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T, (b1962)

+= 2016-2
Appearance of Crosses 2016-2, 2016

AR _ERIEREZ)
Acrylic on basswood panel with engravings
240 x 240 x6cm
DY_7809
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The presented painting, predominantly black with white crosses on basswood rhythmically disclosing the engravings, is named
the title  “Appearance of Crosses” with the date he painted. Ding Yi has been making abstract paintings using crosses and
grids since the late 1980s. The cross, whethera “+” oran “X” with thematic variation, is a motif that the artist has declared
is a formal mark without meaning, in order to emphasise the rational approach to painting, while the context of this work is the

industrial-paced development of the urban environment in China.



Apichatpong WEERASE THAKUL
(collaborated with Chaisiri IWARANGSAN)

BofReERER - FHHIERIE T (b-1970)
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/R
DILBAR, 2013

BERT | 8 | 25 R
Single-channel video | Installation | Holo/Transparent screen
152 % 271cm, 10'
AW_8347, Edition of 5 + 2AP
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Shot in black and white, Dilbar, which means ‘full of hearts’ in Bengali, is the name of the film’ s main protagonist. He is a
Bengali construction worker at the newly-built Sharjah Art Foundation Art Spaces. The city’ s warm winter drives Dilbar into a
slumber. His 'sleeping’ existence shifts between the museum and the labour camp.

This hauntingly beautiful video installation depicts a portrait of a city builder, one of a milion Bangladeshi workers currently
living in the UAE. The work is not so much a structured narrative, as a series of hypnogogic, fragmented shots. Against the
orchestrated sounds of dripping water and mechanical pounding, the dream-like and ghostly aura of Dilbar is seen drifting and
hovering around, portraying the faint silhouette of the largely invisible migrant workforce in the UAE.



CHEN Xiaoyun
MREEZ (b1971)

BRIEAR
Chopping You Up Deadly, 2013

XEEAIER
Double-channel video, 4'
CXY_2862, Edition of 6 + 1AP
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The 4-min video captures a man swinging an ax in the forest in a summer night. He seems nervous, irritated, violent, conflicted
and perhaps lonely. This is a detoxifying process, and a rich symbolism of one's doubt about the current circumstances in
society and reality. “The man is sweating, panting with racing heartbeat. Meanwhile, everything begins to overlap.” (Chen
Xiaoyun)

Chen’ s video, as a metaphor of an individual spirit, depicts a psychological image of depression and struggle. A certain kind
of absurdity, advanced in the tension between the inner and the reality, powerfully turns into his narrative of incapability and

abreaction towards daily life in a figurative way.



GENG Jianyi
Bl gEZ (b1962)

BIRE
The Second State, 1987

o LimE
Oil on canvas
130 x196¢cm
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In 1986, Geng Jianyi started to create very few works of exaggerated laughing faces. The hairless, earless, neckless smiling
faces in The Second State appear like masks. The prototype of this work is a friend of Geng. The exaggerated laughing face
is deciphered as the reflection of the awkwardness towards the social reality at that time. According to the artist, he has often
been bothered by way of communication. He has tried to avoid the phenomenon of misreading by shortening the distance
between the audience and the work. This work is one of the steps during the process to overcome the communication

problems. The distance between viewing and being viewed is a continuous subject featured in his later works.



HAN Feng
BEE (b1972)

B2
Way 2, 2016

HLERIE
Acrylic on canvas
220%380cm
HF_2153
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“ly

m not good at words, but through painting | say a little better.” (Han Feng)

Han Feng’ s painting usually conveys a feeling that it has been placed for many years, with seemingly faded colours,
lightness and emptiness. The sense of calm and alienation of the work lures the audience to step closer. Audience may feel
like entering a dream without entrance or exit, boundless and imaginary. It is fulfiled of all kinds of possibilities, as well as
dilemmas. The “way” here is not a certain path to somewhere, but a space that generates confusion and fear. It is what Han
has pointed out when confronted with the futile effort and the fabricated of modernism.



