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Liang Yue was born in Shanghai in 1979. She graduated from the Shanghai Art Academy in 2001. Today she lives and works in Shanghai. Started
artistic life from 1999, photography and video are Liang Yue’ s most important art languages. She prefers to add surprising titles on her works.
Through those personalized titles, she builds a ‘Fourth Dimension” above three sides of the work, the artist and the audience. Therefore,
audience thoughts will be led to her emotion inside of works. She is passionate about shooting trivial and details of daily life which is meaningless in

others’ eyes. Through regulation of light and color, she made her shooting subjects full of contents and emotions.
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DD or D = Dadou
LY or L = Liang Yue
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MC: How did people around you react to your calling yourself an artist?

L: At the beginning, they thought it was unrealistic. But now they have accepted it and think it is no different from other ordinary occupations.
They are also quite envious of me as they think I have more freedom.

D: Why did they regard your career as unrealistic at the beginning?

L: Because this isn” t a nine-to-five job. They would feel that your life was irregular, you were always going to bed late, and they were wortied about

your income. But now it is better. There is a SOHO feeling to it.



Videos | k1%



MC: FAfR# IR £ B 7, fEERREA, RA—H, HXCERRIER? A 42

LY: |, RE—HEREAIFNEE, REZRRG. B, REW, AH2HEE HZRAXMERZE XA MHEN T,
BEANSRT . WHNEB—HEXRET, RRAEFERE, 2RE&. EXHRETHBEFENE, BAMEFHEFTEKT
MW ERE/ESWEREFNHEET T2 X TENHEE,

MC: During your career, when did you feel special, different, frustrated - and why?

L: I never felt special. It” s great when you love what you do. Frustration is frequent, but everyone will feel frustrated. An artist is frustrated
because this is a lonely job, and your imagination will get tired. For example, when you are tired after thinking about one thing for too long, you
would suddenly feel that the whole is not worthwhile, and you would get frustrated. But the feeling won’ t last long, It is like this whenever one

does anything for a long time. But I do feel that frustration comes more from daily living rather than from work.
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MC: What is the most important contribution of att to social life / society?
L: Hmmm---..spiritual enlightenment?.
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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.
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MC: As an artist, do you feel you have responsibility in a social and cultural context? In what ways?

L: There must be. I have always felt a great sense of responsibility to society. I try my best to improve myself, to avoiding doing things that make
me feel foolish. I think doing everything well is already a kind of responsibility. As a member of society, I don” t think I am bad; I will not hasten its

destruction. If I could do even better, I would promote its development. I feel my contribution to culture is great.
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MC: Do you still keep reading now? Is reading important for an artist?

L: Yeah. Reading is important for everyone. It s a habit that brings readers tranquility. Whether you read about political or economic subjects,
reading texts always calms you down. Reading doesn’ t help me much. It just soothes my emotion, give me insights and provides me with

information about major issues.
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MC: Do you find it necessaty that a creative / artistic person have a belief? What do you believe in?
L: Yes. As long as one lives, he will need spiritual support. I believe keeping oneself alive is spiritual support.
D: We all say it is an age when all beliefs collapse. How do you acquire your spiritual support in this day and age when most people have lost their
beliefs and souls?
A Just try to believe in some philosophical ideas. I always believe in being righteous. But I don” t have any religious beliefs. I just try to give

myself the confidence to continue living, and demand myself to become the kind of person I want to be in other people” s eyes.
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MC: Have you anything to say about art and fear?
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L: For example, when an artist” s imagination dries up and he cannot create anything new, he would have a lot of fear for his future. Or you may
feel that art is too complicated and chaotic, so those who are not in this profession may feel very lost and confused. That gives people fear on a

cultural level. Personally I do not have any fear artistic-wise.
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After creation of Stop Dazing, I started recording
others' daily life. They are short videos about daily
life details on spiritual level, such as Traveling Day,

Lady Lady, and Daughter.
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MC: How do you deal with critics and criticism of your work?
L: I am willing to listen to them because want very much to hear how others view my work. When you are creating the work, there is just the
communication between yourself and yourself. After finishing it I need to hear other people” s opinions. It is a necessity.
MC: What” s the difference between the comments from your friends and those from the critics?
L: No difference. I just take a critic as an extra person. Critics may be more professional and their comments come from academic angles. Friends
more often make comments based on their personal feelings.
D: Are those comments by critics important to you?

