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stablished in 2010, ShanghART Taopu is the first warehouse-style
Eorf museum in China. It is a complex space with functions for
storage & display, education & research, and exhibition & project,
infending to explore new possibilities of rational utilisation of space
resources for display, conservation, research, and education of

contemporary art.

Equipped with standard and wide display space, adequate
rooflight design and ideal storey height, ShanghART Taopu
provides both warehouse space and excellent visual effects for
art displays. By the functions to be performed, the interior layout
is divided into Great Hall, Mulfi-Function Space, Special Exhibition
Space, Archive Space, Storage Space, Meeting Room, Working
Studio, Artworks Store and Art Café. In addition, with the support of
public resources in M50 Top Art Park, such as outer walls of special
buildings and landscapes, ShanghART Taopu builds up outdoor
display spaces, with each of them possessing its unique function
and features.

- The Great Hall (approximately 1,400 sgm) and the outdoor
display spaces are used for exhibition of installations and
sculptures by artists represented by ShanghART Gallery. In this
large-scale exhibition space, ShanghART Taopu displays a bunch
of works which have been selected and shown previously in
several important exhibitions in both China and abroad, and
which play an essenfial role in development of their creators.
Accordingly, it provides original sources and materials for
professional research of contemporary art and offers a realistic
guidance for public knowing and familiarising contemporary
art and its current developing status. The Great Hall also houses

bookshelves where art books and relevant periodicals are




updated regularly by our staff, supported by an area for reading

and public communication.

- Archive Space is an independent space in Great Hall
(approximately 36 sgm). As an important concept launched by
ShanghART, it functions to display firsthand archives of Chinese
contemporary art and retrospects of past exhibitions, for the sake

of filling in blanks found in the history of contemporary art.

- Multi-Function Space is a rectangular exhibition room connected
to the Great Hall (approximately 140 sgm). The space is designed
and positioned for various functions. It can be used together
with Special Exhibition Space for theme or solo exhibitions,
or video display. It can also work as the venue for academic

communication, educational activities and other special projects.

- The Artworks Store and Art Café lie in the northwest corner of
the Great Hall, next to the office (approximately 25 sgm). In the
name of ShanghART Supermarket by XU Zhen in 2007, the space
is used to display and sell small-scale installations, photography,
printmaking and textile artworks produced by ShanghART-
represented artists, as well as relevant publications, such as books,
picture albums, postcards and posters and other art derivatives. I

also possesses the functions of catering and relaxation.

Meanwhile, ShanghART Taopu enjoys excellent supporting
facilities, which include storage space, meeting room, working
studio and living facilities. The storage space covers approximately
1000 sgm for warehousing of artworks and the inner space
includes working area where the staff can pack and restore
artpieces. The office area is divided into office and meeting
room for both regular work and VIP reception. The living area




is equipped with bedrooms and kitchen to meet needs of staff
on daily basis, as well as researchers, scholars and artist during

residence programme.

As an attempt, educational cooperation is another important
academic function of ShanghART Taopu. It is available
regularly as the venue for educational activities. Educational
institutions can arrange teachers and students having classes in
ShanghART Taopu where close contact with artworks is allowed.
In “Contemporary Art Exhibition Documentation Project” ,
we will attract university graduates who during their internship
work for enhancement of contemporary art database and thus
obtainment of working experience in this industry. Our cooperation
plan also includes establishment of residence programme on
regular basis, which aims at inviting both native and international
artists and contemporary art historians who live and work out of
Shanghai fo live and create at ShanghART Taopu, for the sake of
improving inter-regional communication of art and academics.
As a diversified platform for art communication, ShanghART Taopu
will intfimately cooperate with people from various realms. We
do hope ShanghART Taopu as a new form of warehouse-style art

museum will exert its unique power even more.
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+RUE (AR ) 1-3
Appearance of crosses-Ru Yi (Public Sculpture) 1-3
BE2ZE | ERg
TEW . RFH®RNXESBR
Installation | Free-Standing Sculpture
645x255x 55cm , 485X 210% 70cm , 185x 200X 62cm
2011

NHBE TTRNR BRRETHESENNE. a8 ZNEREFS, B
ENFSRBEFENAARAURZRRDIAL “+F FSESFHRA, RBREAH
EEAX B TRARRAR SRIBRPIROEL. T KR EHTEE.

MNEGFSEFIRNIRE, AFRETNAENBNEE SRIEFSHERK.
WEFR WETCNE, UENERMBLLRTEMAER, SERPXLERH/NE
B—-BEBAZE/LTENXLEIZMEXEAEHSERE S RIBk.

The image of public, Sculpture Appearance of Crosses-Ru Yi, comes from
Chinese traditional ideographs like Ru Yi - an S-shaped ornamental object,
usually made of jade, formerly a symbol of good luck - cloud pattern, Xuan
Ji and etc., by researching the meaning of the symbols and inserting of the
artist’ s personalized Cross, the source of Chinese traditional pattern elements
and, of which, the possibility of the transform, expedition, development and
renovation have been revealed in the contemporary context.

The process of the re-annotation of the fraditional symbols contains the
reappearance of the logic from a new angle. When the symbols are
magnified, changed, and recreated, the experience and the historic clues
might be interdicted, and when these micro shapes are enlarged for dozens
of fimes, the culture memory and significance direction would face to more
challenges.
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Atk (HRETH)

Flashing (Appearance of Crosses - Light)
& |LED 4T

Installation | LED Light

600x615x3cm cm x 8 Pieces

2011

‘7 FRTZHR/S, ZARERZMEEFZNIRS, EWT —MERSE
MEMRR. MESERHEE “+7 FEBNTH, SIEMALEERET _+25.
201 EF 128 10HE2012F 18290, T ZHE EBRERNREARE “BEEN -
KM, TZMR” LRET <Ak (HRITH) > o 8 PH LED ITREBEER
B 6X6mE “+7 FRATERBHREEZERZAENMNEL. “+7 FRETE®R
R, NERNBEEMEN T XEZRERRIMNE LY K. kTR
B+ FHROARK, AOBRTERE; £49 5 MR, SRER—;
ERUENE4R, IRER, EFERXRE. £ “MF @ “R+tF %
wgEd, RME—MOBHERAMBERNRKY K, REUNENBRAFTRIY
MBI T AHEN . REMALE. “FRERE 5 RNy K & “+7
FRHSITRERNERE.

"Crosses" can be found as a frademark throughout DING Yi's works. During
discourse of his exploration into aesthetics of abstract art, the artist constructs
a system characterised by preciseness and conciseness. Constantly over
two decades so far, he has been dedicated to his creational performance
through recurrence of "crosses" and their appearances.

From 10 December 2011 to 29 January 2012, Flashing (Appearance of Crosses
- Light) was displayed in Specific - Abstracted, DING Yi Solo Exhibition in
Minsheng Art Museum (Shanghai), where the LED light installations (6m x ém
each) of eight "crosses" were fixed on its facade. Released from dimension
of canvas, the "crosses" extended calmly and collectedly on the wall of the
museum in a language of architecture. From the very cenfre of the "cross"
to the extremities of its arms, the installation is programmed to light up in five
phases: One phase each time, it is flashing for four seconds after maximum
brightness, before all is blacking out and the same pattern is repeated.
Behind changing process of the "small cross" growing into a full-sized one, lies
development and expansion driven by accumulated forces, which finally
ends up with an overburden or overflow of power, signalised by unsteady
and rapid flashing. "Unsteady flickering" and "smooth extension” mark exactly
the interpretation of "crosses" in this light installation.







B | HU JIEMING  (b.1957)

BREEAZ

Altitude Zero

SHNRE | ExRE

7 REWEINBIMBRE 15 ERMERBMINUARFHIRE . CIRELE
FNMAGEEM 500 AFTE] 1 MRE

Multi-Channel Video | Interactive Installation

7 pieces of severed ship cabin, 15 sets of computers, monitors and sound
speakers, bases

The weight of each piece varies from 500 kilogrammes to a ton
2007

EXRE GBREEND B 7 MG LB TRABMAR. 7 MM LHF
BI5MRE;, SMEARE—TERE, HYN—PMINENRE. URRETS
B 140 AN EAREAL, SOETHRERELELU LN IKEMLE, Hit
LU THEARKEAT. ENREMR T —MERNHHEFESE LMK
R, MEUAKRMLTFTENRER BREENS NETE. SASMNENIBERY
FMAKIEE, HENERET “FHNEEE NWEEGEEII8R, KRR
EEMEERAG. HEA XUAR BFER. TAMORR%, BRERER
ISk, REREFZPRE, SUKEF, EBEXYREERREEZVINEAE.
BEEENR, BEmTLAMNR T hREE.

Altitude Zero is an interactive installation composed of seven pieces severed
from a ship cabin with 15 potholes altogether. Behind every single pothole,
there is a computer monitor corresponding to a infrared sensor on one-to-one
basis. Halved by the seawater which functions as datum level approximately
140 cm above the ground, all the screen images constitute coherently visual
effects of a ship seemingly floating in the water, keeping viewers' eyes on the
same height with sea level or "altitude zero". As the sensor reacts to approach
of people, the corresponding monitor shifts from "peaceful seascape” to
the image of water showing mixture of daily necessities, consumables,
stationeries, electronic products, toys and printed matters, all slapping
against the windows and aimlessly drifting. When viewers leave, the image
turns back to where it was, with urbanscape in distance changing constantly
and accordingly.







BAAIS | HU JIEMING  (1957)

532

The Remnant of Images

AR | ZEEUR | B

[ARSZXHHAE , LED R £BXXZ . BAERING  PLC BERS  BYIHIE
Video | Multi-Channel Video | Installation

Old archive cabinets, LED/LCD screens, metal frames, electrical transmission,
PLC control

136 x 76 x 46cm

BHIIEE Plexiglass Box: 145 x 108 x 96cm

JEEEE Pedestal: 12.5x 108 x 96cm

REAME 1 Screensin Drawer 1 (x 17 pieces)

BREAME 2 creensin Drawer 2 (x 9 pieces)

FREEHE 3 Screensin Drawer 3 (x 8 pieces)

REEHE 4 creensin Drawer 4 (x 11 pieces)

2013

ERURBERIZAFNEG BRI TELRHTEINNRIN . EHRETMNE. 2
E?ﬁﬂAﬁ% ENRHENERR, SRUEBNMNESEN. BYSXLHSE
FERRIXE, FXEREMNHREIZEGRIRTATHNRERHIT LR, =ERHF
%Emc§%¢iﬂmﬁﬁ%kaﬁﬁmriﬁﬁ EAERR BRI ERE P BOR0E,
FERATRENREXRR, ERNNUENRDEZBEMS T,

HAIEF 2013 F 8 H

The Remnant of Images is a personal reflection on fragments of our visual
memories. The visual materials are collected from internet, public catalogues,
and private photo albums. They are convincing documentary of Chinese
history in recent decades. These historical fragments that share a collective
memory are re-contextualised with additional information in a different
narrative. The images presented in screens are typical historical events known
by general public. They are activated in the old file cabinets to produce a
new story and lead us through the dimensions for individual interpretations.

HU Jieming in August 2013







B | HU JIEMING  (b.1957)

X ARSI

The Cities in the Wind

TSR | BAREASR | B

14 ~TEN W SBEE

Video | Single-Channel Video | Installation
14inch TV Set, Plexiglass Box, Metal Pedestal
24x33x51cm

BHIIEIE Plexiglass Box: 37 x 44 x 57.5cm
£ BIKE Metal Pedestal: 130 x 44 x 58cm
2001 - 2013

( MRIEF 2001 4 )
(Video was produced in 2001)

B KERBUEHH EMEBAG .. BLERMAMET (HBEERR) ERT
RHBRRRE. TERTHERXLERINANAELIER, BERNAEEHNNR
EIE. B CREERAM> (2002 F) M «<HERED> (2001 F) —E, X=
MERMTUAHEBZ—NRT, RABGMANSSHIER, REMEMBUGRE
MERMREBBEARENTNESXE, HNBERERFESX &N, FETE
HHES, BETREVMEZANER, PLEAERGHNIR. ER, HH
EREFIMNI— DBV R RRZRRA K.

