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Chen Xiaoyun B BEx

Chen Xiaoyun W 8 =, Who is angel 2 X 1§ (2001), single channel video, 3’, ed. of 6

Who is angel (2001), single channel video, 3’, ed. of 6
The man whose leg cannot touch the land is wandering in the dark street, and the sound of barking at night keep going.
Whether he is pleased with satisfaction or stressed of besieged?

2 X {# (2001), single channel video, 3’, ed. of 6
WHEEERG BN, BEKENAR, XENBMUWNRFE, B2 LB TRNEE?

Chen Xiaoyun W 8 =, Who is angel 2 X f§ (2001), single channel video, 3’, ed. of 6

Shears, Shears (2002), single channel video, 3’, ed. of 6
Cutting the night sky, cutting the perfusion tube, cutting the insects, cutting the lips, cutting the universe from segments
reverts a broken site.

1%, BI¥ (2002), single channel video, 3’, ed. of 6
WHRE, WWmEeE, WARh, 5% E, I, THNARELERTERET - NZHEAT.



Chen Xiaoyun [k 1% =, Several Moments Extending to a Night [a) 7% i FE{HR A% T M#[a) (2002), 4-channel video, 11°30” , ed. of 6

Several Moments Extending to a Night (2002), 4-channel video, 11°30”, ed. of 6
Similar to the memory clips, the boring action and back ground music of fickleness made up the video stream. We try to

oblivion what we considered useless, but they rooted in. Reluctantly mechanic memory and the scary of delusion of perse-
cution constitute the rest of our mental world.

[ 7% A& ZE (e A9 TN 18] (2002), 4-channel video, 11°30”, ed. of 6
FRNERMA, ENZRWADSE, wEEREANHZLL, SFHiEs, HREFH, RINBAYRAGELERLE
BB IR 5 3 E 2 B E AR R,

Chen Xiaoyun ¥k =, Prescriptions and Instruments E275F1iE & (2003), single channel video, 12, ed. of 6

Prescriptions and Instruments (2003), single channel video, 12’, ed. of 6
3 youngsters and some daily scenes said a story of odd relationship. Everyone is an instrument, which was controlled,
placed, and moved. And the controller is the rural rules that everyone can accept.

E2 77 40iE & (2003), single channel video, 12, ed. of 6

INFEBRA, —RAFYE, FETHNHIXIXAREZLAELDN KR, BENEMANEECRZ M AL E SR PEHE
ARZ, HTFHBFAMEZFORES, 2o/ LB RE X RS TR B ERNMER, FMNACH TN E,
WEF, HE, B, MEFHEENHERFETENMNS LT EZNFEBRET .



Chen Xiaoyun [ % =, Float: A Cine Ladder Project — —Outlet J£5%. X#it¥l——i&:k (2004), single channel video, 117, ed. of 6

Float: A Cine Ladder Project — —Outlet (2004), single channel video, 11’, ed. of 6

A youngster with a bundle of electric wires around his neck who had a confused look but steady behavior wandered in the
city. His track formed the city constructed by electric current.

2. REEHI——3Ek (2004), single channel video, 11’ ed. of 6
—NEEAN, BFLEESE —WELGEE, ERTHELRE, RBERXAFEWMA N BT, MEATEYH T X MEE R T A WE
B3 T

R IS

..'-p'; ., 0
Chen Xiaoyun [k 5 =, Lash 3 (2005), single channel video, 4’, ed. of 6

Lash (2005), single channel video, 4’, ed. of 6
A piece of ray is a whip, and the time is an individual religion. Here is a path of mountains, and an exhausted man who is
towing a tree from the bottom to the top of the hill. It will be a highly intense flashlight in one second. This is a myth of an

innermost being of a person, mostly about struggle and expiation. So the memory of them is not coherent, and the desire
is the most brilliant thing, recurrent fate is whipped time and time again.

i (2005), single channel video, 4°, ed. of 6
HERREFHEAZMANER, —F L%, —MEENFA, —MEERELHEA, P —RBAWE L, KEMAW
RS MiE, & T#HAPRE, BIESFERY, AERER, WHETWITHEBIRYGE,



Chen Xiaoyun ¥k B =, Drag $iI (2006), single channel video, 4, ed. of 6

Drag (2006), single channel video, 4’, ed. of 6

The young man is dragging, being exhausted, and wearing nothing above. The gain in the dark, the compromise of body
and mind, being endless, is bogged down deeper and deeper.

I (2006), single channel video, 4°, ed. of 6
FREGWES, BEABREE., BRPNKRR, B 50WZH, KRR, BEBRE.

Chen Xiaoyun [k B =, Merry Christmas ZifER 5 (2006), single channel video, 4’, ed. of 6

Merry Christmas (2006), single channel video, 4’, ed. of 6

A Santa Claus with four thugs, a demented “Holy Night”, a sort of slapstick, results to a perfect misery. In the dim dirty
machinery room, everyone seems to be symbolized as a delicate part of the running steam machine—the fate.

Xt 1R & (2006), single channel video, 4°, ed. of 6

—AMEREA, IAERE, BEN “FRE”, —FRE, —FER. ERENTEA, FHAANAGBE-BETENE
P, T A E R 9 A BEE 7 AR B AR






Feng Mengbo /2 %K

Feng Mengbo 543, Q4U (2002), interactive installation, ed. of 10

Q4U (2002), interactive installation, ed. of 10

Q4U is shown with three computers and three projections. The left and right are for the two local players, the middle is keep
for the artist when he is in the space, or showing as a Separator when he is not there. All the three computers are connect
to the internet, in fact one of them is a server, which logging to a master server, so players all over the world can find and
play with these three computers. Q4U is completely wired. Q4U is not only an interactive, internet connected installation,
but also a real time performance.

Q4U (2002), interactive installation, ed. of 10

EZANERZRRFELE, WERRKRANERHIDENAY, ZFHFHEEZI, HF e, ARXEREREF S5 MY
CHE R —FHHFREAE, EESRENBEES B ZAGTECHNOF A A4 TH, MEM A LML EFENKTREA
B MREMEFERITTFATINTERNETE NG TEENREFEER, PARKALEGRGE EAU TN THEZELNR RS
204, (QAU) FERE-—NmmEZEKRLHEE, THZ—NELINTERNETH Ltk EZ K.



Hu Jieming 5 g

P P T IR S TRV L ML =..“m..T - .

)’LEP 69T
C-tlta m’ﬂm u,HL

Hu Jieming #/~%, The Cities in the Wind R = #91{T (2001), single channel video, 5'20”

The Cities in the Wind (2001), single channel video, 5°20”
Down with the trace of monsoon, and whenever the city is touched, wonderful note created. It's a trace of fiction, a fantasy
of adoration.

X AT (2001),single channel video, 5°20”
WHEERNNGT, FHAMRERTREALLE FRRY TR TN TH. Z—REMNER, —KEMHLIE.

M(’Jﬁj‘ -

Hu Jieming # 4, The Best Strategy is to be on the Move £ 3 5% (2002), single channel video 28'13”

The Best Strategy is to be on the Move (2002), single channel video 28’13”

The video is about “retreat”. In ancient Chinese military strategy, “retreat” is a nice piece of advice. The artist used clay
doll to rebuild the scene of the war against Japan. (In this war, Chinese used the strategy of “retreat” and counterattack
the enemies.) In this movie, the montages reflect the idea: The strategy is still working in modern China, because enemies
surround “us”. But, new confusion is born, where to retreat? And when shall we stop?

£ 4 5K (2002), single channel video 28'13”

U EERESTHN “EH LR HFLR, g45EH & FEFEXATHEAREGN, MEHRBRTEE L E 5
RELEFHEL, EEHPELLPEMTATAEN “BA” , WA EAREFEEY &7 HE%, ERF “£” £
Fr AR R REE, MR, oA H AR,



Hu Jieming #14~%, From Architectural Immanence 3£ B E 3 RER (2002), single channel video, 6'25”

From Architectural Immanence (2002), single channel video, 6'25”

This is a video which is composed music by contour line of the architecture. The video presented the situation which can
see everywhere in China. One the one hand there are more and more Chinese old houses are being destroyed and interna-
tional style new buildings are being established. One the other hand many new buildings have Chinese traditional elements.
| used images of old and new buildings in the video and tried to create music from the outline of the buildings.

Sk EEKKNER (2002), single channel video, 6’25”

XE-—MHAEARTEE RENEYIER., PREM AW BoNERYEEN . —H0Z LU ESLER, 75—
PGB TETARATER, AL AN RAEXFL 2N EEM AR LA S, &, XNELERES, FEHE—F
PIREI R, NXBORKNFHENEARTF RN GEE, BB EEETN T A, BEPNOAE LR RIEN
R, 41, BRBFEANBETE, CNELLAE INEEERZ TR, LA 0FFEEREARETE, AEHEAE
EHR; EAGHTRETE, UEFREER,

Hu Jieming #/~%, Something in the Water 7Ks4 (2004), single channel video, 6'12”

Something in the Water (2004), single channel video, 6’12”

The item in the water is the basic clue to this work. It states the mutually dependent, dialectical relationship between the
two, dimly revealed in all sorts of feelings and experiences in the space that they inhabit. The different experiences of the
item, which is individual, vis the water, which is its environment, show the state of feeble helplessness and docile manipula-

bility which constitute all the enticement and bewilderment of individual existence against the background of contemporary
society.

