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As one of first pioneers of the practice of video art in China, Zhu Jia
always try to record down the ordinary things through different ways.
The work in 1994, which had participate several important exhibitions,
by attaching a camera to the left wheel of a tricycle, he rode this tricycle
over 10km around the city, catch a unique images of daily life in Beijing. In
the work Did they have sex? He hold a panel in front of arbitrarily chosen
couples on the street and took photos. Talk about different people’ s
attitudes towards the sensitive issue like sex in society by establishing this
fictitious relationship.

Zhu Jia, born on 1963, Beijing, graduated from China Central Academy
of Fine Arts. Living and Works in Beijing. Selected exhibitions include
Trans Local Motion—7th Shanghai Biennale 2008, Shanghai Art Musuem,
Shanghai,2008; 10th International Istanbul Biennial-Not only Possible, But
also Necessary-Optimism in the Age of Global War, Istanbul, Turkey, 2007;
Zooming into Focus (NAMOC)-Contemporary Chinese Photography and
Video from the Haudenschild Collection, National Art Museum Of China,
Beijing, 2005; 50th International Art Exhibition Venice Biennale-Dreams
and Conflicts. The Dictatorship of the Viewer, Venice, Italy, 2003; Tempo,
the Works Show of Contemporary Art in 20th, The Museum of Moden
Art (MOMA), New York, U.S.A. 2002; Living in Time-29 Contemporary
Artists from China, National galerie im Hamburger Bahnhof Museum
fuer Gegenwartskunst, Berlin, Germany, 2001; Every Day-11th Biennale
of Sydney, Museum of Contemporary Art etc., Sydney, Australia, 1998;
Another Long March-Chinese Conceptual Art in the nineties, Chasse
Kazerne, Fundament Foundation, Breda, The Netherlands, 1997.
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= Zero | 185 Photo | 120.0 x 150.0 cm | 2012
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Speaking through the conjuntion between
the actress’ different looks and various
atmospheres, the new film introduces the
collage and overlap of images which seem
isolated in chronological order. Coming from
the “narrated” and fragmentized memory
of family history, those images emphasize
and magnify the specific gap existing
between the abovementioned recollection
and the virtualized construction of today’ s
reality, presenting the complicities and
multiplicities one may encounter when it
comes to the approaches to judgment.
Essentially, the work reflects an introspective
attitude towards the conception of “self” .



% Zero | 185 Photo | 120.0 x 150.0 cm | 2012 BB |Image



% Zero | B85 Film | 15' | 2012 BB | Image
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2 Zero | 188 Photo | 120.0 x 150.0 cm | 2012 BB |Image
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BAZ&R--RIINNE |, FEMILEE The Face of Facebook-Zhu Jia Solo Exhibition, ShanghART Beijing | 2011
RBSI7E | Installation View
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BAZIE--KRINNE , FEHILE The Face of Facebook-Zhu Jia Solo Exhibition, ShanghART Beijing | 2011 ESIAE | Installation View



BAZG--RIINE | FHEMILE The Face of Facebook-Zhu Jia Solo Exhibition, ShanghART Beijing | 2011

ESIAE | Installation View



fBAZI&--RINE |, EEHMILE The Face of Facebook-Zhu Jia Solo Exhibition, ShanghART Beijing | 2011 FESIUZE | Installation View



fBAZI&--RINNE , FIEHILIE The Face of Facebook-Zhu Jia Solo Exhibition, ShanghART Beijing | 2011

This classic side angle portrait was an illustration
found on the September 20 issue of the New Yorker
in a text titled, “The Face of Facebook” , in which the
protagonist of the story was the founder of the global
networking website Facebook, Mark Zuckerberg —
world’ s youngest entrepreneurial billionaire. The
distinct silhouette of the side portrait infectiously let
one to associate it with the legendary figures engraved
on coins.

To Re-enact this side portraiture of Zuckerberg was
Zhu Jia' s initial inspiration. More interesting, the artist
has invited over 50 friends from different professions
to participate. Among them, acclaimed contemporary
Chinese artists and personages from different
professions such as, Bai Yinan, Bi Jianfeng, Cao Yuxi,
Chen Shaoxiong, Chen Tong, Dong Fangyue, Duan
Yanling, Gao Feng, Liu Qing, Liu Xiaodong, Liu Wei, Liu
Ye, Lin Yilin, Li Zhaojun, Lu Yi, Ni Haifeng, Rong Kang
, Shi Miaomiao, Shi Yong, Sun Xun, Wang Di, Wang
Guangyi, Wang Ruoxi, Wang Youshen, Xie Dongming,
Xu Jia, Yang Fudong, Yang Fengyu, Yang Shaobin,
Yang Yongsheng, Yan Peiming, Ye Le, Yin Xiaozhou,
Yin Qi, Zeng Hao, Zhan Ying, Zhan Wang, Zhang Fan,
Zhang Peili, Zhao Gang, Zheng Lin, Zhou Qingan, Zhu
Shuangqing, Zhu Zigian etc. (listed in alphabetical
order) are among the many. They will contribute a
portrait in his own artistic style, or in completely novel
representations. Without any signatures on these
artworks, it will be difficult to identify the creator of
the artwork. Much like the status updates and photo
albums posted by Facebook users, the real and the
illusory are often intertwined. Zhu Jia' s choice of
Zuckerberg’' s portrait was a coincidence, largely
affected by the aesthetics of the photograph itself,
or perhaps even the ubiquitous social network of
Facebook? Its inherent ambivalence and its tumultuous
fate in China have been dramatic. By appropriating
the irony of “The Face of Facebook” , Zhu weaved a
complex network of visual art, by which to initiate an
unspeakably ambiguity in a struggle of power. In its
course, the concept, execution, proprietorship of the
artwork, or even the friendship between the artists will
be tested a challenged by the art market, enacting a
play of black humor.
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ftE AZ & The Face of Facebook | 2011
62 , AR, AT 62 works, Variable sizes (mostly 30x30cm to 50x50cm), Variable media



