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stablished in 2010, ShanghART Taopu is the first warehouse-style
EorT museum in China. It is a complex space with functions for
storage & display, education & research, and exhibition & project,
infending to explore new possibilities of rational utilisation of space
resources for display, conservation, research, and education of

contemporary art.

Equipped with standard and wide display space, adequate
rooflight design and ideal storey height, ShanghART Taopu
provides both warehouse space and excellent visual effects for
art displays. By the functions to be performed, the interior layout
is divided into Great Hall, Mulfi-Function Space, Special Exhibition
Space, Archive Space, Storage Space, Meeting Room, Working
Studio, Artworks Store and Art Café. In addition, with the support of
public resources in M50 Top Art Park, such as outer walls of special
buildings and landscapes, ShanghART Taopu builds up outdoor
display spaces, with each of them possessing its unique function
and features.

- The Great Hall (approximately 1,400 sgm) and the outdoor
display spaces are used for exhibition of installations and
sculptures by artists represented by ShanghART Gallery. In this
large-scale exhibition space, ShanghART Taopu displays a bunch
of works which have been selected and shown previously in
several important exhibitions in both China and abroad, and
which play an essenfial role in development of their creators.
Accordingly, it provides original sources and materials for
professional research of contemporary art and offers a realistic
guidance for public knowing and familiarising contemporary
art and its current developing status. The Great Hall also houses

bookshelves where art books and relevant periodicals are




updated regularly by our staff, supported by an area for reading

and public communication.

- Archive Space is an independent space in Great Hall
(approximately 36 sgm). As an important concept launched by
ShanghART, it functions to display firsthand archives of Chinese
contemporary art and retrospects of past exhibitions, for the sake

of filling in blanks found in the history of contemporary art.

- Multi-Function Space is a rectangular exhibition room connected
to the Great Hall (approximately 140 sgm). The space is designed
and positioned for various functions. It can be used together
with Special Exhibition Space for theme or solo exhibitions,
or video display. It can also work as the venue for academic

communication, educational activities and other special projects.

- The Artworks Store and Art Café lie in the northwest corner of
the Great Hall, next to the office (approximately 25 sgm). In the
name of ShanghART Supermarket by XU Zhen in 2007, the space
is used to display and sell small-scale installations, photography,
printmaking and textile artworks produced by ShanghART-
represented artists, as well as relevant publications, such as books,
picture albums, postcards and posters and other art derivatives. I

also possesses the functions of catering and relaxation.

Meanwhile, ShanghART Taopu enjoys excellent supporting
facilities, which include storage space, meeting room, working
studio and living facilities. The storage space covers approximately
1000 sgm for warehousing of artworks and the inner space
includes working area where the staff can pack and restore
artpieces. The office area is divided into office and meeting
room for both regular work and VIP reception. The living area




is equipped with bedrooms and kitchen to meet needs of staff
on daily basis, as well as researchers, scholars and artist during

residence programme.

As an attempt, educational cooperation is another important
academic function of ShanghART Taopu. It is available
regularly as the venue for educational activities. Educational
institutions can arrange teachers and students having classes in
ShanghART Taopu where close contact with artworks is allowed.
In “Contemporary Art Exhibition Documentation Project” ,
we will attract university graduates who during their internship
work for enhancement of contemporary art database and thus
obtainment of working experience in this industry. Our cooperation
plan also includes establishment of residence programme on
regular basis, which aims at inviting both native and international
artists and contemporary art historians who live and work out of
Shanghai to live and create at ShanghART Taopu, for the sake of
improving inter-regional communication of art and academics.
As a diversified platform for art communication, ShanghART Taopu
will intfimately cooperate with people from various realms. We
do hope ShanghART Taopu as a new form of warehouse-style art

museum will exert its unique power even more.
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Atk (HRETH)

Flashing (Appearance of Crosses - Light)
& |LED 4T

Installation | LED Light

600x615x3cm cm x 8 Pieces

2011
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"Crosses" can be found as a frademark throughout DING Yi's works. During
discourse of his exploration into aesthetics of abstract art, the artist constructs
a system characterised by preciseness and conciseness. Constantly over
two decades so far, he has been dedicated to his creational performance
through recurrence of "crosses" and their appearances.

From 10 December 2011 to 29 January 2012, Flashing (Appearance of Crosses
- Light) was displayed in Specific - Abstracted, DING Yi Solo Exhibition in
Minsheng Art Museum (Shanghai), where the LED light installations (6m x 6m
each) of eight "crosses" were fixed on its facade. Released from dimension
of canvas, the "crosses" extended calmly and collectedly on the wall of the
museum in a language of architecture. From the very centre of the "cross"
to the extremities of its arms, the installation is programmed to light up in five
phases: One phase each time, it is flashing for four seconds after maximum
brightness, before all is blacking out and the same pattern is repeated.
Behind changing process of the "small cross" growing into a full-sized one, lies
development and expansion driven by accumulated forces, which finally
ends up with an overburden or overflow of power, signalised by unsteady
and rapid flashing. "Unsteady flickering" and "smooth extension” mark exactly
the interpretation of "crosses" in this light installation.







FAAIS | HU JIEMING  (b1957)

BIREERZE No.2

Altitude Zero No.2

SHMRE | ExRE

7 RENBIBARE 15 ERMERBEMINUARFHIRE . CIRELE
FNMAGEEM 500 AFE] 1 MRE

Multi-Channel Video | Interactive Installation

7 pieces of severed ship cabin, 15 sets of computers, monitors and sound
speakers, bases

The weight of each piece varies from 500 kilogrammes to a ton

2007

EXRE GBREENZTNO2 B 7 MG LRI TRABMEAR. 7 ML
HEE 1SIMERE; SMTEERE—ITETH, HAN—IMIMNENE. UBRS
WHE 140 ANERFEESL, SPERBEEERELULNTSKEMUL,
EM%%UTM%%%KEuTaEm tEME T — M ERNGHRZESE LM

BRR, MEMRALTENRTRE BREEND NEFE. HAIMNETH
BREZMAKEL, HAEMNERE “FHNEEE NWEmEFBEEI8R, BKH
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EIITER RERFEZRS SUREHF, BEXPHRERREEZFINEE
BEEENR, BEmTLAMNR T hREE.

Altitude Zero No.2 is an interactive installation composed of seven pieces
severed from a ship cabin with 15 potholes altogether. Behind every single
pothole, there is a computer monitor corresponding to a infrared sensor on
one-to-one basis. Halved by the seawater which functions as datum level
approximately 140 cm above the ground, all the screen images constitute
coherently visual effects of a ship seemingly floating in the water, keeping
viewers' eyes on the same height with sea level or "altitude zero". As the
sensor reacts to approach of people, the corresponding monitor shifts
from "peaceful seascape” to the image of water showing mixture of daily
necessities, consumables, stationeries, electronic products, toys and printed
matters, all slapping against the windows and aimlessly drifting. When viewers
leave, the image turns back to where it was, with urbanscape in distance
changing constantly and accordingly.







RAEL | LIANG SHAOJT  (1949)

T IKFRF) No.1
Broken Landscape Series No. 1

RE | HEEAK, #H54, BHERITE

Installation | Ancient camphor wood, 5 pieces of various dimensions
1.180 X 80 X 175cm /2. 440 x 70 x 48cm /3. 170 x 60 x 47 cm
4.156 X 104 X 64cm/5.190 X 130 X 82cm

BRR~TAIZE Changeable dimension in exhibitions

2008
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B 1300 RF. XRHEME LML 80 FREFAR; 0 FRERZAREA
WERIERBEZIBEL, EZARRMEARESLEERA, BAHIIERME.

RBERHECEERATENEIREFEASE, MA LA BMMM. BE
RAAUWLZEBTHNIEE, EXEFENEE, E5°TRF. TEREALH
OENENBESZEMN—EFER, X2 4E 6 MEETIRBAN —FRE.
BR, MERHNEEEAIZARGMEES. BRNIAR—F, Bit—5
FHER] “#7  BHHREEEMTR.

Broken Landscape is an artwork by LIANG Shaoiji, exhibited for the first time
in Broken Landscape-Solo Exhibition of LIANG Shaoji back in 2008. With
components like ancient camphor wood, agarwood and silk, the artist
renders an unique ambiance interwoven with the concepts of "silkworm,
broken and Zen" (three Chinese characters which share highly similar
pronunciation with each other). What is currently displayed in our space
is only camphor part from the whole piece of work. The set of wood is
derived from a camphor tree standing by the enfrance of Shuinan Village
in Tiantaishan Mountain. Planted in Tang Dynasty with a history of more than
1300 years, the tree caught a fire in 1980s and was then collected as sculpture
material in 1990s by a friend of LIANG, before the artist finally took possession
of it and reutilised in his own creation.

For him, as LIANG claims, art production is not prepared for any particular
exhibition but rather arises out of his own desires. Living in Tiantaishan
Mountain away from the noises of cities, he enjoys the raise of silkworm, a
hobby the artist has been pursuing for more than twenty years. The wood
serves possibily fo highlight time and space flying by and never coming
back, or can be interpreted as circle of life, from bloom to decay. One finds
the reflection of spirit remains clear and intact, however, tracing broken
fragments of ancient wood, as well as the starting point where experience of
life and nature is embraced.
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&4 201009103

Spread 201009103

#FE |30 thERENEY, BESMNE, BUEDEXREY, URBEANERLEY; &
THEEURHIR

Installation | 30 plastic plants, which include various frees, psammophyte, bush and
herbaceous plant; airbrush with acrylic paint

500 x 400 x 400 cm

R~a3& Variable dimension

2010

M2009 FTHEER, RMART AHRXAHMISIERT XRGMEZARER . M«E
LR By « «EBEFEAEREY , BMARM B> RIIMITT ZHANER,
M ZARBIEMSIRAES~& L, FRACSHEZREN. <«EIE 201009103» 2
WRMABMRA WMRERN B “KBEER” 5 ‘BRER” , EREXAT
B—RERFTH “NH” 5EE—REEF Ril” MEE. XHERBEIIK
MEMBRY, BBEFREEN, EFEMNZE. BN LEH; FIETESN.
FMMEMIERIRER. ENEERIRES. RBEWS, HREERER. X2
BRIMARNMPRKEEN — ARG, N5E, “‘FE—N, ZREZRNATE
MhH®E—R" .

