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QI MU SPACE, a permanent art space in the founder's mind, is not necessarily a
substantial reality, but it has to improve itself in various activities it carries out. It is not
meant to explore certain unknown possibilities, as it self includes everything, as our mind
does. With its own premises, QI MU SPACE does not exist for anything but the way it
presents itself. Having no interest in post-modernist games, nihility, deconstruction, or the
events and ideas derived wherein, it pursues its core, as everyone wishes. Therefor, it
does not necessarily have the most freedom but is surely the most natural, believing in its
own inherent route rather than any extrinsic criteria.

The first exhibition which QI MU SPACE presented is actually the various intellectual
spaces that meet here, as well as the way these spaces were represented. It features
works by two artists, GAO Weigang and ZHENG Lu, and an architectural design Team,
waa. The works by the two artists are centered on space, and more importantly, they are
in pursuit of the unity between form and spirit and highlight the perception of the self and
the viewers, so as to replace the interpretation of the concepts with intuition and reach
our innermost while entering the tangible space. waa, a team full of human warmth that
has long been engaged in building space from an architectural perspective, wishes

to embrace all that is present at the exhibition, and the only viable way is to embrace
themselves — it is the law of nature.

PAGE

08

QI MU SPACE

=ER

£F1976 F, WIEEETFILR.
EENFEENRBFENNE, ETRBREMERY
BN EER, kSNENEEERR.

pailiz
E£T 1978 &, WIFEFETILR.

FRIRTEE S LESRABTAI N ASEB A PiE AT TE T B
HEZREEMESESR . MWBYR. XF. K. 8. =8
EMSHINBRRRAINSIIZF, AT D AIRSANES
OB . FEEEL RIS SRR,
MO B BUMBEHRZEIXER .

waa
REEFNAREZFEMERNINKE 2010 FEILR8)sz,
SKIBFMAIEIIE SN ABRCRNRITHESRIAT KT

‘N5 BT XRNEBE ., SEFEERMEETER
FEERFFRIRN .

GAO Weigang
Born in 1976, currently work and live in Beijing.

Engaged mainly with installation and painting, he
challenges the a priori experience of the viewers by
making use of the properties of different materials and their
transformation.

ZHENG Lu
Born in 1978, currently work and live in Beijing.

In recent years, ZHENG gradually constructed and
perfected his art logic and language system in the
continuous practice. He integrated various concepts such
as material, writing, water, time and space into his self-
contained conceptual framework, and formed his own
unique expression of language. Meanwhile, his work also
implies the diversity and possibility of the state of life

and discusses how to deal with the relationship between
nature, self-nature and ego.

waa

waa was founded by ZHANG Di (Barlett / VCL) in Beijing
in 2010. ZHANG Di and JACK Yang, a founding member
of the office, explore and interpret the architectural
expression of emotion and sentiments while embodying
in the works their reflection on the relation between "man"
and "locus".
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Cave drawings in primitive times are based on the form of objects painted, so the
audience in modern times automatically relates these objects to their space. When there
is vision and form, as a matter of fact, there must be space, and abstract paintings are no
exception, as space is one of the spiritual prototypes.

While in a painting, space becomes the embodiment of spiritual order. At least we can
say, all the traditional figurative paintings are some sort of abstraction of the real objects
and their space, and the abstraction of space has always something to do with the
understanding of the spiritual order.

Essentially, spatial order in a painting does not follow nature or exists in the naturalist vein,
because a painting has to firstly reveal its spiritual order. In ancient Egyptian murals, both
the portrayal and composition are highly stylized: side face, direct eyes,fixed proportion
and no perspective. However, If we know something about the structuralist sculptures
prior to ancient Egypt, the realist sculptures that followed and portraits discovered in
Fayum, we can find the reason why these murals look all the more "unreal": it has not as
much to do with the technique as the stress on the permanent order that goes beyond the
"verisimilitude " of human figures and space. In this sense, spatial order is subordinate to
a more sublime and perpetual order.

It is the same with ancient Buddhist murals as the description of events or images
highlights a religious order rather than the real space. Also, in the few existing paintings
left by ancient Greek or Roman painters, there is emphasis on " verisimilitude ", as well as
some sense of perspective, though in its early form. Order, in every sense of the word,
they believe, does not exist without human vision or sight, or simply in a more general
sense, or the human body. Whether it is the emphasis on the eternity of religion or human
nature, the most direct and immediate embodiment of the spiritual order is found in the
understanding of space. The beliefs of artists run through the vision brought by paintings.

On the other end all kinds of fundamentalists, or radicals, who detest icons for their
stress on pure order and oppose representing order through images — and even space
itself has no use. It is interesting that we can still find very complicated patters or highly
patterned decorative scripts in Muslim buildings or on decorated pages in some prayer
books that rejects icons. It suggests another trend that while excluding images, they take
advantage of any possibility to look for attractive appearance, so in the end they still need
visible "images " on which they project their spiritual instinct.

Then Byzantine artists followed this tradition started by artists in Ancient Greece and
began to approach space with perspective that evolved from mathematics, which effort
led to spatial order based on human vision, or human being. Such order had greatly
influenced the European Renaissance, and its writ well extended from religious affrescoes
to easel paintings in the late 19th century, still playing a fundamental role of reference in
modern times. Space in the paintings during the peak years in Renaissance, thanks to



its intimacy with nature, could convert or symbolize religious order as little as possible so
as to fuse the instinct of vision with religious spirit. This period of time therefore became
one and the only one age in history, in which man can take a " glimpse " of heaven despite
the fact that they are in the mundane world and may not be highly elevated in mind and
know little about order. Buddhist murals in Asia, like most religious paintings, also formed
their own system. These paintings keeps different spiritual orders that correspond to their
highly independent spatial expression.

Literati paintings in the Song and Ming dynasties, however, are rooted in Philosophy of
the Mind and Neo-Confucianism, in other words, rich hybrid of cognitive systems. They
have actually gone beyond the functional aspect of religion and become the vehicle for
the artists' mind and ideas. For the literati, art creation was something of free will based on
free mind. Therefore, these paintings were in essence "modernist", which echo the social
and cultural conditions of China in that period. In the meanwhile, the lineage of literati
paintings reflects fundamentally the heritage of the world outlook and philosophy. These
highly complicated approaches and diversified spatial composition, though generally
conforming to general visual habits, cannot absolutely be called " perspective " space:
they are individualized spiritual space. In essence, it shared with the spatial expression
after modernism made its appearance in Europe.

In modernist period based on the European civilization, that is, after the 19th century,
human perception of the world began to diverge along with the Industrial Revolution

and Enlightenment. Even people from the same cultural background found themselves

in disagreement in term of world outlook, due to the great cultural and philosophical
transformation. With the shared instinct retreating, pictorial space began to loose the order
that used to be held classic, which in turn has become the traces of the split perception
on the individual level. The accelerated technology and information, the fission this time
is more radical than that in the Song dynasty in China and is still of profound influence on
different cultures in the world.

The shared standard for perception, or in other words, premises, has since then been
nowhere to be found, so before becoming a painter, one has to search for his or her
own way to perceive this world, just as the painters in the Song dynasty did. Wherever
they are, they began to change fundamentally due to the great impact — whatever their
choices are, they are part of the split human perception. New spiritual order centered
on individual keeps emerging — this is the so-called modernist movement. According to
Qi Lan, an art critic, time represents admonition from history and our nostalgia, whereas
space makes up our freedom and ambition, and it also applies to paintings in our age.
During the last century, the changes in space added up to more than the sum of the past
600 years, but if we compare it with the religious orders in early times or the humanistic
order that followed, we can find that there is one and only spatial order in paintings over
the hundred years: individual order. Nietzsche might have made a mistake when he
declared that God is dead — God might have been away on holiday, and it is humanity
who has believed in premises and a shared order that is dead.

New media art, including early installations, performance, graffiti and happening,
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poses a challenge to the display space for classic art and defies places like museums
that represented easel art, and further, old ideological authority. Later, installation

art, Earth Art in particular, as well as large installations, included the spatial quality of
the display space as one of the main factors for consideration. What underlies these
aesthetic practice is artists' effort to redefine the relation between space and art,

or in other words, the inner space of the artists as individuals recaptures the public
space — a perfect interpretation of the prevailing trend of the post-modernist school.
In the two decades after World War |l, the case, assisted by the capitalist logic, was
gradually settled. Galleries and art museums readapted to each other, or in other
words, the ideology about display space was altered to group all kinds of art under the
banner of the new era, thus ridding them of the disruptive aspect that was typical at
the beginning of the modernist period. It seems that the order was represented by the
display space, but as a matter of fact, it is the cultural ideology and capital that define
order, so it is hard for any creation, if taking place only on the surface, to showcase the
clue to independent spirit and mind, even if there might be these qualities herein. In
this connection, some large Expos for commercial purpose requiring that participating
galleries submit "academic " application may be a typical example, though not the
only one. The ownership of the space of capital power means the automatic power to
make judgement about spiritual order, and the space is usually the gateway to another
space that claims to hold art as something sacred. In this case, works of art are reduced
from the occupant of space in reality to the vassal of the power-oriented space, leading
to chaos in an individual work's inner order. At best it can only be a negotiation-like
combination of the external order and the inner order.

