26.6.2016

20.3-

oCAl

1S134e 3y} Jo AS9314N0D "UOKE|[EISU] ‘SoUBWI0}IAd ‘JUBAS ‘900Z ;W | ‘uenkoerq Bueyz

YREKR "B L HE '9002 (KL H—) "WTOH

3%#% Supported by

%7 Organizer

OCAT:~ OCT#4H#



%A

Reading area

1 =S, (I°1%), 2015; £&, 3x3x2 m
I Li Jinghu, Square, 2015; Installation, 3x3x2 m

> > 2 [ENE (ERR), 20145 Bith R 31057/ 9'04”
Zhuang Hui, Zhuang Hui Solo Exhibition, 2014-; Print, videos; 31'05"/ 9'04"

3 RE, (UKITA, 2011; IRERE AR, 1458"
Xu Qu, Upstream, 2011; Standard-definition video, dinghy; 14'58"

9 4 FES, (THE), 2004F %5, FEEE(16'31")
Q Zheng Guogu, Liao Yuan, 2004-present; Video installation (16'31")

5 18, (HHR), 2016; RIR.BEA
Xu Tan, Land and Turf, 2016; Video, scarecrows

Zhang Liaoyuan, Tm? 2006; Video (29'), documentation, event, performance, documents

Q I® 6 KR, (—FFHK), 2006; . 7. X F1K(29)

e 7 XE REF(EBIR) (8L, 2007, 2016; LEME
Liu Wei, Chen Haoyu (Colin Siyuan Chinnery), Propitiation, 2007, 2016; Mixed media

@ @ 8 [E#E (F4£2109.88° 1t4$31.09°), 1995-2008; ZEHIMEITENEF 4. R1&
Q @ Zhuang Hui, Longitude 109.88°E Latitude 31.09°N; 1995-2008; Black and white photos,
documents, videos

@ 9 BEL (3H#8), 1994; Rg; 47
Zheng Guogu, Planting Geese, 1994; Video; 47

10 XIE, (TRl (B2 ), 2010; R&; 515"
Liu Chuang, Untitled (Dancing Partner), 2010; VVideo; 5'15"

1 B (EEZ=: ), 2015; B4R EE, B E: Dickson Dee; 1416
Cao Fei, Rumba ll: Nomad, 2015; Single-channel video; Soundtrack: Dickson Dee; 14'16"

12 EE (FEM), 2011-2015; BIARE; 111"
Cao Fei, East Wind, 2011-2015; Single channel video; 11"11"

13 SIEM, (EFBERR), 1999; R&; 39'42"
Wang Jianwei, Living Elsewhere, 1999; Video, 39'42"

14 SEEE, (E=); 1996; R1&; 59'48"
Wang Jianwei, Production, 1996; Video; 59'48"

15 M—, GEREH? EER?), 2010; R%; 50°
Lin Yilin, Whose Land? Whose Art?, 2010; Video, 50

16 STE(E, (TEIF/Fhil), 1993-1994; 163KFR K, 3K 29%x44 cm
Wang Jianwei, Circulation: Sowing and Harvesting, 1993-1994; 16 photographs; 29x44 cm each

17 EHE (AREE: - AEHEHITHR), 2007-2011; B37R&; 5'57"
Cao Fei, RMB City: A Second Life City Planning, 2007-2010; Single-channel video; 5'57"

18 XIE, (#=#F), 2003, 2016; A& (R NLEHT)
Liu Chuang, Railing, 2003, 2016; Wooden structure (formerly steel structure)
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FH/MEE; MRt/ EFEE
Religion/mythology; materiality/legal codes

BIRTTIR, FRIREME, REFERMIR

Distance in space/time, landscape of impossibility

3R, BRI K&, X R HBTR
Earth's surface, logistics networks, water-body,
relations and hierarchy

{EmmX R XA
Keywords in
the artworks’
correlations

HIRRYRT, SZPARYRIT
Remoteness in terms of geography,
remoteness in terms of civilizations

EFIE LTI, TR

Pyramids: monumentality, spatial cognition

7]

ARES  HEFHR. THEM2E
Open linguistic and sociological studies,
hierarchical fissures in administrative structure

LEYIARE. ARYILSEZ 3t

Land ownership, positioning & grounding

FHNGUR NS B, AR
Purification of ritual forms and symbols,
a void of original content

X, Kk, $5E+ B HE S, SN EI+HEER, MIERITHENX
Earth and water-body, symbiosis and counterbalance,
incision and cutting off

ERREAD, (CIR. SRTIAA . B &, REh

Road regulations, forced bond, ethics, flow
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S, (1), 2015; %8, 3x3x2 m
Li Jinghu, Square, 2015; Installation, 3x3x2 m

FENE, (ERRAR), 20145 -; 548, R1&; 3105"/ 9'04"
Zhuang Hui, Zhuang Hui Solo Exhibition, 2014-; Print, videos; 31'05"/ 9'04"

