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Tangle of Revolution and Political Soul

Lu Mingjun

Today, neither Heidegger's poetic theory of being, Foucault's
biopolitical concept of the re-administration and regulation of

life, nor Agamben's take on inner-self gamification could appeal

to the new dominating rule of platform capitalism and its demise
upon free will. Philosopher Byung-Chul Han, however, suggests an
alternative approach—playing the idiot. He believes only through
this change can the individual achieve a state of total ‘de-subjectiv-
ization’ and 'de-psychologisation’ and get freedom under any mode
of existence. “The sphere of immanence to which the idiot gains
admittance is the matrix of de-subjectivation and de-psychologiza-
tion. It is negativity wresting the subject out of itself and liberating

it into the ‘immensity of an empty time,” Han says.

As presented in Psychopolitics, Han's solution can be an adaptive
form of resistance or a method of negation. ‘The idiot" in this case
is simultaneously a product of neo-capitalism and the resistance
against it. Still, it is precisely for this reason that his proposal would
not only fail to restrain platform capitalism, but it would further its
brutal expansion instead, since it predominantly empties human
beings from their psyche, turning them into soulless shells, pow-
erless against the coercive capitalist machine and the perpetuating
regimes of neoliberalism. Just as Goethe warned us in Faust, those
who abandon their soul will find themselves with nothing in the
end. Indeed, now is not the time to give in like an idiot but to fight
as arebel.

Just as Engels referred to the figure of Christ as a revolutionary
during the Roman Empire, Chinese intellectuals: Zhang Taiyan,
Taixu, and Su Manshu held the same regard for Gautama Buddha a
century ago. In his Welcoming Speech for Overseas Students in Tokyo,
Zhang appealed to the teachings of Buddhism to propagate the
1911 Revolution. “Buddhism regards equality above all. Hence, any-
thing that opposes equality must be expelled,” he says. Similarly,
for Kang Youwei, the utopia he envisioned in The Book of Great Unity
lives not in an institution but in thought, in Buddhism rather than
Confucianism. “Beyond the Great Unity, there will first come the
study of the immortals and then that of Buddhism. Lesser wisdom
will devote itself to the immortals, and the higher wisdom to Bud-
dhism,” he says. Rather than surrender to the circumstances or play
the idiot, Buddhism teaches the individual to have energy and zeal
to reclaim our exiled body and compromised soul.

Alluding to such feelings and thoughts, we have invited over 31
artists and group to engage in an eccentric storm of ideological and
spiritual collision under this theme. This exhibition is presented
through five sections: The Book of Revelation: Descent into Darkness,
Lightning and Serpent: Dialectics of Enlightenment, Robinson Crusoe’s
Dream: The Engulfment of Fear, Psyche and Firearms: Divine Violence,
and finally Dancing with the Devil: The Daemon of Mephistopheles.
With nonlinear narratives, each section acts as an index that invites
us into a new spiritual-political world that transcends our desires.
When transparency has led to the exposure of all things, perhaps
arekindle in the darkness—a temporal dwelling under the obscu-
rity—will help us overcome our fears and regain our sovereignty.
Here, Goethe's Mephistopheles is no longer the devil—he is the
embodiment of willpower. He is the warrior.
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The Book of
Revelation:
Descent into
Darkness
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1498%F, F X265 MEMEIE T RBNRIIARZIRE (BRFE)
. WHZAREREXER (Max  Dvorak) FTiEHLM, “E$HM (B
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R, BRERISORZ), BURENIER, A2, HRERFER
#, TIRAMURF ESEENRENBROT €, BERT (B
Tx) AEMEBNNE. (BR%) BENE—THENEIT. B
BRERMUR, EETEBESMAANBIHREENNE, E2
ORBESIRT BHENBANEN, BN TE#ME, HIEAEM
BEMHIERBIRE, BEEBNR, XAFFRMARNBRKNM
BR=E., EIENAEZEE, BEAINORIRAR, MEHN
(Br=) REHMN), BNZIHENHNMLERNBERERER.

In 1498, at 25, Albrecht Diirer created his well-known series of wood-
cuts, “Apocalypse’ Art historian Max Dvorak considers this work not
only the first great example of modern German art but also a self-con-
tained masterpiece—riveting and timeless—equal to the work of
Martin Luther. The profoundness of the work lies not only in Diirer's
exceptional talent and artistic skill, but also in the rich symbolism the
Book of Revelations possesses. The latter, an ancient scripture, narrates
a world consumed with devastation and violence. It surged in a period
of intense persecution of Christians and Jews, which later would come
to spark the Palestinian uprising. Still, what enticed Direr was above
all the emotional tension and imaginative capacity which the text elic-
ited. For the past five hundred years, darkness has descended upon
earth; Direr's Apocalypse solemnly urges us to examine this darkness
we live in and its roots repeatedly.
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[ERE, (LARO) , AIMTFEFRASIEN HEITED, 30 x 22.5 om x 124148 , 2014
Zhuang Hui, “Anxi Wind Channel’, Remote infrared camera, digital prints, 30 x 22.5 cm x 124 images, 2014
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The Anxi Wind Channelis located at the western end of the He-Xi Corridor. The unique climate and terrain of the region leads to average winds of
3.7 meters per second, with winds sometimes reaching hurricane force, making it one of the windiest places in the world alongside the Northern
European and North American wind corridors.

The artist placed a camera with the ability to remotely transmit MMS and email messages in a certain spot in the Anxi Wind Channel. The cam-
era takes pictures at set times that have been pre-programmed before placement, and sends the resulting photographs to the artist's inbox.
Filming dates: The filming began at 13:47 on July 1, 2014. Extreme summer temperatures stopped the camera at 4:48 on July 15, 2014. The
camera sent a total of 123 photographs.
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“And the four angels who had been kept ready for this very
hour and day and month and year were released to kill a
third of mankind” Book of Revelation 9:15

This wood engraving is an illustration to the 9th chapter
in the “Book of Revelation” by John the Theologian. Durer
painted both fire horses and riders, but in the center of the
composition are four angry angels who kill unrepentant sin-
ners. Here there is no place neither compassion nor pity.
The vice must be punished.

FIRBER -5, (BRRFECRE) , AZRiE, 39.1 x
28 cm, 1496-1498

Albrecht Direr, “The Four Avenging Angels -Apocalypse series”,
Woodcut print, 39.1 x 28 cm, 1496-1498

EXE, (EEMN) , 75, 25, DRATL, PMRE (e & BF) , 6437, 2019
Tong Wenmin, “Plantain Trees", Performance, Dinawan, Malaysia, single channel video(colour & sound), 6'43", 2019

BTG EROM TR, MEPIIEIEIER

Stand still in the burned banana woods, move slowly till shaking madly.

&, BEEMIE.

F&, (BR) . #msiE@k (BF) . 08'057, 2019
Li Nu, “Migration”, Single channel HD video (sound), 08'05", 2019

20196 NA1HE3H, FRETHMFLEMS)IA -DI44S IIBHREILRATAEE R T =X,

From November 1st to 3rd, 2019, Li Nu wore a cotton jacket with the hand-painted license plate “Chuan A.D444S"
and ran for three days on the driveway within the Sixth Ring Road in Beijing

EiEE, (@) , JBIK. PU, 310 x 140 x 60 cm, 2021
Wang Ziquan, “Untitled", styrofoam, PU, 310 x 140 x 60 cm, 2021

(TR ERT —MERLAZIHAREMEEN—BEE, RENMIREESHETREPLITRNEMEML, FETEMRRUEXE
BIBIER. FMAERITREEN RS, DRJERGPOR—BEEOERESUZ, MMEET N T BBMRME 2 B E G
B . BN, BTBERARIA=EN, MRBENES, BHERTARNRE.

‘Untitled restores the moment when the red light at a street corner was turning green. The hypothetical rotation of the earth causes a slight mis-
alignment on its coordinate system in the software, leading to a displacement that is irregular and yet reasonable. Similar to time lapse flicker, the
red and green lights are splitting and displacing at this instant in the software, giving rise to a middle ground between daily object and damaged
sculpture. Moreover, the pure blackness is the result of the loss of texture sticker during the process of transforming it into a physical presence.



