EANNE 1994 - WifE
Hu Jieming 1994- Present



KRR
Tai Chi

RAKBEHESPES R ELZS THIBIEEL LSRRI T, HER
BASMNERRRGEMEY . FEZE108ART RS, FHHHIHE
R BBEBITUR S RO A — 3

This artifact is as large as life, combining mechanical techniques
and those of remote interaction, resembling a skeleton-like

creature. Hu installed 108 projectors directly onto th ebody of the
artwork, while some of the digitally rendered visual materials are
beamed onto the other end of the limbs made to resemble bones.
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Overture
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The projected images of Overture are embedded in the
crevices and fissures of the walls on three sides of the
exhibition venue. The audience must move their bodies to
make th gesture of peeping through these frames, where they
can find that hte subject in most of th eimages revolves
around human body, and is juxtaposed with som others
depicted on historical events.
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world is under construction No.3 Part 2

“FTUEW” R, 2014



2014

{ »
One Hundred Years in One Minute NO.3

204 108

This installation consists of 204 screens displayed in an array of transparent storage boxes. The
108 video images excerpted from a wide spectrum of the archive of the international art, which is a
genuine gem of human civilization from the past century, a treasure of modern and contemporary art.
The video images do not have the ambition to offer panoramic view of history and lead to historical
criticism. Instead, it intend to reflect upon the present by resorting to past and explore the
possibilities of different combinations of the past century’ s visual memory within one minute. The
extraordinary scenes brought about by random overlapping and encounters are a major motivation to
create this work. The somewhat uncertain and even absurd utopianspectacle is what the work will
present.
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A world is under construction No.3
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A virtual image of a planet will be seen intuitively in ‘A World Is Under Construction’ There are some
pictures on the surface of the planet, which come from spectators’ private imformation, and then sent
via mobiles. In the exhibition, spectators can observe details of this planet by zooming in, moving, and

clicking the virtual world consisted of private imformantion.

The world in this work is born of digital image technology. The procedure of ‘under construction’ is
based on network. It makes private resourse of each person being gathered in this planet. This proce-

dure procuces a course of civilization and aesthetic relationship at the same time.

Instructions to interact with this virtual world:

During the exhibition, spectators are allowed to connect network via the account of “worldgoing” on
mobile or ipad etc. After you go to a webpage www.worldgoing.net (or scan the QR code), you can
click ‘upload’ to take a photo shoot or choose what have exsited and then by clicking ‘using’ to upload
a picture to the planet.

There is a mouse at the scene of the exhibition. Spectators can zoom in the planet to observe details by

rolling the mouse wheel, left-click to drag it, and click on a image to watch a enlarged one.
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interactive installation (K11J&, 2013)



The Remnant of Images

The Remnant of Images is a personal reflection on fragments of our visual memories. The
visua | materials ar e collected from internet, public catalogues, and private photo
albums. They are convincing documentary of Chinese history in recent decades. These
historical fragments that share a collective memory are re-contextualized with
additional informationin a different narrative. The images presented in screens
are typical historical events known by general public. They are activated in the old
file cabinets to produce a new story and lead us through the dimensions for individual
interpretations

2013



2013



Altitude Zero

The installati on consists of several monitors camouflaged as cabin windows. The video images show
ocean waters, drifting materials such as abandoned and polluted objects, symbol izing detachment and
alienation from mainstream cultural domains. The objects drift between sea bot tom and sea level
creating a sense of moveme nt and instability. The drifting materials remind us of the remnants of
dif ferent cultures and times. Sometimes they clash against the windows, and float away at other
times, resonating between the viewers and the objects. Video images are activated according to the
audience presence and movement via sensors.

2013
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Altitude Zero
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Blackboxlab-Seeing clearly in darkness
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Black Box——A Liminal Lab includes two sections: the black box itself (below as the box) and the
display area of the information about whats happening inside the box. The distance and how separate

these two sections will be depend on the on the spot situation.

1. The Black Box

This area is a shipping container (12 X 3 X 4 meters). Among many meanings of “the liminal’, we take
the sense of “inbetween the life and art”. There is no light inside the box for the reason that the arrange-
ment opens more opportunities for alternative senses and modes of experience other than dominant
vision.

During the exhibition period, there would be new performers and participants enact their works, inter-
acting with the audience to put on live performances. The interaction and the feedback of the messages
would be archived in time. These shows came from the variety of communities not only from art world
but also other identities. There would be different modes of audience participation being explored with
works that they could enter and quit the space, interact with the acts or just contemplate. Individuals
would make there own meanings out of the scenes in the box, combined with the recognition of the
their broader living milieu. Such acts generate certain live energy with the impact of the “darkness” in

the box and the interactive presence of the audience.

2.Display section:

There are two types of information displayed in area: A. The live mediation of the interior of the box,
which is invisible in the box itself, through intranet. B. The interactive messages happening on the Web
between the broadcast of the box and internet users, displayed by installations of screens installed in
the non-exhibition area such as café and rest lounge. The energy of the “darkness” in the box is chan-
neled by the internet to the public, being re-ordered into different information flows made of the live

experiences of the individuals in the box.
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PRI RAEIEEUS/ WIS / RIEZAK  no vision theater
www.blackboxlab.org
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Postcards No.2
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Postcards No.1 Part 2

[EBAE Old Summer Palace

557 photo
150cmX170cm



FE5E Zhongnanhai #E Hall of Supreme Harmony at the Palace Museum

#R5 photo 5, photo
150cmX170cm 150cmX170cm
Kizx Temple of Heaven 35 The Great Wall
58/ photo 55/ photo

150cmX170cm 150cmX170cm



One Hundred Years in One Minute NO.2
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The video and sound installation consists of 1,440 storage bags, arranged in the form of a matrix screen.
10 high definition projectors are used to project 1,100 videos onto the bottoms of these storage bags
and, due to different sizes of these images, some will take up several bags. The audience can watch the
videos via the mouth of the bag matrix. The video images are excerpted from a wide spectrum of the
archive of international art, which is a genuine gem of human civilization from the past century, a trea-

sure of modern and contemporary art, and a light leading us to explore the world of art.

2012
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video sound installation
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The project is composed of two parts. For the first part, there will be a sound space constructed by a
container. It will be totally dark and without any visual elements inside the space, where sound can be
professionally collected, edited, and played. There will be a 10 square meter dark recording studio and
a 30 square meter dark sound projecting space. Recording equipment will be installed in the recording
studio, and the recorded sound will be played through the multi-channel stereos installed in the top
and around the sound projecting space. Audiences who enter the dark sound space would interact
with the environment during the process. The recording and visiting process will be constantly active.

Sounds projected in the displaying room will also be increased and changed.

For the second part of the exhibition, there will be a 200 square meter room, which will be part of the
backstage of the laboratory. This will be a public displaying space, where audiences can freely visit and
see the information and texts produced according to the process. This is the information “behind the

scenes”.

The participants of the project are the artist himself and people from all walks of life.

201l

PRI RAEIEEUS/ WIS / RIEZAK  no vision theater
www.blackboxlab.org
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BBMS + NuNu
The Blackboxlab NO.1-The Maneuver In Darkness

Hu Jieming + NuNu

(BET) {7/HLEENO.2-BELZH
The Blackboxlab NO.2-Classical Black

(BEF) TALRENOI-ERIK
The Blackboxlab NO.3
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One Hundred Years in One Minute
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The video and sound installation consists of 1,440 storage bags, arranged in the form of a matrix screen.
10 high definition projectors are used to project 1,100 videos onto the bottoms of these storage bags
and, due to different sizes of these images, some will take up several bags. The audience can watch the
videos via the mouth of the bag matrix. The video images are excerpted from a wide spectrum of the
archive of international art, which is a genuine gem of human civilization from the past century, a trea-

sure of modern and contemporary art, and a light leading us to explore the world of art.
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Talk about Zhang Qing

Zhang Qing (hereinafter referred to as Z)
Hu Jieming (hereinafter referred to as H)

Z: Let’ s talk about something interesting, not necessarily related to
works. I think it’ s better to talk about something you care about. As you’

ve been engaged in the art scene for quite a long time, you must have seen
and thought a lot about it. You can share with us some of your views and
feelings. If you take some time to look back, how would you describe the
history you’ ve been through? How do you see video art? Is it a kind of
image? An approach? A content? Or is it just nothing in particular? Shall we
just discuss the issue from a third person’ s point of view and intentionally
keep a distance from the inside? You are a teacher. If you talk about art from a
teacher’ s perspective, it will probably become something like instruction or
preaching, which would be silly. That’ s why I feel that to take the position
as an outsider may be a good starting point. Is it really necessary to spend
some 10,000 yuan renting a studio and to treat being an artist as a career in
this contemporary era? How does it have anything to do with the era? From a

general point of view, what is art? Is art really needed?

H: I agree. It’ s better that we have a casual talk. Most insiders share the

same experience and face common problems.

Z: You once held a solo exhibition at Fast China Normal University. When was

that? 19967
H: 1994.

Z: Yes, 1994, the exhibition about documents. The black and white figures
with checks and dots were the last batch of your paintings I ever saw.
Afterwards you started to focus on videos, installations and photos. If we
take a look at the development of Chinese contemporary art during the 1990s,
we can see it was a period of transition. It was also at that time that I became
interested in art forms other than painting. Some of my writings about mixed
materials and installation art in the early 90s were published in Jiangsu Art
Monthly. T remember that once Song Haidong and I spent three whole days and
nights discussing installation art of the early 90s at He Yong’ s room at the
Shanghai Oil Painting and Sculpture Institute. At that time, my understanding
towards it was quite rudimentary. The development of Chinese contemporary
art was relatively simple: mostly it was a continuance of Chinese brush
painting, oil painting, prints and sculpture - materials, installation and
architecture didn’ t play much of a part. Was it possible to enhance the sense
of formalism and further broaden the exploration of Chinese contemporary art
by means of this new expressive approach? Back then, Song Haidong just
regarded it as a means and felt it needed to be sublimated to a conceptual
level. I think it would be interesting if we review the discussions around this

topic of fifteen years ago. You started to make videos and installations in 1994.
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It’ s been nearly 16 years since then. Now would be a good time to make
some kind of summary, right? How do you think of forms of expression?
What experiences and lessons have you gained over all these years? What
have these brought to your art creation and to the Chinese contemporary art

scene as a whole?

H: The change I made was not only a personal choice but also the choice
of an era. It was an inevitable stage for the era and even if I didn’ t change,
someone else would. It took time for me to fully complete the transition. At
first, I tried to use mixed materials on paper and canvas. The figures you
mentioned just now were one of my early attempts to integrate photosensitive
materials in painting. It might seem a bit na ve and immature, but it was
a necessary step. The point is I didn’ t make such a choice for the sake of
keeping up with the latest trends. Whatever choices one makes, you’ 1l gain
something and at the same time, lose something - it ‘s inevitable. What I
gained can be understood as the qualification to catch up with the context
fitting the era best, for changes in terms of materials and approaches will
lead to changes on the conceptual level. However, compared with painting,
the use of materials and multiple mediums led to a heavier economic burden.
In addition, there were many practical problems to be faced. The influence
was quite obvious. As I review that period, I would say “the influence was
obvious, but not fatal” . I think that’ s why I kept on. I think my choice was

valuable and correct.

Z: Besides being correct or not, I think the reflection upon media is also very
important. For instance, from the 1990s to 2005, conceptual photography has
always played a part in the art scene. But, out of the blue, it seems that the
creative power behind this form has disappeared completely in recent years.
Why is that? You are one of the pioneers in China to create video works. I read
your introduction and found that you started video—making in 1996. When

was the video art exhibition held in Hangzhou?

H: Around that period.

Z: It’ s been 2 decades or so since Zhang Peili presented his video work in
the garage exhibition in 1991. What has video brought to us? Is the video we
make today technically mature? Do we really use video art as the language
to write and record contemporary art? The same questions also apply to
installation. There was no installation in China until the 1989 China / Avant—
Garde Art Exhibition. It developed quickly during the ‘90s. What is its
position today? Following the new emergence of contemporary art forms
such as photography, video and installation in the late ‘80s, there quickly

came their heyday. But as the saying goes: easy come, easy go! In the current

stage, I just feel that they have disappeared collectively.

H: The reason behind it is complicated. First of all, installations, videos,
mixed media and new media have their own path of development. It has
nothing to do with us. They were introduced to China from abroad, just like
English. Though we can speak English, it’ s not our native language, its
emergence and disappearance are not in our control. Secondly, there were
some practical factors involved. These new art forms developed from scratch
in the 1990s. We needed a new, internationally—accepted language to enrich
our context. Since it’ s closely related to communication, people pay much
attention to it. Just now you mentioned disappearance - actually that’ s
not quite true. There are still some new works in those categories and they
become even larger and grander. Nevertheless, the experimental and touching
elements were gradually lost along the way. I think this has something to
do with the market. So it can be considered as an embodiment of practical
factors. The overall environment fosters this kind of practical thinking—system
and values. The elements I use in my current creations, such as electronics
and figures, are quite marginalized, which is also the result of market
choice. Collection of this kind of work is unreliable and fragile. Under such a
circumstances, the way forward for new media art is destined to be difficult.

My choice of such a medium is also a reflection of my attitude.

Z: You mentioned several key concepts: international, the transition
from knowledge to application, market and pragmatism. We can make a
comparison: what’ s the difference between those concepts in the 1990s and

today?

H: It’ s like a boat which keeps moving forward. The scenery passengers
see change constantly, but the essence remains the same: it never leaves
the water. In the case of contemporary art, it always reflects the most

contemporary problems.

Z: Comparing your understanding towards contemporary art in the 1990s and

now , is there any difference?

H: It gets more profound and comprehensive. Back in the 1990s, we were only
just exposed to contemporary art. Back then, as long as something came from
abroad, it would have some special attraction for us.

Z: You are referring to photography, video and installation, right?

H: That’ s right. With increasing opportunities to communicate with

the outside world, we’ ve seen and learned a lot, which has led to a

better appreciation of Western art and concepts. Gradually, we can tell if
things imported from the West are good or not. Also, we can have a better
understanding of the fundamental elements of these newly emerging ideas, a
clearer view of the development of their cultures. Then we can choose what
fits our situation better. Back in the 1990s, as far as I remember, we didn’

t have the capacity to make the right choices. We just felt things from abroad
rocked! But as to why that was the case and how great they were, we could

not offer an answer.

Z: What about the market?

H: The way we get to know the market is similar to the way we get to know

contemporary art. But of course they didn’ t happen at the same time.

Z: Idon’ t think so. Our view of the market now is completely different that
in the 1990s. At that time, most artists didn’ t have the idea of the market.
They made art for the sake of pure art and their own ideals. Nevertheless,
nowadays the shadow of the market can be spotted everywhere. There’ s a
close and fundamental connection between the reality we live in and capital. It
was impossible to spend some 10,000 yuan renting a studio at that time. How
much did you earn back then? You might not earn that much for a whole year.
It was unimaginable to spend that much on renting a studio, wasn’ t it? The
rental was the capital. As long as capital was involved, it had everything to do
with the market. We cannot get rid of it just as we cannot get rid of our own

shadows. What influence will the intrusion of market have on our art creation?

H: As I said, to some extent, we get to know the market in the same way
as we get to know the international contemporary art scene. The two things
didn’ t happen at the same time. We encountered international contemporary
art first, and then the market. In the 1990s when we faced the first problem,
we didn’ t have a clue concerning the art market and its patterns and inner

mechanisms.

Z: Does the market do any good for the development of art?

H: Yes.

Z: Like what?

H: The intrusion of the art market brings a sustainable mechanism to art.

Sustainable mechanisms are the foundations for further development. For

instance, a product cannot come into being without a market. And it is the

same case in the human blood circulation system. In this regard, the
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mechanism of the art market plays a critical role in the development of art. On
the other hand, inevitably it will have some negative effects. For instance,
some think the intrusion of the market gives rise to less creativity and less
inspirational art. But we cannot blame that totally on the market. I think that
can be considered as a particular syndrome during the preliminary stage. As

the market gets more mature, such problems will be solved naturally.

Z: Let’ s take the sudden disappearance of the creative power behind
photography for example. Does the problem lie in the market or the artists

themselves?

H: There are a variety of reasons for that. Photography as an art form won’

t disappear. It’ s a natural law that there are rises and falls. It’ s highly
possible that several years later there’ 11 be a new peak for photography.
What do you think of performance art? When it first emerged, it was visually

shocking and conceptually powerful. But it passed its heyday quickly.

Z: We also need to see the fact that what appeals to artists have changed.
Previously what artists cared most about was “reputation” . But gradually,

“profit” took its place and became the top concern. As a result, people
tended to choose to do something more profitable. It’ s a problem about

choice, and during the process, something precious was lost.

H: I think this is a normal phenomenon. It’ s an inevitable stage. When
pursuing maximum profits, other valuable things such as creativity are
sacrificed. But when the goal is achieved, the crisis brought about by the loss

of creativity will come to the fore and attention will be paid to that.

Z: But something is lost forever.

H: I’ m talking about the general situation. Of course, the general rule may
not apply to each specific artist. Nevertheless, there’ 11 be future generations

of artists.

Z: But there’ s something that when it is lost, it is lost forever. No matter

how time passes, somethings just never come back.

H: To a particular artist, that may be the case. But generally speaking,

there’ 11 be a certain continuance carried on from generation to generation.
Z: It’ s still hard. I think about the poet generation in the 1970s. Why did they

choose poetry as their way of expression? It seemed so weird that during

such a special period of time the seed of poetry sprouted. The birth of new
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poetry in a society suffocating creativity is like tulips successfully grown in
the middle part of China. Don’ t you think so? The view would be so unreal,
as if processed by Photoshop. But it is the case for Chinese new poetry. When
reading books about the ‘70s, I was often moved to tears. It’ s hard to
imagine people writing poems under such circumstances. On the contrary,
though our life today is far more abundant than previously, poetry is hard
to find. Something cannot be carried on by the next generation. It will be lost

forever.

H: Well, shall we put it this way---

Z: Though I haven’ t been through a lot, I just feel there’ s something,
when it is lost, it will never be regained. We’ re almost of the same age. Back
in the 1980s, you couldn’ t earn much from painting. Then some artists chose
to start their own companies, saying they would make art after making a
fortune. But the truth was barely any of them came back to do art again until
a few years ago when the art market prospered. Those once—artists—now—
bosses rented many studios and said “I’ m back. I’ ve made a great fortune
and want to go back the world of art, my dreamland.” But just after they got
everything done, there came the economic crisis and painting became hard to

be sold. Do you still think what’ s lost in art can come back?

H: Well, by carrying on I don’ t mean things will be repeated in the exact
same way. You mentioned poetry. It’ s normal the spirit of poetry during the
“70s was lost and never revived. The spirit of the contemporary era has taken

its place.

