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Pavilion 1_Innovation Center

FH ULZAREFRK, HEEZAY OER, REEAMNZIRIZIZITIN,
FERIT. BFEZARRMZARIER, FITERHEENHIXEIBES,

HIEZAER 15650 F75K, WiREMLL. ERLFNER,

Adhering to the concept of “Making Art and Life Complementary", Pavilion
1 brings together the works of well-known independent designers, masters
of intangible cultural heritage, young artists and art institutions at home and

abroad to present a cultural and creative event full of originality.

With a building area of 1550 square meters, the pavilion is equipped with

functional areas such as information desk and ticket office.
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Pavilion 2_Pavilion of Installation

ZEETRAZAKIEMEMERR, BRERUEEZARNE, UKW
&, HEMRRE R,

PIERAER 2712 FK, RIZWIHT. EBERENRERX,
Pavilion 2 is devoted to exhibiting the art works created on site, and the
exhibited works are mainly themed on installation art which can stimulate the

audience’s sense of touch through brand-new audio-visual structures.

With a building area of 2712 square meters, the pavilion is equipped with a

coffee shop and a self-service ticket office.
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Pavilion 3_Pavilion of Painting and Image

BIESETHRTERGEUREGER, BRZEAIARE, —BEERERA
3824 75K, ZEZEFEIRN 1511 FI7K,

TENIRE EMEREEX, BINENEFIN .

Pavilion 3 features the contemporary paintings and video works. The
exhibition space is divided into two floors. The first floor covers a building
area of 3,824 square meters and the second floor has a building area of

1,511 square meters.

There is a self-service ticket office inside the pavilion and a small outdoor

plaza outside the pavilion.
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Pavilion 4_Pavilion of Art and Technology

ZIEFRA 360" MEETRTEANZZSEEZEEARER, TREH
MITEE, UERRTRED, BRER,

ZIERRER 1639 F77K, WixBHBIERENRERX,
The 360° circular screen in the pavilion displays the works of famous
multimedia video artists both at home and abroad, immersing the audience in

the new audio-visual feast with sensational effect.

With a building area of 1639 square meters, the pavilion is equipped with a

self-service ticket office.
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Pavilion 5_Pavilion of Immersive Experience
PENEFRTNEAREEZAERAT, WARFDAESEMER, RN
REZARAERENER. ENREAAZTE, EHREDRIERBENAHE
o
BIAERMAEMY 3057 FHXK, ARBBERREX,
Pavilion 5 is devoted to installation art works with immersive experience.
The audience can observe the works at a close distance and deeply feel the
emotions the artist wants to express. There is a public education space in the
pavilion, and various public education activities are held regularly there.
With a building area of 3057 square meters, the pavilion is equipped with a
“ self-service ticket office.
i
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Pavilion é_Pavilion of Guest-of-Honor

HEETRTIARER. NRAXKHWEASHENINZEARER BEEIZAR
MARSHRREBRSE, (RASICEANRS i,

REZNEMR 1499 F77K, NIREBENRENEX,
Pavilion 6 exhibits various contemporary art works from different countries and
different cultures, aiming to connect countries around the world through art

and promoting the exchange and dialogue of global civilizations.

With a building area of 1499 square meters, the pavilion is equipped with a

self-service ticket office.
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Pavilion 7_Pavilion of Sculpture

ZEERERTHMERANIRNZEARER, BZEARNA TR ERRERT.

Eifimeai8 28 K, RTHEIR 1596 ¥75K, NizxBEBEREIEX,

Pavilion 7 is devoted to contemporary art works in the form of sculpture,
conveying the appeal of the works to the audience in a three-dimensional

way.

The building is over 28 meters at the highest point with an exhibition hall
covering an area of 1,596 square meters, and there is a self-service ticket

office inside the pavilion.
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Pavilion 8_Pavilion of Art Brut

[REZAEZBEREMEERNANID, BOTEAIPEREZ RO
g, EEPIIMNREZARERE. iR, ZRTRFIRGRESIE, U
EREZAEE—MEMUBBRTRAT S,

BNER 2203 F73K, AigHEBERRINEX,

The Pavilion of Art Brut is an important part of the Ocean Flower Island
Museum. It is committed to discovering the innovative power of Chinese Art
Brut and facilitating the in-depth cooperation between Chinese and foreign Art
Brut in such areas as exhibition, research, and art healing, with the hope of
building an international exhibition and communication platform for Chinese
Art Brut.

With a building area of 2203 square meters, the pavilion is equipped with a

self-service ticket office.
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The Waves of A New Century
Art as Action in the Context of
Globalization

Wang Chunchen

The Chief Curator of the Exhibition, Deputy Director of the
Central Academy of Fine Arts Museum , Beijing.

@

Art has been assuming an increasingly pivotal role in the development of human history,
exerting a progressively expansive influence. As an entity in itself, art carries an equivalent
societal significance and value to the disciplines of humanities, social sciences, and natural
sciences. It has traversed a lengthy historical path, arriving in the twenty-first century as a
universally recognized concept and entity. Spanning all geographical divides, it has become
an object of shared appreciation; its significance does not diminish with the passage of time.
On the contrary, the more time elapses, the deeper its significance becomes and the more
widely accepted it is.

The current query revolves around the interconnection between 21st-century art and its
predecessors from diverse temporal and geographic origins, as well as its trajectory into

the future. There's a common adage that culture and art represent the shared civilization of
humanity. However, throughout history and in present-day reality, certain cultures and their
artistic expressions frequently encounter misunderstanding or seem unfamiliar and remote.
What historical circumstances have contributed to this phenomenon? To a certain extent, we
might not yet be fully prepared to engage in the broader realm of global cultural psychology,
particularly within today's highly globalized world.

In the 21st century, grappling with art isn't merely a matter confined to the philosophical
realm or limited to defining the boundaries of art; it's an issue intricately woven into the
fabric of the contemporary art scene—a tangible, vivid reality. It's essential to approach our
understanding of today's art with a mindset that transcends constraints and barriers. As a
broad concept, art embodies diverse historical forms and various mediums. Especially in the
context of the pervasive global presence defining the 21st century, it represents a shared
belief and value. As art, it possesses the unique ability to bridge diverse cultural entities,
fostering dialogue and communication through artistic expression. This transformative ability
surpasses economic and political dialogues, standing unparalleled in its transcendence—

029

an irreplaceable facet unmatched by other socio-political and economic activities. Indeed, since
the onset of the 21st century, international artistic dialogue and exchange have emerged as the
most intimate, cordial, and popular forms of interaction between nations. It transcends the realm
of mere cultural export or barter trade. Instead, it has evolved into interactive understanding,
fostering mutual emotional connections, nurturing trust, and enabling dialogue. Simultaneously, it
addresses common, similar, and closely-knit issues, fostering mutual understanding, negotiation,
and, at times, confronting mutual prejudices.

In the twenty-first century, art stands as the emblem of contemporary civilization. While it
encompasses varied interpretations, it encapsulates shared values and meanings, fostering
mutual understanding and appreciation for each other's unique attributes. Art is the most diverse
of endeavors—it's communal yet respects differences and individuality. While rooted in order, it
places a premium on innovation, creativity, and distinctiveness. Although art doesn't offer explicit
solutions to specific social issues, it galvanizes public awareness, concern, and contemplation,
prompting subsequent actions to address them. Despite being a visual medium, art often

serves as a catalyst for thought and introspection, transforming ordinary subjects into thought-
provoking entities, using objects to convey meaning and metaphors that allude to the essence

of existence. Art isn't solely about visual aesthetics; it also unfolds the multifaceted nature of our
world, unveiling its intricacies and exposing the virtual underpinnings of society's landscapes.
While capable of adorning spaces, art also signifies the surges of the mind and the fluctuations
of emotions. Even as it pursues formal beauty, it frequently impacts the soul, becoming a source
of spiritual sustenance. It carries within it the weight of history and tradition, yet it can erect
towering structures from the ground, forge new paths, and soar across the skies. Originating from
the hands and coursing through the bloodstream, art requires the mind and wisdom to invigorate
and infuse it with life.

In the 21st century, art has transcended individual expression, entering the realm of public
discourse and becoming a subject of common interest. No longer confined to secluded spaces, it
now spans vast horizons—reaching for celestial heights while exploring the depths of the oceans.
Its true essence lies in the sheer nobility of being art itself. This century witnesses a revival of

the sacredness of art within society. It amalgamates facets of human civilization, evolving with

all human inventions while maintaining its experimental and cutting-edge nature, representing
humanity's essential characteristics and ultimate pursuit. Art is multifaceted, robust, and
substantial, requiring constant nurturing and continual innovation to remain fresh and vibrant. Art
is art—it thrives in upholding traditions while embracing newness with fervor.

In the 21st century, art has transcended its traditional confines; it's now a reflection of
contemporary society, where contemporary art encompasses the entirety of artistic expression.
It's often referenced as global art. Why? Because people worldwide have come to view
"contemporary art" as emblematic of societal advancement—a mirror reflecting urban, rural,
national, and global cultures. Contemporary art evolves with the times, building upon the past while
focusing on the present and future, envisioning the unknown and exploring endless possibilities.
Its contemporary essence becomes global due to humanity coexisting in an undividable world—a
world shaped by historical experiences, now unified. Despite diverse ethnicities, the essence and
value of life remain unified. Languages may differ, but contemporary and even global art reaffirm
the commonality of our societal existence. This underscores the crucial role of contemporary art
as a form of expression.
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In fact, after the year 2020, there will be new shifts in our comprehension of the world, and
this includes the realm of art. As a constructive force within culture, art holds both universal
and historical significance. Its expression across diverse regions has dismantled various
forms of centrism, be it rooted in Eastern or Western-centric ideologies and historical
legacies. Today, what prevails is a universal outlook and an independent spirit within art,
serving as a collective lens for our understanding of the world. Consequently, art is more
functional in the contemporary world, not diluting its societal value but rather amplifying

its societal identification and influence.In the traditional triad of truth, goodness, and

beauty (knowledge, ethics, art), art has been typically seen as the domain for emotional
expression and aesthetics. While this perception holds some truth historically, the evolution
of art through modern history has far surpassed this simplistic characterization. Presently,
art embodies elements of knowledge, reflecting humanistic concerns akin to ethics, and
transcends its role as a mere conduit for everyday emotions. It has evolved into a repository
of knowledge, constructing an expansive and coherent portrayal of the world. As a facet of
ethics, it is a fundamental component of human civilization, an integral part of the social
ecosystem. As for aesthetics, it establishes a comprehensive framework of visual knowledge.
It draws inspiration from the world, transcends mere description, encompasses emotional
expression, and evolves into conceptual articulations of creative thought, manifesting as an
independent sphere of materialized expression. Contemporary art, as a facet of aesthetics, no
longer confines itself to the traditional scope of classical aesthetics or mere visual perception.
Instead, it presents a comprehensive, diverse, interconnected, yet non-intersecting avenue
of expression. It offers non-utilitarian visual pleasures, while also serving as a highly social,
political, conflicting, and transcendent form of expressing action and opinions.

The recognition and role attributed to art by contemporary society far exceed the original
definition and boundaries of art. The inclusiveness, adaptability, and inherent contradictions
within art make it the most focal point and avenue in modern life, thus becoming an integral
experience and insight into our daily existence. The richness, diversity, and contradictions
encapsulated within art have the potential to significantly, powerfully, and subtly shape a
contemporary individual's visual experiences and perception of the world, bearing witness to
a world of diversity, differentiation, imagination, and scrutiny through the lens of art. In this
regard, art is expected to accompany the world's integration and interdependence in this
moment and in the future, necessitating the shedding of barriers to acknowledge each other,
mutually validate, and engage in dialogue. Leveraging art as a means of expression becomes
a common language in today's world. Art is the most dynamically direct means to engage our
senses. It arrives instantly, expressing itself in a moment, touching all our senses. It enables
us to transcend beyond canvases, traverse through time and space, reaching the other side
of the ocean, while also receiving the gift, contemplation, and reflection that art gives us.

@

Hainan Island is situated at the northern end of the South China Sea and lies along one of

the most significant shipping routes on the western coast of the Pacific Ocean. Its strategic
geographic location facilitates convenient transportation to and from Southeast Asia, South
Asia, Northeast Asia, and Australia. Moreover, it serves as a pivotal point even for destinations
as far-reaching as Africa, Europe, and the Americas. This is precisely why Hainan Island aims
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to be developed into the largest free trade port.

Haihua Island, located in the northwest part of Hainan Island, leans against Danzhou. It is
encircled by the sea, facing towards the Beibu Gulf in the north. With tranquil waves and a
moderate, pleasant climate, it is shielded from Pacific typhoons by the Wuzhi Mountain Range,
making it a prosperous region. During the Song Dynasty, Su Dongpo was once exiled to this area,
imparting knowledge and virtue. His presence attracted scholars and sages from both near and
far, transforming Danzhou into a hub of literature and art, a legendary place renowned for over

a millennium. Today, in the 21st century, the Haihua Island Museum (Art Museum) stands near
Dongpo Academy, evoking the essence of ancient scholars. It feels as if Dongpo extends an
invitation, connecting with the cultural legacy, echoing the ancient traditions, and recreating a
contemporary cultural and artistic panorama.

The Haihua Island Museum is situated within such a crucial geographical setting, which warrants
a comprehensive perspective and all-encompassing scope to forge connections between the
present and the future. Regardless of its origin or its destination, it constitutes a part of our
world, an expanse of ocean, a piece of the sky. The emergence of Haihua Island symbolizes the
broadened horizons and openness of this new culture. Its remarkable feat of artificial island
construction precisely signifies the progress of global technological civilization, serving as a
testament and exemplar of contemporary globalization. Furthermore, erecting a cluster of art
museums on this artificial Haihua Island aims to tangibly showcase contemporary art and global
artistic expressions. Through the presence of contemporary art, it asserts Haihua Island as an
island of the world, a global haven, thus concretizing its significance in the realm of contemporary
art across the globe.

Therefore, as Haihua Island prepares to open its doors and the Haihua Island Museum is about to
be unveiled, a special exhibition titled "Century Waves: International Art Invitation Exhibition" is
organized to mark the beginning of this new era. "Century" spans a prolonged period, extending
from the distant past to the present, reaching the uninterrupted progression of the 21st century.
"Waves" symbolize the ebb and flow of the world, its perpetual motion, persistently advancing
from one pinnacle to another."Century Waves" embodies the essence of time and space, the
constant movement within the universe, illustrating our actions in the 21st century.

As planned, this exhibition, initiated in 2019, unexpectedly encountered the sudden outbreak
of the COVID-19 pandemic in 2020. The construction timeline for the museum galleries
extended, progress slowed, and the completion of the exhibition hall was significantly delayed.
Originally scheduled to open in October 2020, the inauguration was repeatedly postponed due
to the impact of the pandemic. Despite these setbacks, we continued fervently communicating
with artists and institutions worldwide, using art exhibitions to convey our confidence and
determination in combating the pandemic. Artists from various corners of the world actively
responded to this special exhibition held during a challenging time, leaving behind their beliefs
and optimism expressed amidst this unique period in history. From this standpoint, we can say
that today's world is highly interdependent, facing numerous global challenges that require
collective action. Art is among the pillars that support our response to these challenges. In

this sense, "Century-Wave" prompts us to confront and take action in the face of the profound
changes and future transformations that the world confronts.
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The artists involved in this exhibition are highly representative, hailing from 24 countries
worldwide. They encompass artists born between the 1940s and the 1990s, collectively
reflecting the artistic panorama from the latter half of the 20th century to the contemporary
era. Viewing these artists as a collective representation of global art enables us to gain a
broad understanding and sense the shifts and trends within the art world throughout this
century.

The current art creation has become profoundly diversified, particularly advancing towards
installations, visual imagery, and new media arts. The emergence and progression of these art
forms not only signify the expansion of artistic boundaries but also represent the broadening
of art display spaces in the real world, directly related to the invention and products of new
technology and sciences. If society is progressing and evolving, similarly, art must evolve
with the times, undergoing new changes and developments in form, materials, and tools.
This trend has become especially pronounced since the latter half of the 20th century. With
the advent of large-scale exhibitions and the creation of expansive art galleries, artworks
have begun to grow in scale. This enlargement is not only a necessity due to the expansion
of space but also a response by art itself to the changing times, leading to an expanded
perception. The size of the space determines the size of the artwork. Artists are widening
the scope of artistic expression, redirecting their creative focus towards natural and social
landscapes. They are no longer confined to limited creative spaces like desks or studios,
consequently birthing new types and scales of art. This expansion and amplification can be
seen as an expansion of aesthetic perception, evolving from the two-dimensional aspect

of art towards three-dimensional spatial representations and progressing from a singular
visual perception to a comprehensive, multidimensional spatial experience. Art appreciation
has shifted from visual aesthetics towards holistic perception, exploring and embodying art
through multi-sensory experiences involving sound, light, and three-dimensional perception.

Such methods and approaches to creation are evident among artists worldwide and are
increasingly gaining universal application. Among the artists participating in this exhibition
are Laurie Chetwood from lItaly, Bao Songyu from Singapore, Lisa Park from South Korea,
Céleste Boursier-Mougenot from France, Kedgar Volta from Cuba, Gabriel Dawe from Mexico,
Liz Glym, Mark F Cooper from the United States, Xu Bing, Song Dong, Xu Zhongmin, Li Linlin,
Cai Yaling, Hu Qingyan, Li Yuanchen, and Qiao Cun from China. These artists have expanded
contemporary art creation techniques, displaying characteristics of the present era in
material selection, form creation, spatial structure, and particularly in conceptual expression.
All these artists are adept at manipulating space and handling various materials, transforming
them into suitable artistic creations for expansive spaces. It could be said that mastery of
large-scale spaces has become a requirement in contemporary art, representing both a
challenge and an evolution in an artist's capability. The construction and operation of the
Haihua Island Museum will significantly advance the progress of artistic creations adapted to
expansive spaces in the future. This symbiotic relationship between space and art stands as
a testament to their mutually beneficial association.

Looking across the participating artists, it can be said that they represent a trend in today's
art world. This trend encompasses various factors, hinting at the convergence of value
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systems while also suggesting mutual cultural introspection and tension. In fact, they represent
the manifestation of existing historical cultures in today's context, a display of the ongoing global
upheavals where everything is interconnected. The symbolism of the art in this exhibition goes
far beyond Haihua Island; its internationality is a mutual interaction between internal and external
expressions, a portrayal of shedding narrow prejudices towards each other. Observing art is akin
to witnessing the breadth and profundity of thoughts and innermost sentiments. Contemporary
art emerging today is a refined form of human expression over time. The observation and
acceptance of contemporary art as a daily way of life for people worldwide indicate an open
global engagement and cultural integrity. The art displayed on Haihua Island carries rich artistic
emotions, thoughts, actions, methodologies, and intricacies. Its successful staging amid a global
pandemic underscores the necessity and paramount importance of upholding certain beliefs.
Especially at a time when Hainan Island is set to become the world's largest duty-free trade zone,
the launch of the international art exhibition on Haihua Island holds deeper significance, signifying
the future status and potential. It captures an active moment in history, a term borrowed from
Slavoj Zizek, that transcends all previously known moments. This moment involves overcoming
present contradictions and divisions, determining its direction for action, and actively evolving
beyond a fixed stance. The positioning of Hainan Island's duty-free trade zone embodies this
active moment, and likewise, the international art exhibition on Haihua Island is a manifestation of
such an active moment.

In fact, contemporary art serves as a mediator and reconciler in cross-cultural exchange,
transcending ideological barriers to reach the essence of human nature in every nation.
Individuals involved in art emanate the essence of human nature, making revelation and
enlightenment the guiding principles for art's existence. Safeguarding art implies safeguarding
the integrity and unity of our humanity, preventing any deviation or distortion.

Accompanying art, from 2020 to 2021, we will eventually acknowledge that we are returning to
our "homeland."J

January 2021 - Beijing
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MAEEBEIERNARRENERSAENA XN R EDERLFSSHEIED

ELtE - FZFINEIEEE PIN=RIEYIE - URMEAENEEERE MR BRREKIEFR - 29
HEREHTRFNEERRFEFIEARNNE - FREBINABARLZANEES » " 60

FRZE WFRINARGHEZIMEAR" EAREZRRAEROL/RZEF] (John Beardsley) &R -

‘Bt MEHMEZNEARAR s EEANBEARNBEEAMEZEMEMREZAR  MEAEEZARE
WMEAR 7

BEERNREEXEREMBKELEDE - BEEAREMEE/LFERALRE FTFitt" - FE2E

Oo57

BEEZEHI TSUWALNIGN o HIA0 - EEANEEIEHE - 62 BXMNRNmDERNEZERZARMNEEE
MIEZD T REIABIEREENFINGS) - BRELZABN 800 BHFE o TMH B EYIEARE
FEATIRZRAMZAREDEN 164 KEEXA - SFE4BES AN TIE 20 AKE - MEF
3B 4 BM5 ANKEREN 157 « ETHZNONEZEEHRES - —£RFE  TEMIEYIEE R
TE5ISEREREXE  HAZARES  EAREATE - REEZERANLREEERE TESHIZE ©
PEEREBNFERE  AMINEISRNTH—SHNARNERBEMENTERE T - FHi
TERMNEYTNSEEALRTRENAR o fla - MIERE » EIRNE EE RS E £ R
ZEG - X PIRER EIGINYIRERIZHE o AT - EYEEHETSENYT &~ ¥k HEHME - i
ETHRINERIMEIN X FROXE - WSV EEEIITHENZE R EEM IR o IEN—R
EYIERFIRITAEERE A (Cooper Robertson) BESFIEIN AT EHE LT (Bruce Davis) Bk :

“FR A HT M K AL, AR AN IEIE B AL AR W A R FE R A T F A M= SO A G AL
RES, mMRXBETHTHRAKEZNE KRG, BRFZHEYIEELRGT ET LR HE
FIEAEAE S, A2 K F ) B E R A B R )2 B BRI, miX R R TEE R
R EG AL TR, AR 09 WA RGE ST RN T AR,

EEYEFEHTREBEENENIREZIR - BIFAMEUN VN ZE RRIBEITENZ REE - BN - £
ERIWREFAE 1934 FLLKMRSKF - FEXATRALIEL - FEEMMBROFNSE o 2R
KMZARATAZEAMR T BRIEKY "FITL5 (- THEHSRMNBEHRWEANTHNTG - 1)
BEEM MM NULENZ AR I TIERU ERIR) —E2 Bl T2 AREBRITEKX
BURE o FIRILE) "ZARKBESE" 5 "KEZANS” SFEAHHEELETX—FK - BEET
BfE R EREMER - ERIFEMN 9,000 ZREEZARPER 95% TLEFTHIR - 62% T2K 8
TRE > ROBENBERRTERRR - MHAHEF MRS hEE - BbE—EAMITR - REFR
BEHRARABNEE AR - MIFRFERZRHREIZA/NEALAIA o

it REXUEIINRZSERELE - REE==M-FHE (Franklin D. Roosevelt) S4HIHEE
K ZNNAFTELS 21 HEH "B - AEEZAREANEBELRBARSENA REHHCT
TS - PHEMRBREE - hARZHWE - B7 20 #iC 30 FANARRERT  HAFEIT—
PEENENZR « RERRIPEHT R - BEET 10,000 BERRRBABITER
XA OHMEMAL=EGIME - HPARZ N K& (Jackson Pollock) ~ JEFIE-INHTET (Philip
Guston) MMAAR-X/RE (Arshile Gorky) F&A o WRZAREUWENAAFRKTE T T EBIRINRE
RMIZRGSE - FEERMAZZMRTHRARAF | EE2XEROA - HRMEEHS - SILEZAR
KHEBIET BT 2,000 tREEER 130,000 HRELETNLRE o

B LR - BEZETEMBNAY  EEARZABETEMMTEBMZSZSE L - FUIBEWE-F
E1R (Margaret Carrigan) &£ (ZAHE) LFIE - AR "B 20 tH4E 80 FRERRAALLIE -
NEA[ ERZAEZ | WKEMBAFT —RAEBRESE 2 BEXIEFR—URHFEHEXGRREAZ
ARRRBEHVEATEFAENAABTRUS - IS EMR T — A (URHI BT BEREiEmz
AR EI"

AMME TR "EARKEF BREFAR-—BEEIBTREREHFZEAK - BBt 1B RIREIRMSS
FBK o MM NI EZ B  BEN AL RS EWNE - IEFEXFHNENTEE /IR °



B/ 2

0cot

BRI R E E NS

058

LEANBTNEERED - B THAREREEES  ZARERASIBRENEZ AR - HMLA I -
ZARRBEERAFIHRI LT o B - ZRRIFFEEHT  FEFHBRAT R » SIEERERERN
MEUBIRI X EFEES) - HRENF o

BXIFZERKER - XIPRBSET EHERRRZHE  MARK - REBUHSHEER - BEZ
AREMEIFZRRE - EARMEBE N AEENIR W TP HEHNENEE - (FSEREERT
ZAKBERENNARE TEEEREXANAREHEE - EEXN TEMBRETIRILTIFRNZEARRESR -
TEZABEREARANEREFMEREERFRANIEENRRL o Fitb - BEARERABEVHE
B ARNZEENFEZAR (BERRELFE) @ SHREAN - oEHRSMHNENE T §
PR EBUH SRERER o

REWL  ZRRMBAEREHKE  HI20 - 172 ACHUENESHTIRT - FFIN5R T HF RS -
ELER - INSRRERHTEZSHENS - MEREGEFSNHE—TEBEARR - FHEB
EHHBRES EtZAKEKR « SRTRAAET R SHBIMEH I KEE

LR BREBEETHINZREMEER— "FEEBZAR" » ZARKTRLERSE - MEAAX
— (= HHCIERERNFER - R RIIUKIFEFIE o NHEM « BUSsIa MG~ FEEE
ARATN - IFXHAFE - AAZARKITEMCRISERA KB THROR X - Bt - Zi2EE
B ——EWERE LFAEIINBE—ZARKATZREESHEE - MERREFREEXIRTFF
RN TTIER o ATERATAA RN RHE— P FURAEHZHNA © fld - AAZARRES K
% (Andrew Sendor) B9 "B IEZIE%E (InstaCovid Drawings) " H—&RIIB O SHIRY/NE
Emia - TREHRRENXFEIME - B ERRERAZARKEANEWNEEHITHESE > MEX
BAMERAE (Instagram) ERZEREBHHEEEZINBA  ZRIERT 7 BEANEHMES
A-FHRERRE (Sperone Westwater) BIEBMUEMANEL @ ZEFEARTALRZANEDEHRF
RETRIN—IF - EXEYE “KERELH" o

ZRBERVIURESEEGHA - EIEN—FE » HNBEBE THHRKR—ATEF Z R
HEREBRAR A% s BEBEZMZERE VAR - EREERR - BRRSNHREXERE
1T - BT ABLIHS - AREAREN - EEEABT 30 S ARLRE R » XIZEIEHLE
TR -HEBLEMEFHAR - ELEANPOERERRZRR o EMEATIA P HIRK/R7eHE (Elke
Weber) &7 "WIRIFRBBAEFELEXKBOA]  BHDLSABFNERBERBEREAF -

BiEX 2T EABEHNAMS - HEGRRASEANRBHENERMAR - I8XNES - RE
b EEAILERARENZ 2R - MBNEHNZEL « BERSFRENERT S - GELEER
REARSHZE  MEIEZF - EX—EHEERIDNETRIVEBALE

IR E - ZEARERRERROIEFRRIETEEER BT EARRENEMEBEH 2 BRLERIE (W0
HAATH 911 LRIE) BN~ X IEHRETANRE  XECEFERET — B
BHGF FENANEGFEERFERR - TNSETENRET - MiEREHENBEIEANTNE
HIEEAR TSR - BEAEM o Ak - 2ERKMNZRRMOIBALETHRE - REITHEHLT
HIREAEANTTE - HOETHELRENRENTRMNZ o 2ROZFIICIE T THMIEE
IR KN AER - NFER 13 ZRMFEELMNEFESEMR-EER (Madeleine Fugate) o S{E
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MR RBZAPHBIEAALN "ERLCIHE (=ML 10 28 BRFRKETLTERAELXITEII
B) Bk BAXKSKGFROELFIET BRSSP

B E—1T2EUNEESS L ZARAMIE BemE-2&EE (Suzanee Brennan Firstenberg)

DU—MELMBERERAR -E 11 ANSS5REY  TERMSXEMEREDE LT 24 TEHBE (8
EEMAR—IMREBEMEAZA) - ET - N2EENRIESE - BENTEM AR IERINESEILT ALK
A - BREBAEANEREESRIICEMER - EH 7T —F 3.5 RENLH - T EEImAHKX o
EXRIGHNTEN  — R SR LEEXNEREBENTE - "XEVEEE  EAJRREXE "
ZNNBRESERFEILMMIET AL o 1o TTEREMRET 25 @ER - HAFMAZE THERES
MABIEED  X2—NEBENNL ) FHENZIET 551,675 EER—XELTRMITHZET AL
EHEEXANEZNRS T EBIFRE A OLALFETEZ - ZENET ABSKAERE °

LI E 2020 FHEHRAEIGNRIFARENRER T ERRNENIREN - ZARFLNFESNER
KO TIERRMEN - EXPBKMEMNEFEES - FUW T IFSHMNTEI « RIS OIHT ——MINEEL
FUARBEHRRFAX - EBRIIRIBIFEERR » ZRTHEINMENDELFR - NEZRELZNEMAS
RIEERENER - BEEFENNRELEK - BMTUNAFEARMBLALE - Bt - EA8ERE
O2IZBHBENEE EARFARY  ERMNFERUNFHEEN S —BLEXFNBLEAR
B » ZRREMZARBTHNEG - ABEZZAZEXN - BN - ENELHABR ° ENEHEKRE
ERFIFRENZEECTW (Andrew Renton) #IRERME - "XE—IMRFNINS - BB TERIEE
ZARETHNE HIREPEB AN XN HSZ 22 REBLEFER  MARULABRBEEEEFHRER

="
= °

E—TMREFES  mEZ - HENGINRAEEUHNA - BAURREE - ZAR0 - IELNBRAMN
BAELBRABENEE - BEESERTE - RFEN 2020 F - HRBZMPANHEEIT EZ AR -
REFEA—MEGFEESNEG  EERBERNEN - FREIEMNE N - EREFFONRET @ &
MNRIRE » ZRAANERRT —IMNKFAEBERNER - ERDPEBRZAZR  EUUERELRE
HRAITRATEE ©
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SLORERYZE ( Artwork Archives) ,  “ZARZAMA RN
REESEREBOERIE"  ( ZAREANRIER ) [ W&
%1, KREHBW, https://www . artorkarchive . com/
Blog/how—artisters—are—dealing—to—coronavirus—
cancellations(2020 ¢ 11 H 20 Hi5[A] ),

Brink [, “2020 fEXEERZARTHEMEN? 7 Brink| W
U], 2020 &£ 9 H 10 H, https://www.brinknews.com/
the—pandemic—hasnt—greatly—affected—the—global—
art—market—but—the—blm—movement—has/ (2020 £ 12
A1 Hym ),

E[EHYEDEEA] Wilkening Consulting,  “Eraffis
X SEE MBS A E SR G . SEEETEREE [
uh ], 2020 4£ 11 A 17 H , https://www.aam—us.
org/wp—content/uploads/2020/11/AAMCOVID—
19SnapshotSurvey—1.pdf (2020 4= 11 A 20 HV5A] ),

EHERA# ( Basciano, O ) , “¥E&E#x - ME (Grayson
Perry ) FARHTERISEER FE ZRES IR ,
(D) [ M5 ], 2020 45 11 A 2 H, https://www.
theguardian.com/artanddesign/2020/nov/02/grayson—
perry—coronavirus—covid—19 (2020 £ 11 H 4 HV51A ).

PEigEE (Billock, J ), “Hi il a R A ml S i R A
75207 7 (Smithsonian Z%& ) [ W5 ], 2020 49 A 16
H, https://www.smithsonianmag.com/travel/how—
will-covid—19—change—way—future—museums—are—
built—180975022/(2020 4= 9 A 30 HiJjlA ).

Lbybhi (Bishara, H) , “BMEHEMARREH, EE
HHIEYIEE MM o ZARMES Hyperallergicl WG 1,
2020 £ 11 H 19 H, https://hyperallergic.com/602582/
as—covid—19—cases—climb—museums—across—us—
announce—closures/ (2020 £F 12 H 1 HV5lA ).

=48 (Brand, D) “—IUHHY BB’ BELLZARZEEH
MR TRIL” City Limits[ Wuh ], 2020 4 10 A 13
H, https://citylimits.org/2020/10/13/could—a—new—
new—deal—put—artists—to—work—shaping—the—city/
(2020 ££ 10 A 20 HijIA ),

=% (Brandon, E.M ) , “EBEARBEEIRKH
e 7 (Smithsonian Z%& ) [ Wuk ], 2020 £ 7 A
12 H, https://www.smithsonianmag.com/travel/
are—sculpture—parks—having—moment—in—the—
sun—180975353 (2020 4E 7 H 20 H5A ).

RHR (Carrigan, M) , “EREFIFILTANTERX7
fENl——REAEE HAFHIHIEY 7 CEARBER ) [ 7355 ],
2020 £ 4 A 24 H, https://www.theartnewspaper.
com/analysis/new—new—deal—artist—relief (2020 £F 4

H 30 HYIIA ).

FEMR (Carrigan, M) , “REHEH THEMAEN EE

HAVTHISENT, NEARMFREZAREMAN JEE 7 (2
AFTER ) [ %5 ], 2020 £ 8 H 11 H, https://www.
theartnewspaper.com/news/brookings—report—lost—
art—covid—crisis (2020 ££9 A 1 H5A ),

ZHgHr (Combs, S) , “ZARUMAES BhFRA TR R
RAATHBHRIRAN” o (ESMIE ) [ NEh ], 2020 4

11 H 18 H, https://www.nationalgeographic.com/
history/2020/11/how—art—helps—make—sense—covid—
19—incomprehensible—toll/ (2020 £ 11 A 25 H5[A] ),

FMEHT (Davis, B) FIBRIE (Elad, R) ,  “#Hidhf
REWETEYIEERD? 7 (EEEERRIEE ) [ M
#2182 1, 2020 /£ 8 H 28 H, https://www.aam—us.
0rg/2020/08/28/will-covid—19—change—museum—
architecture/ (2020 £ 12 H 1 Hij5A ),

HFEFR (Dickson, A) , “HUL, K ZARFRENX
et 7 (IR ) [ WG], 2020 £4 H 20 H,
ttps://www.theguardian.com/artanddesign/2020/
apr/20/art—world—coronavirus—pandemic—online—
artists—galleries (2020 £ 4 A 21 HVIA ).

FTHER( Faiola, A), “JREFIHHFYSEE, ” (HRRIHTH ) N
uhi], 2020 #£ 6 H 26 H, https://www.washingtonpost.
com/graphics/2020/world/coronavirus—pandemic—
globalization/?itid=ap_anthonyfaiola (2020 4 11 H 1
Hi5(A] ).

ZEIL (Florida, R) AI%2 (Seman, M) , “ZREH
AR MRS A N EE IR EG ISR, (1R
BEHTA) [ B ], 2020 458 A 11 H, https://www.
brookings.edu/research/lost—art—measuring—covid—
19s—devastating—impact—on—americas—creative—
economy/ (https://www.brookings.edu/research/lost—
art—measuring—covid—19s—devastating—impact—on—

americas—creative—economy/ (2020 ££ 9 A 1 Hij5A] ).

M5IL7E (Haddad, N) ,  “120 ZZRKRIEEZIED T —
7 ‘BERSZAR R, 2R/ Hyperallergicl [ ],
2020 /£ 5 H 27 H, https://hyperallergic.com/566729/
drive—by—art—warren—neidich—los—angeles/ (2020 F

11 A 1 8350,

516 (Lauren, A ) , “7ERIEHHRE, ZARZFEA
RIS LR ZARITME A AR bR ? 7 (HEARET ) [ K
Uk ], 2020 4 8 H 30 H, https://www.forbes.com/
sites/amandalauren/2020/08/30/how—artists—are—
pivoting—and—the—business—of—art—is—changing—
during—the—pandemic/ (2020 ££ 11 A 1 Hi5lA] ),

SKHTR%% (Lescaze, 72) , “12 (i ZARZK: &Ry’
CAHZIRHR Y [ Wk ], 2020 427 H 21 H, https://www.
nytimes.com/2020/07/21/t—magazine/art—financial—
crisis.html (2020 2 9 H 1 HilA] ).

ZyiZ{EE (McAndrew, C) , “HifiliZ 0 EHERATALAY
SN (EZERZARRE) [R5 ], AREMHY, https://

www.artbasel.com/about/initiatives/the—art—market
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(2020 £ 12 A 10 HijEA ).

HERE (Merritt, E) ,  “FRRVNARDETEHRPIEH RS-
TERFATEAN ., 7 (CEEMEYIEDER ) [ WEgEE |,
2020 £ 9 H 1 H, https://www.aam—us.org/2020/09/01/
my—primary—school—is—at—the—museumduring—the—
pandemic/ (2020 £ 11 F 1 H5A ).

ZTINLLR] ( McNamara, R) ,  “88 R EEBI/ L
FRYEART ZARMES Hyperallergic [ Wk |, 2020 £ 11 A
13 H, https://hyperallergic.com/601014/eight—digital—
exhibition—spaces—for—the—second—wave—lockdown/
(2020 ££ 11 A 20 HGIA ),

KAL (Millar, M. H) , “ZARIEREHIAHESTE D"
CHZARSHR ) [ B3k ], 2020 427 H 20 H, https://www.
nytimes.com/2020/07/20/t—magazine/museums—
galleries—open—art.html (2020 45 8 H 11 H5A] ).

% (Rea, N) , “2020 FETIEWIENZ” Artnet
News| Mtk ], 2020 4= 11 H 24 H, https://news.
artnet.com/art—world/reframing—museums—
symposium—1926151 (2020 £E 12 A 10 H5[H ),

TER (Reybum, §) , “HREHK, ENSEOUHISRER
FUSHESER I T 36% 7 (AHZAYRSHR ) [ Mufi ], 2020 £ 9 H 6
H, https://www.nytimes.com/2020/09/09/arts/design/
gallery—sales—art—market—virus.html (2020 £ 12 H 10 H
VIIE] o

H#ZZ (Richards, S.E) , “AAEATHIRGABEXS Hr i
RERPFECABUERRIZER” o (ESHE ) [ Wl ], 2020
£ 11 H 29 H, https://www.nationalgeographic.com/
science/2020/09/why—minds—brains—cannot—make—
sense—coronavirus—enormous—death—toll/ (2020 E 12 H

1 HiBAE ).

BE/RYK (Saltz, J) , “ZAREMNESEHTF--- TR
HIZE—R" (FRELE) [ W], 2020 £4 H 2 H, https://
www.vulture.com/2020/04/how—the—coronavirus—will—
transform—the—art—world.html (2020 £ 11 H 1 HV5A ).

fEiER (Waldort, S) FIHF&E2% (Stephan, A) ,  “4&EkEl
BRTHAREAREESESEMEZARR” , (EHEWEN N
vht#ZE ], 2020 4£ 3 H 30 H, https://blogs.getty.edu/iris/
getty—artworks—recreated—with—household—items—by—
creative—geniuses—the—world—over/ (2020 /£ 7 H 1 HiJj
7)o
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RN ZE AR
Z7t | TR ANESER SN
EERELR

RE - BEH GEANT)
SRR A Judith Neilson MR ZARMEHIE » LEBEASREAKBRLER -
ELERELRAEREA

AX BEHMEFTEE BN SR ZARFERESNZ Tt 77 WS R B ARG 9t -
EEGEMNREHATTHIMERSR - EP—REE - BRHEERMURAIFEIROE - FREMNER
YRZAMBAKERNEREARTWERGHE | HI—FLRE - A LEECNOERIEFENELE
XBRFE - IRERDERENERNITE -

ZARTUGEFEBRAIEOT KEEAMNASRUNESE 2—  BAINN - BXNHEEBED
REL - FRERNMEEEZRD - BEAZ2REE / BERDEE AT WSEEENRKRBHHI
ER - 2IRUREIN “FHEA" £t/ TREANENBEERERINERS - ERTZEANEEEELE
XINMEUREMHARBORLZFFRAZBESEROKXRN - ACRAT XHNBERFHTIH - N
AT RIS / REMEA M SEXNRIMSE BN X R B AIUER XS ENNA o SRR
HEXRNRIICREI KERH GERERBZABXNNENTRELE L - MANXRBE—N2E
XWIFERE - BIEMBNE == RN EXKHAERL

EAFERASBEMSEFRANEMMREERER - A= +HLH) - ERIAEXHIL - T
REXFEBEK  EHHEF¥MN  BBETWRATCKE - TUWHRARNEXREEWEXSH
RIFEXEUREXBMAZ | EEAKNA - HEHEXHI - BRENEME - FEERENE
RHSEFEMTERT HEHERT B2 B ERBGTEARNNSALER R WEFFTHIEE

MEEERERESEZFNER

MEEBERERASGT - BE 2020 £ 10 BAERN - 2EETEMHI2HHIET 3000 A5 -
FETHRABIZRIZ 100 A4 ; BTFREEHE LSS AEFESA—X 0 AXEERERALE
BRRISENET AN LGOI o JEIRE - EFMIZHERAITL 3.4% WEELELT - TTHIERRSENIET ALK
ERBPRERER 1% - FAFIN - MELEBHNTHBRNGSRESFER - SFES AR

063

FHBHE © £ 2020 FES - AHRTFSHRXBIAR SRS - BREEFETN - BRNTETER
MEEENHREE - EEESERMGR - AFEAERR—K  MEANEREEHEEN - SK
R ARRBITITE R BIR SRR o

MEREHTELREIRET o RTNERIERRZUFTS - BTHESHMSHERIMRS T REKXE
4R BRTHRBRR - SERWLERSEI LA - N2020F 2 B12 HE 3 A 23 B - @IRET T 515
# (TR "8B1E" ) M\Em= 29,551.42 RBAEMR 18,591.93 = KiEA 37% 9 A 2 H » BEKE
F29,100.50 = - HEERAETEERKKREBEE @ AFERADKERARENEE SR EH
8] - REFEBOHIMEB RER - 5IRHE—DIH 9 B 25 B » BIEZRT 27,173.6 "MNEESR ©
PEERERTIE - 9 BIRMELFEE] 18 £k 9 ANRERICE - RE (ERNKR) IEFRZA 100 &
SHEREKEENRA - M1 B17HE3 B 23 0 EENER7,674.56 R TEERR 4,993.89 = -
KIS 35% o SEIEAREMNZ - 2 100 5% (FTSE 100) FEETEREMK 6 B 5 HER 100
EHLEKE 6,484.30 RNBEHSR - EX—ERMESFNREESRIK 22% - 9 BHIEM 100 IE5E
E6000REE-N3BE4R  BEEFHNEEREEZERILEMN 3.5% HRRKAE 14.7% K
SR REXE 8 AMHRIEB TR - BINMERTE 8.4% » =& T 2019 F 3.7% KIFIPKF - BR
HESHYERRIR - BSFHE 6 BE 7 ARTRMKWERPBM 7.7% F+E 7.9% ©

REB A BRMMINFHFEREL LRI V EEIf - BLFRAIMEENR - 12008 F £
EREFENTFZERBAE 10 EFNEFH—H - FERBENSIREFTERWREZDRZ BTN
SRXTRERRENRENE B TTABHEE (EFHRTUNRE - SHEELFFER GDP £ 2020
FREDTRE 2.4% » NSZEAENRE - SELEHIMERRK -

BIgn - ZELFTE 2020 FE_ZETHIGEK 20.4% - RIECIFHERSICE - REFBIREANF SRS -
Z[E GDP £ 6 BHIMEIF - KT 8.7%  EX—HFMEL 2 BIK17.2% - k2T - BAE_FE
GDP RIREMEZE » & 27.8% » /AE GDP [Ei@4 13.8% » BNMITXA 12.1% © Lt - FEE—
Z[Z GDP Tf# 6.8% » IRM+HFRPELFERLINER - HREF_SFENBE=FED5IEK 2.5%
i 1.8% @ BINMEETHERBFREZAKF - HER GDP X TENERN - BIFKZI1ER TR EEE
T REBZECRFEEMHRBHERE | Bl - REERERE 2 52X ; ZEEEFUX 26.5 F{25%TT -
2020 FHEFUIGIEERIFHELE

EZR GDP KRR TREABAIGRRIBE IR EFHERES] - Btk 2008 FREDIKERBIZEIF
SLEFXHIRERE—F  SEREHAEARY - FEXWEREA » @FFRARNERGURMESTFTHEIE
2020 F 7 B - RITXBF RN 17.3% » WBAEFIIKFESH 9% U E - LFAIUBEERNZE - KEH
ERE SR BILXHER - FENH ST IERERR EERELF LHRIT BN HEHN -
ZHEEEES - NIRRT 5% @ Amt OS8R A 17% : FTF—MRBIHARE
R KA - XEFR T RRIEEILATIAAR -

EXRLETHE - fiEgRENEREFERNNERNELE 2008 FHNEREFEINEKX - TEERNHTE
BRI T B S5 REFIRERBAZ 2H0EE - QREERMSTEENR N o HEDRRE T
BREEFARREANAERRORHEEFNECEDER - BEFRRT / BREMASIERKRD o EAMRE
WA ARFERRELT @ tREBOTSEFRUTEES EREK—ENRAHSEE— N EXRIIBL -
A ARSI EHED 30 FRMAFSR - —BEIX - BRRAEMIETERRIEEEINKIN
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FEERIRESNMEBUaNEKBHEME] - HERBEFROTHELINK - BRENRK 2.0
WEBELE #2020 5 5 B 25 BIVAdSFRATHEMKANGFES 2F/E - "BANGHES"
MWEDEERCENBERL - XRFEEN T RSN AHELE  BERHEEERIE - /R

M5 EREXERESBEHA S LFNMEBUGK TR E X - IR - ZFERIFRNE

HRELTERNES « EFMBOSTHHINE o

R EMNDRRRELHAEDEEOLSHY - R - IFENEIHUELTERIS T ALKHEST
e~ XAESNMED) o BMEARKIITRHE B BNERER - TIEMNRZERNEFIREK -
ERHLMENHRBUE RKREEE - £HRERK—RNERIEREEETRNAR

HRZARARHBEEBRAN "REE 22— o ENM EMEMEAETIE A L8HIE LRBRE - 5
BREBEEZTERBIANZANEDNEXEDELICERNNFR - IRTEAK - REA ~ EYIE
MERZ W ARFLHE S TFEENANMRIBKRABRZI - ATARR TN Z R ZEBI B AEm D ©
KEREMNREENEBREEIICE - BRPMARARRFEREAL EENEENRRAR o £
BEMWX - AHZATMENERASERBRIE M STBIE - FekBEE T 2RESE - ¢
BXHUIEEMNERNZASUENEREERHERE TN - BTERZERIHRH - ER=H
WXPERRARR - BBEX R ERZARFEENSFAREE IO B RE R 2R

MRTEMERRMNHARIEFRN - REEMUARZAREREER/LR - BETHTENRRER
MEMEEZRIKF - IZBRATIIIRBZANEM - LHEEBBRREWET » HAEAR
RBEAARKHKR - AHBENEE - ME (BR) ERAHTURMIZEERAIZ M o 8T - 5L
BREREF—H  BRZARRNREHLEIGERKPOFRNINL - Bt - ZEREFTERBIRNG -
BEHRNEARRRKAIENTESBEERE °

HNERRERLRERTUGZEH

EARR —ERMRTEZRFEZARITLKME-C-FHE (Arthur C. Danto) M—RBXE i
XHRT - REEEHAAROTMEFNEZ R LRER - ZREINMEEZBTE - K@ XE/R (Andy
Warhol) B9 (EEEZ2F) (1964 F) MEX—WRHIBIILE o LKA TOIE « FEMNERZA
AR REER T RMBFHEARWERNR - FHEETH "ZAFE 28 AM—ZAR /3]
INEARRUERSYY AT DA 2R WEEIU - THE R - @EI5™A (Dickie George) #J "2
AHIEEL" EFEREERREAZRAGEEMNAE - NMEHOITNAERE - EARFAILK
EXAFEZXNHEL (ENR - EFNRAZBRIEERXNTS ZENXR) ZXWFT 2
RAMEAZAR" (artquaart) WEX  BEASEMAERSIEEXWZAR LBEETRAXR °

EERN—RXES  FHEERTHUNZARNEE - IAAZRHNKREAUD A=K  F—
MEMRGBEAE  BZMES RAENBHNRIRESERK ; FZMEREIZANREYR - iR
FEASHINAEIRS] o X—M BRI 275755 BRI SEME AR - FERIQ/RER - [IEMEBEEN
MEEEBAE BH BIRKE o FHERT » ZAMEELHANGEHEME - EX—MEH - RIEL
WAEENK: NLFEAEE BBBIEAMNEETXHAT o Bt - FHENMERI D77 EXET
MNREZARFECEMNALLRNBHNEE - REMNZAANEEELHEMAR ENSZ TENE

065

Lt (EHRIERNL - TRE NGEBSAERLESE ALMEERENEEAE EERRX AN o
BEXTEZARFNTHEEZRBFHENIREH D / KR - BN ERNENAEMERZREND - URE
&4 X AHT B B E X EIRA R TR EARNADTE X WIS ER - EHF—PMEENHTER © 8 1989
FERAMPOMAEFFRIAIREED "KEAN HAZARRE  ERTFREMAERR - WERMN
ZERTHIES  BAOTRRAYASIRUNZEARMEXA - IMBEXLERREXRARINAD - FE—D
HTFZEANSRE (RE) WZAFEWHNZITER - NEZARFZEIREPERESEAALERR o

SRR - READNMEBUEMEFENEREIRUCEAES - B4Y - BR - M HETEZR
ROhEBEREREI - ENTREE - FRMNERZANBAZLFENERINE - XFMBENERE
ATIESRSHENEMREREF  REERINZRESEARATIERALK - EIRERTUZEEHENIE

MEEEFEET 18 AN E R KRR EBEEXRVNNERZEATIZIGE - Bt - ATMRK2
REART A SREFERA LT EBREXTRIBRISBEZMENTETT / BELSSUENERNEZETTER
Z (REZHRPENEIFEMRZAZNZARE FHAENE) o

o - EREART U GEFEEFESREFBREAESAROMHANEERN o £ 19 HLEE 20 tHEX
BB ETIE] - BRSEIEIR TROZ RIETEMSEBRARUAR - S RAHMNEREX IRIEEX ~ BEXEX ~ BUA
HEBRKMREXMSERAREXFSEMEX - ARASXEENTRZARESCE - EXEIREZ
BESEN - FABMAHEXUEENT R - 2RZARTWSRSERE TN EZHNRERE - +HAED
RIUBREMESEESCRERIT ST BEMNERZNL - 15 —+HEHNEFHBUR KA L EZSHEHEIK
EPHITHL - REREEFREGENR - HENEBRBNARANIEBLRITAENEE -

20 HCE¥M - AHERNREESRT - BERAREIXHEN - 550K - ZA5HS  SHXKLS
A 2 RIB X S XS MAE XWX DR EBIIEREE - BMAZHERET LU "H==
8" R o WERRXIFRITRENEBREXNBR - MEA LT RMFEZAFNERMKE - LHZ
RENIELEZNEER / FEREZRFILIUE - ¥ TEIREX - BACNEEMEXMEMFHF
STEXFEFTE S - fIERBEMBNE "B=H FIARINEXRTHELE - M/EENLEHP
BEEREMENPNMER AR E AN EXBIE « A - MNETENBUEXRKE - FEHEXM
FRTEXERREX ZANEABN X HFERE T - HTRER / ZERCEERERCRTHIS
MASEFEMOAREETIIIR - AEIARKZHOAEEERIEER / B REIFEENREE

REBREWEXERREXBNN - EATRERSHE - BERFSELESE - AMFMENIAX
FREMEXBEMIEEN—RENAEX S RNREEERMRNEXEEEM - HREZARFS R—H
BREIRA TTHREX" HWER o 1o SREARFEESIANFBNEEERETEEXHNREZ
ARREREERUNWZEARFOMANR S - IASTUNHSELEARIT T TEMBLNEMN - BMS

Z » AIBUANEHRZARA BHEFARERFIMEN IHEEMAENERREAR - AN XIUZTXXHRRE /
KERNEMEERENR - MXFHEENEZEREUR | ZFAMUMMUNAE - 2 RRETERES

BEXERAREXEFEAHEN - B)IREAETHANEN IRAR  I—ARNEXE—EEE L
ARTE/LTERERERFMBN “HRE@" o

ERIENRE  TEREAA / ALZREREZREEMREATZ L - B/ MREXNERZEREHE L
W F R OMEEBUR T B F I =R A - MENRINA - IEFMIANEEMER LE 3 THEERH
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AEYNR - ARABRENEHELS L - SHARNRE - REZANXLEMNEEERTES
MAERNAR - ME - RTEARBNRRNANWER - ErMEAERROIEMERL - IR5ISMFEX
REEIRARNZ AR TEHITIRSE o X TEELHSIMRRTENE / MREXMERZEAR - XEHME
EEIMVEIRDER - XTEX—Y) » MZAREEMRHZNEMNMENS @ Ka / WREXMHLEAR
NENTIEBINIAZEZERY - BRESYT RAETNBENZAZN - RAZASHEERTY
ERMMEEERR o

Eit - BREMBERENANEZTTATE - BEME - NIAMEXEADTEE - ERNEREA
BI5S FHEFEEANRE ZRFERB AR o XMRBMEHA LN ZEARF LTI RIK / BXLER™
A ERBFRNEREFEE XABIAROAHA RS - YAZARRN2IRE B FE T BR
RRER / AR - BMETEL L THEMXERARNAZ—AR - BET - RESNEAREX
EPNEXMPERRSKEE / IRERREARE  RMEXTBRSRER / MR RTE
AT o XFRRINAER ZHA "HAE o

AREINRELEAENRRANXUERBEEFRN  EFFZAFEKRZINN - BANZ AR ERE
ZRoG—H EEA EREL X5 -HEMRRAEXANFENERURS THENESBOR B R
RIBESEIFRIAR —B - AMEELANINA - #2 » BUBHIXERZMBEDCESTFERA - B

SHBENBERE ENEERIEISEET (Sam Harris) TS - BTRZAEREMS LNERTH

A FMMETAMAREDIE L ACHE N - BRENKHNESRESHEIMEEREX - FEEXHE
SHALEER - HEMANE T X MILIZEIX I o FIE - AU SRR —IRR - EXRE RS
MAES—7 » AR IANNZ TS ME—MET / TFS - IR RFERLE - TEAE
HE / REANRBREES °

MZNTAERE - FAHFENZ AR TH A ERZLERCMER - SAHEUSRBENRESHEZ
AREMATEZ D RERRIE ~ FENERZANEFEONR (X—WmS R GEEHREIEE
EFEZFN)  Z—UARNANETAFROZARZ - HENEBULEX TR - BRSO HAN
AMNNEHANEE « SX—WREBVEXNE - B IEENRESEERNTINNFRE - X2
HA LB Eth B BEEMERIEN—7H - AMS 2 - MENSIFEFEHBMIAERET / BAlE
HREXAAKE - £ZTT /| TFHOEREERT - BLEXBEMERENEROTS (B "%t
ZARFE" ) ENENFHENAE PO / KERTERREXZTHIL

MBEEESEREARATIRSHEHER

B it - tRSEERMNRLZARRAKZMIRAIE K - 73E-&=E) (Brandon Taylor)

B EETE 20 ttE 40 FRAIERA 20 UMK ZAKERSRE - HELZ T » 7 80 R FHAH
AR AFFV ZARKIBKRELN 15 HA - EEERZAEES (National Endowment for the
Arts) RFHN—TMRES - 2011 FHAFMING 21 AERAFZARK - iRELHREAEZEER

—REFRVBEE 1977 FREEVE2HE RUZAR - KEZAZZSRHEIRITREA -

2011 F£3xEH 30,500 BHEREZAR @ L HRAEREESRPERFENEFIEKL 30% - Z—IN
MRER > 2019 FRENE 6 FELEARK © t 2011 FH 4 K 30% o XLEAERREIEAF LT
FRIRIERNRERERIEARR / FERWZARR - WREBFUIELHNLNZ A EERMELE

o667

MIFAITREMR » EEBENIEREIRE KRR AU R RITK -

T RHALCK - 2 FNRETENZASUARZIERIL K - ZRRNETETRRILX » 40
RYPFELR - 40 FAXERE "EETHNEBENFTIHKKRIEZEAR" - MET 80 F
R - (NANTHREL 680 REIE @ £ 2019 F - NEZARZHEREITHEER] 1500 K - EFIFZE
BRENTE/ MKEXZEAMEARZARNETIRS o 7£ 2008-2014 FHiH - £HERRBENEARE
PIERNSUNRFIEK 10.2% - MEBBHNZAREDEHNSUARFIEK 14.1%  fI20 - CHZ=%
MAREATE (Tate Modern) FIZWAKRM 2004 F#9 4,441,225 NEKEI 2018 49 5,868,562 A ©
ZAEPREIR - PEEENEYIE (BEEARNIE) BEM 1978 F19 349 KIEME 2019 £4#9 5,100
LR EFEXR - FEUARNZANSHUAREEM - ENBETEERE - SUARBNRD - MAE
REPELBFREH - FEZARE (EBEARNE) BEMKRANIRZKREYIEZ— 578 2018 F
HFESUARREIRAR 255 75 A » £ 21 HENE_NMFE - —EZRNEYIENBRNS
ARBHERRBHIKRERD » HPRAENHERENZAEDENER (HIFRASUARAEE
M) o REWNL  AHERBRESKZE  ZAEYENERNSUARERLE R TEREHR - B
EERERERRFERES -

NS EIEF T ELERETE — HHEFHLCREFEENNZ AR « AfREHA - 818 / XK
FEHEURZRSUARNIEKIEE - EMNBZFHAERE  ANEARFENEREART U REAESEER
EMENBRELG - REWMLL - ENAMRMXBELTRZERDN - Y24 B Z+HEHHMKSREAR
KMNBEMOMEUREARSYARIEREEFE K BIFER - EX—IH - RELH T RSKIERERN
ma - ERREFMHIGIRER - AZARNEE - RRNEIREHRTRENAHMMARS - HEL
WHEXFRER - G140 - 18 LR 20 L T HATERENX - TEEXEGTENRRNMERARIE
BREZARKE ©

BEELR  SFERKERKEE L ARTFERENATEAEN 2RV EEMtsBFMARLHE -
OEMEERRZEREE / ERRNSEFEMNER » ZXAERXE™ L HE KR £ 1990 &
2019 £ - E£E GDP MARE 6 A{ZETIE KR 21.4 FIZETT ° B 1979 EFHRFREZFE - E GDP
2] 2018 FFHIEK 9.5% » BHE LFELXFHFRRHEEKEERRNER « XTFX—n - KT HE
F—THRINARER » Mg @ 19 ML EEZARRNZRET NETEE THizEK o FFZEAR
RMZATEHERBIIEN - YRZRRNERHEERISIMNEA - MEETHMERZHES HENX
AME  URERBRMAWTESH c ZRTHNERAELFERAE  XRENZARBBLITHMS
K FRIBMRZ RN - A REMSEFRHAENE

D2ERRENRERCNYARZAREE L ENRREMNMES EREARAT VSRR ZBERE T2
EREBE—XR  HEXREFEESX » EUNRIXEREN - SHEXERREMMT BaEXBEMER
WELEER - MRIUNAEESHEZELRRXR » PREZ2—PRT - IERBEMNUFLFERIRE -
BENERRTIREENRE - LTPEESSBEREART I REAHRHIER B 7] R K AR IR
=45 o

EFNERFRADY  tRSHNEAENEDEREIHMREXNEL - FOOBRETIEAR - B
BMEREREZE  TEERBNEYEEFRFR - ERREEREBMREIRITREERSE - SHA
RIGRE—ERS o BEERBZADERBREOITEALRG - BFESHE - ZEFREEFRRIINAL - FEEK
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ABIRD » H—PNEREUFERESR - LFANEENRE - fiERBERNERERNFEFRN - K
AZARNEMERE SRR INAA T2 EEMA RN - R ELEEC SIS PTRFAABE SR
HRARRE  XRUZARRDEITBENRZHE - T - EEFTEEZHFONE - —RERK
TEEEFNm - MBBEAR - ItZ A IRMER -

HXHEEBNEANZARREERNEN - R KM Z AR TIEEND R - Hp—fha s
MERR  MITBRANKEEDRBE L L - O ZARARNB L EREVEELRELTEA
REEERESRNUMNEZENEESR  MURRALEARBU B RFLETHENNES L
REMNTE o Z—MAENBIEA - TN A EARFIEL XA FHITIRE o EMLSAER SRR
WELAINRE - L REAWEREREZAFREEIHNER | AR BmZ T
BREMERE / REXFERENEAAE o MELANEARFRNELRARFTERBKALTERS

(XIUNFREAEE) - WBLAJLFAMEENRE - SAENZTAERINYN  IRESERBHAE -
Efr EERNREZARFIFEZMARERNNIENEERE TRELZ M - TR EMIAK
WEREERAT - EERRIMZHMNE - BRTERERE - IERBEREAR SHEESHAIFIIRSE
ZARFIEE °

B/ BREX. EiE. ERBEECSHXBRFE

BHMIARBESHT RS EESELEX ZANNEHEXARR - IHELMLBEE TR SR
ERXMEFNE - FASFBOAMZANXRFSRRRTREFARINN “HHAR
ERURERITT LR - ANESRERBEENEENERR SRR ERE  EXA L X5

EXRAREL ~ $ls - RAFNES FAFANLERIRE / MAEXNENERIREEHE

PREM ~ il - RAFTSBEFENFHLR - EFNMETERZUXA - BR « YN / 3178

DR FHNEBRINE X c HF - REKFEETEZRTREF R E XK ostranenie = - BER -

UFFNAXRNAENEY LIRS EBZYRIAR » INZEAR / FREAEAEXEE - Hilh - R
RHEESAR LWNAERAEE DRTYSMENRIM RSB MmEFRE - XMFEE 1918
4F0 20 L REAMBREMEMIBE T+ 81T 1o » WRFINA Tl AR B i ARG A0
R o B % -EMN%E (Pablo Picasso) MIva-fafiise (Georges Braque) £ 1911-1912 £ &
HOMER B E R R R BHOBIEESR o EEMNET 1912 FolENBILE (B S5BEE)  (Still Life

with Chair Caning) - Eiff LItE—RENEBRBEIZRAMA - WINCESHRE - BRAVHEI D

BUE3ER Tl IR AR LR EXIEAXER (FI1R) KR - BEE—MBE S RBMEEERRN
BHFE  BIXATALEGEREERNOER  BEXBUEENX °

B ZHHERLeR - BEEL ~ $ilh - RAFTNERBESEUNFEELHNAMENEMBHEZRRZ AR
BIMEMNEETFE - TBIAN - W AEFEREERMEY - NMXEEEMRCIET B - RAFER
M EFEREWAREINZ - ZE/RAE (Marcel Duchamp) HE TG - EEHENKRIR « FEIR
IRAIZAEX [ RREXZARGIMEFEZE - 8T 1913-1914 FERRMY B EE R AEK

ook ERHMNEREIE 1913 FRN(BETELR) (Bicycle Wheel) 11914 I (3ZR) (Bottlerack) -

ENFRTHEETLEEN N ARBRIRE o MENMBERBZARTRT 1912 FHPABE T IIFE
KR o FEINRFAOVEH - RAFTERIEFRAESIAMKBZER - MEDREL T —FHelHa0N

069

REAAR - MAZETRENGENMEFE - BT EFHFEL - YEFUEZANEE TERtE
HNEHRFE - BEARXEXNRE  KEIWMES SR - SEFHSEY  BoBEMXARENR] - ZE1IX
FREEK  HilE - RXFNES FEANBHRBR °

T XMMARGEIRARENL » il - RAFNESHFENFLE - AMINESERERRELY - Z 414
FHBURMEEIREABEMNHM - RATFFE - MIWEZEFET U AR o —fEHLEXT R
BENEBEOANLFIL—BIS/RE XHRETE (Sergei Eisenstein) MWBEREAFMR  ZX—FE

YN - BOEEREX R EARMREZBRAINEHEZREN MUK ETTE - BN —THBLEIH
#17%8 (Andre Breton) RHEBEFREMNBRXBALEXZAN » X—W[AHEEM T ERIREZRNLE
RERHAR - BEEROIBRERBAERNE / TRIRZH - URBIFTARERRIERN=E - R
BB MRFT AT EERIRS o IEXPWMERET - AL - RASFRENEERSIRIEA BT
BAEXBRESHEREIRBE THEARE -