L: I think these days critics and artists have very close relationships.
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MC: Do you think that people should understand your art? Do you need people to understand your art?

L: Certainly. I hope very much that my work will be understood and liked by the audience. The necessity is a one-way request. It” s just my hope,

not my demand. I don” t force it. I don” t feel it is indispensable.
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MC: Is an artist powerful? Do you like to be so?

L: Whatis the power that you are referring to? I think artists are the disadvantaged group who can only express in an invisible, intangible, spiritual

way. I just want there to be more freedom and the right to voice.
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MC: Have you ever been doubtful of your identity as an artist?

L: Ever since I created my first work, people have regarded me as an artist. I never define it formally. A great number of people are doing such

things. If one day I have no more imagination or I become tired of doing my work, I would quit.
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MC: Is an artist corruptible? / Are you corruptible?

L: Hmmm, as a woman I like to shop, to buy clothes. Of course this is limited to what I am financially capable of handling. To me, corruption is

spending money like water.
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MC: Dose art need loyalty? And is it a never ending need?

L: Not necessarily. Art needs sincerity. Loyalty is too big a term. You can just joke about it, but you really don’ t need this kind of loyalty.
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MC: What and how should the relationship between Art and Politics be?
L: I hope the relationship between art and politics is -+ because they are both parts of society, both necessary elements, without which would be
chaos---so I hope they have a harmonious relationship, that is, they do not hate each other and feel fine about each other” s existence. Anything
can be a theme for art, including politics. To me, politics maintains society. Art is for reflecting the power struggle within the political arena, and if it
interferes in art then it is a sign of its insecurity. Of course, politics is much bigger than art right now. Art has to obey. Politics cannot possibly obey
art. The two things should learn from each other.
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MC: What is the relationship between Art and Culture?
L: They both belong to a big context. Don’ t separate the two. They are both things you need no an emotional level. Art is the offspring of
culture.
D: Isita pious offspring or a rebellious offspring?
L: It s hard to say. There are both sincerity and falsehood within it. The children of culture must include both good ones and bad ones.
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MC: What is the relationship between Art History and Ideology History? Is Art History equivalent to Ideology History?

L: I think the history of thought is more rational and formal. This thing called thought is very dry and given conclusions. Art history is rich and
colorful, while the history of thought is black and white.

D: Do you think art history can go beyond the big thought history domain?

L: For example, I am an artist now. Perhaps among my friends there are people who like to think, but when you go out for fun you may not

necessarily ask them to join you. That is to say, though is dry and boring. But it is definitely useful for giving directions to art. Art is diverse.
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MC: Does Art open conflicts? Should it do so?

L: Of course it will lead to controversy! As to whether it should or should not:--of course it is better to have controversy rather than none. It is
quite boring if everyone agrees with whatever you say. When what you say is something that everybody already knows, then you have not created

anything new.
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MC: Is “Decency’  of concern for an artist?

L: Feng Du? Feng Du is - to be neat and tidy everyday. First of all, you need to pay attention to your personal image, your manners, etc. An artist

must first and foremost be someone with wisdom. Wisdom is most important.
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MC: How do you see the relationship between Art and Ethics?

L: Even if you are doing anything anti-ethical you still need to make ethics your ultimate goal. I am someone with a relatively strong sense of

righteousness. I don” tlike to do anything that is harmful. You can talk about morality in your art, but you should not do things that are immoral.
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MC: How do you arrive at a price for your art? And how do you value your work?

L: For myself, the more expensive my works are the better. When my works didn” t sell, prices will surely be lower. In fact, the value is defined
by the market. I don” t care about the prices of my works but whether I am satisfied with them. If I am satisfied with it but the price in the market
is not high, it is not a problem. It could be that other people are doing better than I. I am relaxed about this. As to how I evaluate my works, I will
look at the international prices first and make the real price a bit higher when I am satisfied with my work.. I should price my works with reference to

things around me. I cannot have any price I want. I will consult other people. This is buying and selling;
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MC: Luxury and Art, Art and Luxury? What do you think about this relationship?

