


NER | LA
Corridor | Acrylic on canvas | 2013 | 200 x 140cm

N 7| mLEEE (EEE)
Door (Cover) | Acrylic on canvas | 2015 | 200 x 150cm

$ BEBESACAETESNRE, IXKFRKE ‘SABEE MEAEBIHKEA
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—ERZABBAFENFUNALBANBPER, REXFNANSBEYINSE
BUMXR (FRRZWFIEWRMARL) - SEEERFPRFEMEENET, MBS
MRESZHERTE, BIERAKRNE5.

BEET19729F, BRLEMNREATECERT. 20105F, SBEREST A -
RREEBAFE (FE) —FEL,

Han Feng always regard himself as inarticulate. In the meanwhile, driven by his
long the long-cherished wish of communicating with others he is always looking
for a way of communicating.

He’s always trying to reveal the limitation of recognition with paradoxical and alien-
ated reality, and exploring the multiple attribute relationship that caused by this
kind of recognition (what | see is not what | see). Omitting or blurring the details in
his works to left more white space for the audiences’ imagination, he invites the
audiences to participate in.

Han Feng was born in 1972. Now he uses painting and installation as his main
media of creation. In 2010, Han Feng won the first prize of “dohn Moores Painting
Prize (China)”.



SOMEWHERE

ANEVRBURBERBEINAMBRANE? FEHERAMSNMEENNE, ERITNN
R

Somewhere RF|IRFNMAET EEMAIEMR VB RANER, BE, BFESE, KA
REFRNZE; UERESTEMTRPMENHE. ], Bk, &M, ##k. (—4&=Z, -4
=, =ZE&£HY)

Somewhere RFIMIRIT R TUEN DR, AEFRRSBEFTENER. M—PBEF,
BEEEFEITNERENR, HINAE, NaFERNIETER. RENADZRTE
7, WMRAE, BERABNAETIHRNABE?

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?

N SOMEWHERE 5 | 5 A
Acrylic on canvas | 2015 | 80 x 140cm
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N SOMEWHERE-Clock | & | ARFWE, ENNZEN BEREN— I RE
Installation | Quartz clock, photo of a dial in some angle at some time | 2016 | 25x32x5cm | Ed. 3

BRSENARERINS, RO AEHEEN— N fhRE.
BEM—F, F-DEHNI0OR, HENESZRZENES.
BRAHRESIFRMNEEMENMN AT E,
BRAERMTEE FZINESL -

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
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OMEWHERE | 2 ﬂﬁ@ | BHIER | 2017

ewhere | Installation View | ShanghART Beijing = .




FEEEESMEE 25cm, 26cm, 27cm, 28cm, 29cme-----

FEEMARE LEMEENEN, SRNEERMBEANRE.
HliE (In between) i+ F Z B ZR 74,

1%2@&%\ ...... 1%27'}}[. ......

2 5 F B — B 25 R0 B RN 205 0 31 b o) o

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.

A SOMEWHERE | %8 | A, KR (FRAE)
Installation | Steel, cement (material variable) | 2012~2017 | Ed. 3



N FHEANRE SOMEWHERE | BEEIIZE | H40AER | 2017
Han Feng:Somewhere | Installation View | ShanghART Bei}i;_ng‘ )
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N SOMEWHERE 1 | %5 L%
Acrylic on canvas | 2015 | 120 x 300cm
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N SOMEWHERE 2 | %5 R
Acrylic on canvas | 2015 | 150 x 200cm

N SOMEWHERE 3 | %7 L%
Acrylic on canvas | 2016 | 150 x 80cm



N SOMEWHERE 8 | 5 A
Acrylic on canvas | 2016 | 200 x 300cm

N SOMEWHERE 4 | 5 -
Acrylic on canvas | 2016 | 121x50x150cm
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P SOMEWHERE 6 | % F R
Acrylic on canvas | 2016 | 300 x 380cm
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N HEA R SOMEWHERE l%ﬁf)”:iﬁ | ER&GhIER | 2017
Han Feng:Somewhere- |- Installation View | ShanghART Beijing -
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N ER | mLERE
Seat | Acrylic on canvas | 2015 | 120 x 80cm

