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For almost two decades, Anicka Yi (b. 1971, Seoul) has been merging technology
and biology in her art, creating works that are both provocative and deeply
resonant. From the earliest days of her practice, Yi has employed organic and
ephemeral materials—such as bacteria, scents, and tempura-fried flowers—to
capture the nuances of human emotion and sensation. Expanding beyond the
visual realm into touch, taste, and smell, her work meditates on the fragile yet
resilient interdependence of all living forms, highlighting the shared stakes that
unite us.

Building on her sensorial explorations, Yi’s practice investigates the boundaries
of intelligence and individual autonomy, challenging anthropocentric
perspectives—and her own artistic control—through works that involve non-
human entities such as machines, fungi, and algae. Her work is grounded in
interdisciplinary research that spans technology, biology, and philosophy, and
is realized through collaborations with experts in fields ranging from science to
architecture and perfumery. Yi explores different forms of intelligence, probing
the links between the biosphere and the technosphere, and prompts us to
reconsider our place within a broader, interconnected planetary system.

The artist also subtly addresses less comfortable subjects, including anxieties
that undergird the rapid development of machine intelligence. More recently,
for example, Yi has developed a generative software system to explore how
her work might continue to evolve and find new forms after her death. Such
existential considerations have emerged alongside her engagement with
ecological and cosmological themes, and they are often woven together
throughout her practice.

The exhibition features almost 40 works dispersed across galleries that have
been designed to evoke sterile architectures of isolation, like laboratories,
spaceships, or corporate environments. Though Yi finds beauty in networks of
dependency, she has described her work as modeling “the forensics of loss and
separation,” and the process of decay continues to animate much of her art.
These pieces draw upon cultural obsessions with hygiene and contamination,
but their perishable vulnerability also carries a psychological charge. In bacterial
blooms and pathogenic corrosion, Yi finds natural allegories for societal
dynamics and personal transformation, suggesting that each decomposes
and reshapes the other—only now in the shadow of the machine. “We're at this
critical razor’s edge,” she has said, “where we can either annihilate ourselves
with our fear of technology or try to endure and prosper.” We may be in the midst
of another evolution, but it's happening inside this one.

“Anicka Yi: There Exists Another Evolution, But In This One” is co-organized by UCCA Center for
Contemporary Art and Leeum Museum of Art. The exhibition is co-curated by Peter Eleey, UCCA Curator-
at-Large, and Gina Lee, Curator, Leeum Museum of Art. UCCA thanks Korean Air, Dreamina Al, and
Douyin Art for their exhibition support. Exclusive wall solutions support is provided by Dulux, and Genelec
contributed exclusive audio equipment and technical support. UCCA thanks the members of UCCA
Foundation Council, International Circle, and Young Associates, as well as Lead Partner Aranya, Lead Art
Book Partner DIOR, Lead Imaging Partner vivo, Presenting Partner Bloomberg, and Supporting Partners
AlA, Barco, Dulux, Genelec, SKP Beijing, and Stey.
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1 (48 GG MHEESE) Mr. Taxi for GG
2012/2025 2012/2025
YETE . Mk, KB Fried flowers, raincoat, hanger
100 X 60 cm 100 x 60 cm
HZARRFAL 47 Canal EIEBIE{E Courtesy the artist and 47 Canal, New York
HHESESHN . EXTR Local production and conservation team: Guo Wen Xing Ke
ESITMA. EE—. Hke Conservators: Xing Hang, Wang Guanyi, Shen Maosheng
2 (FARTFEERSRERL) Walking on Two Paths at Once
2023 2023
FHK Fragrance
ISR Dimensions variable
HAZARR. H&REIRE REF5E SR E Rt Courtesy the artist, Gladstone Gallery, and Esther Schipper
HKEH: BT - FEK Fragrance development: Barnabé Fillion
3 (&) Exaggerate the Little Deaths
2022 2022
R, BETHL . LRIRE. PEEAHR Silicone, monofilament, silk flowers, MDF
914 x 61 X 10.2cm 914 x 61x10.2cm
HZARRFNESEETINE Bt Courtesy the artist and Gladstone Gallery
BIESIRE: B - 1%, BT BT Fabrication support: Riley Duncan, Saulius Valaitis
4  (—Esi5pETEEE ) The Possibility of an Island
2012 2012
TEHREEETIR. K. Custom glass perfume bottle, saline water, colored contact
FERIARSRR. ZRE. S8 lenses, vinyl tubing, air pump
1346 x 366 x 356cm 1346 x 356 x 35.6 cm
=D - . BRI, AL Collection of Sascha S. Bauer, New York
BIEWE: HER - HNEAR Glass blowing: Brett Swenson
5 &R Radiolaria
BA (BEZE) Lithic Infinite
2023-2024 2023-2024

PMMA J¢4F. LED XT. BEMAE. POIRERMIAE . IREMAE.
8. NEWN. W, B REl. HESETIER

17.2 X 67.3 X 679 cm

HEER, LOEAEER

WRithA . %15 b, HER BB (Art
Engineering GmbH )

FIESZHE: Art Engineering GmbH

PMMA optical fiber, LEDs, silicone, acrylic, epoxy, aluminum,
stainless steel, steel, brass, motors, microcontrollers

17.2x 673 x 67.9 cm

Jenny Yeh, Winsing Arts Foundation

Design development: Peter Pak, Herwig Bretis (Art Engineering
GmbH)

Fabrication support: Art Engineering GmbH
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(mERx)

2023-2024

PMMA S¢4F. LED ¥T. EEiRiBE. AVGERINAE . REMAE.
2. AEW. Wi BE. Rl HEURFIEE

1263 x 70.2 X 70.2cm

Elliot DongHee Jung W&}

WK : 18- fh. 4R HEBE (Art
Engineering GmbH )

HIYESZRE: Art Engineering GmbH

(isRKkE)

2023-2024

PMMA £4F. LED ¥J. EERIAS. AXGERINAS . TREMAE.
B, FEW. Wi, BiE. Rl HEUZFIRR

136.5 x 716 X 716 cm

HZARR. S IRE FRFIIEE/REERR 4

RITHAR: |8 b, H4EF BT (Art
Engineering GmbH )

HIVESZHF: Art Engineering GmbH

Bk )

2023-2024

PMMA S¢4F. LED ¥T. EEiRiBE. AGERINAE . REMAS.
8. BN, W4, Bl Rapil. HEUEGIRS

1495 X 999 x 999 cm

HZARK., BHIRE ERFEE/RE Rt

RIHR: ®1S-Ah. H4EF BEFE (Art
Engineering GmbH )