L: 1 think some art works have become luxury items but the rest of them are still inexpensive. This has to do with the author’ s intentions. If it is
just a recording it would be less expensive. The prices will be higher if they are those collected by a small group of people. Some people want their
works to be seen by everybody, so they will put their works into the museums. They want children and students going in and out of the museums

everyday to be able to see their works free of charge. Not necessarily luxury items.
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MC: Is art a mass product? Should it be?

L: If there is a demand there can be mass production. If lots of people want it, what’ s wrong with mass production? If the work is liked by a lot

of people and hence there is strong demand for it, mass production is okay. If things are like this, life will become very wonderful.
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MC : Isyour art a product?

L: Products come into being because there is a demand for it. It is related to manufacturing. Art is something I create only if I want to. Artis not a

product.
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MC: After you sold your art, do you miss it? Do you know where it is? Always?

L: Usually I don’ t sell my work for money. I will wish that the people who buy my work will keep it well and not sell it to anybody with bad

intentions. The customers who remain after the screening are likely to be trustworthy.
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MC: Do you find it agreeable to share your money with your gallerist?

L: TIhave no idea. Everyone gets what he needs. The gallery owner has also put in lots of efforts to advertise your art, to promote your works. Right
now the share is fifty-fifty. I think it is fine. No problem at all.
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MC: Would you like to use your money to support young artists? Just to sponsor them?
L: If I have the money, I would do it.
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MC: Is a curator a facilitator or an artist-user?
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L: Hmmm---first of all, it is definitely wrong to take advantage of artists. Servicing is not appropriate either. The relationship should be one of
cooperation, I think. A solo exhibition probably does not require curators since the artist can handle everything. But a large scale exhibition requires a
curator for overall planning, a curator who is available 24 hours a day to handle enquiries.

D: How do you determine if a curator is good or not?

L: I always assume that curators are good. When someone invites me to take part in a show, I would do a lot of work to understand the general
situation. I usually do not refuse. Sometimes curators are very results-oriented and do not pay attention to the process of communicating with the
artist. In that case he is not a good curator. He should pay attention to the exchange with the artist. The curator’ s work is difficult, too. I hope they

do not have any monetary agendas since artist are usually rather kind people.
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MC: How do you believe the relationship with gallerists and artists should be?

L: It should be one of mutual understanding. If the relationship is built solely on economic interests it is not meaningful at all.
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Without tradition, art is a flock of sheep without a shepherd. Without innovation, it is a corpse.

—Winston Churchill

The first part does not really mean much to me. I agree more with the latter-half of the saying. But things are not as absolute as this. Continuous

innovation, after 100 years, becomes tradition. So you can disregard it. Just do whatever you like.
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Liang Yue's photographic work negotiates the complex symbolic terrain between the exterior and
interior, memory and reality and the public and the private. Her open-ended series of photos "Several
Dusks" (2003) and "Lily's Afternoon" (2003) focus on moments drawn from ordinary life. Yet, a sense
of foreboding pervades all of them. Liang Yue observes and elaborates on a uniquely ambiguous,
uneasy assortment of public space in Shanghai, but with a detached viewpoint. The images are shot
just before nightfall and are linked to an elusive time and the question of presence. The snapshot
aesthetic makes it difficult to think of it as specific to a single place. The recurring images are a partial
and instant view of the city. Her scenes of distant frenzy co-mingle possibility and problem, and
leave the viewer uncertain about their specific mood and theme. The contrast between familiarity and
strangeness is highlighted, and it is precisely this feeling of contradiction that makes her photos so

fascinating and attractive.

Liang Yue's recent work also straddles the line between the inclusive and introvert. Photos from
"In Summer" (2005) and "On the Bridge" (2000) are shot in the context of the poetic impossible
rather than the metropolitan. Here, the images are devoid of human beings. What we see are empty
streets and unoccupied interiors without any visual over-saturation. Liang Yue opens a vast realm of
associations, therefore collapsing the notion of one specific and determinate meaning. The "Untitled
Red" (2005) series is comprised of monochromatic red-tone photographs that, at a glance, walk a fine
line between concreteness and abstraction. Yet, the difficulty in reading these images owes less to any
inherent formal opacity than a kind of counterintuitive distancing effect.
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Numerous Continuation: Summer Autumn Chaos Series | <% %4 : EMEY R 7 2011



