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Europe to some extents is familiar with Castel in concept. Of course, it announces a kind of
unshakeable initiative: both attack and defence.

For me (an Chinese in Asian background), the castel is a form of Kafka as an “observer” : you can
see it, but you can’ t enter it. Accurately speaking, you are incapable to enter it actively (you are
not the participant within the regulations). You have to passively wait outside until you are granted
the permission. It’ s a kind of Visa in the name of “Muti—culture” . Actually the opened Europe is
just beautiful desire. It can’ t be opened in context of this significance. This is the reality the works

conveys.

Shi Yong 2001.12
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BEHMERER Martina Koppel-Yang
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The Prescribed Image of Difference Martina Koppel-Yang

The question of cultural identity became a topic central to Chinese art in the early twentieth century,
with the emergence of a Chinese nation—state and its quest to enter into concert with the Western
nations. Since the political opening of China in the late ‘70s, and especially since the country’ s
growing participation in a global context in the ‘90s, this question has again been raised with ur—
gency. The increasing heterogeneity and hybridity of the cultural environment is particularly evident
in the country’ s urban centers, such as Beijing, Guangzhou or Shanghai. Shanghai, former colonial
city and now booming megalopolis trying to revive its former splendor, confronts its inhabitants
with the rapid shifting of old and the fast emergence of new structures and value systems. The
explosive process of urbanization as well as the entering of the Chinese society into a multicultural
context further radically changed not only the urban environment but also the everyday habits of
city—dwellers.

In his photos and videos, as well as in his interactive online projects, Shanghai based artist Shi
Yong directly relates to those newly emerging everyday realities and their far—reaching influence on
the individual’ s life. He focuses on the aspects of identity and image and accordingly realizes his
projects in private and public spaces, such as his private apartment or the most public space, the
Internet.

Form the beginning of the ‘90s, the artist’ s appearance and its transformation have played a
major role in Shi Yong’ s work. The New Image of Shanghai Today (1997), an interactive online
project, was conceived to choose the most adequate image for an individual living in Shanghai, a
place that the artist defines as “China’ s front to the outside world.” Shi Yong himself was the
experimentee for this project. The participants were asked to select between twelve portraits that
showed the artist with various hairstyles and dressed differently and to submit their choice by email.
The most popular choice was the combination of a Mao suit, blond hair, and sunglasses. Shi then
adopted this image, which characterizes him as a hybrid between Western and Eastern culture, as
his professional look. You cannot clone it, but you can buy it (2000) shows the artist’ s professional
image as a serially coined multiple. Ironically and with the humor typical of many Shanghai based
artists, Shi here questions identity and self-image as a reflection of multicultural concepts, which in
spite of decentralizing efforts and globalization are still dominated by Western standards. In Adding
one Concept on Top of Another (1997). He appropriates Kosuth’ s famous conceptual piece One
and Three Chairs. He projects his image sitting on chair onto the chair in kosuth’ s piece next to a
photograph of a chair and the dictionary definition of chair. His image, this time a pars pro toto for
concepts of contemporary Chinese art, is thus superimposed onto the epitome of Western con—
ceptual art. Shi Yong relates his quest for cultural identity to the discourse of Western art history,
which he cites as a legitimizing structure and reference system as such. Shi’ s parody of the Chi-
nese artist’ quest for a distinct cultural identity that at the same time is acknowledged by Western
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standards questions the perspective and the practice of multicultural strategies.

Welcome is the title of the multimedia installation Shi Yong presents in Unpacking Europe. This
piece again is about the “cultural reality in the dialogue and interchange between the Western and
the non—Western.” Within a black circle projected on the floor the sentence “Welcome” is writ—
ten with red neon lights in Chinese and repeated two times, forming a cross. The image of the artist
walking around the inner circle is projected on the floor on the outside of the inner circle. As soon as
the spectators want to get close to or want to enter the center, an alarm will start and prevent them
form doing so. Shi Yong here creates an eloquent metaphor for the relation of the dominant and
the marginal culture. Even though “ the so—called multiculturalism defined by the Western culture
seemingly tells you that the line between the ethnocentric culture and the marginal culture is being
eliminated,” the one coming form the margins still is prevented from sharing in the central posi—
tion. lronically, as the artist states, it is just the specific cultural identity of the marginal culture that
creates the insurmountable gap, as “ a new taxonomy of cultures is laying you cleverly in a special
symbolic display window for the purpose of distinguishing.” The integration of the non—-Western
into the cultural reality of the post—colonial area still is dominated by Western standards, and to
obtain a position of acceptance one has to act within the confines of the prescribed decorum—or
the alarm will start.
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Pet’ s Bone, Para-curve, and Kara OK
———— A Self-sufficient Elaboration of Recent \Works by Shi Yong

