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Introduction
The Red Mansion 

Foundation was founded to 
promote cultural exchange 
between East and West. The 
e-publication that lies before 
you is the result of twenty years 
of cultural exchange between 
Great Britain and China. Each 
year the Foundation invited post 
graduate art students from 7 of 
the UK’s most prestigious art 
colleges to travel to China. The 
works inspired by their travels 
were then exhibited at the 
participating colleges. Besides 
creating a body of work, each 
artist was asked to keep a diary 
of their travels. This journal 
might take any shape, be it writ-
ten, painting, photography, video 
or otherwise. For its twentieth 
anniversary the Foundation de-
cided to offer a wider audience 
an opportunity to view the out-
standing creations by publishing 
the artists’ journals.   

For many artists their 
journey to China represented 
their first opportunity to travel 
abroad so they were thrown 
in at the deep end. In 2000 
China was not yet a known 
quantity and the adjustments 
they had to make to their daily 
lives once they reached the 
country were great, not least 
the shock of having no access to 
social media. While for some, 
such as Adham Faramawy, their 
sense of desperation for space, 
distance and perspective from 
a life daily spent in London was 
the reason they applied for the 
art prize. Most students had to 
come to terms with the feeling 
of isolation that comes from not 
being able to unlock the culture 

through spoken language or 
cultural language. For many of 
them Chinese cuisine was the 
only entry point into the culture 
and their encounters with local 
food feature in many diaries 
often through the most authen-
tic delicacies found in street 
food markets. Some of the 
artists referred to this feeling of 
being locked out in their work 
and diaries. The embroidered 
‘non-sense’ words by Ghazaleh 
Avarzamani are resultant from 
her feeling of cultural discon-
nection. Others have described 
the surprise of being observed 
rather than being the observer, 
as they had anticipated. 

All students’ perspectives 
on life were forever changed. 
They travelled at a formative 
point in their lives, towards 
the end of their time in art 
education, when they were 
forced to take decisions on their 
identity and how they wanted 
to present themselves to the 
world. In some cases their stay 
in China gave them a new visual 
vocabulary and new techniques 
to appropriate and make 
their own, such as shan shui, 
a Chinese style of landscape 
painting involving brush and ink. 
They also built lasting friendships 
with other international artists 
in the environment of the studio 
complex where they were ac-
commodated Their diaries bear 
witness to the incredible pace 
of development of the cities 
their residencies took them: 
Nathalie Guinamard writes ‘a 
new building was built almost 
from scratch in the four weeks 
we stayed there’. Dejan Mrdja 
was struck by the pervasiveness 
of the mobile phone and the 
extraordinary range of its uses. 
Florencia Guillen gained the 
confidence to take on many 
other international residencies 
after her China experience. 
Barbarita Cardozo appropriates 
the Chinese medium of intricate 
paper cuts to present the 
viewer with a double reflection; 
Western brands, at the time of 

her residency barely known in 
China, but by now a mainstay 
of Chinese shopping malls, and 
the counterfeit goods produced 
in the country. Benjamin Jenner 
spent his residency during the 
Olympics in 2008 when every-
thing unsightly had been placed 
out of sight. Keh Ng was of 
Chinese descent but had never 
visited China. When he took a 
taxi the driver said, your accent 
is ok but you have the vocabu-
lary of a small child. 

Some of the diaries stand 
out because of their delicacy 
and uniqueness such as Pippa 
Gatty’s exquisite paintings on 
glass presented in a case with 
carefully made dividers. Colin 
Crotty’s beautiful aquarel stud-
ies of migrant workers gathering 
around everyday events. Saad 
Qureshi crafted a beautifully 
lined linen box with photo-
graphs, one to represent each 
day of his stay. Tom Railton’s 
wooden box with ironmongery 
contains striking images of his 
trip. Emily Motto’s continuum of 
abstract watercolours illustrates 
each day by using the ends of 
the line of the previous and tak-
ing something new from the day 
that just passed. With her visual 
representation of the colours of 
the sky, Paula Morrison provided 
an answer to the classic British 
obsession with the weather. 

I would like to conclude by 
thanking Hannah Schwieso for 
many years of dedication to the 
Red Mansion Foundation and for 
meticulously arranging the travel 
and diaries of the students. I 
also like to thank professional 
storyteller Sonia Bernac from 
the Idle institute, whose brilliant 
concept for this publication was 
to present each artist’s chapter 
as a building structure. Sonia 
was herself a winner of the Red 
Mansion Art Prize. 

Much has happened in the 
past twenty years when China 
gained entry to the WTO 
and started to go global. The 
geopolitical balance has shifted 
through a Golden Era when we 

were best friends with Beijing 
and expectations of each other 
were high. It was felt that we 
would meet in the ideological 
middle and East and West 
would each benefit econom-
ically. That prophecy in no 
way foresaw today’s tense and 
rivalrous relationship. Western 
companies wanting to do 
business in China now have to 
tiptoe around Beijing and brush 
concerns about forced labour 
and other issues under the 
carpet in order not to upset the 
ruling Communist Party while 
Western governments lose no 
time in slapping sanctions on 
China for alleged human rights 
abuses. China’s swift recovery 
after the pandemic and its de-
mand for consumer goods and 
raw materials has given China 
the upper hand. It offers vital 
support for the global econ-
omy while China’s role in the 
production of consumers goods 
and control of vital rare-earth 
supplies gives it huge leverage in 
any disputes. 

Our fates have thus become 
intertwined and it is import-
ant to carefully navigate the 
complex relationships between 
China and the western blocs. 
However challenging the years 
ahead, it has never been more 
important to keep the dialogue 
open and continue to engage. 
It is my hope that the crystal-
lisation of the artists’ diverse 
responses to China will contrib-
ute to continuing the discourse 
between East and West.

Nicolette Kwok
Founder and Director of the 

Red Mansion Foundation
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Chris 
 Jones

I was twenty-six years old, 
had moved to London that year 
from a mill town in the North 
West of England and had never 
been on a plane. Winning the 
Red Mansion’s residency in 
Kunming (where it was held at 
the time) was quite a paradigm 
shift for me. Friends of mine had 
taken gap years and travelled, but 
I always felt I wanted to travel 
with a purpose - art would take 
me places, I had told myself, and 
this trip seemed like the realisa-
tion of that belief.

Since then I have travelled all 
over the world, working a lot ini-
tially in France (the work I made 
on the Red Mansion’s residency 
lead directly to commissions 
from Kenzo in Paris) and then 
showing my work in Germany, 
The Netherlands, Belgium and 
Switzerland. From 2008 I began 
spending large amounts of time 
in New York each year, follow-
ing a four-month residency at 
the Hudson Valley Museum of 
Contemporary Art. For the last 
seven years I have been working 
with Marc Straus Gallery in New 
York City.

The Red Mansion’s residency 
emboldened me as an artist, it 
led to some immediate oppor-
tunities, commissions and sales, 
but also paved the way mentally 
and experientially for subsequent 
residencies. These in turn have 
proven extremely fruitful and 
led to me working full time as 
an artist, which was always the 
dream.

Approaching twenty years 
on from the residency in China, 
that time still holds a very special 
place in my mind. The temptation 

of course, after so many years 
and so much upheaval all around 
the world, is to re-evaluate my 
initial feelings and recollections 
— but that would suggest I was 
unaware back then of the com-
plexities politically and societally 
that were going on, which is far 
from the truth. The disparity of 
wealth and opportunity amongst 
the different sections of society 
was very apparent, the para-
noia inducing feelings of being 
observed or monitored (borne 
of stories we were told by artists 
we met there but also from our 
own direct experiences) were 
also present. But still, taking 
that all into account, and being 
mindful of romantic filters and 
naive sentiment, my memories 
are consistent with that previous 
account - of a place made up of 
extremely beautiful landscape, 
ornate buildings and structures, 
and a people possessed of great 
warmth and humanity. 

I would also like to remem-
ber here my friend Pauline 
Thomas, with whom I made 
this trip. Pauline’s approach, to 
work and life in general, was 
really quite opposite to mine - as 
our friend and translator Clarke 
once pointed out very astutely, 
I focused on the details, while 
Pauline looked to the bigger 
picture. This was certainly true of 
our approach to the trip - I went 
about my day to day business, 
much as I did in London, mar-
velling at the minute differences, 
while Pauline headed out each 
day to see the incredible scenery 
and surroundings.

Neither of these approaches 
are wrong or right of course, but 
the pairing was, for me at least, 
very beneficial. Pauline possessed 
a natural spirit for adventure and 
I am extremely grateful to her for 
pushing us to explore that amaz-
ing country during the residency 
— heading north together on 
long bus rides to Dali and Lijiang. 
These trips created incredible 
memories which I hold very dear 
now so many years on, and I owe 
these to Pauline.
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Pearl 
 Hsiung

An evening during my 2004 
Red Mansion residency stands 
out in my memory these four-
teen years later.  Ye Yongqing, 
artist and founder of Upriver 
Loft, the artist studio complex 
where I lodged and worked 
while in Kunming, took me out 
to dine with his friends.  I re-
member our taxi traveling quite 
a far distance.  I could see the 
buildings and city lights becom-
ing less dense, the landscape be-
coming darker and more sparse.  
We ended up on a small road, 
maybe it was a dirt road (am I 
exoticising my memory?), where 
there was a row of single-story 
structures.  Each space, I soon 
realized, were restaurants and 
showcased up to a dozen plastic 
tubs, each full of raw vegeta-
bles, at their entrances.  Mr. 
Ye and his partner surveyed 
the vegetable offerings of the 
restaurants and walked into 
the back rooms to eyeball their 
selection of live seafood and 
other meats.  These restaurants 
were more like casual eateries, 
reminding me of places I had 
eaten at as a youth in Kaohsiung 
and Taipei or with my family in 
the San Gabriel Valley in Los 
Angeles.  We had an unforget-
table, delicious Tibetan meal of 
spicy meat dishes, savory yak 
milk and a strong, clear alcohol.  
My mandarin was enough that I 
could get around Kunming but 
most of the population spoke 
the regional Kunming dialect 
so that at dinner I had difficulty 
following conversation but could 
guess they were about politi-
cal and cultural issues by their 
contexts.  When Mr. Ye and his 

friends, some of who were also 
artists, asked about my family 
history I told them that I was 
born in Taichung, Taiwan and 
that my grandfather (1892-1974) 
was a close military aid of Sun 
Yat-Sen and Chiang Kai Shek 
(Jiang Jieshi), and at one point 
a governor of Jianxi Province.  
They all seemed to be enter-
tained by this.  Whether it was 
their opinion of the Kuomintang 
and therefore my grandfather or 
for another reason, I will never 
really know.  Mr. Ye also gave 
me a new nickname, Xiao Xiong 
(Little Bear), as he thought my 
full name, Hsiung Chia-chen 
(Xiong Jia-zhen) which was 
given to me by my grandfather, 
sounded too old-fashioned.

Here I was, a Taiwanese 
American from Los Angeles 
traveling for a month in Yunnan 
China via my two years at 
Goldsmiths in London.  It was 
an experience of quadruple 
consciousness.  I think we 
all experience moments of 
ambiguous consciousness and 
identities; the consciousness 
experienced from within layered 
upon the identities read from 
our surface.  I identified with 
these cultures (Taiwan/US/UK/
China), am a part of these cul-
tures, and yet being in Kunming 
highlighted the feeling of being a 
psychedelic collection of selves; 
multiple internal and external 
geographies made of varying 
degrees of shifting opacities, 
overlaying each other.  At times 
these layers of self overlapped 
in ways so that patches of self 
are externally legible, visible by 
others, and at other times only 
visible from the inside, subjec-
tively perceived.
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Stephen 
 Gray

By 2003 I’d travelled from 
the most industrial of north-
ern towns to the bright lights 
and dark grime of London. 
Sometimes, alone in the dark 
recesses of Central Saint 
Martin’s I felt like I was as far 
from home as I could get. Then 
I got to travel to China.

My work was concerned 
with artifice, popular culture, 
the projected image and how 
these help to gloss over the 
confused mammals we will 
always be. That’s why China 
was the perfect choice. The ar-
tifice was blinding. Just before 
I arrived, I learned later, beasts 
of burden had been banned 
from the city streets in daylight 
hours. Harsh realities bubbled 
just under the glossy surface, 
faced by millions every day but 
the projected image dazzled 
nonetheless. China was so 
very concerned with how it 
appeared to be. It was less 
concerned with how it actually 
was.

I came back with several 
thousand images, hundreds 
of hours of digital video and a 
much better understanding of 
my own practice. My obses-
sion with old and new would 
continue and I’d go on to study 
the conservation of electronic 
art. Eventually I landed a job at 
Tate Liverpool and then Bristol 
University, where I still work. 
My artistic practice evolved 
too and my work formed part 
of the John Martin: Apocalypse 
exhibition in Tate Britain in 
2012.

I still make work today. 
And, as I sit down to write this 

(having just completed a 3D 
printed character from Cornish 
folklore) I can see how those 
weeks in China still impact on 
what I make and who I am.
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Jennie 
 Coles
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Maisie 
 Kendall

I was twenty-three when I 
went to Beijing with The Red 
Mansion Foundation. Reading 
through my diary I seemed so 
young, so intimidated by the 
whole experience. At the time I 
felt my practice was suffering, I’d 
lost all confidence in what I was 
doing, I was stuck. I hadn’t yet 
experienced being an indepen-
dent artist out of college.  Being 
selected to go to China for a 
month was the opportunity I 
needed to see things in a differ-
ent way. Perhaps there’d be new 
encounters, prospects, different 
ways of thinking. Maybe by pro-
pelling me to the other side of 
the world, it would get me out 
of a rut and allow me to focus. I 
was still apprehensive though.

I don’t think I realised at the 
time that I’d never really done 
anything by myself and in this 
context arriving in China was a 
shock. The amount of people, 
the energy, the crazy pace was 
insane and so full on. Everything 
in Beijing seemed to be starting 
from scratch and there were no 
set rules to follow. I’d walk for 
hours in the scorching smog. I’d 
get completely lost wandering 
down back streets, into markets, 
temples, giant sprawling malls, 
riding on scooters having no 
idea where I was, letting it all 
overwhelm me. Then I’d go to 
the studio, glad of the respite 
and try to make sense of what 
I’d experienced. The studio 
building looked oddly suburban 
in the wasteland yet it felt like 
a luxury to be able to work in 
such a nice space for a month.

I bought some paper and 
gouache and started making 

small paintings on paper, collag-
ing together images of objects 
from magazines, books, adverts 
and leaflets. I used imagery from 
food decoration and balloon 
display catalogues - the kind of 
inane, decorative imagery that 
was everywhere. I’d make ev-
erything the same scale, arrang-
ing them on top of each other 
to form one teetering structure; 
Making these paintings felt like 
a way to make sense of all the 
stuff I’d see.

I was amazed by the vast 
scale of everything, the amount 
of stuff there was everywhere 
— it felt like an unstoppable 
machine of production. New 
skyscrapers, cheap plastic tat, 
electronics, DVDS, shops, bikes. 
Where buildings were shooting 
up, old streets were bulldozed 
over, it seemed the ‘new’ was 
what everyone was aspiring to. 
An exciting, new lease of life 
was being generated by this fe-
rocious pace — we were some-
where that was changing before 
our eyes. The artist studios and 
creative complexes we visited 
had a vibrancy and real sense 
of community spirit. Everything 
seemed on the cusp, ready and 
about to happen. We were in 
Beijing at such an exciting point 
I think.

I did come home with a re-
newed sense of worth in myself 
and my work. But sometimes 
it was a hard slog, most of the 
time I was lonely and constantly 
challenged. I was pleased that 
I’d managed to navigate my 
way around such a massive city, 
mostly alone. The experience 
made me more tolerant, more 
inquisitive and broadened my 
understanding of the world.
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Neil 
 Stewart

Fifteen years ago Neil 
Stewart arrived at Beijing’s 
Central Academy of Fine Art 
with two books and an idea. 
The idea was to explore the 
Chinese concept of time and 
how it differed from Western, 
measured, chronological time; a 
thought process that would im-
mediately spill into his videos of 
models and subsequently seep 
into his understanding of life.

The first book was ‘A 
Timeless Way of Building’ 
by Christopher Alexander. 
Stewart was hoping to build a 
studio house in London with 
his Chinese wife Shuk Chan, 
which led to an invitation to 
visit Ai Weiwei at the home he 
had recently designed and built 
on the edge of Beijing. It would 
be another four years before a 
semi-derelict garage in South 
West London was converted 
into a studio home that shared 
many of the qualities gained 
from Ai: antique Chinese fur-
niture, mezzanine overlooking 
the studio, light from above, no 
internal walls (except Stewart 
didn’t leave his bathroom/toilet 
on open display) - albeit on a 
smaller scale.

Without the Red Mansion 
residency and meeting Ai, life 
could have been very differ-
ent; but Stewart and his family 
continue to live with the spirit 
of China in a building that has 
what Alexander calls ‘the quality 
without a name’.

The second book was 
the just published ‘In Praise 
of Blandness - Proceeding 
from Chinese Thought and 
Aesthetics’ by François Jullien. 

Stewart continued to make 
slight videos of little models 
displayed on small screens 
where nothing happens except 
the obvious passage of time. 
Against the convention of video 
artists aspiring to make feature 
films, Stewart’s videos became 
ever more slight… until they 
disappeared. Being left with 
images of pure time he started 
to combine them with text, 
physically posting them as mail 
art – thus working against the 
spectacle that became social 
media. As Stewart has said else-
where: “After the cancer, I asked 
myself the question ‘Are you an 
artist because you make works 
of art, or is everything you do a 
work of art because you are an 
artist?”. 

Proceeding from Chinese 
thought and aesthetics, it is 
clearly this latter mentality that 
permeates everything Stewart 
does today in making worlds 
- which includes envisioning 
corporate brands – drawing 
heavily on what Jullien calls ‘the 
presence of absence’.

Internalising the very out-
ward-looking experience of the 
Red Mansion prize residency, 
Stewart continues to live in 
pursuit of the quality without 
a name through the presence 
of absence. As Kierkegaard put 
it ‘Life can only be understood 
backwards; but it must be lived 
forwards.’

Two books. One month. A 
life. A dream of Red Mansion 
made bare. For Stewart, it is 
clear that a month in Beijing is 
not four weeks, it is forever.
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Ann-Caroline 
 Breig

”A tranquil start of the day 
in the Confucius garden. The 
Cypresses outside the temple 
is magic. The oldest tree is 700 
years old and it is still going 
strong.”

— Sunday 31 August 2005, 
Morning In Confucius Temple, Beijing

The most profound effect 
the China journey gave me was 
a lifelong perspective of things 
in life.

The many temples I visited 
or the really loud sound of the 
crickets playing outside, the 
nonstop street life: hairdressers, 
barbeques, goldfish bowls, in-
sects in cages and all odd things 
mixed along the sidewalks. The 
sand dunes of Sahara desert, 
Mogao caves outside Dunhuang. 
The thousands of elderly people 
exercising in the parks, their 
movements in Chi gong or 
groups walking backwards.

The heat, the growing city, 
and the many days I felt lonely 
as a white European, all the food 
I ate without knowing what it 
was. The bird I saved from the 
thunderstorm.

I still find endless inspira-
tion from the journey for my 
artwork.
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Colin 
 Crotty

I am an artist based in 
Dublin and work primarily in the 
medium of painting. My work 
is concerned with ideas that 
relate to collective memory and 
cultural identity and explores 
the legacy of colonialism and its 
impact on society over past gen-
erations. My work draws upon a 
broad range of cultural and art 
historical references to create 
narratives that consider the 
social and cultural boundaries 
between people and land today. 
Personal experiences act as a 
catalyst for images in my work 
that become further layered 
through sources from found im-
ages, film archives and influences 
from literature. Developed 
through a collage-like approach 
my paintings construct imaginary 
spaces and staged scenarios that 
often involves the human figure. 

In 2005 I took part in 
the Red Mansion Foundation 
residency award in Beijing. I was 
selected as an MA graduate 
from the Chelsea College of Art 
programme. This experience 
had a significant influence on the 
development of my work in the 
years to follow. I was drawn to 
the densely populated commu-
nities in the suburban district 
and the daily routine of its 
people and how they adapt to 
the rapid modernisation of their 
environment. How communities 
seemed to sustain normality in 
living conditions that were in 
constant transition fascinated 
me. The work I made focused 
on the daily events I experi-
enced and the various rituals of 
congregation common to these 
migrant worker communities. 

I sensed a kind of collective 
spirit in situations where people 
were drawn together to witness 
something in public. The scenes 
they gathered to observe would 
vary dramatically between 
ordinary everyday events 
to the aftermath of a more 
serious public incident. Through 
drawing and watercolour, I 
made plein-air studies from my 
experiences travelling around to 
local areas. Over the duration of 
the residency my work changed 
considerably, I was looking 
to create images that moved 
beyond documentary into work 
that could be interpreted as 
more universal. These paintings 
isolated subjects of people 
from their original environment 
creating a form of stage where 
their relationship to each other 
became more theatrical evoking 
a form of stasis.











Near main bus station

Along the street to our studio
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Ebru 
 Erülkü

I studied Photography at 
the Royal College of Art and 
graduated in 2005. After my 
graduation I was very proud and 
happy to be selected by the Red 
Mansion Team to go to Beijing 
to realise work there. At the 
same time, I was a bit nervous 
going to this far continent with 
a different culture and history. 
But China, and also Chinese 
new artists, had already become 
an upcoming interesting topic, 
so Beijing seemed an important 
place to go and collect impres-
sions of its transformation.

My memories of these 6 
weeks are still very vivid. 

I was constantly outside 
walking, driving or together with 
other people here and there. 
We did work, but we had also 
tasty dinners at someone’s 
house, at different restaurants, 
nightlife impressions at a bar, 
a club, long billiard evenings. It 
was a very big help that two 
Chinese friends had to take care 
of us. Otherwise it would have 
been far more difficult and less 
fun. All was very well organized 
by the Foundation. There was 
nothing I missed. It was just a big 
enjoyment and adventure.

A few things were very 
challenging. One of them was 
getting to the places to see 
them and walk around, places 
where I would think I would find 
the things I liked to photograph. 
Beijing is huge and travelling by 
taxi and walking around often 
gave me a feeling of being a little 
mouse searching for my pieces 
of cheese in a big labyrinth. The 
hugeness of the city and the 
many highways impressed me.

I went with a visual concept. 
This concept became its shape 
when I saw the things, streets, 
houses, new and old, the build-
ings sites, just around our studio 
place where we stayed, near 5 
Ring Road. So I focused especial-
ly on these spots, where urban 
transformation was obviously 
very fast and urban contrasts 
strong. 

I wrote many years ago: 
“Being in Beijing was a break 
out into a large visual potpourri 
with very contrasting states. 
My interest was mainly caught 
by the atmosphere on the 
edge of the city where the new 
city is expanding and pushing 
further outside a simple every 
day lifestyle with its “simplici-
ty, chaos and haziness”. More 
or less everywhere, “old and 
new signs” could be found in 
an undefined relational state, 
either indicating the beginning 
of independent coexistence or 
potential harmony.