M 20 tH4E 50 FERE FEREMALIEET BERAET X AR E XL AT BEELFIHS -
SRATHBEFTIBREML TN o WS LIZ/R (Peter Birger) LI LEIRM Z A4 FRBIAHE
R ITIEN - INABI ZHHE LR FAENHAERXHWEREBHIRE T XFHERR o 5XFIFEHMNET
ERREE AENTTNZ - BLNABEMIHE - RAFNREXEEXHESRNTREIFEEM o Fla0 -
REXE-FE (Gregory Ulmer) RE#M - RAFEA—FEIZH “FHtH” BOUTEAR > @I
FREVFFS 4T DM ARFHEN RS ENEE X ; KR - ZEE-RCH (Craig Owens) INABE R
B E X EIAREXZARRIREERHE ; B/R-EBH% (Hal Foster) FEERIANAGEBIRE RN ARTEE
B 2L E Bl ERANETRE R

ETEREMEXBRREXHINN - AMIBEAREEFFAMLHRINIRBEARNR - INAE T EFEY
WRESRE BETIRBAHEEX ;| BEEMAAETEERAK - EEHREZAFIER TOIME « BRM
BERZANEFEZEEMORITE - ANK - BEEHREZAFR S TRARMEENZREMESR -
XEERZTRIMELZRMREM © 1917 &F - HHEANMRIZARDENEE LREFER (R)

(Fountain) - XE— DT HIER/NMEM - AL E LIRS SWEIESE—MER - BIRIERUM 2 884515
B8 - AZRBRBEHNBET - IUM—TRARELFIRHOERY REEE B 5—MEY o fEm (R)
ARREENMEBERZAMG  REMEHAE ? XIEFE—MAHENLE - NMEBWEX it - IFAHE
MR W THRERZHEZAANAME - SR MR T EH L RO BKERERMBERIEE
ERZXREMPMEBR AT UMEE - RIRIRAHFTHFERT  KERBNRGINFTZARNEZNHS
FFSEM - EFAMNBERLBES

HiEMpmES “EH”  (pin) M “HBET (skewer) KR XREIAEE - 2XLEER - BT THEN
HEAE - EREERT - B RE-MEFREXNF-PEEBDNET - SUBEER—M
EEANWREHF ;M "SBE" 2ENX—NMREMENHEFENEL  E2RBEFMATFIZIEERH
BMMER/NET - TIRWHER - BT AHEIRERE - 1 T —PHITHERBRTENEXER
SOfAIRRETT  RtE - WX E  BF I RHEHDENENEFAIEESE—TREZZEE -

B (BiR) EREZARNGEAMER TARREERT LB - EHERIFREEETEARL -
ZARZR—NHBENE?  BEATERBETZARM - HHROEEME - REWL - & (BIR) £x
WNAZAGR - BARWETTIR - T\ - eEAV/NMEBRNERMERATE - BRN—THUER - &
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HEMUES XMAEMEARHEFZR  BEAERFTE - AMs2 @ fF@ (BR) FESUEK
FLEHUENEN - EXFHMERZEREMESNEMEEZTHN—YIEY - EXMESTREEFE -
AR EANSSE LN R RETFAE ©

MR EELTEER WURERN (FERE2F) ) HIORE A DIRFEARFHEMEMA (0
BRI RME) BRT - MERREEMKALS  WEESERREZRWESZ AR ; XN
REINEG / AHEEENT RAN - BB NG EAEA—MZEAYE - BIEE (mise en
abyme) FX; IRBIBEENEMEN - WA ZAREL A B MM RASHIT - Wih77
RS EERGAEHER

AXAEMN. EFZATHEEXNRERES / RBETHZARR

REMEHIRBEEEAEX BN X EHEBXHARTEEREARLENTAEX - BAE
HRERFEF  FELEEEXNUEFLZARSENREUMBEERZAREBERZERHEWL -

KRt EEANZARNNERIER - MM EEL 5l - RATSBEFEMAREA -

BRI S ZREEERNEIE / RERIEAR - EEECGNEARCEAT - NEEABHE - 1
SHEHEFRA  MAMUXRABEIAEXAHIE [ B TR o Z AL - Hp—PMEERRRE
RETZAFENZ TN - EEFETREFMAEXUERMEREE - LTI - FTLUSEE
AR XBIRFENERIEA -1 TEFWIREESE - FESHNZREBEHRANING - RE
XINERE R EHERIRS]

XSS ERNEEZ GAET - HEERATE T H IR I EEAENE o o U
FEEAMERERFEAREEETEAAMFECHREEXWEEBENRNEEREK - BAZK
mELERRRILZ EEE THRMAES - SFEMEETREEXNIE - URRIFFIENRNES=
FRFEMAE I SRR MR IR o B4R ZERIMBIMKRE "ZAR/FERT BLEITE]
REME - XFEE R TE P LUEMRR o M - A IARNEEE S EBEF EHREREXRIET
FiEL  BNEEBRMEREEMEXONEBES X - XTFZ—R - MIEBRET HREZARR
BIEXHERE °

40 - Ronchini BIERERHILLTER - ZEEP RBEREARFES Intagram ES5ZARRAREHN
B HTK/RE (BerndnautSmilde) BIASTHAR o

WARBOERT A FE, BB E, PR L0ERLEE “&” 25 (Nimbus) ,
MARRIERE LB FERE TN, Fatdby oty agnt @A 4, Bk, H4E
PRI R o NG FIR S, BB AL &3t A 2 fe 83 69 m I, MR REET R
R A, FRETIHBARREDRF@mT ik, LEAMABFTEF T =

B,

1%

Il

REBAEGHESHARENFRES TXRERRENTE - BN X L BHEEARZ
ARFIFEHUNR - DAFRAENEHET - ER—NREHMEN L IMEMMEND o RIEHRE
B5%5 (Jacques Derrida) BI¥lm - "B —ARKE “FREH - IEBRXAAHENIEER

O71

M - BIgMEREN—NAE - EEENEERERBMSENIEES Bkt (EWNEERER “WE”
(temporisation) 1 “Eridi”  (trace) FAAMIEBHE) o

AT - TR Z A HEERNXUBUERENERT » A TIERNEUESE: » XREZARRRFRIMEERK
EAWERENEN  EZAREXBEHEZE  EFSKRT RN o flal - @B EYIEfEE
NFEMNZARRREXEETXANYT 8 EYENEESEEIXLESEZABRNXAANSR @ 15511
HEMEZARRBOPSE o fa0 - $RE55E%% (PlasticPollutionCoalition) M5 _F B E A EFERHEI/E
MK “ZAR" k@ FEBTXHENEZRILAN] EF—REER" - HFE0E “BRERANEBITH
REAIEZERESE” o« FEARMRIERMEANBIRERRE ERBSEIHRUREZNERREESR X%
HETDNEXHB2EMS LN - HHESEMMBERAEANREEZIR o SR LA - BEEREK
BFHNEXTERTEHZARIERASEI - M2 HEKRE AT IR X II7R 5 - BRBXHEHNEE
BNAETEERZ AN - ME5ISMibiFEE “FEELE—REER" - H “IIASIRER"
MRBEIE - AJLUEEZHABUS - ERENEZEUARBARNBUEWK

EZMIFHARNRESEZAEABUEREETENERNE - A3 - EEERELENE - DX
AERZEAR - B TEFRIEEE D IMEEEFZRIBEEFHAERENOZ THET - THRERE - ZHFH
K RAEHFETHRENEARFECEEUNARX L - 577 / B EARFROSIELHFIEEE
BEZTAFHERLEIEEMEN / BEREXEWAE XHERIERN 2 5 HIMK - ESMXIARRAR
BEAARFELRRE - ZAZTHEBEREEN » TBNEX » E@#taE X R XA FERKE
MWEREHEEENX « EfrEXMBESEXERA - e 19 SR - BXHX/RIXNTHL - BE¥H
BUEMNBRNERBRES LTI » MEHANKTEXHSERRBRERE—F - A ZARZT
L RBBREMTE T R IEMBHRERNZAR o it - MA@ e WIS FWR D - BFEXE -~ H5
| KFFNEESAE - IRRAPAEMPEBAFRELEZRMBELRE - AT - XHIESRE
WA B R - REFREYEERME MEKFRME  #HHARE XKW S HRHEERX
IESFRENAHEN - RAXMAHEEZEILAEN - SENEENRNEEL -

Eit - ATRFERER - SMEEHEXTUMRRNREAERE -2 - ANEARAFHHFEXETE

RUEMESSE EIRE TR ZIRA "BUaER KRS IRAFEBXUEXSTTNEM - REX

LRI RAEY - LHEMFBETBUENIMIZRE - AT ENE T XK ENZIREEE CEH]

MAEESNBESEFHNEBEXLYEF - IMEFNH—T "XHE NUNBEXBEREXERNR

EXNB=Z[EAHEENRBERERS CAENATERR) - DREBRAREXWEXEE X5

EXINEEE#FIERISS “BHAARE" (herd instinct) MREEE XEHRS 19 tHLRUMEY “FEZE"
(Juste Milieu) FEBERMNBUADIKEEHEZAL

& (B=3AK) B 2020 F2IK "BARNGHES” FICESINEREL - —MHUEST IO/
ZAFRBEMAEX TR EXHIEN - AR TR AR HRE LR BT

U+, BRELT “Za” HERRBREL R B LR RAGHE, LREH
TRIXAPHEFAUE, AR LR E L, B E U Aefb ik B AR AR BRBE T % T3k B
EXRETREH S, IAHEHRIIEY, RAETHATHRKFETZAHREG, HFHH
IAERRF. B, FELAEMKREZFR@GEHE, BEFRT, RMUelt, HFHUHEE
AL FEBIERT H T, ZAVE F <% AL TR A B3R E 509 LR T 5 2 HALH KALH,
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) R4 3 B A 2SR A,

M (BE=K) — 1 ZREER / XKEBRRAE-FHFR (David Joselit) SIANEE (&
5% 2IBETHURZAR) (Heritage and Debt: Art in Globalization) t2HI T 2NN o
FHFAFERTREE | EERHENA  ZARENT RKUBUEEMART - KIEBANZARIEEME
BRFEAEMN o MR EX TR E X BLRHNXBEHENS EWHIENL - IFECENUARMERE /
HERN ERBUAIERMNZ AFIZEH A - MEERUABE TREFENRSIERI

REBEBXHTXAMKM T ERFAREED - BB o IENA TR AT R R - 2RI
BETENZRNEN AL - WREAZEEIEIE T - MELIXARAN - ERENEXNFTS
Fr FERNESEXN  TERRIEUERX  ITEERENERELHERN A EBEAEBEI XA
MER « XAS2E ZEHSEN - REFHEEXRARGE - TENEAR  HBRS—MSULBZK
TRERRLSLANE  SREZRE THAMFNERMESXKIER - AT - ZANEX LTI
FHZELTSPRES - BRI o

REWMLL - ATUERERASIERMEZ BN ZARAETHEN XD - ESIEREXAHES  HERR
BEERAENHEMN  RELEWEHEMEN - MEERXUHAERERURLEN  H17] - REZAR
FEEARLRL (MALD -~ £HNEME) BTSIEEXEINE - EX2RME NE TRIERX K
WiE - RERERN  MENRBRLARE - BFL L  XEECEEHIHATEEIME 2B -

BhHEEERIMRERRASKIEERMEHTH

LU ERRIONGIE RS L OETHALRT o ML VA TR A NSNS METS -
EEETRRNEREZ TONEZI c AURZREH - ISHEEETIAHEDIN / BUFHE
X ERENEY - BFREANEES BEUIRE R+ - B R BENEL55
CANBETHTS  SATRUERS IR L TFRETOKEBY » MRERNES L NS
EEXAHET  RERBANFESRFARINEERS - £F 0 BAFSHENTRFRE
RBE -

FIREX. SHRE. SRBEECSHREBRFEREZETHEARR

AR HEREEETE / MAEXMENZEARTARARINRT - 7177 T A REOZ RFREWA
12 - AR T AHITEBNNEBE X T LERERNE  JEREX - BEEXMHELM
BEEXFARANENAXARTE B2 N TEABNACHNERZR  EERZARNERIEEIFET
TRERBERERLR - MIBEANZARREEMFHEXZERATEEERD - REME
RREGZARINFE  EEHAFIEABURERHERNEEDRE - ERZARBEAERIT - R
ZHBERTHEERZARRTNAGENEN  SRTELZRAREIENEE -

BREIER 2SN - HEI ARITHESHISESNERZREEIREDNEE - RELE "ZAREX

BESZARHRTEEARKRENRIKERAWHERIEX - AR5 EHENAEZMEEERZ
EREEAFENEERBERT2Y - EFENTE - EREEVAZRANREEER / KEXA
RUAHEN I o XML EE R 5 EBOANLE X VR - TR LUERE X B BT AB R T o)
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DR ER—ELFATERHRERSHRE « AM - IEFRAWMLL - FEGEFEEBEMIRBRFE
DUE#ASSIMBUE ENBR - BNFESFRERENEX MRS EEEIERAN

RHEEETR  RIRECZARENYEREMITENZ2REEIKERD o LFAINEENRE » K14
%7 | TFEBRZARRBERALERNZAREERES DZUNEBRZARRNE DT o ENMSAER
AINRBRYE » REUSIBRZARFEFATYE - IERBHHIA N —ERREEMRENZEARTESTL
%o ZOPBBRIMES - Bl L AR ELHE RN FELEHIFRBEFNERIEEEFRRE - EURAER
MENRIFD R EELEZI - A - MTERBEEHISCEFRE - B2 KRR B8 % i
NTERBEBRENAZLRZE  c REGAZAFNERZATISEFAERAEE EREURTSEN
REEXMHFEXERET —HE - EXFERKRATUNS - #8T EET NWAXNREXLTEE
SCETTREN - FtEFMEATTERE - EXR L - BLENZANEXNNENTREMHITL
ERXE  MAREEREEXHES SN -—LZARSHREZAFHFTEIXFEENEBRTEE=E
ESIENE IUNmAARIEHNEURENRAMS "BES TEN (RE) SEREZARES
HE2 AL o

FERBHALEAEDBNNEREL LZANSERALUZRRE LN 2RZERFNLMRER - 4
R NTEMRERZARREARIXUZERFEMS  IXEB— M AIBREERE - FAZ EZARRN
FERBFERMNAMZARNER - ANEFERMMOERFETR - EX L - LEITRKERFER -
K EZARIEREBI / BUMERZARNEE - MIRERITEALALEZARAR » DIMRBARXEARITF
R BEAEERESERZAFHERK M IMEAHSEEFELRIEIERRENX / SISHEXHERNE
EEXN XN - fAEAEREXZARNRRERZESRKN  RERABEEEEMFINZARR R
NEEA=NIR o ETWRRKRFEMLRMAT REEUSHI » BRAZABHFNLT o
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MEY R85 3R
—ERUMAHA SRR

FimiE

PEZAMREEARAMEAIEERMREEE » HARA - FEZAMREARERER
AR - BEIMRESID o« TIIEARZEAFBHIR - 2015 F£5 9 BPEEABIREFS
WEERE -

XTURZANNARRERNENNRE  EEAZALIRERF - “THERW 1945 F" 20t
4,60 MR 1 “20 tH42 80 " MY ABMEAURZEARNERR - MAAMNEERE (LLZR)

(Contemporary Art) —HHEE « EEZ R TR RKEM L BRI HRET (Julian Stallabrass)
HURZRNEERHENRETR—1989 F » BAB—FEREBEEAN—RINTFEREGF—TE
ES5— BB « RRERNESIRBESMEN ST —FRNE— N ELRIFINEFT LR o
EXEEE > WTFENMAEBEMS @ 1989 FEB L2— M INAKNES - B - 1989 F2EHUTH
R—ARRAREF » FEFELS  BUBHIXH—RETEXRMRZINEN c NEFEX Fit - 4
REAMBLIRUHRWER o

ZFFHRM/R2EE (Herman E. Daly) A2RUMNENE @ "2REEEEIEHES - &
$§ ERBUMRD R EEARZREINZ I BHADERFELERFE—PEIREFHNES -
FrBEIRK  TRUERSMHBMALRE - MEBEIEZERK KA ANBLHEFRME - -1
M HEREFLEMEE — PN EAWHRZFERFBE o

ZFERURNUTR T RERRESZENERZ - HERTEREXUZENERE - #RARNZAR
ERT PN ETMABNZEEARKEBAILGEANES - FERUTRNZMFZERBENZER
KFHEL  ERXEETZREFMERAKOEE » AR T ERREMZREFTNIES ° MX
LERXENREDNANZZARNEDLE - BRI - REANMEVWNRESH T ZAEHNER
MERBAFRIER o

"EEEX" (universalism) ~ “ZIEXXMLEX" (multiculturalism) 1 “£Eki#hAEN" (global
localism) 2HAZARBEEERBMXEEEMA - KUK ZRNEN « BHEEFEXERASN=
MR ©

BEEN B-MEKBEMIE - Rk - EAMEFHSED - ASAZEEBENTFENAN
MMEW - IMNERNEFERFAS AZENE B EBE—VIHIARBUNFR - EEEA

Oo75

KN REMNTOHERE - BEEEM G ERTENLE AN (TS SRE N A TR IR
MR SMARHEREHE EE TRT HWERA" 3 HRERAR - R FREMEBEES W
_/I\:/H\:EAD’tE’\J*EE/B\ °

fRMERTEL (Coco Fusco) i1 “EIRUKE T ZAEFHEIR - HE T MES XUERENLESR -
ERZARBHBANVHFEENRALREE o7 ([R] RAZEERAREE - TiRiEF - (HRZER) -
IMEHFE MR LR - 2010 F 11 A% 1 bRk » 55 204 71) M\X A HIE SRR VIMZFAEEXT A KERE
DEMEBXIINER  BAEZRNE "BEEEX FAEENMEN - FRBECTHBETEHEXNE
RRENAG - fBENAREEL | "IMEEIFNEL  RRERNINZARERHERS nEA
EiES - BB TH—PIEKHT B R EXEFNE TR B EE 7 — B RIERZEAR o

([ ] KRR FER A RETE - TREE - (HRZAR) - INERZSRHRE - 2010 F 11 BZ
1R - 58 282—283 1)

BT (EER—XFZ5 AR —BPXIRFEHEE : "SK  TiCEHESHERERE -
z*ﬁ%—%‘ﬁm—ﬁ\ﬁ—ﬁ’ﬂékéiﬁ% o i XRRANBXNEFEEXTZAR » MEXAHEEEMFRFE
MIEE » ENRANEBH T EEMAEERMNIANESHNRF " ([(X]MEC AHEE - &
Ri%E > (ENER—EF5Z2ANER) - IHAREME - 2007 F4 BE 1R £ 7 0)
ELFERUER  HRZEREEMEHZ THNBE - XRIMERBEFEK (Homogenization) KIHEAES o 4
B EREDEEREEIN/RF L (Edelbertkob) HIREE : "MEEHE  ZFELEBELH
m— A ERE T —HERKXE  ZARBEIKERKRE - IFZ2HANER - HHEHARFTENRE
XUHMZARNREHRANIIRBENTEE 7 (R EZENREAE  (BRfHREERES) @ (=
AMMER) & - 2005 FE 6 #5 » £ 115 70)

LRXHEN" HNERUFROXCERANER - TREEHAEPRAEXXCNERY - HFETFHE
SR SRR LI FRIBUR AL o

ELURZARHIED - 1989 F/LFRNEBRERMZAIUEHOEDN "REANT MECBERE
ERNEZEDH "BHNORE BRFPEHIOADPSINTENSTXURESR - XM DREITH T B AZER
ZAtFRNE@E - iﬂlEEIAéﬁtzﬂk?%—d\?’flBmz,izz%HaT—JﬁZi’dz o B TIETURE —FAH]#E
3 EXFMEEIA - FFEAZARKAUS BAZRKFRFAL o ERMBIN IR - EEEBERNFR
ERTZVNFRMFERXRBEAWHFEFABZAREF » BITUEIERKBEZHEFEAAZAR
EmAY=AR o

TEEEN 5 ERXUEX HUFHEKRFSF  BRrEERBERVERELORGHERELE - MEEE
BMRARBERNE  FEKRTERMEZREFEFMAL

MERZERE (EEMT—AAERNEKA) ZARPNSTUESGHTTHHA - 1558 T XE—1F)
F i "EREEAZRHEXNEENINER  SENEERMNMITERT X (suttee) HIHMIIE
Blfe RMBEEEENX KA ZENL E—RERIEHEE - TIE-WE/RIEZE (General Sir Charles Napier) #
EEREIMXMEZTEXNRNE - M5t RITTEEEZEEARIEMIINE - B o EERITBERITN
N8 - BBEAEFE—NEENLZA » BRIRSEMNTNET LRRET - BHITEERIE - REBIR
TTSERE - REESRENZE » BRNAREBSEE—NRMZE o fRITRIRITNIBE » BIBREK
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MNEED o 7 s "EABENDBHNMEXXNNZ TENX - RENERAERT TAAEXKL -
MIaREE T B2 o EFI - XEZTEXF BEIEERNT MBS HE RN |7

( [mn] BximBRE - ghEF - (RERT—AAURENRE) - HELRT - 2016 F£8 B
551 hR - % 265-266 51)

REEEEXERANBUARBAXMESR  KABRAAFF - ERTEEHENUNES  NEt
BHAEERNERNZERMDATFEEERNESTHBHNE LHARE . ARRFEFISUL AN EXEER
AIHENEEEX ZEBEER  TE] "SR XUEX 5 "EEEX ZEHAR - EFEEREEA
TS EREI TR "M AEX WEZARPR -EXEFRK T EXE—MITREN:
XE—MAMTERES RAE B AN EENE HEAERENESRER L XUHERNZEARE]
PR o

UTmERZEARNMENLZNEFRME—EEILR

- HZAREARRNMEMNEANWREET EXBAURERTHZEARR

1~ EHAZANE  FEANNEZHREAKUEETERZIENME - FEEARELETEE
HRRIELSY o

£ (HBHRZAR) —Hh - IEmhESE © "WAEXLENE 20 - B AMSERVAIRALRT
WMRZHNE—HETT » 20~ BIRZEAM - AREINIESHBNEARNERSEM -7 ((E]
KA BB R R - EREF - (BAZAR) - IMERFSHREME - 2010 F 11 B 1
iR - 85180 1) EZBH  FEXFEZIIENTNBFENTENURZARRKRE » HMEXKHH
NHREART ZRRAA ~ 1K~ E XHES - SEMITRRERARERE - S28MEH -
BENBIEEZARRELN/RE/RINZ (AngelDelgado) ~ AIZE-ZANR-FEFHE (José Angel
Toirac) “®BIFF (Kcho) MIZErF/RF4EFZHT (Los Carpinteros) A EHBEAREANIRESE
HiZEh (Gerardo Mosquera) ©

BURE - LRTHAAAREEN "HMAZAE" B—HEXERASTBABSEZAKARNAE - FLHE
AERIFHRIEZENEEREN B ZFEEE MELEFAAZABEERENXT "Y
RER" WEEF - BATTUEZEFILMNNEN « EFAMNBHAERNEDNRIE « & PERM
ENHREZERKEIBILE o

EUEREMRZIE L ZEBENEEAMZARERELNEZARARZREIE FE /R (Anish
Kapoor) ~ZEEZBALZZARFA-F/R%E (Kara Walker) ~ EERZAZAKRFTELE-BIEF] (Chris
Ofili) ~ HAZAXKHN LFE (Takashi Murakami) ~ FFEAZZARKRFFM-REF (Shirin Neshat)
e T L Z RRZTET-F=/RYI% (Doris Salcedo)  ENELZZARRE/RIA-HEE (Shilpa Gupta)
MBERBLLZAKGETTKRIE (WangechiMutu) %% o

ERFIRINE  AARRUENKRZE  PEZAEERZI LRMUTSERS - EEATRE
SBIBUEE « HEMS - B 21 HLELSK - BAERZARBEENEERFEHIOATHHRELRZRK

or7r

BERHN AR - BIMEXLEZARAFNHEZ AKX FHNES - FRT EEINERHARET (HRZK)
—HPRIWFEZAR - MAAELZBINRFEBEEER « KER 5778 ~ E8E  IKE ~ R
2L~ EKBK ~ BRER © FEEEER ~ B7RBR C SWANR S SRR SRR T Z 0 KR TR W BRE
TiaZR ~ R EANS XeE MR E EURE - FFL EE BREE RE BDCK CBOLES -
N BERERKIEN c FEZAREBSAHEAX—RAMERMREAES L - FEBREEMFRZAKR
FHSEINF - X7E 30 FRIZNARKRH - 2D - FERSREORDE - EENZRERKKE
& o RIRUANEFELFTRETEARR  BE_=Z+Z2EMEFEMN—ITRAFTEENE=HEER
W THRBEZREFE - BESPEZANERAETBXENRL - NIAERHERTFEZRE
EFRZ RFENFTZBENAGEHAL

2~ HHRAZANE - KEARRKBTEBEARRTE2TFFNMAL - TIERIERELEZARUERR
BEBEARRDENLBNE -

BRTY MBEMABAENE  ERSRZIREARAKMMEIMBREAETERENL o KZAKMUELZE FRH
RZIEEINEENFUER - —KEARHLZZANEN - MIYERETERZ B E—HZR TR
MEAHERLENERTRTHEESD - HRZZAKBET B -—RLEEXBRXMZARIMEEE
BRI FENDRER - MENFT REARESHBEHAEREB @RS - KESNELEARKE
BIMERHIRNL - KMEEXZINMESTBRRE - LZEARAREKREEMFFE - XE - MUEZRNES
MelEEM L BRBELFE - MEEMERN LERMERFF - XL EHRZAMTF - TEEMIE
ERER - REEATHAZRNMENSEZRR -

BAFIYAZARZRAANARIZEZ— » KA T ZRT —PMERLEREEZARZME (822G
HERFERZR) - ARNBRAYRZARNBERALR TR - EREXR  TEZARERRFIHN
ZARPAENAENMSENUEERRERET —ENHEEY c IRFZHEEANZERNEE
BEYRZARZANERFZAENFE—BEUZAKNAE  MERELAZBBEHITELE A
FHMERZZARDHE LHRZREENE - BEEBAZAREZERNEARAKBRELELEAR
UM ERFEAL o X—RHEE 1989 F2EER THIENSM » ERAFIERZAME  KEZRLFEET
HEETI o RRMAEE EMNEERYAZANBEXERNHNBEARLZHREHZEZAR » RAFEHR
T R4¥F (Vanessa Beecroft) ~ {RA-F4E (paolapivi) ~ HAIF I -HEEF] (Grazia Toderi) ~ ALk
FLEE (Lara Favaretto) %55 (Sissi) ~FARETIEER (Silvia Camporesi) ~ BRI HEI IS
/R (MariagraziaPontorno) fFEERUIETFF£- & H/EHRF/E (Francesca Presentini) FRZLTEAREL
HEARENZABREFRERZ I - AR YR Z AR B T 58 -

EERYRZAR  RELZEAREAHELE > BRT ESGRINFERALZZARTIERMNZEARARZH
XEBFINE—EANBREEFNERT | EELZARKETFH-LEH (Kiki Smith) ~ F8-&2 (Cindy
Sherman) ~FI BN (Elizabeth Peyton) ~2EFEFI-4E (Cecily Brown) ~REZZARAKER X
8 (Tracey Emin) ~F=hr/AkHr (Sarah Lucas) B4R (Jenny Saville) =X ZE RSt
57 (Marlene Dumas) MEELZZARZI-FAEX (Anne Imhof) e

BT XEARRBENIES - LHEMITR - REAMBYIEEREEMRZAROLABBEZEK - FEH
REEERZRLES BENMEZL - BHNRTEEBREZARRZEN L AGHEFKBS - FERFL
MBS HIMRT -
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3 EERERA - MINEXRSHRRERF/RE - SEUAZARREFNEEAR+7EE

FMEREERETNEER « BRIAE—# - BRZREFHXBEFHEEKSIE - ¥ TR
EZARREN - HIBH2E5 EERREAMEBAL - AEERENANEELYRZARERNE
AR EERLER @ tBRBFTEERNEDMES - SHEMENRRIMARNNS - HRE
SEDFIMAR RN R o B - TANERSERESEFNELEEENE  RAEERZANRK
- BTRERHERFE-—REFE  BERRMEFTANES - FEANMNHBERR LSRR LR
PRAWEARERM - fId : ERFIBZZAREESR - F485= (Maurizio Cattelan) fIEA
=R P R EIYEEEREAY - PEZARKEER © 3KE « fRAMAXENBEHNREE
EAY - FEZARREBRILE/RZRFIL (Olafur Eliasson) IEHAASETERM « F4h - BE—LZ K
KEEUIHHHEMERBABMNMIRERRXEZZ - fIdl : AN Z AKX R REFERE (Matteo
Basilé) BET 2009—2017 FHEMNEEATEERLEET 8 FiHE o

- MAMZEXERT FEFREN
IEARER R REXMRELHMRASE XESRE RN T OO E CFHIES o

B-IERIAN » BRERRZZAREGF LGN  REGIARZARIBHLEERSHNEARR
RIS - R EBBRAIMER A S EORESHANZEARFEFTN - AHEKRK - X2—THRA
HBRERRRIOIMTZI » HAAE - XZEXNPEAREUINELLELES TNE S FHE
RHRELGEREHTEER  FHA s il EX  REBEXMIULEXFRZHEERIK -
BIMFERXEHEFEESLUERNAERRKANEE)E - & NAKKIBEL A RN « SEfRE - 24
HREREERCATEEZA  THAZANZERZRFURMSEXZAER - BHNORZE
XRBRZFEARRSEXEZERE T ARMIE °

N
/8

BHAAE -4t (Marcel Duchamp) £ 1913 FRIEHE—H “BIAGE™ (readymade) ZARER (B
TZE®) (Bicycle Wheel) HIRHE - fHERAMBIERZAR - REFHN  HEEMHORZA - kRE
FH TEER EREBATH THNZEAMFNES - X2 "BEZEE MEEZAKEBFIEI o
MEZEARMRERBEHMERZERTRNTE !

F—H R 20 1 50 FRAREZAMFMEE R "WEE" TR TEXMNZER o N@- RE
/R (Andy Warhol) ZEFFHEFI RO RRFAEINETBHE » UREEZARKEF/R (César)

RIEFIREINTERT T EENIFEERSEFH - HATIUEER “MWAS" NEEmERt
FEHEEMIE 1962 F  HEEFERNNE-ERS (Hans Richter) MEHREE : "#&
A IR ZAFINEEN » KEZAR s ERZAEE  Z—FRBHENE » BREERFEEE
XEINERATHF - ARRKINMERZ RNRE - HRIFRZBEMRAEZH o MEFTHREF - B(15]
KERNINE G EMNPERITEHEZE o HIEREM/NE RN LT ERAE -
MSMIBERINARXLERARESEZNEMBAREARTE o7 (This Neo-Dada which they call New
Realism, Pop Art, Assemblage, etc., is an easy way out, and lives on what Dada did. When |
discovered readymades | thought to discourage aesthetics. In Neo-Dada they have taken

my readymades and found aesthetic beauty in them. | threw the bottle-rack and the urinal

o079

into their faces as a challenge and now they admire them for their aesthetic beauty. Il The Andy
Warhol Museum,New York: Distributed Arts Publishers Inc., 1994, p. 172) #t &)X ER1ESSPR_ L
INTIREZARTFIMEE X ZRAMZZ ARIOEEE I Z T

F_HRELMUNALRERZREREZAR  fTAZAMEEZARAER TREENRMENZER o
BRI ESK WRZABBF TERELEXZAMIKERENZARNAEINE  EANE
BEHEDRE  MEEANETR  EEEBITENE - UM EXTURA “FRKEX"  (Post-
Conceptualism) @ EARTREWZIEXHNE  BEIMRTEEINTHNAS » MNMKETXHE
AREXATEER ©

MRBMKEZARMFIMKLEXTFSR - WEEARELIFIR T BVIEZHHEE AR T HRZARNE - /5
MSEX" ELEBRT —MEFAMTEENES o Y - “H2HMEBZR WAOSTHEER » HAZAK
MNBEARERE ZARMFTIMEE X ZARRIBHEBREFE RN RREHEREZAER - BAS
BERMAS ZAKIBERUIRERIEAZREWERIENT o I - "AAEZAK HAZELT
i BT MEIRHER  SREARRKLEEMERIOFE - SHFTHEHEFE » Fal 2 EVERARRNAA
ERZREMER THERAEARANERNE ] o HNEARIFHREEMET - 5EEBIHED S ARER
FHBRURSIARBRAERE X » SEARARRUNEREX » AALTRZAUAINASHZER - RE
M HEE XA BERSI AMNBNERA » AiFS SRR - RENZEFERNYXERSIANMRED -
BEERE TEREXRWEE o IENEENAREY - BTHRZRERZERL LHNEERK » S8
ZRNFZR+ETERN  ARNZAZARAEFEITE - THIENSHEREDHRRE

%

HTRIMEMRIERBERS - BRSEHEHES  HRZREEBERT "SRIKEARN MBENZER
BRANSRAEEA YR ERCIE I RIINE - f40 : 2008 £ 6 AZE 10 Bia » RATME
EEANFR LR T RBEREZAER (A29%%) (The New York City Waterfalls) © fEGRIEMR
ENEERMNEARLZSBHXHEREESNEEXE PR EERIXIEELNIN R - SRR
ROV BRI AR EARIEIREUR - BB RARNKEFEAR o L AMENEAXALREHRES
BRIV AE S » AANFRIEENRIEERD c IPMMENHER—TEEAESR  B@ES5HLE
MEEFTNIERNZERER °

2~ BFEZR - ABEARMNEEZREAREFNNEREISHTF

BRTY RN SEXHNREWE - EFERERBEANEZIN  E=Z+ZF - ANERELIMT RO
HZAREE - BRLRIR - NEARERGAE  HRZAEERENHEY - FEXEHFZRXRERLRZAR
HREMIERIE o

HiIFENERNEFEZARIEARZEARTREFTANMIIEL  NROVBREGE @ 2 EBIHE LZ0E
M _H#=sE - BE “EBIIE"  (Virtual Reality - 858 VR) 1 “AIEm" (Artificial
Intelligence * 4659 Al) - IHHEHEARGERGUWEMAREFEF TR TRAIM T ZHRL o EIIER
WEER  BFEZAEREBHEMNALSRZ RER BN I OB EERD o FEATENR
PHRX - ALERAIIRBANE &) - ARBBHMEMICICOMNETERCERNE] - NME
REE ~ EESRUTER AR L o AIUFALKNE - BFZARRBERBRWEKETE - FRORZINER
KZARKEIR ©
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ETHERS BBRNNESHUAEMARENMEZ REZE—MHNESE - BRTEZARARSZRRN
RHWEES R BEWMEEROSHEIRE AT UL AMEZ RCIEN R - BREERN "=
B ORBAMEEARNIEN K BIREMREEINNEI AR o 40 - EEZ AT L 2fifE
#% (Tobias Rehberger) 2003 FRIERNEREZAEM (EHR L) (Seven Ends of the World)
HE—HETNEEZHEERIMOIMEZAR - tiA—BRNEBSKREH T —HETF SHKET
H—MEMMXBETUNESR  RFEREAEHY - FEFENE » BBESIRFHUAEEELE
BAMEE RN - BRNEHR SRR AR BIRHATS o

ERTERSATIEREYSERRESEMENMARIZT - HMNED  EIEFRIEALRE L
BRNCERE S - ARERTIFLRIFARENTIYMT - #EEERIERARVEHNKE - B
EYZRRBMRNERZARBETETIFLCNRENOFIER U0 1 EEZAREEZERREZ FX
(Eduardo Kac) 2000 &FRAEATIERAEER T —RIEAZARIER - BETHEERIENRF (f
IRE > ETHIE %R T)  (Alba, the Fluorescent Rabbit) - iZfERAVEIER Bk B E/AESER
EBREIHFERBZABEENRAR “F/RE" (Alba) » ZRAREERZARAZNEB TEM T1ZER °
S FMEHENERZAIERBAEL - ERZAEHNZE—EFTEEEE REIERE NS
BIr B HEIEEREZREMERNTRRRE

3~ ZREFELMT M - KBS ~ XEHR ~ WiESED - BROFUOESHERAERZARARR
KIEWER o

ERURET ALENETMEFTR  BRETALKWBRBUIMLREN - TR T BB
A REE - XEEMEA T HANZARERX OWIRA - EEBUAREZ/R-FEW (Samuel
Huntington) #& 20 t42 90 X » TRENR R EERM BB AR RN X EZR "XBHRE™ (Clash
of Civilizations) FEZM THFAIMEEL - thHFEXFE | RKMFHOEFARPRREEER
XAWMAZRIRFESHNEZFH - £IRBUENEE AR ENEXANERMER 2 B#HT -

BRI ARG EELIRBUS ©

XK AR EFGIERNRR B ZBARNEXZ B AR L XREFFANEAFRBEERSI
ANEBHFEERHFW » 0 RERZIMLEIE-ZEAE (Andres Serrano) T 1987 FolfF
THERER RPOEE) (Piss Christ) - B—IEEEZHEENERRAECHREFHIBERER °
EmT 1989 FHELFFTHMMKRAHRZARFORELN - IR T EEUREREIRIE - BAM
ZAREHENAENZFERTRT TR - BZHRTIRORBEA LN ZERSG T T ERIMESR -
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MU ARELEERNEHIENEZE DR - 5B REXNANMNSHBUAEBBHE A YR EZRKRNEIEE
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ANBH  AFFASAZBENKRIFSHLE -
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£ 20 t42 90 FRZET - R EIBERKRARMEITNER (1893 F) BHEEZRFNERE (1951 F)
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EESNER (1991 5F) - MARKSEKEURER (1993 F)  HEYCMNRER (1995 F)
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ﬁ’%% v 2 o [ BE] AR - A, EAA, SREAR, WEIEE, (4
Z 2

= i REA) | TLIHFFARMBE, 2007 4 6 /3

< [ 3R] W B, W - PHERF, ERE, (CUHUER
Julian Stallabrass, Contemporary Art: A Very Short B 8—— 1980 fEBUS BB AR ) | T SRR kL,
Introduction, Oxford University Press Inc., New 2011 4E7 3% 1 1%

York, 2006
o [E] Jehhilb - B BEE ()i b - AR ) #F, MEURYE,

Contemporary, Laurence King Publishing Ltd.,
London, 2013

- Gabriella Belli, Carlo Bertelli, GermanoCelant,
Ester Coen, Ida Gianelli and Valerio Terraroli;
The Art of the 20th Century: 2000 and Beyond
Contemporary Tendencies, SkiraEditore S.p.A.,
Milano, 2010

+ Edward Lucie-Smith, Artoday, Phaidon Press
Limited, 1995

+ Edward Lucie-Smith, Art Tomorrow, Finest S.A/
Editions Pierre Terrail, Paris, 2002

+ Peter Osborne, Conceptual Art, Phaidon Press
Limited, 2002

* Roselee Goldberg, Performance Art: From
Futurism to the Present; Thomas & Hudson Ltd,
London, 2001

- Helena Reckitt and Peggy Phelan, Art and
Feminism, Phaidon Press Limited, 2001

- Simona Bartolena, Arte al femminile: Donne
artiste dal rinascimento al xxi secolo, Mondadori
Electa S.p.A., Milano, 2003

- Vittorio Sgarbi, L’ arte é contemporarea:
Ovvreol’ arte di vederel’ arte, Bompiani / RCS
Libri S.p.A., Milano, 2012

- Angela Vettese, Si fa con tuuto: Il linguaggio
dell’ arte contemporarea, Gius. Laterza&Figli Spa,
Bari-Roma, 2010

- Angela Vettese, L’ artecontemporarea:
Tramercato e nuovilinguaggi, Societ aeditrice il
Mulino, Bologna, 2017

+ Enrico Crispolti, Come
studiarel’ artecontemporanea, Donezellaeditore,
Roma, 2005

+ Angelo Capasso, Sadiefaction: Seduzione,
economia, arte; :duepuntiedizioni, Palermo, 2011

FE| PR - C. FHESF, EHRE, (ENliH—R?
HERME) , TLFARINRE, 2007 44 A% 1k
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Tides of the Century:
A Recalibration of the Art World

Caitlin Doherty

She is currently the Executive Director of the Jacksonville Museum of Contemporary
Art in Florida, USA, and has previously served as the Deputy Director of the Eli and
Edith Broad Museum of Art at Michigan State University.

2020 has been an unprecedented year around the world. In the United States, it has been

a year defined by several specific, yet interconnected, issues — a global pandemic; a deeply
divisive Presidential election; an economic crisis not seen since the Great Depression; civil
unrest focused on social justice and civil rights issues; and the resulting questioning of
established systems of power. Every aspect of life has been affected, and the art world has
been no expectation. The art market has been deeply impacted as galleries and auction
houses have closed their doors, while biennials, art fairs and other large-scale events

have been rescheduled or cancelled. Museums too have been challenged to reimagine
their core operations, their commitment to community and their care of collections,

while artists themselves have struggled to adapt to emerging “new norms” in an ever-
changing and uncertain economic, creative and cultural environment. At the same time,
society’s need for art, culture and creativity has increased considerably — a slower pace has
encouraged, perhaps, a focus on priorities, and a recognition of art’s cathartic, nourishing and
transformative potential. Art has become more necessary than it ever was before.

In this essay, | reflect - in necessarily broad terms - on some of the ways that artists and the
art sector as a whole within the United States, have been challenged, how they have changed,
and what these adaptations point to in the years ahead as we begin to anticipate what the
new tides of the century may bring.

As Covid-19 surfaced early in 2020, the world began to shut down, as global travel
restrictions started to emerge. By March, the European Union imposed broad entry and
movement restrictions, and the US extended its travel ban to most of Europe, itself soon
becoming the next epicenter as the virus spread. Within a few short months, following
decades of increasing globalization, travel and entry restrictions had been imposed in every
country around the globe, “ushering in a new era of global distancing” as Anthony Faiola
described it in the Washington Post, and continuing that, “the way we travel, work, consume,
invest, interact, migrate, cooperate on global problems and pursue prosperity has likely been

changed for years to come”. 111

In recognition of this perhaps, and despite an understandable eagerness to return to normality,
increasingly we find ourselves talking in terms of ‘pre- and post-Covid’ realities. This is only
emphasized by images shared widely across media outlets depicting once busy, now deserted
airports, empty city streetscapes, and wildlife returning to previously uninhabitable urban areas.
We have seen what happens when we press pause on the world.

Indeed, ever before the pandemic, challenges to increased globalization could be seen emerging.
This has been amplified, however, as the Covid crisis has continued, along with the resulting
economic impact of lockdowns, rising joblessness and a weakening demand for goods. Global
distancing has been mandated - from discouraging individual person-to-person contact, through
to rising economic nationalism and protectionism — and international cooperation has been
threatened, “reshaping long-standing cultural, economic and political relations in an increasingly
polarized world”.

Thus, beyond the economic challenges that this context presents, the threat that an increasingly
insular and disconnected world presents to the academic, cultural, creative and artistic industries
is also clear. While the strength of these sectors is often grounded in tradition, historical richness
and a ‘sense of place’, they are also in many ways dependent upon interconnectedness, the
sharing of ideas, creative exchange and collaboration. It is imperative,

therefore, that despite the current challenges, as we ook ahead and imagine a post-Covid world,
we continue to place value on shared histories, knowledge and different lived experiences, and
work hard to support and provide opportunities for continued cultural and artistic exchange.

In recent years, in fact, the art world had become almost synonymous with hyper-connectedness
and global mobility, and like every other industry, it now must adapt and pivot in real-time

- questioning and analyzing how best to proceed into the future. Losses were felt almost
immediately across the sector, and by August 2020, a report published by the Brookings
Institution, ‘Measuring Covid-19’s devastating impact on America’s creative economy’, estimated
that there had already been $150bn losses in creative industry revenue and up to 50% job losses
in the fine and performing arts.

While this is alarming, in an interview with The Art Newspaper, co-author of the report Michael
Seman also suggested that the Covid-19 crisis may offer an opportunity to look at how the
creative industries operate and are supported in the US, arguing that culture and creativity are
key sectors (along with science and technology as well as business and management) that drive
regional economies. He states:

“A large number of the most creative, skilled, and savvy people in the country are out
of jobs simultaneously. How can we harness that resource and develop collaborative
projects and programs for them that might foster interdisciplinary work, enhance skills,
and result in innovation in process and product? Think along the lines of what Tokyo” s
teamlLab and France’ s Th ¢ oriz Studio are exploring and creating. Perhaps this is the
time to incubate a ‘Creative Economy 2.0° across the United States that is inclusive,
interdisciplinary, and intersectoral.”

Repeatedly throughout history, the art world has gone through episodes of change, adaption,
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contraction and crisis, remolding itself based on current economic, social and political factors.
Similarly, the Covid crisis has highlighted the need for the sector to recalibrate, innovate, risk-
take and experiment, and solace must be taken from the fact that the creative industries, and
those working within them, are surely well-placed to address these demands.

Indeed, the ever-evolving nature of the art world has traditionally made it a precarious one,
and many galleries were already reporting financial challenges before the pandemic due to
sharply increasing costs such as those associated with participation in fairs, biennials and
exhibitions around the world. In early March 2020, the Armory Show took place in New York,
closing just days before many European cities went into lockdown. Art fairs around the world
began to be cancelled, auctions were postponed, and by mid-March, galleries worldwide had
locked their doors, loosing sales and hemorrhaging income. Soon, New York itself become
the epicenter of the North American outbreak, and in a stark juxtaposition, the famous home
of the Armory Show, Pier 90, become instead home to a US Navy hospital ship moored at the
pier to alleviate the strain that the pandemic was placing on New York’s increasingly over-
taxed health care sector. [[MAGE 1]

As the crisis has continued, of course, many galleries, have not had cash reserves to
withstand a prolonged shutdown, or to accommodate the adaptations and restrictions
required to reopen. Various assistance and stimulus programs, such as the ‘Paycheck
Protection Plan’ designed to support Small Businesses, established by the CARES Act
through the Coronavirus Relief Fund, have provided support to State, Local and Tribal
Governments across the United States. Despite this, however, many galleries have laid off
staff, downscaled operations, or closed completely. This reality was highlighted by a recent
report, “The Impact of Covid-19 on the Gallery Sector’, published by Art Basel and UBS. In
recent years the global art market has been a steadily increasing $67 billion-a-year business,
but as the report demonstrates, in the first six months of 2020 trade in commercial art
galleries reduced by almost 40 percent, with more than 90 percent of those surveyed having
closed their premises, and one-third having downsized with layoffs and staff furloughs.

Despite the uncertain economic landscape, sales on both the primary and secondary art
markets have still taken place. Many have been eager to buy as investment, as well as in
reaction to increased home confinement. With this in mind, the Art Basel and UBS survey also
included an analysis of the spending habits of 360 high-net-worth collectors revealing that,
despite the pandemic, 92 percent of those surveyed had bought a work of art in 2020, with a
majority spending more than $100,000 on art during the previous six months.

Predictably, dealers have also become increasingly reliant on digital transactions. According
to the report, in 2019 online sales represented only 10 percent of total sales at galleries
surveyed. In the first half of 2020, however, the figure had risen to 37 percent, with one
gallery reporting that despite a 20-30 percent drop in overall business, online sales rose from
15 percentin 2019 to 70% in 2020. Interestingly, about one third of these sales have come
from online viewing rooms at art fairs, experiences that attempt to replicate visiting a booth
or gallery in person, with some, including Abu Dhabi Art, for example, offering fully immersive
virtual experiences with VR headsets to their VIP patrons.

From an experiential perspective, of course, the digital realm certainly presents challenges

for galleries, fairs and auction houses alike. The importance of seeing art ‘in-the-real’ before
purchase is understandable, while the distant, transactional nature of the virtual experience
further removes a vital personal component. For many collectors the development of personal
relationships with dealers and/or artists is often a particularly important aspect of the buying
process. Even where in-person events have been able to open, or are planned to be revived in
2021, new expectations and protocols to mitigate the health risks of gathering in person have
continued to be in place, and will remain so for the foreseeable future. Health screenings and
temperature checks have become commonplace, along with mask wearing, limitations on visitor
numbers, and a maintenance of social distancing. Timed entry and time limitations are designed
to allow for as many visitors as possible, and floorplans have become directional. While such
stringent protocols may lead to only the most committed collectors participating in future events
- arguably, a positive outcome for dealers and artists alike - the experience, in short, will be
different. The social connectivity with friends, colleagues, artists and peers that is so much a part
of art fairs and events around the world has disappeared as we are forced to remain distant in a
new physically, and metaphorically, sterile environment.

The need for personal connectivity is equally apparent at auctions, since the theatrical aspect

of ‘performance in front of a live audience’ is difficult at best to replicate in an online format.

The momentum, energy and psychological drama that typically accompany a filled action room,
cannot but help drive the highest prices, and certainly adds to the whole experience. Despite this,
auctions have pivoted to online platforms, and sales, though reduced in volume, have continued.
Leading international auction house Christies, for example, announced that its recent Autumn
Auctions in Hong Kong had achieved sales totaling HK$3 billion / US$390 million across 16 live
sales and two online sales. As their website describes, “Some 500,000 global viewers tuned in
live to watch the innovative 20th Century: Hong Kong to New York relay-style sale achieve a total
of HK$920.3 million / US$119 million, selling 90% by lot and 97% by value”.

Against a backdrop of the digitization of arts and culture in general, the countertrend to focus
on the importance of the authentic and the real, is not unexpected. Art has traditionally been

an investment that people make in times of recession or crisis, and generally, as residential real
estate market remains strong, so too does the private sale of art. With this in mind, other more
personal opportunities for buying art are also emerging. Many sales are taking place behind

the scenes, and private viewings are being arranged, where artwork is brought directly to the
potential buyer. While mitigating safety concerns and event cancellations, this approach has
also helped to maintain anonymity, with many collectors no-doubt sensitive to the health and
economic hardship being experienced by many. Perhaps unintentionally, an environmental
benefit has also emerged. In-line with the increasingly eco-conscious values of especially younger
collectors, it might be argued that it is better for the environment to travel artwork to individuals,
than it is for large numbers of people to travel to one place to view an artwork.

This awareness - both personal and societal - has become increasingly important, and has led
many collectors to align their interest in art with their own values. Increased focus has been
placed on health and wellbeing during 2020, while increasing calls for social justice and civil
rights reform have been highlighted along with the rise of the Black Lives Matter movement. As
author and commentator Sarah Thornton recently suggested, this has had a profound effect on
peoples’ perception of what will be relevant in art in the future, and therefore on what is being
bought, and invested in today. The art market is fundamentally changing she believes, stating
that we are “in the midst of a complete reevaluation of the canon... because our sense of what’s
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important and our sense of the cultural landscape has shifted so dramatically.” Work by
women, artists of color, and other minority groups, for example, have long been underpriced
and under-represented in US collections - private, corporate and institutional - and
proactively adding works by such artists, not only helps make steps towards a long-overdue
recalibration, but also adds richness, perspective and relevance to collections today.

Beyond the commercial art sector, the impact of the pandemic on museums is likely to be
felt for years to come, with long periods of closure depleting revenue streams, and resulting
in staff furloughs, layoffs, broken contracts and the continuous adaptation of exhibition
calendars. Indeed, in late October 2020, the American Alliance of Museums (AAM) and
Wilkening Consulting conducted a survey of 850 museum directors to assess the impacts
of the pandemic on the museum field, the second iteration of the ‘National Snapshot of
COVID-19 Impact on United States Museums’. The results presented a stark picture of a
sector suffering intense strain, and warned that one-third of US museums are at risk of
permanent closure. Over half of responding museums reported staff cuts, with reductions
most acute (68 percent) in lower paid positions such as frontline workers, positions
disproportionately filled by people of color and other minority groups. As Laura Lott, President
and CEO of AAM summarized in a recent interview:

“The financial state of US museums is moving from bad to worse--- 30% of
museums remain closed since the March lockdown and those that have reopened
are operating on an average of 35% of their reqular attendance - a reduction that
is unsustainable long-term--- Without financial help, we could see thousands of
museums shutter forever.”

In this environment, the fragility of traditional museum funding models has been exposed,
and even the most established of institutions - the Metropolitan Museum of Art, the Hammer
Museum, the Art Institute of Chicago, and many more - have been deeply impacted and
have laid off large numbers of employees. The majority of museums around the country,
however, without vast endowments or reserves, and reliant upon earned income to support
annual operating budgets, remain particularly vulnerable. In fact, 82 percent of all museums
surveyed, reported that they have less than a year of operating reserves remaining.

The pandemic has focused, therefore, what has long been recognized - that traditional
earned revenue sources such as events, sponsorship and ticketing, are not sufficient to
support an institution through a period of crisis. This reality was highlighted as a pressing
issue in a recent symposium entitled ‘Reframing Museums’ organized by the Louvre Abu
Dhabi and NYU Abu Dhabi, in which invited museum leaders from around the globe discussed
the lessons they have learned in 2020. As well as the need for greater urgency to address
these long-recognized issues, common themes of opportunity also emerged.

When museums first closed in spring, they also pivoted to online platforms, and many offered

access to exhibitions, research, collections and educational initiatives free to the public.

While an admirable response to community need, digital investment is expensive, and most

institutions have not yet defined a clear business model to support this work. Discussions

at the ‘Reframing Museums’ symposium highlighted, therefore, the potential for monetizing

these activities, such as online courses at the Museum of Modern Art in New York or, more 115

controversially perhaps, loaning art from collections to generate operating income.

Mindful of the ethical principles of service that are at the core of public institutions, discussions
also focused on accessibility and proposed the need to readdress admission policies. Some
museums, for example, reported instituting tiered ticketing systems in which only the wealthiest
guests pay, therefore subsidizing lower-income visitors; while others now provide free entry to
the unemployed and frontline workers. Additionally, some advocated a ‘pay-what-you-can’ policy
for local audiences, and adopting a surcharge for visitors in high tourist seasons.

Of course, even before the pandemic, museums were increasingly being challenged to reflect and
be accountable to the communities they serve. Increasing calls for transparency in fundraising,
for example, and a growing expectation that funding should only be sought from individuals

and entities with ethical value systems has been gaining traction. Further, the lack of diversity,
equity and inclusion across the sector have become even more apparent in recent months,

with a renewed focus on social and racial justice, and a health crisis that has disproportionately
impacted communities of color. As Salah Hassan, director of the Africa Institute and a professor
at Cornell University, succinctly stated, “Covid exposed the afterlife of colonialism”.

Perhaps most crucially for future development, therefore, during this time museums have been
carefully considering the audiences that they serve and the potential of domestic resources

such as their own collections to provide innovative approaches to both on- and off-line exhibition
making and programs. Despite the fact that online exhibitions suffer somewhat from the unfair
expectation of a digital gallery equating to an actual white cube space, many have developed
virtual museum experiences that break down geographic barriers and serve the needs of local,
national and international audiences. At MOCA Jacksonville, for example, a dynamic 360-degree-
view walk through of its galleries - either self-guided or led synchronously by a museum educator
on a pre-booked tour - provides visitors the opportunity to enjoy current exhibitions, and learn
more about individual works from the safety of home or school. [[MAGE 2] Initiatives such as this
not only respond to the immediate needs presented by the pandemic, but also provide tools and
opportunities for future innovation.

Elsewhere, fully immersive exhibition experiences have been explored, including, for example, a
drive-through Van Gogh exhibition in a 4,000-square-foot warehouse in Toronto, ‘Gogh by Car’,
which opened in July. The initial sold-out experience, designed by artist Massimiliano Siccardi,
with original soundtrack composed by Luca Longobardi, allowed 14 cars at a time to drive into a
completely immersive projection of ‘Starry Night’ and ‘Sunflowers’, for a 35-minute audio-visual
show.

Social media has also been used to great effect by museums, with exhibitions presented, for
example, on Instagram, providing an immediacy that democratizes museum visitation and breaks
down traditional access barriers. Alternative digital projects have also been launched such as the
‘Getty Museum Challenge’ (inspired by the Rijksmuseum in Amsterdam and Instagram account
‘Between Art and Quarantine’), in which the J. Paul Getty Museum in Los Angeles engaged

a global audience by challenging its social media followers to recreate a work of art from its
collection with objects found at home. Initiatives such as this have resonated with a diverse and
global audience - many of whom were themselves in the midst of strict, isolating lockdowns - and
have provided a lighthearted, entertaining escapism, and a refreshing contrast to the academic,
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curatorial tone traditionally adopted by many institutions. [IMAGE 3]

Alongside the clear opportunities presented by digitization for audience engagement,
catharsis, diversification and growth, the saturation and over-stimulation of an increasingly
screen-based world have also led to ‘zoom-fatigue’. Combined with this, museums are also
focusing on the roles they play within their local communities, and the importance of the
real thing — standing in front of a work of art and face-to-face with its story. Other screen-
free opportunities, therefore, have also become attractive for museums. Engagement with
community radio and pod casts, for example, has increased, while storefronts, billboards,
and other public spaces allow for versatile presentation formats and democratic community
connectivity, at the same time allowing for social distancing in outdoor environments.

Throughout November, for example, artist Zina Saro-Wiwa presented ‘Table Manners’, a
series of short documentary-style videos displayed on synchronized electronic billboards

at Times Square, New York, as part of Times Square Arts’ long-running ‘Midnight Moment’
program in partnership with Median Things. Elsewhere, community engaging, pop-up projects
such as ‘Drive-By-Art (Public Art in This Moment of Social Distancing)’ have appeared, along
with a growing interest in murals and outdoor walking exhibitions. These initiatives not only
respond to the immediacy of the crisis, but also point the way, perhaps, to the need for a
more inclusive approach to accessing museum collections and programs in a future, post-
Covid reality.

Indeed, many outdoor museums, or those with outdoor space, as well as sculpture parks and
gardens have remained open throughout the pandemic, providing a much-needed sense

of freedom to visitors, the opportunity to experience art in the open air, and a reminder to

us all of the importance of the public art movement in general. “In the wake of the ‘60s, a
commitment emerged to bring sculpture to the public,” said art historian and author John
Beardsley. "So, instead of making people go to museums to see art, increasing numbers of
artists and curators and administrators wanted to take art to the public.”

Since the coronavirus emerged across the United States and elsewhere, sculpture parks

and gardens have been acting almost as community ‘front-yards’, and many have even
experienced an increase in visitation. Jacksonville’s Cummer Museum of Art and Gardens, for
example, hosted limited capacity, socially distanced outdoor events for up to 800 guests at a
time throughout much of the crisis. [[IMAGE 4] Similarly, The Ann and Jim Goodnight Museum
Park, part of the 164-acre campus of the North Carolina Museum of Art, in Raleigh, North
Carolina, welcomed almost 200,000 visitors between April and May this year, compared to
the 150,000 in March, April and May combined last year. With rising popularity, some parks,
gardens and museums have implemented adaptations, such as directive visitor flow, and
provided additional spaces for the display of art, outdoor performance or programs, dining
opportunities, and even pop-up classrooms for educational initiatives.

As the pandemic continues, this focus on outdoor space, is further challenging institutions

to consider and reimagine the buildings that they occupy, as well as how we use these
spaces, and may like to use them in the future. Recent online engagement may, for example,
encourage more in-person visitation in the long term, and this may require increased physical
infrastructure. Yet after years of museum expansion, extension and new-build projects, the
current financial environment, and focus on community need, have led many organizations to

re-evaluate and reconsider. As Bruce Davis, Partner at leading museum architectural firm Cooper
Robertson, described it:

“In addition to their responses to COVID-19, social justice movements have
compelled museums to prioritize how they can better reflect and engage with their
communities. These actions could change the balance of space needs. While already a
feature of many recent museum expansions, physical spaces will emphasize a greater
sense of welcome and community, which can be expressed through an emphasis
on flexible public spaces, the transparency between inside and outside, and the
principles of universal design.”

As museums begin this process of post-Covid reimagination, a lack of sustained Government
arts funding for both institutions and artists alike, has never been more apparent, and with US
unemployment rates rising to levels unseen since 1934, many across the cultural sector have
pointed to the need for increased financial relief and support. Artists and arts workers form

part of the ever-increasing “gig-economy” — workers who work part-time in two or more jobs,
often outside of the arts world, in a market dominated by short-term contracts and freelance
work — and as a result, many have been disproportionately affected by the pandemic. This was
highlighted in data published by the newly formed ‘Artist Relief Fund’, working with ‘Americans
for the Arts’, which demonstrated that, even at that early stage in the pandemic, 95% of the more
than 9000 American artists surveyed had already lost income, and 62% were fully unemployed.
Eight months later, initial Government relief has been exhausted, and new opportunities are yet
to be confirmed, leading some to criticize that funding has too easily been absorbed by large
corporations and wealthy individuals, instead of Small Businesses and individuals who need it
most.

The fragility of the US cultural sector, therefore, has been starkly revealed and, inspired by

the precedent set by President Franklin D. Roosevelt, many have suggested the need for a

21st century ‘New-New Deal’, providing financial relief and work opportunities to millions of
struggling citizens, including artists. The New Deal initiative, though short-lived and not without
its own critics, yielded an era of artistic richness and urban beautification in the 1930s, against
a backdrop of the Great Depression. During this time, over 10,000 artists were employed to
create works for government buildings, community centers and other public spaces, including
such luminaries as Jackson Pollock, Philip Guston and Arshile Gorky. Leaving behind a visual and
physical impact on cities such as New York, across the nation, art production was integrated into
the vision of a modern city, and over 2000 murals and 130,000 sculptures and paintings were
created alongside dams, bridges and roads.

Since WWII, however, and following the demise of FDR’s New Deal program, US public arts policy
has relied heavily on advocacy and philanthropy, while as Margaret Carrigan states in The Art
Newspaper, it might be argued that the “chronic defunding for the NEA [National Endowment of
the Arts] since the Reagan era in the 1980s—revived with vigour by the Trump administration

as recently as February of this year—and the neoliberal emphasis on art as a private commodity
to only be produced and owned by a few have yielded a cultural landscape not only resistant to
federal intervention but increasingly hostile to artists”.

In response to today’s crisis, organizations such as the ‘Artist Relief’ coalition have focused on
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supporting artists through grant making initiatives, helping to address immediate financial
needs. At the same time, however, it is important to consider longer-term, cross-sector
solutions and structural reform that will be required to support and reimagine. As we emerge
from this period, despite unprecedented hardship, it is clear that artists are still creating

art, an affirmation of the notion that art is essential. It is perhaps no surprise, therefore, that
artists are innovating, finding new ways to earn income, creating opportunities to connect,
and building communities.

But for many artists, the pandemic has brought a reduction in creative momentum, loss of
sales, and exhibition cancellations or reschedules. Artists have had to make changes and
adaptations on both personal and professional levels as the environments in which art is
being created has been forced to change. Many large studios, which pre-Covid employed
teams of artist assistants, have been forced to close or adapt considerably, and even for
those artists whose work is a more solitary process, many have found themselves having to
juggle the realities of domestic and professional life. Art has therefore been created in smaller
spaces, on kitchen tables and home studios, and with fewer resources, while operations and
supply chains have been disrupted, and collaborations have been cancelled or rescheduled.

Despite this, artists have found possibility within hardship. Many, for example, have taken the
opportunity to innovate and strengthen their digital presence. Online galleries, workshops
and classes have provided opportunities for income generation, while social media platforms
have further provided artists the ability to connect with other artists during lockdown,
communicate with peers, and find support within networks around the world.

The pandemic, of course, has also led to the creation of new artwork - ‘Covid Art’ - as artists
are also using their forced slow-down to create new work for the future, experiment with new
series, and begin new projects. Themes of uncertainty, political upheaval and racial injustice
are common, unsurprising perhaps, as artists find inspiration in their new realities. Thus, we
are reminded - as we have seen throughout history - that artists do not create in a vacuum,
but rather reflect and contribute to the communities they are part of, their work providing

a lens to examine the world we live in. New York-based artist Andrew Sendor’s, ‘InstaCovid
Drawings’, for example, are a series of small, meticulously drawn works, created in the
artist’s home during quarantine, that instead of depicting the artist’s characteristic fictitious
narratives, instead are inspired by the realities of life during Covid as shared by people on
Instagram. [IMAGE 5] This new series of work was exhibited in a virtual exhibition at Sperone
Westwater Gallery in New York in July, before ‘touring’ to MOCA Jacksonville where they were
presented as part of the museum’s digital exhibitions program.