The camera captures a map of China fluttering in the wind, where the
swaying cities (marked by spots on the map) become the basis for a
musical composition. The piano music truly portrays the moving dots
as well as the poetry of the reality we are facing. Together with From
Architectural Immanence (2002) and Outline Only (2001), the three works
can be considered as a series. With the vocalized works resting upon image
data, the music based on maps and political metaphors as well as sound
contrasts originating from buildings and their internal parts, HU Jieming uses
once again the media of sound. Through the playing of music, he converts
the experience of visual arts, while the red and yellow dots appearing on
the map seem to provide yet another relationship perspective or a key
narrative.







B | HU JIEMING  (b.1957)

532

The Remnant of Images

RE | MR | ZRE

[ARSZXHHAE , LED R £BXXZ . BAERING  PLC BERS  BYIHIE
Installation | Video | Multi-Channel Animation

Old archive cabinets, LED/LCD screens, metal frames, electrical transmission,
PLC control

90 x 38 x 170cm

% Screens (x 64 pieces)
2013







B | HU JIEMING  (b.1957)

BEFITALKEIR
The Black Box Lab
290 x 1700 x 300cm

2011

(TE@BED)
(black box lab - part)

119 x 40 x 120cm







W4 |HUANG KUI  (6197)

9& /\ZE—/\1EI H

Heaven Is Only an Excuse

E | B KT HERE

Installation | Digital, light box, miniature video

360 x 180cm , 10 minutes
2009

(CRERAZ—MEDY H—BRREM—HITERBEHM. XHERNRERE
FREZZEIN - BREARRNIMERER, EAXERREHIARTR ‘—Lk
ERRZ-LEESTEESNIR" . AERXBRREEMSB, BIHEE
AMBRER, XTRANER. EXLEEGNEEEEBRMERX . BRE.H
BEHRME B> NEKRLE, MTER—TFNER, XEZRNEIMXGE
NHERE. £ ‘W& WEESED, 8- NERHSEN B> NEEmSRE
THE, AENEXLEEREAECHNEAETTRERE, FTREMNIAEEFE
HIXRRESEMHFRIHFARERZR .

HEUEBRHHEERRE, XURBHTFERBIER, AUKRHET 55—
MEER, ERRETUE—REEPEVFERE, BATAERINERDB
BHAEHFRTEMEAE. BEN «&HF BAPS—MEEN. EHSENEGE
ROHER” BMEMERGNE—MSAEURSHERIERER, X2 MR
BHHEEEL. AMETKINBEZENXEREKRIBERETH, RERAZ
—PMER, BRBEBRRREH .
(CREARZ—MERY F2009F 98 9H “Ligi 1979-2009” RE RS
This work consists of a video and a light box installation. Inspired by an
extremely violent online video, Huang Kui described its content as a process
during which “some lives are deprived of by some other lives” . Huang
separated this video frame by frame to obtain individual pictures in large
quantity: pictures of murdering. Then he applied these pictures on an image
of the oil painting named Le Printemps by French artist William-Adolphe
Bouguereau, creating a new work, namely, the installation on display. During
the production process, the colors of each picture were changed according
to Le Printemps. Then, the artist took these color-changed pictures to make a
new video, achieving this work that presents a uniquely sparkling effect.

By showing a video via images and reconstructing images via a video,
Huang provides spectators with another possible way of observing. Therefore,
one can both watch video frame by frame in one particular picture and re-
experience the classical painting in the rhythm of pixels. Artist is attempting to




rinse out every intolerably violent factual image in the online video by every
beautiful and lovely pixel, which, as a result, leads to the form of an imaginary
salvation. After baptism and deliverance, however, this video still appears
brutal and horrible. Heaven is nothing but an excuse. And we can only
pretend to be salved.

Heaven is only an excuse was displayed for the first fime on Shanghai History
in Making from 1979 till 2009.




RAEL | LIANG SHAOJT  (1949)

T IKFRF) No.1
Broken Landscape Series No. 1

RE | HEEAK, #H54, BHERITE

Installation | Ancient camphor wood, 5 pieces of various dimensions
1.180 X 80 X 175cm /2. 440 x 70 x 48cm /3. 170 x 60 x 47 cm
4.156 X 104 X 64cm/5.190 X 130 X 82cm

BRR~TAIZE Changeable dimension in exhibitions

2008

GRZK> RRBEFA 2008 F KK, REEIR LHIfER. BN ERA
HEEAR KAAMLEERSER, ZRAREET “F—FK—#% MK
. BATBRSFRTH GRLKRS No. 1Y ARBERNHBEARSEEBS .
RAHERARBFRELWKENNON—REEN, ENFEREHE, €5
B 1300 RF. XREBHE LML 80 FREMHAR; 0 FRERZAREA
WERIERBEZIBEL, EZARRMEARESLEERA, BAHIIERME.

RBERHECEERATENEIREFEASE, MA LA BMMM. BE
RAAUWLZEBTHNIEE, EXEFENEE, E5°TRF. TEREALH
OENENBESZEMN—EFER, X2 4E 6 MEETIRBAN —FRE.
BR, MERHNEEEAIZARGMEES. BRNIAR—F, Bit—5
FHER] “#7  BHHREEEMTR.

Broken Landscape is an artwork by LIANG Shaoiji, exhibited for the first time
in Broken Landscape-Solo Exhibition of LIANG Shaoji back in 2008. With
components like ancient camphor wood, agarwood and silk, the artist
renders an unique ambiance interwoven with the concepts of "silkworm,
broken and Zen" (three Chinese characters which share highly similar
pronunciation with each other). What is currently displayed in our space
is only camphor part from the whole piece of work. The set of wood is
derived from a camphor tree standing by the entrance of Shuinan Village
in Tiantaishan Mountain. Planted in Tang Dynasty with a history of more than
1300 years, the tree caught a fire in 1980s and was then collected as sculpture
material in 1990s by a friend of LIANG, before the artist finally took possession
of it and reutilised in his own creation.

For him, as LIANG claims, art production is not prepared for any particular
exhibition but rather arises out of his own desires. Living in Tiantaishan
Mountain away from the noises of cities, he enjoys the raise of silkworm, a
hobby the artist has been pursuing for more than twenty years. The wood
serves possibily fo highlight fime and space flying by and never coming
back, or can be interpreted as circle of life, from bloom to decay. One finds
the reflection of spirit remains clear and intact, however, tracing broken
fragments of ancient wood, as well as the starting point where experience of
life and nature is embraced.







WA E] | MADEIN COMPANY (62009

&4 201009103

Spread 201009103

FE |30 thERENEY, BESMNE, BEDEXREY, URBEANMERLEY; &
THEEURHIR

Installation | 30 plastic plants, which include various trees, psammophyte, bush and
herbaceous plant; airbrush with acrylic paint

500 x 400 x 400 cm

R~a3& Variable dimension

2010

M 2009 FTHEFR, RIMAR T AR AT FHMEEDARUEZARER M«E
LR By « «EBEFEAEREY , BMAFM BEY RIIMITT ZHANER,
M ZARBIEMSIRAES~L L, FRACSHEZREN. <«EIE 201009103» 2
WRMABMRA WMRERN B “KBEER” 5 ‘BRER” , EREXET
B—RERFTH “WNH” 5EE—REEF Ril” MEE. XHERBETIK
MEMBRY, BBEFREEN, ETFEMNTE. BN LEH; FETESN.
FMMEMIERIRER. ENEERIRES. RBEWS, HREERER. X2
BRIMARNMPRKEEN — ARG, N5E, “‘FE—N, ZREZRNATE
MhH®E—R" .

Since the second half of 2009, Madeln commenced art production in
corporate system. From Spread in Shanghai and Spread in Beijing, the
company has been spreading this series in an attempt of diversification and
formulating its own aesthetic principles on assembly line of artistic practice.
Being both "installation image" and "image installation”, Spread 201009103
is an artpiece categorised as "abstract art" by Madeln Company inspired
by collision between a forest in a picture and a rainbow from a comic work.
In quest for substitute of reality, the work reconstructs over a multiplicity of
spaces and media what is delivered by comics. The landscape thus rendered
is unrealistic, frivolous and decorative. Destitute of ideology and concept,
it is an unpolished and yet noisily luxuriant condiment prepared by Madeln
for our eyeballs, claiming "the more abundant, the more possibilities for art
development."







B TAE | MADEIN COMPANY  (:2009)

£ 201009104

Spread 201009104

KE | K. WIBEHE, KA
Installation | Foam, acrylic, light box
350 x 200 x 400 cm

2010

KEIE 201009104 XHEBERBE «BEY BERZHUERIINEMH. —
EHEEREEMMNBRBENA I BRENEARAEEE—R, X2—HHEY
ESFRITYMEMELERNER. RFASEFEEXH, — 1 NEFE, —H#¥&,
EMERBERTIEE, MAN—ENMUEENIEL R, RE—ENEX. Rt
B¥, BERREXMIEIANRNFE. BEEZANLKERRES, ZAETH
B BREMNEFNRX, RTYERS5IZXRETN. HEBEHAN. 5 TR
MZAEN, LARSEEMAEEE. AMEMVRLEBERZIXH, IR
ZREB/E R X—ZARES, XHER ‘BEXA mAZ ‘TAZA’
AFEMEE T XN WERRBRMERHRGET .
The installation “Spread 201009104” is an extension of the series of cloth
collages “Spread” . A sculpture of a wave in a cartoonist style and two
shining suns compose a work meant to be a curious adornment. Ornamental
objects have meanings: an image, an object, although without any particular
use, is still created according to certain rules, and possesses a certain shape,
substance and color, it can reflect the characteristics of a domain or a
great era. However, in art history, art had misconceptions on decency, high
position, and adornments were a kind of easily readable art, close to craft
and commonly used, which made people believe that it was superfluous and
unimportant. For this reason, adornments are indivisible from these meanings,
contemporary art also needs to be “ornamental” , this artwork uses this

“useless” aspect, and its “use of useless” to create this mild and bizarre
adornment of this visual era.







WA E] | MADEIN COMPANY (62009

It B-027

Spread B-027

E | mLEEMR

K

Installation | Mixed Media on canvas
Fabric Collage

210 x 296cm

2010

E—RIMERMEEESEBYERAMREMRIE kA ER SN BEEY,
BEHUBZHM. XB. 28, E@FHAMAAE, MMRITEFEEGE
EON. FEMRUERZNZAMME . ARANPRBUABERIEY, £
ENRIANEER, ARAAEHBNZREZIRAFHZIXMERR.

The concept of creating the series of work is to confinuously collect and
select the cartoon elements over the world, and combined into creative as
well as aesthetic compositions in the form of collages on canvas, installations,
paintings, animation. It develops from the investigation of consciousness by
abstracting elements from the Middle East’ s political cartoons in the early
series works fo the constant exploration and attempt of the effect of artist
aesthetic.







WA E] | MADEIN COMPANY (62009

X T -20120720

Under Heaven-20120720

®8 | @ | HLmE

HEEE, 76 SRR

Installation | Painting | Oil On canvas

Qil, canvas, aluminium plastic composite panel
137 X 200 X 14.5cm

2012

B 2009 FRIUZA, RMAREEMRFUALXAFNEBEERLE “RKL” £
IERARZRERNZSHMATEEM. L)k SH Contemporary, FigHE BT
RTYBRMARMX—RFTNE «XT> « HBERBRAMNEEHE, B0~
REANBREMBEER, TFHE, RBETSARNNEEIE. BREEE,
BRERNHBEAMDE, SEEKE —ENBNIMRE. JHBFERHAERE
BESHAERRBRMXEENRBEERSFANEL, (FRBRERT ZREK
MFRXMEEPOBRMLIT, MHHERENRXRTRISDHMANTH
REBITEIRIRE S,

Since established in 2009, Madeln Company has proclaimed to explore a
multitude of possibilities in art production in assembly lines with its corporate
system. For SH Contemporary this year, ShanghART Gallery brings the latest
artpiece by Madeln Company entitled Under Heaven. The oil paint piled
on canvas is irresistibly reminiscent of a large decorative cake, which is so
incredibly aromatic and delish that invites intoxicatingly a string of fantasies
about perfect happiness. Taking a closer look, one notices these curves and
edges, either raised or lowered, growing ceaselessly to breed a delicately
constructed landscape model. As contrast is oddly formed between such
boisterous sight and applied material characterised by its creamy, smooth
ad vulnerable texture, the piece presents us once again with imaginative
handling of dimensions and spaces by the artist, while the subftle relationship
between material and its support is artfully encompassed within reflection
upon painting and activism.







