
Donatella Bernardi (b. 1976, Geneva) has 
developed a multi-disciplinary practice that 
includes installations, publications, films, es-
says and curating exhibitions. 

For her new body of artworks, Bernardi pays 
homage to Lebanese artist Saloua Raouda 
Choucair (1916-2016) and her so-called 
“mini forms,” a series of stratified small sculp-
tures, abstract and refined, very symbolic of 
this female artist often defined as a modernist 
pioneer in the Middle East. Originally con-
ceived by the artist as sketches announcing 
greater materializations, this series of works 
had to remain small due to lack of means, yet 
filled with potential and waiting for an oppor-
tunity to materialize. In that sense, Bernardi’s 
custom-made shaped canvas, textiles and 
hand-made ceramic objects inflect both mon-
umental and miniature scales as the forms 
are enlarged to the size of the Roman Bocca 
della Verità (1,7m in diameter) down to only a 
few centimeters wide. With sinuous horizontal 
and cascading lines and different materials, 
Der Bauch des Phönix (The Belly of the Phoe-
nix) encodes lineage, rupture, sagging and 
synchronicity. 

The title of the exhibition, “The Belly of the 
Phoenix” indicates a cycle of regeneration 
where stacking and accumulation take over 
any cyclical or spiral dynamic. The series of 
works are materialized using canvas, fabric 
or ceramic, and play with the notion of sedi-
mentation, layering, aging, wrinkling as well 
as acquiring new curves and fluctuations, not 
only as an allusion to time but also to move-
ment and displacement. Like the famous Mi-
chelin figure, whose anatomy is made of tires, 
physically indicative of the many journeys 

traveled, regeneration here is embodied as a 
figure in constant transformation instead of a 
birth coming from the ashes of a lost body, as 
is the case of the phoenix.

When a woman turns forty, she begins to get 
noticed for qualities other than her physique. 
Something else defines this aging feminine 
subject in order to be considered, looked 
at or even esteemed in normative Western 
society. “Cougar” is a term used for more ma-
ture women who are nevertheless still “in the 
game” and is sadly sometimes used to dis-
criminate against older women. However, the 
fleshiness of her body must, like art and life 
remain living for at least another forty years 
ahead. Is the aging body some kind of re-
birth? Different materials are used in the art-
works to embody such a narrative that deals 
with machismo and discrimination against 
age, but not only – The Belly of the Phoenix is 
after all about having a good laugh. 

Imagine for a moment that the phoenix hasn’t 
yet caught on fire, but simply put on some 
weight. And what about its waist size or its 
belly, is it a uterus, the stomach or even the 
long and folded chain of the intestines, where 
everything gets processed, sorted out, assim-
ilated or leading towards an exit? What does 
it mean to be in a constant state of digestion 
and interaction with people and places? What 
entails a constant mediation between oneself 
and what stands outside of you, be it one’s 
identity as an artist, the parent-child relation-
ship or kinship in general, institutional ties and 
duties, teacher-student or even power rela-
tions between superior and subaltern? What 
kind of negotiation, arrangement and remod-
eling are made between all these strat-
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ifications? Seriality, variation, declination and 
reutterance of a single drawing, a fragmented 
disc almost smiling at you with mischievous-
ness, brings many other codes and aspects 
into play. 

Produced in collaboration with the artist 
Nicola Genovese, Elegant sagging (2017) is 
a shaped canvas on the wall whose size is the 
same as the Bocca della Verità in Rome. With 
clear lines, it delineates the solar constellation 
of an archipelago made of fake black marble. 
Genovese is equally involved in the making 
of Almost Ninja Turtles, I–IV (2017), a series 
of four multicolored, plump, tubby and shiny 
bibelots. On the floor, Carpet Pond (2017), 
is composed and fabricated together with 
fashion designer Laura Locher. By quilting 
together different quality of fabrics, such as 
digitally printed cotton, snake or scale-like 
sequins or embroidery, a hilly horizontal land-
scape is created, in a reference to Monet’s 
late Nymphaeas which can be seen at the 
Kunsthaus Zürich.