The arts have always brought us together, and over the past year we have witnessed people
turning to art and culture, finding inspiration, community, understanding and even healing

in times of disconnect, uncertainty, hopelessness and pain. The coronavirus continues to
ravage the country, and death tolls tragically rise, exceeding 300,000 in the United States at
time of writing. Yet the ongoing duration of the pandemic, and its often-amorphous nature,
have dulled many people’s emotional response. As Princeton University professor Elke Weber
described, “if you think about people living in a war zone, the kind of thing that was once
appalling becomes normal”.

Even for those who have tragically experienced loss on a personal level, their sense of
unreconciled grief is only compounded by their daily isolation and the fact that safety restrictions
often prevent families from gathering for traditional funerals, services, and other opportunities

to grieve together and support one another. Processing loss usually takes place after a traumatic
event, not in its midst, but this has been changed by the still-escalating nature of this pandemic.

Throughout history, art has played an important role in the grieving process. Beyond the cathartic
potential of art making itself, memorials such as the September 11 Memorial in New York City,
for example, have provided a visual reminder of people, communities or events, often providing

a site for grieving and remaining connected on a personal as well as a collective level. In today’s
context, as reality becomes increasingly overwhelming and difficult to comprehend, artists and
creative individuals around the country have responded, finding ways to humanize the statistics
and create spaces and moments for understanding and mourning. Countless modest, personal
projects have been created by school children, for example, such as 13-year-old Madeleine
Fugate in California. Inspired by the long history of quilting in folk art, and the AIDS Memorial
Quilt - a community action project which honors more than 100,000 individuals who died due to
complications from AIDS — she created her own memorial quilt with panels sent in from members
of the community.

In a similarly cathartic and participatory vein, yet on a nationally significant stage, artist Suzanee
Brennan Firstenberg created a space for national mourning by planting over 240,000 white flags
on the DC Armory Parade Ground in Washington during a participatory exhibition in November.
As the numbers of deaths due to Covid-19 rose around the country, flags were added daily by
volunteers including passers-by, filling a three-and-a-half-acre field and spilling over into other
nearby areas. On the west side of the field, a billboard stated the installation’s title, “In America,
How could this happen...”, along with the rising national death toll. In addition, 25 flags were
installed to the right of the billboard, reflecting the relatively very small number of people who
have died due to the virus in New Zealand, a stark and telling juxtaposition, reiterated by an
additional 1,675 flags installed close by - the number of Americans that experts estimate may
have died if the country had adopted New Zealand’s virus response, adjusting for population
differences.

As we reflect on the unprecedented challenges and previously unimaginable adaptations that
the world has faced during 2020, it is clear that the art sector too has evolved and reimagined
itself on almost every level. Amid devastating economic hardship, new priorities, strategies and
innovations have emerged, from increased digitization, to renewed focus on community. With
optimism, we are reassured, perhaps, that art is necessary, and that the art world will survive
anything. But the longer the pandemic continues, the more apparent inequities across the
sector become. Any desire to return completely and as quickly as possible to pre-Covid realities,
therefore, while in all likelihood impossible, also seems to ignore the vital opportunities that now
exist to support and provide solidarity in the making, collecting and presentation of art that is
relevant, inclusive and beneficial to more people rather than less. As Andrew Renton, professor at
the University of London’s Goldmiths College recently stated, “It’s an opportunity to think about
what art could and should do as a matter of urgency, right now, and in our anticipated recovery,
rather than evoking the grim prospect of the survival of the fittest”.

At a time of distance, confusion, trauma and change, we can be confident that art, creativity and
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imagination remain vital aspects of the human experience, as they have been since time
immemorial. Throughout 2020, people around the world have turned to art and culture as a
vehicle to transport themselves beyond the confines of lockdown, and to provide creative,
intellectual and emotional catharsis and nourishment. Driven by a fundamental, existential
curiosity, we are reminded that art provides humankind with a lens to look at the world
around us, to seek to understand it, and to dream about what possibilities the tides of the

new century may bring.
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This essay assesses the potential long-term impact of the COVID-19 pandemic on the
contemporary artworld in its international and diverse localised sub-cultural forms. In making
that assessment, two related lines of critical enquiry are pursued: one, with regard to the
vast artistic-industrial complex which has grown up in support of the globalised production,
dissemination and reception of contemporary art since the ending of the Cold War; and the
other, the institutionally legitimated cosmopolitan discourses and post-Duchampian technés
of disjuncture which give general/ising distinction to contemporary art in the global context.

It is argued that the artistic-industrial complex’s seemingly inexorable expansion as part

of post-Cold War globalisation will necessarily be rolled back in the face of a marked
decrease in surplus financial value and curtailing of physical pan-global connectivity/free
movement as knock-on effects of the COVID-19 pandemic, and that this rolling back will
accelerate the existing ascendancy of a poly/cacophonous “post-West” contemporaneity
already given significant impetus by globalisation. The analytical approach undertaken here
is broadly hermeneutic in its speculative attention to iterative interrelationships between
the discursively legitimated significances and functions of art and wider socio-political/
economic circumstances. It is also informed by an intersection between deconstructivist
theory/practice and more recent debates related to the concept of contemporaneity which
have sought to extend critical legitimacy to differing constructions of art’s significances and
functions beyond any single overarching cultural-discursive conditionality, including the
supposedly immanent insights of Third Space deconstructivism.

Major artworld paradigm shifts have taken place before in relation to changing socioeconomic

conditions. These include the establishment of international modernism/s in conjunction with
the global spread of industrial capitalism at the beginning of the twentieth century, the turn
toward poststructuralist and neo-conservative postmodernist sensibilities during the second half
of the twentieth century accompanying the rise of late post-industrial capitalism, and the initial
emergence of contemporaneity with the onset of post-Cold War neo-liberalism. There is every
reason to expect a cognate shift in artworld thinking and practice as a consequence of the global
socioeconomically debilitating impact of the COVID-19 pandemic.

The global socioeconomic impact of the COVID-19 pandemic

The COVID-19 pandemic has resulted in a major loss of human lives. By October 2020, at

the time of this essay’s completion, there were over 30,000,000 known cases of infection

with in excess of 1,000,000 resulting deaths worldwide; statistics that, because of national
inconsistencies in data collection and counting, almost certainly do not accurately reflect the
actual, much larger impact of the COVID-19 pandemic on the global population. Around 3.4%
of reported COVID-19 cases have died of the virus. By comparison, seasonal flu kills less than
1% of those infected. Without the imposition of lock-downs and social distancing the infection
and mortality figures related to the COVID-19 pandemic would undeniably have been far higher.
Exponential second wave increases in infection across Europe during September and October
2020, after a northern hemisphere summer during which lockdown restrictions were eased in
many places, resulted in an abrupt return to governmentally imposed social controls. Inconsistent
government management and lack of public compliance in the US as well as other countries led
to persistently high rates of increase in COVID-19 related infections and deaths.

The impact of the COVID-19 pandemic on the global economy has also been significant. In
addition to major volatility on stock markets there have been dramatic increases in general
unemployment alongside the furloughing of workers as a result of reductions in demand for
commodities and services brought about by social lockdowns aimed at limiting the spread of the
virus. The Dow Jones Industrial Average, for example, plunged 37% from a high of 29,551.42
points on 12 February 2020 to a low of 18,591.93 points on 23 March. The DJIA rallied to reach
29,100.50 points on 2 September, buoyed up by largely ungrounded confidence in major tech
stocks, before encountering further turbulence as a consequence of concerns among investors
about second-waves of COVID-19 infection during a highly divisive and rancorous US presidential
campaign. On the 25 September the DJIA was well down from its month high at 27, 173.6 points.
Stock market sell-offs in the US made September 2020 the worst performing month for 18 years.
The Financial Times Stock Exchange Group 100 saw a comparably sizable decline, falling 35%
from a high of 7,674.56 points on 17 January 2020 to a low of 4,993.89 points on 23 March. The
FTSE 100—which, unlike the DJIA, does not include major tech stocks—rallied to reach a daily
high of 6,484.30 on 5 June before falling back to around the 6,000 mark in early September,

still 22% below its year high. The seasonally adjusted US monthly national unemployment rate
jumped from a low of 3.5% in March 2020 to a high of 14.7% in April. In August the rate had
declined but was still at 8.4%, well above the 2019 average of 3.7%. In spite of the easing of
social lockdowns, in mid-2020 unemployment in the Eurozone rose from 7.7% in June to 7.9% in
July.
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Notwithstanding almost certainly Pollyannish predictions of an immediate v-shaped post-
COVID-19 economic bounce-back—similar to those made erroneously in the midst of

the 2008 global economic crisis and upstream of the decade-long period of the austerity
subsequently inflicted in many countries—the damage to the world’s economy wrought

by the COVID-19 pandemic has the potential to be both deep and lasting. The extent and
duration of that damage is impossible to measure precisely at present. Nevertheless, early
projections indicate that most major economies will see a decrease of at least 2.4% in their
gross domestic product during 2020 with further significant annual losses in relation to the
longer-term impact of the COVID-19 pandemic.

The UK economy, for example contracted by an unprecedented 20.4% in the second quarter
of 2020, the biggest fall on record. While UK GDP bounced back with a rise of 8.7% in June
2020 as a result of the easing of national lockdown restrictions, figures remained 17.2%
below those of February 2020. Japan’s second quarter GDP shrank by an even greater
27.8%, that of France by 13.8% and the Eurozone as a whole by 12.1%. China’s economy

is estimated to have fallen by 6.8% during the first quarter of 2020, the country’s first

contraction for decades, with subsequent increases of 2.5% and 1.8% in the second and third

quarters respectively, well shy of pre-Covid-19 pandemic levels. Major drops in national GDP
are accompanied by the on-going costs of managing the impact of the COVID-19 pandemic
funded in many instances by massive increases in government borrowing; the UK’s national
debt is now at £2 trillion for the first time and that of the US at $26.5 trillion after its fastest
increase in history during 2020.

The economic damage wrought by these drastic reductions in national GDP and increased
government borrowing, like that of the period of austerity after the global financial downturn
of 2008, will almost certainly be unequally distributed, falling most heavily on the young,
financially less well-off and socially disadvantaged. In July 2020 the youth unemployment
rate in the Eurozone stood at 17.3%, over 9% higher than the overall average. It will almost
certainly also fall disproportionately on developing countries, where sustained social
lockdowns are unworkable both socially and economically. A regional average loss of 5% in
public revenues has been predicted for Africa, with a total reduction of merchandise exports
of around 17%as a consequence of COVID-19; contractions that can be ill-afforded across a
still inconsistently developing continent.

Comparisons of the impact of the global economic crisis of 2008 and of the COVID-19
pandemic on the world’s economy show the latter as having greater negative consequences
in some sectors. Key in this regard is the COVID-19 pandemic’s disruption of the pan-
global connectivity upon which the world’s economy in large part now depends, including
international air transport links and supply chains. Commodities without any means of
distribution have been dumped or made to languish in storage, among them essential
foodstuffs. International travel/free movement has been reduced drastically. A combination
of mass unemployment and scarcity of available resources presents a major and almost
certainly long-term challenge to socioeconomic well-being worldwide redolent of the Great
Depression of the 1930s compounding the already mounting tragedy of deaths caused by
COVID-19.

Adding to the uncertainty brought about by the COVID-19 pandemic, there has been talk

of a Cold War 2.0 sparked by growing ideological and geopolitical tensions between former
communist/non-aligned states and the West, including in relation to misplaced US assertions of
China’s failure to contain the novel coronavirus, the trade war waged on China by US President
Donald Trump’s administration, strong international repudiation of Russia’s annexing of Crimea
and alleged assassinations/attempted assassinations of dissidents, and the effective collapse of
the Iran nuclear deal. Among the consequences of which are the reimposition of trade restrictions
and a return to state isolationism characteristic of the first Cold War. Also adding to COVID-19
uncertainties is the globally widespread re-eruption of Black Lives Matter protests following the
death of George Floyd at the hands of Minneapolis Police on 25 May 2020.

The uncertainties attendant on all of these things takes place in relation to a continuing and
disruptive shift of economic and geopolitical power away from the West as a result of neo-liberal
globalisation. The world is, in short, in the midst of a period of major social, economic and political
upheaval exacerbated by the impact of the COVID-19 pandemic.

Without an effective universally available vaccine and/or therapeutic treatments, management
of public health in relation to COVID-19 will continue to involve, as it has since the first cluster of
novel coronavirus infection came to light in the mainland Chinese city of Wuhan on 31 December
2019, social lockdowns of varying degrees and intermittencies worldwide. The effect of those
lockdowns has already been to stymie human activity and interaction in ways that are massively
impoverishing not only financially but also socially and culturally. Even when/if an effective
vaccine is successfully developed and made universally available, the world will continue to live
with COVID-19 both in terms of the economic damage the virus has wrought and the social/
geopolitical tensions it has served to heighten.

A notable casualty of the COVID-19 pandemic is the contemporary artworld. As online and
other media commentators have been quick to point out, the COVID-19 pandemic has severely
restricted the staging of contemporary art events and related activities worldwide. In addition to
the furloughing and permanent laying-off of countless numbers of creative workers, including
artists, curators and museum and gallery professionals, and a curtailing of available public

and private funding for the arts, there has been a widespread suspension or cancelling of
physical exhibitions and performances resulting in a shift to virtual interactive/online modes of
dissemination and display. In some territories there have been redeployments of grant funding
away from public art projects toward wider social support. Adding to which is a curtailing of the
international free movement of creative and cultural workers and audiences for contemporary
art brought about by COVID-19’s interruption of pan-global connectivity. Employment within the
higher education sector supportive of the activities of the contemporary artworld has also come
under threat, not least because of restrictions on the movement of international students and
resulting major losses of revenue from course fees.

Without a return to socioeconomic conditions similar to those prevailing prior to the COVID-19
pandemic it is difficult to see how the contemporary artworld will regain anything like its previous
standing. This includes the reinstatement of pre-COVID-19 levels of surplus financial value
generated by the market as the basis for a now widespread private and public funding of the arts,
not least in liberal-democratic contexts where contemporary art is not only upheld as a source of
entertainment but also as a means of public education and (supposedly) transformative criticality
in the public sphere. Like the global economy more generally, the contemporary artworld is faced
by the very real prospect of a lasting depression/isolationism. There is therefore a pressing
urgency to reflect on its likely future shape in relation to the impact of the COVID-19 pandemic.
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The contemporary artworld and the global artistic-
industrial complex

The term “artworld” was first coined by the philosopher and art critic, Arthur C. Danto in

an essay in which he argues that artistic value is now decided, in light of the Duchampian
readymade and artistic uses of mechanical reproduction—as exemplified in Danto’s view by
Andy Warhol’s Brillo Boxes (1964)—principally by specialists associated with institutions
and communities dedicated to the production, dissemination and reception of art. This
sphere of specialist activity, defined by a shared/tacit acceptance that anything and
everything can, in principle, be contemplated as art, is named by Danto as the artworld.
George Dickie’s “institutional theory of art” posits the artworld similarly as the locus of the
systematic legitimation of art. Viewed through the lens of Foucauldian analysis, the artworld
can be defined as the institutionalisation of discursive formations (relations among signs
communicating meaning recursively between and among objects, subjects, and statements)
that gives significance to art qua art and shapes power relations with respect to what can and

cannot be enunciated as truthful or meaningful in that regard.

In a later text, Danto elaborates on his idea of the artworld by arguing that art’s historical
development can be divided into three successive stages: the first, dominated by ideas of
mimesis; the second, involving an ideological contestation of differing styles; and the third, an
acceptance that art has no material, ideological or stylistic limitations. On the basis of these
periodising divisions—which echo G.W.F. Hegel’s vision of history as developing teleologically
towards a totalising consciousness of “spirit” (geist)—Danto argues that art has now entered
into a post-historical phase wherein, subject to specialist contestation, pretty much “anything
goes” technically and intellectually. As such, Danto’s schema is limited to a consideration of
the particular concerns and historical developmental trajectory of Euro-American art. Danto’s
idea of the artworld, while signifying something intrinsically pluralistic and shifting, is thus
projected paradoxically as universal and within certain culturally, historically and discursively
defined limits.

More recent discussions of the artworld have diverged from Danto’s Euro-American-centric/
endist outlook by drawing attention to differing historical and contemporary constructions

of art as well as the sub-cultural interconnectedness of art institutions and communities
supported by post-Cold War neo-liberal globalisation. A significant aspect of which is the
ever-growing series of international survey exhibitions, biennials and triennials staged over
recent decades dedicated to the showcasing of a contemporary globalised art/visual culture,
beginning with Magiciens de la Terre at the Centre Pompidou and Parc de la Villette in 1989.
In this trans-cultural postmodernist view there is a multiverse, rather than a universe, of many
dynamically intersecting (differing-deferring) artworlds without readily definable cultural and
historical limits.

At the same time, and in spite of a tilting of geopolitical and economic power away from the
West as a result of globalisation, major artworld centres such as New York, Paris, Berlin and
London have remained hugely influential in their upholding of established Euro-American
economies of production, dissemination and reception as universal standards underwriting
the infrastructural workings of what might be described as a global artistic-industrial complex

connecting the international contemporary artworld with the art market. Included in this are not
only the metastasising of curatorial practices, such as those associated with the now globally
ubiquitous white cube mode of museum/gallery display and its postmodernist varients, but
also the workings of the international art market rooted in the principles of economic liberalism
first developed in Europe during the eighteenth century. The global artistic-industrial complex
can thus be seen as a major contributor to the endlessly positive spectacle of contemporary
neo-liberalism and attendant Western/ised sociocultural values (even as many of its adherents
continue to rail against the same in support of the international artworld’s conferring of critical
value on art).

Also included are modes of critical discourse developed in relation to the Euro-American post-
Enlightenment philosophical tradition. Throughout the nineteenth and much of the twentieth
century, successive and intersecting artistic discourses and praxes within Euro-American
contexts, associated variously with radical idealism, romanticism, aestheticism, politicised avant-
garde modernism, and high-modernism, set out differing interpretations of the aesthetic as a
locus of modernising sociocultural transformation categorically distinct from and mediating
between scientifically informed practice and ethics. Late nineteenth-century Euro-American
aestheticism’s desire to establish an entirely autonomous aesthetic contrasts, for example, with
that of the politicised historical and neo- avant-gardes of the early and mid-twentieth century
to bring art and the life-world synthetically together as a means of dialectically reworking the
disciplining means-end rationality of the latter along the more playful lines of the former.

With the shift within those same Euro-American contexts during the second half of the twentieth
century towards postmodernist sensibilities, categorical progressivist-modernist distinctions
between tradition and modernity, art and society and high and low culture were brought
deconstructively into question. Instituted in their place were de-territorialising “Third Space”
modes of criticality that sought to radically expand and diversify artworld thinking and practice
away from the limitations of European idealism, not least in the direction of already receptive
post-/de-colonially oriented artworld sub-cultures within and outside Euro-America. Distinctions
within postmodernism have been made between poststructuralist and neo-conservative
tendencies, with the former highlighting the profound uncertainty of a supposedly immanent
Third Space postmodern condition in contrast to the latter’s continued espousal of established
Euro-America humanist ideas of coherent subjectivity and agency. Any absolute distinction
between poststructuralist and neo-conservative postmodernism is however suspended from
the deconstructivist point of view of the former. The immanence of the postmodern condition
has also been brought into question by post-/de-colonial discourses which see the conception
and socioeconomic grounding of that condition as a specifically Euro-American post-industrial
phenomenon.

In spite of the interventions of poststructuralist postmodernism, the contemporary artworld

has, with a view to its continuing efficiency, continued to uphold the rationalising tendencies
underpinning a critically oppositional Euro-American post-Enlightenment modernism in
conjunction with a general counter-authoritarian sense of deconstructivist uncertainty-lite;

a conjunction sometimes referred to as metamodernism. It has also added a further critical
distinction between what are perceived as a latently colonialist-imperialist Euro-American
artworld and resistant de-colonially-oriented others as the revised basis for a diversified socially
progressive art. In short, the contemporary artworld can be understood to uphold general
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traces of the Euro-American post-Enlightenment idea of a critically oppositional aesthetic
modernity while at the same time overwriting those traces with culturally diverse thinking/
practice supportive of its particular decolonising outlook; an overwriting buttressed in part
by a move away from the profound uncertainties of poststructuralist postmodernism and a
return to workable, although often simplistic, ideas of dialectical opposition revived in part by
the so called “social-turn” within the contemporary artworld during recent decades.

Crucially, the value conferred institutionally on post/modernist and contemporary art, both
culturally within the Western/ised artworld and financially on the international art market,

has become dependent on durable perceptions of its critically transformative use-value kept
distinct in some way or other from sociocultural objects of criticism. This contrasts with Euro-
American art in the classical idealist-mimetic tradition whose cultural and financial value was
attributed conventionally to its intrinsic beauty and use-value as an adjunct to religious and
aristocratic ritual in addition to the preciousness of materials used in its production, and/or
investments of skilled craftmanship on the part of artists and artisans. In the case of post/
modernist and contemporary art after the proposal of the Duchampian readymade, none

of those measures of value necessarily apply. With regard to all of which, it is possible to
expand on Danto’s and Dickie’s visions of the artworld by seeing the institutional confirmation
of post/modernist and contemporary art’s value as a locus of transformative criticality in

an interrelationship with the conferring of financial value on the international art market,
whereby both impact iteratively upon the other.

It has therefore become necessary to conceive of a conspicuously diverse worldwide
post-Cold War archipelago of individuals, institutions and communities dedicated to the
production, dissemination and reception of art that nevertheless shares in a continuing

entanglement with the horizons of the Euro-American artworld paradigm described by Danto.

That entanglement facilitates the contemporary artworld’s pluralistic trans-national/cultural
productivity while also being open to critical interpretation as a residual manifestation of
Euro-American imperialism. The globalised archipelago of contemporary artworlds thus
continues to share generally in ideas instituted by Euro-American post/modernity even as it
intervenes with the latter through the upholding of a myriad of other cultural outlooks whose
conceptions of the significance and function of the aesthetic now intersect but paradoxically
do not always entirely accord with those of Euro-American post/modernism; a condition now
widely referred to as “contemporaneity.”

It is important to recognise that the condition of contemporaneity is open to differing
parallaxic interpretations. While many within the international artworld view present
circumstances as transitioning to a “post-West” world of unity in diversity resonant with
persistent historical calls across differing cultures for reconciliations of differences (“in
varietate concordia”) in the service of common socio-political ends, others recognise

the durable actuality, and indeed the value, of continuing differences in social, political

and cultural outlook; as the philosopher Sam Harris has argued, for want of any obvious
alternative, agonism remains the engine of progressive debate. This standpoint stand-off
is amplified by post-Cold war globalisation’s displacement of Euro-American colonialist-
imperialist dominance. Contemporaneity can therefore be read as a condition not simply of
potentially harmonious unity or unreconcilable diversity but of poly/cacophony in which both
paradoxically coexist without the obvious prospect of any shared/final resolution.

Viewed in that light, it is no longer possible to apply Danto’s particular conception of the
artworld unquestioningly. Such an application is resisted by what might be described in very
generalising terms as a myriad of differing economies relating to the production, dissemination
and reception of “art” (the latter also a moot concept enmeshed with rationalising Euro-American
discourses) which place the idea of an all-encompassing artworld persistently sous-rature while
also significantly problematizing the contemporary as that which is merely of the present time;
bound up with which is the undeniable openness of all discourses and practices as part of their
historical construction to the constitutive impact of others. In short, if it was not so obviously
loaded in the direction of Western/ised postmodernism, it would have become necessary within
the conspicuously poly/cacophonous context of contemporaneity to overwrite Danto’s West-
centric/endist conception of the artworld and its postmodernist diversification provisionally with
the visibly stricken but still operative signifier, “artworlds.”

COVID—19 and the rolling back of the global artistic-industrial
complex

Since the mid-twentieth century there has been a prodigious increase in the number of practising
artists worldwide. As Brandon Taylor indicates, during the 1940s there were “perhaps only a
score” of regularly exhibiting modern artists in the US. This contrasts sharply with an estimated
150,000 professional and semi-professional artists working in New York City during the mid-
1980s. Research published by the National Endowment for the Arts estimates that in 2011 there
were 210,000 fine artists of professionalised standing working predominantly in New York and
California. An unpublished Gulbenkian Foundation enquiry concludes that in 1977 there were

at least 20,000 “professional artists” working in the UK. Analysis of access to and take-up of
grants from the UK arts councils indicates that in 2011 there were as many as 30,500 working
artists, an increase of around 30% on the figure arrived at by the Gulbenkian Foundation enquiry.
Another study estimates that in 2019 there were around 60,000 artists working in the UK, a 30%
increase on a figure of 40,000 for 2011. Supplementing those numbers for the US and UK would
have been numerous quasi-/semi-professional artists excluded from the published statistics. A
cursory examination of the vast and growing body of literature and online postings on the subject
of contemporary art gives ample indexical evidence of comparably prodigious increases in the
number of artists worldwide.

Growth in the number of artists globally since the mid-twentieth century has been accompanied
by an exponential worldwide increase in the number of exhibition spaces and in the size of
audiences for art. Statistical information for these increases is less partial. As Taylor also
indicates, in the US during the 1940s there was only a “handful of galleries catering for the new
art of abstract expressionism.” By the mid-1980s there were some 680 galleries and by 2019 an
estimated 1,500 galleries dealing with art in New York City alone, many dedicated to the showing
and selling of post/modernist and contemporary art. Over the period 2008-2014 there was a
worldwide average 10.2% increase in visitor numbers for art museums that did not undergo
renovation and an average 14.1% for those that did. Attendances at Tate Modern in London,

for example, grew from 4,441,225 in 2004 to 5,868,562 in 2018. As the result of a centrally-
driven building program, the number of museums in the People’s Republic of China, including

art museums, rose from 349 in 1978 to more than 5,100 in 2019. Audiences for modern and
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contemporary art in the PRC have grown in recent years but are relatively small by global
measures and principally within metropolitan spaces, such as Shanghai. The China Art
Museum, Shanghai, one of the biggest museums of contemporary art in Asia, nevertheless
reported impressive annual visitor numbers of 2,550,000 in 2018. There was a significant
and as yet unexplained dip in the number of visitors to some art museums and galleries
during the second decade of the twenty-first century, most notably in the US (perhaps an
indication of audience saturation).

However, prior to the impact of the COVID-19 pandemic, attendance figures had rebounded
in some instances and remained buoyant globally.

Such statistics do not give a comprehensive numerical picture of how large the growth in
the number of artists, sites of public display, supporting creative/cultural workers and the
size of audiences for art has actually been worldwide since the mid-twentieth century. The
contemporary artworld and associated global artistic-industrial complex thus remain in
effect mathematically sublime entities. Their Leviathan-like scale and interconnectedness
are, nevertheless, beyond any reasonable doubt. The global growth in the number of artists
and galleries and in audiences for art since the mid-twentieth century is of course neither
autonomous nor accidental. During the same period there has been significant global
economic growth, albeit subject to intermittent boom and bust, that has provided substantial
public and private finance in support of the production, showing and reception of art; much
as the surplus value generated by the combination of industrialisation and colonialism-
imperialism was used to underwrite an expansion of art in Euro-American contexts from the
eighteenth to the twentieth century.

The greater majority of that growth has undoubtedly come about as a consequence of
post-Cold War neo-liberal globalisation in tandem with wider processes of societal post/
modernisation, including the development of a diverse international cultural industries sector
brought together by increased physical pan-global connectivity/free movement and the
Internet. Between 1990 and 2019, US GDP grew from just under 6 trillion to 21.4 trillion

US$. After moving to open up its economy in 1979, the PRC saw its GDP grow by an average
9.5% up to 2018, the fastest sustained growth by a major economy in history. With regard

to which it is perhaps telling to reflect on Taylor’s observation that the productivity of the
academic artworld in France during the nineteenth century far outstripped market demand.
The same, as many artists and artworkers will confirm, is the case today with respect to the
contemporary artworld which remains grossly overdetermined in terms of its productivity and
infrastructure in relation to sales. Art market value is sustained as ever by continuing artworld
distinctions between good and not so good art in addition to assertions of the scarcity of the
former rather than any actual intrinsic worth.

While it is important not to uphold an entirely deterministic mono-valent relationship between
the surplus financial value generated by post-Cold War globalisation and the establishment
of the contemporary artworld and related global artistic-industrial complex—wider factors
relating to socio-cultural development and localised self-determination are, as indicated
above, also in play—it would be misleading to see the latter as detached causally from the
former. The damage wrought by the COVID-19 pandemic on the world’s economy, including
restrictions on international travel and supply chains, will therefore almost certainly resultin a

significant perhaps long-term physical contraction of the global artistic-industrial complex.

Galleries and museums around the world were forced to close their doors and lay off/furlough
staff by social lockdowns imposed during the early stages of the COVID-19 pandemic. While many
have since reopened with the easing of controls, continued social distancing and restrictions on
travel have severely limited visitor numbers. Staff laid off at the onset of the COVID-19 pandemic,
including audience guides, have in many cases not been automatically reinstated. With reduced
revenues further contractions seem inevitable. The impact of the COVID-19 pandemic will, yet
again, almost certainly be unequal. Major artistic institutions and international expos, seen as too
important to fail, will no doubt continue to attract available private and strategic public funding,
leaving the artworld’s fringe relatively impoverished. General populations focused on their own
economic interests at a time of significant economic contraction will, quite understandably, care
little.

As responses to the existing impact of the pandemic on the contemporary artworld by art workers
worldwide already shows, a likely consequence of such a contraction will be a shift toward
activities online. Artists as well as commercial galleries and museums have already taken that turn
as a means of sustaining the visibility of their work for global as well as local audiences. Immersive
reality entrepreneurs have in turn begun to develop platforms for the construction and viewing

of virtual exhibitions. A further likely consequence will be an entrenchment of localised artworld
sub-cultures. As debates related to the concept of contemporaneity have already recognised,

the emergence of an international globalised artworld since the late-twentieth century has

been characterised by an increasingly conspicuous diversification of localised outlooks
intersecting with while diverging from those of Euro-American post/modernism. If the physical
interconnectedness of the contemporary artworld decomposes long-term as a result of the
COVID-19 pandemic, as seems likely, the siloed diversity of contemporaneity will almost certainly
become more conspicuous. Internationally dominant Euro-American artworld discourses, whose
global influence was in any case already waning in the context of pre-COVID-19 contemporaneity,
will be overwritten in an accelerated way, in the absence of any ready substitute, by a plethora of
variations developed in greater physical isolation from one another.

Post/modernism, contemporaneity, artistic defamiliarisation
and related techn é s of disjuncture

Such overwriting may also lead to a breaking down of existing institutionalised interrelationships
between techné and discursively legitimated meaning that support the conferring of both
cultural and financial value on contemporary art in the globalised context. Those relationships
are themselves a kind of connective tissue deriving from Euro-American post/modernism

that identify contemporary art as contemporary while at the same time enabling intersections
between differing artworlds within the uncertainly circumscribed ambit of contemporaneity. Key
in this regard is the use of defamiliarisation, collage-montage and allegory as signature practices
of avant-garde post/modernist and contemporary art.

Characteristically, defamiliarisation, collage-montage and allegory involve re-presentations
of texts, images, objects and/or actions within novel settings wherein they take on new and
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unexpected significances. The idea of defamiliarisation derives principally from the Russian
formalist conception of “ostranenie”—presentations of the familiar in strange ways so as

to heighten consciousness of the commonplace—considered essential to artistic/poetic
expression. Artistic uses of collage-montage derive in large part from the cutting out and
decorative re-mounting of objects and printed materials highly popular as a decorative
practice during the nineteenth and early twentieth century in Euro-American and Westernised
contexts, as well as the accretive visual spectacles of modern industrialised towns and cities.
The earliest known examples of the former being collages produced by Pablo Picasso and
Georges Braque circa 1911-12 such as Picasso’s Still Life with Chair Caning (1912), which
combines oil cloth, overprinted with a photographically reproduced representation of chair
caning, newsprint, rope and oil painting on canvas to signify the simultaneously unsettling/
euphoric (dreadful) condition of industrialised modernity. Allegory is a rhetorical device
established since Antiquity whereby texts or visual images are used to symbolise complex
spiritual, moral or political significances in addition to their ostensible meanings.

Since the early twentieth century, defamiliarisation, collage-montage and a revisiting of
classical allegory have become staples of artistic production within Euro-American and other
Westernised artworld contexts. Widely considered pivotal in this regard is not only Picasso’s
development of collage-montage, but also, more tellingly, Marcel Duchamp’s associated
development of the readymade. Following experimentation with impressionist, post-
impressionist and cubist/ futurist painterly idioms, in 1913-14 Duchamp began to toy with
the idea of found objects as artworks; early examples of which include Bicycle Wheel (1913)
and Bottlerack (1914), kept initially by Duchamp for private contemplation in his studio. The
idea of the readymade may have originated from Duchamp’s visit to an industrial exposition
in Germany in 1912. Picasso’s initial development of collage-montage and Duchamp’s
subsequent use of readymades pointed the way to an expanded field of visual expression
beyond established mimetic forms of painterly and sculptural representation in which
objects could in effect represent themselves in the context of art. Of related significance

is the development of mechanical forms of reproduction including still photography,

moving film and mass-printing that can be understood to share in the disjunctive effects of
defamiliarization, collage- montage and allegory.

This shift in artistic languages away from mimesis towards defamiliarisation, collage-montage
and allegory has been subject to changing interpretations. The adoption of defamiliarisation
and collage-montage by the politicised avant-gardes of the early twentieth century came

to be interpreted initially in two significant ways. Progressivist Marxian discourses tended

to see both techniques as loci of dialectical struggle—viz. Sergei Eisenstein’s conception

of cinematic montage. Eroded by that action was the categorical status of the aesthetic,
signified by the Dadaist ideas of anti-art and the anti-aesthetic. Related Surrealistic
conceptions of art, developed by André Breton and his circle, extended such thinking to a
dialectical blurring of boundaries between conscious experience and the unconscious, where
dreamwork-like non-rationality is envisaged as a site of expanded un-/consciousness and
the revolutionary uncaging of erotic desires otherwise constrained by a socially disciplining
bourgeois-capitalist morality. In each case, the ostensible strangeness of defamiliarisation
and collage-montage is upheld as a means towards the revealing of basic realities masked by
the false consciousness of capitalist ideology.

133

With the shift from modernist to postmodernist sensibilities in Euro-American and Westernised
contexts from the 1950s onwards, a differing interpretation of defamiliarisation and collage-
montage began to emerge. This was prefaced by Peter Blrger’s assessment of the avant-garde’s
dialectical blurring of the boundary between art and life as one that by the mid-twentieth century
had been effectively recuperated by capitalism and mainstream culture. Countering the apparent
endism of that assessment were readings of defamiliarisation and collage-montage as means
towards serially incomplete multiplications of significance. Gregory Ulmer, for example analyses
collage-montage as an avant-la-lettre form of “post-critical” deconstructive practice negative

of authoritative meaning not through dialectical opposition but, instead, illimitable semiotic
productivity; a position echoed by, among others, Craig Owen’s identification of allegory as a
signature characteristic of a deconstructive postmodernist art, and Hal Foster’s later vision of a
post-avant-garde with the capacity to continually shape-shift and diversify away from the snares
of mainstream dialectical recuperation.

In light of these poststructuralist postmodernist interventions, it becomes possible to rethink
Duchamp’s proposing of the readymade beyond Marxian dialectics as an immanent locus of
deconstruction avant-la-lettre; including what might be seen as a performative demonstration

of the fundamentally Eucharistic basis of artistic economies of production, display and reception
within predominantly Judaeo-Christian Euro-American artworld contexts, wherein art is upheld
as such in the context of a consecrated artworld with its various specialist initiates and credulous
audiences. By putting forward an industrially manufactured urinal for exhibition as an artwork
titled Fountain at the New York Society of Independent Artists exhibition in 1917, Duchamp
invited audiences to demonstrate their faith in the transubstantiation of an otherwise ineluctably
base object into one inspired with the transcendental spirit of art in accordance with the
European classical memetic tradition. The resulting undecidability of Fountain as both a urinal
and a work of art, and consequently both and wholly neither, deconstructively revealed art, for
those receptive to Duchamp’s intervention, as relying for its significance not on a capacity to
represent (an) ideal being more or less truthfully, as classical European mimesis would have it, but
on a mystical sleight of hand; the latter involving an acknowledgement of art and the aesthetic’s
social-semiotic constructions as arbitrary categories of techné and feeling.

The chess-like pin or skewer enacted by the Duchampian readymade is profoundly problematic.
As the chess-playing Duchamp undoubtedly knew, in the game of chess a “pin” describes an
attack on a defending piece where the latter cannot be moved without exposing another more
valuable piece to capture. A “skewer” is in effect a reverse pin involving an attack on a valuable
defending piece whose movement exposes a less valuable piece to capture. In both cases, the
defending player is faced with a dilemma in which the consequences of their next move are
dependent on how the game as a whole subsequently unfolds; in the wider context of the game,
the giving up of a more or less valuable piece may prove to be shrewd.

Fountain presents viewers with a similar dilemma in the institutionalised context of the Euro-
American artworld. To decide Fountain as a work of art or, as non-art sustains the idea of art as a
definable category; to reject Fountain as a work of art does much the same in negative terms. To
accept Fountain categorically as a work of art is, though, patently absurd; its use-value as a urinal
stubbornly persists. The alternative is to witness the deconstructive implications of Fountain

as something whose status as art or non-art remains stubbornly undecidable. In short, one is
invited to give up the valued classical idea(l )of art in favour of something clearly debased but
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at the same time richer and more complex that is also ineluctably paradoxical and therefore
conceptually and practically impossible.

The dilemma presented by the Duchampian readymade and its derivatives, such as Warhol’s
Brillo Boxes, can be understood to have been taken up by Danto and others (e.g. Douglas
Crimp), if not as an outright end, then an unresolvable suspension of Euro-American art’s
conventionally assumed status qua art; one that encompasses by il/logical extension the
institutionalisation of Duchamp’s intervention as a substitute mise en abyme; given that when
viewed retroactively through the lens of Derrida’s writing, the readymade’s deconstruction of
art runs to the readymade itself as a supplement to Eucharistic mimesis.

Meta—-textual anchorage, the limits of international artworld
cosmopolitanism and low—/high— context artworlds

Although revealing, the implications of the Duchampian readymade do not accord with the
necessary pragmatism of the contemporary artworld more generally, where institutional
managerialism and a democratising desire to engage widened public audiences demands
something far more intellectually and practically digestible. In practice, an expanded
contemporary artworld has continued to deploy the form of readymades as well as cognate
forms of defamiliarisation, collage-montage and allegory as standard means of production/
representation across a wide and ever-growing range of artistic media. Even traditional
modes of artistic production, such as painting and sculpture, are now conducted beyond the
postmodernist critical turn self-consciously sous rature. A significant contributory factor to
which is the diversification of the artworld to include cultural outlooks and artistic practices
divergent from those of Euro-American post/modernism. It is thus possible to view the use
of defamiliarisation and related technés of disjuncture as a readily reproducible signature
imputing a shared identity to contemporary art, albeit one without clearly definable limits.

The difficulty with that signature is that its reiteration ultimately reneges on the
deconstructive immanence embodied by the Duchampian readymade. Instituted instead is
the use of defamiliarisation and related technés of disjuncture as vehicles for the conveying
of particular discursive viewpoints and associated truth-claims in accordance with the
institutionalised cosmopolitanism of contemporaneity. Contemporary artworks have as a
consequence been made open to interpretation across a spectrum of positions, including
those disposed towards deconstructivism and others resistant to what are seen as the
culturally deracinating implications of a supposedly immanent Third Space postmodernism.
That reneging is of course, entirely understandable given the sheer impossibility of an ‘non-/
art’ ushered in by the Duchampian readymade. However, it also involves a paradoxical
attachment of workable significances to technés that otherwise performatively resist
authoritative meaning of any kind. With regard to which, there is a widespread misprision of
the implications of deconstruction across the contemporary artworld.

Consider, for example, the following statement issued by the Ronchini Gallery, advertising an
Instagram conversation with the artist Berndnaut Smilde:

Best known for his Nimbus series, Smilde” s work consist of installations, sculptures and
photos. Using his daily surroundings and spaces as motives, Smilde is interested in the
temporal nature of construction and deconstruction. His work refers to both the physical
state of a building and objects as well as a moment of revelation that depicts either
hope or fragility. Smilde analyses spaces and their appearance and takes them apart to
investigate their unique details and features. His artistic point of view often centres on
duality.

Notwithstanding the sweeping assertion that Smilde’s work involves epiphanies of hope

or fragility—whose vagueness is typical of contemporary shopfront artworld discourses

more generally—the glaring difficulty of this statement lies in its pairing of construction and
deconstruction along a solely temporal axis. The term “deconstruction,” as coined by Jacques
Derrida, not only connotes de-/con-struction as an aspect of the undecidably negative-productive
consequences of signification but also the uncategorical interchangeability of the temporal and
the spatial (as signified by Derrida’s use of the terms “temporisation” and “trace”).

To make significances stick, so to speak, the contemporary artworld has in addition, in the
absence of any shared cultural-discursive legacy, given a laboured role to various forms of
contextualisation enabling the semiotic anchoring of meanings to artworks as effectively empty
signifiers; for example, through the proliferation of meta-texts, such as museum and gallery
captions and articles in artworld magazines that surround artworks and to which audiences are
invited to refer in readerly pursuit of meaning. Consider, for example, works of “art” produced
using waste plastics presented online at the PlasticPollutionCoalition website, claimed rhetorically
as putting “the spotlight on single- use plastic” and having the potential to “inspire action to

stop plastic pollution.” Setting aside the unimpeachable correctness of the political messages
conveyed and questions of aesthetic sophistication—most of the works presented are crashingly
obvious and therefore dull in terms of their making and received symbolic significance—those
attributed meanings are less technically embodied by the artworks concerned than illustrated

by them with regard to the activist stance taken by the coalition, whose principal end lies not so
much with the promotion of the particularities of art but an injunction for visitors to their site to
“Take the pledge to refuse single- use plastic” and to “Join our global Coalition”; an accretive co-
opting of aestheticisation to the political rather than a Benjaminian politicisation of the aesthetic,
if you will.

This is not to deny outright art’s use-value as a vehicle for politicised messaging. It is, though,

to point out how the use of art in this way is by no means a guarantor of the sort of critically
challenging aesthetic complexity exemplified by the Duchampian readymade. A similar
problematic exists in relation to critical meanings institutionally legitimised by the contemporary
artworld. Institutionalised critical discourses within Western/ised artworld contexts—downstream
of the high-tide of poststructuralist/postcolonialist postmodernism a quarter of century and
more ago—remain widely sceptical of all totalising forms of identity. The exact basis of such
thinking—whose appeal to diversity echoes earlier trans-nationalisms, internationalisms and
trans-culturalisms associated variously with romanticism, anarchism, revolutionary socialism and
the counterculture, including a formative embracing of cultural diversity by the progressive Left
in Europe as a secular-communitarian substitute for organised religion during the late nineteenth
century in the face of the godlessness of Darwinian thought—is, however, placed persistently in
question by an ineluctably cacophonous spectrum of divergent views on what rightly constitutes
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community; culturally, socially, politically, economically and ethically. The dilemma presented
by the readymade is by no means exclusive to art in the Euro-American tradition; it can be
understood to extend to all, ineluctably exclusory, realms of cultural-linguistic representation.
Assertions of resistant essentialism do not obviate the demonstrable uncertainties of
cultural-linguistic representation, including rationalising conceptions of deconstruction.

To remain discursively coherent, contemporary artworld cosmopolitanism has therefore
installed what are widely referred to as “politically correct” limitations on acceptability and
truthfulness congruent with the unimpeachable prima facie justness of Euro-American
liberalism as a basis for the espousal of a generalising culturalist diversity. The difficulty
posed by the installation of those limitations, particularly when seen from non-Western
discursive positions, is that they can be understood to institute what amounts to a culturally
partisan managerialist containment rather than a pervasively transcultural upholding

of differences in and of themselves. A containment—further buttressed by the lingering
traces of identarian postcolonialist postmodernism’s paradoxically colonising projection of
Third Space indeterminacy as an immanent condition of identity, as well as related ideas
of strategic essentialism—in ways that arguably resonate with Nietzche’s identification of
a moralistic critically debilitating “herd instinct” and the managerialist smoothing-over of
political differences associated with the nineteenth-century European idea of the Juste
Milieu.

As a statement issued by the journal Third Text in response to the global Black Lives Matter
Protests of 2020 makes clear, the institutionalisation of postmodernist cosmopolitanism by a
still West-centric artworld can be understood to have fallen well short of its prima facie goals.

Decades of liberal demands for ‘diversity’ have failed to change the artworld” s
devotion to the civilisational accomplishments of the West or undo the mechanisms
of exclusion. The artworld’ s dependency on developmentalist, evolutionist,
racial teleology mirrors the propagation of a labour aristocracy in a world ruled by
imperialism. This global state of affairs justifies precarity and wages that impoverish,
immiserate and expose racially differentiated workers to duress, distress and death.
And not least, it recruits workers for fascisms, old and new. We have watched as
‘diversity’ became an emollient for the globalisation of art markets according to
geographically partitioned ‘regions’ rather than the basis for ending its reliance
upon philanthrocapitalism.

This intervention by Third Text is echoed by the art historian/cultural theorist David Joselit’s
recent book Heritage and Debt: Art in Globalization, which asserts that the artworld’s post-
Cold war expansion has carried with it a continuing marginalisation of non-Western artistic
discourses and practices under the guise of political correctness. The critical challenges once
posed by postmodernist cosmopolitanism are now institutionalised in ways that not only
constantly diffuse/defuse criticism of dominant politically correct artworld discourses but
that in doing so can also be seen to mask the continuation of systemic prejudices.
Meta-textual attachments of meaning to art are by no means new or in any way aberrant. As
the Duchampian readymade performatively demonstrates, the significances of art, including
that of its categorical standing qua art, are never inherent or given but socioculturally
constructed. As maintained by poststructuralist semiotics, all linguistic signification, 137

symbolic, iconic or indexical, can be understood to communicate meaning through shifting
iterative interrelationships between text and contexts and between texts and readers. Art of the
past or, of another culture, no matter how seemingly familiar, are always-already dislocated from
the immediate sociocultural context(s) of their production. The significance of art is thus made
persistently open to unsettling spatio-temporal diffractions.

Relative distinctions can be made, however, between low-context and high-context settings. In
contrast to high-context cultural settings where there is significant sharing in discursive outlooks
and therefore little necessity for additional anchorage of meaning, low-context cultural settings
require constant reinforcements of meaning. In practice, cultural significance is not divided
categorically between the two but takes place variously along a spectrum running from high- to
low- contexts ultimately commingling of both. The Euro-American artworld is, for example, high-
context in its own localised centres (New York, London, Berlin etc.) but becomes low-context
globally; a state of affairs made all too conspicuous by the impact the COVID-19 pandemic.

The rise of the globalised artworld has resulted in the international ascendancy of low-context
signification exercised as an expedient for audiences with only a generally shared sociocultural
outlook. Within the contemporary artworld, the expedient of low-context meta-textual anchoring
has displaced/eclipsed the culturally located embodiment of meanings by techné usual in high-
context cultural settings; for example, the transubstantional sleight of hand constitutive of

art in the classical European mimetic tradition. That is not to accept those signified meanings
hypostatically as fundamentally real or authentic, but rather to acknowledge their perceived
embodiment as discursive réalités by technés within localised high-context cultural settings,
wherein relatively little in the way of recursive semiotic anchorage is required.

Conclusions/Openings

The Duchampian readymade has undeniably opened up an expanded field of artistic expression
persistent through the shifting designations of post/modernist and contemporary art. Moreover,
those languages have facilitated far-reaching criticism of authoritative meanings in the public
sphere, not least in relation to the asymmetrical relations of power characteristic of patriarchy,
colonialism-imperialism and institutional racism. However, in the case of a post-Duchampian
contemporary art, it has become normal to uphold artworks, physical or otherwise, within the low-
context setting of the international artworld that have little or no embodied connection to their
imputed meanings. Anchorage, rather than embodied techné, has become a principal vector

of institutionalised politically correct messaging. Anything goes, as long as it accords with the
meanings legitimated meta-textually by the contemporary artworld, which have in many cases
become more important than the artworks themselves.

Comparable difficulties arise in relation a currently fashionable socially-engaged contemporary
art outside the gallery space. Although “artivism” of this sort seeks greater social justice through
transformative communal engagements with art in ways that can be understood to resonate with
a post-Duchampian deconstruction of any rational boundary between the aesthetic and the life-
world, its predominant outlook is marked paradoxically by a return to dialectical opposition of

a sort always-already suspended by deconstructivist thinking/practice. This pivoting toward a
more readily digestible dialecticism is of course understandable as a reaction to the intractable
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impossibility of deconstruction and the undeniably parlous state of the world at present (as
always). However, as such it involves an appropriation-translation of defamilarisation and
related technés of disjuncture in the service of politically circumscribed ends towards whose
decided tilting they are otherwise implacably resistant.

With the contraction of the physical infrastructure and connectivity of the globalised artworld
in the face of COVID-19, contemporary art’s generalising low-context presentation on the
international stage will almost certainly be supplemented ever more assertively by the poly/
cacophony of multiple localised high-context artworlds. As contemporaneity acknowledges,
the latter are, of course, already operative. The advent of COVID-19 does not perforce

mean an abrupt ending of the international contemporary artworld as we have come to
know it. Its perpetuation is assured, for the time being at least, online and through what will
no doubt be an on-going habitual staging of low-context international exhibitions of one

sort or another supported by unevenly distributed available surplus value. Within the event
horizon of COVID-19 the standing of the international artworld is, however, now ineluctably
suspended somewhere between the latency of its former presence and an uncertainly drawn
out termination. While the contemporary artworld and global artistic-industrial complex are
connected in no small part by a seemingly unimpeachable prima facie cosmopolitanism, that
sharing is arguably in its present form a continuation of rationalising Euro-American cultural
imperialism by the back door and, as such, by no means entirely agreeable to all. Emerging in
relation to which is the necessity of a just attention to rather than managerialist containment
of differing constructions of the meanings and functions of art, some of which will be
distasteful to the conditionality of an established and generalising Euro-American artworld
cosmopolitanism. What may usefully transpire is an attention to the confluence between the
impossible criticality performed by the readymade and a “post-West” myriad of (differing-
deferring) hi-context artworlds.

The impact of the COVID-19 pandemic forcefully enjoins us to embrace the virtual and/or
high-context localism as a response to the physical waning of artworld globalism. This is, of
course, yet another unavoidable pin/skewer for the international contemporary artworld and
its related sub-cultural artworlds to contend with. The virtual keeps global and local artworld
connectivity going while holding out the promise of novel forms of aesthetic(ised) experience.
Virtual connectivity can, however, only ever be a supplement to and not a complete substitute
for physically shared aesthetic experiences; indeed, in its presently developed form it

may serve as little more than a conduit for the reproduction/reinforcement of low-context
artworld generalisations. A recourse to localism places a renewed emphasis on the high-
context embodiment of meaning by techné. It does, though, run the distinct risk of retreats
into essentialism/exceptionalism. Institutional-managerialist artworld decision-making will no
doubt be pragmatic in addressing those dilemmas, whose vexing implications were always-
already spectrally immanent to the international contemporary artworld. How successful that
decision making will be, and on what terms, is, though, quite another matter.
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Transformation of Values:

A New Phenomenon in
Contemporary Art during the Era of
Globalization

Wang Duanting
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Academy of Arts, and distinguished professor at Sichuan Fine Arts Institute.
he is served as the rotating chairman of the 9th Annual Meeting of Chinese Art
Critics in 2015.

The inception of contemporary art has been a subject of debate, with various starting points
proposed including the end of World War I, the 1960s, and the 1980s. Aligning with Julian
Stallabrass, British art critic and author of "Contemporary Art," Wang Duanting firmly places

the birth of contemporary art in 1989. This significant year marked a pivotal moment in global
history, witnessing events such as the reunification of Germany, the collapse of the Soviet Union,
the end of the Cold War, and the advent of global trade agreements. These transformative events
signaled the onset of an unprecedented era of economic globalization, making 1989 a watershed
moment in human history. In this context, contemporary art emerges as the artistic expression of
the globalization era.

Herman E. Daly, an American economist, defines globalization as "the integration of the world's
economies into a global economy through free trade, free movement of capital, and less or no
restricted free movement of labor." Globalization, as Daly articulates, isn't merely about countries
integrating into the world economy; rather, it entails the internationalization of individuals and
enterprises through denationalization, culminating in the integration of independent national
economic entities into a global economic system.

Economic globalization has dismantled not only ideological barriers between nations but

also cultural boundaries, transforming contemporary art into a diverse and inclusive platform
accessible to artists worldwide. This economic paradigm shift has not only altered the
composition of artistic subjects, namely the artists themselves, but has also reshaped the very
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essence of art—its themes and languages. At the core of these transformations lies a shift in
artistic values, signifying a fundamental change that drives shifts in artistic subjects and the
evolution of artistic forms.

Contemporary art discourse frequently invokes three interconnected yet paradoxical
concepts: "universalism," "multiculturalism," and "global localism." These concepts
encapsulate the values inherent in contemporary art, embodying both contradictions and
inseparable connections.

"Universalism" is a value that advocates freedom and equal rights for all people beyond
social identities such as race, ethnicity, gender, and class. Adherents of this value emphasize
that the universal commonality between people transcends the boundaries of all social
organizational units and that all human beings are connected not only by their common
interests but also by the common humanity of each individual's continuous self-improvement.
They believe that the era of globalization is the era of the global village, and everyone's social
identity has changed from "national" to "earth man" or "world citizen", and "world" is not a
geographical concept, but a concept of common humanity.

Coco Fusco said: "Globalization has changed the face of the art world and the way ethnic and
cultural differences are dealt with, so that art evolves according to a common cosmopolitan
model." (Julian Stallabas, translated by Wang Duanting, Contemporary Art, Foreign Language
Teaching and Research Press, 1st edition, November 2010, p. 204) Contemporary art takes
"universalism" as an important value, shifting from the expression of local and national
concerns to the expression of the common aspirations and universal concerns of mankind.
And to dress up as a purveyor of neoliberal values. "It can be concluded that the most highly
regarded contemporary art is that which, in a continuous process of integration, contributes
to the further growth of the benefits of the neoliberal economy, the breaking down of trade
barriers, local coherence, and cultural attachment," Starabas notes. (Julian Stallabras,
translated by Wang Duanting, Contemporary Art, Foreign Language Teaching and Research
Press, 1st edition, November 2010, pp. 282-283)

Arthur Danto wrote in the preface to the Chinese version of his book The Abuse of Beauty:
The Concept of Aesthetics and Art: "Today, however, isolated from the world, the world of
art is a single great community. Perhaps, this is because the existence of meaning defines
art, and meaning does not require any special language. They are embodied in objects

that transcend the language that otherwise divides us." (By Arthur C. Danto, translated by
Wang Chunchen, The Abuse of Beauty: Aesthetics and the Concept of Art, Jiangsu People's
Publishing House, 1st edition, April 2007, p. 7)

In the era of economic globalization, art in the world is showing both a diversified situation
and a trend of Homogenization. Professor EdelbertKob, director of the Museum of Modern
Art in Vienna, wrote: "Looking at the world, the economy has reached a world unity through
the process of commodity integration, and art is also seeking a world unity, which will be the
inevitable result." National culture and art with distinctive characteristics will be summed

up in the category of folklore." ([O] Ederbert Cope: Introduction to the Exhibition of Abstract
Paintings in Austria, Fine Arts Observer Magazine, No. 6, 2005, p. 115)

In response to the homogenization of cultures brought about by globalization, "multiculturalism"
advocates respecting and maintaining the differences between different cultures and giving
equal political status to all cultures and cultural groups.

In the course of contemporary art, "The Earth Magician," held almost simultaneously at the
Centre Pompidou in Paris in 1989, and "Another Story," at the Hayward Gallery in London, were
two of the first striking multicultural exhibitions that broke the white monopoly on the art world.
For the first time, non-white contemporary artists won a place in the international art world. They
also heralded the establishment of a system in which non-white artists could be put on an equal
footing with white artists. Since then, we have seen an increasing number of non-white artists in
major art exhibitions around the world, including the Venice Biennale, Sao Paulo Biennale, and
Documenta Kassel.

Both "universalism" and "multiculturalism" seem to advocate equality, but the former emphasizes
reducing differences to achieve commonality, while the latter emphasizes maintaining differences
and hopes to achieve equal status among differences.

In his critique of multiculturalism in the art "America Alone: The End of the West," the Canadian
scholar cites the example: "In colonial India at a time when the British were full of cultural self-
confidence, they encountered the local custom of 'suttee,' in which widows were burned to death
together in the fire funeral of their husbands. General Sir Charles Napier, no doubt an opponent
of multiculturalism, said: "You say it is your custom to burn widows, no problem." But we also have
our custom: when the men burn a living woman, we tie a rope around their neck and hang them
alive. Go ahead and build your pyre, but beside the pyre, my carpenter will build a gallows. You
follow your custom, and we will follow ours. "The so-called multiculturalism dreamed up by the
Western elite ends up not glorifying all cultures, but negating its own." That's why multiculturalism
is the special suicide bomber that kills us." ([Plus] Mark Stein, translated by Yao Yao, America
Alone: The End of the Western World, Nova Press, August 2016, 1st edition, pp. 265-266)

Although universalists try their best to weaken and ignore cultural differences and advocate
equality for all, contemporary art in different regions and countries still differs in artistic language
and spiritual connotation due to historical and cultural differences in different countries. The
interaction between deep-rooted culturalism and overwhelming universalism, that is, the

conflict between "multiculturalism" and "universalism", has led to the emergence of an artistic
phenomenon called "global localism" in many countries, including China. In my opinion, global
localism is a kind of eclecticism, which is an artistic creation style that expresses universal
humanity and universal values with a local language or expresses local cultural characteristics
with a global language.

The following is a brief discussion on the concrete expression of the transformation of
contemporary art values:
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— The racial and gender composition of contemporary art
artists has undergone dramatic changes in the art world in
a low context.

1. During the contemporary art period, artists of color and third world artists have stood
at the forefront of the international art scene, occupying an increasing proportion of the
population.

In "Contemporary Art," Stallabras writes: "The linear, unidirectional, white, and male principles
of modernism have completely collapsed, replaced by a pluralistic, multidirectional, rainbow
of multi-colored, fragmented, complex landscapes of practice and language." (Julian
Stallabras, translated by Wang Duanting, Contemporary Art, Foreign Language Teaching

and Research Press, 1st Edition, November 2010, page 180). In this book, the author also
dedicates a special chapter to introducing the contemporary art situation in China and Cuba.
In addition to Chinese artists Gu Wenda, Xu Bing, Wang Guangyi, and Wang Jin, there are
also critics and curators such as Li Xianting, Gao Minglu, and Hou Hanru. Among the Cuban
artists profiled in the book are Angel Delgado, Jose Angel Toirac, Kcho, and Los Carpinteros,
along with Gerardo Mosquera, a prominent Cuban curator.

Indeed, the "modern art history" written by Westerners primarily focuses on Western white
male artists. Therefore, when translating and publishing such works, the Chinese tend to
add the word "Western" as an attribute. However, in recent years, Western art writers have
penned works on "contemporary art" that encompass artists of all nationalities, nations, and
races, including Asian and African artists, reflecting a more inclusive perspective.

In the contemporary international art scene, renowned artists of color include British-Indian
artist Anish Kapoor, African-American artist Kara Walker, British artist Chris Ofili, Japanese
artist Takashi Murakami, Iranian artist Shirin Neshat, Colombian artist Doris Salcedo, Indian
artist Shilpa Gupta, and Kenyan artist Wangechi Mutu, among others.

Of particular note is the unprecedented elevation of Chinese art in the international art arena
following the onset of globalization, arguably marking a period of assertive prominence.
Since the 21st century, virtually all writings by Western contemporary art commentators
have featured discussions and analyses of achievements in contemporary Chinese art.

The names of Chinese artists appearing in these writings have proliferated. Apart from the
artists mentioned in Stallabras' "Contemporary Art," names | have personally encountered
include Cai Guo-Qiang, Zhang Xiaogang, Fang Lijun, Yue Minjun, Zhang Huan, Yu Youhan,

Li Shan, Huang Yongping, Chen Zhen, Yan Peiming, Ma Liuming, Liu Xiaodong, Zhu Ming,
Song Yongping, Ding Yi, Zhang Dali, Wang Jianwei, Liu Wei, Zeng Fanzhi, Yang Fudong,
Wang Qingsong, Hu Jieming, Liu Zheng, Lin Tianmiao, Cui Xiuwen, Yin Xiuzhen, Cao Fei,

Sui Jianguo, Zhan Wang, Wei Guangqing, Dai Guangyu, and Ah Xian... This list continues

to expand continuously. The fact that Chinese artists can now stand alongside Western
counterparts on the international art stage and receive significant recognition from the global
art community was unimaginable just 30 years ago. Undoubtedly, China has been a major
beneficiary of globalization, perhaps even the greatest. Globalization has not only propelled
China's economy to remarkable heights, transforming it from a poor, underdeveloped third-

world country into the world's second-largest economy in just a few decades, but it has also
revolutionized the face of Chinese art, fundamentally altering its erstwhile disadvantaged and
marginalized position within the international art sphere.

2. In the contemporary art period, female artists have gained a completely equal status with male
artists, and they have the power to compete with male artists in both the quality and quantity of
creation.

In addition to the great changes in ethnic composition, the gender composition of artists in the
international contemporary art world has also undergone great changes. The rise of female
artists is a striking new phenomenon in the international contemporary art circle. The emergence
of a large number of outstanding female artists has not only completely changed the pattern

of male domination in the international art circle, but also brought new vitality to the world of
contemporary art. Contemporary female artists have gone beyond the primary goal of the first
generation of feminist thinkers and artists to show themselves and pursue gender equality,

and have expanded their vision to a broader field of human society and the spiritual world.
Female identity is diluted in the creation of female artists, the concept of feminism is no longer
mentioned, and female artists pursue true gender equality, that is, the pursuit of gender equality
not only in artistic language and creative subject matter but also in the pursuit of gender equality
in values. In fact, in contemporary art criticism, neither race nor gender is used as a reference
factor in judging artistic value.

Italian contemporary art is one of my research fields. | have just completed a National Social
Science Foundation art project "ltalian Contemporary Art after the Super Avant-garde", so | have
a better understanding of the overall situation of Italian contemporary art. In my opinion, the

role and status of female art in Italian contemporary art are typical in other countries around the
world. Italy is a powerful art country with a long history, but the history of Italian art history before
contemporary art is almost a history of male artists. Even in the years after the women's liberation
movement, when female artists in other Western countries stepped onto the world art stage,
Italy with a long artistic tradition has not given female artists their due seats for a long time. This
situation has completely changed since 1989, in the field of Italian contemporary art, almost half
of the female art. Never in Italian history have so many outstanding female artists emerged as
during the contemporary art period, Vanessa Beecroft, Paolapivi, Grazia Toderi, Lara Favaretto,
Sissi, Silvia Camporesi Many female artists, such as Camporesi, Maria Grazia Pentorno, and
Francesca Presentini, are renowned internationally for their outstanding artistic achievements
and have contributed to the development of contemporary art in the world.

In the international contemporary art world, there are numerous outstanding female artists. In
addition to the non-white female artists and Italian female artists mentioned above, here are
some familiar names: American female artists Kiki Smith (Cindy Sherman), Elizabeth Peyton
(Elizabeth Peyton), Cecily Brown (Cecily Brown), British female artist Tracey Emin (Tracey Emin,
Sarah Lucas, Jenny Saville, the Dutch female artist Marlene Dumas and the German female artist
Anne Imhof.

In addition to the increase in the number of female artists, female critics, curators, and museum
directors make up a growing share of the international art world. Looking at the ratio of the
number of girls and boys in art schools around the world, it is not difficult to understand that there
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are more and more women working in the art world, and there are more and more outstanding
women.

3. In the era of globalization, people's sense of national identity has become more diluted,
and it is quite common for contemporary artists from various countries to live and work
abroad.

Much like the transnational and cross-corporate nature of globalized product production, the
contemporary art production process also exhibits characteristics of globalization. For artists
in Europe and America, concepts of geography and national identity have traditionally been
more attenuated. Hence, in the globalized era, contemporary artists from all over the world
consider the whole world their home, some even leading a nomadic lifestyle. They freely move
between cities across the globe, searching for resources for their creativity and opportunities
for development, with their exhibitions and audiences spread worldwide. Of course, the
flourishing of art is always closely tied to economic development, as art inherently gravitates
towards wealth. Given that the United States is the world's largest economy and Germany is
Europe's economic powerhouse, New York and Berlin have become the two largest hubs for
artists today. For instance, renowned ltalian artist Maurizio Cattelan and Vanessa Beecroft
currently reside in New York, USA. Chinese artists Cai Guo-Qiang, Zhang Huan, Xu Bing, and
Gu Wenda have also lived or are still living in New York. Danish artist Olafur Eliasson has
recently been living in Berlin. Additionally, some artists travel to lands of diverse cultures
purely in search of new creative inspirations. For example, Italian artist Matteo Basilé lived in
Bali, Indonesia, for eight years from 2009 to 2017.