JKH47 (2004), single channel video, 6°12”
PEd AR A A FEARE R AR T AT BN S AR I FHE X &, B R A % B A A R R AR, 1R MR B
HOOKT XAFEEN AL, DIETRERREEEANRS, MRT YRESBTRE T/ MEEFOMAE L ER,




10

Lu Chunsheng [ H4

Lu Chunsheng [ % %, The Curve which Can Cough £1ZBk# #i % (2001), single channel video, 8’

The Curve Which Can Cough (2001), single channel video, 8’
The film ‘The Curve which Can Cough’ is filmed from a bird’s perspective in slow-motion, held in black-and-white. All the

film depicts is a performance of people forming a curve or, a continuous bending line, moving slowly around in a parking
lot.

2T #H 2% (2001), single channel video, 8’
A SR EA” R-ANEHAEHENESEL, XE-NZANYMR. BARRNEALEEESH S TR H
%o

Lu Chunsheng [ % 4, It’s All Brother Wright’s Fault #23%45E /18 (2002), single channel video, 15’

It’s All Brother Wright’s Fault (2002), single channel video, 15’

The film ‘It’s All Brother Wright's Fault’ we follow the protagonist around town — the opening of the film starts with the guy
peeing in his pants in front of a group of people. Later we see him as he attends a public bath-room where he gets beaten.
In the closing scene the young man awakens in his bed that he has wed. The final scene shows the protagonist on a roof-
top shouting to the world: “It’s all brother Wright’s fault...”.

#PEFHFEHIIR (2002), single channel video, 15
TR “HREBENH P, BMEANES, FLHARANZMSE-—BATHNHREETNSE. RERAEE bk —
AMAEBERWARIT. ERZMAB CHFHENR LB, ZEMHEEBTAFm.: XA 2 EHENR



Lu Chunsheng [ % 4, Trotzky Murdered in Summer, Gentlemen in Financial Crisis Got More Depressed
BERMERTELE, SRAMNEENEBINLT (2003), single channel video, 22’, ed. of 5

Trotzky Murdered in Summer, Gentlemen in Financial Crisis Got More Depressed (2003), single channel
video, 22’, ed. of 5

In Trotsky Murdered in Summer, Gentlemen in Financial Circles Got More Depressed, scenes of a modern-day corporate
environment are cut with the enactment of a murder. Not following the actual circumstance of Trotsky’s death, the scenes
played out by the costumed young men are something more like a sketchily-remembered idea. While the bulk of the action
is in black and white, a colour sequence flows in a more obviously contemporary setting; the young men walk through the
streets raging and shouting. Little is resolved, and the viewer is left with the sense that they are as perplexed by the slip-
periness of collective memory as they are by the murder.

BEREHERTEEE, £rAMTENIEIEN T (2003), single channel video, 22’, ed. of 5
ZHHRTABFNENFEBETER AT EELRBENEE., EY RO H, — N5 FHRMARBE X MT S B &5 &
2, PEEEREBIENM R MTEENTERELH, REAGRZELY, E¥HFPANNTEMTHREH ZIK
W XUEMHEHAMGERR, BLHFBNEEDIANZE

Lu Chunsheng [# % 4, Before the Appearance of the First Steam Engine 55— & 75411~ 87 (2003), single channel video, 35’, ed. of 5

Before the Appearance of the First Steam Engine (2003), single channel video, 35’, ed. of 5

Lu Chunsheng’s film-work Before the Appearance of the First Steam Engine, 2003, is a deft commentary of contemporary
China, mixing a socialist’'s dream, a dark underworld, and a quest for wealth. Like his fellow countryman Yang Fudong,
Lu Chunsheng’s films show the influence of French new wave cinema. Until 2000, foreign films were largely unavailable in
China with the result that Chinese artists view Western cinema history with fresh eyes.

F—EBZ 5 HE I~ 51(2003), single channel video, 35, ed. of 5

WEAEMETOBENGH G- XANEAZT , THBRBT A RbTHLIXHPH, ERWEELLEXY
EHYUREE, MMNE SRR R, BELENERZIFERREY A MY, £20004 LT, FEREKE ESSNY
K, X8RP ELRREU—FAHNELREET LY F,

11
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Lu Chunsheng [ % £, History of Chemistry Il 1¢£Z 511 (2006), single channel video, 95, ed. of 5

History of Chemistry Il (2006), single channel video, 95’, ed. of 5

Lu Chunsheng’s highly distinctive feature length film “History of Chemistry II” is staged in vacant spaces where the pro-
tagonists seem lost or detached from reality, wandering around like somnambulant sleep-walkers. Correspondingly, the
most significant aspect of the film is its absence of any clear narrative, instead the film is structured around repetition: In
Beckett-like absurd scenes we witness the characters repeating actions that make no obvious sense. The performances
are perfectly synchronized to the sound score composed by B6. The film’s odd charisma clearly plays homage to the sur-
realist works of Fellini and Bunuel.

1£ZF 511 (2006), single channel video, 95’, ed. of 5

HAEANBKYR “MFLID HET AU RTE, EAMNKFETRLYE R0, DFFHF —FOLHEE, ¥ HEKAN
HERECEAHREERNHE, TENETFAEEANANEL: RNBFHEANENRFRAN IR EHFELLENNE
o MXMEZ X EBOAMENT BF R0 EHH. BRERULMAN T RNERRLT X HE AR L LRI £ UE &
WA,

13
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Liang Shaoji % 4 #, Nature Series No. 25 HA %% 5255 (1999/2007), single channel video, 5, ed. of 8

Nature Series No. 25 (1999/2007), single channel video, 5’, ed. of 8

In 1999 Liang Shaoji made a video of himself walking barefoot on metal shavings, because he wanted to feel what the
silkworms felt as they were crawling over them. (In 1992 Liang started to research how to make silkworms weave on metal
shavings). He got a full truckload of shavings and spread them in the factory’s courtyard. The factory workers were his
public.

Liang: “l didn’t expect it to be so incredibly painful. The smaller the shavings, the more painful they were. There was no
way out, no way to escape the pain except to go forward until | reached the end of the courtyard. | had to go to the hospital
afterwards. During that performance | felt like any human being in distress who has no way to give up or to get out of the
situation he is in, and still you have to go on living ...”

BHRZRF| 5255(1999/2007), single channel video, 5°, ed. of 8
19924, RAREFHREZERULEEAMTHLRBM B L EAF, vhe, 19994, T —AMFMAEES B XK
t, BE-—BHERBFINFEREGFZRANRT, WHNT BRE—FELBURMANT, T2, T TAKTA

Ko

RAFKELE: “BEWREEPEEL, G2WABT EH/ R RERN, BRMEERA; —Exdkk, WEEE, RA
ATEFwBAR K ARy, RERELFAXERFE YR P HBRFTER, B, TRMABRNEE, 7

15
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Liang Yue 2 3

Liang Yue # #, Travelling Day %3 B (2006), single channel video, 19’, ed. of 3

Travelling Day (2006), single channel video, 19’, ed. of 3

‘Travelling Day’ is played out as a documentary movie among a vast group of friends. The group travels from Shanghai to
a beach for some leisure time. We witness the young people fooling round, plying with some dogs, drinking beer, throwing
stones into the water. It’s a subtle portrait of everyday things in the life of ordinary young people.

%Bif B (2006), single channel video, 19’, ed. of 3
“RFE” R —BNAZBNLTRF. WA EEE AL EELHRT. RNBFAXBERATLHFRE, EFEHNH,
B, PAKENREE, AR ELRBNFREAG R B — BN,

Liang Yue # #, Daughter % JL. (2006), single channel video, 8’

Daughter (2006), single channel video, 8’

The very beautiful short film ‘Daughter’ features a young woman who wanders around town until her attention is suddenly
drawn to a colorful plastic flower in a shop window. In the next scene we see her at the terrace burning the traditional silver
slips of paper to worship the dead — with the plastic flower sitting in the back-ground.

% J1(2006), single channel video, 8’

B LU AR E-ANEWNEE, —MFEALERLRERE —AHE ZNYE BRG] BHREF - FE,
WEHE LR RGHEESAE, DELXHINETR T,

17



sShiQing H F

Shi Qing & #, Black Taboo series — Hungjue Ping 2% =% %5 2 ##51T (2002), single channel video, 23’, ed. of 5

Shi Qing # %, Black Taboo series — Moxi Town fZE = F % z EEF4A (2002), single channel video, 11, ed. of 5

Black Taboo series — Zhoukou Dian (2002), single channel video, 9’, ed. of 5

Black Taboo series — Hungjue Ping (2002), single channel video, 23’, ed. of 5

Black Taboo series — Moxi Town (2002), single channel video, 11’, ed. of 5

In the “Black Taboo” series Shi Qing makes use of ancient mythologies that he ‘translates’ into modern stories. Viewers
encounter fragmentation: some of it coming from unreliable memories, some from worried imagination, and still more from
the way in which he portrays the absurdity of everyday life by enlarging and reproducing the ordinary.

