture implying the destruction of artistic authority.
Together, these interventions formed a key provocation within the ‘85
New Wave movement, questioning the function of the museum and
the boundaries of art itself.
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Survey sheets filled out by members of various artist groups,
featured in Zhang Qiang’s New Tide of Painting 1986

Courtesy Inside-Out Art Museum, Beijing

To inform his book New Tide of Painting, art critic Zhang Qiang
created two forms: Survey Form for Painting Groups, and Survey
Form for Members of Painting Groups. He mailed these forms to
artist groups or individuals previously featured in Fine Arts in China
Newspaper, of which he was the Publisher and Chief Editor. In most
cases he contacted a designated representative from each artist group,
requesting that person photocopy the forms and distribute them to
all members. After completing the forms, the artists either returned
them individually or had their group representatives collect and mail
them back to Zhang Qiang. The existing archives preserve most of
these documents. The questions were carefully conceived, and the
resulting answers credibly reflected the personal background of the
respondents: their education and work experience, their references

to philosophy, literature, and art, and their recent creative activities
and artistic 1ideas. He analysed the responses, and completed his
manuscript for New Tide of Painting at the end of 1987.
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Fine Arts in China Newspaper, 1985—89

Courtesy Inside-Out Art Museum, Beijing

Fine Arts in China was founded by a group of early-career
researchers at the Institute of Fine Arts of the Chinese National
Academy of Arts (CNAA) on 5 July, 1985. Chinese economic
reforms were gaining momentum, and in early 1985, the researchers
heard that the state would greatly loosen restrictions on the approval
of the founding of new schools, newspapers, magazines and film
production studios. Even individuals would be able to apply for a
license to start up a newspaper. The researchers. In response, they
borrowed RMB 200,000 to launch China’s first specialised fine art
newspaper since the founding of the People’s Republic of China in
1949. The pioneering founders of Fine Arts in China consisted of
Zhang Qiang, Liu Xiaochun, Yang Gengxin, Zhang Zuying, and Liu
Huimin. The first three studied art history at the Central Academy of
Fine Arts and worked as researchers at the CNAA after graduation.
The resulting four-page colour newspaper was published weekly.

It was bold and innovative: enthusiastic young critics joined the
editorial team while established artists and art theorists were hired
as consultants, demonstrating the founders’ openness to drawing on
a broad range of expertise. The paper reported on the latest trends,
academic debates and experiments in fine arts both within China
and overseas. Earlier forms of contemporary art, like the initial
emergence of conceptualism which gained momentum 1in the early
1990s, could already be seen in the paper.
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Wang Du

Born Wuhan 1956, lives and works Paris

Irreversible Trend 1986

manuscript
Courtesy Wang Du

Wang Du wrote the longform essay Irreversible Trend in 1986, the
same year as the Southern Artists Salon’s first event, of which he was
a leading member. In what would later be understood as a manifesto,
he declared that the old art forms like painting and sculpture were
merely tools and materials, and that contemporaries must have their
own spiritual carriers, which should take the form of ‘contemporary
art’. Here, ‘contemporary art’ was not reactionary. Instead, it
embraced all different ideas and thoughts—i.e. it sublated but did
not deny. It aspired only to creation, not destruction. He emphasised
that the First Experimental Art Exhibition of Southern Artists Salon
did not directly or indirectly follow the style of a particular genre
(e.g. postmodernism). It was inherently art without constraints, as art
could only be free without restraints. Wang Du strongly believed that
the exhibitions of different scales, perspectives, and methods taking
place all over the country were indicative of an ‘irreversible trend’.
After a period of turmoil, a trend towards freedom and openness had
emerged—not just in China, but globally.
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Darcey Bella Arnold

born Melbourne 1986, lives and works Melbourne

Quote: Wang Guangyi, 1990 2026

stencil in acrylic on cotton duck
Courtesy the artist, commissioned with funds from Buxton Contemporary Circle, 2026

Darcey Bella Arnold works across painting, drawing, and sculpture
in a research-based practice that anatomises language to explore

its necessity, fallibility, and creative potential. Drawing liberally
from art history, linguistics, personal archives, and popular

culture, Arnold deploys strategies of metaphor, repetition, and
double entendre to re-examine cultural touchstones and obfuscate
conventional symbolism. Her individual works often correspond
with one another spatially and conceptually, enmeshing her viewers
within intricate networks of association.

