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Feeling is an ambivalent thing.

lts fine threads are long and meandering, softly enfolding
our skin and our hearts. It connects our body and the world,
channelling inexplicable tremors and heart beats. It is the
vines growing out of our bodies, the tentacles we extend to
the world. It is the fine silk spit out by the world, the gauze
that wraps and shapes us.

“Follow the Feeling” by Julie Sue was a popular hit in
mainland China in the early 1990s. As the song spread,
“feeling” became a must-have for the individual of the
post-economic reform era. In the music video, with her
modern chic look, Julie Sue traverses between cities, ports
and highways, relating the ever freer and uninhibited
individual guided by “feeling”. Since that era of acceleration,
along with the dynamic rhythm of pop music, an
unprecedented speed has been unleashed in the Chinese
body in search of “modernity”. Propelled and conducted by
“feeling”, we are carried along the flow, to the coasts, the
factories, the metropolis. Summoned by feeling, the
displacement of the body drags along with it the flow of
capital, the changes of social class and the restructuring of
emotion. And yet, as indicated by the song’s title, “feeling” is
something to be followed. It is not the spontaneous overflow
of something internal, personal and natural, but more an
external force that leads us forward. In the music video, the
“feeling” that guides the singer’s constant movement is
never manifest; it is hidden in the dynamic rhythm, between
styles of fashion, underneath extended highways, ghost-like.
What the exhibition “Follow the Feeling” attempts to outline
is precisely this “feeling” that has begun in the economic
reform and continues summoning us to depart and move
on, as well as its entangled discourse surrounding emotion
and development, intimacy and the market economy.

10 Foreword

The highway provides a spatial clue for the search of
“feeling”. Following the narrow, “highwayesque” spaces of
Times Museum, the exhibition route explores the traces of
“feeling”. These traces lead us deep into the highway’s
foundation, wherein is occasionally projected the domestic
spaces of Times Rose Garden below the museum,
reminding us of how private life and public infrastructure
intertwine.

The highway is always smooth and flat, ever-spreading. It is
the tentacle of modernity, extending within and without the
national border, forging trade routes, national narratives,
individual and national emotions. In the visual and sound
literature of China from the mid-20th century on, emotions of
“worship” and “obsession” have often been fabricated in the
propaganda of heavy industry and infrastructure. If the
capitalist commodity economy has produced desire and
objects of desire, then the socialist production of desire is
often hidden within the discourse of construction and
development. The ubiquitous road planning and urban
development of contemporary times continue to produce
this aesthetics of “modernity” and “development”,
propagating the emotions of smoothness, freedom,
cheerfulness, futurity, and internationalism.

In walking, people practise the various verbs, performing a
self-fashioned “feeling”: galloping, pursuing, wandering,
riding the wind and waves. Like fine threads pulled out of
constant partings and encounters, imperceptibly the long
and meandering path forward tugs at our thoughts and
sleep: money, home, endurance, grit, wistfulness, and
missing someone. One end of the highway lies the
hometown rendered dreary and lifeless by mass
urbanisation, and the other, the promised land that seems
like a mirage. The traveller has no choice but to keep
trekking. In this forward march, “feeling” becomes the many
bodily sensations, memories, styles and desires in our daily
experience under the rhythm of development. “Feeling” is
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pieces of velvet smoothly enveloping the asphalt road, the
catchy rhythmic beats; the singing pop star’s swagger from
the music videos; the ethnic minority women’s costumes
and exotic landscapes; and a romantic textile layered by
grids and measuring tools.

In the market economy boom and bourgeois lifestyle
brought about by the economic reforms, “feeling” is also
currency, commodity, skill and norm, attached to styles,
smiles, whispers, songs, sympathies, reproaches, and
converted into wages, tips, rewards, and positive comments.
It is like the colourful slime on the short video platform,
changing its shape at will as it is being squeezed and
pressed, possessing and enveloping us at any moment. On
this road of overflowing “feeling”, emotional politics,
emotional economy and emotional life infiltrate each other,
interweaving into a web that is tangible yet unspeakable.
The more and denser the threads, the smoother, the more
slippery and illegible the feeling becomes.