BEE#2RF 2z EOE (2002), single channel video, 9°, ed. of 5
BH#2ZF| > BT (2002), single channel video, 23’, ed. of 5
BE# =R > EEF4E (2002), single channel video, 11°, ed. of 5
fh CEERY ZIH, AEETENMIE AR RIANRMEE, —BkaTEAWIEL, Rk TEANESL, TES
R AN AT S K EAE N TTIE N B T

18
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Shi Qing % ¥, Four Appearances series — Got Fire T#H%& %5z 1k (2003), single channel video, 7°, ed. of 5

Shi Qing & %, Four Appearances series — Water 48 % %5 2 557K (2003), single channel video, 13’, ed. of 5

Four Appearances series — Rule of Mercury (2003), single channel video, 6’, ed. of 5

Four Appearances series — Got Fire (2003), single channel video, 7°, ed. of 5

Four Appearances series — No Lotus in Winter (2003), single channel video, 11’, ed. of 5

Four Appearances series — Water (2003), single channel video, 13’, ed. of 5

The “Four Appearances” series consist of short stories centered around basic elements such as fire, water and the lotus. The films appear
in both color and black-and-white footage showing young people on the beach, in the countryside, and in a bamboo forest.

MAEE % = /K R3%E M (2003), single channel video, 6’, ed. of 5

MAEZ %) > & (2003), single channel video, 7’, ed. of 5

MABZ %] =~ & B 7 (2003), single channel video, 11°, ed. of 5

M4 Z %1 = 557K (2003), single channel video, 13’, ed. of 5

“MART” WeT —HESEEK, K, KEMELLENKE, TEHEARVENRAHRTEEAERDL, ST REN&E,

19
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Shi Qing # &, When Zhuge Liang Met Panda 8 RE5# 27181 (2007), single channel video, 35’, ed. of 5

When Zhuge Liang Met Panda (2007), single channel video, 35’, ed. of 5

Shi Qing’s recent film project “When Zhuge Liang Meets Panda” (2007) is an installation that consists of multiple videos
along with photographs, light boxes, and sculptures. Here, the artist investigates the old tales of the famous Chinese phi-
losopher and politician Zhuge Liang as well as the age-old myths about the Panda, China’s favorite national symbol. He
mixes these two narratives into his own idiosyncratic tale thereby creating a parallel world of imagination.

EBEREIEZBIT (2007), single channel video, 35, ed. of 5
BEWEIER “BERBTEIL BE— WS NAM. Bh, THARBERARNEE. ZEEY, TAREFTRTEREHK
BERBEEZNENRE TR T EWEE L2 R, FEHE N FEHTFNEE.

2]



22

Song Tao % #%, From Last Century M 1423k (2004), single channel video, 13’, ed. of 5

From Last Century (2004), single channel video, 13’, ed. of 5
The repetitive structure gains strength in quantity and the shift from quantitative change to qualitative change. But in the
works of Liang Yue and Song Tao, the form of repetition and monotony that they used is looks like the true-life copy.

M 1225k (2004), single channel video, 13’, ed. of 5
FAEMAEEENEN, BEERUETIRENAE L0, MAERAMRENES Y, EE58ALERZEEF N
BETiEd, CNFFERL &8 EFEER,

Song Tao K #, Three Days Ago =X (2004), single channel video, 8’, ed. of 5

Three Days Ago (2004), single channel video, 8’, ed. of 5

Song Tao’s film noir “Three Days Ago” (2005) is a poetic venture into the nighttime terrain of Shanghai. Along the way, the
viewer glimpses certain recurring leitmotivs, such as a child playing hopscotch, a brightly lit highway tunnel and a haunt-
ing building. An electronic score that plays throughout lends the film a flowing rhythm all its own. The loop-like structure
encourages the viewer to focus increasingly on the atmosphere rather than over-all narrative plot. The elliptical repetition
also builds suspense that seems to accumulate towards the end. The dramatic scenes appear eternally; the urban nightly
journey could take place anywhere, anytime. atmospheres — he is not concerned with staging grand truths.

=X (2004), single channel video, 8’, ed. of 5

RAEWNEEEY (3RW) CO0MHILFHZE—FAER LERTHEFFENT R, FELE-—HEMNEL, FHAAJAEA
BE, ZB¥E BET HNER. —RIKERARNET ABRBEURI—AIEAFANENERY, EXFEE FERENR
BN AE R T HFRABABHAMEN TR, BRAABNYRPERATLONERY, KM AHEHNFEEE @A AU
F. TUEBEIMEAPNEER, IRENERERTEA. B P HIANGZ T AR L EERTHETH T , K&
VAL SE3h e T T3 R A iR, AR EER A ANERE, MEHZ RN T EEH—E
B, — M HEIRILHIEW,



Song Tao % %, Yard ERR (2005), single channel video, 9’, ed. of 5

Yard (2005), single channel video, 9’, ed. of 5

Song Tao and B6’s Yard comprises three interrelated elements: an electronic music soundtrack by B6, which was the start-
ing point for the work; a projected video film (9°25” in duration) of digitally overlain and juxtaposed moving colour images
made by Song Tao in response to B6’s music representing differing aspects of the urban environment in contemporary
Shanghai, including nocturnal street scenes, B6 in a Moog t-shirt with headphones around his neck and finally a ballet
dancer practicing in a dance studio tracked closely by a cameraman whose image is reflected by the studio’s mirrored wall;
and a staged environment for the viewing of the work.

EZR%(2005), single channel video, 9’, ed. of 5

REFMBOWE G “HE BEZANENELXBEIEL: HBOAEWNEFETREE; 9 25 KWBHEMRANBENLE
WA, FUREEENTHNMTIAREREE -2, MFENEE, BBREFINFAEREENTLY, 2| - EEFE
EAEEREABNER (B TEFRARTT, MA—WHEFTXLEENREE, IHNEEEHET —ANENAXEK)
e AR HEIAT

Song Tao % #, Four Countries PUE (2007), single channel video, 6’, ed. of 5

Four Country (2007), single channel video, 6’, ed. of 5

This is the third work by 4.7G. In the background music made by B6, five youngsters gathered together, playing military
chess, talking, smoking and joking that showed an easy, daily life.

1 =l (2005), single channel video, 6’, ed. of 5
KRATCHE = ME R, ABGRIFMERFRY, ANFHFA-ATHEM, —HWK, B, ELMIMHBELITH, EHA
W — A By L TR

23



Sun Xun  Fh b

Sun Xun #h#, Utopia in the Day B'& 23E#B (2004), single channel video animation, 4,41’ ed. of 6

Utopia in the Day (2004), single channel video animation, 4,41’, ed. of 6

“Utopia in the Day” presents a marionette theater — here, the characters are controlled by a puppet master in the character
of a skeleton. Alas, death controls the living.

H & 33137(2004), single channel video animation, 4,41, ed. of 6

“HELHEA” BRT —NEERERHG—EZXE, RFENANABH - NBRELRIAS, FLERGATEHE £
ﬁo

Sun Xun 7hi%, Magician’s Lie BEARJBEITES (2005), single channel video animation, 4, ed. of 6

Magician’s Lie (2005), single channel video animation, 4’, ed. of 6

In ‘Magician’s Lie’ we see a single person covered in black paint while white tribal patterns continuously form various tat-
toos on his body.

BARIFHHE S (2005), single channel video animation, 4’, ed. of 6
ZHE, IMHECEENAS A HIARXAEREN GBS,

24



Sun Xun #hi#, A War About Chinese Words SLF TR 1% (2005), single channel video animation, 2, ed. of 6

A War About Chinese Words (2005), single channel video animation, 2’, ed. of 6
“A War About Chinese Words” is a black and white movie animation where Chinese characters morph and come alive as
soldiers, animals and tanks. The characters enter into warfare and battle.

X FITHETE (2005), single channel video animation, 2°, ed. of 6
HE—BEaHE, PENXFURT EGLES, BLE. hhfdE 7w —FTH,

AAMeaT

W
| [ !;
| ;
|| I :

| I: E

B

Sun Xun 7hi#, Shock of Time {KSgRFt (2006), single channel video animation, 5,29’, ed. of 6

Shock of Time (2006), single channel video animation, 5,29’, ed. of 6
“Shock of Time” plays with our notion of time, narration, and history. As background material he uses old newspapers,
books and other documentary material quoting different passages of the past.

fRZ= /4 (2006), single channel video animation, 5,29’, ed. of 6
RN B EZ KRR E, kEmp 8 LA, ERERGHE BRI XTERNEMRL. HRY, xR
HETERN R LR FENELE, SERERARBEER NG F .
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Sun Xun Fh#, Lie #£(2006), single channel video animation, 7°, ed. of 6

Lie (2006), single channel video animation, 7°, ed. of 6

“Lie” is set in a space only inhabited by a character wearing a tall magician’s hat. The space is lit up from outside by the

moon that shines through the barred window frames. Inside, the walls suddenly come to live, and strange creatures morph
into bombs and bonfires.