Drawing from German philosopher Martin Heidegger’s proposition
that ‘language 1s the house of being’, Arnold’s new body of work
continues her interest in how language, image, and systems of
meaning can be taken apart and reassembled. Appearing throughout
Poetry goes no further than language, paintings and sculptures
reference and reprocess the exhibition’s ideas and histories, engaging
in a complex dialogue with the provocations at its core: how meaning
is constructed, where authority resides, and what remains when
language falters. Continuing her longstanding practice of working
with material from her mother Jennifer’s notebooks, Arnold has
turned to Al translation software and stencils to distance her own



authorial subjectivity.
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Wang Luyan, Gu Dexin
Tactile Art 1988

ink on photographic paper (recreation)
Courtesy Wang Luyan and Inside-Out Art Museum, Beijing

Working for many years as a janitor, Gu Dexin observed the frequent
coming and going of people through spaces. He imagined how they
would relate to one another and perceive the world if they ‘turned
off their sight and hearing’. Also influenced by his childhood
experiences of power outages, Gu proposed closing viewers

inside a darkened space where they would rely on touch alone to
perceive their surroundings, then record what they had experienced.
Collaborator Wang Luyan suggested that rather than staging a

‘real’ experience, viewers might instead draw upon subjective
understanding to describe the various circumstances that produce
tactile sensation: feet stepping on materials of different densities,

the feeling of wearing clothing, the sensation of different types of
rope wrapped around the body, and the feeling of wind. This series
is the product of the group’s first collective creation, led by Gu Dexin
and Wang Luyan, with the participation of Li Qiang and Wu Xun.
The group also published a manifesto on Tactile Art, penned by
Wang Luyan.
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Gu Dexin

Born Beijing 1962, lives and worked Beijing 1980s-2009

Body Measurement 1988

pencil on paper (recreation)
Courtesy Inside-Out Art Museum, Beijing

Primarily a self-taught artist, Gu Dexin’s figure sketches were often
criticised by friends for their poor sense of proportions. In response,
Gu began measuring each part of his friends’ bodies, scaling the
results down with a ruler to create three-dimensional figure portraits
in his sketchbook. From a distance, these resemble conventional

line drawings; up close, they resolve into series of straight lines of
varying length, marked with centimetre gradations. This sketchbook
of small figure drawings became a starting point for collaboration
between the members of New Measurement Group. The images
shown here are recreations, drawn in 2015 according to the artist’s
descriptions and recollections.
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Gu Dexin, Wang Luyan, Chen Shaoping,
Cao Youlian, L1 Qiang, Wu Xun

Basic Existence—Point-Static Measurement 1990

ink and pencil on paper
Courtesy the artists

Following the creation of Tactile Art, Gu Dexin, Wang Luyan, Chen
Shaoping, Cao Youlian, L1 Qiang, and Wu Xun often gathered—
taking time out from their highly divergent individual practices—to
collaboratively explore the extent to which rules could standardise
individual expression, behaviour, and outcomes. Though they never
called themselves a ‘group’, their work during this period is often
described as by the ‘Analysts Group’. Basic Existence: Point-Static
Measurement was a product of these explorations. Here, they devised
a series of working models and rules, deciding on the ‘point’ as the
subject of measurement, with each participant measuring in turns.
While all six began from the same starting point and followed the
same instructions, their different results forced deeper questions
about where subjectivity persists even within the strictest systems.
They signed their names to the images resulting from their individual
measurements—the only time that their individual names appeared in
their works.
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Gu Dexin

Born Beijing 1962, lives and worked
Beijing 1980s-2009

Top, left to right; bottom, left to right:

Untitled 1980—90

watercolour on paper
Michael Evans & W Collection

Untitled 1980—-90

watercolour on paper
Michael Evans & W Collection

Untitled 1980—-90

watercolour on paper
Michael Evans & W Collection

Untitled 1980—-90

watercolour on paper
Michael Evans & W Collection

Untitled 1980—-90

watercolour on paper
Michael Evans & W Collection

Untitled 1980—-90

watercolour on paper
Michael Evans & W Collection
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Wang Luyan

Born Shandong 1956,
lives and works Beijing

Left to right:

Abstract of ruins 1988

digital print, 5 panels
Courtesy the artist

Untitled 1985

ink on rice paper
Courtesy the artist

One looking down when
looking up and looking up
when looking down

Late 1980s to early 1990s

gouache on paper
Courtesy the artist

One looking down
Late 1980s to early 1990s

gouache on paper
Courtesy the artist

One looking up
Late 1980s to early 1990s

gouache on paper
Courtesy the artist
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Cao Youlian

Born Beijing 1952,
lives and works Beijing

Clockwise from top left:

Spatial imagination 1988

gouache on paper
Michael Evans & W Collection

Maiden 1988

gouache on paper
Michael Evans & W Collection

Peeping 1988

gouache on paper
Michael Evans & W Collection

Disassembly 1988

gouache on paper
Michael Evans & W Collection

BN

195244 b5,
AT TAE b5

73 [E]AH G 19884F:

YEASIK Ky
33y« 45 SRR RS

/D 4r 19884F

ARATK K
33y« 45 SRR R4 T

i 19884F

ARAIK K
050« R SCTIRORRYR 51 1

Pt 19884F

YEASIK Ky
33y« 45 SRR RS T



Chen Shaoping

Born Beijing 1947,

lives and worked Beijing 1980s—-1996

Clockwise from left:

Untitled 1980s

mixed media on paper (colour, wax)
Collection of Zhao Youhou

Untitled 1980s

mixed media on paper (colour, wax)
Collection of Zhao Youhou

Untitled 1980s

mixed media on paper (colour, wax)
Collection of Zhao Youhou

Untitled 1980s

mixed media on paper (colour, wax)
Collection of Zhao Youhou

Untitled 1980s

mixed media on paper (colour, wax)
Collection of Zhao Youhou

Untitled 1980s

mixed media on paper (colour, wax)
Collection of Zhao Youhou

Untitled 1980s

mixed media on paper (colour, wax)
Collection of Zhao Youhou
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Qian Weikang

born Shanghai 1963, active Shanghai 1990—-96

Ladder Poem 1990, 2026

chalk, paper, dictionary (Macquarie 9th Edition)
Courtesy the artist and Inside-Out Art Museum, Beijing

Qian Weikang did not describe Ladder Poem as an artwork, but as
an exploration

of writing methods within his poetry writing and art criticism
practice. In his twenty-square-metre apartment on the outskirts of
Shanghai, he drew a series of chalk lines on the floor, like those in
an exercise book. He then climbed a wooden ladder holding a bundle
of paper strips, each marked with a word randomly selected from the
Modern Chinese Dictionary. He dropped several strips from each
step of the ladder, before releasing all remaining strips from the top
rung. The words, where they landed, formed automatic poems and
were transcribed into a notebook.

Though these were not conventional sentences, Qian was fascinated
by the ‘destruction of words>—a process resembling ‘free

writing’. This was partly inspired by Samuel Beckett and the art

of Happenings, with their anti-logical narrative. Qian’s literary
experiment laid the path for working methods and concepts he
would later apply in his visual art—such as scattering material from
a height and relying on the weight and distribution of freefalling
materials to determine the process and results. Here, the curators
have re-enacted the process to compose a new poem using the
Macquarie Dictionary of Australian English.
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Darcey Bella Arnold

born Melbourne 1986, lives and works Melbourne

Reconstruction ladder poem
2026

stencil in acrylic on cotton duck
Courtesy the artist, commissioned with funds
from Buxton Contemporary Circle, 2026

On the way to language
2026

stencil in acrylic on cotton duck
Courtesy the artist, commissioned with funds
from Buxton Contemporary Circle, 2026
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Darcey Bella Arnold

born Melbourne 1986, lives and works
Melbourne

Loops 2026

stencil in acrylic on cotton duck
Courtesy the artist, commissioned with funds
from Buxton Contemporary Circle, 2026

Un-do-rewrite 2026

stencil in acrylic on cotton duck
Courtesy the artist, commissioned with funds
from Buxton Contemporary Circle, 2026

Corrections 2026

stencil in acrylic on cotton duck
Courtesy the artist, commissioned with funds
from Buxton Contemporary Circle, 2026
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Qian Weikang

born Shanghai 1963, active Shanghai 1990-96

Wind Direction: White Quantity 205 Grams 1993

metal sheets, plaster powder, video, spray paint
Courtesy the artist and Inside-Out Art Museum, Beijing