On the road, on the screen, in love, in the workplace, the
silky surface of “feeling” urges one to keep sliding on.
Occasionally, between loss and obsession, boredom and
powerlessness, discontent and cowardice, pain and
pleasure, one may perceive its ambiguous thickness and
bitter texture, pushing, leading, separating, shaping us.
“Feeling” encloses us, but also opens up a way into a social
space through bodily perception. If one tries to penetrate the
surface of “feeling”, reaching into its crisscrossing threads,
one may be able to pause briefly and squeeze inside, to see
oneself as shaped by development, excess and the
discourse of emotion. Hence may one dive deep into it,
narrate it, remember it, unpack it.

Follow the feeling, let it carry me along.

Qu Chang

Qu Chang is an independent curator and writer
based between Hong Kong and Shenzhen.
Previously, she served as a curator at Para Site,
Hong Kong (2016-2020). Her previous curatorial
projects include Thinking Magic (2022, Art
Central, Hong Kong), Café do Brasil (2019, Para
Site), Crush (2018, Para Site), Doreen Chan:
Hard Cream (2019, HB Station), Law Yuk Mui:
From whence the waves came (2018, Art Basel
Hong Kong), Adrift (2016, co-curated with Leo Li
Chen and Zeng Wengqi, OCAT Shenzhen),
among others. She is a PhD candidate at the
Cultural Studies Department at Lingnan
University, Hong Kong. Her doctoral research
focuses on the discourse of “love” in Mainland
China in the reform era. Previously, she served
as a curator at Para Site, Hong Kong
(2016-2020) and an assistant curator at OCAT
Shenzhen (2013-2016).
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Artworks

1 Phung-Tien Phan & Frieder Haller

PAIN
2016-ongoing
Steel sheet, light, paint, wire, newspaper
Dimension variable

Courtesy of the artists

European-style café or bakery awnings are the
standard decor for setting a romantic mood in
the metropolis. In Phung-Tien Phan & Frieder
Haller’s “chandelier” installation, the waterproof
tarpaulin of an awning is transformed into sharp
and thin sheets of steel, and the ironwork
usually employed to create ambience has
become prosaic tools in the kitchen. The writing
on the awning announcing the enticing aroma
of French bread (using the French word for
bread, pain ) in fact speaks of the arduous
futility of chasing after a cosmopolitan lifestyle
(with the English word “pain”).

Phung-Tien Phan was born in Essen, where
she lives and works. She studied at the
Kunstakademie Dusseldorf and the Folkwang
UdK, Essen. In her sculptures and videos,
Phung-Tien Phan explores the social
implications of everyday objects. Her videos
reflect a generic Millennial sensibility, exposing
how roles play out in public and private, as we
carefully curate the cultural references that we
surround ourselves with.

Frieder Haller ~ was born in Freiburg in
Breisgau, Germany. He studied Photography at
Folkwang University of the Arts, Essen
(2011-2016) and was participating at De Ateliers
residency program from 2017 until 2019.
Haller’s works deal with the fragility and
inconsistency of reality. He pictures absurdity
and horror in playful yet precise settings, using
fiction as a tool to speculate about structures
and dynamics of interpersonal relationships.
Haller works create a space for non-rational
thinking, which allows him to develop sensitive
installations that question the distinctions and
essentialist parameters that organise and
condition our lives. In his surreal sculptures and
films, dimension and time collapse and the
spectator is left with uncertainty and
awkwardness.
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2 Zhou Siwei

Bubble Tea House (Grape)
2022
Qil color on canvas
200x250 cm

Shell (endurance)
2020
PLA 5, putty for modelling, acrylic
145x75X8 mm

Tattoos (female phoenix cover the courage)
2020
Oil color on canvas
80x70 cm

Shell (money)
2020
PLA 5, putty for modelling, acrylic
145X75x8 mm

23°C Rain
2020
Qil color on canvas
200x150 cm

Shell (miss you)
2020
PLA 5, putty for modelling, acrylic
145X75X8 mm

Courtesy of the artist and Antenna Space

In Zhou Siwei’s oil paintings, those abstract and
subtle slices of everyday life are not only
expressed visually—they are also full of touch,
warmth, stickiness, and smell, summoning up
often-neglected bodily sensations and lost
memories. Simple everyday materials appear
ambivalently in these paintings: Glutinous rice
becomes bricks and tiles, skin turns into
canvases, plastic shells documents words, and
rainwater weaves memories. The idealized
urban middle-class lifestyle and the pain of
individual struggle, along with the yearning and
despair produced by mass culture, all take on a
“texture” and “impression” with thickness and
touch in his delicate and sensitive sketches.