ftE AZ & The Face of Facebook | 2011
624 , AR, AIEES 62 works, Variable sizes (mostly 30x30cm to 50x50cm), Variable media



fBAZ & The Face of Facebook | 2011
624 , RS , AIEES 62 works, Variable sizes (mostly 30x30cm to 50x50cm), Variable media
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5SERIA-Hif | The Perfect Man-Hero | 120.0 x 150.0 cm x 2 pic | Ed.5 | 2009
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FAIIE5TERT | We Are Prefect

#88 Photo | 210.0 x 110.0 cm | Ed. 5 | 2008
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In 'We are Perfect’ , close-ups of
expression-less, but immaculate, faces are
shown continuously, starring back at the
audience from three large screens. The
projections directly create an immediate and
unsettling impact, and one might ask 'Who
is starring at who?" Being confronted by
these enlarged facial features, questions
regarding the title itself may also arise:
Who is perfect? What is perfection? Is it a
question of physicality, spirit, or imagination?
Perhaps the artist is merely yearning over
the ‘perfect’ heroism of the past. The
ambiguous approach to perfectionism is a
theme often found in Zhu Jia' s previous
work.



FAIR5EERT | We Are Prefect
3-BERGEE 3-channel video installation | 5' 30" x 3 | Ed. 3 | 2008
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#EEE| Locust
FLLSAEIE Animation from pencil drawing | 3' 30" | Ed. 5| 2007



BEtH — “Bey” 2 b | Silkworm Moth Exuviae - "Hot-Hearted" Carrot
2005



"Hot-Hearted" Carrot
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1E— gy & N | Silkworm Moth Exuviae - "Hot-Hearted" Carrot BRHAE | Installation View
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B SRIEEL.

I have been observing and recording the lives of immigrants in Beijing for almost a year and I have found
their relationship with the natives full of anxieties and while they try to merge each other at different levels.
The biggest contradiction lies in the problem of the public and private.

According to my knowledge, public toilets are the most typical special place in modern cities. It's totally
neutral, However, in this often ignored place, there are so many hidden powerful but uncertain signals.
Therefore, I want to put a typical house for rent aside a public toilet of the museums (for example, the toilet
outside of the GDMOA) in a rether conceptual way.

With the conceptual model of the private and the public. I am here attempting to stimulate concerns over
this problem and cause confusions in the meantime, I resort to moving images of private life (in an abitary
manner) to blend visually the phenomena of private house renting and its public usage, in order to cause
confusions of concepts.




MEli— ety & b | Silkworm Moth Exuviae - "Hot-Hearted" Carrot &R | Stil
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RS K | Never take off
sM , BRE , B, A7 Black and white, sound | 6’ | Ed. 5 | 2002

RERE—IRRNSE SRS HERE LiBTH%
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A plane is taxiing along the runway and
about to take off. But these fews minutes
are prolonged indefinitively. Until the
end of the video, the plane is still taxiing.
Only difference from the beginning is
that, now the plane carries expectation,
disappointment, regret, helplessness,
astonishment or other complex sentiments.
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WEEXE | Double Landscape
MSR(L6Z=KILH |, ¥ , FoFE) 16mm film projection, color, no sound | 10" | Ed. 5 | 2002
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The film shows a young man drinking
coffee in front of a windows 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.



Double Landscape

WEXS | Double Landscape 5 | Still
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B8 | Passage
W57 | Video | Ed. 3 | 2002
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What Zhu Jia cares about is how to characterize
the subtle and profound psychological changes
of people in modern society through image. The
video device of Passage projects the street view
of Beijing and the image of pedestrians onto the
three floating strip cloths above the entrence of
the exhibition hall. The flotation and cut of the
images are a metaphor for the blur and broken
visual context and psychological state where we
are inside.