This article does not mean to stir up any superficial rebellious sentiment —
postmodernism has already solved this problem. Whatever changes take place in

the external power space for art, it is never absent there like churches in the European
Renaissance, temples in China, and art museums in later years, only that for the first time

in a century, art challenged this space in reality and failed. Then, the question is, is there
going to be a tie based on trust between the highly individual inner spiritual order and
the regularized external space of power? Or does the trust has to be based only on the
"economic " connection? "Economic" connection is by no means new. Great masters

in the past, not literati painters, | mean, were usually employed by certain spaces, so
today if "economic " connection resurfaces, the individual order formed after the advent
of modernism will again be part of capitalism, which means the extinction of literati artists
in a general sense. Their disappearance might not be as bad as we think, or might not
be bad at all, as capital always keeps stressing its inclusiveness and its role in building
art — by contrast, its remarks and attitude set off those who guard it as hypercritical

and foolish. However, if capital, as it claims, is really tolerant of art, then it means capital
should give up its capitalist logic. If what we are saying here is possible, let's come to the
spiritual order that is now in a mess. What can we do? Is there anything that can replace
the capitalist logic? These questions bring us back to the early postmodern years. Even
if art, based on the reality of civilization, can temporarily admit that it is only a disgraceful
return, there is one thing we are sure about: artworks can no longer refer to themselves
only. Sure, this article is concerned with works of art, as well as their space and spiritual
order, so no oral reply counts.
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LIGHT IN ITSELF 5sONG Meng Solo Exhibition
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Taking into full consideration of the exhibition condition, SONG Meng chose altogether
eight sets of works for this exhibition, his first solo. The reflection that an object produces
with the light projected on it or the physical property of selective absorption was used as
cognitive language for the replacement (illusion conducive) of media in the space.

With the object's capacity of reflection, absorption, or penetration of light varies, colors

and light are produced. Luster is actually an indicator of the object's reflection and
absorption. To visitors, in such a self-service context that can leads to illusion, their spiritual
interpretation of the luster can be refraction of this exhibition which can produce very strong
effect on their inner world: "luster". The artist considers the self-service exchange at the
exhibition as a perceptual invitation, and all the language for communication comes from
itself when light is projected on it. As he told us, " Luster, as something natural, can be a
prefix or suffix to an object, either changing from a noun to an adjective or into something
interchangeable. In the end, refraction becomes a way of understanding."

"The Evoked Height" in this exhibition can be taken as a collection of the artist's
perception over time. It is about the reading and observation of light, as well as the
imagination about sound, both being a form of perceptive induction, or a spear that

is based on luster in a broader sense. "Lucky Invalid " turned the exhibition hall into a
space for the opening optic imaging; " Synchronization Mirage " activates and links the
context by borrowing the refraction in a mirage to synchronize perceptual simulation

with a psychological span; " Careless Light" is a gift from nature that people find in the
end; "Plain Reading " is the artist's writing about " ordinary stuff" in nature, a wild story of
the moment about the materialization of luster; " A Fairy Land Available-Pingpang Hole "
mobilized many a medium to build a imaginary space that intersect with " luster " to build a
fairyland that can measure institution and perception; " Seeds: Cool-Headed Visitors " takes
advantage of the plasticized material and the out-lookers to show that it is the artist's
concretization of the formal " self-service " and a knot to be solved; "Spring " deals with
transformation on a return visit, in which the artist hands himself over and questions himself.
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SONG Meng
Born in 1980, Tangshan, China.
Currently live and work in Beijing and Guangzhou.

Graduated from the Sculpture Department of Luxun
Academy of Fine Arts and the Sculpture Department of
Central Academy of Fine Arts.

He is engaged in the replacement reaction between
comprehensive materials and media on the basis of the
possibilities to materialize dynamics.
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: When were you admitted to the Sculpture Department, CAFA?

In Concept and Material direction in 2006.

: To what extent did your understanding of your major change during your years in

the academy? Could you give us some details?

In the postgraduate years | became indirectly related to the academy. | didn't expect
that. Besides the VIPs and major schools in art history, " Aftershock ", curated by Pi Li,

is also a very big influence, which put an end to my academic training in the framework
of traditional easel sculpture. On the contrary, the uncertainty and questioning about the
criteria of art marked the beginning of my anxiety in that period.

: How long did your anxiety last? How did you handle it?

Believing life mattered most, | moved to a new stage in life, in which | began to remodel
myself psychologically. Problems were still there, but the on-looking attitude gradually led
me to something.

: What was the focus of your works after the postgraduate years?

Anxiety is always there, so approaching it as an on-looker and it seemed to be a pacifier

to do something that was generally considered a fool's errand and had nothing to do with
life. In my postgraduate years, | was a bit sensitive to " nature, movement and existence ".
At that time, what | could transfer was only the possibility to materialize the dynamic state.

: Could you calm yourself down by doing what you call a fool's errand? Do you still

believe it?

Life reacts. It is about the useless value in Laozi's sense of mission. The useful and the
useless are valid only in a specific context. | still believe it. The useful, relatively speaking,
means timely, effective conversion and circulation of resources. The useless effort | made
is more about the projection and conversion of the problems in my mind.

: What made you leave Beijing and settle down in Guangzhou?

It was quite simple and direct. Everything was in a frustrating mess. What's more, the girl
| loved wished to go to the south with me. | thought more about making some money and
settling down than living a life for myself.

: What was your life like in Guangzhou? Did you still care about art?

| was like grass with new soil. Everything was fresh and there was some discomfort. |
had to force myself to adapt. Material life went well. | didn't make my way to keep myself
informed of what was happening to art, but it was like a shadow creeping upon my mind.

: How is this exhibition related to these years in your life?

Looking from the outside, people and things in life repeated and accumulated in circular
motion, leaving deposits in the center waiting to burst with sparkles in the chaos. It is

Buew o9NOS \ VRO



Buew o9NOS \ VRO

so wonderful. When | was aware of the language of fuzziness, | began to explore and
interpret it.

With longer sunshine time, people in the south are relatively more active than their
counterparts in the north with shorter sunshine time, but being active or not does not
necessarily have a lot to do with efficiency because there is equal refraction (photosynthesis).
This is how | understand the texture of the regional aspect of "light".

: So you believe that light comes from chaos. Then why do you focus on " light"?

Yes, if chaos can stand for my life in the past 36 years.

During the several years | was cut off from art or the art community, | had felt that art
could work little on reality, and it is only a job. Then | tried to enjoy my life, but later it
proved that | was abandoned by both life and art as an onlooker.

One of the advantages of being an onlooker is that | can stand on the opposite side and
reduce my traces as much as possible, and then there was less resistance. On the other
hand, | could make "suppositions " about life as daringly as | could (in pursuit of the
hidden interest), so | could be fully at ease when there is little to do with the representation
of reality (truth).

There were no longer internal debates over the enlightenment initiated by Duchamp

as well as the loss of orientation and panic it brought to contemporary art. Retreating a
step further, | (another Song Meng) believed that in both the East and the West art after
Duchamp entered the industrial age and the virtual contemporary stage, trapped in the
same starting point now (irrespective of the hidden rights). Moreover, its master system
is not at all free of obstacles. | don't believe that human wisdom evolves, so through

my tentative interpretation in insipid words about Duchamp, the halo over him in art got
diluted and extended into an order in itself, expressing consciously a multiple mission of
chaotic mirror images while trying to return to its nature. The universe and human nature
are inevitably in Duchamp's world, and the light above the universe and human nature (in
this case god or saint) are inevitable in our life. According to Laozi, " The nameless is the
origin of Heaven and Earth; The Named is the Mother of All Things. Therefore: Oftentimes,
one strips oneself of passion in order to see the Secret of Life; Oftentimes, one regards
life with passion in order to see its manifest results. These two (the Secret and its
manifestations) are (in their nature) the same; They are given different names when they
become manifest.

They may both be called the Cosmic Mystery reaching from the Mystery into the
Deeper Mystery is the Gate to the Secret of All Life. As is written in the Bible, "And God
said, Let there be light: and there was light." Therefore | found a fulcrum of the sense
of light that becomes the center of my understanding of light. It is also a pivot of my
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understanding of the inner and the outer words. So | moved myself closer to light. It can
be nothing at one point but something when connected with something else.

| like to choose a focus maybe because of my training in sculpture. When doing exercise
about the human figure, | should not stay in one place and | had to move to find questions
and follow them. Adjustment was needed repeatedly with the framework as focus to make
the sculptural body. When | look back at the irregular circular motions, | find the materialized
dynamic state of the track in my diploma work has a touch of " light" as model.

: How can light stay " in itself "?

It started as an invitation that is not at all offensive.

Then light in nature gradually kept reminding me of its ubiquitousness. It follows human
beings since time immemorial, remaining there naturally, so much so that it seems to
something that does not exist. | would consider it a natural attitude: "in itself" in simple
words.

Then it reminds me of what Acheng said in his novel, " Take Ah Q for example. Everyone
has an Ah Q in himself, an Ah Q as they themselves interpret . "

It also shows respect to views who can thus take what they want. It is more
environmentally friendly. " In itself " points more to the atmosphere of " light".

: What do you intend for your first solo here?

"Light" is like a ticket we see everywhere around us. Like a fairyland, it gives us lots of
hints to secrets. | could only give some examples with some of my subjective judgment
and taste.

We are used to starting with the visual or are attracted. All happening in a moment, it is a
delicate feeling that soon becomes insensitive and seems smashed. It hovers between
the intellectual world and the material world in a blurred way, giving rise to something
new.

| used to travel back in time to ancient times where people track the movements of stars to
perform religious rite. Some of them became wizards or witches when bewitched by the
twinkling stars. In our days these wizards and witches are divided into philosophers,
musicians, scientists, writers, poets, film directors, designers, innovators... It is how |
understand the mission of each role.

| had tried to materialize the replacement of light and its luster, but it proved hard,
because light would refract when there is anything material, and the original intention
would be altered. | had to leave the most difficult part to light. The luster from light
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belongs to the same system. When | was stopped there, | saw the stories behind or just
made up one for myself.

Then | decide to wait until life gives me some hints. The hints, as well as the process of
reception and refraction, form the core of my understanding of "light".