Zhou Siwei  currently lives and works in
Shanghai. In 2005, he completed BA in Oil
Painting from Sichuan Fine Arts Institute. Zhou
Siwei focuses on the interrelation between
people’s understanding of culture and the effect
of culture on people. In his work, several visual
and cultural inertias are intertwined to develop

new intentions and suggestions, and familiarity
and strangeness emerge at the same time, only
to leave the possibility of arbitrary
interpretation.

3 Zhang Ruyi

Decoration (Yellow Mist)
2023
Aluminium foil, UV print, clip frame, wood panel,
colour pencil, sandpaper, nylon mesh, tape
40%x40 cm

Decoration (Modern Weaving)
2023
Aluminium foil, UV print, clip frame, wood panel,
colour pencil, sandpaper, nylon mesh, tape
40x40 cm

Decoration: Commodity-3
2017
Wooden panel, paper,
watercolour pen, mesh bag
40x30 cm

Courtesy of the artist and Dong Gallery

Tiles, cubicles, storage spaces, measuring tools
— “grids” nearly ubiquitous in modern life have
come to define standards for cleanliness,
distance, quantification and individualization in
urban modernity. In Zhang Ruyi’s work, the grid
is one of the elements the artist uses to examine
the visual and material aspects of modernity in
Chinese urban spaces. In her “Decoration”
series, she layers grided materials commonly
used in design and architecture. By densely
stacking and layering the crisscross strands of
the materials, she examines the aesthetic
patterns woven by these modern industrial
products, and interrogates their intimate
wrapping of bodies, emotions, and sensations
through the materiality of these “fabrics.”

Zhang Ruyi  currently lives and works in
Shanghai. Her practice and work unfold around
the logic of everyday and occupy a unique
space which reconciles artefacts, industrial
experience, and urban life. The artist draws
inspiration from commonplace materials,
exploring and mediating the hierarchy and
interplay between the individual, the material,
and the place as a key narrative pathway. Her
work mainly involves site-specific installation,

Artworks and Artists Bio

sculpture, and integrated media, using “reality”
as a model to draw out the shaping of individual
emotions as the city shifts around its
inhabitants.

4 Peng Ke

Overpass
2015-2021

Archival inkjet print, stock fabric
113x91cm

Towards the Sun (the kite got taken down)
2020-2021
Archival inkjet print, tin, glass, walnut frame
90x112 cm

My Home is Your Home
2021
Archival inkjet print, tin, glass, walnut frame
112x84.5 cm

China Eastern Clean Bag
2018/2024 Times Museum remake
Clean bag
30.5x19 cm

Courtesy of the artist and
Make Room, Los Angeles

Peng Ke’s photography often captures the
aesthetic experience of urban life. The blissful
textures on fabrics, the tender arrangements of
home interiors, the futurism of architectural
structures, and the light and speed of urban
spaces—these images create lyrical, romantic
close-ups, and moments that express the
imagination and desire for a better life, as if they
are swatches sampled from in the emotional
tapestry of contemporary China. At the same
time, they murmur an intimate interplay between
pleasant, lighthearted images and developmen-
talist sentiments.

Peng Ke  was born in Changsha, China, now
lives and works between Shanghai and Los
Angeles. She graduated with a BA in
Photography from Rhode Island School of
Design in 2015. Operating as an empathy
mechanism, Peng’s visual language introduces
the viewers to the symbiotic system within the
public sphere, in which the relationship
between subject and object intermingles;
empathy reveals the hidden intimacy and
reverberated alienation that coexists in the
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private space, extending the possibilities of
reinterpreting urban aesthetics between
personal experience and collective memory
amidst rapid urban transitions.