The source of this playful assemblage is 
made out of historical references just like 
Choucair’s artworks, but also relies on photo-
graphs of the artist’s father which can be seen 
in Bernardi’s artist book Into Your Solar 
Plexus (Humboldt Books, 2016), equally 
available for viewing in the exhibition. 

The Belly of the Phoenix is made possible by 
the kind support of Fonds cantonal d’art con-
temporain (FCAC), République et Canton de 
Genève. 
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Can sex be an allegory for politics? Are the 
obscene and the repressed catalysts for so-
cial commentary? Wong Ping presents us 
with the often romanticized social norms of 
first love, marriage and parenthood. Yet in the 
featured Cantonese speaking video anima-
tions there is no room for cheap romanticism. 
Crude humor and blatant sexual language 
intermingle in imaginative scenarios where 
conformity and social correctness are ex-
posed to their daunting alter egos: provoca-
tion and disobedience.

In Doggy Love (2015) we encounter the jour-
ney of a young boy falling in love. His erotic 
fixation with a classmate with breasts on her 
back leads him to experience an overpower-
ing energy of desire and imagination, to a 
myriad of sex escapades and the final cathar-
tic moment of falling in love. In a review of 
Koji Wakamatsu’s Pinku genre, Frédéric St-
Hilaire describes how the Japanese director’s 
“representation of sexualities impacted by 
the clash of values is meant to create a feel-
ing of the abject, which paradoxically pushes 
the viewer further towards visceral embodi-
ment.” Like in Wakamatsu’s movies, in Wong’s 
animations we come across “a political argu-
ment, a complicated engagement with the 
oppressive systems of power which embed 
themselves in every part of the individual.”

Oppression and obedience are further articu-
lated in Jungle of Desire (2015) where “an 
impotent husband, an unsatisfied wife and a 
megalomaniac policeman inhabit a perfect 
ecosystem in the concrete jungle; the jungle 
where you can truly face your lust with no 
moral laws.” (Wong Ping, 2015) Here Wong 
further develops his gasp-inducing imagina-
tion into an X-rated curiosity box in which the 
social and cultural taboos of incest, prostitu-
tion, impotence and lust are exposed for their 
crude commonness.

The overflowing sexuality of the videos “etch 
their way into our psychic imaginaries, that 

slither into our most shameful fantasies.”1 It 
is through these fetishes that Wong is able to 
create a shame-free stage and a commentary 
on the traditional ethics of Chinese society 
and the political tensions in contemporary 
Hong Kong. (Falling salaries co-existing with 
soaring property prices, strong Chinese in-
terference in local affairs leading to less aca-
demic freedom and heavy censorship. This 
making Hong Kong one of the most unequal 
places in the developed world.)

Who’s the Daddy (2017) explores this idea 
of obedience and futility of political identity 
through the trials of parenthood. At the begin-
ning of the video, the protagonist, who is a 
less endowed man, compares sexuality to the 
left/right-wing political dynamics. In his tribu-
lations for soul searching, he ventures into 
online dating and eventually receives his only 
response from a strictly religious woman, who 
not only “burdens” him with a child but also 
incites the man’s desire for complete submis-
sion.

With Hong Kong’s restless political situation, 
the fast approaching complete handover to 
China and its changing status-quo, these 
videos engage with the political situation and 
complicated sexualities of its characters to 
create a portrait of a generation torn between 
a conservative past and an unreliable future. 
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WONG PING
In a Civilized Society, a Straight Penis Simply Does Not 
Exist



Mimosa pudica are timid flowers. Their leaves 
fold inward and droop when touched or 
shaken, as if they were defending themselves 
from harm. This physical mechanism is an 
impulsive, and somewhat unusual gesture 
that protects them. Striking for their contra-
dictory nature, these flowers at once attract 
and reject those who approach them. Known 
for his choreographed atmospheric installa-
tions, Trevor Yeung has decided to interpret 
the flower’s psychological paradox and to 
discuss the often unspoken rules that dictate 
the dynamics and world of relationships. A 
longing for and fear of interaction. The blurred 
boundaries of relationships, sometimes being 
both private and social, cause frustrations on 
the one hand and gratifications of intimacy on 
the other.  