HUANG Kui

EZ (b1977)

Bl - EMERRESABEESAE

Assumption - Veins of a Lowest Place on Earth, 2015 ~ 2016
HLERE. HEAmTE

Qil, acrylic, oil pen on canvas

250 x150cm

HK_4369
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Among Huang Kui’ s reading of history and geography, he found numerous interesting places. The satellite map of Jordan
River Basin was drawn as accurately as possible, then along with the existing terrain, hydrogeological and other geographical
factors, the artist began to speculate on some of the possible settlements and road connections. Huang made speculation
while painting, with a natural logic to allow it to grow freely.

Huang tries to expand the “dimensions” of speculation. The painting presents a kind of vision rooted in his guessing, and it
is a figurative dimension, which is based on the visible-objects—oriented "realistic" appearance. At the same time, the "invisible"
abstraction dimension, such as planar vector, regional division, is extended based on digital meaning. There is another
dimension, which crosses time and space, like the flickering, energetic night sky that symbolises a civilisation ——ended in any
possible outcome even a tragic one (like flood). This is Huang’ s assumption.



LIANG Shaoji

ZGBRHE (b.1945)

M=
Lonely Cloud, 2016

N, %, &\, WNE
Wood, silk, cocoons, steel pipes
Overall size 245 x 428 x 114cm
Wood size 75x 428 x 80cm | Frame size 245 x 114 x 114cm
LSJ_9972
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Lonely Cloud is originally a curly, denuded and heavy piece of camphorwood. In Tiantai, Zhengjiang Province where Liang
Shaoji currently resides, camphorwood wood is seen sacred and is particularly used for wood-carving of Buddha figures. It
is now covered with silk. “The wood becomes gentle and graceful, rising up and viewing the world below. However, it is now
placed on the rusted scaffolding picked up from construction site. It lost its way home.”  (Liang Shaoji)

Tiantai is the home of Tiantai Buddhism, a school of Buddhism in China. Looking up at the foot of Tiantai mountain, one’ s
attention is overtaken by clouds and mountains. Have been living in Tiantai for nearly three decades, Liang knows the sacred
and poetic nature of cloud, as well as its nobility and strength. For him, cloud symbolises the breathing of the nature, life and
silkworms.



OUYANG Chun
KiPHZ (b1974)

Tt

Infinity Column, 2016
£

Installation

Overall 840 x120 x110cm

Diametre of the column 8cm
OYC_6149

475 Detail
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Some of the objects here are Ouyang Chun’ s personal belongings, like his laptop he accidentally dropped into water while
bathing. And some are what he collected, like the palanquin. These objects were random and seemingly unrelated, but now
connected with a huge stainless column depicting the nature of various materials in the field of politics, culture, physics and
function. For Ouyang, enormous amount of objects are exposed and consumed in one’ s daily life. "Material" constitutes
the world. Material exists in the form of objects, and inevitably become a spiritual carrier. Along with enrichment of material in
contemporary world, the spectacle that people coexist with debris rightly reflects our current strength, beauty and predicament.
Infinity Column symbolises the process of consuming of materials and life, inviting viewers to experience the sense of poetry

and deterioration conveyed by objects.



SUN Xun
FiFD (b1980)

EhSE
The Darkness Period History, 2016

EallmzN)
Acrylic on paper
113x915cm
SX_ 4317
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The work was created in Oberhausen, Germany, for the residency programme of Oberhausen Film Festival and was inspired
by Zinkfabrik Altenberg (zinc factory, part of the Rhineland Industrial Museum), a museum that presents collections from
the pre—war to the present history of industry in the Ruhr region. In Sun Xun’ s works, he keeps experimenting with diverse
media, from painting to woodcuts, traditional Chinese ink and three-dimensional models to coal drawings, collages and more.
His work revolves around history as filtered by the media, the contradictions between official historiography and personal
experience. ‘| have two means of encountering history: either through school education or oral history recounted by my
grandmother and my father. The version of history taught in school has an obvious political assertion, while oral history comes
from individuals’ memories, which can also be distorted. In this way, history often embodies prejudice from different cultures,

nations, political parties or individuals.” (Sun Xun)