On the premise of transiency, light enjoys absolute freedom. It cannot only give expression
to any refraction but also disappear instantly, leaving enough room for imagination.

It then becomes ubiquitous and is able to dock with many things, therefore wider and
more concrete.

Also, the movement of light is reciprocal. It is hard to tell whether light or we are moving,
just like sound, very resilient.

"Light" can be a prefix or suffix to something, change from a noun to an adjective,
and are interchangeable with other words or Chinese characters. Then it became my
way of learning and understanding until | decided not to talk about "light" instinctively
or statically, as | wished to talk about a dialogue in a dynamic theatre which evolves
to retreat to its origin. As to the "turbid", the "dirty " and the "passive", "light" is very
objective. When it becomes less bright, the lustre dims along with it. Far less objective
than "light", we are no match to "light".

Another reason is that | wish to do something about beginning, not in a serious sense, to
contribute to "light", nature's " prophet".

: How do space, light and man relate to one another in your art?

As to space, | prefer to start with our internal space. Of course, it carries something about
time. When we enter a temple or church, the space in the building is the result of many
things in balance, so according to physics, space that is not for living tend to perform the
function of replacement. Galleries, theaters, pubs... cigarettes, wine, tea and pills all have
space to replace... People gather there for things other than light, but | believe it to be
light, or in other words, or the materialized form of divine light. The space in a square, in
the outer space, the space in a dream, all kinds of space.

In an open piece of land, we have to see what seeds to sow and grow, how well they grow and
what light it will give off. These are all related to our replacement and satisfaction of our desire.

Without the sun there would be no life. The time the sun experience is the longest, why not
read it? After we were born, we satisfy our physical need, talk about problems and find
solutions. We could do nothing without light, a source of natural energy. If it is the primary
factor, man and things (the earth) make up the second, then the lustre from the second
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lustre become the third. The relation between man and the world is highlighted when man
discovered electricity in order to reproduce light, and now there is the Internet— what big
lustre! We are now able to foresee distant future and hear sounds beyond the range of
normal hearing, as we see in fairy tales.

: How do you understand "light " and " in itself " as title?

It is more like a theatrical space for "light". " In itself " also shows conscious respect to the
viewers. We can see penetration here that allows us to communicate theatrically to reach a
kind of feeling. It's my realization through the exhibition, or in other words, what " light " told me.

: In this exhibition, space, light, material, tools do not matter so much to you. Then

what are you concerned about?

Well, it's hard to say. Everything in my access like material and awareness can trigger
something. It might be something interesting if we can take human beings as light and
see how much "lustre " we can refract with space, light, material and tools around.

: So you are really into the rhythm of the theatre in the exhibition. Is it a bit

sentimental if we tell stories centered on light?

Our senses have evolved to a new stage in this new ear. 3D is getting out of date, and
people wish to try 4D at home. The wish is there, as real as life. Personal experience is
always something to show off. Like a ping-pang ball coming in my direction, a Wechat
account would mean that the user ceases to exist if there is no message over a period of
time — the ping-pang game is over. | serve the ball with light which will produce several
real and unreal cycles.

| remember what Ang Lee said about true stories, " Follow me. | will show you that everyone,
whatever unattractive appearance they may have, is an unfathomable world. " In other
words, every ordinary person carries with him or her stories based on "light". Between the
ordinary and the extraordinary, | wish to see the real and the unreal in a dynamic way.

The tempo or rhythm of the storyline is base on the fact that light has to depend on

the reading about and introduction to light. In a subjective way, we use photography

as a good case in point. Synchronized real digital virtual image is like a passage. The
conversion between man and the screen resembles the refraction and whole-range
refraction of digital information in a mirage. Then it is time to sense and enjoy the real
natural light and the subtle moment on the second floor. Come to read our mechanical
writing about light. Something is born of nothing. You will then enter an intersection
between several movements and light realized through choreographic media simulation.
Here you will see a world we wake up to every morning. In the last stage of meditation the
wonders and the viewers find something they can serve themselves, concrete and real
running-in and shaping or sculpturing— to be solved. There will be a conversion encore
before the end of the exhibition in May.
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"Departing " presened two site-specific installations by three architect: "C.No.2" by
Wang Zhenfei and Wang Luming, and " Out of Place " by Chen Xia. From professional
perspective, they draw on their hands-on experience and working methods as
experienced architects, and by means of installation, they share with the audience their
observation and reflection on the rapid development in the Chinese context.

This exhibition focuses on the architectural experience, born of their working mode

and thinking habits formed in objective conditions, not necessarily by interest. It is the
observation and reflection from the perspective of architects that QI MU SPACE is aimed
to highlight in this exhibition.

From installation to exhibition planning and landscape architecture, and to large scale
business building complexes, WANG Zhenfei is involved in more than one field dealing
with the physical space in an abstract way based on mathematical and geometrical
operation rules. "C.No.2" is a site-specific installation on the " regulation and control*
practice that is particular to China and its result. Unlike other works in the same series,
this one here are uniquely presented due to the time, the space and other conditions, but
it nevertheless falls into the same group called "Family" , which operates under the same
arithmetical rule, therefore another complete case in the architects' line.

CHEN Xia, founder and general designer of LCA (Beijing)Landscape Design Consulting
Co.ltd, has witnessed the transformations urbanization has brought to China. In

urban construction, landscape architecture, is usually built on municipal waste or the
demolished quarters, playing the role of "blank filling . " Out of Place" generally means
sudden growth, rise or change. The main structure of this installation is made of material
for disposable chopsticks, as high as two meters, with stainless steel as symbol for land.
This work shows the architect's reflection on rapid constructions and her observation and
questioning of the corrupted infrastructure construction.
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M7, IREREAE B RERF7ar= UNStudio &350, 7ELY
ZEIIIREREXFEFNFRFLFU. iR €T 2008
FOEEES—IEOIz T HHD_FUN, FESERAID.
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WANG Zhenfei & WANG Luming

Graduated from Berlage Institute in Rotterdam with an
Advanced Master degree of architecture in 2007. They
worked in UNStudio(Amsterdam). Before that, they
gained their Bachelor degree of Architecture from Tianjin
University and worked in HHDesign from 2001 to 2005.
WANG Zhenfei founded HHD_FUN together with WANG
Luming in 2008.

CHEN Xia

Graduated from School of Architect, CAFA, with a
Bachelor's degree (2006) and a master's degree. In

2010 she opened Co-Forge(Beijing) Architecture Design
Consulting Co.Ltd with friends and worked as general
architecture for landscape planning. In 2015 she founded
LCA(Beijing) Landscape Design Consulting Co.ltd and has
since then been working as general designer of landscape.
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Q: As an architect, you have lots of installations. Could you please say something

about the difference between installation and architectural design?

Talking about their differences, | should say lots of architects are engaged in installations
and architecture simultaneously, as architecture, it is essentially something functional, if
you'd like to call it art.

To an architect, what is primary is that it has to be functional or useful and can solve
problems. Only after the problem is solved can we shift to art and intellect.

When we mention construction, we use building or architecture, two different words.
Office buildings and apartment buildings make up the skyline in the city. But what is really
significant and meaningful in this case is called architecture, like CCTV, a totally different
thing.

Installation is more open as a form of art and gives more freedom. As for me, | would

either refer to installation to express an idea, as is the case with this exhibition, or try a

new arithmetic, a new genre or material, so installation means more freedom and depth of
exploration, which compared with architecture, gives me more freedom. That's why | enjoy it.

: In what way do you expect us to understand " parametric " design or " incidence

relation "?

A good question. "Parametric " design is actually a very big category, and incidence
relation is just one of its cores. In other words, the interrelated factors in design lead to
parametric design.

Incidence relation means even the slightest move can cause an overall movement that
call be described as the butterfly effect. It is more fundamental as a word, and we can
consider it as anything, not merely an architecture, and it involves a myriad of factors that
contain and check one another. Because of the check, any change in one thing can lead
to change in another or a few others, which in turn will affect it. That's why we use the
word "relation".

Parametric design, as a matter of fact, means locating in a skillful way with all the related
aspects and elements, in other words, transforming them into parameters. The changes in
these interrelated things can produce the final product of a design or help us to observe it.

: A system of incidence relation is the key to parametric design. How can we make of

the conditions of the system? It is about numbers? Conditions? Or just subjective
judgment?

Let's go on with the previous question. To such an important thing as incidence relation,
we have to know how to build it and the way to build it correctly. When we know the
principles, then the key point is to find the correct relation, which actually boils down to
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the unusual connection between the problems involved in the design and your solution.

Either the arithmetic or geometry can be used to solve the problems in design. If it is
reasonable and accurate relation, then things will work out.

Of course, there are both subjective and objective factors in the choice. For one thing,

it is about voluntary trials based on various laws, and on the other side, laws based on
subjective choice do not necessarily lead to the desired effect. It's an objective feedback.
This process actually involves both subjective and objective elements.

: We know that the result of parametric design is free and open, but what does an

artist use to control the result?

It's an interesting question. Probably it's not difficult to see that the final product of the
design is open. In other words, it involves unpredictable factors, which gives the whole
potential and value. When you give it up for objective calculation, the result is surely
something you can predict.

Traditional constructions or art creations are born of intellectual activities, so they are
very subjective. And what we are doing here is to follow certain laws, which will develop
according to its law without anything subjective like subjective judgment. We can

get unexpected results. The rules or laws you set can solve your problems, so even

if the result is something unexpected, it can solve the problem. It is ideal if you can

get something that goes beyond your knowledge and imagination but can solve your
problems.

