M

L

HAN FENG




BNIL TS T201 7381 7HREMEEZ ARAREBENDE «<Somewherey |, X
H EH2EtENEI I E. R TEEEZART012ERESMEFEAZAR
RO RIARSLENZEE 1R, URETAENLENESEMR.

REPHREERGAMNMMATM LN EERSFBHE LR, #HRES. BHELT, X
LERBNEHBEFAIER THRA M. T, AARNIEHEE. AMNBSIAEZEEMNE
U, XEHKK; 28R, XEEXR.

MXESNRERPESHELIXNEE LR E TN, BYZE ERFAENFEERIE,
fICRE=HNESL. 2. BHE. ERCEEEPEEZETENER. XRRE
FREMBEETERUARAEXWESNTE, UEEZBPBHMOEMSFELN B
PRFNAHE .

«Somewherey RFIWRIFN. EHIE. €0« AU —MMEFESE. UK, R
SIMBRBTNGE. TERMNEIRSTEUTHHT 2, BIHRAREMNETRFX
EHEEREBR N KENTEF.



hanghART Beijing is pleased to present artist Han Feng’s Solo Exhibition - “Some-
Swhere” on March 17th, 2017. As Han Feng’s first solo exhibition in Beijing, this ex-
hibition features Han Feng’s latest painting works and installation works, including those
installation works that were planned to carry out during the residency program in the
Centre for Chinese Contemporary Art, Manchester, England.

The installation works, by stretching and transforming the daily view, the running clock
and the up-going stairs, under a new context, liberate viewers from their regular state,
adjusting the viewpoint subtly and drawing people into multiple metaphors - it is now and
then; it is finite and infinite.

And these multiple metaphors have left their trace in many of his works. He depicts this
three-dimensional reality with those planar traces typically belonged to those two-dimen-
sional works. In those previous paintings, highway, tunnel and corridor, these were imag-
ery pointing to many possible metaphors. In this exhibition, those irregular frames rekin-
dle our attention on the effect of viewpoint on the definition of the concept. Moving in front
of the painting awakens us to the limitation and the uncertainty produced by that definite
concept.

The “ATM”, “Stadium”, “Gold Mine” and “Vortex” of “Somewhere” series found an order of
tiering and enlarging, discovered a field of attraction and self-cycling. Then, we see the
progressive power concealed in the structure -- see the eternal order behind the chaotic
surface of the world.
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Are artifacts increasingly biased from the biological and natural orbit? And how the
planar works view and understand our world from multiple dimensions?

The structure of the “ATM” and the “Stadium” of the Somewhere series was similar
to the vortex and the black hole in the natural world, circles stacked together and
built a field of self-cycling. And there is an implicit progressive power contained in the
structure. It attracts, amplifies, accumulates and transforms...(‘One produced Two;
Two produced Three; Three produced All Things’, quoted from Taoism classic “Tao Te
Ching”).

The doors of Somewhere series discuss the issue about viewing: from different per-
spectives, different conclusions would be formed. From a certain angle, the trapezoi-
dal frame is in accordance with the single-perspective of the door, while from another
perspective, it will cause a strong sense of visual discomfort. The entrance to Heaven
is narrow, but when it comes to being too narrow, is it because we are viewing at a
wrong perspective?



Somewhere

HEE | WME, KR (HEAE)
Installation | Steel, cement (material variable)
2012~2017 | HF_9895



SEBEAMEE 25cm, 26cm, 27cm, 28cm, 29cm-:-----
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Height of each stair 25cm, 26cm, 27cm, 28cm, 29cm......

When the audiences go up the stairs, they will feel the growing height of each
stair. Gradually, the height of each step goes out of the tolerable height of
human being.

To make something in between,

To make it related... to make it separated...

It is also talking about the issue about the judgment of the vision and the
cognition in the same time and the same space.
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Somewhere | Clock R4
KE | ARKWS EMNZAENAERBN— M HRE
Installation | Quartz clock, photo of a dial in some angle at some time
2016 | 25x32x5cm | Ed.3
HF_7774
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The quartz clock runs accurately.

Took a picture of the plate of normal clock in a certain angle.

There is an accurate 10 o’clock in round of the clock arms’ running.

In the other time, the arms would be faster or slower than the normal time.
The public measure or ruler. The set position or a certain point of view.
How would the eternal law measure the momentary reality......