XU Zhen - Produced by Madeln Company
1RE — IRINAE)H R (est 2009)
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Eternity — Reclining Woman: Elbow, Othryades the Dying Spartan, Adorant, 2016

UVHTED, BBES®IR, MR, X, SIS, 191
Inkjet print, high density chevron board, wood, metal, acrylic, ants
342.4 x504.6 x100cm, Edition of 3 + 1AP
MI_7487
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Reclining Woman: Elbow, Othryades the dying Spartan and Adorant, these three emblematic sculptures are parodically
grafted together. Brought together they don't constitute time and space dislocation, but the "eternity" of civilisation. This art,
known for its timelessness, represents the highest level of human history and civilisation. Even though their shapes are
different, the complementarity of their body movements creates a harmonious image. The collage of found images from
Internet annotates the era of sharing economy and knowledge. Eternity - Reclining Woman: Elbow, Othryades the dying
Spartan, Adorant is the continuation of True Image series. Through the conversion of media and material, this series of work
breaks the inherent experience of audience toward sculpture, image and installation.



YANG Zhenzhong
¥R (b1968)

WMRMRFET—RBEHS, (REUh (i) WRHA?
If You Have a Parrot, What Words Would You Teach Him (Her)?, 2001 (2016 S££J& Re-installed in 2016)

PEAA, 5 | UBHS, ZEUMN
Single-channel video, Installation | Parrot, old television, 9'32"
YZZVQ9, Edition of 3
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The video has recorded how numerous people answer the same question raised by the artist 7 If you have a parrot, what
words would you teach him (her)?” Instead of shooting the face of individuals, only the mouths mumbling words were
captured. During the exhibition, a parrot is standing on the screen of an old television which is facing up and hung upright from

the ceiling while the video is playing how individual teaches a parrot to speak.



YU Youhan
A (0.1943)

5P LA
5 Women, 2001

mLERE
Acrylic on canvas
Each 150 x130cm ( x 5 pieces)
YYH72

(ALY BFREE 90 FARFFRENEN (7, F11) RI, FRREXRINERFILKBERRASHNNES, MERKRTE9E
BAFR. —EUREMTZAR D ALEBRRRASRERR; 5 —LENRETRASEHFAASR, XERP28EZAKGE,

KAT—FINEE, NERIENF—MFEFNNLEN . ENBTREMBRENERRSEEER, FLUKKZEINEEER. ©
MNERGEEERG, BeEY, REGFBUPIHTE REDR” .

Five Women belongs to Yu Youhan's Ah, Us series which is started in late 1990s. This series portraits the images of common
people instead of heroes. Some are drawn from friends or family members in Yu’ s personal life, while some are from
newspapers or non-private sources. This portrait of the five monochromatic women applies different painting styles, from
expressionism to a poetic aura of realism. They are connected with one another with the palette of dark blue and black and
eventually end with a faint glow. Depicting a sense of simplicity, they act more like a blueprint image mirroring the "print for test"

in a changing society.



ELXRENAREREGSE - HitRiFE
A Pocket Western Art History about Mao - Victor Vasarely, 1999 ~ 2000

B LEE
Acrylic on canvas
150 x150cm
YYHMO5
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Carrying out his artistic practice through paintings, Yu Youhan has a unique perspective on western and Chinese art. In A
Pocket Western Art History About Mao series (around 2000s), Yu Youhan looks at the exceptional person through the eyes
of great European artists, creating works in the style of Gauguin, Picasso, Mondrian or like here — Op artist Vaserely. This
is typical of Yu who has been changing the way he paints throughout his long life (abstract, pop, landscape, figurative) in his
constant exploring the possibilities of painting today.