— The racial and gender composition of contemporary art
artists has undergone dramatic changes in the art world in
a low context.

1. Modern conceptualism, initially seen as anti-art, anti-formalism, and anti-aesthetics, has
evolved into a new form of formalism and a new aesthetic in the contemporary art period.

There's an argument suggesting that contemporary art lacks the ontological creativity seen in
modern art, which birthed numerous new art movements and styles. Thus, its achievements
and value should not be overestimated, at least not equated with those of modern art. From
my perspective, this view only scratches the surface of contemporary art and is somewhat
uninformed. We know that the realistic painting established during the Renaissance persisted
for over four hundred years, evolving into various painting movements like Baroque, Rococo,
Neoclassicism, Romanticism, and Realism. It would be incorrect to claim these movements,
all sharing a trait of realism, lacked creativity or that their achievements could be dismissed
lightly. In fact, although contemporary art mainly continues the modern conceptualism

styles of installation art, performance art, and video art, the essence of conceptualism has
fundamentally changed since its inception.

When Marcel Duchamp created his first readymade artwork, "Bicycle Wheel," in 1913,

his original intent was anti-art and anti-aesthetic. However, his anti-art, anti-aesthetic "prank"
eventually became recognized as a new form of art and a new aesthetic. This represents the
"negation of negation" principle in the development of art. The transformation of conceptual art
from anti-art to a new form of art underwent two steps:

The first step was in the 1950s when Pop Art and Nouveau Réalisme transformed "readymades"
into formalized art. From Andy Warhol's neatly arranged Coca-Cola bottles and portraits of
Marilyn Monroe, to French artist César compressing discarded car shells into perfect cubes,

we see numerous examples of how "readymades" underwent a process of formalization and
aestheticization. In 1962, Duchamp wrote in a letter to his friend Hans Richter: "This Neo-Dada,
which they call New Realism, Pop Art, Assemblage, etc., is an easy way out, and lives on what
Dada did. When | discovered readymades | thought to discourage aesthetics. In Neo-Dada they
have taken my readymades and found aesthetic beauty in them. | threw the bottle-rack and the
urinal into their faces as a challenge and now they admire them for their aesthetic beauty." (See
The Andy Warhol Museum, New York: Distributed Arts Publishers Inc., 1994, p. 172) Duchamp's
statement essentially confirms that Pop Art and Nouveau Réalisme are the products of the
degeneration and metamorphosis of the early conceptual art movement Dadaism.

The second step is that since the era of globalization, contemporary art has transformed
installation art, performance art, and video art into narrative and expressive art. In other words,
today, conceptual art is endowed with all the functions of traditional realist art and modern
formalist art, which not only has aesthetic function but also has narrative function and even lyric
function. Contemporary conceptualism can be called "Post-Conceptualism," which uses the shell
of the original conceptualism, but infuses it with new content that changes the intrinsic nature of
the artistic style.

If we say that since pop art and neo-realism, conceptual art has begun to return to aesthetics,
then in the contemporary art period, "post-conceptualism" has become a mature and perfect
aesthetic. At this time, the slogan of "everything is art" is no longer valid, and contemporary
artists will no longer choose crude materials to create installation artworks like pop art and neo-
realist artists, let alone use garbage as a medium of artistic creation like poor artists in Italy. At
this time, the concept of "everyone is an artist" has become outdated, in addition to the attention
to materials, contemporary artists pay particular attention to the production of works, a variety
of new means of creation, especially the application of computer technology, art creation has
become the patent of experts with special technology. Contemporary art calls for the return of
aesthetics, which is related to the pursuit of catering to the public interest and attracting the
audience's attention by all means, and to the requirement of the popularization of art, because
no matter how profound and mysterious the concept of art, only by giving it a beautiful form can
attract people's attention. As a result, many contemporary photographs, installations, and video
works are not only fascinating but even beautiful. As Starabras said, due to the dual pursuit of
concept and form, contemporary art is almost perfect, and the audience should be satisfied with
the dazzling and unexpected diversity of art.

As the creation materials are becoming more and more expensive and the content of science

and technology is getting higher and higher, contemporary art is becoming more and more "high-
tech art" and luxury art, and high cost and high investment have become common phenomena in
contemporary art creation. For example, from June to October 2008, Eliasson completed a large-
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scale installation, The New York City Waterfalls, on the East River in New York, USA. The main
body of the work is four huge metal supports, almost as tall as the Statue of Liberty, placed

in four locations near the East River area, using a geyser-like machine drive technology

to circulate water and pour water from the East River back into the East River. These
breathtaking giant artificial waterfalls have a strong visual impact and add to the scenery
along New York's East River. With a budget of $15 million, the project is the most expensive
work of contemporary art to date.

2. Digital art, network art, and genetic art have become the most dynamic new fields of
artistic creation.

In addition to changing the existing function of idealism and making its expression
omnipotent, many new artistic types have emerged in contemporary art in the past three
decades. In other words, from the aspect of art noumenon, contemporary art has also made
great progress, and these new art types are bringing revolutionary changes to art.

Computer-generated digital art is the most dynamic new category in contemporary art, from
the original computer painting to Virtual static or moving two-dimensional three-dimensional
animation, to "Virtual Reality" (VR) and "Artificial Intelligence" (Artificial Intelligence).
Computer technology has brought profound and extensive changes to artistic creation and
human production and life. Through augmented reality technology, digital artworks have

a stronger visual impact and spiritual shock than any artificial realistic art. As a branch of
computer science, artificial intelligence can simulate human intellectual activities and can
perform complex calculations beyond an individual's memory, to perform human work more
quickly and efficiently. It is foreseeable that digital art will gain more and more space for
development and will profoundly change the face of art in the future.

Network art based on the combination of computers and the Internet and the carrier of

the World Wide Web is also a new field. In addition to the point-to-point cooperation and
communication between artists and audiences, all kinds of data transmitted through the
network can become the material of network art creation. The increasingly large "cloud data"
will provide more and more powerful impetus and resources for the creation and development
of network art. For example, German artist Tobias Rehberger's 2003 installation "Seven Ends
of the World" is a piece of network art based on the transmission of data over the Internet. He
filled a room with strings of glass balloons, which presented a beautiful and slowly changing
scene, emitting different colors of light. Unusually, the light in those balloons was relayed over
the Internet, showing the real-time state of different lights around the world.

Genetic engineering and artificial intelligence are the two most rapidly developing scientific
fields in the world today. We have seen that the God-like ability to create through genetic
engineering has brought many new species into the world that were never before possible.
With the rapid development of genetic engineering technology, genetic art developed

from biological art has also produced many amazing new works. For example: In 2000, the
American artist Eduardo Kac genetically engineered a Rabbit that emits green Fluorescent
artwork, Alba, the Fluorescent Rabbit. The work was inspired by Alba, a fluorescent rabbit
that was genetically modified in a French laboratory, and the artist completed the work with
the help of genetic technicians. Today, there are countless examples of genetic art. Since the

emergence of gene art, there have always been moral, ethical, and legal disputes, but it has not
stopped the rapid development of this kind of art creation.

3, the theme of art has turned, religious belief, cultural conflict, ethnic identity, immigration
issues, and ecological environment have become the most concerned themes of contemporary
artists.

Globalization has changed the way of production and life of human beings, as well as the ideas
and social structures of human beings, and brought a variety of new social problems, which have
become the subject of universal concern for contemporary artists. The "Clash of Civilizations"
coined by the American statesman Samuel Huntington in the 1990s, shortly after the end of the
Cold War and the collapse of the Soviet Union, has long since become a reality of the world. At
that time, he predicted that the root of international conflicts in the future world would be mainly
cultural rather than ideological and economic, that the main conflicts of global politics would

be conducted between countries and groups of different civilizations, and that the conflicts of
civilizations would dominate global politics.

The clash of civilizations is specifically reflected in the conflict between different religions and
different cultures, and artworks on this theme are often the most eye-catching and generate
great controversy. For example: In 1987, the American photographer Andres Serrano created
Piss Christ, in which he immersed a picture of a crucifixion in his urine and photographed it.
When the work was exhibited at the Southeast North Carolina Center for Contemporary Art in
1989, it caused a strong reaction in the American cultural community. Some people expressed
positive comments on the work from the perspective of artistic freedom, and more conservatives
and religious people strongly condemned the work, saying that the work blasphemed Jesus
Christ. British artist Chris Ofili created a painting titled "The Holy Virgin Mary" in 1996, in which
a black African Virgin Mary dressed in blue is surrounded by pictures of female genitalia from
pornographic magazines, and the painting material is mixed with elephant feces. When the work
was on display, it angered many viewers, with some even splashing white paint on the painting

in an attempt to destroy it. Italian artist Cattelin's 1999 sculpture installation "La Nona Ora" (The
Ninth Hour) was also controversial because it depicted then-Vatican Pope John Paul I, who was
life-size and dressed in a white imperial robe. He was knocked to the ground by a meteorite falling
from the sky, but he seemed indifferent, his eyes closed, his face expressionless, his hand still
tightly clutched with the scepter bearing the crucifixion. This work is undoubtedly a mockery and
contempt for the Catholic Church.

In the international art stage in the era of globalization, to maintain their national cultural dignity
and to please the world audience, many contemporary artists, especially immigrant artists from
the third world, are trying to show their own cultural identity. This feature is especially prominent
in some Chinese artists who have entered the international art world, and they use traditional
Chinese culture as a source of artistic creation to win the attention of the audience. Some
Chinese critics call this creative strategy "playing the China card" and refer to such works as
"spring rolls" on an international art platter.

Immigration is one of the most prominent social phenomena in the era of globalization. It can
be said that in the past 30 years, it has been the largest transnational migration of mankind
since the discovery of geography. Moreover, this population migration is one-sided, that is,
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from economically backward countries to economically developed countries in Europe and
the United States. There are legal and illegal immigrants, and either way, large numbers of
immigrants bring all sorts of social problems to the destination countries. Immigration has
not only become an important issue faced by European and American governments but also
human rights and identity politics related to immigration have become the creative themes of
contemporary artists. For example, American artist Alfredo Jarr exhibited "One Million Finnish
Passports" in 1995 at the ARS95 International Festival at the Museum of Contemporary

Art in Helsinki, Finland. He made a million lightly altered copies of Finnish passports and
arranged them in a dramatic, minimalist, giant square. If the Finnish government approved
immigrants at the same rate as other European countries, the people who appeared on

their passports would have been granted immigration permits, but the Finnish government
rejected their applications. At the insistence of Finnish immigration authorities, Jarr's work
was later destroyed. The moral of this work is that anyone has the right to choose to settle
without being restricted by any country. To restrict this right is to restrict people's freedom
and is not conducive to friendship and unity between people.

Strong industrial productivity coupled with transnational industrial division of labor has
greatly improved production efficiency, brought about the rapid growth of global wealth, and
greatly satisfied the material desires of mankind. However, all the material wealth of mankind
is based on the excessive plunder of nature and the crazy possession of resources, and the
limited resources of the earth the growing population, and the infinite expansion of human
material desires have formed an irreconcilable contradiction. Ecological disasters such as
desertification, ocean and air pollution, ozone hole, and global warming are unfolding before
our eyes, threatening the future survival of mankind. Therefore, the ecological environment
has become the universal concern of artists all over the world and the theme of artistic
creation.

4. Contemporary art has changed from "visual art" to "multi-sensory art", and presence and
interaction have become the necessary conditions for art acceptance and effectiveness.

The concept of art as we use it today has changed many times in history, and these changes
reflect the metamorphosis and expansion of the nature and function of art. The term "Fine
Arts" (English/French Beaux Arts/ Italian Belle Arti) has been used in Europe since the

17th century to refer to aesthetically interesting and valuable activities and their products,
including painting, sculpture, architecture, music, and poetry. To distinguish from the practical
function of arts and Crafts (Crafts). In the 18th century, the German playwright Gotthold
Ephraim Lessing began to use the term Bildende Kunst (German/English Plastic Arts) to refer
to the art of painting, sculpture, architecture, and crafts with two - and three-dimensional
spatial images. Exclude literature, music, and dance from the fine arts. In the 19th century,
the concept of "Visual Arts" emerged, which covered the same scope as plastic arts, referring
to painting, sculpture, and photography, but including film and television. In the 20th century,
visual arts gradually replaced plastic arts and became the synonym of fine arts.

Since the latter half of the 20th century, particularly with the advent of contemporary

art, installation art, performance art, and video art have flourished and evolved, gradually
replacing traditional visual art forms such as painting and sculpture to become the primary
modes of artistic creation. Art has transcended the realm of visual perception and expanded

into all sensory domains, including auditory, olfactory, gustatory, and tactile senses. Therefore, |
believe that contemporary art can no longer be solely referred to as "visual art" but should instead
be termed as "All-sensual art" or "Multi-sensual art."

Through the simultaneous use of various means such as sound, light, and electronics,
contemporary art constructs a field space that often completely envelops the audience,
generating effects akin to those of a movie theater and providing viewers with unprecedented
sensory impact. In recent years, such exhibitions have been given a new name - "immersive
exhibitions" - and have appeared extensively around the world, attracting a great deal of
attention, particularly from ordinary audiences and young spectators. Faced with contemporary
art, established modes of artistic reception and appreciation have been discarded. Through the
use of computer technology, audiences can participate in the creation of works, and interact

with them, and in some cases, audience participation becomes a necessary condition for the
completion and effectiveness of the work. Contemporary art demands the presence and personal
experience of the audience; verbal descriptions and printed reproductions are insufficient to
capture the appearance of the work or convey its characteristics. For example, Brazilian artist
Ernesto Neto is known for his signature style of aromatic soft installations. He often occupies
entire exhibition spaces with suspended pockets or droplet-shaped installations made of elastic
nylon and high-quality film. These interconnected soft structures are stretched and fixed to

the ceiling, forming shapes reminiscent of animal organs. Filled with spices or perfumes, these
shapes engage the olfactory senses of the audience before they are even seen. Sometimes, Neto
creates special structures of soft installations that visitors can enter through small openings on
the surface to experience the texture, with their bodies and interact with them. In essence, Neto's
works primarily evoke sensations of smell and touch, which can be described as "olfactory art"
and "tactile art." Neto himself describes his work as an exploration and representation of the
human body from within. Undoubtedly, the effectiveness of Neto's work relies on the audience's
live experience; physical contact and olfactory perception are essential conditions for the
completion of the work.

In response to the new modes of creation and reception in contemporary art, French curator
and critic Nicolas Bourriaud wrote "Relational Aesthetics" in 1998, proposing a new aesthetic
theory and redefining art as "the act of forming relationships with the world through symbols,
forms, actions, and objects." He points out that the defining feature of contemporary art is the
transformation of social interactions into an aesthetic arena by offering the audience a certain
service, entering into a contract with them, or simply mitigating the relationship between the
artist and the audience. The most active aspect of the art field is the various relationships that
emerge through interaction and coexistence.

Aiming at the new creation and reception methods of contemporary art, French curator and
critic Nicolas Bourriaud wrote Relational Aesthetics in 1998, which proposed a new aesthetic
theory of "relational aesthetics". Art is the act of establishing a relationship with the world with
the help of symbols, forms, actions and objects. He pointed out that the greatest characteristic
of contemporary art is to make social interaction into an aesthetic arena by providing some kind
of service to the audience or making some kind of contract with it, or just easing the relationship
with them. The most active part in the field of art is the various relations generated through
communication and coexistence.
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5. Great changes have taken place in the mode of art production. The traditional individual
creation has been replaced by the teamwork mode of art production. In installation art,
performance art, video art, and photographic art creation, the artist becomes a writer and
director, and the work is completed entirely by assistants.

The emergence of artist collectives and team-based studios is another prominent
phenomenon in contemporary art. Due to the increasing complexity and specialization of
artistic creation methods in contemporary art, many artists who utilize computer-integrated
technologies such as audio-visual-electronic techniques have adopted new collaborative
approaches akin to military operations. In the creation of large-scale installation works
incorporating video and audio elements, the collaboration of various specialized technicians
becomes essential, with each responsible for their respective tasks. The production of
virtual digital art pieces like 3D animations requires even more coordinated efforts from
specialized software designers and technical producers. Additionally, personnel in areas such
as human resources management, financial administration, art promotion, and marketing
have become integral parts of artistic creation collectives. Contemporary artist groups
exhibit all the characteristics of company formation and operation. Depending on the type of
artistic creation and the complexity of the technical requirements, the size of artistic teams
varies. For instance, Italy's renowned Studio Azzurro, specializing in interactive digital image
installation works, has employed over twenty individuals at its largest, including a diverse
array of artistic and technical talents.

"Not made by oneself" is another new way of contemporary art creation. In all types of
contemporary art, such as installation art, performance art, video art, and photography art, a
new phenomenon has emerged, that is, artists only propose ideas and plans for works, and
the material works are completed by assistants. Like film and theater, in "post-conceptual”
artistic creation, the artist acts as the writer or director, and the presentation of the work is
undertaken by the actors and others. For example, the works of the Italian artist Cattelan
since the 1990s are sculpture-installation works from the hands of assistants. Italian artist
Beecroft creates almost all of her performance artworks with models she hires temporarily.

6. In addition to the transformation of the artist's identity and the renewal of the way of
creation, that is, in addition to the main factors of art, a new large and rigorous system has
been formed around the effectiveness and value realization of contemporary art, which
determines the grade and success of artists.

In the contemporary art period, artists and their artistic creations are only the basic part of
the production of artistic value, while collectors, investors, auction houses, art museums,
curators, and critics are the important drivers of artistic value realization. These institutions
and personnel constitute a huge and rigorous system, which establishes the operating
mechanism of the contemporary art world, and influences the fate of artists and the academic
and commercial value of their art. In this mechanism, the curatorial system and the biennale
model are two prominent phenomena.

Art exhibition has a long history, and the curator and curatorial system are the new rules of
art exhibition in the contemporary art period. In such exhibition rules, just like in a film, the
curator is the director, the artist is the actor, the work is the character, and the exhibition

design and layout staff are the artists and sets. An exhibition is a film directed by a curator.

Nowadays, curating has become a professional discipline and an essential part of an artistic
career.

In the operational mechanism of contemporary art, the biennial exhibition model plays a crucial
role in the international influence of artists. In other words, participation in world-renowned
biennials has become a significant indicator of an artist's achievements. This mechanism has also
led to a rapid increase and proliferation of biennials worldwide.

Before the 1990s, there were only a few biennials globally, including the Venice Biennale in Italy
(1893), the Sao Paulo Biennial in Brazil (1951), the Sydney Biennale in Australia (1973), the
Havana Biennial in Cuba (1984), and the Istanbul Biennial in Turkey (1987), among which the
Venice Biennale was the most influential.

After the 1990s, biennials began to emerge rapidly around the world. In chronological order of
establishment, the newly founded biennials include: the Lyon Biennale in France (1991), the
Sharjah Biennial in the United Arab Emirates (1993), the Gwangju Biennale in South Korea (1995),
the Johannesburg Biennale in South Africa (1995), the Shanghai Biennale in China (established
in 1996, opened to international artists in 2000), the Mercosul Biennial in Porto Alegre, Brazil
(1997), the Dakar Biennale in Senegal (1998), the Busan Biennale in South Korea (1998), the
Berlin Biennale in Germany (1998), the Yokohama Triennale in Japan (2001), the Prague Biennale
in the Czech Republic (2003), and the New Orleans Biennial in the United States (2008).

The common goal of these biennials is to showcase the latest achievements in world art.
However, due to the excessive number and rapid frequency of biennials, coupled with the inability
of new artistic achievements to keep pace with the biennials, there has been a convergence in
the content and format of exhibitions at each biennial, thereby diluting the overall quality of all
biennials.

Compared with previous art, the external relationship of contemporary art is more complicated.
Contemporary art is closely related to the economy, mass culture, and commodity culture. As
Stalabas puts it, "Art consumption, like all luxury consumption, blooms in abundance and fades
in poverty." (Julian Stabras, translated by Wang Duanting, Contemporary Art, Foreign Language
Teaching and Research Press, November 2010, 1st edition, page 231) The fate of contemporary
art is closely related to the prosperity and recession of the economy. Whether it is government
or enterprise, the sponsorship of art has economic purposes. The value and use of works of art
are no longer to meet the spiritual, educational, and aesthetic needs, but are given a variety of
utilitarian functions, including investment, tax avoidance, and money laundering.

The criticism of consumerism and the fascination with commercial culture constitute the greatest
paradox of contemporary art. On one hand, contemporary art is increasingly resisting the erosion
of the human psyche and spirit by consumer culture. On the other hand, contemporary art is also
becoming more prominently stamped with the mark of commercial culture. Contemporary artists
are keen on depicting various themes that appeal to people in the consumerist era, and they are
willing to turn art itself into a commodity for mass consumption. Collaborating with well-known
brands has become a widespread strategy in contemporary art creation, and even the production
and promotion of artfully utilize the patterns of commodity production and marketing. The
relationship between art and fashion has never been as close as it is today. Whether they share
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the same dream or not, art and fashion achieve mutual benefits and win-win cooperation
through their intimate collaboration, where there is a reciprocal influence between them.
Globalization is the newest form of civilization in the history of human social development,
and its history is not long. Humanity's exploration of the development path of globalization is
still ongoing. Just like any other phenomenon, globalization has both positive and negative
aspects. Over the past thirty years, globalization has demonstrated its benefits while also
exposing its detrimental effects. Globalization can only address issues of material production
and exchange, but it cannot solve moral and spiritual problems. Despite the aspirations of
universalists for global harmony and equality for all, racial conflicts and wealth disparities
persist in the real world. Globalization has exacerbated wealth inequality, with an increasing
share of global wealth being controlled by a small number of multinational corporations, tech
giants, and influential individuals. From the perspectives of social politics and civilization
ecology, globalization has brought about two starkly contrasting outcomes: one is beneficial
globalization, characterized by the assimilation of civilization over barbarism, which occurs
in less developed countries; the other is detrimental globalization, where barbarism erodes
civilization, seen in advanced countries. Present-day France and Germany serve as examples
of detrimental globalization. Brexit in the UK and the actions of conservative factions led by
figures like Trump in the US aim to resist the degradation brought by globalization to their
respective countries. Today, globalization has reached a historical juncture that requires
reflection and adjustment. How to maximize benefits while minimizing harm, and how to
ensure that globalization leads to the positive development of human society, are daunting
challenges facing humanity.

The English adjective "Contemporary" has various meanings such as "of the present time," "of
the same period," "simultaneous," and "of the same age." As a descriptor for history or art, it
is a concept that remains perpetually relevant and applicable, evolving alongside successive
generations of human life. In other words, each generation can rightfully designate the history
or art of their era as contemporary. Contemporary art travels alongside us, documenting

the ever-changing realities of the globalized age, and expressing the unyielding life force

of human pursuit. Contemporary art remains in the "present continuous tense"; its future is
unpredictable, but what is certain is its continual renewal with the passage of time and the
continuation of life.
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Century - Wave

—— The Significance of 2020 Sea
Flower Island International Art
Invitational Exhibition

LaoZhu

The opening of the exhibition "Century - Wave" exhibition at this moment is of extraordinary
significance! At a time when the whole world is still in the throes of the epidemic, it seems
that people need to see, and see what?

To see a hope is to see the glorious and beautiful state of humanity itself again. This state,
even in the midst of difficulties, is still able to present a difference between structure and
work, between others and the self, using glorious ideals and beautiful fantasies, and this
difference will be presented in such a way that it is a link given to the needs of our own kind
in this era. On this island, far away from the central city, it seems that such an exhibition has
become a surging wave, and the main significance of the emergence lies in the fact that it
is not an exhibition for China’s own art, but for international art. It is from all over the world,
including China. What to show, how to show, why to show have all issues that need to be
explored urgently!

The theme of the Annual meeting of Chinese Critics, held just on the eve of the New Year was
approaching, was to summarize 20 years of Chinese contemporary art, and Jonas Stampe,
an international friend, gave a summary of twenty years of international art at the meeting:
"What we want to explore is the problem behind the question of 'what happened'." When

we talk about 'what happens', we are really talking about whether there is a new' big idea

', whether there is' something that changes the way we think about art or artistic trends',
whether there is' an artist or art group that shows us a new way or breaks new ground .
These people, events, and things captivated us in a way that we had never been involved with
before, and artists like these who had a vision, transcended previously established ideas or
demonstrated a myriad of whimsical ideas appeared like bright stars in the 1950s, '60s, and'
70s. ...l just can't praise artists like Jeff Koons, Takashi Murakami, or KAWS for breaking new
ground or opening new horizons in art. Also, not to mention an artist like Nicholas Patti..." This
summary is not only a comprehensive observation of international art in the past 20 years, 155

but also a profound revelation of the differences between commercial manipulation and artistic
creation. In fact, it can be regarded as a comprehensive criticism and critique of international
contemporary art in the past forty years. On this basis, how can we promote the development of
international art in the world?

Perhaps in the midst of the epidemic and at such a difficult time, it would be enough for the
“Century-Wave - Sea Flower Island international Art Invitational Exhibition” to be held, as long

as the art of various countries can trigger the unity of the world, and people can show their
beauty and hope, and they can come together to appreciate each other, and the differences and
peculiarities between them, and achieve the mutual care of mankind. The “Century-Wave - Flower
Island International Art Invitational Exhibition” is enough for us to be able to carry out.

The fact that China is now hosting such an exhibition of world art is not only a change of venue,
but also a change of identity, a change of China itself as a subject of artistic creation. In 2000,
China began to attempt to make the Third Shanghai Biennale as an international contemporary
art exhibition. This was the first time that the Chinese government officially held an international
invitational art exhibition, adopting the curatorial system and taking the issues as the main theme,
inviting artists from all nationalities, countries and ideologies around the world, including Chinese
expatriate artists and domestic artists, to use various media to present various contemporary

art concepts and provide works, many of which are created on site. However, the art exhibition
finally invited Hou Hanru, who has lived in the West for a long time, and several foreign curators
to curate the exhibition. While Chinese curator Zhang Qing only played a role of assistance and
coordination. The Shanghai Biennale has changed over the years, and now no matter who is
asked to be the curator, it is still an international art exhibition with a self-determined theme in
the context of Shanghai. Is this change also due to the lack of major breakthroughs in Western
art, forcing contemporary art elsewhere, such as China, to continue to show original experiments,
and forming a pattern of change?

This question also leads to another question, that is, in addition to providing venues, is China
capable of promoting the development of contemporary art? In fact, this question is not only a
reflection on Chinese contemporary art, but also an inquiry into Chinese contemporary art.

The body of Chinese art is relatively rich and complex at present, as there are three kinds of art
running side by side. One is the revival of ancient Chinese art, which focuses on the links between
archaeology and the origins of Chinese calligraphy, painting and art history, and emphasizes
the continuation and use of traditional Chinese creation. One is the introduction of Western
realistic art and its academy education system after the New Culture Movement in China. The
two generations represented by Xu Beihong and Wu Zuoren studied intensively in Western art
academies and brought the system and technical norms of academy art to China, and then re-
entered through the Soviet Union, forming the dominant position of the concept of realism and
the technique of realistic reproduction in the pattern of China’s current art academies. Even
the Department of Chinese painting is taught in the pattern of realistic representation of art
colleges. Regarding this issue, President Pan Gongkai once explained that if Chinese painting
were taught in the current academy style, it would not be the original Chinese tradition, and

it would no longer be a realistic painting and calligraphy that uses calligraphy and poetry as

a means of personal characterization and cultivation, but would still be an ink painting that

is based on the reproduction of the illusion and hallucination of the visual object after being



trained by the Western academy in anatomy and perspective. However, after the reform and
opening up, China developed contemporary art, which was first called modern art from the
1980s to around 2000, and then gradually called contemporary art or experimental art. At
the beginning, this kind of art imitated and followed various techniques, styles, concepts,
artistic attitudes and creative ideas of Western Vincent van Gogh, Picasso, Duchamp and
Boyus as a path to emancipate the mind. This state still has a lingering effect, but in the
mid-1980s, it began a self-conscious exploration without previous examples, breaking
through the achievements that had already been made by Western contemporary art, and
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responding to the dilemmas of Western art as mentioned by Jonas Stamp. In response to
Jonas Stamp's reference to the predicament of Western art, he came up with some new and
"important ideas" in an attempt to "change the world's view of art or artistic trends". With
the new century's access to information and a generation of artists studying and working all

@coc

over the world, not only has a basic ethos of contemporary art been formed that emphasizes
originality and rejects plagiarism, but the general tendency of Chinese contemporary art

is not to replace previous traditions and concepts, whether Western or Chinese, with new
icons and iconography. Progress and transcendence are the re-cognition and realization

of the fixed and obsessive ontology of the self with the law of self-denial, the re-cognition
and realization of the nature of the other and the self, the reflection of the dualism between
things and substances (concepts) as the object of human beings, i.e., the transcendence

of the ontological thoughts from Aristotle, Kant, to Heidegger, and the unification of the
world's essence and the nature of human beings, and the penetration into the supreme
equality of meaning given to human beings in the original state of the self with its unspecified
nothingness, in the process of breaking down the world and the human being. In the
"paradoxical tension" (Xia Kejun's concept) that breaks down and removes itself, a tendency
to inspire infinite possibilities through art is formed.

The "Century - Wave - 2020 Sea Flower Island International Art Invitation Exhibition" is a
review under such a new situation, in the end, what kind of effect will be achieved, whether it
can let the audience experience the subtle transformation of contemporary art, the birth of
new possibilities for contemporary art, we are looking forward to it! We are looking forward to
the birth of new possibilities for contemporary art!
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January 23, 2021, Pekin University
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Century and Wave
—— As Art in the Context of
Globalization theme forum

@

Challenges and Responses —- Inspiration and reflection onart in
2020

Host: Zhang Zikang
Guests: Sui Jianguo, Song Dong, Wang Duanting, Zhan Wang

Wang Chunchen_ After watching the exhibition this morning, | believe you all felt the magical
creation of this island. The theme of this exhibition is "Epoch" and "Wave"
: Art Acts in the Context of Globalization ", which is also the title that
came to mind when planning the exhibition. We invited 10 experts from
all over the world as academic committee members, including Zhang
Zikang, Sui Jianguo, Zhu Qingsheng, Wang Duanting and other experts
and scholars present, as well as several experts at home and abroad to
write articles, some of the articles are more than 10,000 words, showing
the serious attitude towards the exhibition. The epidemic in 2020 stopped
the exhibition activities all over the world, and suddenly an invitation was
issued in a distant eastern country (China). | remember that after sending
the invitation letter to these experts, the replies | received were very
surprised, they wanted to say, "Can you do it? Can the exhibition still be
done?". | said that the Chinese side has certainly fulfilled its set goals. At
that time, when the epidemic was at its worst in the world, the exhibition
was postponed from August last year to the end of the year, and then to
the end of February this year. Finally, today's opening ceremony is possible.
Even so, many students and artists were unable to attend. What does this
reflect? This afternoon's forum is divided into two themes, the first half
of which is "Challenges and responses", to discuss the inspiration and
reflection on art in 2020. Moderated by Zhang Zikang, the session featured
Sui Jianguo, Wang Duanting, Zhan Wang and Song Dong. The second
half will begin after the tea break. Guests will share their thoughts on "Art
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Trends in the post-pandemic Era". Moderated by Wang Duanting, the
session will feature Yin Shuangxi, Wang Chunchen, Yang Wei and Duan
Jun.

The titles of the two sessions are actually linked. Yesterday, on the way
here, | was still finishing another article, which is the introduction to

an essay collection. In this introduction, | raised four questions, which
are also troubling us in the current Chinese context, and | think we can
discuss them today. With the participation of multiple media and artists,
and the scale of the exhibition, this forum should produce a high-

level, multi-thought-provoking discussion, rather than just a general
discussion.

What are these four questions? They can be combined with
globalization and used as an introduction to today's discussion. First,
in China, there is always a comparison between China and the West,
whether in teaching or in creation. Second, tradition and contemporary
are the topics we will mention repeatedly no matter what the occasion.
Third, the nature of art, that is, art is also social, ethical and political.
When we ask "Is this art", what does this question indicate? Fourth,
should Chinese art have a philosophical trend, that is, some kind of
expression of the concept, and what is conceptual art? Of course, like
the whole exhibition we see today, it is still a keynote based on ideas,
not a vision that stays on the surface. Although it looks very shocking,
exciting and stirring, it still brings about a global consensus reached
by artists in artistic creation in the current global context, regardless
of whether it is before or after the epidemic in 2020, beyond visual
appearances and beyond the aesthetic aestheticism of the past. At the
same time, domestic and foreign artists and international experts have
also talked about the development and changes of art under the whole
global trend.

So, why is this exhibition called "The Wave of the Century"? In the

21st century, if we start from China to discuss art, we should not

only stay in the confrontation between China and the West, or the
confrontation between China and the West. "Learning for the body

and Western learning for use" will make us never get rid of the feeling
of globalization. The second is the tradition and the contemporary,
which is also troubling people. Of course, even if we discuss these
issues today, we cannot solve them here, but this is precisely a basic
point from which we should start. These, | think, may be some of the
questions that lead to our discussion of "challenge and response" today,
including, as we often say, how to deal with the relationship between
the art that we do not understand and its content and value? Especially
with the emergence of a large number of cultural tourism projects
today, when art and cultural tourism are combined, what kind of art can
reflect The Times? What kind of art can meet the needs of the society?
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This, in turn, becomes a discussion of socialization and specialization,
including even the improvement of the teaching content, which is a
complex and urgent subject, not just an academic concept. Just like our
exhibition this time, for Haihua Island in Hainan Island, in fact, the future
challenges of the museum are far greater than our opening exhibition at
this moment, it is impossible to have such an exhibition every time, there
must be other exhibitions, what will it be? In fact, this is a topic, not only to
meet the needs of a large number of tourists, but also to establish a high
level in China. So, this is what we need to deal with. Also includes the just
concluded CAFA graduate exhibition. In fact, | think what we should face at
this moment in China is a kind of era, called "post-concept". | don't know if
the teachers will mention this academic saying. | watched the graduation
exhibition of Central American and the Shanghai Biennale, and | left some
notes, which | plan to write into notes, and talk about what is "post-
concept" in the Chinese context? What kind of "post-concept" do we face?
This "afteridea" transcends many things. This exhibition that we're curating
today, these works that we're seeing, they don't have a unified division,
they don't have a unified material, they don't have a unified goal, but you
can feel all aspects of the content, because it's summed up in signs, in
phenomena. Just as we are an academic forum at this moment, in the face
of so many domestic media, our reports can not just stay on one event or
one exhibition opening, but can we reflect our thinking at this moment,
including the status quo of various industries.

This is my opening. Now | would like to invite curator Zhang Zikang to
preside over the first half of the discussion, and welcome four guests:Zhan
Wang, Sui Jianguo, Wang Duanting and Song Dong.

Three of our guests are artists and one is an art critic. While the global
epidemic continues to occur, the epidemic in China has been effectively
controlled, but it also brings us a lot of difficulties in international
exchanges. Now, although the epidemic is basically stabilizing, it may stay
with us for a long time, because new situations are emerging. However,
China is certainly one of the most stable and best controlled countries.
During this period, there were also a lot of changes around the world,and
there were a lot of restrictions on the activities of artists,especially the
many exhibitions of contemporary artists abroad, although the exhibitions
were going on, they could not go abroad, they could not participate in their
own exhibitions, only domestic exhibitions could be partially present, and
foreign artists could not come to China to participate in our exhibitions.

In fact, in this situation, there will be a relatively different kind of thinking,
which | think will also bring some changes to the artists' creation. After

all, faced with such an era, we can see in the exhibition that everyone's
creation has undergone great changes, and some are deepening and
expanding their original artistic concepts. Everyone is different. | would like
to let the artists talk about the challenges and reflections they face after
artistic creation. Please Mr. Sui to start.
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About the specific works you will talk about in the second half, we

will talk about some "empty" first. | was thinking about the question |
just mentioned about "post-concept" -- "post-concept" is fine, "after
conceptual art" is fine. When did | start with this idea? In 2006, Huang
Du curated an exhibition at the Tokyo Gallery called "What Is the
Mono-ha?" While he was planning this exhibition, he also brought
together several Chinese artists to curate an exhibition in a space near
CaoChangdi. The "Mono-ha" artists were all in the Tokyo Gallery, and
five or six of us were in the space over there. | had a good relationship
with the Tokyo Gallery at that time, and two Japanese "Mono-ha" artists
came, one was Sekine Nobuo and the other was Susumu Koshimizu.
Sekine Nobuo, the first author of the "Mono-ha", dug the piece of mud
out of the earth and put a solid cylinder next to it; Susumu Koshimizu
gradually made pieces of wood and the like. Since | was still the head
of the sculpture department at the time, | invited them both to give a
lecture on "Mono-ha" at Central America. | hosted the lecture, and at
the end of the question-and-answer session, an art history student
asked them, Do you think you're conceptual artists? Both of them

said, "Yes." | was a little confused at the time, obviously "Mono-ha" is

a genre with a transcendent attitude after conceptual art. Then again,
my foundation is going to publish a translation this year, The Art of Yu
Bai, by Lee Ufan, which he has specifically written about in his book. In
2006, my understanding of the "Mono-ha" was actually quite vague.

I thought they definitely did not belong to conceptual art. The most
classic of conceptual art is to speak and write directly, which cannot
be implemented in material terms. Because once it is implemented

in material, in a formal substance, the work becomes a commodity.
Conceptual art is first and foremost against commercialization. By
opposing commerce, it directly opposes capitalism and reflects on the
art system itself. Because the art system is closely linked to capitalism,
this is a leftist attitude. In my opinion, "Mono-ha" works directly with
matter, which of course comes after minimalism. Minimalism came
about at the same time as ideational art, but the difference between
Mono-ha and minimalism is that minimalism makes more use of readily
available natural materials and less of industrial ones, and generally

of more primitive materials, such as iron plates. You see, Lee Ufan
deliberately said that he used iron plates instead of steel, and some
people used sleepers and the like. At that time, | was a little unhappy,
thinking that you are the two main artists of the "Mono-ha", saying that
you are conceptual artists, then do you still have a stance? If you are
ideational artists, then | am not a conceptual artist. In fact, at that time,
| considered myself a conceptual artist. After the lecture, a reporter
asked, "Mr. Sui, you said you are not a conceptual artist, is that true?"
.I'said, "really". | can't change that, but it's a disappointment that
conceptual art has become so pervasive that no one can say they're not
a conceptual artist. Of course, | am mainly talking about the Chinese
modern and contemporary art circles, or the more popular art circles in
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the world, and even the "Mono-ha" of them. At that time, it was 2006, and
the "Mono-ha" appeared in 1968. They had been popular for more than 40
years, but the were not so influential in the international community at that
time.

Although Japan does not have an art association system like China,a circle
of modern and contemporary art and authoritative art, Japan also has
traditions and some people who can get involved in the international trend.
At that time, | felt that the mentality of the "school of things" was a little
forgotten, because Lee Ufan was still popular in Europe and the United
States, and they felt that they must not oppose conceptual art. After that
time, | also thought about this question seriously, because Huang Zhuan
asked me again, and he said that in the foreword | wrote for you, it was just
written that you are the furthest in terms of conceptualism. | said, | really
think so. If it is so fashionable, we should deviate from it. Even if we have
not yet deviated from it, | must find a way to deviate from it. That's what

| thought at the time, and by the time | started to do "Blind Portraits" in
2008, | was actually doing it in a conceptual art way. | pinched an object
and then carefully enlarged it, revealing the absurdity of this clay sculpture
training in the academy, and talking about the absurdity of life. This is
actually "post-concept," but | don't think it is "post-conceptualism." | also
discussed this with Song Dong a few years later, because a work like
"Portrait of the Blind Man" is definitely not "abstract Expressionism." What
then? It is the most realistic piece of mud. Should it be called "abstract
realism"? Years later, | was talking about it with Richard Deacon, and he
said, "Those two words don't go together." | said, "So 'abstract primitivism'
goes together, why not 'abstract realism'?" . In short, there are no theorists
to discuss the matter, and of course the artist himself is here to ruminate.

| use "concept" to raise this question, and | feel that my task is basically
accomplished.

Mr. Sui threw out a topic and left it for Mr. Song Dong to answer.

Zhan Wang also wrote "conceptual sculpture", they can continue to talk
about this issue.

Just now Mr. Sui said a word called "abstract realism", in fact, | put forward
a "abstract realism" in 2006.

Yeah, pretty much. "Abstract realism," "abstract reality," "abstract reality" is
better.
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In 2011, I did an exhibition called "The Wisdom of the Poor," and in

my self-description | mentioned "abstract realism" because these two
words are a pair of contradictions, just like Deacon said they don't go
together. In fact, my generation was exposed to realism, and it's called
"socialist realism" in the education process, where you face society, you
face real life, and you create something. And it's done in a realist way.
But later, | found that many artists are actually trying a new "abstract"
way, which is no longer the "abstraction" after the separation of "image",
and seems to be some distance from "pure abstraction".

Let me give you a particularly typical example, like Wang Guangle. He is
a painter. He paints colors one by one, but these colors are not simply
emphasized points, lines, surfaces, bodies, shapes, colors and qualities,
but the expression of life and time. So his work is called "Longevity
Lacquer", "Longevity lacquer" is actually a very Chinese way to face
death. In the past, before his death, the old man would make a coffin

for himself, and then paint one paint every day, and constantly paint
thousands or even thousands of paint, tens of thousands of paint.
Maybe the longer he lived, the more painthe painted. He can see where
he belongs, which may be another tipping point, another space, or the
world. So, | think death is an eternal human problem, and the Pope has
solved some of our fears, but art is really another entry point. If you ask
me, art is indefinable, and that's what makes it so fascinating.

Today | saw the work of more than 90 artists, more than 90 different
views of the world. | personally think there may be classic early
conceptual art like Kosuth, which is idea-based and has a very clear
distance from all kinds of things that have to do with art -- from
commerce, from material things. But over time, | think the definition of
art today is no longer as original as it was when conceptual art started
in the 60s and 70s. Today, it's more of a fusion, whether it's a "post-
concept" or something else, but | think that every artist's work may

be inseparable from the so-called "concept" or personal idea. Art is a
way to express cognition, including the works of Mr. Sui. At that time, |
discussed with Mr. Sui about the feeling of his hand pinch. He was sure
that his hand ability was very strong, but he tried to let himself forget
the training he had received and directly grasped it with his hand. In
fact, when we clenched our fists, no matter how tight we clenched them,
there was always an empty space inside, with some gaps. Mr. Sui put a
piece of mud in the middle of his hand. When he released his hand, the
mud itself was the clenched space. He had a lot of such things, though
there was probably more to be said for this discussion.

I think what's interesting about doing this project today, especially
on Haihua Island, is that the audience here may be different from the
audience in Beijing or Shanghai. Part of the audience is definitely
professionals who come here specifically for the art and for this
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exhibition, just like it is my first time to come to Haihua Island today. From
last night to today, a very brief observation of the people around you, you
can see that people are here to relax, to find the kind of life that they don't
normally have, which is a part of life. When people come to this new world,
like at night, when the lights come on, this kind of dreamlike world, it's a
kind of manufactured atmosphere, which is very far away from the real

life of people. So, for me, creating a piece of work, how does it establish

a relationship with life, or with strangers who come here, | think that's a
question that | think about. You may have seen my work today, but it's a
work in progress, it's not finished, and you can still draw on that wall with
water. For me, Hainan is a big island, and water is very important here.

In fact, the whole world is connected by water. Now the continents are
separated from each other, and the activities between people are not as
free as before. As | said just now, we can't go to some exhibitions, and
foreign artists can't come. What will the future be like? | think the future will
definitely not be like this, but today will certainly give you more thinking,
freedom of association will certainly appear again, but when it does appear,
it may be upgraded freedom of association. Thank you very much.

Thank you, Mr. Song Dong. Mr. Song Dong also mentioned some issues
relateto the current society. In my opinion, Mr. Wang is also challenging
himself in his works. From the works exhibited in the Long Art Museum to
his later works, | think there have been some changes. In particular, what
impressed me most about Mr.Zhan Wang is the exhibition | gave to Mr.
Zhan Wang in today's Art Museum. | felt that the exhibition brought a great
change to Mr.Zhan Wang. Would you please tell me whether this is "post-
concept" or'"conceptual art"?

Today's topic is very interesting, Sui has brought the topic to a special
academic, which needs the participation of critics. Just now, after taking up
the topic, Song Dong talked about his feelings of coming to Haihua Island
as an artist. These two topics are of great interest to me, so | want to talk
about them briefly. As Curator Zhang just said, when we worked together
with Today's Art Museum, we did some groundbreaking works. That was in
2010, and it was my first major work since the 2008 exhibition, so it was
very important. In my self-research, the exhibition "Suyuan Stone Machine"
in today's Art Museum is a fresh start.

The works exhibited in this exhibition were actually made for the first time
in the exhibition of Long Art Museum, which is to open the fake mountain
stone. In my own creation, | may not understand as well as Mr. Sui thought,
opening is actually just an intuition of mine, | think to open, to show the
inside. But coming to Haihua Island this time solved my problem, and |
knew why | had to open it. | met Li Linlin at the airport. | asked her how

you feel about Haihua Island after working here for half a month. She said,



"It's like the sea water is fake." And | said, "That's a good point," and | began to enter the landscape society. Of course, now we are not only in

recommended a movie to her called The Truman Show. Because that Haihua Island into the landscape society, people in daily life, but also in the
feeling, if you add that to the fact that it's not a movie, the concept is
completely clear. Everyone can go and see it, so | won't say more. | also
came here for the first time, and Song Dong like last night, saw a big
shark head in the room at night, the table is like a box, with a handle,
put a fruit bowl above, but also equipped with a knife and fork. | thought

of Dali, this is not surrealism? Then | turned off the lights and listened

landscape society, but China is an accelerated landscape society. This is
actually an upgrade from the original landscape society defined by French
philosopher Guy Debord. Therefore, a landscape was filled out in the

Sea Flower Island to create the life that everyone yearns for. Here we see
the problems of "century" and "Wave" that correspond to the title of the
exhibition, and we are actually accelerating ahead. Of course, | have not yet

AJNLN3D 3HL 40 S3AIL3HL

to the news before | went to sleep, and the news reminded me that responded to the question of 'virtual versus real'.
the world was still in the middle of the epidemic, and the death toll in
India was still rising, which made me feel very magical. From the 1990s
to now, | found that Dali's surrealist concept has gradually become a
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this kind of surreal dream has become a reality today. But where has
reality gone? | go to sleep at night and wake up at night to find reality
in my dreams. Because when | sleep now, I'm not thinking about Dali's
surreal, I'm thinking about how to deal with this epidemic, and some
political news in other countries. The day and Song Dong talk about
some very annoying things, the thought of reality is very upset, | found
how this is upside down. | had the feeling that a dream had become
reality, and reality had become surreal. Then, | think | know why |
opened the stone. When | made the stone, the surface was surreal.
When | opened the stone, the inside was reality. This is my reflection
on reality or realism. This is not a theory, but a small gain and personal
experience after | came here. | just want to say so much, and | don't
know whether it has anything to do with the "post-concept".

Thank you, Mr. Zhan Wang. | think artists can get inspiration at any
time and make their own creations. Zhan Wang's visit here may have
a great improvement. In fact, one of the most influential factors in
today's society is high technology. The influence of digitalization on us
is very great, including art creation, museum display, and the influence
on ideas, which are everywhere. Therefore, | think of what Mr. Sui told
me the other day, a "real and virtual" relationship. Mr.Song Dong also
talked about this just now, he said that his sculpture is empty, the 'real
and virtual' formation of the relationship with Western culture is still

very different, this is the Chinese culture of the 'real'used in the creative

thinking, | feel particularly interesting, also please Mr.Sui say again.

The "surreality" mentioned in Zhan Wang is actually "landscape
society", a kind of landscape created by the whole tourism industry and
a capitalist consumption mode. You enter a scene, and then according
to this scene to live, advertising and so on have been organized, people

Zhang Zikang_
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the European student movement and social thought throughout 1968, and
it was a critique of capitalism. But today, we are actually more and more
deeply embedded in this, it is not only a surreal problem, but the creation
of a scene-all the landscape is created, the whole sea flower island from
the ground to the house, to the trees are all created, the exhibition is also
created, this is the problem of "virtual and real". Just now, Zhan Wang

said, is it the "reality" that has been created, or is it the "reality" that has
not been created, the life we are used to. In a certain sense, the so-called
"landscape" should have been "virtual", but it turned out to be "real". We
can only return to reality in a dream, which can also answer your question
of "virtual and real". Because the "virtual" is originally invisible, you can see
it when you make it "real". The "landscape society" means that capitalism
has found its flesh. What is "capitalism"? Marx described it for a long time,
and he used "surplus value" to explain it, but in fact, capitalism is now
constantly monetizing the whole society.

As a theorist, Mr. Zhan Wang certainly has a lot to think about in this regard.

| do. Coming to Sea Flower Island, in such an "artificial dream world", is very
different. This is indeed a realistic version of Deboer's "landscape society",
but it is even more magical. As an academic committee member of the
exhibition, | wrote an essay that will be included in the commemorative
booklet that will be distributed to you today. This article is an opportunity
provided to me by the exhibition. It is relatively long, with more than 10,000
words. The direct reason that inspired me to this article was the annual
meeting of Chinese critics last year. At the end of 2020, the 14th Annual
China Critics' Conference was held in Yixing City, Jiangsu Province, and
Jonas Stampe was invited to give a keynote talk as a Western expert on the
progress of Western contemporary art in the past 20 years. He seems to
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have downloaded two tables from the Internet, which are the auctions
of young artists and middle-aged artists. He concluded that there was
nothing new in Western contemporary art, nothing new like the "land
art" of the 1950s and 1960s, and that contemporary art seemed to
have no redeeming value.

I am a student of Western contemporary art, and have translated many
works of contemporary art. | also studied abroad in Italy and France. As
far as my investigation of contemporary art is concerned, | don't think
what he said is correct. Every weekend, critics attend exhibitions and
seminars outside, and they always talk about "contemporary". Then,

| also want to clarify "contemporary art". What is "contemporary"?
What is the difference between "contemporary" and "modern" and
"postmodern" before it, and what is the "new" concept? Fortunately, |
had the opportunity to write a long discussion and thanks to Mr. Wang
Chunchen, who recently organized a seminar for this paper in his 798
Contemporary Art Research Center. Duan Jun, who is present here,
also participated in the seminar, as well as the young critic Ariel. This is
along article, so | want to give you a brief introduction of the article, in
response to the discussion of several artists just now. They discussed
"contemporary art" from the perspective of artistic creation, from their
personal feelings and from their own creative experience, while we, as
critics, may do a theoretical cleanup of the concept of "contemporary
art" from a theoretical and rational perspective. Because of the time
problem, | will only talk about some views here, and the argument part
may be skipped here.

First of all, | set the starting point of "contemporary art" in 1989, which
is also the year when the era of economic globalization arrived. In a
sense, "contemporary art" is also "art in the era of globalization". Just as
the theme of this forum is called "Art in the Context of Globalization", it
is also completely in line with the title of my thesis "The Transformation
of Values -- The New Phenomenon of contemporary Art in the Era of
Globalization".

There are several concepts of "contemporary art" related to
globalization. One is "universalism", the other is "multiculturalism", and
the third is "global localism". These are three concepts that are widely
used by contemporary art writers to embody the values of contemporary
art, which are contradictory and inseparable. "Universalism" is a
concept that advocates the values of freedom and equal rights for

all, transcending social identities such as race, ethnicity, gender and
social class. "Multiculturalism" refers to the phenomenon of cultural
homogeneity brought about by globalization. It advocates respecting
and safeguarding the differences of different cultures and giving equal
political status to all cultures and cultural groups. Both "universalism"
and "multiculturalism" seem to advocate equality, but the former is
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more focused on reducing differences in order to achieve commonality,
while the latter is more focused on maintaining differences but hoping to
achieve equal status among differences. Although "universalism" tries its
best to weaken and ignore the cultural differences of human beings and
vigorously advocate the equality of all people, there are still differences

in artistic language and spiritual connotation in contemporary art of
different regions and countries due to the differences in history and

culture of different countries. The interaction between the deep-rooted
"cultural home base doctrine" and the overwhelming "universalism", as

well as the conflict between "multiculturalism" and "universalism", has led
to an artistic phenomenon that can be called "global localism" in many
countries, including China. In my opinion, "global localism" is an eclectic,a
compromise between "universalism" and "multiculturalism", a creative style
that expresses universal humanity and universal values in local languages,
or expresses local cultural characteristics in cosmopolitan languages. In
fact, there may be some such connotations in everyone's creations to some
extent.

Therefore, "contemporary art" is first of all a change in values, which is
manifested in the following aspects: First, the racial and sexual composition
of contemporary artists has undergone tremendous changes. In the

period of contemporary art, artists of color and 'third world' have stood

on the international stage and accounted for an increasing proportion.
Until now, the history of modern art had been a predominantly white, male
art history, and we had to add a "Western" geographical concept to our
translations. Although Arnason's Art History of Modern Art did not have the
word "Western", it was actually all Western artists, so we added the word
"Western" when translating into Chinese. As for "contemporary art", there
is no such problem. Contemporary art has no regional concept,no "Western
contemporary art", "Eastern contemporary art", "Chinese contemporary
art" or "American contemporary art", and "contemporary art" is a global
concept.

Sure. What is especially worth mentioning is that after entering

the globalization, the status of Chinese art in the world has been
unprecedentedly improved, and it can even be said that it has risen
strongly. Since the 21st century, the introduction and discussion of Chinese
contemporary artists have been indispensable in all the works of Western
contemporary art writers. More and more names of Chinese artists appear
in these works, and dozens of Chinese contemporary artists have entered
the international academic field of view and discussion, not only through
some exhibitions. The names of the artists present on the stage have all
appeared in the international contemporary art literature, a phenomenon
and situation that would have been unimaginable 30 years ago. Therefore,
the unprecedented rise in the status of Chinese artists in the international
art world is an important phenomenon in contemporary art. Secondly,
Another phenomenon is that female artists have gained a completely
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equal status with male artists, and have the power to compete with
male artists both in the quality of their creations and in the number of
artists. Because modern art history is dominated by male artists with
few female artists, while there are more and more female artists in the
contemporary art world, as well as in the Chinese art world. In addition
to female artists, the emergence of female critics, curators or museum
directors is taking an increasingly heavy proportion in the international
art world. In fact, it is not difficult to understand this phenomenon when
we look at the ratio of men and women in art history departments of

art colleges and universities in various countries today.Thirdly, In the
era of globalization, people's sense of national identity has become
weak, and the phenomenon of contemporary artists living and creating
in different places has become very common. This phenomenon also
exists among Chinese contemporary artists, for example, those who are
still abroad or have returned, such as Xu Bing, CAl Guogiang, etc. This
phenomenon is more common in the West, and it is still the case.

All these are the concrete manifestations of the change of values in
contemporary art. "Modern idealism" has become a new formalism,
which is the concept of "post-idealism" mentioned repeatedly by
everyone just now. "Modern idealism", which used to be anti-art, anti-
formalism and anti-Americanism, has become new formalism and new
aesthetics in the contemporary art period, and idealism has become
"post-concept", or conceptual art has changed from "anti-art" to new
art, which can be divided into three steps:

The first step, Pop art in the 1950s, signified the beginning of the
formalization of idealism. What does it mean? Originally Duchamp's
Urinal or Bicycle Wheel was an anti-tradition, anti-art, anti-
authority,anti-aesthetic prank. But by Pop Art, this art had become a
new art form. From Andy Warhol's neat rows of Marilyn Monroe heads
and Coca-Cola bottles to the French neorealist Cesar's compression of
car scrap into square shapes, conceptual art had become formalized.

The second step is that conceptual art in the age of
globalization,including installation art, performance art and video art,
has become narrative and expressional art. At this time, conceptual art
has regained the functions of traditional formalism and even realism,
and has become a work of art that can be narrated and lyrical. This

is the second step of change.The third change was that conceptual
art left the museum completely, and artists became social workers,
participating in community construction and urban planning. Even, in
arecent example | saw, a German woman artist founded a research
institute to trace the works of art, books and so on that were looted
by the Nazis 70 years ago. Both lost and acquired parties can register
with her and trace them through legal means. Of course, these are

grandchildren of the people involved, but things like this belong to the 197
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third generation of conceptual art. The transformation of contemporary
art into a formalism, into a narrative and lyrical device,including this form
of social work, we collectively call "postconceptualism." So, everyone can
wonder if your work is within such a limitation.

Conceptual art generalizes.

Yes, it is "pan-concept", which is similar to "conceptual art" and "post-
conceptual art". Both "pan-concept" and "soft concept" can be "post-
concept", which has different expression in each artist. Secondly, digital
art, network art and genetic art have become the most dynamic innovative
achievements. What | just mentioned about digital art, the application of
Al technology in contemporary art creation, and the change in the way
contemporary art is presented, such as "immersive" art,are all things that
were absent during the modernist period.

Thirdly, the theme of art has turned. Religious belief, cultural conflict, ethnic
identity, immigration issue and ecological environment have become the
most concerned themes of contemporary art, which are also some of the
less important or no artists paid attention to during the modernism period.

Fourthly, contemporary art has changed from visual art to "multi-sensory
art". | invented the concept of "multi-sense art" 10 years ago. In the past,
we called art "visual art", but now art is not "visual art", it can affect your
hearing, smell, taste and touch, so | call it "multi-sense art". The creative
means of sound, light and electricity are widely used in contemporary art,
making presence and interaction a necessary condition for art reception
and effectiveness. These are some new phenomena in contemporary art.
Aiming at the new ways of contemporary art creation and reception, French
curator and critic Nicolas Bourriaud wrote the book Relational Aesthetics
in 1998, which put forward a new aesthetic theory of relational aesthetics
and gave it a new definition. (In many Chinese translations, his name

is translated as Nicolas Bourriaud, which is a mistranslation caused by
ignorance of French. French people do not pronounce the final consonant
of the French letter. If you tell French people Nicolas Bourriaud , they will
not know who it isArt, he said, is the act of establishing a relationship with
the world with the help of signs, forms, actions and objects. He pointed

out that the greatest characteristic of contemporary art is to turn social
interaction into an aesthetic arena by providing some kind of service and
contract to the audience, or simply easing the relationship with them. In
artistic engagement, this active part is the relationships that arise through
intercourse and coexistence. The theory of relational aesthetics, which
emphasizes relationships -- whether between the work and its environment,
the artist and the audience, or the work and the audience -- is an important
theory in contemporary art.
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Fifth, the mode of art production has changed, and the traditional
individual creation has been replaced by the teamwork mode of art
production. In installation art, performance art, video art and
photography art creation, artists have become scriptwriters and
directors, and the works are completely completed by assistants, which
is not available in modern art. Picasso created 30,000 works in his
lifetime, but as far as we know, every single one of them was created
by him, not by his assistants. In the contemporary art era, many artists
only provide ideas, and the work is finished by the assistants, just as
you give the concept of a work to the exhibition team at the museum,
and they will finish it for you. All this is a unique creation phenomenon
of contemporary art. Sixth, in addition to the main factors such as the
transformation of artists' identities and the renewal of their creative
methods, a new large and rigorous system has been formed around
the effectiveness and value realization of contemporary art, which
determines the grade and success of artists. What does this mean?
Contemporary art has a new operating mechanism, the most important
of which are the curatorial system and the biennale model. These are
two prominent phenomena, which | will not explain in detail.

This is a big topic for discussion. Maybe we won't have enough time.

Yes, I'm almost done here. Globalization is the latest form of civilization
in the history of human society. It does not have a long history, and
mankind is still in the process of exploring its development path.
Everything has both positive and negative properties. Over the

past 30 years or so, globalization has shown its positive effects

and exposed its negative effects. Globalization can only solve the
problems of production and exchange of material means of life, but

it cannot solve the moral and spiritual problems of mankind. Despite
the universalists' pursuit of universal harmony and equality for all, in
reality, racial conflicts and wealth differences have not been eliminated.
On the contrary, globalization has resulted in more and more wealth
inequality in the world, and more and more wealth is concentrated

in the hands of a few multinational groups, technology giants and
powerful figures. From the perspective of social politics and civilization
ecology, globalization has brought about two opposite results: one

is high-quality globalization, that is, the assimilation of civilization

into barbarism, which usually occurs in backward countries; The

other is poor-quality globalization, that is, the erosion of civilization

by barbarism, which tends to happen in advanced countries. Today's
France and Germany are examples of shoddy globalization. Brexit

and the US conservatives represented by Trump think and act in

order to prevent the poor-quality globalization in their own countries.
Today, globalization has reached a historical juncture that calls for
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reflection and adjustment. How to harness the advantages and avoid the
disadvantages so that globalization can lead the sound development of
human society is a serious task facing mankind. That is all | have said.

Mr. Wang has made an in-depth analysis and reflection on contemporary
art. Thank you, Mr. Wang. In my opinion, the thinking of artists in creation
may be completely different from that of theorists, who are in the middle of
thinking about the history of art, and the analysis of the present is actually
judged from the creation and thinking of artists. Of course, artists have
their own unique visual feelings and ideas, and it is difficult to define the
genre of artists when they create. | have come into contact with many great
artists who, when given conceptual art or other comments by theorists,
simply refuse to acknowledge them. Because he may have been influenced
by many kinds of art, his works are based on his own system of artistic
creation and social thinking. And the theoreticians' comments on him may
be more accurate from the perspective of a larger society or art history. But
from the artist's thinking, in the process of promoting his artistic creation,
for example, we put forward the "post-concept", most artists will not think
about what this "post-concept" is. He will pay attention to all schools of

art and all artists' creations, but all artists have different concerns about
society and things around them, and their thinking systems are also
different. Therefore, art must have its own unique creation. We see that
great artists have their own system and make their own art history, which |
think is very important.

The critic seems to be talking about someone else, but he's actually talking
about himself. The critic makes a kind of personal creation based on the
artist, which is sometimes accurate or sometimes inaccurate, depending on
the critic's own vision and knowledge.

Mr. Wang talked about his art history, but in fact, artists also have their
own art history, that is, how | look at reality, how to look at history, how to
carry out my work. The contemporary art that Mr. Wang just talked about
is actually a variety of different expressions of conceptual art, but in my
opinion, conceptual art has become a foundation on which we stand today
-- you, as a contemporary artist, have to stand on this stage to perform.
Therefore, just because we step on this stage, we can forget its existence,
we can not think about it. You're performing here, and if you want the
audience to look at you, you can't keep pointing to the stage and making
the audience look at the stage. So, the artist is putting conceptual art in
this position. Globalization is also interesting to me. China is exposed to
globalization, and Chinese artists are also exposed to globalization. For
what? The profit-seeking mentality of capitalism itself leads to the diffusion
of productive forces and production techniques to places where labor is
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cheap. As Marx said,

capitalists are unwilling to use their profits to buy machinery to increase
mechanization and automation with more advanced equipment. Since
mechanization and automation will make his profits lower and lower, the
best way (according to the theory of surplus value) is that the machines
do not produce surplus value, but that surplus value is generated in

the labor force, and the labor force is the worker. Today, Marx's theory

is very much in place. European and American capitalist countries or
companies are reluctant to move to automation, so they put production
in the four Asian tiger countries, in China. Now the cost in China

is slowly rising, and then it is moving to a lower value, and it is not
willing to invest and automate faster and higher, which has led to this
globalization. At the same time as the decentralization of production
technology, China has caught up with this step, | think it is like this.

I'd like to change the subject of our discussion. What Mr. Wang Duanting
said just now, | think there is one point that is enlightening to all of you,
especially young artists. One of the points | mentioned just now is that |
find it interesting to say that conceptual art has entered into formalism
today. | don't know how you understand it, but in ancient Greece, there
was a period of great Hellenism. What was the Hellenistic period? In
fact, it was the spread of the essence of the heyday of ancient Greece,
which was very close to "formalism". The art created by expressing
one's own "idea", although this "idea" makes people feel very advanced,
but when it is too popular and generalized, it will still become
"formalism". "Concept" is invisible, and "form" is visible, but when the
invisible things into formalism, there is a word to describe this is called
"routine". | think this is what young artists should pay special attention
to. I always remind myself not to fall into the mud of formalism.