Since the second half of 2009, Madeln commenced art production in
corporate system. From Spread in Shanghai and Spread in Beijing, the
company has been spreading this series in an attempt of diversification and
formulating its own aesthetic principles on assembly line of artistic practice.
Being both "installation image" and "image installation”, Spread 201009103
is an artpiece categorised as "abstract art" by Madeln Company inspired
by collision between a forest in a picture and a rainbow from a comic work.
In quest for substitute of reality, the work reconstructs over a multiplicity of
spaces and media what is delivered by comics. The landscape thus rendered
is unrealistic, frivolous and decorative. Destitute of ideology and concept,
it is an unpolished and yet noisily luxuriant condiment prepared by Madeln
for our eyeballs, claiming "the more abundant, the more possibilities for art
development."







BT E | MADEIN COMPANY  (:2009)

BRERHEERED MG K L ER BN RA
Things | See Every Morning When | Wake up and Think of
Every Night Before | Sleep

KE | WALTEESRETH. RH%REE

Installation | Several replicas of Middle East antiques, security steel wire mesh
213.0 X 213.0 X 213.0cm

2009

BMARBEHE 2009 FHIZHEER, KUARFNEERERX, £ZFZAK
AR RKE” EXBRERZALZBRINSHAEEM. 200098, JLFE%R
HARELBNERTE “ELECHBRE—PRARZARE" AR, “W
MAFITE: PRARZAR EAAFE, (BRAERBEXEIMEGX®R L
ERTATAEMAREY EXIRELEXRBE. ‘fARR” £, RMARBIWF
B ‘R MENEIETAEERSFNIER, BUAXBRU ‘BERIRZ
RNEEAR BR ‘XUEAR NEALRZIRUELR. <BRERIMEX
BIMSRE LEAENKRAEY BEDMN. BREN &L ARk EHE
ZREGPLL “HER” A BTEE AHE, WARNRLBER— “&E"
MEBEHRRERIBEN—NLEE, BEALCHNESHYERTHR.
Back in 2009 when it was founded, Madeln Company with its corporate
system proclaimed that its artworks would be produced in several assembly
lines for discussions about various possibilities for the development of
contemporary art. In September 2009, its first Shanghai solo exhibition
entitled Seeing One's Own Eyes - Middle East Contemporary Art Exhibition
was inaugurated, almost simultaneously with the other solo exhibition
Lonely Miracle: Middle East Contemporary Art staged in New York, where
Things | See Every Morning When | Wake up and Think of Every Night Before |
Sleep made its debut. For these exhibitions, Madeln Company produced a
miscellaneous collection of artworks by forging the identity of a Middle East
arfist, unveiling fo its viewers the thoughts of creation which were deemed
orthodox in contemporary art, and which reestablished "the very nature
of culture" in "an international and contemporaneous language". Things |
See Every Morning When | Wake up and Think of Every Night Before | Sleep
unfolds the materialisation of ideas which are insubstantial and imaginary:
in the name of "what is seen” and "what is thought of", a string of bizarre
ornaments is woven by barbed iron wires info a giant ball. Synonymous with
the bafflement or bewilderment in comic books, yet it stands as an entity in
the exhibition space.







=] SHAO YT~ (.1967)

FTHERT

Nothingness Series

RE | WK, BEREE, SHRIRENERSET

Installation | Steel Board , All are equipped with medium density
fiberboard pedestals

Every steel plate shows natural rusts.

JEE Thickness: 3cm, 3.5cm or 4cm x 5 pieces

BRR~TAIZE Changeable dimension in exhibitions

2011

CEMRFD ERBRIH7 4, RERTHS 22011 £7 8 “BEAE—
S MBEFHER. BB—MEFRUEUATRTERT.

X5 «EMRT MMRSBZRARMEAET KKEmk. AIHBEHNMEY
FINIR, URBRITHHER, ENEZERFAMBANSRT ZRRHELC.
B—IAF “BEIPMZEZEBXFRMNMKRIL , “BABZXEEELE, TH
ZHEAZR REZARXTFERIBR. «THRTD £ “TENE” M “F
FROE” , Uk “BRA M TR BEL, ZRRSHNAZGEA TEME.
TRt T TEM. LM

Nothingness Series consists of seven pieces and the five now displayed in
ShanghART Taopu come from the artist's project "TOP Event - the CLUB" in
July 2011. Currently, he is still continuing with completion of the enfire series.
The material utilised in Nothingness was collected by SHAO Yi from a
modeling factory where workers cut steel boards for designed shapes.
The left material, however, called artist's attention. SHAO is convinced
by the idea that "what is real overweighs by far what we design”.
"Nothingness utters the ultimate" is what the artist comments on this very
piece. Nothingness wanders between “perfect shape” and “required
shape” , as well as “usefulness” and “uselessness” . The five pieces here
are entitled respectively as WUDINGXIANG, WUSUOXIANG, WUXIUXIANG,
WUZAIXIANG and WUZUOXIANG.







=] SHAO YT~ (.1967)

B
Broadcast

HIARE | AL ES2 D, RERE, NEgERSEtFc—4E, SN LEEEIR,
PR EAfh TS

Audio Installation | 52 broadcasting radios, several recording boards, a set of
time relay machine and control switch, 5 transformer power supplies and other
electronic components, etc.

300 X 96 x 13.5cm

B RR~TAIZE Changeable dimension in exhibitions

2008

CHZI > R 60 RBL 1%, MMARM 60 REIMER, ARERL 52 H.
XFIRERITF EHERETFER, B—MIDXIWEEIXLERRAZE, JLF
RERITEMSS), HEMNEREXFMRAS R TREENRIZIZ. ZRRA—
NENSBESTAENT %, 8k 50 WREN BERRIE, #8520 #1F1E. X
LB ERRER—REINEME S, BPASHRMANIREA SRR
Fo. BIHBERNRAERARE, BRMEEENTE, EPNRSXERTTH.
CHZ #>7E2008 F£7 B Ligtb BB A — R “FEX” HERRH. <CH&T #>
M EXR RESHHERMNIERNAMN, ZARARES LHERBUHNES,
BFERNEREE. ENBERALEEPELENREKERSHEBIELE, 5
REREMIERR. B XFR, AR “EX —REXNERNSMHEERE.
Broadcast used to show 60 radios and 60 audio clips corresponding to each
of them. In ShanghART Taopu, however, 52 sets of them are now on display.
The broadcast radios of this kind were popularly used back in 1960s and
1970s. Collected by the artist around Zhejiang Province, these readymades
remain almost untfouched, bearing historical memory themselves after the
long passage of time. An eletronical timer is utilised to control all the radios,
which are set to voice at the same time for 20 seconds every 50 seconds. The
sounds displayed respectively by these radios are recorded by the artist and
most of them are from private conversation or meetings. One finds the work a
noisy unity when juxtaposed, yet whose content is clearly heard if s/he takes
a close step to any of them.

Broadcast made its debut in SHAO Yi's solo exhibition Exposure at Shanghai
BizArt Space in July 2008. This very artpiece is conceptually similar to two
other works displayed in Exposure, where the artist achieved configurationally
the combination of everyday objects from last century, as well as the
juxtaposition of audio and visual. Standing still as the most mediocre and
average segments of real life, topics, emotions and relations disclosed by
these recordings can be seen as an alternative interpretation of the word
"Exposure" in context of Chinese language.







HIFL | SHEN FAN  (b.1952)

xE
The Sky

RE | JT5E

Installation | Light box

120.0 x 80.0 x 18.0 cm %9 Pieces
1998

KRB <Ry BRENE—MHREEER. 1998 F, RANES5HZEH
B, FEH7T —%®MN. EMNNERETN: FE. RN BE. EZE. HL.
BipF . HE. MEXE. UERFEN, ZARBETHETNERNER
HREIBHTHRZ. B LEEBR, BN —RRENNE, ZRAEHETCREY,
HPUABMERE. XA “RE” WITHEKBELEEBRD, BARZAR
ZF— M X—PERERFHHNHTT, FEMNELTRENER EHEL EM X
=" BRH ‘—HzE , DRAEM RREE" . ENBEMNZEMERZH,
CREY AMARRBFEEMBEEZE .

Light box The Sky is the very first installation created by artist SHEN Fan. Back in

i

1998, the artist was invited for a residence programme in Netherlands during
which he fravelled around countries in Europe and North America that is
Holland, Belgium, Germany, France, Switzerland, Austrian, UK and Canada.
For recording purpose, he took photos of sky in all capital or major cities
he visited and then produced the piece back in Shanghai by a chance of
exhibition. In spite of their remarkable resemblance, the nine light boxes in
fact embrace images captured by the artist across different places over a
variety of contexts and times. So easily approachable by a small step yet so
infinitely remote in reality, the image of "sky" lies on the ground, unlocking the
room for profound association in transmutation of time and space.