Z: What’ s the spirit of this contemporary era?

H: Something different from the past, something more diversified.

Z: 1 don’ t mean history has to repeat itself. Each dynasty has its own
distinctive cultural characteristics. I’ m referring to the zeitgeist, the general
climate of an era. Back then though we led a poor life, our inner world was
abundant. Nowadays, with capital, market, pragmatism and diversified
cultures, what is our spirit? Previously, a poem or an avant—garde rock and
roll song could represent an era and no extra explanation was needed. I’ m

concerned about the fact such art was lost along the way.

H: The huge applause paid to the poem or rock and roll can be considered as
recognition of the zeitgeist. What’ s the zeitgeist for this era? It’ s definitely

something different.

Z: Absolutely.

H: For example, in the real world, the internet seems nothing. But this
virtual world is gaining more and more recognition and attracts more people
to spend time, and put their fortunes and efforts into it. Moreover, we used
to think games were for children. But such a pattern has changed, more and
more adults are fond of all kinds of games. I know nowadays more and more
wealthy people who put their money and time into these virtual worlds. They
would spend some hundreds of thousands on a virtual weapon in order to win
recognition and respect in this world. Such recognition is highly spiritual and

will become one of the spiritual needs of the era.

Z: What you said is quite true. In the days when there was no internet, people
sat together, playing poker. Now they can play poker online. It certainly
offers people more access to playing poker! But in the case of art, I wonder
what it has brought to us. This is of vital importance. I know a lot of people
who, with the assistance of the internet, belittle universities and teachers.
They gain their knowledge from the internet. Some of them are very smart and
independent, succeeding in the virtual world. We should not judge them,
as we ourselves also experienced a period when we had long hair, played
truant and placed painting and art as the top priorities in life. Though we
led a poor life back then, we would take a crowded bus and spend a whole
night chatting about art, culture and our dreams. It was the same ideals and
passions that brought us together. Now people meet new friends via the
internet. What has such a shift brought to the world of art? I’ m not saying
the art of the past was greater than that of today, but I feel that today’ s art
lacks a kind of moving sincerity and widespread recognition. This is an era
teeming with all kinds of miracles. New records can be seen in newspapers
everyday. For instance, now it takes us only one hour to travel from Shanghai
to Nanjing, 30 minutes to Hangzhou and 5 hours to Beijing. I feel excited
about such news. It’ s like racing with one’ s imagination. Why is that?
These facts are hard to believe. I feel that imagination has surpassed art. No
artwork can be that exciting if it is printed in the newspapers. Contemporary
art as an art pattern develops within the framework of capitalism, in this
regard we should pay attention to the rules of the capitalist economy and its
relationship with art. But in today’ s China, pragmatism prevails. How can
it be of any help to art? It does help form a circle consisting of art creation,
galleries, exhibitions, criticism and collection, but I think its impact on art
creation is of vital importance. The evolution of a society from no roads at all
to stone—paved paths, tarred roads and highways is the result of a variety
of factors. How much contribution does art make during the process? This
is a core question. Have today’ s cities brought us a beautiful life? Has

the current rapid development brought us happiness? These are the vital

questions to consider.

H: It’ s all relative.

Z: Right, it’ s relative. But somethings are absolute. With the inflow of
capital, a virtuous circle of the art field is formed, which lays down a sound
foundation for the development of contemporary art. But a sound foundation
is not enough. What can Chinese artists do under such conditions? To figure
this out, we have to view the question from two sides. Some one— or two—

decades later, we may have an answer for that.

H: That’ sright.

Z: Looking back into the ‘70s, poets were faced with a lot of uncertainties.
Their activities were mainly underground and their works were mainly
distributed in the form of hand—written books. Shu Ting, a renowned female
poet of that period, once said “I expressed myself and felt like gaining my
life back” . Great as she was, what she asked from poetry was so little. But
her words were so sincere, and hence touching. What will be the role of the

spiritual pursuit of artists today?

H: Spiritual pursuit depends on personal choice.

Z: We have to focus on the general situation instead of some particular

individuals.

H: Generally speaking, the power of capital is practical and significant.
Hence, the mainstream of society would be affected by such a practical force.
From the perspective of the individual, there are a variety of choices available.
As far as I’ m concerned, I would like to keep a distance from the mainstream
of the era. I haven’ t paid much thought to the conditions those poets faced,
but I believe their choices were quite the opposite from mainstream taste
or choice. In this regard, we share some similarities. What’ s the value of
these seemingly unrealistic choices? We don’ t know for sure. But we do
need such spiritual pursuits to sustain the structure of our life. On the other
hand, despite that I keep a distance from the mainstream, I still regard it as
reasonable and un—blameable. For art, the inflow of capital is not necessarily a
bad thing, it has some positive effects. Personally, I don’ t have any objection
to the involvement of capital. Though it may be a bit hard to explain the fact
that I don’ t devote myself to it, I don’ t have much objection to the status quo

of art, forit’ s areasonable and inevitable result.

Z: Let’ s take a look at New Journey to the West, the work you made in
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Vancouver in the 1990s.

H: Well, the whole piece was like a joke. To dramatize things a little in
a humorous or sarcastic way is popular in internet culture and warmly
welcomed amongst students. But back in the 1990s it didn’ t occur to me
such an approach would become the hit online language a few years later. The
content of the work was about attitudes toward Western cultures, which still
has some relevance to the current era. I once communicated with today’ s
college students concerning New Journey to the West, and found that it was well
received by them. I think that’ s because the art language I used in this work

also corresponds to what today’ s students are concerned about.

Z: How did they react?

H: They think it’ s interesting and easy to understand. It’ s somewhat similar
to what we often see online now. Compared with my other works, which were
relatively more serious, this work was light—hearted and humorous, easy to

be accepted by youngsters.

Z: Which are the “other works” you are referring to?

H: Subjunctive Mood is one of them. A lot of philosophical vocabulary was
used and the context was intentionally misplaced, creating confusion on the
ideological level. Language games such as the conversion between truth and

falsity are relatively dry and boring, not interesting enough.

Z: I attended the New Year’ s Party of Tongiji University yesterday. One of
their programmes was somewhat similar to New Journey to the West. Some well—
known film clips were dubbed in different local dialects and the effect was

hilarious.

H: By the use of strange audio/visual effects, the once familiar stuff becomes

so weird and a special effect can be achieved.

Z: Why would students feel New Journey to the West is funny? It’ s because
most of them are familiar with the original Journey to the West the sense
of familiarity could easily foster a bond of sympathy. Subjunctive Mood is a
different case, for those young students are not so familiar with philosophy.
Today, many artists say that we should shift our focus from figurative art
to conceptual art. Such a kind of art has developed in the West for many
years. It puts forward a question to us: what would become of Chinese

contemporary art? I think it should be rooted in the soil of Chinese culture and

characteristics of local culture should be integrated into it.
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H: These questions are under constant discussion. For instance, localization

of oil painting is often a topic of the Chinese art scene.

Z: Reviewing the path we’ ve been through, we would notice that the
direction we choose is either left or right. But thanks to the experimental and
bold exploration of the past decade, we have achieved something. If asked
what globalization of art and its impacts are, our answers will be different

from that of 1994.

H: I mentioned the topic of localization of oil painting because I think it’ s a
false question. It’ s not worth thinking about. Where you were born and grow
up and what cultures you are fostered in decide the structure of your cultural
gene. So there’ s no need to place any emphasis on that question. As far as I’

m concerned, contemporary art should pay more attention to further develop

and improve under a common framework of rules.

Z: 1 notice that cities, landscape and architecture play an important role in
many of your works. Whether the work features the exploration of cities,
the creation of a utopia or the inner structure of a family, these elements can
always be found in your work. For instance, Hey! A World is under Construction,
Where is My Home, Postcard and Son all have something to do with architecture.

What’ s your viewpoint on today’ s cities and architecture?

H: It’ s hard to give a full explanation to that. I choose these elements
because I’ m familiar with them. They are part of my life experience. For the
same reason, I seldom choose rural China as the backdrop of my work. The
content of the work is usually the portrait of the spiritual status and concepts
of one’ s own, a reflection of one’ s own understanding or criticism of
reality. To be more specific, I think at the current stage, the city is the hub
of cultural development and exchange. Therefore, complexity, confusion,
sengsitivity and hesitation are featured in my works. If my way of explanation
can gain more recognition, the work would become more interesting and
influential. If any special perspective or viewpoint is highlighted, it can
be further proved during future development and thus generate value and

become a characteristic of the era.

Z: How about Where is My Home? How did the idea occur to you to move

Shanghai’ s urban architecture to Guangzhou and create a brand new city?

H: Well, as the construction of globalized cities speeds up, cities are greatly
influenced and quickly lose their distinctive characteristics. The destructive
force is significant. More and more cities, both old and new, now lose their

individuality. Constant construction and deconstruction produce more and

more standardized cities. The progress of urbanization gives rise to the
loss of a “sense of community” . By means of the technology of digital
images, a utopian vision was achieved in the work. A thorough conversion
was completed and a reproduction of Shanghai was inserted to the city
of Guangzhou. During the making of the work I was faced with a bunch
of challenges, conceptually and technically, and finally conquered all the

difficulties by means of digital technology.

Z: Does the work share some similarity with Postcard?

H: The approaches I adopted were pretty much the same, but the concepts
behind them were different. The well-known historical attractions appearing
in Postcard were the cultural and historic symbols of different places. The
conversion of these symbols represented a conversion of cultures and even

histories, creating an absurd reality.

Z: Hey! A World is under Construction features a utopian world established on

Mars or the Moon.

H: Yes. This is a long—term project and I’ 11 continue till I cannot further
develop the project. The utopian world could be considered as a true
reflection of my state of mind which is developing continuously, just like the
real world. A new version will be unveiled every year (or every two years),
so I’ m unable to predict how the project will look in ten or thirty years. So
far the 2009 version has been launched. It was just a part of the whole and
was displayed at a gallery in New York. In this project, the world develops
as a living creature and synchronizes with my own life. I don’ t preset a
framework for its development. It originates from my thinking and will create

a history of this world in a few years.

Z: Let’ s shift our attention to Up! Up!, the work we collaborated on in 2006.

H: That was in 2004.

Z: Right, in 2004, in the event of the bth Shanghai Biennale: Techniques of
the Visible.

H: It’ s one of my early interactive works. Up! Up! was composed of simple
elements. It was in 2003 that my interactive works had their debut. I held a
solo exhibition at BizArt, featuring 4 interactive works of mine. My reasons
to be engaged in interactive art were to quicken the reading process of work.
It’ s a tendency that the audience spends less and less time viewing a work,

which presents a bottleneck for the development of video art. Few people

would watch a video from beginning to end in the exhibition hall. Hence, the
idea of the work is hardly ever fully conveyed to the audience. As interactive
approaches are adopted, the time length of a work seems to disappear. There
is no definite beginning or ending points. The entrance of the audience marks
the beginning point and when they leave, the show is over. The elements
and styles of these works are relatively simple. Simplicity and the erasure of
time periods are two major reasons why I chose interactive art. Up! Up! could
be regarded as a mature example among my early attempts. There were only
two kinds of changes and choices in the work: up or down, and a variety of

interpretations, understanding and experience were generated along the way.

Z: Changes in forms and approaches are apparent. How do you view the work
from the perspective of creation? For instance, what does interactive art bring
to the audience? What kind of impulsion do you have during creation? As
the biennale of that year featured Techniques of the Visible, transcending the

visible was a core issue to think about.

H: I gave up the author’ s point of view for a while and tried to view the
issue from a reader’ s perspective. What was represented in the work was a
kind of normality or a will. The intrusion of exterior factors would reverse the
will and the result, corresponding to normal behaviour, habits, experience
and mind state. I think this is the foundation for a smooth reading. As to how
to interpret what they read, that depends on each audience member. I hope
the reading process was open and inspiring. The work was just an incident to
catch the attention. I remember some of the comments back then were quite

interesting. For instance, someone compared the work to Sisyphus.

Z: Finally, let’ s talk something about the Son series. You took three pictures
and named them Son. You asked your son to climb the bell tower of the
Shanghai Art Museum, Bund 3, and the bell tower of the Customs House.
How did the idea occur to you to connect your child with these famous

buildings in Shanghai?

H: Well, there’ s no special reason. Different people may have their own

interpretation for that.

Z: Maybe you first thought of the idea to have someone on some historic

buildings and then you thought of your son and these particular buildings:---

H: Not exactly. The sites were not randomly picked. They symbolized a visual
converging point of history, reality and future extension. In addition to their
profound historical implications, the buildings I picked were of a certain

height, which gave a broad view. And thirdly, about the human character, 1
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hoped this figure could be somewhat related to myself, representing a kind of

continuance.

Z: Continuance of yourself--- did you also climb onto the roof of high

buildings?

H: I often did that when I was a child. It felt really good and relaxing when
you overlooked a place from a high point. In the Son series I represented the
work from this perspective and placed my son where I was supposed to be.
It presented the audience with a special opportunity to gaze for a moment
at the reality: the architecture in the colonial style, the construction sites,
glass walls, the Huangpu River and streets, etc. Such explanations may seem
a bit too straightforward and restrict the audience’ s imagination. “The city
and the people” (who live in it) was the question I thought about during the

process.

Z: The city was in continuation, so were the people living there. Son was a

continuance of yourself. And art was also in continuation.

H: I don’ t want to restrict what others may think about the work by
presenting my own definite explanation. There should be more room and

freedom for reading.

Z: What will you expect from your future works? What will be your new

pursuit or focus?

H: Well, given the current situation, I will be faced with more challenges
and uncertainties. For instance, I don’ t know for sure the consequence of
the involvement of digitalization. I look forward to conducting my work on
an international platform, depriving symbols with features of identity. What I

want to make is “work” instead of “Chinese work” .

Z: You want to deprive your work of any distinctive characteristics of
Chinese culture, right? Do you think China is excluded from the international
platform?

H: On the contrary, it is included in the international platform.

Z: Then why bother depriving your work of any distinctive characteristics of

Chinese culture?

H: I want to conduct work under the same framework of rules. It doesn’ t

mean the content expressed in my work would have nothing to do with my
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reality.

Z: This is a question about methodology. Simply speaking, oil painting
originated from the West. Then should we all follow the same rules from the

West? For instance, should we all paint churches?

H: No, that’ s not what I meant. Maybe I didn’ t say it clearly:--

Z: Should it be more like work by Western artists instead of that by Chinese

artists?

H: Let me think it through.

Z: Let me take the example of Pan Yuliang. Some two decades ago, her
paintings were displayed in a touring exhibition in China. I saw her work at
the Ge Garden in Yangzhou. I was deeply touched. I was not so interested
in her dramatic life experience. What intrigued me were her paintings, the
oil paintings. What was oil painting? Was it just an art form? I should say
a flavour of Western oil painting could be perceived in her work. In other
words, we can take bread, for example. The way we bake bread is different
from that in France. Hence the flavours are different. I thought about why her
painting was more like genuine oil painting, and had several discoveries.
Firstly, the pigments and canvas she used were from France. Secondly, she
depicted scenes in France. The streets, costumes and colours were all very
French and fitted the oil painting - it felt just right. The same thing happens
when we Chinese practice calligraphy. There were also oil paintings in China,
featuring villages, fields, peasants and chicken farms, etc. It just didn’ t feel
right. They didn’ t feel like genuine oil painting. When you said to deprive

the work of distinctive characteristics, do you mean that?

H: If only things could be fixed that simply. Is a video featuring Western

actors and actresses a genuinely Western video? It” s not that simple.

Z: Pan Yuliang was based in France and used all kinds of elements from

France. Why is her work different?

H: The key doesn’ t lie in the changes in the images presented. I made
work in China so it’ s natural what I presented was the image of China.
When considering how to make a work international, we should focus
on the language used. We should not put emphasis on Chinese symbols,
which would only conceal problems that need to be thought out and solved.
Such problems should include whether the art vocabulary, the expressive

approaches and power meet the international standards. I think there is still a

long way to go before solving these problems. Since it cannot be solved in the
short term, many of us resort to the unique resources of Chinese cultures to
meet the standards. Such a strategy does achieve some special effect during
a certain time period. But this is the result of double standards and is highly
restricted in time and geography. This is a very practical problem and we have
to be aware of the gap. Let’ s take photography for example. From shadow
tone to the control and quality of inner language, we all face a huge gap. Only
by solving these problems can we truly be integrated into the international

stage.

15, Jan, 2010, Shanghai
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One Hundred Years in One Minute
A Dialogue between Hu Jieming (HIM), Lu Leiping (LLP) and Li Zhenhua (LZH)

LZH: I’ m particularly interested in the sense of time in your work. On the
one hand, it reveals the progress of contemporaneity in terms of art; on the
other, it’ s teeming with the philosophy of Zen. I’ d like to hear your views

on it.

HIM: I’ ve come to realize that I have a special feeling for the concept of
time: it often makes me feel anxious. I don’ t like such a feeling, but it’ s
just there. Looking back upon my previous works, despite the great changes
in terms of expressive approaches, such an unspeakable feeling still lingers.
The other reason for me to pay such attention to history may sound a bit
ridiculous: when immersing myself in history, I feel like getting rid of the
sense of time. Or in other words, it seems time has nothing to do with me
anymore - it no longer exists. When reading the profile of a historical figure,
normally I would first notice his/her years of birth and death, calculating in
my mind the history s/he has been through and how far the figure is from me
on the time line. To some extent, it is only wild and pointless thinking, but it
would give me a preview before I get to really know this figure or event. It’

s hard to judge the value of such a “preview” , but one thing can be certain:
time no longer exists. I feel suspended in the air. Such a state helps me achieve
the inner peace to read the specific history. Thanks to the disappearance of
the sense of time, such a special mind—state is created. Probably that’ s the

essence of Zen.

LLP: What intrigues me the most is the way you view history. You view it

from an artist’ s perspective. 100 Years in 1 Minute showcases the evolution

of art during the past century. Moreover, it can also be seen as a one—minute
dialogue between contemporary artists and their predecessors. Why did you
choose art history as the subject matter of the work? And why 100 years?

HJM: It is a choice based on my own identity and background knowledge. In
other words, I choose something I’ m familiar with and it happens to be a
popular and broad realm. Generally speaking, I want to use topics, materials
and approaches that are straightforward and this work is no exception. As to
concepts such as 1 minute or 100 years, they are a bit different from traditional
time measurements. Here, “1 minute” doesn’ t mean “60 seconds” and

“100 years” doesn’ trefer to one century, they are used to refer to different
time lengths. I created a work entitled Dozens of Days and Dozens of Years in
2007. My concepts of time are relatively the same in these two works. To each
one of us, what we’ ve learmmed and experienced and the concepts and ideas
we have are generated during the transition between different lengths. The
transition process involves educational factors. During the creation process of
the work, our education background and perspectives will naturally become

relevant to each member of my team and myself. This can be deemed as a
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supporting point for the “present” I set for the time line of the work. Videos
of different familiar works (we need to note that familiarity also has something
to do with education) constitute the “past” . It is through such interactions

and transitions that 100 Years in 1 Minute is presented.