#t (2006), single channel video animation, 7°, ed. of 6
G H, RE-ANEEEAENAD. GHAALER, FHENERRET, FREBETIHEIIFEESL R,

__eAmASReal  EiE

.

Sun Xun Fhi#, Mythos 58 (2006), single channel video, single channel video, 12'36”

Mythos (2006), single channel video, 12°36”

Mythos is a collage created with reference to personal memories as well as collective experiences. In the strange spatio-
temporal image, the history has been cut into pieces. It seems that everyone is a king, everyone is a magician, and num-

berless chairs are there waiting while billows of flame are sweeping the brown old photos. The animation is a montage of
history, and MYTHOS’ dictionary is, thus, a code full of questions.

3% (2006), single channel video, 12’36”

B\ (RHF) HRT —AEIBTH TR WIE. AEENHZEEY, FERDEREEHF, EMBENEE, F4
AR, HFRAEFR S DR, BB KGREE R EWEA R, T 0 07 B 2 70 3 B 17 09 % 3
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Sun Xun #h#, Requiem R R (2007), single channel video animation, 7’, ed. of 6

Requiem (2007), single channel video animation, 7°, ed. of 6

“Requiem” is an apocalyptic story about a world in despair, streets are burning and giant mosquitos flying above the city
as helicopters ready for attack.

%254 #1(2007), single channel video animation, 7, ed. of 6
W WHRWE-NEBEREN LTI, BN KX, EAWRTFRAAN R THT ExELE
a——TC
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ShiYong it B

and their teachers trusted me | prostitute day and night are far more controlled

| answered | was divorced ] Are you usually naked at home

Shi Yong # %, Think Carefully, Where Were You Yesterday 17401848, RER{REZETFUWZE T (2007), multi-channel video installation

Think Carefully, Where Were You Yesterday (2007), multi-channel video installation

Shi Yong’s extensive video project “Think Carefully, Where Were You Yesterday” (2007 — ongoing) deals with the ‘politics of
representation’: The videos have deep personal perspectives and consist of interviews conducted with minorities that sel-
dom have a voice of their own in China’s public realm. Neglected and ignored identities such as AIDS victims, prostitutes,
political activists, homosexuals and drug addicts are being thoroughly questioned about their existence, their desires and
defeats. Contrasting the disturbing narratives of exclusion, the aesthetic and the visual language of the videos consist of
calm b/w close-ups focusing on every little expression of the inter-viewees. The outcome is a touching non-judgmental
documentation of marginalized realities in today’s China.

{F4m1848, FERRBRETFW LT (2007), multi-channel video installation
XEHF7EFBMARYGIE (£5), REBETHRRANFE, EXBPRERT, BRI —NAEFENAREHN
ROBENNWE, FBTHINACHAE, $AREFTET ZERAY, Kk, RbEFR, AETURREL X LY AL
AN, T AT AERA, RITWEEL RN RS, SR IIE YR TEM AR TRE, wEH -2
Ry, BLWBEERAGF B RITHETEFTNE - DEH, I ERRR. TiZE & &RLEER N4 B P E 4% AR
W E T
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Tang Maohong & X%

Tang Maohong f 7% %, Orchid Finger = 1§ (2004), 3-channel animation video, 8'12¢, ed. of 8

Orchid Finger (2004), 3-channel animation video, 8’12”, ed. of 8

Tang Maohong’s rich imagination is shown by his short animated video “Orchidaceous-Finger (theatrical gesture)”. He de-
scribes this piece as his “Personal Pop Art”. This piece is rounded framed like a Chinese traditional birds & flowers painting
with multifarious scenes of mushrooms, flowers, pagodas, etc., growing from or interacting with people randomly. There
are full of fantastic images and disorder plots to be composed into a magic surrealistic world which between real-life and
illusion, between Chinese tradition and future.

~ #3E(2004), 3-channel animation video, 8°12”, ed. of 8

RO FBBELAEMTHRNFLTE S (ZHE) PEUEELEAIA., xRERTEREREREREE )04, LA
WA AANKE” o EEBHFERLS BNEREN T, AWNERE. BRNLA. 2L EHE BERETAKSH
FhEEZP, —HAARIATMENRERHEALE, BRRELT, R EES AR —FAEN Loz, PERERS K
RZ AT —DEABNLE XN TR,

Tang Maohong /% % #, Sunday 2 #AX (2006), 5-channel animation video, 6, ed. of 6

Sunday (2006), 5-channel animation video, 6’, ed. of 6

The video installation “Sunday” (2006) is full of witty grotesquerie. The pieces are composed within circular frames, thus
referencing traditional Chinese bird and flower paintings. Upon closer inspection however, Tang Maohong’s various scenes
of flowers, pagodas and mushrooms display an aesthetic that is as far removed from a traditional composed still leben as
imaginable. Here, a surreal universe of people, animals and plants interact and converge in orgiastic and explicit scenes
that carry a humorous legibility all their own.

£ #1X(2006), 5-channel animation video, 6’°, ed. of 6
REFGEEATH T WBRENEE: FPEGENLEBRAEE AHWELZ T, FAWE, 2 RIEXEERFHXLE
F, T, BEHEEEHREAFTEENNELMAES L, xBAIZHALY, W FED RS R E T E —FFEXF K

o
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Tang Maohong J# % %, Sunday 2#iX (2006), 5-channel animation video, 6, ed. of 6

Series (2002), multiple channel video installation

At night, in a building where the lights are controlled by sound, | shout a group of words. The words put together compose

the phrase: “Before there was a mountain, on the mountain there was a temple, in the temple there was a monk who was
telling stories, what was he telling?”

%%1/(2002), multiple channel video installation
B b EAFETH N BEER AN REAR—BE: “AAEL, L EAER BEAMEHRE T aR?”
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XuZhen &

L

D oo

Xu Zhen %, Rainbow ¥4I (1998), single channel video, 3,50’, ed. of 5

Rainbow (1998), single channel video, 3,50’, ed. of 5

Xu Zhen started out making videos that focused on the body and public space in a manner reminiscent of early Bruce Nau-
man or Vito Acconci: For example, the four minute video “Rainbow” (1998) shows a person’s back growing increasingly red,
the result of slaps heard on the sound track but never seen.

¥ 4T (1998), single channel video, 3,50, ed. of 5
BENFHHBT —REXNT ALY MEMERL FMEENER, TETANGERALERE, Winx Mos g
R “Fa” (1998) HEWE - NMAWETHAESERTNATFTEB RN R, AWMENTR P L AMITH NS

o

Xu Zhen # &, From Inside the Body 3k B 1 M&B (1999), 3-channel video installation, 8’, ed. of 5

From Inside the Body (1999), 3-channel video installation, 8’, ed. of 5

In “From Inside the Body” (1999) viewers sit before three video monitors in a room outfitted with a single couch: The central
screen shows the same couch, empty; the left-hand screen shows a man, and the right-hand screen, a woman. While the
middle image remains static, the man and the woman begin to sniff the air, as if suddenly aware of an aroma. They smell
themselves, stripping off their clothes to locate the source of this intoxicating scent. Finally, in their underwear, they walk off
camera only to reappear together on the central screen, where they sit on the couch and start to sniff each other. During the
course of the video piece, an aroma is released in the room, as if inviting viewers to mimic the actions on-screen.

3k 8 51N ER (1999), 3-channel video installation, 8, ed. of 5

RE-ANZRFHE (1994 ) . FRNBEFTERE—RKDE, EEFZEHE—NBAFR—ALABI, FHE, BMAL
BER —FAk, AT TRREEC Y EFRXMARNEKIE. &, NFENREREENREE, £2FHAKD LR
WEFER, TN EFRKE. AR ABREEY, RBRITASHA—FHE%, AGEERESNEEGFE PN E
A, FRAKNIFE L,



WIALOT

Xu Zhen % &, Shouting Il I, 1l (2005), 8-channel video installation, 8’, ed. of 3

Shouting (1998), single channel video, 4’, ed. of 5
Shouting Il (2005), 8-channel video installation, 8’, ed. of 3

In “Shouting” (1998), a moving crowd faces away from the camera until, startled by screams behind them, they spin around
(a reaction that elicits laughs from whomever is behind the camera).

15 (1998), single channel video, 4°, ed. of 5
1% Il (2005), 8-channel video installation, 8’, ed. of 3
“gr” (19984 ) , HEpMUARFER L, HEH—FANEENBRY T ELEL (—MEFLFIARKHRER) o
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Xu Zhen # & ,Road Showi& [E17& 4 (2000), 3-channel video installation, ed. of 5

Road Show (2000), 3-channel video installation, ed. of 5

Xu Zhen made himself a rap singer and showing on the three screens at the same time. But audiences only heard his weak
moaning of making love. With the coming of climax, the audiences down the stage seems to become more and more ex-
cited screaming and whistling while lacking of their appearance.