Lightning and
erpent:
ialectics of
nlightenment
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(£52) BrorrE, (BEMITIRZS) 1437 & #4235, WHERZ AR, 86 x 104 cm, 2020
(From Left) Chen Ronghui, “Meyer Lemon”series, photo archives 7 & 5, Giclée print, 86 x 104 cm, 2020
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In the late 19th century, art historian Aby Warburg discovered during
his exped\tion to the Pueblo Indian vregion of North A‘mer\ca that During a visit to a grocery in the United States, Chen Ronghui came across a Meyer lemon—a type of citrus fruit much juicier and more flavored than
I\ghtnmgfsha‘ped énakes were “magically associated with the phe- aregular lemon. Intrigued, he later found out through research that his American-found lemon actually originated in China, and with further probing,
nomenon of lightning” and were worshipped as their “weather gods", he discovered a century-old story about the “plant hunter”
“magically associated with the phenomenon of lightning". In short, the
snake is the lightning summoneq by Fhe native Indians. Beyond being Frank Nicholas Meyer was a plant hunter sent to China by the U.S. Department of Agriculture in the early 19th century who introduced thousands
a met.e.oro\og\.cal phenomenon, lightning bol.ts are carriers of violence of specimens to the United States, including the Meyer lemon. Incidentally, Meyer passed away during his fourth time visiting China, and his story
and k'“f”g'_' “ke_ the firearms carried by white settlers in the eyes of has fallen into obscurity ever since.The Meyer lemaon became Chen's source of inspiration for this series and a metaphor for the phenomenon of
the native inhabitants. Wahlberg, however, warns that rather than the globalization during an era of expanding Western colonization
firearms, it is Edison’s “copper serpent” (i.e., electricity) that is lethal.
It has defeat.ed the serpent as a "sp.\rit.ua\ me.d\urn” and destroyed The series comprises three chapters: still lifes of lemons and other everyday products, collages juxtaposing images from Meyer's archive to land-
Fhe pre—esttmg sense of harmony within the integral umyerse. Like scape photos, and a self-portrait of the artist as a plant hunter in the United States. This exhibition displays chapter two of the Meyer Lemon
Ilgthlng, the» serper.\t here car‘nes a n.joub\e metapho‘r: itis Fyoth the series— comprising collages of Meyer's phato portraits (which Chen assembled after going through the plant hunter's tremendous collection of
spiritual medium which the native Indians rely for their survival, and archives) and Chen's landscape photos of China— it encapsulates a dialogue across continents, history and time

the weapon that slaughters and destroys their lives.




kB, (FBL4T)  HEAKE, 385x265cm, 2015

Zhang Hui, “Chiangmai Travel Notes", Watercolour on paper,
38.5x26.5cm, 2015

R, (RRRSHEMN) RII-EFMH, L
SE, 210 x 175 cm, 2019

Yang Shen, “Explorer and the Jungle” series- In the

Jungle, Oil on canvas, 210 x 175 cm, 2019

MEEF, (), Th. BHRFRE, 507, 2016

Lu Boyu, “Snake’, Performance, single channel video, 50, 2016

MAIER (RRRSATMM) LT HRAIELEFRTAE
BB LERMEENSE, WASTHMENDR, BER
RETUAKDRRRELMAMPIRITOENE, HELEMEL
RIIAMBABEDMZENXR, (FRPRRROS 0 ZRM
8, EHEEMNTERMER. BRE. SAREEEE; MAE
BRNZE S, REREHALNNRS BRIER, BIRITAE
EBSXHMHRFUMIANRBRARS BRBLNTEH, BIRAE
BT TANZENANAAZAETE—HET, ZARNEGE N
R E—TCRMBNFBHR,

With a mysterious and somewhat bizarre air, Yang Shen’s new series
“ Explorer and the Jungle” renews the narrative approach of his previ-
ous works. With a tropical rainforest as a backdrop, the series portrays
the story of a Western explorer who traveled into the Asian jungle in
the hope of exploring the relationship between humans, animals, and
nature.

The explorer’s true identity is vague. Historically, he could have been a
scientist, a colonialist, an artist, or even a spy. But in Yang's paintings,
he represents the humankind in contact with with nature, exploring
how we understand each other and co-exist with nature during times
of human civilization.

HY, (KEER) , KIKE, 46 x61cm, 2020
Miao Miao, “Fire Walk With Me", Watercolour on paper, 46 x 61 cm, 2020

94%, (RRE) 2, HEME, 90 x 90 cm, 2021
Ma Wenting, “Bad Stuff"no.7, Oil painting, 90 x 90 cm, 2021

SLEREYERNMESENIRGRN, WRREROE ELFRE
RERBLEFROEZ, EGe, ETDR, aiffsilEE, Rs
#8975 TSR E IS RIS = BY4E,

Painting is Miao Miao's common creation method and practice. Most
of the works on paper in this exhibition come from a certain moment
in life, a certain color, an impression, an action or a moment, and
complete the editing of time and space in the author's mind through
painting.

FRBEEO=MERERTERN (FRE) BRI, EXPRIPRE
RTHEIDE. WX MERENGNEE, BEFRNEBK, WRE
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1B NP ENBMILEIAR NS ESTHATE LI E4E. E
BEFRNMEAEENNERT AR, HLERM, Mex@Egit
BEMEEE, EXFERAMRAENIRR. ARSI MR,

AIELAARE, AFERNEY, AMNETRESERER, AEH
ARMRMAMER, ENEEE], SERLNN, T W RN
ARR, RENFESHELN—RRL, ERETAANNITFENE
SIREEHRHATOMBNER, INEZ—RIAFLARIER, &
B IR SRR BYULNES, B—MEEINEY
BHNSE. ZRKLMIFEAE, FTREJANES, mE—iP
1B LR EINES. BB HENDR, RIALENSISEIEA
EEEGRFTEAWRARAN—YE, RHERR. BB RENEE,

"The three works in this exhibition come from my latest "Bad Stuff” se-
ries, in which | have mixed my most personal views of the individual and
the world. | can't help but compare my life to the myth of Sisyphus and
his struggle while rolling the boulder up the hill (although this metaphor
is a bit vulgar). As | approached middle-age, | felt like | was wandering
halfway down the mountain. It forced me to confront and experience the
‘bad, which quietly lives and manifests itself like the happenings inside

a cocoon. Badness is everywhere. The flesh continues to decay, and the ugliness of human nature lurks behind the veil of
dignity. Our arrogance and destruction go on repeat. In the face of such reality, painting is powerless. My expression and nar-
ration of "bad" is merely a gaze toward existence and extinction. Presenting the ‘bad" as ordinary reality offers one a chance
to re-examine one’s inertia. While it might be rather depressing at first, to recognise this is a much more realistic attitude of
confronting one’s self. Afterall, art is always about truth, not just visible truth, but a kind of spiritual “absolute truth” Just like
through the dust of history, | can never forget Rembrandt's deep glance at the viewer in his self-portrait, full of perseverance,

anxiety, gravity and introspection.”
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NEF,  (RUEEILY |, SIMEREN (KR & L), 22'057, 2018
Liu Yu, “Salvation Mountain’, Single channel (colour & stereo), 22'05", 2018
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Through the depiction of gold mining in American his-
tory, current societal and land expansion situations,
“Salvation Mountain” unveils how humans build their
world and ideologies in mineral extraction. That pover-
ty is the only way of obtaining liberation from the capi-
talist system and the ‘economic trap: In the video, three

characters (a pioneer, a tramp, and a drone) from different times and spaces engage in a dialogue around a campfire, conveying how human values
are attached to abstract concepts of 'digging’ and ‘accumulation; the contemporary creation of virtual currencies. Our perception of ‘value’ remains
unchanged— from ‘minerals’ excavation to ‘waste’ production, our worship for ‘material’ has resulted in our current state of chaos and insanity.

EF, (CRBREPE) , RIEREK (BE & ILfFH), 32'638", 2019

Liu Yu, “Caecus Creaturae”, Single channel video (colour & stereo), 32'53", 2019

Georgo Eberhard Rumphius (1627-1702) 2—1iI
TEHLSEFTRANEQSINEYFR, 1654
FETHRZIXS (Ambon) ITIREBERL, it
FEIRKE49FEUZEE M, Rumphius BEHITHTF
EYS NEHR, HEEE(E (Herbium  Amboin—
ense) BAXRMEMSIKL200M M, BRMAHK
@EI30M, BETHESESHESHXWEYE
fiti. Rumphius® THIAREHRERDERENR 7 F
JR. #E (Cerl von Linng) 7E1753FEBH —H
T, BEBXFEINNENREM T HNHAR, 210
R BB T WM BRI T i, BT
EBEAVAORMEMORZER, $LE, Rumphius
EHTRRNDBEMEZINARKA, BHMITEN
DB E X ERBATARNE R,

Georgo Eberhard Rumphius (1627-1702) was a biol-
ogist employed by the Dutch East India Company in
the 17th century. He designed and built a fortress in
Ambon, Indonesia in 1654. He lived in Indonesia for 49

vears and died. Rumphius is particularly enthusiastic about plant and shellfish research. His important work “Herbium Amboinense”publishes 1,200
species of plants, including 930 species, which form the biological basis of the Maluku Islands. A large amount of research data left by Rumphius
also contributed to Karl indirectly. Carl von Linné's “Binomial Nomenclature” was established in 1753, and even some supporters thought that
Linnaeus had stolen his research. This era of great naming has become the beginning of species dataization, and it has evolved into the scientific
basis of our understanding of plants and animals. In fact, Rumphius has blinded his eyes at the beginning of his research, but he continues to use

imagination to define future.

BE, (KB, BmEXR,

EmR)  EMER, PVCE, K, &, FE, SatH, RIFE, 2021

Pocono Zhao Yu, "SUN, Southern Kingdom Pear and BELLEVILLE", Pear, PVC pipe, wood, paint, sound, mixed media, dimensions variable, 2021

BpERR, (RXSME) . PEDAE, 80 x 60 cm, 2014

Geng Yini, “Farmer and Snake”, Oil on canvas, 80 x 60 cm, 2014

KB, EERE., EMRALN—MEXSRRFNXAEHT, 1
WERIBMETXHER, EEEMNZENEKXR, XFEEF RN
H. BRS SIESMKIEMAR, ERRNLMMHENSGER, B
B IERIHIAEIEIR Je ne veux pas travailler” (FRAET(E) A
Hep, thidEIHB—MFE,

Through an intertextual and montage relationship, the sun, a southern
pear and a beautiful city construct the work and the tensions between
them. Perhaps it is because power, architecture and utopia remains
undetermined. A laid-back song “je ne veux pas travailler” (French: |
don't want to work) is added in an attempt to seek another balance.