The topic under discussion today is rather large, so according to the
time of the second half, it has already run over. | think this discussion
may not end for the time being, so we will continue our discussion in the
second half, and that is all for the first half.
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To tell you the truth, the topic of the first session is not only in this venue,
but also on other occasions. Fortunately, we have a second session. The
second session is titled Artistic trends in the post-epidemic era, which

is a big topic. | hope you will briefly talk about your own opinions, your
own creations and recent feelings. In fact, during this period of time, the
feeling is particularly strong not only traffic interruption and geographical
termination, but also a psychological change. In addition, the third session
will be hosted by Duan Jun. The young artists present will introduce their
works and ideas respectively. | think this is called "wave". Each wave is
stronger than the last.

Thank you, | am honored to be the host of the second half. For the second
half, the topic for discussion is Artistic trends in the post-epidemic era.lt's
a realistic question, but also futurology, so we've invited critics and artists
to discuss it. We are here in the first of two sessions on this topic, and
then the young artists will have a second discussion on this topic, stating
their creations and ideals for the future. On the stage now are the curator
of the exhibition Wang Chunchen, the artist Chen Zhiguang, the famous
critic Yin Shuangxi, the famous critic Yang Wei and the famous critic Duan
Jun. The curator Mr. Wang Chunchen did not get a chance to speak at
today's opening ceremony. This is the most special scene in all the opening
ceremonies that | have attended, so | will first give the opportunity to Mr.
Wang Chunchen.

As | said in the opening, there are many things that are special. Because
the epidemic has lasted so long, it has caused us to change a lot of things,
not just to emphasize the traffic interruption. For example, communication
between cultures. Because of the pandemic, it doesn't seem to exist
between countries anymore. Including the original artistic concept we
pursued, as well as the "post-landscape" just mentioned; In fact, when

the epidemic came, everything seemed to suddenly disappear. In the end,
you're looking for the most authentic thing. The truestbuzzword of the
year was "alive," but when it comes to art, is "alive" enough? The artists of
the future will certainly have to face such a problem, rather than a simple
creation. Of course, when it comes to this year's graduation exhibition at
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Central America, not counting last year's online exhibition (and most
of the works were created before), this should be the first appearance
of Artistic trends in the post-epidemic era. It should be said that

the graduation exhibition created by the major art institutes after

the epidemic has a prominent performance, that is, many students
feedback that the exhibition looks very relaxed, not so tense and load-
bearing. After the epidemic, it seems that it should be a disaster, but
people get a sense of relaxation. What kind of situation is this? | think
we can talk about it.

| am not very good at expressing myself, and | have been speaking
Hokkien for a long time. Mandarin feels a little strange to me in the
context, and | have not been trained well. [ can only talk about my
experience of my work. Actually, | don't really care what other people
do. Why? | have been studying and growing up in Fujian Province since
| was a child. | always follow my own interests and do what | like. | don't
care much about what other artists use or how to do it. | also watch
exhibitions, but the whole time | watch an exhibition, it's easy to forget
the questions that the exhibition raises. Therefore, my creation is simply
to do what | want to do, and | always feel that | can only do this thing.
Thank you.

Mr. Chen Zhiguang's speech is very simple. It is an artist who sincerely
faces himself and expresses himself. | think this kind of art must be
sincere and has its own personality. At the same time, we are inevitably
an element of society, a member of this era. Therefore, he may also be
social, will have the era. Mr. Chen Zhiguang's creation also reflects this
character in his oral expression, which is very sincere. Now we give the
floor to Mr. Yin Shuangxi.

The title of this exhibition contains a strong concept of time -- "century".
Century is a centenary concept, that is to say, the centenary wave, but is
this the centenary of the past or the centenary of the new beginning? In
my observation of this exhibition, one of the most important reflections
it gives me is the reflection on "time".

About the year before last (2019), Wuzhen Town did an international
contemporary art exhibition with the theme "Time has Begun". In my
opinion, this exhibition represented a time break -- the world suffered

a huge "earthquake". Looking back at the clock left by the Wenchuan
Earthquake Memorial Hall, the time stays at that moment. Therefore,
there is now a talk of the "post-COVID-19 era", which regards 2020 as
a time node in the development of human history and tries to fix it here.
Just like in the past, we said that 1919 was the May Fourth Movement,

and 1921 was the birth of the Communist Party of China. In the writing 203

of history, all these have become an eternal historical node. Personally,

| believe that 2020 will be a fundamental point in the writing of human
history, a point that will come like an earthquake and interrupt our entire
process. This is an exhibition that was prepared last year and presented
this year. It is an exhibition at such a time node. It can be said that it has a
kind of symbolic significance for contemporary art. This exhibition planned
by Chun Chen has the significance of slice of art history and contemporary
history atthis time node, which provides us with observation.

Personally, | think that some artists, such as Chen Zhiguang, who
participated in this exhibition are a continuous reflection on the past, without
making any major changes. The elements and basic units in his exhibition
are still relatively stable, but the combination has changed a little. But there
are also some artists who, because of this point in time, have undergone
great thinking and changes. In my opinion, change and unchanging
fundamentally lie in the foothold of your art, which is a reflection on some
fundamental human issues, or just a stress response to some current life
and daily phenomena. In my opinion, making this kind of stress response is
the strength of contemporary art. Contemporary art has a lot of dramatic,
journalistic content, which means | give you what you lack, and | create
what you don't have -- contemporary art creates the consumption of art,
creates the fashion of art. Over the years, | have not participated in much
planning of Chinese contemporary art, but | have watched a lot of it. On the
whole, | personally feel that it is in a period of ebb, and only when the tide
goes out will the truth be exposed. When the water recedes, you can see
the riverbed, you can see the seabed, you can see our base. When the foam
fades away with all the impurities, what is exposed that is not very pretty is
the essential, basic stuff. The artist who can continue to exist, persist, and
stand up under such circumstances should be, like a rock, a fundamental,
important, fundamental artist. They, together with the foam and spray
artists in many contemporary art forms, constitute the artistic tide of The
Times. Neither of them is indispensable. Therefore, our artists, especially
young artists, at the threshold of this historical era, at the ebb of the tide,
the best way is to think and reflect, accumulate strength, to meet the
arrival of the next trend. | am looking forward to this trend.

| personally have seen many works in this exhibition that reflect the artist's
thinking about time. This time is not only our personal time (personal

time is limited, life lasts only 36,000 days at most in one hundred years),
but also the time of the entire earth and the time of the universe. Here,

I think the Greek Pavilion deserves special attention. On the surface, it

is not particularly fashionable, with a ot of paintings on display, but the
works of Greek artists precisely reflect the thinking of this country and this
nation on the origin of human philosophy. The Greek Pavilion has a lot of
space, the generation and change of the universe, the measurement of
coordinates, and the measurement of time and space developed from this
philosophy, as well as the accumulation and release of energy. In the future,
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will Chinese artists be able to create art of such fundamental value
based on the fundamental thinking of life and the world in China's early
philosophy? This will be a contribution of our contemporary art to the
future art world. For example, a few young artists, such as Cai Yaling's
Red Sea, should have more wind involved in it. If it is just a static,
vertical overhang, then it is a solidified wave, and there should be an
impetus for it to form a change. Yue Yann a's work has a kind of growth
and a kind of decay between the breath of the Whale. It also includes an
opening and fading lotus by Choi Jeong-Hwa, a South Korean artist. As
for Miao Xiaochun's 360-degree panorama, Restart, his work is actually
quite stable. His images and techniques have been like this for many
years, but this time it is a different way of showing them on a different
scale, which has made a bigger change. Miao Xiaochun studied art
history in his early years, following Mr. Shao to study Western art history
as a graduate student, so his works have a strong reflection on and
recovery of art history, adaptation and appropriation of art history. So,
what is art history? In his works, those eternal buildings, images and
people will gradually become fragments, and the effect of the image
accelerates this process of decay and fragmentation, and the change
of thousands of years is realized in an instant, so that we feel a kind of
time concentration. Therefore, it seems to me that Miao Xiaochun is
trying to find the condensed and broken time in our daily life through
art history images. | still suggest that when you watch this art, you
should pay attention to the observation of time, the artist's observation,
cognition and expression of time. This time has large cosmicunits,

such as light years, and small moments, such as what we call "seconds
of death." Through this exhibition we can realize that in the future,
contemporary artists will increasingly move from a social response -- as
we say "needle", the instinctive reaction after a bee sting

-- to something more profound and reflective about our human
condition.

Mr. Yin Shuangxi explained the two key words of our exhibition theme
"century" and "wave" very well. Why is it that the exhibition will be held
in 2021, but the exhibition title is still "2020"? He said that "2020"
should be used as a century marking year because of the global
outbreak of the novel coronavirus pandemic in 2020. It's not the first
time a pandemic has struck -- the Spanish flu in 1918 and the Black
Death in the Middle of the century from 1347 to 1353 -- all major
pandemics in human history, but none seem to be on the scale of this
one. The reason why the COVID-19 pandemic is on such a large scale
and has spread to every corner of the world is also due to globalization
-- globalization can spread both civilization and disease. Therefore,
2020 is an opportunity for us to reflect on globalization. The pre-
globalization rules, the fruits of human civilization, including the artistic
ones, suddenly break down, as if the artistic tide under those rules has

receded. In the post-COVID-19 era, we have to reflect on globalization, 205
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re-understand our culture before 2020, and enter a new cultural period
and a new historical period. This may be an opportunity for young artists.
Mr. Yin Shuangxi made a special comment on the works of the artists in
this exhibition, and some specific details of their creative strategies and
expressions. | think his speech is particularly accurate in explaining the
theme and connotation of this exhibition. If they can be absorbed into the
album of the exhibition, it will be conducive to the academic enhancement
of the exhibition. Now we invite the critic Mr. Yang Wei to speak.

| think this exhibition is very meaningful, and in conjunction with an
academic forum, the forum is actually to sort out the exhibition and trigger
a new topic. | very much agree with the "ebb tide" just said by Teacher Yin.
If human history is a wavy progressive tense, so is art, which is constantly
pushed forward by this wave.

On the whole, in fact, in the whole contemporary art, today is in a low
period. In the 1980s and 1990s, because it was a hazy and fuzzy time,
everyone had more space to display. Now, contemporary art is gradually
institutionalized, and after institutionalization, many restrictive concepts or
things have been formed. Sometimes, the concept has already gone ahead
in a certain sense, and some standards have already been established. At
this time, it is difficult for us to push forward the next work. Coupled with
such a special situation as the epidemic, including the formation of a new
world pattern mentioned just now, | believe it will have a very important
impact on our art.

There are two topics that | am very interested in before: One is the first
half, what is "after conceptual art" or "post-conceptual art"? ; Another

is that Chun Chen just talked about the graduation exhibition.  am also
very concerned about these young people, especially the artistic form of
these works presented in the graduation exhibition. | find a very interesting
phenomenon, why do people become relaxed when faced with such a
major issue? | think it may be a kind of frustration, because young people
have a hard time facing our society today and advancing their professional
field, which is more difficult than it was in the 1980s and 1990s. So he has
a kind of frustration, and it might be interesting to show that frustration.
This brings me to the cynical realism and political pop that emerged in

the '90s, which was actually very targeted, a kind of positive helplessness.
So, the helplessness | see in many works today is initially presented as a
sense of weakness, but this sense of weakness is transformed through
scientific and technological means or new means, presenting a new look.
This may be a new phenomenon among the younger generation of artists,
and | have a vague sense that there is such a trend. Although we are still in
the midst of the epidemic era, we do not know what will happen after the
real epidemic, but everyone is pushing forward, including this exhibition, |
think it may constitute some forms of the post-epidemic era. In addition,
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what is the "post-concept" or "post-conceptual art" that teacher Sui
said from the beginning? It is difficult to describe it exactly,but | think
art is nothing more than two components: one is the introduction of
philosophy and its observation, and the other is the fullness and filling
of emotion. | believe that any era cannot be separated from the two,
but in some times, one will disappear and the other will increase. When
more emphasis is needed on the concept, the art that lays too much
emphasis on emotional expression and life impulse will be relatively
weakened. Sometimes this tension of life may be needed. For example,
there are many reasons for the loss of performance art, not only the
loss of performance artists, but also the reasons of context. Our system
may not allow or do not want to see more such works. But | believe
there is still power, there is still some performance art, or some art

that leaps out of the system, it will have an impact on the system and
form a new tension to promote the possibility of art. So, despite the
new context of the post-pandemic era, | believe that these factors

are still driving the way or the tension of art composition. However, |
have another anxiety. Now | see more and more exhibitions becoming
refined and new academicized, which may be a new problem that
exhibitions will have to face. The "new schoolization" | am talking

about is standardization, the standardization of means, materials and
ideas. How to break through this game and take a small step forward
again, even half a step, may be the possibility of "post-conceptual art."
Otherwise, we will be covered by the new conceptual art, and a lot of
our life content, a lot of subtle emotions, a lot of daily experience, will
be more and more suspended in the works. This is my anxiety. In a lot
of new work now, this content makes me less satisfied than | was 10

or 20 years ago when | saw some work. Sometimes this excitement is
because the emotion has a connection with me, a communication, or a
direct impact on one of my nerves, but now these works in the standard
mode, this aspect of the content is slightly lacking. This is my whole
feeling, not only this exhibition, many exhibitions have been confused
in this aspect. Therefore, | also hope that the "post-epidemic era" can
not only produce some progress in concept, but also have a kind of
content expansion in the expression of emotions and the manifestation
of life content. Human beings can only describe their emotions through
language, or express their thoughts through language. The expansion
of language is, in fact, the arrival of emotion, the arrival of life. | believe
that these criteria have always existed, so | really hope that through
such large-scale exhibitions, these very subtle emotions can be given a
certain space, even a private space, so that they can have the possibility
to blossom or manifest. This is one of my expectations.

Mr. Yang Wei made a very good speech. In combination with this
exhibition, he talked about his own understanding of contemporary
art from the overall investigation of Chinese contemporary art. He
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mentioned that contemporary art has begun to appear the trend of
refinement and new academy. Today's young artists are adept at using new
methods, including idealist ones, but their works may lack deep meaning,
which we need to be wary of. But in China, this is often very complicated. In
fact, for many years, there has been a tendency among the post-80s and
post-90s generation in China, which | call "microrealism," which represents
a kind of micro narrative,

personal narrative and daily narrative. This kind of narration has occurred
until today, and a new phenomenon has appeared. Recently, a hot word on
the Internet is known to everyone, which is called "lying flat", which means
very helpless and hopeless. Because you can't express yourself

if you want to, you are not allowed to express yourself, and your expression
is not presented. So this is also a social problem that these young people,
including artists, are facing. In the era of globalization, some problems are
the same as those faced by other countries in the world, but some things
are unique to China.

As we all know, the current situation of Chinese contemporary art is actually
formed in the gap between international and domestic. Therefore, we can
also understand the rationality of such a reality and its causes. However, art
needs to express our will to life, to get rid of the constraints of reality on us,
and to create art that belongs to ourselves and this era. Now let's give the
floor to Mr. Duan Jun.

Hello, friends. I'd like to talk about the trends in this subject, the question
of whether the artist's studio will disappear, or whether its function will
change. The cause of this is my recent participation in several events
organized by Wang Chunchen, including today's exhibition, and last time
at the Yinchuan Contemporary Art Museum, | saw a large number of works
that | would like to call "projects." It is different from studio work, and
when the emergence of project works becomes a dominant trend, and |
even prefer to see such project works in exhibitions, in this case | think

it is necessary to exist in the future artist's studio, or should its function
change? | think this is directly related to conceptual art, which we just
mentioned. The premise here is that the emergence of Chinese project
works is basically in the last decade, with the renewal and change of
exhibition modes, project works began to emerge after the emergence of
a large number of alternative Spaces, museums and even private custom
works. However, Western project works actually appeared earlier, occurring
in the optoelectronic art stage in the 60s of the last century. At that time,
there was a wave of so-called critical art self-discipline in the West, and
the works created in the studio belonged to a kind of spontaneity, self-
improvement of the self-system, or self-research, belonging to the self-
disciplined creation system. In the 1960s, artists thought about the
changes that could be brought to the work itself (as Harald Szeemann
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put it, "when attitude becomes form") in relation tothe relationship
between the work and the exhibition, the specific field or location of
the work, the process of producing the work, or the action itself. And |
think that's what led to the birth of conceptual art. Today, when there
are more and more project works, | think we can consider the studio
and studio of artists such as Rubens, which are relatively representative
in the Renaissance. What is its function? As for today, | have visited so
many artists' studios, which can be divided into many kinds: they used
to be used for the exhibition of works, that is, if the studio has 1,000
square meters, it may devote 500 square meters to the exhibition of
the so-called self-disciplined works and the works representing the
artist's system. This is a traditional function; Second, the studio may
store some materials, or store some semi-finished products. To work in
a place where conceptual art is dominant is also to stimulate ideas. At
this time, the studio should change its function, it should not be a place
to make works, but also should be an incubator of ideas, is a place to
stimulate you. For example, a traditional studio has friends who come
over for tea, to talk about art, to talk about other things in life. The
reason why an artist wants to have a studio is to separate himself from
the living environment and give himself a working field and atmosphere.
Therefore, | remember that curator Szeemann said that he did not
want to see works in life. In fact, this concept is different from teacher
Song Dong's concept of creating between art and life. He just said

that he didn't want to see intense works in a relaxed life, but he liked
intense works. The intensity is based on passion for the material, or
concentration, which is the function of the studio.

Nowadays, a large number of artists work outside for a long time, such
as a half-month or even half-year residency in Haihua Island. At this
time, they can completely leave the studio. In response to this question,
my answer now is that | don't think the studio will disappear, but the
function of the studio has changed, which we can call "post-studio". It
can retain the studio to a certain extent, to display the works of artists
who used to be self-systematic; It can also transform the studio's works
into project works; And more importantly, it's an incubator for ideas. At
this moment, | also agree with the question of "concept" mentioned by
teacher Yang Wei just now. Just like the concepts of "studio" and "post-
studio", in my opinion, "concept" is not a simple philosophical system.
Concept is a cognitive system of one's philosophy, society, politics,
economy, as well as art itself. It is a rational cognitive system. Just now
| talked about the artist's emotion, which can also be divided into many
layers. For example, | think there are also the impulse about life, the
instant perception of the body, and the instant outburst of emotional
interest. These are all "post-concepts" formed after supplementing

or surpassing the concept. Therefore, "after the idea" it must still be
the idea, which is why Sui Jianguo teacher said he is still a conceptual
artist. At the same time, when the concept becomes a trend or a wave,
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we must be wary of this so-called trend, and some questions about it. This
is the real core of contemporary art. | always think that the starting point
of contemporary art is Descartes' "l think and | am", which is a skeptical
system. Of course, this is something that Chunchen's exhibition as a whole
gives me to think about, about the concept of "post-studio" and "studio."

Finally, I'd like to say a little bit about my thoughts. Just now, Mr. Yin
Shuangxi especially agreed with the Greek Pavilion. To be honest, | like

Mr. Yin Shuangxi very much. | have never disagreed with his opinion. After
looking at the whole Greek Pavilion, | really don't have any feelings. On my
way out, | remember Teacher Prospect asked me, "What do you think?"

I said, | have no feelings about this exhibition. The reason is that | can

feel that the whole exhibition conveys the whole atmosphere of Greek
philosophy, but | don't feel that the works themselves have no temperature.

Or, as Mr. Zhan Wang put it, "there is too little humanity, or human breath."
It does not let us directly feel, perhaps it is the transformation of the
technique used more. However, in my personal opinion, in fact, under

the prospect of globalization, | am still very optimistic about Chinese
contemporary art, and | think the quality of Chinese contemporary art is still
very high. There are a lot of places, like Europe (not Germany, of course,
where life is really slow), or South Korea, where I've seen some of their
works, and | think their works lack an intensity, they don't convey some of
the strong social changes of the current era. Of course, it may be that for a
long time, we or | personally have been more sensitive to some of the works
that are more intense changes. The works in the Greek Pavilion today may
be the curators' choice of such a theme, which limits the impact of the
whole Greek contemporary art to me, because we have not been to Greece
to see it, | think it may be so.

Duan Jun talked about the concept of "post-studio" in his speech. In

fact, this is also the expression of a new production mode of "post-
conceptualism". That is to say, traditional easel painting is done in the
studio, but in fact, since the emergence of conceptualism, such as
installation art, land art, performance art, etc., the artist's creation is no
longer in the studio. For example, for Christo's "Land Art", he only drew
arough draft in the studio at most, and usually finished it on the spot. A
typical feature of contemporary art is to create according to the scene,

and then finish his works, and even use local materials. All these are a new
production mode of contemporary art. He also talked about his perception
of the exhibition in the Greek Pavilion. Of course, | think the reason why the
Greek Pavilion is such a situation is first related to the curatorial concept of
the curator. In fact, Western art is rich and colorful, but Western exhibitions
are completely curators' exhibitions, and each curator will design and

plan different exhibitions according to different concepts. In a sense, this
exhibition represents a kind of national characteristics and national spirit
of Greece -- Greece has been the birthplace of rationalism and scientism
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since ancient times, so this exhibition also well reflects the cultural
characteristics of the Greek nation.

Of course, | believe that this does not represent the whole picture of
Greek contemporary art. But in a sense, it reflects another problem: in
Western civilization, there are no difficult social contradictions for so-
called creative inspiration. Unlike Chinese society, which has become
highly democratic and highly regulated, it is very capable of producing
the kind of work that the audience needs and stims the blood. This kind
of art is relatively rare in the West. If they can care about it, they will also
pay attention to the outside countries, such as the Third World, Africa,
Syria and other places. There are few opportunities for them to get
inspiration from the social reality of contemporary art creation in their
own countries.

As for the situation of the studio, in fact, there is an artist named
Mauriozio Cattelan in Italy, he said that his studio is his brain, he does
not have a studio, all his artistic ideas come from his brain, his means

of creation is the computer. Then there is the telephone. If he has an
idea, he calls his assistant and asks him to find the materials to realize
the work. This is a new means of contemporary art creation, which has
been fully reflected in China's contemporary art world, including this
exhibition. In this regard, we are in sync with international contemporary
art. The first half of the second half is over. For the second half, we invite
young artists to the stage. Duan Jun will be the host.

May | respond to Duan Jun's remarks?

Ok.

| don't want to argue with him, but | think what we lack in academic
forums now is such a discussion, which is basically a self-statement.
That is why Duan Jun's comment on the Greek Pavilion is different from
mine. | agree with him very much and | think he has his own reasons.
However, | would also like to point out some different angles here, that is
to say, the Greek Pavilion is very dull at first sight. One of the technical
problems is that Greek artists can't work on site for 1 or 2 months like
Chinese artists, and the materials are basically what they need. The
works that came in by sea from Greece were ready-made works or small
paintings. But, as we said with smoking and drinking, when you drink
too much hard alcohol, the visual intensity is very strong. | personally
think that these very plain, looking inconspicuous things, patience to
look into it, there will be some worthy of our discussion content. Since
the 1990s, Chinese contemporary art has ranked first in the world in

Wang Duanting_

Wang Chunchen_

terms of its sheer strength, volume and exaggerated use of materials. In the
1990s, Chinese contemporary art used to draw the blood of dead babies.
Even foreign artists said that the Chinese are ruthless, you are ruthless,
you are ruthless. We are definitely leading the world in this area. But as

I said, | hope there's a receding tide, because this constant excitement
can't last. Only when the tide is quiet, can we have a reassuring look at

the bottom of the river bed and the seabed, which has been very calm and
seems to have little to do with us. But these are the things that determine
the course of the ocean's currents. | hope that Chinese contemporary
artists, especially young artists, like Foucault's "archaeology of knowledge",
will do more to salvage and reflect from the depths of history. In terms of
means, methods and abilities of expression, many Chinese contemporary
artists are excellent, and | have confidence in this aspect. However, | am

not defending the Greek Pavilion or my views. He has a point. If you go in
there, there's not much to see, and the questions they're thinking about
don't seem to be particularly pressing. What | want to say is that | want to
have some discussions with him. For example, the opening ceremony of
the Olympic Games, | still think that the opening ceremony of the Olympic
Games in Greece was much better than ours. | don't know what you think
about it. Our opening ceremony is colorful, what kind of high-tech, what
kind of content are there, but after watching a lively, nothing left in my
mind. Greece's Olympic opening ceremony has a culture, a history, the use
of waste sports equipment made of things to do the opening ceremony, we
wozuld never think so. And this time, the gold, silver and bronze MEDALS
used in the Japanese Olympic Games are also extracted from waste mobile
phones donated by the people. In this sense, they are far more advanced
than us in concept, a rational recycling of global materials. And we didn't
think about importing scrap until after our fight with Australia.

| think there will be quality when there is discussion, and | agree with Mr. Yin
Shuangxi. In the works of the Greek Pavilion, there is a calmness, rationality
and scientific spirit that we Chinese do not have. In this sense, it is worthy
of our learning. We are too busy busy, flashy, may not be the former servant
of our life, is not the former servant of our art. In a sense, the Greek Pavilion
balances the impetuous atmosphere of Chinese contemporary art.

The fourth question in the opening, is there a trend of philosophy in
Chinese art? In fact, philosophization does not mean labeling, it is a deeper
kind of slow, thinking and expression. It's not about bringing you anything
visually, although we need both of those aspects, including we need to

be strong, and I'm in favor of that. Because we have been to this museum
many times, we can feel that seeing it once is not enough, we need to see
it several times to find problems, just like tasting tea. We also need visual
things. China is a huge landscape society, and we definitely need this
bigger landscape to fight it.
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Let me add something. When it comes to the Greek exhibition, it's more
like a studio work, because the Greek artists didn't come to the site, the
work was translated, there was no artist to make it for the site. Just now
| mentioned a very important point, should art be philosophical or
sentimental? In fact, this proposition has always existed. Of course,

on the whole, we cannot predict or demand that art should become
philosophical, but it certainly has a part of philosophy, or some artists
are trying in that direction. As far as the present exhibition is concerned,
it is definitely biased towards philosophy. Maybe in another exhibition,
in another context, it will put more emphasis on the expression of
another kind of life impulse and emotion. In fact, this is still a concept of
the curator. Of course, it's very interesting to ask the question, should
we philosophize it? It must be, and it has to be deep. Just like taking
Greece as an example, we need to go to the deep level of philosophy

to think about these issues of life and emotion, because emotion and
life also need to be transformed into philosophy to have meaning.
Otherwise, it may be too simple, not enough level. In that sense, | think
they complement each other. This is an age-old proposition, which can
only be said that when curators or critics choose, they tend to expand
into which areas.

Ok, in the state of unfinished business, let's end this discussion.
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Local creations of young artists

Host: Duan Jun

Guests: Cai Yaling, Li Linlin, Li Yuanchen, Yue Yanna
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Please sit down and have a talk with the young artists. Just now, especially
in the first show, there was a lot of theoretical back-and-forth between
some of the big names. But I'm actually the same age as them, so hopefully
the younger guys will be more active as well. Actually, | have a proposal. |
remember that the British curator Paul O 'Neill has compiled a pamphlet
called Curatorial Topics, which is a collection of comments by some
curators on other people's exhibitions, not their own curatorial comments.
He said that the art world is used to curators or artists talking on and on
about their shows or their work. So, actually, what | was hoping to hear
today is four artists saying to each other, who do you think has the best
work and who has the worst work? Where are the good reasons and the bad
reasons? Why don't we young people have a little more heated discussion?
Of course, this is one of my expectations, if you don't want to do that, you
can talk about your own work.

My work, on a big banyan tree at the gate of Hall 7, | installed nearly two
thousand mirrors for the tree -- mirror acrylic material, very light, almost
the weight of leaves. So, when the wind blows, it wiggles back and forth. To
make this piece in this place, the consideration is the climate environment
of Hainan Island, there are more sunny days, plenty of sunshine and plenty
of breezes. However, this work mainly uses the reflection relationship
between sunlight and the sun, so we have to respect the time of the sun

at sunrise and sunset. Therefore, the best time for this work is when the
sun just rises in the morning (that is, before 9 or 10 o 'clock), and after

4 or 5 o 'clock, the height of the sun is relatively low, and the reflection
Angle formed by the mirror hanging on the tree is just that people can
see the reflection of the mirror with high frequency. And now it's almost
noon, so you can't see it much. Actually, the first time | did this was seven
or eight years ago, and | hung mirrors like this on different trees. Maybe it
is because of repeated work, so in the process of making this work, | also
have a curious question, | can ask you later: hanging a mirror on the tree is
a deliberate act of mine, but | hope that the wind, mirror and sunlight can
occasionally overlap, | am looking forward to the result.

Time is limited, so | will not give a response first, and then give a brief
summary at the end. Let's see who wants to talk first.
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I have been looking forward to Li Yuanchen's works, because the

time is too tight, maybe | didn't see it. He said he would take me to

see it later. | think, in fact, everyone is an individual, our contact with
the world is through the body, only the perception of the body is real.
Therefore, | very much hope to go to his works, to see the feeling at that
time, maybe that is the most real effect. In fact, my work is based on
the "whale stranding" event in Hainan, because the sea pollution and
other factors will contribute to the stranding of some whales. Behind
these things, | think it is very interesting and worth thinking about. At
that time, | felt very sad after reading these things on the Internet, so |
wanted to make this work. At the time of creation, | thought that if | had
been there, this event would have made me feel even worse. | looked
at everyone who came to the scene, some residents would cut whale
meat to feed to their dogs, some might sympathize, some people think
it is just a food, why? When faced with this thing, his feeling is different.
When people come to this work, it will change from dead to alive. What
you see is a living body. When people leave, it slowly falls down and
becomes a fish skin. Mr.Yin also feels it, it is a kind of life, it is a kind of
breathing, but maybe everyone's feeling is different. If you look at this
work through a picture, you may not have this feeling, so | emphasize
the theatricality of this presence. Through a personal feeling, your body
is combined with a phenomenon of the scene, happening at the same
time, and that's what I'm trying to express. However, each individual is
different, each person's feeling is different, some people will ask me,
why do you set this table so high? One is technical, the other is | want
to show a sense of sacrifice, you have to look up at it, see the existence
or non-existence of this living body, and you are present or not present.
If, at that time, you saw a whale in the Gobi desert, and you saw it being
slowly corroded, your knowability and unknowability, you felt it through
our own physical body. Therefore, | think that the "after idea" may be

a kind of reproduction of awareness. My tutor is Mr. Sui. Sometimes he
would tell me, How is the work made? It is to find something unusual

in your life. In fact, these things, including the sun's irradiation and the
trees hanging mirrors mentioned by Li Yuanchen, exist in themselves.
The key lies in how you discover it and how you represent it. Our

work, if photographed, is just a fragment, but | think it really needs to
be present, it needs to happen simultaneously. Sometimes the sight,
hearing, touch you perceive in the presence, including the cold and
hot sensation of the air conditioner, everything belongs to a kind of art
work, which | think we need to explore.

| actually want to talk about one of my regrets and inspirations from
this creation. When Mr. Wang invited me to do an installation for this
space, it was actually a huge opportunity for me. Because it was rare to
have such a large amount of space and material funds to support me
to realize anidea, | didn't know the title of the exhibition was "Wave"
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at that time. When | came to the field visit, | saw a sea that was different
from what | had imagined. Just as the prospect teacher and Li Linlin said,
the sea around here was very calm, "the sea of tranquility" -- just like a
fake sea. So, | want to do a surging "wave", but | want to do the wave, it

is not the sea, but people, this is my first thought at that time. | hope to
make a red wave, so that people can rush into, into this wave, every person
who enters, at the same time will become a landscape for others to see.
People, in this installation is particularly small. In fact, it was very laborious
to implement the work. | invited 7 or 8 female workers to work with me for
about a month, with a total of more than 7,000 pearl curtains. In the end,

it was very difficult to arrange the exhibition, because | had to hang them
one by one. In this process, | gradually realized the power of human beings.
These women workers and the workers who arranged the exhibition, each
of them worked hard, but they seemed so small in them. In the end, such a
7-meter-by-10-meter installation was formed.

Unfortunately, when the arrangement was finished, | found that the wires
were too long, so as long as people walked in, they would be twisted
together, and finally became a static device. This was different from my
original idea of a person rushing in, having a relationship with the sea, and
letting the people around me see this turbulent change, which created a
strange regret. But it's also interesting to make art, and slowly ripple around
this seemingly peaceful Red Sea as the industrial ventilation blows up next
toit. It's kind of like a dark swell in the ocean, which | wasn't expecting at
first. In fact, this is also an inspiration for me, and when | have the chance to
create again, maybe this natural wind or the air conditioning wind to blow
the subtle movement is also a very interesting phenomenon. At the same
time, going back to the creation of young artists, | hope that in the future
creation, we can have more opportunities to realize such an installation,
and express our ideas more boldly, so that it not only has a hidden surge,
but also a more turbulent wave. In fact, this is also what our generation

of young artists hope to do, or as artists, hope to do for Chinese art in the
future.

My work is right next to Cai Yaling and Yue Yanna, and it's called Faults
and Structures. It is actually a simulation of natural geological structures,
including ground cracks, ground inlays, lakes, cliffs, faults and so on.
Tempered glass is used in the front part of the work, and blue car film is
affixed on the tempered glass, symbolizing the feeling of lake water; There
is a flock of pigeons flying in the sky, the state is to make it have a kind of
flying swarm, like the state of bird waves; Below the surface, layer after
layer of rock is replaced by pork belly, which is actually to give the whole
work a sense of life. As for me, in the past two years, | have been working
on a large volume of works, and | have been doing on-site production on
Haihua Island. Part of the materials | brought from my studio, part of the
materials | bought online, and part of the materials | bought from local and
nearby hardware stores on Haihua Island. The whole installation process
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took more than half a month, and | worked with the workers here.

For me, | now feel that doing art is really a personal thing. Just now

Mr. Prospect, Mr. Song Dong, and Mr. Wang Duanting talked about
postmodernism, ideas, and formalism. In fact, when | was in school at
first, | didn't pay much attention to the titles of my works. One time,

the prospect teacher said, why did you name your work this way? So
later, | have been thinking about, including the name of the work, the
form of the work, that is, the look of the work we see, the carrier of the
work, including the ideas and concepts we want to convey. | think now
that these things are very important, but it's really all about me. In fact,

I hope that my work can have a sense of human participation, a kind of
visual tension. Today, | saw the works of a group of foreign artists in the
exhibition hall. I really like FEDERICO SOLMI, who seems to be a visiting
professor at Yale University and has won the Guggenheim Museum
award. His works are very inspiring to me. When he expresses an idea,
he handles his form (no matter what form it is) with a kind of artistic
beauty, and makes an animation by hand drawing one by one to express
his criticism, a kind of social criticism or exclamation feeling.

Another is that  am a woman, and all three of us are mothers. Mr. Duan
was just talking about the studio. What's a little special for me this year
is that | recently renovated my studio and threw away a lot of things.

In the past, my studio was like a workshop, like a warehouse, there

were no works in it. But now, I've turned my studio into an exhibition
hall. Because in the last two years, | have done a lot of works on the
computer or by hand drawing, directly calculate the materials used

in the works, the time spent, the labor needed, and then go to the
scene to create, and think of something improvisational on the spot.

In my opinion, the current state of the studio is actually a passive one.
Because my studio is in Houshayu, within the Fifth Ring Road of Beijing,
it is forbidden to use paint, electric welding, and even acrylic materials. |
am still paying the rent, the rent is also relatively expensive, then simply
make the exhibition hall, you can also do some small things. | feel that
the current state of the artist's studio may be passive and driven. After
that, it may be necessary to find a studio outside the Sixth Ring Road

in Beijing. For me, the pressure of this life after having two children,
including the feeling after the epidemic, is that | see the sophistication
around me, so | especially hope that by doing a large volume of works,

| can drive the surrounding economy, and | hope to keep good masters
around, so that | can provide them with a salary to support their survival
when the economy is the most difficult. | also worked very hard to find
projects between business and art, hoping to earn more money in
business, so as to create a virtuous cycle for my studio. Thank you very
much.

Thank you Li Yuanchen, Yue Yanna, Cai Yaling, Li Linlin. Thank you
four. Let me summarize briefly and hand it to the host. Two things to
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summarize: First, criticize them. Because my wish is disappointed, | hope
they can talk about each other. In fact, the conversation represents the
inertia of thinking, if we are still used to talking about ourselves, in fact,

it represents our young generation, is still used to staying in their own
comfort zone, unwilling to go to the unfamiliar, unsafe and uncertain field to
try.

Secondly, From their thinking in the conversation just now, we can see
that compared with the big artists or the more classic generation of artists,
I think the young generation attaches more importance to their personal
perception. They even trigger and create works from the perspective of
perception, trying to make their ideas more in-depth or more subtle. But the
flaw is that it still doesn't go too far into a concrete distinction than a more
idealized idea. Generally speaking, they belong to "post-conceptual”, but
they are still in the category of conceptual art. The concept we discussed
just now, | will say these two points, now turn over to the host.

I would like to thank all the artists,critics, young curators and friends from
the media who are here today. All of you traveled thousands of miles to
Haihua Island. Yesterday, the lane was late. It was really not easy. In fact,
Haihua Island is a dreamland. Its English name is "Ocean Flower Island".
There is no art in the land of dreams itself, all art is foreign, but in the
future, this place may have the art that happened here. We know that art
production is related to people's survival. This is an island of tourism and
vacation, and most of the people living around it are retired people. It is
not a place where many artists stay. So what does the future hold here?
Will it be able to gather more art from all over the world to create a magical
effect? And then, in this effect, let the people who are interested in art
settle down and reflect on it? In fact, the forum just now covered a lot of
content, and there are even some topics that are rarely discussed in Beijing.
If these discussions can further stimulate us and promote the continuous
creation of artists, such as Sui Jianguo,Zhan Wang,Song Dong,Chen
Zhiguang and so on, it will be a very good result.

There are many artists who are not here today, because they have other
things to do, but also expressed a high level of concern and enthusiasm
for this exhibition. Speaking of such a sea flower island, you have aroused
your interest in the first place. | believe this is enough to show that China
is a world full of strange things. Despite the epidemic, but the epidemic is
not enough to stop today's Chinese people, artists have to continue to do,
to continue to create. Although we dare not imagine what kind of art this
is, what kind of future, but at least we can not stop. Through this exhibition,
through the symbolic intention of this "wave", let us keep moving forward.
Although the tide rises and recedes, after the receding tide, it is inevitable
that new waves will continue to flow forward. This is also an expression of
our relationship with the future, in fact, a concept of time -- looking to the
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future, and wishing all of us art pioneers here! Teacher Sui is definitely
a forerunner. Although he is a few years ahead of the young people, he
has been creating. We look forward to Teacher Sui's later creation.

In fact, what kind of position and state is this exhibition in the whole
tourism project of Haihua Island? We should let Curator Zhang talk
about it.

Curator Zhang Zikang can give a brief description. In fact, at the
beginning of our agenda, we set out to discuss some views on how this
exhibition and the emerging form of cultural tourism in the 21st century
came about.

Let me talk a little bit about it. The whole Evergrande Children's World
Group is a project focusing on the combination of culture and tourism.
Just as the president said today, the three major parks are its main
projects. However, we have also investigated a variety of domestic
cultural tourism projects, including international ones such as Disney
and Universal Studios, which are familiar to everyone. We will find a
significant problem, their culture or IP, are a very external expression,
we actually want to find some can be deeply precipitated, a reflection
of cultural height. So, such a cultural tourism land or project, how to
enhance its differentiation, how to let it leave a special memory symbol
in the hearts of the people? We are thinking of museums and art
galleries. We hope that through the content and form of the museum,
we can better guide those people who originally just come to the island
for leisure and meet some basic daily needs. To lead them to some
deeper level, such as cultural cultivation, or spiritual relaxation and fun,
not only limited to physical relaxation or pleasure. This is an important
goal that we might want to prioritize or develop in the future.

Of course, in the early stage, subject to the influence of objective
conditions, we must meet or hope to bring more parent-child families
and groups who have never been to museums or art galleries into our
exhibitions, so that they can become part of the exhibition and accept
the exhibition.

But in the future, what we want to do is not only to have the existing
cultural tourists on the island, but also to attract people from all over the
world who love literature and art to our Haihua Island. In turn, they will
be drawn into and become the three major parks of the playing group,
we hope to do such a integration and attempt. Therefore, this is an
original intention to combine the museum and cultural tourism projects,
and also a goal for future development.
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Yes, because Haihua Island will be fully open to the public by the end of
2021. But because the museum has received attention and attention from
all aspects, it has already started trial operation at the beginning of this
year. Now is the official opening of the exhibition, but it can be said that
when you come to Haihua Island, in addition to staying in hotels, dining
and soaking in hot springs, the most important activity you can participate
in is to see the exhibition. As far as the island is now open, the museum is
unique and a must visit. Of course, as we do museums, on the one hand,
how the collections are displayed, studied and disseminated in the form

of education. This is what every museum person should do, which may

be different from the tasks of artists and curators. Therefore, in addition

to professional colleagues in exhibition maintenance, there are more
education and research and development here, and there will be a large
number of staff here. At present, we have designed courses for different
groups of people at different levels. For example, in the Greek Pavilion,
there is a section on the universe, and we will combine these contents with
some children's drawings. We will promote some educational activities

for children, and we will also have some guided Tours. In addition, there
will be a QR code on each label on the site that can be scanned, so that
the audience can better understand the meaning behind these works.

Of course, each audience member has his or her own interpretation of

the work. That's one thing we're working on right now. In addition, after

the opening of the three major business formats here, we will actively do
some linkage, in the form of joint tickets, so that more people can enter the
museum. In particular, we will make use of some existing hotel resources to
launch activities similar to "art afternoon tea" to better combine it with the
exhibition.

In fact, this island also has a position, there is a name also called "art island"
-- eight museums, "art island" is enough to carry it. It is not only a cultural
trip or a tourist vacation, it is also an "art island". This name can make
others understand very clearly, IP must be built, so that all the people who
enter the island choose to visit the museum of Haihua Island, it should be
so.
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BEBIEYE 2 SE(KEZAKE)

Pavilion 2:
Pavilion of Installation Art

RFRRTE

Future Touch

RIS Cai Yaling

®

ZEEHAIH Li Linlin

®

S Yue Yanna
HixE Tian Xiaolei
BARKFE Hu Qingyan
PR Chen Zhiguang

HmXR Googol
- ER LY Digital Media

EARIEZE Art Studio

BIESEYECSENREIME "REMIE" - =T "HLRE NEMEERD  RETAMTE
BEZARRETARREESHBNRMER - SHAFREUESHONTEE - Hoh MRS IR -
RABEZARENN TESIMR AR  HREXFRENEE o

Pavilion 2 of the Ocean Flower Island Museum houses the creations of "The Tides of the Century", featuring
the latest works of 5 young Chinese artists based on the ideas of this exhibition. Each work is able to
stimulate the audience's sense of touch with brand-new audio-visual structures and express the thoughts
of young artists on issues such as ecological environment protection, life itself and consumerism.
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T
Red Sea

ik KERER, RENL
Material: Crystal beads and stainless
steel wire

23032
Cai Yaling

IZ: ERIENEENEONEE, TREPREMNIRIKINE, —RIRSERS,
Process: Build a steel structure truss in the exhibition hall,
hoist a grid-like track on the top, and hang beads one by one.

¥

v
15 &

PRTTER PO Y =

e i i i R







HESHIE SR BFEY, MRS, RITE

Faults and Structures Li Linlin Waste, steel frame, etc
Variable size







ezl 2020 ks
Yue Yanna 15X3.6X3.4M Interactive device
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(§:19)
Lying Down

-

®E HizE 2020 BR, RRNEWSMER, TUKT, led kT, BBETH, N5, BE
Maze Tian Xiaolei = 6—10m ERAFER 4m bare screen, futuristic video works, neon lights, led lights,

colorful acrylic, steel frame and wires

238

%

&S
Chen Zhiguang

2014
600x800x600cm

TENRIE
Stainless steel forging

239



(€3:9) HAKIE 2020-2021 W, =5 FEpE ERREFREEERTIER 2020 LED ®IZS(TIR , 8t
Family Hu Qingyan 465(h) x 975 x 730 cm Steel, air Matrix Googol Digital Media Art Studio R~ayzs LED variable light source,Aluminum keel
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BEBEMIE 3 SE (RERRIE)

Pavilion 3:
Pavilion of Painting and Image

F1: 3XBHZ 4

Dimension of Civilization

BRREA - TER

Unit exhibition curator - Wang Chunchen

BEREYEZSE-ENREIEE XHZE - RBHTX
BHE - BEX - §E - LAY - 85« FRE RE - XE =
RAEFZMZARKIER - UREGHNEENTR - DhtisL
HEERZERK BRI IERIECES

The works by 12 artists from China, Japan, South Korea, Belgium,
Vietnam, Philippines, Thailand, Italy, and America are exhibited on
Floor 1 of Pavilion 3. In the form of images and installations, the
exhibition will outline the dialogue among contemporary artists
about the civilizations along the Maritime Silk Road.

F2: BITIRIR RAFE
Exhibition unit Oriental Poetry

BITRRA - RRE

Unit exhibition curator - Xu Jialing

BEREMIE=SE_ENRETEAZ FAFE - TEEBT
R AERFARZEH - FEZRFASER « ERlFF/\fL
FANZARNEGENRELF - REEIHFASZAKIIER
BMRARTIFAVBRINNE - BULE R EMN —AX SR RIKR
DS

On the second floor of Pavilion 3 of the Ocean Flower Island
Museum, paintings and installations by eight poets and artists,
including the famous Arab poetAdonis and the celebrated
Chinese poets Lv De'an and Che Qianzi, are on display. The
exhibition constructs the imagination and dialogue of eastern
poetics through the works of poets and artists to echo the
historical lineage of Su Dongpo, a renowned literary figure of
Danzhou city.

® ®

©)

® ®

©)

® ®

®

@@66@6@@8

FI%%-4&%F Liz Glynn ( Z=[E America)

SNHR-BREE #2152 Hans Op de Beeck
(¢ EbFUEt Belgium)

BVE Geng Xue

X E7E 7% Eisa Jocson
( §E{RE Philippines)

hift#-ZF/R Rushdi Anwar
( Z=E Thailand/ {B455 Iraq)

A EMS Surekha ( EJE India)

T Efe-Br84L Giovanni Ozzola
( EXA 1taly)

EBAE Tatsuo Miyajima
(@=F WET-ET))

[E3R Xiang Jing

PE#& Y Chen Zhiguang

Z3¢%E Dinh Q.Lé
( #%Fg Vietnam)

Yoon Chung Han
( E[E South Korea)

fUZ EHr Adonis
( $YFIIE Syria)

ZER]F Che Qianzi

# ¢8R Dai Guangyu

f1/\f@ Fu Xiaotong

{Hli;% He Canbo

H#E Jia Qiuyu

8% Lv De'an

HE Tian Wei

1% -183A% Sinta Tantra

( EEEENEBAILE British Indonesian)
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8l Ocenn Flower
sfnn

Museum




et R R - 184K 2020 T N - BRE - B 2017 LEBERGEEN (HE. BF) 16 /%
On the Problem of a Universal History Liz Glynn RIa% The Girl Hans Op de Beeck Full HD video to blue-ray (color,

sound) for 16 minutes

248 249






AL E e 2%

The Poetry of Michelangelo

-

ARG EA RREH QAN

which my blind eyes can see no longer.

K— A

But the divine hammer

A REBGRIARGR LEN

KIFBBEZHEF 2015
Love Poems by Michelangelo 19:09 min




TEBAK KTV
SuperWoman KTV Room

254

X - BN
Eisa Jocson

2019
RY®%

‘BARREFHHES, RNRSTRETMS” R
“I AM NOT FROM EAST OR WEST-* MY PLACE IS PLACELESS Series

bt - KE/R
Rushdi Anwar

2018

R
Image

255






SH9FEE
Sea Watchers

258

pixesic}
Surekha

2019
RIYaI%E

2R — el LRYITLAR
Unseen-Invisible Shipwreck

FEfE - BRiEhL
Giovanni Ozzola

2017

238 x 305 x 258 cm
345 x 284 x191 cm
270 x 249 x 179 cm

{8, 072C %6
Aluminum, 072C blue

259



RY Bl E5ik5 2019 LED SIS EEL 5 2016 RERES
Time Waterfall Tatsuo Miyajima 256x1200x128cm Foreign Land, Shore Afar Xiang Jing 180x 310 x 205cm FRP coloring
36 x 165 x 80cm
100x 200 x 64cm
68 x 310 x 100cm
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 BETIOSS oF A veew oo, .

» ST Gy = O

a2 | =
.

e i
EY

FEE 2016
IEAERTE R 2012 IS §%_7'57.E A e
Era of Migration Chen Zhiguang 40cmx1000cm Guano Eps2 DinhQ.Lé RYa%E

Variable size
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ARESAHYIIAFE Yoon Chung Han 2020

Eyes Floor Plan RYa%
Variable size







BHEXHE -5
Blue Dialogue-5

fIZ iR
Adonis

2016
32x24cm

WALREMHE
Mixed media on paper

270

EEXE -25
Blue Dialogue-25

D=
Adonis

2016
42%x30cm

WALEEME
Mixed media on paper

EEXiE -32
Blue Dialogue-32

M=
Adonis

2016
45%x30cm

WALEEMH
Mixed media on paper

EEXE -39
Blue Dialogue-39

M=
Adonis

2018
42x58cm

WALEEMR
Mixed media on paper

271



fifitE —11
Collision—11

mEA=:T
Adonis

2017
25x18cm

HARLGZEME
Mixed media on paper

272

filfisE -17
Collision-17

(D=
Adonis

2017
25x%x18cm

HALZEMHL
Mixed media on paper

s>
S

Cen

"

fif$z —22
Collision-22

AL
Adonis

2017
25%x18cm

|AGEME
Mixed media on paper

HERMIE -10
Ancient Myth-10

ImE=:1T
Adonis

2018
50 x65cm

WALREMH
Mixed media on paper
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(OF~
Cloud

@=
Orchid

@ F&R
Titleless

@a
Stone

274

FRIF
Che Qianzi

FERIF
Che Qianzi

FRIF
Che Qianzi

FRIF
Che Qianzi

2020
33x66cm

2020
33x66cm

2020
33x66cm

2020
33x66cm

HAKE
Ink and wash on paper

HEAKE
Ink and wash on paper

A KE
Ink and wash on paper

RAKE
Ink and wash on paper

OF 71
Titleless

@#=1
Ms Wang Chunyun 1

PE=2
Ms Wang Chunyun 2

ERIF
Che Qianzi

ERIF
Che Qianzi

FRIF
Che Qianzi

2020
33x66cm

2020
33x33cm

2020
33x33cm

HEAKE
Ink and wash on paper

KAKE
Ink and wash on paper

HAKE
Ink and wash on paper
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DE=E3 FalF 2020 HAKE
Ms Wang Chunyun 3 Che Qianzi 33x33cm Ink and wash on paper

@8=4 FRIF 2020 EAKE

Ms Wang Chunyun 4 Che Qianzi 33x33cm Ink and wash on paper
(FELUW=) 2— aEHED 2014
©OF: 503 FRIF 2020 EAKE : . .
Dongpo Che Qianzi 33%666m Ink and wash on paper View Clouds on East Mountain1 Dai Guangyu 64x90cm
(FUW=) 2= e 2014

View Clouds on East Mountain 2 Dai Guangyu 64x90cm

276

BHFE
Xuan paper, ink and wash

BRFE
Xuan paper, ink and wash

277



(KEQE) HyeHED 2014 SRwE
Unreal World Dai Guangyu 64x90cm Xuan paper, ink and wash

(N ) HUEHD 2014 BRTE
Dream Memory Dai Guangyu 90x64cm Xuan paper, ink and wash
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B ANE fF0ME 2020 g, Bok ST fFMAE 2017 Ak
Sphinx Fu Xiaotong 80x60x56cm Wire,glue Mirrored Spider Fu Xiaotong 73 x66 x62cm Mixed media
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BA
Man

f310Mi
Fu Xiaotong

2020
85x40x36¢cm

ez
Wire

286

A
Woman

315
Fu Xiaotong

2020
55x18.5x14cm

B, %, 2%
Plaster,wire,gauze

KER
Long-tailed Wolf

fF0ME
Fu Xiaotong

2019 2373
2mx1.2m Wire
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(Eloi BNiES 5ABRIEEZTE)
Eloi's language and the emotional flower of the earth

(R RSN )
The Revelation of Symphonies and the Solitary State

faThliiz
He Canbo

farhlisg
He Canbo

2020
179X97cm

2020
179X97cm

IKREBRGEIRIS R
Ink and wash, acrylic paint on and Xuan paper

TKERFERIEH
Ink and wash, acrylic paint on and Xuan paper

(FREZESEENES)
The crown of glory and the
void of being

faThliR
He Canbo

2020
179X97cm

IKERHERIEHR
Ink and wash, acrylic paint on and
Xuan paper







(IRBHRIESHRNESSH) AL 2016 REBTRE S (AZERo=2neh, &R - FW - B ) faThliR 2016 SR
Paul's letter to the world left and right He Canbo 123x123cm Ink and wash, acrylic paint on and Xuan paper The trilogy of Mankind ( Origins _ Wonders _Crises ) He Canbo 123x123cm Xuan paper, ink and wash




(BeIxPnStsHisiEn ) oAl 2015 KBRS
The blue illusion of sustenance and mysterious exit He Canbo 123X246cm Ink and wash, acrylic paint on and Xuan paper




TorR
Titleless

296

ZNE
Jia Qiuyu

2020
180X200cm

RAIKE
ink and wash on paper

&
On Shelf

ZNE
Jia Qiuyu

2020
180X200cm

RAIKE
ink and wash on paper
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WEEHWE A
Observation of Self-discipline A

298

ZNE
Jia Qiuyu

2020
100X80cm

B . £ . BKA
Xuan paper, ink and acrylic white

YBEENWE B
Observation of Self-discipline B

EE
Jia Qiuyu

2020
100X80cm

B . 2. AKB
Xuan paper, ink and acrylic white
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—

(&) 2— (FEB)
Window Flowers 1( part)

(BE) 2= (BE8)
Window Flowers 2 ( part)

300

BSER
Lv De'an

BSER
Lv De'an

2020
140x100cm

2020
140x100cm

JHE
Painting

JHE
Painting

(&) 2= (BE)
Window Flowers 3( part)

aE%
Lv De'an

2021
120x100cm

i

Oil paint
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(Fm)
Titleless

302

BER
Lv De'an

2020
= 140cm
140cm high

Ak, g, AHEH
wood, iron wire and acrylic paint

{ FoRz )
Titleless

BER
Lv De'an

2020
= 160cm
160cm high

Kk, %, ¥, AHEE
wood, brick, iron and acrylic paint
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==8

8BS FiE - 1HikE 2020 WEE, ZHEH, RITE
Ocean Flower Island Sinta Tantra Environment—friendly paint, Vinyl printing, Variable size
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BEBEMIE 4 SIE (EARBHRIE)

Pavilion 4:
Pavilion of Art and Technology

BBER FRK

Federico Solmi
(BXA Italy)

BEE

Miao Xiaochun

ERIMH

A Panoramic World

BREBEVENSENREETMRE "2RHUR - 2 360 ERTRXZEEZEIRIRT « RIS
RETHENERE 2 ZEFETEEARARNERBEEFNEREIF - SLZARUERINEE
5 B TEMNMANNERNEE - BN XE— NN RS RN SRSt R RIEAR
fAIEER T —1 “BEI" HROBEE @ IXEEPREFELERITEREE o

Pavilion 4 of the Ocean Flower Island Museum is a 360-degree immersive multi-media video projection
hall. The panoramic creation customized by famous Chinese and foreign multi-media video artists for
the exhibition is exhibited. These artists use the narrative language of animation to deconstruct the
world and history known to all, and present a new world full of imagina- tion and joy to the audience.
They have recreated a world of "comedy" and spark inspiration in a fantastic manner.

311






KR FEBER - JRK RI®E
Farce Federico Solmi Variable size







2
Restart Miao Xiaochun
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BEBEMIE 5 ST (UREIIE)

Pavilion 5:
Pavilion oflmmersive Experience

AIBE

Artificial Regeneration

BEREYELSENRETER "ATHE - RHBEAET
EHZARK Gabriel Dawe FHEERNBEBREEHNZAR
BIfE - FRBIHAMREZARBELRBS KHH  BRMZ
ARFImAT-YIRE « BEZ AKX Lisa Park » £ IEXE/EmR
HMAATHAXERNBET BRKUUKRYT R T EL=RAL
F o B—PMURBRAEZAREENRAT - EREXBATA
THXRAR  JUREARFELRITHRNES -

Pavilion 5 features creations by renowned Mexican artist Gabriel
Dawe with his first customized exhibition for China. Artists such
as the popular Argentinean Leandro Erlich, Italian Loris Cecchini,
South Korean Lisa Park, Choi Jeong-Hwa are also invited to the
show. These works restore and recreate the natural landscape,
extend the boundaries of virtual space in an artificial fashion,
allowing viewers to redefine the relationship between nature and
artificiality in the landscapes created by the artists, something
that the artists hope viewers to think about.

©

® ®

®

©)

® ®

® ® 6

® ® 6 6

©

@ ®©

HsHr-Yl5fE Loris Cecchini
(BEXH Italy)

#EEMI Zhang Xiaogang

TRETE/R-SRFEHR-EL
Pascale Marthine Tayou
(&2 & Cameroon)

#NEESP Lisa Park
( & South Korea)

BLZET &% Leandro Erlich
( BFI{RZE Argentina)

R%& Song Dong

HiE . SK/RYF Kedgar Volta
( HE Cuba)

1= Bao Songyu
(EThNE Singapore)

£1F 1k Choi Jeong-Hwa
( 5[E South Korea)

FEEEE Wang Zhiou

SEEE(E Wang Jianwei

HERLZHifHPTE Shirazeh Houshiary
( 78R Iran)

EE Liu Jiayu

N7 BiR/R AL Gabriel Dawe
=P Mexico)

55-ZE R Marc Quinn
( #[E The U.K.)

A X REFEFZEARAIEZ
Googol Digital Media Art Studio

AR RBFEEZAIEE
Googol Digital Media Art Studio

L)
L]
L]
e o
e o
o o
o o
L]

L]
L]
L]
L]
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xg Sindk - kR 2020
Waterbones Loris Cecchini = 4-5m £ 3-4m K 5-6m
4-5m high 3-4 m wide 5-6 m long

TEEN. AHIREE
Stainless steel,

wooden exhibition wall




. BERNCY by
5 “ -r: -.:_ - .:’g :,"%i;;‘ #.‘- -
i SRR o N o . it

gl

( EEAYHMRE ) BikBENY 2018 KRR, BFIWRES. RaHRN, SEam
The Drawer of Time Zhang Xiaogang 300 x 868 cm Cement board, electronic industrial screen, color printing photos, and other mixed media
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E6
Chalk 6

334

TAHAR/R - S/REH - B
Pascale Marthine Tayou

2015
220 x170 x 7 cm

B WE
hREL: JHAR
Medium: Chalk
Unique work

LUMA

LN
Lisa Park

2015

RY8%&
Variable size
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ke ERET - IB8HE 2020 24/30 NE: K&, REIER, BF, BF, BT, X8
Changing Rooms Leandro Erlich 990 x 620 x 220 cm 24/30 cabin: wooden structure, golden frame, 24 I\et K= 2020 MR 24 MIRISERDE, WM. KR, KEHES
mirror, curtain, stool and clothes hook 24 Hours Song Dong R Sand, steel, wood, water-written cloth, etc.

variable size collected from 24 time zones in the world
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pediz it
Silk Road Travel

344

BERLE - MR
Shirazeh Houshiary

2018

RIa%E
Variable size

L
Horizon

HiE - AR
Kedgar Volta

2019
520cmx69cm
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B0 x4 [ 2019 3D 4TEN PLA, BBF/ G, FEENIEM, WIS, PTFE F&& = HHEE 2019 3D {TENSRZLES, BT R, FENEE, WK, BUaAZKE
Sea horse x4 Bao Songyu 50x40x40cm 3D printed PLA, electronics, stainless steel Octopus Bao Songyu 60x80x80cm 3D printed PLA, electronics, stainless steel
hardware, glass, PTFE tubing hardware, glass, PTFE tubing

K8 x3 HEE 3D fTENERFLER, BFFm, FHWEY, E, RNAZKE E=i:c] 3D FTENRFLER, BFFm, THMEY, KE, RNRIKE
Jellyfish x3 Bao Songyu 40x40x40cm 3D printed polylactic acid, electronic products, Sea Turtle Bao Songyu 70x100x80cm 3D printed PLA, electronics, stainless steel
stainless steel hardware, glass, PTFE pipes hardware, glass, PTFE tubing










IR EEIFL £38K PROTOTYPE- | FEB RYa%
Breathing Flowers Choi Jeong—Hwa About 8 meters Wang Zhiou Variable size




o

i

5%
RN Tone

-'-’,’5".\_".".',3:!.".‘}’:4-—, T S

¢

2020

ith/ZRAE) TEE
Geological Time Wang Jianwei 600x450x300cm




XEE RY®%E
Liu Jiayu Variable size




BT INFRERIRIR - k4 2020 247, KEIEE
Waterfall Rainbow Gabriel Dawe RY8%E Silk, wooden exhibition wall
Variable size




2020 HRREFREERTIEE 2020 BiRESMA. LED. ISR, $MEHTES
Googol Digital Media Art Studio RIa%E Outer resin material. LED. Programmable
Variable size light source. Steel truss

EiE Bx - £8 2019 5. mEER
Totem Marc Quinn 300 x160 cm Cast copper and
bread mold
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Y

=t
-
LW
L

AXREFEEERTIEE 2020 LED AIZ4TiE. iSRS . PRk
LED variable light source. Film

Googol Digital Media Art Studio RYa%E
Variable size inflation. Soft sphere

EUE
Migration







BEBIEYIE 6 SIE (FEZEARE)

Pavilion 6:
Pavilion of Greek Art

d: HtHE E2sapacanunncunaeasantcaniny

AR FEUEAZERR

EVERCHANGING EVERLASTING
CONTEMPORARY art from Greece

368

RIS HR- P B A HR @ HEHT- KIS HR @ BER
ALITHINOS Dimitris MICHALOU(di)S loannis TAKIS b: ZARIEXR
RES5RER
REIRINEAH @ 1S Einkr RRZETH
ANGELIDAKIS Andreas MICHALOU(di)S loannis THEODOULOS
Hr 35 BRGNS @ [EE8h-4hEm T A @ BRASHTHFhL R R
ANTONAKOS Stephen NAVRIDIS Nikos TRAGKAS Dimitris
Sedmstn [ETE 8 1A % B BEASRRIEFIF
COSTIS PAPADOPOULOS Nikos TRIANTAFYLLIDIS Theo
gt (R T i fRYE MRS IR RIS IR

® ® ®&® ® ® ®

CHANDRIS Pantelis

EEE
CHRYSSA

D55 B H- AR LA T SESRAR

DASKALAKIS LEMOS, Manolis

ITi8 Ein LR
DRIVAS George

HRSR AR A RIERER
FAITAKIS Stelios

FIERIE(S IS B e A E
HARONITAKI Aspassio

® ® & 6

® ® 6® 6

PAPAMARGARITI Eva

FRFUIE - P AR SERUE
PAPAPHILIPPOU Aemilia

RET - IR
PASTRA Nafsika

TR+ &EEH
ROUFANIS Aristotle

FA-FH- S HHT
SAMARAS Lucas

SFEHn iR
SANTORINEOS Manthos

@ AHLIEERALFES HrsRhise
HADJIGEORGIOU Yioula STELARC
@ R FEHf B Hi 5 5 0 330 A i A=
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T (TR B R 2 B T rh [ S T B A A TR B A ) 3 o Tides of centuries gone, tides of centuries to come -- and amidst the ever-shifting sands of time,
we find ourselves twenty years into the 21st century. We are living in a historical moment of
\gﬁ . . N . - a . R global change due, in part, to the unprecedented developments in technology leading us forward
FAFFHEDPR TR "R - ML - i— » BRERARIIL HRERN AR SUNMAHDIE - to a largely predicted common future. Simultaneously, however, we have the persistent need to
ﬁ RERARREZFEELH2RRR - RERERADEERATRE - RERIIRIRAEE R delve into the tides of the past, to our principles, traditions, roots, making connections with our
g AMER—AFUNEEY » BERNFRLKMICRREXRITHATE BREEEE  THETRH cultural heritage. This crossroads of the tides of past and future worlds affects and is affected by
%‘ AKCEFE RN RN o IMATERRERAXNK » IRFRIFTHIT o IER(EREN T EMNSRK art across the globe navigating inspiration in this flow of change.
BRI HERREBET S o
Dedicated to immerse ourselves in the flow of these tides -- to contemplate and envision -- we
are proud that our proposal was selected to become a part of The Tides of the Century-2020
Ocean Flower Island International Art Exhibition and Greece is honored in its role as Guest
Country. Thesis-Antithesis-Synthesis. In the Belt of Change is grounded in the common belief
that the ancient Greek and Chinese civilizations which defined and shaped cultures across the
world. Sciences, philosophy and arts progressed side by side in these two cultures, and despite
their geographical distance adopted similar principles, experienced cultural achievements and
shared philosophical and cosmological concerns. Their transcending foundations continue
to influence culture across the globe, even centuries later. The process of confronting the
paradoxes of past, present and future, while also meditating on the relationship humankind has
with knowledge, science and art, bring out the dialectical process of such an engagement. This
exhibition is structured on the dialectical method of discourse, where the flow of change and time
is manifested through the three stages of development and consciousness—Thesis, Antithesis
and Synthesis—rooted in ancient Greek philosophy and particularly in the Socratic Method. This
is a fundamental structure that defined Ancient Greek philosophy, passed on through Plato and
was later adopted by Western modern philosophy. Moreover, as observed in Ancient Greece and
China ‘there are significant parallels in the ways visual art was used to materialise the past in the
ﬁi'; present., how do artists examine that? How is history moulded into the present? And how do we
glt materialise our futures?
i
We believe that our approach intersects with the traditions of Chinese philosophy, and connects
372 373

the past with the contemporary understanding of progress and innovation. What similarities can
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be drawn today between these two countries?

