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he first display of the brand new look of ShanghART

H-Space after the recent renovation, the
exhibition "Clutch" will oppose older, lesser known
or rarely seen works by 18 artists with most recent
pieces from the same artists. Clutch normally means
a mechanical device that helps a car run smoothly
by providing the transmission of power from one
component to another. However, it is easy to likewise
find the so-called 'clutch phenomenon' in the art
world. From an intermediate perspective, it can
be observed in the relationship between the artists
and the gallery. The power transmitted promotes
the artists' creations, while at the same time lifting
the gallery to new heights. Meanwhile, one can
also find the phenomenon to be present in different
periods of each of the artists' works, as well as in the
contrast or links between their old and new pieces.
Through each transmission of motion and power the
connection forms a clear relationship between the
various works.

Exhibiting Artists: BIRDHEAD, CHEN Xiaoyun, DING Yi,
GENG Jianyi, HU Jieming, JI Wenyu and ZHU Weibing,
KAN Xuan, LIANG Shaoji, SHEN Fan, SUN Xun, TANG
Maohong, XU Zhen, YANG Fudong, YU Youhan, YANG
Zhenzhong, ZHANG Ding, ZHANG Enli, ZHOU Tiehai.
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5 3L | BIRD HEAD

Bird Head 2005 suitcase-2 3L 2005 {74 - 2, 2005
Installation | Photograph | Suitcase with circa 19 unique photos, framed, 31 x21cm each
RE | B | KITHA, 19 %OMMERRE (83KR~: 31x21cm) ,  BHU060



5 3 | BIRD HEAD

The Light of Eternity : Two Peaks Piercing the Clouds - Third Time For Dayi
FRE : WEFZ—=Mix—, 2013
Photograph | Installation 5& | £&
83.5x157.5x5cm, BH_3618



i<z | CHEN Xiaoyun

Untitled g, 2002
Photograph | Colour Inkjet E@mBE2FTED, 40x60 cm Edition of 8, CXY_2086



i<z | CHEN Xiaoyun

Addicted to the Other 7nfthz, 2013
Photograph | Colour Inkjet Z@BERFTED, 109x137 cm  Edition of 5, CXY_8301



T Z | DINGYi

1988 F£ = 1991 FHMXBRNHAERMRAT Z “+REIEAREH
ME” , Pl “UNREERT RESERRHE. ATHREFNACR
AREREH, ZAREATRT. KEMELE, §—HEHR
NEREBE— I HIEFERPRIELE. TZBE NG EEE
R, LB CHEMENR A—HEH, EEH LHBERE R
BEEE THYRIE, HEBNITHEREIEUERN. FHNFZH
KEREE, FAFELNFERESRERAREE LHEHMERNR
T AR X — BB RIRIBE T N ER . T2T ZRENFE
H EREREORER, DEHETR, &3EQIRMERE
s, THEFEE, #FA QIBLRE .

The years between 1988 and 1991 are often referred to as
the “period of technical precision” of DING Yi’ s artistic
creation, when his works were highly characterized by a

“diplomatic language” . In order to ensure the greatest
precision in his lines and colors, the artist made use of a
ruler, tape, as well as a drafting pen. The completion of
each artpiece thus resembled to the working process of
a cartographer. DING Yi forcefully controlled the pictorial
effect of the painted canvas, making his paintings as
precise as printed works, clearing away any possible
stray traces left on the canvas. Given the demands of
such a precise manner of creation, the burden of this
intense work is hard to imagine. After more than four
years of experimentation during this early period, the
question of whether the language of rational art that
DING Yi emphasized would be able to aid in giving
greatest expression to spiritualism quickly confronted him.
Therefore, he abandoned the extreme technical precision
in his canvas, putting aside his working tools and bidding
farewell to the harsh, cold colors and the rigid lines that he
had been employing. He decided instead to only use his
hands to create paintings, entering a new phrase which is
also known as colloguialized period.