K [E5E 4 (2000), 3-channel video installation, ed. of 5

REVECERK —NREBEF, AFERNEREMES IEEEZANELNRENT R, MAEXSERD ACHALE T
ZH, MRFTEH MK TN EFEENF S, FHEZHRNEI R, G TUANEEH LM, Lni oo F o ##4 #
L, MFRE T —MHEF, MELE, FEPEBLTLEABIAE TR

Xu Zhen &, 8.848 - 1, 86 (2006), single channel video installation, 8’, ed. of 5

8.848 - 1, 86 (2006), single channel video installation, 8’, ed. of 5

His video installation “8.848-1.86" (2005) documents an expedition to Mount Everest. Here, Xu Zhen removed 1.86 meters
of the mountain’s peak and transported it home to be exhibited in a large display cabinet. The video, among other allusions,
is a subtle and humorous commentary on China’s policy of expansion.

8.848 - 1, 86 (2006), single channel video installation, 8’, ed. of 5
RWEARTT EREERBYWDE L. RERMBELENFRSE FETT 1.8k ERER. H#AFIBN, &
S X B 5K S B — R T Bk o AR



Xu Zhen % &, An Animal — R z1#) (2006), 3-channel video installation, ed. of 5

An Animal (2006), 3-channel video installation, ed. of 5

An Animal” (2006): This three-channel video installation shows a panda variously ejaculating (with the assistance of a group
of men, faces digitally blurred) and sleeping.

— R 1% (2006), 3-channel video installation, ed. of 5
PASFMEERHBER - R AW (E—BRBTT ZHETF AN T ) fEx k.

Xu Zhen # &, 18 Days 18k (2006), single channel video installation, 23, ed. of 5

18 Days (2006), single channel video installation, 23’, ed. of 5

“18 Days” records a trip that the artist underwent with the goal of crossing the borders of China’s neighboring countries
with remote controlled toy weapons.

18X (2006), single channel video installation, 23’, ed. of 5
(18R) BFXTHEAREHNFHF AN A, Ew, EMHELEAREEG PR, F5. PENEF&HN =K@ H.
RER R ENT A IE R ERTT BN, AR N FRERAGSENERBRBEH#TT ETRETE.
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Yang Fudong 7 &% K

Yang Fudong # 7 %, After All, | Didn’t Force You FF3E3RiB1R (1998), single channel video, 2’, ed. of 5

After All, 1 Didn’t Force You (1998), single channel video, 2’, ed. of 5
“After All | Didn’t Force You” (1998), are implicitly a reaction to the forms of individualism in a developing modern mass
society. Yang Fudong strings together takes with different characters so quickly one after the other that they “lose face.”

F 3 3E5818 1/R(1998), single channel video, 2’, ed. of 5
KBERFHT EROAREL MR ZN, HEERET — R REHL DO RE, URERFFELE —KIEWHG R,

Yang Fudong ##& %, City Light 3t 2z ¥ (2001), single channel video, 6’, ed. of 10

City Light (2001), single channel video, 6’, ed. of 10
“City Lights” (2001) is a mixture of the detective film and slapstick. A young, well-dressed office clerk and his doppelgénger
move in unison along the street and around the office. Like pre-programmed robots they fit perfectly into their apparently
ideally organised environment. The day is entirely dominated by work, but the evening provides space for dreams and
creative thinking, allowing a schizophrenic situation to arise. In their heroic conduct the two gentlemen sometimes develop
into two gangsters who engage in a form of shadowboxing.

5 Z 5% (2001), single channel video, 6’, ed. of 10

WTZHE BRI E G REER, —NFEERNEFRRABTEMORE, M —EH G780 T A2 EEEA
b, MANBEFEXETNIBEA-—BTLBANTEMAE., BRI T IERLT, RGN EMS a8, w76 mGEA
—BATE, BT R E A,
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Yang Fudong ##& %, Robber South ##5(2001), single channel video, 18’, ed. of 10

Robber South (2001), single channel video, 18’, ed. of 10

In a scene from “Robber South” (2001), which tells the story of a young man in the city making a living as a fruit seller while
dreaming of becoming a businessman, the protagonist watches as a subway train pulls into a station, and in an instant the
focus of his attention switches seamlessly to a deep blue sky. Compass in hand, he walks from house to house, tracing
each door and wall with his fingers, a metaphor for his search for his own place in the city.

# T (2001), single channel video, 18’, ed. of 10
“RTHET HREANFEREZKENENNDNREE R AEREHE, FLRMEA B W, 5 XK EE
WARE, hEEHEdEdF AN Fd -k, hEEXDRTRE —ADFH 4.

Yang Fudong #4& %, Backyard — Hey! Sun is Rising le 3——M&| XK= (2001), single channel video, 13, ed. of 10

Backyard - Hey! Sun is Rising (2001), single channel video, 13’, ed. of 10

Four men engage in acts simultaneously. They smoke, yawn, massage themselves and practice military exercises in a city
and in a park. The seriousness with which they perform these acts contrasts with their pointlessness, which creates the
effect of slapstick. Yang Fudong reveals that because of social changes, certain rituals have become totally meaningless.

=i | X=7 (2001), single channel video, 13’, ed. of 10

XPEHFFRENFETAME TR ESE, a4 L. AEEWHE, 79X, @, £FAOEE., I FAELNE
ERpIx U Z L E XN E G HREEN G, HU—HWAE, PREABEARXANERFEN, —REANREIBEKX
M ENARE S ZE A ERE X,
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Yang Fudong #7& %, An Estranged Paradise Fg4 X% (2002), single channel video, 76’, ed. of 10

An Estranged Paradise (2002), single channel video, 76’, ed. of 10

For “An Estranged Paradise” (which took five years to edit), Yang Fudong yielded to his trademark fascination for crisp,
moody, black-and-white 35mm cinematography. The film starts with a meditation on the composition of space in Chinese
painting. It then nonchalantly wanders through the streets, railroad tracks, apartment buildings, waterfront and outskirts of
the southern city of Hangzhou, following the protagonist’s emotional vicissitudes. There are shades of Jim Jarmusch, of Go-
dard’s “Breathless” and allusions to 1930s Shanghai cinema. More importantly, Yang uses camera, lighting and cinematic
space to outline the internal landscape of Chinese modernity.

FE 4 X #(2002), single channel video, 76’, ed. of 10

WRERN T LEREAHNER “TAERE” EETHMBMEBARAFNRDL, PHAGEKEAL 04t HiEkE, HE,
REZTAFENTN, THEIVMNXAMT Y, %5, AEK, BH, RAN%E5E. BXYATURTE F# - F
BRXER “BEAR —FWET, RIEL=+EREEECPHNERAR, ETENE, ARG, ThflpE
o A BT AR AR

Yang Fudong #7& %, Honey % (2003), single channel video, 9’, ed. of 10

Honey (2003), single channel video, 9’, ed. of 10

This video appears to be a humorous stylistic reference to spy films. All the clichés — tension, eroticism, grave, cigarette-
smoking men and atmospheric music — are present. The woman wears fishnet hose and a fur coat with her military uniform.
This ambiguity of deceit is not only the earmark of espionage, but possibly also a metaphor for the present ambivalent
situation in China.

% (2003), single channel video, 9’, ed. of 10
KMERREZ—HUBRGEER, G THARER PR ZBEANT . BRORE, 6F, KE, MENFARGFER
ANEF. — ML AXREW, FHERNUNLHEMBEAR, XHEEHTHBEALEN L 2R EENFME, RTELA
Fo BRI IR IE & B Yy F R



Yang Fudong #7& %, Siemens “S10” F[1¥“S10” (2003), single channel video, 8', ed. of 10

Siemens “S10” (2003), single channel video, 8’, ed. of 10

In “S10” (2003), two female office workers wearing uniforms covered in zippers, zip together their arms and various other
parts of their bodies. At this point we have entered the realm of a modern-day Shan Hai Jing inhabited by “exaggerated”
creatures, a realm that is at the same time a metaphorical expression of a new concept of “subject” that is in the process

of evolving organically from the individual to the other, and to the group. If we are all interconnected, just how far does the
territory of the “individual” extend?

M [77“S10” (2003), single channel video, 8’, ed. of 10

R, BALBRAMERE L, Rl FEmEp s —f, x-SR BE, RINGHANT AR
ML EZ; F R R E MR R B — MR E — B E, BT AN RN A, wERBRNBERLEEN, B2
e “MA” R EERA S K7

Yang Fudong # & %, Liu Lan B = (2003), single channel video, 14’, ed. of 10

Liu Lan (2003), single channel video, 14’, ed. of 10

Liu Lan tells a story about the break with tradition in China. An intellectual in a white suit meets a traditionally dressed
woman in the countryside. Despite their mutual love, their lives seem incompatible. A woman'’s voice sings a folksong, Why
are people in love always separated from one another?’ The film’s atmosphere is melancholy and the landscape veiled in
mist. Here Yang Fudong shows his connections with Chinese landscape painting.