HIESZHE: Art Engineering GmbH

(Wiza)

2023-2024

PMMA SE4F. LED ¥T. RIS . AVEERINAE . TREMAR.
8. FEW. Wi &BiE. Rl HEUEFIRE

168.8 x 706 x 706cm

HZARR. IR FRFIEE/RERRRG

RITHR: 115 -th. H4ES HESH (Art
Engineering GmbH )

HIVESZHE: Art Engineering GmbH

(BREZH)
2023-2024
PMMA S¢4F. LED ¥T. EEiilE. AGERINAS . REMAS.
B, AEW. W BE. Rl HESRFIEE
1181 x 74.3 X 743cm
ia - AT SR
RITHR: ®18-Ab. B4R HEFH (Art
Engineering GmbH )
HIESZHE: Art Engineering GmbH

(EBETRE)

2023-2024

PMMA S¢4F. LED ¥J . REiRilE . AVGERIMAR . REMAR.
0. B, W4, =i, Rail. HEUEEIRS

1499 x 781 x 781cm

HZAR. BTN FRFIEE/RERRRG

RITHR: K15 - fh. B4R - HEBH (Art
Engineering GmbH )

HIVESZHE: Art Engineering GmbH

Galvanic Quartz

2023-2024

PMMA optical fiber, LEDs, silicone, acrylic, epoxy, aluminum,
stainless steel, steel, brass, motors, microcontrollers

126.3 x 70.2 x 70.2 cm

Collection of Elliot DongHee Jung

Design development: Peter Pak, Herwig Bretis (Art Engineering
GmbH)

Fabrication support: Art Engineering GmbH

Moon Jelly

2023-2024

PMMA optical fiber, LEDs, silicone, acrylic, epoxy, aluminum,
stainless steel, steel, brass, motors, microcontrollers

136.5 x 71.6 X 71.6 cm

Courtesy the artist, Gladstone Gallery, and Esther Schipper
Design development: Peter Pak, Herwig Bretis (Art Engineering
GmbH)

Fabrication support: Art Engineering GmbH

Spider

2023-2024

PMMA optical fiber, LEDs, silicone, acrylic, epoxy, aluminum,
stainless steel, steel, brass, motors, microcontrollers

1495 x 99.9 x 99.9 cm

Courtesy the artist, Gladstone Gallery, and Esther Schipper
Design development: Peter Pak, Herwig Bretis (Art Engineering
GmbH)

Fabrication support: Art Engineering GmbH

Lionfish

2023-2024

PMMA optical fiber, LEDs, silicone, acrylic, epoxy, aluminum,
stainless steel, steel, brass, motors, microcontrollers

168.8 x 70.6 x 70.6 cm

Courtesy the artist, Gladstone Gallery, and Esther Schipper
Design development: Peter Pak, Herwig Bretis (Art Engineering
GmbH)

Fabrication support: Art Engineering GmbH

Nested Lung

2023-2024

PMMA optical fiber, LEDs, silicone, acrylic, epoxy, aluminum,
stainless steel, steel, brass, motors, microcontrollers

181x 743 x 743 cm

The George Economou Collection

Design development: Peter Pak, Herwig Bretis (Art Engineering
GmbH)

Fabrication support: Art Engineering GmbH

Dewdrop Continuum

2023-2024

PMMA optical fiber, LEDs, silicone, acrylic, epoxy, aluminum,
stainless steel, steel, brass, motors and microcontrollers

1499 x 781x 781cm

Courtesy the artist, Gladstone Gallery, and Esther Schipper
Design development: Peter Pak, Herwig Bretis (Art Engineering
GmbH)

Fabrication support: Art Engineering GmbH



6 (EiRs)
2024
SEEGRNBIBEERER
14.3 x 1194 x 95cm
HZARRFAL 47 Canal BRI
WA BE- Bk - RE8%&
FIMESTHRF: BEW - R4, fese - KER

Plastiglomerate

2024

High density foam and distressed chrome finish
14.3x 1194 x 95 cm

Courtesy of the artist and 47 Canal, New York
Design development: Dylan Reitz-Cruz
Fabrication support: Weston Porter, Nick Missel

7 (mEEEE)

2016
FEBERRIN 3D #&R
22 9> 537

HZ AR AT R 4

The Flavor Genome

2016

Single-channel 3D video, color, sound
22'563"

Courtesy the artist and Gladstone Gallery

8 {(ZBBiESIE? )
2022
Wiz, UV FTED, LED YT, HKIH. Wi, &4
127 x 1016 X 127 cm
HEARRFAL 47 Canal BIFFHEHE
FIVESTHS: BRI HR%. BT ESERHET

Is Civilization Worth It?

2022

Acrylic, UV prints, LEDs, glass, resin, tubing

127 x101.6 x 127 cm

Courtesy the artist and 47 Canal, New York
Fabrication support: Riley Duncan, Saulius Valaitis

9 (EE—whikeE)
2015
EREE. NENLWRELE, FEWLIOH,. Bk,
TENER
1675 x 81.3 X 914cm
HEARKRFAL 47 Canal BIFFHEME
FWESTHS . BRI HR% . BT FLSEEHR

Feeling is a Skill

2015

Kombucha leather, stainless steel laboratory stands, stainless
steel laboratory clamps, magnets, stainless steel rings

1676 x 81.3 x 914 cm

Courtesy the artist and 47 Canal, New York

Fabrication support: Riley Dunean, Saulius Valaitis

10 X\ETERE

10A (HEBHIV)
2014
KIEABEE. WS, BV, THNEWER. BIgg
1219 x 813 X 1620m
RFIEFNELY - FI/RBRL, AN
FIVESZHRE: B - iR, BT BEER

10B (#sumes xvin)
2022
KEABIERE. WS, BYEIE. NSRBI, s
1219 x 813 x 2540m
FAA B
FIVESTHE. BF) - R, B BEERR

10C ( Esumgsn xvi)
2022
KB WIlE. BV, THNEWER. BIgg
1219 x 813 x 2540m
FANITER
BIVESTRF: BRI - AR BHNET - B3R

Tempura Fried Flowers

Early Classical IV

2014

Tempura fried flowers, resin, Plexiglas, stainless steel shelves,
chrome-plated dumbbells

1219 x 81.3x16.2cm

Collection of Eleanor and Bobby Cayre, New York
Fabrication support: Riley Dunean, Saulius Valaitis

Late Classical XVIIl

2022

Tempura fried flowers, resin, Plexiglas, stainless steel shelves,
chrome plated dumbbells