At the end I had a series 
of 20 images. Not only could I 
show the work in London with 
the other graduates, but also I 
was very lucky to be included in 
a museum show “Beijing case” in 
Karlsruhe/Germany at the ZKM. 
By chance we met a German 
artists group (also sponsored to 
reflect on Beijing) and their cu-
rator at an opening at “Chinese 
platform”.

To me it was a great, great, 
experience which showed me 
that we should only have an 
opinion about a different culture 
or continent and its people, 
when we directly get in touch 
with it and we get to know it. 
New or other impressions stim-
ulate and inspire our personality, 
and in the case of the artist, his/
her work. 

My opinion and experience: 
at a different place, your work 
will become different or gain 
another shape and content.
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Gareth 
 Polmeer

The city and its environs 
looked most profound in the 
suspended haze of warm cre-
puscular light. An orange glow 
held ancient and modern struc-
tures together in equal illumina-
tion, where the past shimmered 
in-between expanding urban-
isation, and the imagination 
of the future. Radiating across 
the urban landscape, amidst 
buildings and trees, histories of 
the city flickered and danced in 
the sunlight. The frames of rising 
towers, the arms of cranes in sil-
houette, reflections in glass and 
steel, the outlines of buildings 
on a hazy horizon, all spoke to 
the life of a dynamic metropolis, 
where history and the future 
met in the present of the same 
light.

The sense in which this light 
connected the historical and 
contemporary spaces of the city 
became a key focus in the works 
made during the residency, and 
on a series of reflections around 
time and the image. This period 
represented the beginning of 
a longstanding set of experi-
ments with the image and time, 
in explorations of movement, 
light and colour through forms 
particular to digital images, such 
as pixels, scan lines and frames. 
The movements and patterns 
of life, expanding infrastructure, 
technological development 
and modernisation existed 
alongside ancient buildings and 
images of the past, and these 
juxtapositions became a focus 
for representing the different 
temporalities that combined to 
define the modern city.

Moving alongside and 

through this dynamic urban 
space, and living for a while on 
its peripheries, provided an 
opportunity to make work that 
could explore landscape through 
the unique transitions and 
developments of these spaces, 
framing the changes within a 
set of structures and processes. 
It was this aspect that became 
of longer-term importance and 
impact on works and research 
interests later developed after 
the prize, and to continuing 
works. The idea that an instant 
or moment contained within it 
a dynamic relation of time and 
space, that could be layered, 
edited, repeated and expand-
ed upon, and could illuminate 
some deeper idea or question, 
became a central consideration. 
An idea of a point or present 
held amidst transience and 
change, that told the stories and 
essence of a place, all the while 
that it was changing. The partic-
ular beauty of the light, and of 
the relation between nature and 
the city stood out in this experi-
ence, and it has been reflections 
on similar aspects of landscape 
and space, of time and the 
image, that have been of lasting 
influence from the art prize, and 
that would be elements that 
informed the central aesthetic 
questions of later work.
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Florencia 
 Guillén

Florencia Guillén works with 
different media to give form 
to her research, often based in 
personal experiences of travel 
and the encounters these allow. 
She looks into the everyday spe-
cific places as a way to condense 
historical experience. Her work 
deals mainly with the relation-
ship between landscape, gender 
and the traces of historical 
moments using art as an object 
to link narratives.

The Red Mansion Art Prize 
was a great opportunity in 
my development as an artist 
because the works made during 
the residency were crucial to 
establishing my present work 
methodology. This is because I 
travelled a great deal while I was 
in China, encountered amazing 
people and explored aspects 
of ancient and contemporary 
Chinese culture. Today, I have 
adopted some of the techniques 
I learned while in the residency 
such as ink on silk and water-
colours as well as gaining a 
confidence to work in different 
environments and cultures. 

Florencia graduated from 
Fine Art and Art History from 
Goldsmiths College in 2002. 
She completed a MFA at the 
Slade School of Fine Art also 
in London supported by the 
Arts and Humanities Research 
Council. She has exhibited in 
several group shows around the 
world such as in Holland, Italy 
and the UK and solo shows in 
Poland, Colombia, Mexico, the 
Philippines and the UK.  She 
received the Red Mansion Art 
Prize in 2006 and completed a 
residency in Beijing, China. The 

same year, she was awarded 
the Duveen Travel Fellowship 
to develop a project along the 
Transiberian route going from 
Moscow to Beijing. In 2008, 
she was the recipient of the 
Gasworks Fellowship to go to 
a residency in Lugar a Dudas, 
Cali, Colombia and anoth-
er fellowship from FONCA 
Mexico, in Bogota. In 2009, 
she was artist in residence at 
ESCALA (Essex University Latin 
American Collection) in the 
UK.  In 2013, she was awarded 
by the Arte Actual Grant from 
BBV-Bancomer Bank, in 2016 
by PECDA and  in 2017 -2018 
by Proyecta, grants given by the 
Mexican art public fund. 

In Mexico, she has exhibit-
ed in major museums such as 
Museo Carrillo Gil, Museo de las 
Artes Sonora, El Amparo Puebla 
and CEART, Tijuana, Museo de 
Arte de Zapopan and Museo 
de la Ciudad in Guadalajara, 
Mexico. Recently, she received 
the Latin American Roaming Art 
project 2016 prize by Asiaciti 
Trust to complete a residen-
cy in Manila, Philippines. She 
teaches visual arts at ITESO in 
Guadalajara, Mexico.
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Daisy 
 Richardson

At the time I received the 
Red Mansion Art Prize (2007), 
I was becoming interested in 
the ancient history of place, 
what has occurred in buildings 
and on their sites going back 
in time, forward again to the 
present and what may occur 
in the future. Beijing with its 
almost palpable history, and in 
2007 being in the flux of change, 
was a fascinating place to be. In 
many ways it was the ideal place 
for me to spend time working 
at that moment.  Unlike other 
forms of travel/ research, it was 
good to be rooted in the studio 
in Platform China in the midst 
of numerous galleries and to 
meet other artists there and to 
learn about them, their work 
and their backgrounds. It also 
provided a welcome transition 
between finishing my MA and 
working outside college; it was 
great to have the opportunity 
to draw and travel and find new 
directions to take my work in.

After the residency, I 
travelled by train to the far west 
of China to visit the Kizil cave 
paintings in Xinjiang. Many of the 
drawings I made in my sketch-
book on that train journey were 
used over the following years 
to develop into other works. A 
brick that I found in a building 
site round the corner from 
Platform China and sewed into 
a case of yellow silk became the 
basis of much future sculpture.

While my current work is 
quite different to the drawings 
that I made in Beijing, the meth-
od is similar. In some respects, 
the sculptures that I now make 
reflect the intricacy of some of 

the buildings that I studied at 
that time. Many of my sculptures 
are based on semi-precious 
stones and meteorites but some 
use ordinary bits of rubble as 
their starting point which could 
easily have been discarded on a 
building site in a far-off city.  The 
stones are enlarged and often 
envelop a piece of furniture 
showing the collision of the built 
and the natural – the known and 
the unknown.  

I make sculpture, paintings, 
drawings, collages and stop-
frame animations. My work ap-
proaches ideas of the domestic 
and the majestic, the meeting 
point of exterior and interior, 
environmental catastrophe, 
time, space and the formation 
of the Earth. The ideas are 
embedded in the works in the 
same way that recycled/ found 
materials are often incorporated 
within them. Newspapers are 
included, as carriers of the out-
side into the interior domain, to 
look at what is remembered and 
forgotten from their content 
as time elapses. Meteorites are 
representative of deep space 
and time. 

I work in Glasgow 
Independent Studios, Glasgow. 
My last solo exhibition Dividing 
Time, was in Glasgow Project 
Room (2017) which was funded 
by the National Lottery through 
Creative Scotland.  I am current-
ly working on an experimental 
video piece with a Visual Artist 
and Craft Maker Award which 
I received in March 2018. I am 
also making a series of collages.
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Nathalie 
 Guinamard

I was honoured to be 
selected for the Red Mansion 
Art Prize and stay in the ‘798 
Art District’ of Beijing. This 
was just after I graduated from 
the Ruskin School of Drawing 
and Fine Art. Feeling a little 
bewildered after stepping out 
of academic institutions into the 
wild for the first time; it was a 
wonderful opportunity to meet 
and work with artists a few 
years ahead of myself in their 
careers, and to learn from their 
experiences. I was fortunate 
enough to be on the residency 
at the same time as the incred-
ibly talented Daisy Richardson 
and Petros Chrisostomou. 
At the time, I was working 
predominately in collage and 
taking materials from daily news-
papers. The Beijing dailies gave 
me a whole new selection of 
materials with a Chinese flavour 
to work with. 798 was a vibrant 
and interesting place to stay – it 
really gave one a sense of how 
fast the city was redeveloping. 
A new building was built almost 
from scratch at the end of our 
road in just the four weeks that 
we were staying there.

In the ten years since I was 
on the Red Mansion Art Prize 
residency, I have been exploring 
a mixture of drawing, collage, 
installation and painting through 
my work. In 2015, I challenged 
myself to do a “drawing a day”; 
the drawing could be a quick 
sketch, or a longer more de-
tailed study, depending on how 
much time I had available. It was 
a very rewarding process, trying 
to create something each day 
and has led me on to more illus-

trative work commercially. My 
most recent exhibition “Political 
Animals” was a collection of 
graphite drawings of conten-
tious politicians and small furry 
animals. They were exhibited 
side by side to create a playful 
discourse between the powerful 
and the powerless, the fury and 
the furry. The exhibition was an 
attempt to satirise the online so-
cial media world in which politi-
cal news sits next to humorous 
cat videos and hamster memes 
– offering a welcome (to both 
politicians and audience alike) 
distraction from the current 
state of world affairs.

Nathalie Guinamard is a 
graphic designer and illustrator 
based in London. She studied 
her Postgraduate Diploma at 
Chelsea College of Art following 
a Fine Art BA at the Ruskin 
School of Drawing and Fine 
Art, Oxford. She has been 
short-listed for various prizes; 
including the Jerwood Drawing 
Prize, National Art Open and 
ING Discerning Eye. In 2008, 
she was included in ARTfutures 
and was exhibited at the Alan 
Cristea Gallery alongside three 
other emerging artists. She 
was one of 30 artists to be 
commissioned by the Royal 
Mail to design a special edition 
postage stamp for the 2012 
London Olympic Games. Her 
illustrations have been featured 
in various publications, includ-
ing; The House of Windows” 
by Alexia Casale, World of 
Interiors, The Times Educational 
Supplement and Conde Nast 
Traveller. She has been com-
missioned to do illustrations for 
clients such as Healthy Yummies, 
XECO Sherry, WeMove.EU and 
Brakspear pubs.
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Petros 
 Chrisostomou

The Red Mansion Art Prize 
allowed me the unimaginable 
experience of being able to 
travel and observe, and work 
as an artist in China for two 
months of my life. Growing up in 
the suburbs of London and born 
to immigrant parents, I felt espe-
cially lucky to have been chosen 
for this award. Not only did it 
fill me with a sense of worth, 
but also a sense of freedom 
that I was able to travel and 
meet with people from different 
cultural backgrounds and form 
interesting relationships and re-
search for my practice, because 
of my talents as an artist.

In a way the residency in 
Beijing helped to broaden my 
experience of where I could 
take the direction of my work, 
and to understand that there 
was an immense wealth of 
knowledge, creativity, and life 
beyond the reality that I knew. 
I feel that the idea of multiplic-
ity and magnification became 
ever more present within my 
work, and I remember having a 
clear moment that struck me, 
almost as if an epiphany that 
the objects I was collecting to 
photograph held value depen-
dent on the context in which 
they existed.

The series of work that I 
made as a result of this residen-
cy was based on high heeled 
shoes and every day consumer-
ist products that were directly 
inspired from the supermarkets 
and stores that I would frequent 
in Beijing. Somehow these 
ephemeral everyday objects 
were by- products or evidence 
rather, for larger observations 

connected to infrastructure and 
productivity. I was experiencing 
an accelerated and developing 
cultural revolution unfolding 
before my eyes and it felt as 
if I were living in the present, 
in a magical moment, moving 
at lightning speed towards an 
uncertain but exciting future.

My work has continued to 
move along similar lines and I 
feel that my experience in China 
was formative to the devel-
opment of these ideas. It has 
become clear that my practice 
makes observations based on 
travel and cultural exchanges in 
order to link a thread between 
the idea of globalisation and the 
spaces that we relate to, or are 
culturally grounded in.

Petros Chrisostomou was 
born in London, 1981. He lives 
and works in New York. He was 
a resident on the International 
Studio and Curatorial Program, 
New York, MASS MoCA Studio 
Residency, Massachusettes, as 
well as the winner of The Red 
Mansion Art Prize, where he 
worked for a concentrated 
period of time in Beijing, China. 
His work has been included in 
public and private collections 
worldwide.

Recent exhibitions include 
‘Miscellaneous and Blended- Art 
from NYC’ Museo De Arte De 
Sinaloa (2014) ‘Nirvana- Strange 
Forms of Pleasure’ MUDAC, 
Musee de Design et D’art 
Appliques, Lausanne (2014) 
Vertigo, Xippas Gallery, Geneva 
(2013) ‘Ficciones, International 
Biennial of Photography, Punta 
Del Este, Uruguay (2011) 
Plastic Lemons, Spring Projects, 
London (2011) Fresh Faced and 
Wild Eyed, The Photographers 
Gallery, London (2009) In 
Present Tense-Young Greek 
Artists, EMST National Museum 
of Contemporary Art, Athens 
(2008) 3rd Beijing International 
Art Biennial, British Pavilion, 
Beijing (2008).







The street life in Beijing is a 
24-hour live show full of music, 
dance and sports. Over a peri-
od of a month, I was in Beijing, 
filming as I went, observing 
Chinese life, collecting “road 
images”, and documenting 
quotidian performances. When 
I was there, I saw a city that 
is literally exploding, in early 
transition from the ancient to 
the modern, adding skyscrapers 
and other buildings at a break-
neck pace, the skyline of the 
city revised every few months 
or so; the city was clearly in 
the process of preparing for 
hosting the 2008 Olympics. In 
the summer of 2008 Beijing 
was be at the centre of the 
world.

This work is my point of 
view about Beijing, in the year 
before this monumental event, 
showing sports and dance of 
the Chinese people in their 
daily lives. The project also 
introduces the notion of “body 
culture”, as one element in 
a whole set of Chinese body 
practices: the “old people’s 
disco dancing” craze, the new 
popularity of bodybuilding, 
mass callisthenics, martial arts, 
military discipline, and more. 
An illustration of how gender, 
the body, and the nation are 
interlinked in Chinese culture. 

This residence gave me 
the chance to produce much 
material for a new film project, 
the like I have not been able to 
do before. The culture is far re-
moved from European culture 
and seen through my unfamiliar 
eyes, it is full of exciting new 
possibilities to develop some-
thing special. 

I returned from China with 
many experiences and inspira-
tions, and a lot of material to 
work with.

During the time of the 
residence, I was as a strang-
er, discovering Beijing and its 
inhabitant’s day to day, filming 
and photographing their habits, 
routes, structures, forms, 
performances, rituals, tradi-

tional dance, music and sports, 
exploring themes and habits 
from urban social life, religion, 
history and mythology of 
China.  I watched people prac-
ticing various forms of exercise 
and meditation including Tai 
Chi, folk dance, social dance 
and the more recent, less 
traditional ballroom dancing. 
Singers performing traditional 
Chinese opera in the street, 
musicians playing traditional 
Chinese instruments, Beijing’s 
older generation; middle-aged 
and retired people gather in 
parks to exercise and socialise - 
men playing dominos and other 
games, bird lovers flock to-
gether holding cages containing 
their beloved pets…plenty of 
kite flyers, street hairdressers, 
street workers taking a rest on 
the back of tricycles, workers 
in yellow hard hats carrying 
steel rods towards the founda-
tions of an office block, one of 
dozens going up in Beijing. The 
construction workers come 
from villages in southern China. 
They work in shifts and sleep 
in cabins set up on the building 
site. Work goes on throughout 
the night. At night in the centre 
of town, floodlights illuminate 
a building site. But the people 
of Beijing appear happy, even 
those living in the ‘slum’ areas; 
people smile and are very 
friendly, courteous and helpful. 

From observing the healthy 
active Chinese people, I expe-
rienced much energy for life. 
In all of my travels to date, I 
have to say that I felt the safest 
whilst in Beijing. This feeling of 
safety came to me in the first 
few days of exploring the city. 
It was a feeling that enabled 
me to carry all my equipment 
around quite freely, without 
the traditional fear of oppor-
tunist theft. It was a feeling 
that enabled me to set up one 
camera on a tripod and leave it 
running, in the care of random 
strangers, whilst I carried 
another for closer inspection 
of the scene. There seemed to 
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me to be a respect for tourists, 
an interest in them and what 
they were about. One day I was 
approached in a park by a teen-
age boy, who offered to show 
me around Beijing in return for 
English language practice. At 
first of course, I was wary of 
his motives, but I could sense 
that they were totally genuine. 
So, I said yes. He became my 
guide for the majority of the 
residence, showing me the city 
from a native perspective. This 
was an immense help to my 
recording process, providing 
a shortcut to the areas that 
interested me. It became quite 
normal for people in the city to 
show an interest in what I was 
doing. They would often come 
up to me and check what I was 
filming. They would stand be-
hind the camera and try to see 
my perspective. One day I was 
filming a barber on the street. 
Random people from the street 
came to see what I was filming. 
As they saw my camera display 
they were shocked at my close-
up video-image and tried to 
teach me that I have to film the 
whole scenario. 

Being in Beijing was a 
breakout into a large visual 
potpourri with very contrasting 
states. My interest was mainly 
caught by the atmosphere 
outside, the simple everyday 
lifestyle with its “simplicity, 
chaos and haziness”. I don’t 
think privacy exists as a con-
cept in China. Everyone eats 
in big groups, they never close 
the doors in the toilets, they 
have massive arguments on the 
streets, they stare at you, and 

they seem a lot less reserved in 
conversation than the English 
do. One of the most exciting 
things was the idea of getting 
lost, virtually disappearing. 
Without the possibility of com-
municating with Chinese people 
or to read signs it was very 
easy to get on a wrong train or 
bus, arriving in a random place 
with a false or no idea where 
I was.

“Dreaming of China” seems 
an appropriate way to recollect 
my experiences there, for, from 
the moment we descended 
through the solid white cloud 
haze, there was a distinct 
feeling of entering into another 
world, somewhere very 
different from anywhere I had 
experienced before. This com-
bination of contrary feelings 
came to typify my experiences 
in China. Whenever any sense 
of what I felt to be ‘reality’ 
formed around me, there 
would always be something to 
subvert it, to remind me that I 
was somewhere I was com-
pletely unfamiliar with.

In England, my process of 
making films, is analytical and 
conceptual. The response I 
received in China focused more 
on the “feeling” the work emit-
ted, so I found myself involved 
in a totally different discourse 
to the one I am used to back 
home. In retrospect these 
sentiments have now become 
major considerations for me 
and represent the biggest influ-
ence on my work, because they 
have opened my eyes to new 
possibilities within my practice.
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As part of The Red Mansion 
Art Prize (2008), in which I had 
the opportunity to represent 
Central Saint Martins College 
of Art and Design when I was 
coursing the MA fine arts as a 
student, I had an unexpected 
and complex residency that was 
a two-way experience.

On one hand, staying in 
Beijing for one month was a 
great chance to get a closer 
view on its local market. I visited 
most of the commerce districts, 
from the newest shopping mall 
Solana to the Yashow clothing 
market, also the silk market and 
the oldest markets such as the 
Liulichang Antique street and 
the Panjiayuan Antiques market. 
All these experiences were very 
valuable for my MA research 
subjects about piracy, subcon-
tracting labour, crafts and global 
consumption.

Paper cut (2008-2009), was 
the project that I elaborated as 
a result of my contact with the 
Chinese handicrafts. I bought 
fake period propaganda prints in 
Beijing’s flea market to produce 
some traditional Chinese paper 
cuts patterns which I juxtaposed 
with central motive logos of 
some of the most famous major 
fashion labels such as Gucci, 
Channel, Dior, Prada and Louis 
Vuitton. As Ramiro Camelo 
observed in his curatorial text 
of my project for the group 
exhibition of the award at the 
Slade Research Centre, “With 
this she present us with a dou-
ble reflection: firstly, she calls 
our attention to those labels 
unfamiliar in China twenty year 
ago but which

nowadays have become 
staples of Chinese urban con-
sumers; and secondly, she points 
out the paradoxical fact that 
China is also the biggest centre 
of counterfeiting goods of those 
very well-known American and 
European fashion brands”.

However, the most valuable 
encounters during the trip 
were those in which I was able 
to talk with local artists and to 
see their traditional Chinese 
arts and crafts. I am really 
grateful for the Red Mansion 
staff and the Cultural director 
of the Embassy of Colombia 
in Beijing, who helped me to 
contact all the right people and 
places to make the best of my 
residency. That’s how I met 
one of the members of China 
Arts and Crafts Society, who 
embroidered some images of 
sale tags that I had previously 
collected from Oxford Circus 
fashion shops in London. Using 
polyester Chinese fabrics as a 
support, these sale tag images 
were meticulously embroidered 
in different traditional Chinese 
techniques by the artist and 
other local embroidery women 
who participated in the making 
of the project that I titled Fast 
Fashion (2009).

This residency complement-
ed and reinforced some of the 
new concepts that I explored in 
my MA degree. I could not have 
understood in an open-end-
ed way these new concepts 
brought by the material study 
discipline without this trip.

Barbarita 
 Cardozo
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Benjamin 
 Jenner

I received the Red Mansion 
Art Prize in 2008 whilst studying 
at the Slade School of Fine Art 
for an MFA in Painting. I had 
been living in London since com-
pleting my BA at Wimbledon 
School of Art in 2004. At the 
time of receiving the prize I was 
making large scale drawings with 
Posca paint pens on coloured 
paper. These drawings depicted 
wooden constructions that I had 
made as companion pieces to 
the drawings. I was interested 
in the scale of the constructions 
as tools with the potential to be 
used and that scales repetition 
in the depiction of the object 
on the coloured paper. Every 
contour of the objects in the 
drawings was depicted as visible, 
as if the planes of the forms 
were transparent. This had the 
effect of flattening the drawn 
forms which confused the 
relationship between the image 
and the object, compromising 
the diagrammatic status of the 
drawing, cutting the objects 
adrift.

I found Beijing extremely 
challenging and exciting. 2008 
was China’s Olympic year so 
much of what was considered 
unsightly had been placed out 
of sight. The un-sighting of what 
would normally have been 
visible, the huge gravity defying 
architectural constructions, the 
frenetic atmosphere and the 
vast scale of the city have made 
a lasting impression.  

My current studio practice 
includes the construction of 
three dimensional objects that 
interrogate the visual apprehen-
sion of form and two dimen-

sional paintings that analyse 
the structure, composition and 
materiality of these objects. 
These two approaches are 
intrinsically tied to one anoth-
er by an interest in the haptic 
negotiation of form and the 
ensuing challenge to cognition 
and spatial apperception. That 
these relationships take place 
in time is something I aim to 
reflect in the work via the use of 
multiple-exposure photography 
and the deployment of spatial 
constructions (painted wooden 
frameworks and cardboard 
cut-outs) that comment on, 
obscure and partially reflect the 
composition of the paintings in 
front of which they operate.