R+ FRSKIETERFHEMNEE. 2N 25 FHFR
HisLEe, TR AZRRASCENERZSRY . I —EX
R, T 2R EBENESFS S —ME.

DING Yi's interest in crosses was inspired by his observation
of the "+" sigh which is expedient used to register four
colours during typographical printing. 25 years of nonstop
exploration after the ever first cross painting, cities have
now become his main points of reference. They are grand
theatres whose signs and shapes are summarised by the
artist.
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Appearance of Crosses 1991-3 47 1991-3, 1991
Acrylicon Canvas # ERE ., 140x180cm, DY_2577

Appearance of Crosses 2012-8  +7x2012-8, 2012
Acrylicon Canvas # ERE . 140x200 cm, DY_5463



BkiE2 | GENG lJianyi

Choice 1 #%# 1, 2001
Installation | wooden box, walnut  #& | K&, %k
23x33%x 18 cm, GJYCO02

‘EERBEBRT EE WL, DX TAXY
AR — )@ EEANRIR IR ERORIZHEE T, %
ETHHEER, BEEBRERETRNAA—RATLTS
H£R, BEHENBRET . XTORENRTERETHR
PE AL, IR A BTSRRI RAIAR . 7

B2

It's about the idea of selecting that is how people make the
choice upon the objects. For example, you eat what you
choose, and leave the rests. Usually, we won't pay attention to
the abandoned, also, will easily forget what we have taken. In
this case, the leftover could remind us of the chosen if it is still
kept by us.

GENG lJianyi



BkE= | GENG Jianyi

Invisible FARR, 2013
Stainless steel plate print, wooden frame  REENIRFTED . ANIE
Variable dimensions AR ~F (39%32.5cm, 68x52cm ), GJY_6355



HTIE | HU Jieming

The Cities in the Wind X HaE9 ™, 2001-2013
Single-Channel video installation BRZRGES
OVERALL 24%x33x51cm, Editionof3, HJM_8993

BK—IKBERFUZN HEEFATK. BLENNEIN
W (EERR) ERT RERENRE. XHERE
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The camera captures a map of China fluttering in the wind, where
the swaying cities (marked by spots on the map) become the
basis for a musical composition. The piano music truly portrays
the moving dots as well as the poetry of the reality we are facing.
Together with From Architectural Immanence (2002) and Outline
Only (2001), the three works can be considered as a series. With
the vocalized works resting upon image data, the music based
on maps and political metaphors as well as sound contrasts
originating from buildings and their internal parts, HU Jieming uses
once again the media of sound. Through the playing of music,
he converts the experience of visual arts, while the red and
yellow dots appearing on the map seem to provide yet another
relationship perspective or a key narrative.




#HAIE | HU Jieming

The Remnant of Images #%& , 2013
Old archive cabinets, LED/LCD screens, metal frames, electrical transmission, PLC control system, plexiglass
[BRYZRCHHHE  LED RER € B4R, Byl  PLCIER R % ALK,

OVERALL 136 x76x46cm

Screensin Drawer 1 X 16 pcs
Screens in Drawer 2 X9 pcs
Screens in Drawer 3 X8 pcs
Screensin Drawer 4 X 11 pcs
HIM_3951

EmUERBHELIZHNER A RATELRHATEN
HRI. RMRIETWE . 2HERMBARNR, €
MNEBENER, BUUEHNAERN. BE5X
LEf St ERBONIE, X R RIR I B G ER
FETHREPRTLE, FERHNER. FETP
SUNEGERRRENHLICZ, ENEKRIBRE
EEPRHE, EREBIREFNNEXR, ER1H
MEMFEZESEMZ T,

HNAIEF 2013 F 8 B

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

HU Jieming in August 2013
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SHANGHILA