RZE, (ZR) . BEHE, 24 x 30 cm, 2020
Ni Jun, “"Pure Water”, Oil on canvas, 24 x 30 cm, 2020



Robinson

of Fear

1719, HR\ARTMNE—E/ N (SRWRRIC) . MR
THAETHEMARENS R - 2ER (Robinson Crusoe) #£—
REFNFBHZREBENR, REZRI—DTANRS L, M
SBETFT T2ERRAMSMNE., NARRNWEERERAE
MAGEREXY KN, ANE—ERERA—DHBEENAE,
R, MRWFTILRIRFZSOER, BRDAIHRE—TRESR
HAEFENHR, A2, BERIRSNESRUHRBEH#NKRE, M
EWBERZ— T MMF, EXE, thEZTENTRNEFE
N, XE—TEE, LBEGE BERATTRIEN, HEgER
E, BAITTAER.

Published in 1719, Defoe’s first novel, Robinson Crusoe, tells the story
of Robinson Crusoe, a man born into a middle-class family who re-
turned to his homeland after surviving more than twenty years on an
uninhabited island when a storm hit his voyage to the Africa continent.
The novel was published during British capitalism and colonial expan-
sion; hence it was once interpreted based on an imperialist context.
Ideological interpretations aside, Crusoe was ostracised from capitalist
society and did not arrive at a utopian space as he drifted onto the lost
island. Instead, he was banished to another jungle, where he faced an
even harsher test of survival. Centuries later, the story remains anec-
dotal, reminding us that there is no paradise on earth and that there's
nowhere to hide.

Crusoe’s Dream:
The Engulfment

ERHIZY:
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. (RTF22) , 2HEEws (ReREIRE) , 53207, 2020-2021

Hu Wei, "Long Time Between Sunsets and Underground Waves”, Single channel video (color,
mix-stereo), 53'20", 2020-2021

(RTF22) MBISAEURIFANNS TBEAXEDS BRORITIR, HUFLR. FROOANARRT BISEF. 18, URER
BUAZBNZERR[AXR., XENFR—IEE. BHROESRARHEFE, EEFHANEZNSISE, KFLOERRRNIRE,
A BEMEFENEZRTEYNZN, BHERTEBRFEARANLIR, FFREFTRLIFZBERNEROZAERER, BE T
MREEKPHSHEEARBORESER — ENR LG SNTEEN_ABR, AZRETEROLRM. mOSO0Ims
TORNED BT R—AMEEL, EETFAM. DBEIED B,

“Long Time Between Sunsets and Underground Waves” examines the mutual interventions between human activity and nature from the perspective
of an island. By adopting a semi-documentary, semi-fictional approach, the work explores the multiple relationships between the island's econ-
omy, geography, and biopolitics. The island seems to be a closed-off, circulatory ecosystem and economy, located not too far offshore from the
mainland. The development of tourist infrastructure has just begun, while meanwhile the influence of the tides still imposes limits on people's
daily lives and economic activities. Late at night, the dense forest is haunted by ghosts and apparitions, perhaps because the spirit of the island's
indigenous peoples has not yet dispersed. Under the surface of the sea, legends and superstitious beliefs about mythical creatures and the no-
madic Bajau people still circulate—much like the second-generation immigrants residing on the island, lacking clear identities and nationalities, their
origins lie far away, in legendary places. Today they are scattered around the Malay Archipelago, searching for a place to live, sometimes far from
the mainland or major islands, separated by choice or by force.



Rieoe, (BIC/NE no) , FREDME , 205 x 250 cm, 2021
Song Yuanyuan, “Come On Pigs no. 1* Oil on canvas, 205 x 250 cm, 2021

skalta, (REIE) , BIER, B WAZER, K, OREL,
iR, 60 x 70 x 38 cm (BZE), RIAI%E (ESNM), 2018

Zhang Ruyi, “Only Now”, Demolition debris, ceramic tiles, cactus

thorns, wood, concrete, floor drain 60 x 70 x 38 cm, (sculpture),

dimensions variable (floorscape), 2018
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“The three little pigs is a story of triumph where the piglets defeated
the big bad wolf and defended their homes. | was fearful for their
fates during their setbacks along the way. But in the end, they de-
stroyed their enemy with their gained wits and courage.

| was born at the end of this story, so it seems to me thatitisn't en-
tirely done. | imagine myself living with the piglets after that event
during the present time-- healthy, busy, joyous, and empty. Here
the victory party never ends, continuing its celebration amongst the
wreckage. The piglets in “Come on Pigs”have met another setback,
only this time, their enemy lurks in the empty bottles, ashtrays,
dirty dishes, and the depths of reality. It is emptiness.

—RERENEREABRAREESR, KEFREANL
AER, REFHHEINRELRSWAZRREZ
BARRNIISEY . XHRES HITEMA R 6 Pt
RHE, EEFBATESIEZ BATIE,

A piece of crushed demolition debris is tiled again with cac-
tus thorns implanted onto its surface. The concrete lump
coming from the transformation of the city and the cac-
tus thorns resemble the nature as the mountains and the
plants. The sculpture is in juxtaposition with the floor drain
found in one’s shower cubicle. It means to be a dialogue be-
tween the public and the private. It includes the floorscape
by the ceramic tiles and drain.

KEFHRFEZTTE—ABEKE, BETRBHNEHRRT
B, BURBERNEENERESRETN. AMssBRE
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R, MKTEEB IR LS FE0H9K BRI EE B 2 H BT
H, BEERENETEMITRNSR.

At first glance, the main body of the installation shows a camp-
ing tent consisting of a frame of poles and windproof ropes, with
sheets of orange and black fabric draped over, suggesting a strong
sense of vigilance. However, a pair of Latin crosses erected prom-
inently on top of the structure is almost indisputably pointing at

a Christian church. A product by Madeln Company, “Safe House A”

exemplifies so-called spectacle of “faith”. Within this beloved feast
of commodity fetishism, a tent as such is convenient to be carried
around, removed at any time and quickly folded and unfolded, pro-
viding tentatively a spiritual home with the least sense of security.
Inherent temporariness of tent, and eternity and authority of faith
both consolidate and erode each other, rendering the whole instal-
lation mildly absurd and frustratingly ineffective.

RAENERIRE, RAEASTTHERE, BAEHN
BiIRT=ER. T HBRAES HERSE, BAY
AFENRHL BRI B Z) 0k R BBk S SR R M BAREE AL 2 HL
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E, CEWEN, BRNSA, RR—DRFD, B3
NevkeiR, R—ThEL N8,

In a situation where corporal strength reaches its limit, the
human body would inevitably collapse. The mind, on the
other hand, would not. As for one who lacks or deprives
of strength, the natural selection’s order would taper into
one's conscious, creating a fantasized world of strength—
causing one to revere and idolize it in feverish obsession.
It joyfully embraces everything, like fuel for a fire, and
consumes them as its nutrients in exchange for a form of
virtual strength.

BAFE IR,

HEO, (RERA) , WKEFFRNA,
320 x 210 x 140 cm, 2012
Xu Zhen®, "Safe House A", Tent poles and canvas
fabric, 320 x 210 x 140 cm, 2012

(FRRNE) -2, T, RENRERE,

29.5 x 36 cm, 2020
Geng Yini, “Group Power"- 2, Acrylic and sharpie on digital print, 29.5 x 36 cm,

2020



BYE, (BR), 78, 225, MEBEIL, 2Mx& (REJH), 19467, 2019
Tong Wenmin, “Wave’, performance, Ara Dinawan, Malaysia, single channel video(colour & silence), 19'46", 2019
oL, BRBEESREH.

On the beach, the body moves with the waves.

AInE, (BXEEEMC) . 17H, &, 2006-2007
He Yunchang, “The Rock Tours Around Great Britain, performance, video, 2006-2007

AEEERIRAX, BREEFLTEIE, BEFFReths, BakmaRt. H2X, 7124350002,

He Yunchang picked up a rock on the east coast of England and carried it on foot around the perimeter of Great Britain before
returning it to the same place. He traveled 3500 kilometers over 112 days.

MK, (WsFmE) . WRsERE, ¥6, 5, 10407, 2014
Liu Yefu, “York News”, Double-channel HD Video, Color, Sound, 10'40", 2014

(W5HTE) RERRNALKTMERN. BBOEHRANHE". WHREANSRELSR, BLTFANPRABNKEL.
R—HDEANED, SEPRAREBNBRATEARIZIRE., —UXENRERFRERG, FHEEIMEERNNZ
&, M—EL5XE4R0EXER. XXNEE. EVMNRNINSEORBEARS., FARREDHIUERN. BACNAREN
H—MERERKOER, WFRLUPRMAMNNIES, HHATAREIXNRENSEN, URFRENSHAEHNER.