RE, GEKRITAD, 2011; IE R IRERE, 1458"
Xu Qu, Upstream, 2011; Standard-definition video, dinghy; 14'58"

HES, (THED, 2004E %, FEREE(16'31")
Zheng Guogu, Liao Yuan, 2004-present; Video installation (16'31")

=18, (@), 2016; RE.BEA
Xu Tan, Land and Turf, 2016; Video, scarecrows

KITTR, (—FFH KD, 2006; . 17H. X K (29)

Zhang Liaoyuan, Tm? 2006; Video (29'), documentation, event, performance, documents

X3, PRIEF (RBIR) (81D, 2007, 2016; ZEtthl
Liu Wei, Chen Haoyu (Colin Siyuan Chinnery), Propitiation, 2007, 2016; Mixed media

[F¥E (F42109.88° 1££531.09°), 1995-2008; B HEITENEIF . 4. R1&
Zhuang Hui, Longitude 109.88°E Latitude 31.09°N; 1995-2008; Black and white photos,
documents, videos

MES (FH), 1994; R1&; 47
Zheng Guogu, Planting Geese, 1994; Video; 47'

XE, (FoRE (5Bf¥) ), 2010; Rf&; 5'15”
Liu Chuang, Untitled (Dancing Partner), 2010; Video; 515"

B (EBZ=: 5, 2015; B4R %, &= 5: Dickson Dee; 1416
Cao Fei, Rumba IlI: Nomad, 2015; Single-channel video; Soundtrack: Dickson Dee; 14'16"

EE (FEMN), 2011-2015; BIARE; 111"
Cao Fei, East Wind, 2011-2015; Single channel video; 11'11"

SEEE, (EETERIR), 1999; R1%; 39'42"
Wang Jianwei, Living Elsewhere, 1999; Video, 39'42"

JEEEE, (EFED; 1996; R1&; 59'48"
Wang Jianwei, Production, 1996; Video; 59'48"

H—tk, GERIEH? EER?), 2010; R%; 50°
Lin Yilin, Whose Land? Whose Art?, 2010; Video, 50’

SER{E, (TEIF/#HE), 1993-1994; 163KERH, Sk 29x44 cm

Wang Jianwei, Circulation: Sowing and Harvesting, 1993-1994; 16 photographs; 29x44 cm each

B (ARE®E: B AEHHITED, 2007-2011; BIAREK; 5'57"
Cao Fei, RMB City: A Second Life City Planning, 2007-2010; Single-channel video; 5'567"

XIE, (FE#), 2003, 2016; A& (RNLEHT)
Liu Chuang, Railing, 2003, 2016; Wooden structure (formerly steel structure)
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201638 20HE6H26H, OCATRII
EETRETAENABER "SHNMER" 2
NHEYRZRBEDRS L MEXNESR,
BOHSHENNAES ESHEREHRFE
FrARMERZEINES, NEEAXHNTT
B2 B9+ 3" 7E 2 AR SERR R A mT RE M .

20t BN+ EAR, SR XU S
SENEEFE—EHEFZARTAT ERIT
2 #—BIFFIE R “TE /b Z &7 (nowhere) ,
Bt #hE XWITRHITZEROIE, UIHHE
ENEESEHBREENHS AL BUNEAR
MEERFIRERE, ‘T EXER#MZ
R SRR AR AR 0 BRI L ST TR ROK, 3
AN E-=EMEEEREE N BN
MR RN E AEHAR R E, T LB AR
FFAAEERREHX BIgHER" . AH M
“RHZAR” R REE1980F R EAEAN
FE, A EEE A AME REFRNE
mh, XEMERAH DML Kt ZREE 2%
RAXR, BIBEHER (FAAAMZRIEE
FHZR E X R Z AT IHE/\NHELH
FEXPERERFE), U2 B MR B E
HEELSEX=Z+TEREHTHIIEE, £t
HAREIE HSFMNTERIBERTRIZ,
FEHAZAN K" BEHERS ZBIR
EEZHNEN. ‘SR NERESR
B EEEMIQAEES, Hf “Lih” BXE
BHETHNT, XL ZARUEHREETE
EE I, TR IR K 3 7 138 BB A #i A9 IA IR IE 52
1, E X AR FFEEEINME T H B SIS,
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ROFERE R KMERERELM £
FHHMERMMIEBE LN TR 2R, T “EH
MR PN SEBERX T I MER BT,
2278 B RLFI LA K3 LA R A %% 5.k A0 BR 81 0 32
LAR—KEEBHE ‘T KEZEM TR
fH1EI0 B (IEH /i) (1993-1994) FRi@Eid
HIEREMIE =B, EHREFITRIEF
NRZESET —9H8 ‘TR Z2F gt
MARTBIF o fthiB4% B /E F1996F 19994 K
(CEEYCEFBEFRYMLEL T 2 R K7
SR AT, BEIEREFHHNTE
LR 55 a0 A Q3 ED n] A i B S it = BUA.
EENEERTR. S ERAEMNR L. 55
AR RN BRI LR B MR g x
%,2006EE2007E, KT RESX3# . KB
B (LR “BRIEE”) 2 RITE MR @K A
(—FH )L RH798EARK ((i#L))
HFEZEBERAHEMEN L, 7EERSLHERN
THEME. THES 2, ZARKR(T@ED 3
NETEMENHA, S5 ATERN
REENX BB AT ER LK —E
H—EZEREARELBMIHENIE; G
BEBRANBENZAXE T A THNFTS
FAREAB TN TERE L. =R MEHEC
I'"1%) (2016) B EARZEF LS 7 EMK
BARZEFABRIRTLEGILIE, HEBEEAEF
BENLIBRAER, EANT HX—8R
TS 5 A EAT 5 B B 0o £REl & B35 4014 T
B(HENA) MEZA(THED, 20045F =
%) N 2 & F 7 42 520 5% X B /R FF A L 3t FF
Ritkl, BEATHEN T “FE”VATREME,
ENtERNNELZRESGRT T YR 1T
A AR RMIREFE, B+ RN
MEENEILF AN EIT . EEERCA
Rif®: - A%Eit#)) (2007-2011) 5 (&
E )AL R E B IR- T ERBHEE (AR
WMENEMEFLE “FE-AE"FHEREN
WHZENE, EEEESMMEEEI TR
‘BRHENBEET — N tOPM“ES