N SOMEWHERE 9 | 5 LA
Acrylic on canvas | 2017 | 250 x 170cm



N A E: SOMEWHERE | BEIIZHA | F4&454L | 2017
Han Feng:Somewhere | Installation View: | ShanghART Beijing




HEEREE LNEENR—EEFER, —KIEK, NLEHE, FRERERES
FENFRBEZL, Z—71H, EMNXFRAR—ITER, FHFEfT4AMEEL
m. (BN fETIEHRA—M “FH M “HR (ORE: §—PEE,
NI, BFNE-MRBOSE, X— M. EX—LEREH, B
BREEHTEMERYE, DFXERENEINER: LEITEXHF—1ME
. BEREMMEXERF, ETEGNFESRREAE.

3/ AYIRFE  EIUR

Colour appears on the one hand as if it was a varnish, 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-
perhaps 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.

text by JORG HUBER

| | 77 LA
Window | Acrylic on canvas | 2016 | 200 x 140cm



N BfTEiEsig | HLEmk
Bicycle Stadium | Acrylic on canvas | 2015 | 200 x 300cm




MR AEFHERBDEAMRSTNERR, TEFEEMERMINNAE, i
MBERE—MEENERRAEBBIERHFRE I ZENRIDEDR. R
i, XELE R TREMREMEXSIEENEET—D. WRBX LI ER
FrR5|, WMEW—MARERSE, MXREEMEEREFRX LRI
FifFfE. URTEREENEXLERNBENBEEREN]; HERRNLEUE
MPREAN. X—HEXERHERT —MIEMREYRZE. SHMNFHEZLE-
BEEMNFEZEMER . XK 8 F9FEIR 7 FR AR T 12 S Y Hh i i
E, EABEET.

3/ BYIRFE e B IUR

Stepping in front of Han Feng’s pictures, which come 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 overview 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 se-
duced 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 experience
initiates a mutual interplay between immateriality 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.

text by JORG HUBER

R | BLEEE
Smoke | Acrylic on canvas | 2013 | 180 x 150cm



N B4 HLEFEE
Boat IV | Acrylic on canvas | 2014 | 120 x 100cm

NOLEHE | B LS
Condensing Tower | Acrylic on canvas | 2013 | 180 x 150cm
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N BE4NE | RRIGE | BEPHERK | £E | 2014
Han Feng Solo Show | Installation View | ShanghART Gallery | Shanghai




N BE 4 | HLEEE N BRHEE | HLRE
Tunnel IV | Acrylic on canvas | 2013 | 180 x 180cm Tunnel with Light | Acrylic on canvas | 2013 | 160 x 200cm



VRS | 1L
Seats | Acrylic on canvas
2014 | 80 x 200cm




N M ER | LR
Subway Seat | Acrylic on canvas | 2014 | 82 x 207cm

N M6 | LA
Boat VI | Acrylic on canvas | 2014 | 200 x 160cm



XA BHNET. KIRE— M. EUTH AN,

WRHER—RE, RBE KR ©B?
WRHER—RE, KR SLMMEF THHEEDG?
WRHER—RE, YRFLRBONE, REINLEHTERAE?

'~

by ¥

These clothes and shoes are a metaphor which reflects the reality of the human society.
If | were a bird, would | need clothes?

If | were a bird, would “clothes” become a chain which hinders me from flying?

If | were a bird, when | put on the clothes, | would get the freedom or the burden?

by Han Feng

Boot for Bird 2 | #£8 | £, K3k | Installation | Sheepskin, Wood | 64x15.5x21cm | 2012 SthipE#E | B N
7 | MUSEUM ART ST. URBAN AND ABBEY ST. URBAN, SZE &, I+ | 2016
The Crocodile in the Pond | Installation View | Luzern, Switzerland




A TR | RE | 4K
Clothes for Bat | Installation | Leather | 2012 | 26 x 86 x 6cm

N B% | £E | 4K
Clothes for Pigeon | Installation | Leather | 2012 | 20 x 103 x 39cm