Felix Gonzalez Torres and his fragile visual 
representations of unseen, absent forces 
come to mind. Adrian Searle in his 2016 re-
view of a three-part retrospective said that 
“Pairing, dividing, splitting and joining were 
part of this artist’s repertoire, both as a formal 
device and signaling relationships: twinning, 
merging and dividing, like cells, like people 
and like thoughts. Things cleave together 
as well as apart.”1 In Object (Pumpkin with 
Mushroom) we see a small pumpkin con-
nected to a dried mushroom. Purchased at 
one of the many supermarkets in Hong Kong, 
the artist kept it in his room. Plants are like 
pets for the artist. He talks to them and cares 
for them. When his mother brought home a 
box of Morchella’s mushrooms he realized he 
could join them together, just like one would 
with an action figure. In its simplicity and 
frivolousness, the work brings up questions 
related to proximity both formally and ethi-
cally. Can one force a connection with some-
one else just by close vicinity? According to 
Gregg Bordowitz, this is just impossible: “Inti-
macy is an unresolvable dichotomy. One can 
not be an ‘I’ without an Other, yet one can’t 
fully become identical with an Other. Intimacy 
is a paradox.”2 At the heart of Yeung’s works 

is a strong sense of desire. This may be a 
desire for the Other, but it is also a desire 
for perfection, for control. It is that desire for 
the yet to happen. The Magnolia champaca, 
known for its fragrant flowers, is a well-known 
plant in South East Asia. Women place the 
flower behind their ears or in their bosom as 
beauty ornaments or as a perfume. In Be-
hind Ear, White Champaca Yeung portrays 
a delicate and deeply seductive encounter. 
Two champaca flowers are tied together by a 
thin thread. They are drawn with the utmost 
gentleness; their stems are separate, yet one 
seems to reach for the other, without any suc-
cess. It is this gap, this “yet to happen” close-
ness that intrigues. It is this “(..) insinuation of 
the particular in the place of abstraction”3 that 
simultaneously enables the public to become 
both observer and actor of the work.

Hostelworld (Brussels Hostel 1) is a series of 
photographs secretly taken by the artist inside 
a hostel bedroom in Brussels. A male figure is 
sleeping in his bunk bed, half-way covered by 
the duvet. The duvet is now hanging in front 
of the photograph. In order to fully look at the 
photograph one has to duck under the duvet 
carefully arranged as if a line of laundry was 
drying outside. The smell of the blanket and 
this enclosed environment seem to enhance 
one’s awareness of looking, pushing the view-
er to experience a sort of voyeuristic intimacy. 
“The images come from my own experience 
of sleeping at hostels around the world, as a 
way to own that moment of sensual connec-
tion with these unknown men.” (Yeung, 2014)
It seems adequate to go back to Felix Gon-
zales Torres and his understanding of the 
public: “What FGT allows, in a sense, is for all 
the viewers paying attention to his work to 
experience something intimate yet remain a 
stranger to the work and to one another, to 
recognize a commonality based not on identi-
fication but on distance.”4 In some way Yeung 
asks us to confront distance and consider it a 
complementary form of intimacy. 

Trevor Yeung graduated 
from the Academy of 
Visual Arts at Hong Kong 
Baptist University in 
2010. Yeung‘s practice 
uses botanic ecology, 
horticulture, photography 
and installations as 
metaphors that reference 
the emancipation of 
everyday aspirations 
towards human 
relationships. Yeung has 
participated in exhibitions 
including “Seal Pearl 
White Cloud” at 4A 
Centre for Contemporary 
Asian Art in Australia 
(2016), “Adrift” at 
OCAT Shenzhen in 
China (2016), “China 
8 - Paradigms of Art: 
Installation and Object 
Art” at Osthaus Museum 
Hagen in Germany 
(2015) and Shanghai 
Biennale 2014 in China.
Yeung was one of the 
3 shortlisted artists in 
BMW Art Journey award 
with his solo exhibition 
“Garden Cruising: It’s not 
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