A designer only set the rules or laws, and then let them run according to parameters, so in
this case the designer becomes part of the design as she or he can try different numerical
values, positives and negatives, parameters, and then analyze the result. Study the rules
or laws you set, and try the parameters to see what outcomes the laws can produce when
given different inputs. Analyze these outputs and readjust the inputs. In this way we learn
from each other.

: "C. No.2" at this exhibition is an updated version of " Control " , an installation work

at Taikang Space in 2013. After four years, are there any changes in the complex net
once described with simple laws?

It is an sensitive topic, | think. An arithmetic does not necessarily change or develop as
time goes.

It is the same with one plus one is two. It was truly long long ago, and it is still so after
thousands of years, which does not change.

The significance of our study lies here. Essentially speaking, the rules or laws of an
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arithmetic do not change, but it can give another version if it's in different time, place and
stage and given different parameters.

We call it family. Let me say something about the background. In designing, we refer to
"1"in a very special way. In other words, we don't think it essential. When we say "human
being", many people would ask about how this person look like. We all have two eyes, a
nose, a mouth and two ears. It is what we generally mean by human beings. In parametric
design, we think differently, in a way called "Family Thinking". Then what is a "human
being"? It is a collection of all kinds of people, fat or thin, tall or short.

As far as this work is concerned, | give less attention to the changes in arithmetic than to
the fact that | have done five or six works with the same arithmetic, including installations,
interior design, lighting installation for the square, as well as reconstruction. With the same
arithmetic, | solve different problems. Four years has passed, and when | put these works
together, | can say they are complete as a series, as they can solve different problems in
different conditions.

Adopting the same rules or laws, they belong to the one and same work. I'm interested
in such experiments. If | can use the same rules or laws again in some later projects,
that " family " can be enriched.

It is therefore my aim to get more and more families based on the arithmetic and rules
with each family working on its own rules or laws, that can in turn leads to many different
works. We are eager to see that.

19juayz oNVM \ VR O



#/ EL VRO

=

=
=
(55

HEBBHURRIRZFEZH? I AEPRERZAGERE? MPREH, WFREXZEEIIE
B5igit, BRWA? HIMERTHMBIEZARESD (Hid ) BEdpEIZEHR

HE ERIEREM AT IEEANRT, K—AHMESTEMET, ST EmE,
ZER—FZENETWHE—IAN, TEEER.

EIEMARMR e AR kiR, BAEMREERE, REERZIMREIER, Ek+
HEHMER A —LRERERNEIMIR L, BERSTAE—RRSFNINT. M.

D oEedlixtbeE, HERIMXANERLASIERRE?

HIEREFIMMZ2IFEEEOAT, BE VSEREERSTE, EREFAIME, BB
W BDRE— P EFRRIT REETE, XA BENRIERAES BRI ARZAIT(E
WS, BFIFERIELEE, PFEERRFKERE, ARSEERMENEFR - FH
AMRIKRE, HAEECH. A+SHRXFEAI—MEBRS, LBl 2 FRENRR
BT7—F, ZEMBRARANMBECHIFE, AT LENES, EMIEREBAN
B, SREREATEBE, FLERTERITEXRAY, RN, W, 22K, 44
#f. ERE TR SE, ekl FRUIESRENRE, MERETEE
UM, TERTHRYSBERE TRUURIT RS .

D BERERNV? IMSFEFHAE BT SEMIRIT?

2006 FEall, 2005 FERHAERTEB LA BesE 2 F4a mh R bt 8 B MIMERL AR T
MR AEHEIIESTESIS DEFZBIETFEMRE. MR MAIRE W IERFHIE
2, FTENPHECSEERANGRA, 2012 FHANEEURERERINES .. RIBEER
FHIBSNEAREM], WINRRIEREMETTESANSMEE, HEIANIRESEMN
SWMEEEET.

! X+ SFAERTELRNBETERECREX. RRENTRE, (EASWERFT, R
=2=?

BIORESRIEERIE, X, RIT HSF 36 27, BRI +FAI TIPRET D IR IR,
AIERMIHIERT, EAMERE, —1 20 SSHFRATULERERZME, ©6&
MARERIR, HEBINEENN. BIMERRERE, RARSKRRENERIT LEREE]
FEE, EMETTRRORE, RARSMBAMKELN, HEEMETHEIFRR. 36
MHENEREZ, BABEEAT —NRERIENTRE, MR LEEDR, 28, 1
EEHMRE, FEETIENG, BIRATLTEZE, BIHREBERZE, RASE
NEEMBZ—IIBT , RAMREE, AERINIRRONEEERS 708, N=FA
El—T"+A, EBR. AEMERNSE T, BTEFER, T 2011 F. 2012 F, E4 o
ERERFIAEE, SEERES, RNMERET, MEMEREET, —FFRUS

HBAFRER, RIURFRER, KEFFRIEE. BITFRIFRPEIEER, BT
CEA. =W, BHEREREEN, IEERRERE=R, REEMIIEAEBRIRS,
RETRESNME R AR . BIBBLERELEEEINS, FAUGEFRIFERE,

! RUEREIREM A REIERRY?

XEERATEARNZFNERE, FREARIXD, ERFERBMNHESTE I EHEED
RE, BIATRIREE: FEREFN=TFENTRE L BFHE.

C—RRskiR, XEEHT, RTSEMRTLEERE, BT, BFET . BXEIFT,

SR AREIEA?
EABT R, MRIELRIT, NRWEERER DI LR, 21, TFE8T, BFET.
REXEF T, BPBAGLDEMRILERNAERRE, SEIRSUIEsEIE

D ESWMERSD, EIXHRREENREME, B AERIRNEERERIBBHERL?

ME—PF: R, ERN., HLREER, ERitTl, X+FBeEMTIERES
ZX7, BRMB—EYIN, SHRIHIESKEEMRR . X TIAIMS, EENATE
1200, ERMBHAENM, X R FlERENEEEEAEEMEMS .

DOREREHER, RETIRXLENTIEEHER?

BHY, MHRIRT . SMRITIXAZE, —HEEYECAIVEENRE, 5—HEBEN
HE2SE+FNFERHERIENEE . ATARFUN ‘SMRE” , HEEIR.
Sk, HELA—RIBAPENZRMEXE, HIINTERSERXE, R—BE3TX
PR BEXMIET, BASIHFEERE —LER.

P Rt BnERE?

SR, —1RE, BRNERESE—TFLHA, RARENEN. FEERR, £T
SR FRiERE, BASTRENERNE, BERRBREFMER LT, KEEERAF
EhER iR R IARETE | TR — LR,

| RMEEFEERE, SEWRIHPHMERSEREMXE?

REXE, BRRENSEMNAELR, AENRIFR HBEE T b mMasf kR ey
FERHEZRIERE, TRIGA T EMRAEX MI—ERSWENEXR, HEWRITH
TRESLEMNAY . FISETIR—HFR0IEE_ ERURAVERBIA ZH0R T, ek, (B
CHELREIEH, KRR LR, XRREEMNER: PEMNEHERART . £F
BIFARAIME CITUERRIBR T —IRpA A R BT, RERREER, IFE0RE, MER
#THH, E—ITEE, HEANE, AZFREHEW, SHSEITERINT . .

#/F VRO

=

=:
=
(55



#/ EL VRO

=

=
=
(55

JeE, BUGES, HXIMAREARLH, BIFEESATFE—RIRKE. HE—
AT, BUYE. f—. —Fs. i, BH—1EEss. —HEENIER, EElEt
SHI—REMR £, RSk, R —IRIRAGRNT, XFRTERTERIRETI LR,

D XEAFRAPRIMRIRRAIEREE?

REANENIIGHESBHRETFAINSR . BAEN, REARERNSEARGIIFSE %, 25,
BLUFmAIRE, XM TUFREWCEST, ERERIFEREFRM, EATH—MS
L, PTG AERERIERIEIRT 17, TR EIC—RIRAEAITT FHIRS R
MGG, BEHONHEETTER L, XRERIMHERAILPRIBHIED R,
MO EFN— RN, ZTRERNBARIENE, E—MATIHEER, BUBESR
—, HECRRAEN, TRESEN.

D ERANRED, (REdERERRIANE?

XEENARNESHMI— 4 Fm, BREEHSERE 3 MH . HEXHEFRESIEANIEREI—
M ECRR. —FRESERAY, AP —FRES A TTRIISBE, AEHEZT, —
TFETETmRITEER T, EXE I SRAAEIHE— NS, ERE—D
PERIERIRIL . HFRINEAK, HIERREMERA—TERIEN, NXTT5ESE
Bt T RUR RIS A LS AMAY, BPEANRHER B RIXEFRY, REMLNRIT. R
VERRESEEK? BEES? HWEFTANMELTERANGRA, FEREIERIIMIA
B—HMESENGEE, (FARTDNIZERMFIMESRE .

Q: Could you please talk about your education? Why did you choose architecture as

major in CAFA? You studied in the Fine Arts School affiliated to CAFA. Did it have
an influence on your study and design in university, compared to the students from
ordinary schools for example?

When | went to CAFA, there were just two choices: modeling and design. We studied the
basic knowledge for all majors in the first year. After that, we would have a general idea
about the majors, especially about the architecture.

Compared with students from other schools, we were more familiar with CAFA, such as its
teachers and majors, because for some courses we shared teachers with CAFA, and we
had fun with senior alumni for many years.

: From Graduation till now, have you changed your understanding of architect as a

profession? To what extent?

| think architects should be all-round talents, who can give the rein to imagination, while
at the same time, can calm down to concentrate on work. But during university years, |
was once sent to an architectural design institute for construction drawings, where | saw
the working condition of most practitioners in construction at home: they were burying
themselves in drawings at a cubicle, talking about family gossip at lunch break, taking a
nap at the activity room with face covered by newspaper, etc. | was disappointed. | didn't
want to lead a life like that in my forties or fifties. So after graduation, | just stayed at the
planning institute for one year, and decided to start my own workshop. In order to survive,
the workshop dealt with various projects, within the range of design, of course, anything
about space design, such as construction, landscape, and public art. Experience means
a lot to the orientation of career. That's why | deviated a little bit from my major. To be
exact, I'm not an architect. | do more about landscape design and cultural landscape
planning.