HIFL | SHEN FAN  (b.1952)

7K - BT AT
Landscape - Commemorating Huang Binghong

JIXFEERE | IR, 292520 IRFIEITITE, mFrRas&asd,
—HBMEREE, FTNEEMES

Light and Audio Installation | Curtain wall of neon tubes, approximately 2520
handmade neon fubes, electric mechanical control set, computer control
set, mainboard of computer and speaker set

1000 % 80 x 500cm

2006

Kk - LEREMD BUEBR—HUGHSELER. ZRERGS K, &
10?!% 2, RAKE 13.78 K. BEH 2520 REMLITELAR. BEH

EEERE 10MEE, BN —RYENBILTERE, 29 7/ NFHIETT,
%EI—H_ |&%. RRMBEHLKERNLFNZAP LGS, RARE, B
N LR RESFRELR, NFISHHNBILTERSERR. LFNKE.
HITRETEEFENERKNES, ZARBEESFONEMESBEHRE
MIEwEE. AEEERLE, BNBINZARBETAHRAN K, HLEA
Bff ‘X7, GHEREHFENL, AINBENTELZRE T RNERMNH
RLELR. REERPUARFBARBTERNBILT AELRRER ‘U
K, AEAERESHRA—FTE.

Landscape - Commemorating HUANG Binghong is a dynamic artwork
combining both sound and light. Five meters tall and ten meters wide,
it is fashioned with a curved body of 13.78 meters in length. The whole
picture is composed of 2520 neon tubes, which light up one after another,
accompanied synchronically and correspondingly by a single note of
Gugin (traditional Chinese musical instrument) until display of full brightness
after seven hours. Highly sophisticated and distinctively flavoured, HUANG
Binghong demonstrated complete mastery of lines in his later practice of
landscape painting. SHEN Fan, on the other hand, refines these short lines,
outlines and re-renders with hand-bent neon lights. The length and pitch
of music is determined by the length and angle of lines, thus a marriage
delicately achieved by the artfist between timeliness of music and writing. With
"water" flowing at left bottom and "sky" overlooking from right top, the rest
of the image speaks volumes of mountains in an abundance of lines, whose
pictorial elements echo simultaneously trademarked abstract style of the
artist. Taking neon lights as main language which is infused with metropolitan
qualities, this very piece exhibits a portrait of "Shanshui (landscapes)" and
builds up a means of communication between tradition and modernity.







AT | SHIQING — (b1969)

I

Factory

RE | AARIIR. EXETE. ARERDAFAES. 87 RKER—HNBEXITE
H12ANAH, RYAE, BRRYATE

Installation | Wood board, old-fashioned Bicycle, old house furniture and office
furniture, 87 fluorescent light fubes in various length

12 modules, dimensions vary , Changeable dimension in exhibitions

2009

I > 2—HABKIRBIEN ‘2R , EHERANER, FRERT
FHREME. 8—F ‘@R AHERE—H#HRE, REHBRXABT/0ERK, &
—E ‘ER MEREAANERAMRTEE, RENEMN: 1. KILE /RS 2.
B/ #F 3. 8&/BARK AT B/XARK 5. BE/BARK 6. & /IR 7.
DR/ RARAE; 8. M/ BITHE; 9. BE /AL 10. XERAPL / H#4E; 11. 2
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REREANRARS. PHHEENEERRPBETHENTE. HHE
HEEXEENBN TV HHERREENARENRIAT, BTUEENES
MBXRRFT; mEESARESN SR TR R 57 E RS
B, RERUNEHERNESERERMNARES. ”

Factory is a complex of wood board "buildings”, set as layout of fraditional
factory and imitating the look of packing cases. Every piece of furniture, all
dating back to 1970s, is housed respectively by a "building" designed and
constructed for its particular dimension. The corresponding relations are: 1.
Auditorium/Dining Table, 2. Lodge/Chair, 3. Dormitory/Single Bed, 4. Factory
Building/Double Bed, 5. Dormitory/Single Bed, 6. Chimney/Coat Hanger, 7.
Office Building/Wardrobe, 8. Bicycle Shed/Bike, 9. Dining Room/Wood Tea
Table, 10. Leisure Facility/Cupboard, 11. School/Writing Desk, 12. Factory
Building/Wood Bench.

Artist's Statement:" Factory is a set of constructions in workplace tailor-made
for furniture dating back to the period of planned economy, imitating the
flavour, mode and layout of that era. The furniture is all from the artist's family
and represents furnishing standard of a household at that fime. The space
for lost items is left correspondingly as well. Not only a positive approval of
modernisation, industrialisation in construction of new Chinese socialism is also
seen as conscious abandonment of traditions. Communist system of work units
from Yan'an era is kept and followed here as a form of social organisation,
where isomorphism between family and work unit replaces and extends the
structure shared traditionally by family and the nation. "
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Farm

KE | KM, WM, K, B3, BXLT

Installation | Wood, steel, specimen, vegetable, daylight lamp

380.0x210.0 x 260.0 cm
2009

B (R HZARRELFBES 7T —E LHEE “=4” dURIBEN
BHERE. HEASE. L& B1LE. AR, HREFNERBENHEL
pz=iE, ARUEFEE. MEREY, B—EUREABMNMERE, B
A—TETRELEEFERANBAARRETRE. ABEHR: “ «<RPH BFiHL
SFNMNPERTALE, AEFEARRBTEEN~Y, KIERIRHESR
SUREFELREINAZH. FROZEFEANHETL BREARTEL
FHLEFESHEOBDNBERLEMNESTREBERANGRNEG. £
BREESAKESHEZ BREMHLENEIRAN, ZRREET —1E
MOEMEE: BATEUAMAERAE. RIIBESEENNEGRDERE
MATEEM? ESRERAEFEARFENNZ, WEERZRBNFU. K-8
MEFHANNZ. 7

The installation presents an replica of a balcony of staff dormitory from a “third
fier” factory last century. With cages, henhouses, flower shelves and bird
feeders, all arranged in perfect order for poultry raise and plant cultivation, it
is a family-based mini farm which makes self-sufficient urban lives possible. SHI
Qing commented that "Farm is inspired by urban experience in China during
the era of planned economy. Balcony, an architectural product of modern
cities, remains as a private space where agricultural tradition and modern
living experiences battle with each other. Bearing appearance of packing
case, the work implies awkward position of contemporary China being freight
yard of imported social and economic models, as well as sensitiveness to
and vigilance against impacts from Western socioeconomic systems. While
revealing the relationship between Western modernity as modifier and China
as being modified, the artfist raises an even more critical question: from which
angle should we judge and verify our own value system or the possibility of
system output? It is a moment when global economy finds itself confronted
with crisis and it is also precisely the moment when we should pause, reflect
and recommence. "
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We Don't Want to Stop

®E | KBEBEW. WBENETY. HE 7. 2BHRLK. 4 M ARAERKE
Installation | Wooden keel, fiberglass-reinforced plastics (FRP), fabric, button,
golden thread, 4 Buick tyres

673 X 75 X 85cm

2006

CERMAEELE BEARFIEN—WMOBHNKITH. FRBEARFEY
BF, M7 ORUARUTHRERNBISERNNERNHME, NIeE6HXTE,
HEMER 1997 FRARTHEHEHRN “LBFER (—P &L BEBE.
FREPLUENEST) WERE. 5 ‘LEFESR” BN, “LEBR" ©F
1997 F£/iz. E+EE, MBSZBSM GBARXOZAREY MEIEXHRE.

“RITES A ‘BIRT BREREAFEIUVMRIEY . MEBEGHRT SR
IS, BB T RIS T, EEKABER—IIED, MHrHLOBHRE.
AEMEERESENEMNERE, RNEEFLE, BNBFREFL.

We Don't Want to Stop presents an aircraft taking off from the artist's fantasy.
Thoroughly wrapped with woolen cloth, it resembles a suit sleeve with its
buttons, pockets and the design of exhaust pipes. All of these elements, along
with the golden text woven on its main body, represent the transfer from The
New Image of Shanghai, a programme initiated and promoted by the artist
back in 1997 featuring a young man with dyed blonde hair, sun glasses and
a dark Mao suit. The year 1997 also witnessed the establishment of Shanghai

GM, which staged Together in Art - GM Contemporary Art Exhibition nearly
ten years later, for which the artist was commissioned to create this very
installation. The "aircraft" is equipped with four Buick tyres, which undoubtedly
embody the automotive industry. For this artwork, SHI employs on a
conceptual level the disguised displacement of human body by machine,
which consequently obscures the interface of spacetime initially either
stationary or active. It annihilates all the resistances as travels in imagination
and materialises the speed of fantasy mingled with that of reality. We cannot
stop. Neither do we want to.
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Gravitation - Shanghai Night Sky

B | TRxE

SRBER. FERATRNKF TRNIR 91 RIKITE. 56 NI

Photography | Light Box Installation

Metal frame, translucent acrylic film, acrylic board, 91 fluorescent tubes, 56 light
boxes

236556 X 50cm

2004

B 2000 Fif2, MEMGEEETXE ‘UESARX" . £ SIh—LBE=D>
H, ZRRX—REBTAINOR: PRT7T —EREFTH LEBEREREN,
EEPAARNATREMSL]. ERYIABHNE, FEFHOUESAR
BAESE. NENDR, XESHNER-RENRHBESERE, EHMW
A%. MEEFRARN. EEFEFETNRTEBARARLS, ELEAINREHIR
wit. AN, ZRREZHETES - NMIERIENRENSTE, MEKEE
ARMWEEM. 5| N—LEBREY FAZARRNXANGER XINF,
WSISNER EHA BW MRE, REEDPEWRLRBLCHESEERIN
BX. RABBTHLARIEPHNERSSE, THRAXSIETIHEIL.