Our Life Is Sweeter Than Honey {1945

ZARRUXTHTEER—EN T EEILEPAREER
ET@ﬁ,_ETﬂWﬁE¢RETﬁEH EHERHMR

REMBERME, EZQFEBAREER L. RER
ﬁML REZER LRBLVHRE. AT
AR RBEELM M. BEEAXERANER. BE
EEME ﬁfﬁtﬁﬁ“%ﬂﬁEﬂﬁ%W%ﬁT“ﬁﬁ
EBTESE “RERELXY WNTFH, RREFHAER
—#, MEXNRALHES PETRNARA, WEE\
SNARTGHEERT. PXFHN “BR7 . UESUEHE
BEM “RELM MIGEFHN “FNEELLEH
MHELTXMREL, TETEREFEEEFRER, ZRR
X T HERX DRI CGBYHEED , EHRHIE
MM FBE A AR FIE H R

RMLEEL N, 2002
Print and mirror on wood  RixfREMEERE . 53X 120 cm  Edition of 5,

JWY78

In this work, artist Ji Wenyu firstly tries to make it simple that no
additional explanation is needed for understanding; secondly,
he uses no sketch, and expressing whatever he wants directly,
even putting the title on it. | think that we are the people
with the most dogged pursuit of money. So | made this work
with a fake million-dollar bill, entitled you could also be rich.
There’ s a mirror in the middle of the work, and you could see
yourself when approaching near, it seemed you represented
Washington. With  “you could also be rich” on the bottom, you
magically know that you can. Besides, there are lots of Chinese
elements in the work, Yuan Bao, ancient coins, Bai Wan (Chinese
character of one million), “Gong Xi Fa Cai” in Pinyin, “our
life is sweeter than honey” with a Chinese way of expressing.
And also a new-era version Zhao Cai Jin Bao Tu, hosted by Mao
Zedong, designed by Ji Wenyu. All above explains a constant
theme, people’ s desire for money.



WHXF - kB E | JIWenyu & ZHU Weibing

There Live Wild Animals
Installation | Synthetic fibre carpet,cloth, stainless steel, wire
200%x200%x22 cm, J-Z_0165

XEFBFARYHE . 2012

XILENEER, BEDEE. WE. SEE. T8 BRRAN
FE. OERFANEEULBAAENMN. RESHITESE, F
EFMESMERATE, EWRFT, WEILEEIRISHEMHE
MEEZFER, Ut EEHNBLEEETR, BHZNEE
HEVRNIRG, —/NEFDMXEEY, NmfE THZEE X
RERMIKE—T, BREAFMEE.
ANRFEBEZANAENGI, ERUEHENAXRERZNRA,
WHENEE, $EI—MER, —MEDN, ALwmBEE, Mt
FW, AMELETR, ARMELFSRE. BQ. RESES,
F%, AMAN—BERBETER, RENNZEBIRFABEESR,
FEBB—HET T MERDFRUHE L. B8RO,
msath. RENREE G H. BAZHENE—Y, EUEE
FENEREREKE,

KB | T, H, THEWN, BL

This is a basketball court, once overwhelmed with yells,
applauses, cheering squad girls’ hot dances, and
whistles from the referees. Yet all that glories faded away
when it was discarded. Time tells the story, wild grass
spreads over the now mottling previously smooth ground.
A group of young wild horses passing by, paused for a
while and left.

Manmade stuff is a symbol for passion. It could be
interpreted as the most important thing, the priority,
the spirituality, or the religion. People revel in it, yet still
quarrel for it. People make rules. However, when such
passion goes away, no attention would pay to any
longer. Another page is turned to. Now the real prevailing
nature emerges, showing its grand eternity softly and
inadvertently.



B & | KAN Xuan

Garbage #Hiff, 1999
Video %5, 11 minutes, Editionof 1, KX_0079

fROXFHE B C YN ABRLRINF R EMBIINE T X2
—IRABEE; XR—KAER; X2—Fbk.

| pick up the wastes that | have used and recite their
names gently, such as, this is a sausage, this is a bus
ticket, this is a nut, to name but a few, in a a very detailed
fashion.