“Yu Youhan attributes the stylistic plurality of his own painting to a tendency within indigenous Chinese culture towards
shifting aesthetic viewpoints. Yu illustrates this point with reference to traditional Chinese landscape garden design, which, he
contends, opens up constantly changing perspectives as the viewer 'moves through the space' in contrast to an emphasis on
the 'totality of the garden' in western landscape garden design.” (Paul Gladstone)



LIANG Yue

PIH (b1979)
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Treant, 2016
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Single-channel video

12"

LY_3033, Edition of 3 + 2AP
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Liang Yue passed a village when she was driving from Yushan Island (one of the most beautiful islands in China located
in Fujian Province) on the way back to the highway, The broken walls and the old censer in front of the doors attracted her
attention. What she found is a large field behind the doors, and a slope with huge trees at the foot. It was hard to figure out the
amount of the trees. The shapes of the tree root were rather weird, like two dwarfs grown out of the earth, head to head. The
artist soon recorded it. In Liang’ s works, the "routine/daily" is always taken as a focus. She uses the easy-to-get materials

with her acute art talents, keeps seeking, exploring and capturing the daily routines.



/HANG Enli
2K BRI (0.1965)

TETAIRER
Soilred and Bottlegreen, 2016

B e
Oil on canvas
250 % 300cm

ZEL_3426
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Soilred and Bottlegreen is one of Zhang Enli’ s latest large-scale paintings, taking inspiration from his space paintings.
Extracting his sensations and fragmented memories from space into panel, Zhang, with his brushes, magically turns the
painting to a mirror portraying his immediate rushes of emotions. Realised in a palette of earth red and bottle green, the
paintings encourage a visual and experiential engagement with the artist’ s sensitive perception of his surroundings,
demonstrating a ceaseless, intense scrutiny of ways of seeing.

Continuing his figurative renderings of utilitarian objects and nature, in this series, Zhang develops and advances his
uninhibited language, whilst maintaining his contemplative approach to his subject matter.
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ENSE—1EN
Trying to Remember a Tree, 2016

FEWTS , HEHES |, 18R

Glossy plexiglass, digital print, aluminum panel
Each 100 x 150cm ( x 2 pieces)
ZRH_3495, Edition of 5 + 1AP

£ 2015 F, XOEEERNENRNEAETSIEBE. RESXR, WETRAMTIHEXEN, ERRREUELEEE LT . 3B
BRARRK. B LiBRETRS AN SE T TIF=E. “BTFREBLiFT, BT RE—FRE LWNE— HF, &
ks, B 28017 i+, " (&MTHE)

Earlier in 2015, Zhao Renhui saw a young rain tree going to be removed to make way for construction in Singapore. On the
day it was going down, he thought for a while how best to photograph that tree. However, it was soon on the ground. It wasn't
too big and that night, Zhao dragged all the branches he could back to his studio. “The next best thing to photograph was the

leaves. | spent about a year photographing every single leaf on that tree. 28,017 leaves to be exact.” (Zhao Renhui)



ZHANG Qing

5 (0.1977)

& Stills

#18 -2400mm-01
Circumspection-2400mm-01, 2016

BRI | SIEFR, BUIKE, PVC IR, RN
Single—channel video | Surveillance video, plexiglass, PVC fim, aluminum composite panels
240x100cm, 566"
ZQ_0447, Edition of 1 + 1AP
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Under the circumstances when a monitor supervises and a filming camera records simultaneously, an operator reshapes the
routed mark according to the preset standard. Interacted monitoring relationships are merged among the standardised graph
printed on aluminum sheet, monitor, camera and operator, during the process of the consciously being monitored practice,
oppressed psychological implication surpasses the visualised tangible surveillance thus determines the uncontrollable abstract

deformation produced by the operator’ s performance.



Bt
Nutritious Soil, 2015 ~ 2016

GZaEr | k. ARMR. #F. BR. K. A\
Mixed Media | Nutritious soil, whole grains, flower
seeds, photograph, glue, canvas

EACH 100 %100 x 5cm

(4 of 14 pieces presented)
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The soil used here is what Wang Youshen has been using at home to plant flowers. It is from Changbai Mountains (a
mountain range on the border between China and North Korea famous for substantial natural resources). For 20 years, Wang
has created different versions of Nutritious Soil on site in numerous art spaces domestic and overseas. The “soil” he has
made in the recent year is compounded “nutrients” including: natural soil, grains and couplet. Wang brings the photographs
of couplets on the cloth by spraying and separates them into 14 square metre. The grains, as the nutrients, are thus scattered
into pieces covering the “nutrients” until everything integrates together. What’ s interesting while producing the work is that
all kinds of insects and small living creatures keep being nurtured. The traces they leave have become a member of “nutrient”.
Nutritious Soli can be growing and developing by absorbing from compounded “nutrients” .