In the global arena, we observe a need to decode and decipher the world around us toward
understanding; an urge which fluctuates between the Universe (Cosmos) and humankind.
There is also a personal need to find visual and tangible languages to interpret and
understand our own world.

This triadic approach of Thesis-Antithesis-Synthesis represents our perspective in creating
this Exhibition and is aligned with the architecture of the building, divided in three halls. The
Exhibition is designed as an immersive experience for the public to imagine histories and
futures, as well as to highlight the concepts of interaction, dialogue and fluidity. Taking on
Nicholas Serota’s view that Museums are sites where the eye is as engaged as the mind , we
wanted to link the dialectical process, and allow the exhibition to form dialogues between
times, spaces and artworks.

“Ta panta rei” (everything flows), as stated by the ancient pre-Socratic philosopher Heraclitus,
refers to the endless movement which drives humanity to engage with the idea of change
and flux, not very different from the Yin and Yang philosophy. The water, the element thats
more connected with flow, particularly, is an element which has played a decisive role not
only in ancient economic and territorial expansion, but also in the diffusion of the culture

and artistic characteristics of the two countries. Our purpose today is to place emphasis on
their similarities as civilizations of great influence across the tides of time and highlight the
Belt and Road of China, not only as a trade route, but especially, as a pathway for cultural
exchange, such as this significant, International Art Exhibition.

The Exhibition brings together an eclectic selection of works (sculptures, installations, videos,
multimedia works, and digital art) by pioneer Greek artists or artists of Greek origin such as
Takis, Zongolopoulos, Antonakos, Tsoclis, CHRYSSA, Samaras, and Stelarc, as well as the
established artists namely Varotsos, Navridis, Strapatsaki and Angelidakis. The Exhibition
also includes emerging artists such as Lemos, Triantafyllidis, Roufanis and Moris, who are
shaping the artistic reality of the new era.

In the Entrance Hall, leading to the three main exhibition areas, visitors have the opportunity
to get to know Greece and its cultural and touristic development, as well as showcase

the work of a new generation of Greek artists exploring the digital world and its latest
applications. Covid-19 changed our plans to highlight the immersive technologies employed
by the artists of the Athens Digital Art Festival(ADAF), and its display is limited to a number of
films.

Aimilia Papaphilippou’s work ‘Chess Continuum’, a tribute to the balance between chaos
and order, serves as a passage and an introduction to the concept and the exhibition. Space
B is titled Artistic endeavours: Science and the Cosmaos. In this space visitors can explore
the gestures towards the cosmos, how artists engage with natural forces, kinetics, sound
and computer technology. Pioneering artists explore the universe. Takis, Zongolopoulos,
Pastra and Xagoraris, one of the first to use computers to create art. CO ST 1S, Theodoulos,
Tragkas, Michalou(di)s and Lemos are in dialogue with them, while Santorinaios explores hi-
tech methods to connect the space via accessible digital tools.

375

Moving from the world of science and the universe into the world of spirituality, in Space C

— Spiritual Quests: Transcending the Everyday we can observe the more esoteric journey of
translating the everyday experience and the spiritual quest of the artists’ interaction with their
surroundings.

Artists like Chryssa turned the semantics of the urban into light sculptures. Stephen Antonakos
used neon, initially made for advertising to form spiritual spaces for meditation and introspection.
Alithinos shows the connection of the ritual processes of the people, all around the globe, to

the quest of a supreme power, a common element of all religions and cultures. Younger artists
like Stelios Faitakis, depict the industrial urban setting, and elevates it at the level of a religious
item, combining the Byzantine technique for sacred icons with the tradition of Mandalas, in
Asian religions. Nikos Papadopoulos, recalls the Chinese monastic gardens, and in this space we
observe how the artists launch journeys of the self into the light. Artists follow a very personal
way to interact with the landscape and the elements of nature like Varotsos or to use excerpts of
literature or poems to raise awareness on important subjects, like Navridis, The much younger
Kranidiotis through the sound he reimagines classic works of art, revealing the essential
relationship of matter and spirituality in a digital screen.

In the last space, Mythologies of the past, Mythologies of the future, one can see artists engaging
with technology, machines, robotics, the urban and post-humanist world, but at the same time

we can observe artists placing human inventiveness at the core of their work. Technologies of
nature, and the body as a work of art mediated by various media. Artists are looking into the
present and the past, while trying to find themselves in their histories, translating and interpreting
the past into the present. Pioneering artists like Samaras and Stelarc, who mediate the self and
the body through various mediums are side by side with young practitioners like Triantafyllidis,
Roufanis and Moris that initiate a dialogue with futurity. In his space the theme of nature and
artificiality, is addressed by Chandris and Haronitaki, eiher through the mediation of works

by data from scientific laboratories or with the use of traditional practices to materialize the
immaterial. Angelidakis, Drivas and Venetopoulos’s work pose question on the timeless questions
via cinematic and digital means and come into dialogue with Tsoclis, a pioneer in the use of the
language of film at the service of painting. Digital and analogue worlds side by side, explore
actual, social, environmental, gender, ethical subjects, looking into the future while sustaining,
mythological and spiritual elements, are the core of the female artists of this unit, Strapatsaki,
Venieri, Hadjigeorgiou and Papamargariti.

The works of this Exhibition are evidence that tradition and science are not conflicting worlds;
rather, art has the capacity to bring subjects to life regardless of the medium used for its creation.

The Exhibition Thesis-Antithesis-Synthesis. In the Belt of Change was affected by COVID 19

and was installed remotely. Through advanced technology and the dedication of teams in

both countries, we were not only able to make it possible, but worked in unity to overcome
challenges, and we want through unanticipated odds that allowed us to see the broad potential
for future collaborations. This shared desire for the successful completion of this project, made
this project one of the first of this scale to be was installed remotely with the aid of technology.
This pilot attempt, where from thousands of kilometres far from the Museum, an exhibition was
installed, made this project a pioneer. With great respect and appreciation to the Chinese culture
stakeholders for devoting a world-class venue and International Art Event for sharing the art and
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culture of Greece with a broad public, we would like to thank all and each one separately for
having worked together on this challenging project. It is also with great gratitude that we
must thank the Embassy of Greece in China, for their support throughout this process.

Last but not least, the exhibition Thesis-Antithesis-Synthesis. In the Belt of Change
acknowledges its very surroundings; an exhibition that was installed remotely, while Greece
was (and still is) in lockdown. We take into account the importance of looking into the global
and the technological advancements that guide us through this pandemic. The Ocean Flower
Island affirms the capacity of humans to create new worlds. A man-made island that aspires
to become a new cultural and touristic landmark demands from us to acknowledge the tides
of the past and the present and to realize that future is already here.
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Tides of centuries gone,tides of centuries to come -- and amidst the ever-shifting sands of time,
we find ourselves twenty years into the 21st century.We are living in a historical moment of global
change due, in part, to the unprecedented developments in technology leading us forward to a
largely predicted common future. Simultaneously,however,we have the persistent need to delve
into the tides of the past to our principles,traditions, roots,making connections with our cultural
heritage. This crossroads of the tides of past and future worlds affects and is affected by art
across the globe navigating inspiration in this flow of change.

Dedicated to immerse ourselves in the flow of these tides -- to contemplate and envision -- we are
proud that our proposal was selected to become a part of The Tides of the Century-2020 Ocean
Flower island International Art Exhibition and Greece is honored in its role as Guest Country.

The starting point of our Exhibition Thesis-Antithesis-Synthesis In the Belt of Change is the
common belief that the ancient Greek and Chinese civilizations,which have defined and shaped
cultures beyond their borders, shared many common elements toward understanding the world.
For both cultures,the world was not limited to the physical earth but encompassed the much
wider, complicated incomprehensible but harmonious structure of the universe. The foundations
of these cultures have transcended time and have continued to influence culture throughout the
centuries. What similarities can be drawn today between these two countries?

In the global arena,we observe a need to decode and decipher the world around us toward
understanding; an urge which fluctuates between the Universe(Cosmos)and humankind. There
is also a personal need to find visual and tangible languages to interpret and understand oui own
world.

This Exhibition is structured on the method of discourse, where the flow of time and change
is expressed in three stages of development and consciousness-Thesis-Antithesis-Synthesis,
rooted in Ancient Greek philosophy, particularly the Socratic obstetric method.

This triadic approach of Thesis-Antithesis-Synthesis represents our perspective in creating this
Exhibition and is aligned with the archite cture of the building,divided in halls.The Exhibition is
designed as an immersive experience for the public to imagine histories and futures, as well as to
highlight the concepts of interaction, dialogue and fluidity.

("Ta panta rei"(everything flows),as stated by the ancient pre-Socratic philosopher
Heraclitus,refers to the endless movement which drives humanity to engage with the idea of
change and flux,not very different from the Yin and Yang philosophy. The water, particularly

is an element which has played a decisive role, not only in ancient economic and territorial
expansion, but also in the diffusion of the culture and artistic characteristics of the two countries.
Our purpose today is to place emphasis on their similarities as civilizations of great inf. uence
across the tides of time and highlight the Belt and Road of China, not only as a trade route, but
especially, as a pathway for cultural exchange,such as this significant,International Art Exhibition.

The Exhibition brings together an eclectic selection of works (sculptures,
installations,videos,multimedia works, and digital art) by pioneet Greek artists or artists of Greek
origin such as Takis,Zongolopoulos,Antonakos, Tsoclis, CHRYSSA, Samaras, and Stelarc, as well
as the established artists namely Varotsos,Navridis,Strapatsaki and Angelidakis. The Exhibition
also includes emerging artists such as Lemos Triantafyllidis,Roufanis and Moris,who are shaping
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the artistic reality of the new era.

In the Entrance Hall,leading to the three main exhibition areas,visitors have the opportunity to
get to know Greece and its cultural and touristic development,as well as showcase the work
of Greek artists exploring the digital world and its latest applications. Covid-19 changed our
plans to highlight the immersive technologies employed by the artists of the Athens Digital
Art Festival(ADAF), and its display is limited to a number of films.

Aimilia Papaphilippou's workChess Continuum' serves as an introduction to the concept
and the Exhibition. Space B is titled Artistic Endeavors:Science and the Cosmos.In this
space,visitors can explore the interaction of artists with the cosmos. How artists translate
natural forces, kinetics,sound and computer technology.

Moving from the world of science and the universe to the world of spirituality, Space Chosts
Spiritual Quests: Transcending the Everyday. a more esoteric journey of escaping the

everyday experience to explore the spiritual quest of the man's interaction with the urban and
environmental surroundings.

In the last space,Mythologies of the past, Mythologies of the future,we see the artists'
engagement with technology, machines, robotics, the urban and post-humanist world.
Technologies focus on Nature,and the body as a work of art mediated by various media.
Artists delve into the present and the past,in a search to find their identity in their history
while translating and interpreting the past into the present.

The works of this Exhibition are evidence that tradition and science are not conflicting worlds;
rather, art has the capacity to bring subjects to life regardless of the medium used for its
creation.

The Exhibition Thesis-Antithesis-Synthesis.In the Belt of Change was affected by COVID
19 and was installed remotely. Through advanced technology and the dedication of teams
in both countries, we were not only able to make it possible, but worked in unity to overcome
challenges,the odds and to see the broad potential for future collaborations. With great
respect and appreciation to the Chinese culture stakeholders for devoting a world-class
venue and International Art Event for sharing the art and culture of Greece with a broad
public we would like to thank all and each one separately for having worked together on this
challenging project.

The Ocean Flower Island experience affirms our capacity to create new worlds, which

demand that we acknowledge the tides of the past and present and to realize that the future
is already here.
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GREECE,GUEST OF HONOR

Greece, the Guest Country of Honor at Hainan’s “The Tides of the Century — 2020 Ocean
Flower Island International Art Exhibition” welcomes you to Pavilion 6!

This year, Greece and China are celebrating "Greece-China Year of Culture and Tourism"
for the first time. During this same year, Greece celebrates the 200-year anniversary of
the National Revolution that led to the establishment of Modern Greece, one of the earliest
Modern European Nations.

It is our sincere hope that through this exhibition, you may admire Greek Contemporary Art
and its ingenuity, and also embrace the culturalcontinuity of the Greek spirit since antiquity!

Visitors may appreciate the multifaceted Mind of Greece which has continuously sought to
express the essence of the inner and outer World or "Cosmos" through the beauty of forms
and the everlasting resilience of artistic expression.

Hosted on Hainan Island, China’s most significant destination in the South China Sea,

the exhibition demonstrates how the quest to understand the creation of the world and

its functions influences the artists’ way of thinking and affects artistic expression in both
content and form. The element of Water, has historically played a pivotal role to both Greece
and China as a foundation for the creation of Western and Eastern civilizations, and is still
relevant today.

Since antiquity, Greece is acclaimed as an open society and culture, where ideas flourish
and dialogue is the basis for communication. There is no country comparable to Greece in
culture-sharing. Today we proudly welcome you in the spirit of Greek openness to discover
the similarities and diversities which link our country with China.

This Exhibition is part of the Greece-China Year of Culture & Tourism 2021 and is presented
under the Aegis of the Hellenic Ministry of Foreign Affairs - Secretariat General for Public
Diplomacy and Greeks Abroad, the Hellenic Ministry of Culture and Sports, the Hellenic

Ministry of Tourism, the Greek National Tourism Organization and the Municipality of Athens.
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Hitd)  SEREMRZABESHT LEONRBEEREE K - DULRRADRF - HAEFHRFZ
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FARTHEX - (R T MBI ZARRE - BN AR FFIER 7 XML A Z [ARVEC R o HHE T Z
ATNEEMEZARKEI EAAERAMNNITFRATER - MERAB SHEMRN BRI HF
2R
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Invited Festival:
ATHENS DIGITAL ARTS
FESTIVAL

Athens Digital Arts Festival(ADAF)the pioneer longest living institution in Greece dedicated
to audiovisual culture and digital arts(est.2005)is Greece's official repres entative in the
international scene of digital arts and culture.Athens Digital Arts Festival celebrates digital
culture by bringing together every year an international artistic community with thousands

of visitors through an innovative and versatile public prog ramme.Athens dicitalArts Festival
takes areat pride in being an inclusive and multi layered institution that emphasizes in the
relation between ArtScience,and Technolog) and features artistic forms of expression such as
web artinteractive installations animation,digital image,VR/AR/MR and digital applications as
well as exhibitions screenings,and live performances.

ADAF from its early years aimed to embrace all communities- Greek as well as inter national-
linked to digital culture and through its course has succeeded to maintair and empower this
connection mainly by being rooted in its community and fostering network collaboration while
providing an open platform for artistic expression.ADAF aims to inspire artists to experiment,
create and express themselves by using all tech nological and audiovisual means, as well as
to inform, educate and familiarize the audience with digital arts.

ADAF has developed,through its 17years coursea leading-edge and prominent educ
ational program that includes Academic presentations,International Tributes,Workshops
and Masterclasses that reflects on the artistic and visual language of digital mediums and
its aesthetics. Being part of a large international network of festivals, it showcases works
representing the international contemporary artistic and technological production.

AthensDigital Arts Festival has received numerous awards for its achievements in man)
fields and was recently awarded by EFEE(Europe for Festivals,Festivals for Europe) an
internationally acclaimed organization that measures and sets the quality standards for
recognition and establishmentfor European Arts Festivals.
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HHEEFRHFEATRREAR
Artists representing Athens Digital Arts Festival

FaI 3 e - F FHE AT Alex Karantanas | 3 & Singularity(2016/17)| 07:13 min
T ALK S3IEE Alexandra Mavrofridi | 2tdn 2 F LETHAL HAND(2019) | 02:41 min

AT = BRI =5 2 Anestis Anestis | B2 X KR4I E SRS ANatural History of Exotic Extinctions(2018) | 07:26

min

ZIREHILEST Antonis Rozakis | 2EBERZ ( MIEER ) Escape shadows (from Athens) (2015)102:43 min
Fr s & FLEEET T ARos&Christina | F# | 0.7 Interference|0.7 (2016) | 04:11 min

EHP-HE I Eleana Dimopoulou | FaFEFEHT SISYPHUS (2016) | 01:20 min

PRS2 Eleni Chamou | xXESE Filter bubble (2016) | 02:10 min

REEHT Eremus | TR EE / REF4HE Glitching Queerness/Queering Glitch (2018) | 09:24 min
XB-EEE Evi Stamou | 121228 Memory Lane (2016) | 03:20 min

EF1-7BRFHBF Gelly Pentefounti | TE4A3E Much Ado About Nothing (2016) | 03:30min

15 E-4048 Iris Bournazou | Rk Ichnos (2019)] 00:10 min

FIRT-ERETIES THRE Kakia Konstantinaki | #1417 Us (2017) | 04:37 min

SEE-ETRE T T Makis Kyriakopoulos | REFEFHRIARZ T2 What is a Man Without a Shadow (2020) |
03:20 min

SiE R T N ERE TR Manolis Anastasakos | {F4£% (BEXT) - EMRAEED - 5 (5328520 44K )
BIOMIMICRY“Into The Light"- Bioluminescence - green (532 &520 nm)(2017) | 05:00 min
OinF-IRIAE ZE A Marika Papapostolou | /MEMEY 3K - 1l ECTASIS-ECTOPLASISII (2016) | 03:21 min
KIRIE-FIRB IS Myrto Amorgianou | REFEE#E Datamoshed Elevator (2018) | 01:37 min

BRI 2 HT MG 45ET Orestis Charos | B2 The wave behind us (2017) | 03:05 min

MHERL-HF MBS T Pamela Stefanopoulou | #{E# 2 & The Voices of Silence (2015) | 01:52 min
BliERE & B HT-FTEHT Situ Xiaochun & Yannis Kranidiotis | “ B ”-"in out" (2021) | 03:24 min
JEEZHT-IHFE Theodora Prassa | & Lavyrinthos (2017) | 02:45 min

FESHETv B ZHEET Thomas Valianatos | 24l _ 8 Fractus machine_Cosmos (2016) | 03:34 min

X
X

DS E K 176 2050 43 #) |1 JN\BF 16 4% 43 # | Video program duration: 76 min 43 sec | 1 hour 16 mins

43sec

RUAG
Selected by

FHTEr - EERTESZHE (ADAF BI#8 A5 S5E ) llias Chatzichristodoulou (ADAF Founder and Director)
FRERTE- B (ADAF AR E RER A ) Eirini Olympiou(ADAF Video Art Curator)
FASH-RHERT ( B ERE A ) Katerina Koskina (Exhibition's Curator)






WATA

Hr\
G PSSR - -REBIBGNHER 2016-2017 07:13 min TFRREHBERHDE PSR - PO SR 2018 07:26 min
Singularity Karantanas Alex A Natural History of Exotic Extinctions Anestis Anestis

3 !‘ 5 e

VR & w s

H@aZzF WHILX - BFEIEF 2019 02:41 min HEESRARS ( MAIfEER ) RERE - iBHLEH 2015 02:43 min
LETHAL HAND Mavrofridi Alexandra Escape shadows (from Athens) Rozakis Antonis
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Fif10.7 fIEHEr & FEERHT TR 2016 04:11 min FIEE | FEFH REREHR 2018 09:24 min
Interference | 0.7 ARos & Christina Glitching Queerness/Queering Glitch Eremus

SRS SRR - 155K 2016 02:10 min ielzzE R - WA 2016 03:20 min
Filter bubble Chamou Eleni Memory Lane Stamou Evi
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FaraghHn
SISYPHUS

ER - BEES
Dimopoulou Eleana

2016

01:20 min




TEEE . =F - ERAE 03:30 min REHFHARHA DR - BTSSR 03:20 min
Much Ado About Nothing Pentefounti Gelly What is a Man Without a Shadow Kyriakopoulos Makis

REIT - FRERIE TR 1HEEE (FEYET ) - £MREM - K& (532&520 kK ) OZEHR - [JPHE R
Konstantinaki Kakia BIOMIMICRY “Into The Light” - Bioluminescence - green (532 & 520 nm) Anastasakos Manolis




BRI
Ichnos

RinR - e
Bournazou Iris

2019

00:10 min
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resolution for

AT NI Bi5R - HREERS mERZE MHZERL - IS FLIES 01:52 min
ECTASIS-ECTOPLASIS II Papapostolou Marika The Voices of Silence Stefanopoulou Pamela

BEZH# BRI ETHR - ISIEHT (HEA) BiERE & HRHT - Prdhr 03:24 min
The wave behind us Charos Orestis "inout" - “HA” Situ Xiaochun & Yannis Kranidiotis




pud=|

Lavyrinthos

IHEA - IHFE
Prassa Theodora

2017

02:45 min




SN _FE 15 - BAIZRIEHR
Fractus machine_Cosmos Valianatos Thomas
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FESAHEE
Aer( )sculpture

HREHR - KISFSHR
MICHALOU(di)S loannis

Athens 2006
180 x 90 cm

TEiBHIEA E#1TENRI Lambda C-Print, #HAZAR
RERZ

Lambda C—Print on Aluminium,

signed by artist

EARRIRMH
Courtesy of the artist
(GRAL ) 2% (ELRAYIHER | ZeEL SREFIEAYEEIR ) PaKFUIE - MAPRSERYE 2017
“Chaosmos “ or Chess Continuum/ Chaos Order Dance” PAPAPHILIPPOU Aemilia
YT, tBE%E, LGOLED 7R, B8R 65 &Y. 165 [EX, RS, KFHE, %K, HAE, FiE, BHASRNREIR ERRIZH
Black lights, cotton strings, LG OLED screen and wall mount 65 inches/165cm, sound system, clockwork toys,laundry Courtesy of the artist
detergent, metronome drywalls , white plastic reflective surface for floor
410
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T (%)
Untitled( left)

TR ()
Untitled ( middle )

TR ()
Untitled (right)

THFEERHET - IREhIRER
XAGORARIS Pantelis

THEERET - 1RSSR
XAGORARIS Pantelis

THEEERET - laEhIRER
XAGORARIS Pantelis

1973
31x27cm

1984
100.7 x 70.7 cm

1973
31x27cm

=i\
Ink on paper

S ERIEE
Ink on rice paper

£E
Ink on paper

2002 EHIBRAIBIMAEIBAREER I ERIBWIE - #HE (EMST)
Donated by Zafos Xagoraris, 2002,National Museum of Contemporary Art, Athens (EMST)

2017 EZRRBWAFBERIRERBWIE (EMST)
Donated by the artist, 2017, National Museum of Contemporary Art, Athens (EMST)

2002 FHRATEETERAFEER SR EREMIE - #eL (EMST)
Donated by Zafos Xagoraris, 2002,National Museum of Contemporary Art, Athens (EMST)




=S
Tempest

SEEEHR - XH-REIESHR - KSR
DASKALAKIS LEMOS,
Manolis

2020

2mX3m EfE, 4mX5.5m, (Y
B, S 2.75X2m)

2,00 x 3,00m, 4,00 x 5,50m
painting (4 PIECES 2,75X2)

EfER LED @itk
Drawings on paper, LED Panel
Screens

SRR
Courtesy of the artist




&
Gong

HERR, Y
Painted iron
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EEER
TAKIS

BEIFEES - BREARMEMRRFO (KETE) 24t
Courtesy of Takis Foundation - Research Center
for the Art and the Sciences (KETE), Greece

b
|
it
-
2
il |
=%
Y|
1984
387cm x178cm

: il g b
" OYIIZ AEFETAL H NPATH EKAZTN YNOKEIMENH YAH TAN EXONTAN EN AYTOIZ APXHN KINHE

B - R - iR
Autophota - Heterophota - Urban Field

600x60 Bk {sTgss, KiEE#E 60x27 X, i#F, 31 4.5 &Y /220 RBRE
600cm x 60 slide or video projection, cement cones 60x27cm, pigment ,
3tv monitors 4,5” /220 V in cement

o

i d 4
. JMAON AE TPONON H MOPOH KAI TO EIA0E KATA TON AOFON, S

£0E KA METABOAH
A1 L,

BRSEDH
THEODOULOS

ERKIRMS
Courtesy of the artist

L]

Apororehng - Todwing’

1992

419
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TE-XR PHRER& - MRERSRL 1991
Rhythms—Relationships PASTRA Nafsik EEFIE 97 x 93 x 68cm

E—AN RPN 21904 N5 HR SEAmEHR 1998-2008
B AR IR THET COSTIS 80 x 80 x 35 cm JEEEF 135X135cm
21.904 squares within a square or cross.
Succession of electronic lightnings in the work. T ] SR - EDmER S

Sculpture, with base Courtesy of Emmanuel Mavrommatis

EARREEG LERS, BFEIURETRAS R ZARRIEH
Air, electronic lightning, decopper bakelite on wooden construction. Courtesy of the artist




ERISHER - 45 RER NEUEFRERE FIR=EARZRAESIER ZARRIRM
TRANGAS Dimitris various dimensions in situ spatial Installation of drawings and items Courtesy of the artist




N
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= Y

1998

Fria - RRBEIEH

EXA9EIE

183 x124 x 80 cm

ZONGOLOPOULOS George

TEL-NEANT

BEEES

George Zongolopoulos Foundation

FE - mXkE

TERREREE

Sculpture, Stainless steel

428



vual Quests:
scending the Everyday




=5 sl . P
e et 0“2%’.""‘?‘5’." 2008 60 cm SHE—t2 FESEHF - SRR 2020
nute imitris Stay with me NAVRIDIS Nikos 150 x 150 cm
SRR
Courtesy of the artist

SARKIRM iR, R, RAETRE

AE, BE, R, WISHE
Wood, soil, color powder, plexiglass

Courtesy of the artist Aluminum, gold leaf sheets, le




SBINTHRENES
Blue Inside Corner Neon

FRHTAT
Neon

HiE3S - REMselR
ANTONAKOS Stephen

i3S - RISMRETTIEE, A%
Stephen Antonakos Studio
LLC, NY

1971
96” x 28” (c.244 x 71cms)

ZISEAE
Chicago Chinatown

ERREAE=ETITIT
Metal with yellow, red and blue neon

REEE
CHRYSSA

REFEETT, FRERINZSAEYE, e (EMST)
Chryssa’ s Inheritance.
National Museum of Contemporary Art, Athens (EMST)

1990
130 x 130 x 90 cm




ERF1
ERTE5TZRE
UntitledMandala 1
(Construction Site)

436

HisRACHR - ARIERER
Faitakis Stelios

EEfH LZRESEE
Mixed media on canvas

2020
192 X 220 cm

SRR
Courtesy of the artist

E[T 2
ERT5THZRE
Mandala 2 (Industry)

HrZ=/0HR - ERHEEHR
Faitakis Stelios

EE LEES R
Mixed media on canvas

2020
192 X 220 cm

ZARRIEH
Courtesy of the artist
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UREREE |l - kiR HEHT - FrisHn MIF—AEFER, 19547, BEHHEER HHEHIBERT
Ichographs Il - Absentia KRANIDIOTIS Yiannis Audiovisual Installation,11'54",color,sound Athens Digital Arts Festiva







FH
(C)osmosis

[9&. A% . LED X
jar, bust, LED tape

442

HRHR - KIasHR
MICHALOU(dI)S loannis

ERRIZH
Courtesy of the artist

2020-2021
152 x 120 (max diam) cm

2R
Zen Garden

BRIV EFRSR IR T 24R3K £
Installation cotton on sun dried paper in gravel shape

A

&Y,
o ‘
AT

feseth - 1S ESH
PAPADOPOULOS Nikos

ZARFIEM
Courtesy of the artist

VEDy
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SERMMEREARINE S4THR - TR
KINEHIREAR TR SANTORINEOS Manthos
The Global Earth Artistic
Project. A proposal

for a large-scale
Topographical Art

FHLREHITRE

This artwork can only be
accessed through the visitors
phone

444

SARKIRMH
Courtesy of the artist

2017
100X70 cm

X
Anemos/Winds

G222
Sculptures

FREHT - BERER
VAROTSOS Costas

ERRIEMH
Courtesy of the artist

2018
22m

445



INBZRE ELLHr - B3RS 2017 RIS RIS 3D SiEMues, K 39328 EARRIRMH
Ship of Fools VENETOPOULOS Babis 3:32 min 3D animation, Full High Definition 1080p, with sound, duration 3:32min Courtesy of the artist
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[ ] | TNETIY T TR

EE REF - RANBIXER A, B, 8 D SRFIRM
Vessel ANGELIDAKIS Andreas Digital video,sound,8' Courtesy of the artist




THRRIRIF=1E 2
Sleepless Cattleya 2

EENER - TR
CHANDRIS Pantelis

2017
175 x 41 x 37 cm

LEFNLLRENR
Steel wire and silkprint

SRR
Courtesy of the artist

452

THRRRYS=7E 5
Sleepless Cattleya 5

EEDER - R
CHANDRIS Pantelis

2017
46,5x35x47 cm

MLEFNLLRENR
Steel wire and silkprint

SRR
Courtesy of the artist

TIRARIS=1E 6
Sleepless Cattleya 6

DL - SRR
CHANDRIS Pantelis

2017
125 x 51 x 53 cm

SMLEFNLLRENS
Steel wire and silkprint

ZARFEM
Courtesy of the artist

TIRIRIS=1E7
Sleepless Cattleya 7

B A - TR
CHANDRIS Pantelis

2017
85 x 65 x45cm

SMLLFNLLRENS
Steel wire and silkprint

SRR
Courtesy of the artist
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Thak | TETEE - EiERH 2017

Alone Together | ROUFANIS Aristotle 300 x122cm
REAME, BRE ZRKIRMH
Giclee Print , Dibond Courtesy of the artist

ik XV WEFZE - SiEEH 2019

Alone Together XV ROUFANIS Aristotle 300 x147cm
REETE, BR ZERKIRMS

Giclee Print, Dibond Courtesy of the artist

AT PIERIENE - IRIERREE 2016

Broken Heart HARONITAKI Aspassio 3R 113,83 x 260,63cm
&itRY7: 341,5x 260,63 cm

fREIEER 30mm\ HASEEE 3mm SRR

Aluminum honeycomb panel\ 30mm Plexiglass 3mm Courtesy of the artist






g

EGE

Aeonium

458

Fa - EmE
DRIVAS George

2020

MR, &, 20 380
video, sound, 20 min

ERKIRMS
Courtesy of the artist
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ToRR
Untitled

FEHFEIRIZAR
Pure pigment on paper print

460

FARHER - SRR
SAMARAS Lucas

A% Pace EIBIRH
Courtesy The Pace Gallery, NY

2019

33cm x 33cm

E4E 35.6X35.6cm

E#E 38.7 cm x 38.7 cm x 3.2cm
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TorR
Untitled

FA-RER - TESUER
SAMARAS Lucas

2019

33cm x 33cm

E4E 35.6X35.6cm

EE 38.7 cm x 38.7 cm x 3.2cm

FeHFHRIZR
Pure pigment on paper print

%) Pace EIFR(H
Courtesy The Pace Gallery, NY




BnfEhYiEE - BZiE v2 %15 - EhnlR 2019 KER, KR, B, BEEMNEERIRER, Bae, BRTR, MK SARRIRIEE - RAFEHTIRMH
The Gift of Automation (Ghost Source v2) MORIS Petros 300 x147cm Marble, light concrete, spray paint,copper—electroformed and Courtesy the artist and Onassis Stegi
chrome—plated PLA, steel, aluminum, platform, stickers




Kl EBEERsRNERLE R - DAIRIB T inEs TER, =EMULE, 12 9% 217, BeHFEER SRFRIZMH
But for now all | can promise is that things will become weirder PAPAMARGARITI Eva HD video, 12:21", color; sound Courtesy of the artist




[t - BeisE IBIRILG - HREIAREE 2008

Fd| fesetn - THeS LB T 2016
Zen Garden PAPADOPOULOS Nikos 36x36m Invisible Places — The Vast White STRAPATSAKI Marianna
SRR H 3N ELSWMTER, BNEARET 2.25X3.00M SRRIZMH

SRR IR R AYIE T 43K £

Installation cotton on sun dried paper in gravel shape. Courtesy of the artist 3 synchronised video projections, maximum size each 2,25 x 3,00 Courtesy of the artist
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TBC Hrg=hitn MR ERFKIRMS
Alone Together | Stelarc Video Projection Courtesy of the artist

BRI L4 B - SRIAFERIFER 2018
Nike TRIANTAFYLLIDIS Theo 3.5X3.5m

BfEE, RIYBER, 3.5X3.5M , XAFE6 9 1M ¥, ERARLEIR, EARBIRELNES , iEH 60 ZETEUN RAFEIHEER
FARERZEREREIEDE Onassis Foundation
Augmented Sculpture Dimensions Variable (~ 3,5 x 3,5 m) Duration 06:11mins,Print on Plywood,

60” HD TV on Wooden stand




HPEIEIE
Pasiphae

MRS , HEY, BEURR
VIDEO PROJECTION on a projector
with sound same projector

472

Fel - Bk
VENIERI Lydia

ERFIRM, " WEECZE “HRATEHIERRGRHE
Courtesy of the artist “Pasiphae’ s Dance” composition and arrangement by Dimitri
Vassilakis (C) (P) AEPI

2018

Ba85%
Harpooned Fish

video projection, no sound

FIHRIEHR - R5eFUER
TSOCLIS Costas

2017 EZARRIEWAFBERSREREWE (EMST)
Donated by the artist, 2017 National Museum of
Contemporary Art, Athens (EMST)

1985
2,20 x 3,00m
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BEBEYIE 7 S8 (HEIE)

Pavilion 7:
Pavilion of Sculpture

A RIS AR

Time text

RETHREEER NEXAE - BHFEK  RBE - EEZR
REXRFFHAHBAE  REZARKER RUREFEZAK
RO - XEERBESEICIC « £ ~ WA~ % ~ XKERFFE
R - WA —ERA AR AR B R R XA o

This unit will exhibit works of the artists, such as Xu Bing, Zhan
Wang,French artist Céleste Boursier Mougenot, and British artist
Tony Cragg. These works will reflect on and raise questions
about memory, life, time, history and culture, forming a time text
accessible to all.

HITIRIR FEEZ LY

Exhibition unit An Azure Rendez-vous

RBTTHPRERZ LA ZBEARAR DR EIFHH ORI - &
RTAKXKNNZARER - BMRE - LUBKNESRETRE » it
ZARERMEBENR—MENEE - SIEKEENALS
LHEFRE ©

Curated by the Co-Innovation Art Creation and Research Cen-
ter on Silk Road of the Central Academy of Fine Arts, this unit
will present art works from five continents. The entire exhibit-
ion is linked by blue installations, integrating the art works and
installations into an organic whole and highlighting the concept
of a community of shared future for mankind connected by sea
water.

®

® @&

® ®

©)

® &

® ®@ ® 6

® ©

ERIT il - BRE
Céleste Boursier-Mougenot

( 3%E France)

EE Zhan Wang

e =hit& Tony Cragg
( EE TheU.K.)

ZeltE-+£E/R Anish Kapoor
( 3[E The U.K.)

#&7K Xu Bing

O 52.FE{Q Mark F-Cooper
( E The US)

#F{HHL Xu Zhongmin

{0 HEES Florian Schmeiser
( B3t Austria)

7*# Qiao Cun

ATEE ~ XI5EE-HR/R

Lu Zhengyuan Paul Parrella
(2% Egypt)

B Zhi Min

A{EE ~ fR/R-HEHL

Lu Zhengyuan Paul Parrella
( EWEHHL Venezuela)

EZMK Yan Feng

A1ET Lu Zhengyuan

F{EE Lu Zhengyuan

AXRUFHREZATER

Googol Digital Media Art Studio

F5ZE Sui Jianguo

Z=5a3% Li Yuanchen
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L,

H4sE
Miner(e)ality

EHNT - ifl - BRIE
C éleste Boursier-Mougenot

2020
RYA%E
Variable size

SIS, Ak, KR, 58
Special glass, stone, wood and speaker
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bi:7:7
Stack

1tfe - Fut&
Tooy Cragg

2018
98 x 65 x 47cm
J&5EE (Base ) 100 x 50 x 50cm

SH (BNRREEERE)
Split (Organic Green and Purple)

Zfelt - RER

Anish Kapoor

2017
145 x 145 x 20.5 cm

AW, RiFE, MR
Stainless steel,
painted, Unique work

483



EENMEILRER 2014 ZatE
Background Story: Thousand Li of River and Mountain 450%x992x30cm mixed media
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hEE 5% - EH BE. At
China Blue MARK F. COOPER Ceramics and wood




# FEY 2011 FHEW, WieH, WEN, LED
Building Xu Zhongmin 300x380cm Stainless steel, acrylic, FRP, LED




INFFRZ—E=XK
Less Than One Thousandth of a Millimeter

438 SKiltiE
Water Mark No. 438

FHHE - [EER
Florian Schmeiser

FIET. $RR - 1SR
Lu Zhengyuan Paul Parrella

2020
RIY®%E
Variable size

2012
142x192cm

8:17min

FREM
Cloth glaze
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r/,'
7
¥
|
L]

e¥itkl / 5E2%
Color Plan/White Sunlight

2020
RY\%&
Variable size

RS, BRER
Laser film\plastic lens




Variable size
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hERS AT, XIRBERE - WERR 2013 HEARE
China Vision Lu Zhengyuan Paul Parrella 120%240 cm Acrylic on canvas




XM - AR
The Cosmos —White Tiger
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=l
Zhi Min

2018
100x125x55¢cm

BE. €8
Ceramics and metals
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mixed media
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Lk

Gift

FA{EiZ

Lu Zhengyuan

2020
20m

TEINRIE
Stainless steel forging

|l s s Al & AT 2020 R
< )ﬁ 7/ 2l Blue Lu Zhengyuan RdwI3% Resin fiber
. “ ! Variable size
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REZ 2013-2020 TS
Scene of Sense Sui Jianguo 2m Stainless steel cold forging
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ERREFRFRZERIIEZ
Googol Digital Media Art Studio
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2020
RYAI%E
Variable size
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BERSTHE . REA
Transparent optical fiber, Weave
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1984 FAFTILAES - 2007 FEITHRAERMERE—TIEE - IRPLTPM 1 2011 FE T rhRERHE
B& - SMBERE - KME2 ; 2020 FES - RRERELERE - SIHHRKEIR o

WEBERSEANESEREDDE - HPEE  INEER - | REAE - BRTHF - B SMNHERERE
SHERIE  EREBEEARE  EYHERIE « GEARE - KRERE  BAATERAXRZEFSIEEER
IERE  BREBIFSNETZERRBRER  RIXT SAP ZRAREEFRREARRRK - ZR 8 FEFTFZA
RRURFEMBEFEARE  ARGIEABRESATELURZEARERRER "REXEX - HEREH
B ~ RERANEFHAKE

R

1986 FAETAEAM » 2010 FEA TIEARZERMER - RFLZPAL ; 2014 FEU TR BhEZE
Z o RMLRM 2019 F£ES  pRERBLER - SIMBEREZER - MATEMEZERA - FEIZE
ARPEERR  TEMBFRIEFHFIEFEARAK

WRBSNMNEZEREEES T ZELEXR - KEAMERFR - FZEETEFFZARKRETHER B+
EHFZRFEMRZEANER - FZETEMERES - (FRETERERAES » AAFHEXALHO - KHEE

SRELRZAEDESFIMUAEANMRELD o FEILREEREZEDNE o 5/IK ARTCLOUD FE SAP Z
RRREEFREAR  ETRERHEFOFEMRZANEREKER - FLEINSEERERESES -

ZETII
1992 FATFRATILE - 2016 FHU FrhRERFREBEGI R - WHLER | WIME - EEFILR

$E SRR S BRI LLEARTE » R)IHAEARE « BACEARE » HMNESHERENIERNAERES

BEARERENE - FREXBTXRIUAEAE BERFEEXANEHTEEHE - HFETHERE ERZE

BINFEREANBEFHITMZENETE - RBSS5EPL LZARAME "ERME - GAEHIREE/ BB
RREEEER - R3R 2019 FEHRE SAP ZARRFEMBREEZAR  FEFFEZARE  FERIWEZR
KR o EmBHREN (FEHNEREE) Bk - FmEkFREEBBRE THRERZREARE « PREARFE
BrEMER - ABEREFRUE T THREAEFREEAE - TZARFD » 1X3 GALLERY FEER K FAAWGE ©

1982 FATILR » 2007 FEAN THREARZGEEBHEAT U - KPP0 WATFTIER - HRZFRUA
SBRERANTE - RAXBIPNRREERNAEELE - BRXEBREHACPRRSERZEIIRR » X
B AN R RECPTIREAE BT M o RZ AKX A CIERKMWIHFITAE - ZREHE - F10 - B B4
ISR ZERAL - HERBIEREREE « VRIEX « AR BahF58 3D FTENREERY  AMILFESF -

b B NEEE 30 EHMEREFBETIRSE © AE 2016 £ CCAA FEYUNRZRELUK 2017 F AAC ZARH
EFFZAKEERS  BRECEARMERFEEX - FHUERPIXUESIHMEERE - ERZ A
DR - B 798 LTZARZIE ~ RERAREHD « JIEX Katzman BB ~ RIEFR=1E ~ SHERIES -

515

BAEK I

1982 AT IIFRAEY; - 2006 FEA T MEARZHERMER - RPN 2010 FERW THRERZBHMER - RN
TP WMITAE -~ EFFTIER ©

BEPEIR  TNURBEEARENINE - FREPEREAMITR/RA « XEIRE - HERAREEFHE
BEAENEDERD - FERS5ABZAHEK - HHEEHTEMMER - BIVESAEMEREZ R TMNER
BYRZRFONRAHEZRITNF - AEREREAF LS FTLEREARE  XEFIURRE  PEES K11 Art
Foundation " AREARTESFHIMUE

1963 FHATREE] - 1988 FERUTREBIMEAZEAR  UATERBEZRESEE - PEEARNEREA

XEESRERISENOTNESR @ PREAZREBHRITZRART « REEFEAREARNZREELIR

AR RYFREERIER

20 t4E 30 FAKR - MERERES T 7 1/5EHE 100 MEBHHEF IMMFATAXENFETFERNRFHE

HEZA "HXER o "BARR "BEXBFHFE  EEEAXRVENRI ST  EABMFHITELM—EERERN
BXRT HD T EABMFNLTNR - ETHFERNER - X REFEAZATEERS T EARKERE

A RIS FERNESHERATEE °

FIZE-8 K

MEBME—MIUAKERENHBEELZNYRNEARR - HEREERRAE « NEMEIEMHE™R - BRUE

FARA ERCARCIMEERRERE - AREKENSSURERFY TRAZMNEIR - BMNEAEREES N ES

MERMIEYERL @ €3 T XTERSXAUERXRRITIE

RATE

BNTE - ATHE - KTXE - AREREREEL THHNE VENE - R THESHEE - ENNNLNTERZ L /EEE

ST o MR RIE « ME - BRNEMNEAREET - eETRSSHNER & KB - BRRRE{RFS
FFATHILESR - TRAT KEMEE -

Pt R FLR

Al L FRHE TR - KR ETRE  BANI o BEFREINEMRAN T #ERHE - EERER -
FE/RIBETEZ R  BERRRIZITHOZRFS o tifERAFTRRAERERAETRPZZARLRELZM -



B/ 27

0coc

RN 2 Y E T8

[\

516

X BRE -2 T3

XETEREEITE (Hans Op De Beeck) 1969 FHA TGRSR  MTLANHERREFMNIE -
XET-BRE B MRS MENHTOE - HEEFRANNBESNZALHS  eR - RRUKEERE
EXFFEERNMHEINEE o RES NRRAREE « M2 - {i - SENBZEEHERNERPIS - 18
AeEERSHEATEAR SLESTNERNTRRET NEMNELZERKA - BH T X TEHEIER
HEMZARFEAN—PEMERENTENAEHE RO o i FRRRTRMNERNHSURERREH
I5H) X TR XAFETAYRlE

b BEHE R R HADNE - FIUDEEERM Espace 104 (2016 F) ; BERRKIIERNRRRAEZAE
YIE (2017 §) | BERFIESKAEIENHETFHEYEESS (2017 %)  #£E Kunstraum Dornbirn
EAE (2017 F)  EERHHZABYIE (2017 F) ZEBHM (2018 F) | F=FIBEHFIRIMEHT
BFHUEEYE (2018 ) | BMANZETH REBIN=EBHZARE (2019 F) F - HREEARNES
OEENENRIFTIFEYIE | EELFRIBME Scottsdale BRZAREYIE | BATMHETIMAEARE ; 2E
FREBEZARSEAEHD | BAMF EH MACRO SIRZAREYIE | KECHNABRERAE | EELANN
PS1 HREARFD  FEEBRMIDARNERIES - i ERtERBSMEANREHNER | LENEFRE
BAZM=FR | MINERFRS o

WS

1983 FETEM » 2007 FHREARZHEMEBRARI S - JRALAT | 2014 FHRERZERIRERARE
Bl IR - SUTFRIKEIR | MEBT P RERZHRHMER FRIRBE S RE -EREFREEN -

ZESNMNEZRNEES 58 BRENNERTEE « £ 21 MRRFILFENER « F 57 EBREFNERE
FTR ~ 2014 FHEEZUNERS - FRETERE £ 5 BB BT ~ BF s Iwt F= -|m=
B & e BRI « BEMNFHEZERENEYIERL - BRBIFSINEEMNRFEAE - BAEM
FAEALE « REFRYX fire works IR TFE « RRZERME - DUREEAMN  ZEEBREFZAKE
HOIEIE - BE5XERBEELKRZE « BEFRINELEZ NI ZHRERFN  KIRWE © BE - #E
S8~ M BRIERFIES BRI TR - HERIEREG NER = HAFF BREIERZ TS S M BRTIRMR

oy

B

]

HEGE—ARBHNENML / MAZRRNKEAN - EIEN"+FE - BEIEKE - WANBEZRRZAR
R o RERRIN TMRMAS R / £75 / H2BUaEFHRES - hEAEMIAAZE -

HEFESMIERZARERIE - BEEZAKRPES - WEAEZRRAZEREN - ERBUAEANER
ENARGIE - 1B S5 BAR1, Khoj EMEZ AREF - FBEVINNZ /R Rangoli X Z RAFDRIEIIBAREA o

LiEBRR

XFEERHRERERTERTHEERERELILFIAT - REMNERTUNSEER o RS K0TS5
MR AR AHRERTDE - TRERHIAHEEREIINRTIEEFIERE - EHAFAECIESR - NESER
I "BNT £E - BAZERNBLIEAEMR  BAANEHRNRESHHENTEENEERD T -

517

EREEE—(IREFEENURBERNES LR ERARNENEDIZ%  HEFEESES - O PMAZE
BHfEM (Pole Dancer BIET=) (2011 &) ~ (EXTF) (2013 F) Ml (£ A) (2015 F) BZBEHELZIE
ERYURZARAT EXEIELY o (EXF) T 2013 EEARMRIFE AT _ERIRAZR N BITEEEE o

FEHEIFTRT{ER (HAPPYLAND) (2017 %) & - B—82 (R E) RS FREREZ AR Russ Ligtas WZ-F%K -
B (BRT) BE5FRECELEHEN S BBEGHE  BZHOTET 2020 FEFHIR - ZRINASRITIFRE
FHL ZRFBNEZR/FERGEIR - (RE) EHEN 2018 FEE Tanzplattform REHRFFZ— ©

HEORTE 2019 FPWNFR LEE T —MAEZEHER - BN (FEEBRZIERN) - ZFRERIYTIERE
WINERRBERSDH o /E8 2018 FIEREXMHD 13 N ZARKRIREE » #hiEmBS T 2019 EFMR-EHT
MEARK -

TR e -BREAL

FFEE-BABHL (Giovanni Ozzola) -+ 1982 FHAETHT T - AMERIZE T ZHNERZER B8R - 258~
BE - UKEERNTE  IMZATEEEREREASE « WARNMZ REREN TXHNINE - MIEHE MRS T
HURESRM - ERERINERT B MAEIERPNE R - MANEENEGHIENX

HZAREERT 2001 F2MNEHE "£&  ZANEENEREER - ZETHARRNZREARNEERT BABX
RS REVR-BE S E B ERE | WEFHRAFRELIKEEAREY « i PMREHE | A "TaEhs" #1710 5%
B5EEEMNERE" ; EEAAILLFE San Michele Degli Scalzi E UK ERPOHEDMN “WRERSE / WELRE
ERIEFEHEAXEYIER S OS5 HRCTEL SMAC BEZHMN “2XBM”  RETE SMAC BERZENN ‘(5
B ~MEE5NHEMEZHREE 2014 FEFERZSXBET AHEFZ FEEKKEN "Z—ME"

B Manchan Kim (REBNERKE “FEtt 5% - XE - EQEEPNZTEE - ZEBT 2014 £ 2015 FEEEE
[E &R Artsonje Center EA1E ~ FE OCAT E/BME ~ TTREAIE BXFLAH RIS EIEHRRNFEEZEARET MAAP
TREL °

1}

Bix5

1957 FATHARR, AR » THETHRR - ERASREEAMKEHNRE « MENFEFR - URMEH=1
R “RETE L EREAYFIRFELKIE" T A AR o8 20 4L 80 FAHRFHLOE t—EMUHF R —HRE (LED)
HHBRFENEZCUEME - FHERZRNLEAZAR - tELEMFIMZLNINZEREYERED IR - BFEF
W HRZREEREANE - RRAEPHEANE ~ MERMEZAEYE « TRIBAZEARPD (ER) - BAFIL
HRZREYES -

[N

1968 FAE TR » 1995 FEM FHREARZHRMER 0 1999-2007 FELT LBMEREERLHRMETIEE -
RIE S AFTIAR - SHEARED "WHEEX" ZAR - TNOGENMHEZEMANLERIRNZEAR - BX
HARER - MFREEBHNARR - BN TIAUT AMERNERENN TEEASHRETHIA ‘NEE" =it
FriEsEAERFEM -

AREERSHTMEDNE - BFLBRERE (BFE) (2017 F) - EREEDREARE (2016 F) @ At
HEARE (2013 F) - ERSHAERIE (2012 F )  AREBRBFBAZARPD (2008 F ) K EBEARTE (2006 £ ) °
MRERERRRMTZRERY - FREEEGYKTE - BIFILRPRERER « ARSHERIE - BBERIE - £
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EBRENE - B8 M+ 1EYIE - SEBETEREMEZBAHR Chazen Z=A1E (Chazen Museum of Art) ~ b3
RAEILERE o

Yoon Chung Han

Yoon Chung Han @ —&XRE %N - ZEAZARAKIARR o R A ESIFLIERIL  EYRIEEIE
A HESE BERRENFE B AP FRIZITHE B EE/RELAZZ IR AT E L (S
JfiZh Suzung Kim) » FEEREILXZRER MU R - EMMNKZEENDBRIRE &I | BEEZARAMLZE
il (@A Casey Reas) ° #1%7E George Legrady #iFHSL AL SRR EIBEM R EMREAMBIEK » HE
FREEE T # ol SENSEable St EB{EHAMRA / 14 o hEIHEIUAREZ RZRBA = SHEnN M
N RFAZARIZITMBIRR LRI ENGRE o

(OEd= )

MZEHT - 1930 FHATRMILACERN o I TFASLERFEZR - AENBRHE ABERZRIFE
T o MEZEINESHEMET A+ZEENF - BFFE - XF5 XWITL i FEF - WEZEHAUEHS
MAEHFREENFA - B8 X XFELER - hEMFIFEEERE TSI - WE BN A(HR
RN - FREESSREX TREFRNZIERAIL - MZEHNMAE Boa « #253XERRZIK
AR H) - BEMRASUER IR W - FHIE TZFMm -

ZERIF

ERIF - 5o REMEY - 1963 FETHM - WEILR - BB RFESHXEEE=TRM - WEME - “F
NERABHEH » NXEHZARE - MME °

RYEHER

1955 AT - 1994 FNEEEKFMESEZE - #ERE « 4129 ~ ZH0S ~ B2 - BHEE -
BTZEARGE - 1997 ESE (AXZER) ZRIEMBIESR - WITAE ~ EFTIR -

o
g

EESMENNE - BFEFEREELY  LANHEER  AEER - MEMLFHE  MEARFHHNRE
WHRZARYIIH =18 o (FRERAELIEERE « FRIEHD - EEEBRMERRE  RIUIEANE  REEA
ZARPOFEEEIRERZANMHNRERETEL - BXBSNE 55 FEEITNERFITE % 23 BIONER
ERE  F/\BEEEHUWZAT - RCXNFREFBIFRE - PHZARZATARE « “tRMWZ" BRTHZ
ART5F o WERB RERIE  RBRIMARZAIE - Ft Art Alliance FHAT R FAA MG

{10V

1976 FATHEWFES - 2000 FEUTRRERZFHER - RRP LA ; 2013 Bl FTHRRERLEEAR
Z o RMLE2A 0 ESERTELBIRZZAZLMR - £FEILR - FROARLHANTRRERAER
KEERELCERTEAAFIERANEM L - NEAMRNCHESREHTTHNHRSEN | SHEEFR

519

FTEDRLRFEANTE - ANESLHHANARSORAEBNABEY RATERAS SN -

MRAEILR « K2~ hEEE  ZNE - AOFHETIR - RESNNEEREEEMEANERER - F+=Ee
EEARERE - AORZAERS - FEFTFLXRZARE  FEHRZRELRSE - BIREHE Sovereign IHZ R
E&2M (Vogue) EBXRESHEMRKNEBIMLMEZARKR - ASS5TIRHMPIREZ AT OEBIE  HE
mIE T EERRRARFZERIE  BENEBLEANEFZ AN -

fe iR

1966 FAET MR - 1989 FEITREEARZRR - 1999 FN AL RIS - AABHIZRKEE - £FR
R 21999 £ 2000 FHEBHE  HFIEABRSEEIRRZERPIRAZRZ AMRL 22008 F - FRPRER
FBt FMA filE 247 ©

BT HARR UNAC TOKYO BEIER » TIREAIE 7 3 B  ZEIFHETERFREEEMBEDDPAERE - X
BEMFEKEBZRBIBRE - PHEARARE « FEHNEAXEE « £ 23 BINERZ REURILIKEREF
BRE - FRmAETEREE - BE « SXRAT - BAX - HE - HERSH - XEFHZREL -

BUE

1974 & - ATIAEKIR 2000 F A FTRZBERZRE - RRELPAL 0 2007 F - BRA FRFEARZ R - 3R
T4 0 2009 F - FIRTRBRHTRIZKT - B EARZET - HIm o

=TE

1960 FH4A - HA  BEIR 1981 R TRETIZEAZR - 80 FRYMBS HABRECIZFt "EHA " ¥
BARMRERIFL M) "WEEMS - BEBFIAFE (Kig) - (B—FEHm) - FE (FEHUIE) <1992 F
REXEAL - MERE - BRCESRAFREFBR « TAXFER « RAFRK < 2013 #ARIRITEEZINE
LRERILF o

B 25 1986 FLEMEBERARTHELSERYE - ARBSINERRKEABR  BRARNZARBIEBERSE - 1F
MAERBRBZATHRO - BANERE « BRAERSFZEE - AEIEREZZE ~ MNAFTER - BE2E%E
AIE R BEEZARZREDIT D AERE ©

HI
1960 FH4 » 2018 FESERREAZRESLEIES SR ELN - WITIEEETILR -

BERLEANESBRENTRE - BEFINATZERFD » FINRILEARE « BBHOK=E ~ ERSAERIES -
BEBSINNEESETEERNER  RREE +BTAP70 BER&E « 2019 2ECTINELY R ZATHEERIE -
bPEZHESTAR PEHAKEFERS - (FREREMNEARE  FTHEAE  RIIHAERE » ERFEKR
FEAE - EBZEUMREANEFEZZANMREDL -
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FiE 38R

ZARK Sinta Tantra( £F 1979 & ) MEEEEHHIABE AR Z RSB/ LALEMES o MINE &R
IZHMAE > MERMECHNBESNIEE B UNEE HIETFSHENRE - MFRMERNEIESE
FHRBHASE  HNZARARRT SIEFEBEBMRIER < BFUNEEAHZ REBRKMHFAA "RIEX" -
XEERAWMHTIEENT B » W78 Al Majaz Waterfront(2019) fI&FBHFIZRAE (2018) » LIRS
& #2218k 300 HKKHIFF (2012)

IERHEHETALY - KEEEEBRA - #AERHEKX @ FEHFEEEARTZE (2003 £ ) IEXZRF P (2006 £F)
FIZAR  AMNNERITMRES RZHBERETEILZE - wERERER THEER S 2R
b o EE T REERBAWITSIEREREER - LMRESH - RIFZA « IAEXMHKRENF 20 g
FTTBTIIFIR o

EITEEFLRNIMEF - BRI TEF - ¥EENZAENER - FEERBEERENER L - e
ENT G LERESNEZEDR - SRENERMNER 4R (Sol LeWitt) WIERSE - LHH/LTES
B ERERNEMLS - MR E=EEmSE %1 (Buckminster Fuller) F1IE 7 LA /R{E (Alexander Calder) —#% »
AT MRS — P RAEE - AEFEMEIBRIPMESIR - 2017 £ AT SREZRHES
R RSB SNE—MDREE  EIREMRER T BENEIT - FERF - MEACH Kristin Hjellegjerde
EERRY {Modern Times) (2020) BR T B RBHIEEH ANBRTE - MEMNMRIEERPERRLEENER -
ANFENX ISA ZARFI (2017) B9 (BEHZK) (A House In Bali) f1Z&& Pearl Lam BEIER (2016) B9 {Flatland:
A Romance of Many Dimensions) (2016) o #if{EREBEIANERIER » BERSH - BEREXTNE
AAEZEPAIRETREFT (2020) - FRIFWERE (2019) - REERINE=FE (2017) IEZEFMENER (2012) ©
AN ERERE BT EARBE - EXFNNBESSTEEE A TS S IEYIE B

ABENRERXK

BRENRRAKEETEAN - WTHELEFTEERERM - 2009 FRETHIREBBLIKT - BAl=2HE
RPZRZHRNEELRR o BEEMRRATITHSRRNBRNIER - FREEERZMEL - AhEER
[T MACZUL E¥IER MR ~ It LRI B3 KREARELSE ©

ZBIRE - 1964 FRAETHEIHETLHT - 1989 Bl FHRREARZR - RMEPA ; 1999 FRITEEF
FREANZR - RMEZW o WAPRERZREHR - ETIAR - BREE—MUHPELANZAR - MEEZA
EmPN R EIFNEAMES » thEIMFRARRPEGHREAETEA - RETINT - BREN—RILF
AERAEZ R - JEFREFERTINSENTESE - BFHAXPSWARABES  thBZRIER
KEATER CEXRNER TREESHS BAEFENRXIEA 2009 I NEFRMERRZNER » I REARE -
I7IN - E 2008 REEHIRAR - KEEYIE - BR - “EFE - 2UREFRE - 2UIKRZAREYIE - ‘@L

FEHNERNE - FIIRERIES

BB

1958 FAT AR » 1982 FRUTHIERZFHER - MWIIF « AETIR - tIBERSEANESER
FEPPARE - HPREERNEEANE HIEEARE - WHZARFD  BRAB AT EARE « BEAREEANE

521

5 ZFERCAREEARE « EEAOMATERS o RFREERSMTZREY - FREZERAWE - EHEE
HEZRFBYNERE EEZERMZATO - BEALEYIE - ZEAEWIAEARE 429 MOMA HLZARE
RENEARTE ENEBIERUREEARE « EEREARE R OCT HNEARPLOFRZHMAMAERERZARIA o

Fim i YI5e e

FimiYsefE (Loris Cecchini) AT 1969 F - MTAK=ZLEFJNLIF - EMHERT - BE « GE - MENEE
BEE BT H—HFE o URENFRRFT TN SMEERN T ARIR - AT ERFE D » EEE
mPHINEAEESHNHEEBERVRAER « RRPIY G - EBENANEEINE « SOHMN=REURE
5~ ERARHENRE o

EHRERES LERNENEANEZARZ— TV Bt RLtRLFER - BEETSZ2NEDEENE
MEBERNEAERE ~ AOIMAZAEYIE PS1 « LBSCTMAERAES -

iRt E S L M EREENZARRS - B1EF 56 ~ 51 11 49 EREHNER - 55 6 [EM%E 9 ELE
WER 5515 BHFE 13 EBFZENFR « It ERFR « AW =B ERMPEFRIIRT / ZHRN
FR ° it - YURESM T IS 2R TERNERE - JEFRRENTH 7T EETERENREEREYIE - BAFIXK
=M PAC EARIE ~ RIEHIREEE T 5K Macro Future iy » ZHEBHRMWY 0 ~ (CBUEKEBEER  KHRIY
R EEFD ~ PERRITKARES  FEESANZEANEYE - DELANZAE - OMEESRITEANES -

TRERR/R - BRE8 - B

TR RESRBBEL (1966 FHATEREENRRRE) N TIETFHARIRE - ttBNT+FREEESERT -
RERESNE+—RBFE/RXEE (2002 &) MERHNER (2005 512009 F) ZE MHIERERLEH
RNE RIS - B3 - BERHZARFO - FREXRRAENAZAREDIE - ARKEN IAZAREMIE « bR T
STIMRERTE ~ HERKEAE ~ AL EREEEYIE - RIGERE - BETTRINKRZAEYIE - BERUARE
ANIE ~ ZEHHREARE « £LFLEKEARIEM Salama Bint Hamdan Al Nahyan E&% o

}

»

AN

=

RS (1987 4 ) BXER S FRTAPHE/RF FTRERITZRERS RITANSRHIN - EHEXREZA
K o EEEEANNER - EBREEEEETIMR

s UM A AEY) R R BN A RRFERERACUFAITERENREME 2 - tHSEESERTEAEA—FT
BRRRAMFRNRARRZNERE -

Park 2 2014 FHNZAEES SR ZENIREE o T 2017 FHRENEETL TURERENITMZ AR « A5
NEW INC GFHZ RS HRARLILF BRI —FBD ©
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BRES - BA®

BREZ&F% (Leandro Erlich) - 1973 EHATRRERBERITAE - BRI THEEHATNRE
LT ATENTAE - (EA—BMREAR - IFRERR T WLHRAMER, - DURIATET N SHEZL R EH X
LEMEN - BREEETELNEARARRAFEEARMERTRELUNER - EELIE—ZEANFEERN
MBFATFMEIN Z BN E - thiERLEEYIE - NERTEN R E A2 BRI o

tERBETZPIARSHEL - BFEPRERZREAE IR - hE (2019 F) ; fITENZKREDIE -
HEGHXANE - FRE (2019 F)  REAE - £ (2018 F) : MORIEAIE - IRR (2017/2018) % »
BROE AT EMZR-BR (2018 F) | LisANZREYIE - LiE (2018 F) ; etk  R=R (2017
F)  EBEZART (2013 F) | RRBIAEAE - KR (2013 §F) F o SEN - SN TIFSRNER -
Hep G A ERIXASNREEERSANZARER (2017 F)  F_EESUNERBENOTNER (2014 5F) ;
%26 BERINER (2004 F)  BEHRER (2001/2005 %) | F=ZELBEWNER (2002 F) F-o