Installation view in A Lecture Upon The Shadow-Images from Chinese and British Artists, 2012, ShanghART H-Space
CKHFH—R - PRERRBRERRR RN, 2012 4F, FHENH RN



Numerous Continuation: Summer Autumn Chaos | 1% % 42 : B fk 4, Photograph, Epson Inkjet | & fi , Epson % K% 60X 90cm  edition of 10
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Photograph, Epson Inkjet | & i, Epson Z, K" 120X 90cm  edition of 10




Numerous Continuation: Summer Autumn Chaos | 1% % 4 : B # #l, Photograph, Epson Inkjet | & |, Epson . R4#4" 60X 90cm ( Bach, &%) edition of 10



Numerous Continuation: Summer Autumn Chaos 5 % 4 & 7 Photograph, Epson Inkjet | B K, Epson %, R 54X 100cm  edition of 10




Prohibit Series | «ZEF» Z 7| 2009



Take an Afternoon Nap | HE/N4F % Photograph, Epson Inkjet | & F , Epson & K4 55X 82cm  edition of 10



The Tree Next to the House | /& 37 4 by #f

Photograph, Epson Inkjet | J F , Epson R 105X 70cm  edition of 10



Two Fl 4 . .
wo Flowers | L 4 Photograph, Epson Inkjet | & i, Epson Z, K" 66X 100cm edition of 10



A Close Shot of God of Corn | F K/ B

Photograph, Epson Inkjet | & f , Epson Z AR 85X 56cm  edition of 10



Photo of God of Corn | EKE#EEHE )

Photograph, Epson Inkjet | & f , Epson A" 75X 50cm  edition of 10 3



NPhoto of Candi ] = ] N =
oto of Candies | #REEH Photograph, Epson Inkjet | & F , Epson % K" 54X 100cm edition of 10



Green Tadpole Sour L6 By IR j
fe p | ERE Y g Photograph, Epson Inkjet | & f , Epson %, K" 30X44cm edition of 10




Radiator | HIE#
Photograph, Epson Inkjet | J&  , Epson % KM 75X 50cm  edition of 10




Living in the Ghost's Basement | 1£Z W X 89 T =
Photograph, Epson Inkjet | & j , Epson % R4 " 80X 55cm  edition of 10




Pink Still Object | it g B4 Photograph, Epson Inkjet | B B, Epson %, AWM 40X 60cm  edition of 10



Cat's Tail | JHHE B
Photograph, Epson Inkjet | B A , Epson Z A" 107X 70cm  edition of 10




Biography | {5 /&



Education
2001 Shanghai Fine Art college

Solo Exhibitions

2011 Numerous, Liang Yue’ s Solo Exhibition, Shanghai

2010 Shanghai Candid: Women In Motion, San Francisco Arts Commission Gallery,U.S.A.
2009 Liang Yue residency at the Foto Museum Province of Antwerp, Belgium

2007 An Exhibition, Wellside Gallery, Shanghai

2006 For the time goes by...— Liang Yue Solo exhibition, Shanghai

2005 Stop Dazing, Liang Yue photos & videos in 2003—2005, BizArt Center, Shanghai
2003 Several dusks, ShanghART Gallery, Shanghai