B = | KAN Xuan

ZARRA—HBEL, —RREZRBE—
FHI, YNFHEAPHREEE <K%
T CERRME o BE—FETIRBHNE,
HEMA—AES, EREMESREHM. £
ARREARVINFHRHRE, KEMMETE
BRI REMH RN EFHENISE.

The artist used a cooked chicken
head which blinks again and again to
make words appear one by one. The
corresponding narration is borrowed from
Meng Huangyou in Praise with Laughter,
written by Zhao Nanxing in Ming Dynasty.
The weasel(you) is a chicken-eating
animal, and Meng Huangyou(Meng
Weasel) is a nickname for a person who
was famous for his appetite for chicken.
The artist borrows the identity of food to
tell the story, craftily reFferring to some
Meng Huangyou ZH &, 2010 nonexistent reality with this most common
Video 4, 6 minutes, Editionof 1, KX_2098 object.




2mE | LIANG Shaoiji

Nature Series No.32/Wall B ZE%| No.32/ &, 1998
Installation | Silk, cocoons, bricks #E8 | &% , &, i&tk
Variable dimensions LSJU021

ZARRRBE 20 ZERBOAITHREXR, ES5ARN
EEJJqﬂﬁﬁ%ﬁﬁ’]i%%ﬁlﬂlﬂ'Hﬁﬂtzfxﬂ’]ﬁzbo AT
FaEMEaIREMZ,. SR R, £ 7FE.....H
Xf &SR EE R —HURTE , EENCE A SBR[ EMeR,
RS EIAITURE, AERAK. ... ,H\éTiitilE'Eﬂ*E’JHﬁWﬁ%ﬂL
i, BTN BLEEAERR AN —REERBIENER,
ek N

Artist Liang Shaoji has dedicated the past two decades for
silkkworm breeding, and exploring various forms and shapes
derived from combination with different media during the
intercourse with nature. This work recorded the vivid process of
spinning, cocooning, being a butterfly, being reborn and being
evolved of sikworms, which are building bricks of the concrete
silk wall. Still, the wall, as a metaphor and extension of the
silkworm brick wall, bears the vicissitudes of life, history and time.
Isn’ tit clear that our history is time and time again breaking
through the walls, in the same manner as a silkworm?



2EE | LLANG Shaoji

£ -B, 2011-2012
Installation | Silk, Silkworm Cocoon, Moth, Voice Record
HE | &, Wls, &5, B, ERERFERS
120x50%x 43 cm  LSJ_1904

Pupupu-B

TR RARARGIRE: RBEMOE “SHITENEEWMN,
B AMEREREBHRES RFNNERE, BRE—
BHMEATHRELE, RAELY, ®RBEREMENE
W FRODSELSNALZZE, TRIEYEE
MRENEEREATE, SENRGBES. ZNERE
MERRETRENFSENMESER, (FRERT —
MIRMNESES. BR, EFRNREER, hRIATX
HRE AR SCRRIE B B T SCRR S 2 R R M B R0 %
B .. . EFRE2IAZR. MARHBEERNERENE
EIHRFELZ, ITNRERNFE, BRESHNFEN
5R. BMZ N, i ESEERPEEL/BHER,
BETMAHNER, HHEMNE.

Art critic Zhu Zhu once commented: Liang Shaoji’ s artistic
creation is a dual-construction, namely a transformative
process from personal heritage to spiritual or lingual resources,
it must be a continuous yet instant feedback. In recent years,
Liang Shaoiji found that the fluttering sound of silkworm breaking
out of the cocoon is similar to the sound of a car’ s engine,
so by combining primitive life energy, the essence of silk and
symbolic icon of a modern city, he transformed the cocoon
into a car. The work revealed a sense of ecological aesthetics.
Meanwhile, Liang showed his concerns for the transition periods
from agricultural era to industrial era. Still, the sound here
plays a crucial role in making the space more vivid. While the
subtle change from round shape cocoon to a planar shape
demonstrates not only a natural alienation, but also a societal
alienation. Obviously, intermittent sound is a crucial point in the
work, making it lighter and more graceful.



