BRNERE

ShanghART Taopu | 2019



I 40 57 T
038/ BIE KD/ B WK/ K

SHANGHART TAOPU

STORAGE & DISPLAY EDUCATION & RESEARCH  EXHIBITION & PROJECT




Contents
= 2

01-21

& 7t

Introduction

22-25

BrBez= CHEN XIAOYUN  (b.1971)

26/29

T Z DINGYi (b6

30/41

A 08 HU Jieming (b.1957)

42/43

&= Z HUANG Kui (b.1977)




LLI4T

P4EEL LIANG Shaoji (b.1945)

48/49

EXPAZ Ouyang Chun (b.1974)

50/51

sEEE PU Jie (b.1959)

52/59

BB— SHAO Yi (b.1967)

------

60/61

EA, SHEN Fan (b.1952)

62/73

&= SHI Qing (b.1969)




74177

®EE SHI Yong (b.19¢3)

78/79

EI-X WANG Guangyi (b.1957)

80/83

[@FIEK XIANG Liging (b.1973)

84/93

RE XU Zhen (b.1977)

94/115

3&TR/AF] Madeln Company  lest.2009)




128/139

kR ZHANG Ding (b.1980)

116/121

#4t&2% YANG Fudong (b.1971)

-

B

'r.;@

o
21

141/147

=& ZHANG Qing (b.1977)

122/127

#irE Yang Zhenzhong (b.19s8)




148/149

FAgkiE ZHOU Tiehai (b.1966)

150/151

Sein ZHU Jia (b.1963)

ImE Project

HRZABMNEZ—:

62761232 RER

Contemporary Art Exhibition Documentation Project I:
DIAL 62761232

HEZAXBNRZZ:

T RIS -- LIEEEEREEZAR 19967

Contemporary Art Exhibition Documentation Project II:

Let's Talk about Money--1st International Fax Art Exhibition in
Shanghai 1996

162/165
R TR " ARNBE AT
AR RAlER A

“TOP Events” Documentaries Series
Yang Zhenzhong: If you disagree with "Future Festival”, please raise your hand

166/169

Et&N#BTE ShanghART Supermarket



BEEMARELET 20105F, FHERETBEREANE, BR—TE &
&/ B BE/HR. BE/INA " SHRETHNEEEBERE,
BEERWIRZAXTRT. /REF WR. XESREHH, NESEM
MA=ERREMEHT .

BEEARERENEERN=E, RENERFGRIHTANERN=ERER
BE. XERFROAEERMERERNEN, RRET REFNUERTY
R. BREANBZBRLSN: TRAZE. SWEE=E. FEIRE=E
XEEEZE BE=E. SWHARE TEBURZERmEES T .
FEH, ERNREEMTE M0 B RKIMSHNERIMNE. ZHIMWERH
®IR, RIUTPMERERZE. 8— P =RHMAEESERFHIIHEE

- ERAEE (Y1400 ¥753K) URPINBRTREE, TEEPRRERN
EBRAEZARNKE. HEFm. ERNREMBAEERR, 2W—
HESMIERIEEZRE. RZARERABXEMS mtmwm,
B, AEAZANEWERRREFERRERY, FHART BIIRE
SAZARELZRIVKEHIIZASIS. RTARERR, TEARRE
HEFEMAAEXET), FMREIEM QIR K.

- NEEETE, AFETERN—MRIZZE, 236 FK. EARE
WRE-NDEREHIMS, HNERARKIIRTHEIRZANE—
FXHER, I/,USZLEE”* HEENEM, BLUHRELEEETIRE
RS2 _ERIER

- EHEERE, R— S E=EEENKS R ARREZE, 4 140 F75K.
Z=ENMEEMRSHEN: TSSIREZEHEZRDTERANE,
ARG ERER, FMFENEARR. BEFDNBH, UREDE
BAEAIIE -

B, ERARECHEERTENRERE, SFOHXE. SWHA
XK. £FRERIEEE. HHCERRYN 1000 F5XK, BTHFR



1Em; REEEIER, THEAREERNZARETER. BEREES.
PARFEDADAENEWT, BFRIEEDLQM VIP REESTE.
EEXEESBEMEESRIERTE, RTHERTNEFARUN,
FARTESGEHRFENZAR " it " MEZEIEE.

EA—FMRE, UEIMERERAREN—MEEFANE. HIIEEH
AYERIRR T, SN ATZHRIRNAEZNERNRENGLE,
HASHAZARERATIAEREA. £ JARZAH " WIES, &
MPRRMER R RE, BEHAREENELIRTESANZEAR
HENEETE, RRYRZANULER . MEITLIEEFERIREN i
" MEAR, BEERIELSHRNINZALZENZAR, #HA
CEENEREHARAOE, DUEHBRBEZAEZRNZRM. BEH
REFA—NETUNEARBES, BEEHALHTEDNENE, )
BROEAEANEX—FHFARBEEESEBAFECIR—T R,

Established in 2010, ShanghART Taopu is the first warehouse-style art
museum in China. It is a complex space with functions for storage &
display, education & research, and exhibition & project, intending 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,
Multi-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 sqm) 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 essential 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



sqm). 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 sqm). 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.

Meanwhile, ShanghART Taopu enjoys excellent supporting facilities,
which include storage space, meeting room, working studio and
living facilities. The storage space covers approximately 1000 sqm 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 to 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 intimately 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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iEEEZ | CHEN XIAOYUN  (b.1971)

THETRBCE -4

Infinite Mercy 1-4

&5, &8

Bronze, gold leaves

105x156x40cm, 35x135x40cm, 70x190x50cm, 45x145x40cm
Edition of 2

2016

ZARRUB=ZARBMEERSKZEN—RIEEZEXL, BLER, BEER
FERFDFEMA R TN BERE, HEZARUGTRINBHIFRXT
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BFMAEXES, LT OE " RERE B8R " REEML " Wi " TS
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The work is presented and narrated in third-person point of view. The artist’s
capture is a detailed analysis of lightning, it may be nominal but not material,
may be material but not distinguishable, and may be distinguishable but not
meaningful. The collection of lightning, sometimes objective, sometimes
reflects a sudden gust of emotion, implies a twisted narration and mimics the
last dim light before memory fades. Lightning flashes to our mind as we are
aware of its power but we fail to describe its shape. Chen Xiaoyun's collection
is a certain kind of category, a gathering of crisscrossed patterns that tangle
with each other. It's an understanding rather than mere creation in this
collection.

Everything is named after lightning.
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B2z | CHEN XIAOYUN  .1971)

X4 2RI RIS
Intense Passion for Desperation
%

Iron
260x194x76cm
2016




T2Z | DINGYI (b19s2

+RmnE (AR ) 1-3

Appearance of Crosses-Ru Yi (Public Sculpture) 1-3
REW , AEKENERER

Stainless steel, spray paint

645%255%x55cm |, 485%x210x70cm , 185x200x62cm

2011

REBEE «HRNR BREBRTHEERENUR. =X ZNEREHS,
BEMNHFSERFLENRRURZARIAL " +F " FSESHRA, KRB
HAPERSE M ER TRNRRU RSB RRIAEL. &R KR B
HORTREME .

MEFFSEIIRNLRE, FSARENMNAENBNEE,; SRIEFS
MK BER. WEHEHE, UANEKKRFAELRATERER, SHERFIX
LN — BB AE L HERSIC IR S QS E IR E S 0k -

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 traditional 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 times,
the culture memory and significance direction would face to more challenges.




T2Z | DINGYI (b19s2

kR (+KT56)

Flashing (Appearance of Crosses - Light)
%8 |LED T

Installation|LED Light

600x615x3cm x 8 Pieces

2011

T FRTZNFS, EARERTHMREZNERES, EHT —MEE™
FZNEBRS. MEERKEE "+ ZEENTH, BEALERET
“t+z%F.

201112 B10BE2012F 18298, TZELESREMKERE " #
BEH-HMERN, TZ2MNE " ERBHT <RI (HRIT¥) » « 8 NE LED T
BHEAGKE 6x6m i "+ FRAINEEWE EEEANEMEL. "+
FHRETEEARS, UBRMIBESMNEMATAEERBERRNIME LSEHT
Fako KTHBIRIRLL "+ Zh AR RS, ANEAT 8=, £55 TR,
FREH—IS,; 2RUERKLD, THEX, EFERZE. £ /N
+F @ K+F T BHERRES, BEE M AOSHRMERNEET K,
REUNENBRFTHIRMEI T AHEEHN. 2URHWER. " FRENEK
5" mmeyik 2+ FRSIAERNOELEE.

"Crosses” can be found as a trademark 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

H‘ + ;I- +,-,_|-I;++_'+_

From 10 December 2011 to 29 January 2012, Flashing (Appearance of Crosses - ﬁ -'__ . ]

performance through recurrence of “crosses” and their appearances.

- Light] was displayed in Specific-Abstracted, DING Yi Solo Exhibition in
Minsheng Art Museum (Shanghail, where the LED light installations (6m x 6m
each) of eight "crosses” were fixed on its fagade. 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 centre 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. 28 29



EBANANE | HU JIEMING  (b.a957)

Altitude Zero

ZRONE | BaEE

7 B BED. 15 EBEMERSBMENURSEEIRE. CKRERE
SNAMES M 500 AFE 1 IERE

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

30

31

BB GBRBENTY B 7 HMRE LB TR EEER. 7 8L
HEF 15 MEE,;, BMEERE -1 Bxss, FXMN— NIV, LI
REMEE 140 ADEANEES, S8TMERREEALERELL EHES 7K
ELAL, FEWRELUTIRSAKENLT. BNHEEERT —MERIGHER
FHEEE LOMEMR, MEMANLTTFHREER " BREENR " KNET
o HEIMRRNRRAMEMARNGEER, BENERES " FHNETE " NE
ERHEENTIR, BKPRRESHAERR. HEmR. XAR. BF =M.
AR GRS, ARERBRITER, AERERIRTS; SUREHF, B
EXGEREEERFMNEE. BEE@NT®R, BTEmEMEHEAR
Wik .

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.