1@j& | Passage SHAE | Installation View



AXUFNftEAYHESF | Liu Da and His Model
2002



AXUFDMBAHIHESS | Liu Da and His Model
587 Photo | 115.0 x 150.0 cm | Ed. 5 | 2002



5 HI{BAYFERIR | Michael and His Bride
2001
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ETFttAYETR | Michael and His Bride
587 Photo | 110.0 x 150.0 cm | Ed. 5| 2001



£2BUAY4L1%)H | The Dresser in Front of the Mirror
2001



ERIRILILT | The Dresser in Front of the Mirror
52 Photo | 150.0 x 150.0 cm | Ed. 5 | 2001
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@i | Blue Swimming Pool
188 Photo | 70.0 x 100.0 cm | Ed. 8 | 1998
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53R1#5% | Related to Environment
¥4 | Video | 15’ | Ed. 5 | 1997
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BHEX—A : FENEEINEEEENR G ? XEERZERER ? AL
B4 ? FABEEEE CHIIREETS ? FAIPAZX AR L ?

Zhu Jia chose a exhibition area without illumination and projected
a vivid fish onto the ground. The bright-coloured fish contrasted
sharply with the gloomy environnement. From the beginning to the
end, there was only this jumping fish in the image, to be precise, it
was jumping in the air not in the water. The image of a real-sized
golden fish was projected onto the floor, it was jumping in a non-
wate environnement and was watched attentively by the spectators.
On watching the helpless fish struggling between life and death, the
spectators in calm realized suddenly the fragility of the real life, and
were forced to experience this reflection: What I am watching is a real
fish or an image? Is this real or fake? What is real? Can we trust our
own eyes? How should we react about this?



53R55% | Related to Environment R | Still
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[N¥¢ | Shine
47 | Video | 8 | Ed. 5| 1997
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The pursuit of experiences beyond banalities
is a constant process of self-alienation.
The deliberately arranged impracticability
produces effects of “absurdity” and

"boringness” ;yet,at the same time,there
is a certain "beauty” in it.This “beauty” is
resulted from the dance of lights and shadows
and the overlapping of images on the screen.
The contradiction between “absurdity” and

“beauty” exists on another dimension,but if
you don’ t think in this way,there will be no
problem at all.
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ZIEMES | Repeat on Purpose
ISAEEE | 3-Channel Video Installation | 8’| Ed. 5 | 1997



ZIEARYEE | Repeat on Purpose &5 | still



ZIEARYEE | Repeat on Purpose

5 | Sketch

B EUAKRENHEREEE T | FEEEEXMEERTRENIAERT.
HERRE—FOE LR it | HSCERER  XFAMBH it SR ERRE
AFREHAMNROPHE, BREGSFIAE  RERBE  ERSEEHERA—
MPARNERSF |, BBARNATBA "t (RXEEe?

SEGHBEKER |, RIEKET) , BSRICR TESFXIKE TR,

Continue the repetition of a seemingly unstable time state, and the operation
should be as unnoticeable as possible. Try to emphasize a psychological
neutrality, but as for me, this so-called ‘neutrality’ is in fact wondering all the
time in our heart. But can you admit it, conserve it or take it out to put into a
language context to be judged? Then what can you do about this ‘neutrality’ ?
Placed inside a refrigerator and facing the refrigerator door, the camera records
the deliberate repetition of opening and closing the refrigerator.



ERiX S | Landscape of the Window
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BRiXS | Landscape of the Window
52 Photo | 66.0 x 42.0 cm | 1996



it i)FmBZ4%E ? | Did They Have Sexual Relation?
1995



B IEBITESRXE ? | Did They Have Sexual Relation?
52 Photo | 64.0 x 42.5 cm x 8 Pieces | Ed. 8 | 1995



“EAFEEEMEXR? B—HEORE , HRSERU—RELERE, RNEHFFEEE LA FAREIR , Wb
M EEREHNEAMERINSLERT , AEHMIAR. XEREELEENRERREEIHE. HFBEAE
AIJEEE "HE SNEMRSENARZ b, DIME—NRESOMARESIET AN RENYN—1NE
ESRRIMTRE, BX—ERE , BYEFMEE— G (BERREERS ) | ARENEGEISHN—MEA , &
ERIER. M, REHNSLZENXFEELERERE  UETRRELEETHERMR. ™Y, X&
EXERERNERFREN S8 CHNRASERESRFANEERINT BRERUREIS / Xt
‘z b, XR—MAMSTTIASEES , MBE/LFTENT. BEHZRIEETA | RIS XSRNEE
RREENT ARSI,

BEECRTHT |, BENEEZEXRRENNHARZARTUEBASE “IIMEEEXR ? " FHART , &
I E—FpRARAERIRR | BRI ENEEL SRR T KRS,

"Did They Have Sexual Relation?" is a series of black and white snap shots. And the shooting process
resembles a street performance. He asked an assistant to hold a panel with the abovementioned sentence
in front of arbitrarily chosen couples on the street and took photos. Then, they appear to be a kind of
evidence of crime investigation. He uses the powerful function of photography as a way to impose “truth”
on casually grasped fragments of reality to tackle a highly sensitive issue of sexuality in a society without
much space for individual freedom and intimacy. In this context, the sentence attached to their images
seems to be a kind of affirmation, or even accusation, rather than a question in spite of the question
mark at the end. However, the connections between the people arbitrarily related together as couples
are so uncertain and unreliable that they become quasi comic. However, this is a purported imitation of
the methods frequently resorted to by the authority to impose its version of reality, or the official truth,
in both everyday life and political and cultural discourses. This is a kind of prejudging affirmation or
accusation that one has hardly the right to argue against. By appropriating this strategy, Zhu Jia once
again puts scepticism of the imposed truth at the very centre of the pubic gaze.