Qian Weikang’s interest in working with standard iron sheets was
influenced by his experience as a boilermaker as well as exposure
to the large-scale abstract sculptures of American artist Richard
Serra. For this work, spray-painted sheets were arranged into equal
intervals and orientations, and from a ladder, plaster dust was

sifted onto the sheets. The volume of powder was dictated by the
needs of the designated area and measured with a balance scale

of limited precision. The title could only be determined once the
work was completed on-site; in other words, it represented a data-
based statement of measurements. This approach, akin to methods
in physics, demonstrated his attitude towards engaging with objects.
Qian’s work consistently employed ‘measurement’ as a narrative
tool, using numbers to articulate his worldview. Inherently poetic,
his works speak of invisible forces and connections through a
flexible yet restrained expression, constantly probing the freedom of
the subject from the philosophical constraints of fixed notions and
empirical control.

In Wind Direction: White Quantity 205 Grams, Qian Weikang filmed
a video of a fan blade rotating slowly against a blue background,
which is played back on a loop on an elevated monitor. The screen
faces five metal sheets stacked on the floor at equal intervals, all
facing the same direction. Several triangles with equal sides and
45-degree angles at two corners have been cut from the edges of the
sheets, which are then raised at a 45-degree angle. Finally, 205 grams
of plaster powder 1s scattered over the sheets. ‘45 degrees’, a state
open to flexible interpretation, was a figure that Qian Weikang was
particularly fond of at the time. It has appeared in other works.
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Qian Weikang

born Shanghai 1963, active Shanghai 1990-96

Human Bio-energy Input/output Physics Experiment 1994

industrial balance
Courtesy the artist and Inside Out Art Museum, Beijing

Qian exhibited this experiment at Agreed to the Date 26 Nov. 1994,
as a Reason a postcard exhibition curated by artist Geng Jianyi.
Over a twenty-four-hour period on the said 26 November 1994, Qian
weighed everything he consumed and excreted, recording the exact
figures. The front of the postcard shows photographs taken while
the measurements were being recorded, while notes on the day’s
activities are written on the back. Here, ‘measurement’ has been
transformed from a set of results into a meticulous procedure—the
act of recording becoming the work itself.

Qian’s artistic endeavours involve ‘surrendering’ himself and the
outcomes of his actions to external elements like gravity, wind, rules,
and quantitative relationships. This approach unveils an inherent
paradox in his philosophy: the act of self-imposition of constraints
necessitates an elevated level of self-awareness. Within this
dichotomy lies an unspoken truth that the artist, while appearing to
cede control, maintains autonomy over his own thoughts and actions.
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New Measurement Group

Established Beijing, active 1988—-1995

Analysis (1) 1990-91

printed book, 124 pages
Courtesy the artists and Inside Out Art Museum, Beijing

After the founding of New Measurement Group, its artist members
revised and refined the rules established during the Analysts

period. They adopted the identities al, a2, a3, with all decisions
made by majority vote. A surviving explanatory document states
that the group’s establishment marked ‘the affirmation of the basic
working methods of the analysts’, and that its practice was ‘rules-
based collaboration and rules controlling individuals determining

a complete system of rules for collaboration and operations’. The
defined form for their artworks was to be ‘reading material’ (books)
under the collective authorship of New Measurement Group. Analysis
(1), the group’s first work, continued the measurement of the ‘point’,
extracting graphs according to modified rules.
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New Measurement Group

Established Beijing, active 1988-1995

Analysis 11 1992

printed book, 62 pages
Courtesy the artists and Inside Out Art Museum, Beijing

With Analysis II, New Measurement Group defined specific

objects of analysis—such as images or text— further refining the
rules governing their process. Where Analysis (1) had continued

the measurement of the ‘point’ established during the Analysts
period, Analysis Il introduced a new approach with each member
providing one image as the object for collective analysis. Wang
Luyan contributed a sketch of the analysis chart from Analysis (1),
Chen Shaoping selected a print by M.C. Escher, and Gu Dexin chose
an image of an exhibition space. The rules of analysis followed the
formula x(al, a2, a3 — A), in which the three individual inputs were
processed through a shared system to produce a collective outcome.
The resulting publication Analysis I documents the main steps and
measurement outcomes of the analysis process carried out on each
of the three images.
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New Measurement Group