5 Pan Lu & Bo Wang

Ode to Infrastructure
2016-ongoing
Video and lighting installation
Dimension variable

Courtesy of the artists

As a modern state strategy deployed
throughout our history, “infrastructure,” with its
roars and celebrations, often blocks us from
entering its aesthetic and emotional politics.
Taking the images of infrastructure portrayed in
China Pictorial in the 1950s and 1960s as its
starting point, Ode to Infrastructure builds a
vast construction structure that nets the rhythm
and tunes of infrastructure, as well as the lyrical
texts of the state. Ode to Infrastructure analyzes
the affective strategies encircling and haunting
infrastructure and the discourse of national
development, to reveal to us that “infrastructure
produces, rather than reduces the #%2%, or the
enchantment.” Ode to Infrastructure was first
created by Pan Lu, Bo Wang and Xin Zhou in
2016. Its current presentation is made by Pan
Lu and Bo Wang specifically for this exhibition.

“If the ‘enchantment (%)’ of
infrastructure implies a ghostly lingering in
Chinese, the English word enchantment refers
directly to the other main form of praise: the
ode. Melodies and music composed for
infrastructure repeat the same theme. They are
chanted, and the listeners’ bodies are moved by
them. Just as we half playfully referenced
Japanese novelist Junichiro Tanizaki’s epic ode,
In Praise of Shadows, in the title of the project,
the work’s sonic readings attempt to blur the
boundaries between history, aesthetics, politics
and sound symbols while mirroring our interest
in the architecture of shadows. Simply put, this
project is a mapping of the politics and poetics
of infrastructure.”(Pan Lu, Bo Wang, and Xin
Zhou,2016)

Pan Lu is Associate Professor at Department
of Chinese History and Culture, The Hong Kong
Polytechnic University. She is chief editor of The
70’s Biweekly: Social Activism and Alternative
Cultural Production in 1970s Hong Kong (Hong
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Kong: HKU Press, 2023) and The (Im)
possibilities of Art Archives: Theories and
Experience in/from Asia (Singapore: Palgrave
Macmillan, 2024). As a filmmaker, she
co-directed Many Undulating Things (2019),
Miasma, Plants, Export Paintings (2017), Traces
of an Invisible City: Three Notes on Hong Kong
(2016) with Bo Wang and Anachronic
Chronicles: Voyages Inside/Out Asia (2021) with
Yu Araki. She was one of the curators of
Kuandu Biennale, Taipei, 2018.

Bo Wang is an artist, flmmaker, and
researcher based in Amsterdam. His works
have been exhibited internationally, including at
the Guggenheim Museum and MoMA, Garage
Museum, International Film Festival Rotterdam,
CPH:DOX, Visions du Réel, LUX & Open City
Documentary Festival, Seoul Mediacity
Biennale & DMZ Docs, and Sharjah Film
Platform, among others. He is a recipient of
major international awards, including
New:Vision at CPH:DOX, Golden Dove at
DOKLeipzig, O.F.F. Prize at Sesc_Videobrasil,
Best Doc Short at Sharjah Film Platform, etc.

6 Marge Monko

Flawless Seamless
2016-ongoing
Printed banners
354x455 cm

Courtesy of the artist

In her series of photographs and moving
images, Marge Monko focuses on the history
and legacy of the Soviet-era stocking and textile
factories in Tallinn. For Flawless Seamless,
Monko selected an image of 1930s American
stocking advertisements from the 1937 book
Photography in the Modern Advertisement and
reprinted it in a large-scale format, echoing the
material of the stockings with the silk-screen
texture of the advertising banner fabric. The
women in the images gently entwine their
hands with the stockings, emphasizing the
sheerness and stretch of the nylon mesh. The
images also reveals the entanglement between
the gendered body’s, the market economy, and
state politics. Thus, Flawless Seamless unfolds
a complex narrative of post-socialism: As a
Soviet-era commodity symbolizing “taboo” and
“desire,” the thin, elastic materiality of
stockings, on the one hand, softly resists the

weight of collectivist politics; on the other hand,
it also reflects the objectification of the body in
a commodity society. Nonetheless, even under
different social contexts, women’s bodies
appear to be besieged and appropriated.

Visitors are invited to turn and move
the banners to play with the image and the
material.

Marge Monko s a visual artist who lives and
works in Tallinn. She has studied at the
Estonian Academy of Arts, University of Applied
Arts Vienna, and Higher Institute for Fine Art
(HISK) in Ghent. Monko works with
photography, video, and installation. Her works
are inspired by historical images and theories of
psychoanalysis, feminism, and visual culture.
She works as a professor in the Department of
Photography at the Estonian Academy of Arts.

