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ShanghART Gallery is pleased to present Chen Wei's solo ex-
hibition “"Goodbye” from September 7 to October 20, 2019. This
exhibition extends the main theme of his previous show at
ShanghART Beijing, 2017, showcasing his latest photography, in-
stallation, and stage set installations.

“New City” is Chen Wei's ongoing project since 2013; continuing
this project, “Goodbye” depicts and represents some moments
about leaving and separation in “new city” by the means of pho-
tography and installations. As two chapters of this project, these
two exhibitions interpret reality and imagination about transiting
city based on personal experiences of the creator. Chen Wei's
works start from building life-sized stage sets; he juxtaposes
double spaces to extend the on-site feeling: one unit is dim, while
the other is luminous. With the absence of inhabitants, the theat-
rical stage infuses the “white cube” space with an unstable tem-
porality, then constructs a scenery from the blurry boundaries
between the illusory and actuality.

Seizing the flashes of living traces within the urban metabo-
lism, Chen Wei uses photography as the medium to represent
the changes of external environments we confront: a damaged
basketball field, a bust fallen to the ground, ice melting on the
stairs, beverage spilling on the platform, unbroken eggs under
the stones etc.. Not limited to the binary attributes of personal or
public spaces, these easily recognised life objects carry a spe-
cial narrative. Human figures, rarely seen in “New City” project,
make an appearance in this exhibition with body gestures that

indicate an absence of certain personalities. Meanwhile, the
“Brilliantly Lit Lights” is flickering, with its function removed,
while the stage set installation behind the wall - “Goodbye” re-
produces a living space suspended in time: the dim yellow light
leaking from the half shut rolling door washes over the empty
room, a mobile phone still connected to the charger... Chen Wei
captures and rebuilds a sensory theatre after curtain call, like
an unfinished suburban construction site, hollow and difficult to
speculate its destiny.
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Iron pipe, terrazzo, glass, Led lamp, controller, power supply
148(H)x136(W)x136cm | Light 198.5x136x136cm

Base 120.5x120.5x12cm, CW_7704
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Soft Transparent Glass Plate Stainless steel, iron, wood, acrylic, motor, controller, copper coin, sponge,
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Chen Wei: Goodbye Q0&A

Q1: The exhibition title is Goodbye, which is simple and slightly sad.
What kind of a story is being told here?

CW: Is it sad? “Goodbye” contains a lot of emotions, but we shouldn’t dis-
cuss it within the context of emotions. So what it means to me is simple
and clear, without any sentiments. At this moment, we are only discuss-
ing “goodbye”.

Q2: Two years have passed since your last exhibition with ShanghART
in Beijing. What is the main theme of the exhibition “Goodbye”?

CW: Both the exhibitions in Shanghai and Beijing belong to the on-site
presentation of the “New City” project as different chapters. “Goodbye”
consists of three units: photography, installations and stage set installa-
tions.

| am trying to depict some moments about leaving and separation in the
“new city” through these works, as well as the unfinished construction
site, and grey areas. They are also discussing the relationship between city
and self, including the definition of city in reality or faded imagination.

Q3: Your works always start from building life-sized stage sets, and
then construct a narrative environment with blurred spatial bounda-
ries. Will this exhibition also be presented by the means of photogra-
phy and stage set installations?

CW: Filming and installation has always been my fundamental creative
methods that interact with each other. For example, | am known to build
stage sets in my studio to film what | call installational photography; you
may have also seen on-site stage installations in my exhibitions that are
based on my photographs, which can be seen as photographic installa-
tions. This exhibition will continue this presentation format.

Q4: “New City” (exhibiting this time) is revealing our imagination of the

city and its shifting urban conditions. In these works, we can see traces
left by the transition of urban life. What do you want to convey through
these traces? Is it sensitivity to environment in transition, or observa-
tion of people’s living conditions in the city?

CW: These traces are “revealing our imagination of the city and its shift-
ing urban conditions.”This quote is the answer. Therefore, these sensi-
tivities to the environment or living conditions are all included in this de-
scription. To generalise this project is to provide a better entrance for the
viewers. But for me, the problems | consider and face are more specific
and unspeakable. | cannot talk about “living conditions” because that's
too grand. Of course | hope the viewers can respond directly to the works,
because what | want to communicate is all delivered by the works.

There’s a work in the exhibition about stones and eggs. | only took what
| saw in the real world and made edits. You often see these bricks laying
on top of boxes of fruits and eggs in the grocery markets, left behind by
people. | wanted to narrate a scene where a boulder is placed on top of
a stack of eggs. There's enough language within the interaction of these
objects. There’s no need for further explanation.