“York News"is a eulogy for the never-ending operation of New York by Liu Yefu. The artist dressed as a female drag, who is sitting on
the bench of Central Park. This marginalized identity is in sharp contrast with those elitism-jogging figures who pass him by. Along with
a female monologue, the footage from the Internet, images of American society, American slangs, and obscene and violent insults are
mixed into this work. The conception of “news"” in this work is intended to represent the information overload in the world in the way of
mixing and fragmentation. By conflicting and distorting our visual language, Liu Yefu criticizes the violence and crisis of capitalism, and the
underlying hypocrisy of social structures and normativity.

FREBN (A1) RIIGHLZ AP
ESHNBRMEET T A, RGN
BEBRAERSAIRNOEHIE
W, MK Z B0 B B I 7E
EMHRFBEEEER, Hib, H0
NEFRINWEGE, 2 TRIRIA
HXR—RFEHLMENEE: MiRE
BRI B O™, AR IRAIIR
MBLEHRITTEE, BEAXSFR
EFBE. hiF, RERBESAR
SIRTHREM, F7 R HRZE
EWELWAFT; MEENEHZAK
R AU BE MR, FZREY
RIRGT LRMATEENE, HRBTH
x.

FRERE, (B &I - Bk, BFZAK, RIFTE, 2020 Chen Ruofan's “White Peach” series
Chen Ruofan, “White Peach”series- Peach lI, Digital image, dimensions variable, 2020 T:hrt'ows'llght on the I|m|taF|0ns Ianguage

inflicts in contemporary visual art. In this

digital piece, she depicts the backside of

ahuman body with the same succulence
of a fresh white peach but with an air of ambiguity. At once, viewers subconsciously recognize the plump butt cheeks in the image. Still,
Chen forces them to negates their inertial perception and reconsider the work through her title, suggesting that, perhaps, we can better
perceive reality away from the trap of language and symbolism. It is only through reflection and interpretation that art reaches infinite
possibilities and a new life.



BE, (F/m &xR55%%) , ENEE, MHEFEHK, 28

M, BABEAIE, TALARFER, WIKIB, RMEAIK, 125 x 85 x 15 cm, 2021

Gao Lei, "East/South: Priestess and The Forward", African mask, Hetian jade beads, plastic net, walnut
frame, industrial wooden tray, tennis racket, natural green stone ball, 125 x 85 x 15 cm, 2021

RBMHXRTFTRKNER, ERANKTENRRA, UEB—HZEMEGE, WENK, RHZEEENKNESHER
Mo ZARFRNARBRKRRARHOMUES ZR, ELENHBE. HUSEMHTEIE, ZHERZT, REINERUNT, 7
fii: R, B, MB: A RE. RREY. B B6, 8. FTRERE— M UEZFNREARIFNFESFNRERR, B
MARFEMBEERAREZBERDON, BNPE—TREIOER, G- TAH TR EER, REZEINVTREMRER
FeiE, WHEMMAEREXFER RERMESNENRAGEBREAR, HEPOL—1NE FE TENEARRN
A, EUNTZEFSFEBHRNLON, MHKBOSEFRUER T ERHILI.

“This is a work about Fengshui. Here, using an old Shanghai mansion as its basis, a Fengshui master acts as the curator who analyses
and provides suggestions to modify its old fengshui . The artist then works in the given room, orientation and medium according to the
rules and requirements provided by the feng shui curator. In this context, | was given the following information, orientation: East and
South. Materials: wood, leather, natural stone. Color: black, green. So | took a black wooden African East Coast ritual mask that | had
collected for years, with natural green Hetian jade beads and green plastic gauze, then dressed it up as a priestess. A wooden industrial
forklift pallet was modified to imitate the elements and materials of the priestess. Her ears jade beads were an exact number of natural
green health stone balls on the forklift pallet. In the center of the pallet is an old wooden tennis racket branded “Pioneer’, which corre-
sponds to the screen of the priestess’ nose and mouth, while the green handle of the racket points to the hole located at the South. *
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On the 31st of August 2021, the United States announced the c
of its military withdrawal from Afghanistan. On that same day
nouncement, the Taliban hailed themselves the new leaders in Kal
celebratory gunfire. Some call the debacle of NATO (the North Atlal
Organization) in Afghanistan a true end to the Cold War. “Whether i
Soviet Union's failed attempt to install a pro-communist regime in i
mountains of the Hindu Kush or the West's justified military inter!
spreading ‘liberal democracy, both cases have ended in disaster," sa
diplomat Michael von der Schulenburg. Others compare the Taliban
a recurrence of the 1979 Iranian Revolution. It might be too soon
future Taliban's political agenda. Nevertheless, like the Iranian revoll
newly formed government desires a fundamental break from both ¢
rary Western and Soviet cultural, social, and political frameworks. In
cault identified the singularity of the Iranian uprising forty years ago,
out that the revolution was based on the radical notion of ‘political spi
Even if the Iranian inevitably manifested itself toward religious fund
ism, this act of rebellion bears not only the most effective force (dyna
and vigor) against the mechanisms of new capitalism, but also an atti
facilitates the rediscovery of oneself. The intention here is not to ju
party or the ideology, but to propose that this global-scale event is ai
for the dawn of a new reform.



WIS T —/E, BEHRELATY A = AETE
She wandered around, trying to find the thrilling clues of that time, but left feeling the carelessness of passing pedestrians.
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i, BREAHAVEIRIET AR

A5, (CRTREER) , 358, Fe, A5, 22627, 2020
Hu Wei, “Unfinished Film*, Single channel video (colour, sound ), 22'52", 2020

RESFETFEMIESR, XFNBNREZENCIFRETRENEY, LRBBPMRFTEE @pparatus) BYRLNER ., T—RER
BENERD, ZARNAREFE(BADIEHTE 1979 FERFM=ZSSHRRBGNEENR —FKE, MIIESHaN0FERBREME
FRBEADTIEBUaIAEREIANER. XF. MR BB, BERMESRFBTAIS BMNMRENHR, RIT TH
W HEBRAUREEG IR RIRT, 8% . RESYRZBNUEELD—FASHARE LFRE", Bt LEE DN AAR 8
HEBEMLRHEELD S T 8.

The “Unfinished Film", which moves between retrospection and imagination, text and moving image, is made in a form of meta-cinema and also an
attempt to rematerialize cinema and cinematic apparatus. During a research trip to Tehran, the artist and his collaborator(Dai Xiyun) revisited the
“street of cinemas"” burned during the 1979 Islamic Revolution. They treat pre-revolutionary Iranian cinema and cinema venues as a lens through
which to analyze geopolitics and oil politics. Writings, archives, moving images, film footage, and sound are interspersed in a narrative structure
of truth and fiction that reveals the “silent” manipulation of history and the state of Iranian society in the post-revolutionary period. The entan-
glement between war, desire and materials points to a man-made apocalyptic "Paradise Lost’, while asking the viewer at what level the radical
revolution continues to radiate historically into the present.
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The title “Dragon Head,” which may initially sound powerful, is in fact
satirically named after the damaged and rusty faucet in the picture
using the last two Chinese characters of its mandarin terminolo-
gy—'water dragon head’ (7K#z2k). The work is intended to break
the gender gaze, to subvert people’s conventional expectations on
an assigned gender, as well as the boundaries between Art and
Fashion. Using herself as the subject, artist Cao Yu does not ap-
pease the audience with an accustomed “object of appreciation”
such as voluptuous bosoms and hips; instead, she challenges their
gaze with her piercing glare. Through a displacement of power dy-
namics (between the active and the passive), viewers feel unnerved,
a sense of being objectified by the ‘object’ Blurring the lines of gen-
der with her masculine aura and androgynous physique, the artist
uses her posture to direct the viewers' attention toward the splash
of the water coming from the sink, which appears increasingly awk-
ward and pointless in place of an unconcealable surge of passion.

NEFK, (MZEE) | £MsERE, FEe, A5, 13627, 2019-2021
Liu Yefu, "Hehemeimei”, Single channel HD Video, Color, Sound,
13'52",2019-2021

EW, (kX)) ., c-print (ERRAKAN) , EEH
1E, 220 x 147 cm, 2020

Cao Yu, "Dragon Head", c-print (the artist), metal frame,
220x 147 cm, 2020

EHMZEEX"P (RFHANER", RERTEE
FAXAPHHBEXAN—EFRR) , WBXE
TIRBHEE, BET —PRTERMK. BEE
A BFORERI, EXTRENNS, WEFR

e b MARIESBRT SR HANES, T

SEARBIEL T A TRIIKS EHIR. BRSE
RZENEFTR, BRIRFESHERE, URE]
FEMEFMEPHHEEY .