B N, | SHEN Fan

Long-Cherished Wish.ALlll.  FE .Alll., 1987
Marker On Paper 45 F57%, 76.5x108 cm, SF_7769

FHENTFRHEFLR, LEEETI—HASE.

RREE, SHREELHEHE. MEMZERRMIRIMX
RENREEWASEZENCRMENETER T —F, 805k
PRE R BER — R R B RRRIKT KL T HHAR £ A B BItE—FRiIR.
fEmfgEK, MELR_FURNET .

There has been a heavy snow in Shanghai in a winter of 80s.
Walking on the snow late at night, the coldness and silence
was spreading in the air. The pale gray sky with slight silver
shine connected with the sleeping city covered with snow,
leaving the dots of light, warm or cold, scattering all around
telling heaven from earth. It was two years later when the
work was completed.



B N, | SHEN Fan

1, Mirror-Landscape-0510 % - (1j7k -0510, 2013
Installation | Rose Golden Specular Stainless Steel

RE | IREREATHEN
29x75cm, SF_2177

2, Mirror-Landscape-0612 % - (lj7k -0612, 2013
Installation | Rose Golden Specular Stainless Steel

(8 | BHLBEAEN
52x39 cm, SF_6329

3, Mirror-Landscape-0002 % - (lj7k -0002, 2013
Installation | Rose Golden Specular Stainless Steel

HE | WHEERAEN
36x46 cm, SF_5551

T kE. ERD, BRZHD
|mEH.... EE K3 £F
wAl..... g7 Bl 2

Mirror, landscape reflection - Mirror, sense, the instrument for framing.
Mirror, reflection - Identification, discrimination, appreciation.
Mirror, abstain = Observation, self-inspect, self-examination.



| SUN Xun

<EREMFD> AZERK 2002 FHEFHIENIE R THT
2003 | RYIRERZAR LR REE " 51E " FriTHER
ERRHNBEZEMEPNID RS . IBIERBDIZRKF
BERNERBERRIER  REBBBEERN < FESHE
> XA, U HFEEX M S ERORENT X FLRER
REEROER ., B IBERBERREZARY TFACEMH
ZRRAGHEN A - EREG NMRNAIEE FH 52 S5 E
HRAEBRFENEX . HMAREANERZEMNES X
R XURTEEXXAHEBE . MR EV, <BEEEFD
BRE—HFHT .

Instantaneous Power was initiated in 2002, and finished in
2003, and was marked as Sun’ s first technically created

“animation” . Here on show are a video and parts of the
manuscripts. Moreover, a cornerstone in his systematic
artistic thinking was laid. Inspired by Time and Being by
Heidegger, he uses a dual-clue of “existentialism”
and “timeliness” as a start, serving as his systematic
construction, namely how to identify the meaning of
being in the coordinate of history and time as an individual
human being. From a certain perspective, Instantaneous
Power is a seed, beyond which more field of art works and
thinking on space and culture are provoked.

s, BERWKEFREBNFR . XN THET 2001 F£E—
HIERGRIER <KT > AENER ERIERNXHELER X
BEREAASTHONEE , XRKERESEPNERS
REFTLENRE LR . XHBIERNEIAREH XA RNER
N <HRF > MBRARHENZAREALMEANSREL

In addition, there are two hand-drawn posters of his first
experimental video work, BaYa(2001). Pitifully, this video is
buried under so many others, and could not be found. Yet
from these two posters, we can trace some scenes in the
video. BaYa is adapted from a eponymous short story from
Hitchcock, who is a director that influenced Sun greatly in
his early stage.