HFEI5

THEXRE WBHISE N.2#H FESH
N RERERESBUARIRNFITR™ .

EENZREBRRBRAR S S ELEZ
2, B (ERET R (2014-) B Hid 1 KB
BHEBEINTUTPRRORNKELTAX D
BENERESALERHAENR, BEE -2
fiI (Richard Serra)7E R /REVCR-FE/F5-7R)
(East-West / West-East, 2014). Z 1B - ¥
I /R (James Turrell) 7£ 3= E fa F S AR M B F
FkWOY(Roden Crater, 1977 £ %) UK
XIS M S ERIZESE (Elmgreen and Drag-
set) EXE BN /RIENCT RiEPrada)
(Prada Marfa, 2005) # 2 1a % AOR L2
Bl BiE TR I RIERHR, U2
EHEGNRR. EFRXERNNDER"
BHREEER" . X BIEMEE, BIEMRN
EFTANELZ R EESMRNEIERE—7
ARETARKER, 5—HAEXEEEM
HBRFHRNTIEN RS SE—1995%F,
MEERKIB N A FIZEHRABZNRE
150K HTE ((F4£109.88 1b431.09),
1995-2008) , XLEMAEHFEEHE R R
KBIKFINE — = AN RIFF 8%, B
B T2 AR 2 3th, S0 A 26t B 3t 55 A
FZBR

MEANEZEIERCHEEE) (1994) Hix
T ESMHIEANCIEFE, B ‘M X—5F
SNRIETH, R BHSBIIFE R
S FNUBE M —MEREBTELHESS
(LAND Foundation) F{E @ GERI L 12iE R
ZAR?) (2010) L EVI R, BERED
LHREWITA, EMEE XK 5 HIE 2
BIRY X B, LER ‘AN 9N D EIEMIERE
T3,

HIRER TP ITREERNES B
YRR R RE2011EMERGTEKRITAD
5 AN—BITHRERERB—FRKA
LB RMT, BIEF AR HOM
W22 1E X 37 e AN BY 36 T A AT BE 2 I T s
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F4 7 B [0 38% B9 Bt 4 73 16 o [R5 AR T3 B8 12 0
KRN EREX TR (T () ) (2010)
FE (R (2011) , AIE R IBRAHIIR
HEMNERESEQR EUREREHT;
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S ERERENCENMS, BREN
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—ERADEIF I AT A MBS, X R AYE BR
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KB ERESER-—BURBIALRE"
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Digging a Hole in China

OCAT Shenzhen is proud to present the
large-scale exhibition, “Digging a Hole
in China,” on view from March 20 to
June 26 in Exhibition Hall A. Featuring a
range of works produced in contemporary
China that bear a connection to land,
the exhibition attempts to expose and
analyze the discrepancies between this
genre of work and “conventional” land
art understood in the Western-centric
art historical context, thereby probing
the potential of “land”"—as a cultural and
political concept—in artistic practice.