In “Hehemeimei” (originated from the Chinese phrase
"FIFZEZE" which means a beautiful vision of har-
monious relations in Chinese traditional culture), Liu
made-up a future landscape based on the scenes of
street life in Beijing, about globalization, geopolitics,
and economy. Liu envisions the notion of “global-lo-
cal” in secular and matter-of-face language that
poignantly points out the existing conflicts between
the conservatives and the liberals, the elites and the
grassroots, as well as the reflexivity of ideology and
their unanimous idleness in reality.
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Ensemble was a collaborative project initiated by seven artists
who worked together for two months in open-air film screen-
ings, theatre building, assembly, printing, and publishing. This
exhibit is the only possible visual sample of the project after
- + itsconclusion

Fon26 koW 3 g 20 P2 I
3

Making the central part of the project, the print studio was
launched to consolidate and integrate everything the group
accomplished together. A week after the project began, the
artists involved defined the spheres of influence for their print
materials: universim, architecture, and labour instruments. La-

(22) , Zavy, FLWEZRE. DR, RIFTE, 2018
“Ensemble’; mixed media, mimeograph, print materials, Dimensions variable,

2018
bor-intensive practices such as block-cutting and mimeographing require mass effort and a strong sense of collaboration, thus function as a thread

to connect one another. Individuals will have to let go of their excessive egos and emotions, and participate into the collective as a labourer. Collective
creation and joint work were, after all, the core concepts of Ensemble.

Since the beginning, the print studio is deemed as the main framework of “Ensemble”, deriving all its contents from discussions held during its ongoing
stage. The printed materials are presented in a chronological narration, and serve as the artists’ approach to integrate all of their concepts, manifestos
and art. Fundamentally making it the vessel of Ensemble project.
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"Red Weapons Swearing Visual Sovereignty”
complements Pu Yingwei's iconic work lan-
guage. Surrounded by scarlet images and
symbols, his colour blocks represent different
political spectrums. The police cap at the top
of everything, the giant sculptures framing the
picture, and the space weapons in the middle
section—all constitute a powerful prospect
of socialism and futurism. Below, Pu writes
the words ‘weapon’ and 'vision' through a
combination of Chinese, English, and Russian
‘empire’ font. As suggested in the title, the
work vows that in art, the invention of visual
products, and the output of visual culture have SR,
always been tied to ideology—hence style is

the real frontline in the battlefield of politics.

24, (FFERK No.2) , HAKFE, 56 x 76 cm, 2020

Gong Jian, “Go swimming this afternoon No.2", \Watercolor on paper, 56 x 76 cm, 2020
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ER) , WBHEEBGBL, 305 x 300 cm, 2021

Pu Yingwei, "Red Weapons Swearing Visual Sovereignty”, Damask cloth image

printing, 305 x 300 cm, 2021
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As a classic case in Chinese con-
temporary painting, Gong Jian
has always been committed to
establishing his path through so-
cial intervention and genre devel-
opment, applying oil painting ma-
terials to a pre-socialist style of
realist painting. Building on this
foundation, the artist attempts
to bring historical reflection and
observation of geopolitics into his
painting practice in recent years.
At the same time, he also applies

various templates from classic works throughout art history for their technical language and visual materials. By discovering a revolutionary

seam between the two, Gong Jian has cast a new path for his practice.
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Anonymous’. That's how Xiao Kegang titled his works over the past
two vears. It's different from the ‘untitled used by most artists,
which means no name or the unwillingness to be named. ‘Anon-
ymous' denotes someone or something with a name who is ei-
ther simply reluctant to disclose it, or concealing its real identity
and persona. It emphasizes the apparent difference between the
works, and gives us a glimpse into the various trajectories of Xiao's
life and his mental state.

Xiao spends most of his time in a suburb of Chengdu, rarely visit-
ing the city or traveling out the Sichuan province. He keeps a dis-

BARZREH, BAEERXNNTERER BRUNE BAERR— tance from the art circles and the real world. Much like the 'random

"H; ER/LoGRS, ANERERE—MEN. LE2RHENN, 5T

sightings’ of ghosts in his paintings, he prefers to stay anonymous

EHZAIUAREN: BEEIAZWAAIEE, MEBFAIEE... . X DARMER B, (2020E#-2) . fEAMA,  and be alone in his small world. Indeed, anyone can choose to stay
NHRE, "1831F3H2H, 7E5%E5wE (Johann Peter Eckermann) #91% 120 x 90 cm, 2020 anonymous in the cyber network age. Ironically, though, there is no
ER, RBY: WMRORMERETER TIESNIBMAMEANEY, "E Xiao Kegang, 2020 Anonymous-2", Acrylic on canvas,  such thing as anonymity in the internet age.

REITTXIE, EEER): EEIHAREHEEMRNEFID? TREQ 120x 90 cm, 2020
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In Truth and Poetry, Goethe writes: “He thought he could detect in nature—

73001
both animate and inanimate, with soul or without soul—something which }f%‘élﬁa{ 5 R K%
manifests itself only in contradictions, and which, therefore, could not be com- 2016% 028 068 JiYuan
prehended under any idea, still less under one word. It was not godlike, for it ;’;3 07'; 4F06)) D?HZU"é
seemed unreasonable; not human, for it had no understanding; nor devilish, Ll 393 .‘00 Tt ®
for it was beneficent; nor angelic, for it often betrayed a malicious pleasure. It ﬂf‘:;;;t!ﬂ! 0 HRARS
resembled chance, for it evolved no consequences; it was like Providence, for . 08811986#+++0523

. F380 1071310206P05113:2

it hinted at connexion. All that limits us it seemed to penetrate; it seemed to 157200000525G 73081

sport at will with the necessary elements of our existence; it contracted time

and expanded space. In the impossible alone did it appear to find pleasure,

. < 5 A A ] ), 4 TR o Aot
while it rejected the possible with contempt... | give the name-- Daemon” On (Zi2) B, (Q4NE) , ZEMHK, 7 x5 x 2 om & (FHT) , 2019, LREMHK, 6 x 4.5 x 2 cm, 2019

March 2, 1831, in a conversation with Johann Peter Eckermann, Goethe said, (From Left) Miao Miao, “24H", mixed media, 7x5x2cm & “Long-distance-love’, 2019, mixed media, 6 x 4.5 x 2.5 cm, 2019
“The nature of the demoniacal is that which cannot be explained by Reason

Rl t=cine: "When Eckermann heard this, hie went on to ask: "Has not 1E'Book’ RIUF, ZAREYIE BB MR &P LRI A, §—ABPREREARNEDML RS,
Mephistopheles traits of this nature? “Goethe replied, “No. he is too negative a RS RER,

being. The Demoniacal manifests itself in positive active power among artists.”

The Daemon of Mephistopheles resides in the paradox of existence and mani- In her ‘Book’series, artist Miao Miao uses the act of leafing through books and reading, to create a connection with her audience and
festation. It is both a demented angel and a sacred demon, negative by nature, reflect on the notion of time. Constructed with a variety of materials, each book carries its own distinct theme and reading method.

but at the same time, a burning instigator.




=i, (P21-1001T) , BENLAARL,
230 x 150 cm, 2021
Li Jingxiong, "P21-10017T", mixed media,
230x 150 cm, 2021

FRIEEERNEEDIYRFAEREN T AENRSHEM o E, HEBESMEIE
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MR R ERFE, UWNRANERNE, HUERN, SHERNENETAIRK
RIBENMERTELETRIL., K. BHERRM,

While creating, Li Jingxiong emphasizes an interplay and balance between the coarseness
embedded in DIY approach and the precision found in industrial manufacturing and endeav-
ors to bridge aspects of Chinese traditional culture with expressionism in painting based on
his own experience and research into art history. In his latest paintings, the artist smears a
range of mixed materials—spray paints, oil pastels, acrylics and markers— onto a piece of
weathered canvas that has been repeatedly dyed and burnished. The variation of single and
multiple spray shapes, along with other symmetrical forms or circular planes, often appear
in his paintings as a correspondence to the primitive power of nature. The multiplicity of
strokes and scribbles radiate a sense of expressionism and echoes motifs of landscapes,
horizon, heaven and earth found in traditional Chinese painting.

TR, CEERIT: IMEBE) , RMSET

% (BF), 05'237, 2018
Li Nu, “Disappearance Project: The Lonely Library”, Single channel HD video (sound), 05'23", 2018

2018F 128310, FRIBHZATE THEITH): JIREBE ", TRIDVEERBEWUFRIRSQNED, FHERRBEEXE.

On December 31, 2018, Li Nu implemented his public art project "Disappearance Project: The Lonely Library” Li Nu saw the library as a window of

dominant ideology and vanished it as a whole.

FR, (BEEI(FR)) no. 1, HER
¥, 212.5x179.5 cm, 2021

Wang Jun, “Sketch Practice (vessel)"no. 1, Arcylic
on canvas, 212.5x 179.5cm, 2021

24, (F\E—RBLBIL No) , MmEAK, 200x 250 cm, 2021

TRNMESAERS RIGEMNEE, FH—TRAIHBONELE, MROAIER
RES—MNEMELRR, MTUDRIRIEN, REMANHREREN—LRA, &
FTELAERASHZE, MFEFERNERAIRELR, heIbUSIER, Rkt
#, HEANEERNNR, TR—ERGE IN—MIPL, HAlEN—TEEaH
R ERMATIEERS KA TSR . MABFERIT NE — 54"
REEGHEF, hAHETEELERNEGHTEE, MERLBE RS
E. B, BEREFI-MRANES, DULARENERES}SE, A8HiLECK
TBIE ELEM N WA,

As a skeptic, Wang Jun’s practice does not abide by a standard linear approach. Instead,
he constantly changes his media to break away from solidifying and establishing its own
logic. Thus, he hopes that his works can emerge, confront and interact amongst them-
selves.