I continue to live and work 
in London.



A
B

C
D

E
F

1 2 3 4 5 6







2002 2003 2005 2006 2007 2009 2010 2011 20152013 20172012 20162014 20182004 2008

Bronwen 
 Buckeridge
A telephone call with ra-

vens, pigeons racing from gallery 
to loft. An earthwork made with 
the assistance of witches, and a 
live audio performance featuring 
conversations with dogs.  These 
are some of the works I’ve 
made in the ten years since I 
returned from the residency in 
Beijing.

Looking back, it’s hard to 
know exactly how each piece 
began. Was it a chance remark, 
one event spilling fortuitously 
into the territory of another, 
or a thought grabbed out from 
between the lines on a page?

Works make their own 
adventures. They have taken 
me to lay-bys in Kent where I’ve 
waited, shivering in the dark, 
to load up a lorry with pigeons 
heading to a race. I have been 
a shy guest at the meeting of 
a coven deep in the Forest 
Of Dean. And in those same 
woods, perched high on a hunt-
er’s seat, I have held my breath 
as a sounder of wild boar passed 
beneath my feet. More recently 
I have found myself drinking 
tea with birdman Steve and his 
raven Precious, who had joined 
us at the table, turning her pow-
erful beak from side to side as 
she assessed the situation.

Although they have taken 
very different paths, these 
encounters all stem from a 
curiosity about other people’s 
working practices, and the 
rituals they enfold. The very 
particular feeling of stepping 
out into someone else’s world, 
where you walk a tightrope 
between what you know and 
what you don’t, is something I 

can trace back to the low slung 
corridors running behind the 
stage at the Pear Tree theatre 
on the outskirts of Beijing.

Most nights I’d arrive at 
the theatre early to watch the 
actors making their final prepa-
rations backstage. Mindful, but 
apparently unconcerned by my 
presence, they moved quickly, 
the patterns between them wo-
ven by familiarity and precision. 
Wanting to understand, but not 
wanting to intrude, I can still feel 
the wall pressed into my back 
as I steadied my camera, caught 
up as their painted faces shifted 
into character.

Operating in an envi-
ronment where there is no 
common language, gesture takes 
on an exaggerated role. You 
can never fully explain what you 
want, or describe exactly what 
you are doing. And so it is that 
you begin. Perhaps shadows fall 
more sharply when you are a 
long way from what you know, 
or maybe being compelled to 
inhabit a role rather than discuss 
your intentions conspires to 
make you more bold.

Certainly standing there in 
the theatre, I was aware that 
adopting this kind of docu-
mentary mode was edging me 
towards something new. I didn’t 
know if I’d do anything like it 
again, but the practice of ‘other 
worlding’ has stuck, even if the 
settings and the cast of charac-
ters have changed.

Over time, this way of work-
ing has evolved away from the 
practice of gathering material 
to be edited at some later 
date. It more often occurs as a 
performance or a live encounter, 
where the act of bearing witness 
and the viewer’s experience 
have been collapsed, and now 
operate in a shared space.
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Ian 
 Gonczarow 

I travelled to Beijing in 
the summer, just a few weeks 
before the start of the 2008 
Olympic Games. The city was 
hot, vapid and in full preparation 
for the games and the thou-
sands of expected international 
visitors and sports fans.

I stayed in the studio of Cui 
GauTai in the suburbs of the city 
with artist Ben Jenner. I had no 
previous experience of such a 
large live/work space and it was 
peculiarly stimulating to be sur-
rounded by some of the large-
scale paintings of another artist. 
There was a certain amount of 
assimilation of that work on my 
return to London and later in 
the year, and this was perhaps 
the biggest and lasting stylistic 
influence on my practice from 
the residency. There were also 
several survey books of the 
work of the absent artist laying 
around and it became quickly 
apparent to me that his work 
contained a certain level of 
critique via nostalgia for the 
decline of rural heavy industries, 
perhaps those that had helped 
to fuel China’s initial embrace of 
Free market capitalism.

I spent my 4 week stay 
between the studio and the city. 
We were located somewhere 
on the other side of the 6th or 
7th ring road, but even there, in 
the small district there was an 
art supply store. I bought quite 
a lot of equipment at very little 
cost.

The city provided the visuals 
that I began to play around with 
in the diary or sketchbook I 
had taken. There were slogans 
for the games everywhere and 

images of the 5 mascots as post-
ers, toys, sculptures, post cards 
etc. Through my travels on the 
local bus, I quickly realised that 
the city was erecting a façade 
of the ephemera of the games 
on top of the more traditional 
housing on the fringes of the 
city, with enormous tarpaulin 
and PVC banners. The games 
were to be a very specific pro-
jection of China to world.

I spent quite a lot of time in 
the 798 District, getting to grips 
with contemporary Chinese art, 
as well as some big European 
hitters. There were many 
bookshops there, and I did buy 
one too many art books as part 
of my research. Harland Miller 
stood out in that context.

I made one painting for a 
small show in the studio for our 
artist neighbours before we left. 
A huge oil painting of Joseph 
Stalin, copied from a poster I 
had bought from a flea market. 
It wasn’t great, but it taught 
me that in order to respond to 
all the input I’d had, it would 
not be good enough to simply 
‘quote’ distant political ideolo-
gies. 

The residency was a fantas-
tic opportunity to get a small 
taste of a culture, only experi-
enced via television previously. 
I saw the Great Wall, I ate fan-
tastic street food, I listened to 
traditional music and even went 
to the traditional theatre, as well 
as seeing the War Museum and 
a million other amazing sights, 
tastes and sounds.

I was delighted and grateful 
to be selected to represent 
Goldsmiths College in the 2008 
Red Mansion Prize.
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Mimi 
 Norrgren

When I got the chance to 
visit China in 2008 my work 
was very much about finding 
inspiration in new places and 
foreign disciplines.  At the time 
I was producing sculpture and 
performance art that thrived off 
the experience of travel.  What I 
saw in China I decontextualized, 
with isolated elements filtering 
in to my work.  Beijing, with the 
added buzz of the Olympics, 
was a vibrant and exciting 
place to be thrown in to.  I felt 
confronted by a continuous 
contradiction between control 
and freedom, tradition and the 
modern, old and young, past 
and future.  

Whilst in Beijing I visited 
several artists studios and saw 
a vast amount of gallery shows.  
The 798 District was full of 
openings and events that were 
an invaluable insight into China’s 
art world.  The sheer scale 
of the work and the relaxed 
attitude to health and safety left 
a lasting impression.   The push 
and pull of social progress and 
China’s lost cultural heritage 
were other elements I continu-
ally strove to capture on paper 
and through the lens.

The work I produced after 
my trip to Beijing has been 
emboldened and embodied by 
what I saw there.  I was struck 
by the physical effort of people 
in rural china and went on to 
try and communicate some of 
this through my performance.  
The trip inspired me to work on 
a larger scale and experiment 
with some of the techniques and 
materials I saw being used.

Over the past five years I 

have focused my practice on the 
discipline of cast glass sculpture 
and now run a studio with my 
partner in Hampshire.  My 
interest in the creative sphere is 
rooted strongly in materials ex-
ploration, China could not have 
been a more perfect place to 
explore their uses and applica-
tions.  It will therefore continue 
to permeate every aspect of 
what I do.
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Elizabeth 
 Porter 
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Esmeralda 
 Valencia

Perhaps the most useful part 
of the experience was a less 
pleasant one, to not be able to 
communicate with my surround-
ings. This new situation fed my 
interest in social interaction and 
resulted in work responding 
to a feeling of isolation.  The 
vegetation in the many parks 
in Beijing provided islands of 
calm and I developed a practice 
of staring closely at bushes 
and trees, as they seemed to 
provide tunnels into something 
familiar. On my return to the UK 
I kept photographing bushes and 
trees close up with the thought 
that they were a form of mono-
chrome, all openings leading into 
the same space.  The close-up 
bush archive now has about 800 
photographs.

The second piece I pro-
duced during the residency was 
a video work where I recorded 
the choreographed movements 
of a Beijing taxi, turning as slow-
ly as possible behind the sharp 
outline of a tree. This image 
was juxtaposed with the distant 
movements of a football game 
as seen through the leaves of 
a houseplant. The work shows 
human activities filtered through 
the shapes of vegetation allow-
ing the plants to become specta-
tors as well as diagrammatic and 
formal devices. 

The two pieces both po-
sition the plant as an obstacle, 
something, which is ‘in the way’.  
This treatment of and relation-
ship with plants emerged in 
response to being an over-
whelmed observer, but is also a 
reflection on how nature fluctu-
ates between being ‘useful’ and 

‘invisible’ to the human eye. 
My work continues to 

explore human and non-human 
relationships. Most recently the 
work has imagined architecture 
as a soft, wet and body-like 
thing resulting in video work 
and installation. Focusing on the 
studio as a background designed 
to be invisible but which yet mir-
rors the work, the maker and its 
larger context, materials, shapes 
and habits attached to the space 
are copied and distorted in an 
attempt to understand more 
about what the situation of 
making is for the body and for 
materials. 
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Keh 
 Ng

Whilst sat in the back of a 
taxi on the way back to Cao 
Chang Di from the city centre, 
the taxi driver remarked that 
I sounded funny to him. That 
although my Chinese accent 
sounded fine, my limited range 
of vocabulary made him feel as 
though he was talking to a child 
in a man’s body.

Although I am of Chinese 
descent, I had never spent a 
prolonged period of time in 
China before being awarded the 
Red Mansion Art Prize in 2009. 
The time in Beijing was also my 
first artist residency, which later 
led me to pursue other residen-
cies in Brazil, Thailand, Germany 
and Russia. 

One day when I had no 
inclination too venture far from 
my studio, I sat outside smoking 
a cigarette with the building’s 
security guard and Mien Bao, 
his Alsatian guard dog. He 
asked me “Why don´t you 
come home?”. I said “I am not 
sure what you mean? I live in 
London.” He shook his head and 
told me “No, you belong here.”

Needless to say, the Red 
Mansion was one of those 
pivotal moments where things 
came into focus for a brief time 
but has stayed with me ever 
since. It helped me realize that 
I had always been interested in 
people and the stories that they 
tell. In many ways the greatest 
treasured memories from any 
residency are the people I met 
or observed from afar 

On one of the few out of 
town trips I took, I decided 
to pay a local tour guide to 
take me to a part of the Great 

Wall which was not open to 
foreigners. He drove us out in 
his private car. I watched him 
pay off a security guard who let 
us through a gate into a wild ter-
rain which was mountainous and 
forested. It became pretty clear, 
pretty quickly that my guide had 
never been here before either. 
He was blagging and keeping up 
a facade while making U-turns 
and awkward reversing manoeu-
vres in the car before pulling up 
at a random spot and announc-
ing that we had arrived. We 
then proceeded to scale a steep, 
sandy hill. As we huffed and 
puffed up the hill, He became 
red and sweaty while I was 
just waiting for my dodgy knee 
to give way. When we finally 
reached the top where ruins of 
the wall stood, it was hard not 
to feel a certain strange, kind of 
camaraderie with him.

On my trip to China in 
2009, I brought a 35mm film 
camera and shot about twenty 
or thirty rolls of film over the 
month I was away. Some of 
these rolls have never been 
fully printed and only exist as 
test sheets and developed film 
in archival boxes in my studio. 
I was recently looking through 
them when I had to move studio 
premises. The images instantly 
rekindled sensations and experi-
ences that felt tangible and vivid. 
The experience gained from this 
art prize is a treasured piece of 
time to me.
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Pippa 
 Gatty

2009

Rooted in the language 
and history of painting, I am 
motivated by the idea of the 
fourth dimension (as in Time), 
and the discourse between that 
and my environment, (the here 
and now).  The conversation this 
creates is beyond the symbolic 
and I try to represent this ambi-
guity within my work by creating 
a register of symbols and layers 
of meaning.

My paintings are generally 
dark and small in scale, and 
this intimacy invites the viewer 
into my unsettling world with 
its ‘Nature’ resonances.  These 
microcosms document my 
experience of my environment, 
my sense of wonder and fore-
boding and grief, and reflect a 
nostalgia for a time of ecological 
innocence and yet the reality of 
the situation. A human or animal 
presence is often suggested but 
seldom depicted, although a 
consciousness is always present 
and a primordial feature of 
things.

At its outset each painting 
poses a series of open-ended 
questions. The outcome is 
always unknown.  My pro-
cess engages with a discourse 
between my heritage and 
environment, an exploration 
of time and space. I paint on 
the edge of figuration.  it is 
emergent, and in the process 
of becoming or revealing itself. I 
build up the surface with glazes 
and often scour or scape areas 
of the picture plane back to re-
veal its foundation. I have been 
evolving a process and creating 
a body of work, which I hope 
addresses and reflects elements 

of the romantic tradition and 
a contemporary unease.  I am 
interested in creating an archive 
of these images.  I live and work 
in the Inner Hebrides.



I learnt a lot on my trip 
to China …. Not least to be 
cautious of street food, (I had a 
bad case of food poisoning mid 
way through my residency…  I 
think it was the peanut sauce.).

Tea is more expensive 
than you would think and quite 
complicated…

Postage is expensive… 
Crossing the road is a skill 
and cycling in Beijing is 

something else entirely.
In my first few days I made 

a list of all the things I wanted 
to see and do… I had wanted 
to send ‘all the tea in china’ to 
an artist I knew who was in-
volved in mail art… this proved 
to be more expensive than I 
had anticipated and instead of 
sending a packet of tea each 
day of the residency I had to 
abandon the project.

I had an intimidatingly 
enormous studio that I could 
use,  I cast a lot a shadows on 
the walls at night with torches 
I bought from the market and 
during the day Lizzie Porter 
(who had a space downstairs) 
and I would go around Beijing 
– seeing the sights and looking 
for art and artifacts.

I spent a lot of time think-
ing about the Tiangong space 
station that was currently in 
production and due to launch 
the following year.  I did even-
tually find a model of it in the 
science museum.  

In my first few days in Cho 
chang dee I went to the flea 
market and found a couple of 
propaganda magazines from 
the late 70s.  There were full 
photographs taken from the 
model plays of Peking Opera.,,, 
(I think that there were eight 
model plays allowed during the 
cultural revolution)…  I started 
to make paintings of some of 
these images on to some glass 
slides that I also found the same 
day.    I made a painting every 
few days for the duration of the 
residency.  Inadvertently it had 
become a sort of diary.  

At the end of the month in 

Cho chang dee John arrived - It 
was so lovely to see him and 
his enthusiasm was infectious.  
We traveled to Xian to see 
the terracotta army, the great 
wall, we visited shrines in the 
mountains, made a half-ditched 
attempt to get to Mongolia. 

After 6 weeks in China I 
was happy to head home… 
and on returning the thing that 
struck me most is how beauti-
ful the skies are in Britain.

 Since the Red mansion 
residency my life and work has 
changed a lot.  We left London 
and moved to the Hebrides, 
I have been concentrating on 
making the sort of paintings 
I always wanted to make but 
somehow had struggled with 
for so long.  We live on a small 
holding with a flock of orphan 
lambs, and rescue dogs and I 
have been showing my work 
regularly nationally and inter-
nationally.
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Saad 
 Qureshi

I was awarded the Red 
Mansion Prize at the end of the 
first year of my MFA at the Slade 
School of Art in London. It was 
a time in my practice where I 
had been asking myself a lot of 
questions about the place of 
culture and identity in my own 
work. As a Pakistani-born British 
Muslim, I felt a lot of the con-
versations around my practice 
were inevitably being defined 
along discourses of “otherness.” 
I needed to take ownership 
of that bias and decide which 
direction to take. Either to make 
work that converged recognis-
ably with the Western styles 
and preoccupations of most of 
my contemporaries; or to find 
a language that blended the 
two cultural traditions that had 
formed me, without defining me 
as an outsider, or my references 
and materials as exotic. 

It was in this state of mind 
that I arrived in Beijing, and 
began exploring the city and 
meeting its people and being 
confronted with my own reac-
tion to symbols, methods and 
materials which were new and 
foreign, to me. One time, when 
speaking to an artist, I described 
his work as being “Chinese” and 
found myself corrected. The 
artist said that it only seemed 
this way to my eyes: to his eyes, 
it was just his work. What I was 
interpreting as the meaning 
was, to him, simply the means. 
This was a breakthrough in my 
own thinking, freeing me from 
this notion of a duality, and of 
having to choose one or the 
other. It was the beginning of 
a new sense of confidence in 

my own visual vocabulary and 
techniques, which freed me to 
be able to address myself to 
making work, unencumbered 
by the need to justify or forever 
explain. 

People seeing my first 
public commission for the Land 
Securities development Nova, 
in London, or Assembly, my 
permanent work for my old 
Alma Mater, Oxford Brookes 
University, of my other sculp-
tures and drawings, may or may 
not perceive my cultural origins 
within it. I leave that to the eye 
of the beholder, whilst pursuing 
the themes that fascinate me: 
the ineffability of lived experi-
ence and the ideas or stories 
by which we give meaning to 
human existence.

As part of my residency in 
Beijing, I set myself the task of 
choosing one photograph from 
each day I was there, to form 
this visual diary. It records my 
fascination with the grain of 
everyday life in the city, fleeting 
exchanges and memorable 
encounters from a month that 
changed so much, and brought 
me back to the UK clearer, 
more confident in my vision, and 
ready to chart the course of my 
professional career.
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Sabrina 
 Donnely

2009



Youth and Diversity

Yu-Gou (Fishdog)

If bicycles are transit for the people, than bricks are certainly their building material  
of choice. Bricks in their myriad forms are everywhere in Caochangdi. Concrete is even  
disguised as brick. On our trip south, multicoloured bricks form a Chinese version of the 
Yellow Brick Road leading us to the bus and when we �nally arrive, Shanghai is also full 
of bricks in preparation for the 2010 Expo. 

From a general obsession, our concern with bricks developed into an interest in their 
creative use in architecture, and as transitional elements in the urban villages around 
Beijing. Bricks seem to be a universal signal of change within China’s urban system.  
During our stay, the delivery of a ton of bricks outside a makeshift wooden home in  
Caochangdi is a clear sign that destructive creation is imminent. The arrival or bricks, 
usually the rusty hue of dried blood, are a clear sign that life is changing. 

More de�nite than the red brick, the Chinese character chai (“demolish” or “destroy”), 
painted in thick red strokes on the doors of condemned homes means that the end  
is near. How many anguished crises have been precipitated by this single character?

The Smell of Cicadas in the Morning
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Una 
 Knox
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Elaine 
 Mullings

My multidisciplinary practice 
centres on printmaking, sculpture 
and installation.  A delight in 
materials and process is the 
currency that runs through my 
printmaking bolstered by my 
fascination with the circle - large, 
shiny discs of copper, silver and 
gold or the bold, flat shimmery 
discs of colour that feature in 
my prints.  The Red Mansion 
Art Prize residency in China 
made a lasting impact on my 
use of colour and luminous or 
iridescent pigments. Inspired 
by Chinese traditional prints, I 
have developed a technique for 
making monotype prints. Here, 
I use acrylics infused with gold 
or silver pigment to create work 
that exists somewhere between 
printing making and painting.

In sculpture and installa-
tion, I work with anything from 
tissue paper and broken glass to 
copper tube and plastic bags.  I 
am curious about the emotions 
and sensations that seemingly 
mundane materials and objects 
provoke.  Here, I am motivated 
by the shifting possibilities and 
potential of revealing something 
new and meaningful within them. 
By physically assembling, ma-
nipulating and reworking them, 
I re-charge these materials that 
simmer in the background of our 
everyday to discover new sculp-
tural forms that challenge our 
understanding of the familiar and 
our responses to the strange.

Whilst in Beijing, I wanted to 
be immersed in Chinese art and 
the processes of art making in 
China. I spent much of my time 
visiting contemporary galleries 
in Cao ChangDi Village and 798 

and traditional art galleries and 
museums across the city.

Despite news of China’s 
rapid changes and urban 
development, I went to Beijing 
with an open mind. But I was 
still surprised by the scale of the 
high-rise building and the sight of 
wide empty spaces where whole 
neighbourhoods – Hutongs 
– once stood awaiting develop-
ment. Cars rather than bicycles 
dominated the landscape. 
However, drinking in the sights, 
smells and flavours of Beijing 
while navigating the city on foot, 
bus or metro was exciting and 
rewarding.  

More profound, was 
experiencing the impact of my 
presence as a distinct stranger in 
Beijing. I subsequently used this 
experience in my sculpture to 
reflect on how the impact of tiny 
catalysts, like a stone chip on the 
smooth surface of a windscreen, 
significantly alters its meaning 
and value.  I was interested in 
how I, as a visible ‘other’, became 
a metaphorical ‘stone chip’ in 
every situation. As the observ-
er frequently becoming the 
‘observed’, I was also interest-
ed in how, looking and seeing 
through various filters and layers, 
our views of people and things 
become distorted or fragmented. 

The impact of my experience 
in China was immediately evident 
in the work that I created for the 
Red Mansion Art Prize Exhibition 
and for the final post-graduate 
degree show at the Slade. The 
experience of that residency still 
informs my work particularly in 
printmaking.  I long to go back to 
China. 

Following a successful 
career as a producer /director in 
broadcast television, I decided 
to follow my dream to become 
an artist. I completed a BA 
Honours Degree in Drawing at 
Camberwell College of Art and 
Design before going on to the 
Slade School to gain my MFA 
Degree in Sculpture. I live and 
work in East Sussex and London.
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Kim 
 Kielhofner

My work involves drawing, 
writing, and the moving image 
brought together through 
collection, collage, and narration. 
It is marked by an interest in 
layered narratives that manifests 
in my videos and drawings that 
often take the form of books.  I 
am currently based in Montréal, 
Canada. I completed a Master’s 
of Fine Art at Central Saint 
Martins College of Art and 
Design in London, UK in 2010 
and a Bachelor of Fine Arts 
degree at Concordia University 
in 2007. My work has been 
shown in numerous festivals and 
exhibitions. Recently, it has been 
exhibited at VOX (Montréal, 
2015), Sporobole (Sherbrooke, 
2017), LUX (London, 2017) 
and Dazibao (Montréal, 2017). I 
have received support from the 
Canada Council for the Arts, 
Conseil des arts et des lettres 
du Québec, and Hnatyshyn 
Foundation Charles Patcher 
Prize (for emerging artists) in 
2013. I have participated in 
many residencies internationally, 
most recently in Vienna through 
KulturKontakt Austria. 