LLP: You mentioned that the production of the 1,000 videos was done by

your team. Can you please share with us how your team works?

HJM: The videos were produced by 18 team members. The contents were
excerpted from classic works in the history of art and my understanding
and access to information were the basis for my choices. I gave each of my
team members some suggestions and encouraged them to explore further:
history consists of pieces of time. Let’ s assume that the concept of time is
detached or the dimensions of time are altered. Under such circumstances,
I would like my members to consider what would happen to the images at
hand from the present perspective. With this principle and with a certain
workflow, this grand project turned out to be quite feasible. During the
whole process, I mainly needed to focus on three aspects: to encourage the
team to make contributions; to consider which parts of the images needed
further changes; and to feel the subtle differences between the senses of the
members in order to create more interesting combinations. In terms of audio
production, there are 120 stereos used and 31 soundtracks of synthetic sound
broadcast. Among the 31 sound tracks, 30 of which were selected from past
events and were broadcast from the 120 stereos. The other soundtrack is
produced by a live transmission. The 30 kinds of sounds broadcast on site are
processed by custom programmes and then output to 10 loudspeakers. Our
approach is a bit different from before. We tried to “disturb” the norm and
obtain something unexpected, looking forward to seeing more possibilities of

change.

LZH: During our discussion about the work, you also mentioned the medium.
You said you wanted this effect created by storage bags. In this way, images
would seem to be some daily items that can be taken and utilized. I wonder

why, and how did the idea of using storage bags occur to you?

HIM: An artist spends a lot of time and effort thinking about what medium
to use, for it is a major part of a work. According to Marcel Duchamp, art
is more than creation, it’ s the result of choices. It took quite some time
before I decided to use storage bags. It is something people are familiar with
and has a very specific function, so I think the implication of it is clear and
easy to understand. In my view, the use of materials with too many obscure

implications is a sign of a lack of confidence.

LZH: A lack of confidence? Why is that? Did you ever have such an experience
before? What do you mean by too many implications? From Rauschenberg’
s installations to Duchamp’ s use of the ready—mades, every item has its

meaning in an artwork. What do storage bags mean to you?

HIM: I may need to elaborate a bit. I was referring to works with too many
obscure or unspecific materials and approaches - I feel this is a sign of a lack
of confidence. It’ s not uncommon: when we are asked to make a comment
but don’ t know for sure what to say, we tend to say something ambiguous.
The meaning of a work is actually beyond the control of the artist. It is a result
of interactions with different audiences. Storage bags are simple, easy to
understand. However, how the audience will interpret the bags is beyond my

control. I look forward to seeing more possibilities.

LLP: Looking back over art history, it’ s common that artists create new
works based on previous works. Duchamp's Mona Lisa parody is a prominent
example. In 100 Years in 1 Minute you made use of over 1,000 pieces of
artworks, including painting and video, to create 1—minute video clips.
Would you please share with us your idea behind the work?

HJM: I paid a lot of attention to figuring it out. From conception, creation
to public presentation, Marcel Duchamp’ s work was widely considered as
obscure. As time has gone by, such “obscurity” has become “standard” .
Even if you don’ t quite get it, there’ s no necessity to put forward

“why” . What I’ m concerned about is whether it’ s necessary for me to
deny classics like Duchamp. Are classics that horrible? I don’ t want to
avoid the question anymore. No matter what you do, you cannot avoid the
influence of predecessors and classics. It’ s rarely possible for a concept
or expressive approach to come into being from scratch. To live our life in
a certain time period is not a choice up to us. Therefore, what I consider
more is to create more possibilities through the transitions of different time
dimensions. Perhaps it sounds a bit hard to understand. But it really took me
a lot of time to think about this and this is a question involving multiple
relations. Anyway, in the end the visual images presented are still a kind of
misrepresentation or reinterpretation of history and of the classics, or even
a kind of disrespect and negation. I want to say that that was not my original
intention. I don’ t want to negate for the sake of negation, nor to reinterpret
for the sake of misrepresentation. I just don’ t know how to avoid such effects
and to represent my reflection upon the transition of time dimensions in a

purer way. I do feel a sense of helplessness in this regard.

LZH: As to the question about art education, you learned Western art history

in school, but there’ s the obvious absence of the context of the development

of Western culture. What’ s your view about this? Furthermore, what are the

limits of the current art education system in China?

HIM: It’ s a broad question, the essence of which is closely related to the
era. In other words, it’ s a question existing in a given time and space. Let’

s take my personal experience for example. I started to learn painting in the
1970s and as a starting point I imitated a lot of paintings with strong political
propaganda meanings, which were quite popular back then. Then I gradually
got to know The Peredvizhniki (Wanderers or Itinerants) of the 19th Century and
their prominent works, as well as political propaganda paintings after the
October Revolution. This was the first time that I had the chance to make a
comparison between Western and Chinese paintings. I could see that Repin's
Barge Haulers on the Volga was better than Wang Shikuo’ s Bloody Clothes, and
Moiseenko’ s The Reds Have Arrived intrigued me more than other revolution—
themed paintings at that time. It is also from then on that I got the impression
that “foreigners paint better than Chinese” , which pushed me to choose
oil painting rather than traditional Chinese brush painting as a starting point.
As time went by (once again the concept of time is mentioned), my mentor
Li Shan told me to not focus all my attention on Repin and Surikov. He said I
should also get to know more about Pisarro and Monet. That was the first time
I ever heard of Impressionism. To be honest, back then I thought Monet and
Pisarro didn’ t paint as well as Levitan and Shishkin. Gradually, I got to know
C é zanne, Van Gogh, Gauguin, Picasso, Matisse, Duchamp, Beuys, Andy
Warhol and Bruce Nauman. I need to point out the fact that this whole process
happened in compliance with the broader environment of the era and didn’

t have much to do with our education system. Hence, we can see there’

s a question that cannot be neglected: We can gain the same information as
the Westerners, we can share the same time and space with Europe and the
U.S., and we can enjoy the same cultural nutrition, but do we have the same
capacity as the West to digest all this? Where is our own cultural research
and archive? How good are our education institutions in terms of cultural
digestion and output? How good are we at learning from the past? Do we

have enough “storage bags” ? What kind of treasures do you put in those
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“storage bags” ? Are they “living things” or “samples” ? Are they able to

undergo “compaction” and “transition” ?

LZH: I didn’ t expect to trigger so many questions from you! I wonder why
and how you chose painting in the first place. Moreover, I remember you
once mentioned in an interview the shocking impact of the exhibitions in
the U.S. What is the role of new media in the concept of “refresh” in your
understanding? I mentioned in my article the disconnection of those born
after 1980 with the past. As a matter of fact, “past” is a very broad concept.

Which aspects of the past do we say goodbye to? As you chose painting as a
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starting point, let’ s treat it as a beginning point for your own exploration

for contemporary art. Where do you think is your position now?

HIM: It’ s hard to give a specific answer to why I chose to learn painting.
Young people always have a lot to express. I guess painting was an efficient
way for me to reveal my inner world. In addition, I happened to have a group
of friends who were also fond of painting. Grand ideals and ambitions didn’
t play much of a role. “Artist” was not really a career back then. If there
were any direct external influences, I would attribute them to those who
stood on scaffolding, wearing their blue jackets and painting the portrait of
Chairman Mao. (Such a scene would attract many people to take a look at that
time). Whenever I looked up at them, I would feel my heart brimming with
admiration.
To put it in a simple way, new media pushes me to reflect upon the
concept of “refresh” |, to genuinely feel the transience of time. From birth
to death, things follow their own path, not leaving much room for you to
change. Certainly, you can ignore it and live your life according to your
own pace, but if you truly integrate yourself with the surroundings and
feel the indispensable context, I believe you would sense the feeling of
“refresh” . Moreover, “refresh” also has another layer of meaning, which
is “no specific position” , referring to a constantly moving state. But in
the meantime, such a state would give you the feeling that “I’ m at the
forefront” . Such an illusion (let me just call it illusion for the moment) makes
me trapped in an uneasy and moving state. It’ s hard to define but you can

feel its presence.

LZH: As an educator, how do you view the relation between new media

education and individuals?

HIM: I’ ve been engaged in education for 26 years. I think I’ m a qualified
witness to the development of the cause of education. I enjoyed the lift in the
social status of teachers. I saw many colleagues choose to study abroad or
become businessmen, and I also witnessed how academic degrees and titles
became the most important standards to measure the value of people, which
gave rise to the increasing problem of fake degrees and dissertations. The
identity of the teacher, which is supposed to be simple and clear, has been
imbued with a variety of influences in different grids of time.

In essence, new media and other disciplines are no different. Probably it’ s

more interdisciplinary and hence, more embracing.
LZH: How would you define the grid of time? If the natural passing of time

constitutes the longitude, then what constitutes the latitude? What kind of

difference do you look forward to seeing in the various influences? How do
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you view the relation between the education system in China and your own

vision? What do you expect from the system?

HIM: “Grid of time” is a phrase I coined by chance. It can refer to the era or
a certain period of history. It can be the result of natural formation or human
definition. Each grid time is closely related to its previous and succeeding
ones, and also has it own distinctive characteristics. Generally speaking,
the formation of these grids of time is indispensable from the recognition to
its content. The problem is when a certain grid of time becomes past tense,
does it still exist? And does it still have the same relationship with time and
space? What’ s the relation between these past grids and the time we are
experiencing? The difference between the two is obvious and I believe they
can make use of and influence each other.

Speaking of education, it is a realm I’ m quite familiar with. I’ ve been
engaged in this realm for many years. I’ m devoted to the cause and
passionate about it. The function and direction of education in China is
under constant change. All these changes center on one theme, which can
be summarized as “to serve society” . Within each grid of time, society
has different needs, which should suggest new and specific directions
and requirements for education. Under such circumstances, educational
institutions naturally become some kind of “processing factories” , and how
their “products” are accepted becomes an important evaluation index. On
the surface, it seems quite reasonable and hence, acceptable. But if we take
another perspective, as the relation between time and space changes, we can
see the Bauhaus, the Black Mountain College, the ‘73 Noble prizes for MIT,
and conceptual innovation, as well as creativity, brought about. This is what

I expect from education and universities.
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Countercurrent: One Man's History of Chinese Art
Preface to One Hundred Years in One Minute

Li Zhenhua

Prologue

Filled with anticipation as well as questions, I greatly look forward to the
unveiling of Hu Jieming’ s recent work. My anticipation arises from the fact
that there is always spectacular visual art history embodied in his works. The
content, concepts and visual presentation of his works are significant and

substantial. My questions, however, stem from many considerations.

First and foremost is the question of the reliability of this international
visual art history. This question has something to do with the limitations
of historical writings. Due to limitations in knowledge acquisition,
approaches to communication and cultural disparity, etc, the writing of
art history used to be heavily dependent on the personal interests and the
individual consciousness of an author, giving rise to limitations in their
writings. Other questions include: What is the Chinese counterpart for this
centennial art history? As it has been cultivated by art education since 1949
and corresponding to a certain period in the development of international art

history, what is it like?

With these anticipations and questions in mind, I searched for Hu Jieming’

s personal art history, in an effort to make up for the loss in the current
writings of art history and culture. My dialogues with Hu made me even more
determined to carry on with this task. If we cannot derive precious personal
experience of the artist from the writings of contemporary art history, then
why not join the artist, follow individual clues, and witness the increasing

diversity in Chinese contemporary art through the progress of time?

At the same time, it is also for the purpose of making discoveries in Hu’

s work that I am writing this article for his new solo exhibition. Such
discoveries may not be categorized among often mentioned artistic or cultural
movements, but they signify the silent power of the potential for art and

culture.

Molly Nesbit once drew a comparison between Lu Xun’ s Wild Grass and Yang
Fudong’ s work and his approaches to artistic creation. I think this metaphor
actually covers a larger grass—roots group in China. They don’ t live a
Bohemian life, nor do they give performances for others. Their independence
shapes individual thinking and working space. They would sacrifice such
independence if necessary, and devote themselves to cultural development. I
learned that Yang started teaching at the China Academy of Art this year. As a
matter of fact, Hu Jieming had devoted himself to art education even earlier.

With the assistance of texts, we can find parallels between the artist’ s
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trace and the evolution of historical narration, and in the meantime, shed
some light on the artist’ s uniqueness in his media—based art creation by

highlighting some of their works.

I’ dlike to quote Walter Benjamin’ s discussion in Little History of Photography ,
with the aim of providing support for the validity of Hu Jieming’

s methodology, which deviates from the general Chinese contemporary
art movements. Like the impact brought about by the birth of cinematics
upon traditional art (as Benjamin also discussed in The Work of Art in the Age
of Mechanical Reproduction) it is time for us to understand and appreciate the
artistic creations which break away from the restrictions of visual arts. And

what this might bring us can be far beyond the developments of visual art.

1980s in Retrospect

The 1980s witnessed a special period for Chinese contemporary art after
China’ s political and economic reform. The free expression celebrated by
The Stars Group in the late 1970s can be deemed as a precursor of the new
generation emerging in the 1980s. The influence of the emergence of the New
Wave in 1985 is mainly regional, giving rise to the birth of organizations
such as M Group in Shanghai, Guangzhou, the Northern Group of Northeast
China, Dada of Amoy, Pond Association of Hangzhou, etc. The budding
independence of that time is slowly transmitted in our art and culture, thus
making it hard to identify where the term “New Wave” originated from. It
emerged, in many cases, from the general reviews of the times by critics and

theorists.

What did the 1980s mean to artists like Hu Jieming?

1 rented my first studio in the early 1980s. After graduating from university, my classmates
Shi Yong, Fan Jianping and I rented a farmhouse on Daduhe Road, near the western gate of
East China Normal University and Jinshajiang Road. You could see farmland from the back
of the house. I lived in Caoyang Neighborhood in Putuo District which was not far from
there. The rent for this 15 or 16m2 studio was 27 Yuan per month, with water, power and
gas supply included. We felt it a luxury to have such a professional creative space of our
own, where we could talk about art and ambition with no disturbance.

— Hu Jieming: Oral History of New Media, by Wang Yalei

To most artists, the 1980s was a phase of silent meditation. Indeed many
artists had gradually established their own personal discourses and

methodologyies, and even individuals related to the aforesaid movements

had put forward their collective manifestation. However, apart from these
individuals who had a clear and determined mind to struggle, those who had

chosen not to join the radical movements were still the silent majority.

It was not until “1989 China / Avant—Garde Art Exhibition” that the bigger
picture and tendencies of the art movements in 1980s got clearly reflected.
More than 200 artists took part in that exhibition. What I care more about is
its cause, as well as the development of the artists who didn’ t take part in

this cultural movement.

The 1980s was the best of times, and it was also the worst of times. The
merit of 1980s is that it broke with the past in a pure and evolved sense; the
disadvantage lay in its unpredictable prospects. Such concerns were reflected
in many artists’ actions. Many artists of the New Wave movement who took
part in the exhibition in 1989 chose to go abroad to live. This situation was
connected with the art movements of the late 1970s as well as the cultural,
social and political conditions in China, and reflected the vast changes of
our country in transition. It was also the swan song for collectivism. As Hu
Jieming puts it “they were able to discuss the things interested” . Most
intellectuals and artists living in silence began to think and work more

independently, seeking their own starting point in China.

Withdrawal from movements or collectivism can be deemed as the beginning
point of one’ s independence, for one no longer is attached to or relies on a
certain movement or situation for psychological satisfaction. Instead, one can
achieve the possibility of building an inner world of independent thoughts

through self—meditation within a single small space.

A group of people, along with Mr. Hu, in the 1980s belonged to that
category. They didn’ t take active part in any of the movements, and kept to

themselves silently as spectators.

Public Media, Surveillance and TV Series

As the overall cultural environment in China turned more colorful and
diversified in the 1990s, and with the influence of international integration,
Chinese contemporary art was under constant change in order to match the
demands of this situation. Different from the search for free expression and
a breaking away from the past in 1980s, this time Chinese contemporary art
tried to search for possibilities in tradition, modernity, folk, and politics.

Traditional art education was also faced with challenges from performance

art, installation art, video, and so on.

The cultural confidence of China did not ameliorate with the reformation
of the economy, thus the preference and emphasis on Western culture still

somehow remained a cultural must.

Chinese artists in the early 1990s began to take part in large international
exhibitions like the Venice Biennial. At the time of integration and strategy—
making, they had to think about where their core values were rooted; how to
adapt their own contemporary art with knowledge found in Western texts and
construct an artistic discourse through the forms of visual art; how to find
a form of contemporary art totally separated from the West in our own local
soil, and to integrate into the international exhibition system without losing

their local identity.

As the debates and discussions heated up, media art—the most direct form
of the arts and the product of modern technology and broadcasting systems—
quietly rose within the cultural and visual arts. As VHS and TV sets became
more and more common in people’ s daily life, Zhang Peili began his
explorations in the field of video art. Since political or economic restrictions
could not bind the imagination, artists were also able to develop and further
their aesthetic exploration in other areas. The mainstream art of the 1990s was
still painting, but the emergence of controversial performance art in the early
90s (some early developments could be traced back to the 1980s) also gave
photography some momentum to be accepted as a form of modern art. Such a
grand background of Chinese contemporary art lay down a foundation for Hu

Jieming’ s artistic practices.

1995-1996 , created by Hu Jieming in the year 1996, resorted to the technique
of magnifying daily life. It can be deemed a classic work of Anti—Media art. I
divide media art into two categories: medium art and media art. The former
places the emphasis on medium and methods, while the latter celebrates
broadcasting and carrying on. 1995-1996 can be regarded as a profound
reflection upon the broadcasting phenomenon. By recording the last day of
1995 and the first day of 1996, it collects a 24—hour public media image, in
the end presented in an installation in the shape of labyrinth made up of a
photographic installation. His anti—media perspective aimed at the magnified
media picture generated by time, medium, and the recordings, and produced
reflections upon the aggressiveness, political stances and public coverage
by the media. By showing the effectiveness of the media without adopting a
new medium, the artist eliminated the power of the media and provided new

inspirations for thinking through media art.
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In 1996, Qiu Zhijie and Wu Meichun curated the exhibition Image and
Phenomenon , casting light on the evolution of the entire Chinese contemporary
media art scene at the level of medium. Since the initiation of video art in
1988, the year 1996 can be regarded as the most comprehensive and fastest
developing period for this medium. Besides, the curators also collected a
great amount of literature on Western video art which was complementary to

the whole 1980s art movement.