EBANE | HU JIEMING  (ba9s7)

i 3=2

The Remnant of Images

ZERSR | B

|[EYRXMHE  LED RER B3, BYlEsNE, PLCIERER . §
WIS

Multi-Channel Video | Installation

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

136 x 76 x 46cm

BNIEEE Plexiglass Box: 145 x 108 x 946cm

J&EEE Pedestal: 12.5 x 108 x 96cm

RE{TImE 1 Screensin Drawer 1 (x 17 pieces)

RETEHE 2 creens in Drawer 2 (x 9 pieces)

RE{TimfE 3 Screens in Drawer 3 (x 8 pieces)

RT3 E 4 creensin Drawer 4 (x 11 pieces)

2013

TERUE BRI RNEGR A RATEERETENNRI . EMRRFRE.
AHERMAAER, BNRALENER, ETUEHNAEIN. BESX
RS RRIE, BXEHRNHLISIZEGIRT H TR R4ERHETILR,
FERENER. REP2UNEGRRARAENMHSLIRIZ, SIERIBR
FEPERE, KRERREENNEXR, FROVUENINEZLEENS T,
EANISF 201348 B

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
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EBANE | HU JIEMING  (ba9s7)

XA B3R

The Cities in the Wind

SR | BREEANSR | B

14 TEBHM , WM  SEEEE

Video | Single-Channel Video | Installation

14 inch TV Set, Plexiglass Box, Metal Pedestal
24 x33x51cm

BHIEIBIE Plexiglass Box: 37 x 44 x 57.5cm
< B JEFE Metal Pedestal: 130 x 44 x 58cm
2001 - 2013

( USRIEF 2001 4F )
(Video was produced in 2001)

K—IKREXES B E it EEA L. BPLERERERENAOINTS (ME FRR) (&
BT REEEAKIE. XENEMTEESXERHNANELSE, thEHIMR
EIRNILIFE. B CERRZNAE> (2002 F) M «RELED> (2001 F)
—E, X=MERTUBEEME—NERY, REBGHARNESHIER, KB
HEMBCARRNE RNRXERRARENSBNESILL, BN SERERES
XA, FHBSRELAES, BRTREABZANER, BLEHNER
BRMASR. B, HHERESIN—DERNXRREZRRN LR,

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.

34




AN | HU JIEMING  (b.1957)

232
The Remnant of Images
XE M| 2RE

|BIZRSHAE , LED RR R, €BE , BENME , PLCERIZERE . &
WIS

Installation | Video | Multi-Channel Animation

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

90 x 38 x 170cm

B%= Screens (x 64 pieces)

2013
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AN | HU JIEMING  (b.1957)

EARRBEES

Invisible Dance

B RE5N

Free-standing sculpture, Stainless Steel
155x155x52cm

2010

(ERLBEEE) 2NIZH 2010F 11 B "ERERBAXKZAT " eIEN
—MHELENRE, EXMRZESZAREEREL, URBRBKT -1
RIREALNRFERSEN . XHERNBKFELIFES ABRBIIDEHN
() , AMXENMESERMNERXETEINKERNEE, LT
2007 FEENR (L +RS/LTE) R RSl i Emd 2 B X RRIT,
AN ISTEX AR G P U E LU B ER NS HIU SRR N L RAE!
o

Invisible Dance is the model of a sculpture project created by Hu Jieming for
the 1st International NanoArt Exhibition in November 2011. In this exhibition
marrying both science and art, Hu used stainless steel to magnify an atomic
dancing performance invisible to naked eyes. The abstract form of this work
recalls La Danse by Henri Matisse while its harmony and beauty reflect
fleeting moments in nano world. In the same vein as his solo exhibition
Dozens of Days and Dozens of Years in 2007, focusing on the relationship
between physical movement and time, the artist attempted to create a work
from a microcosmic angle, following internal changes of the world.

38
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AN | HU JIEMING  (b.1957)

BEF TAXLEERE
The Black Box Lab

290 x 1700 x 300cm
201

(1EaR/3%6)
(black box lab - part )
119 x 40 x 120cm

(BEF) THAZREMBREE—NERERENTLZ=EF, 725
ERFEESWZ=RNEBRRITRRLN, HEUAHERTH “TER " RE,
REANNEEFEBRSTENTREN, KEH "REF" PRNESEGIRLD
IMBGSLCR TR, FRESREHTINES, HUFETRING: ERR
NSRBI B S LNNEINT . REFHEEZENE AKX L RN ER
M. 2011 & “REF " NE—TREEWBARRNT AFEX LXE, =
FEZMTASIRRE "BETF" XRIEIHMEARE (2011) . 2012 LiF
WERERSIHMHTT

The Black Box Lab project took place in a shipping container where was no
light inside, performers and participants enacted their works, interacting
with the audience to put on live performances, exploring the possibilities of
perception in an abnormal environment. What happened in the black box were
taken by IR camera installed inside and uploaded to website, which formed
2 scenes of the same performance-the invisible but actual one in the box,
and the visible one broadcast on the screen which were filed to be The Black
Box Lab Archive. The first performance of The Black Box Lab launched at the
opening of The Futures Holidays, TOP M50, Shanghai (2011), after which more
experimental performances came up in Himalayas Art Museum, Shanghai
(2011), 2012 Shanghai Biennale.
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#ZZ | HUANG KUl 1b1972)

=

XERZ—MEO
Heaven Is Only an Excuse
®E|HB. TA. HERK

Installation|Digital, light box, miniature video
360 x180cm , 10 minutes
2009

(RERZ—NMED B—RJEMN—HIBEEEAN. IEFRIORE
RBETEEZLEIN—RBEXZENINERR, EAXRRENAS
RTELASKRS-EEDTFEEGNIRE . BEERXRREEMD S,
BIAHBEANBBEER, XTRANER. CEXEERFEEEER
RIEEX . BB ARZHAE «BH> NEGLE, NAEE—M#HEL,
XERHERNBINXGTEERE. £ HWE " WHEIRES, 58—HERK
HEA «B NEEXMEAETHE, BEXBXLERLETHEHNERER
EERZRE, TRENAEFINXRREGS2MHRFNIRION KRR .
BENEGAHACZNARE, XURBAFRBIER, IARRET S
—MMERE, EARETUAE—BEEPEMRFDERGE, BANESGE
MEMRRPEFRZEABE. BEL B BEEHS—IHEEN. 7
BEENEREER"ER " BRMERBGHNE—MSARUBRZNEREILSE
B, XE—MERENKEREI. AMETELNEEZFRXRRER
B%BERAIR, RERR—MED, RMNRABRERERE.

CRERZ—MEO»F2009F 9B 98" LiEM1979-2009" REREE.

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 time on Shanghai History
in Making from 1979 till 2009.

42
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ZEEL| LIANG SHAOJI  (b.1945)

%L 7K F 5! No.1

Broken Landscape Series No.1
®E | HEER, #H54, SFRIARE

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

BRxR A% Changeable dimension in exhibitions

2008

GELIKy RRBETE 2008 F " BELK, REENE " ERER. BMER
HEEEAR. KRAMLBEHNLAR, ZAREET "&——HK——# "1
MERE. BRIMRIITRITH «<EWLKERS No.1» NTRIERMNEEEAMY
BE D, XAHREREARBTRE WKBNNON—REEN, WTER
BIPHE, 125 B 1300 RE. XREHENE LML 80 FREHAK; 90 FL
BEREZRRRKAMEFEIRZIME, WEZRRARABEBEETENR,
B EBIERIFA R

RERZREUFERFAFARAEIREERES, MRANBCBRMMMK.
ERXRABULEEHHHNIER, EZERBNEE, 2ES"+RE. &F
BARTFOLENENEASZEN-—EFAER, XATFREFNEEEEY
H—FAE. BR, NERNEFTBAINZARKEESD . BROTPAR——
=, BH—SHEE "# ", BHNREGEH T

Broken Landscape is an artwork by LIANG Shaoji, 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 to highlight time 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.

4b
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ZEEL| LIANG SHAOJI  (b.1945)

whE

Snow in the Woods

Mgk, 2, REREE , B, AR

Willow branches, silk, burned keyboard, cocoons, wooden board
31x244x122cm

2016
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KipAZE | OUYANG CHUN  (bag7a)

THHE

Infinity Column

840x120x110cm | Column Diameter:8.0 cm
2016

(FTHE) h, BLEREEFNRADR, IR ANMEAIKFRE
EiCBMAM Mt FERNBERANER, ME—L, NREF, WRMUKEmR
B, XEMBREIEELXR, MNSHE—REEMHERE—R, (THE)
RYMRITENRE, KAEEERT. SETARBGREML. XIUE 4. ¥
EEM. DREMNYRB—RABNERKERX, —MAEAILEEF, &
AUZEMAERAREYR, "WR" BRTXMR, Ya2YRN2M,

Bt REB RS, SRHSMER—PFER, AMISXEEE
HENSN, BRERBRTAMNBEINNE. ERER, BEVEFTRAEEN
FREEMWEN, (THE) R\ TYMRMNEREENERE,

Some of the objects here are Ouyang Chun’s personal belongings, like his
laptop he accidentally dropped into water while bathing and the painting
board he used everyday when he was still an art student. And some are what
he collected, like the palanquin. These objects were random and seemingly
unrelated, but now all connected with a huge stainless column. For Ouyang,
enormous amount of objects are exposed and consumed in one’s daily life.
"Material” constitutes the world. Material exists in the form of objects, and
inevitably become a spiritual carrier. Along with enrichment of material in
contemporary world, the spectacle that people coexist with debris rightly
reflects our current strength, beauty and predicament. Infinity Column
symbolises the process of consuming of materials and life, inviting viewers to
experience the sense of poetry and deterioration conveyed by objects. Infinity
Column depicts the nature of various materials in the field of politics, culture,
physics and function through a stainless column.
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SEEE | PUJIE  basse

HiE 1-13

Producing 1-13

®#8 | REAH
Installation|Mixed Wood

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

BN REERARDDENBOESHE, ARANHEERREAEER
ERBERESE, M THAMRREESREFLXEL, REED S
HABMER " WRRMT, AHENRARUERINTEXRTEK, A
AR S AR W RRER " IER. «<BE» BETZARY " At
Sm T RENRR XERKNEMHESE LT TEROERN: B L2
S HNRIER, REITEZMHL "BRKX ", URRERE “IAR"
BHEPIINREFEMN AT DR ESE. EREREREANEN " AKRR ", Bt
HRZARMPEERETRE "~ SEER " N

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
time 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.
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BE— | SHAO Yl  (bagen

TAEERT

Nothingness Series

RE | WIR, BEREE, SHNREABAED

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~ A% Changeable dimension in exhibitions

2011

CFEHEBEIDERBRIHETH, WERTHNSHR2011FET B "MK ——
= MBHNER. B—NEFZAMEUTHTERS.