In late 1960s, changes in the cultural
and social climate around the globe led
a group of Western artists to desolate
places—the so-called “nowhere.” These
artists employed land-related materials in
their artistic productions, and demarcated
themselves apart from established
systems of consumer society, capital,
and rigid art institutions through their
geographical retreat. To them, using land
was a provocative and confrontational
gesture with temporal-spatial properties
exceeding the fleeting exchange-value
and durability of commodities. Meanwhile,
in China, thousands of intellectuals
were sent to rural regions as part of the
“Down to the Countryside” (shang shan
xia xiang) movement. Here, the concept
of Land Art was imported from the West
in the mid-1980s. While most of these
works did not necessarily relate to their
Western counterparts, and there were
vast differences between the two contexts
(Chinese Land Art did not necessarily
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take consumerism and the art market as
a target, as consumerist society was still
nascent), their concurrence nevertheless
reveals intriguing correlations. In the past
three decades in China, society has gone
through groundbreaking transformations,
and ontological, sociological, and political
conceptualizations of land have changed
drastically: an exploratory and evolving
process that has been represented

in diverse forms in contemporary art.
Produced at different points in time from
1994 onward, the works in “Digging

a Hole in China” delineate the hidden
trajectory of land’s conceptual evolution.
This strand of art does not attack
established systems in a belligerent

and explicit manner, but instead subtly
exposes the epistemological framework of
land in order to open up new sites
beyond it.

While “traditional” Western land art
seeks a conceptual and geographical
nowhere, the works in “Digging a Hole
in China” turn to a variety of issues such
as the rights of ownership, management,
and land use, and the transfer of and
restrictions on these rights, weaving
together a massive network that has
already exceeded “land.” In Circulation:
Sowing and Harvesting (1993-1994),
Wang Jianwei accelerates the circulation
of agricultural production, enacting a
micro-circulation with an “invisible hand
in a post-planned-economy China. In
two ensuing works, namely Production
(1996) and Living Elsewhere (1998),

"
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Wang carried on his discussion of labor
relations: by documenting the changes at
a production site and the migratory nature
of workers, the two works represent a
grafting of research onto society, politics,
and production. Sharing observations

of land, labor, and the peasant class, the
three works reflect mutually bordering
relationships. From 2006 to 2007,

Zhang Liaoyuan, as well as Liu Wei

and Colin Chinnery (as Chen Haoyu),
excavated public land on one of the

main axes in Hangzhou (fm? and in the
798 Art District in Beijing (Propitation)
respectively. Aside from long negotiations
with the local governments and other
inconveniences during the execution of
the works, the artists’ appropriation of
the material used to construct public
space blurs the line between public and
private: Zhang cuts out a piece from

the road—a material object in public
space—and turns it into physical proof

of his work’s conceptual underpinning,
whereas the Liu-Chen duo carves symbols
of land and religion on the ground of the
art district that is always bustling with
visitors. In his latest work, Square (2016),
Li Jinghu cuts the marble flagstones at
Dongguan’s central plaza into pieces of
variable sizes, and puts them together
into a pyramid-shaped monumental
structure that interrogates the plaza

as an architectural form and symbol of
authority. Age of the Empire, an ongoing
project since 2004 by Zheng Guogu (now
renamed as Liao Yuan, or “Accomplished

Digging a Hole in China

Garden”), is a land development project
that echoes aspects of the titular
real-time strategy game through which
he played up to his initial goal: actualize
the “empire’s” potential. If the growth

of civilization in the virtual game-world
is a glossy, flattened field void of land’s
materiality, or its bureaucratic and
physical elements, land construction in
reality gives rise to new sites with their
own codes of regulations. In this light,
Cao Fei's RMB City: A Second Life City
Plan (2007-2011) and Age of the Empire
fashion a dialectic of the virtual and the
real. In RMB City, Cao Fei constructs

the many identities of a Chinese city in
the online world of Second City. While
realizing individual subjects’ migration
to the virtual world, the artist also builds
a new Chinese landscape that is—in her
own words—a “condensed incarnation of
contemporary Chinese cities with most
of their characteristics; a series of new
Chinese fantasy realms that are highly
self-contradictory, inter-permeative,
pan-political, extremely entertaining, and
laden with irony and suspicion.”

To a great extent, Zhuang Hui's art
practice cannot be separated from the
desert. Zhuang Hui Solo Exhibition
(2014-) sees him transplanting his
previous large-scale sculptures to a
deserted zone at the China-Mongolia
border. The imagery of the desert is
not uncommon in art: Richard Serra’s
East-West/ West-East (2014) in the Qatari
Dessert, James Turrell's Roden Crater



(1977) in Arizona, and Elmgreen and
Dragset’s Prada Marfa (2015) in Marfa
are among the most acclaimed cases.
Distant, vast, and desolate, the desert

is more than a topography; it is also a
spiritual metaphor. A Nietzschean retreat
to the desert is a “deliberate obscurity,”

a “getting-out-of the way of one’s self,”

to a “nowhere” that is at once intrinsic
and extrinsic to humanity. Zhuang's
attachment to topography stems from his
personal experience of growing up, yet
this attachment also embodies the rigor
and restraint of geological research. In
1995, he created and photographed more
than 100 fifty-centimeter-deep holes
(Longitude 109.88°E Latitude 31.09°N,
1995-2008) at a number of spots along
the Yangtze River, which would later be
flooded by the Three Gorges Dam—the
largest reservoir project in the world.
Uninhabited land is precisely the new
relief, and the second nature, in the
Anthropocene era.