B8 = (2003), single channel video, 14’, ed. of 10

HEZWRT NP EEANZRERE, YRAZFEAEFNEREZEFLEALNPETE. — MR TFES TEE M, ©
AT A, AT A EER AN, TRZLFEESN LT AT 2AHEZHAMNERZ22T? WK A RAMERGE
SHAREENY R, WRAEGERHE LA EBRTHNEB R,

39



40

Yang Fudong #7#& %, Lock Again B Z& 8 (2004), single channel video, 3’, ed. of 10

Look Again (2004), single channel video, 3’, ed. of 10

Two young men wear the uniform of 70’s policemen - sometimes they look like runaway criminals. They want to escape
reality which is impossible to cast off. They yearn for the bright sunshine life, expecting the time to be captured, to exchange
for a calmness of the heart.

%% 18 (2004), single channel video, 3’, ed. of 10
FNEREA, FELETERWEER R, FolkTWRE, wATEERE, L EERAL, i1 EEEERNEE, B
HEREWRHEFRNEZIRE, F RS R g,

Yang Fudong #7& %, The Half Hitching Post 3 5% (2005), single channel video, 7, ed. of 10

The Half Hitching Post (2005), single channel video, 7’, ed. of 10

A beautiful panoramic landscape sets the scene for the narrative of “The Half Hitching Post”. Here, we see only fragments
of two stories taking place simultaneously: Two different couples are being witnesses in their attempt to ascend a mountain
on a sloped and steep road. The viewer is left unaware of the couple’s ultimate goal as they compete on reaching their des-
tination. Focusing on the journey up-wards the shifting perspective of the camera depicts the mutual hindrances engaged
by the couples to sabotage their opponent’s success on reaching their final destination. Juxtaposing the race towards the
top with the tranquility of the surrounding landscape lends the video a poetic vibe all its own.

*0,% (2005), single channel video, 7°, ed. of 10
PAREREEL TN ELER, AAKSEEHERBHT: AN RNERALRTLERE, BASHMER AL T X
B, B RLTHREATZN —LPUNXFELT —MEENTA, WAEMEATEL, BEARHERE—FFE.



Yang Fudong ##& %, | Love My Motherland 3 Z )4 E (1999), 5-channel video installation, 12’, ed. of 5

I Love My Motherland (1999), 5-channel video installation, 12’, ed. of 5

In one of the short sequences comprising | Love My Motherland, a man performs a formless dance at an intersection. The
picture is out of focus. Yang Fudong operates here, too, with the alienating possibilities of experi-mental film, with short
cuts and multiple exposures.

FKEFHHEE (1999), 5-channel video installation, 12’, ed. of 5
BRW—N9%, B—AFTAETFHRUMENRE, oM. WEABAAEIN T B L ER LR R LH B YN T
M

Yang Fudong ##& %, Tonight Moon 4-8%#9 8 = (2000), multi-channel video installation, ed. of 3

Tonight Moon (2000), multi-channel video installation, ed. of 3

In “Tonight Moon” (2000) expressionless men in suits amuse themselves by playing around in boats, swimming, and hiding
behind trees in scenes set in a garden. The scenes appear to be daydreams. Yang says that he choose to create this affect
after noticing the way people playing in gardens tend to give free rein to their imagination and enter their own fantasy world.
The arched gateway represents the border between the real world and the other, enchanted land beyond. In the actual
installation, a number of small monitors are embedded in a large screen onto which an image of the garden is projected,
each depicting men swimming naked.

482/ H = (2000), multi-channel video installation, ed. of 3

At Al (2000) Hrak b2 FH R0 B AN E ERIAY, Mk, #¥E, xRk R2PFam, B, YHEELE
EMEWAMNEGHBLEMN A EZ, FNEE DB T fE, B ARFIERT R, LEAHETZN
LR FEGEFHAR, INKBRRENNETBEIAN-NLEEROARFE, E—NETFFEBEE AMIBRKN T
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Yang Fudong # & %, Su Xiaoxiao 7))\ (2001), multi-channel video installation, 15°, ed. of 3

Su Xiaoxiao (2001), multi-channel video installation, 15°, ed. of 3

In “Su Xiaoxiao” Yang Fudong captures the poetic sentiment that arises in moments of individual encounter with the real
world, and his own expression of the world inside him. His artistic practice engages in a temperamental dialogue with
the traditional culture and literature of China. Yang Fudong constructs a potential platform for dialogue and negotiation
between the self and external reality. In so doing, he does not propagate fixed believes or dogmas. His work is based on

process, on what he learns from ceaseless study, observation, and involvement with his social environment and the way it
relates to the individual.

7/)\)h (2001), multi-channel video installation, 15°, ed. of 3

ZRY, BRARMEINMAFNINEE RO R ZNFE, FEFTHECHROER, b EZ 83 E 5T P EE A
XF, BT AAREREMERZRNBETE, MAEZRETHERNBEMRE AN, BOERERT A,
ET AW ET., WE, SNSRI xR, UAXEE AR XK .

Yang Fudong #7& %, Flutter, Flutter ... Jasmine, Jasmine X £, X, 3#i, 3#J (2002), 3-channel video installation, 18’, ed. of 3

Flutter, Flutter ... Jasmine, Jasmine (2002), 3-channel video installation, 18’, ed. of 3
The images in “Flutter, Flutter... Jasmine, Jasmine” are both an illustration of the words of the romantic song, and a com-
mentary on it. We see a young man and woman in a large city, dreamily staring. Just like the song, they reflect hope, ideal-

ism and emotional purity. But the changes in the city proceed rapidly, and it is a question whether their ideals and feelings
will remain untouched by this.

X b, XE, &, F# (2002), 3-channel video installation, 18’, ed. of 3
ERPHGEANRENXGRENTANMEL, — N FLERBTEEREE L. BT FAFE N, MIFFEENF
B, BEERE, RAMMER TR TT, I EERRE R T LGB L E?
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Yang Fudong # & %, Jiaer’s Livestock R 94 0 (2002), 10-channel video installation, 14’, ed. of 3

Jiaer’s Livestock (2002), 10-channel video installation, 14’, ed. of 3

In two separate spaces two almost identical cinematic narratives unfold. Because of the wall separating them, we can-
not compare the two, and must call on our memory. Both spaces also contain a glass display cabinet with a suitcase
full of books and neckties, and four small video monitors in it. The tangible objects and the monitors appear to connect
with the large projections on the wall.

FF 94 0 (2002), 10-channel video installation, 14’, ed. of 3

XEEWHNEEEFNLFIL S E, AT 3R, RO PR, REFLZRER, BASELF K
BETHHESG, EMAA—NEFRSRPEN AR EANAENE, RGOk EL LA E 5 ENARL DN
xE

Yang Fudong ##& %, Close to the Sea T (2004), 10-channel video installation, 23, ed. of 3

Close to the Sea (2004), 10-channel video installation, 23’, ed. of 3

The video installation “Close to the Sea” (2004) makes the viewer aware of the impossibility of watching all the projection
screens simultaneously. Stories play out synchronously and asynchronously. The central projection screen shows two
scenes alongside each other: a young couple riding a horse along the coast, and a couple who try to save themselves
during a shipwreck. Here an initially idyllic world is disrupted; the strident sound of brass instruments reinforces the
atmosphere of disharmony.

& (2004), 10-channel video installation, 23’, ed. of 3

KE-NTRIGEE, ARFTHRRFERZ G - NRY., REREHEAR, PROLY LZHARE L LN
B, MR -MEBHBLNERTA, R —sHREEMER P RENTA, HEANEZHIN, WE R
F B R Y AR AR TR B A
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Yang Fudong # 1& %, The Revival of the Snake #ER975EE (2005), 10-channel video installation, 8, ed. of 3

The Revival of the Snake (2005), 10-channel video installation, 8’, ed. of 3

“Revival of the Snake” (2005), a colour video of eight minutes duration, plays on ten large screens. Here the subject is
incontestably human instinct and survival. The scene is a bright winter day with a clear sky. The ground seems to be
deeply frozen and in parts sprinkled with dry snow. It is a desolate landscape. In this no-man’s-land everything seems to
presage death. The protagonist is a young man, perhaps an “intellectual”, who seems to be a victim fighting for survival.
Once again, there is no story, no beginning, middle, or end. On some of the screens the young man seems to be wander-
ing around, exploring the environment. On some of the other screens we see him dragging himself across the thick ice
of a frozen lake. While, on other screens, he is seen blindfolded with hands tied behind his back.

v B9 7 EE (2005), 10-channel video installation, 8’, ed. of 3
KE—WNAPHKNTREBEVEY ., RN, AENEMELEEALRENRE, XE-NEHNLE, ki
HEARFEERE, INMAXFENH TR ANEEER TN AR EANTFR-ANESISFFPEFHNFEEA, BFHEAN
mRSF. Ao, WEEHEE, BEARXAFEANER,; FothZEXEEFKGNE LIRAT; Aot F EREE,
BT RF, ZAAHRE, ZHETH, BamER,

Yang Fudong # 1% %, No Snow on the Broken Bridge ¥#7tE (2006), 8-channel video installation, 11’, ed. of 6

No Snow on the Broken Bridge (2006), 8-channel video installation, 11°, ed. of 6

“No Snow on the Broken Bridge” (2006): a freeze-frame tableau in which seven young men and women, dressed in a
haberdasher’s finest, look outward from a rocky outcrop; boats slowly drifting across placid waters; lush, unpopulated
landscapes dominated by mountains. Like all of Yang Fudong’s work, the narrative is loosely structured, favoring cen-
tripetal forces over linear paths. Here, glamorous young men and women are slowly pulled together as, alone or in pairs
and quartets, they wend their way toward the eponymous bridge to catch a last glimpse of winter snow; the rabbits,
parrots, and stubborn goats on leashes that accompany them hint at the dandyish excess of a bygone era.