X5 «ERREI IMBEBEZARMNERET REMmE. AMDBEN
MMERIR, LBRGIRITHHRK, ENSZERROMBDSETZR
KPR L. BB—IAR " MIMEEE RN FTHRMNRIT ", "EHEBZARE
BFA, THEZBEALIE " REARXTIEROMKE. «THERID E "7
ENE M CARKRNE ", URTERHN KR BENL, ZARS5
AzwEN: BER. THE. TEE. THEHE. BFE.

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 entire
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. 52 53



BE— | SHAO Yl  (bagen

Exposure: Wardrobes 04, 06
EEF . RAE

The Old Cabinet, Photo
182x136x58cm, 185x96x54cm
2008

ZARBHENMGRBICEFERBEN, REREFRTHNNR, X4
KEERRZARNT "EYA " AFN—MEE, YRNEBEBRTHEM, 2
BT " BT " AR T W HEENRZEIRES.

The artist uses the image-forming principle to turn baskets and wardrobes
into cameras, shooting random figures and objects. This work refers to
artist’s idea and thoughts in terms of ‘photography’ itself by ignoring
equipment, process and the following status of involving subjects.
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Bs— | SHAOQ YI (b.1967)

BL &

Broadcast

MRS | BEIE 521, RERE, WE%BS5REFX—AH, 5
DEERBIR, URHEMBFTHE

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 x13.5¢cm

BRR~ A% Changeable dimension in exhibitions

2008

B> JRE 60 REL 1%, AN 60 REIMAM, IRERL 52 4.
XMIERTT EHEAREHER, BN I REERRENNRZ/E,
NFRBEHITEALS, HLBIEREXMMRRSHEETELERAILIZ. 2
ARB—TENREHREN &, S8R0 VHAENT BERNE, 4
20 ek, XETBEABNER—REINEMNFS, EPFASHREMAN
PRIASEORET. SOFENBNERNER, ERREEENE, H
PRRE XS

B %> £ 2008 £ 7 B ESHETEE— R "B FERREE. B
&% M7 RESWAERNEAMERVBEM, ZARES LELAE
VU, BEANEGRRE. SNHRNLEFPFEENRFHKERE
ML RER, REFBIER. B%. XK, JURR " EX " —\EXE
PRS MR X AR

Broadcast used to show 40 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 untouched, 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.
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ZB— | SHAO Yl (b.1967

2014.6.21

FAEHNREBIE  ZRNER ARPNFTE  AeIREFEHT
The Crushed Mirror Glasses by the Fist, Silk Screen Printing (Words
Excerpt from Benjamin), Handwriting Comments by Red Marker Pen
80x60cm

2014

ZARB—ESEFFERRPIH T EANR HMEFINKNZAREDR A
FTHE, ZDERERBE L, ERENBEHEER.
The artist SHAO Yi discusses with the young scholar Zhang Wei and

annotates excerpts of Benjamin’s The Work of Art in the Mechanical Age
of Reproduction. Then he makes silk printing on the mirror glasses and

smashes them in the exhibition space.



B3, | SHEN FAN  (b.1952)

K- B E =L
Landscape - Commemorating Huang Binghong

THEERE MBS ERE, Y2520 RFISITE, BFHEHER
B, —HENERE, INSZMRE

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

1000x80x500cm

2006

APK-LTERIy BHUEBR—HIADNSENIER. ZEES 5 K,
=I10K, 2K, BFFKE13.78 K. EEMH 2520 RTBIXNTELAMN.
BELREESER 10 PME, AN —RYNNBLTESE, L3 7 /06
MiEfT, XERRI2R. BERTBHUKERNERNEHIPKES,
TMENXAE; BRI RERRELE, UFIEHNBUNEHRERN.
LENKE. BITRETEHEFENEKNER, 2ARALBESI NN
BMHESRENNEMLYES. EEEMN L, RNBHZAREETA
EWH KT, BERBEME X", SHERZHHNOU, BNBENITE
LERRETHNEANMREB TR, XMMHMERPURHRALEHFREN
BT AEARMBRERR " WK ", AEAZHSLRN—FEE,

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 Gugqin (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 bottom 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.




A5 | SHIQING  ib.19s9)

LiBBEHERARZBTE

Shanghai Electricity Mall - Bicycle

XE | BITE, & x16, EEIESR
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

«EBEBEAFRRE RIlz—
HEASERABTZEFHOER, BHEFAEHHEENHKIESR, B
AT SERNIMNRNER, HREITARAXLEESNAMRBENBH.

“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 trigger a

better sense of internal short circuit, daily behavior become the concentration

and disassociation of the energy. 62




A5 | SHIQING  ib.19s9)

M1508-1

BW, Bk, IERY

Square steel, paint, dimensions variable
280x120x50cm

Edition of 2

2015

BREPERTREEEA=BEE, BXhmin, T, BREMRELR
EHRENIMEREIE, SENATARBETRESHENRNERR,
RN Mt RXFENTBECANEELRE,

The model structures with universal Chinese cities. These moulds of market,
factory, entertainment venue and stations of those daily activity venues are
compressed and juxtaposed together. It displays the inner connection between
production and consumption in urban conflict zone, and corresponding to
mutual shaping of social relations and politic space.
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A5 | SHIQING  ib.19s9)

— I RENRFEEFEEZET - 01
All That Is Solid Melts into Air - 01
BEEIARE, AL (EWFR)

Installation|Batten, Woodworking clip (F-type - Professional Series)
158 x 26 x 170cm
2011

CTERENARBEESIHNT T RBEIRBN—RESIAMSNXF ., &
HSIHEFRERAR—RINWXFEREFMBROIHLR  UENSXK
ZRBBRRFUNAMMH . EAREREADBITEZNERME XK
BE, ¥pm, REEFRENRHENER  BEHEERKSEMERN
=, FRTHENEPNE—UNE , BWRENZARENNAENR
A EREAREAARENBRAHEZRPNINESR  BIWEES
SALE  EFREMRBSEMEEAETRNRREDTNA.

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.
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A5 | SHIQING  ib.19s9)

S{EHL=S 1308
Climate Machine 1308
EE|SBW . ME
Installation|Steel, paint
2013

KEBEANRE EHIXSHREIE> NELES, ERBERNRDURE
ABEHENEN, SEERTEATEEAHMENESE.

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. 68
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A5 | SHIQING  ib.19s9)

HiXS&

Wuhan Climate

2 | MR

B, ARk, F#, BIWH
Installation|Video

Square steel, wood, wheel, waterproof cloth
2014

XANAZARMEMERN «<EHSBENRIG HEL, DRBSBIEAMSRSR
MERMBENNR, MERMERNE=S, SULZT@HTHHEEHR
MEFIHR. XE—MHRXESERNZERE.

AR S
HXERAENHBUELTFHURESREHFEEN=AKER, N=8
M LSARRREMTEMNERS,;, NSRNMHXUESEE,
HAZAEXMRETEESEL "BEAAN ", JEERZARET BHN
BHENG, MREEFEFZHREZEMER, NXPEXLEXE,
HREEREXNT=ZAREREXSHZEHS, MENZARATERRRT
XMERIFETHE, NEENAEEFEEARNBRNE.

SRS

5SEERN NN .
EXMBEBINYMNE £, MEEEHEE 5™ 8 AR L8R
i, XEAERRIHMNRA.

SEZE: MK

HXEMREEE, KII, JWILCRREHZA, SEEREHSRAERY
M TMAELR.

5ZR BB SENMME: RORBEXASHREEMS THEHE
&

EmX AT ER=E (RNBRHEH) Ko

B = BTN G + BN ERER 2T AD 3L + A T A AT L

EFEME =NOKE+BEE+RBRKE

TERME =HFIE+FEHEI%

Folt =/ \t2W+ REEHHFIM+BX 7 5XORIME

il




EmEEH
?ﬂaE@E%VEEﬁE’P““Bﬁ:’\'

RE=Fu LS
zJM’EﬁE:ﬁEE\, Fih k=518, BE, ZEMNS
XS R AORB R T = 1B 4L N Ih + B ES L
UE=ERNERINEF L,
b K& =KE SRIEBNBE
K& / SRE=NR, BE, EURESE EFHEE
XS R A9EZ AT = X O K D Sk 4 X K E
ﬁiﬁziﬁﬁﬁkﬁﬁl\ﬂﬁﬂﬂﬁ
cEHITA+RE=R MIOBER
EAURDNERES, AN B RIBRIDFT
BN AR =X RKBIES H IS T T R = B AN D SE SR EX R A
BHTR=XOKE+HIH+HIFER+REBXN B

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
interludes with the city space and the history. This is just the theatricality.
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
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complexity and variability of the social system.
Terrain corresponds to 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 Station + 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

That is 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.



B | SHIYONG  (b.1963)

517 - b=

Gravitation - Shanghai Night Sky

KIERE

SREER. FEPT=NRA. TmAR 9 IRTHTE. 56 NI

Light Box Installation

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

236x556x50cm

2004

B 2000 Fi2, MENOMERET KT "AUB5WML". & «3lAH——Lik
"By f, ZARN—REETHUINAOR: MPET —EARE TN LE
BEEEN, EETAERNEZREMEL. BERYWRABHIRI, RE
FRMOUENRRKERDES. DMK, XLESRUBE —BREIR
WEEHEES, MU MEETBESEN. 8EFENRTRARL,
BEERINEREBAN2UL. B, ZAREBEGETE—NTHHT
ENHENAE, MAREBEIRHNEREML. «3|H——LEBEE fBA
ZARRIEXNBEAR “WHMTR, R3IMERN BO HH IR, RE
EMLERERBUNBSEERYHRN. FEAZBTHNEAREEFNE
BE5HE, TRENLSLAB RSB

Since 2000, the works by SHI Yong have been primarily focusing on "illusion
and reality”. 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 tremendously 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.