Since 2000, the works by SHI Yong have been primarily focusing on "illusion
and redality”. Once again in Gravity - Shanghai Night Sky, illusion of reality is
captured by the artist via a set of photos showing skyscrapers in Shanghai
against night sky covering large areas of images, appearing diffusive and
illusionary. These constructions are displayed solely with their tops, which
differs fremendously from magnificent and overwhelming impression people
usually maintain of modern buildings, as if they were somehow attracted
to the bottoms of pictures by a bizarre force, giving a look that is obscure
as phantasm. Dreamily bright and vibrantly coloured, however, the sky in
this work reflects faithfully Shanghai at night. At the same time, light tubes
in every single box are intentionally numbered and arranged so that they
speak double fictions of desire and illusion. In contemplation of Shanghai,
a city designated as paragon of encouraging overseas investment during
economic reform, Gravity - Shanghai Night Sky questions mega buildings
and their significance which is unboundedly intensified. Deep into the ideal
and anticipation germinating from urban development, reality and illusion
perhaps belong to a same body.
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Flying Q

RE | THR. FEAERR. £B%. RABXL. 6 1MRSER

Installation | Chevron board, car painting, metal stick, inflated bone and 6
inflatable cushions

4 R=F Full size: 370 x 370X 80cm

7S Inflatable cushion: 167 X 50 X 15cm

2003

Kk QY B2—MEH REMNNESR. 2003 F, RESESRIAREREFE
ZR THARE" « “THARE" HER. BEMNLIE, ZRARRUERET —
BXEAAEHREE, REREEARENENES L. KR R TR,
MARFBHFEFHAILNFREBINTHNEAMAST: FEANF —IRIIEENHLI
BREEL; HERERERY YTAXRT BEN 17 ASREZARXTF 4
FRZE" MRiE. ZRARERRI, & TR AIMILUERSERRGHA,
XA KRG —RE/N. XRITH. BHM, FAPNEGINLEEWEEREX
21 “4EWME” WIKIE.
Flying Q is an installation whose configuration is fashioned resembling a
flying saucer. In 2003, SHI Yong participated in Open Sky, the inaugural
exhibition of Duolun Museum of Modern Art. Led by his imagination and
fantasy that went as immeasurably as the "open sky", the artist produced
this installation as if it were prepared for the launch on the top of the
museum building. The content shielded by the "flying saucer" is inaccessible
to its viewers, unless they lie info one of the six holes. Inside the installation,
there is a revolving inflated pink bone, coupled by the sound recording of
the interviews about "open sky" held by SHI with the other 17 artists who also
displayed works in this very exhibition. The work was intentfionally designed
this way, so that when all the holes are occupied by people, it appears as
a large turtle. Defying the mission of flying assigned to its crawling humble
body, the installation bespeaks another teasing performance about illusion
and reality.
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The Moon's Hues are Teasing

HINRE L EWIBMEES, HRRINTFEHAME, BRRIEMER, TOLTE, F.
DVD g &%

Audio Installation | Coloured Fiberglass statue; fabric, button and other textile
materials; fransparent fluorescent tubes, sounds, DVD device, etc.

#{&k Overall artwork: 307 X 142 x 186cm

F A4 Main object: 186X 142x307cm

BEEHEE Sound equipment: 150X 28 X 20cm

SRENK: 1146", EIER

Record duration: 11'46", played in loop

2002

CABEAY E—HREPEE. FRE3IMOEN: —WFMEEEME, X
BEME; ‘F MAAEREAANBLEENE; BLXABRMEZARE
2002 FLBRFRBS LMRE. fFaf, ZAREBY “‘GHER” 87T —
MRS FEPIENSHAREMEN, FHNBSHEM%R, RE. B
I\E, MERRBEENHNAEZDERRARS. <ABEAY BHREE—H
BRMEX ENER, HEESERTFAES, 2K “KRE” « ‘4917 « ‘5l
N7 HER “ARIME” , XL T 2002 FESTHEEERNEIERE.
The Moon's Hues are Teasing is a sculpture installation composed of three
parts: a massive pair of arms extending from the trousers and propped on
the ground, a luminescent pink bone for pets placed in front of them, and
a repeatedly played sound recording of the cocktail party of Shanghai
Biennale 2002. In this very piece, SHI employs the human body as a suggestive
image and thus constructs a preposterous truth: the identity of the main
part becomes highly dubious and ambiguous, while the concept of the
extremities is covertly replaced by the look which appears both standing and
lying. Moreover, the arms (or legs?2) are apparently fascinated by the artificial
bone. The Moon's Hues are Teasing can be understood as one of the first
pieces by which the artist embarks on the manifesto of self-consciousness, as
implied by the flattering posture commonly found in the secular world, as well
as the hallucinatory reality germinating from lust, illusion and gravity. All of
these elements come together to shape the leading voice of the artist in his
works since 2002.
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The Floor

RE | B

23 430 BRARAR, 29 3000 KHR f, K&z, A& P1 K%
BAEAKREBRC HEMRA IS, BEFIHED

Installation | Photography

Approximately 430 wooden parquets, approximately 3000 photos, crystal
floor paint, white P1 paper, etc.

The photos are RC Glossy Photo Paper No. 3 and Black-and-White hand printing
1R BRIERFHR T Current exhibition size: 930x240x 2.2cm

B IRHAR R~ Single parquet size: 60X 13X 2cm

2003

<HIRY RBERAZZHANRFIZEE, AKRMRFEEEHREE, B
RBAEORHIIES RN L, BRAKSMREBESRE, BRAGRE. <R
FrFl 3000 Z kMR A EMMERAXNHERS. EMZARKHIE 2003 F£4 R
“UIR——AFEAGK MENXFE, XLV, BiE. B0, EEXEXH
HiRtaR > BARASEEN - E28E. <<y —STE2XEFENR
EXE. g, S—HEXE—MEX. BMMAERNRE.

The Floor was produced by traditional painting and varnishing techniques.
The floor surface was coated with crystal floor paint, before the photos
were placed in a certain order on every single piece, and then a last layer
of the transparent paint was reapplied. With more than 3000 photos, the
work contours the everydayness defined by the arfist. Back in 2003, the
solo exhibition of SONG entitled The Floor - Life is Wonderful was staged, for
which the artist wrote a piece of text. It is precisely these words that portray
generally the sectional plane of the photographing process of this very piece,
despite being nagging, trifing, blunt and even someway rather baffling. The
installation conveys on one hand grave concerns, sensitivity and an impulsion
over life, and on the other an understanding which is unadorned, mild and
genuine.
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Materialist

BEZE | BEERIAE. /oK

Sculpture | Polyester resin and hulled millet

110.0 X 190.0 x 150.0 cm
2001

CHEMIEXEY ARBINBHIMA, REEHNK, BETX CR#HLH)>» £k
LBEBRINELSE. X—FRIER, ZAREBA UM IREEKEATHER
BHAFEHE, FRZARBFHIUREFS. BEFRELZBNIRERERE
AHEHAHEERANTFEI G, FEREALMNIEBNEN HBM RS,
BREENREITEBZRYBEE. MK TEZRNEEZFROYRLIZ,
WEBNKE “FE” , BERTPAEMIR: —AEHREMN. BERER
FEASMBE EEF R NRBORE .

Materialist is a fiberglass sculpture covered by hulled millets. It is a contfinuation
of Great Criticism, WANG Guangyi's easel painting series, in which the
images of worker/peasant/solider (representing the aesthetics of Cultural
Revolution propaganda) and the brands of consumables in the Western
world are juxtaposed as the unique visual symbol employed by the arfist.
The standardised posture of the figure in this sculpfure functions on the other
hand as a vehicle of his paradoxical identities of both critiquing and being
critiqued. The sheer volume conveys a sense of absolute power possessed
by heroes, who, nevertheless, are barely capable of shunning materiality in
modern society. Hulled millet perhaps spells our memory of materials in hard
fimes, whereas the hero covered with these grains generates an unexpected
texture: the mottled hybrid of the faith of a particular era, the ideology of a
state and economic system of the time.
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Never Falls

W55 EHIET

Acrylics, an aluminum coin

80 x 80 x 10cm
2007

2006 £ 9 B, CKRAED F «<EWHHTRH - WPKID> EERRE, BENG
—HERE80cm HNEBHFIEHAE— 15 120cm R REERE £, WEETREN
RGIE, ERMPRERE . REFKIRA CRAED NEZ/MRE, REER,

BREMERNS0cm, EEJ 100X 100X 100cm. <7k A 2] > f1 #9583 AR 1F “
/B, BETRENEREABEMEZI AT RBE. XFXHEEREIER
YR, RN RENE, —AEHERE, TEILEEFET, 2ETR2ETE? 7
ZRRE “WRTE FOFLLFLRUNIEX, RFERNTHFITRIER

B Z AR R X F LRI B T 3£ 38 5 50 3 K IRUR]

In September 2006, Never Falls made its debut in City in Progress / Live from
Zhang Jiang. The work in that exhibition showed an aluminum coin measuring
80 cm in diameter. Standing on a large basis that was 120 cm in height, the
coin was driven to spin rapidly by an electric engine embedded inside the
pedestal. The same principle is then applied in the second edition of this work
displayed here in ShanghART Taopu, only with the coin shrunk info 50 cm
in diameter and a cubic basis of 100 cm in length. The coin in Never Falls is
called "World Coin" with a world map engraved by computer on ifs surfaces.
As for the inspiration of creating this piece, XU Zhen said "l am just wondering,
to stop a spinning coin from falling, is that really possible 2" With the production
of a world coin, the artist hints more or less at economic globalisation and
what is concealed under boredom and futility conveyed by this very piece
is perhaps bitter sarcasm wielded by him towards reality going insane and
unstoppable.
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Dinosaurs

KE | WA WUHIE. Wi RIBW. AR FRSE

Installation | Steel, tempered glass, resin, Fiberglass, animal viscera,
formaldehyde, etfc.

1000.0x200.0x 300.0 cm X 2 Pieces

BE: 12MEhA (RHESHHER)

Weight: approximately 12 ton (6 ton each)

1000.0x200.0x 300.0 cm x 2 Pieces

2007

KBy 2—HHEBERNESR, —R ‘B #—8H-, 23IEEED
10X2X3 mMBARIBER, DM HBEBHFEABIETR, WHFH
MOZARARBEAMBENREZHES, URRFITEHFRNE. MERRE IR
B, By MEEFMSNMELRBR  HEEN B8y (HEBFH
By ) . XPR - HEFN B8y 22 HAREZMNARZIRERZ—, W
RGBS S IR AR B RINRR, BIE T AR ERNEXFMNE,
ABRBER2ENHIFNNEERM TR “REE” , TRERNEX—HARE

MHEMRE. £ 2007 £—i5& AR “NONO” WRE L, RBERETIXH
e, MFEMRBENXEHERNTEN: “SEEFENRED, AIXLERHR",
EWAARSELYERKBANZ AN EIAE .