WA E] | MADEIN COMPANY (62009

ETANFEDNEEFDN  BUSISZITH . FHEEHEM
ﬂF iR e AR ATREME T BRI
The Principal Motor of Action in This View Is Self-Interest,
Guided by Rationality, Which Translates Structural and
Institutional Conditions Into Payoffs and Probabilities,
and Therefore Incentives
®E | K, EOR . BERE THE FeRREL . BIRNE  IHEEEN
Installation | Water, proteins, glucose, mineral salt, C-print on aluminum,
aluminum structure

500 x 400 x 20cm
2012

BRIMABIGIE T —FAZE AR UER "E& " HERAFHNEERL . 3
AHBEN"BR" R .

Madeln Company innovated a creating method, called True Image series,
based on visual media, where “artwork” presentation itself becomes an
artwork.







B TAE | MADEIN COMPANY  (:2009)

;
New

RE | NEW, &

Installation | Stainless steel, paint
402 x 130 x 110cm

2013

MNERHERL BRI, AXENER, TAMARELZHERIRMEG. b
WAz K stEE, EREZEPTFAG - FHZENEE. EREBE—E
IR, EMATTRATZNERE, MNEIBERER, HELFHE
B, M2zt THEEFSNREARSD.

BRETNEERS <F-NEWY , iEMFULEEEEN, BFTRE#MZE
BREPEREZZFNER. XMBEZEN. BREXARNLEHTE, BET—
BREFTUHKRKHE, ERHT, SURILX—BRFUN T I EDNER
KA, ERFEEEWN, BRFERALN, ERFRENKRERLRZHR
M ERER.

CH-NEWY RIVHEEHTBRMNEERTRMES, BHT—MEFNE
MEEMFHAELE, EESTRE. HL. RITMAXEE, BET -8
SR, BEEXXNM, TELEMANHNREER. URHEMRE
MR RIE, B EE S —FWERERE.

Guanyin or Avalokite$vara, is the commonest god in China. She is usually
figured as a woman offering blessing to people ubiquitously. She is
consecrated by people overly and also possesses a flood of mercy in the
folklore. In private she is a non-threshold god, thereby gains the most widely
acceptability. From a certain perspective, she is no longer a specific god,

but the generalization of compassion symbols and ready-made religious
products.

XU Zhen shows the Guanyin in a colorful image in his new series NEW, which
is completely different from the holy metaphor of pure and white color in the
shrine. This sophisticated, computer-program-generated colorful gradient
creates a statue of god of electronic industrial era. Its colorful gradient is a
kind of industrialization and popularization of simulation applications of this
natural wonder. It is both gorgeous and rigorously formatted. It is also most
commonly found and overly used color effects of new media era.




The NEW series combines the color gradient effects and bizarre images of
Guanyin to provide a new faith of pop and viewing experience. It involves
religion, history, fashion and practical impact with the shape of a god who
is keeping pace with the times. It is lush and machinery, with ancient and
enduring folk vision, as well as fresh and repeated modern symbol, which
create a kind of dual worship.In quest for substitute of reality, the work
reconstructs over a multiplicity of spaces and media what is delivered by
comics. The landscape thus rendered is unrealistic, frivolous and decorative.
Destitute of ideology and concept, it is an unpolished and yet noisily luxuriant
condiment prepared by Madeln for our eyeballs, claiming "the more
abundant, the more possibilities for art development.”




WA E] | MADEIN COMPANY (62009

Ry ERE -01

Divinities Community-01
BEE | EBE

REREAES ., B

Sculpture | Free-Standing Sculpture
Polyurethane foam, spray paint
160 X 195 X 410cm

2011

BENEAREHES ‘BB BPERNBSHEE, RMARANXEERRD
HWAMARFIET —F “WEMNIRB , BEMNNERS~ERE, MNTIEFE
BE5REXAER, HEEFHNBIRES.

The series of works produced by Madeln Company successfully creates a
“misunderstanding of appreciating” for viewers via the exchange of classic
“totem” sculpture images appearing in art history and forces them to doubt

the classics for the sake of judging and redefining these works to emerge a

new ideology.







WA F] | MADEIN COMPANY  (:2009)

#-I552 0
Divinity-Chocolate

BEZE | ERE

RERRARES, €8 BE

Sculpture | Free-Standing Sculpture
Polyurethane foam, gold leaf, spray paint
233 X 53 X 53cm

2011

BEXEARERZHE ‘EE BEEHNRSHETR, RMAANXEEMEI

WAMAEIET —F “WENRB , BEMGONEE~ERE, NHERE

ESRERXAER, HAEEFRERES.

The series of works produced by Madeln Company successfully creates a
“misunderstanding of appreciating” for viewers via the exchange of classic
“totem” sculpture images appearing in art history and forces them to doubt

the classics for the sake of judging and redefining these works to emerge a
new ideology.







WA F] | MADEIN COMPANY  (:2009)

f# - Marx

Divinity-Marx

BEZE | ERE

REBKABE . FR . BHRR

Sculpture | Free-Standing Sculpture
Polyurethane foam, cow leather, leather jacket
205 x 130 x 450cm

2011

BEXEARERZHE ‘EE BEEHNRSHETR, RMAANXEEMEI

WAMAEIET —F “WENRB , BEMGONEE~ERE, NHERE

ESRERXAER, HAEEFRERES.

The series of works produced by Madeln Company successfully creates a
“misunderstanding of appreciating” for viewers via the exchange of classic
“totem” sculpture images appearing in art history and forces them to doubt

the classics for the sake of judging and redefining these works to emerge a
new ideology.







WA E] | MADEIN COMPANY (62009

E

Divinity's Posterior
KB | ZRIR. Ak
Installation | Plywood,wood
177 X 252 X 150cm

2011

BEXEAEFEHR “EE MREERNBSHER RMARNXEERRI

WAMAEIET —F “WENIRB , BEMIONER~ERE, MNTERS

BS5REXAER, HEERNRIRES.

The series of works produced by Madeln Company successfully creates a
“misunderstanding of appreciating” for viewers via the exchange of classic
“totem” sculpture images appearing in art history and forces them to doubt

the classics for the sake of judging and redefining these works to emerge a
new ideology.
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B - RN EE X T SRR IEERN

Prey - Lin Feng Village, Xishui District, Guizhou Province,
China

RE | i LHEHE

Installation | Oil on canvas with frame

126 x 190cm

2011

KRRRENZE “BURT , FREIMARRENEZ]TEE, RALS
BE EMUKSEHIFRERENRAFAHRBERENBEENR. &£
SRESDEER T IERMBPIBEL  XAEREE BB XTHEZBLK
EMA—TEBITER, FPR—FMEESEENANTHE, RRZAERFZ
BHEFXR.

The series on poor people’ s home “Prey” , that uses fraditional classic
oil painfing techniques, is realized after photographs taken by a team sent
to Shanghai suburbs and Guizhou province by Madeln Company. Each
painting’ s caption consists in a map with the exact address of the home.
These artworks combine passion for “old damaged things” with ethic
principles, disturbing moral awareness and beauty appreciation, and ironizing
aesthetic relation between art and misery.
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B - mMEIKESIREERER 7 P 7S

Prey - Miao Residence, Malin Village, Xishui District,
Guizhovu, Province, China

®E | LiERE

Installation | Oil on canvas with frame

126 x 190cm

2011

KRRRENZE “BURT , FREIMARRENEZ]TEE, RALS
BE EMUKSEHIFRERENRAFAHRBERENBEENR. &£
SRESDEER T IERMBPIBEL  XAEREE BB XTHEZBLK
EMA—TEBITER, FPR—FMEESEENANTHE, RRZAERFZ
BHEFXR.

The series on poor people’ s home “Prey” , that uses fraditional classic
oil painting techniques, is realized after photographs taken by a team sent
to Shanghai suburbs and Guizhou province by Madeln Company. Each
painting’ s caption consists in a map with the exact address of the home.
These artworks combine passion for “old damaged things” with ethic
principles, disturbing moral awareness and beauty appreciation, and ironizing
aesthetic relation between art and misery.
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BY) - e E LR HS

Prey - Qicoting Road, Baoshan District, Shanghai, China
KB | i LHERS

Installation | Oil on canvas with frame

126 X 190cm

2011

KRRRENZE “BURT , FREIMARRENEZ]TEE, RALS
BE EMUKSEHIFRERENRAFAHRBERENBEENR. &£
SRESDEER T IERMBPIBEL  XAEREE BB XTHEZBLK
EMA—TEBITER, FPR—FMEESEENANTHE, RRZAERFZ
BHEFXR.

The series on poor people’ s home “Prey” , that uses fraditional classic
oil painfing techniques, is realized after photographs taken by a team sent
to Shanghai suburbs and Guizhou province by Madeln Company. Each
painting’ s caption consists in a map with the exact address of the home.
These artworks combine passion for “old damaged things” with ethic
principles, disturbing moral awareness and beauty appreciation, and ironizing
aesthetic relation between art and misery.







THHE | PUJIE  Gaos9)

#iE 1-13

Producing 1-13

#E8 | RAEAH

Installation | Mixed Wood

13 X 71 x 54cm (x 13pieces)
2011

OXREEREDAENANESHR, BRELATFEEZEREARERE
BRRERE, ME 7T RARARED RS RRFXER F]BTTF?J“*+ED7]E?§EEE”
BIBREMT AL, FHEMARECEZRIATEXR TR, JERINSATE
BH CERRERX R FE ERTZARY “AMEHT RBNRER.

RAMRMEMESE —LETERMNERA: B “C3® AN RUER,;
BRFEFE2IMEN “ERZ ; URREERE NRR WHSIWMEFENRE

MEmERES. MEERKRENEN “DAR , ANERZARYHEHR
BERE “SEER" HEE.

By the examination of clothes and their styles over a vast arc of time in
history, PU Jie identifies the rapid approach to western fashion in modern
fime taken by Chinese costumes traditionally with distinctive national
flavours. Meanwhile, once applauded for the remarkable contribution to
modernisation and economic growth in China, apparel manufacturing, the
industry characterised by labour intensiveness, is also inevitably criticised in
the discussion of developmental patterns. In Producing, the artist continues
with his exploration in form of installation of "wood and city". The set of
costumes, by its form and structure, drops hints on urban concepts, for
instance, the design of the collar that resembles a monument, architectural
features displayed by the way clothes are folded, as well as wood blocks
jointed like pavement in cities that we are all familiar with. Being parts of the
entire texture, these small units also speak deep respects by the artist to Jinlv
Yuyi, a jade burial suit laced with gold thread in ancient China.







=] SHAO YT~ (.1967)

FTHERT

Nothingness Series

RE | WK, BEREE, SHRIRENERSET

Installation | Steel Board , All are equipped with medium density
fiberboard pedestals

Every steel plate shows natural rusts.

JEE Thickness: 3cm, 3.5cm or 4cm x 5 pieces

BRR~TAIZE Changeable dimension in exhibitions

2011

CEMRFD ERBRIH7 4, RERTH S 22011 £7 8 “BEAE—
S MBEFHER. BB—MEFRUEUATRTERT.

X5 «EMRTD MMRSBZRARMEET KKEmk. AMIHBEHNMEY
FINIR, URBRITHER, ENEZERFAMBANSRT ZRRHEC.
B—IAF “BEIPMZEZEBXFRMNMKRIL , “BABZXEEELE, TH
ZHEAZR REZARXTFERNBR. «<THRTD £ “TENE” M F
FROE” , Uk “BRA” M TR BEL, ZRRSHAZGEA TEME.
TRt T TEM. LM

Nothingness Series consists of seven pieces and the five now displayed in
ShanghART Taopu come from the artist's project "TOP Event - the CLUB" in
July 2011. Currently, he is still continuing with completion of the enfire series.
The material utilised in Nothingness was collected by SHAO Yi from a
modeling factory where workers cut steel boards for designed shapes.
The left material, however, called artist's attention. SHAO is convinced
by the idea that "what is real overweighs by far what we design”.
"Nothingness utters the ultimate" is what the artist comments on this very
piece. Nothingness wanders between “perfect shape” and “required
shape” , as well as “usefulness” and “uselessness” . The five pieces here
are entitled respectively as WUDINGXIANG, WUSUOXIANG, WUXIUXIANG,
WUZAIXIANG and WUZUOXIANG.