: When did you graduate? In what year did you start focusing on landscape design?

| graduated in 2006. But in 2005 | interned at the Tsinghua Planning Institute and
assisted in environment design for the sculpture department of CAFA. At first | set foot in
everything, and it was not until ten years later did | specialize in landscape design. The
longer | engage in it, the more important | find the specific orientation, and the clearer |
realize what | really want to express. | did not realize that landscape was the language

| want to use until 2012. Due to the education background of architecture and the basic
knowledge of fine arts, | tend to understand the environment from the perspective of
space and cultural landscape creation, which | think differ from traditional landscape
architecture.

: China experienced its fastest-growing period and its biggest transformation in the

recent ten years. As a landscape architect, how did you feel?
It's crazy, extremely crazy. I'm 36 years old now. My working condition in the past ten
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years can be divided into two parts. In the first part, the market was great. Despite

my age, quite young, in the twentieth, | could carry on many projects in a short time,

and got involved in lots of great bids. | was confident, because in many bids, we were
absolute winners in terms of design, but at the same time, we left deep and hidden
troubles, because quite a few projects were not implemented or not completely built in
strict conformity with the design. At that time, we had too many opportunities to stop to
think. We just copied designs, organized materials, quickly hand in the sketches and
outsourced the construction drawings, so we could not and never thought of putting the
construction process in control. We must move on to another project and had no time
for that. Then we moved from an apartment building to 798. Soon my workshop grew
from two or three to a dozen of employees. Time flew, in the second part, China's great
construction slowed down after 2012. There were no big projects any more. Most projects
were based in counties. And the market bubble emerged. The design institute began to
lay off employees and everyone began to fight for projects, which affected us a lot. The
finished buildings or landscapes were most important. Sketches were just empty talks.
Only finished projects were eloquent; only projects with high level of accomplishment
could be called as works. We missed the opportunity in those years, so we suffered a lot
in the second part.

: In a general case, after the work is done, houses built, and the park finished in such

haste, what other problems would there be, besides the lack of time for reflection on
the part of designers?

We were in a rush for quick results, so the planning, design and construction were

all finished in a hurry. Even though the work was done, houses built and the park
finished, subsequent problems would occur when they were put in use. There had to be
reconstruction or modification.

: In the times of efficiency, are there any knacks to meet the demands of landscape

projects?

Just one word: quick — quick response.

Actually, it's interesting. The design industry has headed from its spring to its winter in a
course of ten years. But once a project is set up, all the pressure is put on the design. As time
goes by, we accumulate more and more experience, and of course we do better and better in
quick response.

: The works in the exhibition are based on your working experience and

understanding in these years?

Yes. | have done planning and landscape design for years. On the one hand, these works
represent my reflection on the working experience. On the other hand, these contain

the rethinking about my involvement in urban construction in China over the ten years.

| call it "Out of Place " because in a certain period, the construction in China was quick,
S0 was our working condition. At that time, once you missed a chance, you lose all the
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opportunities. You were not able to slow down to think about some problems.

: What does " Out of Place " mean?

It's an idiom meaning sudden changes pushed by the momentum of development in a
short time. It literally means pulling green onion seedlings out of dry soil. The idiom might
be commendatory, but in the exhibition, | use it to show some badly planned and fast-
formed phenomena during China's urban construction.

: Does the word literally have something to do with planting in landscape design?

No. | intend to show the process of urban construction in China through the sand hills
and trees from the perspective of landscape. | stuck limbs on the ground like sand hills.
They are just brittle bamboo canes, reflecting in the stainless steel plate, like a forest. The
limbs are loosely stuck in the plate as patches to fill the spaces. | did not plan the space.
People can go anywhere.

: What are the materials for the work?

Specular stainless steel and bamboo canes for disposable chopsticks. | choose stainless
steel because it gives us a feeling of industrial products. It seems glossy but is human-
made, like hardtops and squares in the city. Bamboo canes are made of bamboos that
are whittled into equal size and laid out on the steel plate in a balanced way according

to the mould. They look like trimmed woods in urban green space, the roots of which are
painted white. It's not natural beauty but artificial work. It seems clean and tidy, but not
reasonable and ecotypic.

: What do you want to express by " Out of Place "?

On and its space. Glistening and drifting with the bamboo strips, it gives a sense of form
and beauty. When we move through the woods, the space is filled, but the shiny work is
just a momentary representation. | believe installation art is the expression of only a period
of time, "Out of Place" is by no means effective and lasting, so is our city construction.
Are the planning designs and constructions really rational or appropriate? Temporary
things can become a reasonable existence only by removing its flashy appearance.
Designers should stop timely to think.
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"Void and Ashes" included Ren's two-dimensional landscapes done in past and a new
large-size painting installation on a building board. The title comes from Bataille's poem
"I'm Accursed" : " Void and ashes you are / a headless bird flapping the wings at the night
/ making the universe with bits of your wishes... "

There are four sets of artworks, among which is "Landscape of Disasters " series. The two
artworks, an old and a new, were composed of hand-made and machine-made punctures
on the back of carbon paper. Disaster scenes were painted on everyday materials so that
the ordinary got converted into the sublime. The sketch on the wall, made with charcoal,
is a figurative representation of waves from an overlooking perspective — a dialogue
between a dynamic waterscape and an industrial architectural space. Charcoal, as a
natural material, is chosen for its simple, unadorned and direct quality that Ren always
adheres to in his art.

The new site-specific installation is made up of six planks pieced together. On these
decorative boards for construction with wood grain pattern were clouds: cuts made
with axes and electric tools. The linear cuts were inspired by the visual experience from
works by Goltzius, a Dutch printmaker in the 16th century, particularly his rendering of
the heaving muscle. "The ax cut open the smooth 'skin' to reveal the real grain to form
a picture with the beautiful and the sublime images built with broken cuts. In our world
filled with simulacra, images are losing its significance. | choose to 'sculpt' images in a
‘'monumentalizing' way, but not for the effect of pitiful remains in the consumer culture.
Meaning lies in process only, and everything is a fragment. "
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REN Han
Born in 1984, Tianjin, China.

Graduated from Ecole Nationale Supérieure d'Art Villa
Arson in 2011. REN, as an artist, has exhibited his work
around the world. Meanwhile, he is also a co-founder of
Space Regeneration Projects, where he organizes artists
to create and display in non-exhibition space.

REN has sketch works, based on plane carriers, and also
creates for the specific field. He explores the boundaries
between sketches and other media, emphasizing the nature
of the painting and revealing the physical properties of the
material. He uses the pencil lead as "mud ", to "paint" a
sculpture. His spatial works often use throwing, dumping,
cutting, chiselling and other actions to "paint”, and any
kind of occasional items and industrial materials is possible
to become his painting tools.
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Q: After graduation from the oil painting department of Tianjin Academy of Fine Arts,

you went to France to study fine arts. In what way did it influence your creation?

| was confused after graduation in 2006. At that time, political pop art and cynical realism
prevailed at home. | was clear that they were not what | wanted. | did not know how to
continue painting, and videos, performance and installation were more attracting to me.

So | stopped painting after graduation. | kept trying many other media in the next four
years. Actually, | had already started that in my junior year at university. In 2008, | went
to Nice Academy of Fine Arts in Grade four (the fourth year is equivalent to the first
postgraduate year). In the first year, | went on trying different things because | had not
found my exploration direction. | failed in the promotion exam and took it over. Things did
not improve until the middle of the second year.

There were two major influences. First, minimalism began to take root in me, especially
Richard Serra's exhibition at the Grand Palais in 2008. | was shocked by the simplified,
pure and physical strength. | also experienced minimalism in college. In fact, Nice had
been comprehensively influenced by the Supports/Surfaces movement.

: While in France, you had given up painting and moved to experiments, and your

supervisor was impressed by your sketches. Was it the main reason why you
continued sketch-centered painting?

Yes, my supervisor suggest that | go back to sketches. It was the primary cause —
actually | had realized a little bit that | could do something on painting. Then | tried to do
subtracting that month and | found something interesting. When | was in China, | did more
addition. | was curious and did not want to give up anything. However, while | was in
France, the teachers often told me not to have very complex and big ideas, but focus on
a small idea and devote to it.

: The specular set made from graphite seems unshackled by the plane, or the plane

is the stage. You have been accustomed to researching the relevance between the
reflection intensity of materials and sculpture under this " condition "?

I'm not sure of the answer. The relevance between reflection intensity and sculpture lies
in the features of graphite, but my interest is not limited to this. Each kind of material has
its own specialties, in terms of carriers and tools. Some tools like graphite can be used to
add materials to carriers, while others to reduce and reveal carriers.

But when it comes to the relevance between materials and sculpture, on the one hand, |
will consider the methods of viewing. Should | view it as a flat image? Or as a dimensional
object (for sculpture)? Or look it around (for installation or architecture)? On the other
hand, it's about the understanding of materials, which is also a method of thinking about
sculpture problems. At first, | did not choose graphite with special intention. | just wanted
to forget about all my experience and return to the origin to seek new directions. Graphite
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pencils are the most direct and simple materials. And the initial subject for painting is
geometry. During my exploration, | realized the reflection intensity seemed to change my
view about graphite as a tradition material.

Why did you choose carbon paper? You removed the " fibers" and " tissues "

of materials by hand and left a network, that's an image about a grand theme —
disaster. Meanwhile, you adopt the mechanical power in the new work?