If I was still happy to talk about the particular expression on artistic reality in my works before 2002, I have
thereafter turned to be more interested in repetitive use in the works of such sensual words as “desire”, “il-
lusion”, “hallucinogenic”, “gravitation”, “expression” and “Kara OK”. They basically formed the complete
expressed themes of my works since 2002. It may be certain of course that they are still based on practical rea-
sons, and are another elaboration of another layer of reality on the background of the so-called globalization:
an illusive world successively increasing driven by practical desires. And they are still full of biting irony. The
difference is that they are no longer clamorous or aggressive, but full of sleeping talks and whimsical ideas.
In the first place, I did not clearly realize the change of this tendency. Now I recall that it may have been no-
ticed in A Date ---- Our Love Formula, an interactive network work in 2002. I expressed it in that work with
the help of a narrative of a love story. I found that, in the narrative structure on the one hand, they correspond
surprisingly with the life and reality which I kept looking for as a “New Image”, on the other hand, they are
opposed to each other in the inner corresponding relations: where the former is impulsive and real and the lat-
ter intentional and false. Therefore, I was particularly interested in inducing a certain illusive tension existing
in reality by employing externally the narrative structure of a love story and changing internally its contents:
beautiful traps are better than hurts. Thereafter I secretly expose a reality of “New Image” involved in suc-
cessive creation of desires and of illusions. Strangely enough, I was not consciously and actively pushing
the tendency forward in full length. Although after that there were some intermittent appearances of similar
tendency in my works, such as Basic Tone: 70% Red, 20% Yellow and 10% Blue, a digital compound series
photo pictures produced in 2001, Scene Corridor No. 1 ---- There Is Moon Tonight, and Scene Corridor No. 2
---- Forever, digital compound series photo pictures produced in the earlier period of 2002, basically I had not
consciously formed a clear and particular concept of it. It was by chance only that this potential tendency in
my works was hinted and activated in its true sense, and became a clear and conscious concept.

One day, I noticed in the small garden near my home a hostess raising a pet dog, who, wishing to call her pet
back, waived a pet’s bone at the dog, and that dog at play, seeing this, ran toward the bone desperately. I was
amazed at the scene, because I clearly realized that illusion might cause a surprising charm: the charm in how
an illusion produced from “desires” is satisfied by desires again. I suddenly realized that was an outstanding
and complete representation of an angle which I had always potentially intended to express but did not have
a clear picture of. Thus, a pet’s bone became a critical turning point for the change in my recent works. The
true beginning of such change was the sculpture equipment produced in the middle period of 2002 ---- Attrac-
tive Moonlight. Before such change, as I have said in the beginning of this essay, my works are more of the
particular directiveness of the art political word of “body image” in the “communicative reality” (the “New
Image of Shanghai Today” as nominated by selection via Internet). I was at that time interested in connecting
with “communicative reality” by particular investigation into “body image”. Therefore, body has never been
neutral. They (either male or female) are an inevitable metaphor in the process of social organization, and the
image carrier of the combination of multiple words such as politics, economics, culture, power and interest,
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both complicated and hazy.

So after that period, the successive expression of the “New Image” in my works as the practical and particular
directiveness was natural to me. I was, however, during the continuous creation of works, confused by the
power of absurdity as time passed, because in such “communicative reality”, you will have a deep feeling of
being pushed continuously by a certain strange power, an inevitable fact: there is no person who is innocent
except complice, no matter what you have wished. As Koolhaas says: “We are one element of this ‘forced
change.’ ” They are being wrapped up by increasing illusions, layer by layer. They may look very beautiful.
Then I unconsciously came to the idea of trying to retreat from the particularity of such “communicative
reality”, because I gradually became interested in the power of absurdity that drives this fact: there is some-
thing that has never been touched or expressed. That perhaps was why in that period some works appeared
to be astray from the right angles. I did not have a specific intention, but now, what was faintly required to be
touched or expressed was something regarding “desire” and “illusion”, and they are the fundamental motif for
the tendency change in my recent works.