Somewhere-1

%m | HLERE
Painting | Acrylic on canvas
2015 | 120 x 300cm
HF_6101



Somewhere-2

%m | fLERE
Painting | Acrylic on canvas
2015 | 150 x 200cm
HF_7761



Somewhere-3

%E | o LRE
Painting | Acrylic on canvas
2016 | 150 x 80cm
HF_4571



Somewhere-4

%E | o LRE
Painting | Acrylic on canvas
2016 | A NEIE | Irregular Frame
HF_1526

121cm

<20cm |

150cm



Somewhere-5

%m | HLERE
Painting | Acrylic on canvas
2016 | 80 x 140cm
HF_5204



Somewhere-6

g | B LER%
Painting | Acrylic on canvas
2016 | 300 x 380cm
HF_6734



Somewhere-7

%E | o LRE
Painting | Acrylic on canvas
2016 | 80 x 120cm
HF_5595



Somewhere-8

g | B LER%
Painting | Acrylic on canvas
2016 | 200 x 300cm
HF_3196



Somewhere-9

%m | fLERE
Painting | Acrylic on canvas
2017|250 x 170cm
HF_6677



RBiEmiz | Installation View



BIEMizE | Installation View



BEMiZE | Installation View



BIEDZE | Installation View



REIIZE | Installation View



wIiZE | Installation View



BEMiZE | Installation View



wIiZE | Installation View



Y E= | Article



E XS EERYLRE : Il

SO ZYRIECBADUR | BE: ARNHR S EHT < MR R/ B

RARMNINIE, BONFERE—MEZMERR
MNERBIERIFRE D TENRVENR. R, XELE
RN TR RARE XS FENEEL—D. ARFIXL
EMmPTIRS|, AR —FARERTSIE, MiXAEMEMIERE
BEARXLEERNYIREE. URETEEZENEXLE
miIERBEEEEN); FERANLENEMEEN. X—
HEERHERT MRS MRZE. SHFHEE.
BEEIERZ BNER. XMEMRZ B RFEE R AR
TRSHME#ME, FABEET.

\!/ MAHESHFRH R AR HfERA, EEREE

AXLREE, BEUMFEEERFARTERL L. X
LRDIRRN E G ZARE T REMPNEX AT, R
Akik, BEKNABIRREER L, N—ERIERH
BBk, m—EGFERINEMEZPERL, BN XA
MAERERTFERRRMP. EBERGHERENYE LS
T—EEL. BNMEBRGF—DFREH, —PMET
B SABFFREXR, — T T AR A .

—THE, BEELNEFNE—RESF, —KIEK, MitH
B, FRERERESHFENAEZ L, 5@, EfXEF
BAR—ER, FFEHTLABREELE. (HEN) £8
FREA—M “TE M “ER WX &K, %
=M, EXE-MIREBRNSE, R—MEE. EX—
MERES, BERRELTRMEKRME, hFXEZEL
BERRFR: AESTEHE—ER. BENIE R
., ETEENEESRRETE.

B R ARFNEMRREMD e ERMERIEX, &
TRV AZNHEN—MEIRENE . XEERGRE
ETEHIN, SNEBRFRE, ZRIFBMIESC EM
ft4. BN, FEEX ELNRELFRERLIECIIES,
TS, BRMEHBAEEAECHES: EIFEBKE, M
BN HHE, BTRME, SE—PFRENER, X
MIZE LR, BT EBEMNER. Xk, —& “EBR
BT, LERETERNEE. (FAXLELENEE,
ZARFK—LYERREEE L, ERIEBR, HKEECHE
Hlo LEFMA— MR T WENGRMKENES: —D
EFEMLRERIFAT.

(BH#EN) SKEaBe—PAFNER; ellsERAEH
4 —HBNE, —BEE, BME, —MRs, R/

M, —IREE, —WRZE, - X LEA AN A 5 1 8 T
£, MEBENRRHRE. SEELNEEBRAOME, L&
EEEENERLE, DESEERTENL, MEMEERSES]
NEBEER. TN EIEARGFF AR, BRESGEBRR
XL A BETHREHNNSR, RvEELRER.

EFRMEMERER T (H%) 2ENER, tBETHER
BERAGHMELIABRIERXNFS. XEERERE
EE, 2RE—HF REME , BAECIZ2—MehED
R —F L. RFNET, EE5EXAELATHEM
WML AESEW AR, ZWEM. ZRRACHFHE
—HARAE. EEAENS, EEEENRERET SRR
B, BFERNIN-EEMRE LE. XMEhREFER
B AT A ZIARA, B SEmANMEt—E, £
HEEFENRENE, MEERKA. BH—F, XFHEE
HfTHRERREEMNRIER, EAANORE: HHEmE
EWERRERRN— X EEE A ATE N RTS8
BORBN—IES, UEELEMEHAT BN E SR

(x&) BEMEHES—H, EEEEMTA; EN2WK
M, RiGF=E. #EE ETEE, BXMAREEIE
m: TEEZ T, WInRTE. EEMEERERNZED
R, ZHT=E, RFEAE, BASTRE, BEER
HED. AR KEZ/NT, ReEEmA/AN,
BEFRBEES; VGFVNEMRRFR, ARAKNT
= PEERE—PEXNTR, FEEDIKAOPKE. 2%
AEGRERHFHESE R, BB, HHEERK
SEMRIELRE. MANR? BMNEEYE, EREN, B2
sEREEmmC, REBANNE, BRM, thilEEHEEL
ERERNNTT, BTRENEERE. G, —/NME
o, F=PAT EBNERENEE. UEmS.