Dinosaurs is an installation of colossal volume, presenting a dinosaur halved
and spaced into two vitrines (10 X 2 X 3m each) respectively. Modelled
primarily in the language of sculpture, the enormous animal was stuffed with
real viscera by the artist, whose design allows his audience to walk through
this work. The existence of this piece, in terms of its configuration, refers
precisely to the internationally acclaimed contemporary artwork The Shark (as
well as Mother and Child Divided) by Damien Hirst. If the British artist refreshes
the definition and value of contemporary art by displaying animal specimens
preserved in formaldehyde, then it is not unfair fo say that the pastiche by XU
Zhen, who follows his visual presentation faithfully, is likely to serve as a retort
towards the pieces that go down in art history. Back in 2007, XU exhibited
this work in a show entitled NONO. "I am quite satisfied with the work, for it is
so abundantly boring." said the artist commenting on his own production. In
this sense, perhaps the articulation of boredom was no other than what he
pursued in his artistic career of that time.
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Blue Kylin

#% |Installation

B THBRE B aE:

The sculptures currently displayed in the exhibition space include:
— EERRBE A kylin (96 X 52 X 116 cm)

— RS A hibernating dragon pillar (855 x 103 x 103 cm)
—JERELE A Chenglu Plate (129.5 X 129.5 x 67 cm)

—ERER A base (202 x 202 x 137 cm)

IR 2 cloud boards (199 x 99 X 25cm, 176 X 127 X 25 cm)
IR 2 pieces of small gravels (29 x 21 x 25.5cm, 35 X 20 x 27.5cm)
Bt 8, Hit#y 37 g

8 pieces and about 37 ton in fotal

2008

2006 &, BHE|FMAF «<ITHERIVY BEILUESZHE, WHEBREEE. BN
THENESHIESAMZ SRR, XMRSTHTEARK, 2008 FhelfE
T«E BB o fERGE - BB > H3IMOER, HAE: —HMEHKY
20 pRIRGBIRE, RERFLEANGR, RENSAMEHENTFEw; 16
BRBEIER, CRT ITAMASEXFREHN T LR, MEFXMHE
MEBEEDR, BEXHSAMBASGUHEETR. RTHXARTHHRER
KEF-BE D> NEZEMRBY, EE—HEFZARNESHIARS. HNE
B RN ErdEBREREL, EANAER, HERBHRBLAIMMT
RIE, UERAREESHENES, EFRBNHEAANEE, ANtLEZ
RR IR SRR B 5T o
Back in 2006 during the filming of Seven Intellectuals in Bamboo Forest Part
IV, YANG Fudong passed Jiaxiang in Shandong Province, a city well known
for its resource of blue stone. The picture of local people and their entire life
centering around stone carving touched the artist, who later presented Blue
Kylin No.1 in 2008. It is an artpiece composed of three parts: a film running
about 20 minutes shows mountains being exploded and stones selected,
which marks the very beginning of production of blue stone sculpture; 16
pieces of video played in loop capture the images of people in working
process along with daily life in the city; last but not least, the sculptures per
se are displayed as well. Left unfinished though, the set of sculptures plays
an essential role in the whole piece as readymades carrying the artist's
concepts embodied underneath. What is laid in front of us is an abrupt stop
of stillborn product. The massive volume it occupies, the ink lines and fraces
of machining that are deliberately kept, together with the collapsing posture
even before a full display of their appearance, render the unique aesthetics
held by YANG Fudong, alluding fo modern civilisation simultaneously.
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RER: Bk, ZHANERBRETZIRE
Massage Chairs: Then Edison's Direct Current Was
Surrendered To the Alternating Current

KE | REBIWMSMH. 5. BFEHR. 2E%

Installation | Machinery parts of massage chairs, iron frame, programme
control system, pedestal, etc.

HERSH Pedestalsize: 70 x 50 x 92 cm

HERSH Fullsize: 472 X 50 X 167 cm

2003

EXARBEP, 6 BIZERWRIBLEREMBYETY, FSEMNBRME, BEE,
REREBHTIHE. BRSVIMaEE, ARFETHENEEZEAERRTEMNEM.
REBERBHRHEERRNIIAE, SERPRESERERNIESER—E ‘B8
T FEE. ER, BHANERBRATIRBR AL EBBEITER
FHNRRERNKE. BHANTERETRIBRNARL: NEKANEFES
FEMEREHAIEY, BEHLEP, —RERZDLHER.

MEE: BEICE, FUER THIPHADE WERAE, RBEMFRYEGRE, QFHIE “RHRERR"
HIrt LM, 1890 FEHELIEALIMBEEMMER, LUNERELFI A EH], B AIFHTH EFIFTIRH3E
SRFBHHTRA, BLATIRGHRE, A LR FEELLHIAIAES" « REXMFBIGEELIIANT~
ET RE” FF G BEIR, BRREBRAIEHRERUELR, BT B S E R .
This installation consists of six massage chairs whose exteriors are peeled
away and soft fillings removed, consequently resembling a row of electric
chairs. Once turned on, they begin automatically and respectively to
knead and pat, producing a string of rhythmic sounds, powerful and even
delightfully energetic. With their skeletal configuration, the general function
of the machines, which aims at the relaxation of its users, composes a set of
"implicative" contradictions. The fitle of the work, Then Edison's Direct Current
Was Surrendered To the Alternating Current, in fact states how the story of
Edison defeating Nikola Tesla ended. The behaviour of the former is simply
preposterous yet suggestive of the reality: what is advanced, despite being
shrouded once by a vested interest, will embrace a bright future sooner or
later.

Note: The history tells that Edison, to defend the direct current that he had promoted enthusiastically,
took all sorts of actions to attack alternating current, including circulating the rumour concerning
the danger of the latter. In 1890, the American inventor bribed some officials in a prison in New York
State for execution of criminals by electricity instead of noose, i.e., the alternating current provided
by Nikola Tesla. It was reported at the time that "dying on a chair powered by alternating current is
much more horrible than a rope”. In spite of such disgraceful conduct that led to people interpreting
"alternating current" as synonym of "death” for a short while, its advantages were not consigned into

oblivion. Instead, it became widely used in the time of Tesla.







MR | YANG ZHENZHONG — (b.196%)

P IESE AL B UE N

Red Venus Sitting in a Corner
BEZE | AW AEER

Sculpture | Stainless steel, car painting
220.0 x 208.0 X 118.0cm

2010

TAERHMR—MHZERXMENER, ERIE “XP5HF" ; BE
AEBE5HMHTHFS, CRREDYHAN, RAXESHLST. &
EHANIEENY TSR AENS—MEXEEX, X2—HMRt
MEMNERIBRABE. MEKRLERRD, RBEXARE, BSREEY
RBE, DRNGEESEERNEY . BRARRME SN HERELH M
B, ER— BB THERGE, EHE. FRENES, BETE, £
ABAE.

A five-pointed star is an old and abundantly meaningful form, which
usually symbolises "glory and victory". It also epitomises Venus, both the
star and the goddess, i.e., femininity and the personification of beauty
and love. Red Venus Sitting in a Corner touches perhaps every aspect
of the implications of such a star, languorous and vibrant, being a
large red star itself. Leaning in the corner of the room, she is tranquil yet
unstable, bearing a shining look that is paralysed if unyielding. Rather
than the forces which used to be positive and revolutional, and now
imperceptibly undermined, the piece displays a lounging female deity
both stretching and resting in an ambiguous, intriguing and evocative
posture.
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Tool No.1

RKFE. REH. EEHI\

Refrigerator, foaming agents, loudspeakers
2007

BREENAEN «<KTR-1> 22007 FKENE «ITRY H—#59. 248
RIKFERFH TSR, BIERER T RENEBT OXMARERZR
STAMEK, BEEETRIREER) ; TERIR-—SIBEEES, &
TSRS, KEANRICER LIRBELBNEESE. BN «TAY MRt 4
Afffm, <IR-1 ZREIMRETNEETR. TR ‘FE" BomEMNS5E,
KTR-1 IR MFAEMNIGERBIEERS: HRT5H3HLL “UAK”
ARMBER, MELNGESHAENRENINIEXRNESR, «ITA-1» B
BRI VFYRERMFEEFEBRMMNRRIZZ, mMEEBEFESNIZAMIGIT
KMIZA (XELEBEU—ZHEM ENERT LR SEEN KIEY B
MENMERSHERNE S5,

Tool No.1, which is currently on display in ShanghART Taopu, was a part of
ZHANG Ding's solo exhibition Tool back in 2007. The work includes twenty-four
second-hand refrigerators packed with loudspeakers and yellowing foaming
agent filled in space between (applied in liquid stage before swelling and
hardening into solid state with higher stiffness). All the loudspeakers are linked
to a detonator which, once pressed, produces deafening explosive sounds.
Four sets of works were shown in that solo exhibition where Tool No.1 was the
piece that played a significant rhythm among all. Characterised by not only
the intense involvement of audio effects, Tool No.1 also distinguished itself by
the material it utilised and the display atmosphere it created: In comparison
with three other works which borrowed "cacti" for certain metaphors and
fostered violent conversational relation between those hurt and those being
hurt, the choice of unnatural industrial products in Tool No.1 seemingly bore a
mellow memory of time. Furthermore, the usage of installation as expressional
language as well as the arrangement of lighting system (the whole work then
was lit by a stage lamp fixed on the ground) unveiled Tool exhibition being
infroduced into allegorical illusion of a marginalised world.
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RKE | At BE ITEA 720 K. BIFR. K. B B FXE pIEEss
KL 63° , HERTNARR 200cm; FEHELN 11° ; BmMREHK 600cm; FIK
BEZE 260cm