I received the Red Mansion 
Prize in 2010, after completing 
my MA at Central Saint Martins. 
I created a video during my 
time there. Since then, I have 
created many videos that involve 
re-contextualizing archival or 
found material in combination 
with personal re-enactments. 
These works embody a process 
that examines my environment 
and shifts through the narra-
tives that are woven in it. I use 
these narratives to explore the 
historical implications of how 

we understand stories, how we 
remember, and how we place 
ourselves within them. I bring 
together these ideas under 
rewritten narrative forms using 
techniques and footage from 
diverse cultural spaces, from 
cinema to the music video to 
Internet videos. I use timing, 
pacing, and the quality of the 
image itself to play off of each 
other to expand the space and 
create a layering of histories and 
meanings. The narrative some-
times punctuates, sometimes 
connects the image and sound. 
This rearrangement suggests 
that places, events, and ideas of 
the self can be rewritten.  

The Prize taught me the 
benefits of working on a resi-
dency and opened my horizons 
to the possibilities of travel. The 
experiences brought in a differ-
ent model of working for me. I 
saw my strengths in portability 
and in movement. I was thrown 
into a whirlpool of ideas – 
thoughts bounced around with 
energy and I was there to soak it 
all up. It allowed me to intersect 
a constellation and to build my 
own small branch. My previous 
experience with residencies was 
limited, and after the experience 
I had in Beijing, I sought other 
opportunities to work in a way 
that favoured this exchange of 
ideas.
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Lindsey 
 Bull

Looking back for this text, 
I re-read what I wrote for the 
Red Mansion Foundation web-
site in 2010, a year or so after 
my residency in Beijing:

“Sitting in Jingshan Park in 
central Beijing I was struck by 
a revelation; the clarity of the 
moment — life is happening. 
This is it. Imagery overflowed 
and humanity pressed itself very 
close. The intensity of under-
standing the importance of the 
moment has permeated the 
evolution of the paintings made 
in response to the residency in 
China. I found myself time-trav-
elling through history, oscillating 
between Chinese mythology, 
religious rituals and folklore. 
Following this path my investiga-
tion has continually intersected 
and eventually became overlaid 
with my continued research into 
western mythology and English 
traditions ultimately this forms a 
language exploring the mystery 
of rituals.”

It is interesting for me to 
see in this piece of reflection, 
how important the sense of the 
moment was to me then. This 
is something that permeates my 
work now and probably always 
will. Also, the thread of research 
into rituals and mythology has 
woven its way through my work, 
has transmuted and evolved 
over time. The performative 
element of rites and rituals re-
mains embedded, even though 
it is not so much at the forefront 
as perhaps it was in 2010. My 
work has distinctly changed 
over time since I was chosen for 
the Red Mansion Prize and it 
remains focused on the psychol-

ogy of the human presence. 
My experience in Beijing was 

transformative and something 
that I have never forgotten. I 
found China to be so utterly 
different and intense than any 
preconception. I absorbed the 
atmosphere and observed the 
people. In turn I was very much 
observed myself, as an obvi-
ous outsider, especially when 
I travelled alone to a remote 
Buddhist temple. From these 
observations of everyday life 
and snapshots of the places I 
visited, I created a visual diary 
to be given to the Red Mansion 
Foundation. The diary takes the 
form of a watercolour made for 
every day that I was in Beijing. 
Watercolours for me are often 
a quick, visual starting point for 
beginning to work with an idea 
or an image. From these water-
colours made in Beijing, I began 
to work out how to approach 
larger oil paintings on canvas to 
be shown as our group exhibi-
tion. This way of working still 
stays with me now. 

Since 2010 I have been 
very fortunate to have had solo 
exhibitions, group exhibitions, 
awards and other residencies. 
However receiving the Red 
Mansion prize as a graduate 
was invaluable because it was 
a validation of me as an artist. 
A recognition that outside 
the comfort of the art school 
environment, I had a career and 
I was on the right path. 
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Priyesh 
 Mistry

2010

Common sense.

Crossing the road is 
difficult in Beijing. But you go 
when someone else goes. They 
go when the other people go 
and everyone goes together. 
Learning common sense with 
hundreds and thousands of 
people. We’ll go together. 

The experience of landing 
in Beijing is one I will never 
fail to remember. Opening the 
taxi door in CaoChangDi Art 
Zone to a group of young deep 
brown inquisitive eyes looking 
up at me. Alien again in a dif-
ferent space, an unfamiliar heat 
and smell with another kind of 
seeing. The Red Mansion res-
idency was a privilege to be a 
part of; It widened the range at 
which I saw the world. At the 
time, I was interested in what 
happened when you moved. I 
thought the idea of shifting was 
a way of challenging the status 
quo, of shifting the institution. 
What I didn’t realise was that 
I was trying to work out who 
and why I was at home. Making 
artworks was a privilege I could 
not fully reconcile with these 
questions, but holding the 
conversation was essential. We 
can work it out. 

I took a different path that 
led me into curating and art 
history, and chose to study 
at the School of Oriental and 
African Studies so that I could 
try and look at the world from 
a different angle. I now work 
at Tate with a focus on making 
exhibitions on artists over-
looked and acquiring new art 
works from South Asia into the 

nation’s international collection 
of contemporary art. It’s about 
being part of a team that is 
trying to expand what we think 
is the world, that for a long 
time was only one hemisphere; 
understanding together what 
was excluded and why that hap-
pened. Using common sense, 
following one another’s leads 
and getting to the other side of 
the road.
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Racheal 
 Champion
My site-specific sculptures 

and installations are engaged 
in a discourse surrounding the 
relationship between our built 
environment and the natural 
world.  My work addresses the 
corporeality of the materials we 
extract, transform, and consume 
and how these actions affect 
the physical characteristics of 
landscapes and ecosystems. I 
question the layered and dynamic 
complexities of our ever-changing 
physical environment coalesc-
ing at an intersection between 
architecture, industry, biology, 
and geology.  I am contemplating 
materials beyond their physicality 
and into the realm of their origins 
in relation to Earth’s history.  I aim 
to assert and express an intercon-
nectivity between humans and 
the environment that has become 
paramount to communicate in the 
face of climate change.

I am drawn to materials 
commonly found on major 
construction sites and infrastruc-
ture projects. These industrial 
products, often hidden in the 
landscape or considered objects 
to assimilate into natural environ-
ments, are deliberately focused 
on and exhibited with basic but 
essential examples of plant life.  
The living matter sometimes 
included in the work (which often 
has to be maintained throughout 
the installation’s life) not only 
emphasises the temporal nature 
of these fabricated environments 
but also encourages the sponta-
neous evolution of the piece.

My work most often mani-
fests as a response to a place or a 
landscape. My process of engaging 
with a site is a combination of 

extensive research and an intui-
tive, physical, formal response.  I 
carefully consider the site-specific 
issues such as the architecture 
of a space, its industrial and nat-
ural histories and how the place 
functions today.  The specifically 
chosen materials play a major role 
in the content of each piece.  

Since my experience in Beijing 
and a trip across the country to 
Chengdu, China has remained in 
my consciousness.  I am particu-
larly interested in China’s complex 
geo-political role in climate 
change.  From being one of the 
world’s largest green-house gas 
emitters, to a leader in green 
technology, with a strong hold 
on Africa’s rare earth minerals, 
to ceasing accepting international 
plastic waste, China is key player 
in the environmental health of our 
planet.  The immense contro-
versial infrastructural projects of 
which China is renowned for, also 
remain endlessly fascinating to me.  

After visiting China, I read 
“When a Billion Chinese Jump: 
How China will Save Mankind or 
Destroy it” by Jonathan Watts.  
This book chronicles the envi-
ronmental impact of economic 
growth with a series of stories 
from throughout the country on 
the front line of global develop-
ment.  The subject matter reflects 
profound environmental issues 
that we are all facing as a species 
and has been hugely influential 
in the way I approach generating 
content for site-specific artworks.

I feel extremely lucky and 
grateful to have experienced the 
Red Mansion Art Prize.  I wanted 
it badly.  I applied three times as 
a student at the Royal Academy 
and actually won it my third try.  
The Red Mansion Prize offered 
me a profoundly formative ex-
perience which ultimately shifted 
my global awareness.  I witnessed 
and participated in a different 
culture through materials, food, 
landscape, and history.  Any artist 
would benefit immensely from 
this artistic cultural exchange. I 
most certainly did.
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Adham  
 Faramawy
I applied for the Red 

Mansion Residency thinking that 
I needed a way out of London, 
where I’ve lived for most of my 
life. I’d just started a postgrad 
course at the Royal Academy 
but I was desperate for distance, 
space and perspective.

My work is rooted in a fas-
cination with the body and with 
lived experience, often framed 
through an engagement with 
technology. For my application 
I remember deciding I’d look 
outside of that, at architecture 
and at the futurist narratives 
imposed on growing cities.

I had some sense that Beijing 
was quickly changing and that I 
would be visiting at a point of 
juncture, after the rapid devel-
opment for the Beijing Olympics 
when the eyes of the world 
were on China, and just before 
the same would happen to my 
own home town and the area 
where I live, and now work, in 
East London.

I was so happy when my 
application was accepted and 
part of me expected that Beijing 
would be hugely built up and 
maybe over populated. When I 
arrived with two other students, 
I was surprised to be dropped 
off in a farming village called 
Caochangdi. I was disoriented 
and it took me a week to realize 
that art in Beijing was then rare-
ly made or shared in the center, 
but rather in satellite villages 
much like this one.

It seems the art scene in 
Caochangdi was instigated by 
radical dissident artist Ai Wei 
Wei, who at that time had just 
been released from imprison-

ment by the government and 
was under house arrest two 
streets over from the studios 
we staying in.

All the while I was travel-
ling the city taking photos of 
architectural details of recent 
architecture, of the malls, 
metro stations, skyscrapers and 
landmarks, trying to make some 
sense of the place, to find clues 
to the narrative in a country 
where I couldn’t speak the 
language.

The architectural shifts from 
hutongs to towers were so 
marked and so difficult to fath-
om. Even the weather and the 
air pollution took their toll. I was 
so grateful to see a place that 
felt so beyond my grasp, but I 
had to find some way to make 
sense of my experience.

A day or two before our 
scheduled flights back, I decided 
to change plans and stop in 
Dubai to stay with my mother 
who lived there at the time. 
Though I’m Egyptian, Dubai 
is where I was born. During 
my lifetime it has witnessed 
some of the changes in wealth 
and culture that seemed to be 
mirrored in Beijing. Having been 
raised in the West, I felt like 
there were also parallels in the 
kinds of cultural imports and 
quotations from America. These 
developments often garner a 
mixed and sometimes barbed 
reception in London in my 
experience.

Once my health had 
recovered I tried to carry on 
photographing the architec-
ture in Dubai as an extension 
of my investigation in Beijing. I 
don’t travel a lot, so everything 
felt like a shock, but patterns 
did start to emerge and the 
abstracted architectural details 
began to merge in my memory. 
Space and function started to 
collapse and a narrative began 
of wealth, production and aspi-
rational consumerism began to 
appear, which led to my writing 
a text for Rhizome about Dubai, 
rooted in my experience of 



travelling there from Beijing. 
Since then, I’ve re-centered 
the body and materiality as a 
primary concern, but this body 
of work clarified my interest in 
charting the stresses applied by 
the products of neoliberalism on 
the body and how we produce 
ideas of the body as a result.

The Red Mansion Residency 
was a complicated and multi-fac-
eted experience. It was rich 
and it was difficult. I learned a 
lot and I wouldn’t trade it for 
anything.
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Alex 
 Ball

During my time in Beijing in 
August 2011 the way I thought 
about making work changed 
significantly. Within the process 
of immersing myself in a city 
that was so new and different to 
any I had experienced before, 
through the many memorable 
discussions I had with the two 
artists - Adham and Andrea 
- who I travelled there with, 
and through the visual art and 
cultural history I explored there, 
I became more open to, and 
drawn towards, new ways of 
pushing and visualising my ideas. 

While my work has always 
centred around painting and the 
depiction of objects, with a par-
ticular emphasis on their rela-
tionship to touch and the body, 
my residency in Beijing opened 
up new ways for me to explore 
this theme using new materials 
and methods. One of the things 
that struck me about the city 
was the pace of change and 
the turnover of construction 
projects. A building near where 
I was staying that was a shell of 
girders when I arrived seemed 
to be near completion by the 
time I left. While walking around 
Caochangdi, itself a potentially 
transient site of construction, I 
collected discarded objects and, 
using them together with found 
images and modelling materials, 
I made quick arrangements 
and moquettes in the studio. 
Together with the photos I took 
around Caochangdi, throughout 
the city, and at the Great Wall, 
these studies helped me to think 
about ideas of human labour, 
marks of time and wear, and 
the excess and detritus that is 

left behind from such projects. 
Upon returning from China, I 
began to use printmaking as a 
central component of my prac-
tice for the first time, allowing 
me to produce works based on 
my own photos, found images 
and models in a more direct 
and immediate way, utilising a 
variety of new scales and display 
methods.

A few enduring influences 
still stand out from my time in 
Beijing. ‘Scholars’ stones’, which 
I encountered on display in the 
Forbidden City, and depicted in 
Chinese painting, fascinate me. 
The forms of these scholars’ 
stones - found rocks taken ready 
formed from the landscape 
but evoking vast mountains far 
beyond their scale – inspired my 
construction of models refer-
encing monolith-like forms, from 
which I have painted, drawn 
and made prints in subsequent 
series of works. This idea of a 
seemingly minor, commonplace 
object or fragment as a source 
of contemplation and imagina-
tion is something I continue to 
draw from. Likewise, the prac-
tice within traditional Chinese 
painting of using multiple (usually 
three) points of view within 
the same landscape painting, 
so that the viewer is invited to 
effectively traverse the land-
scape through different shifts 
in perspective, has informed 
my continued research into 
representation and illusion, 
and the slippery relationship 
between pictorial and physical 
space. Finally, I discovered during 
my time in Beijing the work of 
the late 17th/early 18th Century 
painter Bada Shanren, whose 
compositions, mark making 
and smaller studies continue to 
inspire the way I think about 
painting.
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Andrea 
 Francke

I handed the text you are 
currently reading so many 
weeks after the deadline that 
at some point I was slightly re-
lieved that I would never have to 
write it. You probably wonder 
what does it matter that artists 
can keep deadlines. The thing is 
I’m great at keeping deadlines. 
Why? Because I have a 10-year-
old under my care most of 
the time. Over the years I’ve 
developed extreme multitask-
ing skills, the ability to work in 
10 min fragments and a very 
unhealthy addiction for very 
long and detailed to-do lists. 
I’m sure other people that have 
care obligations will understand 
that. They will also appreciate 
my sense of relief on a missed 
deadline and a cancelled task. 
I toast to our exhaustion. 
Again, you will ask, why does 
this matter? It matters because 
I am a woman, a reasonably 
successful artist and a mother. It 
matters because when I got the 
Red Mansion Prize at the end 
of my MA and went to China 
my son had just turned three. 
Now, this is not to discount the 
privileged context that allowed 
me to leave Oscar with my then 
husband at the time, or to afford 
the daytime childcare. This is 
not to discount that in a perfect 
world there would have been an 
option for the Red Mansion to 
cover for the childcare expens-
es or to take Oscar with me. I 
would have chosen the childcare 
option because at that stage to 
have almost a month to think 
only about my practice felt 
incredible. I do believe mothers 
should be able to choose. This 

is not to ignore that I’m the one 
who took care of the childcare 
arrangements and was faced 
with a repeated questioning 
of how would I survive to be 
away from my kid for so long. 
The answer, we both survived 
just fine, thank you. He came 
to visit at the end. He doesn’t 
remember anything about it. 
This is to say that at that point 
in my career, when so many 
people around me seemed quite 
comfortable telling me that I 
ruined any future as an artist 
by having a child, when some 
people seemed quite comfort-
able telling me that I was not a 
very good mother for leaving my 
child behind — mothers are not 
the only people that can take 
care of children thank you very 
much, the Red Mansion sup-
ported me and made me feel 
that I could actually do it, and 
I’ve done it. This is to say that I 
hope that looking back in those 
ten years one of the things we 
should learn is that if we want 
the art world to be different, 
we need change at a structural 
level. Change that starts on 
who we fund and how we make 
possible for those we support 
to participate. How do we build 
infrastructures that allow for 
artists with care obligations, art-
ists with disabilities, artists with 
needs that we might not know 
because we create systems that 
make impossible for them to 
be seen as artists. This matters 
because change needs to start 
somewhere.
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Guissy 
 Pirrotta

The residency experience in 
Beijing, and the final exhibition 
at the Royal College of Art, 
allowed me to develop a project 
focused on the relationship 
between western landscape 
depiction and the parallel per-
spective used in Shan Shui paint-
ing. I examined and compared 
these two ways of landscape 
representation, through the use 
of film and video installation, 
specifically analysing mountain 
scenery and the idea of the 
mountain as a holy place, closest 
to the heaven, where immortals 
reside.

My work has progressed 
dramatically since the Red 
Mansion Art Prize experience 
and now investigates the rela-
tionship between moving image 
and disciplines such as sculpture 
and design. It observes how the 
viewer experiences the image 
projected in relation to the 
space and the objects exhibited. 
The scope of my installations 
is to create a multidisciplinary 
immersive environment where 
what is inside the frame commu-
nicates with what is outside its 
borders. I am interested in giving 
a solid matter to light through 
the use of sculptural materi-
al, the making of objects that 
interact with the experience 
of the projection, and through 
architectural interventions in the 
surrounding space. 

The analysis conducted 
during my residency in Beijing 
was the starting point of a 
study where I had the chance to 
develop my knowledge about 
visual representation codes, cre-
ating links between disciplines 

such as painting and moving 
image. These relationships 
helped me later to understand 
how to intervene in the space in 
relation to the image projected, 
and how to push the boundar-
ies between moving image and 
other disciplines.
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Kira 
 Freije

In 2011 I travelled to Beijing 
as part of the Red Mansion 
residency. I had just finished my 
undergraduate degree at the 
Ruskin. Spending one month in 
Beijing was like a dream I often 
refer back to. Never had I been 
anywhere that felt like it was shift-
ing in its present state. Change 
was pungent in the air. I no longer 
take planes and so the distances I 
travel are limited by land, sea and 
time. The places I had visited in 
my past take on an almost magical 
quality in my memory. My time 
in Beijing feels like descriptions 
read in a novel or seen in film; 
observed but not lived. 

Kira Freije (b.1985) lives and 
works in London. Freije complet-
ed a BA in Fine Art at the Ruskin 
School of Drawing and Fine Art, 
University of Oxford in 2011 
and received her Postgraduate 
Diploma from the Royal Academy 
Schools in 2016.  

Selected exhibitions 
include: The Charade, Lockup 
International, London, 
UK; Sheltering Sky, Gao, London, 
UK; Ecstasy in Norwich, Lower 
Green, Norwich, UK; Companion 
to a Fall, Turf Projects, Croydon, 
UK; The Violence of an Imagined 
Dusk, Mackintosh Lane, London, 
UK; Dead Heat, Kunstraum 
Ortloff, Leipzig, Germany; The 
Sleeping Procession, Cass 
Sculpture Foundation, Chichester, 
UK; The Dark Away, Recent 
Activity, Birmingham, UK; Our 
Tongues Are The Replaceable 
Filaments, Occidental Temporary, 
Paris, France; A Rose Is Without 
a ‘Why’. It Blooms Because It 
Blooms, Carl Freedman Gallery, 

London, UK.
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Rehana 
 Zaman
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Yelena 
 Popova

I grew up in the USSR and 
started to work as an artist in 
the UK after studying for an 
MA at the Royal College of 
Art. I went to Beijing in 2011 
just a couple of months after I 
finished my MA. It was the first 
residency I undertook. I remem-
ber the productive solitude and 
my burning curiosity to see the 
world outside the studio. I woke 
up feeling the need to go out 
and explore Beijing, to make 
some sense of my experiences 
and find something to work 
with. I remember writing about 
‘an index of materiality’ in my 
diary. I felt there was an excess 
of everything: things, people, 
machines, roads and buildings – 
an incredible energy about the 
place! My trip allowed me to 
see a country where Capitalism 
and Socialism collide and co-
exist. There’s still an on-going 
reflection in my practice of the 
balance between East and West, 
the history and consequences 
of industrialisation, of human 
labour and materiality.

After my time in Beijing I 
made a series of paintings called 
Shan Shui, which were inspired 
by traditional Chinese vertical 
landscape paintings and the fog 
of the city. Also I made a video 
Particulate Matter (named after 
small particles of matter sus-
pended in the air). The narrative 
weaves together the history of 
coal mining in the East Midlands 
in England and air pollution in 
China. The scene, I witnessed in 
Beijing, of workers shifting a pile 
of coal without wearing protec-
tive facemasks connects with a 
story of a 90-year-old coalminer 

in Nottingham called Granddad 
Hill, who painted a series of 
local landscapes. 

The Red Mansion show at 
the Royal Academy was huge 
fun. I loved the space and the 
scale of the show. Zaha Hadid 
happened to be at the open-
ing. She was my hero; I was so 
into her curvy architecture at 
that time. She said she liked my 
painting. What could have been 
better - just after my gradua-
tion?! Having a focus for a few 
months: the residency, a new 
project and a show at RA – 
these were all really important 
and formative experiences for 
me. 

Currently I am based at 
Primary in Nottingham. In 2011 
I took part in Bloomberg New 
Contemporaries and New 
Sensations. In 2014 I was short-
listed for the Arts Foundation 
Award in Painting and select-
ed to be part of Thames and 
Hudson publication 100 Painters 
of Tomorrow. In 2016 my work 
was included in Vitamin P3 pub-
lished by Phaidon Press. I work 
with my London gallery Division 
of Labour, Philipp von Rosen 
in Cologne and Osnova in 
Moscow. I am writing this from 
a residency in a tiny village in 
Portugal. I still prefer residencies 
to tourism!  
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Choterina 
 Freer

I’m a Glasgow-based artist 
working mainly with video. I 
combine filmed and shared 
footage with CGI animation 
and hand-drawn graphics. I’m 
interested in the socio-politics 
of our visual digital environment 
and how it weighs upon our 
daily lives. Since 2013, I have 
been working within a British/
Swedish group of artists called 
0s+1s Collective, which formed 
as a result of the Red Mansion 
residency.

I grew up in the post-in-
dustrial Midlands of the 1980s. 
Many of the factories that my 
family and community had 
previously relied on for work 
were being, or had already been 
closed, and the work exported 
overseas. My first job at 18 was 
sewing the hooks and eyes on 
bras and corsets. Several years 
later, at the time of applying 
for the Red Mansion Art Prize, 
I was working mainly in digital 
compositing for video (cutting 
around images within frames 
and assembling them into a 
video) which struck me as 
having a similarly craft-based and 
laborious process to sewing for 
manufacture.

When I applied for the 
residency, China was undergoing 
massive change as it embraced a 
more consumerist system, while 
still maintaining its factories and 
lines of mass production. Due 
to an upcoming election, it was 
difficult to visit any factories, 
but I explored and filmed the 
welders, coal piles and mounds 
of discarded corn husks on the 
streets of the industrial city of 
Tangshan. I wanted to com-

pare and contrast this with the 
booming modern industry for 
digital and CGI production with 
its own meticulous and labori-
ous modes of production.