BiE -

K s

~¢¢

BB X/REF (edgar Volta) HEFHE - EIEEIBERIZITFERT (Superior Institute of Design) %3 + 2008 4
BREE o ARIFEARIZIT AT Castano Group FEIIAAFISIE R - 1S TIBEENNE - HFNET K
EITEEZAREYIE 2014-15 FHWRE ZARARES . RMEEZAUWE" -

HRTAEFEEHS X - Volta NNEXAMAFRIRE - eIF T RERAREBNIMEN S EENRZER - B
RHEA—TINE - BRI THEROAKERR - AN ZARE—HIER - REXBEETHFETINTALIUOOER
st MUEET B BB RRE—TFERERMNE X

R

RE 1966 FAETILR ° 1989 FEAUTHEIMERFEARR « AFMITIFEILR o RENBHNPELHEZ
AR - RATELERZARERTEEEREZWANEZZAR - ZREAEETH - &R KB -
REZE ~ JR0 ~ MREBE ~ RIUMKEFS DS - WAXTHREENASHITTRR - A "TH NEXH
TOIERIATE - BIESINT FERHR « BEMNER « ERZIVNER » KINNERERZEMEARNR » 7
FANMRAZAREDE « FZBE TRIEVIE « HBREKEAE - DEINEERESHEDRBEPIARE ©
BIREANMRFRAK » CCAA FEHNZARRANETTIR « AAC FEREZAR » FEHNZANABEE
ZARK o ERBALOMRZAREYIE « KESEYE - HREEEYIE RERFARZREYIE  EEER
HZARPD ~ BE M+ ZREYIE - LEHEARESSFEZFYENZ ARYIGKTE

WEE R THIKEFETIRPEDEEZARATUL - (FREIR NTU 2IREFZAKRLETE

fthB— T ETEE MY ERNEIZRITID - tHFRMRER T A S AR ARR T T REISHE - K E
IRkt 3D FTENAAF P ERNARRTE - DE—5 TR EIRENA -

523

EEIEL

EIEf (ChoiJeong-Hwa) -+ ZARRIMRITIM - 1961 FATHEER - EMRZ AR « FEIRIT » TARITIZASF
SONTEHMESE  TEXTARUMBELE - FURBREME EE" AR b2 OENEF KRR

(Ghaseum Studio) Fik~ "“MERZAK" -~ HE “RENZAZR" M ‘K%K 90 FAHELNZAERNIR
EEA" o

FEES

MEAEZAK ~ RS (Blackbow) €J38A ° 2019 Rt EAN BHMERIL 70 AFBRICEMI BRI ; BRESE
RHEPTERO (MFERELERRIUPL ) HEER,; PREAZRLPDERPREERRER ; PRERFHRITRA
TEESERGERBERATERR ; ERAFIZRZRMEESIN ; FESRERPEHE EDEFBERERR ;

BE 2020 RNEFRARZAZTEEREA - BHITAHRAF (FastCompany) 2019 FEBLRELIZEAY
100(MCP100)" BB AY ; BERE "BRZAEE HEALRINEARSRREFALEFRIE" Bl SIF ; £
BB AR F TRMRPOEEER

iTEf

1958 FAETHEMI - MIME ~ EFETIR - BLEEL 90 FAES - TRFEHERFMIRGSSEZRNEA
ZARNEN - RIMERTRPRNTESNERNEARNES @ BIERZHXAT - MARBEKRNEL—FHE
FRURIREN | ARG AENERT  MEZRNMEN - RE—MRXZROMEHFHOTR  FARFILZEUER o
Al HZAERENZTHRN - BHBR  XE « ZEE - KE - SENXEAFIL

b B BSIN T ERRZ BET « RET « ZARBMEZZAES - HHhEES 50 BREFNER - 5 25 BX
REVRFR - FHEXHE - FHREAFUFERBRICTEATE - FEEXEXRZZAPO « ALOREBHEEAE
BAMLERLAHNZERFD ~ ERSBEARE - LRETEBRERPOFERNIED D AR © 2008 F - JF&
FRETEELRZAREES (FCA) #FH 2008 FEZARRK

IR ERIRIR - k4%

Gabriel Dawe A TR @ A1 T RMFEHHVAAMEERUNERFE FHBLNBRD - EEHEFEMK
FEXTERRTNARNHEE - ZEIEXRERE - AEERFEMAZRBZROIFEML -

Gabriel FIZ R MBE TR BARNITMNIE o thURSZ FEEAFEEOVENME / MEE / HEMA—
“Plexus" * B RBI LA EET RFITRY o

BERLE - HHHPTE

TR FE {2 (Shirazeh Houshiary)80 AT B MMERN B IRTR BT - EHKBEE S RISAE « KE
2R BREFSTEN - 2000 F - BRR: "RENHEECHITER - HEEHET - BEOXE  SHERF
ENA R E2 - HIR  AEME TMFRHNERTER - FENULX M ARNBAEATHRECHRD - 7
REELF ~ FH PARBHEN - WRAFRZZHFEEN - XZEXNPLE « AAYEZNFREZTER -

it BEMEIERE B E T eMERNZOTTR  RAOMARIEE— P RIEE— I RIGE—RHEEX
AMETER L REXELUE O TH—Z&E88 - DRARAINAXKERE  BENERINRRRIT o FEF -

RSN RIEE B IREETALE - NETMBAEERZMARNES - (HHEENERFENSE RIS T
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HREREFIET —MFR - H— 1 EF BRERERTA - FHREKPHER - ZRKERR: "FHEHRE
— I ARETRBNEE - —UEHAERY - ERMNRAZHERECNIVRZS o SMKITRRRSIER - 2REUE
Mtz o " (2013)

FERLZE-FRA-FIE 1955 FHAE TR F @ HTUMKERIE 1974 F - FHAAERIELOE - RS
REZARERE RFELTFAL(1979) - BRIMECH TIEHEE o« NN R EEMINRRENRIZMT - FI0RK
(2016); BRI EED B - B/R= (2007); RREFYEEARE » 32E (2003); ZIEEAE » E£EH (2002); #
HZRIE > KEEYIE - 0 (1997) BMBEIZYSREARFL - EEH (1995); SFEERFIERRFMMR -
ZEE (1994); FHEEZARFD » B (1993); FifFEYIE - HWE (1988) © 2013 F » #HEL (FFIR) BA
% 55 ERIEITNERESTFITE o SN KEEREIE :Fondazione Palazzo Albizzini Collezione Burri
EARIE - BAFI (2016); ZERIBRZZAREYIE - £E (2014); K2 ARER - £E (2011); MAZREYIE -
A2 (2007) - ftE ST L NER - BIEE 40 BEE FINERE (1982) ~ EHWER (2012) ~ £ 17 BE
EMER (2010) & © 1994 F - FiHFIEREIHMNEIRE o

XEE

1990 FATHENT @ 2014 FERITEEERZAZ R - WTEEFETIER €% - KEATERNRIME
REMPIF-—EAHBRINASBRAZBNZEXR - RRAMIFHEUREANSHNA - KREZERE
AXRERBRAYHEMERWIATREFRWZHREAFR  B& - HF - 2ESHE - BITEOHE
S5ERMMSIERREOTARMES B - XESHNEERT KZLT AN “BelE &

MHEBENFHF EERF EHIRET ITN N2K © Inhabitat » VICE » Arduino » Designboom - Fubiz % ° /£
%ZRSBET V&A » Watersman Art Centre ~ Helen Hamlyn Centre » Y5 EARIE « SHERE « £I8#ER
T~ RHMREARE ~ RIWBAERE ~ AIFRERNE - ELERIE « F RERERIE K11 ZRFDLE - B NE
Lumen digital art ZARZ I Aesthetica art ZAEF L REMECHE AT » BB Z A ERSUKRBHAT
HEE o ARt S REZMEHTEE - B - THEIRSE » Mo&co ~ OPPO ~ ERFH - EAE » HEXRE5RQ
HERTEWELINE A/ - FlaliEII R « EEXRREh ek « = MEFHSE o

o% - =8
DR ERRUSEREERZARTMINEEZ LUK ZARAK » thTF 1985 FEWFURAKZZAREZ - ZK
EREBEUAFARIMED - BRANSE - B89 - BARFES » #ITREAHBHNZREME - DULRRE
X F AL RBE o

Pl - DR

FRETFEDREZMER - BX « BRMNITAZAK » £ 20 L THEHREONEE - —EEEFT

HRAMZARERMRDE » I T EFRNZAK - FRIREBZNBLZIE - bW THEELRY BREIFTHIAARA
AT © 1969 4F - ML T —EBEFIE 360 (Polaroid 360) 1841 - X2 ARN— MR o AXSEN

HE T tE—ERESAEN - TER BIRER < BEX A BIAE “iMovies” J8R - EXLREHH - MIRE—A -

PEE BB IR ATES - A CHSE - FIRTNER BEAONARER BYENERNRE
ERIEZRRE o IEBLEFNIIE -
WE+ZE - Ei%eH

TELZEESRCHBETHA - RN THETLIHARZAK  RERT ETESR  SEENAXES)
XY T R R TTAENZR AR AEXR o R AN RMIIPTARIMEPARS] - R EMIRT
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BE T RABNBFURESFE N ACNZABREGERNER - MWNERGEIMZERET - EZEILRE
FRER - FABRRBETECRERZEAZERREL - BRIERCBIRBEFHRZEE (Camberwell College) iz MA #
FEARNIRIE ©

SR - HENFEiEHER

EBH-ENEREETEFERERE » AL ELSBAZERZRZAISGE - WA ASFAMA HFHEHXEAR ) K
MRE o MRKEEREFZEA (Minotaur Digital Arts) FIBXGBIIAA o KIBEEREFZARZE—RT W MNEBME
% 3D HEAM VFX HEIERE] o B - it BB SEARFEREHRMNITS NAZRRKIBIEHRE

R ZARMREIELFMIM « 3D BIEME  E5pE 3D HJE0 ~ VR/ AR » ST L REE - FBERIEN—
LM RA SR .

RlHriEHR - 15REHR

RETES B R BEHRHATHE AT IWIER ERY MHE KM PRPZIEEMLES o B 60 FRAXK
B -t MEE RRGENE - FITREIENG—IBE - MA 70 FAYILSE » @I EAEMEFHM B
HERSKEERFAMNEE - MNBTLRTER - B 1978 FLUK - FFAtIE () RIIUKRFRXZEHIERART -
B 1985 FLUK - = RIMEUE "FeE - NALETHERKE o B 90 FALK - LI T EEEX
B - AR BRI T X

FEREHR - BiSERER

BUETEE- FRRE A THA - BEFEMNIIINZERER (Accademia di Belle Arti) EX4&E - HFEERFIHET+
RIAZE (University of Pescara) FUHTEERIERINZ R BR (Arte Scuola di Architettura) 44552 SR ot ESHL T FIR -
EERTPESTRENMEZ ANRER - BR T EEMRMZAREREZEXRINE o HERW 8 KEMHE
B (P E) SHATHONMIT o MINERIRE TIFLRE -« BN - 2R RAKZEREN—5R  BEREEE
ENT BEHLERFZENLRNEBIR

RS R

PSR MAERR DRI ZRE GEE) 1 (S2ER) FZREE © RSB —AFET 1974 F bk -8B 1970 FLOk
fEEERNIFERERETIRI  XE  HRMEE © 1975 F » B —REEERBO—REREZET - 25 &
BNBIEIERFOIEIES DT 30 7 1ME - 20T 100 ZZEFFHEKE o tESHEMXTER  ERAMFREBTE N

W FHdS ©

KT - fFIERREHR

AR BRER A THE  aRAEAXKZHRNT SN EAZRZISLE - EEZRE 'cole Spéciale
d" Architecture R R o tfE 70 FRPMHIMERRZAES L - BIERBIEMNIZRIE BEES
BMEARED - —EREERES  SMTHIIEFRE - FRRFESNTER - 2R -« FHHEHR
FEMBEEMERRERER) © 2015 F -t BEEARITILHNE (AICA HELLAS) B - REMNBEE AL

Rk o
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EKAFERHR - 45ERER

HE 2000 F - @ABEHFEFHNEREE TN E (Zeppelin) FEEXRERRE LR o 7MY
Rt RO LA FERFD

X AEEMEANERKBERUOAFIL  BAMSETES « KXF - K& - KR - JELHETRRRBEX
MREAMESIR - RRAEIVREREREENIEZFREIFBEITAKRZRA o M 2000 FiL - elfF T =58
# (RTE) - B (EONX=ZR) ~ (FEMT) 1 BYEL) Al EREMS 1787 HIEN
M%) - A2t R ERETIE o

REE - THIRIBINERLR

FEERRBMERERERK - BUTEFNARZERAZR - HECHREREARZRULRAMZIHR LA
MRS E AR ETNEREE - LEENRMEMNHRERE - RRBFZRSYRIMEZRENXZR o el
2 2d / 3d EERZAMZRENE - IEGREETUFIYENZTAS R EREMU R K ENBERATSIAR
MIMEM T XL "ESREG © Ly ~ B2~ B2 O 185 » BIEE - FEESFT - B 2185
SEMRMNERSRTRE T B R -

Fria - BERER

TR EEREHATHE - 7£ 2017 FEEHSE 57 ERNEFRLARFESE - NIFRSASREBE B
HEXBRMLREAEMN - ATMAMNOREEZRMNE_ R - 728 7 R2HENME - BRR T AW -
REHRARBET CHAREXRBER « "FRERE FEEF - XTREBRZSWIITS - GHEMHAZR
BYIE » BESEER » BLEAZRRETEFR  BZLEHREFRBRET - BT HFRIAREE -

=g = p= -l

TR RBETHRAEMA - EHMEERERFE o 1952 F MRS T EAH  ERBMERERHRERA
HEHEDHREAN o ERH - HMEERNAYAIFO - B 20 tHLD 60 FALSK - thEEHR - JUE
EMAFREREMEEBFER - UTEMNRBTIREE o 7 20 L 70 F4 - BRRESTEHHPE - M
RA LR TN BRI - B SRE S MRATE AR E—E - thIXS TIF S BEARE R EmRAHE
RMAIREREZATLIZ TR

BfgfElh - K-RigidHh

MRERR » ZRMIMARER » EAINAZARBZMHN LR Z—  FAMEEZEFMBEAKRME ZaLE
M=ERENREZR IRITAERPRNBRRRG o A RAKRIGIEMENZE AR AATEREYE
ZAMBZRETHNGERE o MNZARNZAER (1291 @ 20 RRSMEREZMHNERZ AR ZREM
2) » ABREMRE ZARMRITOM Eoh T 78 o

SigEHR - @ - kEHR
DB KR TR - EAE A B B2 EENASSSFEATRAE - S TRAR

MZRARENOEN - IR RENEME « BERFENBERRANITE © 2018 F - AEHAINEYIE=ZFLR
BAHET ERETHCHER  ARBTHERTIHELZREEREARKZE - N PAFRREERE

527

2019 FHE (BER) 2017 FEBRAREZE(T (HEANGIEE (MNEHRREK)) ~ 2015 EEHERN “mHhig
REGAEE" ~ 2013 £ 7£78 CAN Christina Androulidaki BIERHY (BFHFHREY / BEIR) °

S1EHR - FEEiRMEniE LT

SR FRRANEL  HFZARARKKFEE > HRERZRBE > —ERNTRHEESZARNET - 1987 &£7£ lleana
Tounta FDBIBET ZAREHAREE » 1991 &7 Fournos F/OEFEXMEIBI/E - FF 1998 F£5MNT Mediaterra
ZART o W 2000 FF 8 - SHMAFELRABRERZRLER / BEATRENRIEA o N TEIRE
BOSEAR > BgE > MEIE MK VR ERIIEESE - £5F (De la civilisation du papier a la civilisation du
numérique)  (MERSKEIETFSCHE ) —BHIEA  “Gaming Realities”  (HRIMR) MIZREE ©

&R - s ShiEt

EFRIFESRELTE—MITENBER - FEURERZREZRENSIN  EREMEEANZAKFRLT W FEARAUR
HHMIIEEZR « BHAR - HEFTRNWRIXIAR - B 1998 Fit - &5 TREWMINFSERBNMRIMEFEYS
FONSEHE IR IMBEER (NE - RERER) &A1EHER T EFRMFTS o Wik (stavroulazoi.com)

IBERE - AMShIIApEEER

IR R- BT AL = BB B IR T 2B AR T 2 S - FFEERM ENSBA LEFMIRITRALZ I Mk EFF
EFREMNEBRAZHERZEAREY - NZARERUEEERERENE (LB - B - 28 ) FTEE (5 - RE
o BRERT ) REUPEEEMNARHE - #ERMNS IMEREDT 42 5108 - FEIMT 65 HEFRE - itk
SMTHEER » B HEENIWUMZ AT -

PR - TRERHL

1921 & + EFF ML A AR RI-F AT © 1957 & + 1S T R AR R ENFERIE R THXE
R DETHIENBEBIITE o M 1957 £3) 1962 £ - MEERMASEBNNE RF RSB K EBHBNT
{FESSIRESE - )\ 1964 £F12 - ASEMTAEERR - M 1976 52 - HI(FEDHR  BHRAEEEBE - R T
KEIER - HEMT EREE -

=78 i S =R G

[ERHT-ANK BT A T A s o thAEMMENIET PP IER  EHRHEIARZRZAIZAR o N 2008 FiL - il
EHHERERZREOHR - EESMTHZ D AMBEFEEL

el - BT

BRA-NERIREERZRZIME - GEN 14 5 PARE - HERSMEBREMIFAERER - B 2008 F
LK - fh—E7E ASFA £33 21992 £F - fth/ERIR{S T Giannis Zoe Spyropoulou E£RM—F% - 2010 F£A3RE
T AICA Hellas FI—% % o SRR N —UIRZE R EBRAE - M AEMAERANE o iERNEFRBRIFERT
ARIER o XK - AR — NI R BEMREFENXE o BXEFE T ALK - E— M ENSMAHBEE
EHINE MR R TESHMALE -
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i aes A - IRShHR

1948 F - BEHREEN BRI ESRPFIRE © M 1957 FFFRREE - M 1959 EFBERKTZ
AREBRHXE £ 1971 F - E—REAHENRKRITNEEER - TE 1974 F - HEREETIZRER
HESIMBE T LM - ST HLEGRES - M "FRAEZAER  ERTPXEANENHRZE" 1 &
EREANERBAZER T ILES HrRATEYIE - 1996 F - iR T (R ZARPHERSHE
gy —H-

SEEHITE

LHARE—PNEBRITAZARR RS EAERX  FEIRRT BELET o XS A © REAREE
HNZERNARRT ARSENFBREM TN - MIABHEE S EEEE S EMNEH R S AFR 8B F AR
s - MR ECHBERFA - BB ANER - A2l E— 12N EH  MESHECHYR
HREREA - ENBATRE B RS IE BB FEEER °

HESS - RN

BT - WINBERSIRE » NO+EARIFES @ B FFREIHE - NE+ERTFR - thEXRFBEFME
HRIEHITERMKE © £ 60 FRARH - tEEHATSINZIMLAIERT - T 60 FARH - FmEdiRit
FEM AR KRR RERINIOTEITLT o 7 80 FAHE - ZMSRENRFBHIENE - I ERELETHFLENES
MER o ERBENEIMITFS P RINERTEL T HAIEmR o

tEEHR

EA—RZAR  BEFBERE  ZENXELF - iFRNEIERIEEMRE - §7 BN L2/ - %
AR AR E PRNZFNTFEBREINRROZE - eETE D 55" 1968 F - MEMEETR
BRESEMBARHOEBEMRR - HREARPOREHARAZREANZATREZNREEN Z— - @EIFKEG
ftRERBMLEARMBIZHRPD o SHEER - thR R RIMRE - IRIT - KRG - £5 " #HEE
R ©

AR - SRR

FARFERRENBIIERSMEHBE X - FABEMNMIZ ~ %~ RH ~ BRI KRNI E M - BRE
FE BNV EYEEE - 524K 3D ohlll - XEEAREEIME o BRI ~ BIXRIEFRNK -
FHHE SRR E ROV IR R AR FEM I LAVSR o Mt BIE SRS EAEY BRI ZE/RZ KA NRW 18
IEELZREYIERBER - BEEILSE  RUNFIIZIMNM Meredith Rosen EER ~ Breeder EIER ~ A2 LEIE
Young Projects New Wight EIEsFIK1 1R 5 EIER & L E & o

TFFElR - 5= BaEEHR

T et = MERFHRNZALEMET RS AR TENEN -0 FE ian) “RE HIELE B FHRD -
RBERMBZERRERK - EMHOER “FEE™ M CEM & SEREACATENLES - LelIhER
B EENEARESHTIMREINEE © I RARRIRNEMERNEIR « FLFRE « =& « DX LED Fl

EEMEREMNMENZNHZAEN  FHESMEEESRHSAE o MEBEA Unity 3D R VR L » iLAF&
& VR BRI EINZ ARER o

PIHRIAZRER - 155 fRIEEHR

FIETIAZRATIE T BB ET 1972 FHA THIEN Veroia ' 2—IERZAR  RIBIERFZEHAIA <1994 &

fbEel TERESFEARZEE - B 1990 LUK - th—HEFEER - AT ZMNEAFNEZER (x 1% » MRI) 7E
FIIE o thRIERES — ML WENGFEHRT ZMRNRR - JILFNSERBEABRS (GE) WEE K
SRIEEMBEARAL AMHEREEERSMNTEEYENZAEL BT UEEEMAAMNR TGP LE]

ERESE - HELER

ARZETREXERETEHRRTENATINDSES - WEEMNIHETEBRIATNER - B EANBRZAFE
B S RE ~EMIMPESIRIRBE X EHER (BRIERRLZE) 1985 FRF[EEBUTERZE o "SHEHAL") -
PEERZ RZFEMEREARLE o ST BEHTNFRE (Aperto 1990) » FHA T EERZ ARFRIWEEHML o
FEEHRET  ZEMNABNALZAEET AONER - tNEREEENEYERD , ARSI TS M AMERR
PEBRR ©

FERIHR - MHIAZ EiEHR

BRI AR % E S A E TIFEHE - DAEMBERZRFIRE - 2010 FIREARMLAM  E+HEXR - iy
FREE-HEEMRES YAEZMNLMEETARNER - I EEZEMNEENREFRERA R - ANaBEL
2 o EmN— P EATRRERES - BITAIUEEEENRE - HELTKT 11 51N - HFEMT/L+17:A
R o

R45% - BRE=EHR

T EREIEATEASRERCKT - £FM TR o M5l THMERF - ANBEECHEEEHIREN
RN o tBRIEEEFAN XK FEBORENFE LA o thIEHE « 0~ B - ANFHENTHFLPMEIN
AE FISIBEGE -ERETRE \UTH ERENME ESNRHFNFARZR - HIRETLMRZENMAREE o
ERTEBE RN ERNXEMILX °

Hi =Tty - AR

Wi AR R A T FFAETEM TN » Rl THMERERR - £ Rena Papaspyrou BiEMiES
EFBRNE=ZE=ETE o fi7fE Sozos Giannoudis L4AEMIER T » BB T BIEFIRIE o Faitakis FWIFREERENE
SMIETPNEMERFEL -MRIAN—RKMER 2018 FECRAUBLZRITREBENN “BEEN" RTHH-
HAREHFIRA - SIERHTS - SIWEMFETE -

T - SRR

FET-EEXANHAETHE - E—RSEAZAR - EESCEMBEINRESSNSGE « K2« 51 - ZEN
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BZE iPhone  #tFIFmRE B EMENRIEEXHEK © 2000 F - R T E=AFHRMERS - tHFR
EHRLMOTFLINRNERPHAERERI - B 1997 Fi£ - B RAL - EHREMeIE T BEMMART
FERRI=ERER © 2013 & - LEIEICID T KBLEHNER - EIEN+FE - NERENBEHR EL—ETET
MIMEE - — P BEE - — N EFCHIFE -

SERNEE - F/RE - BRBKIGF

MRS - EEROATOKIBZRFS - AEMEIRE LAV EARZFA MY o MR ERE T
REHRIAEENER - tRFES TS EAREREETSESHA - MEIRIFXURERE LIRS
[TEBRERY - ER - DEENEITHEH » 2 IMAMRRIE R BR—DEEEF]F o X EAE
R JE LR AR SR Bl KR o

KhL - IEREAFRE
REEEFLFE LA TERRIGEENENNGET  ULRRALL TREERAERERFERRERBE

REPHATTERIZERIME LR - HEEARKNEKFESNTEER KK » BIIFFEEDONEFR, ©
WMWZARBEER LEE B2 o BRItz O ERBAESRE - £EH -« hE - #5x » EHEKH - B3R -

HEERURMBESAFRED - ERERSHNEBNEYERTIMSFLFEENMER 11 BEEARE -

HAREEYIE  BAZTAKRER - BRI EHRET @ FEHER - HRZAREYIES o

=3NS - ol - BHE
SRR - A (1961 FETAERN )  AERRERR © EEN TSR -

EREERIARTREEER - AESERTINTRETHER - IEBRIRE - M EREHRHIER
REMBEBEFZRENFER - FAFHR - ANFEMAREREET —EINE - ZRKNVIAEZEYE
BRI ERAEZET -

R

1962 FAETHEILR - 1996 FMRER W TIRIPREAZHRMER - PLTHE  EFTIR » AEHTH
RERNZHRHER  thWZRLREZE—FEBK  OEMNRE MR PRI R FENE DL - BRETH ¥R
REMNSHENMENRABMNER - 1994 FE—REE "PULE" RF ;1995 FLET “RILA" R
2010 FeIfF "BIFE" &5 2017 FHE—RREE "BFE" &R 2019 FElF "BE R

Efe - sehils

FEE-mehitg (Tony Cragg) BREMERFAMMMERZ —  MHIFRI ZRAAR ~ Ak T~ TFEW 38 5
EEHE - FHRMERNWEEER S  RFRTBYNEREE - THRRASYRER ZERHEKR - thRER0HE
SENMFREME—MN THESLZANFEE | tBiRT - ALHRE "SNERAIITEZEHRHEAPR
EHH - 7 80 FC - MAEMEMEE LHTH—RIMBHHEN T AES BRRMZBNRL - ENIRITE
MEEMATNIEER - 58— M2 HSEEREAX - NEHRFR  RAKE-ENTRZNBERAIREEI
FXE - FEEERERFRAAHDSBELRERRR (1966-68) » X—ZHMAMTEMERNMEHIR
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BBRRFMZA L iRy 1 "ERER - MR RBHHESE-MEERSKE" (1992) - WTHMME @ B
MEXZERKREN - BSNELRSIE "BFRAK HNEL  RZTR - Bt - MRNEESLSHZMPIEX KRR
EBF=E R o BAMRKEEN AN MR « MRESNAZRFEEALEBRS BERO—HEAH

e AR 1949 FRATHYRE ; 1977 EREEEMAE/RT - HFELUMEELRITEES © tEEREERAR
WERPRERNZ LM (1973) MEREARZREAMEZM (1977) - EESREMEDNE - BIFERR
KEQEYE ZRFE -HFH (2016) NHEFEYIE -FiE -H#E (2015) HEEFHRELEAE BT H (2016) -
PRI HD - B MEFE (2014) ~ RRERZREARE R (2012) ~ BRZEZERE - ET
£ (2011) ~ REFFAHEEAE - ZE (2000) ~ RIEFWEFERZAKHOEYIE - SEE (1995) ~ AXBEH
RERE - REEE - = (1991) MZHKEAE - 6% (1988) F - 1988 &F - MKREESIMN TS 53 EHE
HNER | A TEFELERFEANBRMEFAR - tBIEEEEEREILSFZAZHREHR (1999-2009) ' B
RIAMERERZARZRAIIR (2009 £S) - HE-RRKT 1994 FLHEERZARZRE/L ; 2003 FIRMAK
FEELME (CBE) ;2007 FARRKMSMER TLIHRIAR | 2012 FREZEHKALNER FT—E05
ER

e - RER

Zefe-+&/R (Anish Kapoor) RtIERKEREEZMONMERZ — « HARSEINM - BEEBRHME -~ LA
MBENER - SET MHERREE - £ 20 4L 80 FRMARAMEMBAMRNEY R SHEERELEBCHE
B FERFREREMFERPRR "= "HEA -

FERNZABPABTEPNERERELLR - EEHES I UARS EHMERIIMORROAFILE R o M-+
IRF - WEMB RN Z2HEEIERXE - Xkl - ZREZEET —NIFEREWEN - E—MIIET
MEGEMAERERBLORONN - RER-FERA "= WFT D - FLULEIE T TREEREHRI -

FEROESLERS ERRAZREMERIIHEE o AN RO NS | FEEFLSAR -
FIAREE (2017 4) ; BOURZAMPIE  BAF (2016 4) ; BEFETMAALUREAMYIE - BEIH -
BFET (2016 %) ; URES - BR AE (2015 %) % o M FE/RELS5ESERENNBEDORE
HbiE | WERE 6% SABTERXBE - T2  FEFREAREABYE | EREERED ; BR
PIEEE

&k

1968 FAETILR - 1995 FRITHRERZRMEER ° 1999-2007 FEHRT LBITEHEIEINTE - 1955 F
ATHEER  KEIR 1977 FEAILRPRERNZRRE R » 1981 FEABREHK - 1987 FIREPRER
FERAMEZPAL © 1990 FEAREZARIIE - 2007 FOEMEFREARZREIFRK - iR - HLESIT - 2014
FRIEEEPAZASTERE—R « PLIF « £FTILRNAL -

FERBEXEANMAEAE - KPEIAMEYE - SRBEEARE  CEUFRHEREAE  BEFEEDZAEY
1B~ REREEYE - LZATS5E/ENE  BUFRFLLZEEREARE  KFESREAE BRI L
ZAREYIE  MEBU/REEANE » MEREREANE  FRAUBEREREREEBERERESFEAMERL ;
SHEEHNER « BENEFR - ZRFNER « APAFENFREE TR

1999 FHTME “REIME &R « PATEINHS - AHEREM BENSHEHEERTIRIEN" KEE
ESEEMNNARME - Z5RILE “RAR" (MacArthur Award) < 2003 & “HF XL XL R RATEHAISTER”
REHETHEEARBNIMN AR - 2004 FREBEB/RLERRATZEARK (Artes Mundi) - 2006 FiXREEMRE
Kihe “HREZREZIEFHER" ° 2010 FREETHELTRZRFAXEREFLZM 0 2015 FHREERIIRK
FRILEE  @nH . MERERS  REXEESRMAZAME -
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55 - EH

A (1950 FATEEMBELRMMIRXETER) - TESEFTREIWES 20 F - HEWFEERER 8%
R - BEEEEE o AT 1972 F TS RARFIREBIZ A LA - FHTE 1980 EMRLWE AN EDIEMHIR
FRRIRZARML R - EEMNRETHEZFORBEZMAHEAZERRFEREE - ARBIFBEEMNX
KEREZARE - NERERES (BES) - MEEEH)IARE COMME DES GARCONS AL HHIIE
RUERZRIEZAK 2006 FEBEILE XS HR (Beacon Press) MELAR (HEEEHEZAK) (Making Art
Together) —% » ZBER BRTREISE5UMDEERNZAREE - B3R B IR ER TR TP BAR
TIZ R EYIEMHIRZET

VHHER

AT - 1987 FEA TIEARZRIRER - 1992 FBEXRE -

fBEILR « RERBIENF (Well Hung) EIER » EEBREFMREHZENDARE - RESMNWEERGEE
SIRBET [ BRTURNER « BREFNFEFRFTRE - BELNNIRER BRTELANZA=ZFRF - BS
S5REEREAZRZARIRE - LRI SARZRFOERREZETE  RK3K 2000 FEEZRESLEK
BMELREFFRERER « REREMEAZRESREBSEIRZ AR o JERBGRERE K EYIE
HAKXRIMEZEARFD « FE M+ ERIE  BRFTLARERER LVMH ZRKGESE

B51E - EER

HFEHERE - 1971 FHETR=/RETBILLIT A - ERMERESRERANGELBNAEIAZRZIZA -
ARERHME R AP ER PR BRI o

MNEFRMNEFZARTBOIE - FRIREE « R& - BEARGEFNE - SHLEHES - ftaidi
FUNZIFHFBNEETRE - TERIENEREES « RETSRER - EREFRFHIDREE o

7

T - Bl T 2015 FRITIRBREZRADER T c BEEZARR - NEHRREEZREE - HEKBS
EfFPRBERZEARNIRE

TINIMABEAZR - ARTH—REREARNELGTRLRANAR - NN A LEKESHNHE2IHATT
RIBHZRIK - IR A TA RSB - ESEABREZILARRANERRIHTE o (FEARRITH
EEEH T MERAPIINERF2NNEE - (FRSMPRERZRZESRTEYRE - T EBILEEN
FHE - EENRRENZEANE - NEERDBRLEN

Pz

FIEZE 1982 FHATITRE @ MEILR o I RPRERZHEIVSEAM LA - BUEHRERZABREER -
PRERFFELAREMIBIEE - FEREFSRHA -

FIETRENRERRNEHEE R TTE - Fmit R « 2B -~ KB - KREZHZARER - eRNEXTHE
BRI ROFALEA T HEHFTRARZEAFRENEY) FHRERFTLRSEUS HHORABENZ AR
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R EmEE T —RITRNENMER - RMERKNELZRYZ0ANELIZA - FH U —a U R 75
XAEERZEEX - HEREME+TZBELEEARARS - FAELEERNER » B+UECAFEEFERFREE
RIMNRE - IR EARZARFLD (UCCA) ~ RRERFEZEAREMZEANID N ARE o EFEAEIEN
AHZRATERRTE - BREINZARREE o

£

EBEL - 1975 FHE - MEFEEAMR R EMERRFK « R - BLMRESN - FEZAMRREFESS
Z0  RBFESEARZER © 2007 FERITHREANZREMER - RXPMLPAL - 2006—2007 FibEET
EEHIRItFE (RISD) #3 1997 FRIFHRRIZEARZR, RXPP LR

BRIR - PR
1980 £ F RN RIS EBMIED S FEMAIATER T -RARE SEARBRERERER P o

2R FIRERERFAEE 10 BEAZARE - ENEHTFLRZREYE (MAC) - EEME INERER - "
AT ZR—HKRMEIENR" s EFZM T FRESESSAREATR « GHYSER MARSYNZEAREDE -
‘55 33 EMATNERZEARE" -

EX

ENX - 1978 FHATHEIR ° 1996 F -2000 F A FFHEEARZEARZRSGE L - 2002 F -2004 F£ Ml
T/ FREEBBZARIRITZER (BIAD) LBEZ W - 2004 4 -2007 £t / FEEIBSLZARKE (AAU)
%l 2 2007 £ -2016 F ARREARZREEIZR - WATEZAFRERHR

PUEE - NGB - EXE - FHAR

1930 FHATHAMIALIRN o L TFRELEXRFEZR - HENBHE ABRKRPRXFPEL - MEEfe
SHEMET A+LEEF - BFEFE - XF5 XKEiFL 830 FEF - MZEFR M ELESHAMERREEN
A B R XFERK - HEERFESERE « WLEIAN - MZ BT MAATER A% - FTUERES
RS TRIBFMTIEBRAL - WZERHTNMANA BUS « #H55ERZ R BRI - thEMAE
HRIIRFW - FE 2R o

M%ZEHRE—UEFFENFA  BER - XFEER  BFXK - BXR © 1R ASRANEHAAAEFA « BER
AHRFILHEERE - HAXFRENSU AMMENRBZIDRE - HEMAERSIERRFIE - €SERRN
WEAZT L8 (FRWAFRE) (1957 &) ~ (RFAIHI) (1958 F) ~ (KB L E/ KFIL/RZHD) (1961 F) ~ (K
HiCIZ) (1961 ) ~ (KR TEIRERIA ZU) (1970 F) ~ (XZHMBF) (1971 F) ~ (RE5H88) (1979 F) »

(TBzH) (1982 F) - (FREMACEWRIEY) (1988 F ) (Hkz #1 - KBZXK) (2000 F) (HEMN
kA - BEREIBEE) (2008 F ), #E B (FMAEMAFRAI) (1964 F) » (KEISHEF) (1968 F )~ (A1)
(1972 F )~ (RESZEWL) (1975 F ) (HAUERNRIF) (1980 F )~ (¥ HH8) (1993 F) FiF 20 FxL
NFARERINFE - HEEESWA AREE - XEENEE (RESXEK) 2 4 BHRGE - EENAREXE
F5| ERED - WROINNRRFRAXZE R X ZHEELF o
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ATFBRAFER - 2010 FEAU TARERZBMEBER » RPLAT | 2016 FERITHRERZREMER - 3R
T WITAE ~ ETFTIER

EBSINEERDEEFERENER « R 2016 2ESEMERERS - FREILRLIEE « 4
IIRFRENEFHREL « BRBEENBTFEARNURERNMFE—FE - TRLUEHAHZARKERITASE
—% « KPRMEMEREMRIERE  UREFREARR  ETHRFEF - FRFEEEIENEREFZ AR
LKL, ©

e

1956 FATIRE D » 1984 FERWTURZERZHRERR - KALFAL © 1989 FEU THRERFBRE
7 ML AL WAPRERZREMERHR - T - £ETIER - BREEEAC =TS FENZAKEKSN
BIEMR ~ RIS ~ HAER ~ IBTTE ~ NERREL T EHAPEFEMIAR o

B L RSMERZ AR - HREEEEREIBILENE  EEBRAEE « ZAERIHEREESEANE
FERNMRESL  HAEXESNENECEIRHERER  BOET ARNER - BNELERERS - i
EHIR AL REEREAE » LR EEIMAEARE  FI OCAT ~ MIEIBMUREETRAEAERE 7 =&
EREEYE  RETMERIEBESETEEDDARE
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EREA | EREDR
FER

EERRREA TR - PREARZREHR - FLESIN ) WEPREFRERNERIER - PREFRERELHRZ
AITERBMRHOES  PEEARDEREBEZLEZER - NBAREALRYRERERS TS

2012 EEEZEPRNIKZHTEEREFUREA 2013 F£5E 55 BHREHEMEARANERTEEREA
%EZH Journal of Contemporary Chinese Art {HXFREZARE) BlEL% (2014-2019) RIEEHTE MG
Hhitt (FELRZARAE) 45 ; 2015 FRERFEANEDAMRE o BAFTIHFEB/RETRPEELER -

PO)lZERT ~ RIEERT ~ A% ERR « BIMASIEHIE o

ik (1940 FLLERHZR) ~ (SARMWLLEZE) ~ (KEEA) ~ (1985 FLLRMWINZAEL) ~ (2
ARERNES) ~ (EARER)  (ZARE) (BIFE - 2023 - PEHRE) ) ~ (1945 FLLRNLRERIERE)
(2023 - #ALEARLIR) FiFE 2009 FRKE "PEMSAZRMITFR (CCAA) " FHR (EARNAHLR) -
2013 Fihk (ZAMEE) ~ (BEHBUE) ~ (ERZ—DRE) #ITE -

RHERNEZZAREHEZ . B0 FEHNZRE" (2008)  BER  FEFELETRE" (2008)
REFEREAEART (2008) ~ "EIT—2009 EHRHNAEARRE" (2009) ~ "WSEAUEHK (2010) -
CAFAM WER (2011) ~ “BIRMER—FRE 70 GEARRE" (2012) ~ "UHMKR : FESFZRES
BER" (2012) ~ "WREHF—FEINFEEE" (2012) » "WIEERIDERFR—DORMR
EARBIIENZAR" (2012) ~ "ZBA—FEZAZTAWBEBHEIN" (2013) ~ KEHWMEYT : REF
ERHREAR (2014) ~ AR— PEF—AZEZAR (2016) ~ HEMK— EFFREERHTETRER
(2017) “AZ—REAFTENETEFZARE (2017) zEERLE— HRBFZART—ARE (2017) EEX—
BRIEMNKERFR "G @L5ZE (2017) -~ Kibzf— BAZRBEHN (2018) XL | PEY
RERPWLEET (2018) ~SRER RIBZT (2019) ~ "EF : Eezik “ME (2019) ~ "R
BiE-+ER" EHEEXRME (2019)  "&£59  BEHNKEXRER" (2019) -~ AL : B
HRFEZAR (2019) ~ EREH—HELERZANBEES7ER (2020) ~ “@RE—2021 KH
WER" (2021-2022) ~ "4475: 2000 FLLRMNHPESE" (2023) ~ "MEEAR  —MFTRIAAENRE" (2023)
‘B NE C IERIEETREE B XEE"  (2023) ~ "RERRE"T AARE (2024) %o

tHhREDR
&% - BEF

RZ BEB%F (Paul Gladston) BRAFTEREFEERTIAFEERER BREURERHELE B2
RBERZHRRABKENRERR © 12 (URRLMEXL ~ HRE5B08) RIINBHBEEES B2 (Y
KAEZAR) ZENEIARESR - RAELRNEES (PEURZANREB—SH#ES5E5) (2024) ~ (F
ESEEMR) (2023) » (URHPEBRE ENMEXLEESE) (2021) @ UREAEE (URFEZAR ~ FEY
KBRS - EEAAILRME) (2019) c BT E (URFEZAR | —BHMFIRFAE) (2014) 7 2015 &F
FEZAR RS "“RELRY Ko 2 (ZEHUNZAR  REFENHAE) (2012 - 0% > BEFD 8
KIBEER ) WFEAME - 25K TEIMHELURZREE - 8F "Fe LW EXNMERRE" (88T
FRRAEEERR - 2024) ~ “4185  BMANMERE 2013-2022" (GEAXATECRFEREFZRHPD - 2023) « “IF
EENESE  REFENSREEER" CRAFTERRFERSRZARF0 - 2021) 1 FHE/FHEKR K
B BTN HARE" (EEE TINKSE Djanogly EEE - 2015) o
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Cai Yaling

Born in Jinzhong, Shanxi Province in 1984, she graduated from the first Studio of Sculpture Department of Central
Academy of Fine Arts in 2007 with a bachelor's degree. In 2011, she graduated from the Sculpture Department
of the Central Academy of Fine Arts with a master's degree from Sui Jianguo. From 2020 to now, she is a doctoral

student at the Central Academy of Fine Arts, and his supervisor is Professor Xu Bing.

She has held solo exhibitions in many museums and galleries, including: Lion Gallery, Guangdong Art Museum,
Mingtai Space, etc. Her group exhibitions include: Today Art Museum, Beijing Minsheng Art Museum, Jinji Lake
Art Museum, He Art Museum, Taiyuan Art Museum, University of Melbourne, Australia and many other important
art museum exhibitions, and she was invited to participate in the 13th Havana Biennale. He has won the SAP
Art Award for Emerging Artist of the Year, Art 8 Chinese Young Artist Award and Lalique Young Art Award, etc.,
and won the Wang Shiguo Award and Today's Chinese Contemporary Artist Nomination Exhibition and won the
"Most Concerned Award". His works have been collected by Red Gate Gallery, Minsheng Art Museum and other

institutions.

Yue Yanna

Born in 1986 in Zhoukou, Henan Province, she graduated from the Sculpture Department of Sichuan Fine Arts
Institute with a bachelor's degree in 2010. In 2014, she graduated from the Sculpture Department of Sichuan
Fine Arts Institute with a master's degree. Since 2019, she has been studying for a PhD in Central Academy
of Fine Arts, and his supervisor is Professor Sui Jianguo. She is now a member of China Sculpture Society, a
member of China Arts and Crafts Association, and an artist recommended by China Sculpture Society Youth

Recommendation Program.

She was invited to participate in important exhibitions including the 13th National Art Exhibition, Datong
Sculpture Biennale, the third German-Chinese Young Artists Development Fund joint exhibition, the 10th Florence
International Art Biennale, the third China Sculpture Exhibition, etc. His works have been exhibited in China
and other contemporary art institutions such as the Grand Palais in Paris, the Chinese Cultural Center in Berlin,
and the Museum of Contemporary Art Saint Urban in Switzerland. And held a solo exhibition in Beijing Yue Art
Museum. Won the ARTCLOUD China SAP Art Award New Artist of the Year, the 10th Florence International Art
Biennale Installation Award, the 7th Guizhou Youth Art Exhibition Gold Medal and so on.

Li Linlin

Born in Beian, Heilongjiang Province in 1992, she graduated from the Space Design Department of the Central

Academy of Fine Arts with a bachelor's degree in 2016. She lives and works in Beijing.

She has participated in many large-scale exhibitions including Shenzhen Pingshan Art Museum, Yinchuan
Contemporary Art Museum, Hubei Art Museum, Suzhou Jinji Lake Art Museum and Beijing Times Art Museum. His
works have been commissioned by Guan Shanyue Art Museum and Nanjing New Star Art Museum, and carried
out on-site creation projects in Yuandian Art Museum, CAl Jin Space, Wenzhou Era Art Museum, etc. Invited to
participate in the US-China online art exchange program "Empathy Zone". He was shortlisted and won the 8th
Tomorrow Sculpture Award, the Annual Sculpture and Installation Art Award, the Annual Young Artist Award
and the Annual Most Popular Artist Award of the 2019 SAP Art Award in China. His works have been published
in the Yearbook of Chinese Contemporary Art. His works and manuscript sketches have been collected in the
Art Museum of Central Academy of Fine Arts and the Foundation Department of Central Academy of Fine Arts,

and large-scale installation works are collected in private art museums such as Yuan Dian Art Museum, Zero Art
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Center, 1X3 GALLERY and other galleries and private collections.

Tian Xiaolei

Born in 1982 in Beijing, he graduated from the Central Academy of Fine Arts with a bachelor's degree in Digital Media
in 2007 and now lives in Beijing. The theme of Tian Xiaolei's works is the relationship between man and technology.
He is interested in the uncertainty of the rapid iteration of this era, the relationship between technology and life in the
future evolution, and the new species born in this era of hybridization. He uses the perspective of an artist to create
future specimens of the world, blending history, faith, technology, and the body to create new artistic experiences.
His works include videos and installations, VR games, AR interactive experiences, 3D printed sculptures, raster

stereoscopic paintings, and more.

He was nominated for the 30th Berlin International Short Film Festival, shortlisted for the 2016 CCAA Chinese
Contemporary Art Award and the 2017 AAC Art Chinese Young Artist Shortlist, and won the 7th Tomorrow Sculpture
Award of the Year and the 4th German-Chinese Cultural Foundation Residency Award in Berlin. He has held solo
exhibitions in many institutions, including 798 Art Space, Chengdu Future Center, Katzman Gallery, Goethe Open

Space, Today Art Museum, etc.

Hu Qingyan

Born in 1982 in Weifang, Shandong Province, he graduated from the Sculpture Department of Guangzhou Academy
of Fine Arts with a bachelor's degree in 2006. In 2010, he graduated from the Sculpture Department of the Central

Academy of Fine Arts with a master's degree. He lives and works in Beijing.

He has held solo exhibitions in Beijing, Guangzhou, China and Lucsen, Switzerland. His works have been exhibited
in major art galleries and museums in China, Melbourne, Australia, San Francisco, and Alderz, Switzerland. He has
participated in many large-scale art group exhibitions, including Jing 'an International Sculpture Exhibition, Tongsha
Ecological Park Sculpture Installation Art Festival and OCT Contemporary Art Center's public art program. His works
have been collected by the National Gallery of Victoria in Australia, the Rubell Family in the United States, the K11 Art

Foundation in Hong Kong, Guangdong Art Museum and other institutions.

Chen Zhiguang

Fujian and graduated from Art Department of Fujian Normal University in 1988,is a member of the International Visitor
Leadership Program of State Department and Standing Director of China Sculpture Institute, is also a member of
Chinese Artists Association and the Director of the Current Arts Institute of Fujian Normal University.

Googol Digital Media Art Studio

In the late 1930s, mathematician Edward Edwards wrote down the number 1 followed by 100 zeros, which is larger
than the number of galaxies in the known universe The number of atoms, which is called "Googol"."Googol" is the
opening of huge numbers, and later in the search for human position, the units of measurement of huge numbers have
been updated, "Googol"lt ushered in an era of huge numbers.Based on the concept of digital infinity, Googol Digital
Media Art Studio integrates the art technology cross-border team to explore the infinite possibilities of digital art

language.
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Liz Glynn

Liz Glynn is a contemporary artist known for her large-scale installations and sculptures. Her work often explores
themes of history, time, and social structure. Specialising in creating epic historical narratives - sculptures, large-
scale installations and participatory performances that explore the changing themes of the present - Glynn's art
has been exhibited in several prestigious galleries and museums, fostering discussions about the intersections of

art and culture.

Dinh Q.Lé

Le Quang Dinh was born in Vietnam and grew up in the United States. He spent his teenage years there, receiving
a Western education and returning to Ho Chi Minh City after completing his studies in California and New York.
In his artistic career, in which he spoke of nations, individuals, spirits and beliefs, he created a variety of works,

including images, installations, photo weaves, etc., not to establish answers, but to ask questions and to think.

Rushdi Anwa

Rushdie Anwar was born in Irag and now lives in Thailand and Australia. He was educated in Kurdistan and
Australia.He studied at Kirkuk Kurdistan College and Enmor Design Centre College in Sydney. He owns the Royal

Melbourne University of Technology in Melbourne, Australia Do a PhD in art school.

Hans Op de Beeck

Hans Op De Beeck was born in Turnhout, Belgium in 1969 and now Lives and works in Brussels, Belgium. Hans Op
de Beeck works in a variety of media, seeking to re-examine and re-purpose traditional art-historical notions such
as the panorama, the landscape, and the German-Romantic notions of melancholy and the sublime. Op de Beeck’s
large installations, sculptures, drawings, paintings, and films often consist of a simulation and highly atmospheric
architectural space in imaginary locales. These empty and anonymous spaces focus on the tension between the
artificial and the real, raising universal questions about the nature of the creative process and the role of the artist
as an elusive craftsman. His work is a reflection of our complex society and the universal questions of meaning

and mortality that resonate within it.

Op de Beeck has shown his work extensively in solo exhibitions around the world including places like Espace
104, Paris, FR (2016); Kunstmuseum Wolfsburg, Wolfsburg, DE (2017); Fondazione Pino Pascali, Polignano a
Mare, IT (2017); Kunstraum Dornbirn, DE (2017); Museum Morsbroich, DE (2017); Les Moulins, Boissy-le-Chatel,
FR (2018); Scheepvaartmuseum Amsterdam, Amsterdam, NL (2018); Kunsthalle Krems, Krems ander Donau,
AT (2019), etc. He has participated in numerous group shows at institutions such as The Reina Sofia, Madrid,
ES; the Scottsdale Museum of Contemporary Art, AZ, US; the Towada Art Center, Towada, JP; ZKM, Karlsruhe,
DE; MACRO, Rome, IT; the Whitechapel Art Gallery, London, GB; PS1, New York, NY, US; Musée National d’Art
Moderne, etc. His work has been invited for the Venice Biennale, Venice, IT; the Shanghai Biennale, Shanghai, CN;

the Aichi Triennale, Aichi, JP; the Singapore Biennale, Singapore, SG, etc.

Geng Xue

She was born in Jilin in 1983 and graduated from the Sculpture Department of Central Academy of Fine Arts in
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2007 with a bachelor's degree. In 2014, he graduated from the Department of Printmaking of Central Academy of
Fine Arts with a master's degree, and his supervisor was Professor Xu Bing. He is currently teaching at the Sculpture
Department of the Central Academy of Fine Arts. His works involve different media such as ceramics, sculpture,

painting and video.

Important exhibitions invited to participate include the China Pavilion of the 58th Venice Biennale, the 21st Sydney
Biennale, Australia, the 57th Venice Biennale Parallel Exhibition, and the 2014 Busan Biennale in South Korea.
His works have been exhibited in important art galleries and museums in China, Britain, the United States, France,
Germany, ltaly, Spain, Austria, Switzerland, Finland, the Netherlands, Japan, Korea, Indonesia, Australia, South America
and other places. Has been invited to participate in the Gwangju ljai Art Museum,Seto Museum of Art in Japan, fire
works Ceramic Studio in Cardiff, UK, National Sculpture Factory in Ireland, and artist residency projects in Berlin,
Germany and Paris, France. He has participated in inter-university exchange and exchange programs such as West
Vernikia University in the United States and Karlsruhe Academy of Art and Design in Germany. Ceramics, sculptures,
paintings, and video works have been collected by many public institutions at home and abroad, and video works have

been exhibited in many film festivals such as the HAFF International Animation Film Festival in the Netherlands.

Surekh

Surekha, a visual/video artist and curator from India , is exploring artistic forms through installations, video &
photography since last two decades. Her works investigates how visuality can engage with gender/ ecology/socio-

political aesthetics, negotiating public and private spaces.

Surekha has been to international art residencies and also taught in art universities. She has presented talks at Malmo
University, as panelist at Tate Modern etc., She has been involved in visual art collectives like BAR1, Khoj and was a

founder curator of Rangoli Metro Art Center, Bangalore.

Eisa Jocso

Eisa Jocson exposes body politics in the service and entertainment industry as seen through the unique socioeconomic
lens of the Philippines. She studies how the body moves and what conditions make it move - be it social mobility or
movement out of Philippines through migrant work. In all her creations - from pole to macho dancing and hostess
to Disney princess studies - capital is the driving force of movement pushing the indentured body into spatial

geographies.

Eisa Jocson is a contemporary choreographer and dancer from the Philippines, trained as a visual artist, with a
background in ballet. She has been commissioned by and toured extensively in major contemporary festival with
her solo triptych: Death of the Pole Dancer (2011), Macho Dancer (2013) and Host (2015). Macho Dancer won the

prestigious Zurcher Kantonalbank Acknowledgement Prize at the Zurich Theater Spektakel in 2013.

In her new series, HAPPYLAND (2017), Part 1: Princess is a duet with Filipino performance artist Russ Ligtas, Part 2:
Your Highness is a collaboration with 5 dancers from Ballet Philippines and the third part is set to premiere in Summer
2020. This series continuous to investigate Filipino labour, performance of happiness and production of fantasy within
the happiness empire. Princess has been selected as one of the outstanding contemporary productions for the 2018

edition of Tanzplattform, Germany.

She recently premiered a new work commissioned by Sharjah Biennale 2019 titled: The Filipino Superwoman Band,
a work that looks into the affective labor of Overseas Filipino Musicians. A recipient of the 2018 Cultural Centre of the
Philippines 13 Artists Award, she won the Hugo Boss Asia Art Award 2019.
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Giovanni Ozzola

Born in 1982 in Florence, Giovanni Ozzola deploys a plurality of aesthetic modes that push him to adopt a range
of creative techniques, including photography, video, and installation, as well as more traditional approaches
like engraving and a strappo technique for frescos. Ozzola’s practice demonstrates a deep sensitivity towards
the phenomenon of light and its various physical characteristics. In his work, Ozzola frequently engages with

fundamental philosophical issues, such as the existence of man and the meaning of life.

Starting his career in 2001 as part of the group show; “Happiness: A Survival Guide for Art and Life”,curated by
David Elliott and Pier Luigi Tazzi at the Mori Art Museum of Tokyo in Japan, Ozzola has since exhibited worldwide.
His solo exhibitions include; Wrecks and Rooms with Stars at Untitled Association in Berlin, Germany; Sistemi
di Visione/Sistemi de Realta at the Centro Espositivo per le Arti Contemporanee, San Michele Degli Scalzi
(SMS) in Pisa, Italy; adrift at the District Six Museum Homecoming Centre in Cape Town and SMAC Gallery
in Stellenbosch, South Africa; as well as Scars at SMAC Gallery in Cape Town, South Africa. Notable group
exhibitions include; On Another Scale, curated by Ricardo Sardenberg at Galleria Continua in San Gimignano,
Italy in 2014, and the international touring exhibition LANDSEASKY: Revisiting Spatiality in Video, curated by
Kim Manchan and presented at Artsonje Center in Seoul, South Korea; OCT Contemporary Art Terminal
in Shanghai, China; Guangdong Museum of Art in Guangzhou, China; Griffith University Art Gallery and MAAP
SPACE in Brisbane, Australia during 2014 - 2015.

Tatsuo Miyajima

Born in 1957 in Tokyo, Japan, he lives and works in Tokyo. Tatsuo Miyajima is known for his technology-driven
installations, sculptures and video works, as well as His three principles are known as "changing, connecting all
things, and continuing eternity." Since the mid-to-late 1980s, he has worked with Digital light-emitting diode
(LED) counter as the main creation material. As a famous contemporary artist in Japan, he has become famous
all over the world The Museum of Contemporary Art has held solo exhibitions, including the Cartier Foundation
for Contemporary Art Museum, the Tokyo Opera City Art Museum, and the Art Museum in St. Gallen, Switzerland

Museum, Ullens Center for Contemporary Art (Beijing), Australian Museum of Contemporary Art, etc.

Xiang Jing

She was born in Beijing in 1968 and graduated from the Sculpture Department of the Central Academy of Fine
Arts in 1995. From 1999 to 2007, she taught sculpture at the School of Fine Arts, Shanghai Normal UniversityThe
studio. She lives and works in Beijing. Xiang Jing is not so much a "feminist" artist as a woman with a female
perspectiveThe artist of consciousness, but this is not the point, the sense of unease revealed in her works is
about the fog of humanity under modernity and survival itself The constant affirmation of "immanence" is the

truth of existence that she seeks to excavate.

Xiang Jing has held solo exhibitions in numerous institutions, including Shanghai Long Art Museum (West Bund)
(2017), Beijing Minsheng Modern Art Museum (2016),Museum of Contemporary Art, Taipei (2013), Today Art
Museum, Beijing (2012), Tang Contemporary Art Center, Beijing (2008) and Shanghai Art Museum(2006). Her
work has been widely exhibited around the world and is in the collections of major international institutions,
including the Central Academy of Fine Arts in Beijing and the Beijing Beauty Today Art Museum, Shanghai Art
Museum, Shanghai Long Art Museum, Hong Kong M+ Museum, Chazen Art Museum in Madison, Wisconsin, USA

(Chazen Museum of Art, Beijing Minsheng Modern Art Museum.

541

Yoon Chung Han

Yoon Chung Han is an interaction designer, multimedia artist, and researcher. Her researches include data visualization,
biometric data visualization and sonification, new interface for musical expression, and mobile user experience
design. She studied Graphic Design and Interaction Design at Seoul National University (under Prof. Suzung Kim), and
achieved two Master degrees at SNU and Design | Media Arts in UCLA (under Prof. Casey Reas) She was a graduate
student researcher and teaching assistant at Experimental Visualization Lab under Prof. George Legrady, and a Visiting
Researcher / PhD Student at the SENSEable City Lab in MIT in Cambridge, MA. She taught interaction design and
computer programming for artists and designers at the Academy of Art University, University of San Francisco and
California State University, Fullerton. She recently completed her PhD at the Media Arts and Technology, UC Santa

Barbara.

Adonis

Adonis was born in 1930 in rural northern Syria. He graduated in philosophy from the University of Damascus and
received his degree from St. Joseph's University in Beirut.Study for a doctorate. Adonis has written more than 50 works,
including poetry, literary and cultural reviews, essays, and translations. Adonis doesn'tOnly the most important poets,
thinkers and literary theorists in the Arab world today also enjoy a high reputation in the world of poetry. Critics believe
that Adoni His influence on Arabic poetry can be compared to that of Pound or Eliot on English poetry. Adonis on Arab
politics, society The profound reflection and fierce criticism of the culture also sparked controversy in the Arab cultural

community and had a wide impact.

Che Qianzi

Cheqianzi, male, originally named Gu Pan. Chegianzi was born in Suzhou in 1963 and now lives in Beijing. He has
published more than 30 collections of poems and essays. In his philosophy, "the self-consciousness in the poet

collections is just a work of art".

Dai Guangyu

Born in 1955 in Chengdu, Sichuan Province, in 1994, at the invitation of the US National Information Administration,
he went to Washington, New York, Chicago, San Francisco, Seattle and Philadelphia for academic visits. Since 1997, he

has been the deputy editor of the Art collection of Humanities and Arts.

He has held solo exhibitions in institutions and Spaces in China and New York, Brussels, Paris, Duisburg, Montreal,
Canada. His works have been exhibited in many important art museums and institutions such as Red Brick Art Museum,
Danish Cultural Center, Shanghai Himalayan Art Museum, Shenzhen Art Museum, British Chinese Art Center and so
on. He was invited to participate in the parallel exhibition of the 55th Venice Biennale, the 23rd Asia International Art
Exhibition, the 8th Dresden Art Festival, the Special Invitation exhibition of the Anren Biennale, the Academic Exchange
exhibition of Chinese and Japanese artists, and the "Live in Beijing" International Performance Art Festival. His works
are collected by Guangdong Art Museum, Bonn Museum of Modern Art, Swiss Art Alliance and other institutions and

private collections.
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Fu Xiaotong

Born in 1976 in Shanxi Province, China, he graduated from the Oil Painting Department of Tianjin Academy of
Fine Arts with a bachelor's degree in 2000. 2013 Graduated from Central Academy of Fine Arts She received
her master's degree from the Department of Art. She is currently teaching at the School of Art of North China
University of Science and Technology. She lives in Beijing. The works are divided into two types: pinholes on paper
and space installations.On the basis of extending the traditional Chinese hand-made rice paper, the works on
paper expand and innovate the application and expression of rice paper materials; Space deviceThe work is mainly
copper wire weaving, while combining a variety of old ready-made products and very ordinary everyday objects to

recombine and innovate.

She has held solo exhibitions in Beijing, Tianjin, Hong Kong, Chicago, New York and other places. Important
exhibitions invited to participate include the Song Art Museum invitation exhibition,

The 13th National Fine Art Exhibition, New York Paper Art Fair, China Youth Experimental Art Exhibition, China
Contemporary Art Yearbook Exhibition, etc. Awarded by Hong KongThe Sovereign Asian Art Foundation and
Vogue Hong Kong magazine jointly presented the first Asian Women Artists Award, and participated in the
Swatch and Ping Hotel Art Center residency project. His works are now in the collections of Cornell University Art

Museum, Los Angeles County Art Museum and other art institutions.

He Canbo

Born in Kunming, Yunnan Province in 1966, he graduated from Yunnan University of the Arts in 1989. In 1999,
he was invited by the Japanese Ministry of Culture to be a visiting scholar in Tokyo. From 1999 to 2000, he was
appointed as an art researcher at the Graduate School of Fine Arts, Tama Art University, Japan. In 2008, he

received a master's degree from the Central Academy of Fine Arts.

He has held personal exhibitions at UNAC TOKYO Gallery in Tokyo, Japan, Ningbo Art Museum, Gallery 3,
University Palace in Strasbourg, France, and other places. He was invited to participate in the Chinese Ink Art
Invitational Exhibition, the Sino-Korean Artists Exchange Exhibition, the Chinese Contemporary Art Documentary
Exhibition, and the 23rd Asian International Art Exhibition Art exhibition and the opening exhibition of landscape
Art Museum. His works have been exhibited many times in China, Korea, Germany, Malaysia, Japan, India, Belarus
and the United States.

Jia Qiuyu

Born in Taiyuan, Shanxi Province in 1974,2000 Graduated from Tianjin Academy of Fine Arts with a bachelor's

degree in Tianjin, China,2007 Graduated from Tianjin Academy of Fine Arts with a master's degree in Tianjin,

China,In 2009, he worked as a lecturer at the College of Urban Art, Tianjin University of Urban Construction.

Lv De'an

Born 1960, poet, painter. 1981 Graduated from Fujian Arts and Crafts School. In the early 1980s, he and his
fellow poets and painters founded the poetry society "Friday" and became the main member of the famous
Nanjing poetry Society "They". During this period, he wrote his personal poems "Paper Snake", "The Other Half of
Life" and "The North of the South". In 1992, he moved to New York to earn his living as a painter. He has won the

Yunnan Gaoli Gong Poetry Chairman Award, the October Literature Prize and the Tianwen Poetry Award. 2013
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Moved to Beijing studio specializing in painting creation.

He participated in the National Xinhua Bookstore artists painting exhibition in 1986, and was invited to participate
in Fujian Abstract Art Exhibition, Fujian contemporary artists Invitation exhibition, and his works have been widely
exhibited in Athens Art Festival Center, Greece, Seattle, Italy, Fujian Painting Academy and other places. He has
also held exhibitions of his works in Beijing Shengzhi Space, Hangzhou Renke Gallery, Fujian Provincial Art Museum,

Shenzhen Enclave Book Company and other art Spaces.

Tian Wei

Born in 1960, she has been a guest teacher of the Comprehensive Painting Language Advanced Research Class of the

Central Academy of Fine Arts since 2018. She now lives and works in Beijing.