7 Ma Qiusha

Wonderland-Square 3
2023
Cement board, nylon stocking, plywood, resin,
steel
210210 cm

Wonderland-Cave
2022
Cement board, nylon stocking, plywood, resin,
steel
210%x210 cm

Courtesy of the artist and Beijing Commune

In the “Wonderland” series she started in 2016,
Ma Qiusha wraps broken concrete blocks with
stockings from female family friends and peers
to create abstract images with bodily warmth,
skin texture, and traces of urban development.
“Wonderland” takes its name from a large-scale
adult amusement park built in Beijing’s
Changping District in the 1990s. This since
abandoned space and the constantly renewed
and outmoded intimate accessories for the
feminized body form a dialogue that is both
familiar and detached. From the thick nude
stockings in the earlier time to the multicolored
textiles that combine eclectic fashion styles,
“Wonderland” documents the endlessly
changing aesthetics and discipline of female
bodies from the beginning of China’s economic
reforms to the present. It also highlights the
mirroring relationship between this evolution of
aesthetics and ongoing spatial transformations
in China.

Ma Qiusha  was born in Beijing, China. She
received her BA in Digital Media Art from the
Central Academy of Fine Arts (China) in 2005
and her MFA in Electronic Integrated Arts from
Alfred University (U.S.) in 2008. She currently
lives and works in Beijing. Ma employs multiple
media such as photography, video, installation,
and drawing to explore the life experience
under sociocultural transformations. Often in an
intimate visual language, her work addresses
the themes between individuals and the
collective, and private spaces and public
spheres.

8 Hui Ye & Qu Chang

Linger in Sounds
(singing, speaking, synthesizing)
2023
Green-screen, background image,TV,sand
Dimension variable

Commissioned by Lotheringer 13, Munich

Linger in Sounds (pop songs)
2024
Microphone, gauze, sand
Dimension variable

Commissioned by Guangdong Times Museum

Linger in Sounds is a video and sound
installation that lyrically analyzes the tongsu
gequ, or pop songs, that quickly swept through
Chinese society in the 1980s. Looking at
popular music as emotive texts that shape
individuals, Ye and Qu explore the aesthetic
and emotional patterns embedded in music.
They examine synthesized electronic sounds in
songs and synthesized bodies in different
landscapes from music videos. They listen to
the sentimentality of pop music in the early
years of China’s economic reform, as well as
the spirit of the individual summoned by a
society undergoing neoliberal transitions. The
shaping of emotional modernity by pop music
and the ambiguous intertwining of chanting and
speaking in the music become threads of
dialogues between the two creators.

Some of the dialogues in Linger in
Sounds (pop songs) are excerpted and edited
from interviews with musicians Bi Xiaodi, He
Yuxu, Mai Zijie, and Xu Jiangiang. The
interviews were coordinated by Mr. Lu Hui. The
artists would like to thank them for their support
and contributions.
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Hui Ye  was born in Guangzhou, and she is
an artist and composer based in Vienna. She
works with different media including
experimental documentary, video and audio
installation, and often address questions in
regard to individual social identity and its
entanglements with different cultural and
political contexts. In her recent projects, the
artist focuses on the socio-political aspects of
the act of listening in contemplation of exploring
diverse correlations between sound and the
different social phenomenon in contemporary
societies. Hui Ye is the laureate of the
Kunsthalle Wien Prize 2018 and her works have
been recently presented at the Jim Thompson
Art Center (TH), Bienalsur (ARG), Kunsthalle
Wien and Vienna Secession (AT), among
others.

9 Rania Ho

You are Here
2024
Masking tapes
Dimension variable

Commissioned by Guangdong Times Museum

Embroidered Camp Chairs
2022
Camp chairs, fabric, threads
Dimension variable

Courtesy of the artist with special thanks to the
Recology Artist in Residency Program,
San Francisco

“The highway interchange is a transportation
tool for moving goods and people to their
destinations. Although not usually a space for
contemplation unless immobile on it during a
traffic jam, it is a large sculptural mass that
demands physical, visual and mental attention.
In the past, resources might have been
allocated towards constructing monumental
and symbolic structures like pyramids, temples,
or (Great) walls. Nowadays, modern society
builds roads.” (Rania Ho)

A section of highway interchange is
mapped by Rania Ho onto the wall and window
at Times Museum. The streamlined, decorative
pattern outlined by colorful masking tapes
conveys an urban aesthetics oscillating
between the poetic and the pragmatic.
Presenting the wall piece with a collection of
discarded camp chairs the artist scavenged at
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the Recology Artist in Residence program in
San Francesco, embroidered with patterns of
roads and interchange, Ho explores the
“metaphorical expression of in-between-ness”
communicated by highways: restlessness (of
the vehicles) and restfulness (of the
passengers), utility and waste, connections and
obstructions, expediency and detours.