In Planting Geese, a video from
1994, Zheng Guogu directly employs soil
and the practice of planting as a means
of production, performing the symbolic
and absurd act of “planting geese” to
rethink the agricultural activity in the
era of drastic changes in Chinese social
structure. Lin Yilin's Whose Land? Whose
Art?(2010), a site-related project made
specifically for the LAND Foundation
in Chiang Mai, Thailand, also testifies
to a return to agriculture. Through
the performance of building walls at
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paddy fields, the artist reconstitutes
the relationship between “culture” and
“agriculture”: the wall, as the separating
line of “inside/outside,” prompts
contemplation of land issues.

Beyond its relationships to
agricultural production, landscape also
explicates the socio-geological strata of
urban planning. The mixed-media work
Upstream (2011) records the artist Xu Qu
and a friend aimlessly rowing a dinghy
upstream in a stinky creek that runs
through the outskirts of Beijing, eventually
arriving in the downtown area at the
end of their trip. This random voyage—
wherein the farther away from the urban
center they are, the more enchanting
the scenery they witness—reveals the
inevitability of stratification in both the
urban landscape and social structures.
Liu Chuang’s Untitled (Dancing Partner)
and Cao Fei's East Wind are two other
works from 2011 that also trace urban
paths. In the former, two identical cars
drive side-by-side on the highway at
the lowest speed limit, while the latter
records a truck disguised as Thomas,
the cartoon train engine, beetling around
in a city. Both works reflect and defy
the rules and regulations that ethically
ground road users, and reveal the different
collectives divided by the designed road
networks and each of their characters.

In his earlier intervention work Railing
(2003, 2016), Liu reconfigured a section
of the guardrails by Shennan Boulevard
in Shenzhen, a performance through
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which he plays out poetic interventions
and inoffensive resistance against rigid
road regulations. In the 2016 reenactment
of the work, similar defiance is repeated
on the plank road outside the museum.
For many years, Xu Tan has employed
the unique method of “searching with
keywords” in his practice to outline the
sociological structure embedded in
language. In Land and Turf (2016), he
extends his field research on farmlands
in the Pearl River Delta to art institutions
and invites the audience to take part

in an ongoing discussion on land and
vegetation, thereby dismantling the
elitist high-walls of sociological and
linguistic studies. Cai Fei’s video Rumba
lI: Nomad (2015) records a domestic
vacuum cleaning robot wandering
around in an area slated for demolition

Digging a Hole in China

located at Beijing's urban fringe. The
robot’s ability to automatically explore
space examines human'’s ever-changing
spatial perceptions due to rapid urban
development.

“Land” in the Western context was
once a nowhere—a battle ground against
various systems. In the present age, when
Google Earth can teleport us anywhere
with a single click, geographical distance
seems to no longer offer new sites for
criticism. In the face of the heated real
estate market, land and capital becomes
devotedly attached to consumer behavior;
the sense of distance that “land” once
possessed has slowly vanished, albeit
with our further physical estrangement
from the material. In a post-manifesto era
far away from the birth of Land Art, the
exhibited works engage a material plane
that people share, generating fissures that
can release yet unknown properties of
the land—venturing into the waves while
bundled up with land.



EmIT4R
The artworks

oCAl

8 LiJinghu

I

Square

2005; &£ &, 3x3x2 m

FRAEARETSER I HUKRERMEA
AR 7, BRXET HRRERR,
BERAERMARTEIBIZ LB R/ NA—E
R, B#EBRR— N2 F BN R RE K
B, FEREBATKREBERR INKRER
RNEIHBER P KEN =K SRR
EFIERE.

2005; Installation, 3x3x2 m

Li Jinghu cuts marble flagstones he
scavenges from public squares in
various towns and districts of Dongguan
into pieces of variable size, and piles
them together into pyramid-shaped
monumental structures. In this exhibition,
the marble flagstones Li Jinghu used

to assemble this three-meter long,
three-meter wide, and two-meter-tall
pyramid installation were acquired

from Chang'an Plaza in Chang’an Town,
Dongguan.
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[E¥% Zhuang Hui

EETR

Zhuang Hui Solo
Exhibition

20144 -; Bk, R1&, 31'05"/ 9'04"
20144, EESHBANBEBILAXR
BT (EFA1E) (2007) (A TIHER
KD (2009)  (FRE) (2014) FI(E
FE-A57104563) (2014) A E B 1EM, HTE
EBESHBXAN—REFIBLELET
TER(FHEFF) (2014) , EFEPAREIL
B RBEREEr BREEBRRERERE
W7 (EFHIEY IR IBEE U R R RET
TAXBREK,

2014-; Print, videos (31'05"/ 9'04")

In May 2014, Zhuang Hui and his team
drove to the depopulated zone in western
China to install four of his installation
pieces: 11° Incline (2007), Carpenter’s
Scraps (2009), Untitled (2014) and
Image Database Item A57104563 (2014),
and painted the work Seeking Mu Lili
(2014) in a deserted site on the border
between Qinghai and Xinjiang. The group
then went back to Beijing, leaving those
works in the open field permanently. The
exhibition is presenting a large print of
11° Incline and two videos shot in the
depopulated zone.