A 5% | KB | ¥E. Kk 4 SEEE | B | FR. OREL
Shoe for Bird | Installation | Sheepskin, Wood | 2012 | 13x 19 x 21.5cm Shoe for Ostrich | Installation | Sheepskin, Wood | 2012 | 15x 18 x 29cm




N BE4NE | RRYGE | FEHERK | £F | 2014
Han Feng Solo Show | Installation View | ShanghART Gallery | Shanghai




RERBISESNAT, ILERN—MER, REBYE, FEUNLEXAED
IER, ...

by &%

I’d like to cut the details of the work in order to make it just frame or a tunnel

which allows the audiences to fill their own experiences and stories into it.

by Han Feng

B8 | HLEE
Boat VIII | Acrylic on canvas | 2015 | 170 x 180cm



HE2 | HERE

Way 2 | Acrylic on canvas | 2016 | 220 x 380cm



A7 | wmLEREE
Boat VIl | Acrylic on canvas | 2015 | 30 x 50cm

M| mLERE
Boat | | Acrylic on canvas | 2013 | 130 x 200cm



BHEEaNERTREEES—H, AESET4; EN2W W, XEFM=E. #HLETE
B, BEXMRRFETIVER: TEHEMZ XN, ¥HFAITE. EEMEBEERNEZDH
H, RBTTE, RFEE, DASTRE, BFRAERNEAHE. HATBRIAKEE/N
T, BREEEENK)N, BEFRBEES; NSMYRFRIR, AMEKNITER: ¥k
TR— 1 EXMTR, BEESRNINXE. AFEFRER—FHESER, ERERK,
B NERNEBRENELELE. MAR? mNTEYE, FRE, EERFEEERZ
S, REAMNER, BRM, thilEsgEAEReXntrs, BTRENFEERE. f
W, —/NMEIE, RPT —BENEZENFE. Ums.

S/ PYIRHE » BIUR

The same thingness also characterises the pictures as pictures, which are both things and
signs. They are not framed, they appear “unfinished”, emphasising 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 wooden frame visible and capable of being experienced. The
artist produces everything himself: handicraft. He chooses a corse canvas whose knobbly
structure emphasises the materiality of the ground on which the lucid painting is layered.
The tactility of such surface affection can immediately be felt. Together 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 deliberately for some of his objects in

space: objects with the effect of pictures that have entered space.

by JORG HUBER

N KT | FEEE
The Big Plane | | Acrylic on canvas | 2008 | 140 x 200cm
AN HR B AE (E) —% % | First Prize of John Moores Painting Prize (China) | 2010



N AKEL 1 | HLEEE N AB+3 | W EARE
Bus | | Acrylic on canvas | 2007~2008 | 200 x 140cm Bus Il | Acrylic on canvas | 2007~2008 | 200 x 130cm
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N ER | mLEEE
Corridor | Acrylic on canvas | 2012 | 150 x 120cm
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N | mLERE
Stairs | Acrylic on canvas | 2010 | 300 x 200cm




N R 20145 | LR
Waves 2014.5 | Acrylic on canvas | 2014 | 200 x 300cm

B RMEE, —&R&FR, —F&KBRE—
S, —FMEIREURERTN —F
YEMELT . WERKFHEIIFHEKL, ¥
EMARHIE.

by #Hi

When | was drawing the sea waves, |

started with drawing one line and then

another line next to it. It might be devel-

oped from a horizontal line into a vertical

line. It deducts the constructing and the
vanishing of the order, the certainty and
uncertainty.

by Han Feng




R | B LERE N R 20149 | #5 LA
Waves | | Acrylic on canvas | 2010 | 180 x 150cm Waves 2014.9 | Acrylic on canvas | 2014 | 200 x 150cm



R 2 | eSS
Whirlpool Il | Acrylic on canvas | 2015 | 150 x 300cm




FEER CEFNET , —FHRERE, FRELAIMEERMEAEALR, RE
A7 MIRBEARAUBEERS .