1219 x 81.3 x 264 cm

Private Collection

Fabrication support: Riley Dunean, Saulius Valaitis

Late Classical XVII

2022

Tempura fried flowers, resin, Plexiglas, stainless steel shelves,
chrome plated dumbbells

1219 x 81.3 x 264 cm

Private Collection

Fabrication support: Riley Dunean, Saulius Valaitis



11 BEXG

1A (BigE)
2023
8. AR, il B4,
W5e A, LEDYT. EEFHELER
144.8 x 584 % 584 cm
HZEARINEEHIRE 265
Wk. EXM - BHIERE
BIVESIR . BRI - A%, BAIHR - ELSEHSHR
+=ALLC

(iCizikiRLmma )

2023-2024

R, KAR. Bl E4%. WA, LEDAT. BF
FRER

1981 x 737 x 737 cm

FAAN IR

i BN EHIERE

FIVESTHS . BRI - #EIZ . BHIHT - FUSEESHA
+=ALLC

1B

11C (Xm&H)

2023
B, KA. Hill. B4%. WO, LEDT., BF
FREHR

142.2 X 711 X Tl1cm

HEER, MLEAESS

k. BEXRM - BHIERE

IVESTHE . WF) - A%, BHIET - FLEEEE .
+=ALLC

Kelp Pods

Heliconius

2023

Kelp, aquazol, glycerin, crepeline, acrylic, LED, animatronic
insects

144.8 x 5684 x 5684 cm

Courtesy the artist and Gladstone Gallery

Research and development: Remina Greenfield
Fabrication support: Riley Duncan, Sautius Valaitis,
Shisanwu LLC

Memory Sleeper Cell

2023

Kelp, aquazol, glycerin, crepeline, acrylic, LED, animatronic
insects

1981x 737 x 737 cm

Private Collection

Research and development: Remina Greenfield
Fabrication support: Riley Duncan, Sautius Valaitis,
Shinsanwu LLC

Sunspool

2023

Kelp, aquazol, glycerin, crepeline, acrylic, LED, animatronic
insects

1422 x 711 x 711 cm

Jenny Yeh, Winsing Arts Foundation

Research and development: Remina Greenfield
Fabrication support: Riley Duncan, Sautius Valaitis,
Shinsanwu LLC

12  (S—1MR)
2024
Wiz, LED {T. hEEFLER. BF.
WEET. HE. &g
85.3 X 200 x 200 cm
HZAR. =EEAIEMESEHRIRE R
WE: BXM-EHIERE
WA 18- fh. BHIR - REE
BIESR: EERBA (ZRNCHEZSABRAT)
HMETRR: FRR KRK- EHRE
(BHMELE W AENS BN - FSLIE )
MEEF: RBERRESRFFR, TEX. EMA.
HERS. &2 2L, KBRES . sKiFF. FRILHE
AEFHESIESEN . EXTR
SRR, EE—. FHR&

Another You

2024

Acrylic, LEDs, MDF, mirror, two-way mirror, bacteria, agar
86.3 x 200 x 200 cm

Courtesy the artist, Leeum Museum of Art,

and Gladstone Gallery

Research and development: Remina Greenfield

Design development: Peter Pak, Weston Porter

Fabrication support: Hiroto Hojo, Kunstgiesserei St. Gallen
Bacteria engineering: Daniel Wolf Shneider, Harris Wang Lab,
Columbia University

Bacteria culturing: Beijing Normal University College of Life
Sciences, Li Xueying, Cui Lixuan, Hong Xinyu, Lu Shuyi, Wu Fan,
Zhang Linhan, Zhang Shiyu, Zhen Yanan

Local production and conservation team: Guo Wen Xing Ke
Conservators: Xing Hang, Wang Guanyi, Shen Maosheng

13 (#&@Ea)
2014
PVCiERIKE | RN BITEAR . HIME R0 . e
FEHAR. B RESR. BERT. BY. KB
RIaz
B2 SR AR BB
B - ERUREEe S5 - AR EHHEE
FIESTRE: WA - AR, BT RS
FFHESIESEN . EXTR
1ESITAAL. EB—. Bke

Le Pain Symbiotique

2014

PVC dome, projector, single-channel video, glycerin soap, resin,
dough, pigmented powder, plastic, Mylar, beads, tempera paint,
cellophane

Dimensions variable

Collection of The Museum of Contemporary Art, Los Angeles
Gift of Chara Schreyer in honor of Klaus Biesenbach
Fabrication support: Rieley Duncan, Saulius Valatis

Local production and conservation team: Guo Wen Xing Ke
Conservators Xing Hang, Wang Guanyi, Shen Maosheng



14 “EYiRiAgE

14A (&)
2024
R BE. WE. XEDEE. B, B
245 X 120 % 140cm
HZAR. =EAEERETIRE Rt
FIAESTRE: RIBUNE - REUEKRETRUL.
BE- H% - B
RHIESIESRM: EXTR
EEIIR. EB—. B

14B (@aftzeae)
2024
Bk, AF. HWE. KRASIEE. BB, B
205 x 110 x 100 cm
HZARR. =ZEEZRIBEFIE S EETINE ARt
BIVESTHE: REWIE - RENERETRIT. 816 Bk - %=
8%
AEHESIEERAN : EXiTR
ESITRAN. EE—. BXE

14C (RKEMES)
2024
R, BB, ME. XESIER. [WE. i
170 % 195 x 136 cm
HZAR. =EXARENERATIRE R
FUMESZHF: REEMNR - RRIERET R,
e K - REXK
KHHIESIEER: EXTR
1SV, EB—. BRiKE

Biofouled Sculptures

Amputation

2024

Foam, plaster, paint, tempura fried flowers, glass, tubing

245 %120 x140 cm

Courtesy the artist, Leeum Museum of Art,

and Gladstone Gallery

Fabrication support: Katerina Sokolovskaya, Dylan Reitz-Cruz
Local production and conservation team: Guo Wen Xing Ke
Conservators: Xing Hang, Wang Guanyi, Shen Maosheng

Vinegar Fissure

2024

Foam, plaster, paint, tempura fried flowers, glass, tubing

205 x 110 x 100 cm

Courtesy the artist, Leeum Museum of Art,

and Gladstone Gallery

Fabrication support: Katerina Sokolovskaya, Dylan Reitz-Cruz
Local production and conservation team: Guo Wen Xing Ke
Conservators: Xing Hang, Wang Guanyi, Shen Maosheng