2002 Liang Yue : Don't Think About Anything , Bizart, Shanghai

Group Exhibitions
2012 A Lecture Upon The Shadow—Images from Chinese and British Artists, ShanghART H—Space, Shanghai
No Difterence — Contemporary Art Exhibition, Li Space, Beijing
Wandering Eyes: Video Art from Shanghai exhibition, State Gallery Linz, Austria
TransMedia Art & Fashion Exhibition, Shanghai Sculpture Space, Shanghai
ShanghART Group Exhibition, ShanghART Beijing
ShanghART Group Exhibition, ShanghART Gallery, Shanghai
2011 ShanghART Winter Group Exhibition, ShanghART Gallery, Shanghai
Moving Image In China : 1988—2011, Minsheng Art Museum, Shanghai
Move on Asia, the End of Video Art, Casa Asia—Barcelona, Barcelona, Spain
2010 Beyond The Body, Contemporary Image Art Exhibition, Museum of Contemporary Art, Shanghai
China Power Station — part 4, Pinacoteca Agnelli, Torino, Italy
Portrait, ShanghART Gallery, Shanghai
More Than Nothing, Wang Xin / Liang Yue New Media Exhibition, epSITE, Shanghai
kaat Celis and Liang Yue: Parallels between shanghai and Antwerp, Expo Belgiam Pavilion, Shanghai
Yebisu International Festival for Art & Alternative Visions, Tokyo Metropolitan Museum of Photography
2009 2009 German Week: Every Human Being is an Artist, Times Square, Shanghai
Bourgeoisified Proletariat, Contemporary Art Exhibition in Songjiang , Shanghai Songjiang Creative Studio, Shanghai
Shanghai History in Making from 1979 till 2009, Shanghai
MUTE, ShanghART Gallery, Shanghai
Shanghai Kino, Shanghai Kino, KUNSTHALLE BERN, Switzerland
Another scene — artists' projects, concepts and ideas, ShanghART H—Space, Shanghai
UP CLOSE, FAR AWAY, Kunstverein, Heidelberg, Germany



2008 Opuscule, ShanghART Group Exhibition, ShanghART H—Space, Shanghai
Our Future, The Guy & Myriam Ullens Foundation Collection, Ullens Foundation, Beijing
The World of Other's: A Contemporary Art Exhibition, Museum of Contemportary Art, Shanghai
Private View, OffiCina, Beijing
2007 China Power Station: Part II, Astrup Fearnley Museum of Modern Art, Oslo, Norway
Negative Re—action, Shanghai Gallery of Art, Shanghai
Individual Position 2 , Video, Photo, and Installation, ShanghART H—Space, Shanghai
Individual Positions 1, ShanghART Gallery, Shanghai
2006 Nunca salgo sin mi camara. /Never Go Out Without My DVcam , Video en china, Museo Colecciones ICO. Madrid, Spain
Satellite 2006, SATELLITE 2006, Contemporary Art Pavilion, Shanghai
The Thirteen: Chinese Video Now, Platform China Contemporary Art Institute, Beijing
China Contemporary , Architecture, Art and Visual Culture, Netherlands Architecture Institute; Museum Boijmans Van Beuningen;
Netherlands fotomuseum, The Netherlands
Thirty—Eight Solo Exhibitions , 2577 Creative Garden, Shanghai
The Thirteen: Chinese Video Now, PS1 Contemporary Art Center, Long Island City, New York, U.S.A.
Chaos City, Universal Studios, Beijing
China Power Station: Part I, Battersea Power Station, London, U.K.
Move on Asia, Loop Space, Seoul, Korea
Twilight, Albert&Victoria Museum, London, UK
Stop Dazing— In Anthology Film Archives, New York , USA
Restless, Photography and New Media, MoCA, Shanghai
2005 The Second Guangzhou Triennial, BEYOND: an extraordinary space of experimentation for modernization, Guangdong Museum of Art, Guangzhou
Felicidad Indecible (Unspeakable Happiness), Arte contempor @ neo de China, Museo Tamayo Arte Contempor & neo, Mexico City, Mexico
Media in 'f', The 5th Ewha Media Art Presentation, Korea
J" en reve, Cartier Foundation of contemporary art, Paris
2004 Light as Fuck! Shanghai Assemblage 2000—2004, The National Museum of Contemporary Art, Oslo, Norway
All Under Heaven, Ancient and Contemporary Chinese Art the Collection of the Ullens Foundation , Koninklijk Museum, Antwerpen, Belgium
China Now, Museum of Modern Art, New York, U.S.A.
Chine: génération vidéo, MEP — Maison Européene de la Photographie, Paris, France
Feverish Unconscious, The Digital Culture in Comtemporary China, Chambers Fine Art Gallery, New York, USA
The Monk and The Demon, Art contemporain chinois, Musee Art Contemporain Lyon, Lyon, France
A I'Ouest du Sud de I'Est, L'annee de la Chine, CRAC Centre Regional d'Art Contemporain Languedoc—Roussillon, Sete, France
Conceptual Photography from the people's republic of China, Museum of Contemporary Art, Denver, Colorado
2003 Open Sky, Grand Opening of Shanghai Duolun Museum of Modern Art, Duolun Museum of Modern Art, Shanghai
Works by some Woman Artists, ShanghART Gallery, Shanghai
Chinese Maximalism, Millennium Art Museum, Beijing; University at Buffalo Art Galleries and Museum Studies, State University of New York at Buffalo, U.S.A.