Within the more consum-
er environment of Beijing my 
interest was piqued by the thou-
sands of LCD screens on the 
underground trains which show 
safety information alongside 
entertainment and advertising. 
My final work was influenced by 
a mesmeric CGI “Masked Bear” 
advertising a range of toy bears 
for each Zodiac sign. The resi-
dency was a great opportunity 
to see exhibitions showcasing 
digital animation in art by some 
of the world’s masters such as 
Chi Peng, Yi Zhou and Feng 
Mengbo. A particular highlight 
was a visit to Miao Xiaochun’s 
studio and the opportunity 
to see how he and his team 
created highly detailed CGI im-
ages and animations. We spoke 
about the future development 
of this type of digital practice.

The Red Mansion Art Prize 
residency also allowed for time 
to see, discuss and think about 
art with international artists. 
Through our hosts, the Red 
Gate Gallery, I met artists from 
both China and the rest of the 
world. I went on a studio visit 
with Zhu Yu a Beijing-based 
artist who showed me her 
paintings, videos and perfor-
mance works. I also met Sonia 
Hedstrand, a Swedish artist 
from the Red Gate Gallery 
residency. Like me, she was 
thinking about building up a net-
work of feminist video artists to 
work together and share ideas. 
From this we developed 0s+1s 
Collective which is an ongoing 
research and production collab-
oration, and has led to exhibi-
tions in the UK and Sweden, as 
well as Cuba, Russia and Belarus.
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Elizabeth 
 Gossling

My practice explores a 
fascination with modern media, 
recent technological histories 
and the replicated image. 

 
Looking in/Looking out
My original proposal for the 

residency in Beijing used Flatland 
- Edwin A. Abbot’s ‘romantic 
comedy of many dimensions’ 
written in 1884 as a vehicle. 
As this was my first residency I 
looked to the text to build my 
approach before my time ‘on 
the ground.’

 Flatland is a work of fiction 
that examines the limitations 
of a person’s perceptions and 
interpretations in a temporary 
experience and unfamiliar 
territory.

 The story of Flatland also 
playfully explores the idea of 
‘flatness’ itself as a visual and 
physical experience in a world 
with fewer dimensions than our 
own. This theme also coincided 
with the frequent activity of 
scanning in my practice where 
I was working with a handheld 
scanner and exploring the 
aesthetics of compressed images 
produced by this process.

 
Sight recognition
Once in Beijing I tried to 

reflect on the basis of my own 
interpretation – from what posi-
tion was I try to understand this 
new and unfamiliar place? My 
role was of semi inhabitant hop-
ing to avoid the lens of tourist.

 For me the challenge of the 
residency was whether I would 
genuinely understand what I was 
to witness and how I would be 
able to anchor and engage my 

practice in this unique experi-
ence.

Reflection
Armed with a handheld 

scanner I collated digital swabs 
from the electronic screens 
around the city of Beijing.  It’s 
this digital archive that I find 
myself returning to as prompts 
for potential, future work.  Time 
has created distance and has a 
new wider perspective and new 
reading of the work, which I am 
excited to take forward. 

I am currently engaged in a 
proposal that responds to The 
Time Tombs, a short science 
fiction novel that was written by 
J.G Ballard. The digital archive 
accumulated in the residency 
has been an important step-
ping-stone in my thinking about 
the tomb robbers scavenging 
and hoarding holographic 
burial tapes in Ballard’s text. The 
collection will be an important 
personal reference in this future 
work 
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Hanna 
 Janeckova

The Red Mansion Award 
was a vital encouragement in my 
art career. I had actually finished 
my MA at Chelsea College of 
Art by the time I went to China 
for the Red Mansion residency 
and it helped to overcome a 
sort of post MA malaise.  I hold 
great memories of night time 
taxi rides in the hot summer 
air of Beijing and I occasion-
ally still listen to Chinese pop 
music. The life in Beijing was 
amazing, mostly for the sense 
of excitement and letting the 
past go that the city seemed to 
convey. All the conventions of 
western art history, the weight 
of modernism, did not seem to 
matter that much and for me 
this was incredibly refreshing. I 
was fascinated how the people 
shared and used public space 
which remains something of an 
inspiration still today. 

Since then my practice 
has evolved recently into 
research, writing and curatorial 
projects. This might be partly 
a response to a chronic lack of 
space in London, after moving 
studio six times in three years, 
always due to gentrification of 
studio buildings,  I’ve realised 
that I’m really comfortable with 
projects that are not that de-
pendent on the actual physical 
space of the studio and that I 
prefer an arrangement where 
I can be involved in talking to 
a lot of different people. Since 
Red Mansion I have worked 
on several major long term 
artistic research projects that all 
engaged in transcultural aspects 
of curatorial practice, explor-
ing questions of feminism and 

moving image, communality and 
technology, perhaps an inspira-
tion from my stay in China. 

Three Experiments in 
Translation, which was a cura-
torial commission by Cinema6 
(cinema6.org) involved, research 
into Soviet space travel by 
artist and curator Julia Tcharfas 
and re-enactment of eighties 
live events by a film collec-
tive Carodej OZ while a new 
performance by London based 
artist Mathew Cunningham 
was commissioned. My most 
recent project is British Council 
funded Multilogues on the Now, 
took place in Prague revolving 
around artistic strategies ques-
tioning hegemonic narratives 
surrounding the questions of 
health.  It is a three year long 
curatorial and research project 
that, in the first year, involved 
radical left autonomous health 
collectives, in the second year 
it deals with intersections 
emotions, health and labour in 
artistic strategies and in the final 
year will become publicly shared 
communal space where we will 
explore ideas surrounding art 
and technology. The network 
that Red Mansion provided me 
with was really useful, one of 
the Red Mansion artists, Rehana 
Zaman, has been included in my 
project and with other people 
who went and who I met in 
China I still share informal links 
and conversations. 
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Martin 
 Cordiano

As part of my residency in 
Beijing, I decided to research 
a particular area of the city. 
This research led me to make a 
number of interventions. One 
of them called Services, delves 
into the notion of censorship 
by exploring the Hutongs: the 
remaining constructions of the 
old Beijing where people with 
low-income live, comprised by 
alleys all painted in grey to unify 
the way they look. Workers 
engrave rubber stamps on the 
city walls illegally to offer their 
services, however they are 
subsequently painted over by 
the government leaving the city 
covered in grey patches. Using 
this same visual language to 
echo this phenomena, an un-
usual advertisement was made: 
‘Artist/Tourist’ and a UK phone 
number in order to be part of 
the socio-economic circuit. The 
gesture takes place during a 
week being a process executed 
every night (for being illegal) just 
to notice that by the morning 
most of the stamps were cov-
ered in grey.

As a result of this action I’ve 
made Greywashing, an installa-
tion comprised by paintings in 
different sizes and in different 
range of greys. The installation 
underlines the effort and deter-
mination required to paint over 
all the stamps created by the 
workers to put into evidence 
censoring and governmental 
control. The gesture becomes 
political, and despite being 
created in a particular context, 
it talks about suppression in a 
broader sense. It works as a 
symbol for a government to 

silent voices on one hand and 
demonstrate their authority on 
the other: an endless socio-eco-
nomic circuit generated by two 
antagonistic forces. The work 
evidences the process of man-
ufacturing the censorship while 
the colour works as a metaphor 
for something very difficult to 
determine, an adjective for 
places of indetermination (grey 
areas) both as territory and as a 
concept, to reinforce the posi-
tion in which the viewer stands 
in the socio-political system. 

The Red Mansion residen-
cy in Beijing allowed me to 
have the time to explore and 
open up a  different side of my 
practice.

 
Martin Cordiano (Buenos 

Aires, b. 1975) practice delves 
into the ways space signifies us 
and, in turn, how it is signified 
by us. He aims to renegotiate 
cultural agreements involving 
the comprehension of our 
surroundings through absences, 
limits and encounters. He un-
derstands space as a malleable 
matter: with a narrative, a 
memory, a transforming ability 
and the possibility to lay across 
language, subjects and time. 
Rather than defining space, he 
questions its meanings, using the 
construction of space as a met-
aphor for language construction. 
He explores the contradiction 
between our seeming dynamism 
and the rigidness and static con-
dition of the places we inhabit 
through fragments and symbols, 
aware that the sum of parts can 
be bigger than the whole.
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Teo 
 Ormond 
 Skeaping

I received the prize in 2012 
whilst studying at the Slade 
School of Art and I undertook 
the residency in Beijing from the 
10th July – 10th August. I then 
spent 20 days continuing to cre-
ate work in the western Chinese 
provinces of Xinjiang, Qinghai 
and Gansu.

Upon arriving in Beijing I 
was totally overwhelmed by 
the scale of the megacity. It was 
the first time I had visited a de-
veloping nation and I found the 
many staggering juxtapositions 
that are inherent to China both 
beautiful and terrifying in equal 
measures.

When I embarked upon the 
residency, I found myself trying 
to determine how I could work 
as a documentarian and an 
artist. The film that I produced 
following the residency Earth 
of the night has retrospectively 
come to represent the critical 
and ethical hurdle that I had 
to overcome as I learnt to 
understand the world from the 
perspective of an artist who 
works with scientific, political 
and developmental knowledge. 
By allowing me to confront and 
ultimately overcome this dilem-
ma the Red Mansion residence, 
and that first visit to China in 
2012, irreversibly changed my 
practice.

I now consider myself an 
artist working with a combina-
tion of documentary photogra-
phy, documentary film, narrative 
film, installation, interactive 
documentary and research in 
order to produce multifaceted 
projects that are intended to 
reflect the complexities of to-

day’s world.  Since visiting China 
in 2012 I have been working 
on projects relating to Climate 
Change and the Anthropocene 
with artist collaborator Lena 
Dobrowolska (PL).

My ongoing work focuses on 
the relationship between climate 
change, development, environ-
mental degradation, human 
rights and geopolitics through 
which I consider how documen-
tary film and photography in-
herently reveal the presence of 
pervasive power relationships, 
power structures and the mech-
anism of othering within the 
political landscape of our global-
ised society. Through a study of 
the landscape, the portrait and 
the still life I consider the shifting 
cultural meaning of nature, how 
this is changed by the definition 
of the Anthropocene and how 
we may decolonise nature.

I have, since visiting China 
in 2012 and revisiting in 2013 
and 2015, worked extensively in 
climate change stress zones in 
Nepal, Bangladesh, Uganda and 
Laos PDR. Whilst producing in 
these locations I have collaborat-
ed with development organi-
sations and NGO’s including: 
ICCCAD (The International 
Centre for Climate Change and 
Development in Bangladesh), 
UNHCR (The United Nations 
High Commission for Refugees), 
JRS (Jesuit Refugee Services), 
The Tyndall Centre, British 
Antarctic Survey, The Open 
University and Sheffield 
University.

Since 2012 our work has 
been exhibited internationally 
and we have received several 
awards which have enabled us 
to continue making work. 

In June 2016 Lena 
Dobrowolska and I were 
awarded a Culture and Climate 
Change research residency 
supported by the Jerwood 
Charitable Foundation, The 
University of Sheffield, The 
Open University and Ashden 
Trust which facilitated our col-
laboration with an international 



network of Climate Change 
researchers and organisations.

We are currently working 
on Future Scenarios and ambi-
tious photographic and artist 
film project that is intended 
to reveal how the narrative of 
vulnerability, that once sur-
rounded those nations most 
vulnerable to Climate Change, 
has developed into a narrative 
of resilience and adaptation. The 
countries once thought of as 
helpless in the face of Climate 
Change are now emerging 
as leaders in the fight against 
Climate change and are the 
closest to decarbonising their 
economies, even though as a 
group they have contributed 
the least to total global carbon 
emissions.

I now regard China through 
this lens and commend it for 
its ongoing decommissioning 
of coal power plants, its rapid 
development and utilisation of 
renewable energy technology 
and its firm commitment to 
tackling Climate Change follow-
ing President Trump’s shameful 
withdrawal from the Paris 
agreement. 

I hope the residency will 
continue to challenge and inspire 
for years to come. Thank you.
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Abigail 
 Sidebotham
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Caroline 
 Abbots
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Ghazaleh 
 Avarzamani

I was one of the Red 
Mansion participants in the 
summer of 2013. Red Mansion 
was an opportunity for recon-
sideration and reflection, with 
an emphasis on research rather 
than studio practice. It was a 
compelling platform for artists 
like me who wanted to criti-
cally analyse their work, while 
developing new ideas. It was 
not a conventional production 
residency, as it focused on the 
relationship between research 
and practice to promote intense 
creative work and artistic 
dialogue. While there, I had the 
opportunity to deeply recon-
sider my work and research the 
DIY culture that exists around 
foraging, and the craft and arti-
sans practices in China.

Contrary to my other 
residencies, this residency was 
conceived as a hands-on expe-
rience where I had the oppor-
tunity to meet with urbanists, 
artisans and artists. Because of 
the exposure my practice got, 
the residency represented a 
potential turning point in my ca-
reer. Immersion in a city densely 
layered with history and culture 
enabled me to expand my 
professional and social network 
in a meaningful way — and 
significantly empowered my art 
practice. The residency initiated 
an ongoing interest in my prac-
tice on the role of experience, 
memory, language, psychology, 
modern rationality and edu-
cational methodologies in the 
construction of knowledge.

“(Dis)connection” is a 
project based on my experi-
ence in Beijing. It consists of a 

collection of t-shirts acquired 
on the streets of Beijing, which 
contain English words and 
phrases as design. A common 
characteristic of these t-shirts 
is that language is treated as 
a form which is composed of 
nonsensical and misspelled Latin 
words. By combining a selection 
of texts from these t-shirts and 
sewing them onto felt, texts 
are decontextualised to remain 
solely as form and represent no 
linguistic values. In doing so, the 
work confronts viewers with a 
monumental form and upends 
translation. This work explores 
the deconstruction and recom-
bination of language, the desires 
and hopes expressed therein, 
and the cultural (dis)connections 
established through this process.

The unique discursive 
environment in China offered 
a rare opportunity to engage 
in diverse conversations that 
led my research to realisations 
I could not foresee otherwise.  I 
was thrilled to

be among artists whose dis-
tinct knowledge and experience 
informed the cultural, social and 
political issues that I reference 
in my work. Moreover, the 
opportunity  to work with and 
develop formative relationships 
with peer artists from the UK, 
working in a variety of disci-
plines, en abled me to continue 
developing my art practice with-
in a vibrant and socially-engaged 
context. 
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Imran 
 Perretta
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 Rowlinson





2002 2003 2005 2006 2007 2008 2009 2010 2011 2015 20172012 20162014 20182004 2013

Sung 
 Eun 

 Chin
Back in 2013, I had been 

writing a story about a fictional 
religion, titled Here Is The New 
World, Wonkii. It was an exper-
iment to reflect various sides 
of our society in a perspective 
of power dynamic relation. This 
written story was used to im-
plement metaphors in multiple 
layers.

Every society has its own 
mechanism how people adjust 
themselves to the social system. 
We can see that difference only 
when we are in the different 
society. In this regard, staying in 
Beijing for a month completely 
changed my perspective on 
society and people.

When it comes to social 
system, there is no precedent 
for China in human history. 
Therefore it is easy to over-
simplify the specific qualities of 
China into just “what China is”. 
My initial plan in Beijing was to 
experiment “what China is” in 
China. In other words, I was 
already within the simplifying 
frame. In Beijing, I hired an 
interpreter who can help the 
communication with local peo-
ple, like a fortuneteller, rickshaw 
drivers, street mahjong players, 
ladies dancing in park in evening, 
et cetera, and talked about 
myths, city change, daily life. I 
expected that I would be able 
to collect some extraordinary 
“China” story that would spice 
up my writing project.

However, their stories were 
just as normal as that I could 
hear from anyone: wishing their 
family’s wellness and happiness, 
feeling fears of how fast society 
changes, enjoying hobbies to 

keep balance between life and 
work. At first I felt disappointed 
complaining “that’s my parents’ 
story and my story”, but it led 
my concerns into the realization 
that I had been judging with a 
lack of microscopic context in 
the timeline of the society’s his-
tory as if picturing a square from 
the sky. It was no other than the 
question that I am always asked, 
“what do you think about North 
Korea?”. People in the square 
have all different life stories, and 
the collection of the stories is 
the context of what the society 
is.

This was a turning point of 
my research and methodology 
dealing with my subject. Since I 
came back to London, I started 
to work on “the context” to 
preserve each viewer’s experi-
ence and perception liberated. 
Naturally it developed into in-
tertextual relationship between 
two powers, the information 
sender and receiver. More than 
this meaningful development, 
my time in Beijing also changed 
the way how I see myself, my 
identity and the society where I 
belong to.

I would like to express 
my appreciation to The Red 
Mansion Foundation for this 
great opportunity again, and 
wish many future awardees 
would have wonderful experi-
ence in Beijing as well.
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Tom 
 Railton

I’m looking through the 
thousands of images amassed 
over the month I spent in 
Beijing, caught on a borrowed 
camera and dormant in an 
old hard-drive. Some betray 
enthusiasm in lieu of technical 
knowledge, but there are some 
gems, which I’ve shared as part 
of these diaries.

Small, contained narratives 
or attempts at the comic, satiri-
cal or bizarre; some of the best 
times made poor images, and 
some weren’t recorded at all, 
but I’m still learning from them 
now - laughing, cringing or doing 
stuff wiser:

Broken words, gestures, 
getting lost with new and old 
friends, tourist scams, gam-
bling with rocks, awaiting a 
VPN, bemusing parrot-owning 
professors, haggling via online 
translation*, squatting to smoke; 
crashing forest foundries and 
deserted megagalleries, and sur-
viving gastroenteritis watching, 
incongruously, all six seasons of 
The Sopranos on illegitimate, 
subtitled dvds. 

Months later, I borrowed 
thousands of pounds-worth of 
cast statues and two precious 
stones to display as/alongside 
my works in the eventual exhibi-
tion, so keenly did I feel the urge 
to recreate an atmosphere from 
experiences I otherwise would 
never have had. 

* For these times and more: 
thank you, xièxie, 谢谢.
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5070 horizontal miles later I 
landed in Beijing, hoping that on 
arrival things would be different. 
Hoping that all I had brought 
along would be useless. There 
would be no gravity to bind me 
to the ground, no hunger to 
stave off, no need to keep blink-
ing. And I was right. Everything 
floated, new odours mingled 
with strange words, sounds and 
faces. Jet lag they would say. But 
I remember clearly my first ex-
perience of rain, droplets simply 
floating in mid-air. You could 
push them aside and make way. 
Every single one with its own 
unique reflections of Beijing. 
Three days I floated thus to find 
the right paint for my studio 
wall. Red and white I under-
stood by their color. What they 
meant and what I painted I did 
not understand. I felt the dog 
in the room knew more than 
me. 你好 his eyes reflected. Ni 
hau, I replied timidly. And so we 
dined... oh how we dined.

 As the days ensued I could 
feel a seed sprouting inside 
me. We paraded in the busy 
streets, through back doors of 
the hutongs, over the figurative 
great wall. Sampling Beijing’s 
history and future into my neat 
zip-locked bags, with labels 
dimensions deep. Still there 
were words that I could not 
use, and events that could not 
be spoken of, websites... that 
did not work. With glassy eyes I 
knocked on Ai Wei Wei’s studio 
door; solace I found in that con-
fine. There was balance in the 
warmth of the many. Weight in 
the modern, lightness in the old.

What does the astronomer 

do in daylight? What would we 
be without experience? My 
work often comments on our 
adopted perception of logic, 
existing within a self-imposed 
paradox. Reaching through 
the mediums of performance, 
sound, video and sculpture my 
practice thrives from residencies 
such as the Red Mansion Art 
Prize. This was my first visit to 
China, where I was instantly 
stimulated to work in the studio 
I was offered. Amongst others 
projects, I began a collabora-
tion with local scrap yards and 
the use of industrial scales as a 
means of extraneous ‘valuation’; 
which I am to this day expand-
ing, a notion that will be central 
in my next show in Lisbon.

b. in NYC, 1986. I am based 
in London and Los Angeles, 
represented by Baert Gallery, 
Los Angeles.

Adam 
 Tylicki
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Alia 
 Pathan

I am an interdisciplinary 
artist, writer, musician and 
researcher invested in the con-
ditions of memory, technology 
and subjectivity in our socio-po-
litical landscapes.  The work I 
made for the Red Mansion Art 
Prize exhibition 2016 included a 
video installation, sculptures and 
prints.

I applied to the Red Mansion 
Art Prize to pursue colour and 
perception in relation to trauma. 
By the time I visited my interests 
had shifted towards the political 
economy of digital technology 
that many of us rely upon on a 
daily basis and that I rely on in 
making my digital art works. A 
particular site and theme was 
that of electronic waste being 
shipped and dumped, albeit 
illegally, into China where the 
global digital industries also 
rely on cheap labour processes 
to enable this economy.  My 
experience in Beijing was so 
rich that it was hard to even 
keep this focus in mind during 
my stay so without even trying 
I got absorbed in the life there, 
both in the Chaoyang district 
in East Beijing and in Sanlitun 
were I lived in a centrally located 
apartment.

Wang Rong Rollin’s song 
Chick Chick was playing in all 
the TV screens in the local 
cafes and taxi’s, in and around 
the markets in Chaoyang were 
t-shirts with Americanized 
urban slogans from random hip 
hop songs; sentiments like ‘I got 
mad love for you shorty’ - things 
that wouldn’t look or sound out 
of place in South East London. 
East Beijing felt like home in a 

way that made me hyperaware 
of myself; that was uncomfort-
able, funny and forgiving.  It was 
here that I started to devise a 
performance work - that turned 
into a poem - that turned into a 
rap song…

The prize and living in Beijing 
for this short time enabled me 
to access part of myself as an 
artist that I had hidden away. 
I felt liberated, accepted and 
unashamed for the first time in 
my experience in art world; I 
felt like I didn’t need to explain 
anything to anyone if I didn’t 
want to and what I had to say 
was valuable, the way I wanted 
to communicate it.

I never imagined I would 
actually visit that e-waste site, 
or make a rap video about 
electronic waste or even start 
touring the song from that video 
across the UK and Europe, 
or make another rap song let 
alone release an album. I feel 
blessed that this journey started 
here and proud to have been 
involved in the residency and 
exhibition.

The inevitable challenges 
that come with being in a con-
text so vastly different opened 
me up to finding new ways of 
problem solving and was possi-
ble in a place that is so inherent-
ly welcoming. I’ve continued to 
make art that feels more true 
to how I see and experience 
the world. I have made vast de-
velopments in my practice and 
these are particularly evident to 
me in my recent solo show Fire 
Rooster. Beijing presented to 
me who I was and who I could 
be as an artist and person in the 
world and I’ll be able to draw 
from these experiences in my 
continued practice as an artist 
for a very long time.
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Cadi 
 Froehlich

Thinking about communi-
cation and relationships on a 
personal and global scale is one 
thing - experiencing them first 
hand is another.  

The Red Mansion prize 
gave me the resources and the 
validation to push my work and 
myself to a new limit. It brought 
me crashing into contact with 
local and international artists in 
a brand new, contemporary and 
very relevant context.