Timber, asphalt, approximately 720 light bulbs, glass bottle, water, electric
box, electric wire, switch, etc. The degree of the front half of the stairs is
approximately 63 degrees, the height of the top of the stairs is 200cm; the
degree of the platform's slope is 11 degrees; the length of the protruded
wings on two sides is 600cm in total; the diameter of the hemisphere is 260cm
4 R <t Full size: 746 X 600 X 500cm

2009

CERE 1> KR 2009 F CGEE> MRI—#2. KRBIFHEFRMFENKE,

ETRIMEPTENZ2DHCIEERE. BB B REIKRRN CGER D « BE
TITHNERETRRE CER 2 « M3FLAMHBEBIUR —BMHERNE, MK
ARE (B GER D UMIZHAYRERERRL)  CGEE 1> 2—RREA
EMRE: AIEHORRIENSLE, PESRBRERENFES, BEAE BT
IR LR 3 KKNAE,; Rinf—MHELtEZ RITENERE, LHFEF—R
AR, CEE 1Y NRNFTRS AMRE. thFIEX, MABNAE. ZRN
BRE. FANEE. BRNKEUREMEGNEEBRZANRE ‘K&K M “F
R MERER. ZARMNEER NESNICEIRARENRITMETEN, YN
CERE” M ORIBFTR)” AR TERIIUER.
Law No.1 is a part of ZHANG Ding's solo exhibition entitled Law back in 2009.
Via the installation that constructed certain scenarios and atmosphere,
the artist displayed in his solo exhibition a complete presentation of his own
creational ideals. Law, as a complete piece, is composed of Law No.1
which is shown in ShanghART Taopu at present, Law No.2, a conveyor belf
installation with light bulbs fixed on it, and three pieces of foam sculpture
as well as a set of pine trees and cypresses (nothing else except Law No.1 is
currently available for display in exhibition space). Standing as a large-scale
geometric wood structure, Law No.1 is an installation of three sections: the
first section is an abrupt ladder which soon introduces a sloping platform as
the second section, which consists of two three-meters boards protruding
symmetrically from the middle; finally the third section is constituted by a
hemisphere starred with approximately 700 light bulbs, and a bofttle of water
suspended on fop of it. The law in Law No.1 is possibly related to dimensions
and proportfions of human beings. Meanwhile, the acquisition of feeling
of "security" and "balance" is hampered by the degree of the ladder, the
gradient of the slope, the width of the platform, the length of the boards as
well as the overall height of the entire work. Both the way ZHANG handles
installation as his language and the design of viewing path are flawless,
while the experience of "being exfremely careful" and "being amazed and
impressed" are what audiences obtain upon their enfrance into this work.
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JKE | ZHANG DING  (61950)

Vizvide

Swim Ring

RE | NEREA. AB. AM. IR, RZ. BRIBE. EEDS
Installation | Artificial marble, plaster, timber, shell, plastic track, Ganoderma
lucidum, green plants, etc.

250.0 x 350.0 x 350.0 cm

2012

20125 6 B2HE7RAH, KREMBERARENWHARZ AP L
BBET MRIE. ‘GBS RFERTAEXT ‘K7 X—EBAAET
ANEYHERMESMERFLR, MARKREER CFKEY X “BR” #77
—EEMETRANSRE: EENFEH. MEREMNEIRNAAREFLE
RERBNEMRZNATE, BRT “BHE HRLZEESaY, €1
2 ‘BB MHAKRE, REPLOAEEABEN ‘E87 , EFAERXIG,
—HARBNEZRANEREFRRRER, BN ZARELAMBNFEFAN Ik
BT RBMAER T EREE CCEAELEET)  REPWAREH ‘X
ZER” M “BIER) RIRR, RIEAEEENESS MEERLEKKN
MMZGEEY), RFEEX M EERENERS k.

Between 2 June and 1 July 2012, ZHANG Ding held his solo exhibition Buddha
Jumps over the Wall in Top Contemporary Art Centre which stands adjacent
to ShanghART Taopu. Eating, a daily behaviour which bore two clues as fo
biology and sociality, was inferwoven into that exhibition where this large
installation piece Swim Ring delivered a narration of "eating" in a more
abstract and detailed manner, namely, "energy consumption”. Covered
with lots of shells and ganoderma lucidum, the six columns which support the
main structure of the artpiece drop a hint about the expensive and precious
cooking materials used in the dish called Buddha Jumps over the Wall, or
in other words, the source of "energy". On the two hexagonal stages in the
centre, a small chamber orchestra put on a live performance on the opening
day. A race track (which cannot be seen from the ground) is paved on the
top of the halved swim ring, alluding to cultural and sport activities in human
life and symbolising the highest level of energy consumption. And the plants
growing upwards hold the connection between the start and end of the
energy system.







TH | ZHANG QING  (a977)

BRI

Tower of Babel

EBEAIMAE | FEW (L 1.5% ), 887 137 R

Installation & Project | Stainless steel(Approximately 1.5 ton), 137 pigeons,
Pigeons

735.0x 346.0 x 346.0 cm

2008

CGBRIEY BEATERYRHETR, £185. SEERERENSEE, &8
REEFEAEANT, —NEE, —TAES (TR BE) , SEZRABE,
KMEERNENLM, BHKEBERIT. ME—EBEL, SEERERER,
BENHBHEEER. M15E 18 E, ZFHANESHENITE.

2008 E 9 HE T B, £ “RIKRE" MEFNELE LERNFRPE, X
HEBHRNBEERTIIGME, Z2FFRMAT 30 KA (MKRBTE) HBF,
RFEER 15 KRG, TR CHRIESFEE. SFESXTAFR, 8%
EBREREARCBRENEAR 137 ABTENBESNGN REERZEERS.
ZARERET “KRETHHC , ERELT -1 TR , BRTHTR
BHREEHKNER.
Tower of Babel consists of a stainless steel fower with 18 stories and each
houses pigeon cages in various numbers. Two doors are installed in each
cage, one fixed and the other flexible (for opening and closing). The cages
are designed in the shape of a fan, floored with steel wire netting and
equipped with a sewerage system. As the tower tapers upwards, the number
of cages decreases and the completeness of their form dissolves between
the 15th and 18th story.

Back in 2008, the installation was displayed on the grassland outside the
exhibition hall of the 7th Shanghai Biennale entitled Trans Local Motion
between September and November. ZHANG Qing prepared a flock of
pigeons which hatched within 30 days. After being kept for 15 days in
these cages, the birds were allowed for their first flight and all came back
afterwards. The cages were cleaned on daily basis, while the animals were
fed twice a day. As a temporary shelter for 137 pigeons, Tower of Babel
was removed after the exhibition. Through the work, which simulates a
destination of the migratory species, the artist questions "the ambition of the
cosmopolitan city" and hints on the cornucopia of urban desires which is
doomed to perdition.







TH | ZHANG QING  (a977)

it

Tree

RE | 8 8K 8L RS RR, AXT

Installation | Iron, Rubber, Lens, Granite, Paint, Flashlight
560.0 * 360.0 * 260.0 cm

2011

10 MEMART 27 MBS AHEEE —ERRIRL, XRGH-—FHED
THETFHR, WIS 15 DRRINRE A ERRENME—ERKEE
EXENRT. KEE—MREENBEEANEE, RNABELERE. W
ANERREMARMBS=E TR LNBERY,; 2XBLTFHEEZH,
AABBEZECHRAXFERRENEE, MEMLTBERNTIEFRE
W T -

Ten surveillance cameras, after being enlarged 27 times, are fixed upon a
special support, resembling a tree, bent under overload. The lights flash every
15 secondes, imitating cctv equipment in public area, which functions as
implication of surveillance being operated. Sustaining an invisible and yet
overwhelming existence, surveillance is both evaded from and confronted
with. Enlarged monitoring system and its distorted configuration prompt
amplified visual effects. All over the world, people are uniformly surveilled and
compelled to sell their privacy for existence of the system. Such unconscious
behaviour, nevertheless, is standing over the edge of collapse.







FEIE | ZHOU TIEHAL ~ (asso)

iz

Airport

FERE

Audio Installation

< 797 21" {EEE
Duration: 79'21", played in loop
1996

BEREER Wi , BEELNGESEAXFEA—DEBRREIT. 9
Iy SIfEF 1996 F, fEmARR: BHRER “BREELSEN M ‘MR
BUERE Y, IRELEEN MRE, Hob ‘L8 BXAEUNGNELET,
FMEMBREM: RER. AR . 3. BEHSEABLENHR
RUEHT, REENR—ENBRENEFREEZRENET. BHEHIE
T—TMMEBREZARARE LERESNENNG, BHRE EEEI R X
ERTY ARRES, ZRRABFR T HARZERRENHI M EEN LT R,
The audio installation Airport infroduces audience into a virtual waiting room
via simulatfion of its broadcast service. Produced back in 1996, the piece
plays contents repeatedly such as "dear passengers, please get ready for
your flight." and "we are sorry to inform you of the delay due to some reasons.”
Shanghai, here in this fictional airport, is designed as departure city of all
flights, whereas their destinations include Kassel, Zurich, Hong Kong, London
and Venice and so forth, cities known for their modernisation and openness
and most importantly, for their reputation and leading status in organisation of
art exhibitions on international level. It is a fabricated airport, which sees artists
being moved from Shanghai onto global stage. By dividing it info two phases
that are "ready to get on board" and "cannot even take off", nevertheless,
the artist sharply mocks certain phenomena prompted by exhibition system
of contemporary art.




% | Selected:

FMUREFEIE, BB ERREIHN ALZ709 fii
¥, REFRENT, BRENGEFESDS, B
RIREIENEE, RRFR 1 SIEN, RRKRER R
B, s

Ladies and Gentlemen, may | have your
attention please: Flight AZ709 to Venice is
now ready for departure. Would you please
have your belongings and boarding pass
ready and board the aircraft through gate
number 8. We wish you a pleasant journey.