Hu Jieming’ s Comparative Safety (1997) could be seen as the earliest discussion
on the issue of surveillance. Its inspiration came from surveillance camera
in public spaces which makes people feel monitored and makes them yearn
for a sense of security. Within the work, Hu provided the spectators with
an optional role as they could choose to observe and intrude into the public
space. Upon seeing this piece, it’ s hard not to see the political connotations,
and it also implicated modern society into which the artist intrudes with the
piece . At the same time as the spectators are experiencing their observational
tour and enjoying the new—found sense of security, they are also involved in

the paradox of being themselves intruded upon and observed.

The creation of New Journey to the West (1998) recruited artists from Canada,
including overseas Chinese, Canadian and non—Canadian residents. The artists
dubbed their respective roles from the classic TV series Journey to the West and
gave their characters a parallel dialog based on the artist’ s contemporary
experience. Such an attempt combined these classic images from TV and
the Internet culture of spoofing together, which evolved into its ultimate
stage in A Tragedy Caused by A Steamed Bun. This video work could be seen as
the masterpiece of relational aesthetics, for it intentionally parodied popular
keywords within the decade, such as identity, politics, immigration, and
so on. Besides, Hu Jieming on purpose gave up the process of production
within artistic creation, namely, the artist did not provide a particular visual
experience, instead he adapted daily experience into the work as a kind of
public experience. The task of the artist lay in the linkage between the voice
actors and daily public experience. The dubbing lines were not derived from
the production of the artists either, but directly from the personal experience

of the dubbing actors.

Hu stays independent from any particular movement and phenomenon. He
adopts film, monitor footage, and TV series as media. Most of the information
is derived from TV media, public places and public media images available 24
hours a day. He selects and collects images broadcast via mass media. What he
does can be seen as a kind of statistical or sociological study of broadcasting.
In particular, he intends to eliminate a style which bears the characteristics

of the artist. What we can see and sense from these works is far beyond the
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experience that visual art or concept art can provide.

Music, Sound, and Physiological Diagrams

Hu Jieming keeps his interests in other disciplines and sometimes mixes
those side—disciplines in his works. Based on musical inspirations, TV—Bra
by Nam June Paik in the 1960s was a comprehensive application of video
media created to advance dramatic presence. The artist himself played the
part of the musical instrument. Both his improvisation and the TVs worn by
female violoncellist provided inspiration for a comprehensive understanding
of musical experience. Hu’ s attempt, however, aims at the expression
of human internal physiology by converting a combined experience of
physiological diagram, gesture, architecture space, identity, musical score

and vision.

Collect a 5°20” cardiogram and respiration
record from a hospital, and then overlap
music scores on it. Read the score along
with the fluctuation of the curve, and let
the pianist play the music according to the
reading.

— Hu Jieming, Description of Related

to the Physiological State (1996)

In this work, the artist made use
of the physiological diagrams of a
Paik, Nam June; Moorman, Charlotte, «TV-Bra for patient and turned it into music. The

Living Sculpture», 1969
© Paik, Nam June; Moorman, Charlotte

music here took on an externalized
form, which made it hard for spectators to understand the connection if there
were no notes explaining the work by the artist. Thus the cross—explanatory
function of vision and music was weakened. The visual information can
be regarded as a diagram based on the systems of natural sciences and an
individual existence. Music became the core of the work, while the anxiety

and image constructed its space.

Collect cardiogram data from a patient, a drunkard, a sufferer and an infant, and compose
4 different musical scores with this data for percussion, piano, saxophone, and contrabass.
Then, combine 4 scores into a quartet.

— Hu Jieming, Description of Related to the Situation (1999)

The artist adopted an approach similar to anthropological research in this

work, juxtaposing the cardiogram of patient, drunkard, sufferer and infant.

Video Quartet 2002
christian marclay

Four screen projection, found Hollywood film clips transferred to colour video and audio track

overall display dimensions variable duration: 14 min

installation

Different sounds of music were played from each space containing the
diagram and were combined together as a sociological music movement. The
way these sounds of music were played appeared more distinct in Video Quartet
by Swiss—American artist Christian Marclay in 2002. Marclay derived his
inspiration from the melody of music, while Hu focused his attention on the

social individuals in reality.

Collect data of the cardiogram recorded
during the process of an adult’s masturbation,
compose music according to the diagram, and
play the score on a pianola.

— Hu Jieming, Description of Related to

Happiness (1999)

In Marclay’ s work Solo (2008), we

can see another sort of liberation of Astill from Solo, 2008, Christian Marclay
humanity. A woman incessantly caressing her guitar was used as allusion
to the relationship between masculine rights and sensual joys. However, in
Hu’ s work, the visual sensation was unambiguously obscured. There was
the vagueness of vision, sightlessness of the video, and the latent allusion
between sound and image. When spectators were faced with the masturbation
scene reflected by the faceplates on the piano and its keyboard, they were
attracted by the melodious music while feeling embarrassed. Perhaps this

embarrassing situation was what Hu wanted to create.

The video footage was collected from Chinese Scenic Spots postcards. The image of
the postcards was scanned into computer and made into a 9-minute video clip through
multimedia rendering. On the screen, postcards are horizontally overlaid with musical scores
and slowly move from right to left. When these postcards appear in the center of the screen,
the major lines of the contour would be displayed by dots of different colors. The music was
composed according to the difterent positions of the dots, and was played as a single piece

through different instruments.

—Hu Jieming, Description of Outline Only (2001)

A floating map of China filmed. The cities (marked by spots on the map) fluttering in the
wind became the suggestion for the composition of the musical movement. This piece of
piano work is a vivid reflection of the shaking spots, as well as the realistic poetic creation
for us.

— Hu Jieming, Description of The Cities in the Wind (2001)

The video footage was gathered from two sections of video and photos. The first section
was shot in the ancient traditional architecture in Anhui Province. The second section was
shot inside a modern Western urban cluster. Computer technology was used to combine
these two sections and produce the dramatic effects of overlapping, alternation, conflict and
so on. Data was collected from the contours of these buildings of different sizes and styles,
and then turned into music. The red dots and yellow dots in the video were the basis for the
music score. They run along the contours of the buildings and were replaced by musical
notes on the score. The red dot ran along the contour of the traditional Chinese buildings
and its score was played by Chinese instrument, while the yellow dot ran along the contour
of the modern city with its score played by Western instruments.

— Hu Jieming, Description of From Architectural Immanence (2002)

The vocalized work based on the image data, the music with its political
allusion based on maps, architecture and the internal sounds, all these works
can be regarded as a series. By using the sound media once more, and through
the introduction of music, Hu transformed the visual art experience. Those
red and yellow dots in the video seemed to provide another key element of
dioramic or narrative relation. It was also the same with the connections of

sign language and music in his 2002 work One Minute Soulful Touch.

Hu’ s attention to music mainly results from his attempts in transforming
and deviating visual experience. By rhythmic music or music in chaos, he
introduces revelation in other senses. Music, dots and images construct an

interactive space.

Utopia and Reality

Most of Hu’ s work deals with daily experience, whether the focus is on the
cardiogram, a gesture, a postcard, architecture or maps (in his music series),
or his interpretation of the comprehensive experience of economics, icons,

worship, and peeping. According to him:

“..by adopting a humorous manner in the way of a trick, the work presents the universal

desires and incentives of the human spirit and physiology, namely, the desire to expose and
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peep behind. Following this presentation, and by combining the daily experience in China’
s times of opening-up, another dilemma is created. On the one hand, company brands and
high consumption have brought vitality to the economy which is becoming a totem for
modern times and an icon admired by the new generation. Like the political icons of the
last generation, they have gained absolute sovereignty in daily life. People come upon them
and begin to feel irresistible excitement, and they achieve sensual pleasure by passionately
admiring and consuming them. On the other hand, the self-consciousness in culture and
tradition seems to give that excitement and sensual pleasure a certain moral edge, with a
guilty conscience.”

— Hu Jieming, Description of Untitled (1999)

Medusa’s Raft (2000) shared some connection with Untitled (1999), and was
exhibited as part of the “Cool Collection Digital Art Festival” , co—organized
by Qiu Zhijie, Wu Meichun and myself in 2001. Hu Jieming used Photoshop
software to imitate La Zattera Della Medusa depicting the contemporary
landscape of society and its progress of commercialization. It’ s not hard for
us to see Hu’ s harking back to French Romanticism. The focus of his work,
as well as its sharp irony and vivid metaphor, follows the characteristics of
Romanticism. We can also find in this piece an indication of Hu’ s study and

reflections on Western art history.

Hu’ s work The Best Strategy is to be on the Move (2002) absorbed vast amounts
of visual footage and presented a visual time differing from the narration. The
meeting scene, people passing the inlet, the facial expressions of the soldier
and the collected footage of actual grassland, scenery and hens are all full
of humor through Hu’ s eyes. Given the circumstances at the time, it was
hard to find another artist who had a similar style. His constant observation
focuses not only on the momentary trivialities of our complicated life, such as
a coquettish and bop serious art movement, but also with self-mockery and

the grass—roots spirit of the Internet.

Above and Beneath the Water (2003), Up! Up! (2004), Something in the Water (2004),
Where is My Home (2005), Zero Altitude (2006), Cross the Center (2006) all brought
us the psychological image of the paradox between reality and utopia. Hu’

s utopia is parallel to this society, and is sometimes the actual reflection of
it. His approach is to de—glorify, yet with some magical visual language,
providing reality with humor, and at the same time with cruel and touching
feelings. This is especially so in Up! Up!, which deals with public sympathy.
We can see that the hardship to go up and the fall triggered by the spectators

all contribute to the irony of the reality and the reflections upon utopia.

Use 3D technology to create a sphere based on the Moon and Mars with a diameter of over

1000cm. Place scenes of human life on the surface of this sphere. The scenes are arranged
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and organized based on the material of contemporary global political, economic, cultural
characteristics and structure. The principle for the arrangement is against reality, absurd and
Irrational, so as to create a utopian world. Spectators can refer to astronomical observation.
Several telescopes are installed and spectators can use them to view the details of the work,
see the scenes in the utopian world, and reflect upon the issues of the real world.

— Hu Jieming, Description of Hey! A World is under Construction (2006)

Hey! A World is under Construction continued to present the utopia of parallel
worlds of Where is My Home, and made the settings a background combining
the features of the Moon, Mars and Earth. This complicated utopia was built
with reference to, but as a betrayal and confusion of reality. What it could
offer is the momentary escape from a shortsightedness of reality and to bring

our thoughts into the wilder attention of the supra—world.

Epilogue

Bill Porter depicted a Mount Zhongnan built upon Taoism in his book Road
to Heaven: Encounters with Chinese Hermits. He interviewed many hermits living
in the wilderness and mountains over several visits to China in the late 1970s
and 1980s. Among them was a old hermit who went to live in the mountains
around 1939 and had never left since. When asked about Mao Zedong and
the New China, he asked: “Who is Mao? Where is this New China?” The
final chapter saw the author meet a young monk on the street. Their talk
contributed to the author’ s sudden enlightenment of the reason why the

ultimate truth is never revealed to the world.

Like many artists, Hu Jieming leads a simple urban life. These artists are
always sensitive to the new trends in science and culture, and are brave
to attempt things and pass on their experience. They don’ t wish to live
peacefully with tradition, instead, they choose to take part in the progress of

the wider globalized contemporary art.

This article does not lay too much emphasis on Hu’ s work in New Media,
but chooses to present his creations in areas like media, music, and utopia.
This is because I like what he said in an interview about his recognition
of New Media. He thought the concept of “refresh” , the Anti—Media in
1995-1996 and the tendencies in Internet culture existed in his following
works, which more or less explains the reason why I hadn’ t written about
this aspect. What’ s more, in looking back upon Hu’ s work, I admire his
reflections upon media, his preference for cross—media and his exploration
of a wide, comprehensive knowledge. Thus his works in other media are put

in their place when it comes to the explanation and introduction of his entire

creation.

100 Years in 1 Minute shares some similarity with Dozens of Days and Dozens of
Years (2009). Apart from the physical vestiges and concern for living in the
former, the latter can be regarded as the overlap of time and space, as well
as the recovery of memory. In the tumult of contemporary art phenomena, Hu
has once again looked and inspected the timeliness of the process, by using
the videos to speculate on the generated contextual relations of the visual.
The glittering flashbacks of visual art history in the storage bags seem so easy

to retrieve, and yet hard to capture.

Finally, T would like to extend my gratitude to Hu Jieming for his invitation

and Shanghart Gallery for their generosity.

2010.09.16
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Hu Jie Ming, un monde en é paisseur
Richard Castelli

Altitude Zero (2006) au Mus é e d'art contemporain de Shanghai fut ma

premi é re rencontre avec 1'univers de Hu Jie Ming.

L’ assemblage de ces vestiges, & coutilles ou hublots de navires, formait
un écrin tout autant r é aliste que fantastique a ses images a la fronti ¢ re
de l'air et de 1'eau. J'y voyais d é ja une des particularit é s de Hu Jie Ming,
assez rare dans le monde des arts m é diatiques, cette capacit é a donner une
é paisseur a toute id é e pr é liminaire par un soin attentif aux images lors du

tournage et le m é me soin pour l'environnement de ces images.
Je l'ai retrouv é dans beaucoup d'ceuvres de Hu Jie Ming.

Dans Cross the center (2006), 1'id é e somme toute banale d'un travelling dans
la ville actionn é par le p é dalage de deux visiteurs se trouve enrichie par
le dispositif qui permet d'activer ce travelling (une vieille roue de charrette
synchrone avec deux vieux bouts de v é los et des si ¢ ges de voitures tré s
usag é s) et l'environnement a travers lequel ce travelling est diffus é (un

ensemble de vieilles fen é tres hors d'age).

Ce goQt pour ces assemblages alliant hautes technologies et objets morts ou
en fin de vie ne se retrouve, avec la m é me justesse, que chez peu d'artistes
comme le cor é en install é a Berlin, Brad Hwuk Hwang et le francais Jean

Michel Bruy e re.

Cette m é me friction entre nouveaux m é dia (ici, 1l'internet) et des supports
plus physiques (1a ,
1995-1996 (1996) puis The Fiction between 1999-2000 (2000) o u le visiteur est

des plans—films transparents) se trouve aussi dans

plong é dans un labyrinthe aux parois faites de captures d' é crans effectu é es
sur internet entre le 31 D é cembre 1999 a minuit et le ler Janvier 2000, 24

heures plus tard. Une autre forme d' é paisseur !

Un autre aspect du travail de Hu Jie Ming est son goQt des univers parall ¢ les

associ é a une pr é dilection pour le d é tournement des images.

Dans The best strategy is to be on the move (2002), le t é lescopage d'images du
quotidien avec des chansons anciennes et inversement des bandes sonores de
vieux films r é interpr é t é s par des marionnettes en pate a modeler, puis la
juxtaposition de chantiers de construction, de spectacles a é riens dont on ne
voit que les 1 é actions du public ou encore de films de guerres pour ne citer
que quelques é1éments, cré é un maelstrém d'impressions ou chaque

image sonore ou visuelle se trouve transform é e par les autres.

Ce type de t é lescopage se retrouve aussi exprim é sur des images fixes
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comme la s é rie des Postcard (2006).

Un autre d é tournement qui pourrait apparaitre comme un hommage au film
culte des ann ¢é es 60 La Dialectique peut-elle casser des briques ? (1973), dans lequel
Ren é Vi énet substituait aux sous—titres originaux d'un film de Kung Fu
chinois des sous—titres marxisant : New Journey to the West est r é alis é
a partir du film classique chinois Journey to the West dans lequel Hu Jie
Ming substitue aux paroles originales un doublage d'ob é dience plutdét neo—

lib é raliste.

Un d é tournement plus "plastique"” est effectu ¢ dans Hi! A world (2006) o u
des constructions terriennes sont int é gr é es tels des mondes parall ¢ les a la
surface de la Lune ou de Mars et ne sont pleinement visibles qu' a travers un
t é lescope dans une optique qui n'est pas sans rappeler 1'univers du couple
d'artistes frangais Anne et Patrick Poirier, a la seule diff é rence que Hu Jie
Ming n'h é site pas a y repr é senter des exemples ais é ment reconnaissables

de notre h é ritage architectural.

I1 faut pr é ciser que 1'ann é e pr é c é dente, Hu Jie Ming s' était déja
exerc é sur terre avec Where is my Home? (2005), ou il avait r é ussi a

reconstruire Shanghai selon la physionomie de Guangzhou.

Le jeu avec les cartographies se retrouve aussi dans The Cities in the Wind
(2001) bien que cette vid é o appartienne a une autre famille d'ceuvres qui
regroupe Une Minute Soulfil Touch (2002), la s é rie des Related to ... (1996—1999),
Outline only (2002) et From Architectural Immanence (2002).

Dans cette s érie aussi, 1'id é e d'utiliser des enc é phalogrammes, des
cardiogrammes ou des cr é neaux de batiments comme base de cr é ation
sonore pouvait confiner a une pure gadgeterie. Cependant le choix et la
transition des images en fond de partition et plus sp é cialement dans From
Architectural Immanence, 1'utilisation dynamique du volet de transition
entre les s é quences qui trouble le mouvement d é ja fr é n é tique des billes
musicales, y donnent cette é paisseur que j'avaisd éja pu appr é cier lors de

ma premi é re rencontre.

Une seule chose échappe a cette é paisseur, c'est une qualit é de Hu Jie
Ming qui court elle aussi dans toute son ceuvre, comme cette pr é sente
énum é ration pourtant non—exhaustive le laisse subodorer. C'est un
humour dont lalé g eéreté etlasubtilit é n'ont d' é gal que 1' é paisseur et la

diversit ¢ de cette ceuvre.
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Hu Jieming, a world in thickness
Richard Castelli

The first time I encountered Hu Jieming’ s world was in Altitude Zero (2006)

presented at the Shanghai Museum of Contemporary Art.

The assemblage of the traces of ships, hatchways and portholes formed a both
realistic and fantastic setting to his images between air and water. I could
then already see one of Hu Jieming’ s characteristics—quite rare in the world
of new media arts—which was the ability of giving some thickness to any
preliminary idea by taking care over the images during the shooting process

as well as the images projections background.
This is a characteristic that I see in many of Hu Jieming’ s works.

In Cross the centre (2006), the idea, after all quite common, of a tracking shot
through the city activated by pedaling visitors, is enriched by the choice of
devices (an old cart wheel synchronized with two old parts of bicycles and
used car seats) and the environment where the tracking shot is shown (a set of

old windows).

This liking for those assemblages, combining high technology and objects
‘dead or about to die’ , can only be seen in a few artists with the same
precision, such as Brad Hwang, the Korean artist living in Berlin, and the

French artist Jean Michel Bruy e re.