Rania Ho is a multidisciplinary artist working
in installation and performance. Her works
employ a wry, unexpected approach to
everyday objects and situations as a means of
interrogating broader social or cultural
concerns. Ho received her BA in Theater Arts
from UCLA and a master’s degree from the
Interactive Telecommunications Program (ITP)
at New York University. She lives and works in
Beijing and San Francisco. Ho is a co-founder
of Arrow Factory (www.arrowfactory.org.cn) one
of the longest-standing, independently-run
alternative art spaces in Beijing, which operated
in a small storefront from March 2008 to
September 2019. She is also a co-founder of
Wujin (www.wujinbeijing.com), a tiny café,
bookshop and creative platform in Beijing that
has been operating since 2013.

1 O Tao Hui

The Acting Tutorial
2014
Single-channel HD video, colour, sound
16'43”

Courtesy of the artist, Kiang Malingue Gallery,
Hong Kong, and Esther Schipper,
Berlin/Paris/Seoul

In a studio, an all-female class embarks on an
acting tutorial. The teacher leads the
participants in improvising different roles, many
of which are common tropes in movies and TV
dramas: breakups, fires, obstructed labour. As
the performance gets more intense, the
performers become more frantic, shouting and
expressing a variety of emotions as if about to
crack the concrete beneath their feet. The
performers’ collective interpretation of daily life
invokes a sense of ritual. In the minimalist space
stripped of any context, their performances are
suspended between life and theater, the
everyday and the tableau. They examine the
interpenetrating relationship between TV culture
and emotional life and observe the ways
popular culture shape gendered bodies and
gendered emotions.

Tao Hui  was born in Yunyang, Chongqing
and a graduate from Sichuan Fine Art Institute,
he currently lives and works in Beijing, China.
With an initial degree in Oil Painting, Tao
traversed into the art of video and installation,
drawing from personal memories, visual
experiences and popular culture to weave an
experimental visual narration, the focus of
which is often our collective experience.
Running throughout his work is a sense of
misplacement vis-a-vis social identity, gender
status, ethnicity and cultural crisis, prompting
the audience to face their own cultural histories
and living conditions.

1 1 Hou Lam Tsui

our love is not destined
2022
Single-channel video with sound
3’217

GOLDENYfBEST BEFORE THIS DATE
2022
Digital print on woodfree paper, cardboard box
Dimension variable

Courtesy of the artist and
RNH Space, Hong Kong

In Hou Lam Tsui’s video installation, the faces
and limbs of young girls in romantic advertising
images appear twisted and distorted when
wrapped around gift boxes. They offer a subtle
comment on the objectification and alienation
of the body—especially the gendered body—by
the market economy. Nested between the gift
boxes, the video our love is not destined tells a
fragmented, eight chaptered story that
juxtapose newly written monologues with clips
of Japanese commercials from the Showa
period. Reflecting on the politics of love within
the world of emotional capitalism, the artist
attempts to reassemble the real and little-known
aspects of intimate relationships, questioning
love through cryptic monologues, and
challenging the established norms of
advertising narratives.

Hou Lam Tsui  is an artist based in Hong
Kong. Her work encompasses a wide range of
mediums, including moving images, installation,
sculpture, and text. Her practice centres around
gender, emotions, body, and personal
experiences. Drawing inspiration from pop
culture, anime, and TV commercials, Tsui
critically explores the tension between agency

and consumer desires and rethinks how
capitalism shapes the commodification of
bodies. Tsui received a BA in Fine Art and
History of Art from the University of Leeds in
2018. She is pursuing a Master of Fine Arts
(M.F.A.) at the Chinese University of Hong
Kong. She held her solo exhibition Blind Curve
at Hong Kong’s independent art space RNH
Space in 2022 which revolves around the
politics of love and the mediatisation of female
bodies.