Thank you.




FEIE | ZHOU TIEHAL ~ (asso)

Un/Limited

15.5%x122%x197.5cm

RE | AIR. A& 146 5k, EEL—H

155 X 122 X 197.5cm

Installation | Wood board, 146 white ceramic tiles, a set of showerhead
1998

1998 &, EER LERBEGE —MIFSE A Un/Limited 65, HFEiE L
BZRREFBEPRIER. BHKERESM Un/limited 3. AFE® AN
ZTER: ‘SHEFREMEHNE, BB Un/limited IRE" - BEHBRK—
N85 X 122 X 197.5 cm K FHFEHBERE, HRRT —HiMamk,
BT —NEENRI. ZARRITT—IEENRRAX: EXIMRENE
WEI. FRITHERKE, EIFTAESELS, ERXLERAEME
B =) =R /& i -

Back in 1998, German Consulate in Shanghai named a show window as
Un/Limited and invited artists in the city for work display there. ZHOU Tiehai,
upon such invitation, exhibited his creation in Un/Limited 3. The diplomat
who suggested the name once said "you might have un/limited inspiration
while taking a shower." The work thus presents a cuboid of 15.5 x 122 x
197.5 cm covered with white ceramic tiles, plus a set of showerhead to
simulate the corner of a bathroom. Specially designed by the artist to
cap the show window, the piece was initially infended to be linked to a
water pipe and therefore for interaction with pedestrians passing by. Due
to certain reasons, however, Un/Limited was finally removed shortly after
inauguration of that exhibition.







e | ZHU JIA  (ba1963)

JKIZ

Forever

RERE | ZREMREIEE. BMA. DVDHL
BRRG, 276" BIMEN

Video Installation | Tricycle and video camera sets, television, DVD
Single channel, duration: 27'16", played in loop

HE R~ Installation size: 288 x 92 x 105 cm

1994

CKILY BAMRGERNRRIE. BT —ZXER=RE, £—8/N7
HEGIEEE=ZRELZLNER L. BERTEARE, BEVNBETIER
BHHEANEER. ERZBEMNRENTEEE. BRNTSE, WAREEH
BARERzT. MXBREBZERNEIINSE—BREERS.

ERERTF 1994 F, FA—HZHFEFRFENHERHAIRRE, HIEFRD
FANPRERNESEZZAVNMRE. £ CKiZ> 1, ZRRXETF ‘B
MOUEBESURGARZEMNXR" , BEXERGNHPEERL L, BT ARMA
FrEH, SUXREFRIBGINEENANETNES . RiethE. SR
BENEBE—RRNGRETEFENURER, BN, FEXEBEES—1
FEMBSIMNES: KZNREFEMKINSBERFRAE—E, HUTNE
REREWRAFEN T FHNME TR .

Forever is a masterwork by artist ZHU Jia, in which an old-fashioned tricycle
was readapted into the installation with a small video camera fixed on its
left wheel. As the vehicle moved forwards, urban landscape in Beijing was
thus captured. Accompanied by a noisy snore, the rhythm of rotation was
confrolled mainly by traffic on the roads, leaving the viewers dragged info a
giant vortex of dizziness.

Completed in 1994, Forever enjoys an international reputation as an
experimental video work in early history of Chinese contemporary art and
has been exhibited several fimes in important venues including New York
MoMA (Museum of Modern Art), etc. The artist in this piece concentrates
on "the relationship between images and psychological and visual
experiences". Attaching the camera to the wheel is in fact an action
which gets rid of grasp of human eyes and hands and reminds spectators
of existence of the camera, as well as viewing as behaviour itself. Reeling
and bizarre, these images outline a unique visual experience of cities in
existence. Simultaneously, the background sound conveys a message which
is paradoxical and unexpected: forever revolving and forever monotony
are woven peacefully info a same fabric where unusual experience is
reconstructed after disturbance of audiovisual perception.
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Contemporary Art Exhibition Documentation Project I:
DIAL 62761232

In early 2010, a bunch of black suitcases were sent to ShanghART Taopu
which entered and settled down in M50 Top Art Park not long ago. Six
years ago, these seemingly ordinary suitcases were carrying the artworks
entitled Dial 62761232, following couriers in their trips around Shanghai,
and delivering this contemporary art exhibition to thousands of audiences.
Six years later, when these suitcases are reopened again, the clever
and fanciful ideas and spirits they contain reappear as before. “This
portable exhibition space” unconsciously opens a new way of thinking in
contemporary art archives space for ShanghART. Promoting the collection
of documentation information by case study and monographic study for
the purpose of reconstructing a vivid history will become our main working
direction.

Exhibition title: Dial 62761232
Exhibition dates: September 10th to 20th 2004

Persons in charge: YANG Zhenzhong, TANG Maohong, JIN Feng, HUANG
Kui, XU Zhen

Venue: Shanghai
Organizer: BizArt Art Centre
Co-organizer: Oriental Morning Post

Concept: This exhibition is based on the idea of “delivery” and the fitle
consists of telephone number of the courier company. Viewers were
supposed to dial this number to book an “exhibition” delivered by a
courier, who would show each of the works one after the other. People
could view this “courier exhibition” delivered to any places within
Shanghai. Each artist was required to make a portable work that couriers
could carry with them. 10 to 15 couriers then delivered these works
everywhere in Shanghai. The artists therefore had to make 15 copies of their
works so each courier had one.

Fees: Artists were fundraising on their own. Except for their own making
charges, each of them had to bear 500 Yuan of exhibition charges.

Artists: BA Zhenlong, CHEN Shaoxiong, CHEN Xiaoyun, DING Yi, FAN
Mingzhu, Alexander Brandt, FEI Dawei, GENG Jianyi, HE An, HU Jieming,




HUANG Kui, JIA Bu, JIANG Zhi, JIN Feng, JIN Jiangbo, KAN Xuan, JIN Feng
(1962), WU Jianxin, Davide Quadrio, LIU Jianhua, LIU Wei, MAO Dou, NI Jun,
SHAOQ Yi, SHI Yong, SHI Qing, SONG Tao, TANG Maohong, WANG Xingwei,
XIANG Liging, XU Tan, XU Zhen, YANG Fudong, YANG Qingging, YANG
Zhenzhong, YU Ji, ZHANG Ding, ZHANG Qing, ZHENG Guogu, ZHOU Xiaohu,
ZHOU Zixi, ZHU Yu

Couriers: GU Yunzhong, PANG Wenhui, LI Chunxi, QIN Desheng, CUI Kemin,
GAO Liming, XU Zhihua, HU Shijun, LI Wenzan, SHI Xiujiao, CHEN Delin, LI
Xianlun, WANG Zhengxuan, XU Xinjiang, SHI Xiuhao
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Contemporary Art Exhibition Documentation Project II:
Let’s Talk about Money--1st International Fax Art Exhibition in Shanghai 1996

Exhibition Title: Let's Talk about Money—T1st International Fax Art Exhibition in
Shanghai 1996

Location: Shanghai Huashan Art School Gallery (Shanghai Yifu Vocational
School - HuaShan Department now)

Date: Mar 15 - Mar 25 1996

Fax Receiving Date: Mar 1 - Mar 20 1996

Fax Number: 0086-21-62413745 (DING Yi), 0086-21-62121413 (ZHOU Tiehai)
Curators: Hank Bull (Canada), DING Yi, SHI Yong, SHEN Fan, ZHOU Tiehai
Artists: 101 artists and organisations

JAPAN: Akihiko Morishita, IDEAL COPY, Junko Yono, Tetsuo Kogawa;

USA: Debi Hayes-Bartlett, Eduardo Kac, Florida State University, Hanna
Snyder, Ingo Gunther, Joseph P.Shea, Lilian A.Bell, Reed Altemus, Peter
Fend, Julia Driscoll & Cheryl Hughes;

Canada: Anne Milne, Corsican Joke, Diane Roblin, Fraser S.Finlayson, Hank
Bull , Johannes Zits, Marie-Josée Lafortune, OBORO Gallery, Western Front,
BIAN Yizhong, John G. Boehme;

Holland: Auke Wassenaar, BBK*GSS, Edward Zajel, Marten Winters, Wim
Bors;

German: loé Bsaffort, Peggy Kames, Peter Bothig, Pietro Pellini + Yola
Berbesz, Roland Bergere-France, REN Rong, Klaus Haller & Glorla Meszaros;
France: Jean- Francais Robic, Norman Wade Company, FEI Dawei;
Belgium: Commander G. Lafou, Guy Bleus;

Australia: Jane Dyer, Tony Scott;

Italy: Giovanni Nicolini, Monica Dematte;

Hungary: Artpool, Nemeth Hogyal, Szilvia Reischel, Felado;

Mexico: Armando Rodriguez, Maris Bustamente Mex;

Russia: Viadimir Mroneko;

Argentina: Martin Alejandro Fumarola;

Uruguay: Padin;

Austria: Robert Adrian;

Philippines: Santiago Bose;

China: CHAI Yimin, CHENG Hangfeng, CHEN Yanyin, CHEN Zhen, DING Yi,
GAO Hongxiang, GU Lei, GUO Bin, HAO Jing, HU Jieming, HU Zhiying, J| Wenyu,
JIANG Chongwu, LE Jian, LI Xiaoyan, PU Jie, QIAN Weikang, QIN Yifeng, SHEN




Fan, SHI Yong, WANG Shanxiang, XIANG Nong, XIAO Jun, XUE Song, YANG
Peiyun, YIN Jun, ZHANG Haier, ZHANG Ying & SHI Yong, ZHAO Baokang, ZHU Qi,
ZHUANG Ji, CHENG Qiang, WANG Yue, HU Jianwei, CHEN Song, ZHOU Tiehai,
XU Zhen, HUANG Shaogen, NI Weihua, ZHANG Xin, Anonymous

Subsequent to Dial 62761232 Express Delivery Exhibition: Contemporary
Art Exhibition Documentation Project |, ShanghART Taopu is pleased to
present Contemporary Art Exhibition Documentation Project II:" Let's Talk
about Money - 1st International Fax Art Exhibitfion in Shanghai 1996" . 8
years before the Delivery Exhibition, the Fax Exhibition was staged. The
two vary fremendously in their participants, artworks and contexts and yet
hold several aspects in common: Concerning exhibition concept, both fax
and express delivery are postal means which serve as alternatives for the
resolution of information communication in human civilisation and therefore
probe from various respects into relationship between art and media; as for
exhibition form, both of them were displayed with an emphasis on exhibiting
where maijority of artworks were of small dimension and low cost; seen from
the perspective of artists and staff, both exhibitions were involved with a
wide range of people. More than a hundred artists, designers and students
from 17 countries submitted their works to Fax Exhibition, while in Delivery
Exhibition, aside from 42 artists who sent their artworks to the organisers,
there were 15 couriers responsible for delivery, display and performance,
as well as viewers who telephoned to reserve art delivery service, which
were all indispensable for the entire exhibition. The study on Fax Exhibition
right after Delivery Exhibition, accordingly, is bound to establish an intriguing
comparative relationship for both researchers and viewers.