The first work of consciousness was Attractive Moonlight, in which I begin to consciously abstract the body
images from the original complete information, and change their identity into something doubtful and hazy.
By only taking parts of a body and secretly replacing the concepts of hands and feet and enlarged scale, I put
them under certain “gravity”, which you cannot avoid: you are both standing and lying prone, deeply attracted
by a pink, glowing, man-made pet’s bone dropped on the ground. Inside that bone is playing a kind of sound
like small debris and enigma, which you can only hear by keeping close to it (which I recorded on the spot of
the dinner party of Shanghai Biennial Art Show this year). The tension is enough to express sufficiently the
ideas and thought I have right now: they are particular and factual object, but also illusive object and virtual
representative, very particular but unobtainable. On the one hand, it has a clear and new concept; on the other
hand, it contains many metaphors.

I produced Could Fly Higher, another videotape situation equipment. The basic idea of this piece comes from
the imagination of a para-curve: for example, a pet’s bone thrown afar falls along a rainbow-like curve line in
the sky. For another example, a linear index flies from this end to another of the electronic screen along its fly-
ing curve like a supersonic plane, which is like imagination and hope may be repeated one time after another.
I further extend this imagination to a curve of about six meters constituted by numerous medicine boxes and
pink neon lights, which is hung from the ceiling, parallel to one another vertically. At the upper end is hung
a mini-screen facing downward. The picture is comprised of a pair of hands like a pet hunting and racing for
food and faintly overlapped flying “New Image”. It develops with the change of music and the exchange of
slow scene and fast scene and slow-fast scenes. Under the effect of strong gravity (the invisible existence
of the image of a pet), appears an illusive scene cased as of by hallucinogenic: carefully looking targets at a
time and energetic and running like flying at another; full of fantasies at a time and crazy like a fly suddenly
at another. On the ground, I place two red air beds, such that the viewers must lie before they see them. The
arrangement of this way of viewing comes from the childhood experience when I lay on a long chair, getting
cool air, looking up at the starry sky, full of various whimsical ideas. I think this piece is suitable for the way
of viewing.

I created a videotape motion equipment with the title of QQ Fantasy, which I think is a quite satisfactory piece.
I include QQ in the title because it origins from the humorous combination of two ideas. It is like the theme
in the show in Beijing: combined reality. One of the two Qs represents the talk on the virtual internet, and the
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other Q is taken from Ah Q in the sake story by Lu Hsun. They together almost express in full the true inten-
tion of that piece.

In this piece, what is on the videotape has two parts. One is the partial body image continuously used in a rein-
forced manner like the position of a pet, and the other is the arch of the buildings thrusting directly to the sky
with the starry light of desires in the city. They are put together among reciprocal connections in an implied
manner. The detailed picture is completed by a series of action of the parts of bodies moving from slow to fast
and from fast to flying and then stopping abruptly. Simultaneous with the actions, the clashing and breaking
of utensils combine with attempted knocking, contemplated calculation, ambiguous fondling, wanton flirting,
fatal destruction, fantasy of euphoria coming to a climax and sudden being thrown into consciousness. In the
expressive method of equipment, I use the passage on the spot and have a white plastic membrane hung over
it. The white plastic membrane and four low-frequency loud speakers hung down are stuck together, with the
projected picture thrown on them. Sound is conveyed by frequency and low frequency loudspeaker, while the
sound vibrates with the low frequency loud speaker and the force the membrane to shiver widely. Here, sound
and motion, very detailed and simultaneous with the rhythm of actions, along with the virtual actions in the
scene which are not connected with objects nor come from anything, are arranged together. If the image of
parts of body in Could Fly Higher expresses in a sidelong manner the pursuit of illusive desires represented by
running, the parts of body in this piece are arranged to face with viewers, which, in continuous actions, repre-
sent a kind of euphoria attained as in Kara OK, required to be satisfied by the sense of achievement through
self-delusion. And that is both relevant and irrelevant to reality.