Digging a Hole in China

& XuQu

EKITH
Upstream

2011; fERIR IR M, 14'58"

201EE2B & H, REBIF—UFRIES—
KRR, IS RRBEF B ERREEZK
BYTAR, @ X 75 | — B &U1T, @K MIT A
BRENED, BERNIHF.BHAAE. RS
WSS AR VENE FRKEAB G
B RIE S, RIESN SN ERATERE
FRIBRT R T o RORIRITAR IR IR BT 8 A 15
DR RIAR G Em, SITAPRREMEE
BT EMR.

2011;
Standard-definition video, dinghy, 14'58"

One day in February 2011, Xu Qu invited
a friend onto a dinghy and they set off
from the outskirts of Beijing on a stinky
creek towards the downtown area. When
there was water, they rowed; whenever
they ran into land, they walked. They
passed by Dongfeng Beigiao, Chaoyang
Park, Liangmagiao, Yansha, Dongzhimen,
Lama Temple, Jishuitan, Xihai, Houhai,
lanhai, amongst other places, and were
eventually stopped as they approached
Zhonghai after boating for five hours.
Their journey was filmed and edited into
this 15-minute single-channel video,
exhibited here alongside the dinghy from

their performance.




#BE# Zheng Guogu

TH
Liao Yuan

(IBFRCFHE T 1))

2004E%; REE(16'31")
MED2004FERSFRTMEET —RL M,
HAETREEFELRABRAOARTA
RETFE . (ENBFEHRANERID, BES
EZAMERR EN. BEERERFEP X
ANIE, BEEFEIE UM AR X EmAERF
EWEFMFNEE, HREERE A
B R X REE A RIASE (Fan 4t
TR ZARBIL S ARK. FETIHE AR 2
NHRETNE AXRBER, SESFTEH
B MBRSIEZE R, B — SRR
SR ENTHEF AR — P EENE
FERR—X W5 MESERECT B
THIRE B KB R PTRL

(Previously titled Age of the Empire)
2004-present
Video installation (16'31");

In 2004, Zheng Guogu purchased a piece
of land in his hometown of Yangjiang,
which has now expanded to an “empire”
of more than forty thousand square
meters. Zheng builds roads, plants

trees, constructs museums with circular
windows, and even moves tons of rocks
to this site. Violations of building codes,
including illegitimate changes to land
use, are common in this work. Tenuous
in its legality, it is the artist’s social
networks, the unending negotiations, and
the payments of large fines that has kept
this project running. For this exhibition,
Zheng transports soil at Liao Yuan (which
translates to “Accomplished Garden”)
from Yangjiang to Shenzhen, and sifts

it through a specially-made funnel

that naturally forms a perfect pyramid
shape—a process that echoes Zheng's
recent practices of energetics at

Liao Yuan.

HFEI5

&8

it
Land and Turf

2016; R FBEA

(Nt E) R RE I KBHIE
1996 F M M m (B e 1) —199521996F
HAiE), RN ERET M S H S EFITH
TR LT HRRHKE, NS SIEEI
SRTF L 5E” AR 1T IR 3%
EBE; F 5 —88 53 N Z 2013FE T B “Ia)
&, t—+ RSB K e E R
R, RERBGIER T HREEIRITANT M
MERERAEEMETHITHA XL tME
Y FERNR, HER T REFRUGRE
T L MERNKERARRERN—MIRAE
iE B B X H Bh R FpAE 75 20 (ATt R ) B T
KEWELEE"ERANDE, HERETR
MARMENSEFEREN—K, RETEE
HERET DXt S ERGERN. ‘A
BB SEI T & . BT I, TTE thiFEM
HEHETLIED, Bi5 R OX BRI A
—EMAINIE, HEH R,

Digging a Hole in China

2016; Videos, scarecrows

Part of the video exhibited in Land

and Turf is an excerpt from Xu Tan's
Problem 1, a 1996 work that resulted
from his year-long investigation of
judicial verdicts and statements on land
ownership, and a comparative reading
and examination of various regulations
on the same subject found in various
legal systems from Roman law to the
present. The other part of the video
records Xu'’s field research on land, plant
species, and vegetation in the former
water dweller residential community

in Lijiao, Guangzhou, conducted for his
2013 exhibition, “Question, Soil, and
Socio-Botanic.” This second part shows
the vegetation method the community
has developed after losing their rights

of land use in post-reform China, which
is at once unique and perverse. Land
and Turf falls under the umbrella of

Xu's recent ongoing project, “Keyword
Laboratory”: it aims to integrate research
activities with aesthetic experiences
while contemplating, and attempting to
establish, a “public” platform for research
and experiment that focuses on social
issues. For this reason, several workshops
are set up in the exhibition space as part
of the work, which welcomes visitors
who are concerned with the issues under
discussion to join in the collaborative
investigation.
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3KiZiE Zhang Liaoyuan

— T
1m?