HEE | SHIYONG  (ba9e3)

B&®EA

The Moon's Hues are Teasing
EMEE FERBWEE, mRRINFEHAME, SHREBNEE, X

JATE, =0, DVD RE%

Audio Installation|Coloured Fiberglass statue; fabric, button and other
textile materials; transparent fluorescent tubes, sounds, DVD device, etc.
4K Overall artwork: 307x142x186cm

F4K4 Main object: 186x142x307cm

A EEE Sound equipment: 150x28x20cm

REBK Record duration: 11'46", {&EIFIERL played in loop

2002

«<ABEA> B—HRBEEE. (FRAITOEM: —WNFNESBEMY,
TEEMLE; "FOHNEARERANHNBILCENE; BLRNBRESA
RE200Q2FLENFRBES LHRE. FRH, 2ZARET "SRR "
BHET—MREESL: EERERNSHAIRMmER, FHEAOSWEMIE,
BitE. Bi\E, MESABEEAINAERBYERRRS. «BBEA
EHEBEE—HEREMRN EER, HEBSERTE S, 2UWSL "HRE .
TEm . SN BEN AR T, XEWBMEKRT 2002 FESIEEME
BHEERXIX.

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?) 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.
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FIY | WANG GUANGY!  b.a9sn

HEME X E

Materialist
LR | RESRIAE. K

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

CEMENE> REBNEAEATA, FEBEBHINK, BET X CKHEHD
RELERINELS. X—FINER, ZAREBAUMETIRERLRSH
BEEREINIRSHE, FAZARBENARHES. BRERIEZEN
IRERKERAHEHASHEHANTESH, FAERELLMNRES
BN N BEE, ERBERCEITERRYEME. “/IK " TR ]
BEERNYREIZ, WEHIKR "R, SEHT —NRIOER:
—PHEAEN. BERRRESHHE LEFEFINRKBEE.

Materialist is a fiberglass sculpture covered by hulled millets. It is a
continuation 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 times, 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.
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EFIE | XIANG LI QING 9731

BRANAL

Concave Stones

BEEE | B

IRIEN

Sculpture|Free-Standing Sculpture
Glass Fibre

300 x 100 x 100cm

200 x 100 x 100cm

60 x 60 x 60cm

2010

«BRANALY BEARA 2010 F LEHERERIESSITEN—AE

m, FSMERKUNRIL, SEEERBERENTERI—F. ERAX
BBER  HHER T BRZTNERME, BEREZ THAXAUERZY,
MEAEEBAMIINIEIE, BEUKMR. FRELTZAR—RIONE,
BRNABERENE, B —tXNESHNENARREZARAE. RE
HEARNES, ILADRRZ.

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.
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@FIE | XIANG LI QING  (b.973)

B -MOCA HHKZAIE -4

Self-dyed - MOCA - 4

R, AE. WiE FIRE

Cotton thread, acrylic and resin Hand dyeing
120x120x120cm

2007

A% UR <% 2—RIEND LEEHEERBNER. 2ZRARER
BRARNEMFENAE, AFERERBEANEAL L, HBHRYN
LREETRENEAE. I—FIERREASARE, FENZARECS
Frifhy: " E «BER> XNEREPRQUEANEX, SESIMEROER
e " HROFHMERNARREL, SWERBERREREOFENZ
ARIRS BRI B RRAA -

Self-dyed as well as Line are a series of artworks which possesses a certain
aesthetic pleasure on the visual level. The artist himself dyed the cotton in
a rich variety of colors and wrapped them around a cone or a stone so that
the bright lines concealed their original forms. The artwork series appears
romantic and intelligent, just like the artist's statement: “In the installation
Self-dyed | didn’t hint on anything significant. Creating them just made me
happy.” Simple labor and brisk visual appearance help the viewers with
pursuit of relaxation following the artist's steps and open up perception of the
unique art appeal.
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BE | XUZHEN  ®.a977)

KA
Never Falls
W= BEEm

Acrylics, an aluminum coin
80x80x 10cm
2007

2006 9 B, CGKAED 7E «pm#EiTI-IinKIy FEREY, BN
H—KER 80cm NEFIEME—1m 120cm RBERE - FEETR
ME SR EIRE, ERIBPREEE. BEKRIEAN GKAED BNEZMNMRAE,

RIBERE, BETEZ N 50cm, EEER 100x100x100cm,  «GKAE>» &
HEMERE " HRT ", ETEENERE B BN MmN ERIBE.

ETFXHEROENME, RER: “HEME, —MEDERE, A2t
BET, EA2Fd8? "ZARE "HRED " SLELZFERMIBEN,
HFE R TR T R IEREE 2 AR E Lok T B 58 I IS AR .

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
into 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
its 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?”
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.
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R | XU ZHEN a9

B
Dinosaurs
RE | WA MIEEE. AR, WIS, SRR, REES

Installation|Steel, tempered glass, resin, Fiberglass, animal viscera,
formaldehyde, etc. Damien Hirgt + 54 Dinosaurs
B2 122G (FHAsH 6 MER)
Weight: approximately 12 ton (6 ton each)
1000.0x200.0x300.0 cmx2 Pieces

2007

B> 2—HAHREEANES, —RBEE—BIT, oEEED
10x2x3 m AEBAR BB R . BRAIIMEL BB B9 TR HIMESS AR, A EIFTAY
BOZARBENESTARZRES, URRTFTEFAWE. MERNFE
XkE, BR> WEERHENHNESEBRZ HFIEN 28> (HEF «8
FAE» ) KPR HFEN 28 ELHAREZNLERZRIERZ
—, MRFHHEEED B PR EEBRINAR, RIFTHREARN
EXHMNE, BARBTSELHITFHIRMBELMT R " BEE ", T8
EXX—HALMBHERNRIE. £ 2007 £—1H28 "NONO” R

RERHTXMHER, BFENRENXGERNITFN: "LEFENRE
B, FRULERHER ", BHBEARSELPERRELIN RN ERDL.

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 to 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. 86




BE | XUZHEN ka9

2B aam

Fitness

RE | R8N, DX, TRERER
Installation|Fitness equipment, motor, remote control
150%x155x170 cm

145%140x210 cm

165x100x206 cm

2007

XEYREES[M 2 ERAELENESBIMSISAMES . KRERET
ZEREBNEFNSHES, AERESHETRE, URARXRSHNEZBH
MMXR, ATRKEXNEDN, ZRARBHT —MREBRWE, FILR
BRE. XPREENT —PIEANMREE SRR R ETIRE N E R
%, EXLLMMEEABEDNRS. BIXMER, ZARARYESEH
PHHEEENPTARESRETER. REENRZARBEHIERAR
RATBER, WNESHEM, RERESFRZARNER.

—# B «BX» ZAR Artsonje (v, H/R, David A. Ross

Xu Zhen’s modified gym equipment using workout equipment controlled
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 routines 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.
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BHE|IXUZHEN ka9

BIAE

OkMyClub - Fund Collecting Box
plastic ball, money

121x121cm

2005

2005 F 5 BEERBITI/RER
www.okmyclub.com

-Fought Bill Gates in Guigu, USA, in May. 2005
PNl

Colour inkjet print

120x160cm

Edition of 5

2005

BENZSREARBRBOFENEZE, BRETTNE. BF. S5
ARNERT, EEUREATRBHEE.

T EAASRED

THMESRS R THELE, RMEREESRS.
REFBEBENRISERSEITA, TINABRKIAKRBRIE S
WE, XEZBERSANERNMERRBOMIEE ERH.  (www.okmyclub.

com)

we will collect fund to cover our project expenses of club, including air tickets,
accommodation and all cost of beating. we are hoping all of you help us
generously with money.

"My Club” (www.okmyclub.com)

"My Club” is a popular club set up in Shanghai, China. Its main activity is to
beat people around the world. All the people beaten by us are included in the
namelist of the club. This namelist will constantly be published on the club
website (www.okmyclub.com).
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BE | XUZHEN ka9

28?2 28 MN@S (1)
®E

Installation

120 x 240 cm

2004

LBEAPERRNAE, 2NH—BRVFUNER, - HHEHE
BRMRKERAR LEEEIBEMANBENRM, NRR—NRZNX
WA, ZRARUEMRTBENSEERB S LN BB ERMBAELT
MR, SEMHIERDEMIURE, LENFREARRRESST
FHXARA R, XR2MAE LISX BEAF R A E i BB
REETEAMNMNBELRBES R, AAEEPYEBEOMNIE
BTFROUSRNZAER, EERINEREN LSEANLELNZ
AMEBRBBRAER . AMEFARBAMNPAZELR, 2R BNBEXFHRR,
RHETERNBAEZANES AR,

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.
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BE | XUZHEN ka9

#r (HFRIFeRiT )
New (Hercules)
258x63x100cm | Pedestal 30x120x120cm

# (SRMHET)
New (Marsyas)
295x90x212cm 450.0 kg | Pedestal 30x120x120cm

#;(SHRNRER)
New [Marathon Boy)
317x66x177cm | Pedestal 30x120x120cm

FEA4ERRELT. KA. KBa. W Wk HEER. BK
Glassfiber reinforced concrete, marble grains, marble, steel,

canvas, oil paint, glue

Edition of 3

2016

ZHFENENBREGENSHENRGT, 2WHSHHER. BREOX
BAANGREEXPNRIE, MNIENZARNIMARKLE=Y, A,
XFHPRE(F PR/ T UE  REERIAMNVAEERE  ABEEEE,
WEET " " HARNEERE,

Wrapped in landscape oil paintings, sculptures of classical Greek style are
presented in a brand new look. Refined sculptures embody the beauty of
ancient civilization, whereas landscape paintings are nothing more than
manufactured products. This conflict, nevertheless, is resolved in New, where
everything is reduced to daily experience and are no longer distant. New
epitomizes the aesthetic diagram of the "new" contemporary age.