Beijing Chongging Shanghai photography from Beijing and Shanghai, Karin Sachs Gallery, Muchen, Germany
China. Change — China. Present, Everyday Life, Berlin, Germany
+System, Short Videos from the World 2002—2003, BizArt, Shanghai
Urbanart 2003 , City of Melbourne, Victoria, Australia
Zooming into Focus (San Diego), Chinese Contemporary Photography from the Haudenschild Collection, University Gallery of San Diego State University, San Diego, U.S.A.
2002 Fan Mingzhen & Fan Mingzhu — Glad to meet you, Twin exhibition, Shanghai
24:30 Contemporary Art Exhibition, Bizart, Shanghai
2001  FU TT, Contemporary Art Exhibition, Hangzhou
6th Documental Exhibition of Chinese Contemporary Arts: Rotate360 — Chinese Plan Art Exhibition, Paragold Int' Art Centre, Shanghai
Homeport, Fuxing Park, Shanghai
2000  Inertia & Mask— Works on Paper, Shanghai Oil Painting & Sculpture Institute, Shanghai
Home?, Contemporary Art Exhibition , Yuexing Furniture Plaza, Shanghai
Uncooperative Approach (Fuck Off) , Eastlink Gallery, Shanghai
1999  The Same but Also Changed, Photography Exhibition, Shanghai
Art for Sale, Shanghai Plaza, Shanghai

Film Festivals
2012 Toronto International Film Festival, Toronto, Canada
2007 Artissima Cinema, Shanghype!, Portrait of the City from Dawn to Dusk, Mirafiori Motor Village, Turin, Italy

Public Collections
Guy & Myriam Ullens Foundation, Beijing



HH
2001 EepF RilEREFIERFEE

A

2011 #E% IR, i

2010 1 FAA 4 , SAN FRANCISCO ARTS COMMISSION, 041, 5E
2009 B, L DSE A AR ZARE RS | LERIR

2007 —NRYW, EKAEER, i

2006 —N N HIREIERY , T CERC R Tz X — BRI R, LI
2005 5112, B23H 20032005 EBH&%T%@ PEIZRAUL, 1
2003 —EEECE L AARGNEE SN, R

2002 HZ%MW REGE , il

T

2012 P H)—IR — BRI B RN SR , FARAN H 2], Fif
JozER) — YRR, 25750, Jbat
TRERIIRI « ok B B AR R | MROKER IR, BHA]
BRI M 2R, RIS 2R, 1
R , AL
ERANEERE  ANEE LS 0], 1

2011 é%%ﬂﬁﬁﬁ,éﬁmufz S 151 R 2

HERG R, RAEBRSERE, HiE
MOVEONA&ATHEENDOFVEEOART‘ﬁwﬂm%ﬂﬂﬁiﬁﬁlﬂ%gﬁ&iﬁ%%

2010 54N, UG EARRE, BRI, 1
mlk%ﬁ SPU%E , PINACOTECA AGNELLL #f7 , & AF)
%4§%%uf£ SlA), b
Wehshs |, FRR /7 R |, 2 AL 2, Bl
KAAT CELIS FI3IH : “VATH I 520, gt LRI 1E , 10
HEEAMURES | IR R, -0, HAR

2009 2009 FEEJH : AR EAREK , K BN, Hifg
BN PAe TR, MREARBIETT , ML AR LS, 1
FHEME 1979-2009, |
o, FAEINEE S0, R
SHANGHAI KINO, SHANGHAI KINO, {[{/;JE ﬁ:ﬁ;%j:
PB—AMG—2RK0H . S5k, B9 H =50, B
UP CLOSE, FAR AWAY, Z K< |, /L | 4