I witnessed first hand the 
staggering blend of peoples, 
cultures and passions driving 
the progress, and some of the 
infrastructures which support 
them.
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Dominic 
 Hagwood

“His images call attention to 
decisive and current questions 
about the ontological and epis-
temological nature of photogra-
phy, while simultaneously forcing 
us to question the limits, ten-
sions and articulations between 
real and virtual, between fact 
and fiction, between represen-
tation and imagination.” Sérgio 
Mah - curator and professor at 
the Faculty of Human and Social 
Sciences & Faculty of Fine Arts 
at the University of Lisbon.

I’m a cross-disciplinary artist 
who combines photography, 
CGI, lighting design and installa-
tion. I received the RM art prize 
at a time that my practice was 
in transition from photography 
into 3d visualisation and compu-
tational realism, and this is clear-
ly visible in my output during 
my stay in China. The diary I 
produced documented street 
scenes photographically, whilst 
my personal line of enquiry 
took a far more contemporary 
route into data acquisition; 3d 
scanning, and light capture in the 
form of high resolution HDRI’s.  
The legacy of the stay is now 
fully embedded within my digital 
workflow through these HDRI’s 
which can be found illuminating 
my virtual environments, and 
testing the realism of materials.  
I went to Beijing to record light, 
and I now re-experience this in 
an intimate way.
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Emily 
 Motto

I love to make playful 
forms that perform and evolve 
throughout, and beyond, my 
creation of them, especially 
in terms of their shape, and 
the physicality of the unstable 
materials that I build them 
from. I work between sculp-
ture, drawing, and installation, 
and many aspects of my work 
emerge when coping with things 
that happen whilst making, 
and shapes that arise from 
experiments. I enjoy delegating 
elements of the making process 
to properties of the materials I 
make and choose.

Beijing gave me invaluable 
time to think, make, watch and 
wander. From the first day, 
of which I spent the entirety 
attempting to navigate my way 
to the closest art materials 
shop to find a book to sketch 
in, I enjoyed the slowness of 
getting endlessly lost. I watched, 
I took lots of photographs, and 
I walked really far. I discovered 
new materials, and I made things 
with mulberry bark papers 
alongside a print maker I met 
from the city. I learnt to cook 
with rice flour, and I drew. I 
found strange familiarities and 
senses of home whilst I was 
there.



Forbidden city trees. 
bulbous and swollen swarms of 
round heads below me stairs 
to the subway small pockets 
in new fruits following endless 
lines dangling above outlining 
the road rushing squashing 
pressing into doors no space for 
home hole for the roots a frame 
full marrows round long held 
growing old seed dried sacks so 
many heads heads heavy hard 
coral in the studio sharp stuffed 
compartment hanging hand 
pixelated screens flicker under-
ground boxed cut flicker cut. 
gone gripping clasping calm view 
from the taxi plastic poles play 
patterns now getting repetitive 
round dumplings clear and sticky 
slow movements controlled, a 
game of charades. 

 Inspired by photographs 
I took and shapes I remem-
bered, scenes I experienced 
and new materials I discovered; 
this journal holds a series of 
drawings I made in Beijing—one 
a day—from the moment I 
discovered this continuous book 
in Liulichang market.

Each page was drawn new, 
separately and individually, 
using only the ends of the lines 
from the previous, and taking 
something new from the day. 
Following on from each other, 
this journal captures a journey 
of seeing; a document of my 

wandering in Beijing. 
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Julie 
 Born 

 Schwartz
Julie Born Schwartz b. 1981. 

Lives and works in Copenhagen. 
Graduated from Goldsmiths and 
The Royal Academy Schools in 
London.

Born Schwartz’s instal-
lations, consisting of moving 
image, photography and found 
object, emerge from periods of 
extensive research and engage-
ment within a particular social 
grouping or context. Narratives 
are overlaid and interwoven 
throughout the works, present-
ing the viewer with multi-facet-
ed and de-centred explorations 
of storytelling and recollection.

Being in Beijing in 2014 was 
a huge life-changing experience 
for me. Mostly I was alone, and 
saw the city through my camera. 
I predominantly worked on 
my Greeting Cards project, an 
ongoing photographic series. In 
particular, I was fascinated by 
the parks where people meet 
to dance, exercise and play in 
striking pastel coloured funfair 
backdrops.

A lasting impression from 
my time there was in how, 
through a dislocation brought 
about by not understanding 
the language and signs of the 
city, Beijing made me observe, 
comprehend and move around 
a place in a new way.
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Tristan 
 Barlow

The plane hits ground. The 
atmosphere is grey from the 
window. A fog envelops the 
city. In the car, I sit shotgun. 
Buildings emerge from the fog. 
Fluorescent light fills the shops. 
Dumplings, noodles, steam, 
beer. Things function with or 
without “necessary caution.” 
Maybe it could be hard to adapt, 
but I don’t mind. It is all relative. 
Ten days without sleep. Masses 
of people move and you move 
with them. Cranes tower up 
alongside empty skyscrapers and 
not a soul moves in the streets.  
Ghost towns? Hundreds of 
buildings stand 50 stories tall 
like empty shells. This is when 
you realize science fiction is not 
a made up thing. Visual stimulus 
becomes internalized as does 
the shift in space and your 
perception along with it. This is 
something you do not forget.

Three years after the trip, 
with both the opacity and clarity 
which forms from an experi-
ence past, my impressions of 
Beijing have taken a shape that 
surprises me.  Looking at my 
journal entries recording my ex-
periences, it would appear that I 
was in a post apocalyptic world 
of Blade Runner; however, as I 
reflect upon those impressions, 
it seems unfair. The filter of 
my memories takes of a hazy 
light of a chaotic, but poetic, 
hominal experience. The noise 
must have calmed down in my 
distance from the experience 
and left me with a sense of 
hominal space. It is only with 
this distance that it is possible to 
access how an experience may 
work itself into a process such 

as painting.
The paintings I am making 

now come from a playful cog-
nitive soup of loose ideas that 
includes anything from the in-
ternet to the Ancient Egyptians 
pulled tightly into a collection 
of marks that delineate a visual 
experience and image. The sur-
faces create an elemental plane, 
alluding to water, sky, etc…,  and 
largely remain empty, pushing 
the action to the periphery.  
Chromatic marks on the surface 
act like drawn marks on the 
plane of an image like integrated 
graffiti.

My interest lies in funda-
mental language, linear marks 
and potential symbology 
and where those man-made 
constructs cross paths with the 
natural world. In these paintings 
are elements of sci-fi, dream, 
light, and disruption of space.  

It seems to me that Beijing 
disrupted my sense of space 
and density. The movement and 
disruption of the city itself as 
buildings rose and fell within a 
few short weeks, the dense at-
mosphere, and the polluted sky 
is contradicted by the stillness 
of the Sun Temple, or those in 
meditation at Ritan Park.
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Andrew 
 Sunderland

I went to Beijing to explore 
the term ‘Dakou (打口)’; a mo-
ment in the underground music 
history of China. A time when 
the west would ship unwanted 
CD’s to be recycled, only for 
them to find their way into the 
black markets of Beijing. As far 
as my initial research showed, 
the term seemed to stand for 
a hybridised form of culture: 
one that is both western, and 
eastern, whilst also neither. I 
was interested in the parasitic 
nature of this music, and how it 
was facilitated by global industry. 
There seemed to be an inter-
esting looping and transference 
of culture, tied to rhythms of 
labour, bodies, and trade.

After arriving in Beijing, it 
became clear that the young-
er generation were mostly 
unaware of the term, or at least 
it had lost its relevance. After all, 
the sharing, mutation, and mim-
icry of cultural objects is now 
common practice on the inter-
net. This presented a number 
of interesting questions for me, 
and I decided to focus on the 
journey of this material: its use 
as a vessel / body of information, 
and the parallels between my 
own body. The endless melting 
and reforming of plastic seemed 
to mimic an organism; constant-
ly reforming and adapting to its 
environment.

For the exhibition I pro-
duced several small sculptures 
from melted plastic and CD’s I 
had brought back with me from 
China. They were arranged in 
a loop, connected with USB 
cables. I performed a live sound 
piece in the loop, using small 

looped sounds I had record-
ed during my time in Beijing. 
The sculptures were a way of 
trying to further this process of 
mutation, of endless mutability. 
They were made as an attempt 
to mimic ancient Chinese Chime 
Bells I had observed in a Beijing 
Museum, thus containing their 
own form of corrupted mimicry.
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Evelyn 
 O’Connor
I hold a BA Honours degree 

in Fine Art from Limerick School 
of Art and Design, and gradu-
ated from the Royal Academy 
Schools in 2015. I currently 
reside in Dublin, working at 
The Gaiety School of Acting, 
The National Theatre School of 
Ireland, in a number of different 
capacities such as assistant coor-
dinator, set and costume design 
tutor, and project manager, 
while working in tandem with 
my practice.

After my residency in China, 
I undertook a residency at 
Beaconsfield Contemporary 
Art Gallery which culminated 
in a solo exhibition entitled 
The Alchemical Creation of the 
Utterly Real. I created sculptures 
for fashion designer, Richard 
Malone, for his London Fashion 
Week SS16 presentation, while 
exhibiting them at The Design 
Museum as part of the Design 
Museum Awards exhibition. 

My sculptural practice is 
led by a fascination with the 
obsession to dress one thing 
up as another and transform 
the objects and materials of 
everyday life. I choose homely 
objects and materials as a means 
to investigate colour, shape, line 
and the relationship between us 
and the objects and materials 
we surround ourselves with. 
The dynamic between the 
literal and imaginative status 
of the objects is also achieved 
through my use of materials 
and colour. The colour of some 
of the objects I use to defa-
miliarise them, making them 
seem appropriate parts of the 
imagined scene. Objects float 

between the formless and the 
recognizable forms of everyday 
items, all the time dealing with 
the potential of transformation 
and chance. These sculptural 
forms are essentially props for a 
space. They trace the pathways 
of so many objects that migrate 
off the body, lean up against it 
or touch it but also extend that 
body and therefore extending 
sculpture into the world. The 
connections are as diverse as 
the forms. I don’t just invent the 
forms but also invent the way 
they “sit” with each other.
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Hyeji 
 Woo

I mainly address the chaos 
and conflict of energy, and the 
relationship between the disor-
der of entropy and human rou-
tine in my practice. I am particu-
larly interested in the movement 
of energy and reject stationary 
forms and statements, which 
enables my work to move and 
change by itself, using the laws of 
nature and energy of substance 
that activates the movement 
within my work. I currently 
investigate the temporality of 
material and its metamorphosis 
by the passage of time.

Upon my arrival, I found 
myself amidst the largest military 
parade in the country - there 
were police everywhere and 
I was not allowed to leave the 
house. Hundreds of tanks were 
passing by my apartment and I 
could only watch it through the 
window with my neighbours. 
That was absolutely bizarre, and 
became my first impression of 
the country.

My apartment was based 
in the city centre, and was sur-
rounded by skyscrapers. There 
was a constant beeping sound 
embedded in the environment, 
every time I opened my window 
I could hear it. When I went out, 
I had to face so many cars, mo-
torbikes and people. I explored 
the city by cycle or underground 
- whenever I had to use the 
train stations, I was checked like 
I would be at an airport. It was 
really unfamiliar to me, but I got 
used to it quickly.

The train stations are usually 
marked with two clear divisions 
by high fences to keep people 
walking on the left hand side. 

While walking beside the fence 
- I realised that many paradox-
es exist in a cultural context 
like China: new and old things 
assorted together; the immense 
gap between rich and poor; 
control and disorder; capitalism 
and communism; all bridged to-
gether as one. This became the 
most interesting aspect to me, 
so my work for Red Mansion 
exhibition became a research to 
create two parallels that seem-
ingly cannot exist together.

The month I spent living in 
Beijing was absolutely amazing - 
being from South Korea, which 
is geologically close to China, 
I discovered many similarities 
between the two countries, 
but equally, so many differ-
ences. The environment that 
surrounds me has an important 
influence on my practice, as I 
find materials mostly within daily 
objects. This trip became a big 
inspiration for me and has guid-
ed me into creating something 
completely new.
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Mark 
 Mindel

I went to China with the 
Red Mansion Prize in 2015 after 
completing my undergraduate 
degree. It had been a busy three 
years so a trip to China felt like 
a well deserved reward, some 
time to reflect and unwind. 

I carried out some research 
before I went, but I was fairly 
naive to the scale of censorship 
and control in contemporary 
Beijing. On my very first morn-
ing of the residency I had got 
up, dressed and was leaving the 
apartment with my sunglasses 
and tote bag in hand, when I 
was greeted by a police officer 
at the front door who commu-
nicated that I could not leave 
the apartment. I went back to 
my room. From the window I 
could see that police were lined 
up the whole avenue preventing 
people from leaving their flats, 
what was going on? Sitting in the 
living room questioning whether 
I would ever be able to leave, I 
began to hear a distant rumbling 
which drew closer. Based on the 
ground floor of the building, I 
felt the floor begin to vibrate. It 
soon transpired that a military 
parade was taking place, which 
involved a number of large 
ballistic vehicles and tanks thun-
dering past as I watched from 
the window. In a way this was 
a very poignant initiation to my 
trip and was not easy to forget 
as footage of the parade was 
broadcasted on the subway for 
weeks after the event. 

Though some realities in 
Beijing were hard to adjust to, I 
really enjoyed my time in China 
and stayed on an additional two 
weeks after the residency, flying 

southwards and embarking on 
a trip back to the capital, taking 
trains and coaches to smaller 
cities along the way. 

This residency was beneficial 
to my art practice in many ways, 
most of which I can’t really ex-
plain. The trip did provide a very 
definitive point of departure for 
new work, and with that came a 
shift, as the performative inter-
ventions I had been making no 
longer felt suitable as the sole 
medium with which to respond 
to subsequent interests. 

Fast forward three years and 
my practice is mainly centered 
around painted or sculptural 
based installations, though the 
heart of the work remains the 
same. Responding to the aes-
thetic of kitsch objects, namely 
children’s toys, theatrical cos-
tume or ‘Victoriana’, my work 
is made with an expressionist’s 
sensibility, always with a feeling, 
typically nostalgia or doom, 
which I seek to convey through 
the location of totems and sym-
bols which are either researched 
or simply observed. In this 
way, my practice can produce 
divergent outcomes which are 
held together by the perceived 
sincerity of their manufacture. 
As a result the work becomes 
as much a discussion about the 
reliability of the narrator and the 
role of the artist in contempo-
rary culture.
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Maud 
 Craigie

Before arriving in Beijing, 
it was hard to research due to 
China’s Great Firewall and my 
inability to read Mandarin. I had 
wanted to meet with profes-
sional mourners, people who 
are paid to wail at funerals. This 
is a custom dating back to the 
Han Dynasty (206 BC - 220 
AD). 

I started looking for mourn-
ers, known as ‘Kusangren’, 
on Taobao (like eBay/Gumtree). 
After calling a few people, it 
becomes clear that posting 
someone’s phone number under 
the heading ‘Kunsangren’ is done 
as a form of online revenge; 
every person we call shouts at 
us and then hangs up. Talking 
about death brings misfortune, 
Shinru tells me.

 The streets in the village we 
are staying in, on the outskirts 
of Beijing, flood after heavy rain. 
Our water and our electricity 
go off. We wade around in flip 
flops and get fed by a neigh-
bour, eating in candle light. In 
Somerset, in the village I grew 
up in, the river often bursts 
and the houses flood. The 
water flowing in through the 
front doors, somehow bringing 
people closer together. When 
the electricity comes back on I 
try to skype home, but only get 
mum’s pixelated, frozen face. 
Her disjointed voice carries on 
speaking.

 Shinru spends a few hours 
helping translate websites for 
me. We come across a company 
offering girlfriends, boyfriends, 
siblings, mothers and fathers 
for hire for 2000 rmb each. I 
arrange to meet with one of 

the mothers. The company 
ask me what clothes I would 
like her to wear. I ask her to 
wear the clothes she normally 
wears when she is hired to be a 
mother.

 
She gives me a warm 

embrace when we meet. She 
used to be an actress, playing a 
mother in a popular television 
series. She has one son who is 
now grown up and she wishes 
she had more. She tells me she 
normally acts as the mother to 
men who are getting married, 
and who need to introduce 
someone to their fiancé’s family. 
Even after the marriage, the 
women don’t normally find out 
that she was hired. She sends 
them cards on their birthdays 
and they send her beautiful 
presents, like the silk scarf she is 
wearing. She gets out a handker-
chief and mops my brow.

 We go for lunch in an 
air-conditioned café, specialising 
in artisan chocolates. It smells 
sickly sweet. We cannot speak 
to one another, but we smile a 
lot and drink iced coffee. She 
holds my hand when we leave.

Maud Craigie works with 
video, live performance and 
installation. Her work is em-
bedded in research into existing 
social structures and generated 
through active engagement with 
individuals and groups offering 
access to a heightened or staged 
notion of authentic experience. 
These investigations have includ-
ed hiring a professional mother 
in Beijing, China; spending a 
year training in The Meisner 
Technique, a form of acting 
defined as ‘living truthfully in a 
given set of circumstances’; and 
training in police interrogation in 
Texas, USA. Her time in Beijing 
marked a shift towards including 
narratives which reference the 
circumstances within which the 
work is being made. 
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Nicole 
 Vincour
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Tezz 
 Kamoen

Receiving the Art Prize in 
2015 was an amazing start for 
my professional art practice. I 
just graduated from my masters 
at Chelsea college of Art at the 
age of 21, in 2014. 

 Being selected for the prize 
gave my work a major confi-
dence boost. I got to spend a 
month in Beijing, China, and par-
ticipate in a group show. All you 
really want is an experience like 
this after finishing university.

I have moved back and 
forth between London and the 
Netherlands (where I am from) 
the past two years and have 
mainly focused on making new 
work. I am currently making 
new paintings and drawings in 
my studio in Bermondsey as 
well as doing residencies and 
commissions, the latest one 
being a 1400 square ft. mural in 
Nijmegen, the Netherlands. 

My drawings and paintings 
are expressive, figurative-ab-
stract, cartoonish and colorful. I 
use symbolism, humor, and text. 
The themes I address in my 
work are led by psycho analyti-
cal motives and are often an at-
tempt to understand unwritten 
rules in social settings and (on a 
bigger scale) to detect errors in 
the underlaying social structures 
of our society - which often go 
hand in hand with outdated class 
systems.

I explore these themes by 
zooming in on family traditions, 
household situations, tv shows 
and food culture.

So most of my subjects are 
within the context of western 
Europe and they always exist 
close to my personal surround-

ings (either British or Dutch 
society). Therefore it was going 
to be extra interesting to go 
to Beijing and to change all the 
ingredients that normally make 
my work what it is. To investi-
gate, analyse and see how these 
themes existed at the ‘other 
side of the world’ and to find 
new connections.

During my time in Beijing 
I lived in Feijacun village - it 
included a massive studio, with 
huge walls. I made drawings and 
experimented with video. I got 
a sense of the Beijing art scene, 
cycled around and experienced 
the culture.

Surrounding myself with lo-
cal people of the village I quickly 
became interested in the idea 
of privacy and sharing space - in 
Feijacun most of the food cafe’s 
had a double use;

while I was sat eating some 
eggs, a grandma was laying 
on her bed watching TV, or a 
toddler slept or played in the 
corner. This (for me an unusual 
scene) reminded me of a Dutch 
TV show where, well, kind of 
the opposite happens: neigh-
bours fight over ownership, 
square meters, landmarks and 
silly things like leaves falling on 
their side of a property.

I constructed my work and 
paintings for the exhibition 
around this theme. Which, still 
includes one of my favorite 
pieces ever made.

Beijing was amazing, the 
art scene so open, welcoming 
and the attitude towards art 
so much less competitive than 
in London. I want to thank 
Nicolette Kwok for trusting my 
work, and giving me this oppor-
tunity that had a great positive 
impact on my further practice.
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Alvaro 
 Barrington



To the far away land
Where the pathway is lost
To the far away place
Where distance can’t be measured
To the far away horizon
Where it can’t be reached
To the far away time
Where the now moment is lost

Why the need to run
Why the need to search the unknown
Why the need to reach beyond
Why the need to reach the horizon

To the now moment which is lost
To the arms which is holding
To the hands which are blessing
To the pleasures of life
To the small things which makes one happy
To the kiss which makes it passionate
To the support which is bestowed

Yet all seems far across the distance

Far across the distance                                                             
Where my eyes can’t reach,
Is where You reside.
Oh Lord, please come near 
As the distance seems beyond reach.
Let me be your shadow
Then the distance will be the least,
I need You at every step
So that the distance doesn’t seem to be more 
painful
O Lord, please let me reside in you 
so that the distance doesn’t seem to be….
Far across the distance is where You reside…

It is always between you and your soul
Yet it seems;
Between you and him,
Between you and friends,
Between you and parents,
Between you and the whole world,
Between with between was where you got entangled..
Let the feelings flow and go
Let the cries fade out
Let the sadness be driven out
Let the people go
Let the whole world fade out
Let the love remain for you
Between you and forever for you
It was always with you and for yourself.

We met through a weird network 
Yet we connected so well
We are so different
Yet we love each other
We differ at age
Yet we so close
We look at the world with our different perceptions
Yet we enjoy small little things together
We rock, we laugh, we drink and we are merry
We smile, we love, we giggle and we cuddle
You are what I look forward to
And you unwind in my arms
Together we create our world
Which is just you and me
We are what we ought to

I found you at my deepest sorrow
I found you out of nowhere
You are my angel
You are a gift send to me by the twinkling stars
You are what I was always looking for
You are my strength
You are my wisdom
You are my vision
I look at you
You look at me
We both look at the world with our sparkling eyes
You behold me to grow
You hold me to care
You are the bells of my dance
You are my angel of eternity
I look at you
You look at me
Together we rock our world!

Does love exist?
Does truth prevails?
Does calmness exist?                  
Does peace prevail?

There is no space called perfect
There is no reality like fantasy
There is no existence when one day all will be right
There is just this moment!
This moment for now and here!

This moment when you take a deep breath, 
And it’s gone.
Gone forever
Don’t try to catch
Don’t try to hold it so tight
Don’t try to hover your mind with it

Just breathe 
The moment is now
The very now
The here and now

Live it and love it.
Live it before it disappears into the infinity
Live it before it’s gone
Live it and love it.
That moment is you
That moment is within
That moment is in the Divine

Live it and love it.
Don’t let the past destroy you,
Don’t let the past hold you to live to the fullest,
Don’t let the past hurt it so much that you loose the moment

The moment is here
The moment is now
The moment is within

Don’t let the idea of perfection kill the moment
Don’t let the idea of that everything will be al-
right leave you into an imagination
Don’t let the fear of unknown prevail in you
Don’t let the worry of future kill you

Just live it
Just breathe
Just love
Just sing
Just dance
Just get wild
Just let it be
Just let it go
Just live it

Live in the moment
The moment is here and now
The moment is within me
It’s me my soul!!!
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Ishita
Sometimes some places or 

things change your life. And so it 
was for my China residency. 

At the start I was excited 
to get this opportunity. I was 
selected from Chelsea College 
of Arts, which in itself was a 
proud moment. But as slowly 
the days came nearer, I became 
more worried as it was my first 
ever residency and a completely 
different new country. 