BT El | MADEIN COMPANY (est.2009)

E3E 201009103

Spread201009103

30 KRR SZWIEY  BFEEMNZE , EDEXEEY , URBERMERSE
1BY)  AIEEEHES

30 plastic plants, which include various trees, psammophyte, bush and
herbaceous plant, airbrush with acrylic paints

500x400x400cm

2010

M(EER Eig) . (EEZRIR) , RARBM (BLE) RIET TS
HR=E, MNZAREMENIREFLLE, FRACHEZRLN, (ST
201009103) RFRMAATRA “HMKZR" K "KEBR "5 "BRKE",
HRFRETR—EEAFHN "MK 5S5—REEF i~ NEAG, X
FRBESHAINERY, KEBEMEAN, ERRN=E. BN LS4,
FIETEEN . RBUNIERIRMN . BINRERRES. REWS, BiEE
FEIREIN . XRQMARMNMRKOEN—BRE, iR, “FE—R,
ZARERRNTREEEMES—R" .

From Spread in Shanghai and Spread in Beijing, Madeln 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.”




BT El | MADEIN COMPANY (est.2009)

E7E 201009104
Spread201009104
B , AGETRL, KTHE
Foam, acrylic, light box
350x200x400cm

2010

(Z3E 201009104) XHEBEERER (EX) EEHBSHURIIBEM,

—EEEEEEMERBEEMANBEHNAARASE R, X2—HF
LIEFREMYMOMEHRNER KM ASREERNN, — NEF , —HY R,
BER B ERAIIAE, MAU—ENANROEHR, BE—ENF. FEii
BY, SRMREAERARCHSE, BEZANEKERRES, EAETH
5. SRNENRK, BIMME5 T2 XBEEN. HERERAN. ZT/iE
HEAER, ItARSEEMAERE, AMEMYSTEZHRENN, H18
ZARBEE i X—EAEA, XMHER "BELR mAZ "TRZA”,
NEAIBE T X MEAEFIERAERY

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.




BT El | MADEIN COMPANY (est.2009)

EFE B-027

Spread B-027

®E | T Lzate

mEP

Installation|Mixed Media on canvas
Fabric Collage

210 x 296cm

2010

X—RIMERNEMFESREBT A EMERAERSHIBEER
7, BEUBZHY. XE. 28, HESHAMUEES, NmiRITEFS
HEBWENK. TEMRUEEZNZAMMME. HEBNPRECGEE
REZEM, 25WRRNER, RENEEIMN ZRAEERRIAH =
MRR.

The concept of creating the series of work is to continuously 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 to the constant exploration and attempt of the effect of artist
aesthetic.
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BT~ al | MADEIN COMPANY test.2009)

X -20120720

Under Heaven-20120720

®E | 4| | B LdE

HEIER , A, $R28AR
Installation|Painting|Qil On canvas

0Oil, canvas, aluminium plastic composite panel
137 x 200 x 14.5cm

2012

B 2009 £ ZE, RMABESHEUABHANSERINE " MKL "
LTIBRERZALRERNSHOTREME. EMENHREDICHEER, BN—
REXANEREIMRER, ZFHE, RBTSAYSINERIE. BEE
&, BREERNEBEMLL, BEERKE —EHIHNSWER, HIE
MERMEEISSSMAEDBR MR REEERHFNLE, (FRB
REPT ZARNFRAMZEIBRMEE, MRS R ANHMPXER
TR A T B XL BMTHNBE L,

Since established in 2009, Madeln Company has proclaimed to explore
a multitude of possibilities in art production in assembly lines with its
corporate system. 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 subtle relationship between material and its support is
artfully encompassed within reflection upon painting and activism.
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BT El | MADEIN COMPANY (est.2009)

AETHANEEDNEERE , BYSISZTH , FELEBRMEIE
KU , TTEEETIE RN

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

EE K, BAR, @88, THES, XERBEEY . BIRNE ., ASEE
=

Installation|Water, proteins, glucose, mineral salt, C-print on aluminum,
aluminum structure

500 x 400 x 20cm

2012

BRIMABUET —MUREAEN U2 "Em " AEmASHESL,
FAHESEA THER R

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

artwork. 104 105



BT El | MADEIN COMPANY (est.2009)

#

New

KB | AHEN &
Installation|Stainless steel, paint
402 x 130 x 110cm

2013

NESFESRTENMIE, NLENER, TRAAELRHEEMRERE.
WALz MM EE, EREAGRPTEE—MZENEE. EREM
R—EXNHNE, EMRSTRANZNEZE, NEMREXRR, b
EE£ABRAEMNM, MRBIZATHEEFSHREIAMm-
MEFBEMERD] < -NEW» | iIEMEU-EREKEHN, BRFREHE
ZEARMAMTEETNER. XMBEZHN. AREIRNERTE
BET-—EBFIVHANME, tRHE, BYRIX—BRTUNTY
HWEMMERCEA, SRESEWHN, HEMmEBILN, BE2HMER
HAREDLRZENEREY.

G -NEWY RIVEEEHZYRMNSHERIRMES, RET M
MEMREMFNNESLR, SEP TR HE. RIOTMAXIZW, 2
BT -—E5RARNE, BFEXNM, TEGEZMANNREES. M
REEMRENMARAE, AUBER-—MRNENERE.

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

106
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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.”
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BT~ al | MADEIN COMPANY test.2009)

HHEEEH -01

Divinities Community-01

B2 | BB

REfERAEE R
Sculpture|Free-Standing Sculpture
Polyurethane foam, spray paint
160 x 195 x 410cm

2011

BENWEALFZA " B BESHNGSME, RRATNXEER
BRI AMAARFNIE T —F " MERNRME ", BEMNNEEFLERE, M
EHHESHREXAER, HEEHNRRES.

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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BT El | MADEIN COMPANY (est.2009)

1 -I95%h

Divinity-Chocolate

BEYE | R

REEREEE, 8, BR
Sculpture|Free-Standing Sculpture
Polyurethane foam, gold leaf, spray paint
233 x 53 x 53cm

2011

BENEARHESH " B BESENBSME, RMADNXE(R
BRI AMIARBIE T —F " MERIRME ", BEMNNEEFERE, AW
ENEESAERARR, FEEMRNRIRES.

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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BT~ a | MADEIN COMPANY (2009

e

Divinity's Posterior
®E | =R, AL
Installation|Plywood,wood
177 x 252 x 150cm

2011

BENEARHESH " B BESENBSME, RMADNXE(R
BRI AMIARBIE T —F " MERIRME ", BEMNNEEFERE, AW
EFEESAEXAER, 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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&I~ a | MADEIN COMPANY  (b.2009)

7Y - aMBEXHSIKEIGER

Prey - Lin Feng Village, Xishui District, Guizhou Province, China
RE | B LEHERE

Installation|Oil on canvas with frame

126 x 190cm

2011

RRRENSE "BYERY ", BRE\ERMADIREOENEHNE, RAL
BBE. AMUKEHIPRERENRAFTEATSAHEREZNBES
W. EEEEZLEERTFROAEEL XAFRIE KB " XTHN
EZBREMA—FERTE, ER—MEESEZRNANAME, RN
ZARERBZENEFEXR.

The series on poor people’s home “Prey”, that uses traditional 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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122 | YANG FUDONG (1971

R

Blue Kylin

HRE |Installation

RIS 2EE:

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

— BB A hibernating dragon pillar (855 x 103 x 103 cm)
—RE7&FERE A Chenglu Plate (129.5 x 129.5 x 67 cm)

—REAEE SR A base (202 x 202 x 137 cm)

BERZ=HR 2 cloud boards (199 x 99 x 25 cm, 176 x 127 x 25 cm)
=R 2 pieces of small gravels (29 x 21 x 25.5 ¢cm, 35 x 20 x 27.5 cm)
St 84, Hit£9 37 1%

8 pieces and about 37 ton in total

2008

2006 &, MIBERPE MITHREEIV> BBRILURSES, WE~5h. ¥
MEHREDESRHIESAaMZ TR R, XMRETHTZARR, 2008
FHOET «B MBI > o R «S-BB > A3IMOEN, DRI —
R RL 20 SHNRGREREY, ABRAUGANTS, 2ENSAKRET
TERIFFIG; 16 RRBBEIEN, 10R T TABZGIEXGREN TR,
MEE#EXMITHNAREERR, REXHBAMBASHRRT. BT
RXARTHHRER «5 BBt | > NEZANNS, CRE—HAEBZAR
MENME R . RNBE—NFRREFIBREALLE, EXNERER,
BERBOBLMNMMN TRT, UIRATEESHBOES, EEREN
MIERXNEE, BANEREZARYINAXBHNRE

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 traces
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 to modern civilisation simultaneously.
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#1482 | YANG FUDONG  (b.1971)

WiER: BHEHRH _HRER
Yang Fudong: Dawn Breaking_Properties
2018

(BEREH) RHEREREFBRIUNERZME, ZRINTHHBEHRE
FEARR 2005 FAEBARFER RIBZEANEN—R TR, HE+SENEN
|, F 2018 FELBREREINTEE—BHAERE., ZAKE (BHERH)
NERBETXW. ZASREEHFTRNRE, FLUEEHE=a0E%
BERENRBENE—HER, GZNRSBRETHRLEESREEZRETHN
AR, MR, BRURRFNEBRALI, thET —ERZIRM B[RS
FHUXABRNIAILER, ENERRENH KRB BE=T/NRIELR
BERPTAOHUBEREEN TSI RARNERRS, I #FEZF" . "k
TZE" L "REZN" F. BRBERNGERRURSNNRERS AR
BICRRMRTRZONREAR, TREGHMSHENERZERZARE
WERURBHALILFB R “ZRITARE" NEH, MERXENMAE
B “RHAEIC” 2, BEREHENEBHZ—ENEN=+MFE
ZEERNTHENBPNSARR, GTEARS, ZSRARKBIER Y,
FROXIERHEENEEMENENEURNRE. BR. ZAREMENEX
SLERAE MEEX G IE AN REPEURI