2008 /MES, TAANEEE S RKAERE I H 250, 1R
TAWIAK , eSS oEE , Tt es, Jbit
AR — MRS, iR, il
AN B 2R TAES , b
2007 PR G - 5885, ASTRUP FEARNLEY IURIERTE , BT , $E
SUAEH, P RS , 11
MRS 2, ®1% . WA BRERE , /KN H S0, 1
NI 1, FRANE R 250, i
2006 TR, G ERAFE , 1ICO FERTE , il | PREEs;
SATELLITE 2006 Y2 AR 14 , SATELLITE 2006, 42 AR, Fifg
134 A HAER , shEhERYRERYE , b
FREERSAR, L. SRS, 22 2B s B - ML - A AR 5 (S Bse e, s
38 AN 2577 Gl KR, Fifg
= A HPEREG , PS1 BRI, HAKE) , KA
KELZ Ik, U 23], Jbat
FREEDAC LG - 5305y, ELRRPT A FLh (B8, Sl
Barh N ., LOOP MAER=S[A], IOk, #hH
TWILIGHT, ALBERT& VICTORIA MUSEUM, &3 , B|E
2R, 412, L]
TRTCIE , B SR ZAR, B RERE, Hifg
2005 BEJmITMN AR R - — MR SEE S TR] T ARIERE L M
XMELA S Mt R ERYREARR , B AMR AT , 2575003, s2P0 5
MEDIA IN'f', S5 1 RZUAL 2 A 2R | whE
JEN REVE, KHI AR Z AR G2 B
2004 RISES ! PR 2000 — 2004 ZRE , FEN Y ARSGERDE , B | $RE
KISk BIU RS S E AR AR ZARBGEE . KONINKLIK SERTE , 24 D%, LRI
A HAE, AR ERE, 2, EH
PR RIS, WRONSSE e, 2R,
FEVERISH UNCONSCIOUS, 4R HIE 7Y, , CHAMBERS FEARYE , A2, 55EH
W5 BE: HEAMN, ERYARER, A YASERTE , HE , L]
FEZR TR TIPS T, SR H 2 — , EZCSEAREARA L, el , ik
K H R ERMSHES . ARERE, Pl RPN, SEHE
2003 TIERZS , 2 URERIEITRRE . IBRZIRERN, 1
LTYEZERFAE R , BASANEE EZS W), 1
RERZ 33, IR ZRIE , U AN RFEATED R m ik SR IE , 95
e, HmG. BIREEE 2R, KARIN SACHS HE , el | ]



M . Al — L B, HRAERS AR, TR
2, 2002-2003 tHFUT RGNS, HEREZARPL il
PRITTZR 2003, SRR, EZ ML, KA
A, ok 9 93E HAUDENSCHILD AT i = Y KA ARG ZAR N, SRR R SRR | el
2002 JEWIEBMNEMIER , FAZARRE, Hilg
24:30 YRZEARGZRE  LEZARPL, il
2001 iR, MR BN
SN EPA AR SCIR TR - Bef: 360— RIS ZARRE , iig FILZART G, il
e N =R/ T: I
2000 PEVESOVRAR BAEAE  FIEEILAEESE , B
K URERE, ARFK A 35, ki
AELET AL RBER, g

1999 W AR, 52

J&, bl

w7 SRR, B, b

W

2012 ZEEBREET

2007 ARTISSIMA Hi,

AW
S e, At

B
N

B %, IEKR

BB L BRI A SR O M % MIRAFIORI MOTOR, #R , AR

NEIR
]

2E=
I

3






ShanghART

& & 4 E R

& 40E B &H 2 8] ShanghART & H-Space
EETRERFLES0S165&185H, 200060

50 Moganshan Road, Bldg 16&18, Shanghai 200060

T: +86 21-6359 3923 / F: +86 21-6359 4570 / info@shanghartgallery.com

ERIREE ShanghART Taopu Warehouse

EEmREARK18S (EtBIZELLRE) , 200433

Bldg 8, No.18 Wuwei Road (near Qilianshan Road), Shanghai 200433
T: +86 21-3632 2097

EEMEEILRZE 8 ShanghART Beijing

LR X M A4S R Hh 2615, 100015

No.261 Caochangdi, Old Airport Road, Chaoyang District, Beijing 100015
T: +86-10 6432 3202 / F: +86-10 6432 4395 / infobj@shanghartgallery.com

www.shanghartgallery.com