For the first couple of 
days I felt like an alien there as 
everything was so different. The 
culture, language, people, driving 
side, trains, directions, things at 
the supermarket. But I was lucky 
as we had help and support 
from the team at the Red Gate 
Gallery, and from my fellow resi-
dents from across the globe. 

Together we had presenta-
tions, gallery hops and discus-
sions, and explored the city 
together. Coming to an empty 
apartment and staying alone by 
myself was so scary. And then 
you long for someone, someone 
to make food with or just have a 
sweet chat. But slowly my apart-
ment became like a home to 
me, and the city not so strange 
and weird. 

For an artist all these experi-
ences count and particularly for 
me, as my work is autobiograph-
ical, so these experiences made 
me connect more to my feelings 
and I made works reflecting this 
for our show in UK. 

I saw lots of art there and 
got to know what kind of work 
artists do. The Western world is 
on one side, India on the other, 
and this part of the world is 
completely different in each and 

every sense. In China I also met 
a couple of people who will be 
friends for a lifetime.

It’s true when it’s said that 
the journey is more important 
and wonderful than the destina-
tion. As that’s what makes you!
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Jack 
 Burton

I am a visual artist, I make 
paintings and I take photographs, 
my whole practice is geared 
towards making combinations of 
paintings and photographs that 
have an immediate impact, but 
lead to more subtle and com-
plex experiences of the work 
after that initial encounter.

Cities are very important 
to my work, I currently live in 
Brussels, and walking around 
paying attention to the layout of 
the city, in terms of its archi-
tecture, where the old meets 
the new, and also in terms of its 
signage and the general ‘look’ 
of the place, feed into my work 
a lot. The thing I love about 
Brussels and Belgium in general 
is its knack for typographical lay-
outs and designs that are made 
using standard font faces and 
techniques, but end up being 
unique, bizarre, off-key. They 
pull you in.

In this same vein, Beijing was 
a revelation to me. The speed 
at which it was being torn down 
and rebuilt left me completely 
disorientated to begin with, it 
took me a while to learn how 
to navigate in the same way I 
would walk around a European 
city, the rules were different. 
On top of the physical disori-
entation, my jet-lag put me out 
of sync with the routine of the 
city and I couldn’t seem to get 
into the rhythm, I was always 
either too early or too late, time 
passed too fast or too slow.

What I eventually took to 
doing was walking or cycling 
with my camera and a tripod 
between midnight and three 
in the morning, when the pace 

of the city had slowed down 
but many bars and restaurants 
were still open, and I could take 
advantage of the dramatic light-
ing from numerous neon and 
scrolling LED signs. The lighting 
created halos in the haze and 
smog of the city in a way I could 
only dream about reproducing 
in the studio. It was through this 
process I came to know the city 
and draw from it visually.

I created digital collages with 
the photographs that turned 
into the journal of my time 
in Beijing. The photographs I 
took there have become the 
background to many subsequent 
collage and painted works of 
mine. Most of all the pallet of 
night-time Beijing repeatedly 
turns up in my work, it is a back-
ground colour of grape-purple 
to a greyish pink, intercut with 
bright grass greens, primary 
reds, and cobalt blues.
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Katie 
 Hare

I took part in the Red 
Mansion prize residency in 
October 2016. This wasn’t my 
first trip to China, however 
the last time I had visited was 
almost 10 years ago. In 2007, I’d 
been on a small tour with my 
then-band and towards the end 
of August, we’d played a gig at 
an experimental music venue 
in the grounds of a drive-in 
cinema in Beijing. Returning to 
China almost a decade later, 
half-hoping to confirm that 
this seemingly implausible and 
partially forgotten event had 
actually happened, I found that 
the venue no longer existed.

During my month in Beijing, 
I had the chance to revisit the 
places I had these faint memo-
ries of, including a memorable 
trip to the drive-in cinema kindly 
facilitated by the residency staff 
(you needed a car to enter). We 
watched an action film in man-
darin and I thought about how 
a previous version of myself had 
walked over the same ground 
we were parked on. Positioning 
this event as its pivot, the 
resulting video piece some of its 
parts combines a personal nar-
rative with reflections on of the 
practice of improvisation and 
the iconography of the drive-in 
cinema. Investigating re-occur-
ring motifs and simulations, the 
work interrogates the impulse 
to explore a personal history 
and its role in the process of 
making.

The residency came at a 
really important time for me, 
right after I had graduated from 
my MFA and gave me a project 
to get stuck into outside of the 

bounds of the institution but 
with the help and support from 
the brilliant Red Gate staff. 
The Red Mansion Prize was an 
incredible opportunity to realise 
a project I would otherwise 
unlikely to have been able to, 
as well as providing valuable 
time and space to experiment 
without the pressure of a strictly 
defined outcome. 

Katie Hare (1987) lives and 
works in London. Working 
largely in video, but also across 
performance, sound and text, 
her work examines the effects 
of the increasing rapidity of 
technological progress, partic-
ularly with regards to memory 
and obsolescence and the 
way narrative and storytell-
ing is shifting as a result of 
this development. Recent 
exhibitions and screenings 
include Repeats (Figures and 
Infrastructures) (SixyEight Art 
Institute, Copenhagen, 2018), 
Its origins are indeterminate 
(Whitechapel Gallery, London,  
2018), Video Visions (ACMI, 
Melbourne, Australia 2017), 
Touching The Void: When The 
Physical Collides With The 
Virtual (CRATE, Margate UK 
2017), Portal Atop A Bus Stop 
(CAC, Vilnius, Lithuania, 2016), 
Constructs: Katie Hare, Callum 
Hill, Ellie Power (LUX Moving 
Image, London, 2016) and Love 
without capital: Reimagining 
Relations After UBI (The 
Showroom, London, 2016. She 
completed a BA in Fine Art at 
Central Saint Martins College of 
Art and Design in 2010 and an 
MFA in Fine Art at Goldsmiths 
in 2016. She was awarded the 
Red Mansion Prize in 2016.





2002 2003 2005 2006 2007 2008 2009 2010 2011 20152013 20172012 2014 20182004 2016

Mustafa 
 Boga

I am based in the UK 
and Turkey. I completed 
my Master’s degree in 2016 
from Central Saint Martins in 
London after studying for an 
MA in Fine Art. I also ob-
tained another masters degree 
from Greenwich University 
in London after studying an 
MA in Cinematography and 
Post Production. Before that, 
I achieved a bachelors de-
gree from Istanbul University 
after studying at the Faculty of 
Communication and Journalism. 

My work examines the 
differences between art and 
documentary and how contem-
porary multi-media manipulates 
our understanding of current 
affairs. I am interested in the 
boundaries that separate the 
viewing of events as a witness 
and my desire to tell stories. I 
have a background in journalism 
and film and have brought these 
skills into play in my fine art 
practice. 

My work is a way of 
narrating my background both 
emotionally and culturally, not 
just by portraying images, but 
exploring how they are reserved 
and recollected in my mind. 
They are inspired by family 
history, childhood memories 
and personal experiences. My 
work deals critically (but also 
humorously) with issues such as 
gender, national identity, milita-
rism, masculinity and sexuality. I 
work across a range of different 
media including photography, 
video, printmaking, installations 
and performance. 

My sources vary from 
my photographs to found 

images, simple drawings and 
current geometrical patterns. 
My self-portraits are made of 
personal ‘dis-identification’. 
The sameness and repetition, 
and the changes and variations 
among five poses are taken to 
trace a connection between 
masculinity and femininity, and 
power and displacement. In the 
moving portraits the changing 
textures and motifs are subject 
to serendipity.

This award came at a very 
important point in my educa-
tion. I was nervous of graduating 
and didn’t know what the next 
step should be. Winning the 
Red Mansion Art Prize became 
a highlight of my time at St 
Martins, and taking part in this 
residency lead me to achieve 
a more substantial start to my 
artistic career, and it provided 
a platform for me to display my 
abilities to a wider audience. 
I met artists from all over the 
world and this created lifetime 
influences and friendships. 

In Beijing, as well as learning 
about contemporary culture, 
I also explored daily life in 
China. During my stay I created 
a video performance work 
called ‘There He is Without a 
Proper Diagnosis’. After coming 
back to London I created a 
work titled ‘The Segregator - 
An Alternative Artefact‘. My 
installation is a representation 
of my experience in Beijing 
and depicts censorship which 
restricts human expression in an 
authoritarian state.

Since the residency I 
have had solo exhibitions in 
London, Iceland and Berlin, 
and group shows in Beijing, 
Athens, London, Oxford, Ruse 
and Poznan. I have worked 
with international artists such 
as Otobong Nkanga and 
Irena Haiduk, and performed 
in Documenta14 in Kassel, 
Germany. I have recently being 
awarded Highly Commended 
Artist after being shortlisted for 
Ashurt Emerging Artist Prize in 
London.
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Natalia 
 Skobeeva

Being of transnational 
background (born in Russia, 
based in the UK and earlier in 
Luxembourg, USA and Belgium) 
I explore how the issues of the 
particular and universal are 
re-negotiated in the context 
of ambivalent (non) belonging 
by human kind in the mediated 
world. 

My practice is diverse and 
experimental, and involves 
words writing, code writing, 3D 
visualisations, immersive envi-
ronments, moving image, sound 
and performance. The work 
oscillates between personal and 
collective, closed and open-end-
ed, conscious and subconscious, 
crosses the borders of all 
media and carries characteris-
tics attributed to transnational 
art: multiplicity, liminality and 
hybridity.

I very much enjoyed my 
time in the residency, the city 
and the peer group. I stayed in 
touch with my peer group in the 
residency and have shown work 
of the artists I met through 
the residency in the sold-out 
screening event I have recently 
curated in Deptford Cinema 
in London. The work I made 
for the Red Mansion art prize 
Do YOU Speak Peking Opera?  
has been shown in multiple 
exhibitions and was part of 
the Rencontres Internationales 
Paris festival that took place 
in April 10-15, 2018 in Centre 
Pompidou, Paris.
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Olivia 
 Rowland

I travelled to Beijing in 
September 2016, just after grad-
uating from the Ruskin School 
of Art. I truly did not expect 
to win the Red Mansion Art 
Prize and was both thrilled and 
terrified when the opportunity 
was offered to me. Two years 
on I can still say it was possibly 
one of the most valuable life 
experiences my work has had 
to date. It completely galvanised 
my process and the way I think 
about my own art.

My work is rooted in narra-
tive, centring largely on writing 
and drawing. Bearing this in 
mind whilst I wrote my propos-
al, I underwent some research 
into the Chinese literati group 
of the ancient southern school. 
Within this group there was a 
tendency toward combining po-
etry with imagery and focusing 
upon subjective experience and 
memory to embed oneself with-
in the surrounding landscape. 
This seemed an ideal work-
ing method to creating work 
based off my own experiences, 
particularly within a new and 
unfamiliar environment.

I imitated these fundamen-
tal processes whilst living in 
China, creating fast-paced, fluid 
drawings based on observations 
I made in both the city and the 
local village. These observations 
were sometimes made directly 
from life; others from memory 
and written excerpts of my 
own poetry in which I envisaged 
myself as a character in a story. 
Very soon this method also 
became a coping method for my 
own uncertainties and a means 
to adapt in a situation where 

I would have otherwise been 
completely out of my depth. 
I was able to play to my own 
strengths, employing my love of 
writing and drawing as a means 
to acclimatise and interpret. It 
also enabled me to embrace 
my position as an outsider, 
negotiating my own observa-
tions without projecting onto 
or presuming knowledge of an 
environment that was not mine. 
The work culminated in a series 
of etchings with embedded 
excerpts of poetry.

Writing has since shifted to 
a far more central role in my 
practice. Not only is it a coun-
terpart to my drawn and printed 
imagery; I have also begun de-
veloping a body of autonomous 
poetic works for development 
into a book. I am sure that my 
experiences in China cata-
lysed my return to poetry and 
literature. Writing continues to 
function as both a catharsis and 
a mechanism to understanding 
my own anxieties.

In retrospect this experi-
ence directly fed my interest in 
concept of self-narration which 
we cognitively use as a coping 
mechanism to restructure the 
events of our life, envisaging 
ourselves as protagonist or hero 
to add a semblance of order to 
an otherwise absurd existence. 
This notion informs my practice 
to the present day and acts as 
a springboard to examine the 
construction of self through 
specific tropes, and gendered 
interactions on and offline.

The opportunity to adapt, 
marrying together subjec-
tivity with unfamiliarity and 
open-mindedness, was perhaps 
the greatest benefit of winning 
the Prize. I believe the knowl-
edge, versatility and empathy of 
my work has grown immeasur-
ably as a result.

I am currently studying for 
an MA in Print at the Royal 
College of Art.
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Dejan 
 Mrdja

I am an artist, architect and 
lecturer.

I hold an MA in Fine Art 
from Central Saint Martins, 
London (2017) and a Degree 
in Architecture Engineering 
from the University of Belgrade, 
Serbia (2006). I am the director 
of Studio SYN, a London-based 
critical practice operating in 
spatial design, art, research 
and education. I currently 
teach architecture at Central 
Saint Martins BA and Cardiff 
University MA courses.

My worldview is shaped by 
the experience of living in sever-
al distinct political and economic 
systems - capitalism, socialism, 
democracy, autocracy, monar-
chy, transitional systems and also 
living through a period of civil 
unrest and war. Consequently, 
I am drawn to questions of pow-
er relations, political identities 
and spaces, extreme social 
conditions, historical causation, 
population displacements 
through geo-political shifts and 
impact of technology on the 
perception of reality.

I work at the intersection 
of art and architecture, and ad-
dress my interests through cog-
nition, repetitive body actions, 
testing body limits, mark-making, 
rhythmical gestures. I build my 
work on a strong theoretical 
base as a result of my teaching 
practice. While doing so, I seek 
out to create robust, immersive 
experiences for both the partici-
pants and the audience.

I use a range of media in the 
process, such as performative 
drawing, video collage, spatial 
installation and sound. I regularly 

collaborate with fellow artists 
and professionals active in the 
fields of literature, music, visual 
media and architecture, bringing 
in their knowledge, methodolo-
gies and worldviews.

The Red Mansion award 
gave me the opportunity 
to expand both my areas of 
interest and my methodological 
approach.

The time spent in Beijing 
and Shanghai, during the 
residency program, revealed to 
me new dimensions of social 
identities and spaces, politically 
differing from the Eurocentric 
model.  This transposed the 
centre of my attention and gave 
an international character to my 
situated practice.

…The layering of history, 
the vastness of manufactured 
cityscape, the pulsating urban 
population. Forbidden City 
juxtaposed with hutong quar-
ters juxtaposed with Central 
Business District.

…The economic growth, 
entrepreneurship, survival. The 
pressure for social and business 
success. Sunburnt drivers of 
three-wheeled battery-pow-
ered delivery motorcycles. Slick 
western businessmen on the 
high-speed trains. Perpetual 
work, humbleness, the enter-
tainment excess.

…The technological  in-
novation, the pervasiveness of 
mobile phones, the extraordi-
nary range of their uses. Virtual 
social image and the contradic-
tion of the desire to stay within 
the norm, when the norm is 
to stand out with one’s social 
image…

…Connoisseur Japanese 
whiskeys at the 74th floor of 
the third tower of the World 
Trade Centre. Inner Mongolia’s 
baijiu at the supermarket in the 
migrant worker village close to 
our studios…

…The enormous amounts 
of labour mobilized by the 
central government towards 
gentrification of inner Beijing. 
The independent artist and 



activist organizations mapping 
the changes and engaging with 
effect it has on transient popu-
lation inhabiting these inner city 
areas…

…The linguistic barrier, 
preventing me from decoding 
social class and group signifiers, 
lifestyle indicators, gain insight in 
market-constructed desires and 
understand needs for commodi-
ties and status symbols...

Presented with the immensi-
ty of urbanity, contradictions 
and questions that Beijing and 
Shanghai are, I was pushed to 
rethink and refine my method-
ological approach. The methods 
I used in art and architecture 
needed to adapt to describe 

these new conditions.
As a result I started using 

video collage to actively seek 
out the human dimension within 
larger social stories and orders. 
I took on an entirely new role, 
the role of a videographer and 
video artist, delaminating and 
interpreting what I encountered.

Following the time spent 
in China I have produced a 
written and photographic piece 
“Overexposed” and two video 
works “Fanfare for a Non-Place” 
and “Rhubarb Postcards” that 
together gave birth to a new 
category of my art practice, 
which I since keep pursuing.
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Eva 
 Gold

I travelled to Beijing in 2017, 
at the end of my first year at 
the Royal Academy. Now in 
my third and final year, my 
practice incorporates sculpture, 
moving image and writing. One 
area of my research is centred 
around landscape and place, as 
experienced through cinema. At 
the time of applying to the prize, 
I had been focusing primarily 
on the landscapes of American 
cinema, specifically the two sites 
of the desert and the city. I was 
particularly interested in the 
familiarity of these landscapes, 
which have gradually become 
embedded in a collective cultur-
al memory. As a result, we feel 
as if we know these sites, as if 
we have inhabited them individ-
ually, despite knowing them to 
be generic. 

My interest in landscape, 
or cinematic landscape, centres 
around this feeling. In travelling 
to Beijing I wanted to encounter 
a place which, far from the ubiq-
uitous landscapes of America, 
I had no pre-existing image of. 
I wanted to feel what this vast 
city felt like, and try to record 
it in some way. The outcome 
would be a video work, a por-
trait of a landscape. But more 
than this I wanted to find some 
way to make the viewer feel this 
landscape. This manipulation of 
feeling, or production of affect, 
is part of a much larger study 
which runs throughout my 
research and studio practice.

The landscape of Beijing – a 
city of 21.7 million people - was 
a resonant feeling. Even after a 
few weeks of being there, I had 
relatively little sense of its scale. 

Moving around at or below 
ground level, it was a while be-
fore I saw a vista. I found myself 
on the subway Line 13 - the only 
line to travel above ground - on 
a rail track high above the city. 
Out of the windows on both 
sides the city stretched far 
into the distance. The brown 
rivers sagged between streets, 
opening up space between 
the densely packed buildings. 
Everywhere scaffolding and 
hoardings offered the promise 
of more housing, more space, 
more people. Identical apart-
ment blocks repeated, copied 
and pasted, clustered in groups 
of ten or more. The high rises 
continued along the horizon. 
The movement of the train 
would be the tracking shot.

My experience of the city 
was one of isolation; a feeling I 
pursued deliberately but which 
was palpable nonetheless. The 
main outcome – a two channel 
video work titled A Six Day 
Traffic Jam - glides above the 
landscape, which appears as 
desolate and apparently unin-
habited. In filmic terms, I think of 
the work I produced as part of 
the Red Mansion residency as an 
extreme long shot. As a distanc-
ing technique, separated from 
the subject, this refers not only 
to the placement of the tracking 
shot itself, but goes some way to 
unravelling the feeling I got from 
Beijing. Since making this work 
my studio practice, specifically 
the sculpture and writing, has 
been led by an inverse notion 
of zooming in: a close up which 
could be considered as a kind of 
counterpart.
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Hannah 
 Oram

 & Rosie Mullan

We are measurers and 
activators of spaces. We unravel 
staircases, drop pots, make nets, 
draw lines, carry bricks, hang 
flags, and most importantly, tie 
knots.

NET: Catch me if you can, what 
a catch, did you catch that? 
Things, objects and words pass 
by, it’s up to Knot to catch 
them and lay them out on the 
jetty. A knotted network forms 
to make a net, a narrative is 
made, and things around us are 
connected and tied together.

BALCONY: A higher level, one 
from which new perspective is 
found. Both inside and outside, 
Knot traverse the exterior 
edges of a place. A balcony is 
a stage from which to lower 
and connect to the ground. 
A balcony is a pivot point 
for a rise and a fall. Throw 
down a ladder and elevate.

FLAG: Knot can be both flag and 
flag pole. Both stage and perfor-
mance, waiting to be activated 
and activator. We fly the flag 
for places that are not marked 
or treasured. The unimport-
ant is shown to be important. 
Flags are a language to be used, 
signals and signs that fly silent.

ROPE: 
Taught 
between two points—connect-
ing doesnt stretch doesnt strive 
hangs reaches down to the place 
where 
its end is as much as its begin-
ning as its beginning is twisting 
elegant and strong winding 
round 
a straight line drawn on a un-
even ground 
We tie a knot that can-
not be untied.

CURTAIN: 
Sweeping across the floor 
1 inch above the dust 
heavy fleshy 
A line unbroken from above 
the curtain is drawn in the 
morning and drawn in the 
evening and sometimes it is not 
drawn at all other times there 
are no curtains 
what shall we hold up 
this curtain with?

STAIRCASE: 
Falling 
The staircase is our meeting 
point 
Our entrance and our exit 
Each step is necessary 
The measure between two 
steps 
The staircase measures the 
steps and the steps 
measure the staircase But the 
meeting point is not measured 
endless spiral 
some things we can’t measure 
with our steps
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Laura 
 Yulie

I create installations of 
object and video-based works 
that speak to multiple senses 
and are often activated by 
performance. My work explores 
notions of the domestic and 
the urban through the intimate 
(or public) matters of family or 
living together; personal care 
and household maintenance; 
wellness and well-being; and 
the effects of globalisation upon 
living space. Propelled by narra-
tive, installations probe issues of 
social discomfort and our cul-
tural obsession with cleanliness; 
the methods through which 
society sanitizes women; and 
our desire for quick-fix methods 
of self-help and self-care. Issues 
of domestic and urban space 
and infrastructure are explored 
through the body as a primary, 
sensual site.

I was keen to undertake a 
residency in Beijing to further 
my ongoing exploration of 
contemporary Feng Shui in 
the UK. A simplified version 
of Feng Shui is marketed and 
sold to individual consumers 
and corporations in order that 
they can attract financial gain 
and increase their productivity, 
wellbeing, and success. From 
pound shop plastic fountains 
to consultations for the luxury 
penthouse owner, Feng Shui is 
sold as a solution to many of the 
problems the capitalist subject 
faces. This stands in contrast to 
present day China, where it has 
been illegal to register Feng Shui 
consultation as a business, or ad-
vertise Feng Shui practice in any 
way, since the mid 20th century, 
despite huge transformations 

in the country’s economy and 
infrastructure. Traditional Feng 
Shui speaks of architecture in 
metaphoric terms of “invisible 
forces” that bind the universe, 
earth and humanity together. 