=] SHAO YT~ (.1967)

B
Broadcast

HIARE | AL ES2 D, RERE, NEgERSEtFc—4E, SN LEEEIR,
PR EAfh TS

Audio Installation | 52 broadcasting radios, several recording boards, a set of
time relay machine and control switch, 5 transformer power supplies and other
electronic components, etc.

300 X 96 x 13.5cm

B RR~TAIZE Changeable dimension in exhibitions

2008

CHZI %> R 60 REL 1%, MMARM 60 REIMER, ARERL 52 H.
XFIRERITF LM ERETFER, B—MIIXIWEEIXERRRZE, JLF
BRERITEMSE), HEMNEREXMMRAS R THEENRIZIZ. ZRRA—
NENSBESTAENT %, 8k 50 WREN BERRIE, #8520 #F1E. X
LB ERRER—REINEME S, BPASHRMANIREA SRR
Fo. BIHBERNRAERARE, BRMEEENTE, EPNRSXERTTH.
CHZ #>7E2008 7 B Ligtb BB A — R “TEX” ERRH. BT #
M EXR RESHHERMNIERNAMN, ZARARES LHERBUHNES,
BFERNEREE. ENBERALEEPELENREKERSHEILELE, 5
REREMIERR. B XFR, AR “EX —REXNERNSMHEERE.
Broadcast used to show 60 radios and 60 audio clips corresponding to each
of them. In ShanghART Taopu, however, 52 sets of them are now on display.
The broadcast radios of this kind were popularly used back in 1960s and
1970s. Collected by the artist around Zhejiang Province, these readymades
remain almost untfouched, bearing historical memory themselves after the
long passage of time. An eletronical timer is utilised to control all the radios,
which are set to voice at the same time for 20 seconds every 50 seconds. The
sounds displayed respectively by these radios are recorded by the artist and
most of them are from private conversation or meetings. One finds the work a
noisy unity when juxtaposed, yet whose content is clearly heard if s/he takes
a close step to any of them.

Broadcast made its debut in SHAO Yi's solo exhibition Exposure at Shanghai
BizArt Space in July 2008. This very artpiece is conceptually similar to two
other works displayed in Exposure, where the artist achieved configurationally
the combination of everyday objects from last century, as well as the
juxtaposition of audio and visual. Standing still as the most mediocre and
average segments of real life, topics, emotions and relations disclosed by
these recordings can be seen as an alternative interpretation of the word
"Exposure" in context of Chinese language.







HIFL | SHEN FAN  (b.1952)

7K - BT AT
Landscape - Commemorating Huang Binghong

JIXFEERE | IR, 292520 IRFIEITITE, mFRas%asd,
—HBMEREE, FTNEEMES

Light and Audio Installation | Curtain wall of neon tubes, approximately 2520
handmade neon tubes, electric mechanical control set, computer control
set, mainboard of computer and speaker set

1000 % 80 x 500cm

2006

K - RREARIM BIRBE—HFIEHEELER. ZREFS K, B
105k, 2K, BAKE 13.78 k. mEr 2520 RBITITELRER. HEH
EESERI0BME, AN —RYENEITESRE, 237/ y§iETT,
REGRI2R. BRRIBHLKEBHINLFNERPALE, MERE; =
NAF XL R & RIRFHR, UFIEHMNTITERERIN. LFNKE.
BRMARTHESENERKNES, CARBUESFNNENSH S MR E
MIoBEE. FEEAMRLE, RNBINERREELTARAN K, FLA
B ‘X, HOEEWHENL, ANBENTELFEET R LERNH
SeBITR. XS PUARBNREBE R TBILAT R EAMRRER “W
K RERERSHRN—FMAE.

Landscape - Commemorating HUANG Binghong is a dynamic artwork
combining both sound and light. Five meters tall and ten meters wide,
it is fashioned with a curved body of 13.78 meters in length. The whole
picture is composed of 2520 neon tubes, which light up one after another,
accompanied synchronically and correspondingly by a single note of
Gugin (traditional Chinese musical instrument) until display of full brightness
after seven hours. Highly sophisticated and distinctively flavoured, HUANG
Binghong demonstrated complete mastery of lines in his later practice of
landscape painting. SHEN Fan, on the other hand, refines these short lines,
outlines and re-renders with hand-bent neon lights. The length and pitch
of music is determined by the length and angle of lines, thus a marriage
delicately achieved by the artist between timeliness of music and writing. With
"water" flowing at left botftom and "sky" overlooking from right top, the rest
of the image speaks volumes of mountains in an abundance of lines, whose
pictorial elements echo simultaneously trademarked abstract style of the
artist. Taking neon lights as main language which is infused with metropolitan
qualities, this very piece exhibits a portrait of "Shanshui (landscapes)" and
builds up a means of communication between tradition and modernity.







A | SHI QING  (6.1969)

BERIBERAEZBITE

Shanghai Electricity Mall - Bicycle
®E | BITE, JE X6, £BEZR

Installation | Metal Frame, Light tubes x16, Bicycles
190 X 270 x 210cm

Bicycle: 113 x 190 X 49cm

Metal Frame: 53 X 200 X 110cm

Light Tubes Diameter: 2.5 cm (x 16 pieces)

2012

EBBRNBERE RIlz—

RBRSBERAPTEEHFHOHR, BHIBEEIHEAENDNSELR, BHR
TEEARNRIER, HETARAXLESNRHREENER.
“Shanghai Electricity Mall”  Series One

The light become the new god of a city space instead of the climate,
the motion path outlines a routine dynamic framework, the electric
frigger a better sense of internal short circuit, daily behavior become the
concentration and disassociation of the energy.







A | SHI QING  (6.1969)

— R E RN ARAEEHEZRT - 01

All That Is Solid Melts into Air - 01

$B | A%, RIR(EWFH)

Installation | Batten, Woodworking clip (F-type - Professional Series)

158 X 26 X 170cm
2011

C—YIRENARAMEHEZE T REDSRBH—BRESIAMSHXTE . Fit

SIEIEFERZERR—RIMNKXFEREFMERIMIREER . URNESKZER
HBERFNAAFMH . ZARER BN TEZNIERT L, SRER, F
M, CEEFHNENRESHER BRHEERCEMERNTE . £F517T
HiE/NEFHE—UNE  BRBEAZADLINNRENERH  fEREXRE
TEAFERARAHLRFNRNE SR BINEEEHTERNNLE FER
THMBEEMEEAETRNRRERDRS .
All That Is Solid Melts into Air, is a sentence which is frequently quoted from Karl
Marx's work. And it is a series of artist's practical clues about art productions
and exhibitions in recent years, as well as intervention and criticism for today's
art consumption system. In exhibition, artist displays work materials from studio,
experimental models, semi-finished works, and reproduced exhibited works
together. All these are mixed in the space and partly covered by some green
plants. Through paths across the exhibition, every viewer becomes a referee
to identify and redefine the art works. The work forms come from landscape
images in different historic time or from public experience. Using a stage like
setting, it pushes the background display to the front desk after the subject of
work was taken away.







A | SHI QING  (6.1969)

&A= 1308

Climate Machine 1308
RE | 2BR, MR
Installation | Steel, paint

2013

HBEATE CERREHEG MELETS, EREERNRIUEEAR

BHENEN, SEFRRELTEGAHMERNARE.

As a extend portion of the solo exhibition “Theatre for Climate Control” ,
“Climate Machine 1308” put emphasis on the fluxion of the artwork as well

as merging the daily geography, the artist intend to show a transformed

enconterment with a public character.







A | SHI QING  (6.1969)

RIXSHE

Wuhan Climate
®E | WA

N, Rk, 8, WA
Installation | Video

Square steel, wood, wheel, waterproof cloth
2014

XANZERMBEER <EHSBRABG NEL, DRABSBEEALSRENE
BRBUENN R, MEREAE=ZFH, SUEXT BT E TR RN E~LEK.
XE—NMARXESEHBNZETE.

B

HXERNERMEBECELFHRLURNESREHREGN=ZAXIEAR, MBI
RESARNRER T EMYERS; MSRNEBTXHESKE, HRZER
EXMEETHEBEL BERIN , TREZAXETENNEHENS,

MEREFEFTARREREELE, MXPMEXLERE, REEREX

AXEBBIERSNEEHS, MENZRIERBRRIXMEEHFHITIOE,
MEENAEEFTRERRNERMNE.
g5
55 ERRT R ZHE.

EXPMHEBEAIMNEE, FEEEHGESHTEEURDENFERFFE,

XL ERBIH MR

SiETE: WK,

BXNEMRZEEF, KI, NILRREHMZH,;, SBEURELSREERENS
THERTER.

5ZR/BHREBENEAME: XORBRXASREEEM S THETEE.

fERN AT/ EH=E (ARBEHER) X355 2

R = I T K E I + BIRK IR Rk + K RSk

HTEMR = XOKE + 515+ RARKE
ERME =HRIE + 5B
EG = /\EL2W+ REEHHIM+BXT 5/ 5XARIME




fEmEE

BHABERS =S

o KB = Fufi /BN

ZRENBHE, Fih/BX=51%, RE, LN
NRPZRE X =BT EDS + BRI ERG X

I = ENEHNETL,

b & =K/ SRBEHME

K&/ SRE=NE, KL, EBURESE/ RRERE

XA = XA KEHERD L + X OKE

I8 =ERNESLREMMT

CcHEMHTH + R = RE /AR
BAULIRHMNEKEKE, EWT P RZERDFT

BN/ R = X R KA + R T T A s 1) R SE AR B i B
BHTR=XOKE+BIH+ IEHER+REBX 15

This art project is an extension of Theatre for Climate Control, it still regards
climate as the object of investigation and reconstruction of the social system.

While the art as the third party, it may merge into the real world or conflict
with the productive practice. This is a customized space project for Wuhan.

Core concept
Wuhan Art Museum is located in the triangle area encircled by Zhongshan
Avenue and Baohua Street, formed a kind of physical isolation with the
surrounding environment from the space and function; From the point of
today’ s urban cultural ecology, contemporary art also seemed a little bit
“out of tune” in this town, it may be changed the consumption mechanism
of the city, yet provide differentiated experience by reproducing a space, in
this sense, | changed the triangle area into a space of island, my art work is to
tip and modify the context, reactivate everyone’ s imagination and viewed
from the perspective of space.

Climate and terrain

What contrast with the climate element is terrain.

On this geography isolated island, the project aimed to recall the Echoes and
inferludes with the city space and the history. This is just the theafricality.
variable: Rain and water

Yunmeng Ze is the ancient name of Wuhan, Yangtze River and Hanjiang
gathered here as well as hundreds of rivers, Climate is the reference of the
complexity and variability of the social system.

Terrain corresponds fo the art/Theater climate: Hankou and Wuhan are city
space abundant and diversified.




The corresponding category of The city/building space(also historical) of
artwork are:

Traffic terrain = Xunlimen Statfion + Yuehan Railway Ferry Terminal + Taigu
stack dock

Life terrain = Hankou towers + Racecourse + People’ s Paradise

Colony terrain = Concession Riverbank+ Foreign Suppliers Racecourse
Revolution terrain = August 7th Meeting + Peasant Movement Institute +
Uprising Square / look across the river with Hankou.

Works structure

My work are divided into three parts:

a. Installation=Station/ Dock conception

Art as an island conception, Station/Dock= Guide, channels, delivery and
opportunities

Corresponding architectural forms=Xunlimen Station + Yuehan Railway Ferry
Terminal

Location=The lawn in front of the art museum.

b. Installation=Towers / meteorological towers conception

Towers / meteorological towers= Observation, lookout, communication of
energy and climate / System

Corresponding architectural forms=Hankou Taigu stack dock + Hankou
towers

Location=High place of the art museum or other place

c.Event Behavior + video = flow / boat conception

Thatis a slim device which can flow walking through the city node.
Flow/boat= corresponding the concept of water + the stir of urban spatial
nodes and historical series

The urban nodes= The Hankou tower+Racecourse + Riverbank Concession +
Wuchang Shouyi Square.







