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An Te Liu: Transmission

Anat Egbi, Los Angeles

Hung from the ceiling like a model of a sunken
Earth was a bronze disco ball. The facets, far
from mirrors, had the sheen of dirty pennies.
Missing chunks looked like dried-up seas. This
work was The Party’s Over (2017), which had the
most recognizable material source among the
bronze and stoneware casts on display for An
Te Liu's Transmission [June 9-July 15, 20171,
featured this summer at Los Angeles’ Anat Egbi

gallery.

The sculptures themselves wormed back
and forth across the title’s multiple interpreta-
tions. The Party’s Over emitted, maybe, the tinny
sound of a dead disco hit just now reaching
some faraway point in outer space. Other works
looked less like wholes than “parts”—as in auto
parts. The Voice of Nothing, Brown Bunny, and
Eudaemon (all 2017) were flattish masklike
plates, punctuated with holes and depressions
like gaskets or lids, but stood upright like masks

on armatures.

Liu's sculptures have a way of taunting
what they resemble—being “like” a globe, or
“almost” a mask. The chocolaty metal rounds
of Into the Void (the shape of things to come),
and Into the Void (vita ante acta) (both 2017)
incorporate slots and arches that suggest—but
withhold—a full sphere. One particularly angular
squiggle, worming upward from a concrete base
like a robotic strand of kelp, is called Nonorganic
Life (2017). Yet where the living appeared, at
Anat Egbi, as a lifeless transmutation, the
opposite also became true: in several works,
such as Sentinel (Ill) (2016), knobbed hunks
of Styrofoam took on an animistic and fossilized

aspect—simply by having been cast in bronze.
In this respect, the sculpture also suggested
the “transmission” or transport of other, absent
objects—the goods once cradled by these spe-
cially designed pieces of packaging, whose past
purpose is as mysterious as it is specific.

Other works in Transmission riffed on the
greatest hits of modernism, as if to anchor
Liu's globalized forms in a recognizable his-
tory. Gnomon (2014-2017) is a vertical stack of
cast foam blocks flipped or rotated 90 degrees
in geometrical “translations.” Rising nearly six
feet, the sculpture unsubtly recalls a Brancusi
“stack.” Yet the formalist innocence of the last
century’s bronze or wood gets a twist, as Liu’s
sculptures derive not from the imagination or
from an interpretation of nature, but from the
insoluble solutions of product design. Leaders
of Men (2017) looks like a loosely futurist bust,
vaguely human. Yet mostly, the work resembles
what it is: a piece of extruded polystyrene carved
with a hot knife then cast in bronze. Form, here,
is abstract; material is not.

The sculptures at Anat Egbi were displayed
on a low platform along one long wall of the gal-
lery, windowless and white; two were mounted
on that wall, some sat on the platform directly,
and others on pedestals of various widths and
heights. The setup resembled a museological,
even ethnographic exhibit; the objects seemed
like artifacts more than art. Liu’s hang exacer-
bated the sense that the sculptures were manu-
factured, “pressed” by machines, even though
his objects’ purpose is unclear (or at least has
yet to come down to us—or came only as a gar-

above: An Te Liu, Transmission, 2017, exhibition view [courtesy of the artist and Anat Egbi, Los Angeles]
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bled transmission). However fluid the process of
their making, Liu’s sculptures certainly reached
a final petrification. The contents of the show
were shoved over to one side of the gallery such
that, rather than stroll around them, the viewer
consistently encountered the exhibited objects
from a distance. The few feet of low platform
incorporated into the show took the sculptures
out of the round and vitiated them, placing them
into a sort of picture gallery. This physical dis-
tance between the art and the viewer, combined
with the sculptures’ formal illegibility, led the
viewer to only faintly recall such historicized
objects as products of our own, present cul-
ture. Instead, Liu’'s works read more clearly as
transmissions from the past. They begged for a
didactic guidebook that remains to be written.
Who were the people that made these things,
and what happened to them?