Primate Visions

2024

Foam, plaster, paint, tempura fried flowers, glass, tubing

170 x 195 x 135 cm

Courtesy the artist, Leeum Museum of Art,

and Gladstone Gallery

Fabrication support: Katerina Sokolovskaya, Dylan Reitz-Cruz
Local production and conservation team: Guo Wen Xing Ke
Conservators: Xing Hang, Wang Guanyi, Shen Maosheng

15 EFE&Fem

15A {JL*ARO™AK )
2024
W3S, UV HEL. EHEAREIE
1219 x 1626 X 3.8cm
KIM Yoon Soo Wi
R EHK - BHIERE
WA B % - mE%. THLX- KEES

15B {8Ke)
2024

WizH. UV $TED, $BHZERKEE

1219 % 1626 X 3.8cm
REARRFNE IR BRIt

R BRWM - ERIERE

WIHE: BE- K - R8%. THLX KRS

15C { KLSE'LBS'R))
2024
W=, UV HED, EHERRERE
1219 x 1626 X 3.8cm
AR SRR AR5t
R R - BRIERE
BitHE: @S- 3% - mE%. THLX KEE

Quantum Foam Paintings

JLTAROTHRK

2024

Acrylic, UV print, aluminum artist’s frame

1219 x162.6 x 3.8cm

Collection of Yoon Soo KIM

Research and development: Remina Greenfield

Design development: Dylan Reitz-Cruz, Alexander Diekmann

BKE

2024

Acrylic, UV print, aluminum artist’s frame

1219 x 1626 x 3.8 cm

Courtesy the artist and Gladstone Gallery

Research and development: Remina Greenfield

Design development: Dylan Reitz-Cruz, Alexander Diekmann

KLSEL'LBSR

2024

Acrylic, UV print, aluminum artist’s frame

1219 x162.6 x 3.8 cm

Courtesy the artist and Gladstone Gallery

Research and development: Remina Greenfield

Design development: Dylan Reitz-Cruz, Alexander Diekmann



15D ( BA*LSBLA )

2024
W52, UV HTED. RHIZAREIE

1219 X 1626 * 38cm

AR, 18KHINE A SRR 4t

Bk BRI - AEHIERE

RITHTR: BME- WK - R&&. LHLK K=

15E (SKR'K*)

2024

W52, UV FTED. $RHIZAKREE

1219 X 162.6 X 3.8cm

HZARRK. HEFEHIRE e /RE iRt

A ERM - BHIERE

IR 8BS - Bk - REK. LHILK - KeE

15F {BR'0*)

2024
W52, UV FTED. BHZAKENE

1219 X 1626 * 38cm

S ARSANE AT IR E ERFR A

Wik ERE-BHIERE

WA . BfE - BR - &K, WHLLK KR

BATLSBLMA

2024

Acrylic, UV print, aluminum artist’s frame

1219 x162.6 x 3.8 cm

Courtesy the artist, Gladstone Gallery, and Esther Schipper
Research and development: Remina Greenfield

Design development: Dylan Reitz-Cruz, Alexander Diekmann

§KR'K*

2024

Acrylic, UV print, aluminum artist’s frame

1219 x162.6 x 3.8 cm

Courtesy the artist, Gladstone Gallery, and Esther Schipper
Research and development: Remina Greenfield

Design development: Dylan Reitz-Cruz, Alexander Diekmann

BR*O*

2024

Acrylic, UV print, aluminum artist’s frame

1219 x162.6 x 3.8 cm

Courtesy the artist and Gladstone Gallery

Research and development: Remina Greenfield

Design development: Dylan Reitz-Cruz, Alexander Diekmann

16 BGiFikE

16A (30 XARAR, EMiEHE)

2015

ZIEIE. NE. SE. SEER. Bk,
JeiR L3R, IR, 186D, TRATNT. TKEREER.
BHREE. S8, TIET

198.2 x 309.8 x 127 cm

HRZARKFAL 47 Canal EIFRH{E
FUESTHR: BRI HRZ. BT ST

16B ({REF#hIK— R hisr A Aotk )

2015

WM. WE. SER. B, TIF. HhE. 2R,

SR, T, BIR. BER. B TIET
198.2 X 309.8 x 127 cm

HREARRFNAL 47 Canal EIFFIR{AE

BIESIRs: BRI #ERZR. BT - BT

16C(F%=R)

2015

ZWEWIE . WE . BT, AR, REAHR. K

REREEAMHIRE. Bk, TIET
198.2 x 309.8 x 127 cm

HRZARKRFNAL 47 Canal EEFIRHSE
BUESTRE: BRI - AR, RUIET - FLSRET

Quarantine Tents

Home in 30 Days, Don’t Wash

2015

Vinyl, steel pipes, metal bowl, wire mesh, nylon string, DVD,
black tea, foam, plasticine, neon light, hydrogel beads, Plexiglas,
sponge, worklight

198.2 x 309.8 x 127 cm

Courtesy the artist and 47 Canal, New York

Fabrication support: Riley Dunean, Saulius Valaitis

Your Hand Feels Like a Pillow That’s Been Microwaved

2015

Vinyl, steel pipes, metal bowls, beeswax, dried shrimp, glycerin
soap, hair gel, metal pins, seaweed, foam, plasticine, pigment
powder, worklight

198.2 x 309.8 x 127 cm

Courtesy the artist and 47 Canal, New York

Fabrication support: Riley Dunean, Saulius Valaitis

Fontenelle

2015

Vinyl, steel pipes, motorcycle helmet, scent diffuser, glass
container, water, kombucha scoby leather, nylon string, worklight
198.2 x 309.8 x 127 cm