Wang regards the word 'painting’ as a lexicon and develops his work through a process
of continuous self-doubt, creating a parallel between conspiracy and loss of control. His
recent works involves sketching and reinterpreting images of landscape. He rejects any
straightforward interpretation of images, instead, tries to get closer to a perceptual re-
ality through constant denial, erasure, and reconstruction. He fights against the inertial
experience and strives for a “method” to accentuate “content”.

Gong Jian, "Make It a Better Place no. 1, Acrylic on canvas, 200 x 250 cm, 2021 .

RE, (nEzA)  AModE, &%,
220 x 150 cm, 2020

Wu Di, "Stone of Silence”, Oil on wood, gold foil,
220x 150 cm, 2020
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Participanting artists: Hu Qingtai, Lu Bei, Pu Yingwei, Qiu Shijie, Shi
Qing, Zhu Ge, Zeng Hong.

I1E/ Cao Yu (b.1988)

M FRREARZRRER, RANRMEPA. IERRXTZ,
HWgER. Be. SHERE. X8 BB ZEFZHEN, U
BB PRISER, MRB. MEMAENZARIES, RAPE
HUZANEBTFZARPNEERAR. REANSKERNERZAR
RZ—. WABSHSEEELR, BWmE DNt E 5 IRk
—RERRKEERE. AERKETHENTE, BREEAEHN.
XEAREERNTAAY THELSNNMES SHIEEAKE, TR
X THRRZEEBEL THNER., £X—3R4, XMRE
BHRRS TEERNEARRAENFR T HETEEE.

BFA & MA, Sculpture, Central Academy of Fine Arts, Beijing, China.
Her works span a diverse range of media that include video, instal-
lation, performance, photography, sculpture and painting. With her
distinctive interdisciplinary practice, sharp and bold artistic lan-
guage, she has become one of the leading young artists in the field
of Chinese contemporary art. By using her own physical self, Cao Yu
pushes boundaries and articulates a bold new voice for her own and
succeeding generations. Her work challenges propriety and other so-
cial conventions, questions the value and identity of current Chinese
society using the way that is not only inherent but also performative,
also shedding new light on relevant and timely women'’s issues. In the
process, the work of this free spirit and focused artist, opens up new
possibilities.

| B&5<HE Chen Ronghui (b.1989)

EWFHERZZARZR, MIIE. EETAN., BRERIFOEIFEMRK
RTREOMREANERYE, RBREREBEZNHNXTRENN
TR T AAHRPNMERRTRXR. HMARILI0FENI BT
THEBETARMBZ=8H (RLFE) . (REBNER) . (
I . BEEFIEER, ERRFRIBER. XA, 050
EAXEMRMRIZEON LD RIBKE, EMHRES ZEHONE
KR, REZRAPIEREXMESEX.

Chen Ronghui graduated with a Master's degree in Fine Arts from the
Yale University School of Art in 2021 and is now based in New York.
His work focuses on different dimensions of China’s urbanization and
industrialization. He spent almost ten years completing the trilogy of
Chinese urbanized landscape photography: “Petrochemical China’, ”
Runaway World," and “Freezing Land". After studying and living in the
United States, he began to use photography, text, and video to re-

discover hidden historical archives and narratives; to reconstruct the
narrative relationship between East and West; to ruminate on Colo-
nialism and orientalism in the midst of globalization.

IB5#&HE Chen Ruofan (b.1996)

BRIEEEETRR, AELAEREARZRNZARMLAUNA
AR ZARLROBZRRER AL, WIAHNFERRETET
MR RALBROTANR, MY bBREMIERE, FEdE
s BRMBHRAS S RIA LR,

Based in London. Chen Ruofan holds an MFA degree at the Royal Col-
lege of Art, London, and a BFA degree with honour from the School of
Visual Arts, New York. Her recent works focus on the change and flow of
human emotions in the current technological age. Chen likes to capture
the subtle emotions in life and express them through the combination
of nature and technology.

| E&) Diirer (1471-1528)

PRMER -E8  RBEPHLKE. XZEMNPERNHE
R, RER. BERRZABER., thEZ+2IHEHKENK
ZINREH EEEMMRERM. iR T SN EREANERTR
B-NFE. HNERMANFENERMNZABIEHZESITXZEX
RBREENE, hOERERERIE. REER. FSHNANERE
Ef%, MRMEIRE, tHARARE, B214985FEM (BRE) &I,
et ELAh A1 R E B SFEXIR,

Albrecht Direr was a German painter, printmaker, and theorist of
the German Renaissance. Born in Nuremberg, Diirer established his
reputation and influence across Europe in his twenties due to his
high-quality woodcut prints. He was in contact with the major Italian
artists of his time, including Raphael, Giovanni Bellini, and Leonardo
da Vinci Direr's vast body of work includes engravings, his preferred
technique in his later prints, altarpieces, portraits and self-portraits,
watercolours and books. The woodcuts series, such as the ‘Apoca-
lypse’ series, 1498, is considered more gothic than the rest of his work.

I= % Gao Lei

BRENZASFIRITEE. BE. BEREEFELEN. EEL
FRZEABENRMEL N ITUHRAERTR, XEERE
BERSHEAMINCRSLIE, 7EEM. SUSHRENEIERT
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@S EEIGNNY R RIAE R B R —RES BEES N BEH
Tk, (EMESUB—MERZIMITERERRNS VER
M5 tHtREFIDR,

Gao Lei's art practice spans multiple media, including installation,
sculpture, photography, and painting. Everyday objects and stan-

dardised industrial products are often adopted as his work's essen-
tial components. Through extraction and synthetic manipulation, Gao
tampers or adds on to the product's original functions, properties and
meanings. Ultimately transforming them to become a scale or model
for measuring various domains such as the body, power, consumption,
and religion. Through precise material testing and vectorization of
graphics, Gao's works, along with the objects they confront and the
questions raised, alternate between spatial and conceptual dimen-
sions, allowing the viewer to re-examine and remeasure our inherent
boundaries with the world using a standard other than that of expe-
rience.

|BXB5HR Geng Yini (b.1982)

WMATFETIETFILBE, 2005F L FERERFFTHERXFFTF
fiI, 2012 F Bl FERERZ FRME R Z AL AL,

Currently lives and works in Shenyang. Graduated with Bachelor's De-
gree in 2005 and Master's Degree in 2012 from the Lu Xun Academy
of Fine Arts.

148l Gong Jian (b.1978)

MIEEFEFRIX. 2001F LA FdbEAR SR, ZAIESR
oE. B, REESIHAEN. TRTZATHHRTTRER
AMNER, BWAZERTHOTEE. MBI FE” SN
BEXHFHNEN, REIMNHMAEXREHAR T XERHE
M, SARHEIREXR—RIGEEMMEDRNER.

Now lives and works in Wuhan. Graduated from the Hubei Academy
of Fine Arts in 2001, Gong Jian's works span diverse media, including
painting, photography, and installation. Unlike conservative painters
in the art market who pride themselves on their formulaic styles, the
artist constantly explores new possibilities. From his early “bad paint-
ings", to his attempts at conceptual abstraction, and to his revisit on
pre-modernist and early modernist works, the artist seeks to shed
light on a range of fundamental issues in painting.

IfAI =& He Yunchang (b.1967)

1999F ESEEMIFEILR, 1991FRWFaAZRZREE
Lived and worked in Beijing since 1999. He graduated from the Oil
Painting Department of Yunnan Art Institute in 1991.

15A1% Hu Wei

IEEFETIER, AREWTFHRERZR, ARESEWTFDutch
Art Institute, fEARG. £E. DREK. KENEESZHE
WAHTEIE, MEMNEBETIXASMURX N ZBEMNTXNT
=, BEIEM. ®iF BRNBESRENBANEL LNZEN.
AIRHNAERR, EMINISEBNDR. BHENIBRRES
. ERMMEHMEREBCAZ TG, RAFHMSBHPIR
REXR. EEEHENBESE, MNITHELSRENEFR
BHRA (MEREMEK) | EEARMBRTER £/ B ARBUE I T2 P YRR
M, DRMANNERN.

Lives and works in Beijing, graduated from CAFA and obtained an MA
at Dutch Art Institute in NL. He works in a variety of media, including
film making, installation, printed images, performance and drawing.
His interest often begins with the seemingly unrelated elements
between text and visual culture. He represents their multi-layered,
speculative connections on both political and formal level through re-

search, translation, imagination, and integration, blurring the bound-
aries between reality and fiction. His practice explores the precarious
relationship between labor, affect, and value judgments in different
political and economic environments, technological conditions, and
events. Combined with moving image and essayistic aesthetics, his
work also addresses the dynamics, fragmentation, and synthetic
alienation of human (individual and community), non-human, and
material beings in our environment in the process of historical and
natural transformation.

| Z=Z51# Li lingxiong (b.1987)

BRILEMEEFHRELS, 2010FAREELFRARZARZRHE
B, 2013FEMEEWTFEREARZRERZZW., FTREEEMN
TEXOTE (BEERILKNBEZR, BIUXE, FREEZR
FRUXMAE) PRERE. EhOEIED, WEBERFTERS
EXEENTWME, FlNKER. BMEAERYS.,

Currently works and lives in Shanghai. In 2010 he earned his bache-
lor's degree in Nanjing University of Arts, Painting department; and his
art master's degree in 2013.