—Travis Diehl
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TRANSMISSION

Mimicking the language of modernist art and
ancient artifacts, An Te Liu’s elegant bronze
works possess a refinement that belies their
acute witticism and wry humor. Intriguing in
shape and poetically titled, Liu’s pieces conjure
an unexpected string of references, becoming
increasingly dense in meaning as well as
progressively delightful and droll with extended
consideration. In his most recent exhibition at
Anat Ebgi gallery in Los Angeles, the Taiwan-born,
Toronto-based artist presented a dozen bronze
creations across an expansive white platform
that exuded the dramatic impulse of a theatrical
stage. With an edge of institutional critique, Liu
mimicked the manner in which many museums
present the disparate practices of modern
sculpture and cultural artifacts, recalling and
conflating traditions such as the adoption—or
appropriation—of African masks in works of art by
Pablo Picasso, Amedeo Modigliani and the School
of Paris contingents.

Central in the arrangement and towering
over the group of works was Gnomon (2014-17),
a cast-bronze totem that rests placidly on a simple
square tile of travertine. Its repeating geometric
motif draws immediate comparison to Constantin
Brancusi’s Endless Column (1918). However, Liu’s
work is a “column for infinity,” as Brancusi called
his own work, in a different way. The sculpture,
like the others in the show, is cast from Styrofoam
components, a material known to never fully
decompose, according to National Geographic
and the US National Park Service. Each of the
bronze works on display are cast or carved from
Styrofoam packaging used as insulation and
protection for computers, televisions, rice cookers
and other technological trinkets as they travel
through the commercial logistics chain and
distribution channels. In an ironic inversion,
the disposable Styrofoam packing will likely last
much longer than the treasured electronics it once
cradled, a fact that Liu brings to our attention by
casting the foamy, trifling material in hefty alloy.

A group of sculptures cast from thin slices of
Styrofoam packaging—Brown Bunny, Eudaemon
and The Voice of Nothing (all 2017)—were
assembled like a triad of ancient artifacts from
Neolithic or Bronze Age China, resembling
mirrors, jade blades or warrior masks. Like the
multitudinous connotations of the show’s title,
“Transmission”—of ideas, disease and power; or,
the complicated machinery of a car, boat or lawn
mower transmission—their referential titles give
license to embark on a stream-of-consciousness,
free-flowing repartee of meanings and likenesses,
in both appearance and language.

Leaders of Men (2017), an abstracted bronze
bust cast from carved Styrofoam, undulates
with rippling movement like a work of Italian
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Futurism, with a surface that seems as if it were
machined and tooled out of metal. The top of
the sculpture appears withered like that of ruins
and rubble, perhaps a pointed comment on the
troubled, deteriorating leadership upon today’s
political stage.

Two matching, identical Styrofoam
components are fused together and face each
other with the severity of soldiers in Sentinel (III)
(2016). Finished in a verdigris patina, the sculpture
approximates the mysterious taotie “monster
mask” adorning many ancient Chinese ritual
bronze vessels. Like the taotie, which continues
to stump scholars with their exact function,
what conundrums will our contemporary society
leave behind?

The Party’s Over (2017) is the surprising
twist at the end of this theatrical presentation.

A discarded, damaged disco ball, also cast in
bronze, looms over the other sculptures like

the Death Star, the moon-shaped weapon

and destroyer of planets in Star Wars that is
eventually obliterated. Portending a future not

as dramatic as in scripted Hollywood franchises,
but no less insidious, the disco ball is missing
sections of its mirrored mosaic, revealing its
unexpected interior: a crumbling Styrofoam core.
Liu’s sculptures excavate the present day and
monumentalize the current moment, forcing us to
consider our legacy not just in the latest creations
and commodities, but in the enduring waste we
leave behind.

JENNIFER S. LI
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The Party’s Over

2017

Cast bronze, diameter of 30.5 cm.

Courtesy the artist and Anat Egbi, Los Angeles
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An Te Liu Transmission
On Styrofoam sculptures that reflect our desire for the

disposable

By Andrew Beradini

Anat Ebgi, Los Angeles, 9 June - 15 July 2017

Insectile, mechanical and almost totally mysterious, An Te Liu’s sculptures look like alien cargo-cult
relics and ritual masks from some postapocalyptic religion. Modernist body parts, sliced and curved,
jaunt and squirm on clean plinths and from mounts on the smooth walls. A battered disco-ball like a
dead moon hangs above it all. The ball has its own story, but most of these shapely sculptures come by
way of artistic intervention and bronze casting from polystyrene repurposed from old packaging — known
more commonly by chemical manufacturer Dow’s proprietary epithet Styrofoam.

