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1912FER, MIRRSTRFAIe (Braque) EFH—FKEIBARE, LT —EEPARLEERE T
=, BkREEER L, thiIRIFIRIERNR. (hEARNSEBRIMER 2 B EEBK, 2
fUnziXiE CKRENENR) LENR (Picasso) &, FEMRIMLENRIGE, "XBER—EEIHHN! 7
o XKML TIEARE TR T —MEFEBIESIE, HBIRZN “papier colle” ([RE: FAMARSK). 1910FK
FHER, RIHEPARMENRTEENZARIE RN aERZMAEIE, FHEHIM “mon-
tage” (RK3Z5) , “assemblage” (£54)) , HIEMEKRMMT REIBE . & K&, UERLEMN
NEREZARENTNEEERNRE,

Sometime in 1912, Braque, the Cubist pioneer, walked into a wallpaper shop. He bought some
woodgrain wallpaper, cut it and pasted the fragments on canvas. Greatly amazed by the interesting
tension created by the texture of the wallpaper, the woodgrain, and the optic illusion of the paint—
ing, he took what was later to be titled “Fruit Dish and Glass” to Picasso. “That’s exactly what |
was looking for!” exclaimed Picasso.

This large drawing pasted with wallpaper actually inaugurated a brand new way of art creation,
“papier collé” (meaning pasting paper). During the 1910s, European art world found its artists
adopting this technique in their works immediately after their visits to Braque’s and Picasso’s stu—
dios in Paris. From montage to assemblage, collage extended from paper pasting to photography,
film and installation until it became a common denominator in all art media.
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Collage is a fundamental part of Western modern art, but the practice of overlapping and combin-
ing ready elements to form something new is never alien to non—western cultures.

This exhibition is devoted to a number of collages by altogether 18 artists form China, South Korea
and Europe. Among these artists are Jan Lauwers, winner of the Golden Lion Lifetime Achievement
Award at the Venice Biennal in 2014, Tal R, an outstanding Danish artist, Osang Gwon, a South
Korean artist well known for photography-sculpture. Also It will be the debut of Yin Xiuzhen’s “TVT
Rocket”, a large installation made for the Montpeliera Biennale. Also Xu Lei’s superimposition col—
lage, Hong Hao’s collage of articles of daily consumption and Xu Bing’s collage of installation and
collage based on classic manual of painting are all worth taking a look.

This exhibition also offers new insights into collage by extending from two—dimension, space, light
and shadow, virtual field or even conceptualization. Ni Youyu and Guo Hongwei made collages of
old photos or printed image respectively; Yao Peng changes the way of looking by connecting the
image with semantics; Chen Yujun mixes together collage and paintings to describe mental im-
ages and the unknown world; Shang Yixin and Ma Lingli are skillful artists who build bridges from
different perspectives to capture the changes in the patterns of shadows, the light and darkness;
Wu Di however did her collage with varied media achieved through a surprisingly complex process;
Gao Lei’s collages also go beyond the planar dimension and the spatial dimension, the emotion and
function; Liu Yue works on the mild force between rejected materials to form a space collage in the
exhibition hall; Lin Ke’s collage can only survive in the virtual world, while Zhuang Hui realizes his
conceptual collage with action, process of making and photos.

Our life is flooded with fragmentary experience, images, information from different area and cat-
egories. In the mundane world, while doing art, artists are like players of cards who keep shuffling
the visual and perceptual “cards” they received randomly and passively, which become their source
of inspiration.

Underlying the dazzling movements and declarations in art, collage revolutionizes artists’ cognition
and way of thinking. Consciously or unconsciously, the Chinese artists in this exhibition all connect
themselves with this trend in modern art, while keeping their cultural genes and the traces of this
era. This exhibition juxtaposes collage works from Europe and those from contemporary Asia, as
well as artists of different age groups using different media. In this way we can compare and con—
trast two arts and cultures through “linguistic typological analysis” of collage to unveil the essence
of Art.
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SRIBEF | GUO HONGWEIN

FHEEHERBEMMETEI, HEHE —BEXAETEARRELZRRERR, RS EERNDLE
B, X, &SRS —OTE. Rk, WEHFERNNMRBEZR/AR (Alois Riegl) 185
RZALMRNERE @, HEFEREIER, REANEHEP—/ MREFAROEAS NG, e
SESIHRGIE TIYRE, BRI, MXSMPME, EIMMEZY), BRMR L ER.