This same kind of contrast between new media (internet) and material
(transparent films) can also be found in the works 1995-1996 (1996) and The
Fiction between 1999-2000 (2000) where the visitor is immersed in a labyrinth
made of screen stills coming from the internet from midnight of December
31, 1999, until midnight of January 1, 2000 - 24 hours later. Another kind of

thickness!

Another aspect of Hu Jieming’ s work is a liking for parallel worlds

associated with a predilection for the diversion of images.

In The best strategy is to be on the move (2002), the overlap of images from
daily life with old songs, and inversely old film soundtracks reinterpreted by
clay puppets, the juxtaposition of construction sites, aerial performances
where only public reactions are shown, war films (among others), creates a
maelstrom of impressions where each sound or visual image is transformed by

the others.

This type of overlap is also expressed in fixed images as in the Postcard (2006)

series.
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Another diversion could be presented as an homage to the cult film of the 60's
La Dialectique peut-elle casser des briques ? (1973) [Can Dialectics Break Bricks?],
where Ren é Vi é net substituted the original subtitles of a Chinese Kung Fu
film with Marxist subtitles: New Journey to the West is made up with the
Chinese classic film Journey to the West in which Hu Jieming has substituted

the original dialogue with a neo—liberalist dub.

Hey! A World is under Construction (2006) presents a diversion more ‘plastic’

where earthly constructions are integrated in parallel worlds, on the surface
of the Moon or Mars, and can be fully visible by looking through telescopes in
a perspective that reminds one of the French artists Anne and Patrick Poirier,
with the unique difference that Hu Jieming doesn’ t hesitate to represent

examples easily recognizable from our architectural heritage.

It is important to specify that during the preceding year, Hu Jieming had
already trained on Earth with Where is my Home? (2005) where he succeeded in

rebuilding Guangzhou with elements from Shanghai.

This cartographic game can also be found in The Cities in the Wind (2001),
although this video belongs to another category of works which includes One
Minute Soulfill Touch (2002), the series Related to... (1996 - 1999), Outline only (2002)

and From Architectural Immanence (2002).

In this series as well, the idea of using encephalograms, cardiograms or
building crenels as a base for sound creation could border on pure gadgetry.
However the choice and transition of the images with the background musical
score, particularly in From Architectural Immanence with the dynamic use
of the sequences’ transitional sections disturbing the already frenzied
movement of the musical notes, all give this a thickness which I could

appreciate during my first encounter with his work.

The only escaping thing to this thickness, is a quality that can be noticed in
all of Hu Jieming’ s works, as the incomplete enumeration above reveals. It
is a sense of humour, as light and subtle as the thickness and diversity of his

works.
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La mati e re du temps

Caroline Nicod

Tel un alchimiste, Hu Jieming manipule les images et les objets non pour les
transformer en or, mais pour le pur plaisir de 1’ exp é rience. Une exp & rience
a travers laquelle il modifie et d é stabilise notre rapport aux choses, au

monde et surtout au temps.

L’ installation multim é dia Dozens of Days and Dozens of Years joue sur le
contraste entre les é1é ments tir é s de notre quotidien comme les planches a
repasser ou les v é tements, la mise en sc é ne d’ un laboratoire scientifique
avec des é prouvettes, des lampes UV, des outils de mesure num é riques, et
le caract ¢ re po é tique des images vid é o projet é es sur les objets a 1’ aide

de petites cam é ras.

Les planches a repasser ancrent 1’ euvre dans 1’ univers familier de chacun
d’ entre nous, de m é me que les vid é os montrent des gestes ou des sc & nes
de vie quotidienne. Les habits sont renouvel é s pour chagque exposition, et
si possible achet é s dans 1’ endroit ou la manifestation a lieu. L.” artiste
assure ainsi la singularit é de chacune des pr é sentations de son ®uvre, tout
en soulignant 1’ aspect scientifique de son exp é rience. Les habits neufs
sont expos é s au temps qui passe a 1’ exception de certaines parties qui
subissent un conditionnement sp é cifique a 1’ aide de diff é rents produits
chimiques et autres dispositifs. Alors qu’ un ordinateur mesure et indique
le nombre de jours d’ exposition, les r é actions chimiques condensent cette
dur é e par le vieillissement pr é coce des mati ¢ res. Un jour peut alors devenir

une ann é e...

Cette usure artificielle due a 1’ acc é1é ration du temps qui nous propulse
dans 1’ avenir est contrebalanc é e par les images vid é o qui renvoient a la
fois a des souvenirs pass é s (une sortie au bord d’ un lac) et a des gestes
d’ un présent qui se r é p & te inlassablement (une main qui frotte un tissu).
Elles é voquent é galement 1’ usure naturelle des choses par le simple fait de
toucher des habits, de les porter et de vivre avec. De plus les sc ¢ nes film é es
en plein air soulignent le temps cyclique de la nature. Nous sommes ainsi
amen és a 1 éfléchir sur le rapport que nous entretenons avec le temps qui
passe. Si nos projections dans le pass é et le futur sont habituellement de 1’

ordre de 1’ abstraction et si nous prenons rarement conscience du pr é sent
que nous vivons, 1’ artiste nous invite ici a percevoir concr & tement le
temps comme une mati ¢ re en progression ou en r é gression. Force est alors
de se demander si 1’ acc é1 ération du rythme de la vie contribue a son
raccourcissement et sa dissolution ou si, au contraire, chaque jour pouvait
é tre v é cu comme une ann é e enti é re, densifiant ainsi la dur é e de notre

existence.
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Time Substance

Caroline Nicod

As an alchemist, Hu Jieming manipulates images and objects, not to change
them into gold, but for the pure pleasure of experimentation, through which
he modifies and destabilizes our relation to the things, the world, and time in

particular.

The multimedia installation Dozens of Days and Dozens of Years plays on the
contrast between elements of daily life such as ironing boards or clothes,
a scientific laboratory background with test—tubes, UV lamps, numerical
measuring tools, and the poetic nature of the video images projected on the

objects by small video cameras.

Ironing boards set the artwork in our familiar environment. Likewise videos
feature scenes and gestures from daily life. At each exhibition clothes are
replaced by new ones, if possible bought in the place where the event is held.
The artist can this way ensure the uniqueness of the work each time it is
shown, and simultaneously emphasize the scientific nature of his experiment.
New clothes are exposed to the elapse of time, except some particular
parts which are subjected to specific conditioning, where various chemical
products and other devices are used. While a computer measures and displays
the number of days of the exhibition, chemical reactions condense this length

of time, speeding the aging of the materials. A day can then become a year:---

This artificial wearing due to the acceleration of time, propelling us into the
future, is counterbalanced by the video images that refer to past memories (a
walk by the lake) and gestures of an unceasingly repeated present (a hand that
rubs a piece of cloth). They also evoke the natural wearing of things related
to the simple fact of touching clothes, wearing them and living in them.
Besides, some of the scenes shot outside highlight Nature’ s cyclical time.
We are therefore led to think of our relation with the passing of time. Even
though our projections of the past and the future are generally abstract, and
although we are hardly aware of the present we live in, the artist invites us
to concretely perceive time as a progressing or regressing substance. We can
only then wonder whether the acceleration of the pace of life contributes to its
shortening and dissolution; or the other way round: whether each day could

be lived as a whole year, concentrating our period of existence.
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Hi! A World Is Under Construction NO.2
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B, WAIBEVHUGRAS XA RS BARAS

The project start since 2006, after a 3D image synthesis, light boxes and
several stages of development, finally to achieve the online based real—time
interactive virtual world construction. History of evolution on the unknown
planet is based on the information data through internet, this work is
connected to www.artlinkart.com's database, the presents of art information
(artist, curator, critic, exhibition, works, articles, etc.), in real-time status
and the development of virtual world construction, audience by observing

interactive access to this state.
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A 44 52 iF B #)#41% % F online interactive video installation

1080PHEHALI & HHEMIE . ZHRA%L, REAR . 20-60%FZZFE1
1080P projector 1/computer 1 set/Internet/interactive program/20-60 telescope 1
16:9 4~ %7 Full HD Image
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Dozens of Days and Dozens of Years NO.2
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SEETMERIBCERIRTIR T, XSRS (66F) RIMRIE SR T HERYRE: Stby
SERR. B, HFIBEEERNL. JTRSAES, MRS SRR AR R B
—EHIEREL,

The process of the work is to buy clothes put on the ironing board, mini—
projector will cast images of memory in everyday clothes, in the projector
light component mixed with trace amounts of ultraviolet light, under
the action of ultraviolet light, clothes to be part of projected image in an
increasingly aging, end of the exhibition was in the clothes left traces of the

old and new contrast.

This piece is the second in 2007, "dozens of days and decades, " an in—
depth series of works after the experiment. 6 in 07 series of works, the
feeling of time and material and performance to explore the topic has not
yet reached a satisfactory level, in 2008 and 2009 in the first half of basic
research in materials of some effort in the implementation of made the means
of streamlining, the basic chemical materials exclude the involvement
of more representative of everyday elements. Concept in the works no
substantial change in the premise, this group of works (6) of the material
more representative of the daily traces: field to buy clothes, ironing board,
glassware, lamp stand, and so, the material the aging process and the

relationship between memory has some expression.
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4z 4R & multi-media installation

RO . FHMFE RO (£) . B, Zmlt (RRART) « HIEIA. MAZPMISE. BFITR
B BEPALE (RRAME) T4 7 QIS 1, 6. it AE A

Ironing Board 6, buy clothes 6 (sets) on site, glass bottles, utensils 11pcs (variable sizes), mirror frame 1, 15 mini-
projectors, modified daily light stands (different specifications) for projectors 7, smart mechanic arm 1, computer 1 set,
timer
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Grey Box Series No.1 - Why are flowers so fresh

IREFR—PANFERE, BEIK, TTEALK, BE26K, KE., EXP=HE
BERETZEAHPIIES, XEHEGRZEZHN, EEFRENTSREFE
RIZHY, WEATEHY, BLAFREEREX N REARRIER, RIS
EHEFRAAER, ERERERTESR, el TERIE, BERIZ, A5
&, FNX— RS AR T B E— e,

The box is a specific man—made grey space, 3 meters in height, 4 meters
in width, and 2.5 meters in depth. In this space, a lot of inexplicable things
happen. These things are arranged deliberately, but they may go out of
control and get transformed while they happen. I arrange things to have a
specific meaning, to show a certain concept, make a point or give some hint.
However, in the event it is goes against my original intentions, and becomes
independent and strange. So I think this series of photos can be counted as a

piece of work.
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2y

%% % 7| photography series
60X80/2 K 10#% 60X80cm 10 pieces
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(JL+) 1-3
Son 1-3

XAMEROWERBEN UL BT = 5 ARRARNES, HBgERRALd
IZHIEZ . EE LIS R AR, R —MEEDE ., DISCRIEEFHY
MIEEEE A, BEERE LTI BRI, E2AEE, AW LR, —hi
AHERIGR. =AY, BAEXNAMHEER, A—FESHREZ=. &
INIHEE ZRE S ERETI BRI, IRATARE XA AR, IS8 HEIEE Rk
ERIER, EIZAEREEEREZ—AEAERREN, FRILFRERAZERE
BHIE b, RXETERNEX—5: TR LFubEERERNET L, (HRE
T, SRR, AL, EE. EREE, 1212, BN, L, S SEEERS
HIN.

This work is motivated by the original thought between urban space and
people, which runs along with time and memory factors. The scene appears
on the photograph is not chosen at random, the first is intergretate point with
history, reality and the visual extension, which can pass through several
historical stages. The second is a height of vision to be spread and from top
with a mean of look. The third is the character, I hope that this person related
to me, as a continuity factor. I was obsessed with looking down from the roof
top, without knowing what have tangled me, what I have remembered that
nice aimlessly looked, memory aspect finally made the work, and replace
myself with my on the originally position there, I gazed behind this scene: my
son standing on the roof of colonial architecture, overlooks the construction
site, the glass curtained wall, the Huangpu River, streets, vehicles and......

Memory, time, extension, city and the people who live in them.
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7H26H/INE I ETERL

7H28H E49: O0FHHZEARTE, HFFHINESS
SHIHMF, WERAE

SHAHA®GSEL
8HSHZE25HHIME, 16H 2B
SR Pt

9H7HAR

9HIHTT&

Record of exhibited work'Son'

Jul 25th - draft shoot, check out the location at Three on the Bund;

Jul 26th - completion of the draft shoot;

Jul 28th - shoot in the Shanghai Art Museum at 9am, and Three on the Bund
in the noon;

Aug 1st - photo produced, but with bad effect;

Aug 4th - completion of color adjustment;

Aug 5th to 25th - production, deadline to print on 15th ;

By the end of August - photo framed;

Sep 7th - installation;

Sep 9th - opening.

"RIR R (L)

FrREFIE]: 20084-9A 108, 18: 30
JESLATTA): 200849 A 68 £28H, 11:00-18:00
Wb EHRETERTS

FRA ATBRRA

Insomnia-Photographs exhibition (Shanghai)
Opening: September 10th, 2008, at 18:30

Duration: September 6th to 28th, 2008, 11:00 — 18:00
Venue: BizArt Art Center

Curator: Fuxiaodong

©OLFY 1-3
A B
150/190/2 % 78/100/2 %

Son 1-3

Photography series
150X190cm 78X 100cm
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Cloud, Breeze

XERFIERRWE S BRI AE, HaanEREA RFNEEER, &®
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This series of works reflects the urban white—collar workers’ holiday life.
The urban white—collar workers have a good educational background and are
able to pursue their dreams and futures. However, in reality, they are always
confronted with difficulties and stress. In contrast with their hopes, their
inner world seems to be hesitatant and wandering. By going on holiday in the
suburbs, the sky, the breeze, and the greenery help to clear and rationalize
their confusion. What a beautiful memory it is to listen to one’ s own breath

and pulse under the sky.
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&% % %) photography series
150X190/Z £/80X101 /2 k&
150X190cm/80X101cm
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Dozens of Days and Dozens of Years

TER YT EAIMESLRS KM, ARG XL RS IEG M ET, BN REN
Al de—E BEHIH RUTRISINT , FERTF =S B I HIRSMTHI B R 3L B TR
Wik, EMMRSRTE ST SIS A, TR R ST e R L, 30
RIFENVE EEBILHERTHIM o

BT EXAHENAER, SRERN XL R TiEsAmERE R, WaEt
RIS, BRI, KRS EE RS .

BORERIE KRR “HELER" B,

Before the exhibition to buy various items, these items have to be placed in
each installation, each installation within a certain number fluorescent lights
and UV lights, with a timer switch control of changing by day and night
irradiation items on the surface, spraying chemicals such as photosensitizer.
These items aging during the exhibition period, 30 days after their items look

like from several decades ago.
With a computer and timing program, document with written discription and
photography, observe the aging process, change the exhibition hall into a

laboratory, the exhibition period have became the evolution of the test cycle.

30 days after the 2nd opening ceremony will show "results” of aging items.
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# 3% installation

Wk (FF) o R BUH. BRIT. BT, BEA. —RTRFNFHS
Newspaper/wood/glass/fluorescent light/UV light/photosensitizer/methylene chloride and other chemicals
120ecmX120cmX80cm

E (%) No.1 Time FE (FZ2) No.b Book Shelf
— = _

# % installation # 3% installation

RIR1%E. DVDEER (5F) . B (FF) .« M5 BRIT348. A, K. AN . —/ T8RS B (EF) R AAIEIE. BRIT. EIMT. REH]. R TRFFH S

M Books/wood/plexiglass/fluorescent light/UV light/photosensitizer/methylene chloride and other chemicals
1 set of clothes/DVD discs/wine and drinks/UV light and the fluorescent light 3 sets/plexiglass/wood/photosensitizer/ 200cmX100cmX70cm

methylene chloride and other chemicals

360cmX240cmX90cm

T B (414 ) No.2 Redline

4 & installation

SR BEASE . A KL HE. BRIT. FAMT. REG. ZRFRFNFHS

Security soft fence 5/cloth/wood/glass/fluorescent light/UV light/ photosensitizer/methylene chloride and other chemicals
500cmX100cmX160cm

=5 (%) No.3 Table

# % installation

RN Brfode. AR, K. KB, BRIT. RIMT. REH . —RATREFNFH S

1 table/6 chairs/carpet 1/wood/glass/fluorescent light/UV light/ photosensitizer/methylene chloride and other chemicals
200cmX130cmX180cm
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Hu Jieming is one of the pioneering artists of digital media and video
installation art in today's China. One of his main focuses is the co—existence
of the old and the new, a theme he constantly comments upon and questions
with a variety of media including photography, video, digital interactive
technology and architectural juxtapositions with musical comments. The
works always signify the artist's strong engagement with both history and the

present reality.

The new installation pieces Dozens of Days and Dozens of Years (2007)
directly comment on how the recent philosophy of economic growth and
advanced consumption dramatically change and erase old things. The
installation consists of six glass cabinets displaying a set of furniture pieces
that have been washed with a special chemical liquid. Each day the chemicals
aggressively and increasingly change the structure and form of the furniture.
Placed next to each cabinet there will be photographic documentation
showing the dissolution and destruction accumulating day by day. During the
course of the exhibition, an electric screen will account the number of days

already past.

As in Hu Jieming's other installations, these real concrete objects are never as
simple as they appear. Dozens of Days and Dozens of Years subtly comments
on the fundamental changes of China's political and economic system.
Changes that have generated unprecedented economic growth and advanced
consumption. Rendered irrelevant by the culture that outmodes products as
quickly as they come into being, these furniture pieces display their own
dissolution and mortification. Or, with the famous quote by Karl Marx:

"Fverything solid melts into air".

By Lu Leiping

A= (4 ) No.6 Red Flag (Hongqi)

% & installation

A6, AL K. B, BRIT. ESMT. BAA. A TRENFN D

Car models 6/cloth/wood/glass/fluorescent light/UV light/photosensitizer/methylene chloride and other chemicals
300cmX50cmX80cm
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Dairy of the Exhibition in progress 2007.10.20—11.18
Day One
Exhibition opening. No chemicals applied.

Day Two(due to light setting problem, ultraviolet lighting time is about 3
hours)

No chemicals applied.

The paint (shellac varnish with ink, polyester and varnish, water—borne
coating, blending varnish, and stain of teakwood) of the chair has already
started to lose its gloss. There is no other obvious change.

Day Three(12 hours of ultraviolet lighting)

No chemicals applied.

The changes in the chair are obvious, there are grains on the surface, but
the tabletop is still glossy. The color of the part of the red ropes closer to the
ultraviolet has started fade, the model car’ s black looks darker, the red of
the carpets has also started to fade. There are still no changes in the clothes
and the bookshelf.