#) 3 | SUN Xun

e

Instantaneous Power  B#jE] 94 F , 2003
Video | Single-Channel Animation 47 | B2FEzhE , 4 minutes 20 seconds, Edition of 1, SX_6696

Poster of BaYa #5483k, 2001
Rollerball Pen On Paper 45 E7KE, 26.7%x39 cm (X2 pieces), SX_8865
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7 | SUN Xun

Instantaneous Power Bz g98F , 2003
Rollerball Pen On Paper 4% k&
29.7%x21 cm (X 26 pieces), SX_4674
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21 Ke is a 27 minutes animation film that lasted more
than four years to complete. This the artist presentation
of whatever he thinks “a ideal animation should be” .
On show are original sketches, or works after work, works
for research and discussion, vivid traces. Yet these ten
thousands sketches are the first stage in his ambitious work,
through which, audiences could better understand artist’ s
working state, as well as his understanding of creation from
aninsider’ s perspective.



Fh#h | SUN Xun

21 Ke Outline Sketch 21 s54kfs , 2006-2010
Pencil On Paper 4k 4%

29.7X42 cm (X9 pieces)

29 %21 cm (X2 pieces)

26X 19 cm (X 1 piece)

21x29.7 cm (X 3 pieces)

SX_9197



Ex% | TANG Maohong

A Part of Classics

Photograph | B&W Inkjet 55

REpd&Ee, 2003

| EHBRFTED, 6.2%x11.4cm (X6 pieces), Edition of 10

TMH_2838, TMH_0222, TMH_1149

TMH_4111,

CREEHEY BRNKUFRRAFACUIEN—HRR
HERY. TRFRN=B=28x82E—PAKH
Bat RRESMAE, AMEStHhSEMRL: 2
MHMERLFMARETARNRET, HHELEFR
ZEFEWIT L—5. RENRKHNKEFHE O
WRBAERNKRT L, IHEERTREMESL
k. LE, THLKIMAVFENLELEBRELR
MMpIER; B, FROATESELHEAR
S, EBEABE-MRBETENRERETH,
BT HARE, MEBSHLIFMESEWIER
A/ NRSFBE— 25 5RIA L R

TMH_2330, TMH_1812

A Part of Classics is a series of black and white photographs
presenting six portraits in an unconventional way. Three men and
three women of various ages perch on a wood pedestal. All the
characters show the back of their torsos to the viewers, with one
hand pulling at the clothes so that the waists and upper part of hips
become exposed to the audience’ s gaze, as if waiting uneasily
for a medical injection. The uncovered skin is carefully centralised
in the frame to be the focus of a network of vertical, horizontal and
diagonal lines, giving stability and geometry to the composition.
Viewed from a distance, the pose they hold confers a sculptural
and solitary appearance. Up close, the bare flesh delivers a sense
of defencelessness and vulnerability. Bathed in an elegant shade of
grayness, the images are inherently tinged with classic qualities whose
underlying fragility is further emphasised by the small and intimate size
of the photographs.



Exclave Con-Rehearsal 1 7kihizs - Hiz%x~z—, 2013
Mixed Media | print, nylon carpet, rubber  ZR&#1RL | $TE0, BREE, BKK, 190x248cm TMH_7656
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Ex% | TANG Maohong

An “exclave” is a special human geography phenomenon,
which is a territory legally or politically attached to a main territory
with which it is not physically contiguous because of surrounding
alien territory. And "Con" is derived from Japanese Animation,
referring to the obsession to a particular stuff. By adoption of such
a human geography jargon, Tang Maohong reveals two layers of
meanings. From a macro scale, China is served as an exclave, not
knowing where she belongs; yet from micro scale, everyone could
be regarded as an exclave, floating aimless all the time.