EHIERHNE 2R, BBFELXN T SEFEHAN, BRASZAROERENR, NMUEH, X
MIVEEHIEN. BEREEN, UFE—EREMEONBRFT, BRRNVTRAERANET. &
FHEEET, WL AT,

Guo Hongwei’s cloth of patches is a showcase of how civilization evolves in different schemes.
Over the human history, fabric patterns traveled with civilizations, wars and trades between regions.
Studies on the ornamental patterns, started from Alois Riegl, constitute an indispensable part of art
history. While collecting material for this collage, Guo kept track of the form and style the frag—
ments belonged to, as well as the purpose and traces of the restriction by the era. When the work
began, however, the historical references were not the decisive matters. He made a point of keep—
ing himself detached from knowledge, simply concentrate on pure visual delight.

Guo had been engaged in prints collage for years before shifting to fabric collage. Western art—
works were appropriated integrally with only geometrical modifications to dislocate, like insert
several Dadaist syllables in a rhythmically rigid narrative poem. The dislocation and misplace broke
existing logic and suddenly created a poetic deimension on the image.
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Still Blue Cube, 1989 / §1L#537 7, 1989

DR A EHHNE collage on digital photogragh
FMAR unique, 40 x 40 cm, 2017
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T (dt7) , 1993 / Untitled (North), 1993

DR A _EHING collage on digital photogragh
FMAR unique, 140 x 110 cm, 2017



Front to back:

“Untitlad ™ INRA), 1691

Offset print on paper, endless copies
Bin. at ideal height x 58 x 42 in.

and
“Untitled” (Death By Gun), 1990
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Souvenirs represent the transformation from the public realm to the private.
They concretize memory and embody nostalgia by seeming to incarnate

Fo&, 1994 / Untitled , 1994

LB/ EHNE collage on digital photogragh
FMAR unique, 65 x 80 cm, 2017
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EJ= / The Primary Layer

BIIBEZENSLEER geographic pattern fabric collage
R~I8]ZF size variable according to specific space
312 x 165cm & 312 x 340cm (SGA custom-made edition), 2017
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HiE | HONG HAO

HEE2001F e, HE—HFEESHMERER R, KEGURADEEEMPEE, FRE
F, TANCIZHENZREEZ SYmRE, BIRHRAHEERNEZRNER, #issHAPhotoshoptt
ENHEE—E, Am—RERATINTE.

PRI BN TSR RRIFREREZH, . Bif. FTEX. @, FiCRPETHNED
RERARERSNRE, ERMNMERKE, ROEERBRNHERIR, HEBETFEEER, s
. R AESESBEZNERR—REEES—HERYHR, ORBEMNRRBR EASHME” WRW, B
FHRGHE—&E, BRE—BEAURIE. B, EREARAERVR. HEERSE 7 EWME, M
RMEELMS, EMEXTH.

Since 2001 Hong Hao started to scan his daily consumption and stored these life—size images in
computer. One year later, when the personal memory and living experience were distant from the
used objects, these stored images became patterns with the trace of time. They were then pieced
together with Photoshop into a densely arranged image.