I've been engaged in the possibilities of " vehicle". | chose carbon paper firstly because
of my childhood experience. Carbon paper is made for copying, but | also think its texture
is extremely charming. When transferred, a picture looks like wood block printing and the
sense of force hidden in the strokes is weakened. The dry carbon paper leaves point-

like stokes after being clicked by machines. Point-like operations ensure the accuracy

of words and images, while sketches record the trace of the body's movement, leaving
linear stokes.

To imitate the sense of images produced by machines, | choose point-like clicking. In
addition, | think " point" reflects the minimum stroke of force, which refrains myself from
emotional reactions while painting. With the machine as tool, | meant to experience the
balance between accuracy and accidents and the mutual assistance between human
and machines. It's interesting. With the help of carbon paper for everyday use, | chose a
big theme of disaster. | wanted to build a connection between the ordinary, the vapid and
the easy and the dangerous and the sublime. Media in our days make it convenient to
receive more information in a more efficient way from all over the world. But in face of the
sea of information, we are numb and forgetful.

Considering manual and mechanical process, individual action and nature of
material, which is more important, experience with " new materials " you encounter
or rational thinking based on painting or " sculpture "?

Experience is important, and it seems like opportunities. But what's more important is
the rational thinking inspired by the clashes. However, without experience of encounter,
rational thinking can never be inspired.

Why does there still have to be an accurate image to be the vehicle for practice?

In the first place, | don't create images for myself. | use ready-made images. For example,

| copy the mirror in real life in mirror series. My practice, as something visual, must be
represented with a visual form as vehicle. Similarly | can make use of images as material to
generate relation between materials. In this way the significance of these images also change.

Your media, such as graphite, body movement and the recording of the material,
were given enough detailed information in your previous works or exhibitions. What
do you think of the works, the space and " Void and Ashes " as title?

When | prepare for the title, this phrase by Bataille did impress me a lot. The
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disappointment, the sense of nihility really fit in with my attitude toward life then. Also it
reminds me of man's alienation from nature and our loneliness in the infinite universe.

The three exhibition halls each have a different perspective to look at the landscape.

The first, as is often mentioned, is " Disastrous Landscape " that reveals a sense of

crisis usually hidden in everyday life. In the second hall, "Emerging Il turns a horrible
landscape into part of the construction space so that the landscape and man can have
a dialogue in the physical sense. Leaving the first floor to move into the second hall, we
find that the wall, along with the image of the sea is unfolded with the perspective. | went
out of my way to transmit the hallucination with ancient natural charcoal as material in
order to retain the texture of the construction while representing the image in an accurate
way. Here | came up with a topic of "landscape as landscape*, that is, landscapes are
usually decorative in constructions, but here it stands for " danger ", meaning experiencing
sublimity in security. The third one is large with unpainted cement walls that give a sense
of incompleteness and making-shift. | made a theatre of it by taking the installation with
overlooking cloud images as background. The boards are wood grain paint. Only when |
cut them with an axe and an electric saw did "scars" expose the texture of real wood. As
to the installation, the frontal part look like a complete picture with a 30cm-thick wall, but
you will find the temporary holder and thick wood boards when you look at its back. Here
the relation between the real and the unreal is revealed. Such "violent" work on the wood
board cannot be discovered when you stand at the door. There are quiet clouds when
seen from a distance., but you will get lost in the image when gradually approaching it.
What meets our eyes are rough and disturbing surfaces.

: Painting in the installation and in the space, you paint like a sculpture and an

installation artist. How did you feel about these years' experience?

Looking back at these years, | think there are two reasons for my choice to give up
painting. On one hand, it's my refusal to accept fixed personal style that is hard to break.
On the other, my distrust of all kinds of media, particularly those in performance and
sculpture. When the human body and objects are used as material, the force they carry
in themself is direct, whereas painting requires the reading of the hallucination, so it takes
indirect means to express, but materials like paint, propylene, etc., exist only for the sake
of art, removed from quotidian experience.

The moment | returned to painting, | took care to refer to principles to remove from the
work the part of me that remains there in order not to lead to new images but to become a
selector of images, so that | could have more freedom to divert my attention from image to
panting and its relation to other media, to the surroundings and man in general.

I would like to call my practice sketches because in a more general sense, the significant
traces our bodies leaves are sketches, which is what | keep as my relation with the
painting. | will attach more importance to the different meanings of painting as activity,
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and try to understand them. Such practice can not only help me avoid repeating myself
but also satisfy my curiosity, connecting me to the prior experience and reminding me to
be open to different media.

After years of practice, what do you think of the connection between space and
painting?

Painting in the spatial sense has always been there since ancient times. Space can
serve as a vehicle of painting with its own role to play. Its historical background, function,
size, material, color, and even temperature, humidity and sound can be part of the work.
So we have to take into consideration not only factors concerning painting but also the
connection to make between all kinds of factors. Each and every practice of presence
involves risk of challenge and failure, so we must keep responding to new surroundings.

The walls in the hall are made of cement with the installation in the center presenting
an image of the sky cut with an axe. There are different conditions in contradiction.
Are they intentional?

Yes. The space with cement wall is not like the neutral space in the museum " White Box".
Here we find a sense of industry, not to mention the size of the space. To handle such a
space full of tension proves an interesting challenge to many artists.

What | like most about the space is the sense of incompleteness and industry. | therefore
set up a temporary setting. There is an overlooking image of the cloud. It shows a
progressive relationship with the previous two halls in terms of perspective of the
landscape. First there are landscapes on the basis of quotidian media and consuming
experience, and then experience in the construction follows until the last space where a
dramatic landscape setting is presented.

In many cultures, clouds are considered as a special image, like divine territory or

a medium between man and divine forces. In our days, however, people can take
advantage of modern transport to take a look at clouds, which is really our triumph over
nature, so what kind of feeling would that kind of scene arouse in us? The peaceful and
gentle image makes a sharp contrast with the industrialized space. When we walk toward
the work in the light, we get trapped in the image and think inversely about how the work
came into being by following the traces of violence on the board. The firm and the gentle
move in circular motion in this work, alternating between the work and the space.
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XU Sheng as an multimedia artist active on the art scene in the 19th century, he once
worked with Manet for the installation " Gingko ", which was first collected by the city museum
in Amiens and later destroyed in WWI with all its related material. When the war broke out, he
settled in Switzerland as a curator for Vincent Van Gogh's works but never succeeded.

The 1920s saw him live in seclusion in Birmingham, Britain, chronicling the rise of the
local Gypsy factions and get veterinary training. After WWII broke out, he followed the
British army to North Africa and Burma as a doctor. There he did a number of installations
that were all called " Smoking Area in the Battle Field", and provided both sides of the
war with lighters, winning popularity among people of all nationalities. In the early 1950s
he opened the first smoke-free seafood restaurant in Dresden, Germany. During this time
he also gave Richter guidance on sketch. He also learned woodblock and his " Laurence
and | " were collected by Berlin Institute of Mind and Brain. In the 1980s He returned to
China and became a student at Xinhua Road Primary School in Chengdu, and has since
then been engaged in art.

In "Seven Lines", XU Sheng attempts to create as a writer. With Chinese seven-character

poems as rhythm clue, he connects words with the visual field. In the open physical space,

something lies to be discovered, and it is the same with writing. " Seven Lines", Xu told us,

he got inspiration from his early experience as a vet: animals often perform rhythmically

some meaningless actions, and both the rhythms and actions are carried out in units,

suggestive of some secrets in nature. He has since then formed an OCD-like habit,

like climbing the a flight of stairs with a varying rhythm and making up in the next flight

for the part of the rhythm that had been left unfinished in the previous. " Seven Lines"

corresponds to " Ql MU SPACE" in the same manner. It reminds him of what the mayor

of Amiens told him: "It's quite a good place for your 'Gingko' here, though we do not PAGE

understand what it is saying." ‘l 44 - ‘| 45
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XU sheng
Born in 1983 in Chengdu, China.

Graduated from the Department of French Language of
China Foreign Affairs University in 2005.

Master's degrees in Philosophy and Human Science in
University of St. Andrews (UK), University of Perpignan
(France), and University of Bergamo (ltaly) during 2005-
2007 in the Erasmus Mundus - Crossways in European
Humanities.

Now lives and works in China as an independent scholar
on Chinese classical and Post-modern philosophies,
contemporary art critics and curating, and translations of
art theories. Also a collector and connoisseur on Chinese
porcelains of the Song Dynasty, writer and critic on
Chinese classical poetries.
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The two lines of the poem become visualized when the lines are arranged to follow the
level and oblique tones and intonation. The level and oblique tones are based on modern
Chinese language rather than ancient Chinese — closer to our experience in life. The rise
and fall in intonation depends on my own understanding of the poem.

Why do | use hemp cords? First, any medium or material in art requires adequate, more
than professional knowledge. When | plan to take a piece of aerolite as material, it means
only if I know more than astronomers about this stone can | be qualified to include it into
my art. It has nothing to do with whether other artists has use it in their art or not. Nor can
we use the freedom of art as an excuse, since art is not about freedom. So after a lot of
thought, | believed | could handle the hemp cord.

Compared with other cords or threads that are thinner, a hemp cord gives more sense of
touch. It actually gives me two advantages. | wish it could be thick enough to be seen as
itself. | don't want it to be abstracted into a line. Neither do | wish it to be a form deriving
from an attitude or a concept, or any form. It should be something no other than itself.

It does not have to point to any place outside the exhibition space or to any idea — it is
there. Only in this way can rhythm stay in its own place. The other point is, to get the cord
stretched tight, | have to exert on both ends force many times greater than its own weight
until its gravity can be negligible. The hemp cord needs great force, in other words, it is
subject to great force, so much so that the rhythms become more distinguishable.