Dawn Breaking is the opening chapter of Yang Fudong’'s Museum Film
Project. The idea of the series was first conceived while Yang worked on his
solo exhibition in Castello di Rivoli Museo d’Arte Contemporanea in 2005.
After more than a decade, the first episode has been fulfilled this year in
Shanghai Long Museum. Yang set the background of “Dawn Breaking” in Song
dynasty which was prominent for achievements in art, culture and science.
He also extracted nearly three hundred sentences of Nietzsche's Quotations
as the exclusive script. Live performance in the context of ancient oriental
history intertwines with the quotes of desire, and power from the German
philosopher. A modern interpretation towards the feelings of scholar-officials
in Song Dynasty is revealed. Two main filming locations set up inside the
museum have been developed into more than ten scenes, such as “Competing
for the Throne”, “The Deserted Pagoda” and “The Staircase of Ministers” etc.
The public viewing of the filming process and the edited footages presented
in the Dailies section of Dawn Breaking constitute the main body of the art
work. The artist led the crew of actors and the production team to carry out
enormous durational "performances” at the main filming location and the
other site, Pagoda of life. The “Dawn Breaking” Dailies section connects the
two filming locations and showcases fragmented video clips from the previous
filming day, which was updated daily on 36 screens over the duration of
filming. Differing from exhibitions in the traditional sense, the artist’s long-
term presence, the simultaneity between filming and audience’s viewing
experience, as well as the subversion of the definition of an exhibition, a film
and art-making have all been fulfilled during this grand exhibition.
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%352 | YANG FUDONG  (b.1971)

WER: \BXZoz—. (#Fakl) mRER
Yang Fudong: One Half of August. “New Women |” Properties
2018

EEEMERNBRZPREARNS X, BMENGR=EBIENEZANIS
HREXEFMARNNEMN AT —, XEEELWNEZARRBEENBIE,
E(\BNZoz—) f, BREER (MTHEE) SN EmKRSER
ERMBRIARESEMNSIAE L, EUEFRITRE. TESZEZEHX
R AE(HLE ), REBEESERKE . B8 | (GERITDBINRGIKIBE.
MAWSFR, BAERS —ME, 5—MIFR, BFG—UXTESLE. WK
DEEARENSNELTHNES.

Props are undertaken various meanings in Yang Fudong’s films. They're used
as crucial part to construct a theatrical scene also deployed as silent narrative
scripts. Those exhibited props were used in the artists’ two important black
& white films. In “One Half of August”, Yang projected the previous shot video
clips on the old furniture and building materials, in order to unearth the
relations among time, space and video. For their appearance in “New Women
I, the fragmented props tend to present a puzzled and displaced atmosphere
to resonate the poetic scene.
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INBHZ$Hz— EBEIIH One Half of August Installation View 2012

L HEMSREE New Women Still Frame 2013



4= | YANG ZHENZHONG  (b.1968)

RER: BXR, EEENERBRATINE
Massage Chairs: Then Edison’s Direct Current Was Surrendered
To the Alternating Current

RE | REBTMBMH. SR, BFEHss. EES
Installation|Machinery parts of massage chairs, iron frame, programme
control system, pedestal, etc.

HERS Pedestal size: 70 x 50 x 92 cm

HEERS Full size: 472 x 50 x 167 cm

2003

EXARED, 6 SPZERFRRCERRAMZRERY, HSEUBRE;
BEE, REGSEHTRE. BRENMDE, HEFETEHEEZEXR
RTENFEN, REGEREFIEERRNINE, SERPRERRBRN
ESHME—A " BR% " NFER, "BEX, BBENERBRHELTIRE "
BXAE EEBEITEFUNRLERBNRE, B2BENTEREIELAR
SYINSE: FSEEFI N4 B S EMERCENSEY , BEHEH, —KE
LB,

it [SEiCH, BN THIPEANE WER S, RIREMFRIEREE, BIFHNE ERTBER
A RERIC. 1890 FEBEFERLIMNEEMAIER, LB FHGAHIZ B, BB EIEFpriE
ST BIRTTER, BHARAIRIE, A LSBT LBER BRI TNEE " REXMFRIGEMIESAT
BIMT=ET " 7B " SF " ZbM " MR, BRRENHEHREHIULIR, R EERFIHAEDS
W

This installation consists of six massage chairs whose exteriors are peeled
away and soft fillings removed, consequently resembling a row of electric
chairs. Once turned on, they begin automatically and respectively to
knead and pat, producing a string of rhythmic sounds, powerful and even
delightfully energetic. With their skeletal configuration, the general function
of the machines, which aims at the relaxation of its users, composes a set
of "implicative™ contradictions. The title of the work, Then Edison’s Direct
Current Was Surrendered To the Alternating Current, in fact states how the
story of Edison defeating Nikola Tesla ended. The behaviour of the former is
simply preposterous yet suggestive of the reality: what is advanced, despite
being shrouded once by a vested interest, will embrace a bright future sooner
or later.

Note: The history tells that Edison, to defend the direct current that he had promoted enthusiastically,
took all sorts of actions to attack alternating current, including circulating the rumour concerning the
danger of the latter. In 1890, the American inventor bribed some officials in a prison in New York State
for execution of criminals by electricity instead of noose, i.e., the alternating current provided by Nikola
Tesla. It was reported at the time that "dying on a chair powered by alternating current is much more
horrible than a rope”. In spite of such disgraceful conduct that led to people interpreting “alternating
current” as synonym of "death” for a short while, its advantages were not consigned into oblivion.

Instead, it became widely used in the time of Tesla.

122

123



4= | YANG ZHENZHONG  (b.1968)

Left Right Left

2F | 50 2[4 44T Installation | 50 traffic lights
Edition of 3
2012

ZARUBBEIMNARZBIRE—ARNT, EEHEBR, ATEDTE
SERIENBCRENZAZENSN , E=EP—HBAEETITIRSBHD,
HHMIEBTARRRELHIN, A ETEZEE®, GRE—TRLERRE
BBMAEITAE “BEE" M "YU N0, EA—PRINLR, XHE=
NBRNFIMIRESEBEZEATEE, BENLES, BHERNMEZR
AT —NRRERIERIUBA -

Yang Zhenzhong adopts the public transportation facility which possesses the
warning significance, traffic lights, more precisely, the dynamic pedestrian
signal lights as his exclusive artistic presentation. Multiple pairs of lights are
lined up in a space, numerous red/green icons are constantly overlapped with
each other, like a group of people walking from nowhere but commanding
by “quick step” and “halt”, therefore, leads to an unknown destination. The
strangeness has been generated when the common outdoor signals have
been shifted into indoor, thus, the entire piece of work has transformed into a
carnival like absurd line-up.
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4= | YANG ZHENZHONG  (b.1968)

BiR
Blackboard

2R, REASBNIR , N

Blackboard, mirror stainless steel, reinforced bars
120x220cm

2009

ERENERZANAERORNE, HIRPSEEERDER, £2009F, 2
ARE—RBIR ERARE, XERHLEESSE, ZREEN (BIR) .
LIMENEER, SRUBCHEREBRETSHRET; b/ MM TZER
HRIE . EERFNREFRESREERT AR , MERFS KR E,
TRMENFREFEERER, M8 T SLEMIALER KB TIL-RE?
R ENE (ZH) NERESHBEN “MARMRK" , EHSHANKEE
RN AERMIN . MERFKUS RN AMSE, SHANIRFAIENEMR:
HIEMBRRRNEMAFHNESFE, SARER T RIESAXRE,
FERDWL,; AMEMEBIIERTWME: EH— P 2AZE, MREEMX
ANESR, BAANBEARE,

YANG Zhenzhong has always been an expert in the realm of altered perception
and optical illusion. In 2009 he created an exhibit entitled , displaying sets
of bars attached to the front of mirrors fixed on a blackboard. As the viewer
approaches the art they see themselves reflected as behind bars; prisoners
of the art. The barred mirrors are placed continuously across two sides of
the room instead of in fragmented on the wall. On the floor, iron stools are set
to enhance the disturbing illusion of being in a jail. From Jean-Paul Sartre's
well-known play "No Exit" we receive the infamous quote "Hell is - other
people”, referencing the idea that existing with others is our only hell. YANG
brings this quote to life, causing us realize the true jail; the true hell that is
our existence among others. YANG suggests we are already in such a hell, and
must see ourselves as such. Still, this dark piece is not without humor. One
cannot help but laugh at the strangeness of seeing themselves transported
into prison in an art gallery.
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K\ | ZHANG DING  (b.1980)

EE

Law No.1

EE|AH. BE. BK 720 R, WA K. BFE. B%. TXE,
BIEEPREBIEE L 63°, BBTRERS 200cm; FEEELN 1°;, AURERE
Hi< 600cm; HIKKRERE 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

£ R~ Full size: 746x600x500cm

2009

CGERE DRI 2009 FCEEINEN—E0 . KBS HISBERMARNEE,
ETEREPSENENEOMEERE. «ER H: BENKFKN CERZ 1D .

EETTBMNEETRER B2 2 - M3 HAeRBENUR—ENHSNE,
MEAER (R «ER D DUMIESSYRERERREL) - CEE D 2—
RRBURGEMER: FIEHo2REIENEE; PEERBRERENTE, WE
RUE PRI FRUBIE R 1R 3K, RKin2— MR tE S RATEEIKIE,
EAER—REEHKE. CER 1D HHMNETES ANRE. LEIBxX, mA
BHAE. EENANE. TANEE. AENKEUREMERNSELSNZ
MBRE "2 " FER " NEBER. ZARNEERESICEN
MR ZRIEIHEBRTEM, " IVOER "1 IRBITE T WA LE R UER .

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 belt
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 protruding
symmetrically from the middle; finally the third section is constituted by a
hemisphere starred with approximately 700 light bulbs, and a bottle of water
suspended on top of it. The law in Law No.1 is possibly related to dimensions
and proportions 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 extremely careful” and "being amazed and impressed” are what
audiences obtain upon their entrance into this work.
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K= | ZHANG DING  (b.a9so)

K E

Swim Ring

B | NBABRG. BE. A 5. 22, ZREE. SeEYs
Installation|Artificial marble, plaster, timber, shell, plastic track,
Ganoderma lucidum, green plants, etc.