The process of scanning is in according to Hong’s early printmaking work with high degree of ob—
jective, precise and one—dimensional. In the meanwhile, when the articles get their oft—overlooked
side scanned, their value is largely reduced to be abstract forms with texture. Hong was also mak-
ing his self—portrait without the image of himself. His preferences, habit, life philosophy and reflec—
tions are hidden in every daily article. They adapt well to their surroundings in orderly composition
to form an image with soul even though it shows neither expression nor contour. To some extent,
Hong redefined photography.
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B No.1 / Back No.1

FelRk, 1RZIREE4R photo scanned objects, digital c—print
Ed. 2/9, 120 x 205 cm, 2008
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[KER No.5 / Bottom No.5

FEBR, BEIRER photo scanned objects, digital c—print
Ed. 4/9, 120 x 205 cm, 2009
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=z | GAO LEI

EERNER (BERZE) B, RIS DEAN BT WNENER, MERSTHNZINEDNRE
BEBERNARENL, #AN—EHRNES, RAZEANED BB IREOMAR L ENE,
HEEXHERE, BRI, Z290kE. B—EFENSENRENERESAZRNENE, B
AAEGEM BB VEA R RN, “FBEAZE RKEIBAREMMUFL ZIFENNE, R BEPHEKES
RUBR—ZLNBRRRE R, HMmAENE, TURARMAZEEE (human condition) Z[EF/ERLARIK
AR ZARFIE K ZRIINA,

In Screen-The Saw of Manasseh, cold cutting dies make up a hacksaw for industrial use. Neatly
arranged on the four wooden screens with decorous weight, the hacksaw has its keen edge facing
the viewer but the teeth were replaced by hair braids, contours of which were burnt out by laser.
This work arouses a breathtaking synesthesia in the viewer in a magical way, with its threatening
edge, tight braids, and tall, heavy screens. The work was inspired by a story of Isaiah been killed
brutely by King Manasseh from the Old Testament. It is borrowed here to materialize and deliver
the intense pain to the viewer. The conflict between industrial technology and human condition has
been a recurs in Gao’s works.
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FBX - IBEF 248 / Screen — The Saw of Manasseh

KRk, 78, BOLEEZ) wood, blade, laser carving
200 x 100 x 3.5 x 4 cm, 2016
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ILRAN | MA LINGLI

SRWNERES T, hEBES, WBKIE, BXNARBIG, FRPEIEEILEXSE, 88R
RS, FREANER, WESTFNeEEE, SATENITRIER, BREEREEEE
ERN, HIERYN=EESR, EF=NERF, WEREMASRKIMMIOMN, WRmh, FEEHR,
BEEPEFBL., MWHANZEHINMERINNE D, BN NNED, BEMRENSE THEREE .
NFERWME, BENGFEERN THNEFHNER, MHSHWERNEMEZFEE, RIIREREAH
ME5RE. UARIs|Me N, EERE (miegakure) .

Ma Lingli embeds her works both in the shadow and in the paintings. Remarkable skill in Gong—

bi helps her to form a refined and elaborate style. Seldom are mountains or rivers the motif of her
works, as they appear only in the form of an independent symbol or a mere scheme. Finished silk
paintings are cut into fragments and sealed into different acrylic sheets, which are then fixed sepa-
rately in the same frame to create subtle layers. There are sometimes ready—mades in the rich
layers like readymade cloth, colorful candy wrappers, and even feather or fishing lines. She is
concerned not only with what meets the eye but also the invisible, that is, shadow in the light. To
the artist, a painting has to form an image of the shadow, therefore her works often starts with
shadows and then make choices about the collage and the mix. It is about guiding visible with the
invisible, to pursue the effect of “miegakure” (reveal and hide).
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BRLLIE, LBEZEEE ink and color on silk, painting installation
197 x 62 cm, 2017
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RAFR (i) FERZ): “FE™ (The Flat) RIVBE_HLS =4 EIHFENRRARLH, 2
ARG Wallpaper Z065 E& FROMHEERIGINERL IR, M=%t 2 F, XUBENEAHEEEN
$M, FESIUF., BX5EL]. ERS5BM, DFREREHRISE X BRI,

As for Singapore <New>, the artist created the work when he was in Temmengong Artist in res—
idency in Singapore. He collected the books, brochures, leaflets, magazines, and posters which
presents Asian contemporary art world from museums and galleries in Singapore.
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¥hniE ($7) / Singapore (New)

ARHIE. BIZRENMI light jet print, wood frame
150 x 101 cm, 2013
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s—i | SHANG YIXIN

B — DR T —IRBAREHEENR, BRESENMAIEENEmESR. tmE2E3MLITHIRIER
L, RETY—RIEEE LRFLEREGH L EEORN, WIIERNILERRNTERR, (T
FEIRZ, SR+ SATH EATERIMR N FHE R BN, thFIAYCR. BESZAIHR
MFEOMEHAML—HREEEZEF, BETE LN, EXTEER, @—O0RTEENSELS
B, RATHRE—IPCENHERER.