WANG Youshen
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"Nutritious Soil" Detail



/HAQO Yang
X5 (0.1970)

EXE
Fire Thief, 2016

i i3 [T
Oilon canvas
300 % 340cm (in 2 pieces) | EACH 300 x170cm (x 2 pieces)
ZY_3732
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The painting, with a symmetric composition, depicts two monkey-like thieves who steal the fire. In Zhao Yang’ s paintings,
images crossing space-time and absurd fictions are often placed together. With the inherent inconsistent ideas, the
contradictions in the paintings are thus strengthened. Contradictory, with a hint element of drama they unified in a flat space-
time. Zhao’ s paintings wander between the ordinary real life and the Eastern and Western fairy tales, fables, constituted
an enigmatic interpretation and symbols of metaphors, embodied the images after "chaos" and "hybrid ". With the surrealistic
way, and personal narrative style, he slides back and forth in the "story" and "current" social life, shows a strong dramatic
appeal. Zhao's models are without the specific space-time background, and some are even a sort of hyperbole and we call
as unbelievable, like a monument standing in the image which is with the romantic atmosphere and the colour of nihilism. The
diversity and identity of the paintings have been controlled in a region of conflict and anxiety by the painter.



ZENG Fanzhi

mE AL (0.1964)

Untitled No.2, 2016

28 | $51R

Sculpture | Cast in silver

193 x 260 x 52cm

Weight 26.373kg

ZFZ_8866, Edition of 5 + 2AP
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Zeng Fanzhi’ s exploration in sculpture began in 2008. In spite of the echo in theme often found between his sculptures
and oil paintings, Zeng has managed to present variation on the same theme by giving full play to the medium of sculpture
according to its material characteristics, texture, mass and extensity. Untitled, which has a relatively unprecedented and
independent theme, imitates the shape of a plum tree branch standing in cold wintry snow. The line of the sculpture twists
and turns with steep interruption and undulation as it stretches diagonally from right to left, exerting a breathtaking visual
appeal and strength to the audience’ s eyes. It is easily associated with the momentum exhibited by various types of stroke in
Chinese characters and calligraphy, as well as the distinctive painting technique which Ma Yuan (ca. 1190-1224), a renowned
Chinese painter in the Southern Song Dynasty, employed in his famous “towed-broken branches” . This individualised form
of line is radiating with vigorous vitality and affection of its creator, as if it is sketched in the air with freehand.

“To convey my response towards a topic, a form or a sentiment with only line, colour and shape is the major experience of
mine in creation at that time.”  (Zeng Fanzhi)
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Liu Yue takes photos of daily objects in darkness with his cell phone and posts on WeChat everyday. Each piece is named by
time (accurate to a second) and has its own unigue time and space. Each of the original black photos will have a different look
after being exposed. However, including the artist himself, no one knows the final result before being exposed.

Liu places those photos on the platform where Internet images interact fast. What we see are these black repetitive pictures,
seemingly without any information. However, the content can be transformed afterwards. They come from the real world
where they are shot. But they are now beyond recognition, and thus become unique. To Liu, this transforming process is
beautiful and attractive.
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Li Shan’ s paintings of Reading series seem to be sketches of a biologist before he carries out an experiment. Looking
like unfinished works of art, they record the traces of the artist’ s thinking and are garnished with conflicting elements and
contradicting vocabulary. In fact, they can be regarded as an embodiment of Li’ s bio—art concept in panel paintings, “all life
is equal and the same.” The paintings integrate human, dragonfly, sperm and other symbols of life, presenting a progressive
state of information exchange in genetics.