B EHRERABFICRAEERE, TEZHXRITONEAMRESR, #MERE
BMNGFEBRHRS—HENBEETSTN, SBEANENRE, Wa), £F
R TR AM A HEM.

by &%

The installation work  “Floating City” at the beginning was also a painting,
but later we felt that cannot be embodied by the painting or it is not suffi-
cient enough. So | began to think how to make it more sufficient.

At that time, | was recording my daily life with photos. So | tried to make
paper boxes with those printed pictures. It was just that state— when those
boxes were hanged there, they floated and swayed with the movement of
people’ swalking. It conveys the uncertainty which cannot be conveyed
by a planar work.

by Han Feng

NOEFHET | 28 | RN, 25504 | Floating City | Installation | Variable Size, 2550 pic | 2011
ZH=FR 2013, ERH A - HAAEML: FHA, BIZNEFE | REIZE | 2/ A%
Aichi Triennale 2013 , Awakening-Where are we standing? Earth, Memory, and Resurrection | Installation View | Aichi, Japan
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N BH=FRE 2013, ERAAM - BAVBSETLL: HET ZIZNEE | REHHE I%%ﬂ [=P:N
Aichi Triennale 2013, Awakening-Where are we standing? Earth, Memory, and Resurrection | Instollotlon Vlew | AIChI u p
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Han Feng Solo Show | Installation View | Centre for Chinese Contemporary Art, Manchester, U.K.

RITENERERLE | 2011
Untitled | Installation | Colour Printing on Acid Paper

BEIR | REIG | IEFEAZARRL,

Tl | RE | B



N HTEE | BLEEE
City Street | Acrylic on canvas | 2012 | 30 x 255cm | each: 30 x 30cm x 8 pic



NN | LR
The Bund | Acrylic on canvas | 2010 | 60 x 400cm | each: 60 x 200cm x 2pic



X E= | Article

WK | B | BRI ERS | 2011
The Giraffe| Installation | Acrylic on Plastic Bags
F=EHFRRALNER  ATROPOCENO | B | kM5, SHYALE, [MiRE | 2011
3rd Biennial at the End of the World , Atropoceno | Installation View | Tierra del Fuego, Ushuaia, Argentina
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X RS - HERTERTIR
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HRRE NS EMBEEREER, THRREFEZHIMNRR.
XREBERX LIEABRERET () BRDEXREZ
R BEBER LBEKERNEMR, BRAZERDHILK
8% CREXRE) ;| KOEHNSIIERESNTGR KFET
EFERA LR, IR T P miEh B mER. (3
) RZHLEHL T 5ARETERZBREREEH &
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5Z1{afF - k2 (Robert Ryman) FEZHTE - FiE (Don-
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N SOMEWHERE 7 | %5 E R/
Acrylic on canvas | 2016 | 120 x 80cm

N[/ WREEHERBEXFRTHERE, FEFEEHAE
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ﬁm#%@—A*%MTWW% AT, XL B TR A AR
MBEBMEXSFEMEET . WARPIXLAERFTRS], 0E
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FREE. MAEFEEENEXLERPEARBEREZEN); HE
mﬁ%ﬁaﬁﬁmﬁbme‘ —HEGRRERT —MIEMREY
Rz 8. SMAHEZE. EEMEEZENER. XFHERR
Z BMEEGHEAR T RSMERE, EABERS.
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HURENE SR EZARETRERYNEXMEME, AR
ik, BRERNAKBIRREES L, M—ERVERNK
Bk, M—EGRFENNEZMNERHERLE, BN XEREL
AB/RERTERRNS. BENHERENIELEET
—EEZ. RMNBBERETF—PEXREH, — PR TH
DSABFFNEX, — T T IR MR AR YR o

—7hE, BEENEFNE—EEFZE, —IKIEMK, M
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ERARENEMRRE RPN e TRIBRNEX, &
RNESMAZNHEEN—TEMREANG . ZLERE
ETEHN, ENMERKE, ZARBERIESCEM
fta. AN, XEEX ENRANFXERLIBEENES,
EWEHMG, BRthBaEEECHEsw: ENERKE, M
FEENEHHME, ATRE, FE-MARMNER, X
MIEE L, MATEENESR. XK, —& “BR°
AT, fERETERNER. (FARELENEE,
ZARF-LEYEBREER L, BREBR, HEECHE
#le LEFEA—NEET WBHZSMAENES: —D
EFEMRENGTT.