%5 | SHIYONG (o196

515 - EBRE

Gravitation - Shanghai Night Sky

B | TRxE

SRBER. FERATRNKF TRNIR 91 RIKITE. 56 NI

Photography | Light Box Installation

Metal frame, translucent acrylic film, acrylic board, 91 fluorescent tubes, 56 light
boxes

236556 X 50cm

2004

B 2000 Fif2, MEMGEEETXE ‘UESAKX" . £ SIh—LBE=D>
H, ZRRX—REBTAINOR: PR T7T -EREFTH LEBEREEN,
EEPAARNATREMS L. ERYIABHNE, FEFHOUETAR
BRAESE. NENDR, XESHNER-RENRBESERE, EHMW
A%. MEEFRARN. EEFEFETNRTEBARARLS, ELEAINREHIR
wit. AN, ZRREZHETES - NMIERIENRENSTE, MEKEE
ARMWEEM. 5| N—LEBREY FAZARRNXANGER XIINF,
WSISNER ‘EHA BW MRE, REEDPEWRLRBLCHESEERIN
BX. RABBTHLARIEPHNERSSE, THRAXSIETIHEIL.

Since 2000, the works by SHI Yong have been primarily focusing on "illusion
and redality”. Once again in Gravity - Shanghai Night Sky, illusion of reality is
captured by the artist via a set of photos showing skyscrapers in Shanghai
against night sky covering large areas of images, appearing diffusive and
illusionary. These constructions are displayed solely with their tops, which
differs fremendously from magnificent and overwhelming impression people
usually maintain of modern buildings, as if they were somehow attracted
to the bottoms of pictures by a bizarre force, giving a look that is obscure
as phantasm. Dreamily bright and vibrantly coloured, however, the sky in
this work reflects faithfully Shanghai at night. At the same time, light tubes
in every single box are intentionally numbered and arranged so that they
speak double fictions of desire and illusion. In contemplation of Shanghai,
a city designated as paragon of encouraging overseas investment during
economic reform, Gravity - Shanghai Night Sky questions mega buildings
and their significance which is unboundedly intensified. Deep into the ideal
and anticipation germinating from urban development, reality and illusion
perhaps belong to a same body.







%5 | SHIYONG (o196

ReHA

The Moon's Hues are Teasing

HINRE L EWIBMEES, HRRINTFEHAME, BRRIEMER, TOETE, F.
DVD g &%

Audio Installation | Coloured Fiberglass statue; fabric, button and other textile
materials; fransparent fluorescent tubes, sounds, DVD device, etc.

#{&k Overall artwork: 307 X 142 x 186cm

F A4 Main object: 186X 142x307cm

BEEHEE Sound equipment: 150X 28 X 20cm

SRENK: 1146", EIER

Record duration: 11'46", played in loop

2002

CABFEAY Z—HMBRE. ERHEIBOEN: —NFMEEERLE, X
BEHEME, ‘F NHAR—REAANBLERNE, BLANBHEZARE
2002 FLBRFRBE LMRE. fFaf, ZAREBY “‘GHER” 8T —
MRS FEPIENSHAREMEN, FHNBSHEM%R, RE. B
I\E, MERRMMEEMNHNAEZEDERRARS. <ABERAY BHREE—H4
BRMEX ENER, HEESERTAES, BIUK “KRE” « ‘417 « ‘5]
N7 HER “ARIME” , XLEhERR T 2002 FESTHEEERPNEIERE.
The Moon's Hues are Teasing is a sculpture installation composed of three
parts: a massive pair of arms extending from the trousers and propped on
the ground, a luminescent pink bone for pets placed in front of them, and
a repeatedly played sound recording of the cocktail party of Shanghai
Biennale 2002. In this very piece, SHI employs the human body as a suggestive
image and thus constructs a preposterous truth: the identity of the main
part becomes highly dubious and ambiguous, while the concept of the
extremities is covertly replaced by the look which appears both standing and
lying. Moreover, the arms (or legs?2) are apparently fascinated by the artificial
bone. The Moon's Hues are Teasing can be understood as one of the first
pieces by which the artist embarks on the manifesto of self-consciousness, as
implied by the flattering posture commonly found in the secular world, as well
as the hallucinatory reality germinating from lust, illusion and gravity. All of
these elements come together to shape the leading voice of the artist in his
works since 2002.







TOF (4% T 71) | TOF (Jin Feng, Ding Li)

TOF: A@2—A—FREE, ME—AE—FRIEE

TOF: Either One Party Pulls Over the Other One, Or the
Other Way Round

KE ALY

Installation | A4 paper

120 x 110 x 14cm

2012

TOF/NE (£%#, TH) F <RBE—EKBROE SIENEHER <FE—7
B—HFREE, RE-FE-FRIE B=AXTFRENEREER. EHFE
HAXBITNEA4RENRART. 8. HEmMR, SO —HFERLER
HIX R EE SR E.

TOFiAm: FIAELERBEAZERBHERMNS, REREZLFNRE L
MREA RETERGAREAE, IMARBEZEGBEENRZ ERINER,
HERAEME. FAEENERERSERNBM ENHAMRATR. el
MEEEEMEMNREELE, FTAMBHBRER? AW —HTRE—TH
E—AE—GREE. BRNFAEEENIIAMENRLEEERENLE, ER
WK S Fh R I R A R 2

Either One Party Pulls Over the Other One, Or the Other Way Round is TOF's (JIN
Feng and DING Li) latest work for EDIT: Image Fetish and Phobia, consisting
of three works related to image and photography. Two of them are created
by images prinfed on numerous A4-size papers which were cut and layered
together. The other relates to a poster-esque manipulation of black and white
images.

As TOF proclaims, using images which have been circulating in mass media
is like trying to return the true feature of images by a man who lives in total
wildernesses. This true feature is the independent appearance when the
image is severed and separated from the object, particularly for portraits. The
severed images would eventually become ghosts on its own fime axis. Their
aggregation and dispersion afterwards engender numerous doubts. Why
wake it up? It would either pull or be pulled by another. The evidence of the
posters’ being alive is the happening which is being happened right now. It
implicates a moment in the future when the ghosts are woken up.







TOF (4% T 71) | TOF (Jin Feng, Ding Li)

TOF: A@2—A—FREE, ME—AE—FRIEE

TOF: Either One Party Pulls Over the Other One, Or the
Other Way Round

KE ALY

Installation | A4 paper

150 x 200 X 5cm

2012

TOF/NE (£%#, TH) F <RBE—EKBROE SIENEHER <FE—7
B—HFREE, RE-FE-FRIE B=AXTFRENEREER. EHFE
HAXBITNEA4RENRART. 8. HEmMR, SO —HFERLER
HIX R EE SR E.

TOFiAm: FIAELERBEAZERBHERMNS, REREZLFNRE L
MREA RETERGAREAE, IMARBEZEGBEENRZ ERINER,
HERAEME. FAEENERERSERNBM ENHAMRATR. el
MEEEEMEMNREELE, FTAMBHBRER? AW —HTRE—TH
E—AE—GREE. BRNFAEEENIIAMENRLEEERENLE, ER
WK S Fh R I R A R 2

Either One Party Pulls Over the Other One, Or the Other Way Round is TOF's (JIN
Feng and DING Li) latest work for EDIT: Image Fetish and Phobia, consisting
of three works related to image and photography. Two of them are created
by images prinfed on numerous A4-size papers which were cut and layered
together. The other relates to a poster-esque manipulation of black and white
images.

As TOF proclaims, using images which have been circulating in mass media
is like trying to return the true feature of images by a man who lives in total
wildernesses. This true feature is the independent appearance when the
image is severed and separated from the object, particularly for portraits. The
severed images would eventually become ghosts on its own fime axis. Their
aggregation and dispersion afterwards engender numerous doubts. Why
wake it up? It would either pull or be pulled by another. The evidence of the
posters’ being alive is the happening which is being happened right now. It
implicates a moment in the future when the ghosts are woken up.







FJ7 | WANG GUANGYI  (a9sn)

M F XE

Materialist

BEZE | BEERIAE. /oK

Sculpture | Polyester resin and hulled millet
110 X 190 x 150cm

100 X 165 x 185cm

70 X 160 x 210cm

115 x 180 X 215cm

2001

CHEMIENE> ARBINBHIMA, REEHNK, BETX CR#LH)» £k
LBEBRINELSE. X—FRIER, ZAREBA UM IREEKEATHER
BHAREHE, FRZARBFHIUREFS. BEFRELZBNIRERESRE
AHEHAHEERANTFEI G, FEREALMNIEBNEN H BN RS,
BREERNROITEBREIAE. IR TRERENBEHFEFRNOREIIZ
WEBNKE “FHE” , BERTPEMIFR: —AEHREMN. BERER
FEASMBE EEF R NRBORE .

Materialist is a fiberglass sculpture covered by hulled millets. It is a contfinuation
of Great Criticism, WANG Guangyi's easel painting series, in which the
images of worker/peasant/solider (representing the aesthetics of Cultural
Revolution propaganda) and the brands of consumables in the Western
world are juxtaposed as the unique visual symbol employed by the artist.
The standardised posture of the figure in this sculpture functions on the other
hand as a vehicle of his paradoxical identities of both critiquing and being
critiqued. The sheer volume conveys a sense of absolute power possessed
by heroes, who, nevertheless, are barely capable of shunning materiality in
modern society. Hulled millet perhaps spells our memory of materials in hard
fimes, whereas the hero covered with these grains generates an unexpected
texture: the mottled hybrid of the faith of a particular era, the ideology of a
state and economic system of the time.







MFEK | XIANG LIQING  ©1973)

BRANAL

Concave Stones

BEZE | EREf

I

Sculpture | Free-Standing Sculpture
Glass Fibre

300 x 100 x 100cm

200 x 100 x 100cm

60 x 60 x 60cm

2010

CERANALY BZ2ARRA 2010 F LSS EREESITEN—HER,
EAWEHMKRANRBRL, SEEEMBRERNAERA—F. ERARBEER,
FREFTERZTINEERE, BEHREZTHAXRTUERAZY, MEEEH
AN, BEBIKXOUR. ERELT ZRR—RBHXE, RRATAK
T, AB—TENEERNOUNZRIEZARMAY. HENZRNIES, LA
ENGRZ .
The Concave Stones series was customed for France Pavilion of 2010
Shanghai World Expo, the sculptures shaped like abstract rockery integrate
fully into the environment of its attic garden. The shape is so naturally that as
if it was carved deliberately by natural. However the momentum it contains
could be seen from the inside out when scrutinizing, which looks like water
and waves. This group of works inherits the artist’ s consistent style, sharp but
not aggressive, the same repeated elements also remind him of meticulous
and unique artistic language, quite impressive.







e | XU ZHEN  (®.1977)

KA E

Never Falls

W55 EHIET

Acrylics, an aluminum coin

80 x 80 x 10cm
2007

2006 F£ 9 B, CKRAED # <HEHHTH - WHPKID> EERRE, BRERG
—HMERE80cm WEEHFIEHE— 15 120cm R REERE F, HWEETREN
RGE, ERMPREREY . REFRIRA CRAED NEZMRAE, RERR,

BREMERNS0cm, EEJ 100X 100X 100cm. <7k A 2] » f1 f9 8 5 AR 1F “
/B, BETRENEREABMAZIMANTHTRBE. XFXHEEREIER
YR, RN RENE, —NEHERE, TEILEFET, 2T2ETE? 7
ZRRE “WRTE SOFLLFLRUNIEX, RFERMTHFITRIER

B Z AR R X F LRI B T 3£ 38 5 50 3 K IRUR]

In September 2006, Never Falls made its debut in City in Progress / Live from
Zhang Jiang. The work in that exhibition showed an aluminum coin measuring
80 cm in diameter. Standing on a large basis that was 120 cm in height, the
coin was driven to spin rapidly by an electric engine embedded inside the
pedestal. The same principle is then applied in the second edition of this work
displayed here in ShanghART Taopu, only with the coin shrunk info 50 cm
in diameter and a cubic basis of 100 cm in length. The coin in Never Falls is
called "World Coin" with a world map engraved by computer on ifs surfaces.
As for the inspiration of creating this piece, XU Zhen said "l am just wondering,
to stop a spinning coin from falling, is that really possible 2" With the production
of a world coin, the artist hints more or less at economic globalisation and
what is concealed under boredom and futility conveyed by this very piece
is perhaps bitter sarcasm wielded by him towards reality going insane and
unstoppable.