The distinction becomes possible due to one of its features: the hemp cord, when given
stress, carries rich "expressions" as different forces lead to different thickness and
extension of fibers. The forces also vary with the length of every cord, giving different
looks, so that the rhythm becomes more detailed and delicate.

There is nothing more than cords in the work because it is something in itself, so there
are fixed patterns which determine the force imposed and the length of the longest line.
For each unit there can be one and only cord that can form seven lines. It takes nothing
but the cord itself rather than a pieced form. Luckily | found good quality cords online at
Taobao, each as long as 50 meters.

Shadows can become lines, so the works allows no more shadow than what the rhythm
covers. On the second floor the second and the seventh cords have shadows, and the
shadow left by the fifth cord partly coincides with the sixth line and partly extends into

the shadow and partly joins the shadow left by the seventh cord. The last part of the fifth
cord's could have coincided with the seventh cord and got covered if | had moved the
seventh cord, but on a second thought, the position of the seventh cord seems to be more
important, so it falls slightly below the center of the wall on the second floor and mixes
with the traces there. The hall on the second floor has witnessed a lot. There are lots of
holes left by setscrews in previous exhibitions and cement filling the window frames. It is
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not an exhibition hall in the general sense but itself, so it is in perfect agreement with the
cords, or we can say it looks nice, and there are always reasons for something that looks
nice...

The cords have another limit: the limit of the force due to the error in a fixed process.
Connected with me, these lines therefore are not really in ultimate limiting condition but
lines with relative limits. Due to its fixed form, the limits are connected with me, but it
requires in turn that it has to stick to nothing but itself as a being, so contradiction arises
here. Obviously, it can stick to itself only in my world. A cord, after all, can be itself only
when it is a cord, a tool. The maximum limit of this work lies in the fact that a cord cannot
be an independent material. I'm only materializing my idea and have no way to give the
cord due respect. The work is not about itself as material but me, the artist.

When the work was finished, | found the rhythm turned on another look. It may not be a
bad idea, as the rhythm of a poem, as well as all its background information and idea, is
just part of the stories about the work, not something it has to take on the shoulder. So it is
done, well done.

Buaus nx \ AJVIA S.LSILIV
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EERBIOEASHEFRAY, HRERNAR, STXMIAKME ‘B e, 2
EEXMAREREUNIA? DERTFHEEBF M LM, HEAFM TS, MR8
BILERYEELR TRIBIHAINEE, MEE 7HIAR, EEEEENIA, REL®RE ‘i
B .

BERREERE/REMAIENRN, FRETIES, XEATHS, EaNASHAERS
FIXPME R T R =IH AR .

STEMNFENRIEN, SEHRRRER TR, BRASFEH—MLE.

FRESEEMSTREMARR, B (B5) AmEEplEfREFm, ZAKBIEM
KPR EEESPIRKRETEESRLE, ERATAANSIVEREREAES. BE, K
FEMEZERSKD, LABEMEEARI S B FRIRSR =M.

(EAHR) BES: “EXRR, SR . FHEFHEMm rZeE, ZRSREmMLINRR.

PIHEIET 2015 A Em (XIE) 0 ( BIR) DRIRATBMIRE . BFa. K=

%, LUMRIRHS e DRFNE SRR AN TS SN Z AR RNFE . SAIRRRHT
EFRLERY, MEBAEEENENESRAIAAE, BAMERE, SINNEESE, LK

APOHEFRGHHTIERZRIAN: FEORBTARBEXF EAIFIRTHAY -

According to the Pythagorean School in ancient Greece, numbers is the essence of the
world, but is what we call "the digital age " today the self-revelation of the essence? Or
has humanity got lost in their "habitat" as number became a self-proliferous tyrant or a
synonym of instrumental reason, and deviated from its essence after shifting from the
metaphysical domain to the physical one?

While talking about Holderlin, Heidegger pointed out that poetic sense preceded
language and measure came before numbers. Can we find in his remarks some
possibilities to reconsolidate these two kinds of numbers in our age?

Does GAO Shihe's simulation of the universe mean similar measurement that connects
technology, witchcraft and poetic sense?

Among GAOQ's four sets of works at this exhibition, " Revelation", a site-specific installation,
extracts the hexagonal ice crystals in light and air in time of anthelion which were then
reorganized, by virtue of the tension between these crystals, into an astronomical
phenomenon in the technological era.

"Research into the Stars" takes inspiration from The Book of Changes : the same law
governs the movement of the celestial bodies and the human world.

"Eternity " and "Lunar Eclipse ", both done in 2015, make use of electromagnetic

equipment, electronic components, aerospace material, etc., to respond, with complex

technology, to the artist's curiosity about the unknown space and multiple culture. We

feel the earth static, but the earth is actually revolving around the sun while rotating on its

axis. When viewed afar and introduced the dimension of time, the starts move in a spiral PAGE

fashion, so nothing in the universe is absolutely static or changeless... ‘| E 1
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GAO Shihe

Born in 1982, Shenyang, Liaoning Province, China.

He graduated from Luxun Academy of Fine Arts,

L'Ecole nationale supérieure des Arts Décoratifs (ENSAD),

and Ecole supérieure des beaux-arts de Nantes Métropole
Nice, and now teaches at the Department of Contemporary
art, Luxun Academy of Fine Arts.
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Q: Could you share with us how this exhibition originated?

In the north, there is an optical phenomenon called "anthelion". In cold, dry whether,
water molecules in the air condense into tiny hexagonal ice crystals that refract the sun's
rays to create in the sky a very big halo that is split into four parts by faculae. Mechanical
structures are always fascinating to me, and they actually cover the process from
conception to creation, in which people achieve their goals as the result of their thinking,
so what underlies them is how people solve different problems. That's why | turn to theses
hexagonal ice crystals, or hexagons. You can arrange them in a nearly infinite variety of
ways, such as bee-hives that can make the most used of space.

| used to focus on the relationship between man and nature, such as Fibonacci
Sequence, but now it is much broader. The Book of Changes classifieds the physical and
the metaphysical. The physical refers to what we see. By studying something physical,
like an object, we can understand and imagine something unknown, whereby we acquire
new knowledge and get new inspirations, so when we return to review things in our lives,
we can understand the feeling of being "out there".

: What did you major in while studying in Lunxun Academy of Fine Arts? Why did you

leave for France for further study?

I majored in multimedia in the Visual Communication Design Department. There are two
reasons for my study in France. On one hand, | had always been longing for visiting
France, and for another, | had studied for several months as an exchange student in
école Nationale Supérieure d'Art de Nice (Villa Arson), which experience has since then
put me into contact with contemporary art, and aroused my interest.

: What did you study in France? In what way is your study in France similar to that in

Luxun Academy? Are there any differences?

Well, there were altogether 56 academies of fine arts then, all focusing on contemporary
art. Also there was no major-based divisions, and students were encouraged to express
their own ideas with the media they prefer in different studios. | had, you know, done

life drawing, wood print, ceramic, sculpture, but space-related art appealed to me

most. In Luxun Academy, as you mentioned, there were different majors, and what's
more, students in France tended to be under more pressure from the criteria they set for
themselves and various examinations in the academy. There were, of course, differences
in the general background of education.

: Your early works included some articles of daily use, like bed planks, vacuum

cleaners, foil pipes, etc., but now there is a trend to include more materials
connected with modern technology and aeronautical materials. Could you say
something about these changes?

To me, it is about learning. In choosing materials, for example, when | was very much
concerned with the concept of "Ready-Made ", there are lots of ready-mades in my

saylyus ovo \ VRO
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works, but my recent use of material represents the extension of my creation from the
relationship between man and nature to the relation between man and the universe, so
there are more science and technology related elements.

: Your interest in the universe and galaxy led to the choice of materials more related

to science, didn't it?

I'm not highlighting the scientific aspect of materials, you know, as they are easily
accessible in daily life, by no means cutting-edge. Of course | dream of incorporating
really high technology and related knowledge into my art. | always think about and look
for media or materials that can fit in with my understanding of art, and at the same time,
despite my limitations, I'm curious about the unknown, new world, as well as the classical
and the antique world.

: When rearranged and reassembled into another " existence ", articles of daily use

are very much reduced with a lack of your tender attitude toward life. Are your aware
of that?

Yes, there is actually a lack of what you mean by "tender attitude ". It has something to
do with the logical clue in my art, in other words, reason always beats emotion. Moreover,
there is also some influence from my personality— | can see part of "myself" in my art.

: The choice of material in " Curling " seems to have been born of detached

observation. The combination is visually perfect but contradictory in terms of
material. Is the combination a deliberate choice?

Yes. Following logic, we share the same background with others, but it also means a lack
of surprise, so after listing the possibilities that may come from logic, | try to find out how
to break away from conventional thinking, of course, keeping of course to what | expect
of the work. " Contradiction" or " paradox" in my work can be termed as both opposite and
complementary — attributed to the coexistence of being and non-being in Taoism.

: As you pointed out in " Out There ", the obsession with astronomy comes from

the disorientation in face of reality on the premise of belief. Does it symbolize
something in your art and life?

To a Chinese, indeed, any change in the living environment or the interpersonal relation
means a lot. We can learn from Heidegger in his analysis of Holderlin's " Poetic dwelling ".
A place for dwelling is not only a metaphor of our living conditions but more importantly,
pursuit of spiritual perfection. In this sense, disorientation is both a kind of state and
process toward the destination.

: Why did you take such contradictory ideas as included in " Poetic Dwelling " and The

Book of Changes to be the starting point this time?
| like Heidegger. There is something in common between his interpretation of " Poetic
Dwelling " and my own experience, particularly the part about dissociation and separation.
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The Book of Changes deals with real and tangible things in our lives. | like the practice of
tracing the fundamentals by following a branch.