Established Beijing, active 1988-1995

New Measurement Group Work (111 ):
Dialogue with Giinther Uecker 1994

printed book, 81 pages
Courtesy the artists and Inside Out Art Museum, Beijing

In 1994, New Measurement Group was introduced to German Op
artist Glinther Uecker by Beijing-based Dutch art dealer Hans van
Dijk. The artists met in Beijing and agreed to collaborate on a work.
New Measurement Group selected the text of a discussion between
Uecker and art historian Dieter Honisch as the subject of their
analysis, applying their established rules and methods to produce
New Measurement Group Work (II1): Dialogue with Giinther Uecker.
The work marked a notable development in the group’s practice:
where previous analyses had been applied to internally selected
images, here the subject was a conversation between two figures
outside the group. Appearing in both Chinese and German, the work
extended the group’s analytical framework across languages and
cultural contexts, testing whether their system of rules could operate
on material not of their own making.
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New Measurement Group

Established Beijing, active 1988-1995

New Measurement Group Work (- 4) 1995

printed book, 61 pages
Courtesy the artists and Inside Out Art Museum, Beijing

In June 1995, New Measurement Group participated in Configura 2:
Dialog der Kulturen (Cultural Dialogue: the Second Configuration
Exhibition) at Galerie am Fischmarkt in Erfurt, Germany. For New
Measurement Group Work (4), the group selected recipes provided by
nine participating artists from their home countries—Russia, Mexico,
Nigeria, Greece, the United States, Egypt, Brazil, India, and China—
each translated into German and Chinese. Each member of the group
chose three recipes to analyse following an order determined by the
group’s rules, before analysing the German and Chinese versions

of the recipes respectively. By subjecting recipes from nine distinct
national contexts to the same analytical framework, the work tested
the capacity of their system to operate across cultural and linguistic
boundaries on a broader scale than any previous project. On the day
of the exhibition opening, New Measurement Group launched the
publication, while Wang Luyan cooked the ‘Recipe A’ appearing in
each ‘Image A’ from their analysis for the visitors.
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New Measurement Group

Established Beijing, active 1988-1995

New Measurement Group Work (. 5) 1995

printed book, 56 pages
Courtesy the artists and Inside Out Art Museum, Beijing

In June 1995, Chen Shaoping and Wang Luyan travelled to Barcelona
to represent New Measurement Group at Des del pais del centre:
avantguardes artistiques xineses (From the Central Kingdom:
Chinese Avant-Garde Artists) at the Centre d’Art Santa Monica.
The group completed New Measurement Group Work (5) in two
parts, made specifically for the exhibition. The first was an analysis
of texts drawn from the art centre’s introduction and the foreword
of the exhibition, written in Catalan for the catalogue; the second
was an analysis of portraits of the three group members, produced
at the request of the art centre. Work (5) recorded the processes

and outcomes of both analyses. As with previous works, the group
applied their established rules-based framework to externally
provided materials. In this case, the choice of source materials for
analysis was shaped by the institutional context and subject to the
systematic methods of the group.
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Darcey Bella Arnold

born Melbourne 1986, lives and works
Melbourne

Orange Mandarin 2026

stencil in acrylic on cotton duck
Courtesy the artist, commissioned with funds
from Buxton Contemporary Circle, 2026
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Darcey Bella Arnold

born Melbourne 1986, lives and works
Melbourne

Phonetics 2026

stencil in acrylic on cotton duck

Courtesy the artist, commissioned with funds
from Buxton Contemporary Circle, 2026
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Darcey Bella Arnold

born Melbourne 1986, lives and works
Melbourne

Concrete 2026

stencil in acrylic on cotton duck
Courtesy the artist, commissioned with funds
from Buxton Contemporary Circle, 2026

Prosperity 2026

stencil in acrylic on cotton duck
Courtesy the artist, commissioned with funds
from Buxton Contemporary Circle, 2026
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Darcey Bella Arnold

born Melbourne 1986, lives and works Melbourne
with assistance from Emil Toonen

A Pipe is not a Poem 2026

polystyrene foam, polyurethane polymer, synthetic polymer, cotton fibre, flocking, varnish,
reclaimed timber
Courtesy the artist, commissioned with funds from Buxton Contemporary Circle, 2026

Arnold has long been drawn to the orange as a linguistic and cultural
symbol, and a site of slippage and convergence between language,
image, and object. In Chinese, the word for orange (15, chéng) is a
homophone for success and wealth, making it a symbol of prosperity
and good fortune. This linguistic crossing situates the fruit as a
shared yet mutable sign a hinge between languages, traditions, and
systems of meaning.