IR ERELE R ONR, RPBRLEFrAR? fe
BEPLTZAZERS, BEHEUAESREREEXHNE
. RERIRENGE, BRXEYENLEFETIE
H, BREMED, SINE. FEZEESNSE, B2
FESEEEEYT, EEABEER. FEIFETLET
HizE. (REERMNERZEIMENTDE: MNEEAEEEZ—
MRS .



In front of Han Feng’s pictures: Approximations
Text: JORG HUBER | English Translation: Benjamin Marius Schmidt

tepping in front of Han Feng’s pictures, which
Scome in a number of different formats, viewers
will first need to recalibrate themselves; they need to
choose a certain distance in order to gain an over-
view and have general impression of the picture.
At the same time, however, the sense of calm and
retreat in these pictures entices viewers to come
closer. One is drawn to them, feeling seduced by a
desire to experience the picture from up close and in
its material presence. One has the desire to perceive
the pictures while at the same time feeling them; the
glance wants to see and touch. This aesthetic expe-
rience initiates a mutual interplay between immateri-
ality and materiality, between lucid transparency and
strong presence, between distance and closeness.
Such oscillation takes the ground out from under
one’s feet, letting one glide into groundlessness.

In such moments the pictures appear to flicker and
dissolve into painting. This elusiveness of the image
body is affected by the emphatically subtle applica-
tion of paint. The acrylic paints in shades of white-
grey-black are placed onto the ground as a gentle
and transparent skin as if the image was always only
about to emerge and under threat of immediate dis-
appearance again into the abyss of its ground. Paint-
ing descends into the image as a veil. And again we
are in a game - a game of veiling and revelation, of
empathy and aloofness.

Colour appears on the one hand as if it was a var-
nish, a film, ever so thin, layered over something
that had been placed there before, and on the other
hand as a grounding for something that is yet to be

placed. Painting thereby produces a no-more and a
not-yet: a transitional situation, or a threshold- per-
haps also a hesitation, or a pause. In this transition
the picture exposes some kind of endangerment,
perhaps its own: its own precarious presence as a
picture in a world of loud and garish manifestations
of visual culture.

The colours are applied with quiet brushstrokes in
subtle nuances, precise in their formal distinctions.
What manifests here is the discipline of minute pre-
cision and the fascination with a clarity of represen-
tation. The pictures are unambiguously figurative,
they present something, the artist knows what he
is doing. At the same time, however, as if this pre-
sentation wanted to present itself, in various places
the application of paint takes on a life of its own.
The colour forms droplets, separating itself from the
form and flowing downwards into an openness as
if the image was hurt in these places. “Something”
happens, accidental occurrences manifest; painting
eludes the painter’s grasp. As the author of the pic-
ture the artist sets something in motion that liberates
itself in the events of the picture, eluding his control.
The painting is the scene of this empowerment and
loss of control: a place of aesthetic events.

Each picture is a representation. They represent
things: a ventilation tube, a staircase, blinds, a ven-
tilator, an airplane, a chimney, a bus ... The things
stand in isolation within the picture, detached from
any context. These are unspectacular things, in un-
spectacular stages, and that is precisely why they

become spectacular in the picture: they become



noteworthy. Han Feng is not interested in the thing,
the object as such, he is interested in the thing and

the object in the picture and as a picture.

The same thingness also characterises the pictures
as pictures, which are both things and signs. They
are not framed, they appear “unfinished”, emphasis-
ing the fact that they are the result of a production
process. They are mounted canvases which make
the folds and the small sides on the massive wood-
en frame visible and capable of being experienced.
The artist produces everything himself: handicraft.
He chooses a corse canvas whose knobbly struc-
ture emphasises the materiality of the ground on
which the lucid painting is layered. The tactility of
such surface affection can immediately be felt. To-
gether with the thingness of the picture it conveys
a stability of the picture in its presence, in the tense
relationship to the transience of painting. A further
dimension of this sensation is caused by the light
that breaks in the surface structure of the canvas,
giving the impression that the pictures are lit from
behind-an arrangement which Feng stages deliber-
ately for some of his objects in space: objects with
the effect of pictures that have entered space.