%5 | XU ZHEN  ®197)

IN, I

100N

Dinosaurs

KE | WA WUHIE. Wi RIBW. AR FRSE

Installation | Steel, tempered glass, resin, Fiberglass, animal viscera,
formaldehyde, etfc.

1000.0x200.0x 300.0 cm X 2 Pieces

BE: 12MEhA (RHESHHER)

Weight: approximately 12 ton (6 ton each)

1000.0x200.0x 300.0 cm x 2 Pieces

2007

KBy 2—HHEBERNESR, —R ‘B #—8H-, 2IEEFD
10X2X3 m B IBER. DEMIIEHBENFESETR, BTN
MOZARARBEAMBENREZHES, URRFITEHFRNE. MERHE IR
B, By MEEFMSNMELIABR  HEEN B8y (HE BFH
By ) o KPR - HETRN B8 REEHEREEENIRZAERZ—, W
RGBT B S IR AR B RINRR, EJ%T%R ZARBEXFIMNE,
ABRBERENHIFANEERM TR “REE” , TRENX—HARE

MHEMMRE. £ 2007 £—i5& AR “NONO” WRE L, #BERETIXH
e, MFEMFRBNXEHERNITEN: ‘XEEFENRED, AIXLERHR",
EWAARSELYERKBANZ AN EIAE .

Dinosaurs is an installation of colossal volume, presenting a dinosaur halved
and spaced into two vitrines (10 X 2 X 3m each) respectively. Modelled
primarily in the language of sculpture, the enormous animal was stuffed with
real viscera by the artist, whose design allows his audience to walk through
this work. The existence of this piece, in terms of its configuration, refers
precisely to the internationally acclaimed contemporary artwork The Shark (as
well as Mother and Child Divided) by Damien Hirst. If the British artist refreshes
the definition and value of contemporary art by displaying animal specimens
preserved in formaldehyde, then it is not unfair o say that the pastiche by XU
Zhen, who follows his visual presentation faithfully, is likely to serve as a retort
towards the pieces that go down in art history. Back in 2007, XU exhibited
this work in a show entitled NONO. "I am quite satisfied with the work, for it is
so abundantly boring." said the artist commenting on his own production. In
this sense, perhaps the articulation of boredom was no other than what he
pursued in his artistic career of that time.




Damien Hirst + 2% Dinosawrs

fr kA




e | XU ZHEN  (®.1977)

B3
Fitness
RE | BESM DX, TREERKE

Installation | Fitness equipment, motor, remote control
150x 155170 cm

145x140%x210 cm

165x 100206 cm

2007

HAURBEBYZEABENRIBMSISABERE. KEBEIZE

RUEFESHES, AERRSEERE, UARRSNEZEHNFHFHXR.
ATEBZEANEN, ZRREBET —MREEEL, FYUXFMERE. XNE
BELNT I HRARBESVNEMNERTRENE ERE, ELLMBEES

BEDNNRES. BEXMER, ZARNHLESHPHHTEENNIAZER
HTER. REBNEZAREEDNRERARBRABN IR, LLESEM,
REMHELFZARNER.
—E BAXY Z2ARE Artsonje d1.0, B/R, David A. Ross
Xu Zhen’ s modified gym equipment using workout equipment confrolled
by remote control that lead people to do repetitive movements; Xu Zhen
expresses the relationship between control and being controlled, games and
exercise, and the future and the present. For this purpose, the artist proposes
an extremely insensuous and impractical installation. It is an installation that
represents the modern man, mindlessly repeating routfines that are set out
by the social structure and the media. Through this piece the artist criticizes
the loss of individual identities in midst of social control. It is interesting that he
chose to use familiar objects, like workout equipment, to show the role of art
in society.
(David A. Ross, Tomorrow Exhibition, Artsonje Centre, Seoul)familiar objects,
like workout equipment, to show the role of art in society.







e | XU ZHEN  (®.1977)

287 28 4Es (1)

$§§ .........................
Installation

120 x 240 cm

2004

FEEAPELERNRER, ERE-—FARFUANER, BE—THIBNEEMN
BMEKEARLREETBEERANTEMZA, NRZ—NRZM L.
ZARUEMZBENSEER B ENHTARANTAEL THNRR, &4
WS HRB LUK E, EEBNFREARBRBSETHTXUNER,
X2 At FE 38X BE A R Y K &R T R A R R SR o
BREETHEAMMPNBEERBEIRGH, FREFPAEBRNANIERTF
RUERNZARER, IHERINIERER LEENNRBEUNZERERSE
BRREF. MEEFTRBANWBEELER, BFBARNBEIMEE, HHETE
BMNBABEZARNES TR,

Today's Shanghai, as a symbol of China's development, proposes another
optimistic scene. However, the significance of culture and its need for
intellectual support remain a pressing issue for the formation of a new
and coherent society. The artist thrive in an environment where economy
and culture are undergoing drastic changes, he translated his subjective
experiences in a rather open manner, while others consciously critique
the social and art systems in hope of capturing the sensibilities of our time.
The artists' experimental practices ponder the many contradictions of
urbanization and give substances to the very existence of an alternative
yet highly diverse culture. This is their contributions to Shanghai as a unique
metropolis.

Xu Zheng is good at migrating the everyday experience of people into the
exhibition, using the conventional rules into the rhetoric artworks, there are
big difference between his works and general works. From challenging and
breaking people's everyday experience to using and transplanting such
resources, his work explaines many artistic possibilities around us.







Wi % | YANG FUDONG (1971

5 - B
Blue Kylin

#% |Installation

B THBRE B aE:

The sculptures currently displayed in the exhibition space include:
— EERRBE A kylin (96 X 52 X 116 cm)

— RS A hibernating dragon pillar (855 x 103 x 103 cm)
—JERELE A Chenglu Plate (129.5 X 129.5 x 67 cm)

—ERER A base (202 x 202 x 137 cm)

IR 2 cloud boards (199 x 99 X 25cm, 176 X 127 X 25 cm)
IR 2 pieces of small gravels (29 x 21 x 25.5cm, 35 X 20 x 27.5cm)
Bt 8, Hit#y 37 g

8 pieces and about 37 ton in fotal

2008

2006 &, BHREAAE <IMHELEIVY RETLARERE, WHE~EH. BN
THENESHIESAMZ=RRF, XMRSTHTEARK, 2008 FihelfE
T«E BB o fER«E - BB > H3IMOER, HAE: —HMEHKY
20 pRIRGBIRE, RERFLUEANGR, RENSAMEHEN T, 16
BRBEIER, CRT ITAMASEXFREHN T LR, MEFXMHE
MEBEEDR, BEXHSAMBASGUHEETR. RTHXARTHHRER
KE-BE D> NEZEMRBS, EE—HEBZARASHIRSR. HNE
B RN ErdEBREREL, EANAER, HERBHRBLAIMMT
RIE, UERAREESHENES, EFRBNHEAANEE, ANtLEZ
RR IR SRR B 5T o
Back in 2006 during the filming of Seven Intellectuals in Bamboo Forest Part
IV, YANG Fudong passed Jiaxiang in Shandong Province, a city well known
for its resource of blue stone. The picture of local people and their entire life
centering around stone carving touched the artist, who later presented Blue
Kylin No.1 in 2008. It is an artpiece composed of three parts: a film running
about 20 minutes shows mountains being exploded and stones selected,
which marks the very beginning of production of blue stone sculpture; 16
pieces of video played in loop capture the images of people in working
process along with daily life in the city; last but not least, the sculptures per
se are displayed as well. Left unfinished though, the set of sculptures plays
an essential role in the whole piece as readymades carrying the artist's
concepts embodied underneath. What is laid in front of us is an abrupt stop
of stillborn product. The massive volume it occupies, the ink lines and fraces
of machining that are deliberately kept, together with the collapsing posture
even before a full display of their appearance, render the unique aesthetics
held by YANG Fudong, alluding fo modern civilisation simultaneously.







JKE | ZHANG DING  (61950)

EE
Law No.1

RKE | Atf. BE ITEA 720 K. IFR. K. B B FXE piEEss
WL 63° , HEBTNARE 200cm; FEHELN 11° ; BmMREHK 600cm; FIK
BEZE 260cm

Timber, asphalt, approximately 720 light bulbs, glass bottle, water, electric
box, electric wire, switch, etc. The degree of the front half of the stairs is
approximately 63 degrees, the height of the top of the stairs is 200cm; the
degree of the platform's slope is 11 degrees; the length of the protruded
wings on two sides is 600cm in total; the diameter of the hemisphere is 260cm
4 R <t Full size: 746 X 600 X 500cm

2009

CER 1> KR 2009 F CGER> IMR—2. KRBIFHEFRMFENKE,

ETRIMEPTENZ2NHCIEERE. BB B REIKRRN CEE D « BE
TITHNERESRRE CER 2 « M3ALAMHBEBIUR—BMHERNE, MK
ARE (B GER D DUMIZHARERERRL)  CEE 1Y 2—RKEA
EMRE: AIEHORRIENSLE, PESRBRERENFES, BEAE BT
IR LR 3 KKHNAE,; Rinf—MHELtEZ RITENERE, LHFERE—R
ABHIK. CEE 1Y PNRNFTRS AMRE. thFIMEX, MABNAE. ZKN
BRE. FANEE. BRNKEUREMEMNEEBRANRE ‘KR M “F
R MERER. ZARMNEREF NESNICEMIRARENIRITMETEN, YN
CERE” M ORIBFTR)” AR TERIIUER.
Law No.1 is a part of ZHANG Ding's solo exhibition entitled Law back in 2009.
Via the installation that constructed certain scenarios and atmosphere,
the artist displayed in his solo exhibition a complete presentation of his own
creational ideals. Law, as a complete piece, is composed of Law No.1
which is shown in ShanghART Taopu at present, Law No.2, a conveyor belf
installation with light bulbs fixed on it, and three pieces of foam sculpture
as well as a set of pine trees and cypresses (nothing else except Law No.1 is
currently available for display in exhibition space). Standing as a large-scale
geometric wood structure, Law No.1 is an installation of three sections: the
first section is an abrupt ladder which soon introduces a sloping platform as
the second section, which consists of two three-meters boards profruding
symmetrically from the middle; finally the third section is constituted by a
hemisphere starred with approximately 700 light bulbs, and a bofttle of water
suspended on fop of it. The law in Law No.1 is possibly related to dimensions
and proportfions of human beings. Meanwhile, the acquisition of feeling
of "security" and "balance" is hampered by the degree of the ladder, the
gradient of the slope, the width of the platform, the length of the boards as
well as the overall height of the entire work. Both the way ZHANG handles
installation as his language and the design of viewing path are flawless,
while the experience of "being exfremely careful" and "being amazed and
impressed" are what audiences obtain upon their enfrance into this work.
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JKE | ZHANG DING  (61950)

Vizvide

Swim Ring

RE | NERER. AB. A6 < REZ. BRBE. REEYS

Installation | Artificial marble, ploster, timber, shell, plastic track, Ganoderma
lucidum, green plants, etc.

250.0 x 350.0 x 350.0 cm

2012

2012F 6 B2HE7A 1 H, KREMRBERNBRENPFIRZARB L2
oBBET MRIE. “BEE RFETAEXT ‘K7 X—EAAET
ANEYHERMESMERFLER, MARKREER GFKEY X “BR” #77
—EEMETRANSRE: EENFEH. MEREMNEIRNAAREFLE
RERBNEMRZMATE, BRT “GEE THLZEESEY, BN
2 ‘BB MHAKRE, REPLAEEAUEN ‘87, EASAWG,
—HARBNEZRANEREFRRRER, BN ZARELAMBNFEFAN Ik
BT RBRAER T BREE CCEAELTEER)  REPWAREF ‘X
ZER” M “ABIER) KRR, RIEREEENESS MEERLEKKN
MMZGEEY), RFEEX M EERENERS k.