¥ £ E (2006), 8-channel video installation, 11’, ed. of 6

tAFFERWNELHMER T LAY, WHARERENH P/, HHAELEFER, fHERLMGERD —F,
HHTENAFHNSRE, RELLNAEEINNERENTE; MRTF, B, LFOHEANER T BN FRNTFEE
jEAO



Yang Fudong # & %, East of Que Village ##31¥Z (2007), 6-channel video installation, 20’, ed. of 6

East of Que Village (2007), 6-channel video installation, 20’, ed. of 6

“East of Que Village” centres on an untamed and untethered pack of dogs, surviving at the most basic level of existence,
in an arid, desolate, and unforgiving expanse of northern Chinese landscape. A handful of humans also appear, engaged
in their own dogged battle for survival. The work questions the value of life in contemporary China, and the desires an
individual has a right to expect from his or her existence. It is perhaps Fudong’s most personal film to date, drawing on
the bitter and cold feelings that he associates with the rural China of his childhood, and which embody for him a sense
of isolation and loss that is increasingly present within society.

Z£#HI % (2007), 6-channel video installation, 20’, ed. of 6
ANGABELRETIELY., T ATE. AFWIH R A - RELETRNEN, THEHAGAY, BT HA
Bk, FEtEANE, UK IMAEFHERETTRE., GUXEEANIHBERBANY . 7 —f
FREMABNREHEL T Hm A EREAN, DRMHE FR Ay I 531,
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Yang Fudong # & %, Seven Intellectuals in Bmboo Forest Ill #5#k-£'%% 11 (2006), single channel video, 53’, ed. of 7




Yang Fudong # & %, Seven Intellectuals in Bmboo Forest V ## - V (2007), single channel video, 91°'41”, ed. of 7

Seven Intellectuals in Bamboo Forest I (2003), single channel video, 29'32”, ed. of 7

Seven Intellectuals in Bamboo Forest Il (2004), single channel video, 46’15, ed. of 7

Seven Intellectuals in Bamboo Forest Il (2006), single channel video, 53’, ed. of 7

Seven Intellectuals in Bamboo Forest IV (2007), single channel video, 70’, ed. of 7

Seven Intellectuals in Bamboo Forest V (2007), single channel video, 91°41”, ed. of 7

Seven Intellectuals in Bamboo Forest (2003-ongoing), a series intended to expand to five sequels in total, is Yang Fu-
dong’s attempt to develop a grand worldview in the form of an epic tale of a group of individuals defying the times in
which they live. The title is borrowed from a popular legend of seven intellectuals who sought refuge from the chaos of
the Warring States Period in a bamboo forest, where they indulged in serious talk unsullied by worldly matters. It is used
as a metaphor for the resistance of the young Chinese who feel unable to keep up with the pace of change in China and,
as a result, experience a kind of identity crisis. Showing no regard for normal social behavior, these intellectuals drank
to excess, romped around naked, and composed refined verses that expressed their feelings of resentment towards the
age in which they lived. The five-part series focuses on seven young men and women in different settings, beginning
with a mysterious mountain popular among Taoists, then proceeding to an urban setting, a rural setting with fields and
paddies, and an island, before moving back to the city.

#R-£¥ | (20083), single channel video, 29°32”, ed. of 7
#R-£ ¥ 11 (2004), single channel video, 46°15”, ed. of 7
R+ 11l (2006), single channel video, 53’, ed. of 7
ML IV (2007), single channel video, 70’, ed. of 7
LR V (2007), single channel video, 91°41”, ed. of 7

“ARERT R, HEM00BEFBEAMARLE R HRALREHRR —BIH THBRBOERA L IFRI T
E,OAARERTHR “UHRER” WhE&E, —BREFEALTEBYTRE —FAHK, FL00FILHFE T
e WAMHHBELRYESREAS EH. WEABEF AR T B AW NAER K, DREBAESL oW & 45— 85k
A, BN EMEFWAELATH, F8ALE., EEER, BEEK, ZANENS2#RT EMEREN ., REX
WA T EE T LHNDLE, FEPRT, £FSM, ZBEY, XFERTHKE.
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Yang Zhenzhong ##k %, 922 Rice Corns 922%1 % (2000), single channel video, 7’, ed. of 10

922 Rice Corns (2000), single channel video, 7’, ed. of 10
The video “922 Grains of Rice” plays with the interaction of the image of a cock and a chicken pecking grains of rice and

the sound of a male and a female voice counting the number of pecked grains. It is a humorous representation of the
battle of sexes as well a comment on today’s competitive behavior.

92247k (2000), single channel video, 7°, ed. of 10
BHE—RAGF—RFHRREIR, —F—LWETME OB, KT T AR — 5 78 &

Y
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Yang Zhenzhong # & #, Let’s Puff I (2002), double channel video installation, 6,58', ed. of 5

Let’s Puff (2002), double channel video installation, 6,58, ed. of 5

Let’s Puff” (4th Shanghai Biennale, Zone of Urgency, 50th Venice Biennial) similarly starts from the interplay of two imag-
es: a young woman puffing and a busy street. Every time the woman breathes, the image of the street moves away from
the viewer. The rhythm of the traffic and the angle of perception are altered with the rhythm of the woman’s breath.

ik (2002), double channel video installation, 6,58’, ed. of 5

KHEFEEE OB LERNEE, SR TERESNER “Bahy” LEH fREZEWIEASHRNBEAK. —
HE-NFEBRLAN, R —FEENHE, WEANTEH 2R BN TEENFRRBER, FAFRLNT R oHE
I ARIFFAE R



Yang Zhenzhong # 4k #, Sleepwalking is a Therapy | & il5f7 %! (1997), single channel video, 30", ed. of 10

Sleepwalking is A Therapy I (1997), single channel video, 30’, ed. of 10

Fix a video camera on a remote control car, and the camera is moving ands shooting on the floor of an apartment house,
the image and sound are not handled.

BT %] (1997), single channel video, 30, ed. of 10

#HAL (Panasonic Super VHS)E R A —WEBEAAE L, A—AEE AR LEZS MR ELEHBATE, £=1+2
#, AFFFE.

Yang Zhenzhong # 4k ¥, Sleepwalking is a Therapy Il %57 %11 (2003), single channel video, 30’, ed. of 5

Sleepwalking is A Therapy Il (2003), single channel video, 30’, ed. of 5
The images are shot from the street, the stream of people, the bodies and so on- each from different kinds of the public
and private space. Each scene is started from black hole or the shadow, and fade into black hole or the shadow. Many

such scenes are edited together. The sounds between each scene are from someone, who sinks into the water and feels
suffocated, then he is out the water and breathes.

297 %1l (1997), single channel video, 30, ed. of 5

FHRATNAKFER, BHATROFE., BhEI o2 HEHEE, AR, SRELHNERABARNE, F—BPGhE
WMEAEFHENGEFWNERRARZ L, BAEARHE Y EAGE, BERSXAFNRLIREEE R, fnF
EROmBELE—RE, B—BPBRECNERFELKFREEF.

N EE: THY, UANFAFLEZINE,
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Yang Zhenzhong # ¥ ¥, Light as Fuck % 52 (2001), single channel video, 6,21’, ed. of 10

Yang Zhenzhong # 3k ¥, Light and Easy Il %0 521 (2002), 1°, ed. of 10

Light as Fuck (2001), single channel video, 6,21’, ed. of 10

Light and Easy Il (2002), 1°, ed. of 10

“Light and Easy” (2002) and “Light as Fuck (2001) are based upon a conviction that the lightness of the isolated exterior
or interior is a source of interesting material. He perceives the weight of urban changes as an exterior phenomenon, and
literally depicts the process as a weightless factor, turning urban landmarks upside down.