I spent my time there 
considering this notion of 
invisible forces and exploring the 
architecture and interior design 
of Beijing’s abundant shopping 
malls. I was particularly interest-
ed in the malls that were built 
to open prior to the Olympics 
in 2008 yet quickly fell desolate, 
with businesses moving out and 
shoppers failing to appear in the 
abundance that had been antici-
pated. These structures formed 
the basis for a consideration of 
notions of “wellness” sought 
through engaging with “invisible 
forces”. I spent time exploring 
the homogenised nature of 
these environments and the 
ease or difficulty of distinguish-
ing one building’s use from its 
neighbours. I am interested in 
how - within the global city – a 
building’s function is not singular 
and cannot be determined from 
its facade. Towering buildings of-
fering fragments of space in the 
form of empty units can house 
shops, apartments, nightclubs, 
casinos, hotels and offices under 
one roof. The shopping centre 
is standardized and less defined 
by its particular character as a 
structure; serving to despatialise 
localities and level out mid-
dle-class identities across the 
globe. They are territories that 
breed symbolic performances 
and visible acts of distinction by 
the way they are marketed as 
well as by their use by shoppers 
and browsers. They propose a 
new utopia – a transparent con-
sumer democracy and creative 
city in which divisions are based 
solely on lifestyle choice, con-
sumer niche and neighbourhood 
vibe. Units of space are flexible 
and adaptable; easily exchange-
able for continued financial gain. 
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Marie-Aimee 
 Fattouche

I started some writing 
on the plane on my way 
from London to Beijing. 
Transportation and tiredness 
mixed together, stretching in 
length, have a tendency to 
heighten my cynicality and the 
quality of my writing. From the 
moment I stepped on the plane, 
I was slowly slipping into a new 
dimension. As it was the first 
time for me in Asia, all rational-
ities about any sort of idea of 
logic or social behaviour were 
ripped apart. From the cartoon 
video filled with monks, 5 head-
ed dragons and other imaginary 
characters, made to ensure 
security on the plane, to men 
ventilating in a fashionably way 
the hot end of summer breeze 
by proudly wearing their shirts 
as cropped tops, showing off 
their beer and dumplings filled 
belly, I have been mesmerised 
by this unknown.

The video piece I presented 
as my residency journal traces 
chronologically the month spent 
in Beijing and the few days in 
Xi’an, the constant back and 
forth in the speed of time, 
expressed by movement and 
sound. The video was curated 
as one sound piece materialis-
ing the idea of repetition and 
displacement.

Strangely I felt quite at home 
and very comfortable there, 
even when slipping into this 
unknown, I couldn’t help but 
realise that lots of social and 
traditional behaviours were re-
minding me of my family origins, 
Egypt. After a long train ride of 
15 hours, we arrived in Xi’an to 
meet the Terracotta soldiers. 

Why did the emperor order 
such a massive installation if it 
was just to fulfil some kind of 
mythopoeian beliefs? Only the 
sharp end of the arrows were 
cast in bronze, still sharp, the 
army is still ready to fight any 
moment. Pigments faded away 
but the Chinese purple and the 
Egyptian blue seem to dialogue 
in my head. Why civilisations 
have raised such artistic con-
struction for their afterlives?

While slowly sleeping 
towards death, the older 
generation meet and dance, the 
city keeps its fast pace, yet a 
man plays his instrument for the 
darkness of the night and the 
emptiness of the front parking 
space of his building. Slowly 
walking backwards in the park, 
feeling the anchor of the soil 
against my feet.

They are dancing through 
life, death as the audience.
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Rosa 
 Johan 

 Uddoh
I was awarded the Red Mansion 

Prize in 2017. It was such an amazing 
experience. At the time I went to 
Beijing, I had finished my first year 
of my masters at Slade and was just 
about to start my second year. To 
be honest, a year or so later I’m still 
processing my time in Beijing!   

Through my artistic practice, I 
aim to reach maximum self-esteem, 
through a process of decolonialisa-
tion. To do this I make performanc-
es, ceramics, fan-fiction, video & 
sound. Experiencing such a radically 
different environment as Beijing, 
however, really highlighted for me 
how much of my references are 
specific to British culture, or that 
of its former colonies. This is not 
necessarily a bad thing, but it was 
important for me to appreciate 
the significance of the local in my 
work. Reflecting post-China, I would 
describe my practice as exploring 
an over-identification or desire 
for places, objects or characters 
in British popular culture, in order 
to work through these feelings. As 
a black British artist, it was really 
valuable for me to spend time in a 
non-Western culture. 

Influenced by my architectural 
background, I am interested in 
rooting stories in specific places 
and materials, through artworks. 
Particularly, I have been working 
with clay as an everyday medium 
loaded with deep cultural meaning 
and value. Before I went to China, 
one of the projects I was working 
on was a ceramic dinnerware set 
made by pressing clay onto my body. 
For example, I made bowls from 
my head, rice bowls from my knees, 
a jug from my folded arm. Here, I 
was interested in exploring my own 
objectification, literally, by making 

objects out of myself. In another 
project, ‘Thigh House’, I explored 
a Cuban myth that it had been the 
role of black female slaves to make 
terracotta roof tiles on their thighs 
in colonial times. Through exper-
imentation with terracotta I had 
been running workshops inviting 
black and brown women and 
non-binary people to make tiles on 
their thighs, hopefully healing and 
making friends in the process. 

In China I was exposed to a 
culture and industry where, histor-
ically, ceramics objects were at its 
centre. From traditional ceramics 
in the Forbidden City in Beijing, 
to Terracotta warriors in Xi’an, to 
cheap mass-produced imitations, 
to contemporary ceramics stu-
dents, to ancient temples dedicated 
to kiln gods in Jingdezhen; being 
there opened me up to alterna-
tive, rich cultural meanings of clay. 
Additionally, I learned from different 
ways of cooking, serving and sharing 
a meal via ceramics. Of course, with 
so much delicious food in China, 
food became more of a focus. I also 
took a cooking course in Beijing. 
For the Red Mansion Exhibition, I 
cooked various Beijing dishes and 
served them in a ceramic dinner set 
made from my body, in a perfor-
mance, ‘Get Ready to Get Free.’ 
This included Peking spare ribs in 
a giant glazed bowl made from my 
bum.

Another highlight included 
watching dance-troops of old 
people synchronised dancing to old 
pop songs played out from little 
boom-boxes, wherever they could 
find space: on pavements, under 
flyovers, in parks. Apparently, they 
are communities that used to work 
in factories together, who now use 
choreography to come together. In 
my own singing/dancing performanc-
es I have begun to explore using 
backing dancers to enact allyship, 
riffing off old pop-songs.      

I loved my time in China, and 
though it was definitely difficult at 
times to immerse myself in a com-
pletely different culture, I would love 
to return. I’ve got so much material 
to explore in both my ceramics and 
performance practice, that I hope to 

continue to explore. 
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Sonia 
 Bernac

(Idle Institute)

The Idle Institute (est. 
2017) is a storytelling lab: a 
collective of writers, filmmakers, 
sound-artists and engineers 
founded by Sonia Bernac, Eliot 
Allison and Bruno Klopott. 
Combining theories of the 
public sphere with quantum 
physics, they investigate the 
potentialities of the story – seen 
as virtual matter and a precise 
political tool. This emerges from 
the presumption of an unstable 
narrative field, in which they 
examine unexpected couplings 
and clashes between narrative 
particles. The Idle Institute’s 
projects build from narrative ex-
periments: poetic traps in urban 
space, phone pranks, imperson-
ation games and sci-fi installa-
tions. Currently developing a 
theory of the narratology of the 
public sphere, their research 
explores narrative entangle-
ment, machine(s) of writing and 
technologies of storytelling.

During the Red Mansion Art 
Prize residency, based in Few 
Jia Can – a small (now partially 
demolished) migrant village in 
the north-east corner of Beijing, 
Sonia and Eliot started working 
on The Trials of Mosquitoes. 
The project was a political 
fairy-tale addressing questions 
of otherness, the banality of evil, 
and Western influence in China. 
Acknowledging the conten-
tious nature of travelling and 
making art in other countries 
as Western artists, the Idle 
Institute was particularly inter-
ested in the notion of owner(-
author)ship related to narratives 
and the post-colonial dangers of 
re-telling/translating a story. The 

Trials of Mosquitoes was the 
first in an ongoing series of polit-
ical fairytales, using the concept 
of a parasite to discuss diverse 
political and ideological intrica-
cies. In The Trials of Mosquitoes, 
a disgruntled villager comments 
on the arrival of a fair Prince 
and Princess, who contrary to 
the villagers’ will, attempt to 
save the village from the annual 
Plague of mosquitoes. The 
parasite was approached both 
literally and metaphorically, 
identifying indigenous parasites 
characteristic to the site in 
which the Idle Institute worked, 
using it as a pretext for engaging 
with specific political problems 
faced by the marginalised com-
munity. It was important that 
throughout this work, the shape 
and nature of the bug/parasite 
remained ambiguous.
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Ant 
 Hamlyn

I was born in 1993 and 
raised in Northampton, a town 
about 60 miles from London. 
I was raised in a small village 
until I went to university when 
I was 19. I studied Fine Art at 
Liverpool Hope University and 
then won a scholarship to do my 
masters in Fine Art at Chelsea 
College of Art in 2016. 

Whilst in Beijing I built 
around ten works, I made a se-
ries of paintings, ceramic works 
and a large wall based light 
sculpture, as well as producing 
perhaps thirty drawings. I decid-
ed to source all of my materials 
locally both within the village 
itself and the wider area. This 
allowed me to think freely about 
what I was going to make and 
I had very little preconceived 
ideas prior to the trip - which is 
not my usual way of approaching 
a residency.

The peaceful charm of 
the village made me want to 
paint. I would wake up in the 
early hours and set the canvas’s 
outside. The residency gave 
me space and time to devel-
op a completely new body of 
work and although I did not 
use the paintings for the final 
exhibition, I have maintained a 
painting practice in the studio 
and am developing a body of 
works. In China everything was 
so different from my usual life, 
I was in a whirlwind, so it was 
a perfect opportunity to try 
something new. I knew we had 
the exhibition coming up at the 
Royal Academy but at this point 
I didn’t give much attention to 
it as I didn’t want the final out-
come to over shadow what was 

happening in Beijing. So I just 
made whatever I wanted with 
little regard for whether it was 
‘good’ or not. I wanted to let 
Beijing influence me in whatever 
way felt natural.

What came out of this way 
of thinking began to shift the 
way in which I thought about my 
work and myself. Whilst I was 
in Beijing, I felt a little anxious - 
perhaps being so far away from 
my routine or just the anxiety 
of a totally new situation. This 
combined with the fact that I 
couldn’t really use social media 
as I would have liked made it 
very different from my normal 
life. I felt completely off grid 
and it was brilliant but also a 
little frightening. This consistent 
shifting of excitement to anxiety, 
online to offline has remained a 
key context to my works since 
the residency. Also, because I 
was unable to take photographs 
in the village I drew ideas and 
subject matter from memory, 
this allowed other influences to 
feed into the works. I started 
to put together opposing ideas 
in the same work and seeing if 
there was a correlation. This 
freedom of abstract thinking has 
become increasingly prominent 
in the work since the residency 
and I now work slightly more 
autobiographically than before.
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Ibrahim 
 Cisse

Be it across the street, 
across my ego or across the 
seas, travelling has unfailingly 
been the most enlightening 
experience to shape my growth 
as a human being. 

All the more so when that 
experience occurs outside obvi-
ous centres in the “West” as we 
understand it in modern geopo-
litical terms. But look: here is a 
completely unknown place and 
I know very little of it, but on a 
daily basis it is put in opposition 
or competition with the political 
views of my surroundings. I am 
flooded with systemic informa-
tion that put this country under 
a negative light.

Well, this is generally the 
moment I chose to teleport my-
self into this new ground, where 
my intellectual and emotional 
ethos are not rooted. 

Most importantly, to create 
an access to what I call an 
authentic and transformative 
experience, I remind myself 
to surrender, fully. Since you 
will inevitably feel lesser in this 
unknown environment, and you 
do not know any better. Just 
surrender.

This one month residency 
to/in Beijing and in extension, 
a travel across few cities in 
East Asia was an eye-opening 
opportunity, if I did not make it 
clear yet. 

Travelling is the greatest 
privilege one may have in cur-
rent paranoid societies. This is 
not a word I am using to denote 
from outside, paranoid simply 
means: mistrustful. Aren’t we? 
Since birth day, we learn to go 
and get it on our own. Who to 

trust? Can you? Few mistrustful 
events and people down the 
line, we hear about wars (start-
ing internally) and so forth.

On a personal note, the Red 
Mansion Prize made me think 
again about how my present 
circumstances and direct envi-
ronment are not “central” to 
anyone else but the self. By that 
I mean that it took me out of 
an unquestioned inner dialogue 
and reading of the world I have, 
by which I play the script of my 
own life every day, no matter 
how much I think of myself as 
being critical.

Suddenly, somewhere be-
comes here, here? Life happens, 
life happened here, for all this 
time, with all these people as 
well. My art practice loses its 
importance.

Whilst freedom of move-
ment is restricted to happy 
fews which I belong to, to some 
extent, I am in the position of 
those who see, how our lives 
are so similar and how our re-
spective behaviours are mutually 
impacting.

For the long run I dreamt 
about going to China, but from 
the moment I submitted my 
application, up until the end of 
the residency I had to face and 
overcome lots of pre-conceived 
ideas about what my experience 
would be.

Surprisingly, warnings would 
come from my Chinese friends 
I met during my studies here 
in the UK, or prior to this in 
France, although the experience 
of both groups widely differs, 
but this is another discussion 
to have. As an EU citizen, who 
graduated from a UK university 
I guess, what brought me to 
this country and the discourse I 
have on the place I left resemble 
theirs. It is loaded with frustra-
tions and condemns this place 
to my specific insider vantage, a 
specific time and circumstances 
forbidden to change, in the 
present, and in my active mem-
ory. But of course, some clichés 



were confirmed, whilst others 
were not part of my journey.

I met a multitude of people, 
and entered multiple situation. 
This plurality of scenarios, and 
viewpoints one can embrace is 
embedded in the work I made 
as a response to the Residency. 
My only wish when I travelled 
was to meet poets, since poets 
are messengers of the unspo-
ken, unnoticed and unbearable. I 
did, and I found lot more.

At the Royal Academy of 
Arts I showed a fiction, my first 
time writing and shooting a 
movie. The goal was to convey 
everything and nothing at once. 
It is based on real documen-
tation (recorded poems and 
interviews), photographs, 
situations I observed, but it is a 
set up with lots of allegories and 
invented dialogues as well as my 
own poetry. 

Alongside the movie I put a 
copy of my diary on display. My 
diary was quite simple, it includ-
ed poems, (as notes) pictures 
and photomontages (as sketch-
es). It gives a visual and ground-
ed access to what my travel was, 
as opposed to the movie which 
is a tiny bit more abstract.

I am sure that overtime I 
will look back at this work as 
the foundation of my artistic 
career. I am proud to have been 
one of the winners of that prize 
and I hope that my work will 
motivate the future participants 
to immerse themselves fully, 
lose their egos and come back 
with new and exciting work. 
Everything and its opposite are 
valid. But what do you really 
care about?
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Joe 
 Richardson

I was born in Cheltenham, 
Gloucestershire and have been 
living in London for the past five 
years. I completed both my MA 
and BA at Central Saint Martins 
in 2018 and 2016 respectively. My 
work examines male behaviour 
in pubs, cartoons, and film, 
dealing with anxiety surrounding 
success and the performance of 
‘masculinity’. My works operate 
as commentators, facades, and 
stages for ‘masculinity’ to be 
played out on, examined, and 
ridiculed, questioning whether 
failure can provide cathartic lib-
eration from ‘masculine’ norms.

The Red Mansion Prize pro-
vided me with my first real op-
portunity to focus on my practice 
for a whole month uninhibited 
by working or meeting University 
deadlines. The residency allowed 
me the time to undertake in-
depth research into my ideas, 
by spending extended periods 
of time in contact with the sce-
narios and objects that informed 
my work. For example, I would 
regularly visit the local conve-
nience store to take photographs 
and study the ‘Lobster Machine’ 
(a vending machine where the 
consumer plays their money 
to attempt to grab a lobster 
with a mechanical claw). As is 
often the case with my practice, 
my daily interactions in China 
filtered directly into my studio 
work. Whether that came in the 
form of my having to gesture 
with arms and facial expressions 
to attempt to be understood 
in a grocery store due to my 
ineptitude with Mandarin, or my 
banal dependence on the water 
cooler in my apartment come 

studio. Living in my studio led me 
to consider how my routine ac-
tivities of eating, talking, drinking, 
were all placed under scrutiny 
in this environment. I could no 
longer drink casually from the 
taps or utilise eating implements 
without thought. I pushed myself 
to fumble with chopsticks to eat 
my home comforts such as pasta 
to blend in while eating in the 
local restaurants. However, I was 
more often than not left strug-
gling through my Lonely Planet 
phrasebook to apologise for my 
clumsiness!

The residency provided 
me with the time to split up my 
days between visiting museums, 
exploring the city, and attending 
exhibition openings. On return-
ing home I would devote my eve-
nings to making work. Through 
the support of Red Gate Gallery 
and the tight-knit and extremely 
generous art community present 
in Beijing, I quickly found myself

engrossed in nightly critique 
discussions at one opening or 
another, managing to get home in 
time to reflect on my own work 
and push it further night by night. 
The open studio event at the 
end of the residency was a really 
useful tool in allowing me to test 
ideas for the exhibition at the 
Royal Academy and to discuss 
how I could develop my work 
with visitors.

The prize has connected 
with me some incredibly talented 
individuals from across the globe, 
including the 6 fantastic artists I 
was lucky enough to share the 
prize with, the 3 artists I worked 
closely with at Red Gate Gallery 
and all the technicians, curators, 
and gallerists I’ve had the plea-
sure to work with or get to know 
throughout the whole process. 
I would love to return to China, 
potentially in a teaching capacity 
or to further pursue my studio 
practice. The Red Mansion Prize 
has enabled me to see that those 
aspirations are definite possibil-
ities.
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Paula 
 Morison

Whilst on my residency in 
Beijing I regularly photographed 
the sky, specifically capturing it 
at moments when it presented 
as (largely) one colour; when 
a solid ‘swatch’ could be taken 
and therefore compared to 
others. In How the Sky Looked 
(Beijing) these photographs are 
arranged according to the hour 
and date each one was taken, 
creating a chronological record 
of the colour of the sky during 
my four-week trip. The times 
when I was not documenting 
the sky are also recorded; the 
hours when I have no proof of 
how the sky looked. 

I am a conceptual artist 
working in a variety of media. 
My practice is focused on the 
place of the individual in relation 
to the universe, as well as to 
the human-constructed systems 
which we build, dismantle and 
interact with every day. I am in-
terested in how we, as humans, 
try to order the world around 
us and exert perceived control 
over our existence.

Measuring, recording, 
naming and categorising are all 
ways which we try to create 
this order. We save things and 
preserve them for posterity. We 
archive things for the future. We 
believe in religions that promise 
us eternal life or reincarnation. 
We search for answers through 
stories and through science. 

These concerns have led to 
an interest in quantitative rather 
than qualitative information. I 
am fascinated with data, num-
bers, dates and time but I also 
embrace the absurd and the 
whimsical. I like to order things 

that cannot be easily ordered 
or impose one system onto 
another. 

In this book I am witnessing 
the sky, recording its colours 
and noting that I have noted it. 
This act suggests an attempt to 
quantify something that is largely 
unquantifiable; an attempt to re-
cord, and therefore perhaps feel 
some control over, the sky and 
the planet we live on. I know 
I am insignificant in relation to 
the universe but sometimes I 
try to fight against this. Maybe 
this book proves my place in the 
world; it proves I was some-
where at a certain point in my 
life; it proves I existed. Or pos-
sibly it just provides an unneces-
sarily exact answer to the classic 
British post-travel question: 
What was the weather like?

The Red Mansion Art Prize 
residency in Beijing provided 
me with a fantastic opportunity 
to explore a completely new 
place. It gave me time to learn, 
research and collect informa-
tion and, most importantly, 
time to think. During my MFA 
I had been analysing how I ap-
proached new projects and this 
residency meant I could start 
from scratch; I could develop 
work with my usual approach 
but in a place where, due to 
the fact that I could not speak 
Mandarin, I struggled to collect 
or understand information in 
my usual manner. My continual 
need to understand and record 
the world became the basis 
from which all the work related 
to this residency developed. In 
How the Sky Looked (Beijing) 
this need manifested itself spe-
cifically as the need to record 
my place in the world in relation 
to the sky above.

Paula Morison was born in 
Swindon in 1985. She studied at 
Slade School of Fine Art from 
2017-2019 and University of 
Wales, Institute Cardiff from 
2005-2008. She lives and works 
in London.
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Rachel 
 Cheung

I am a British-Chinese perfor-
mance and interdisciplinary artist 
based in London, interested in the 
futurologies of humans and tech-
nology in conjunction with science 
fictions within contemporary art. 
My work investigates how science 
fictions can be engines for the 
development of future policies 
e.g. new housing, healthcare, 
relationships, transport systems; 
imagining what it would be like 
to live in a post-capitalist society 
thus anticipating and enacting 
speculative futures. 

I travelled to Beijing in 
September 2018, having just 
finished my MFA at Goldsmiths, 
to complete the month-long Red 
Mansion Art Prize residency. It 
was my first time travelling to 
China. This was significant both 
as a chance to connect with my 
cultural identity as a Chinese 
citizen of Hong Kong (before 
the anti-extradition bill protests 
and controversial politics), and to 
deepen my ideas and research 
around hybridity, sinofuturism and 
contemporary science fictions. 
For the residency, I proposed 
to explore China’s future as 
envisioned by younger genera-
tions, considering how the current 
youth culture seeks to catalyse 
change in spite of strict govern-
mental laws and surveillance. I 
wanted to look at how these 
levels of restrictions might affect 
those who channel escapism 
through various art-forms, such as 
online gaming, fiction writing and 
fashion. 

My science fiction narratives 
take different written forms - po-
ems, short sentences, chronolog-
ical stories - and employ a shift of 

tense. Embodying these stories 
through live performances creates 
an additional dimension of expe-
rience from imaginary to physical 
movement; it can often carry out 
an activation to progress stories 
or a series of gestures.

This month long immersion in 
both the local village and city ar-
eas allowed me to compare con-
trasting perspectives of these two 
versions of contemporary Beijing, 
as well as make comparisons with 
the people of Hong Kong. For the 
Red Mansion exhibition at the 
Royal Academy in 2019, I created 
a live performance ‘门WALK’.

‘门WALK’ is a performance 
based on a science fiction story 
written by Rachel Cheung about 
the futures of China, responding 
to her experiences in Beijing 
during the Red Mansion residency.

The two performers embody 
a character from Beijing, who 
wears strange, futuristic and garish 
garments representing day-to-day 
life in a future China.

The Chinese character 门 
translates as gate or door, recalling 
Chinese superstitions around 
walking through passageways to 
bring future luck and prosperity. 
The character is also a reference 
to the Red Gate Gallery (红门
画廊) which kindly hosted the 
artists during the residency.

For the performance instal-
lation, 门 is printed onto the 
floor, forming a catwalk for the 
performers, while the soundtrack 
plays. This catwalk is printed with 
images of cracks and rubble, a ref-
erence to the constant destruc-
tion and rebuilding of the Beijing 
cityscape.

In modern Beijing, the pop-
ularity of high fashion in the city 
centre creates a façade of power, 
capital and elitism. Glitches in 
this pretence can be found in the 
various strange merchandise and 
accessories such as China’s love 
for cats, misprinted t-shirts, and 
kitsch designs. These all contrib-
ute to ‘门WALK’.