Between 2 June and 1 July 2012, ZHANG Ding held his solo exhibition Buddha
Jumps over the Wall in Top Contemporary Art Centre which stands adjacent
to ShanghART Taopu. Eating, a daily behaviour which bore two clues as fo
biology and sociality, was inferwoven into that exhibition where this large
installation piece Swim Ring delivered a narration of "eating" in a more
abstract and detailed manner, namely, "energy consumption”. Covered
with lots of shells and ganoderma lucidum, the six columns which support the
main structure of the artpiece drop a hint about the expensive and precious
cooking materials used in the dish called Buddha Jumps over the Wall, or
in other words, the source of "energy". On the two hexagonal stages in the
centre, a small chamber orchestra put on a live performance on the opening
day. A race track (which cannot be seen from the ground) is paved on the
top of the halved swim ring, alluding to cultural and sport activities in human
life and symbolising the highest level of energy consumption. And the plants
growing upwards hold the connection between the start and end of the
energy system.







JKE | ZHANG DING  (61950)

Bl - RESFHE

Orbit - Black Guardians

RE | 3mm REWIR, TallSFER

Installation | 3mm Stainless Steel Plate, Industrial Baking Gloss Paint

183 X 109 x 70cm (x 2 pieces)
2014

PR AR, @ESXARZENNEGN\FEE—X, EATVWLEERER.
EANGREEMRENEE, REVDAENZIE, REELH/IEX—X—=E
EREREZN. DAREARSHAALES, HE. RIERBEENHE, 1
TFTEREFERRNBNTPREMX. ERUXFENEENT IR

From the viewpoint of the Earth, the eight years orbit of Venus around the
Sun draws a pentagram in the sky. The most ancient and perfect geometric
figure, the polygon which is most similar to the shape of the human body,
generates the golden ratio: an important theorem of formal beauty.
Pentagrams enter the human society as reminiscent symbols. They create,
symbolize and imply the history which is almost related to all guardian wishes
that need cohesion energy. The work is a start with this orbit of Venus.







JKE | ZHANG DING  (61950)

R HMRARED

Control Club

RE | BmER. REREWARER. £EHH. WHEZR. 450 PR\ B I,
VAR — BB ZE B R B S 28

Installation | Composite wood, matt emulsion printed on the surface, metal
cast-in bell, iron support, about fifty speakers, several power amplifiers, and a
custom-made controller equipment

500 x 500 x 500cm

2012

EHERBY BHLITAMSHEREBRERN—TERNBERES, 21
ZENFERMREER, CASAENAETSHBRRE, HFUESMMEER
HE, RBRER—MNTFEREREZEANREEY. EEMRELSEH
BREFTRBEXMERP, —METERHMAENERSITENR. £iX
MREXE, GEHERB PIMERETHR, MHERTHERIULERE
FhoiE B XA B2 AT o

Control Club is both a huge tower-shaped stage-built from ten sets of
speakers——and a reactive sound installation. It broadcasts music at
increasing levels of frequency, finally escalating into jumnled cacophony. In
the compulsive frenzy brought on by this monumental stage, a world driven to
chaos by excessive control is made manifest, and thus Control Club, in form
and function, represents a diseased landscape of contemporary culture.







JKE | ZHANG DING  (61950)

B2 -1
Sculpture-1

BEZE | Ak

AW

Sculpture | Free-Standing Sculpture
Stainless Steel

320 X 55 x 55cm

2012

KBEZE-1> A—BEFHIE, BBRRERE, SBARNBEBFER. ILAK
BEKR 2011 FRANRIE ‘AR PNBEEMIER, ZRRX ‘Wi’

FERE “FHRIRBEE XE, SIRHARNE. FERAXEIHNAH{E
KEH. “RHEIX BEM ‘L8 HEARBESKBERNSHR. BE
Wiz, 15 24" =IER B2 -1 IEABMEABTIYR “HR" HRB
By , TARERRITTXA “BXR" MBEBNEERES
Sculpture-1 shows a strong man wearing a butcher apron, back naked,
holding a gun in his right hand. This work is reminiscent of the employment of
sculptural language by ZHANG Ding in his Solo Exhibition Opening in 2011.
The attention paid by the artist to "urban sculpture”, or "academic sculpture”,
leads to the typical authority as well as figures and topics widely accepted
by public. The forms of "heroism” and "monument" lie in accordance with
the temperament of ZHANG's works. In the exhibition, the man in Sculpture-1
pointed with a gun at the video Buddha Jump over the Wall, in which
plaster animal sculptures were "shot dead". It was a relational juxtaposition of
sculpture and video intentionally designed by the artist.







TH | ZHANG QING  (a977)

BRI

Tower of Babel

EBEAIMAE | FEW (L 1.5% ), 88F 137 1

Installation & Project | Stainless steel(Approximately 1.5 ton), 137 pigeons,
Pigeons

735.0x 346.0 x 346.0 cm

2008

CGBRIEY BEATERYRHETR, £185. SEERERSNSEE, 8
REEEAEANT, —NEE, —TAES (AR BE) , SEZERABE,
KHMEERNENLM, BHKEBERIT. ME—EBEL, SEERERER,
BENHBHEEER. M15E 18 E, ZFHANESHENITE.

2008 E 9 HE T H, L “RIFKRE" MEFNELE LERNFRPE, X
HEBHRNBEERTIIGHE, ZFFRMAT 30 KA (MKRBTE) HBF,
RFEER 15 KRG, TR CHRIESFEE. SFESXTAFR, 8%
EBREREARCBRENER 137 ABTFENEESNGN REERZEERS.
ZARERET “KRETHHC , ERELT -1 TR , BRTHTR
BHREEHKNER.

Tower of Babel consists of a stainless steel tower with 18 stories and each
houses pigeon cages in various numbers. Two doors are installed in each
cage, one fixed and the other flexible (for opening and closing). The cages
are designed in the shape of a fan, floored with steel wire netting and
equipped with a sewerage system. As the tower tapers upwards, the number
of cages decreases and the completeness of their form dissolves between
the 15th and 18th story.

Back in 2008, the installation was displayed on the grassland outside the
exhibition hall of the 7th Shanghai Biennale entitled Trans Local Motion
between September and November. ZHANG Qing prepared a flock of
pigeons which hatched within 30 days. After being kept for 15 days in
these cages, the birds were allowed for their first flight and all came back
afterwards. The cages were cleaned on daily basis, while the animals were
fed twice a day. As a temporary shelter for 137 pigeons, Tower of Babel
was removed after the exhibition. Through the work, which simulates a
destination of the migratory species, the artist questions "the ambition of the
cosmopolitan city" and hints on the cornucopia of urban desires which is
doomed to perdition.
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Tree
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Installation | Iron, Rubber, Lens, Granite, Paint, Flashlight
560.0 x 360.0 X 260.0 cm

2011
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Ten surveillance cameras, after being enlarged 27 times, are fixed upon a
special support, resembling a tree, bent under overload. The lights flash every
15 secondes, imitating cctv equipment in public area, which functions as
implication of surveillance being operated. Sustaining an invisible and yet
overwhelming existence, surveillance is both evaded from and confronted
with. Enlarged monitoring system and its distorted configuration prompt
amplified visual effects. All over the world, people are uniformly surveilled and
compelled to sell their privacy for existence of the system. Such unconscious
behaviour, nevertheless, is standing over the edge of collapse.
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Un/Limited

15.5%122%x197.5cm
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15.5 X 122 X 197.5cm

Installation | Wood board, 146 white ceramic tiles, a set of showerhead
1998
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Back in 1998, German Consulate in Shanghai named a show window as
Un/Limited and invited artists in the city for work display there. ZHOU Tiehai,
upon such invitation, exhibited his creation in Un/Limited 3. The diplomat
who suggested the name once said "you might have un/limited inspiration
while taking a shower." The work thus presents a cuboid of 15.5 X 122 x
197.5 cm covered with white ceramic tiles, plus a set of showerhead to
simulate the corner of a bathroom. Specially designed by the artist to
cap the show window, the piece was initially infended to be linked to a
water pipe and therefore for interaction with pedestrians passing by. Due
to certain reasons, however, Un/Limited was finally removed shortly after
inauguration of that exhibition.
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Forever
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Video Installation | Tricycle and video camera sets, television, DVD
Single channel, duration: 27'16", played in loop

HE R~ Installation size: 288 x 92 x 105 cm

1994
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Forever is a masterwork by artist ZHU Jia, in which an old-fashioned tricycle
was readapted into the installation with a small video camera fixed on its
left wheel. As the vehicle moved forwards, urban landscape in Beijing was
thus captured. Accompanied by a noisy snore, the rhythm of rotation was
confrolled mainly by traffic on the roads, leaving the viewers dragged intfo a
giant vortex of dizziness.

Completed in 1994, Forever enjoys an international reputation as an
experimental video work in early history of Chinese contemporary art and
has been exhibited several fimes in important venues including New York
MoMA (Museum of Modern Art), etc. The artist in this piece concentrates
on "the relationship between images and psychological and visual
experiences". Attaching the camera to the wheel is in fact an action
which gets rid of grasp of human eyes and hands and reminds spectators
of existence of the camera, as well as viewing as behaviour itself. Reeling
and bizarre, these images outline a unique visual experience of cities in
existence. Simultaneously, the background sound conveys a message which
is paradoxical and unexpected: forever revolving and forever monotony
are woven peacefully info a same fabric where unusual experience is
reconstructed after disturbance of audiovisual perception.
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Contemporary Art Exhibition Documentation Project I:
DIAL 62761232

In early 2010, a bunch of black suitcases were sent to ShanghART Taopu
which entered and settled down in M50 Top Art Park not long ago. Six
years ago, these seemingly ordinary suitcases were carrying the artworks
entitled Dial 62761232, following couriers in their trips around Shanghai,
and delivering this contemporary art exhibition to thousands of audiences.
Six years later, when these suitcases are reopened again, the clever
and fanciful ideas and spirits they contain reappear as before. “This
portable exhibition space” unconsciously opens a new way of thinking in
contemporary art archives space for ShanghART. Promoting the collection
of documentation information by case study and monographic study for
the purpose of reconstructing a vivid history will become our main working
direction.

Exhibition title: Dial 62761232
Exhibition dates: September 10th to 20th 2004

Persons in charge: YANG Zhenzhong, TANG Maohong, JIN Feng, HUANG
Kui, XU Zhen

Venue: Shanghai
Organizer: BizArt Art Centre
Co-organizer: Oriental Morning Post

Concept: This exhibition is based on the idea of “delivery” and the ftitle
consists of telephone number of the courier company. Viewers were
supposed to dial this number to book an “exhibition” delivered by a
courier, who would show each of the works one after the other. People
could view this “courier exhibition” delivered to any places within
Shanghai. Each artist was required to make a portable work that couriers
could carry with them. 10 to 15 couriers then delivered these works
everywhere in Shanghai. The artists therefore had to make 15 copies of their
works so each courier had one.

Fees: Artists were fundraising on their own. Except for their own making
charges, each of them had to bear 500 Yuan of exhibition charges.