RN T TR, FERANMEXZERBE., XEBREANENEILHESLFENSRMAMIL
NFRLR, WMUCEEER, 497 EHRERAN'TA . SR BARNBEERETER, XEHRNBER
PRI UERE . X ERNAEN T E . 7

Shang Yixin chose a tree trunk that he happened to find and began to imagine its past and future.
On the glass panes of the two 3M projectors the artists painted complicatedly intertwined branch-
es according to the shadow of the trunk projected on the wall. When light is on, the shadow of the
isolated trunk in the dark space and the shadow painted on the projectors overlaid and formed into
a “complete tree”. The light, the object and the shadows the artist painted make up a tree, one
standing both in the space and on the planar surface. A readymade installation and a painting are
successfully combined here to produce a collage of light and shadow.

“A tree branch left a clue for me in my guessing that would become new clues as they go well with
the clues in reality. On and on the clues extend, reproduce... fill the ‘blanks’ there used to be. To
my guessing, the ‘clue’ is both a clue and a proof. It is the ‘past’ that we know.”
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%% / Clue

SMIRF 3824, TR, S|KFHTIHE
3M overhead projector, a branch of a tree, black ink on the glass
R~IAIZE size variable, 2017
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TAL R

FEZARKRER - R (Tal R) EHERIBELIFHM, MEERERI T JLENE, ZIHE. BHA,

A BIFIEINRERAI, SRIMBEREFHRS, AEBLETLNE, MFEEEBNER. thiZEC
RER", FNMMHRERESNIRENS, FHRRARNER., F202FMNRIF2E, thANE
CREENMELE, #5255, WEMEFRDREE, HERHl. 2FRANFREEm LE
EEE, ANTERSAKEETa REMEF, BRRESDER, WEMRINE., XEARZ—ETARD
LCICHNES, TEEH, K5 SRYMATERRNALEAT, KRESE, RBEMBEREFRER,

EER), RRARISETEZY),

The Danish artist Tal R also creates in the vein of collage: he made collage out of his old works.
He spent a few years in China in early 90s learning calligraphy and kung fu. Before he started to
create a new piece, he would first make lots of drawings, then scan them and choose what can be
interesting to work on. Driven by “Yi” (idea), he looks for figures in the multitude of visual experi—
ence that can inspire him. Making art for over twenty years, he decided to deconstruct himself and
bid farewell to his past, hence he divided the sketches in different groups and pasted them togeth-
er on canvas. The overlapped manuscripts on the canvas associate us with some of his paintings,
while some pages were partly hidden, arouse our desire to peep. This is a whole collection of per—
sonal history and memory, with a strong sense of dense, chaotic and concrete. The artist’s experi—
ences, reflections are revealed in the overlapping, delicate and subtle details.



hiyhe, i, i@ / Rumdi, Rumdi, Rumdi

202 x 601 cm, 1989-2013

AR R EARFIHINE collage on canvas and MDF
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157K | XU BING

mKER—BERS, IEE NEE", (BEENHE: PILE) NEBEER —IEHEEERIB LN
(PILEDY , RIEEKATEERPNEMFNEEIESHNRNEEMALH, FIREEIBTIRE: 1
BOEDENRMEDR T RE . FMTRRE, KAV EEESRBRREICLFE. REBmIR FIELE
REORRS . KR MHERPSEITHIRITPELGE S BRNGAXR, XL, R UFSER
. NSRRI SR —IRILIKE, SXRENESHMEEM R, EHEs, BAIRR, |2AE
—XEGEE, EEENHEHIN—1F. BUAZREENLKE, EXEREENNE T, BURE
LHEN, ARLEEIETN, (FEINE) NIREIERYEN AL BESE,