He has held solo exhibitions in many museums and galleries, including Renke Art Center in Hangzhou, Hanshan Art
Museum in Suzhou, Qiushui Space in Shanghai, and Today Art Museum in Beijing. He has been invited to participate
in group exhibitions including Jinan International Biennale, Tokyo Painting +BTAP70 anniversary Special Exhibition,
China National Pavilion of 2019 Danube Dialogue Contemporary Art Festival, Shanghai Art Fair theme Exhibition,
China Contemporary Ink Yearbook Exhibition, etc. His works have been exhibited in Huzhou Art Museum, Jining Art
Museum, Yinchuan Contemporary Art Museum, Tsinghua University Art Museum in Beijing, Shanghai Duolun Modern

Art Museum and other important art institutions.

Sinta Tantra

Artist Sinta Tantra (b.1979) is known for her colourful large scale public artworks and geometric paintings. Working in
city plazas and parks from Sharjah to Seoul, as well as in her studios in London and Bali, Tantra's installations occupy
many dimensions and scales.From bridges and buildings to intricately precise paintings, her art represents an abstract
blueprint for utopian aspirations. Tantra's colourful site-specific public art murals are what she describes as‘anti-
pattern’. The works inject colour into urban spaces such as at the Al Majaz Waterfront in Sharjah(2019) and Lee Tung
Avenue in Hong Kong (2018), and across a 300-metre bridge in Canary Wharf in London (2012).

Born in New York to Balinese parents, Tantra grew up in London and studied art at the Slade School of Fine Art (2003)
and at the Royal Academy Schools (2006) where she received a study scholarship from the fashion designer, Paul
Smith.Her Balinese identity within the post-colonial context is central to her work. She combines a trademark tropical
colour palette inspired by Bali, with shapes from 20th-century Western movements such as Bauhaus, Art Deco,

modernism and abstraction.

In the more intimate setting of the studio, Tantra designs motifs formed of circles, semi-circles and polygons which she
places on block-coloured backgrounds. Working with traditional tempera paint on exposed linen, she paints crisp lines
to an almost graphic quality, referencing architectural drawings and Sol LeWitt's conceptual painting, which has been
a significant influence.Like Buckminster Fuller and Alexander Calder, who she also cites, Tantra also uses sculpture
to express dimensionality further, extracting and overlapping shapes in brass and glass. In 2017 she was the first
recipient of the Bridget Riley Drawing Fellowship at The British School at Rome, where she explored the techniques of
fresco painting.In the gallery space, solo shows such as Modern Times at Kristin Hjellegjerde Gallery in London (2020)
have seen Tantra move beyond the walls and into the architectural space, while others explore dimensionality and
architecture within the canvas as seen at A House in Bali at the ISA Art Advisory in Jakarta (2017), and Flatland: A
Romance of Many Dimensions at Pearl Lam Gallery in Hong Kong(2016).Her work has been included in biennials and
group exhibitions exploring identity, post-colonialism and the environment such as Framer Framed Amsterdam (2020),
Karachi Biennale (2019), Folkestone Triennial UK (2017), and Liverpool Biennial UK (2012). Tantra's work is featured in

the collections of UK Government Art collection, Benetton Foundation, Italy and Tarum Museum, Indonesia.
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Federico Solmi

Federico Solmi was born in Italy and lives and works in Brooklyn, USA. Received the Guggenheim Memorial
Fellowship in 2009 and currently is Visiting professor at the Yale School of Art. Federico Solmi specializes in
the style of social satire and his work has been exhibited all over the world These include a solo exhibition at the
MACZUL Museum in Venice and B3 award-winning artist exhibition in Beijing and Shanghai.

Miao Xiaochun

Miao Xiaochun, born in Wuxi, Jiangsu Province, China in 1964, graduated from the Central Academy of Fine
Arts with a master's degree in 1989. 1999 He graduated from the Academy of Fine Arts in Kassel, Germany
with a master's degree. He is currently a professor at the Central Academy of Fine Arts and lives in Beijing. Miao
Xiaochun is a contemporary Chinese artist known for his innovative use of technology in his artworks. He has
gained recognition for exploring traditional Chinese art themes through digital media. Miao Xiaochun has been
particularly praised for a series of digital works that reinterpret iconic Chinese paintings, combining classical
aesthetics with modern technology. His art often raises questions about traditional and contemporary life in
the context of China's rapid technological development. 2009 Guangzhou International Photography Biennale,
Guangdong Art Museum, Guangzhou, China 2008 Night Images, Grand Palace Museum, Paris. "Consumption",
Busan Biennale, Busan Museum of Modern Art, "Upward" Chinese Contemporary Art Exhibition, Singapore Art

Museum, etc.

Zhang Xiaogang

Born in Kunming, Yunnan Province in 1958, he graduated from the Qil Painting Department of Sichuan Fine Arts

Institute in 1982. Now he lives and works in Beijing.

He has held solo exhibitions at many museums and galleries, including Wuhan He Art Museum, Hubei Art
Museum, Asian Art Center, Prague City Art Museum, Czech Republic, Daegu Art Museum, Korea, Sara Hilton Art
Museum, Finland, and Pace Gallery, New York, USA. His work has been widely exhibited around the world and is
in the collections of important international institutions, Among them are Tate Contemporary in the UK, Centre
Pompidou in France, Museum of History in Germany, Museum of Modern Art in San Francisco, MOMA in New
York, Museum of Art in Fukuoka, Art Gallery of New South Wales in Sydney, Long Art Museum in Shanghai, OCT

Contemporary Art Center in Shenzhen and other well-known art museums and institutions.

Loris Cecchini

Loris Cecchini was born in 1969 and now lives and works in Milan. In his works, photography, drawing, sculpture
and installation combine to form a unified poetics. Cecchini’s work owes as much to his expertise of a broad
range of media as to his indefatigable curiosity. The subjects that appear in his work include multiple collages
and detailed architectural models, objects in rubber, reinvented caravans and tree houses, structurally distorted

spaces, and prismatic, transparent covers and surfaces.

As one of the most prominent Italian artists on the international stage, Loris Cecchini has exhibited works
throughout the world with solo exhibitions in prestigious museums such as Palais de Tokyo in Paris, MOMA PS1 in

New York and Shanghai Duolun MoMA of Shanghai, etc.
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Loris Cecchini has participated in numerous international exhibitions, including the 56th, 51st and 49th Venice
Biennale, the 6th and the 9th Shanghai Biennale, the 15th and 13th Rome Quadrennial, the Taiwan Biennale in Taipei,
the Valencia Biennale in Spain and the Biennale of Urbanism/Architecture (UABB) in Shenzhen, China. Loris Cecchini
has also taken part in several collective shows, including exhibitions at the Ludwig Museum in Cologne, PAC in Milan,
Palazzo Fortuny in Venice, Macro Future in Rome, MART in Rovereto, London's Hayward Gallery, The Garage Centre for
Contemporary Culture in Moscow, Palazzo delle Esposizioni in Rome, Musée d'Art Contemporain of Lyon, Shanghai's
MOCA, the Deutsche Bank Kunsthalle in Berlin and others.

Pascale Marthine Tayou

Pascale Marthine Tayou (born 1966 in Nkangsamba, Cameroon) lives and works in Ghent, Belgium. His works are
in the collections of many prestigious international institutions, including: Centre Pompidou, Museum of Modern Art,
Grand Duchy of Luxembourg, ARKEN Museum of Modern Art, Ghent City Museum of Modern Art, Bregenz Museum,
Guggenheim Museum ABU Dhabi, Tate Gallery, Louisiana Museum of Modern Art, Museum of Contemporary Art Lyon,

Museum of Contemporary Art Rome, National Gallery Victoria and Salama Bint Hamdan Al Nahyan Foundation.

Lisa Park

Lisa Park (born in 1987) is a Korean-American artist and a full-time lecturer in the Fine Arts & Design department of
the Stuart Weitzman School of Design at the University of Pennsylvania. She has previously resided in both New York

City and Seoul but is currently based in Philadelphia, United States.

Park is known for creating works that utilize sensor technologies like biofeedback devices and touch sensors to create
audio-visual installations and performances. Her practice revolves around exploring technology as a tool to emphasize

the significance of human connections in the digital age.

Park was the recipient of a 2014 New York Foundation for the Arts Fellowship.Park was a member at the New

Museum's by-application-only incubator, NEW INC, from 2015 to 2017.

Leandro Erlich

Leandro Erlich was Born in Buenos Aires, Argentina, in 1973. He currently lives and works in Buenos Aires and
Montevideo. As a conceptual artist, his work explores the perceptual bases of reality and our capacity to interrogate
these same foundations through a visual framework. The architecture of the everyday is a recurring theme in Erlich’s
art, aimed at creating a dialogue between what we believe and what we see, just as he seeks to close the distance

between the museum or gallery space and daily experience.

His works have been shown in numerous individual exhibitions including CAFAM, Beijing, China (2019); MALBA,
Buenos Aires, Argentina (2019); HOW Art Museum, Shanghai (2018); MORI Art Museum, Tokyo (2017/2018), among
others. Group shows include: Maison de I’Amérique Latine, Paris (2018); Power Station of Art, Shanghai (2018);
Spiral Garden, Tokyo (2017); Shanghai Art Festival (2013); MOT, Tokyo (2013), among others. He has participated
extensively in biennales, such as Bienal Sur, Buenos Aires (2017); 2nd Bienal de Montevideo, Uruguay (2014); the 26th
Sao Paulo Biennial (2004); the Venice Biennale (2001/2005); the 3rd Shanghai Biennale (2002), etc.
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Kedgar Volta

Kedgar Volta was born in Cuba and studied at the Superior Institute of Design in Havana before immigrating to the
United States in 2008. Volta is founder and creative director of the experience design company Castano Group.
He has participated in several group and solo exhibitions, and was selected for the Crystal Bridges Museum of
American Art's 2014-15 exhibit State of the Art: Discovering American Art Now.

Since living in Florida, Volta draws inspiration from a dual cultural perspective, creating multi-media and
photographic works that represent disparate lives and environments, while serving as narrative that reminds us
of our common humanity.He sees art as a tool to bring form-shaping movements to the fragmented reality of our

internal landscape in order to provide a sense of purpose and meaning through the prism of the self.

Song Dong

Song Dong was born in Beijing in 1966. He graduated from the Fine Arts Department of Capital Normal University
in 1989. live and work in Beijing. Song Dong emerged from the early Chinese avant-garde art movement and
became an important artist with international influence in the development of Chinese contemporary art. It
explores the idea of the transience of human behavior in many fields, including performance, video, installation,
sculpture, photography, conceptual painting, curator of exhibition. Create and live with the idea of "no boundaries".
He has participated in numerous important international art exhibitions such as Kassel Documenta, Venice
Biennale, Sao Paulo Biennale, Gwangju Biennale, Istanbul Biennale, Taipei Biennale, Kochi Biennale, Liverpool
Biennale, Moscow Biennale, Guangzhou Triennale,and Yokohama Triennale. He had held large-scale Solo
exhibitions in New York Museum of Modern Art, Groningen Museum, Dusseldorf Kunst Hall, Shanghai Rock Bund
Art Museum and other places. He has won the Gwangju Biennale Award, CCAA China Contemporary Art Award
Outstanding Contribution Award, AAC Installation Artist of the year, Chinese Contemporary Art Power List Artist
of the year. His works have been collected by the Museum of Modern Art in New York, the Metropolitan Museum
of Art, the Guggenheim Museum, the Tate Modern, the Pompidou Centre, the M+ Art Museum in Hong Kong, the

Ullens Art Foundation and other major museums and art institutions.

Bao Songyu

Bao Songyu graduated from Nanyang Technological University in Singapore majoring in Interactive Media Art. His
works won the NTU Global Digital Art Grand Prix.

Bao is a maker-designer fixated with movement and physicality. His works ranges from installations to kinetic

sculptures with elements of robotics and technical design.

Choi Jeong—-Hwa

Choi Jeong-Hwa is an artist and designer, born in 1961 in Seoul, South Korea. He has worked in visual art, graphic
design, industrial design and architecture, focusing on popular culture and everyday life, and is best known for his
large-scale installation "Lotus". He is the director of Ghaseum Studio, a "Biennale artist," the "father of Pop art" in

Korea and "a symbolic figure representing the face of contemporary Korean art in the 1990s."
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Wang Zhiou

New media artist and founder of Blackbow. Visual design for the celebration of the 70th anniversary of the founding
of the People's Republic of China in 2019; Special expert of National Experimental Teaching Demonstration Center
(Digital Art and Creative Design Center); Visiting Professor, School of Experimental Art, Central Academy of Fine Arts;
Visiting Professor, Department of Music Artificial Intelligence and Music Information Technology, Central Conservatory
of Music; Master of Fine Arts tutor, Beijing Institute of Printing; Visiting Professor, School of Media Animation, Lu Xun

Academy of Fine Arts, China;

He was the chief curator of 2020 Shenzhen International Light and Shadow Art Season. He was named one of
FastCompany's "2019 Most Creative People in China Business 100(MCP100)" list; Tsinghua University "National Art
Fund - Art and Technology Innovation Talent Training Project for the Winter Olympics" enterprise mentor; Hubei Digital

Engineering Research Center, Huazhong University of Science and Technology.

Wang Jianwei

Born in 1958 in Sichuan, China, he now lives and works in Beijing. Since the 1990s, Wang Jianwei has been exploring
the influence of knowledge integration and interdisciplinarity on contemporary art, trying to create a new artistic
language by using methods of different disciplines, that is, the possibility of developing and establishing a new subject
from the cognitive level among numerous relationships. Practice an interdisciplinary way of looking at the world with
philosophical inquiry in the context of knowledge synthesis and give form to these practices. To this end, his artistic

work presents a variety of styles, spanning the fields of film, theatre, multimedia, installation, painting and text.

He has been invited to participate in numerous international film festivals, theatre festivals, art exhibitions and
important academic events, including the 50th Venice Biennale, the 25th Sao Paulo Biennale, the 10th Documenta,
and the 10th Yamagata International Film Documentary Festival in Japan. He has also held solo exhibitions at the
Walker Art Center in the United States, Genheim Art Museum in New York, Asia Pacific Center for Contemporary Art in
Sydney, Australia, Today Art Museum in Beijing, Ullens Center for Contemporary Art and other art institutions. In 2008,
Wang Jianwei received the 2008 Artist of the Year Award from the Foundation for Contemporary Art (FCA).

Gabriel Dawe

Gabriel Dawe was born in Mexico, where the abundant sunshine and vibrant artistic atmosphere of Latin America
endowed him with an extraordinary imagination. He received his undergraduate education in graphic design at the
University of the Americas in Mexico, before moving to the United States to further his studies and obtain a Master's in

Creative Arts at the University of Texas.

Gabriel's artistic interest lies in studying the visual spectrum of nature. He named his Rainbow series of large-scale silk
installations after the "Plexus", the blood vessels/lymphatics/nerve plexus that anatomically connect the functions of

the various parts of the human body.

Shirazeh Houshiary

Since rising to prominence as a sculptor in the 1980s, Shirazeh Houshiary’s practice has swelled to encompass
painting, installation, architectural projects and film.“l set out to capture my breath,” she said in 2000, to “find the

essence of my own existence, transcending name, nationality, cultures.”Veils, membranes and mists are leitmotifs in
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work that tries to visualise modes of perception, spanning the scientific and the cosmic while drawing on sources
as wide-ranging as Sufism, Renaissance painting, contemporary physics and poetry. Houshiary finds succour in
the transformation of material: Arabic words, one an affirmation the other a denial, are pencil-stroked onto canvas
so lightly, and clouded over by finely wrought skeins of pigment, that they morph in front of the naked eye and
defy reproduction. So too, aluminium armatures and elliptical brick towers, charged with dynamic tension, appear
different from every angle, as if negating their own presence; her commission for the East window of St Martin
in the Fields, London, presents a cross, warped and spanning from a circular motif, as if reflected in water.“The
universe is in a process of disintegration,” she says,“everything is in a state of erosion, and yet we try to stabilise

it.This tension fascinates me and it’s at the core of my work” (2013).

Shirazeh Houshiary was born in Shiraz, Iran in 1955, where she attended university before moving to London, UK
in 1974. She has a BA from Chelsea School of Art, London, UK (1979) and lives and works in London, UK. She has
had solo exhibitions at Singapore Tyler Print Insitute, Singapore (2016);The Douglas Hyde Gallery, Dublin, Ireland
(2007);Tate Liverpool, UK (2003); Museum SITE Santa Fe, USA (2002); Islamic Gallery, British Museum, London,
UK (1997); Magasin- Centre national d’art contemporain, Grenoble, France (1995), University of Massachusetts
Ambherst, USA (1994), Camden Arts Centre, London, UK (1993), Musee Rath, Geneva, Switzerland (1988),
and in 2013 her exhibition Breath was a celebrated Collateral Event of the 55th Venice Biennale, Italy. Major
group exhibitions include Fondazione Palazzo Albizzini, Collezione Burri, Citta di Castello, Perugia, Italy (2016);
University of Michigan Museum of Art, Ann Arbor, MI, USA (2014); Dayton Art Insitute, Dayton, OH, USA (2011);
Museum of Modern Art, NewYork, NY, USA (2007). She has also participated in numerous biennials including the
40thVenice Biennale,ltaly (1982),the 17th Biennale of Sydney,Australia (2010) and Kiev Biennale, Ukraine (2012).

She was nominated for the Turner Prize in 1994.

Liu Jiayu

Known for her immersive and evocative media installations, Jiayu Liu is a media artist based in London and
Beijing. She holds an MA from the Royal College of Art. Jiayu’s work often recreates and augments the natural
world and focuses on relationships between human, nature and the lived environment, exploring human behaviour
and response. Using live and static streams of data as well as digital technologies her installations enable new
communication nodes with audiences. Through spatial collage and displacement, the audience's behavioural
response and emotional resonance are aroused, which makes her creation itself repeatedly "re-created" by

audiences.

Her work has been featured on ITN N2K, WIRED, Inhabitat, Thecreatorsproject, VICE, Design Boom, Fubiz, Tatler
and more. She has been shortlisted for the Aesthetica art prize, Lumen digital art prize, and she has exhibited
internationally in museums and galleries including the V&A in London, K11 Art Space in Hong Kong, He Xiangning
Museum and Guan Shanyue Museum in Shenzhen, CAFA Museum, Times Museum, Today Art Museum and
Riverside Museum in Beijing, Power Long Museum and OCAT in Shanghai, London Design Festival, Kinetica
Art Fair London, London Fashion Week, Watermans Art Centre London and Guangzhou Triennial. She also has
collaboration with many brands (Audemars Piguet, Robb Report, Mo&co, OPPO, Lexus, Marie Claire) and some art
commession project for public spaces, such as Hanzhong road station and Glowwarm garden in Ruihong World in

Shanghai, Iceland in Sanya.

Marc Quinn

Marc Quinn is a famous British contemporary artist active in the field of world art. He graduated from the
University of Cambridge in 1985, majoring in art history. His art works mainly focus on the human body as the

theme of expression.

Lucas Samaras

Sculptor, painter, photographer and performance artist, he has been in the forefront of avant-garde trends and
artistic experimentation most of the second half of the 20th century. He has influenced younger artists, especially in
the field of film, photography, where his work has extended its limits to new and unexplored areas. A turning point in
his development can be considered the purchase, in 1969, of a Polaroid 360 camera, with which he makes his first
AutoPolaroids, mostly self-portraits. In recent years, he has begun filming short “iMovies”, where he appears alone,
distorting his body as he moves and poses through the frame. Samaras’ works are presently held at The Museum of

Modern Art in New York and the Tate Gallery in London, among others. He lives and works in NY.

Aristotelis Roufanis

Born in Athens, he is a London-based visual artist whose work focuses on patterns, textures and human interactions
defined by the condition of urban life and architecture. Fascinated by how humans build the environments they live
in, he has travelled the world extensively, creating images that combine meticulous digital editing with a very personal
artistic vision. His work has been exhibited at Miami Photo Festival, Zeitz MOCAA Cape Town, the 3rd Beijing Photo
Biennale, the Copenhagen Photo Festival and the Royal Academy of Arts in London. He is currently enrolled in the MA

Fine Art Digital course at Camberwell College, London.

Babis Venetopoulos

Born in Thessaloniki, he studied Painting at the Fine Arts School of the Aristotle University and continued with
postgraduate studies at ASFA (MA Digital Forms of Art). He is a Co-founder of Minotaur Digital Arts, a production
company specialized in 3D Animation and VFX for television and cinema. He is an Assistant Professor in the Visual and
Applied Arts Department of the School of Fine Arts, Aristotle University. His artistic research includes digital video, 3D
modeling and animation, interactive installations, 3D printing, VR/AR. He has participated in many exhibitions and has

worked as director of animation and other audiovisual productions.

Costas Tsoclis

Born in Athens, he studied fresco and encaustics in the Scuola delle Arti Ornamentali, Rome. Since the late 60s
he “doubts” the values of traditional painting and starts creating objects-situations, whereas since the early '70s
he creates constructions and installations by employing diverse materials and everyday objects. He introduces the
element of illusion and since 1978 he starts creating the series Trees and a little later his Seascapes. Since 1985 he
experiments with video and introduces real motion in painting by creating “live painting”. Since the '90s he realizes

constructions of monumental dimensions and is interested in video installations and performance.

Costas Varotsos

Born in Athens, he studied painting at the Accademia di Belle Arti in Rome and continued his studies in architecture
at the Arte Scuola di Architettura at the University of Pescara, Italy. He crosses the boundaries, on his work, between
painting and sculpture and demonstrates his interest in transparent materials and in the relationship between the
art and the environment. His renowned 8meter high sculpture “The Runner” is a landmark of central Athens. He has
received numerous awards for his overall work. He is member of the Academie Engelberg and professor at the School

of Architecture, Aristotle University of Thessaloniki.
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Costis

Costis is the editor of two literary and art magazines published in Athens, “Lotus” and “Praxis”. His first book of
poetry was published in 1974 and since 1970, he has been a regular contributor of essays, articles, poems and
drawings to many magazines. In 1975 his first Performance took place at an art gallery in Athens. He has had 30
solo shows in galleries and museums in Europe and has participated in more than 100 international group shows.

He has also engaged in a variety of projects and conferences / symposia on art, New Technologies, and poetry.

Dimitris Alithinos

Born in Athens, he studied painting at the Athens School of Fine Arts and the Academia di Belle Arti in Rome, and
architecture at the 'cole Spéciale d’Architecture in Paris. He appeared on the international art scene in the early
"70s and remains consistently present to this day through numerous solo exhibitions, happenings, performances
and artistic actions in Greece and abroad. He has participated in dozens of group shows, and has represented
Greece in major events such as the Biennials of Paris, Sao Paolo, Istanbul, Cairo and Venice. In 2015 he was
awarded by the Greek Art Critics’ Association (AICA HELLAS) for the contribution of his oeuvre to the history of
Greek Art.

Dimitris Tragkas

Up to the year 2000 his work was exhibited in important installations such as Zeppelin, The Centre of the World
and Geometria Universalis.His meditations on life and art are deeply ontological, as he engages with philosophy,
astronomy, acting, martial arts and journeys driven by the desire to explore the absolute, a quest into finding the
root of the source of all actions in the process of finding a deeper truth. From 2000 onwards he creates his trilogy
of works ‘The Traveler’, composed of “Ouranometria”, “Voyage to the Void” and “Theory of Everything”. At the

moment where his conscience is identified with the ‘act’, he is experiencing the Whole.

Eva Papamargariti

She grew up in Greece where she graduated from the Department of Architecture, University of Thessaly. She
holds a Master Degree on Visual Communication Design from Royal College of Art, London. Her practice focuses
on time-based media but also printed material and sculptural installations that explore the relationship between
digital space and material reality. She is interested in the creation of 2d/3d rendered spaces and scenarios which
provoke narrations based on obscure simultaneous situations happening on the verge of digital and physical
environments, blurring these ‘ecosystems’. She has exhibited her work in cities like, New York, Los Angeles, Paris,

London, Berlin, Seattle, Amsterdam, Shanghai, Toronto, Montreal and Athens.

George Drivas

Born in Athens, he has represented Greece at the 57th Biennale di Venezia, 2017. The atmosphere of his works
has a resemblance to film noir, retrofuturistic movies and documentary, impregnated with a sense of scientific
objectivity but also mystery, due to an ambiguity regarding the space and time in which their story unfolds. He is
the recipient of numerous awards namely, Best Experimental Film Award at London Greek Film Festival, London,
Special Mention at “Strange Screen”, Experimental Film and Video Festival, Macedonian Museum of Contemporary

Art, Thessaloniki, 2nd prize at VIl Media Art Forum, XXVII Moscow International Film Festival, Russia etc.
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George Zongolopoulos

Born in Athens, he studied at the Athens School of Fine Arts. In 1952, he moved to Italy where he specialized in bronze-
casting techniques, gradually turning towards abstract art. In the early years, his sculpture became anthropocentric
and, since the 1960s, he turned to abstraction, creating only metal works, in vertical and horizontal forms, animated by
the prolapse and the movement of light. In the 1970s, motion sub served by nature, radically changing his perception
of sculpture, which is increasingly associated with the environment and life. He received many official honors and his
works are held in major public spaces in Greece, Europe and America.

loannis Michaloudis

Visual artist, academic and researcher, he is recognized as one of pioneers in the field of Arts & Science, as he is a
researcher on the application of the NASA’s nanomaterial silica aerogene in Visual Arts, Design and Architecture. His
use of nanomaterial silica to create sculptures and art materials has allowed for new ways to think about materiality,
art and science. His academic, as well as his artistic background (12 solo exhibitions, more than 20 participants in
international Art & Science exhibitions and conferences across the world), paves the way for new interactions of

scientific research with Art and Design.

Manolis D. Lemos

Born in Athens, he works in a variety of media like painting, video, photography, sculpture, installation and sound that
focus on the ways we dream about tomorrow as well as on ideas of authorship, moral responsibility and emotional
expression in regards to the future. In 2018 he exhibited his work at the New Museum Triennial “Songs for Sabotage”
in New York and received the Stavros Niarchos Foundation artist fellowship. His solo exhibitions include “Feelings”,
Athens, 2019, “Tomorrow’s Corporate Love (Forgetting from Athens)” in Palais de Tokyo, Paris, 2017; “Crooked Grid
Crude Carrier”, 2015 and “Feral Remnants/Qinousses”, 2013 in CAN Christina Androulidaki Gallery, Athens.

Dr. Manthos Santorineos

Dr. Manthos Santorineos, digital artist and researcher, professor at Athens School of Fine Arts, has been active in
promoting art and technology, having established the Department of Art and Technology at the lleana Tounta Centre
(1987), the Fournos Center for Digital Culture (1991) and the Mediaterra Festival (1998). Since 2000 he is responsible
for the multimedia/hypermedia lab in Athens School of fine Arts. His works belong to the fields of video art, interactive
installations, net-based projects and VR. He is the author of the books De /a civilisation du papier a la civilisation du

numérique, (From Paper to Digital Civilisation) and “Gaming Realities” (Editor).

Dr. Stavroula Zoi

Dr. Stavroula Zoi is a computer scientist, researcher and instructor at the Athens School of Fine Arts, where she
teaches specialized technological aspects to artists and conducts research at the intersection of Art, Technology, and
Education. Since 1998 she has actively participated in numerous European and Greek-funded research projects and
to the organization of international workshops in collaboration with Higher Educations in Europe and Mediterranean

countries (Jordan, Egypt and Tunis) (stavroulazoi.com)



AJNLN3D 3HL 40 S3dAIL 3HL

@coc

NOILIGIHX3 L3V TVNOILVNAIILNI ANVSI d3MOT14d NV3IDO0

NOILONAO™U.LNI SLSILIVY

0]

Marianne Strapatsakis

She began her studies at the Technological Institute of Athens and continued in Paris, at the ENSBA, department
of Painting and Design. She also studied History of Art at the Ecole du Louvre and Plastic Arts of the University
of Paris I. Her artistic work has been characterized by the combination of classic art media (painting, sculpture,
drawing) with new media (video, interactive systems, sensors etc.) presenting Video-installations and Audiovisual
projects. She has presented forty-two solo exhibitions and has also participated in sixty-five group exhibitions
in various countries in Europe. She has also participated in conferences and festivals on Art — Technology -

Education.

Nausica Pastra

She was born in Kalamata, Greece in 1921. In 1957 she attended the Sculptural Seminar of Prof. Ewald Mattaré
at the Sommerakademie in Salzburg, Austria. From 1957 to 1962 she studied sculpture at the Akademie der
Bildenden Kiinste, in Vienna, Austria in the studio of Prof. Fritz Wotruba where she received the Diplome. From
1964 she lived and worked in Paris and from 1976 she worked in Paris, Athens and Thessaloniki. She has

accomplished a large variety of works and participated in many exhibitions.

Nikos Navridis

Nikos Navridis was born in Athens. He studied Architecture at the National Polytechnic School of Athens and Art
at the School of Fine Arts of Athens. From 2008 he is teaching as professor to the Athens School of Fine Arts. He

has realized and participated in many individual and group shows respectively.

Pantelis Chandris

Having studied at the School of Fine Arts, he has presented 14 individual exhibitions and has participated in
numerous group exhibitions in Greece and abroad. He has also been teaching at the ASFA since 2008. In 1992,
his work received the 1st prize from the Giannis & Zoe Spyropoulou Foundation and in 2010 he was awarded
1st prize by AICA Hellas. Handris is interested in all that is ephemeral, on human nature and loss. The body of
his work suggests and traces the notion of man. To him, corporality is an area which can help us understand
Existence. It also locates the human condition, which finds its place within a complex world governed by chance

and uncertainty.

Pantelis Xagoraris

In 1948, he begun studying Painting in combination with Math. He started exhibiting in 1957, while from 1959
onwards started publishing articles on art theory. In 1971 he used a computer for a first time in order to design
and produce a work, whereas in 1974 he worked at MIT with the support of a Ford Foundation fellowship. He
participated in many group exhibitions such as “The physiognomy of Greek Postwar Art: After Abstraction at the
New Forms Gallery” and “Metamorphoses of the Modern at the National Gallery” — Alexandros Soutsos Museum in
Athens. In 1996, he published his book titled “Transformations: Structure and mediation in art”.

Stelarc

He is a pioneer performance artist and his work relates to the body and the extension of its capabilities through
technology. His renowned use of robotics, prosthetics and body-modification explore the limitations as well as the
possibilities of the human body, ranging from flesh hook suspensions to electronic muscle stimulators connected to the
internet controlling his body as well as voluntary surgery on himself. Through his use of robotics, instead of creating a
whole new body, he is engaging with his own corporeality in relation to technology, as we observe the interaction of free

will and predetermined mechanical movement.

Stephen Antonakos

He is self-taught and has practiced painting from a young age. From the end of the Forties, he also practices collage.
From the Fifties, he creates constructions and assemblages from every day, discarded materials, cloth etc. In the early
Sixties he introduces the neon light into his work, while in the mid-sixties he begins to experiment with neon by also
designing site- specific, large-scale installations. In the mid-eighties, influenced by his frequent visits in Greece, his
work has references in byzantine tradition and art. He has presented his work in many solo and group exhibitions both

in Greece and abroad.

Takis

He worked, as an artist, in Greece, France and the United States. The key concepts that characterize his work are
Energy, Philosophy, Metaphysics and Matter. Being heavily influenced by the work of pre-Socratic philosophers and
the exploration of electromagnetic fields in the universe, he created the first ‘Signals’. In 1968 he worked as a research
fellow at the MIT Center for Advanced Visual Studies. Contemporary Art Center Forum remains one of the most
significant sonic events in contemporary art. Returning to Greece, he decided to establish the Research Center for the
Arts and Sciences. At the same time, he continued to exhibit throughout world, to travel, to search through mythology,

tradition, religions, theosophical theories and science.

Theo Triantafyllidis

His works relate to internet culture and treat themes like isolation, sexuality, violence, addiction and fear of failure.
Although based on simulation, there is an almost physical presence, especially to his 3D animation, which becomes
outrageous or overwhelming. Computer simulations, improvisations and failures, awkward interactions and precarious
physics are employed to produce visual gags. He has exhibited in various museums such as the Hammer Museum in
LA and NRW Forum in Dusseldorf, DE and galleries such as Meredith Rosen Gallery, the Breeder, Sargent’s Daughters,

Young Projects New Wight and Intelligentsia Gallery in North America, Europe and Asia.

Yannis Kranidiotis

His artistic practice focuses on the connection of art and science using multidisciplinary tools and mediums like light,
sound, motion, interaction, data processing, electronics and coding. In his works “lchographs” and “Lightification”,
paintings are transformed into soundscapes and pure light, using them as a starting point to create new visuals and
soundscapes from the sonification of their colors. His engagement with technology is evident in his experience in using
Raspberry Pi, Arduino, sensors, motors LEDs etc. in creating interactive installations and sculptures, and in his writing

code in many programming languages. He has worked on VR environment using Unity 3D to develop virtual artworks
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that users experience them with VR headsets.

Aspassios Haronitakis

Born in 1972 in Veroia, Greece, he is an international artist who has acknowledged for his creative achievements
worldwide. He graduated in 1994 from the Ecole Nationale Superieure de Beaux-arts, Paris. He has lived in Paris
since 1990 and has worked extensively on the human body and medical imagery (X-ray, MRI). His latest work is
the product of an extensive research with a specialized team of collaborators, such as doctors, radiologists and
technicians from General Electric (GE). His work has been shown in leading museums and art institutions and can

be found in major private and public collections around the world.

Theodoulos Gregoriou

Born in Malounda, Nicosia, Cyprus, he lives and works in Cyprus and Paris. He has studied Painting at the
Institute de Arte Plastice “N. Grigorescu” Bucurest (Scholarship from UNESCO), whereas in 1985, he received a
Scholarship from the French Government. (“Prix Matisse”). Cité Internationale des Arts and Ecole des Beaux Arts,
Paris. His participation in the Venice Biennale (Aperto 1990) was the beginning of a significant presence in the
international art scene. He has created monumental works in public spaces in Cyprus, France and Greece. He has

presented his work in important museums, in many solo and international group exhibitions.

Nikos Papadopoulos

Lives and works in Athens. Has studied painting at the Athens School of Fine Arts. In 2010 he obtained a
postgraduate degree in Fine arts from the same institution. Topics of his work for the last ten years have been
the gardens and their connection with the contemporary aesthetics and the current mode of life. The material
that he uses is mainly paper for his drawings and installations and sometimes soil. A basic element of his work is
the concept of dots and we can describe that as a dot-painting. He has made eleven solo shows and been part of

dozens of group shows.

Petros Moris

Born in Lamia, Greece, he lives and works in Athens. He has graduated from the Athens School of Fine Arts. Also
holds an M.F.A. from Goldsmiths University of London. He is currently studying for a PhD in Architecture at the
University of Thessaly. He has made many solo and two-person exhibitions and been part of group exhibitions
in Athens, London, Nantes, New York etc. He has a great tutoring and academic experience in Educational
Institutions such as NTUA, UTH e.tc. and has been awarded multiple scholarships and fellowships. He has

published many texts and editorials related to Art and Culture.

Stelios Faitakis

Born in Athens, where he lives and works, he graduated from the Athens School of Fine Arts under professor Rena
Papaspyrou in the School’s 3rd painting studio. He has attended Iconography classes, as an optional module,
under the mentorship of Mr. Sozos Giannoudis. Faitakis’s works have been displayed in various solo and group

exhibitions in Greece and abroad. His most recent solo exhibition took place in 2018 at the Rabouan Moussion

Gallery in Paris entitled "Scientific Doctrine". In addition to painting, he regularly practices martial arts, taking part in

Osteopathy seminars, Qigong and other elements of Traditional Chinese Medicine.

Lydia Venieri

Born in Athens, she is a multi-media artist whose work ranges from sculpture to installations incorporating painting,
photography, video, the Internet and even the iPhone. Her work is inspired by everyday mythology and symbolism. In
2000 she was awarded the Academie Francaise Medal for Sculpture. Her work has been featured in numerous solo
and group exhibitions worldwide. Since 1997 she has been based in New York where she has created her trilogy also
including video series. In 2013 Venieri created the Mykonos Biennale. For the last ten years, Venieri has been working

on two projects possessed by the spirit, the life, and the works of Lord Byron.

Chryssa Vardea Mavromihali

Born in Athens, she studied at the Academie de la Grande Chaumiere in Paris and then she continued her studies at
the California school of Fine Arts in San Francisco. She drew her inspiration from images of modern life in big cities,
emphasizing on the linguistic symbols dominating the mass communication media, in printed forms and mostly on
the big radiant signs and billboards. Her work, especially with the use of neon, is a typical example of reflection on the
modern era and the mass culture. She was particularly interested in the Chinese ideograms on the facades of China

Town's shops.

Yioula Hadjigeorgiou

Born in Paphos, Cyprus, she has graduated with honors in Painting and Engraving from the Athens School of Fine
Arts and continued with postgraduate studies at the National Technical University of Athens in the design of indoor
and outdoor spaces. She has a significant international presence, as she has participated in a total of five Biennales in
Brazil, Egypt, Spain but also in exhibitions in the USA, China, Turkey, Bratislava, Nicosia, Paris, Brussels, Amsterdam
etc. Her works have been presented in important galleries, museums, cultural institutions and institutions such as the
House of Letters and Arts, Gounaropoulos Museum, Athens Art Gallery, Athens Olympic Games, lleana Tounta Gallery,
Art Athina etc.

C éleste Boursier-Mougenot

Céleste Boursier-Mougenot (born 1961 in Nice, France) is a modern French artist. He lives and works in Séte, France.

Boursier-Mougenot's works unite musical and visual spheres and contain unexpected sources of musical sounds.
Situations or devices are created which provide the means for musical events to be expressed visually or visual
information acoustically.The composer Boursier-Mougenot creates the set of standards for sound producing rather

than music. The artist tests the acoustic potential of usual objects, situations, and actions.

Zhan Wang

Zhan Wang was born in 1962 in Beijing, China. In 1996 he graduated from the sculpture department of the Central
Academy of Fine Arts (CAFA) and he currently lives and works in Beijing where he teaches sculpture at CAFA. His
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art uses simple materials to formulate complex assemblages and issues. The experimentation in his art can be
compared to a mind game, seeking a balance between amusement, temperament and sensation, bringing viewers
surprises and revelations but never clear answers. The “Mao Suit” series was first shown in 1994, the “Artificial
Rock” (Jiashanshi) series was produced in 1995; the “My Universe” series was produced in 2010; the “Forms in

Flux” series was first shown in 2017; and the “Sensing” series was produced in 2019.

Tony Cragg

Tony Cragg is among the leading sculptors of his generation. Constantly pushing to find new relations between
people and the material world, there is no limit to the materials he might use, as there are no limits to the ideas or
forms he might conceive. His early, stacked works present a taxonomical understanding of the world, and he has
said that he sees manmade objects as “fossilized keys to a past time which is our present”. So too, the floor and
wall arrangements of objects that he started making in the 1980s blur the line between manmade and natural
landscapes: they create an outline of something familiar, where the contributing parts relate to the whole. Cragg
understands sculpture as a study of how material and material forms affect and form our ideas and emotions. His
work does not imitate nature and what we look like, rather it concerns itself with why we look like we do and why

we are as we are.

Tony Cragg was born in Liverpool, UK in 1949 and has lived and worked in Wuppertal, Germany since 1977. He
has a BA from Wimbledon School of Art, London, UK (1973) and an MA from the Royal College of Art, London, UK
(1977). Among many major solo shows he has exhibited at The State Hermitage Museum, St Petersburg, Russia
(2016), Benaki Museum, Athens, Greece (2015), Heydar Aliyev Centre, Baku, Azerbaijan (2014), CAFA Museum
in Beijing, China (2012), the Scottish National Gallery, Edinburgh, UK (2011),Tate Gallery Liverpool, UK (2000),
Museo Nacional Centro de Arte, Reina Sofia, Madrid, Spain (1995), Stedelijk van Abbemuseum, Eindhoven,The
Netherlands (1991) and Tate Gallery, London, UK (1988). He represented Britain at the 43rd Venice Biennale in
1988 and in the same year was awarded the Turner Prize at the Tate Gallery, London, UK. He has been a Professor
at Ecole Nationale Superieure des Beaux Arts, Paris, France (1999-2009) and Professor at Kunstakademie,
Dusseldorf, Germany (2009 - present). He was made a CBE in 2003, elected a Royal Academician in 1994;
received the Praemium Imperiale for Sculpture,Tokyo, Japan (2007) and he was Awarded the 1st Class Order of
Merit of the Federal Republic of Germany (2012).

Anish Kapoor

Anish Kapoor is one of the most influential sculptors of his generation. Turner Prize winner, he creates elegant
sculptures that combine simple materials, geometric shapes, and organic forms. After first establishing his
reputation in the 1980s with biomorphic sculptures in limestone and other natural materials, Kapoor began to

explore the theme of“the void”in large-scale works.

Kapoor’s artistic dialectic is incarnated by sublime artwork whose spiritual enterprise finds a subtly differing
ontological response in every viewer. For Kapoor, recognition of a certain spirituality is key to his working process,
and for him art has assumed an almost religious purpose. In an era witnessing widespread disillusionment with
traditional belief systems, Anish Kapoor invests the void with identity, and in so doing creates the spiritual

manifestation of infinite potentiality.

His work has been shown in the most important museums and institutions throughout the world. Recent solo
exhibitions include Parque de la Memoria, Buenos Aires (2017) ; MACRO Museo d’Arte Contemporanea, Rome
(2016); MUAC Museo Universitario Arte Contemporaneo, Mexico City (2016) ; Chateau de Versailles, France
(2015), etc. He has taken part in numerous group exhibitions in contexts such as the Serpentine Gallery, London;
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Documenta IX, Kassel; Moderna Museet, Stockholm; the Centre Georges Pompidou and the Louvre in Paris, etc.

Xu Bing

Xu bing was born in Beijing in 1968 and graduated from the sculpture Department of the Central Academy of Fine Arts
in 1995. He taught at Shanghai Normal School from 1999 to 2007. His ancestral home is Wenling, Zhejiang Province.
He was born in Chongqing, China in 1955 and grew up in Beijing. In 1977, he was admitted to the printmaking
Department of the Central Academy of Fine Arts in Beijing, and graduated in 1981 to teach in the school.He received a
master's degree from the Central Academy of Fine Arts. In 1990, he visited the United States as an honorary artist. In
2007, he returned to China and became vice president, professor and doctoral supervisor of Central Academy of Fine

Arts. In 2014, he became the director of its academic committee. He lives and works in Beijing and New York.

His works have been exhibited at the Museum of Modern Art in New York, the Metropolitan Museum of Art, the
Guggenheim Museum of Art, the Sackler National Gallery of Art in Washington, the Spencer Spencer Museum of Art
in Kansas, the British Museum, the Victoria and Albert Museum, the Queen Sofia National Gallery in Spain, the Miro
Foundation Gallery, the Museum of Contemporary Art in Australia, the Art Museum of New South Wales, and Canada
The National Gallery, the National Museum of Art in Prague, the Luwig Museum in Germany and other art institutions
exhibited; Participated in the Venice Biennale, Sydney Biennale, Sao Paulo Biennale, Johannesburg Biennale and other

international exhibitions.

In 1999, he received the MacArthur Award, the most important individual achievement award in the United States,
for his "originality, creativity, personal direction, and ability to make significant contributions to society, especially in
the fields of printmaking and calligraphy." In 2003, he won the 14th Asian Culture Award in Fukuoka, Japan "for his
contribution to the development of Asian culture". In 2004, he won the first Wales International Visual Arts Award
(Artes Mundi). In 20086, he received the "Printmaking Art Lifetime Achievement Award" from the National Association
of Printmakers. In 2010, he was awarded an honorary doctorate in Humanities by Columbia University. In 2015, he was
awarded the title of Andrew Dickson White Professor by Cornell University and awarded the Medal of Art by the U.S.

Department of State.

Mark F - Cooper

Mark F-Cooper(born 1950 in Evansville, Indiana, USA) has lived and worked in Boston for 20 years, creating ceramics,
photography, painting, and sculptural installations. Cooper received a bachelor of Science degree from Indiana
University in 1972 and a Master of Arts degree from the Boston Museum of Art School in 1980. He has received several
public art commissions and grants from the Boston Medical Center, received the Massachusetts Cultural Council Arts
Grant, the Gund Tourism Grant (Bali), and served as the recent Rei Kawakubo COMME DES Commissioned artist for
GARCONS 'flagship store in New York City. In 2006 Cooper published a book, Making Art Together, through Beacon
Press, which focuses on building participatory and collaborative art practices. Mark Cooper currently teaches at both

Boston College and the Boston Museum of Art School.

Xu Zhongmin

Born in Sichuan province, Xu Zhongmin graduated from the printmaking department of Sichuan Fine Arts Institute in
1987 and moved to the UK in 1992.

He has held solo exhibitions in Beijing, Well Hung Gallery in London, England, and the International City in Paris, France.
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Important exhibitions invited to participate include participating in the Shenzhen/Hong Kong Biennale of City/
Architecture, Venice Biennale parallel exhibition, Seville Biennale, the first Chinese Contemporary Art Triennale
and so on. He has participated in artist visits to the Royal Academy of Fine Arts and artist residency programs at
the Caribbean Center for Contemporary Art. He has won many international art awards such as the 2000 Arts
Council of England Award, the 4th Sapporo International Printmaking Biennale, and the Pollock International Art
Foundation Award. His works are collected in the British Museum, Osaka Modern Art Center, M+ Art Museum,
Hong Kong, White Rabbit Art Museum and LVMH Art Collection.

Florian Schmeiser

Florian Schmeiser was born in 1971 in Bylskobiara, Poland, grew up in Stockholm, Sweden, studied art at the
Vienna Academy of Fine Arts, and is a visiting professor at the Faculty of Fine Arts of the University of Ostrava,

Czech Republic.

Working in the field of music and media arts, including sound, performance, photography and video,Participated
in the Expo Shanghai, Vienna Triest, Mozartfestival Vienna and other places of sound performance. He has held
exhibitions in BAsian Art Expo Beijing, Plateaus Art Gallery Chengdu, Rencontres Internationales Paris and other

places.

Qiao Cun

Qiao Cun, graduated from Beijing Film Academy in 2015, majoring in character modeling. Young artist, works in

paper cutting and installation art, and teaches art courses at Harrow International School.

Qiaocun's modern paper-cut art represents the boundaries of a new generation of young artists experimenting
with traditional paper-cuts. Qiao Cun made a bold attempt to re-present the local paper-cut language. She
converted the paper material into industrial metal material, and she made paper-cut return to the artistic public
space of contemporary architecture. As an architect, Cao Liang pushed forward her desire to implement paper-
cut re-presentation in architecture. Works participated in the Central Academy of Fine Arts student paper-cutting
workshop exhibition, Chinese paper-cutting went to Europe, Luxembourg, Germany paper-cutting exhibition art

projects, engaged in paper-cutting performance and cultural promotion.

Lu Zhengyuan

Lu Zhengyuan was born in 1982 in Dalian, Liaoning Province, and now lives in Beijing. He received his Master
of Fine Arts degree from the Central Academy of Fine Arts in Beijing, and is currently a professor of the Central
Academy of Fine Arts, deputy director of the Basic Department of Modeling of the Central Academy of Fine Arts,

and a member of the Chinese Sculpture Society.

Lu Zhengyuan has always resisted rigid creation styles and methods, and his works touch on various art forms
such as sculpture, painting, installation and video. He often focuses on the realities of everyday life, on things
that are on the margins or not easily defined, looking for artistic expression between everyday experience and
indescribable perceptions. His work covers a wide range of media and topics, showing dichotomies and similarities
between illusion and real space, and playing with the real and the false in a way that approximates humor.His
works have been exhibited at the 13th National Art Exhibition, the 9th Shanghai International Biennale, the
14th Curitiba Biennale in Brazil and other domestic and foreign exhibitions, and he has held solo exhibitions

at important art museums and institutions such as UCCA and Taikang Space in Beijing. In recent years, Lu

559

Zhengyuan has taken public art as his main research direction, organizing and planning art exhibitions.

Zhi Min

Zhi Min, born in 1975. He is currently the vice president, professor and doctoral supervisor of the Chinese Academy of
Sculpture, Chinese National Academy of Arts. Member of the Creation Committee and Teaching Steering Committee
of the Chinese Academy of Arts. In 2007, he graduated from the Sculpture Department of the Central Academy of
Fine Arts with a Master of Arts degree. From 2006 to 2007, he studied at the Rhode Island School of Design (RISD). He
graduated from the Central Academy of Arts and Crafts in 1997 with a Bachelor of Arts degree.

Paul Parrella

Cumana, estado Sucre, Venezuela, 1980. Reside y trabaja en Caracas, Venezuela. Lic. en Artes Plasticas. Instituto

Universitario de Estudios Superiores de Artes Plasticas Armando Reverén (2005).

EXPOSICIONES COLECTIVAS:2010 arteBA’™10 Feria de Arte Contempordneo. Buenos Aires, Argentina.2008 Ojo
Latino, la mirada de un continente. Coleccién Luciano Benetton.Museo de Arte Contemporaneo (MAC), Santiago, Chile
Espacio Arte Abierto de Fundaciodn Itau, Santiago, Chile.2008 33 Salén Aragua. Museo de Arte Contemporaneo Mario

Abreu de Maracay

Yan Feng

Yanfeng was born in 1978 in Beijing, China.

From 1996 to 2000, | majored in painting at the School of Fine Arts, Tsinghua University; from 2002 to 2004, | majored
in painting at the Birmingham College of Art and Design (BIAD); from 2004 to 2007, | majored in New media at the San
Francisco Art University (AAU). From 2007 to 2016, he was an associate professor at the Central Academy of Fine

Arts, and is currently an Associate Professor of Chinese Art.

Ali Ahmad Said Esber

Born in 1930 in rural northern Syria. He graduated in philosophy from the University of Damascus and received a
doctorate in literature from St. Joseph's University in Beirut. Adonis has written more than 50 works, including poetry,
literary and cultural reviews, essays, and translations. Adonis is not only the most important poet, thinker and literary
theorist in the Arab world, but also enjoys a high reputation in the world poetry circle. Critics say that Adonis's influence
on Arabic poetry is comparable to that of Pound or Eliot on English poetry. Adonis's profound reflection and fierce

criticism of Arab politics, society and culture also caused controversy in the Arab cultural circle and had a wide impact.

Adonis is a poet, thinker, literary theorist, translator and painter. He is the most outstanding contemporary Arab poet
and thinker, and enjoys a high reputation in the world poetry circle. His views on the innovation and modernization of
poetry are far-reaching and have caused great controversy in the Arab world. More than twenty collections of poetry
have been published to date: The First Psalms (1957), Leaves in the Wind (1958), The Song of Mikhal of Damascus
(1961), Memories of the Wind (1961), and The Hour of Ashes Among Roses (1970) ,This Is My Name (1971),
Correspondence and Inception (1979), The Book of Migrations (1982), A Tribute to Hazy Clarity (1988), The Beginning
of the Body, the End of the Sea (2000), The Head of the Day, The Shoulder of the Night (2008); He is the author of



AJNLN3D 3HL 40 S3dAIL 3HL

@coc

NOILIGIHX3 L3V TVNOILVNIILNI ANVSI d3MOT14d NVID0

NOILONAO™U.LNI SLSILIVY

560

nearly 20 books, including An Introduction to Arabic Poetry (1964), Drama and Mirrors (1968), The Age of Poetry
(1972), Stability and Change (1975), The Shock of Modernity (1980), and Prayers and Swords (1993) Stability
and Change, which aims to rewrite the history of Arab thought and literature, was published in four volumes,
causing a shock in the entire Arab cultural circle and is widely recognized as a classic work in the study of Arabic

literature and culture.

Li Yuanchen

Born in Xi 'an, Shaanxi Province, he graduated from the Sculpture Department of Xi'an Academy of Fine Arts with
a bachelor's degree in 2010. In 2016, he graduated from the Sculpture Department of the Central Academy of

Fine Arts with a master's degree. Currently working and living in Beijing;

He was invited to participate in important exhibitions including China Sculpture Biennale, East Lake 2016
National Youth Sculpture Invitational Exhibition, etc. His works have been exhibited in Beijing Red Gate Gallery,
Copenhagen Danish Art Museum and other places. He has won the first prize of Delong Cup Young Artists Steel
Art Creation Camp and the all-domain public art installation of Wuxiang Mountai Design Competition, Dayun
sculpture creation best use of materials award, as well as Wang Ziyun Art Award, Zeng Zhushao Scholarship. His

works are collected by Chengdu Blue Top Art Museum and other art institutions.

Sui Jianguo

He was born in 1956 in Qingdao, Shandong Province, and graduated from the Fine Arts Department of Shandong
University of Arts with a bachelor's degree in 1984. In 1989, he graduated from the Sculpture Department of
Central Academy of Fine Arts with a master's degree. He is now a professor at the Sculpture Department of the
Central Academy of Fine Arts, working and living in Beijing. Sui Jianguo, in his more than 30 years of artistic
practice, has an understanding of the concept of creation, the form of works, the choice of media, the treatment

method, the time and space experience and many other aspects.

He has participated in many international art group exhibitions, including the Los Angeles County Museum of Art
in the United States, the Grand Palais in Paris, France, the Nice Marg Foundation Museum and other important
institutions, and was invited to participate in the 9th Battenberg Sculpture Biennale, the 4th Guangdong Biennale,
the 9th Shanghai Biennale and so on. In addition, he has recently held personal exhibitions in Beijing One
American Art Museum, Beijing Minsheng Modern Art Museum, Shenzhen OCAT, Pace Gallery, Friedman Square in
Central Park, the United States, the British Museum, the United States Asian Art Museum and other institutions.
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Chief Curator/Publishing Editor in Chief
Wang Chunchen

Professor Wang Chunchen is a famous curator and critic, he is Deputy Directory and the Chief Curator the CAFA Art
Museum at the Central Academy of Fine Arts in Beijing, China, also director of The Research Center of Contemporary
Art Criticism & Curating of CAFAM; Member of the Curatorial Committee of China Artists Association,as well as Adjunct
Curator at the Eli and Edythe Broad Art Museum at Michigan State University (2012-2016). Visiting Professor of
University of New South Wales, Also specially-appointed professor by Sichuan Academy of Fine Arts, Tianjin Academy
of Fine Arts, Xi’an Academy of Fine Arts, and Beijing Normal University.

In 2012 he was an adjunct curator at the Broad Museum of Art, Michigan State University, USA. In 2013, he
was appointed as the Curator of the Chinese Pavilion at the 55th edition of the Venice Biennale. Wang is also a
Deputy Principal Editor of the UK-based Journal of Contemporary Chinese Art and Editor-in-Chief of The Chinese
Contemporary Art Series published by Springer-Verlag, Germany. Wang has been invited to travel all over the world to
participate in symposia and forums and to give lectures. In 2015, he was invited by Tate Research Center: Asia to be a

Visiting Fellow.

Wang Chunchen has also greatly influenced Chinese contemporary art criticism with his translations of over ten
books of art history and theory, such as After the End of Art (Arthur C. Danto), The Abuse of Beauty (Arthur C. Danto),
Art Since 1940 (Jonathan Fineberg), The Language of Art History, Theory in Contemporary Art Since 1985, etc. In
2009, he was honored with the coveted Chinese Contemporary Art Awards — Critic Award, one of many awards he
has received for his input in art criticism. This particular award led to the writing and publication of Wang’s book Art
Intervenes in Society—A New Artistic Relationship. In 2013, Wang published his two volumes of essays, The Democracy

of Art and The Politics of Images.

Besides this exhibition, other notable shows that Wang has curatedor been involved in organizing include:

- Questioning on Painting: Five Artists, CAFAM, Beijing, 2024

- A Brief History of Photography: Documentary Exhibition of Books Donated by Christopher Phillips, CAFAM, Beijing,
2023

- Crypto Art: A New Possibility of Art, 2023, CAFAM, Beijing

- Coordinate: New Paintings in China since 2000, Shanxi Contemporary Art Museum, 2023

- Miro: The Poetics of Garden, Shanxi Contemporary Art Museum, Taiyuan, 2022

- Super Fusion - 2021 Chengdu Biennale,Chengdu,China,in which British artists are invited,;

- IN THINKING——the Intellectual History and Methodologies of Chinese Contemporary Art, 2020, GuangDong Museum
of Art, Guangdong, China;

- The Gaze of History - Contemporary Chinese Art Re-visited, 2019, Jupiter Museum of arts, ShenZhen, China;

-Ink and Things—The second biennial exhibition of WuHan Ink Art, 2019, WuHan Art Mu-seum, WuHan, China;

- Anish Kapoor, 2019, CAFA art museum,Beijing, China;

- Jizi-The Journey of Spirit, 2019, Shijiazhuang Art Museum, Shijiazhuang, China;

-Mac Quinn,Under the Skin,2019, CAFA art museum,Beijing,China;

- Now: Dialogue on Female Chinese Contemporary Artists, 2018, Centre for Chinese Contemporary Art (Manchester,
Middlesbrough Institute of Modern Art (Middlesbrough); Nottingham Contemporary (Nottingham) and Turner
Contemporary (Margate), HOME (Manchester), UK;

- The Dimensions of Land: Writing Contemporary with Art, 2018, Lushan Art Museum, Loudi, China;

- Lark in Sky: Eleven Young Contemporary Artists, 2017,

- Duishan Art Museum, Xiamen, China;

- Pursuit by Ink: The First Wuhan Ink Art Biennale, 2017, Wuhan Art Museum, Wuhan, China;

- Screen Test: Chinese Video Art Since the 1980s, 2017, CAFA Art Museum, Beijing;

-Fendez-Vous: Young French & Chinese Art, 2017, CAFA Art Museum, Beijing;

- Fire Within: A New Generation of Chinese Young Women Artists, 2016, Art Museum at MSU, Michigan, USA;
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-The 2nd CAFAM-Future Exhibition—Observer-Creator: The Reality Representation of Chinese Young Art, 2015,
CAFA Art Museum, Beijing

-Future Returns: Contemporary Art from China, 2014, Broad Art Museum at MSU, Michigan, USA;

-Transfiguration: The Presence of Chinese Artistic Methods in Venice, 2013, Chinese Pavilion at the 55th Venice
Biennale, ltaly;

-Conceptual Renewal: A Brief History of Chinese Contemporary Photography, 2012, Si Shang Art Museum, Beijing
-The First Shenzhen Independent Animation Biennale, 2012, OCT-LOFT, Shenzhen, China;

-The 1st CAFAM-FutureExhibition—Sub-Phenomena: A Report of the State of Chinese Young Art, 2012, CAFA Art
Museum, Beijing

-CAFAM Biennale: Super-Organism, 2011, CAFA Art Museum, Beijing, China;

-Mixed Maze, 2008, Red Mansion Foundation, London, UK;

-Supernatural—China’s Photography in the New Century, 2008, ArtGate Gallery, New York, New York, USA.

chunchenwang@126.com; wangchunchen2008@gmail.com
mobile:0086-13811483436 (what's App)

Publishing Editor in Chief
Paul Gladston

Paul Gladston is the inaugural Judith Neilson Chair Professor of Contemporary Art at the University of New South
Wales, Sydney and a distinguished affiliate fellow of the UK-China Humanities Alliance, Tsinghua University,
Beijing. He is co-editor of the book series Contemporary East Asian Visual Cultures, Societies and Politics and
was founding principal editor of the Journal of Contemporary Chinese Art. His recent book-length publications
include the collected editions Rethinking Displays of Chinese Contemporary Art - Diversity and Tradition (2024),
China and Translation Studies (2023) and Visual Culture Wars at the Borders of Contemporary China (2021)
as well as the monograph Contemporary Chinese Art, Aesthetic Modernity and Zhang Peili: Towards a Critical
Contemporaneity (2019). Gladston's monograph Contemporary Chinese Art: A Critical History (2014) was
awarded 'best publication' at the Awards of Art China (2015). He was an academic adviser to Art of Change: New
Directions from China (Hayward Gallery, Southbank Centre, London 2012) and has co-curated several exhibitions
of Chinese contemporary art, including 'Rain on the Platform: Tan Lijie, Selected Works' (NCKU Gallery, Taiwan
2024), ‘Enchanted Realities: Tan Lijie, Selected Works 2013-2022’ (Salamanca Arts Centre, Hobart, Australia
2023), ‘Dis-/Continuing Traditions: Contemporary Video Art from China’ (Salamanca Arts Centre, Hobart 2021)
and ‘New China/New Art: Contemporary Video from Shanghai and Hangzhou’ (Djanogly Gallery, University of
Nottingham, UK 2015).
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POSTSCRIPT

This volume is a record of the major international art invitational exhibition, ‘Tides of the

Century’ which was staged at the Ocean Flower Island Museum in Hainan, People’s Republic of
China in 2021. The exhibition was planned to take place in 2020 but delayed until 2021 due

to the COVID-19 pandemic, which made the direct participation of artists and transportation of
artworks impossible. Organization of the exhibition’s opening, as the pandemic began to abate,
still required enormous effort. Nevertheless, it became one of the largest exhibitions held in China
and even globally during 2021, involving over 80 artists, more than 140 works, and participants
from 23 countries.

The design of this volume was completed soon after the ‘Tides of the Century’ exhibition closed
but publication postponed due to a number of factors. In August 2023 lead Curator of the
exhibition Wang Chunchen travelled to the University of New South Wales, Sydney Australia as
a UNSW Judith Neilson Visting Professor. During his visit Wang discussed the volume’s delayed
publication with Paul Gladston, the UNSW Judith Neilson Chair Professor of Contemporary Art
(UNSW JNCCA) and a member of the international advisory board of the ‘Tides of the Century’
exhibition. Gladston immediately offered to support the volume’s publication through the
endowed funding of the UNSW Judith Neilson Chair of Contemporary Art. This support by the
UNSW JNCCA is part of wider collaborative project between Wang and Gladston which aims to
promote academic research into and the international dissemination of Chinese contemporary
art. Arrangements were subsequently made with the designer, publisher, and printing factory
to publish the volume. After more than a year of refinement, it was finally published and made
available to readers in May 2025.

This is a historically significant outcome of international artistic, curatorial and academic
collaboration. We are grateful to the organizers, participants, and all the artists who contributed.
Your outstanding work made the ‘Tides of the Century’ exhibition and its accompanying volume
possible. We are also grateful to Xue Tianchong for his meticulous designing of the volume and to
China Arts and Entertainment Group Ltd. for their strong and enduring support. Let’s continue to
work together to promote international artistic exchange and academic research.

This is the first volume in the UNSW Judith Neilson Chair of Contemporary Art Editions Series.
The JNCCA Editions aim to publish works in revised or amended form that are of significance to
an international understanding of contemporary art with a particular emphasis on the Sinosphere
(Mainland China, Hong Kong and Taiwan).

Wang Chunchen with Paul Gladston
18 April 2025
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FHtERYIE: 10:00-19:00 (A—Z=EAR)
OPEN AND CLOSE TIME: 10:00 - 19:00
( MONDAY TO SUNDAY )

Ocean Flower Island Museum
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PET4m | XEShBEmE

Scan the QR code
Pay attention to Ocean Flower Island Museum

SRR BIE:
Museum Contact Number: 0898-32668099



(tHCiRE—2020 EFFZAREIERE )
[THE TIDES OF THE CENTURY-2020 OCEAN FLOWER ISLAND
INTERNATIONAL ART EXHIBITION]

e
Editor-in—chief

RiEimiE
Editor

BERit
Designer

bR
Publisher

ik
Address

EBif
Tel

E=
Fax

EPJmY
Printed by

HAg
Size

kIR
First Edition

ISBN

WRINFRE BB 5R

EE%JT—ZQ\ IEL‘EI\-\L%
Wang Chunchen & Paul Gladston

ZR5098

Li Zhiming

BERTE, BRE

Xue Tianchong, Zhao Jiahui

S hiAL

BAUHINIA PUBLICATION

aie LW FiEET 200 SEEFOAE 10 #1001 =

FLAT 1001 10/F, WEST TOWER, SHUN TAK CENTRE,200
CONNAUGHT ROAD CENTRAL, HONG KONG

(852) 28583902
(852) 28583902

(852) 25464582
(852) 25464582

JERKIBEDRIBIRAE]
Beijing Yongcheng Printing Co.,Ltd

210 x 285mm
210 x 285mm

2025 F 5 BE—hR
05. 2025

978-988-76394-0-4

988 7T
¥ 088 (CNY)

All rights reserved. Any infringement will be prosecuted.

ABRLEMREE T HREERETXZRER - BRFISNERNHEEER
JNCCA HHRIRB YRR o

This publication was made possible with the support of
the endowed funds of the UNSW Judith Neilson Chair of
Contemporary Art and the JNCCA Editions.