He asked an assistant to hold a panel in front of arbitrarily chosen couples on the street and took photos.
Talk about different people's attitudes towards the sensitive issue like sex in society by establishing this
fictitious relationship.
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RRIAE | <i8—K/11EERNFRE> BREINZAEIE , 1998
Installation View | <Every day/11th Biennale of Sydney> | The Contemporary Art Museum of Sydney. 1998



REIAE | <HAFFRESL/FESAES > BHER , B

Installation View <Unveiled Reality / Contemporary Photography of China> | Art Beatus Gallery, Cancouver



REIVFE | <BRKIE/FRTPEWNSZEAR> RlnAHmEEE | 7=, 1997
Installation View | <Another long march / Chinese conceptual Art >Art in the nineties Breda, The Netherland. 1997
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JKiz | Forever

75 | Sketch

(XIE) BRMFGIERIIREIE. BT —aEAFR=ZRE , B—a/\ERENEEE=RE
FANER E. ERFERNRS  BEVBE TR ELRE. BERERRRES T B
o). BRTE  MAKEMENERZ . MXREZEGHESNS R —RIEERS.
{EmMTERT19945F | bTHELRREZSARE , "BRMOESHRARRZBIXE" BZAE,]
KEERZ—, £ (KE) 5, KINGEGTSEER L, UHEEEER T ARMAFAIES
SMAREIRBZFEENNEFENMET RS, XiEhiE, SEEENGE RN
HERMREE it , FEXERHA— N FEMSIMIEER | KEFIEEESFKIZH BRRFR
Rt , MITHIERERRHINALEEN T BRI,

19974, (KiE) ANEXBFEEZHER "FMHDHRE—IREFMSARE" hERES ;
2002%F , EEEANMAZAEARE "HE , 20HEHLSAREBR" LY.

FRESRINEXNETE THIINRE—INETEZAR" REEALN "TF  20HEHAER
FBIERE" .

The video Forever (1994) was done by attaching a video camera to the left wheel of a tricycle.
The lens was oriented outward. Switched on the camera, I rode this tricycle 10 km along the
city’ s streets. The camera was circulating along with the motion of the tricycle and recording
turning-around images.” Forever is masterwork by ZHU Jia. In this very piece, a disused
tricycle was adapted into an installation with a small video camera fixed on its left wheel. As
the vehicle moved forwards, the camera captured urban landscape in Beijing. Accompanied
by a loud snore, the rhythm of rotation in the pictures was mainly dominated by traffic on
road, which dragged its viewers into a huge whirlpool of dizziness.

Forever was completed back in 1994 which witnessed the early stage of experimental video
art in China when the relationship between images and psychological and visual experience
received attention from artists. ZHU Jia attached the camera on the wheel, an action which
simultaneously freed itself from the control of human eyes and hands. That reminded
spectators of the existence of camera as well as the behaviour of viewing itself. Revolving and
peculiar, the images outlined a unique visual experience that perceived the existence of cities.
Meanwhile, the background sound conveyed a message that appeared both paradoxical and
unexpected: forever revolving and forever monotony were peacefully woven together and
disturbed audiovisual perception reconstructed an unusual experience.

In 1997, Forever was first exhibited in Uncertain Pleasure - Special Topic Exhibition in Art
Beatus Gallery in Vancouver. And in 2002, the piece was shown in Tempo, the Works Show of
Contemporary Art in 20th in the Museum of Modern Art (MOMA) in New York. The work has
been exhibited in Uncertain Pleasure - Special Topic Exhibition in Vancouver and Tempo, the
Works Show of Contemporary Art in 20th in New York.
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%+ No.3 Knight No.3
#5_E3HE Oil on Canvas | 150.0 x 170.0 cm | 2008



35+ No.1 Knight No.1
#5_L3HE Oil on Canvas | 150.0 x 170.0 cm | 2007



35+ No.2 Knight No.2
#n_L3iE Oil on Canvas | 150.0 x 170.0 cm | 2008
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MBE—NN\EFRRFRLIRSIUSER T HESAZAR. RS SRE(FRHMEEIT

FFHKER. HESEHRAVIEANINIGEL , FEFREN—ERBURRIEEE]. —HINE
EEMEEEILRPEEARESETH TERKZAR] | —\NERENRRIFEED , LUK
EETRAEMEREISIIS KB SIRAIKE. BETRNTFE  BE—REHIHLEIHN+FE
AFRESISSHEGE LN—XFEEEEREE | SIS SREmRERT &
B, FTE ARSI —NEN LRSI | EFNERARIRESERUHREFIRRNE
B. FEENHEETSURAESHIRES TSN X— BB T RUNNER. MRS FSEAR
MEFREXS IR - EILUNERNERSXUEAMERLESENRRT , MIZ0IEm.
FrtAME S SIX—IRERERIT ? BIFTARIAIER SRR SIEERRT , (RINMIRIFRIZA
MHFIM ? IETFEER | PESKNEANIT NEE T ENEE S EATEESBZ LRI
SIEMLUAY  ERHZARIERARERETRR. XMMEASEREENCEkE. KIl—E
RS ETIX—UELEE , AROFMATEFE CHRIFENTE , RRHSEDSAN , TiEE
RNZHR5%. PEZABLFEREFNRELRESTEFREMLE B F,