Xu Bing used ground glass to obtain a “painting by light”. Background Story: Mount Lu Panorama,
viewed from the front, is a copy of Mount Lu Panorama on glass, a splash—color classic by Zhang
Dagian toward the end of his life. Behind the glass however is another world featured by wrinkling
based on the outline of weeds and waste of flax, blocks of color ink of light or dark color shade
when light runs through colored plastic bags at different distances. Xu Bing explores earnestly

the special link between Chinese painting and nature. As a matter of fact, it is more than a land-
scape painting of shadows of natural stuff and man—made trash, as he always collects and incor—
porates local materials in his works. In other words, identical as these images may be, the stories
behind them are different. The landscape painting seems to be produced with brush and ink but are
actually shadows of waste and weeds, while the scheme seems invariable, the content is in fact
open and random. The Background Story is an in—depth interpretation of the Eastern philosophy
both in terms of process and result.
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EREHE: JFILE / Background Story: Mount Lu Panorama

B R T core size: 120 x 600 cm, & R <T installation size: 226 x 700 cm
BT AN G SRR E
multi-media installation/ various materials behind the frosted glass
2015
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F3FEE | YIN XIUZHEN

CKE, BREBTHIRKERAMERNZELE, XENEMBINTEIR, BIEZIEENROEAME
ANIR, BAXLEESHIEENEE B RARRREIRERER, BEER—M TS /A
28R, WABANZHESHINRZE KET (], FEEMERIR, WARKMPZAD T RCAEM
RIE, WEESBEXREFRTERRNXR, X FEN BB, XMHFm2005F & EIFT—1 3
2, ERRAABS LB, BEALEBRE LEEHHER, ERERAXTSREFED . MREIXLX

FISEEISNES S IXRR WL AR, BADERNANFRERST AN FE0 Nz, th5EIMIEST

B IR BRER A1,

“The rocket is a vehicle that carries people away from Earth to explore a new world, but it also
carries desire and crisis. The TV tower is a vehicle of the right of speech and the media’s in—
strument. Admittedly the mainstream right of speech has been weakened after the arrival of the
We-media era, but the trend that the media will develop into a ‘new faith’ is becoming more and
more obvious. These ‘rockets’ whose covers are made of different experiences stitched together,
carry with them collective consciousness. Their size and hollowness become a symbol of our age.
Therefore, these big stuffs not only fuse with the real world but also become a totem for the ‘new
faith’. This work, finished in a church in 2005, had been intended to review our ‘new belief’ by
implanting a carrier that could take humanity to Heaven in a place where man and God are con—
nected. When moved into this large business complex at Bund 3, it not only merges well with the
consumption age to build a new venue for ‘a new belief’ but also holds a dialogue with the Oriental
Pearl TV Tower right outside the window. ”
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EBAE-KEF / TVT-Rocket

= Hight: 1300cm, E12 Diameter: 250cm/100cm/100cm
RE FIITHRY), BN, # installation, second—hand clothes, stainless steel, fabric
2005
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[£1% | ZHUANG HUI

(EETE) CHRBTREFSEAAIBNN H FR, (EETE) A=TH24EM, Bfthi/
FRNHHFRBAREREXELTAX, BTAREET. B 180 REFEXE-—FTREZINIITE
JEYE, 1990FXE T ARERESARBTREABNETXE, B FEFMICIC. MTRE, SFENE
BERACERE, NTLEIRX—BES, WRAFEXERBHORABEREREL, F=7T82%
FHERIZA, RAJLKEVICR/DEPRIE ., FHIBHEE FROEERRR .