The pictures are manifest as bodies; they open
planes, areas, and spaces. The staircase leads down
and up and yet remains within the plane: the space
is plane, and the plane isspace. The pipe emerges
from the left background of the picture, fills space,
leads through the picture with two bends at right an-
gles, and to the right back into the background. The
inconceivable length of the airplane becomes small
and fits into the picture square yet reaches across by
filling it; fuselage and wings stretch out to form long
and thin elements: the object transforms into a for-

mal element that divides the picture plane into four
squares. Buses stack up like cakes, forming towers,
autonomous structures resembling staircases. And
human beings? They produce the things, use them,
and remain outside the picture - only sometimes,
occasionally, they leave ephemeral traces of use, in
the rare places were Han Feng uses colours. A small
trace of rust, for example, that marks a spot on a
ventilation pipe. No more.

English Translation: Benjamin Marius Schmidt

Jorg Huber is the head of the institute for critical the-
ory at the University of arts in Zirich and professor
for philosophy of art and aesthetics at the master of
arts in fine arts. His special fields in research are cul-
tural theory in relation to political culture, aesthetics
and philosophy of ad. In this context he organized
many international symposiums and published var-
ious books. Recently published: (edited with Zhao
Chuan): A New Thoughtfulness in Contemporary
China. Critical Voices in Art and Aesthetics.
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Basic
1972 Born in Harbin

Education
2009 Graduated from Shanghai University of Art, MA degree
1998 Graduated from the Harbin Art Institute, BA degree

Prize
2010  First Prize of John Moores Painting Prize (China)
2008  Jury Grand Award of 2008 Creative M50

Solo Exhibitions

2017 Han Feng: Somewhere, ShanghART, Beijing

2014 Han Feng, ShanghART(M50), Shanghai

2012 Han Feng Solo Show, Centre for Chinese Contemporary Art, Manchester, U.K.
2011 Han Feng Works Exhibition, Aroundspace Gallery, Shanghai

2009 The Wronger, the Prettier, Han Feng Solo Show, Don Gallery, Shanghai

Group Exhibitions (Selected)
2016  Holzwege, ShanghART, Shanghai
The Uncertain, or the Shelved..., ShanghART(M50), Shanghai
The Crocodile in the Pond, 11 artists from ShanghART Gallery - Curated by Alexandra Grimmer,
Museum Art St. Urban and Abbey St. Urban, Luzern, Switzerland
2015  China 8, Contemporary Art from China at the Rhine and Ruhr, Lehmbruck Museum, Duisburg, Germany
2014  Semi-automatic Mode 2, ShanghART, Beijing
2013  Aichi Triennale 2013, Awakening-Where are we standing? Earth, Memory, and Resurrection, Aichi, Japan
Paper, Saatchi Gallery, London, UK
2012  Sattva, China’s contemporary young artists South America, Museum of Modern Art Bogota, Bogota, Colombia
2011  3rd Biennial at the End of the World, Atropoceno, Tierra del Fuego, Ushuaia, Argentina
+follow, MoCA Shanghai, Shanghai
2010 2010 John Moores New Painting Prize(2010), Shanghai Gallery of Art, shanghai
Flying Circles, The Artistic Experiment Space Second Session of Art Project, MoCA Shanghai
2005 Shanghai Youth Art Show, Liu Haishu Art Museum, Shanghai
2000 The Backup for New Art, the Post 70s Atrtists, Beijing

Projects
2015  Star Dust, John Moores Painting Prize (China) Winners 2010-2014,British Centre Shanghai, Shanghai
2014  The Journey of Art, Follow-up exhibition of John Moores Painting Prize, Artemis, Shanghai
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HigM LB ShanghART Shanghai

HRLXEEKRIE25555 - 1054, ki, FE 200232

Bldg. 10, No.2555 Longteng Avenue, Xuhui District, Shanghai 200232, China
T: +86 21 6359 3923 +86 21 5424 9033 | F: +86 21 6359 4570
www.shanghartgallery.com | info@shanghartgallery.com

HigMIt= ShanghART Beijing

SHAXYIAHIRERI261S, bR, FE 700015

No.261 Caochangdi, Old Airport Road, Chaoyang District, Beijing 100015
T: +86 10 6432 3202 | F: +86 10 6432 4395

www.shanghartgallery.com | infobj@shanghartgallery.com

g ShanghART Singapore

FI1ERE, LOCKE§9S02-22, #illiK 108937

9 Lock Road, #02-22, Gillman Barracks, Singapore

T: +65 6734 9537 | F: +65 6734 9037
www.shanghartsingapore.com | info@shanghartsingapore.com