Q5: Your “New City” project has been through two chapters (two exhibi-
tions), has the theme changed since you first started the project?

CW: | keep following the initial clues, and adjusting my course along the
way. Because our surrounding environment changes faster than we can
imagine, and creative work may fall behind. This project started around
the same time as “Noon Club”, which was 5 to 6 years ago. Things have
happened that affect the creative planning and process. | had to move my
studio space several times, and I've visited houses or entire villages that
have been evacuated. All these timely elements are also included in the
works presented in this exhibition.

Qé: The exhibition title “Goodbye” is simple and straightforward, and
some of the works in your previous solo exhibition are also titled in the
same style. But this slogan style title only appears in works “Goodbye”
(2019) and “MIKE” (2016) in this exhibition. You said “to some degree
it's more like creating with an invisible literal text”. In this exhibition,
what kind of “invisible text” do these “slogans” imply?

CW: | did say | consider my creative process a kind of writing, with its



roots based in literature. In terms of the subtext of the exhibition, | think
it's better to keep them to myself.

Q7: In your previous exhibition, works “Wonderful” (2017) and “One
Dream” (2016) gave the viewers a dual viewing angle (look in/look out,
peek/reverse peek) to observe the appearance of “new city”, while in
this exhibition you positioned double spaces in your site planning. Is
the expression extruding into another dimension, or has the potential
context been changed?

CW: | didn’t intend to design a space that divides the external and inter-
nal. It's only during the planning process, | felt like the white cube space
of the gallery needed a sense of expansion. In terms of “private” or “pub-
lic”, I think when the characters are absent, these definition leaves with
them. | am more willing to highlight their instability, which is also a qual-
ity of the stage. So the “New City” series is full of scenes of theatricality
endowed by this“temporality.”

Q8: Photography is used to capture and represent momentary feelings,
to construct living spaces suspended in time; whether it is silent or
noisy depends on the artist. However, whether it is the scenes of rev-
elry in “In the Waves” and “The Club”, or the “New City” series, your
works are always suffused with silence. How do you set up this sound
free atmosphere?

CW: Silence is part of sound. Essentially, photography is all about the pa-
per, which physically does not allow sound. In this case, the only psycho-
logical cue is caused by the visual. Reading varies from people to people.
To me, there is distant noise hidden inside the works; therefore, silence
is relative. However, | also hope my work could calm people down and
allow them to re-appreciate the scene.

Q9: You chose distinct objects as main elements of your work, like bas-
ketball field, stairs, drink blender, bust etc., and they’re all presented
in close up. Why do you choose these specific objects? How do you
shape the space through maximising individual objects?

CW: The choice of scenes is more diverse compared to previous projects,
which is also part of the plan. Scenes of architectures, blocks and street
corners scattered around the city were adopted, while more perspectives
on a smaller scale will gradually emerge to enrich the level of language

and rhythm of reading.

Why choose these subjects? In fact, they came to me. Nothing comes out
of thin air. The selected objects are very ordinary things with references
in every corner of life. They convey different messages under different
contexts. Therefore, all | have to do is to reset them on stage, and let, the
narrative of their natural settings sustain the work.

Q10: The bust in “A Stranger” (2019) is actually the same one in the
installation “Wishing Well” (2017) from your exhibition in 2017. Is there
an intentional connection?

CW: Yes, | had this shooting plan when | was installing works for my
ShanghART Beijing solo exhibition. The original idea was to photograph
the statues scattered in the pool. Due to the relocation of my studio, |
made some adjustments to the plan, and the language becomes more
concise. The work was completed at the beginning of this year, so natu-
rally, I included it in this exhibition. It seems like | made it on purpose; in
fact, it's quite the other way round. The environment can change many
things.

Q11: “Cold Drink” (2019) is an attractive work in terms of its colour,
and the story inside the picture. Viewers may have widely divergent
ideas about this piece. To understand the story of this moment, could
you give us some hints?

CW: No hints are needed. Never underestimates the viewers’ eyes and
their reading ability. | release the complete information about the work
when | set up the environment and subjects under the context of the pro-
ject “New City”, which is the reason why it’s so attractive. A drink blender,
a glass cup, spilled liquid on the tiles, the unmanned counter... No story
is told about what has happened except for the state of the objects. Some
information is always missing; the absence is precisely part of the work.