Courtesy the artist and 47 Canal, New York

Fabrication support: Riley Dunean, Saulius Valaitis



17 (S—HMEBEET B%) Each Branch of Coral Holds Up the Light of the Moon
2024 2024
BIREAR Single channel video
16 93 04 % 16'04"
HZARR. =2EANEESEHIRE RSt Courtesy the artist, Leeum Museum of Art,
k. BEXRM- BHIERE and Gladstone Gallery
HESHE: BR BTREEE. Kk FF Research and development: Remina Greenfield
(Laser Days T1E= ) Animation and simulation: Will Freudenheim, Jack Wedge, Laser
ROARIhED: HUER- KB, BRELL - AHE Days Studio
BERE:. AZiEF Technical assistance: Case Miller, Eusebi lucgia
BRME: &5 1 BB -HAE Gong recording: Naoco Wowsugi
BEMSSHE: ERER - HHNER. Musical accompaniment: Peter Pak, Ever Bussey
BEEZ - DT Sound mixing and mastering: Adrian Hubertus,
Bartholomew Martens
18 (HiER & AMEHS (MREFRMEMHE, BEM  Forensics & Cryonics (What | Would Like To Be If | Wasn't
Az, E18) ) What | Am, ussue #1)
2013/2025 2013/2025
K. BREBEE. LED {T. F0. BR. SH lce, glass beads, LED lights, lamb heart, deer urine, cedar
283 X 222 X 269 cm 28.3%222x269cm
I Z AR IR ERR 5t Courtesy the artist and Gladstone Gallery
KFESEEEN . EXTR Local production and conservation team: Guo Wen Xing Ke
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Anicka Yifirst began frying flowers and plants in 2009, turning a culinary technique into an artistic
one. In her tempura works, the romantic beauty of flowers collides with their decay, as the organic
matter transforms into something greasy, rotten, and pungent. This inherent instability means the
pieces never behave like the static, polished objects that museums have been created to preserve.
Yi also undercuts the notion of the artist as the sole author of the work, since environmental,
bacterial, and entropic forces also shape these pieces, which change over time.

Central to Yi's use of such perishable materials is her desire to collapse distinctions between
humans and the natural world. “Fm interested in seeing the human not as a separate reality from all
other biological or machine realities,” Yi has remarked, “and also not as a higher entity from these.”

Though the body is a constant reference throughout Yi's oeuvre, the human form appears within
it only rarely. Here, it is simply evoked through her use of a plastic raincoat—recalling the artist’s
work in fashion before she became an artist, but also her frequent use of transparent, protective
materials. Employing a moldering bouquet in place of a head, Yi alludes to death and rituals of
mourning. “Humans have to grapple with the precariousness of our own lives,” she has said, along
with “our grief and sorrow, and their accompanying chemical residues and stench.”
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Beginning with her earliest works, Yi has used scent to immerse visitors in her practice on a pre-
cognitive level, as scent molecules may be perceived before conscious awareness is formed.
Many of her pieces have distinct odors; she has developed a number of custom scents as
components for sculptures, and as individual works unto themselves. Prior examples have sought
to capture the smell of forgetting, and imagined the smell of a speculative Al network that archives
feminine experience.

Growing up as an Asian immigrant in the United States, Yi was very aware of how the pungent
smells of Asian cooking were looked upon with disgust by her classmates. Smell, in other words,
became part of how she came to understand her otherness in America. This phenomenon has
been termed “atmo-orientalism” by scholar Hsuan L. Hsu to describe what he calls “the fuzzy,
indeterminate zone in which cultural ‘otherness’ overlaps with environmental toxicity,” noting the
way in which Western culture “frames Asiatic subjects (and particularly the Chinese) in terms of
noxious atmospheres.”

Yi's latest scent work, created for this exhibition, explores philosophical questions through the
medium of smell: Does light have a scent? Can a scent hologram exist? Collaborating with
renowned perfumer Barnabé Fillion, founder of Arpa, Yi crafted a fragrance that blends marine,
animalic, metallic, floral, and umami notes, balancing citrus, intensifying algae, and incorporating
bold accents like gasoline and petrichor. The result is a complex, slightly abject scent that evokes
deep oceanic and alien dimensions, seeming to bloom at the intersection of land, sea, and sky,
ancient past and looming future.
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This work is from a series that Yi developed following her travels in the Brazilian Amazon to film
The Flavor Genome (2016), and her study of the work of anthropologist Eduardo Viveiros de
Castro. Calling the body of work “chicken skins,” Yi suggests both the pimpled surface of poultry
skin and a kind of rough, bumpy rash that people sometimes develop. Each piece features life-like
silk flowers that are arranged within a simulated “skin”-covered reliquary. This skin is made from
pigmented silicone that has been impregnated with pores and hair-like fibers, which stand upright
in a state of stimulation. Skin, of course, is the membrane that mediates between the body and its
environment, serving as the primary sensorial boundary.

This liminal quality—where surfaces oscillate between organic and synthetic—permeates
“chicken skins.” Yi frequently incorporates orchids, plants that have evolved to mimic and attract
insect pollinators, further dissolving the boundary between plant and animal form and behavior.
She is particularly drawn to what she describes as the “fugitive” nature of plants—their capacity
for adaptation, mimicry, and resistance to fixed classification.
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“Can art be thought of as a prosthetic organ,” Yi asks, “[a] technology that humans have created to
extend our own sensory or cognitive abilities?”

Encased within a strangely fleshy-shaped glass perfume bottle, colorful contact lenses swim in
saline water, forming a surreal aquarium-like sculpture. By using these fashionably tinted visual
prosthetics, Yi points to the longstanding primacy of vision in Western culture. This is sometimes
referred to as “ocularcentrism,” a framework that prioritizes empirical observation and rationality.
Yi artistically conveys the anxieties that stem from this obsessive focus on sight, challenging
traditionally “masculine” notions of vision as a distant, elevated gaze—one that asserts power while
remaining untouched by the observed. Contact lenses, which can enlarge the iris and evoke the
aesthetics of anime and K-pop, suggest how our emphasis on sight can be exaggerated or augmented.
But they can also introduce infections, trigger tears in the cornea, and create visual artifacts, symbolizing
the distortions and vulnerabilities within what we imagine as a “sterile” field of vision.

In her broader practice, Yi challenges ocularcentrism by engaging less celebrated senses like
touch and smell, which are often labeled "feminine" or irrational. Utilizing unconventional materials
such as oil, honey, fried flowers, and women'’s sweat, Yi invites viewers to experience art through
nontraditional modes and fresh perspectives.
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Anicka Yi's “Radiolaria” resemble giant living cells, seemingly pulled from the ocean and left
suspended, gently undulating through the gallery space. Waves of light flicker along their delicately
woven fiber optic surfaces, revealing their mechanical makeup. These “bio-techno” lifeforms
reflect Yi’'s notion of the “biologized machine,” a means for imagining communication between
artificial intelligences and organic lifeforms.

Radiolaria are single-celled zooplankton that first emerged during the Cambrian period, about
500 million years ago. Known for their intricate glass-like shells, there are over 15,000 species
of these protozoans. Each animatronic radiolaria sculpture embodies a distinct “species,”
showcasing unique movements: one curls its tentacles in rhythmic motion, while another appears
to “breathe,” expanding its accordion-like segments. Pulsing light and shimmering vibrations evoke
heartbeats, blurring the boundary between the organic and the artificial.