EAFERRUBHFMREATEMERNNEARZ— , KINEEBREHIEAHDNES R,

BRI AAREHRIEFRAEISE, RNXISRE(ERRER | SRS ARG S ILKEAESH
REDEE. EIMEREERERA—HENTHEIRKENEWERES , ALICRMBIEL O S H
MESHRZ XRNER. BROREGIER [Forever] (—fAL). [Continuous Landscape]

(—NWANEZEFEE ) LR [Passage] (ZFF— ) BERBENNZHEEBILARLNENSS
EMAEAERN RERATRINXLHESHANEEEF IR AEBHIIE. EXLEs)
BT RAGERT , WA MZEMRIRARE. HAIEEERNEST M. [Forever] IERAIEILHANME
2 KINHERIBRENSE=RENRFL , 87 2H/\98. WARSIZEMHRIEEEIIE SRR
HE  ABNIERN—F5. B—AmE , [Continuous Landscape] #1 [Passage] SFATRRETE
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Have you ever had any sexual relationship with Zhu Jia?
by Hou Hanru 2008-05-09

hu Jia is a unique but active artist in the Chinese contemporary art scene since the end of 1980s.

His photography and video works emerged in the moment when China was seeing itself entering
a sensitive period of transition after the idealism of social transformation at the end of 1980s, marked
by events like the China Avant/Garde exhibition in Beijing’s National Art Museum of China and
Tian’an Men student movement in 1989, preceding the change of the global political climate with
the fall the Berlin Wall. A whole generation of Chinese, having lived through the historical trauma,
were facing and participating in an interestingly contradictory shift in the history of the country in the
following decade: the diminution of possibilities of utopian and ideological revolution while almost
everyone has turned to embrace the new opening towards the outside world on another front: rapid
economic opening and growth as well as integration into the globalised world economy system.
This has been spectacularly represented by the unprecedented scale of urbanisation and booming
of a new consumer society. Intellectuals and artists have had to face a totally new challenge: how
to confront and critically participate in the unknown social change when the commonly identified
goals and values of cultural and artistic endeavours are rapidly fading away. How can one still be
independent and critical facing the unprecedented opportunities for material and social success?
The trajectory of Chinese contemporary art for the last decade, from semi-underground activities
to obtaining a kind of position of “official art” and hailed as the new symbol of success in the
global market, has shown a qualitative change in the very nature of the artists’ work. It becomes
a real ethical challenge to everyone. Zhu Jia, actively involved with this reality shift and taking the
advantage of the introduction of new media prompted by the economic boom, has developed his
highly personal and insightful artistic visions and position and produced some of the most remarkable
works in the recent Chinese art scene.
As one of the first Chinese artists incorporating photography and video in their work as the main
media, Zhu Jia has developed an outstanding personal language — minimalist but intense, oscillating
between dazzling movements and silent static-ness — to confront, testify and intervene the
constantly agitating and mutating reality. In his work, there are two distinct but organically related
and complementary systems of recording and presenting images that manifest the very particular
relationship between the beholder and the world.
His video works “Forever” (1994), “Continuous Landscape” (1999 — 2000) and “Passage” (2001)
articulate on the dynamic visions in endless movements and multi-angle perspectives that video
is capable to provide us to approach the ever-changing urban reality. Facing these infinitely
moving images of the city, the viewer is immediately immerged by the spectacle of light, colour
and sound of the urban world. “Forever” records the street views in Beijing with a camera attached
to a tricycle wheel for 28 minutes. In front the images, the viewer is immediately sucked into the
spinning movement of the street views and turned into a part of the swirling waves. On the other
hand, “Continuous Landscape” and “Passage” make us lost in multi-dimensional, fragmental and

puzzling labyrinths of traffics and crowds of the metropolis. This way of image capture in permanent
movements and changing angles reveals a particular and effective strategy to negotiate an active
position in the process of confronting the mutating reality, especially the one of today’s Chinese city:
to watch is not only to witness but also to live with it, to participate in it, and, ultimately, to question it.
This is not only a distant and intellectual activity, but also a bodily experience: one has to jump into
the flux of real life and navigate through it. The breathing sounds in “Forever” and “Shine” (1997) —
a black and white video showing details of the moving body of a basketball player — are the most
powerful reminders of this real life experience.