2006; EF 178 X 715 (29)

20065 SKITIRAEHUM T O RE X B8 Y 7 BR
R RWUrZHAOL, ERHSRE £
BN T —RERA—FHEKEENCOER
BY7KRIR . B A AR HR B £ AR AR, £
B MELRAENE-X, SRWEENES
ERRS,

2006; Video documentation, event,
performance, documents (29')

In 20086, at one of the busiest
intersections in downtown Hangzhou,
where the starting point of South Yanan
Road meets the entrance of Wushan
Plaza, Zhang Liaoyuan cut out a piece
of cement that was one meter square
and fifty centimeters thick from the road
surface, which is composed of asphalt
and concrete, but no soil. The day after
the completion of his excavation, the road
was repaired to its normal state.

Y&, BREF (RBIR) Liu Wei,
Chen Haoyu (Colin Siyuan Chinnery)

Ui fu
Propitation

2007, 2016; &ra i1k

(i L) B — 7t Em, 2 = EFIZTEFAER
7, = IE Bt E S R e, e RS A,
FARNHRE S 2R 2 NWERTKIE
HOE_E S 3 SRR BE N ZE AT S B9 H
Hio fEmAR R “BHi 1" BB EHUESE “B 4
L7, AEE L HZ .

2007, 2016; Mixed media

Propitiation is an on-site work in which a
newly constructed space and the act of
excavation are the primary components.
In the fabricated space the floor is made
of black asphalt, while the four walls

are covered with square tiles that form
abstract patterns. As for the excavation:
more than ten holes in the shapes of
traffic signs are carved out of the cement
floors of the exhibition hall. The work's
title, “Propitiation” (“Xietu") stems from
a Taoist ritual known as the “propitiation
ceremony,” where individuals express
their thanks to the God of Land.

HFEI5

[E¥% Zhuang Hui

#4£109.88°
1t4%31.09°
Longitude 109.88°E
Latitude 31.09°N

1995-2008; B H ¥ FTENE F . 4. R&

1995548 , FEHE1E RIRI FF 3R 18 50 = e K 3N
HTARERT =AM S FEHABNZ
NRBI150E KA MR, 2007548 , fthighiE
— B MEE= AT ER#TRE—X
ERAEANEKEEEEELETEX
KRZ o

1995-2008; Black and white photos,
documents, videos

In April 1995, Zhuang Hui visited the
Three Gorges of the Yangtze River, where
the construction of the eponymous

dam had just begun. He selected

three locations in the major natural
environments of the Three Gorges and
drilled holes that went more than 150
centimeters. In April 2007, Zhuang
revisited the sites with a photographer to
record the current condition of the holes.
After the great dam was filled up with
water, those observation holes had been
buried a hundred meters underneath

the water.

Digging a Hole in China

#8E% Zheng Guogu

A5
Planting Geese

1994; R1&, 47’

MEAE1994E SR B INAR—E
FEA R A (RIS BIIT A RIE EXRTBES,
HMEBNMEAZERIE I —RTH E
WHERNAAREMRIK, HULRIERFME
BY R B3, ISR AT ~—#F “BeFh” T
TR, FRIEKA R TR REE, X
W BT OISR RE

1994; Video, 47’

In 1994, Zheng Guogu, together with
some friends, carried out the performance
Planting Geese in Yangjiang, China.

They first drew a giant pentagram on a
construction site near a sugar factory,
then marked out a “farming” area where
they “planted” geese—like farmers do with
carrots—into the soil, after which they
painted their heads with ink. Following
the performance, these “planted” geese
were released.
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& Liu Chuang

s (F3E)
Untitled
(Dancing Partner)

2010; &%, 515"

ERMREG(TEE(FH)) P, RBRZESH
BHeAEURRREFAFTREDHES, €
=18 E A X & Prig E BRI, INFFHT
BE ENESHE, 1WRE5| LiHE, EF
ETEMRBEREE, SUREE—TREN
8 R XA R OB T i B R BT B9 (R B
B EREREN “CE NERESH
AT DI ABISREI A, AR R H
BB, —EZ BB R EAEENMTH,

2010; Video; 515"

In this single-channel video, two identical
white cars drive through a city side by
side at the slowest legal speed limit.
They are strictly abiding by the rules

set up by Liu Chuang, and while it may
seem they are interfering with the regular
traffic order, they do not really cause any
congestion, and certainly don't create
gridlock. While audience members

form their own ethical judgments on

the depicted scenario instinctively, the
video work exposes the collective “ethics”
of road users as essentially a coercive
binding by the majority on the minority,
while highlighting law as the product of
institutionalized power: two conceptual
frameworks with zones that do not
overlap.