Day Four

Chemicals applied

The difference between the table and the chair is getting more pronounced; a unit
of lye agent was sprinkled onto the tabletop.

The newspapers have started to tumn a little bit yellowish. A solution of aniline and
alcohol with a ratio 20:1 was sprinkled on it.

The color of the red ropes has started to fade away. Lye at 10:1 (a unit) was
sprinkled on the surface of the background.

Basically, there is no change on the Hongqi cars. There were no chemicals applied
to the car. Still need one more day to observe.

There are no big changes on Time, noticed that the color of the sticker on the bottle
has started to fade. Lye was sprinkled on it at the ratio of 10:1 (a unit).

There are basically no changes to the bookshelf. A solution of aniline and alcohol
with a ratio of 20:1 was sprinkled on it.

Day Five

The deepness of lye is too extreme.

There are traces in the tabletop, but it still looks acceptable. No chemicals
added.

No obvious changes on the red ropes. Add a small amount of aniline solution
with the ratio of 20:1.

No obvious changes on the three groups of Time. Sprinkled more aniline
solution with the ratio of 20:1.

Add a little bit aniline solution with the ratio of 20:1 to the News group. The
yellowing is a normal phenomenon.

The color of the Hongqi cars and the carpets are obviously faded. There are no
changes on the car models. No chemicals applied.

The bookshelf is yellowing. Added more aniline solution with the ratio of
20:1.

Day Six

There are some changes on the background of Time #1 DVD. No changes on
the bottle. The UV light has to be checked.

The reactions on the bookshelf and News are normal.

Still no changes on the Hongqi cars. There is no obvious fading on the carpets.
The little triangles of red ropes have changed slightly. It might be because of
the distance between the carpets and the light is not so close. It might also be
because the light is broken. There is still no change on the white wall.

The changes on the table are more obvious.

Day Seven

No chemicals applied on the table and the Hongqi cars.
Aniline solution was sprinkled on the back side of the red ropes.

More aniline solution with the ratio of 20:1 was applied on part of News.
Ample aniline solution with the ratio of 20:1 was sprinkled on Time and the
bookshelf.

Day Eight

There are obvious chemicals traces on the white walls of Time and the red
ropes, the water drop—shape traces were caused by the uneven sprinkling,
which did not conform to the radical situation, the quantity and concentration
sprinkled should be checked.

Methylene Chloride, the first chemicals were amply sprinkled on the Hongqi
cars. Slight gloss loss, but with no obvious reactions right away. Methylene
Chloride and Carbon Tetrachloride are put on the painted parts of all the other
works. Carbon Tetrachloride and paint stripper are applied to two of the table
corners and the chair on the left side. The chemicals were plentiful. There is
slight leaking from the corners. 0.5 unit solution of alkaline is sprinkled on the
tabletop. There is water accumulating in some parts.

Day Nine

The car models have lost some gloss, but it is not obvious. Apparently the
quality of the model car’ s paint is better than the one which was used in
the previous experiment. The stainless steel hangers of the red ropes have
already lost some gloss and gone black, this is ideal. This is mainly because
the Carbon Tetrachloride and alkaline were sprinkled on them. No big changes
in the books. No obvious changes on the table corners and no reactions on the
back of the chair.

Day Ten

The changes to the tables and chairs are not getting faster. Some traces could
be seen in the places where the lye has accumulated, also some white areas
have appeared. Large areas of the paint stripper and Carbon Tetrachloride
solution with the ratio of 1:1, are sprinkled with a big watering can.
Chemicals are applied to the car models for the second time: applying Carbon
Tetrachloride twice; Carbon Tetrachloride and paint stripper with the ratio of
2:1 are applied once. There is a slight loss of glossiness. A solution of aniline
and alcohol with the ratio of 10:1 are lightly sprinkled on the newspaper.
Carbon Tetrachloride and Carbon Tetrachloride with paint stripper with the
ratio of 2:1 are sprinkled on the bookshelf and Time.

Carbon Tetrachloride and Carbon Tetrachloride with paint stripper with the
ratio of 2:1 are sprinkle on the red ropes .

Day Eleven

Carbon Tetrachloride and paint stripper with the ratio of 2:1 are sprinkled on the
table, no obvious reaction right away. Aniline and alcohol with the ratio of 3:1
are sprinkled on the carpets. There are obvious peeling conditions in the places
where liquid has accumulated, while Carbon Tetrachloride and paint stripper were
sprinkled on the bookshelf and Time.

Added more aniline to the discs.

No chemicals applied to the others.

Day Twelve

An accident has happened, the table and the chairs are covered with a layer of
yellow powder, the inside of the shelf has become yellow. We cleaned it up, broke
a piece of glass and sprinkled 100% paint stripper, which made the table cormer
peel and the chair surface bubble. The color of DVD became brown. It looks like we
have to be cautious while using aniline.

Solution: Swept up the yellow powder. But the yellow on the inside shelf could
not be erased. The white wall of DVD appears to be khaki, and it looks like it has
a thick coat of paint on it. Having wiped the paint out, the color looks lighter. The
car model and the red ropes are not painted.

Day Thirteen
It looks like the table has already gone back to normal conditions. Chemicals,

mainly paint stripper, have been sprinkled on part of the table. DVD’ s color was
strong, and it looks like it will be hard to go back to the previous condition. The
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white wall’ s color is getting dark, it was wiped with alcohol again. The color of
part of the shelf has faded and is obviously peeling. The paint coat of the books is
obviously degrading and cracking, with irregular yellowing. To avoid damaging
the book, we used a brush on the book instead, and added more chemicals to part
of it.

Day Fourteen

Day Fifteen

Day Sixteen

No chemicals applied over this period (I went to Beijing)

Day Seventeen

The table comers and the backs of the chairs have been brushed with 100% paint
stripper. The polyester on the table comers is peeling, there was a liquefied reaction in
the mixed paint on the back of the chair and it looks glossy. Use 50% paint stripper and
Carbon Tetrachloride as a replacement. To make it excessive, the tabletop has also been
sprinkled Carbon Tetrachloride. Some parts of the bookshelf, the bottle and the DVD
white wall have been sprinkled with paint stripper to make them peel. The car models
have been sprinkled with Methylene Chloride and have started to fluff. Brushed 100%
paint stripper on parts of the red ropes and the white wall, sprinkled 50% paint stripper
on them, they are slightly peeling. Brushed 20% aniline and alcohol solution on the
books, and sprinkled 10% aniline and alcohol solution on the newspapers.

From now to the end of the exhibition, it will be mainly about observation and recording
with photographs. Each object has been ageing under the reaction of the ultraviolet light.
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Altitude Zero

PRI BRI B S T B R A 5 A R KA R R AT
XM S BP NE RN H BRI, 3, TS, WERTHIEAR
FHEKERUKIR 2, KRN AR AR R AN R aR, XShn
FEHTRMERE SRS EIER, MEERENEH, EITEER5HR1TEEN
RIRREASYEYIRI.

The images show ocean waters, drifting materials such as abandoned and
polluted objects, symbolizing detachment and alienation from mainstream
cultural domains. The objects drift between sea bottom and sea level creating
a sense of movement and instability. The drifting materials remind us of the

remnants of different cultures and times. Sometimes they float away at other

times, resonating between the viewers and the objects.
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A% digital photography
500X125/2 K 500cmX125cm
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(VR EENZE)
Altitude Zero

TR ZERRHORET TR, ERRCERRITT SN U BRI GRIEK RIS TSR, XL
B S BPE NERHERM ., 3. UL, B0, SuEREY
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ﬁﬁﬂﬁﬁﬁxlﬁi’éﬁiwﬁéﬂ@%, XA T2 AR A SRR BRI, [

BingIhiEiE, WG, N, BdEUIE, BE R
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ERIARREPRES . b,

The installation consists of several monitors camouflaged as cabin windows.
The video images show ocean waters, drifting materials such as abandoned
and polluted objects, symbolizing detachment and alienation from mainstream
cultural domains. The objects drift between sea bottom and sea level creating
a sense of movement and instability. The drifting materials remind us of the
remnants of different cultures and times. Sometimes they clash against the
windows, and float away at other times, resonating between the viewers and
the objects. Video images are activated according to the audience presence

and movement via sensors.
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A HHALFEE interactive video installation
HEMARBETE, B R, SR, ] (8) $4.
computers/computer screens/ infrared sensors/small speakers/the cabin door
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Cross the Center

APEARUADIREEERE, BhEshE SEsEIEIH EENERR.
BEE SR RGHT ZOR S AES T IO XA,

DB HIEARGEEHIA ISR (Hah DR B IR TR N ) | TR
REFRSER, Y5060 T, MWENERF EREETTAER, RS
B, BOEBUEREE, BB bk, kB, (FIRERE), SEEEER.

B RENIAARENR], 26 64, DRIEAAHR. BERARANZF EETHHOHY
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BEIHE BRSSO .

Fre R RIRS 2P I ER R S S . TT ISR R SEHEAD . SRl R 2 R
LR, WAELRESR, BEIT, R SERTE,

This work is an installation that powered by the manual—labor transmission,
this interactive video installation works through the transmission to play the

video.

The idea of the piece is to use primitive method to cross the downtown area

of a modern metropolis.

The installation combines with an old wooden structure that is powered
by manual labor (this installation is inspired by the model of old—time
wheelbarrow), computers, projectors and screens. When the participants join
their labor to paddle the wheel, the screens on the four sides start playing
the video, the faster they paddle and the more cooperative they are with
each other, the faster the video plays, and wise visa. The participants stop

paddling, the video stops playing.

The screens for the projection are modified from old wooden window frames,
six total, arranging from the front to the back, from the left to the right. The
video shows the panorama of downtown Shanghai. A computer program
controls the images, six images play simultaneously. According to the
movement and the speed of the wheel, the images stop or play in various

speeds.

It also shows a timer and the record of the fastest speed on the screens.
The timer shows the time up to seconds. When the crossings finish, the
timer shows the record, as changing the record of history, it will display a

“Congratulations” in both Chinese and English.
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A HALFEE interactive video installation
BAM. BAE. REEAEAE. HIAL RETHA. 65N, EBLF

old wood/old wooden window frames/a speed transmitter/computers/ Internet exchange server/6 projectors/various kinds of wires
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(HREE)
Food Stamps

R A G IR SR A SRR E R . X A TR 5 AR B R AT
FIEREARENNE, BWESETHERREAR, ZY TSR TR TR
B, HMEEERENE (ML) , BER LS X = 5.

Stamped certificate from planned economy peried convert to print. Those
stamped certificate have lost their value. While they have played an important
role in the past time in China. Collect samples of various types of stamps,
according to current social environment and needs recreate ,allowing them to
regain value (conceptually). then send those printed materials by the express

delivery service to the use's home.
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PR & Print
T8JF K XS54JF K 78cmXS54cm
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(B —MEFRIEEERH )
Hi! A World Is Under Construction

FHTSHISDERBIE—ANE£1000cm L BRI K EASIRAIRER, EXARIRATI
R ELHEALNEARR, XEEREYTRHRNBNA. 257, UERRERRR
NEM R TERH SN RHEREN S R IS E SR FERERIRIARER AT,
BT E— AT SR SIS RS E . AT RSB RREENTR, T
WL N B, VAR EaEE (ERHIEE, TRSEBRRSR, RIS
ER Rl B

I use computer’ s 3D techniques to mould a celestial body of 1000 cm
diameter as a reference to the Moon and Mars. Images of Human existence
are displayed on the surface of this celestial body. These images, based on
characteristics and structures of global politics, economy and culture, are
rearranged and organized. Principles they embody run counter to the realistic,
prospecting, absurd and unreasonable aim of producing an observable
utopian world. The way public surveys this artwork refers to the investigation
of the celestial body: a few telescopes will be displayed on—the—spot so
spectators can look at the artwork’ s details, understand utopian vision, and

reverse questions of the realistic world.
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FHFITHB KA E digital photography light boxes installation
FERF: 1030ZKX1008/ZAX20ER (FAITHRT: 126/ K/206/ZK/20/2K ) 40T 46
installation dimension: 1030cmX1008cmX20cm  ( each light box’s dimension: 126cm/206cm/20cm ) 40 light boxes

215



216 217



(KIEMAL? ) I
Where Is My Home?

OB SRR NI AT

This is the picture of city which is Shanghai city in Guangzhou’ s

physiognomy.

%50 A digital photography
400/Z & X 200/Z K 400cm X 200cm
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(7K~ No.1) ET
Under Water No.1

ANEKFESHRAESAEATTR, HRRATREERER,

The basic elements from people hold his/her breath in the water to make

beautiful pattern.

250X125/2 %
250X125cm
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Something in the Water

SEREERM, RIAEK UK FRARRRE.

Use living materials and objects, shows the different states of human being
above or under water.

¥ B % single channel video
65124 # & F & 612" color sound
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Go Up Go Up

RE— IR A GBS, HRIFESSRTEEIIME B, FFMIHRE—R
RN HIET, e R IO MR A NECERH RS SEeasyi ok
FIFERHBR, EREEEh, SSEfyNAE S EANCR, MINFAE
B, BEEESFHARRRIRRL, BRI, BEAR, AAREERRRRESRT
BREEIIR, FRERH, SREEA b,

HHEN RSB ERAIE TR S Eal, W EE AL ERISESZE EHEATIKE
PUBEXRY, TR VGAELAARIIN IR BES, SNBSS N S E SR
BITENL, ETEESISHISERGRES, BERZENEN.

Ftieigeg: NS TE . ALESESE. SNEIE SRR, VCARGERZE T
R, BIpKEETH,

TTEEIHH r R BRSSPI B s AR KB R ST =V A AR AR S
RbsEh, PAEEHENENEZIRER, 2, [ B MUGEEE EERIRS R IE R,
il EIRRE R E SR TE, M IRSE R RIS R RE ST, See s iR
X4, MUREREEREIUR, BT, INZEEARIE, Bl TR
fency?

This is a landscape style interactive video installation; I plan to make it outside wall of
Shanghai Art Museum. Use monitors to pile up into a column which is like a monument,
the video is showing that there are 4 young people who are climbing up difficultly
from bottom and until disappear from the top screen. During the climb, the climbers
and outside sound build an interactive relationship, when outside sound comes, the
climbers will have the different reaction. And according to sound’ s different speed and
volume, the climber will fall down with different speed or distance. When sound stop,

the climber continue climbing upwards.

Computer program control this work’ s operate and sound interactive, television set
on the red metal frame and with waterproof cover. Computer output signal to television
through the VGA lines, outer sound collector input sound signal to computer, the
program according to those signals to output video signal, to achieve the aim of

interaction.

Equipment: a few of computers and televisions, red meal frame, outer sound collector,

afew of VGA and collecting lines, a few of transparent waterproof covers.

The aim of this project is to praise brave games. Use digital interactive technology to
explain climb and monument’ s relationship into the time sprit, personal willpower and
environment factor. Move upwards not only need the spirit of advance bravely, and also
the power from body, patient and technique, and the judgment of the environment. The
climber excite when he see the cloud—kissing object, happy when the surface is tough

and vertically, never give up and always keep going on. Do we need this spirit?
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ZHYHEE

interactive video installation
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(BEERRHSZI )

Sleeping Time

FE— Mz ARG, 1SR B S s L.

QAR BIER AARTTATHIENE HH R MEIRAOA , R HERMEOEFAE . S0 AiZas
], FAEIE, BERHPAEN AT THEIN T, ESUARRIEN, SF
L, IETABARRCIRG: W, 5, SWiRa%, MAHEE, BGE
FEBEIRIRAS o

In a single closed dark space, projector projects the image on the wall.
The content are two men who are sleeping in the bedroom and with slight
snore. When audience comes, the sounds of mosquito are here and there,
the two men awake and start to drive away this mosquito. With the amount
of the audience increase, the amount of the mosquito will also increase,
and the action of drive will become illusory status: pillow fight, dance,
somnambulate and exercise. When audience leaves, the image will become

sleep status again.
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# 2 F % E single channel interactive video installation
HEILG, M REREIL, FARRIA, BYMIE, FRIMERRTRIK, 225K, LM REREHIL
1 sets of computers/3 sets of Infrared Sensors (distance inside 3m)/1 sets of stereo sound system/,1 projectors/ 1 professional projection screen (3mX2.25mX1)
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Above Water, Under water

FHEANSCBE—BFERSEmREEmE, FREOABTEREN; SWRFILH,
FKNF-EA TS ZRW, A, ¥ A=A TKTRES; S0REE, —IE
K ERIE S

PR BRYSL R A EERHKIE, R RERIR G/, SEENEEER
B AUIARBEIRY, AT i S A EER KT, KIE EREREE . WA ZRETIK
S,

FRACHISENINK R IBS, SR HIIRK A EIRE AR, AREETHE,
BHIHAZREEGIA, ARATHHURE. SRETTE Ik HEm, KRR
ST,

Screen A’ s image is a man who is sitting in the study room and facing to the

window, fishing fish peacefully.

When audience comes, the water suddenly comes into the study room and
until full of it; the man and the study room are all underneath of the water.

When audience leaves, everything recovers.

Screen B’ s image is a peaceful water, faraway horizon’ s scene are trees,
summerhouse and high buildings.
When audience comes, fishes are jumping out of the water and the water is

dimpling, when audience leaves, everything recovers.

Screen C’ s image is the scene of under water ,when audience come, there
are swimmers appear, some are passing through the screen, some are
performing, some are floundering. When audiences leave the view site; the

swimmers will swim out of the picture, everything recovers again.
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ZRHEHHGFEE three channel interactive video installation
HEM3E, B EIE, FraRALR3M, RPN3E, ARIMARRTREIK, $2.25%, woRARIEBIL
3 sets of computers/3 sets of Infrared Sensors (distance inside 3m)/3 sets of stereo sound system/3 projectors/ 3 professional projection screen (3mX2.25mX3)
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Spring
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Using a variety of cleaning liquid to erase the image from the TV

screen, signed and stamped "qualified" chapter.
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CEREALILY
It Is Still There

KN NE B — S THERRSH RS GRRE R £, FRMzERAT I ,
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WML o

FIRHRIE XA AR, AR THEARHEE, FrAZEA e —ERIHHER AR

Projector project a dog’ s image onto the screen from backside, the screen is

set in the entrance of the exhibition hall.

When audience comes into the hall, dog lookup and watch all around.
When audience comes closer, the dog aggressively dash out and yap, when
audience comes more closer, dog back off and make the temporize gesture

and then go back to sleep.

Dog has the characteristics of occupy, he will occupy a certain range of area

and protect it, not let to others enter.

Usually dog according his own sight height to judge the invader stranger’
s identity and power. The commanding height strong invader will give dog
pressure and furthermore the dog would loss rational judgment; but if use the

low gesture, he would accept you.