(%%M)S%u%ﬁ MRENESR; ENSERAET
—HBNE, —REKE, aHE, —MREE, R
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£, NZEMFRFRE. IEEUEETEBBHYE, L&
EEBEBNERL, WEREERAERN, MENBEES]
ANEBER. BEIXEYEARGHRENE, MmREXEE
EXEMA A ETHENNS, RABEE EMERE.

BEMMEELERT (3% fEMNFR, ETHER
BEAGHNYEORABRIERXHNFS. XEERERE
EE, 2WE—F KREMRE , BFEENE— M eliEd
RRNFYIX—RL. HRFNER, E5EAKRELAITEM
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—HRAE. ARG, EEEENFEET ER0RR,
BRERMNEN—EEMSRELE. XMERREZKR X
AL AWARH, RRESERENYEE—E, fRHEEFE
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(xt) BEAEREES—HF, EEHFEMTA; ENEW W,
XIgFIZ= A B8 ETEEX, BXMAREEWER: =TE/
2 W, ¥R EE. BENERTRNARRE, THTE
B, RFEE, BASTHE, BITAEENEN. WIRTE
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N T | HLEERE
Tube | Acrylic on canvas | 2011 | 190 x 300cm

R, BB EERRNERENEER. MAR? MiIFEDE,
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5, 5EMNME. REBELEHNEHE, BERESEEER
i, BESEENR]. FRIFETRETNELE. REERNE
REMMBEFTE . MNE @RI E SRR MRAAIESE



A Concise Series of Statements (that May or May Not Be)

About the Work of the Artist Han Feng

Text: PAUL GLADSTON

B2 | LR
Boat Il | Acrylic on canvas | 2013 | 140 x 200cm

Ekphrasis

Paintings and sculptural installations unseen, repre-
sented by photographs sent from a distance. Both
recall the characteristic formalities of Western(ized)
minimalism-conceptualism: monochromatic washes
on white grounds, sometimes accented by restrained
applications of colour (light blue and yellow); rectangu-
lar supports tending towards squares; extended hori-
zontal geometric forms; and the presentation of indus-
trially produced objects as ready-mades. Most of the
paintings depict aspects of the connective machinery
of contemporary urban life - the visually unremarkable
outlets of air conditioning and heating systems, with
their slats, cowls and partly obscured grilles - perhaps
as a visual pun on works by the likes of Robert Ryman
and Donald Judd. Another represents a rising staircase
leading the eye back into the perspectival illusion of an

unadorned interior space. All assert an unavoidable
decorative abstraction. One of the sculptural installa-
tions extends the visual theme of the paintings, but this
time turned inside out; its parallel duct-like forms (cov-
ered entirely by an orderly grid of painted representa-
tions of windows) can be read as surrealistically altered
high-rise architectural exteriors. The other is an assist-
ed ready-made involving the appropriation of two fab-
ric carrying bags with handles whose outside surfaces
carry a partial representation of the skin of a zebra. All
of the paintings and installations are photographed
within standard white cube gallery spaces, signifying
(as a consequence of the inescapably hybrid nature of
contemporary cultural production) an uncertainly ap-
portioned combination of the unadorned liminality of
Christian Protestantism and the meditative non-desir-
ing of Chan/Zen Buddhism.

Theoria

According to a Marxian interpretative perspective, a
truly revolutionary (avant-garde) art must - at the very
least - keep pace with or even outstrip the historical
development of the socio-economic base (which is, in
relation to the unfolding of modernity, both accelerated
and pervasively unsettling). Any sense of retrospec-
tion or reliance upon established tradition is, on this
account, tantamount to a betrayal of history insofar as
it serves to present a detached and falsified (ideologi-
cal) vision of life running against the grain of necessary
forward looking socio-economic change. The paint-
ings and installations described above are in step with

such a Marxian view insofar as they present images of
contemporary urban life mediated through the use of
modes of artistic production that can be understood as
tending towards a mutually dislocating imbrication of
art and life. At the same time, they are highly aestheti-
cized works whose inescapably, auratic qualities point
towards a trajectory of ritualistic separation from every-
day life that is also supported by their showing within
the context of the white cube’s ambient multi-cultural
liminality. The artworks in questions can therefore be
interpreted as pointing contrarily both in the direction
of an incisive engagement with contemporary life and
of a retreat from such an engagement-in other words,
an uncertain combination of avant-garde and modern-
ist-aesthetic tendencies.