HFEI5

& Cao Fei

6@z =: K

Rumba ll: Nomad

2015;
BIfiR%&, BE: Dickson Dee, 1416"

ERGER(CEZZ: BEOF, BEEEILSR
HHNERFEEERRET —#HEEERK
AR NAERI IR AL 28, X EERERS B shiR MRS
MRt REREER R BN FRME IS
ERERVEEHTHER, FIEREHT
KBRS E Ko

2015; Single-channel video;
Soundtrack: Dickson Dee; 14'16"

In the video Rumba II: Nomad, Cao Fei
releases a group of highly efficient
vacuum cleaning robots in an area slated
for demolition at Beijing's urban fringe.
Capable of detecting barriers in order

to design the most effective cleaning
paths, these automatic machines act like
aliens who are collecting samples from
our urban environment, documenting the

perversion and mania of urban expansion.

Digging a Hole in China

&2 Cao Fei

xR
East Wind

2011-2015; B5AFRK, 111"

REER(ERNZRT —WHUSZ25E A
MRS NRE RENANERREE
ERBASPIIRIE  EM— P BRI L,
BREEHEHEFETHRERI, B, 0
VAR, —ERAEAILEIB LT HNTRR
1% 17, EELE, H B —REBIRITE L
REMASSE.

2011-2015; Single channel video, 111"

The video East Wind documents the
journey of a blue east wind brand truck
wearing the face of Thomas the Tank
Engine of BBC animated film as it travels
around Beijing city: it started from a
construction site, passed by kinds of
different landscapes which shows big
changes of the urbanization process,

it asked directions, gassed itself, had

a rest, then arrived the dusty junkyard

in north-west countryside, “the burial
grounds of the recent past.” It was
working, was getting some surprise eyes

and different stories as well.
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JEE{% Wang Jianwei

EEELR
Living Elsewhere

1999; R1&, 39'42"

(EBERNMVERT EFRED) & =,
—ZNERNERNZNSRRRE, B85
NTERVBAABELEEFH—FE
XA, B EEEDMREMIT REX T
BMENKRR, EXNEREFEENTNE,
XEFFEN ENRE—FEAZREH M
R RAL”; Z—HE, X BAFRE
E, REIXANTLFENTE, EMHRIES
HAUE, HE—TT2RBENRS THER
SHTHIEE,

1999; Video, 39'42"

Living Elsewhere follows four migrant
farmers from different parts of China that
have moved to Chengdu, the capital of
Sichuan province. The four cohabit in a
villa compound where construction has
been dormant for nearly seven years. The
villa is located by a recently built freeway
leading to the airport, next to which
buildings from the early 1990s still stand.
In this cavity, left over from a collapsing
economic bubble, these traditional
farmers are dealing with “unemployment”
arising from their loss of farmlands; they
had no choice but to leave their homes for
this completely unfamiliar region, where
they now attempt to rediscover their place
in the world, and start a new life in a state

of utter isolation.

;EE{% Wang Jianwei

=

Production

1996; R1&, 59'48"

FEERCEF) R, EEGEROIIRERER
IR BY= [BEN —MIBIEE P IZE, EX
MHFE, RF = B0, BREFTEER
AFDE, B— DN EEA T FEMNL
B, —MBSHNEEESE TN —F
PRl N EREEUAEHHN B R LS, MY
BWR BN BEEF R IT R A E, X151
AR ZHEERHAR.

1996; Video; 59'48"

In Production, Wang Jianwei posits a
Sichuan teahouse, where people gather
around tables for chit-chatting, as a
site that produces discourse. Here, the
table serves as the center, whereas

the participants—whether speakers

or listeners—are all relegated to the
margins. Every individual is viewed as
equal, and the resulting marginalization
evokes a sense of universality—under the
premise that they are not at all aware of
it occurring. Without the voice granted
the subject, they merely tell stories that
“others” can encounter and hear—here
“others” refers to real people, not the
hypothetical people.

HFEI5

##—# Lin Yilin

WYLt ? RS KR?
Whose Land?
Whose Art?

2010, R, 50'
M—MipE T A F BTN Tt B s
&, RERE—EEE “ThEE M g B &<
BEMEL, 3KBA2KK, LEEE—150
EXENOS RO, —FEXPEKTNE
Oz, FEMREREYNEE D HITEHE
ML, AR H, M—MA S ENFI R
RMBAR——E, AEFMEENSFH
FRESEE L TANSZ MR MNEANE
15 EEPFZBk. ARET T IZITTHHNREK.

2010; Video; 50'

After paying a visit to the LAND
Foundation in the suburbs of Chiang Mai,
Thailand, Lin Yilin decided to build a wall
that would serve specific functions. The
wall, three meters in height and twelve
meters in length, was installed by a pond,
and an old-fashioned Chinese scale was
fitted into a 50 centimeter square hole in
the wall, with weights and baskets set on
both sides of it. On the opening day, Lin
Yilin used the scale to weigh every visitor,
and wrote their na