: As to the philosophic ideas about the exhibition, had they been ready prior to the

creation or were they to be improved as you created?

More often than not, | follow logic to find, step by step, the material | need, but the most
important is, | think, is to get the idea first, which may change as you work. It is not at all
something absolute, | have to say. Take "Out There " for example, you have to take its
space and the peripheral conditions into consideration, and make changes to the way of
presentation and reflect on the works at the same time.

: To give expression to your thinking, are installation and material irreplaceable? How

do you understand the relation between installations and the abstract concept of
time and space?

Do you mean concrete material? If there does exist a medium for effective expression of
a concept of art, | think material can be replaced. Of course, it depends on the level we
are engaged in the discussion of this topic. I've been very interested in space. Living in
a three-dimensional world, we find three-dimensional objects more perceptible, but they
also prevents us from forming more in-depth idea about time and space. It is the same
with materials. To treat the unknown with the already known, there must be limitations.
When we draw something cubic on a two-dimensional surface, for example, we are, in a
two-dimensional world, thinking about a three-dimensional world. The same is true when
we try to project something four-dimensional onto a three-dimensional space by means of
mathematical model so as to imagine the existence of a more-dimensional world, AR for
example. That's why | am not sure whether installation can be replaced.

: Are you going to do something in this respect in the future?

Yes. | wish to imagine what our future is like and even move toward the future. | also hope
that | can do more thinking along the way before my reflections can be applied to my art
and life, guiding me eventually out of the disorientation.
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P18-23 waa RIER | B)L | s | RRIR
|28 | =aEE | RYFE | 2016

waa | Wo'er-Prime Emotion | felt | nylon
bolt | washer | site-specific installation |
variable size | 2016

P24 X8 | B | MUWEEE | K& | RY8

25 | 2016 +XJ#A | 240x160cm

ZHENG Lu | Being Conscious |
mechanical installation | long skipping rope
| size variable | 2016

+ light box with acrylic light film in a wooden
box | 240x160cm

P26 =R |17 | RERE 24K 2 |
90x60x220(h)cm | 2016

GAO Weigang | Door | stainless steel
plated 24K gold | 90x60x220(h)cm | 2016

P27 SN | Where | FHiNE 24K £ |
50x90x220(h)cm | 2015

GAO Weigang | Where | stainless steel
plated 24K gold | 50x90x220(h)em | 2015

waa fE& | waa

P28-31 HRJIIHRERE
Yinchuan Contemporary Art Museum

P32 _LiEKAK 668 SRT

Exhibition Hall, No.668, Changyang Road,
Shanghai

SENIER | GAO Weigang

P34 Fate | @iz | iron bronze | $F&HE |
1000x430x100cm | 2016

P36 = | Superstition | XA |
marble | 25cm | 704 | 2012

P38 MAZE | X5 | stainless steel
titanium | RiENEEE | variable
dimensions | #itb{ER | 2016

P40 kiz | Forever | RNk | &
Stainless Steel | titanium and iron |
800(W) x 600(D) x 550(H) | 2014

P41 5| Poison | @& | B | KB |
acrylic on books and wood bookself |
230x208x33 [EX | 2008

P41 &5 | Manner of Speaking | $ | &KX
#Hl | =E | book | blower | furniture

MEER | ZHENG Lu

P42 EH | Re-Sist_Ance | £EIk |
B8R | UFEE | aluminum plates site-
installation | variable size | 2016

P44 =TFKJRlkzz | 3000 Meters of Woe |
T5iReL , MBS | stainless steel wire |
electroplate site-installation | variable
size | 2016

P46 = | Grass | %R | &S | YR | 215
#E | iron plate | heat shrink | video site-
installation | variable size | 2016

P48 EEEN4R | Light Breeze at Dongting
Lake | %W | THEE |

stainless steel site-installation |
diameter | 640cm | 2016

FiEBE
LIGHT IN ITSELF

P64 B=R9 - &30 | 2017 | WH%EE | RE
1B | RIAE

Lucky Invalid | 2017 | site-specific
installation | variable size

P65 #hFIREL - EEARY | 2017 | 4RkGE
Seeds: Cool-Headed Visitors | 2017 |
paper clay

P66-69 T | 2017 [4W | #EAEK
Careless Light | 2017 | metal | magnetic
balls

P70-74 =i | 2017 | Nk | nEEE
Plain Reading | 2017 | metal panel |
site-specific installation

P75 R - &S | 2017 | SMEN | BHE
& | RITZE

Synchronization Mirage | 2017 | multi-
media | site-specific installation | variable
size

HNEEE
DEPARTING

P94-99 K& | 2MILAE | FHEW | 175& | =
BEEE | 2017

Chen Xia | Out of Place | stainless steel |
bamboo | site-specific installation | 2017

P100-107 EiR%, ERIS| C.No.2 | ip%k
&1 2017

Wang Zhenfei, Wang Luming | C.No.2 |
site-specific installation | 2017

ERTEER | WANG Zhenfei

P108 L | |dt=&ELW | 2016
L | steel | Fangshan, Beijing | 2016

P109 ZARAKX - Bl TMRRERIE BIE

Shapowei Art Zone - Renovation of
Shapowei Refrigeration Plant in Xiamen

P110 2014 53 EREEHEMIBEEIRS
iy

2014 Dichi Tourist Center of International
Horticultural Exposition 2014 Qingdao,
Shandong

BRE{ESR | CHEN Xia

P112-114 FRERF B ZAREHEHTRFT
BU&IRIT | Renovation Design of Sculpture
Art Research Institute of the Central
Academy of Fine Arts

P115 ZHALEA/ANOSMILIT | Andscape
Design of Tea Valley entrance in Lu'an,
Anhui Province

=B
VOID AND ASHES

P128 k& (ZH—) | RETHESHEK |
67x89cm | 2015

Untitled (Avalanche #1) | purple carbon
pape | 67x89cm | 2015

P129 T (RARZ) | KETFHESHE |
67x89cm | 2017

Untitled (Debris Flow #2) | purple carbon
pape | 67x89cm | 2017

P130 BEC | Rk | BpLE | 2017
Emergence #2 | kryptol | painting in
exhibition space | 2017

P132-135 E17e01 | AR | BUpEE | 2017
Untitled17e01 | wood panel | installation
in-situ | 2017

{E38{ER | REN Han

P136 #7158 | BLEBEEAR |
91x91cm | 2015

Mirror No.20 | pencil drawing on paper
mounted on wooden board | 91x91cm | 2015

P137 X&#E (17d01) BEEIp | BEABRE.
AR, & | SHERE | 2017

Untitled (17d01) installation view |
plasterboard wall, chopping and digging at
exhibition hall | Today Art Museum | 2017

P137 %R (3t8%) (IEERM) | A2RE | 2016
Untitled (Skull) (front view) | pencil | 2016

P138 *E #1 | BB, AFR. KF.
ABHE | FI/RABIE | 50x600x10cm,
250x600x10cm, 250x360x10cm | 2010
Labyrinth #1 | steel joist. plasterboard.
putty. pencil | Villa Arson | 50x600x10cm,
250x600x10cm, 250x360x10cm | 2010

P140 FA7DE98A-C617-463D-8216—

B3D9909BB53B( EWERS ) | A LHAE. K
i | 89.5x150cm | 2014

tiIREZ
SEVEN LINES

P150-161 5% | TIREZ | BEIH
XU Sheng | Seven Lines | Exhibition View

EKHT I
OUT THERE

P172 RXEHEN | BESHG

Out There | Exhibition View

P174 Z2KHR | 86 | =% | D8EsE | R
JAE (BHRT 5x8cm) | 2017

Research into the Stars | bronze |
triangular prism | site-specific installation |
variable size(5x8cm single piece) | 2017

P176 E2(kH5 | 4TS
Research into the Stars | Detail

P178 Bt | XI2A. €8 K=B. BF 7t |
50x10( E#Z )em | 2015

Eclipse | marble. metal. space blanket.
led | 50x10cm | 2015

P179-183 & | L5/ |
20x500cm(diameter) | 2017
Revelation | Acrylic |
20x500cm(diameter) | 2017

=X 2R | GAO Shihe

P184 KIE | HIB. AM. W5, BHRE |
25x35cm | 2015

Eternity | glass. marble. fiberglass.
electromagnetic | 25x35cm | 2015

P185 kT | HBEIL | At | 9.1x11.4cm | 2014
Curling Stone | electric iron | wax |
9.1x11.4cm | 2014

P185 Zj0| 350cm | &Kl | 2010
Superposition | 350cm | bedplate | 2010

P186 ERBLEMN | mEES | RYAE | 4T |
erxs | 2009

Fibonacci Tree | Installation in-situ | variable
dimensions | light | nylon cord | 2009

P188 X | ik | W | €8 |

200x10cm | 2009

Untitled | bedplate | meta | 200x10cml |
2009
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Beijing QIMUBENKONG Art Consulting Ltd., founded in 2015, is committed to exploring
the possibility to integrated art, exhibition and design. As an open concept, it updates
traditional business model in art to accommodate the zeitgeist in a comprehensive,
inclusive and interactive way.

The company consists of two units. QI MU SPACE is a platform that aims to fully reveal
the active mind and the vitality of artists and their creations in the broad social contexts in
contemporary China. It holds exhibitions regularly in its art space in the suburb of Beijing,
and these exhibitions will make tours to different parts of the country.

Located in the outskirts of Beijing, QI MU SPACE is making great efforts to relieve
fledgling art spaces of economic stress in this information era, and trying to find a new
development model for art institutions and organizations.
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