The delicate balance of the Earth’s oxygen and carbon cycles, supported by radiolaria, forms
what poet Alexis Pauline Gumbs calls the “preconditions for our breathing,” emphasizing the deep
connection between ancient lifeforms and the air we breathe today.
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The Precambrian period, beginning approximately 4.6 billion years ago, encompasses over 80
percent of Earth’s geological history. During this vast era, Earth’s earliest life forms emerged
and evolved through mysterious and often interrupted processes, resulting in unique ancient
organisms. In her new “Precambrian” series, of which this work is a part, Yi expands the concept
of “biofiction”—a fusion of biological exploration with narrative-making proposed by art historian
Caroline A. Jones—into the prehistoric, reconstructing ancient life forms and environments to
offer fresh insights into the Earth’s deep history.

The panel depicts the chaotic, short-lived pathways of early evolution, with overlapping,
smothering, cross-hatching forms. Coated in a distressed chrome-effect lacquer, the work evokes
both the machinery of the industrial era and ancient fossils. This visual collision connects past and
present, representing the invisible flow of time.

In the Anthropocene era—the time of humans—intense global production of plastic and consumer
electronics is altering the geological record, creating “techno fossils” and new rock types like “Fordite”
and “plastiglomerate.” This modern legacy starkly contrasts with the ancient evolutionary paths traced
out by fossil records, highlighting human activity’s profound impact on the Earth.
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The Flavor Genome is a 3D video that the artist partially filmed in the Brazilian Amazon. The work
blends philosophical inquiry with scientific exploration, creating a science fiction narrative that
follows a flavor chemist searching for mysterious organisms in the rainforest.

Among these is the Saudaderrhiza, a fictional hybrid species that Yi named after the Portuguese
word “saudade,” meaning longing. The narrator describes saudade “as the feeling of missing
something you love while knowing that its likelihood of return is unknowable, entirely left to fate.”
This organism, a blend of plant and animal, releases pathogenic bacteria and activates fungal
networks, causing biochemical disturbances that can digest human bodies. Its molecular cocktail
is potent enough to allow individuals to experience the sensations of others, creating an immersive,
sensual encounter with the subjectivity of another.

The narrator explores the concept of “chemical personas,” suggesting that one could momentarily
inhabit different minds and bodies, from cannibals to depressed hormonal teenagers. Yet the
work also questions the ethics of such virtual sensory realities, pointing out humanity’s unresolved
issues with imperialism, cultural appropriation, and environmental destruction. As such, the video
challenges our perception of reality and examines how we might more equitably share information
about biological diversity through sensory experiences.
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The UV-printed abstract gradient image featured in this work represents a Winogradsky culture,
a diverse micro-ecosystem of soil bacteria and algae cultivated from soil samples. As the sealed
culture evolves, it forms intricate color patterns as different brightly colored microbial species
thrive in layers of varying oxygen exposure. The images in this series serve as regional portraits,
capturing environmental, genetic, and bacterial profiles of specific locations that embody the
French concept of “terroir”—a term describing the unique geographical and climatic factors that
influence wine cultivation. The series builds upon Yi's works featured in the 2019 Venice Biennale
and her 2022 solo show “Metaspore,” in which large-scale living Winogradsky cultures grew in real-
time within the exhibition spaces.

This lightbox incorporates glass vessels filled with vivid liquids, evocative of industrial dyes or
toxic waste. An acrylic grid frame, inspired by shoji screens and computer networks, is contrasted
with organic, amoeba-like cutouts, blending fluidity with rigid geometry. This fusion of “natural”
and “unnatural” elements creates an ambiguous space where these categories blur and become
indistinguishable.
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Anicka Yi’'s Feeling is a Skill reimagines kombucha—a living, fermenting drink—as an
unconventional sculptural medium. The work features kombucha “leather,” a translucent
cellulose material generated by microbes during the fermentation of sugar and black tea. With
its soft texture, moisture, and earthy scent, this material evokes vellum (a writing surface made of
calfskin), but offers a more sustainable alternative. Yi mounts wrinkled sheets of kombucha leather
onto metal stands typically found in laboratories, creating a thought-provoking juxtaposition of the
organic and artificial, nature and science.

In this piece, Yi critiques traditional sculpture, which often relies on rigid, monumental materials
and techniques rooted in a masculine tradition. By opting for ephemeral, natural substances,
she challenges these conventions and introduces a feminist perspective into the medium.
Furthermore, the symbiotic cultures of bacteria and yeast (SCOBY) that produce the leather are
often referred to as kombucha “mothers” and “daughters,” emphasizing maternal lineages. Yi's
adaptation of kombucha here also continues her use of materials associated with Asian cuisine,
such as tempura, inviting viewers to reflect on how identity is shaped through sensory experiences
like smelling, eating, digesting, and metabolizing.
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In Anicka Yi's tempura fried flower artworks, the romantic allure of floral arrangements is
transformed into something abject and unsettling. Yi coats fragrant flowers in coarse flour batter
and fries them in oil, juxtaposing beauty with decay. The once-fragrant and vibrant flowers
fade, becoming greasy, muted, and progressively pungent, emitting a scent reminiscent of fried
potatoes. Fixed within resin and Plexiglas alongside metal dumbbells, the flowers lose their
delicacy and take on an almost violent quality.

These pieces emphasize the agency of her materials, allowing forces outside of her direct
control—environmental, bacterial, and entropic—to shape their forms. The metal dumbbells
that sharply contrast the degraded flowers speak to human attempts to discipline and sculpt the
body in resistance to natural processes of atrophy and weight gain. Through this, Yi highlights
the universal fact of life: metabolism, which is the set of chemical reactions that sustain life in
organisms. She invites us to consider how life is defined by processes of transformation, digestion,
and excretion, challenging us to reflect on the physical nature of our own existence.
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Anicka Yi's “Kelp Pod” sculptures evoke natural forms, from insect cocoons and beehives to
human internal organs. These shapes pulse with light and life, transcending their material origins.
Crafted from kelp, a type of seaweed that forms underwater forests in the oceans, the sculptures
explore the powerful, shape-shifting nature of algae, which make up the largest collective biomass
on the planet. The rough, textured kelp, illuminated by soft yellow light, at once encapsulates the
ocean’s beauty and its harsh history.

Mechanical moths flutter within these pods, casting shadows, while buzzing insectoid sounds create the
illusion of a living machine. Yi, who has long explored the concept of the “biologized machine,” blurs the
boundaries between organism and artifact, science and fiction, human and non-human.