Shi Yong

Written during the war between US and Iraq
March 2003
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| found that, in the narrative structure on the one hand, they correspond surprisingly with the life

and reality which | kept looking for as a “New Image” , on the other hand, they are opposed to

each other in the inner corresponding relations: where the former is impulsive and real and the lat—

ter intentional and false. Therefore, | was particularly interested in inducing a certain illusive ten—

sion existing in reality by employing externally the narrative structure of a love story and changing

internally its contents: beautiful traps are better than hurts. Thereafter | secretly expose a reality of
“New Image” involved in successive creation of desires and of illusions.
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wl heave back and forth, I can't sleep at night, because love is
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Love Story:

A& phone call asking for a date all of the sudden
(Actually, I never stopped waiting for you)

and forth, T can't sleep at night, because love
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Choose on your possible response: Or, write what you think his/her opening will be

limagine your every movement and expression as you askme out for a date, wondering what you will
say as your opening. Your captivating powers make my heart all a flutter, perhaps our opening will

. . e like this:
Tou'te very mysterious.
Even though I doubt the
truth of love after every ¥ Parti
date. I always feel that I'm
just someone temporaty, C L CE

filling the gaps hetween real
love. But everytime you ask
my out for a date, I'm
always filled by an imagined clear |
desire. I've alwrays been
wour captive. But, [ will
never tell you, preferring to
pretend that I don't even

o o,
. 5 I can't make up wy mind if your sincere or just d
. il being polite. Vou embrace me and then say:
g 'How are you?' (Isn't it possible that you giwve
me some kind of confirmation of your feelings).
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Choose on your possible response: Or, write what you think his/her opening will he

1ty hard to give a complete confession, but in the end, go with my instincts and give the following
confession:

Sometitmes, a single moment W Paz

cat decide the destingy of

love. I'm moved, but afraid. I G CpC oD OE
understand that the first

impression is all important.

Even though I've prepared

for this moment, stll [ can't clear |
avoid being a little

confused. Fortunately, I'm
weating sun glasses and
wou cati't see my confusion, -

I even manage to smile

- -
I elegantly explain to you the lonliness I feel ;I
w in wy heart. (Ordinarily this is the most
effective way, of course its always best if
- 3 ” accompanied by really romantic background masic
Ndex g M |or so I think) LI
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Choose on your possible response: Or, write what you think his/her opening will be

1 take off my sunglasses. People say that the eves are the window of the soul. I prepare to let you
penetrate the recesses of my heart. I stare directly into your eves, expecting you to give me a decisive
confession of wour own, ("Don't hurt me," my eyes seemto say)

¥ Pat3
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I obeerve your reaction in
the mitrot, my heatt is
beating wildly. (You might
thirk by looking at me that clear |
T've been completely

straightforward), I don't

know if my confession has

moved you of not?

[Tou only listen. (Maybe wou aren't really ;I
interested in me at all. Maybe you'we fallen in
to my emotional trap.)
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Choose on your possible response: Or, write what you think his/her opening will he

1 stand up:

¥ Part4

In reality, I'm at odds with

myself I hope to get your clear |
confession. 1 intertionally

pretend to not really

utiderstand your

confession.
I kiss you passionately. Tou don't resist, but ;I
kiss me back deeply. (Sometimes you hawe to
take a chance. 3ee, I'we succeeded.)
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The moon's hues are teasing

rE
Installation

150cm x 200cm x 300cm

2002
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The first work of consciousness was Attractive Moonlight, in which | begin to consciously abstract
the body images from the original complete information, and change their identity into something
doubtful and hazy. By only taking parts of a body and secretly replacing the concepts of hands and
feet and enlarged scale, | put them under certain  “gravity” , which you cannot avoid: you are both
standing and lying prone, deeply attracted by a pink, glowing, man—made pet’ s bone dropped on
the ground. Inside that bone is playing a kind of sound like small debris and enigma, which you can
only hear by keeping close to it (which | recorded on the spot of the dinner party of Shanghai Biennial
Art Show this year). The tension is enough to express sufficiently the ideas and thought | have right
now: they are particular and factual object, but also illusive object and virtual representative, very
particular but unobtainable. On the one hand, it has a clear and new concept; on the other hand, it
contains many metaphors.
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FAIMERES
YOU CAN FLY HIGHER AND HIGHER

KEREE
Video Installation

2002
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1. Q: You can fly higher is a comprehensive media creation. You use sound, image and device to
create a space effect of fantasy in it. So can you tell us your original intention to create it?