SHNBIRAE, —IBEWNE, MENERENE, SBILAEZVE, thIEEE . WEEM
LN TEUFZRRANEEPUNE, HE, SIRFENAE . BRTHNBZUXEBHFRIN—IR
HE, CHEENEEBLBRABAMEMCAINZEENRRFEZNERAST.

Zhuang Hui Solo Show is probably the most unpredictable of all the collages. There are three
parts. At first he had to send some of his works made a few years ago to a deserted Gobi by truck.
The second part took place in a town ruin more than 1,000 km away from the Gobi. When passing
this town on his ride to Tibet in 1990, Zhuang Hui, who was a worker then, and his friends were
very impressed by the view that lies waste now. To commemorate this experience, he painted the
photos he took at that time on the broken walls. The third scene took place in the gallery on the
Bund in Shanghai with several photos recording the sculptures standing in the middle of nowhere
and murals being painted and left on the broken walls.

The moment we encounter these photos, everything has changed and is in constant change as well
(some of the sculptures were blown away immediately after the photo has taken, all of the works
are now disappeared somewhere deep in the desert) Multiple realities borders overlap on each oth—
er in the multi-layered context of objective time, physical distance and the location of the viewer,
and are juxtaposed to trigure “the spark of poetry”. If we take the whole artwork as a jigsaw, the
photos displayed in the space are only one piece of it. It takes imagination on the part of the view—
er to appreciate the grandeur of time and space, as well as the rich emotional content it contains.
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[E#E B Zhuang Hui Solo Exhibition

F—80: XHERR (AR 24712 E)
FEED: hRE £=2: WIZEE (111.3 x 81 cm x 71&)
BIED: SEFFNER (6TBEMK, HIJET1990F) FREYD: LHXEEAR
Ed 2/3, 2014
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288 | WU DI

REE— T ARAER, BEEZHNNZAR, AR LB FIRENNURE, KIBEBEEMEEE. IF
EZE, DARSEMENGEEE, XTFREZARBEHMEIONA, EsISLEEAHRRIEN, EBE
A4F (Barnett Newman) . ZHR (Mark Rothko) EiE5REE (sense of sublime) Y/ IEHAEE
MMHE, WESHEFNENEELN, WTATEIMNRNEHER, HEERTEER, —RE
FIEEBINARERRIOER Y, BIRNLED AT ZEEE, BSEG LENEEFN, hLEmE.
AR ANE—FHE, FHEMLE, REFEXHTHER, &EEXREESENESEHEDS
t, 5Zz—EREN, SEMTRMENEERR, NETaRTHENEERE. RERZTNHEEGRE
—ihfFE, WAENER TN, [ER, BiS,

As an experimental, interdisciplinary artist, Wu, obsessed with the sense of ritual in religious
paintings, finds that a painting can retain its mysterious and spiritual quality even after the

subject is covered or removed. The discussion about the spirituality of art leads to abstract
expressionism in painting, but what Barnett and Rothko did to create the sense of sublime does not
satisfy her, she wants to find more effective and powerful ways. With golden paint she altered clas—
sical paintings and projected them on the wall. A marble fragment in front of the wall is also tinted
golden. The dazzling LED light penetrates it to form a contrast with the golden color in the image,
forces the painting, light and shadow, together with the objects to retreat to the same plane. Then
she printed onto the gauze shade photos of these images she took. There are also flowing golden
images showing on video screen and sounds created a running empty cassette. Reluctant to let the
images alone, she is in a constant circulation of interrupting, blocking and rebuilding.
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FTEN, &58, £4 Inkjet printing, gold foil, silk
60x90cm, 2017
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ZEAMRAIEE multi-media installation

FMAR unique, RFAJZL size variable, 2017
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WkAA | YAO PENG

WRAMW LI RAJgEFBNER A, ERTHEMQBER, BRESTASGRESMRGIHRRETE CRI
L., SHEN, MEEREAMOBIEXZRENIZFIILEEGHERUMINE, BENSED
NIDIRE,

HAABRIRMIIAN T X—173 “WEZE T, MEANXFSEGBERLKE, NEE—FHEE%, X
SK“FE” MR RAMTT TR T . BAPTERN20tE LIRS . A EER, SENFE
ABERVISE LV F 2R ER, XMEEMENTS SERIHREE, hENEIRENFEITE.