On the other hand, to question the real meaning and impacts of the changing reality also requires
a contrasting way of approaching it: fascination with the exciting but eternally ephemeral and
floating exterior world needs a compensation from the opposite side, a kind of cool, distant and
“objective” contemplation of the interior world. The making of the self, or an identity, of an urban
person, living permanently with the contradictory feeling of being at once an enlightened and a
blasé, inevitably engages such an endless negotiation. Zhu Jia has hence developed another key
aspect of his language: obsessive gazes at the “internal or introspective landscape”. Influenced
by the Japanese film director Yasujiro Ozu, he uses quasi motionless images to focus on details
of human figures, everyday objects and banal landscapes and expose their “objective” state of
existence: in “Conversation” (1992), a man is speaking to the camera as if he was the artist’s friend
and talking to the artist, or the cameraman himself while the camera was shaking around as if the
cameraman himself was in constant movement. But no sounds are heard. The man was talking to
the void. In “Purported Repetition” (1997), the camera was set inside a refrigerator and endlessly
shooting the opening and shutting of the door. One is forced to watch this most meaningless view in
the most obsessive and even hysteric manner. Is the viewer gazing at the objects? Or he is gazed
at by the camera? The most radical piece in this mise-en-scene of dramatisation of banality and
the mutual gazing between the viewer and the camera is no doubt the video installation “Related
to Environment” (1997) in which a life size image of a gold fish was projected on the floor jumping
around without water. The viewer is standing next to it and closely watching it. Gazing coolly the
seemingly banal image of the fish struggling silently but helplessly between life and death, the viewer
is suddenly pushed to confront with his own self-consciousness of the fragility of the perception of
real life: Am | watching a real fish or its image? Is it reality or fiction? What's reality itself? Can we
trust our eyes? How should we react to this? And, ultimately, a Lacanian/Zizekian question of gaze
as the key of identity inquiry is raised: are we gazing at the other? Or simply ourselves? ... One is
now pushed to the very limit of one’s perceptive capacity. The real is so excessively demonstrated
that it appears totally unbelievable while the fictional nature of a video image is now turned virtually
tangible and (re)materialised. Is the world a reality or simply an image, or a phenomenon? We are
now becoming more and more aware that our existences are totally relying on such an inseparable



but unsolvable, hence sceptic, interaction between our gazes and their objects, between our
perception and the material: all distinctions between phenomenon and essence, between real and
truth, etc. All our received wisdoms are now completely put in question. From now on, we all have to
live in a kind of permanent and anxious scepticism vis-a-vis reality while suspicion itself becomes an
inevitable condition of existence. We are obsessed by and addicted to such a game of inquiry without
results. It's here that Zhu Jia’s more recent work “Never Take Off’ (2002), showing an endlessly
uncertain and unsuccessful take-off of an airplane, turns out to be the most pungently accurate
exposure of the condition of our lives: the gravity of doubt is invincible...

In fact, it's crucial to see that Zhu Jia’'s work emerged in a very particular context. He started with
his conceptual and multimedia projects at the very moment when the Chinese philosophic and
artistic communities began introducing and embracing Phenomenology in the late 1980s and early
1990s. It was a decisive moment, after the dramatic events of the late 1980s in political and social
lives of the country, when the utopian, Avant-Garde legacy of the first period of opening and reform
was re-examined and more rational and analytic approaches were introduced to be an effective
and convincing tool to confront and even win over the official “material dialectics” and its ideological
Truth. Learning from Edmund Husserl and his followers, people now become aware of the notion
of truth is no longer reliable as a hegemonic and unique “verity” promoted by the official ideology.
This ideology is increasingly being challenged and deconstructed by the reconsideration of the
relationship between perception/phenomenon and essence, between “intentionality” and its object,
between questioning of the real and the “metaphysical truth”.

This has a profound political implication in the specific context of China for the last two decades:
suspicions towards how the real is constructed and presented by the propaganda and social coding
controlled by the hegemonic power system in the time of “national and international booms” — urban
expansion and euphoric celebration. Questioning the truth is always the last thing to be welcome...
Zhu Jia work, inviting the viewer to witness reality via both moving capture and still gaze, raises
some fundamental question about the real and the truth: the spectacular but superficial phenomenon
of China’s modernisation and booming is not only a phenomenon or fragile mask. Instead, it exposes
the very essence of Chinese society itself: this is a reality with only superficial and spectacular
dynamism and growth without much depth, intellectual contents, spirituality, etc. however, it reveals
a totally new situation based on pragmatism that is the very new official ideology itself. The picture
of reality is now a kind of horizontal organisation of the everyday events and shallow but “efficient”
cultural and political discourses while almost everything is rapidly reduced to become a commodity.
Even social relations, cultural values and political systems are now being structured along this one
dimensional logic. We are officially entering the age of Herbert Marcuse’s One-Dimensional Man!

In fact, Zhu Jia is not only an insistent witness to this “new” reality. He also actively intervenes in its
public space. One of the most remarkable project of such an intervention is “Have They Had Sexual
Relationship?”. It's a series of black and white snap shots. And the shooting process resembles a

street performance. He asked an assistant to hold a panel with the abovementioned sentence in
front of arbitrarily chosen couples on the street and took photos. Then, they appear to be a kind of
evidence of crime investigation. He uses the powerful function of photography as a way to impose
“truth” on casually grasped fragments of reality to tackle a highly sensitive issue of sexuality in
a society without much space for individual freedom and intimacy. In this context, the sentence
attached to their images seems to be a kind of affirmation, or even accusation, rather than a question
in spite of the question mark at the end. However, the connections between the people arbitrarily
related together as couples are so uncertain and unreliable that they become quasi comic. However,
this is a purported imitation of the methods frequently resorted to by the authority to impose its
version of reality, or the official truth, in both everyday life and political and cultural discourses. This
is a kind of prejudging affirmation or accusation that one has hardly the right to argue against. By
appropriating this strategy, Zhu Jia once again puts scepticism of the imposed truth at the very centre
of the pubic gaze.