As a constant element, emblem is combined with a new media,
nylon carpet. These emblem vaguely and dimly point to some
different groups, organizations and institutions.
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The Last Few Mosquitos  &EHIJLMEF . 2005
Installation | Electro-mechanical objects, plastic, metal, cooper, red fluid etc mounted on wood
B | BFIMER . 4xX5x5cm, XZ4]
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The Last Few Mosquitos is a cluster of slightly-larger-than-life-size
replicas of mosquitos. One of the small sculptural pieces is now
seated alone on the wall of the gallery space which seems empty
at first glance. Closer inspection reveals the insect appears to
be gradually sucking lifeblood from the building, glowing red as
it ingests the nutrition it needs. Whereas mosquito is an effective
symbol and the title may suggest some environmental concerns
partially caused by shallow anthropocentrism, the viewers are
left free to develop their own theories as to what the bloodsucker
means, in the light of XU Zhen's notorious reluctance to interpret his
works and give away the enigmatic, subtle and witty game.
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XU Zhen's latest work «Play - Missile of
Lovey (produced by Madeln Company)
consists of a sculpture shaped like a
Gothic cathedral. Covered with textural
fabric, leather, latex, metal and chains, it
is hung in the showroom and seems to be
enjoying the Japanese erotic bondage
technique "Kinbaku". «Play - Missile of
Love»n elicits a response from viewers
based on their cultural background and
experience; every look of the viewer is
charged with what has been seen before
and contaminated by what is being
looked at. «Play - Missile of Loven is the
latest addition from the ongoing series
"Play" (since 2011) whose previous works
feature mannequins with multi-ethinic
characteristics in elaborate poses, where
cultural fetishes can be used to illustrate
cross-references. «Play - Missile of Loven
may also be seen as a continuation of the
"Divinity" (2011-ongoing), a series of large
and charismatic tribal religious sculptures
and totems carved out of foam, coated
in wax or wrapped in leather. Deploying
theatricality and humour, Madeln
Company probes issues around morality
and self-censorship, seeking to upset and
challenge the assumptions of established
orders.

EIn/AE | Madeln Company

Play - Missile of Love It - Zgi53, 2013

Installation | Genuine and artificial leather, BDSM accessories, foam, metal, wood, ropes
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420x110x 80 cm, MI_6023
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After all | didn't force you (wo bing fei giang po ni)  FHFEIEsRIBIR, 1998
Single-Channel Video B§&#4$5 , 2 minutes 30 seconds Edition of 5, YFDV004
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A series of moving images quickly move, different characters shows up one after
another without clear faces, it implies a reaction to the forms of individualism in a
developing modern mass society.



#%%&% | YANG Fudong

Manifold Little Hills (Xiaochongshan)  /NE L, 2006
Single-Channel Film 8RR, 2 minutes 53 seconds Edition of 6, YFD_8704
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Wandering in the bustling streets, old-fashioned lanes and ruins of diverse-style
architectures, two young man were performing singing(chang, 18 ), dialogue(nian, & ),
acting(zuo, fi ), acrobatics(da, #T ), in good order and well arranged. Though living
in a daily and routine scene, what they were experiencing was unique and different
"enjoyable dream life".
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Wukang Mansion  EEA#%E, 1983
OilOn Canvas  # kifE, 58%x68.5cm, YYH_6823

EXE=1TFaNE, ! IBERENLB? - REE

Looking back at the painting from thirty years ago. Ahl s that my painting? --YU Youhan



£%Z5% | YU Youhan

2013.8.25, 2013
Acrylic On Canvas . EREKE, 21x79.5cm, YYH_1641
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Established symbol also yearns for new meaning! --YU Youhan
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Lucky Family £%xRig, 1995
Photograph 58 60x60 cm (x3 pieces), 60x 100 cm, Edition of 10, YZZO1

1995 &, iR EHSIENER 2R\ RIIPYRET.
RN BBR/NEHNARAE N EEHIR T HEESR
R =OZR MAZRURARENERBEL, THEE
X FE R E e AR L RO SRR 1 Bl . REZARARKIRKAXG
AIENITE RHF R RIRE XS B DB BRI, ERERE
BHEX R EARRATNE ERAEFEENET.