Appearing throughout the spaces of the gallery, fragments of peel
offer a recurring motif. Their original forms were not determined
by the artist but found through chance encounter, remnants whose
arrival resonates with Qian Weikang’s continual ceding of creative
autonomy to incidental occurrence and fate. Made with assistance
from Emil Toonen, this final work in the series revisits René
Magritte’s provocation ‘This is not a pipe’, restaging its challenge to
representation in this present moment where Al-generated material
has further destabilised the relationship between what we see, what
we name, and what we understand to be real.
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Wang Luyan T4

Born Shandong 1965, lives and works Beijing 1965 F 4T 1L 4, IR TAETb R

Untitled 1988 o 19884F
sketch on paper AR HK]

Courtesy the artist HZARFHEA
Untitled 1988 o 19884F
sketch on paper AL AR

Courtesy the artist HZARFKE D
Untitled 1988 TG 19884
sketch on paper AN L]

Courtesy the artist HEARFER



Darcey Bella Arnold

born Melbourne 1986, lives and works Melbourne

A Pipe is not a Poem 2026

oil and acrylic on cotton duck
Courtesy the artist, commissioned with funds from Buxton Contemporary Circle, 2026

Orange Mandarin 2026

stencil in acrylic on cotton duck
Courtesy the artist, commissioned with funds from Buxton Contemporary Circle, 2026

A Pipe is not a Poem 2026

polystyrene foam, polyurethane polymer, synthetic polymer, cotton fibre, flocking, varnish,
reclaimed timber with assistance from Emil Toonen
Courtesy the artist, commissioned with funds from Buxton Contemporary Circle, 2026

Arnold has long been drawn to the orange as a linguistic and cultural
symbol, and a site of slippage and convergence between language,
image, and object. In Chinese, the word for orange (¥, chéng) is a
homophone for success and wealth, making it a symbol of prosperity
and good fortune. This linguistic crossing situates the fruit as a
shared yet mutable sign a hinge between languages, traditions, and
systems of meaning.

Appearing throughout the spaces of the gallery, fragments of peel
offer a recurring motif. Their original forms were not determined
by the artist but found through chance encounter, remnants whose
arrival resonates with Qian Weikang’s continual ceding of creative
autonomy to incidental occurrence and fate. Made with assistance
from Emil Toonen, this final work in the series revisits René
Magritte’s provocation ‘This is not a pipe’, restaging its challenge to
representation in this present moment where Al-generated material
has further destabilised the relationship between what we see, what
we name, and what we understand to be real.
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Darcey Bella Arnold

born Melbourne 1986, lives and works
Melbourne

Fruit of Chance 11 2026

polystyrene foam, polyurethane polymer,
synthetic polymer, cotton fibre, flocking, varnish
Courtesy the artist, commissioned with funds
from Buxton Contemporary Circle, 2026

Hanging peel 2026

polystyrene foam, polyurethane polymer,
synthetic polymer, cotton fibre, flocking, varnish
Courtesy the artist, commissioned with funds
from Buxton Contemporary Circle, 2026
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Qian Weikang

born Shanghai 1963, active Shanghai 1990—-96

Ladder Poem 1990, 2026

chalk, paper, dictionary (Macquarie 9th Edition)
Courtesy the artist and Inside-Out Art Museum, Beijing

Qian Weikang did not describe Ladder Poem as an artwork, but as
an exploration of writing methods within his poetry writing and

art criticism practice. In his twenty-square-metre apartment on the
outskirts of Shanghai, he drew a series of chalk lines on the floor,
like those in an exercise book. He then climbed a wooden ladder
holding a bundle of paper strips, each marked with a word randomly
selected from the Modern Chinese Dictionary. He dropped several
strips from each step of the ladder, before releasing all remaining
strips from the top rung. The words, where they landed, formed
automatic poems and were transcribed into a notebook.

Though these were not conventional sentences, Qian was fascinated
by the ‘destruction of words>—a process resembling ‘free

writing’. This was partly inspired by Samuel Beckett and the art

of Happenings, with their anti-logical narrative. Qian’s literary
experiment laid the path for working methods and concepts he
would later apply in his visual art—such as scattering material from
a height and relying on the weight and distribution of freefalling
materials to determine the process and results. Here, the curators
have re-enacted the process to compose a new poem using the
Macquarie Dictionary of Australian English.
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