Obviously, Zhu Jia’s project can be seen as an indirect processor of the now internationally known
“There's A Strong Wind in Beijing”(1999), a fantastic documentary film by the younger director Ju
Angi, that managed to incite people to comment on all kinds of contradictions and political, social and
personal troubles under the pretext of climate conditions. In his latest projects, Zhu Jia emphasizes
even further his social concerns in intervening into the field of social justice. For the Second
Guangzhou Triennial (2005) and other exhibitions such as “World Factory” (San Francisco Art
Institute, 2006, The 10Th Istanbul Biennial, 2007), he created an on-going installation titled “Chrysalis
Exuviations — the Heart-Burnt Carrot”. It's a replica of a typical temporary dormitory for migrant
workers in the Pearl River Delta, the most intense zone of China’s export-oriented industries. The
precariously constructed hut is filled up with found everyday objects and video, photos with found
footages and images of the migrant workers. It functions as a live witness to the difficult conditions of
those who survive between the fabrication lines and exiled households. It's them who are producing
the economic miracle of China today that those who are in powerful positions are so self-indulgently
boasting. In this context, a simple, objective but straightforward exposure of the details of a social
fact, as Zhu Jia does in this work, can provoke the most challenging effect of doubting, a kind of
unbearable lightness of being...

Testifying with scepticism is the best weapon of resistance in the face of any official truth... It sheds
real light on the real and provides the best target for social voyeurs, or, actually, critics. Hence, it's
the most sexy thing to do.

Now, the question is: have you ever had any sexual relationship with Zhu Jia?

May 9, 2008, San Francisco
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Basic 1963 Born in beijing, China. Now lives and works in Beijng.

Education 1988 Graduated from the Oil Painting Department, Central Central Academy

of Fine Arts, Beijing

Solo Exhibitions

2011
2008

The Face of Facebook-Zhu Jia Solo Exhibition, ShanghART Beijing, Beijing
We Are Perfect-Zhu Jia Solo Exhibition, ShanghART H-Space, Shanghai

Group Exhibitions

2010

2009

2008

2007

2006

Out of the Box, Boers-Li Gallery

ShanghART Group Show, ShanghART Beijing

TRAP, Art Issue Projects, Beijing

Not Only Time, REDCAT (Roy and Edna Disney/Calarts Theater), Los Angeles,
USA

Negociation, 8 &4 B X #tfE, Today Art Museum, Beijing

CREDIT SUISSE Today Art Award 2010, Today Art Museum, Beijing

Portrait, ShanghART Gallery, Shanghai

Hong Kong International Art Fair 2010 booth nr:C02, Art Fairs

Personal Frontier, ia32 Space (Next to Today Art Museum) Beijing 22 Street Art
District IA 3-2, Baiziwan Rd. 32, Chaoyang District, Beijing

Glass Factory, Iberia Center for Contemporary Art,Beijing

Looking through Film: Traces of Cinema and Self-Constructs in Contemporary
Art, OCT Contemporary Art Terminal Of He Xiangning Art Museum, Shen Zhen
Double Happiness, Leonhardi Kulturprojekte, Frankfurt, Germany

Another scene - artists' projects, concepts and ideas, ShanghART
H-Space,Shanghai

Impossible, 8 Chinese Artists Engage Absurdity, San Francisco Arts Commission
Gallery & MISSION 17, San Francisco, U.S.A

Trans Local Motion—7th Shanghai Biennale 2008, Shanghai Art Musuem,
Shanghai

The First Today's Documents 2007, Energy: Spirit - Body - Material, Today Art
Museum, Beijing

Wuhan 2nd Documentary Exhibition of Fine Arts, Hubei Museum of Art, Wuhan
10th International Istanbul Biennial, Not only Possible, But also Necessary-
Optimism in the Age of Global War, Istanbul, Turkey

World Factory, Walter and McBean Galleries, San Francisco art institute, USA
_nunca salgo sin mi camara. /Never Go Out Without My DVcam, video en china,
Museo Colecciones ICO. Madrid, Spain

Dual Realities, the 4th Seoul International Media Art Biennale (Media_City
Seoul), Seoul Museum of Art, Seoul, Korea

China Contemporary, Architecture, Art and Visual Culture, Netherlands
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2004

2003

2002

2001

2000

Architecture Institute; Museum Boijmans Van Beuningen; Netherlands
fotomuseum, The Netherlands

Plato and His Seven Spirits, Century OCT, Shenzhen, Guangdong Century
OCT, Beijing

Jianghu, Jack Tilton Art Galleries, New York, USA

The 1st Lianzhou International Photo Festival, Double Vision, Culture Square
Lianzhou, Lianzhou, Guangdong