To dog, the sense of smell is the most important, this is the guarantee of
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avoid misunderstanding and error judgment.

Shaking his tail, jump upward, wrinkles pile up around nose, upper lip open
wild, teeth show up, open mouth slightly, eyes shut lightly, sight gentle,
ears stretch backward, show his belly to the opposite side, those action is
according to the sense of smell and those action means the coming stranger’

s identity get approved.

Eyes open wild, sight sharp, ears stretch oblique backward, yap threaten,
body stiff, tail reach out, upper limbs squat down, body sit back, it shows

Teject or criticize.

Tail droop down between back limbs, body shaking, stay still or walk back,

it shows compromise because of scared.

When dog eating, he doesn’ t chew much, moreover his alimentary canal is
shorter than other vegetarian, that’ s easy to digest meat, otherwise it will

effect absorb.

Dog’ s excrete system is not well developed, he can’ t defecate when he is

walking, so he need certain time and space to defecate.

7 ZhFA%4X F interactive video installation
HHEAE, LR REIE, FRAKIL, EPUNIE. BRIA, BFRRTR2 5%, FH1.88k, “ashEEBEBSK
1 sets of computers/3 sets of Infrared Sensors (distance inside Sm)/1 sets of stereo sound system/1 projectors/ 1 professional projection screen (2.5mX1.88mX1)
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(B5Ezsl)
Aerobic

S PEENRSC BRI B =, SEANENSEANERIHTHIRIREET, AKX
BB, MDA LRI =EANE N, T SRR T EIRIC
B SUAEREN Bsshly, SEIHERT, MEHEE SYARMEHIHE HL),
TR B T ERIEENI TN 2 A R TN EN T R 52 B, BEENIAREL
HERIIIR, SEAPRBOTRHMAE . Zd KRREE R R, SEBRRIITE
RO S T SR 2 (], FARREIRIEE R H T ONFRAE RO AR i 2 A AR R IS
DS,

A few projectors project the images on the ground from the ceiling; the
images content are several part of skin, which are sweating. In the image site

put a running machine, install two to three microphones on this machine.

When audience running on this machine, the video start to play ,the speed of
this video’ s play has the mutual action with the speed of running machine.
With the audience’ s running speed’ s increase, the skins in the image are

start to twisty.
Microphone enlarge audience’ s sound of breath, image’ s vision effect

between relax and convulsion, to make the same image into different vision

and mental feelings because of the different of the environment conditions.
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3FF A #4%4 F 3 channels interactive video installation
HHEM3E, FME, MoPE TS (comillildd v ) 14, #FHAEHARA, MK, MACAG A3, RUH3E KAERMEHBHYRTKRL SK, TR, HUMNZHEL SK
3 sets of computers/1 Treadmill/l sets of pulse signal transformer (com interface) /controlling program/internet cable/3 stereo sound system/3 projectors/ projection and installation scale on floor (4.5mX4m)
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(Lo mE)
Sound of The Medusa

FRIE2000E/EIIREAMEM ( E2 B tk) NEGEEERAEFSERE, FHEUKLU
NS, EAENEENIRIBNIFRA,
Based on the photo work ‘Raft of the Medusa’ (2000), this video transforms

visual information and audio information, looking beyond the image and

attempting a richer form of delivery and expression.
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# B %% Single Channel Video
75 # & % Tlcolor/sound
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C RIS )

The cities in the wind

IR E R A G, BPERE RSO (I BRI T
IREITE IR
XENSHE SRR S NESL S, MR IrEIRRIIISL S,

Shoot at a map of china fluttering in the wind and thus the swaying cities on
the map becomes the materials for the music this piece of piano music is the
vivid reflection of rocking dotes and also the poems of actual life we are faced

with.
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" ERRAN R AR G smb e O 2B A
TERTARNAE RS Tiod i BTzt
W TR o B iR 8 L) i R
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# 47 4% Single channel video
592047 F & F & 5207/color/sound
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(BIRAZR—478D ) [ 2002 |
One Minute Soulful Touch

FEFERERE—SEENTF, XWFUEERSEEESERRNFS, FH

WENE S H RIS, HAAREEE,

The video features a pair of hands slowly and continuously making gestures,
using the outline of hands to transcribe music which is simultaneously

performed by a xylophone.

¥ B %% Single Channel Video
15 # & %% 1’/color/sound
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(REZEZANHD)

From Architectural Immanence

&

&

REEMREF MO EFEGRE R —HoRELTEERERH, S50
GETTITIAETTER, B EVRAREZRAI I EEM LS, 2
B, SRR, A —RYIREMERIEER . WX RIS FHIF R SR AE ET
HIREE R, BRXUEREENE IR, BRIV SR SR RIERIRIENE,
4. HEANERFREETE, BIELRE EVGEERER. LalEhERES
RIFRETE, RESIRGEHE; HAIREMREITE, LIPRTRaEHE,

The video presented the situation which can see everywhere in China. On the
one hand there are more and more Chinese old houses are being destroyed
and international style new buildings are being established. On the other hand
many new buildings have Chinese traditional elements. I used images of old
and new buildings in the video and tried to create music from the outline of

the buildings.
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# Bk % single channel video
64184 # € % & 6°18/color/sound
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(BRfEF1-22)
Postcards 1-22

XE—EARGEFEMHENER, BN EREEROCERSLREAEER, HE]
RESBRES, SMWREARERI—TITIRE, TTLIBRRE . S, $8Re.

This series of photos is based on the theme of postcards. All of the famous
landscapes in the pictures do not exist in reality, but they look beautiful
and real. The pictures retain all the functions of postcards - they can be

appreciated, collected, and kept as souvenirs.
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e Aag iR Yy

Ceremonial Arch at Yonghegong Lamasery

&% Photo
70X52cm 2001.8

®E

Hall of Supreme Harmony at the Palace Museum

%% Photo
70X52cm 2001.8
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¥ 3% The Great Wall Old Summer Palace
%% Photo %% Photo
70X52cm 2001.8 70X52cm 2001.8

& Zh anhai
+ # % Zhongnanhai 3t 3% North Temple Pagoda
%% Photo
%% Photo
70X52 2001.8
om 70X52cm 2001.8

A3z Temple of Heaven

#% Photo
70X52cm 2001.8
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CRAY %% Somewhere CRAY %% Somewhere

A K Photo A K Photo
35X50cm 2006.1 35X50cm 2006.1
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CRAY %7 Somewhere (R %% Somewhere

A A Photo B A Photo
35X50cm 2006.1 35X50cm 2006.1
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( HERET )
Outline Only

FEEMEE (FEZ) FER, BEGERRATEN, B —R/FIZHEERAR
HORLIR, HETORERE A #E ARG, EGEE L, Hm Lk AZNR
BB KA AL R, SRERED TR, BEGREEEL
AR AT TR, RIEXE SR FRRRGE, 5, JFAARRRS
IHRZR—F AR

BARGIESI IR B FrEE TR E R R — AP SL 2%

The contents came from postcard <Famous places in China>.

Scan them into computer through a process those materials were become a
9 minutes video. In the video, the staves drawn on were screened from right
to left slowly. When the postcard moved to the middle of the screen, the
most part of the outline of the picture dotted by different color. The music
is composed according to the dots on the staves and played by various

instruments.

The idea of the work came from the artist living experiences under given

condition.
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Ot R R TR AL kA
W Ges Tl ke By 23 JE SO
4 L - ) B : | ’
Wbl B4 B B 1B anT iy &
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g & ﬂ-e‘f’f-i.t:}ﬂ’-f-é‘ TEkEYy ik
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# 47 4% Single Channel video
99 254) F & F & 9°257/color/sound
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(F) I
Hand by Hand

52 70x52 JEK
photo 70xb52cm

¥ B F% &% video installation photography
70X52/2 K 70X52cm
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CKAHIERD
The Fiery—Red Times

VAT SL S BRI ISR B RERAR BRGNS, EXEERFEAL—RA
RIRVS, LB FRITSRE A

Selected street posters and fast food leaflets as basic image contents, and
implanted the passion of the last generation in these images, so as to

establish the basis of mutual emotion.

WoEids:: PERTE S IREFE2000
Collected by Western Front Society Vancouver 2000
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¥ F F#% % video installation photography
70X50/2 K 70cmX50cm
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(1999-20001%35 )
The Fiction Between 1999 & 2000

FEMRESER, RIEEAEMI®RTEECH, EETRENNRMHESE, &
MmN Eok eI . SRR, B, 2R, SOMIEIREES IR
B, FEEE BRI GIARRT EF. 1EE B AR EATIEAHIR =H,
FLAFARES TERE R SR E M. EXERIN B, IRATRERUAMRIZR AR RS
xR EFNETRIIE B2 BRI,

TEMBEITRI 2T 19994 . 1R BB AR RS tH 20— BRI M B /e E AR BRI
FIREEPTE (EEEY DEERMIITIH ) FERNER, IEN1999F12831 %
F12: 00220001 H1HHF12: 00 ( ZR—RIRERE —BRIMS) . BxE
15 RBIER20/30ERRIR Fr, X EEHR A E HIZI7ES0/600 EDRIIIBIRIEM L, PRl
XEHEMR T HE—AN7KRED, 8K, DRENEERE, HER LTS ARSE
THRA S, WAREXEEETHI®E RS B R RORFRSZ .

AR ER (E H CAE BRI B 2 A TE G — MR, SIS BN MR
SN T A BRI S B 72 T R ARG R, SARNZERERE BRI

SRS RN IHERYERE, XMERRRIARNEI TR R 2RE? F5L B3

THENSEIL T RIFTRE G SFEMmKIER, B850 7 HEiiE k.

Whether you like o not, we are obsessed with varying degrees of information,
out of the myth of a particular era, we will face more and more heterogeneous
data, symbols and codes, pictures, video, text and data will usurp the
rights of scene, making the information in virtualized has been rising. Been
quantified in the information and make the organic cycle of time and space,
television and the Internet is undoubtedly the hero of the myth. In this space,
we have both the judge and expression of facing that tremendous blow of

information is questionable.

The idea of this work start in April 1999. Use a full day in between 1999—2000
crosses the century in China, by receiving the TV signal from programs
transmitted via satellite and Internet information. From Dec. 31st 1999 12:00
to January 1st 2000 12:00 pm (refer to the general visitor accommodation
in Hotels, the concept of a day). Transfer this information into photos
(20X30cm), then print on the transparent film in the 90X500 cm, and then
use the film sheet to construct a 7 meters wide, 8 meters long and 5 meters
high information maze, above its the sound of those channels. Audience
in this labyrinth of twists and turns will fully experience all the feelings of

quantitative information.

How to retain independent thinking in the information age is a problem we
face. Modern information networks have fundamentally affected the way
people obtain information and determine the way in daily life. Too many
information continue to occupy the space of thinking, that the invasion of
filling us with joy or fear? In fact we have unprecedented access to information

myth and cheered when the crisis has already tasted the bitterness enough.
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## K E Photo Installation
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(x7?)
Home?

35K, FEAKMIEARIMIETRTHHE, A —1 8L,

TE IRIE RS LG 23 BN — B, AN ETE A EAE B LSRR S .
XA B R RIFFRHY LB AR, AR E RS HIL.

FEIIREE, WARBESBALNEZBINGE .

The monitor is set backside of the door (height 3.bm, wide 4m), which have a
keyhole.

People can see the screen through the keyhole.

Fifty—nine different races facial features composed face, each part continuously
appear in every b—second.

Who is looking by the keyhole?
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F1%% F Video Installation
AT A FAEH wood door/monitor/recorder
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(2 oE1-4)
Raft Of The Medusa 1-4 (Le Radeau de la M é duse)

(EZHE) B—IEHE, #ET1818 - 18194, EEIEEIREF REEK
FRRZ/R - FEER, ZXR—RINARIREE REER, (FRE T RNRE—X
e,

AR R FERERIER, fEFEIZAAERARARZL . SFRIHELTHY
FHEAE AL TRRORHPRES, AR A B OB HNE . XMEIERIARE
MIRENAFHRER, ZARNBEZXFERIIIRED? Bt RIS, AR
TR B2 .

R, A=fAE, BRAMTATEKY, REBRELHNRTFEERIENSIL, &
TTREARERNEEE, BITEABERIMEES, ROTRELS, SiR— M EALEE
WESE, T LEAAZER. BITERE “BARK B, WAEBRRHED.

FRARTE 2 S Z I

The blue sky, the white cloud and the sea. Don't be nerves for anything,
although that famous raft was once the symbol of the disaster. We try our best
to avoid the worry thinking, we dare not think of the worst either. We just
look upward, like the climber who suffers from acrophobia. We should take
the lesson from the Chinese Traditional story the man of Qi who was haunted
by the fear that the sky might fall and are confident that life is hopeful.

It is apathy that makes you feel happy.
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&% % 7 Photography Series
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KT ER (REME) 2000 Lifg

20004FHIR—IBL, R —EEER TRITER, MEmfIRETHEG RS,
R — X HENSE, DREESRFETHOR ?%&bﬁ’ﬂﬁﬁ%lz*zﬂﬁ’\])#lféﬁﬁfk
B TEBESGHERES, FEMREE “FLEEXARE WHEE, —HRUK
REEWIE “RME” FIHBRHHRETHY], [EREME (EHFE2R) B
HY, XADEENRE T RIS 2 RGO IR A A N E 2R E
IS BISE R AR TIEDISCAUSRIRE ), DB T HERE FF BN E RIS EEE
HIE (REBZK) , EREMREIE RN ARKIN—IES, BT RERIHER
HEXMVAENBEIEE TE—MHT, ENEELET, REFEAEFET, E
RERESEBUTRARLE, ENRREESEES T,

XA TR — A IGINE BB E ZAETH, M8 Bk
U R EDIFEHRERRA, MITRZARK., BRI, TRA. BRAA,
M. AEAGFIREA, BEEIMFENIB TS, g RRE R ath, £218E

u,—x—.X f= =

& .
LRSS A RN KIE EI G IR A IR, EE@%M’E%{@EEE’JI{’F, A RURAEMER
Bk, SIESRE— M AEUENBIMLRE, WEREMIENZE “EARX

REFERNED2OERIK, SN EABLETERIRIRAAIEELHI T .

B
20084:5H

Raft of the Medusa 2000 Shanghai

At a certain point in the year 2000, I was obsessed with certain elements in
pictures. I felt passionate about distant and close—up images, and wanted to
tell some stories about this aspect, especially of those disordered fragments
existing deep down in my consciousness. So I had a specific wish to combine
pictures, and expected thereby to obtain some images which made sense
and looked like something. I have always been unsure whether ‘tragedy’

is closely related to one’ s own experience, but ‘The Raft of the Medusa’

by Th é odore G é ricault, one of the pioneers of the Romantic Movement, has
been unforgettable for me. I read about G é ricault’ s life experiences and his
works when I was a student and have always respected him, and I admired
his non—realistic depiction of contemporary reality. So the first thing I wanted
to see when I was in the Louvre was his ‘The Raft of the Medusa’ , which
also took me the longest time to appreciate. After the trip to the Louvre, I
also visited P ¢ re Lachaise Cemetery to see G é ricault’ s grave. Nearly two
hundred years have past, many things no longer exist, while many things also

seem to have never changed, as they are still here and appear repeatedly.

The photo shoot happened in a simple flat rented by a friend temporarily,
and all the models are my close friends - artists, photographers, musicians,
technicians, teachers, white—collar workers, and college students. The whole

process was quite relaxing - nothing tragic at all.

The ability of desktop computers to process very large images was limited
then, so post—production was a tough job, which was actually tragic, as
the whole process of production was all about correction and regret, and the

words I said the most during that period were ‘How could it be?’ .

We have no clue about many things, there are always these messy fragments

existing deep down in our consciousness.

Hu Jieming

May, 2008
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(ENER)
The Best Strategy is to be on the Move

FESRIRESE=TR/M, REESSHMETRMIU L, (=175t 2RETE
R ERZE SR BN E SR AR RS — IR e T, BhRitaiks,
Bif. GPrmaR STTERIERN T SRS, REHE T R E AU R AR
e, BHSHIMERERRNEMNAIREFZ—, &L EEItRIIEEsH(?—A436)
ZF. (=AY SRNAERY, ARG, B, Bkt Bt FREat g
ki, SRIATIRSMATRRRE, “EALE BB R—5atK, E=14%
HHHIRE—I, BIEUAR—It. ENLE, SERRDESHRNAFIEST, R
ECHURINESR, BEFRA, SHsl, DURNE. XERISH MR B, XA
i, HE (T EREY . EA=TOR, BALE, T BAIEARERE
IHE B WIETIRA, KHE s R AR T R KA S R S ERIE
WSS, = B ROREEE, SR TR EAREE HE SRR, 2=
ANERSY. FARRIBEARESREAN RS, BHIRSF. ERTH. TRL
A BT, IREREENREA. EEREREIREE, EEEUPIFRINZ, FESH
ERIAEHIGE “E" HEE, BIIMEAIETFEEITIRTRE. AERITEARR
B BAER, RA “RL—5RT o F B RS, BITERT Ha Bl
EERITANEE, RITEREEETA?

The Best Strategy is to be on the MoveThere were over three thousand works on
the art of war in ancient China, of which over a thousand have been preserved.
The Thirty—six Tactics, believed to be compiled by Tan Dao Ji (circa A.D.7—
A.D.436),living in the South and North Dynasties is a book that draws on the
wisdom of ancient Chinese military thinking and on the lessons of actual military
conflicts. It elaborates on the tactics of war, and the interrelationships between
war, politics, and economy. As one the most important ancient Chinese works on
the art of war, The Thirty—six Tactics has influenced the thinking of many Chinese
and overseas military strategists and tacticians. The tactic of ‘on the move
(escape, abandonment) is the last of the thirty—six tactics. It is actually a tactic of
no tactics, to be entertained only as a last resort when there are no other tactics
available. In actual practice, this tactic could mean a deliberate retreat to avoid
fighting against a much stronger enemy, and to seek opportunities of beating a

comeback.

The video I am presenting centers on the theme of ‘move’ | relating the social
situation of contemporary China to the historical background of the Long March,
the famed 10,000—mile strategic retreat by the Red Army of China in the Chinese
Revolution. The materials that make up the video reflect aspects of the daily life of
Chinese people, including intellectuals, government officials, laid—off workers,
country folks working in cities, unlicensed business dealers, and the elderly.
These people, though different from each other in their social status, are all
confronted with the same difficult choice of ‘move’ , in the wake of the social
system reform and the decline of the state—owned enterprise in China. They are

forced to give up much of what they are used to, willingly or unwillingly.
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In this process of ‘move’ , what else are people left with, except a booming

economy and an ever expanding cityscape?