The artist often draws inspiration from seemingly unrelated fields (in-
cluding traditional Chinese landscape painting, calligraphic art, fantasy
literature, movies by Tsui Hark, music, and subcultures). He is fond of
using industrial materials that carry an “Art Povera” quality, such as
truck canvas, aluminium, and foamed plastic,.

1225 LiNu

MAEFNIETIER, PUTFRESRZAZRMBER, RKMLF
fiI, FROLWFERTABERE, BENEIMETHEREHTE
WMARZIERBIEER T, RMTHFHEARRBNEEERM. U
BAMMERIEE RSB A E R ML RIBZPIBHIAS. thaEm
BERUNYTRKNNFEN, BUINEE, BEA XRE, BFF
MXIME, HEEEMIRME. RFOMNUBREITR. thaEmE
BERERN, HEH B2FZEAN,

Currently lives and works in Beijing. Graduated with an MA in Sculp-
ture from Royal College of Art. Li Nu roots in everyday life. He subverts
the perceived boundaries between documentary and fiction, repre-
sentation and abstraction to explore and achieve a poetic language in
art. Through capturing the details of everyday life, he aims to reflect
the individual's mood swings and the menials state of population in
the evolution of macro-society. The apparently unpromising materials
of everyday life are transformed into something metaphorical, poi-
gnant, humorous, poetic and dramatic, challenging us to question our
received experiences about life and see the world afresh. The concept
that he wants to express is never what you have seen. It is always
wandering between void and solid.

IXEFX Liu Yefu (b.1986)

MIEEEFIER. 20095 FEMITEAS, R, 201455
WFBEZZRFER, ERNE. NFROSEMERRRRITX
R, REARWINEEE, EES5KFE.

Currently lives and works in Beijing. Graduated with Bachelor’s Degree
from Capital Normal University, Beijing in 2009 and received Master's
Degrees from Maryland Institute College of Art, Baltimore in 2014.
Liu Yefu distinguishes himself through his multi-media works which
explore upon the influence of popular culture and the disruptiveness
of social realities.



IXUEF Liu Yu (b.1985)

BRIBERSIET AL, WHRIFEEM2014FEFREHRERE—
FICRAAFOIEER, MAEXHIR. TEEMENELSY
ERRPRANGR, FRAIPAKBENIRE. MBEEHSS
WTHRBERARARERMERT —RIINER, XLERFNEFED
BAUMYRHY THRSAHLERRN EE, BHIEERT
FHERIRG] . BFTEM—TE D ROEATIE.

Currently living and working in Taipei. In 2014, she gradually devel-
oped a series of field studies in documentary nature as a working
methodology for her artistic practice. How humans vision the world,
how attributes of space change, and how things are constantly being
defined in a system — contribute to giving an account of the progres-
sion of humanity. Her later series of works focus on less visible com-
munities marginalized by structural societal factors. The existence
of these communities often reflects the intricacies of contemporary
society. It offers a sample of a specific historical moment concerning a
grander context. This boundary-breaking reexamination helps disrupt
strictly defined scientific methodologies and the science institution
we are all too familiar with.

IB5tE5 Lu Boyu (b.1991)

HAEFETET LS. 204F RN TRETWALMREAE W, [
BFOERENEENERS EBTHNRATENE ERNEE
. thIXRIRESESS B ERFR B, MM RHET
REHMSHRE, BMESRNNSEDRRIEELHNERSR
f.

Now lives and works in Shanghai. Lu Boyu graduated from Visual
Communication Department, Dalian Polytechnic University, in 2014
His work often generates an intuitive emotional impact on the view-
ers through its succinct form and plotless narrative. Questioning daily
orders with a rebellious attitude, the artist scrutinizes and investigates
the reality world continuously and profoundly. The meticulous analyti-
cal approach and in-depth reflective attitude are embedded at the core
of his work.

13X Ma Wenting (b.1983)

I, £EEFEFER. 2001 FMIIEARZREBRAR L
A, 2006F M)l EARZFHERAREE, 2015 FEHF )
ERFRHER,

Currently works and lives in Chongging. In 2001, she received Bach-
elor's Degree from Department of Chinese Painting, earned her 2015
Master's Degree from Department of Oil Painting at Sichuan Fine Arts
Institute. She taught in Department of Qil Painting, Sichuan Fine Arts
Institute since 2015.

| #4 Miao Miao (b.1986)

2005-2009 JARAEERR 2010-2011 FREARZRLIHZRFR
2005-2009 Henan University Fine Arts Department 2010-2011 Cen-
tral Academy of Fine Arts Experimental Art

I{RZ NiJun (b.1963)

HWIE, EEFIER, 19NFREDFZASRMALIER KT
HZRZRMTZM, AEERANZE. RERRFLEXENSE
RRFNIARBERZ —, WHE. AHZR, ARZREBILCHHE
HRXAERANAR, U@, B, RESFSFRRAANLEEN

It EEENRE, MNEEERTAMNERERS BRI
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FHONENENMBRENRE, EhBRHEEREMARRE
AR ERAET.

Currently lives and works in Beijing. Received his MFA degree from
Rutgers University in New Jersey and settled in New York City in 1991.
Ni Jun is an artist with philosophical speculations and theoretical ac-
complishments; his creations have brought people to the complexity
of humanity and the profound mystery in nature, especially paying
attention to the spirituality of the natural scenery, the tradition of
Chinese culture and and elegant scenes of life. With his keen visual
observation and leisurely brushstrokes, Ni Jun brings spirit modernity
to his strong personal-style painterly paintings.

|55 Pu Yingwei (b.1989)

MIE, £FEFIR. 2013 F W FHJIERER, KFELF
fil; 2018FERWFEREAUSEFERRER, RMERZUHRESITE
FERpEE. BRBNIEREXN—MEERIUSIERABIN
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R, BIE. gt WE. BEETELANIE, SAREEE
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SENMEDNIMEIEHE RHATHIFEL.

Lives and works in Beijing, China. Received his BFA from Sichuan Fine
art Institute, DNSEP (MFA with Félicitation du jury) from Ecole Natio-
nale Supérieure des Beaux-Arts de Lyon.Pu Yingwei's work has been
defined as an exercise in conceptual art with a strong utopian zeal. He
is an artist who interprets multiple media and identity narratives that
he practices in the public sphere as a comprehensive mobilization.
Taking personal history as an absolute starting point, with the exhibi-
tion, writing, design, lecturing, teaching, and other forms of work, he
attempts to produce a kind of “meta-politics” that transcends grand
topics such as race, nation, and ethics. Such politics is as complex and
full of paradoxes as the reality we experienced.

I5RTTIT Song Yuanyuan (b.1981)

MEEILETINE, FE 2005 FEEMTERERZRBELZR.
Currently living and working in Shenyang, China 2005 B.A., Depart-
ment of Photography,Luxun Academy of Fine Arts, China

|E X8 Tong Wenmin (b.1989)
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TR AN EEENNE, EEXFENBRPRTSERS
TR E SRS,

Tong Wenmin's work often focuses on the intersection between in-
dividual perception and the external environment, stimulating visu-
al poetry and inspiring action through behaviors that at first seem
counter-intuitive. Through often simplified or regulated movements,
her work hints at the allegorical character of the body and action with-
in a semantically rich context.

I £ Wang Jun (b.1974)

MAEFETIEFER. 5=FH, 2005F LW FM)IIERSER, RAL
VN

Currently lives and works in Chonggqing, Guiyang. Graduated from Si-
chuan Fine Art Institute with B.A in printmaking in 1999 and M.A in
2005.

| £#2£ Wang Ziquan (b.1993)

MAEFIETFIMNS BBZE., 20175 FhRERSRAHLE
R, 2019FEMEEWTFRESRZAER. tHONEIERETHE
BAR R I SRRSO MR FNIRE, RREMMMINERE, HB
ZHREEGEIHRRNRE. MEIREENITTENSE, &£
R A= A T E ARG,

Currently lives and works between Hangzhou and Shanghai, Wang Zi-
quan graduated from the Central Academy of Fine Arts witha B.A. de-
gree in sculpture in 2017 and from the Royal College of Art with a M.A.
degree in 2019. Wang's practice is rooted in his unique observation
and understanding of the Internet and the virtual world, exploring the
threshold values between virtuality and reality, and using 3D software
to imitate the absurdity in the physical world. By using narrative com-
puter images, he copies and pastes between virtual and real spaces.