Expanded into odd geometries to slide into boxes and protect products almost as disposable as their
packaging, this inventively nonbiodegradable material will easily outlive the last unlucky human. Even if it
easily chips and breaks in your hand, Styrofoam (encased and floating amidst the rest of our garbage)
might be one of humanity’s most lasting legacies, making it all the more fitting that Liu elevates these
discards into odd monuments, riffing on this altogether-disposable material with classical elegance and
modernist abstraction (along with a wink and a smile).

What ideals and essential truths can be cut from an easily tossed but enduring modern material? While
some works entice with smoothed skins and polished surfaces, others wear a weathered patina, a rough
texture that makes them look curiously ancient (or at least resilient enough to become so). Staged on a
long platform that hugs the long wall of a narrow gallery, these sculptures look like an anthropologist’s
reliquary or funereal statuary, a study and memorial dedicated to the tragicomic theatre of our own
trashy hubris.

Some of the found Styrofoam required only bronzing without intervention; its odd bodies were already
so futuristic and menacing, like some of Lee Bontecou’s more severe wallworks. But others were carved
with a hotwire before finding their way to the foundry. These sculptures evoke some of the natural forms
found in Isamu Noguchi’s designs or hunks of the abstracted figures of Henry Moore or Umberto
Boccioni, but stare long enough and you can see the lingering shape of packaging and the scars of the
artist’s shaping it just so. The gravitas of these things as elegant objects tenses against their humble
substrate’s toxic reputation. The artist plays with the found foam in particular ways, slipping in sly
allusions and soft jokes in their titles. The idealistic classicism of Ancient Greece gets namechecked

in Eidolon VII-IV(2016) and Eudaemon (2017), both of which are spirits, as does the chortlingly

punny Edifice Complex (2016). The name for the hanging bronzed disco ball (dated 2017) pithily
punctuates the whole show: The Party’s Over.

From the September 2017 issue of ArtReview
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From packaging material to modern totem: The wry art of An Te Liu
By Leah Ollman

July 11,2017

An Te Liu has used all sorts of consumer products — T-shirts, air purifiers,
kitchen sponges — as source material in the past. For his pensive show at Anat
Ebgi gallery, bronze pieces are mostly cast from the plastic foam packaging
materials designed to cushion electronics and other goods. Their curves and
hollows, industrially produced to perform a particular function, read here as
pure mass and void, shaped by the hand.

"Transmission," as the show is titled, prompts a stimulating meditation on
objecthood and time, on the aesthetic legacy the Toronto artist has inherited
as well as the problematic material legacy that our consumerist culture leaves
for the next generation. For his part, Liu has given some castoffs an afterlife
and a perceptual promotion — from invisibility to grace.

Installation detail of An Te Liu exhibition "Transmission" (Anat Ebgi)
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An Te Liu "Sentinel (II)" 2016, An Te Liu's "Gnomon," 2014-2017,
cast bronze 9 1/2 x 6 1/4 x 9 1/2 inches cast bronze, 56-1/4 inches by 6-1/8 inches by 71 inches
(Anat Ebgi) (Anat Ebgi)

"The Party's Over," suspended from the ceiling here, started as a broken disco ball and
now hangs as both bronzed artifact and emblem of a damaged planet. Elsewhere, the
sculptures' origins are not always evident, though their surfaces often retain the
packaging material’s tell-tale dotted pattern.

There are 18 sculptures here, but in another sense, there is only one. The gallery has
been rendered a single immersive sculpture, its proportions and materials adroitly
calculated to deliver a unified, time- and distance-warping effect. We step into an
abbreviation of the modern museum, a pristine display of what resembles mid-20th-
century abstraction.
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An Te Liu