It was in 1995 when YANG Zhenzhong won early fame with
his photographic works entitled Lucky Family. The series
consists of four different combinations of a rooster, a hen
as well as chicken, describing in a metaphoric way the
traditional Chinese marital system, the formation of a classic
Chinese family as well as the joy of a big family, undoubtedly
a dramatic allusion to the issues of the structure of Chinese
families. Although the artist denies any preference for images
of chicken, audience can easily read from the pictures an
extremely abundant hint about China’ s future.



##¥xH | YANG Zhenzhong

Exam i, 2012
Single-Channel Video  EAREiRST .

23 minutes 37 seconds
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Edition of 10, YZZ_1988

In Exam YANG Zhenzhong illustrates a complicated
dynamic between two unexpected topics. The subjects
of the video are two young women wearing nothing but
suggestive silk undergarments. The way in which they
interact is intimate and nearing erotic. Still, among this
pleasant and questionable scene, YANG places a strikingly
surprising topic: politics. The two women play as they read
aloud from a standardized political textbook. The highly
serious and standard narration seems to clash with the
playful interaction. One is left amused by the coupling of
such topics, yet wondering why. It is possible that YANG has
created a politically powerful video, in which he illustrates
the relationship between modern Chinese politics and the
youth of a nation.



2 & | ZHANG Ding

200305, 2003
Mixed Media On Canvas | Acrylic, watercolour and pencil
LG atE | T . K, SR%E . 143.5%X 143 cm, ZD_4906
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Entitled 2003.05 which indicates undoubtedly either the
beginning or the end of a period of time, this work is not
only the first piece to be created since he became an
independent artist, but also the last easel painting ever
produced. Since then ZHANG Ding mainly works in the field of
video, photography, installation and performance. Themes
including marginal groups, immigrates, circulatory system,
playground, theatre and consumerist society and so forth
came on the artist’ s stage. The strong atmosphere invoked
by him is usually a mere ploy, and the meanings behind
are never fully articulated. Interestingly, here one finds little
difficulty reading these intriguing qualities from some traces
and touches preserved on the canvas.



2% & | ZHANG Ding

Potato +%, 2013

Sculpture | Tinted copper and 24K gold  B#E | &R E N 24k €, 11X21X12cm  Edition of 3, ZD_0350
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This hand sculpture is not unlike the rest as it mirrors
materialistic masses sans individual identity. Here the hand
holds simply a potato, a substance implying hunger, or worse
gluttony. ZHANG has stated that the black, gold and silver
color scheme of the exhibit is purely for aesthetic purposes,
and one cannot deny that it is pleasing. Still, the strong
glowing gold of the potato does not go unnoticed. This food
substance is our gold; the heart of materialism in society.
Though seemingly the most simple of the passive hand
sculptures, Potato is powerful in its deeper meaning; speaking
to our inherent material nature.



sk BF | ZHANG Enli

Miniascape &=, 2003
Acrylicon Paper 4 kR, 520X 327 cm, ZELNO53
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The Partial  F/EF, 2013
Oil On Canvas % bimE , 42%x37.5cm, ZEL_1521
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In 90s, there was little chance for the artists to show
works in Shanghai. In 1998, the Germany culture console
brought up an idea when he was taking shower that to
display artworks in the showcase on the wall of Germany
consulate. As small as the showcase, though, it faced the
street which could be regarded as an unlimited space, so
that he named it Un/Limited Space. It provided the artists
with a place to show their works, and made it possible
for the people who were waiting for the visa in front
of the consulate and the passers-by to see art as well.
Zhou Tiehai is the third artist who was invited to make an
exhibition in this space. He covered up the showcase with
a set of shower, saying “perhaps you could also have the
Un/Limited ideas when you are taking shower".



BEE | ZHOU Tiehai

Untitled  Jcga, 2001
Acrylicon Paper 4% ER&K, 307 x526 cm, ZTH148

Un/Limited Space: the Shower #8328, 2013
Oil On Canvas % b3, 100x67 cm, ZTH_1819
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