I 28 Wu Di (b.1979)

RE2002F LM FRRERZR, FRIREE. KE. BEE
BN, ETLENERA MBI ERFEARFHEML, e
BIVESCE T HEABNMM—EdR . ETMEE. B S0/
18R HEMESMARFEHRG, BIN=ENER, REKER
ENUREENRERS, RBRTHIRAMNZIRZENIR, RERAER
EARE LMZALEFEN—TREEFNERR, TEARLES
i, REXBEMENEMPRENGTET FR, BWANE—ERIL
E-TEEAREBENELY. S—REERERFEEPEMRIER.
Wu Di graduated from the Central Academy of Fine Arts in 2002. She's
a very versatile artist with her works touching painting, installation,
sculpture and other media. Her works bring together references to a
variety of situations more or less familiar to daily life - life, death and
war, animal rights, belief systems and emotions — which she hopes
with resonate with her audience. Wu Di loves to use classic paintings
as inspiration for the antecedent to her repetitions. What is worth
mentioning is that, inspiration and production occur where she em-
ploys these classics and strips them away from their narrative struc-
ture. She has been constructing a theatre with her own logic system.
In each scene, she produces works through repetition.

| & 52MI Xiao Kegang (b.1968)

1991 F N FREIMEAZEARR,
Graduated from Fine Arts of Southwest Normal University.

|47 ® XU ZHEN @

RECHZARBFECIRZT2013E, BRMASETHEMZ AR
M2, IR ARERTETSF-—RAEZAR. RIUA, Bt
BIRMNFNAAN . FREOR—NEITTFERRERMHXMAHL
BIGRRE.

XU ZHEN®, founded by artist Xu Zhen in 2013, is the flagship art brand
of Madeln Company. He is a leading Chinese artist and curator, and the
founder of Madeln Company. XU ZHEN® is committed to art creation
and cutting-edge culture development.

1#3% Yang Shen (b.1973)

MEBTEFIR, BWFRRERZREEBR, HROKBEE
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SMEAHTE. BIMTHMRELE; EREBEEM. ROBR
S5EERRABNAMHE, IEHFORENBAIESR,
Currently lives and works in Beijing. Graduated from the Mural Art de-
partment of Central Academy of Fine Arts. Yang Shen's paintings focus
on the connection between personal memories, experiences, fanta-
sies and historical times. Through continuous practice and unceasing
exploration of painting language, Yang has gradually established a
unique personal style. His paintings are profoundly narrative-orient-
ed, using illusory imagination to transform daily scenes into absurd
and surrealistic visual experiences. He excels in juxtaposing cinematic
elements, science fiction scenes and characters bearing the marks of
time, to create fantastical surrealistic pictures.

1#XRI Zhao Gang (b.1961)

MIEMEFTIERTNAY, EFRI8SHEMEEEE—ItH
FREERNADZAREE, IPEARZANEARFBRTEEER
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Currently lives and works in Beijing and New York. He made his artistic
debut as a member of the Stars Group, one of the first avant-garde
artist groups to open the era of contemporary art in China when he
was only 18 years old. After that, he pursued formal art education and
lived successively in Europe and New York. Since returning to Beijing,
Zhao Gang has turned his ever-expanding focus toward the entangle-
ment of his personal past with Chinese history and his unique posi-
tion, at once a native and a newcomer in China today, which led his
art to the relationships between fluid individual identities, conflicting
cultures, and the ruptured historical era.

13k 2 Zhang Hui (b.1967)

HAEBTETLER, AERTHRURZRESERR, 1991F
BN TFHRR%EZR., ARBNRRS, KBERREMTANEE
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2004 FARFRBNA.

Lives and works in Beijing. Zhang Hui teaches Stage Art at The Central
Academy of Drama, where he graduated in 1991. In his early explora-
tions, Zhang mainly focused on the fields of performance and installa-
tion. He later began to explore and practice in the fields of multimedia
and live theater. He was a key participant in the “Post-Sensibility” se-
ries of exhibitions in the late 1990s and founded the Yixiangju Group
in 2004.

134014 Zhang Ruyi (b.1985)
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, BSIRIEHEEZT, MANRABE, BSEMETURZA,
TEF R Z MR

Currently lives and works in Shanghai. Zhang Ruyi’s artistic
practice unfolds around everyday logic. Her work occupies a
unique space which reconciles artifacts, the industrial expe—
rience, and urban life. The artist finds inspiration in everyday
materials. In her main narrative approach, she begins with in—
ner intuition and explores the hierarchical interactions between
individuals, material, and place. Her work mainly involves in—
stallation, sculpture, and integrated media. She uses “reality”
as “model” for drawing out moments of individual perception
as the city shifts around its inhabitants, planting them within
the material to bestow a significance which extends beyond
the material.

I#FE Pocono Zhao Yu (b.1990)

ZARR. KBRA. BFE, MU TERERZR, WHOEIES
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FERERS EENMY X RZE—RIHAR.

Artist, curator, and writer based in Shanghai and Paris. Pocono at-
tended the Central Academy of Fine Arts and subsequently she re-
ceived her master's degree (DNSAP) from Ecole nationale supérieure
des Beaux-Arts. Her works usually use image, video, and writing.
Pocono frequently questions the authenticity of history within her
works, and focuses on the identity-based and regional anxieties that
stem from globalization. The neighborhood of Belleville in Paris is fea-
tured predominantly in her practice, around which she has conducted
a research practice on the subtle relationship between Maghreb and
France.

| EE#E Zhuang Hui (b.1963)
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Zhuang Hui left his hometown to study in Luoyang City at thirteen
and started studying painting by himself. After graduating from high
school in 1976, he became a state-run Luoyang No.1 Tractor Factory

worker. In 1996, he moved to Beijing to become a freelance artist.

BRE, HEFEL, EERFELZREFHRA. RRA, &

REEZABE,

IERL (3B MR IM) (2017-2018) . (TEEL)
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B, AXZHRY) (ERAR) SHMERZREILEX., EEF (
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(AAC) EERERAX,

Lu Mingjun, Ph.D. in History, Young Researcher of the School of Phi-
losophy, Fudan University, curator and artistic director of Surplus

Space.

His recent curated exhibitions include “Frontier: Re-assessment
of Post-Globalisation Politics”(2017- 2018), “Assembling” (2018),
“River flowing without a Beacon, 1979" (2019), “Corner Square
Montage” (2019), and “Muses, Yu Gong, and Compasses” (2020). His
academic essays are published in Literature & Art Studies and Art
Research. Recent publications include Social Changes in the Painting
Theory of Huang Binhong 1907-1954 (2018) and “Poetic Justice”
(2019). Lu was also the grantee of Robert H. N. Ho Family Founda-
tion Greater China Research Grant in 2015; and the recipient of the
Yishu Award for Writing on Contemporary Chinese Art in 2016. He
received a fellowship grant from Asia Cultural Council (ACC) and the
6th Chinese Contemporary Art Critic Award(CCAA) in 2017. He was
the Recipient of the Award of Art(AAC) Chinese Contemporary Art
Curator Award in 2019.
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About SGA

SGAFPREBEFIWESEHENMO0ORBREREN, &
EE LBEUZAR, ERTZERNTELNZATON
FAY, SEBERAMATDENNZAREZALR
Z., FERUEAZE, PREaE. BE. F& KE.
BRMRE. 6. BEGE, KEoFARTEULARE
TS, PRERBARS ZATIERALRIFERESR
BHBRATAIE, REEEO—WEEE, @IMFREMEK
ERFEARR, LS, PR ERE AR RN RA
BWHTEARS, BREAFROBESEAERE. 2
AREE)E, FERE AR REEINE.

2021ERIA, FHRBMER SGAFRER", R
SGA (Space & Gallery Association) , EI=[E5 @R
BE, BEDEMNIRII, K TSCGAFRERBHHEAS
DELIEFR. REXRBAHE, BRBEEHESRENFEAR
RIS, RUMEEHNZAR. BHERKBEERNRN
BZ—, ULINSCARIEE 1T EIE RSN BT o857 hE
ETE, KK, SCAFBRBERFHANBNENE. KER
RENZARFDEEZ M, URFXFEROZR. XBH
L, AARZEMEASHSELEENTERLRE, B EX”
MTFREEE,

Since its establishment, SGA has hosted more than 100 ex-
hibitions, events and collaborated with hundreds of artists
ranging from the best emerging artistic talents to the most
influential contemporaries in the art scene. With a reputa-
tion for conducting academically driven exhibitions, SGA has
worked with an ever-expanding body of mediums that in-
cludes painting, sculpture, video art, architecture, and sound
art. We care about sustaining relationships with fellow com-
munity of artists, curators, and critics at home and abroad,
and will continue to conceive unparalleled research-based
exhibitions moving forward. We offer customized service
to our private collectors and organizations—whether it is
personalized selection, art consultation, long-term strategic
investment, or collection advice.

From 2021 forth, Shanghai Gallery of Art shall embark on
a new initiative as Space & Gallery Association (SGA), a
pluralistic conference of art space and commercial gallery.
With the expansion of our latest branch in Chengdu, Sich-
uan Province. SGA aims to build and uphold our rich history
in educational exhibitions, identify and nurture new artistic
talents, as well as collaborate with domestic and interna-
tionally recognized and respected curators, critics, and in-
stitutions. It is our agenda to become the leading quarter in
fashion and touchstone for artistic programs. SGA commits
to present our public a platform where art, fashion and life-
style converge— a home where art is the heart of life.

SMAH Visit Us:

#htitAddress:

EEHEBX RILRE—RK INE=S31k
SGA Three on the Bund, 3rd F, No. 3 Zhong Shan

Dong Yi Road, Shanghai

ST [E] Admission hours:

10:00 — 18:00

AZZ)AR Tuesdays to Sundays
JA—#1E Closed on Mondays

BX& Contact:

Je OO0

@INE=SiFe
(@shanghaigalleryofart
sga@on-the-bund.com
862163215757

‘www.shanghaigalleryofart.com
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