While reading, skipping, misreading and mispronunciation are inevitable. However, for Li, these are indeed the most appealing
and meaningful. When they are connected to the behaviour of reading, a new definition of life and creation of alternative art
can be spawned.
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Those shapes and colours of Rhythm seem to be plain and simple, interweaving and meandering rhythmically like the lapping
of waves and the rhymes of poems. Shao Vi’ s works always contain his idea and application of objects and materials. In
the context of post-industrialisation, reviewing and reinterpreting Chinese traditional cultural elements, he subtly integrates
traditional and industrial civilisation by reconstructing, transforming and creating simple materials. By connecting the past, the
present and the future, Shao therefore builds up a spiritual symbolic world of his own by creating works of art with qualitative
changes.
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Markus L Upertz’ s appreciation for classicism and his persistent interest in the intersection of abstraction and figuration
are the core concerns of the presented paintings (Gelber Held on the 1s t floor and Die Toilette on the 2nd floor). The artist
borrows the classical vision of Arcadia as the setting for the paintings, the content of which reflect his fascination with sagas
and figures of Greek mythology. L U pertz chooses to disrupt the classical depiction of mythological scenes by fragmenting
figures and integrating contradictory elements into the iconography with, like animal skulls, recurring motifs out of the artist’ s
longstanding oeuvre. The eye-catching frames come from the artist himself. "The picture and the frame are a symbiosis."
(L G pertz)

* Markus L U pertz is one of the most important Neo—expressionist artists known for his expressively rendered paintings and
sculptures. L U pertz often merges abstraction and representation whilst combining references to biblical, mythological theme
as well as protagonists with his country’ s history and culture.
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Consistent with L U pertz' s Gelber Held on the first floor, Die Toilette, also a recent work, borrows the classical vision of Arcadia
as the setting. In the painting, L U pertz chooses to disrupt the classical depiction by integrating contradictory elements- -
animal skulls.

L Gpertz is a highly prolific painter and sculptor as well as an accomplished poet and critical writer — a modern "Renaissance
man" who, though firmly grounded in tradition, strives for renewal in his every creative act.

L U pertz describes his urge to paint as a “defect” . The permanent dissatisfaction, however, keeps him young and is his
drive to try art again and again. "To that extent," said L U pertz, "l am a young artist who stands before you and tries to open up
the gods up there."
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In 2010, Markus L U pertz saw the installation of his largest work to date: weighing twenty-three tons and standing at a
prodigious 1829cm, L (i pertz’ s Hercules now looms atop a mine shaft in the city of Gelsenkirchen, a former mining metropolis
in the Ruhr region of Germany. Despite its triumphant heft, L tipertz’ s Hercules is far from the character’ s classical
depictions. Missing an arm and decorated with bright red lips and a garish blue tangle of hair, L ipertz’ s figure subverts
traditional renderings of the hero. Unfettered by the shackles of classicism, L tipertz’ s Hercules is free to struggle — and
triumph - with human vulnerability; a demigod in the true likeness of man.

The exhibited leg here is one of the sculptural and drawn models (or “bozzetti” ) of the Gelsenkirchen Hercules. Amputated
bronze figure stands balanced with parts painted in incongruently bold colors. The fractured figure simultaneously represents
the trials of Hercules as well as that of the artist. The work depicts an intersection of forms and ideas, a delicate balance of the
sacred and profane.