The pods also reflect Yi's fascination with the “Kelp Highway” hypothesis, which posits that ancient
Indigenous peoples migrated to the Americas along coastal seaweed forest routes in the Pacific
Ocean. This narrative of migration connects our aquatic origins with the contemporary shift of
geopolitical and economic power from the Atlantic to the Pacific.
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Another You continues the artist’s exploration of the relationships between humans and non-
human life forms. This new piece features living bacteria genetically engineered to express
a subtle palette of colors, incorporating the DNA of marine organisms like jellyfish and coral.
Discussing her interest in bacteria as a material for her work, Yi describes “it being the genesis
of life but also having this very negative reputation.” She finds in these hybrid microorganisms
new forms of kinship that blur the boundaries between species and environments. “If you look
microbiologically, you know that there is no individual and that the self is comprised of a multitude,”
Yi notes, explaining that humans are “vessels for interdependence.”

As a fusion of oceanic life and synthetic manipulation, the identity of the bacteria in the vitrine
is uncertain: should they be considered sea creatures or products of human ingenuity? Peering
into the vitrine, which evokes the unimaginable depth of ancient oceanic worlds, one might
contemplate the ever-changing relationships between humans, other living organisms, and their
environments, along with biotechnology’s fresh possibilities—the kinds of things Yi refers to when
she speaks of “the entanglements of this co-constitutive life.” What does the future look like when
life and kinship may be redefined through technological intervention?
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Le Pain Symbiotique is an immersive artwork that blurs the boundaries between art and science,
exploring the complexities of the gut microbiome. Visitors are invited to navigate around a large,
transparent PVC structure filled with bright ochre pizza dough. Through the chamber’s sheer
membrane, viewers can observe bacterial activity projected onto softly lit glycerin and resin
sculpture-screens.

The hermetically sealed environment, incubating microbial yeast, mold, and bacteria, evokes a
biosphere from which we are excluded, yet deeply connected, challenging viewers to reconsider
their relationship with the unseen microbial world that plays a crucial role in sustaining life. By
adopting the aesthetics of a laboratory, where life forms are subject to human observation and
experimentation, Le Pain Symbiotique stages performances of micro-organismic transformations
that echo the metabolic processes occurring within visitors’ own bodies—such as the breakdown
of bread and other foods. Making the link more explicit, the artist often refers to this and other
related works as “stomachs.”

“We are not comprised of just that which is human. We're a multitude of beings and organisms,
so the self is made up of a lot of tissue and organs, but it’s also bacteria and the microbiome,” Yi
explains. “The microbiome actually influences our thinking. It fires off neurotransmitters. When
we're thinking about certain things, it’s actually the bacteria that’s making those decisions or at
least facilitating those decisions.”
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This series, which the artist calls “Biofouled Sculptures,” builds on her earlier works that feature
tempura-fried flowers, such as Mr. Taxi for GG (2012) and Early Classical IV (2014), as well as a
group of more monumental tempura sculptures that she exhibited at Kunsthalle Basel in 2015.

“Biofouling” refers to the formation of a biofilm on wet surfaces, which can damage materials and
machinery. These sculptures, created at the scale of the human figure, symbolize nature’s power
to infiltrate and disrupt human bodies and artificial structures, and feature a network of glass
vessels and aquarium tubing that evokes intestines and internal organs winding through a mass of
grease and decay.
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Anicka Yi’s “Quantum Foam Painting” series consists of algorithmically-generated “paintings,”
which build upon her exploration of the “biologized machine” concept. Having experimented with
“soap painting” from 2013 to 2015, Yi returned to the medium in 2020 to investigate how machine
intelligence might lead to painting’s further evolution.

Trained on imagery from her earlier works, machine-learning algorithms created forms that recall
blood cells, algae clumps, and undulating ocean floors. These elements were then layered digitally
to produce compositions that suggest electronic, aquatic alien creatures. The paintings’ unique
titles were also created through collaboration with machines. Yi developed a text-based model
that combined inputs from poetry and scientific research with titles from her previous works. After
finalizing the English titles, she encrypted them into a code that appears uniquely alien.

Through this algorithmic approach to painting, Yi questions the perceived purity of painting as
an artistic medium, the autonomy of the artist, and human subjectivity. In doing so, she proposes
a new ecosystem of human-machine coexistence without clear distinctions between entities.
Nevertheless, Yi wonders, “Will super-intelligent machines need art? Probably not.”
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These three works engage with the fear and prejudice the artist observed in the United States
surrounding the 2014-2016 Ebola outbreak in West Africa. Each installation is a transparent
structure resembling a tent, decorated with abstract shapes derived from biohazard symbols.
Their interiors are filled with a seemingly random assortment of objects, from natural food items to
mass-produced consumer goods. This setup allows viewers to see inside while fostering a sense
of disconnection, mirroring how society tends to stigmatize those suffering from iliness, while also
observing them with morbid fascination. The series transforms the exhibition space into a forensic
site, interrogating societal paranoia around hygiene.

These pieces debuted at Yi’s 2015 New York exhibition “You Can Call Me F,” which was
conceptually centered on a bacteria strain based on DNA samples from 100 women in her
professional network. The tents are permeated with a scent that combines the bacteria’s odor
with air samples taken at a New York location of Gagosian Gallery. As such, they not only offer
a critique of society’s treatment of marginalized groups during health crises, but also address
patriarchal anxieties about female networks.
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In recent years, Yi has explored how her work might be able to continue after her lifetime. Following
the death of her sister in 2017, she began to think about how emergent machine intelligence might
allow her to think differently about her artistic legacy. As she put it, “| don't really want to stop
making art after my biological body ceases to function.”

Working with her studio and software engineers, Yi has developed a project she calls “Emptiness,”
inspired partially by Buddhist teachings, that is centered around an algorithm for a post-death
studio practice. She has trained the software on the studio’s processes and methods, as well as her
entire catalog of works and preparatory research, with the goal that it might eventually generate
complete artworks.

Each Branch of Coral Holds Up the Light of the Moon (2024) is the first piece created using
the software and acts as a mini-survey of Yi's art. Extant artworks of hers—including most in
this exhibition—have been translated into generative characters who commingle in a virtual
ecosystem of Yi’s design. She assigned each of these avatars eleven behavioral, sensory, and
emotional attributes that govern their interactions, as well as a specified cycle of mutation. As
simulations, the video sequences are scenarios that can unfold in multiple parallel ways, rerun, and
evolve with each iteration—echoing quantum superposition, where multiple possibilities coexist
until one is realized. “There is an impulse for us as a civilization to want to preserve a memory or an
idea through these new emergent technologies,” Yi has remarked. “It's a motivation | understand.
Willl or my studio be haunting the world in the future? We will be creating our own.”
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These two sculptures are portraits in time. More specifically, they are frozen portraits of a
Neanderthal, simulated from fossil records of these archaic humans who vanished roughly 40,000
years ago. One of the heads is preserved inside a freezer, while the other slowly melts on the gallery
floor, leaving behind a small animal’s heart and some tiny glass beads.