Q12: In “Rock Court” (2019), “No.62” (2019), and other works from “New
City” series such as “Tree” (2016), “Lost Hotel” (2016), the objects are
all located relatively close to the center. When do you choose this sym-
metrical, centered composition?

CW: I'm inclined to the symmetrical form, and helpless with obses-
sive-compulsive disorder. Even if the subject is not centred, | will set up
various types of symmetry. No exceptions.



Q13: Spheres can be seen in some of your works. For instance, melting
spherical ice, spherical stones on eggs, spheres [maybe balloons) be-
hind the door... These nearly spherical objects are rarely seen in daily
life, thus this over sculpting makes the stage sets seem more untrue.
Do you have special considerations about using spheres?

CW: It seems you're right, spheres are not rare in my works. But spheres
are very common in life, just like other little things around us. We do not
notice them because more than half of our daily life is compressed by the
Internet. So there’s no specific consideration; sometimes it’s for fulfilling
the content, and other times for completing the installations.

Q14: You discuss environmental and living conditions of people through
objects and traces. Comparing to the “Disco” series, which directly por-
tray people, what'’s the difference between using human and objects as
subjects? Human figures in “New City” are often invisible, so why did
you choose to include “MIKE” and “Two Lights # 1004” (2016) in this
exhibition?

CW: The character part in “New City” is not fully online. Presently, there's
only “Mike”, and the creative process of the project is still ongoing.
There’s not too much logical difference in creating “Mike” though it is a
portrait. We emphasise the “human absence” when an environment only
has objects in it, while “"Mike", a person wearing baseball cap and hold-
ing a mobile phone in the shadow, is still narrated by external objects. |
always said that there’s no difference between presenting portraits and
performance of objects. They all emphasise the “absence” of personality.

“Two Lights # 1004” also takes body and light as the core narrative,
which belongs to both “New City” and “Club” projects. For me, these two
works presented in the exhibition are echoes of other works, leaving in
the dark.

Q15: In the stage set installation “Goodbye”, clues such as a mobile
phone connected to the charger, half shut rolling door, imply a moment
abruptly suspended, or a temporarily interrupted space of ordinary
life. We can’t help getting curious about the space’s last occupant. Does
this environment have a prototype in reality?

CW: There’s no exact prototype, because information and materials are
re-edited, like writing.

Q16: The stage sets in your works are built in your studio. If this exhibi-
tion depicts moments of urban transformation by presenting a corner
of it, then are they based on the cities you have lived in? What does the
city look like in your opinion?

CW: They must be relevant to my life, things | can see, hear or feel. How-
ever, | am not so interested in "urban transformation”, so that’s not the
focus. What | care more about is how we feel when we face these unsta-
ble and unspeakable changes, and how to deal with the theatre in front of
us; the plot is so complicated.

It is difficult for me to give an accurate description of the appearance of
the theatre.

Q17: Cities and characters in your works look marginalised, lonely, al-
ienated, and sometimes they also demonstrate spatial, industrial and
technological futurist traits. With the fast development of information
technology, cities and human lives in the future would transform to-
wards virtual intelligence and emotional alienation. Some cyberpunk
literature and films have already illustrated imagination about future
world and order. In your project about cities, do you intend to include
more futurist contents or forms?

CW: I don’t know if the “loneliness” or “alienation” you feel is same as
mine. Everyone feels on different levels, and for me they might be more
complex, with overlapping information and changing context. But some-
times they are also very simple, because everything is in front of you.
Things are just like what they seem.

But many of the things you mentioned are also my interests. “New City”
has been exploring this imagination and its present situations. In our
current experience, we need to deal with too much information and rub-
bish. We are required to have a digestive system that is both powerful
and fast. This speed of change is accompanied by depression and excite-
ment. The lack of answer to reality prompts us to turn to the future.
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Chen Wei

b. 1980, works and lives in Beijing

Chen Wei (b. 1980, Zhejiang], lives and works in Beijing. Initially a sound
and performance artist, Chen Wei's interest developed into photo, video and
installation art. The artist has exhibited extensively at institutions and biennales
in China and all over the world.

Recent exhibitions include: Chen Wei: Drifting Along, Biiro Basel, Basel,
Switzerland (2019); Chen Wei: Where Are You Going Tonight, chi K11 artspace,
Guangzhou (2018); Chen Wei: Falling Light, Galerie Rudiger Schéttle, Munich,
Germany (2018); Witness, Chen Wei etc., Pilar Corrias, London, UK (2018); The
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