ANAT EBGI

2660 S La Cienega Blvd.
June 9-July 15

On the cusp of Y2K—the calendar data bug that marked our

inauspicious slump into the current millennium—satirical

newspaper the Onion published an article describing the Vatican’s

storage problems resulting from an aging, mentally compromised

Pope John Paul |l “just blessing everything in sight,” which required 6

the construction of a giant reliquary to warehouse the arbitrarily

holy trash. In his exhibition here, An Te Liu carves and casts

elegant hunks of ceramic and bronze into modernist-looking

abstractions whose enduring materials seem at odds with the

disposability of the forms on which he draws. i I l

Domestic objects and Styrofoam packaging are amalgamated into
chic sculptures with varied allusions. Cast in bronze and looking
battered, a disco ball becomes a Death Star (The Party’s Over,
2017) while an anonymous packing block takes on the cinematic
gravitas of an ancient alien talisman (Sentinel [lll], 2016). The
resemblance of Gnomon, 2014-2017, to a 1918 version of
Brancusi’s Endless Column is perhaps the wryest riposte to faith in
an essential truth of materials. The skewed symmetry of Liu’s
modular parts suggests impending collapse, lending the affect of
the cold metal shapes an odd vulnerability.

Set upon plinths, platforms, and beveled recesses on one side of
the gallery, the installation perfectly mimics the theater of
archeological museum display. The dais is recast as a stage (which s
you are welcome to walk upon if you remove your shoes), and the View of “An Te Liu: Transmission,” 2017.
works pulse with clownish, deadpan brilliance. At the dawn of the

next millennium (if our species makes it that far) landfills may reveal more about how we lived and what we valued
than the holy trash of museums.

— Christina Catherine Martinez

All rights reserved. artforum.com is a registered trademark of Artforum International Magazine, New York, NY
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William Leavitt, “Skyline S.F.;” 2009, acrylic
on canvas, 30 x 60", is currently on view at
Edward Cella.

speaker fabric juxtapose the amplifi-
cation of global politics that happen
within in the skyscraper. The heavi-
ness of these interactions are in con-
trast to the drawings of Raiil Cordero,
whose tropical scenes, each image
partially obstructed by text, decon-
struct the landscape. “Tropical Draw-
ing No. 3,” for example, reads, “It
was too rare and lasted too short, but
she found true love that week in the
badlands.” From “Spiral Jetty” to the
present day, artists continue to push
the way we interact with our envi-
ronment. “Vernacular Environments,
Part 1” offers a number of aestheti-
cally provocative perspectives that
encourage us to reflect this inquiry
well after we exit the same way we
entered (Edward Cella Art + Archi-
tecture, Culver City).

G. James Daichendt

In Evan Trine’s previous exhibi-
tion he presented two bodies of work:
“Headines” and “Color Grids.” The
“Headlines” were black and white
abstraction in which Trine layered
the letters from a headline that was
trending on Facebook. The “Color
Grids” began as photographs that
were reduced to geometric forms
(pixels) that represented the colors in
the photographs. In his latest body of
work, entitled “Portraits,” he contin-
ues this method of reduction. Portraits
of friends and family are transformed
into single colored squares. Trine’s
project is pure concept, as he is using
a conversation about the photograph
and photographic reproducibility as
a point of departure making works
that signify something universal that
is not depicted, and therefore left to
the individual viewer’s imagination
(Roberts & Tilton, Culver City).

Jody Zellen

An Te Liu is a Toronto-based
artist who makes bronze and ce-
ramic sculptures that are cast from
assembled and cut styrofoam. The
resulting works seem familiar yet not
specifically recognizable. Some of
the shapes relate to the body while
others are pure abstractions. Elegant-
ly installed across a long white plinth
that spans the length of the gallery,
Liu’s sculptures feel like actors on a
stage, each one having its own raison
d’etre. Some of the works are posi-
tioned directly on the platform while
others are placed on contrasting
bases and as such, call to mind Con-
stantin Brancusi. This installation is
an notably effectively presentation of
already intriguing works (Anat Ebgi,
Culver City).

Jody Zellen

An Te Liu, “Nonorganic Life,” 2017, cast
bronze, 5 x 6 x 127, is currently on view at
Anat Ebgi.

... Soriano, continued from p. 14

emotion, transcending his own time,
place and culture. Soriano wrote,
“The anxieties and sadness of exile
brought in me an awakening. I began
to search for something else; it was
through my painting ... And I went
from geometric painting to painting
that is spiritual. I believe in God, I
believe in the spirit.” In a time where
immigrants are pilloried by those of
narrow horizons, contemplating So-
riano’s oeuvre offers a measure of
enlightenment and peace.

Daniella Walsh
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