A: Since the end of 2001, | have become more and more interested in the fantastic power that
constantly expands in our reality. You can see that the fantastic passion of romanticism constantly
expanding in all aspects of our reality is influencing our mind and behavior and makes us excited
and full of desire. They are one of the most distinctive features of China’ s real environments in the
context of globalization. You can fly higher is a result of thinking from such an angle.

2. Q: In the image part of the creation, you use “standzardized image” . Can you tell us something
on the background in which the “standardized image” is produced?

A: You know, in late 1990s, in China, especially in Shanghai (the city is considered as a window
to the outside world in China’ s reform and opening up), the addiction to changing the city’ s
superficial image at the supersonic speed is beyond imagination for non—local people. Individuals
are involved intentionally or unintentionally. For example, in commercial buildings, even in streets,
you can find flooding stalls that help people to change their self—-image quickly through computer
technology. Therefore, in such an atmosphere, it’ s no wonder the New Image of Shanghai Today
plan is created.

3.Q:Aslknow, “yourimage” in “standardizedimage” ispickedoutbyall. Sodoes “standardized
image” imply the meaning of self-identity losing? If the answer is yes, then, is “self-identity
losing” a common phenomenon in the present social reality?

A: To be exact, “standardized image” is a result of failure to judge and choose self-identity due
to the haste to change oneself in the process of so—called “adapting oneself to the world” . In this
sense, ‘standardized image” is by no means an isolated case but a common phenomenon.

4. Q: In the image part, there is a clip about preying. The character “You” is transformed to an
animal image. Does it relate to material desires?

A: | believe imitating animals’ behavior is the most impressive way to convey the desire for
pursuing. So | tried to use this kind of imagery, through fantastic music and environmental creation,
to reflect my understanding of the reality. It doesn’ t merely relate to material desires.

5. Q:Afterthe “preying” scene, withthe “romantic” music, “theimageof You” arrivestothe
state of “flying” . Fantastic atmosphere created by neon lights, music and image complement
each other. The whole atmosphere creation makes the audience on air cushions reach the state
of “flying” too. From my own experience, at that moment, | had a feeling of “insecurity ” .
So does it indicate the beginning of danger?

A: In the creation, | believe, what | want to express is the “pursuing” itself or the “preying”
as you said. This is very important. Because imagination and expectation always make people
excited. Therefore, the state of “flying” is indulging in fantasy during the pursing process, but
not after. And it does indicate some potential danger. It’ s just like the pain that a man lying in
bed and dreaming a good dream, suddenly he fell on the ground due to carelessness.

6. Q: Is the medicine box a kind of metaphor? That is to say, is “material desires in the reality”
the narcotic for us? Is the parabola shape of neon lights a kind of indication of danger?

A: It relates to my daily life experience. Everyday before work, | will take a piece of tonic, just like
a psychological suggestion. The tonic can make me full of energy all day long. Once | forget to
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take it, | will feel fatigued. It seems to be part of my life. In the creation, | transform this daily
life experience to the form of some drug that produces desires. The medicine box and the neon
lights make up a parabola. The concept of parabola can express exactly the idea of my creation:
it contains the process of rising and falling. In my creation, | emphasize the rising part of it,
making the potential danger invisible and more astonishing.

7. Q: Is this creation a reflection towards “the reality” ? People live in a space without
foundation and they are floating. But do they have the possibility of falling down anytime?
A: It’ s obvious.