250.0 x 350.0 x 350.0 cm

2012

2012F 6 B2AET7 A1 H, KEEMPERARENRBEILZKHO
U HBBE T NRRE. CBHRE hRRRREXT T X—EKH
BUANEYENMESMRRER, MARKEER CHKkE> X "HE "
BT - EERMRMRANSAR: EEREE. MAKEINERNN
BEFLEAREAENENRZNASTE, BT BB hHLEE
HEEM, BIIR “8E " NHAXE, XEPLOREENLEN " EE 7,
EAERNG, —EBRENEZRAEERRAEE, BNZARELH
BRI HEBFR kB RBEMAHR T 2RPE MHBELEET) ,
KERNALFEDP " XZES "M ABIEE T RR, RIEREEERN
Bef; MEEEDLEERNANREEY, NHEEZXDMESERFNER
5w,

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 to
biology and sociality, was interwoven 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.
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K IE | ZHANG DING  (b.19s0)

ik - RETFIPE

Orbit - Black Guardians

8 | 3mm REMIR, TR

Installation|3mm Stainless Steel Plate, Industrial Baking Gloss Paint
183 x109 x 70cm (x 2 pieces)

2014

PR AR, ESERAMASZRNNTE/\FEE—R, ER=VEHER
EF. ITREEMTENER, REUAEFNS LY, REEEDHFE——
X—EFERAEEN. AREFAFSHAALLES, fE. RAERES
NEE, LFEMEFTERRIEBNTIFEREX. FRUXENSEN
WAFFIA

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.
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K\ | ZHANG DING  (b.1980)

I - FREhE

Orbit - Black Orbit

3mm AEFEMIR T ERER

3mm Stainless Steel Plate, Industrial Baking Paint, Half Matt Gloss
191x111x100cm

Edition of 3

2014
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K IE | ZHANG DING  (b.19s0)

= HIE R ER
Control Club

®E | BER. XOBENEER. SEHMH. WESZR. 2950 PRI
A, UR—BPERI B EEH=E

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 x500 x 500cm

2012

GEHERD BANTNEEREEERNN—PEXNERES, BE
—NMEENFERIRKE, CEASRKENRESRBARE, HUESH
MEFRER, RRER—MNTERERIZEINEEGY. ESMEKE
LREANHREFFTRBELNERFT, —PTELERFHMEROHER
BETER. EXTPRYE, «<EHERD PNIMNSEESTHA, B8
BT X B XA S MEFER AR -

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.
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K= | ZHANG DING  (b.a9so)

BEZE -1
Sculpture-1

BEYE | R

RE AW

Sculpture | Free-Standing Sculpture
Stainless Steel

320 x55 x 55cm

2012

<R -1> A—RATFFEIE, BEEXER, EMARNOBEBEFRER. iE
ABRBEDRE 2011 FHMNRINE " AR " hNHEBNEE, SRR " H
THE " HERE " FRIRMEE " IXE, SIRHARNE. HERARE
FHARHFRIER. " REEX BN " L8 " IEXRES KA ER
MSE. REWT, (F° 218 " shER «BRE -1 IEABRE A SsME " 5
RTHREG BB, EARERRITTXA " BXR"HHRENPKRES.

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.
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=55 | ZHANG QING  (bagr

BXE
Tower of Babel

HEEXIFH I AEW (L 1.5, 88F 137 R

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

735.0 x 346.0 x 346.0 cm

2008

CERRE> BEBAGNRY REMETN, L 18R SEBHERENBE,
BREEEWNN, —NEE, —UES (TITH. @F) , BER
NEF, RBEEAFRLR, BHKEE R NE—BEL, 8EE
BEEBHN, SENHELEREH. N15E 182, BEFHANESE
N

2008F 9 BE 11 B, AN "RERE " ATANELE LSRFEREE,

XEEBRWEERTIIMIGN £, SBEMWALT 30 RZA (ARKTY)

8T, WHREEP 15 RUE, TR CHFRIESFEE. BFESXE
B, SREBRREMR. «BXE>» £1137 A8 FEHAESBTRAT,

REERZEERE. ZARERRT " REHHEHL ", FRENT -1 "1
fEM 7, BT W AERLBRRNES .

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. 140 141




253% | ZHANG QING  (b.1977)

w

Tree

EE IS8R Bk BRE BRI
Installation| Iron, Rubber, Lens, Granite, Paint, Flashlight
560.0 x 360.0 x 260.0 cm

2011

10 DRIKRT 27 FHBRGSLIRE B E — BB RSIR £, TRMHB MK
EETRTFON, WXTER 15 DIRINER A BRSNS ——1(F
AEREAELENRT. BER—MREEISERNEFE, HMNLEES
HEEE. RANEKERFNAHOBESEE T WE ERIBEYN; 2K
HATFHERZFR, AMNRELZACHRAIFERRANERE, MXHM
TRIRNITABRFIREFRRT

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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2535 | ZHANG QING  (b.1977)

IR 5], k. BEAN. &BF. u4kEE
Installation | Camphor Wood, 24K Goldleaf, Iron, Glue
X6 pcs, 140x98x73cm, 210x75x53cm, 47x128x29cm,
43x92x27cm, 135x130x91cm, 128x95x82cm

2014

BENER «E..ZH AHBESENBERIEABHEEMINEN, £—
MR EMHOEBEBRES TRRAEFENTHELREREL, MG
RBHT REAS .

"Before ... "undertakes the entrusted Buddha as a medium to authenticate
the belief, ZHANG Qing implies that the performability has been exuding from
worshippers' behaviour in a psychological state under Buddhas' surveillance,
which signifies the reverence to Buddhas surpasses the devoutness itself.
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=35 | ZHANG QING

WaTF

Sub-Surviving
REEZEEE

Two Chang’An Microbuses
600x200x220cm

2006

(b.1977)
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AgkdE | ZHOU TIEHAL  (b.196e)

Un/Limited
BE|ARTR. AER 146 . EEL—A

Installation|Wood board, 146 white ceramic tiles, a set of showerhead
15.5x 122 x 197.5cm
1998

1998 &, EES FERNBEZRK—MFEH SR Un/Limited IHE, FHi&
BELEZARERBEPRRER. AEENESI Un/Limited 3. AFE
BENIKZEIR: " WIFIREMAHNE, 825 Un/Limited IR 7.
BEEIE— 15.5 x 122 x 197.5 cm MEAFEHAERE, FLET7T—4
WAL, BT —NMBEENE. ARG T —MEESEHNERAD:
BN EBEMNEBEISID. FERUHLEEKSE, EOETAESS5ED,
BRELFREREREREFREAARIRR.

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 intended 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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0 1 ZHU JIA - basea)

iz

Forever

FEEE | ZREMFEGNES. BYHN. DVDH

BRFE, 2716" BEFREK

Video Installation|Tricycle and video camera sets, television, DVD
Single channel, duration: 27°16" , played in loop

HEE RS Installation size: 288 x 92 x 105 cm

1994

Ky BARMRBIEBAERE. MERT —aZXFR=ZKE, £
ANBEBEENEEE=-RELZLNEFEL L. MERLFEERS, BENE
BTIREHALNRG. BREMNRREHTBERES. BRNTE,
MABEHEAREKZ . MXREEZEGNEISE—REEHFS.
ERZTHT 199% F, FA—H=EEFRFENTERHIRRE, WiFm
BEANNNEANESEZZANMERE . £ K>, ZRARXET "B
BRMOESURERZENXR ", BIBEEGNBEEL L, BRT AR
FMAFHES, SUREFRZEGNNEENNETARS . X,
HEMBNEZER2—BEANEARETEENNIER, B, FEXE
BHE—IMFEMRIMMER: KENEEFEMKETNEBRFERRAE
—i2, MM ERREENILEEN T RENMNEER.

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 controlled
mainly by traffic on the roads, leaving the viewers dragged into 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 times 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 into a same
fabric where unusual experience is reconstructed after disturbance of
audiovisual perception.
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B | Project

HRSZAX I =Z—:
“62761232 HRiERE "

2010 4], —iBENTEHREEXINNAZBE RAEXHEERN
BE. XERUETZEBENITEHE, 6 FTRIZHEE 62761232 &R "
MER, BHERBERMBTENLE, HEX—YRZREBHXIT
—FENUARERT . 6 FEBRITFAXEEF, " EEANET  HWFEY
BRESHEFRNE. 5. MEIKIE, TEETLAEESEDHTHERA
LREZAXMEHZAITFT —FAENBE ——UNERERFRES
BMXEERHIKE, UEAR—RBENEREESNAEE——8RIENS
EIMEESHE.
RISEIR: 62761232 IR
RISATIE: 20049 810 BE 2004 F 98 20 H
BREARA: BiRFP. BERER. 8. 5. RE
Bith=: L&
Fh: EEHEZARKBRERAT
mi: KHRR

B XPERENELR "I HER, BESEFE—TMHREQTINB
ESB. URIABITXANBEESHE, —MUBRHRIIEXD " BYE " XH
MAREAIBIER — N —NMIHRKAWRE . WA ATEE @S (LiEHW)
XA " BB R " kE. EREZARNERSAR A LULYIEESHE
B RAEF 10 - 5 NMUBREFTEXLER, ELEBILX. ZAR
AR 15 DN RIRELMBEAT .