ARG 285381131 20024F9H
(Escape, Abandonment) single channel video Sep 2002 28’ 13”
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( Foil—3)
Untitled 1-3

REERZITAEN TR 2E B AR E R

TR —MEE R IR T E I A ERS RN B BB R S —RE S
BR, FFLUMEATIAGR, SEHREFFRNARIEEER, MiH—fEE: —5mE, &
FRRIS A ARG, CEBHROVERER, BOvH—RNSTHER, MRL
—HREBIAEG—RE, EEEFERPRILESNHIRE. MR AT IR
WEh XA, TERWRVERIEMREZ eI, B—o0mE, LRSS E RN
AP SN T “EENE" mfaaE—2 IR .

XL, BRI SN TR RE R AlE?

The reason why this piece called "Untitled” because it was very difficult to

name.

This work in a mischievous way of showing the humor in the general and
desire and motivation — Exposure and Snooping. As a starting point, with
the daily experience of the opening era in China, which describe a dilemma:
on the one hand, brands and high level of consumption brings the energy to
economy, it has gradually become a contemporary totem as a new generation
of idols. Like the previous generation’ s political idol, has been establishing
absolute authority in daily life. People are passionate and excited which cannot
be suppressed, to get pleasure in worship and consumption. On the other
hand, culture and tradition’ s self—consciousness seems to make this kind of

excitement and pleasure in a "moral edge"” and implies a hint of "guilt."”

Thus, part from banter what can we say?
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% 3| 4% %4k &= Photography Series
50X70 /24 50X70cm
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(EUFEHR)
The Perfect Soap

BB RIS RRATRNTHORNG . USRI, RERIAE v SHETEIEA
KR, (EEAHSFTREIRR DSk, ANFIARNED.

The idea of 'washing' always brings us excitement, pleasure and relief.
Although we know'washing'consumes materials and spirits, only
consumption can help get rid of our troubles. It is not for others, but for

ourselves only.
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B % ## daily object
fle 2 soap

¥

fasrfancy
Bt
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(SHERER) EEECI

Related to Pleasure

FOHEERHSEA L TFE2IEROREOIEREE, KIEXEEEHRIEEE
i, FFLLE B EZ .

An EXG is used to show the rate of the heartbeat of an adult during
masturbation. The EKG pattern is transcribed onto a musical score and

subsequently performed by a self—playing piano.

% ¥4k 3% & Multi Media Installation
24 WAUM VHS F AR 248 VHSKAEAL2 & 3T 4k 4k 425 400 Do ) 4R 55
2 TV Monitor/2 VHS Tapes/2 VHS Players/3 inch floppy disk/programmed software/automatic piano
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( 51E5HEX) Related to the Situations 1999 |

SRPBREGEA, BHX, 22, 2L ORERE, HxXSEBaRigmiTEs, W
%, e, ([REREEMRE, e E SRz,

According to the EKG of the patient, drunkard, aggrieved person, and baby,
made the music played by percussion, piano, sax and cello, then compose to a

quartet piece.

v9 %1% 4 Channel Video Installation
294047 5 & F & 2°40” /color/sound
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(D .
Who

TEIR EHEE LB AR AL, T EIINAE, SREAEHTHEIES, &
AR R ARG ES

On the street of Vancouver invite different race candidates, to photograph
their facial features, a random combination of these features, the formation of

changes in different individuals face during exhibition.

237 K K R Slide Images Installation
44 43)7THL B K 4 Slide Projectors/Photo slides,4’05”
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CHTPEIES )
New Journey To The West

AVESIBFFEALE € PEiEc ) FHIER SRR, LN R SRR B SRR
BiA, ik,

JEE—HPER FRREEAR AR, TUEINEXR
PMBS—JiuE P (1SR ABEEUM, BUEIIER
)/ R— B IIERZAREK (85 )
IHEE—IKE RPERANR RS, JUEIER
AR E— /R IIERZAREK

W ——PRE -4 IMERZARK (EIER )

HE T MERZARK
BRR—LIRIEER -0 IIERZARK (FEEE )

This skit includes partial visual features based on the Chinese classical fiction
Journey To The West (Monkey King) and improvised dialogues from specially

invited people of different backgrounds.

Monkey—Sheng Tian Zheng (former professor of China Art Academy, now
living Canada)

Monkey—Xiong Gu (former lecturer of Si Chuan Art College of China, now
living Canada)

Pig—Jing Shan Lin (Canadian artist of Chinese origin)

Monk Sha—Qiang Zhang (former editor of Chinese Art Journal, now living
Canada)

Buddha—Hank Bull (Canadian artist)

Guan Yin—Zainub Verjee (Canadian artist of Indian origin)

Emissary—Kate Craig (Canadian artist)

Boatman—Antonia Hirsch (Canadian artist of German origin)
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# B %% Single Channel Video
45 # & %% 4 lcolor/sound
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CHYED EEE
Moon Light

— R REEE BN TG E PR IHIE .

A fishhook image shows in a kinescope hung on the window at night.

FALHEE Video Installation
BALREE FM KM TV kinescope/video/wires
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(HeBezzar)

Comparative Safety

Bl IR 2 RIS LA R H CAr T AN
WNTE T ERIT AERIE, WA T E T YIEE R, MESEESR M REER,
HYIE B EhEHbRA .

We need more eyes for a more positive safety situation.

If you want to know the exhibition hall surroundings, please push down
following buttons.

When you finish your observation, please push down the auto button; let it

return to auto state.
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F 3% & Interactive Installation
RAGE 50 B T H KRB 2o AR % UMK A VI 7%
kinescope/signal segregator/signal system transformer/safety surveillance system/video cables/polymath acrylic/brick
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(B EEE-

Currency

RAHEAR B Mix Media Project
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(REIERS ) EEE

Subjunctive Mood

MO S
BRI A1
[FIFAERK

Two Channels Video Dec.1996
Chinese and western announcer
Te—edit actor’ s lines

Simulcast

BB F AR E 2 Channel Video Installation
4520%) # &, F & 4°20”/color/sound
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( EAEERESER)
Related to the physiological state

TERIRAIRIEINIE R EIRIR 5TERIR . SUERIA BRI .
FEERREERFEAMuEE, 24/ s EmEEeMEERARRE. FRH
FEMEE —ANMEGEEH AR ORI, 57 LB sIRthE 2R R0,
BB TR SR TR TR ARG, EX il BE S —IKERR L
&, LpEhErth RS T RRETAN, ihRETLIE EH B EBERIKE. RIE
‘W ERINA” FRIEEZ .

I am interested in between conscious and unconscious, culture and physical
state.

I got the vibration oscillogram of a patient’ s heart and breath for 5’ 20” in
the hospital.

Overlap the selected oscillogram with the staves.

Set the notes in the staves according to the vibration of the heart and breath.

A pianist played according to “the notes on the staves” .
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# B %% Single Channel Video
5420%) # & F & 5°20”/color/sound

297



( SR
With TV

ITNSREEE SHEABER SRR SRR, R TIE: REREEIASOHE
WMRLERS b, BEEE24NIHEN, HRGEFAREBESL, &GN
E. D, WIRSATEOHORE TG, BREAHITISNT.

The process of the performance is by checking body condition while with a
TV set: go to the hospital placed ECG equipment on my body, continuously
watch TV for 24—hours, there will be medical staff accompanied by side,
regular measure my blood pressure, heart rate, respiratory and other
physiological indicators, then record the medical report, and pass to the

doctor for diagnosis.
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474 Performance
it42: 24/ if Duration: 24 hours
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(1995-1996 ) 1985 |
1995-1996

%
RICHT LTI B BRAL TR etk 9
BARXBAKXBA

1995-1996
installation
Photographic film, polyester film, Iron pipe, Iron wire, nylon wire, Tiega

8mX8mX3m
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Three Sections

IRARIR B Mix Media Project

302

On May 7th 1995, at breakfast, lunch, and dinner times, made a visual record of TV
information received by ordinary Shanghai families, regarded the record as a menu, and
faxed it to Vancouver. Everyday we might receive information from all fields which may
not be true, although it is authoritative, just like the way we receive food.

Three Sections

May, 1995

Fax Art Exhibition in Vancouver, Canada
Hu Jieming
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QERRIDSP) EEECH

Witness and Game

BEMEERE T ERANF LA L, ERREHE, RS HIREE R AERIY
5, L T UHARRENE B ZHIIETR; BIRESENFEERYRISE R,
RIS HRTIR.

A, BEBARES, TERELSRESEE (dER) , IR ERERR 2 EE L
HATEDE, FEAEBEATRNREE (BERE) o BRIERIRN . ARSHAMERE
i AR,

XEEAR BRI IR TAHE B 2 H, (EARESIERIAEER, 112
AR,

It takes the I.D photo of actual individuals and paints their faces on paper.

Than he turn the paper over and traces the lines of the picture on the back with
paint which seeps through to the front, and repaints the face on the front of
the paper, now distorted by seepage of the paint from the back. Finally, coats
the surface of the paper with photosensitive emulsion and projects a slide on it
with a pattern of spots, making black spots all over the surface of the picture.
It exhibits large numbers of these pictures, all of different people but the same
size, side by side on the wall. The indistinct and distorted faces vie with each

other for space.

Mass—produced as physical objects, they have a settling effect.

224414 Mixed media
P 1% % J8.: & #7iE The source of image: identity card
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BIFEFR

BAMEERl, HiEE It TIF= NERELIF.

1992-94 A& LA TRIE, EEUBSEH RIRIZEM RIS A BRNE.
1994 Hr&ifetk (LREEAREE ) 94FEH2DE—K MR,

199543 A S IHIRAVSE30ES HIERIRE, S—KHES SUREARED.

1996 (1996—1996) (%) IGEIRHIEATLE SR, B REREAE W SEEIER,
FEN & BRI B RISz o

1996 ( SHADAME) (174) PEOEFIR SRR, STARNRID .
1996 1B =AM ) (FBE) R Hank BullfiE, isMEEFREmlER.

1996 R ( SABEPRSAHR) Ml (BRES) (BHR) , THE—-HREIEREHE, VLR
TR, PR EIIEES . FHREE 4 E R

1997 teikgee (B3EE) , ZFHIBHREHRTOE. Fl (SHEI0E) 2il8kE
BRRHIRAR R RITTH, NT ZBOESINEN "Bl V" RREIEERR. R (5&) 2m
HiBEIREER.

1997-98 At (RBERE ) , £ UEITRMEK MRS, SHEMENRAFIRI. 84T
e, ARSI AR RIS,

1998 R (HPEHAZY . () (B) , PETE-RIENZAREYZE (Westen Frontfis
R, S FRBEM T IE,

1999 R ( SHURAR) (BEEE) , SHXBERMNERRREERESNRNTTN, HRE
JRETIER

1999 fEf (REFER) (M) ZHZRBMHEARRAESR, BEEemAZIHERM
mHIE A R

1999 e ( BIEFAER) (B) FEERENZARENZ (CICVIER) , ERERLIE
SEHIER S, SRR G SRR TT .

1999 e ( Fedll) (652 ) BURRRREERRE T,

2000 R CRAMERDY (ER) BRERERRFEREAR,
2000 1E& (F) (HHEE) 120 I fE Ak
2000-01 fEf ( REMK) (8 , HEAREasER U Tk,

2000 (3 ) (RBERE) KseB R CE) , BCBHERERR, iRVt RITRerE,
2000-01 ( ZZHZFE ) (BR) , TR (LB , BILEGREHE RIRIEE,

2000—-01 € 1999-2000/3 ) (F ) , MEEEAKIEE, ERSMEERZAREYE (EH) ,
B R EMHE T ZARER.

2001 ( HERERY (F2R) , =S HBE R RIERE, KSR AR GRS R ITRIF
%,

2002 ¢ N9 ) (B8 ) SRETFRARRINE REITT.

2002 (fERESH—4Y81) (%) ERRERSEIEEAIFR S RIS,

2002 CREZERNEY (F5B) , ZHiiEiRINEHCR-,

2002 (EFEH) (5K)

2002-03 ( BIRIEHBIL) ( REFGEE) , THAER BRI, SE&TTEAMERIZA—

EFFRREAR,

|3%

2003 (F2003) (58 ) (T AFHERIG .

2003 (HEIZE) (REREIEE) , NREDERIEHERITT, BLRRECHIE, &7
SRIERIRE R .

2003 (K LK) (REZERE) , ZREMAEREEZBRIATFE,

2003 (MEARASZI) (32HECBEETE )

2003 NAELIBHEZARTOBEDDR (SIREXR) , REAFRZERZE., FKEIE.
2004 (KXY (GRdRsE) , BREZE (KK ) BEEAN G REREmAR,
2004 (kD) (BB , BEZERAE (KK ) BEENE R AR,

2004 (ML mE)y (%2
T,

MERE) , RPN ERERBIRI, RIZERERENA

2005 ( RKTEEfIAL? ) (ARUHER) , BRAEGBRFINEE, SERMaNRA,
2006 FAEF (455)
2006 (Mg —MEFUEERER) (EFA) , Sl EESEIEFRRI SRR,

2006 (HRZE) (Ef) , SRRNEPERIENRIGIEZ2XMERRS (IEE260ME) , £
Tz,

2006 (ZEHAD) (RZEEBARE ) BAEARNMER LIRS SR FEAIE,
2007 ( ZBEMR) (XHBEE) , BRERIWIR S ERMEESHITFECIE,
2007 { ZEEHEHR ) (SRR )

2007 (JUFRILHE) (RE) SRR, 4R R 42
K975 2H T RIME

, SRR S ER

2007 fEf (2= R (552 ) REEm = AFAR O ARIRAR.
2008 R (JLF) (382 ) NI EFARDGE,
2009 1R (IRETF) (352 ) WS SRIMAIHEE,
2009 (JLHRRJLTE Z2=) (ZEREERE ) WNEYEETIHIRARI,
2010 (JUIARRJLTE 2=) (RERBIRE ) ZRITFERNAMEE,

2010 ZEEER M (3ZERGSEE ) SRR AR LRI REIE .



Artistic Biography

1984 Graduated from University, shared a painting studio with Shi Yong.

1992-94 Experiment with all kinds of materials, mainly in photographic materials and
painting materials mix comprehensively.

1994 Witness and Game (Paintings media installation) exhibited in May 94, which is the
first solo exhibition.

The 30th “Artists Today” Asia—Pacific Universe: Contemporary Art from Australia,
Canada, China, India, Japan, Philippines, at the Citizens’ Gallery, Yokohama, Japan,
this is the first time joint abroad contemporary art group exhibition.

1996 “1995-1996” complete the large—scale installation works, the first attempt with
the concept of installation in space, with a clear and promising concept toward the
media's position.

1996 "With TV " (performance) continue to focus on the relationship between media and
people, try to performance as expression method.

1996 “Three Sections” (fax) invited by Hank Bull, the use fax as part of the work.

1996 Related To The Physiological State and the Subjunctive Mood (video) are the
first round moving image creation, initially with an independent filming and editing
capabilities. Test on images generated music began.

1997 Comparative Safety (video installation) try to use resources at the daily life location.
TV as Partners to try out the relationship with the media and body, and the related
expression, invited by Ding Yi to participate in “After the Graphic” the magazine
media group show. The work Money participate d in Shanghai's International Fax
exhibition.

1997-98 The Moonlight (video installation), the first time hands dismembered
appliances, try to re—integration of equipment find the new expression. Had the first

complete personal non—linear editing equipment.

1998 New journey to the, Who (video), created by the first resident artist project at
Westen Front, Canada, try to divert existing material to recreate.

1999 Related to Happiness (video installation), try the body's information and media
technology mixed expression, the first time tried with programming.

1999 The Perfect Soap (object) transferred the relationship between art and everyday
objects, inserted concept into the process of daily consumption.

1999 Related to the Situation (video) received another residency program by CICV France,
for the first time use professional TV production equipment; continue experiment on
converting the image into music.

1999 Untitled (photography) continue to use the photographic method.

2000 The Fire's Red (photography) for the first time use pictures digital synthesis
technology.

2000 Hand (photography) 120 film photography plus digital post—production.

2000—-01 Raft of Medusa (photography), try to use digital synthesis technology on
creation.

2000 Home (video installation) a recreation on the work "Who", change it into the
installation version, experiment on the extension of the work.

2000—-01 The Fiction between 1999 & 2000 (installation), concern on the information, first

time to participate in media art exhibition (USA), exposed to a large number of electronic

308

arts.

2001 Outline Only (photography), try to use ready—made picture produce video,
continue experiment in transfer image to music expression.

2002 The Cities in the Wind (video) to continue the development of different approaches
to music expression.

2002 One minute Soulful Touch (video) has become a more complete work of video and
music.

2002 From Architectural Immanence (video), try to resolve the relationship between form
and content.

2002 The best Strategy is to be on the Move (video)

2002-03 It is still There (interactive video installation), began to experiment on
interaction, work with Jin Jiangbo and his team for technical development.

2003 Spring 2003 (video), experiment on relation between behavior and the TV.
2003 Aerobic (interactive video installation), the transition from software to hardware
research, and gradually form my own team, focus on programming and hardware

development.

2003 Above and Under Water (interactive video installation), experiment on multi—screen
interaction.

2003 Sleeping Time (interactive video installation)

2003 November in BizArt, Shanghai solo exhibition "about you" featuring four interactive
video, installation works.

2004 Under the Water (synthetic photography), turn the interactive video "above and
under water" into the synthesis photography.

2004 Something in the Water (video), turn the interactive video "above and under water"
into a short video.

2004 Go Up Go Up (interactive video installation), experiment on the outdoor interactive
video installation, reflects on the public nature.

2005 Where is My Home? (synthetic photography), use the function of digital images,
complete expression of concept.

2006 Postcards (photography)

2006 Hi! A World Which is Under Construction (photography), experiment on the
limitation of digital image and the expended expression.

2006 Food Stamp (photography), use the inexpensive materials and print worthless
product (in the past has value), to participate in an Express exhibition.

2006 Cross the Center (interactive video installation) use the traditional daily material and
interactive media.

2007 Altitude Zero (interactive video installation), use discarded materials and interactive
media as a combined method.

2007 Altitude Zero (synthetic photography)

2007 Dozens of days and Dozens of Years (installation) concern on the time and space
dimensions changes, try to use materials and chemical means to create.

2007 Cloud Breeze (Photography), express the urban space and the psychological space’
s relation.

2008 Son (photography) concern on the urban space and people.

2009 Gray Box (photography) focuses on the memory and expression in performance.

2009 Dozens of days and Dozens of Years No.2 (interactive video installation) explored the
change of the dimension of time and space.

2010 Dozens of days and Dozens of Years No.3 (interactive video installation) experiment
on the detailed adjustment of expression.

2010 Altitude Zero No4 (interactive video installation), experiment on different materials
with the same interactive work.
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