It was not long before fax as the main line of display was widely accepted
back in 1996 when Canadian curator Hank Bull was engaged in discussion
with SHI Yong, DING Yi, ZHOU Tiehai and other artists from Shanghai about
exhibition planning, considering it as the least expensive and the most
global communication medium at that time. Invented in the 1970s, fax
was spread across the globe by the 1980s, which started simultaneously
to play a role as art medium. “Let's Talk about Money - 1st International
Fax Art Exhibition in Shanghai 1996” was precisely the outcome against
the context of economic globalisation when fax received its greatest




popularity. On the contrary to this picture, the exhibition didn't take
considerable expenditure despite “Let’ s Talk about Money” as its theme.
Money is always enthusiastically talked in this economic society. And
Hank Bull issued invitation of Fax Exhibition from Western Front Art Center in
Vancouver to artists all over the world. Since 1st of March, a massive influx
of works from both China and abroad arrived at fax machines at DING Yi’ s
and ZHOU Tiehai’ s homes (the only two artists in Shanghai who owned
fax machines at that time), before they were arranged piece by piece in
the underground gallery of Huashan Art School. From 15th of March when
inauguration took place until 25th which witnessed the end of exhibition,
the entire hall was covered with images and texts demonstrating the
concepts of currency and the relationship between money and politics.

Ever after 1996, enthusiasm for personal computer and internet technology
swept over China and soon replaced the status of fax in communication.
Consequently, the first Fax Exhibition also marks the only one in China.
The passage of time over 15 years has almost deprived the heat-sensitive
fax paper of their old colours. Thence, it becomes a rescue action of
endangered art memory by scanning, preserving, reading and sorting
these images.We attempt as much as possible to rebuild every piece of
fax paper and documentation received during that exhibition, including
posters, photos, invitation letters, media reports and catalogue manuscripts.

In the pursuit of historical evidence, in fact, we come to realise the
impossibility of complete reconstruction of truth of history, where oblivion
and loss is an inevitable nature. The collection, preservation and storage
of documentation, in limited amount though, are not intended merely
to be an imperfect outline. Moreover, we prefer to regard it as the
commencement of a fascinating journey.

LU Leiping
June, 2011

This documentation project is managed by ShanghART Taopu in partner
with Hipic Image Study Group
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"TOP Events" Documentaries Series
Yang Zhenzhong: If you disagree with "Future Festival", please raise your hand

Yang Zhenzhong’ s If You Disagree with “Future Festival” Please Raise Your
Hand - “TOP Events” Documentaries Series is a series of documentaries
about all the contemporary art activities related to “Future Festival” and “TOP
Events” in Shanghai in 2011. It was first displayed on September 5th 2011 in
ShanghART Taopu.

“Future Festival” is an art symposium initiated in February 2011 by a group
of artists (DING Li, JIN Feng, SHI Qing, YANG Zhenzhong, XU Zhen and ZHOU
Xiaohu, etfc.) in Shanghai. Previously intended to last for a year, the project
still remains in progress at present. The topic of “Future Festival” s inspired
by French poet Mallarmé who said "the role of an artist is to prepare for future
projects." This quotation alludes to a certain reversion in contemporary art
action, suggesting that participating artists are turning from criticising and
experimenting to a new attitude of inviting, gathering and mingling and
such. What is found consistently in this series of activities are public symposia
between local artists and a philosophy professor (LU Xinghua), as well as visits
to ateliers and exhibitions. This symposium is more than a simple combination
of philosophy and art, as the organisers insist on the fact that it is neither
a talk nor an exhibition, neither an art project nor one of those academic
fopics we were used to or an inerfia processing under an experienced
thinking. Instead, it responds more to art introspection, surprises, conflicts of
opinions, differences, and unknowns. Seeing everyday as a festival, it actually

resembles more a final festival, a kind of decisive belief.

As a parallel project with  “Future Festival” ,  “TOP Events” shows precisely
such conviction, which is located in a building of M50 Top Art Park in West
Shanghai and serves as a venue for art events. From July to October 2011,

“TOP Events” has continuously presented three sessions of interdisciplinary
activities including fields like: art, literature, theatre, film, music and philosophy;
in a wide range of displaying forms: exhibition, performance, audio display,

film screening, philosophy symposium, art hotel and field investigation and so




on; covering as well a multiplicity of cultural identities: artists, architects, poets,
musicians, philosophers and film directors, etc. During the year of “Future
Festival” and four months of “TOP Events” , this documentary is regularly
updated, completed with real-time reports on people and activities coming

and going on in this building.

The documentaries on display include 7 parts:

1. If You Disagree with  “Future Festival” Please Raise Your Hand
2. Scaffolds

3. “TOP Events” First Session

4. Rumination 1

5. “TOP Events” Second Session

6. Rumination 2

7. “TOP Events” Third Session: Poster Exhibition "My Communism"
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Yy Zhenthong: If you disagree with "Future Featival” please
raise your hand,

"TOP Events™ docameataries series

9/5-10/5. 2011
Yang ZhenZhong solo exhibition
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ShanghART Supermarket

In 2007, ShanghART Gallery parficipated with ShanghART Supermarket by
XU Zhen in 6th Art Basel Miami Beach. A typical Chinese convenient store
made its debut in Miami Beach Convention Center. From cash registers,
counters, shelves, refrigerators, freezer sections, to a wide range of daily
necessities, as well as cola, cigarettes, toilet paper and body wash, it
offered everything. Despite the intact packages, they in fact contained
nothing at all. The merchandises in ShanghART Supermarket were not
actual daily commodities. Instead, they were artworks produced by
XU Zhen, where viewers could purchase any piece with local currency
matched with Chinese currency on a one-to-one basis. The sold products
were all packed into plastic bags with "ShanghART Supermarket” printed on
them, along with a receipt issued by "ShanghART Supermarket".

The Chinese word " # (Chaoshi) "is translated word to word from English
word "Supermarket”, reminding us of its prototype originating from the West.
Nowadays, supermarkets have already penetrated into everyday life of
Chinese people with a natural mix of local and international goods. The
witty parody and critique by the hollowness in ShanghART Supermarket
allude to the elaborate relationship between contemporary art and
commodity, as well as commodity and value. XU Zhen once mentioned
banteringly that he intended to do seven editions of this installation, one in
each continent. So far, ShangART Supermarket has been performed twice
in North America and once in Australia. While the piece now in Taopu is
another try in Asia.

Here in ShanghART Taopu, ShanghART Supermarket by the name of XU
Zhen's work is a space combining Artworks Store and Art Café. The works
on display were produced by artists represented by ShanghART, including
printings by YU Youhan, DING Yi, ZHOU Tiehai, XUE Song and TANG
Maohong, photographs by SHI Yong and Nobuyoshi Araki, as well as art
derivatives of ZHAO Bandi, BIRD HEAD, SUN Xun, Madeln Company and
Hipic. Guests in ShanghART Supermarket can read and purchase most of
books and brochures published by ShanghART and Supermarket staff also
provides services like meals, coffee and other beverage.




®E BEHNET  EMEBEEERZAEES 07, BEMZE, £E , 2007
Xu Zhen: ShanghART Supermarket, Art Basel Miami Beach 07, Miami, U.S.A., 2007
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ShanghART Gallery & H-Space

LPEXETFILEE 50 S, 16 7118 S1%, ki, FE 200060

Bldg. 16&18,50 Moganshan Rd., Putuo District, Shanghai 200060, China
T: +86 21-6359 3923 | F: +86 21-6359 4570 | info@shanghartgallery.com
Frig At iE Opening Hours:

BHMEEZE ShanghART Gallery (Main): X Daily 10am-6pm
EHRME R H =8 ShanghART H-Space: §X Daily 1pm-6pm

BERNRE

ShanghART Taopu

EREXREEE 18 5 (IE1REWLE ) 8 S, L, #E 200433
Bldg. 8, No.18 Wuwei Rd. (near Qilianshan Rd.),

Putuo District, Shanghai 200433, China

T: +86 21-3632 2097, +86 21-6359 3923

Frig At iE Opening Hours:

10am-6pm E#I—{K2 Closed on Monday

BEEMILR

ShanghART Beijing

XY HHEESM 261 S, b, HE 100015

261 Cao Chang Di, Old Airport Road, Chaoyang District, Beijing 100015, China
T: +86 10-6432 3202 | F: +86 10-6432 4395 | infobj@shanghartgallery.com
Frig At i Opening Hours:

11am-6pm 2#—{K & Closed on Monday
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