8. Q: Is this creation also a reflection to globalization? And does it show the pessimistic attitude
towards reality?

A: Through the creation, | just want to, in another perspective, rationally examine the realistic
environment in the context of globalization thoughts. The reality is not so good, | think.
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CEMRE
EXPRESSION WHEN FLYING HIGH

SEENEE
Installation

1300cm x 400cm x 500cm

2003
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In the work “Expression when flying high” presented at the exhibition of “Junction” in Lianyang
Architecture Museum, “Sound” is emphasized. In my opinion, “sound” is the best factor to
induce hallucination. Thus, | use “sound” as the real unique concept of my work plan. Here,
intervening of any body behavior, and sounds resulting from those behaviors, will be considered as
a guiltless, no matter if it is conscious or subconscious, expression of factors intent on bringing on
hallucinations. My desire is to create a conspiratorial energy focused on creating desires rather than
representing a simple physical field of intentions. In this regard, | utilize sounds resulting from certain
ceremonial fields such as ceremonial eating, drainage (the sound of a nights—tools pumping water),
visiting, walking and chatting, the self-complacent behavior of Kara—Ok (boxing) and the sound of
mass media. All these sounds provoke an unending hallucination transporting the viewer from one
field to another. | try to change the expressive structure of “sound” into a processing structure
of continuous transmission and heating. With such a structure, the weight of sound capacity and
its content will be modified again and again during the course of intervening of body behavior. This
way, in the end, the total weight will be weighing on the surface of a hanging transparent film. Eight
speakers cling to the film and vibration frequencies of various kinds of superimposed sounds makes
the film flutter indefinitely, bringing various kinds of hallucination—like sound.

In the same way as a complex expression will ultimately be manifested by a complex network of

nerve endings, this film under slight flutters is the direct reflection of unending sound hallucination.
| think this can be likened to an hallucinogenic desire for expression---suspended in air.
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QQ IN FANTASIZING

KEREE
Video Installation

2002
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The article of QQ in Fantasizing is composed of part of the stooping body and the firmament of the
construction under the city sky, which is put in the alternate pictures. By exchanging the pictures
continuously, the performances of the body is expressed through a series of illusory actions that
are going more intensive and the consciousness by falling in the dream at last.

As to the method of installation, the image is reflected on the white film while the sound is spread
through the bass loudspeaker affixed to the film. A concrete sound that is unanimous to the rhythm
of the performance is overlapped purposefully with an illusory performance untouched with other
subject in this image. The subject expresses the content under the circumstance that desire can
only be met by comforting oneself, which is both relative and irrelative to the real life.
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—EEBFRFFEE
KEEP THE HEIGHT BY ALL MEANS

SEENEE
Installation

180cm x 180cm x 730cm (#3713 N1)

2003
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FLYING Q

SEENEE
Installation
500cm (BEf## ) x80cm (&)

2003
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When Mr. Gu told me the subject “Open Up the Sky’ of Duo Lun Museum of Modern Arts, |
suddenly remember the once beautiful dream in my dream. Do you feel strange or not? So | decided
to do a works linked with somniloguy when “Open Up the Sky” . Frankly speaking, I’ m now
indulged into fantasy as soon as | see the sky.

The requests:

1.1t" s prior to invite the artists to make recording interview. The content is: thinking freely about
the words “Open up the Sky” and then writes the speeches into CD.

2. In the platform of caracol in Duo Lun Museum, a big UFO will be built. There is no illumination
inside it. A full speed flying pink—puffed bone is installed in which inlays speakers. The voice of
interview fluttering from the speakers deforms and then turns delirious.

3. There are 6 entrances in the UFO which is of diameter 500 centimeters and 60 centimeters
high. Audiences can listen and see the inside by poking their heads into the flying machine. When
there is no audience enters, it looks like taking off. WWhen some one pokes his head in, it looks like
a tortoise.

2003. 10. 12

A. Imagine flying to space by parking the ‘flying object’ on the roof top of the art museum.

B. There is a pink air—puffed object which spins inside of the flying object. While spinning, there
are speeches by 10 artists which talks about the exhibition, ‘Opening Up The Sky’ . Audiences
can listen to the speeches by poking their heads into the hole of the flying machine. This installation
not only looks like a flying object, it also looks like a tortoise.
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ON THE HEAVEN

TE
Installation

190cm x 90cm x b50cm

2004
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KRB, WBRE, ETESEKR, BRLX,

A single bed is wired up 5M above the floor. The length of the bed sheet is extended to the floor. A
fan is placed under the bed so as to make the sheet flap in the air. It creates a heavenly environment
for dreaming. (Is it dangerous? It’ s none of my business.)
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