#H: ZARBELRS, RECERNFEERAZN, BRENERESA
B 7&$E 500 7T

ZAR: Bk HREE BREEx T2 SERE CER BN KRS [ 48
NG HE BH BE NEE TR 8= TSE 2H FAE e X
EZ AR B—EE AS REBRE IXE QAKX RE REBHER B
55 BiRT R KR =5 BES BRE BFE K2

REBER: BzF BXE TEE £0H ExR BUR REE HEE X
B OSH REKZEE TEX BT A5
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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

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
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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 title
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, SHAO Yi, SHI
Yong, SHI Qing, SONG Tao, TANG Maohong, WANG Xingwei, XIANG Liging, XU
Tan, XU Zhen, YANG Fudong, YANG Qingqging, 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



B | Project

SRZARAX I RZ =
CBRAIBBE -- DEERERMEREZARR 19967

BRER: BRIk —— DSERERMEEZS AR 1996

BHhR: EEESEARRUERTRT (WA LE@XEEARZRE LS
&)

REGETE: 1996 3B 15 HE 25 H

ERIEERE: 1996 E38 1BE3B 20H

ERIEESHS: 0086-21-62413745 (T Z) , 0086-21-62121413 (AEE)
EFEIA: NYAT (hD) « T2 $6E. BN, A%E

ZARK: H 101 NERRRHAE

BA: ZRTBAE. IDEAL COPY. /N\TFIRF. #JIIEX;

£H: ZHOEEET - B ERS. BRESRR. BZRERMNIIKE. HERE.
BRI/R. IFRPE. FHRANUR. BEEEIH. #5086 KTE
BHRIR & {5H/RARER;

mEX: LEERE. WHERLk. B PR BRUHRSEER MYAL. 4
BRITEZ. BWTHETRMHRE. RS EE. FmABEZARHO. WIRH.
£498-G-717;

T BST-ELFR4N. BBKXGSS. BiBfe/Eik. DS B4SHN. #H8-8HF;

BE: BiERE. WS B RIS EIME. REMSS RER + JUh /RS,
B2E RSN - BT (T3, RHITEY / BBRIETEER,;

EE: B R=mirPER. BEFBRAF. BAA;

LERIB: hIk. =BT,

SRARII: &-8UR. 168 T84S

BEAA: FAERRAE. B REEE,

RFF: fE/R. WS-EEL. BETRER. B,

BT WSS BEBKRET. DREETAETNS 1 S5,

BE: BREKRHKEER;

FRSE: BT f3kE= 35T H,

BiE: 17T,

BIF): AR ARER,;

FERR: T 18R

PE: —I. FME. RAS. BRBE. T2 58 RE. 2. B8,
NS, BBREER. WXT. BEEL. KRB, =K. HE KRR &,
B, 8. T, @R BB B0 Bix. BRIEB. KEIL. KAE
B, BXEE. KRE. . BREE. T, BB, R BEOE. BE. BEOR.

156

157

RB4E. 3KH. K&

B "62761232 (RiER: —MHAZAFHNXHIR " 2E, ERARER
EH#MEY " SRZAXEIRZT: LBEBEERMEEZRRE 19967 " &
HRE"BET"HRER"8FZA, HE5AR. RUFRURKAMERHEKXAR
HE. KMXAIREASHNEESHAUZL: NMEIRLEE, BTiLR "ER"
HR RS MR—MEFIE, RARXBPEREEANARBRT R,
AmEREITURENAARBERIY T ZASERENNXE; NMEXE
&, BNBRUBRKHMEAE, ERUNRE. JBEEALEK; MASE5AR
k&, HRFEHASTZ, TEER T —HKEIRE 17 PTERENEARR.
RITMURZENNEEZRIER . MRBERRT L2 N EARNERS S,
15 BBEREHFE. BERNRER, EEEMZARIIZHNREZE
WATHRN—ED. B, "EER " OXEMHAR, K" RER " XD
RZE, TRTHREBIUR, BRSEN—TMERBHERXR.

1996 &, YMEBREMA MRASRE. T2 BHBELEBZARIN—E
WEH T REN, EEX—EBEEREAREBELNEARMIERAFREZ, A
AXBR L EAEEXZRESHRENBREE. BANEENT 1970 FE4
REZE, BT 80 FRFRBHIEREM,; B, EEBENT —MZAEL
RN " HNRE—— LEEBEMEEZ AR 1996" ERESIRWET
A, X—BREARARTZIRNFY. SHRIENE, BRABMRER
BATH, BEBRAR " ROIBKE " AR, RNDBEXNMEFERF,
KERBEREREN. TR, MXAIENMEXBTRFERSFTEZ AP
M2REHTAEEEREZANEE. A3 B 1 BFR, ERSHMERANE
ARRMNMARBRAMEEEREXET 25RHKERPHEENL (X
BREIAR EBZARKPNENKES) , ZARNBESRKIINEEH—
BHBIEELNERBTRIT. REXMSIFREN 3B 15 BFKE, BEE25
BERE, RTERERMBEH T XTERAETHE. SHISBUAXRN
BRE5XF.

1996 F2 /5, ERTMABRSERERMBANRBRRESIHE, HELT
FERAEENLNNAE. LEX—ERNEEEEZARALMKAESERA
H—REEZAR. 15 FROEBESREEREZARERNARSEREE BIFR
B, JURHEK. @i, 9. RE. EREEBEXEERG, WA —HEK
B EZENZ AL 21T, BNEERRYHKRINFEEREGFURES
X, BFEER. MBRA. TEE. REURBRFRS.
EXF, AIAENNEIH, HNERM, XEJREENHENER. =
NHELRSMEHLN—ED. MERNXEEE. LRARE, FHER
RATAHE—DPHARTENLE, RNERSBENIXZ —REBIK
REFE.

& 2011 F6 B
(ZXBIEHEEANERESEEERARNARS TR



Contemporary Art Exhibition Documentation Project Il:
Let’s Talk about Money--1st International Fax Art Exhibition in Shanghai 1996

Exhibition Title: Let's Talk about Money — 1st 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 Gallery, Western Front,
BIAN Yizhong, John G. Boehme;

Holland: Auke Wassenaar, BBKxGSS, 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: Vladimir 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, JI| 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 |, ShanghART Taopu is pleased to present

Contemporary Art Exhibition Documentation Project II:" Let's Talk about
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Money - 1st International Fax Art Exhibition in Shanghai 1994" . 8 years
before the Delivery Exhibition, the Fax Exhibition was staged. The two vary
tremendously 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 at
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 manuscripts.
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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



B | Project

Wik : RER " REWNTE " BEF
—— "B " RINCRA

MIRRH CREE"RENTH " BEREF—— "HREARE T RIERAY 2
XF 20N FREFEBNHEKRZAED " RENTH "M " iBA#E "
RAERA, 20011 F 9 B 5 AFEENRERT RIEN .
TARRNTERLEBZAREE (TH. 8. A5 BiRH. RE. B
REE) BRAFMTICTES. FRF201MF28, HHIANEBE—F, X
EXANIME BRIDFLEHT. " RENTHE " XPETEMEEEFADRE
B ZARNESRARKNTEBES " XOIE. X—REBRIERZ
ARITHP—MERE, RPSREARENMANMIREDTES. SENE
HEEHFNOTHESE. BREFXRIFDHRZARNMNEZZID (M
HE) KAFTERYFEARRIAER. ZARMBHEL. XHIFLO
BARREZZAMEZNES, BEHNRRE(RE: XAZUERNE
ZIRPEATARELRBLETHRGERIE. CHRESHNZAEE,
EZEMBSN, BERADE, ESER, ESHKRMN, BNSXHLT
ANSX, BEEGR—TRENTH, —MRENER.

CHEEARECERN T ARRNTE T NESRE, BREANX—ESHAG-
EERNUT LEHANBEEZARRNY—FAE, CRARZARAEINEE
. M201MEFET7HE10/, "HHBARE " BRELEDR IHANTIER
XAGED, HEREZPIXHAE: 2R, XF. K. BF. BR. §F;
2HHNEIES: BR. RE. BFE. SHBEE. 103 ZAKRE. A
BESE; UREMXUEMN: ZAR. BRIT. FA. ERR. EFHR
FE. BESE. £ RXRNTA " —FUR THEXE " OTARHES,
WERF BB RAEMER. Bi5EN, IMCREEDEAREERN
ARKRENS

BRIRHNRILCRABE TS

— AEEREMTAH"HEF

Z. MFEZE

=. "HEEAE T —HES

M. R&E1

h. CBEERRE T THE®

N R&2

t. UBEAR T ZEES): CBROHFEN T BRE

162

Patiots: R “HADWH” WP,
"R E A
Yiny Lhenehong: If you disagree with "Future Festival” plosss

raise your hand ,
"TOP Eveats” documentarics series

9/5-10/5. 2011
Yang ZhenZhong sola exhibition

Fadiel g
SargART Toom EHEMNE
LET]
wp Db 2l Wb
O LB 00 GH= , I e ey St
¥+ S5 A

163



"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, etc.) 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 topics
we were used to or an inertia 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 “Future
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:
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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”



B | Project

BIRMED

2007 F BB ENEREREER «<BBABTHY , BMTENBEELEE
ERRESS, —EARNPE 24 /NBHEFRALAEELRBESN
by, EREE: KR, B8, |52, KE. KE, UREMBEBEZERMN
AR BRI EAL. KRB, NERE. XERIINMEERR, BREXK
TE, ERENRE=N. «BERHNEDH HENHAREENBAR, MR
EEENZAR. WARAUSHHBREERNENBESENENZAR, B
B BRMET " NEREEITE, K T ERNEDH " KRRE.

“H#BTH " M supermarket IRk S, REHN) T BRHH " NREXE
FHEGD. #3534, "E8h " RFeEAMAMRAFENAE, AEtNERSE
PREY R M AL INEL B AR E— 1. «BENED> HIERAERN =%
ARIBHH, ST HAZAREBR. BRISNEXR. AEBENEBIRE)
BEGAMNEBIET  BEMBH " HE. «BEENBH SHREILEXFESNE,
—RERINEE, MRERRN «EEANBH EREETMN—REHE.
EERNRE, "BRMET " BRREERZE, B—THRAEZKBERNK
RIMEETIhEER=E. =ERR T EENEBABNZARIARE. T2,
Ak, B BERESAMERNREFR; HE. RALENEZ Fm; UK
B B3k N RMABNEENZAN RE. EERNEBH AR,
TBLERAEMAI D LR RER G, “@h " R TGRMEES. M. K

BERS-

166

167

ShanghART Supermarket

In 2007, ShanghART Gallery participated 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, it 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 " #85 (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.
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