Artists: BA Zhenlong, CHEN Shaoxiong, CHEN Xiaoyun, DING Yi, FAN
Mingzhu, Alexander Brandt, FEI Dawei, GENG Jianyi, HE An, HU Jieming,




HUANG Kui, JIA Bu, JIANG Zhi, JIN Feng, JIN Jiangbo, KAN Xuan, JIN Feng
(1962), WU Jianxin, Davide Quadrio, LIU Jianhua, LIU Wei, MAO Dou, NI Jun,
SHAOQ Yi, SHI Yong, SHI Qing, SONG Tao, TANG Maohong, WANG Xingwei,
XIANG Liging, XU Tan, XU Zhen, YANG Fudong, YANG Qingging, YANG
Zhenzhong, YU Ji, ZHANG Ding, ZHANG Qing, ZHENG Guogu, ZHOU Xiaohu,
ZHOU Zixi, ZHU Yu

Couriers: GU Yunzhong, PANG Wenhui, LI Chunxi, QIN Desheng, CUI Kemin,
GAO Liming, XU Zhihua, HU Shijun, LI Wenzan, SHI Xiujiao, CHEN Delin, LI
Xianlun, WANG Zhengxuan, XU Xinjiang, SHI Xiuhao
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Contemporary Art Exhibition Documentation Project II:
Let’s Talk about Money--1st International Fax Art Exhibition in Shanghai 1996

Exhibition Title: Let's Talk about Money—T1st International Fax Art Exhibition in
Shanghai 1996

Location: Shanghai Huashan Art School Gallery (Shanghai Yifu Vocational
School - HuaShan Department now)

Date: Mar 15 - Mar 25 1996

Fax Receiving Date: Mar 1 - Mar 20 1996

Fax Number: 0086-21-62413745 (DING Yi), 0086-21-62121413 (ZHOU Tiehai)
Curators: Hank Bull (Canada), DING Yi, SHI Yong, SHEN Fan, ZHOU Tiehai
Artists: 101 artists and organisations

JAPAN: Akihiko Morishita, IDEAL COPY, Junko Yono, Tetsuo Kogawa;

USA: Debi Hayes-Bartlett, Eduardo Kac, Florida State University, Hanna
Snyder, Ingo Gunther, Joseph P.Shea, Lilian A.Bell, Reed Altemus, Peter
Fend, Julia Driscoll & Cheryl Hughes;

Canada: Anne Milne, Corsican Joke, Diane Roblin, Fraser S.Finlayson, Hank
Bull , Johannes Zits, Marie-Josée Lafortune, OBORO Galllery, Western Front,
BIAN Yizhong, John G. Boehme;

Holland: Auke Wassenaar, BBK*GSS, Edward Zajel, Marten Winters, Wim
Bors;

German: loé Bsaffort, Peggy Kames, Peter Bothig, Pietro Pellini + Yola
Berbesz, Roland Bergere-France, REN Rong, Klaus Haller & Glorla Meszaros;
France: Jean- Francais Robic, Norman Wade Company, FEI Dawei;
Belgium: Commander G. Lafou, Guy Bleus;

Australia: Jane Dyer, Tony Scott;

Italy: Giovanni Nicolini, Monica Dematte;

Hungary: Artpool, Nemeth Hogyal, Szilvia Reischel, Felado;

Mexico: Armando Rodriguez, Maris Bustamente Mex;

Russia: Viadimir Mroneko;

Argentina: Martin Alejandro Fumarola;

Uruguay: Padin;

Austria: Robert Adrian;

Philippines: Santiago Bose;

China: CHAI Yimin, CHENG Hangfeng, CHEN Yanyin, CHEN Zhen, DING Yi,
GAO Hongxiang, GU Lei, GUO Bin, HAO Jing, HU Jieming, HU Zhiying, J| Wenyu,
JIANG Chongwu, LE Jian, LI Xiaoyan, PU Jie, QIAN Weikang, QIN Yifeng, SHEN




Fan, SHI Yong, WANG Shanxiang, XIANG Nong, XIAO Jun, XUE Song, YANG
Peiyun, YIN Jun, ZHANG Haier, ZHANG Ying & SHI Yong, ZHAO Baokang, ZHU Qi,
ZHUANG Ji, CHENG Qiang, WANG Yue, HU Jianwei, CHEN Song, ZHOU Tiehai,
XU Zhen, HUANG Shaogen, NI Weihua, ZHANG Xin, Anonymous

Subsequent to Dial 62761232 Express Delivery Exhibition: Contemporary
Art Exhibition Documentation Project I, ShanghART Taopu is pleased to
present Contemporary Art Exhibition Documentation Project II:" Let's Talk
about Money - 1st International Fax Art Exhibition in Shanghai 1996" . 8
years before the Delivery Exhibition, the Fax Exhibition was staged. The
two vary fremendously in their participants, artworks and contexts and yet
hold several aspects in common: Concerning exhibition concept, both fax
and express delivery are postal means which serve as alternatives for the
resolution of information communication in human civilisation and therefore
probe from various respects into relationship between art and media; as for
exhibition form, both of them were displayed with an emphasis on exhibiting
where majority of artworks were of small dimension and low cost; seen from
the perspective of artists and staff, both exhibitions were involved with a
wide range of people. More than a hundred artists, designers and students
from 17 countries submitted their works to Fax Exhibition, while in Delivery
Exhibition, aside from 42 artists who sent their artworks to the organisers,
there were 15 couriers responsible for delivery, display and performance,
as well as viewers who telephoned to reserve art delivery service, which
were all indispensable for the entire exhibition. The study on Fax Exhibition
right after Delivery Exhibition, accordingly, is bound to establish an intriguing
comparative relationship for both researchers and viewers.

It was not long before fax as the main line of display was widely accepted
back in 1996 when Canadian curator Hank Bull was engaged in discussion
with SHI Yong, DING Yi, ZHOU Tiehai and other artists from Shanghai about
exhibition planning, considering it as the least expensive and the most
global communication medium at that time. Invented in the 1970s, fax
was spread across the globe by the 1980s, which started simultaneously
to play a role as art medium. “Let's Talk about Money - 1st International
Fax Art Exhibition in Shanghai 1996” was precisely the outcome against
the context of economic globalisation when fax received its greatest




popularity. On the contrary to this picture, the exhibition didn't take
considerable expenditure despite “Let’ s Talk about Money” as its theme.
Money is always enthusiastically talked in this economic society. And
Hank Bull issued invitation of Fax Exhibition from Western Front Art Center in
Vancouver to artists all over the world. Since 1st of March, a massive influx
of works from both China and abroad arrived af fax machines at DING Yi’ s
and ZHOU Tiehai’ s homes (the only two artists in Shanghai who owned
fax machines at that time), before they were arranged piece by piece in
the underground gallery of Huashan Art School. From 15th of March when
inauguration took place until 25th which witnessed the end of exhibition,
the entire hall was covered with images and texts demonstrating the
concepts of currency and the relationship between money and politics.

Ever after 1996, enthusiasm for personal computer and internet technology
swept over China and soon replaced the status of fax in communication.
Consequently, the first Fax Exhibition also marks the only one in China.
The passage of time over 15 years has almost deprived the heat-sensitive
fax paper of their old colours. Thence, it becomes a rescue action of
endangered art memory by scanning, preserving, reading and sorting
these images.We attempt as much as possible to rebuild every piece of
fax paper and documentation received during that exhibition, including
posters, photos, invitation letters, media reports and catalogue manuscripfts.

In the pursuit of historical evidence, in fact, we come to realise the
impossibility of complete reconstruction of truth of history, where oblivion
and loss is an inevitable nature. The collection, preservation and storage
of documentation, in limited amount though, are not intended merely
to be an imperfect outline. Moreover, we prefer to regard it as the
commencement of a fascinating journey.

LU Leiping
June, 2011

This documentation project is managed by ShanghART Taopu in partner
with Hipic Image Study Group
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"TOP Events" Documentaries Series
Yang Zhenzhong: If you disagree with "Future Festival", please raise your hand

Yang Zhenzhong’ s If You Disagree with “Future Festival” Please Raise Your
Hand - “TOP Events” Documentaries Series is a series of documentaries
about all the contemporary art activities related to “Future Festival” and “TOP
Events” in Shanghai in 2011. It was first displayed on September 5th 2011 in
ShanghART Taopu.

“Future Festival” is an art symposium initiated in February 2011 by a group
of artists (DING Li, JIN Feng, SHI Qing, YANG Zhenzhong, XU Zhen and ZHOU
Xiaohu, etfc.) in Shanghai. Previously intended to last for a year, the project
still remains in progress at present. The topic of “Future Festival” is inspired
by French poet Mallarmé who said "the role of an artist is to prepare for future
projects." This quotation alludes to a certain reversion in contemporary art
action, suggesting that participating artists are turning from criticising and
experimenting to a new attitude of inviting, gathering and mingling and
such. What is found consistently in this series of activities are public symposia
between local artists and a philosophy professor (LU Xinghua), as well as visits
to ateliers and exhibitions. This symposium is more than a simple combination
of philosophy and art, as the organisers insist on the fact that it is neither
a talk nor an exhibition, neither an art project nor one of those academic
fopics we were used to or an inerfia processing under an experienced
thinking. Instead, it responds more to art introspection, surprises, conflicts of
opinions, differences, and unknowns. Seeing everyday as a festival, it actually

resembles more a final festival, a kind of decisive belief.

As a parallel project with  “Future Festival” , “TOP Events” shows precisely
such conviction, which is located in a building of M50 Top Art Park in West
Shanghai and serves as a venue for art events. From July to October 2011,

“TOP Events” has continuously presented three sessions of interdisciplinary
activities including fields like: art, literature, theatre, film, music and philosophy;
in a wide range of displaying forms: exhibition, performance, audio display,

film screening, philosophy symposium, art hotel and field investigation and so




on; covering as well a multiplicity of cultural identities: artists, architects, poets,
musicians, philosophers and film directors, etc. During the year of “Futfure
Festival” and four months of “TOP Events” , this documentary is regularly
updated, completed with real-time reports on people and activities coming

and going on in this building.

The documentaries on display include 7 parts:

1. If You Disagree with  “Future Festival” Please Raise Your Hand
2. Scaffolds

3. “TOP Events” First Session

4. Rumination 1

5. “TOP Events” Second Session

6. Rumination 2

7. “TOP Events” Third Session: Poster Exhibition "My Communism"
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ShanghART Supermarket

In 2007, ShanghART Gallery parficipated with ShanghART Supermarket by
XU Zhen in 6th Art Basel Miami Beach. A typical Chinese convenient store
made its debut in Miami Beach Convention Center. From cash registers,
counters, shelves, refrigerators, freezer sections, to a wide range of daily
necessities, as well as cola, cigarettes, toilet paper and body wash, if
offered everything. Despite the intact packages, they in fact contained
nothing at all. The merchandises in ShanghART Supermarket were not
actual daily commodities. Instead, they were artworks produced by
XU Zhen, where viewers could purchase any piece with local currency
matched with Chinese currency on a one-to-one basis. The sold products
were all packed into plastic bags with "ShanghART Supermarket” printed on
them, along with a receipt issued by "ShanghART Supermarket".

The Chinese word " # (Chaoshi) "is translated word to word from English
word "Supermarket”, reminding us of its prototype originating from the West.
Nowadays, supermarkets have already penetrated into everyday life of
Chinese people with a natural mix of local and international goods. The
witty parody and critique by the hollowness in ShanghART Supermarket
allude to the elaborate relationship between contemporary art and
commodity, as well as commodity and value. XU Zhen once mentioned
banteringly that he intended to do seven editions of this installation, one in
each continent. So far, ShangART Supermarket has been performed twice
in North America and once in Australia. While the piece now in Taopu is
another try in Asia.

Here in ShanghART Taopu, ShanghART Supermarket by the name of XU
Zhen's work is a space combining Artworks Store and Art Café. The works
on display were produced by artists represented by ShanghART, including
printings by YU Youhan, DING Yi, ZHOU Tiehai, XUE Song and TANG
Maohong, photographs by SHI Yong and Nobuyoshi Araki, as well as art
derivatives of ZHAO Bandi, BIRD HEAD, SUN Xun, Madeln Company and
Hipic. Guests in ShanghART Supermarket can read and purchase most of
books and brochures published by ShanghART and Supermarket staff also
provides services like meals, coffee and other beverage.




®E BEHNET  EMEBEEERZAEES 07, BEMZE, £E , 2007
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ShanghART Gallery & H-Space

EFWLEE 505, 16F118 5%, L&, HE 200060

50 Moganshan Rd., Bldg 16&18, Shanghai 200060, China

T: +86 21-6359 3923 | F: +86 21-6359 4570 | info@shanghartgallery.com
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ShanghART Taopu

HEEK 185 (EMBZELLL) 8 54, L, fE 200433

Bldg 8, No.18 Wuwei Road (near Qilianshan Road), Shanghai 200433, China
T: +86 21-6359 3923

EEMILE

ShanghART Beijing

FAAX M IZ i Eipith 261 S, JL&, HE 100015

261 Cao Chang Di, Old Airport Road, Chaoyang District, Beijing 100015, China
T: +86-10 6432 3202 | F: +86-10 6432 4395 | infobj@shanghartgallery.com
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ShanghART Singapore

Hi1ERE, LOCK 9= 02-22, FHimig 108973

Gillman Barracks, 02-22, 9 Lock Road, Singapore 108937

T: + 65 6734 9537 | F: + 65 6734 9037 | info@shanghartsingapore.com
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