12 5% (2001), single channel video, 6,21, ed. of 10

21 5241 (2002), 1°, ed. of 10

KEBER T, TRARERTEADWERERAEINFTFREN G, FPERRZREGH G LM TP E N EA, BEE
BB —Hmeadk. REMNREETH N, WA EEN TR E—MAABIE, st— WAy k™= 3



Spring Story (2003), single channel video, 12°, ed. of 10

In 2003 Yang Zhenzhong went to the Siemens factory just outside of Shanghai where some 1,500 hundred workers are
busy assembling mobile phones for the entire planet. Yang asked each of the workers successively to say one word
from the speech that was to lead their working there in the first place, until all 1,500-odd words had been recited. He
then painstakingly spliced their contributions together to recompose the entire speech. Though the resulting twelve-
and-a-half minute film has a manifestly critical dimension, its particular effectiveness stems from the fact that it does
not formally oppose but rather reproduces the factory’s highly structured Taylorist production. Yang’s work truly does
liberate the productive forces of critique, as it is one of these rare configurations that allow us a point of view on process
of which it is both the prism and the outcome.

% X 9= (2003), single channel video, 12, ed. of 10

20034, HIERF ETAT LERSHEITFIL), HERIS0O0M T ATE LN ARN TN, HikbEEFEIE
TTEANATANIPNE CERBE) Rty —A3E, F ALK I500M L ey 7 EH AR B E A, KibxHklzy
HNESRELEEEE T AAL EHER RN TR, N ESEMRARTITROET S, HAEEPAENEULEBRNSS
Ha, HREANATRFENERZ —.

Yang Zhenzhong # 3k ¥, | Will Die %32/ (2000-2006), multi-channel video installation, various running time, ed. of 5

I Will Die (2000-2006), multi-channel video installation, various running time, ed. of 5

Yang Zhengzhong became famous in 2000 with his half-hour video “(I Know) | Will Die” that features short sequences
in which a series of people speak the phrase “| will die” to the camera. It was included as a multi-channel projection at
the 2007 Venice Biennale to great acclaim. It is a disconcerting, soberly presented film that confronts the viewer with
existential questions.

F S IEH) (2000-2006), multi-channel video installation, various running time, ed. of 5

20004, Bk P EEF DNHWBGRES “REAW WA FENS. ZEKLEXTFRAGFRGIIE “RE A" X
— /N, GA2007F BRI NER LRI RES BE-ANAATZHAXEFEFRHNEDL, REFUAELE
A A A BT B ] R
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Zhao Bandi B

SiLres pUbicety
T A
hed

Zhao Bandi # 4k, A Tale of Love Gone Wrong for Pandaman. A Court Case November 2003,
And Also a Story about the End of a Love Story RESE A & (2003), single channel video,
15’, ed. of 9

A Tale of Love Gone Wrong for Pandaman. A Court Case November 2003, And Also a Story about the
End of a Love Story (2003), single channel video, 15’, ed. of 9

“A Tale of Love Gone Wrong for Pandaman,” is more than parody. In 2003, Zhao Bandi sued two media businesses for
publishing his poster without acknowledging his copyright. During the hearing, Zhao Bandi sits, forlorn, with his Panda.
At the end, he reads as evidence a letter from his ex-lover, in which she explains why she is leaving him. She describes
Zhao Bandi’s relationship to the toy-panda as being sick, and denies that the SARS poster could have anything to do
with his personality. Because of the letter (or despite it) Zhao Bandi wins the case. It’s reality that produces fiction that
produces reality.

RESE A K Z 15 (2003), single channel video, 15, ed. of 9

CHINE (ZBHRE) 7 FARRE—HFEEKR, 200345, REIEFHZENT HEGRET EAEEEERE, £TiES
b, RERA MR AT E, WEMALY, RE, T —H AT L A WEA, SEE R T M AR ke R
Ho WA R EXAT R X R R TRAN, HFEAXTOARSHERAthA X, RERFIERBT FAE, s
RHEAR, W, HERON R G TEE RS,

AL

Zhao Bandi # 3 %k, Zhao Bandi Fashion Show, Beijing 2007 33k 35 4L 2007

Zhao Bandi Fashion Show, Beijing 2007
ShanghART Night, Zhao Bandi Couture, Shanghai 2008

“Panda Fashion” (2007/2008) couture is the newest invention of Zhao Bandi. The videos document runway perfor-
mances of models dressed in panda-inspired costumes embodying characters like a judge, a cop, a migrant worker, a
corrupt official, a real estate developer and a sweeper.

HIKAS2EF, Beijing 2007

ShanghART z & ¥jk it %%, Shanghai 2008

MBS ERERMRFELE, BHROKTHEENEERBEREDELMACNEFINY, thin: FF, X,
RI, BRER, BRFFRFEELIES,
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Zhang Ding 7 %, Great Era XB$4t (2007), 14’, ed. of 10

Great Era (2007), 14’, ed. of 10
Zhang Dings’s most recent film “Great Era” (2007) is a surrealistic Fellini-inspired voyage using Shanghai as its theatrical

backdrop. The protagonist rides along staged tableaus with his bike (disguised as a horse) in scenes perfectly synchro-
nized with the film’s sound score.

AR (2007), 14°, ed. of 10
KB EHER “AHR” (20074 ) Z—HULENBAEENHEALENHRERRNER., TAETR T ANEHRE
T, MEREMGD Kk ETERE,
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Zhang Ding 7 %, PRY i (2005-), multiple channel video installation, various running time, ed. of 1

PRY (2005-), multiple channel video installation, various running time, ed. of 1

In "Pry” (2005-ongoing) Zhang Ding explores the relationship between the viewer and the viewed, superiority and infe-
riority, exploiter and exploited. This is done with rare sensitivity and non-judgmental loyalty towards featured destinies,
all of which share a common denominator of difference. These differences are manifested sexually, religiously and politi-
cally, and often with severe consequences to the protagonists.

% (2005-), multiple channel video installation, various running time, ed. of 1
OCHERT (20054, F%) XBMERY, KERZTURGHEAH, RERE B H&, 8 NRE I K F 2 58X
Fo BMFET—H A& WAE. FHPANERS, FHARBKBRNETENZFRARZEMAN]— R 74 E %k

ﬁc



Zhang Ding % #, Feng Han 33X (2006), single channel video, 59'30”, ed. of 10

Feng Han (2006), single channel video, 59’°30”, ed. of 10

This video features a man, in a town of Northwest China, lost in his insanity. On a public square, in the middle of the
night, his behavior eerily appears as an artistic performance: making disturbing and comical faces, singing, playing with
objects surrounding him. Passers-by laugh as they see this curious character. When alone, he plays with his shadow,
opening a dialogue with himself. These language and acts of his own are spontaneous, natural, as a “theatrical” scene
without any acting... His unconstrained body moving with fluidity reflects his liberated mind.

;X (2006), single channel video, 59°30”, ed. of 10
TR EANREFETRE —DRR, ¥R, ME—FZHEZETAHMBAK., B8, TFAEBNEAT., BAF
B AL, A ANRE, RTAK, EHEE. REBTHECHET M ERLMN, 22 0HME, XA E
7 K B W AR o Rt P BT R BT & R I R

Zhang Ding 7 % ,Boxing | & Il Z& | & Il (2007), multiple channel video installation, 3, ed. of 5

Boxing I & Il (2007), multiple channel video installation, 3’, ed. of 5

Boxing | & I (2007) is a beautifully cruel experience to endure. The two films depict a young man dressed in a lucid T-
shirt — the artist himself — in a dark space, confronted only by a punching bag composed of three round cacti with sharp
spiky thorns. Violent and vehement, the boxer fights in vain against an otherwise fragile species - it's a contest he can
never overcome.

Z7 | & 11 (2007), multiple channel video installation, 3’, ed. of 5

KRR RBBEELZS (H23) WXT—MEMTMABNEH. EAXGFAGEL, AT-ATLERFWNFI,
EAEH RN ZAAKF RN ASRAREDE, BARRE, 2FRFZLYHE 7 —MIEF D s, X2 —
I Ak A T ALY AR
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Zhou Tiehai & %8

Zhou Tiehai J& 4k i, Will/We Must #47R (1996), single channel video, 9', ed. of 5

Will/We Must (1996), single channel video, 9’, ed. of 5

Zhou Tiehai’s film “Will/We Must” (1996) shows the artist’s vengeance and attitude towards the self-absorbed art market.
The 10-minutes film is a witty critique of the Chinese art scene and its sucking up to foreign curators who, as medical
doctors, examine and treat the Chinese artists as patients. His work’s power to amaze and provoke is the result of a host

of strategies that mix antagonism with sincerity.

I (1996), single channel video, 9°, ed. of 5
RMEAREGRENBRASRETHEFHOLR, N FELIREAEH T ERRKBEFNEAXE, GEARNLE
A, — DR, EABEEEASENEL, AFEZREZAASEEER. AT YR T AT P E LT
e EPAT T R A, R—HARAIEE B,
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Zhudia % n

Zhu Jia % #m, Double Landscape X E X & (2002), single channel video, 10’, ed. of 5

Double landscape (2002), single channel video, 10’, ed. of 5

The film shows a young man drinking coffee in front of a window though which the landscape of a modern city can be

seen. A lady, standing motionless, seems to be serving the man. Although it is difficult to realize for the viewer, she is
actually a dressed mannequin.

MW E X & (2002), single channel video, 10’, ed. of 5

BREZ-NERFTLEGTNE WA, —MEURANRFARRILE IR AR ARES KB R AL
o
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