When Yi first exhibited these works, she used a human head as a model for the ice sculptures.
They were accompanied by a poetic text—available via the QR code on this page—that
described “two sciences of separation: forensics and cryonics.” Written collaboratively with artist
Jordan Lord, the text meditates on the nature of memory and loss, juxtaposing the corporal
investigation of bodily crime with the practice of deep-freezing the newly dead in the hope of
reanimating them in the future.

By using the extinct Neanderthal as her subject in this iteration of the work, Yi asks pointed
questions about the development of humans at a time when technology is threatening our
presumed superiority in the hierarchy of conscious beings. “Maybe [we should] just conform to
evolutionary processes,” Yi summarizes, remarking that “artificial intelligence and the extension of
life is part of our evolution as well. It's not outside of our evolution, and neither are machines.”
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This work featured in Yi's first solo exhibition in New York, presented at 47 Canal gallery in 2011.
She titled the show “Sous-Vide,” after the French culinary term that refers to a method of slow-
cooking food in vacuum-sealed plastic bags. Foodstuffs appear in a number of her early pieces,
sometimes commingling with luxury goods, and hinting at the kinds of things we might wear or
ingest to improve ourselves. A work Yi produced the previous year, for example, consisted of a
clear plastic Longchamp handbag stuffed with hair gel and a cow stomach. In Table for One, the
relationship between the body and its accessories is less abject, but the pearls are choked inside
of something that suggests both garment bag and body bag. Is this a portrait, but evacuated of its
corporeal mess? Languorously draped over a transparent chair, the sealed-off necklace recalls an
early critic’s summary of Yi's “penchant for apocalyptic synecdoche where bodily fragments stand
in for a posthuman being.”
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Anicka Yi (b. 1971, Seoul; lives and works in New York City) has been the
subject of numerous solo exhibitions at institutions around the world, including
“Metaspore” (Pirelli HangarBicocca, Milan, 2022); “Hyundai Commission:
Anicka Yi: In Love With the World” (Turbine Hall, Tate Modern, London, 2021);
“Life Is Cheap” (Solomon R. Guggenheim Museum, New York, 2017); “Jungle
Stripe” (Fridericianum, Kassel, 2016); “7,070,430K of Digital Spit” (Kunsthalle
Basel, Basel, 2015), “You Can Call Me F” (The Kitchen, New York, 2015).

Group exhibition highlights include “New Order: Art and Technology in the
Twenty-First Century” (Museum of Modern Art, New York, 2019), the 58th
Venice Biennale “May You Live In Interesting Times” (Venice, 2019), “The Body
Electric” (Walker Art Center, Minneapolis, Minnesota, 2019), “The Dream of
Forms” (Palais de Tokyo, Paris, 2017), 2017 Whitney Biennial (Whitney Museum
of American Art, New York, 2017), “The Eighth Climate (What does art do?)”
(11th Gwangju Biennale, Gwangju, 2016), and “Meanwhile... Suddenly and Then”
(12th Lyon Biennale, Lyon, 2013). She is the recipient of the Guggenheim Hugo
Boss Prize (2016) and the Louis Comfort Tiffany Foundation Award (2011).
Yi’'s works are included in several public collections including the Solomon
R. Guggenheim Museum, New York; The Museum of Modern Art, New York;
Julia Stoscheck Collection, Dusseldorf; the Rubell Family Collection; and the
Whitney Museum of American Art, New York.
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On the day the exhibition opens to the public, UCCA Curator-at-Large
and exhibition co-curator Peter Eleey will lead an on-site special
guided tour, introducing the artworks and curatorial concepts. This
will be followed by an Artist Talk by Anicka Yi, after which she will
engage in dialogue with the curator. Marking the artist’s first visit to
China, this program will introduce Anicka Yi’s artistic practice to local
audiences, inviting them to immerse themselves in her multisensory
world and explore the expansive symbiotic system she constructs at
the intersections of science, philosophy, and art.

Throughout the exhibition period, UCCA will curate a workshop series,
offering participants a hands-on exploration of Al-generated imagery.
Over the course of four structured sessions, this workshop series will
systematically introduce Al and its applications in artistic creation,
followed by an exploration of mainstream Al image-generation tools.
It will then delve deeper into the theoretical principles and algorithms
behind Al technology. The ultimate goal of this series is to equip
participants with the core skills needed for Al image creation, enabling
them to produce their own unique Al-generated visual works.

Alongside the exhibition, UCCA and the Berggruen Research Centre
at Peking University will co-present the “Symbiosis and Temporal
Flow” conversation series. As a parallel program to the exhibition,
this three-part series will bring together scientists and scholars
from biology, medical anthropology, and science fiction literature, in
dialogue with contemporary artists working in digital imagery, video
games, new media sculpture, and installation. Together, they will
explore the intersections of the sciences and humanities through
cross-disciplinary dialogue. For the latest event details, please visit
UCCA's official website and social media such as the official UCCA
WeChat account.
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Have you ever thought that art doesn’t have to be created with a paintbrush? It
can also be made from scents, bacteria, or even robots! Based on this exhibition,
UCCA Kids has designed a series of art workshops for children to explore the
fascinating world of Korean-American artist Anicka Yi. These workships will
revolve around several themes, guiding children to appreciate and discuss
her art while learning how she combines biology, technology, and philosophy
in innovative new forms of art. Through hands-on experiments and group
projects, children will learn the principles of biomimicry, explore the ecological
significance of microorganisms, and reflect on the fluidity of identity in a
technological world. At the same time, they will use unconventional materials
like bacteria, scents, and LED lights for bold artistic creation. Through this
workshop series, children will be encouraged to rethink their relationship with
the environment and discover new connections where art and science interact.

For more details, please visit the UCCA Kids official WeChat account.
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UCCA Membership unlocks a gateway to art, offering exclusive access to world-
class exhibitions and cultural experiences. Every UCCA Member plays a vital
role in supporting the development of contemporary art in China. With UCCA
Individual Lite, enjoy a full year of complimentary exhibition entry, special gifts,
priority access, exclusive events, and family benefits for just RMB 386.Explore
additional membership options tailored to different ends with Individual,

Student, and Parent-Child memberships. The UCCA Gift Card also allows you
to share the gift of art with friends and loved ones.
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