1 2 Peng Zugiang

Autocorrects
2023
Three-channel video installation, 16mm film
transferred to HD
33

Courtesy of the artist and Antenna Space

As a kind of ambient electronic music with laid
back rhythms, downtempo music originated in
Europe and the United States in the 1980s. It
became popular in the Chinese music circuit via
Japan in the 1990s. Simulating the musical
structure and aesthetics of downtempo, Peng
Zugiang presents a “music video” setin a
unspecific time. In the video, an individual move
in and out of urban spaces to the rhythmic
beats and the lyrics of ambiguous subjectivity.
If the modern lyricism of pop music blurs the
line between “you” and “me,” what Peng
explores in Autocorrects is the possibility of its
reversal: How to follow its melody to tell of its
romantic pitfalls, and how to follow its grammar
to test its radicality.

Peng Zugiang  currently lives and works in
Amsterdam. He graduated from the Goldsmiths,
University of London in 2014, and from the
School of the Art Institute of Chicago in 2017.
He makes film, video and installations, with an
attention to the affective meaning within
histories, bodies, and language. Peng is
currently in residency at Rijksakademie,
Amsterdam, The Netherlands (Fall 2022 —
ongoing). He was awarded the illy Present
Future Prize 2022, and a Special Mentions at
the Festival Film Dokumenter in Yogyakarta,
Indonesia with his first feature film, Nan (2020).
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1 3 Chris Zhongtian Yuan
Close, Closer
2020 - 2021
Single channel HD video (colour, sound)
10’

Courtesy of the artist

Drawing from the artist’s mother Wang Qingli’s
1993 expedition to Lugu Lake in Yunnan, China,
Close, Closer overlays original drawings,
archival images, historical paintings, texts and
sounds to reimagine Wang'’s Lugu Lake
Paintings (1994) that were later sold and unable
to be found. Structured as an intimate
conversation between the artist and their
mother, the film weaves together narratives
around intimacy, settler colonialism, matriarchy,
tourism and the art market. As the video tries to
turn Wang’s paintings from low-res JEPGs to
livingness, the audiences will experience an
uneasy interrogation of the complex notion of
motherhood and motherland, both personal
and collective. (Chris Zhongtian Yuan)

Chris Zhongtian Yuan s an artist based in
London, UK. Recent solo exhibitions and
screenings include: Reading International,
Reading (2023); Macalline Art Center, Beijing
(2023); V.0 Curations, London (2022); The
Courtauld Institute of Art, London (2021); 1815,
K11, Wuhan (2020). Yuan graduated from the
Architectural Association in London, and is
currently a AHRC-funded PhD candidate at
Kingston University School of Art.
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1 4 Avita Jinhong Guo

Towards the darkest direction of mind
2019
Single-channel video
15'21”

Courtesy of the artist

Returning to her hometown in Qinghai in 2019,
Avita Jinhong Guo followed clues from old
family photographs in order to visit her “land of
birth” in her memory. The locations in the
photographs, like most “hometowns” in China,
have long since disappeared with the
developments and renewals of urbanization.
The images she captured along the way, as the
highway gradually covered by fog, follow the
camera’s long shot into a personal, unverifiable
history, like falling into a state of dream. Neither
poetic texts nor religious scripture can recall the
erased memories, nor can they comfort the
visitors in mourning. Therefore, these images of
wandering become a crude summary of the
past and the beginnings of a narrative, splicing
together some “not-so-popular” individual
elegies.

Avita Jinhong Guo  was born in Golmud,
grew up in Qinghai and Russia. She received
her BA degree in llya Repin State Academia of
Fine Arts, oil painting. In 2012, she was offered
scholarship for MA Fine Art degree in University
Arts of London, she graduated from Central
Saint Martins college of arts and design in 2015.
In 2017 she paused her Mphi/PhD of Material
and Visual culture of anthropology in University
College of London. Since 2017 and 2018, she
began her experimental personal projects
based on Mainland China. Her current works
pay attention to the collapse between personal
inner land and realistic socio-political
landscape, the changes of the political filed and
personal position in the modernity at large, the
changes of the poetic moments in between
inner mind and outer cracks. Starting from
2019, she picked up the practice of painting.
again, trying to explore the relationship
between painting and her formal video
installation experiment.
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