*Hercules: Hercules is the Roman name for the Greek divine hero Heracles, who was the son of Zeus (Roman equivalent
Jupiter) and the mortal Alcmene. In classical mythology, Hercules is famous for his strength and for his numerous far-ranging
adventures. Hercules was a multifaceted figure with contradictory characteristics, which enabled later artists and writers to
choose how to represent him.
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Jorg Immendorff re-contextualised symbols and incorporated disparate iconographies including anthropomorphic images,
human and animal figures in his works. The presented painting is part of a continuum of his remarkable artistic vision,
reinforcing Immendorff's unigue language in imagery. The iconographic language that Immendorff has cultivated throughout
his career began while he was a student of Jospeh Beuys in the 60s. Immendorff responded to the chaos and social crises
of a split Germany with a politically charged body of work and ridiculed the precious aesthetic object and elitist art traditions.
In 1970s and 1980s, he invented a fictional territory populated by artists, intellectuals and politicians, and included German
symbols such as eagles, flags, and emblems of East and West in the Café Deutschland and Café de Flore series.
Immendorff’ s paintings in the 80s closely relate to his idea about the reunification of Berlin. The white structure in the
presented painting created in 1981, often appearing in his paintings during that period, is a swastika disguised as an American
star symbolising imperialism. In the imaginary locale, he explored his thoughts on politics, his country, art and the world in
general.

*Jorg Immendorff was one of the most important Neo-expressionists artists who most directly sought to reconcile his art with
social activism, wrestling with the political divide that was Germany at the time. Immendorff was accepted as a student by
Joseph Beuys. He was also a sculptor, stage designer and art professor.
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Immendorff’ s later works, while forsaking the more overt imagery of his past for a cleaner, simplified canvas, still retain a
common bold thread intrinsic to his oeuvre. Art quotes are found mainly in Immendorff's later works. This is due to his interest
in the history of art, which accompanied him throughout his entire practice. And as well, he had to find a method which made it
possible to continue his work despite his worsening illness.

Immendorff was diagnosed with ALS (Lou Gehrig's disease) in 1998. When he could not paint with his left hand any more, he
switched to the right. In November 2005, he was admitted to a hospital, and as of 2006, he used a wheelchair full-time and did
not paint anymore.

“Everyone is suffering from something. The disease is in the end just another way of our own.”  (Jérg Immendorff)
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The work consists of two parts. The first refers to  “Straight Line” : the 25 screens together become a colourful line on the
wall, depicting Li Ming’ s journey from Hangzhou to Taiwan. The videos, like colourful note pad, record Li’ s fragmented
feelings while hiking and climbing. The second is “Landscape” , a video with David Bowie’ s The Mysteries as the
background music. That was the single song that Li played when he travelled on foot in the 50 days. Walking, fragmented
memories, images related to landscape and music are thus integrated. The two flickering red circles, taking inspiration from
the reflection of light while filming, resemble an eye, which is due to the thickness of glass.
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Execute is achieved by two performers: a “blind” performer concealed in a blue cube moves around from the inside and
decides the route, while the other helps to adjust in order to keep away from visitors or other obstacles. Without causing any
chaos, the “execution” within the space thus becomes rightful. “Execute” means “perform a duty, put a plan into action,
implement” . Blue - as a pure colour - features bravery, serenity, reason and determination. This blue cube symbolises the

intense spiritual concentration of humans’  survival in urban cities.
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When the ship passed by Manzanillo, Mexico, a Milagros made of wooden heart was mailed to the continent. Literally meaning
miracle in Spanish, Milagros are metal symbols which are nailed to altars and scared objects as offerings for different saints to
answer particular wishes. From organs, limbs and angels to daggers, cars and villas, the symbol system never stop refreshing
itself by absorbing objects from modern life and historical events. By adopting the Milagros” method of composing images,

these aluminum plates are attached with wishes to heal A Man Who Doesn’ t Know Better.
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Lin Ke writes a first-person narrative for a picture from "Second Life" (an online virtual world). With computer’ s voice
capabilities, this picture tells a detailed story about its birth, travel experience, as well as its imagination of self-existence.
Setting it in a gallery space, Lin brings the picture into alive, which seemingly gives it a second life. However, it is asking: what

to do now?
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They Said They Would Come Anyway is that Yang Fudong specially made for ShanghART to celebrate its 20th anniversary. It
was shot during the summer 2014 on the island of Sandhorn vy in Norway when Yang directed The Light That | feel. The lines
in the film are drawn from Swedish director Ingmar Bergman’ s Persona. Yang seeks to show how the wind and trees can
express a narrative. As in many of his films landscapes play a paramount role equivalent to that of the protagonists.
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