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gdm Taipei presents Living Grids—an exhibition that maps power as it flows through networks, infrastructures, and perception, exposing
inscriptions of control and turning them into sites of rupture, reflection, and refusal.

We live in a moment of systemic reconfiguration: political regimes, technological infrastructures, and cultural narratives are being remade.
Power no longer appears as a singular force but circulates through overlapping grids, platforms, and embodied perception. Living Grids stages
how authority is materially and perceptually inscribed and insists that resistance is practiced through interruption, rerouting, and reclamation
of those systems. Featuring Michael Miiller, Alison Nguyen, Peng Yi-Hsuan, Tsang Kin-Wah, and Wu Chuan Lun, the exhibition foregrounds
work that dismantles, sabotages, and repurposes the infrastructures that govern memory, labor, and the senses.

Michael Muller’s monumental 81-part installation The Sense of Measuring Clouds (Working Title: Cloud Atlas) for Jean-Luc Nancy was developed over
fourteen years (2007-2021) through drawings, silkscreen prints, and paper collages. Miiller tests the limits of rational order against the
ephemeral: clouds, an atomic blast, and cauliflower recur as motifs that probe how meaning is produced and systematized. Presented as an
index of fragmentation, the work’s eighty-one discrete panels operate as linked fragments—each a node in a serial system whose evidentiary
force depends on the relations among parts; without that interdependence the index would not hold. The orange grid functions as apparatus
and constraint—attempting to measure what resists measurement—and each repetition yields marginal differences that make sense possible
while exposing its provisionality. In dialogue with Jean-Luc Nancy and Jacques Derrida, the installation stages how meaning is mediated and
contingent, insisting that knowledge and authority are themselves produced through fragmentation, seriality, and relational inscription.

Alison Nguyen’s Andra8 stages a scripted autonomy that exposes how platform technologies reconfigure power by turning feeling, attention,
and identity into extractable inputs. The Al-generated protagonist performs freedom while revealing the architectures that govern it:
recommendation logics, surveillance metrics, and contractual algorithms that steer behavior and monetize intimacy. Nguyen makes visible the
extraction of affective labor—likes, narratives, micro-performances—showing how subjectivity is co-produced by users and platforms and then
commodified into data streams. In a lecture-performance that stages a virtual assistant, data cleaner, emoji artist, and life coach, the piece enacts
a simulacral autonomy: freedom is spoken even as the work exposes the contractual, algorithmic, and surveillance logics that produce and
monetize affect. By rendering opaque infrastructures legible, Andra8 diagnoses the contradiction at the heart of platform rhetoric—freedom as
extraction—and reframes refusal as a practice of perceptual and infrastructural disruption.

Peng Yi-Hsuan’s Impermanent Marks converts the whiteboard into a civic palimpsest, transposing images of catastrophes in Taiwan onto a surface
engineered for erasure. By drawing, wiping, overwriting, and re-inscribing, Peng renders public memory as a temporal process: fragile, recurrent,
and easily effaced. The whiteboard functions simultaneously as archive and instrument—its provisional marks register trauma while exposing
how memory can be instrumentalized, trivialized, or staged as political spectacle. Framed as a choreography of inscription and erasure, the
work insists that histories are active practices—authored, contested, and precarious—and reframes remembrance as contested labor that
mobilizes media, institutions, and publics, allowing narratives to alight on the whiteboard as a writable, erasable body: a provisional “human”
where image, power, consciousness, and memory converge.

Tsang Kin-Wal’s Dictator’s Chairs sears the silhouettes of chairs once belonging to historical political figures into canvas, leaving scorched traces
that linger as spectral imprints of power. The act of burning is performative—violent erasure that simultaneously inscribes—and ritualizes a
negation of authority. The chair, a condensed sign of office, ceremony, and sovereignty, is reduced to a charred absence that evokes censorship
and theatricality. The gesture recalls Dada’s anti-authoritarian tactics while operating across material and linguistic registers. Read through a
Derridean lens, the canvases register a trace—the presence of absence—that makes meaning legible precisely by marking what has been
removed. In staging these residues, Tsang links material violence to cultural memory, insisting that recognition of those scars is the necessary
first move toward political reckoning and refusal.

Wu Chuan Lun’s The Mould for Moulds, shown with a curated selection from his Derived Pottery research, reads decorative ceramics as forensic
evidence of global production, colonial circulation, and labor histories. The video stages a temporal excavation—layering moulds, factory and
material traces—while the figurines, set on a plinth that evokes Taiwanese night-market prize shelves, anchor those narratives. This display
collapses play and provenance, revealing how consumer ritual and popular presentation reproduce circuits of marginalization. Wu’s ceramic
bird figurines display paired male left, female right, confront Macaw’s indistinguishable sexes to expose how ornament encodes and unsettles
gendered hierarchies. By treating kitsch ornament as material archive, Wu reclaims undervalued labor and exposes the aesthetic regimes that
determine what is preserved or erased. The installation positions ornament as testimony: exhibitionary form can unsettle inherited labels, and
catalyzing decolonial intervention.

At the close of the exhibition, Michael Miiller’s sculpture Pedestal for a Thinker transforms the act of contemplation into an embodied experience.
Unlike Rodin’s solitary figure, here the pedestal is open—inviting visitors to sit, to assume the posture of thought, and to position themselves as
the thinker. Muller interrogates the politics of position: who sits in power, who is displayed, and who is granted the authority to reflect. By
democratizing the pedestal, the work collapses the distance between artwork and audience, turning reflection into a shared, participatory act.
Pedestal for a Thinker asks us to pause and consider our place in contemporary society. It reminds us that thinking is not passive, it is a form of
engagement—an intervention, a stance of resistance, a role we must all inhabit.

Power circulates; resistance must reroute. This exhibition stages refusal as a tactical practice—burning, erasing, repurposing, and
algorithmically misbehaving—to show that political reckoning begins in the infrastructures that shape what we remember, feel, and value.
Living Grids demands that viewers move from recognition to action: to interrupt, to reroute, and to reclaim the systems that govern our senses
and our labor.