Exegesis

Such a reading is, however, misleading when consid-
ered in relation to the prevailing socio-political context
of the People’s Republic of China. Since the confirma-
tion of Deng Xiaoping’s programme of economic and
social reforms at the third plenary session of the Xl
Central Committee of the Chinese Communist Party
in December 1978, artists within the PRC have been
implicated unavoidably in the opening up (reconstruc-
tion) of a relatively autonomous artistic sphere after the
highly restrictive blurring of boundaries between artis-
tic production and society that took place during the
Cultural Revolution. The historical trajectory of contem-
porary art produced within the PRC over the last three
decades has therefore been almost precisely opposite
to that of the Western historical avant-gardes, which,
notionally at least, sought to move critically against the
exclusivity of an aestheticist bourgeois art by bringing
artistic production into ever closer proximity with the
life world. In light of which, it is possible to view the
conspicuous aesthetisization of techniques associated

with Western(ized) art by contemporary Chinese artists
within the context of the PRC not as a knowingly indeter-
minate (postmodernist) divergence from the critical neg-
ativity of the avant-garde, but as a potential reassertion
of that negativity by other, locally significant means.

Paul Gladston is Associate Professor of Critical Theory and Vi-
sual Culture in the Department of Culture, Film and Media at
the University of Nottingham. Between 2005 and 2010, he
was seconded to the University of Nottingham Ningbo, Chi-
na as the inaugural head of the Department of international
Communications and director of the institute of Comparative

Cultural Studies.
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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 come
Sin a number of different formats, viewers will first
need to recalibrate themselves; they need to choose a
certain distance in order to gain an overview 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 experience initiates a mutual interplay between
immateriality and materiality, between lucid transparen-
cy and strong presence, between distance and close-
ness. 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 dis-
solve into painting. This elusiveness of the image body is
affected by the emphatically subtle application 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 disappearance again into the
abyss of its ground. Painting descends into the image as
aveil. 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 varnish,
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. Paint-

ing thereby produces a no-more and a not-yet: a transi-

tional situation, or a threshold- perhaps 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 nu-
ances, precise in their formal distinctions. What manifests here
is the discipline of minute precision and the fascination with a
clarity of representation. The pictures are unambiguously figu-
rative, they present something, the artist knows what he is do-
ing. At the same time, however, as if this presentation 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 picture 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 ventilator, an airplane,
a chimney, a bus ... The things stand in isolation within the
picture, detached from any context. These are unspectacular
things, in unspectacular 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 pic-
ture and as a picture.

The same thingness also characterises the pictures as pic-

tures, which are both things and signs. They are not framed,
they appear “unfinished”, emphasising 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 wooden frame visible and capable of being expe-
rienced. The artist produces everything himself: handicraft.
He chooses a corse canvas whose knobbly structure em-
phasises the materiality of the ground on which the lucid
painting is layered. The tactility of such surface affection
can immediately be felt. Together 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 ar-
rangement which Feng stages deliberately 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, ar-
eas, 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
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two bends at right angles, and to the right back into the
background. The inconceivable length of the airplane be-
comes 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 formal
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 ephem-
eral 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

Jbrg Huber is the head of the institute for critical theory at
the University of arts in Zlrich and professor for philoso-
phy of art and aesthetics at the master of arts in fine arts.
His special fields in research are cultural theory in relation
to political culture, aesthetics and philosophy of ad. In this
context he organized many international symposiums and
published various books. Recently published: (edited with
Zhao Chuan): A New Thoughtfulness in Contemporary
China. Critical Voices in Art and Aesthetics.
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