The Second Guangzhou Triennial, BEYOND: an extraordinary space of
experimentation for modernization, Guangdong Museum of Art, Guangzhou
Zooming into Focus (NAMOC) - Contemporary Chinese Photography and Video
from the Haudenschild Collection, National Art Museum Of China, Beijing
Montpellier/Chine:MC1 Biennale international, The First International Biennial of
Contemporary Chinese Art Montpellier-China, Montpellier, France

Emergency Biennale in Chechnya, A suitcase from Paris to Grozny, Palais de
Tokyo, Paris, France

Nuit Blanche, Dazibao d'images, Paris, France

Beyond Boundaries, Shanghai Gallery of Art , Shanghai

Open Sky - Grand Opening of Shanghai Duolun Museum of Modern Art, Duolun
Museum of Modern Art, Shanghai

Fabricated Paradises, Chinese Contemporary Art, Le Parvis centre d'art
contemporain, Pau, France

50th International Art Exhibition Venice Biennale, Dreams and Conflicts. The
Dictatorship of the Viewer, Venice, Italy

Time After Time, Yerba Buena Center for the Arts,San Francisco

Alors la Chine?, Centre Pompidou, Paris, France

Synthetic Reality, Video & image works show of Chinese Artist, East Modern Art
Center, Beijing

Tempo, the Works Show of Contemporary Art in 20th, The museum of moden Art
(MOMA), New York

ASIANVIBE, an Exhibition of Contemporary Art, Espai d'Art Contemporani de
Castello (EACC), Castello, Spain

Printemps de Septembre, Festival de Photographie & Arts Visuels, Toulouse,
France

Living in Time, 29 Contemporary Artists from China, National galerie im
Hamburger Bahnhof Museum fuer Gegenwartskunst, Berlin, Germany
Compound Eyes, Earllu Gallery,Singapore

Translated Acts, Performance and Body Art from East Asia 1990-2001, Haus der
Kultren der Welt, Berlin; Queens Museum of Art, New York

Sovereignty & Beyond—Video from Chinese Artists Int'l Fest, Hong Kong space
Museum Lecture Hall

PhotoEspana 2000—Festival International of Photograpy, Madrid, Spain
Quotidiana—The Continuity of the Everyday in 20th Century Art, Castell di Rivoli-
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1998

1997

1991

Museo d'Arte contemporanea,Torino,ltaly

Documentation of Chinese Avant-Garde Art in 90s, Fukuoka Asian Art Museum,
Fukuoka, Japan

Un matin de monde, Galerie Eric Dupout 13 Paris, France

Unveiled Reality, Contemporary photograaphy of China, Art Beatus Gallery,
Vancouver, B.C.Canada

The 3rd Art Life 21--SPIRAL TV--It's tomorrow now, Wacoal Art

centre, Tokyo,Japan

Cities on the Move 4, Louisiana Museum of Modern Art, Copenhagen, Denmark
Cities on the Move 5, Hayward Gallery, London, UK

Every Day, 11th Biennale of Sydney, Museum of Contemporary Art etc., Sydney,
Australia

16th World Wide Video Festival, Amsterdam, Netherlands

Asia City, The Photographers' Gallery and Asia House, London, U.K.

Images Telling Stories—Chinese Photographers of Conceputal Art Exhibition,
Shanghai Centre Academy of Fine Arts Gallery

Uncertain Pleasure—Specal Topic Exhibition, Art Beatus Gallery,Vancouver,B.
C.Canada

Another Long March - Chinese Conceptual Art in the 1990’, Chasse Kazerne,
Fundament Foundation, Breda, The Netherlands

Cities on the Move 1, Exhibition of Asian art, Secession, Vienna, Austria

Cities on the Move 2, CAPC, Musee d' Art Contemporain, Bordeaux, France
Cities on the Move 3, PS1 Contemporary Art Center, NewYork, USA

New Generation Art - Celebrating the 10th Anniversary of the Resuming
Publication of Beijing Youth News, The History Museum of China, Beijing



ShanghART
T 15 4 &

FERYNEER & HZS1E ShanghART & H-Space

LiBmETILIE50S5165&1854, 200060
50 Moganshan Road, Bldg 16&18, Shanghai 200060 | T: +86 21-6359 3923 | F: +86 21-6359 4570
www.shanghartgallery.com | info@shanghartgallery.com

Hi&MERE ShanghART Taopu Warehouse

EiEMRARIE18S (IARIELEE ), 200433

Bldg 8, No.18 Wuwei Road (near Qilianshan Road), Shanghai 200433 | T: +86 21-6359 3923, +86 21-3632 2097
www.shanghartgallery.com | info@shanghartgallery.com

FgimItm ShanghART Beijing

JLRHEAR XA HERE 72615, 100015
No.261 Caochangdi, Old Airport Road, Chaoyang District, Beijing 100015 | T: +86-10 6432 3202 | F: +86-10 6432 4395
www.shanghartgallery.com | infobj@shanghartgallery.com

ERNEFTINE ShanghART Singapore

HiJERB, LOCKEZ9E02-22, i, 108937
9 Lock Road, #02-22, Gillman Barracks, Singapore | T: +65 6734 9537 | F: +65 6734 9037
www.shanghartsingapore.com | info@shanghartsingapore.com