Yao Peng searched for old photos on Internet to make his collage. These photos that could not be
more common showed no personal expression, no stories. People in the photo were all “frozen” in
a certain place like a prop. In addition, from Chinese translations of literary works, he chose ran—
domly some dialogues that were rendered with too much influence from the source language, and
linked the lines with the figures in the photo.

Yao joined in the discussion of “Way of Seeing”. The words and images, not related in any way,
changed this “most common” image irreversibly with a mere clue. The scenery in Europe, America
and the Soviet Union in the middle of the 20th century showed on the photo, had little bearing on
Mainland China then, but curiosity and the longing to contact with the world outside was discerni—
ble in the lines of the translated publications.
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A1k R Zi#dATE -5 / We Pass Through Time One by One - 5

IR Z AR, HE,

A%, S5E archival inkjet

print, pencil, acrylic, marker pen

FMAR unique, 90 x 70 cm, 2016
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AR ZEi#ATE -9 / We Pass Through Time One by One — 9

WSR2 AR, 8%, A%, P archival inkjet print, pencil, acrylic, book
FMAR unique, 110 x 240 cm, 2016
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WSR2 AR, 8%, A%, P archival inkjet print, pencil, acrylic, book

FMAR unique, 110 x 240 cm, 2016
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MBI B TR, RBERRKE, EETHTESBRIRARTM. MEHIFZEMNHERE, 15

EAMEERE. XEK. BRAGRIIR, FREZEECE TR, & (BREARR) B, tiSEmH

B RIARORZIR, a0 AT "W, ESEMEN XSRS RN Ak, RE—K R
RS SR FANAAST Z BBk EBE T, B 123 T " — AU AR AR, b RE_ERRIELLLH
K EARBR—EENR (FRERE) . [HEER (Bfn) . BRMEmAe (BinEsBEr) |, F
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BREEMFBEIBERELNRE, ARETEEXN), X2—EAESMOLBOHIDEL , @B {GE
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Lin Ke’s collage is not embodied in physical material or montage, does not require any high—tech.
He just copied dozens of digital files that will then be nested, related and assembled to form new
shapes. All are recorded with screenshots. In A Squirrel Pine, icons are placed into the shape of
a pine tree, titled “pine tree trunk”, “pine needle”, and the files on the ground are called “stones”
with a file named “squirrel” scampering between the trunk and the needles - it even “swallowed”
a file called “pine cone”. He compares the show on the desktop to the puppet show on water in
Vietnam, as it involves preparing settings (screen background), selecting actors (icons), put the
characters into performance with poles (moving the icons with a mouse). The gadgets hidden by
the turbid water are like the process behind the operation interface. The moving track the mouse
left records his improvisational participation. In this act with neither curtain nor makeup, we see him
move around to search for the icon to click, or adjust the size in setting. The video was recorded
only once for most of the time, in order to remain fresh and casual.
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FEXHFE / Universe Folder

: 4°67. TBRIEWR, FTEUSN duration: 4min 6sec, loop, performance video
KL 16 : 10 length—width ratio: 16 : 10, 2010
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EARRIAR / A Squirrel Pine

< 3157, TLRRMEDR, FEMIN duration: 3min 15sec, loop, performance video
K%L 16 : 10 length-width ratio: 16 : 10, 2010
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Ghost

R 547, FZBRMEIR, FREMSM duration: 54sec, loop, performance video
KL 9 1 16 length-width ratio: 9 : 16, 2013
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Shanghai Gallery of Art | jFER IR

EEMHEBXFILUR—EISIE (I REK)
3rd Floor, No.3, the Bund, Shanghai 200002, China

Hours of operation: 10:00~19:00
sga@on-the—bund.com
86-21-63215757

www.shanghaigalleryofart.com
m.artsy.net/shanghai-gallery—of-art




