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INTRODUCTION

A scaffolding structure that betrays in scope its bird-trapping origins[1]; an erected rectangular red brick
wall built to then be demolished following a seventeen day period[2]; a fully foliated panda house that one
can peer into but not access[3]. These are but worded examples of the immersive installations created
by the Beijing-based artist Wang Wei (b. 1972). Conceived not so much as artworks but rather vehicles
for situating artifice in the context of life, Wang Wei actively appropriates existing spaces and visual el-
ements, which he then enlarges and adapts to a gallery setting. Through this intrinsic process of attack,
engagement and decontextualisation, he questions the veracity of natural forms before fresh eyes and
constructs windows for investigating new layers of meaning.

A graduate from the Fresco Painting Department of the Central Academy of Fine Arts in 1996, Wang Wei
was already concerned with the principle tenets of space, viewer interaction and sensory perception. It
was being a part of the artistic and curatorial 'Post-Sense Sensibility' movement in the late 1900s early
2000s, however, that unleashed the further essential ingredient: an ad hoc spirit[4]. The group's tenden-
cy to organise underground exhibitions, at times unrehearsed, sometimes shocking, solicited not only
charged reactions but also brought Wang Wei's work into the realm of performance, carved out of an
autonomous space.

An important initial example is his work Temporary Space (2003); over the course of seventeen days the
piece was built by ten migrant workers or 'brickmongers’, enlisted by Wang Wei, whose livelihood con-
sisted (and still does) of collecting bricks from demolished sites and reselling them to new constructions
spaces. Using 20,000 bricks, they erected a square room measuring 100 sgm and 4 m in height inside
the gallery space. A few days after completion, the walls were torn down and the bricks taken away to be
sold, thus fulfilling the cycle and activating a rhythm of construction and dismantling.

Over the course of his career Wang Wei has continued to create installation works that behold a perfor-
mative element, which increasingly tend to the investigation of artifice. Since 2007, for example, Wang
Wei has created a series inspired by the Beijing Zoo; upon a visit he was struck by the wall designs of the
animal enclosures — were they intended for the humans or the animals? These evident fictions or "natural”
habitats have since inspired multiple installations including A Zoo, No Animals 2(2007) where he created
a complete panda house off-site to visitors at the Kunsthalle Project Space, Vienna as well as the instal-



lation Natural History 6(2013) at Observation Society in Guangzhou, where against a curved mural wall,
Wang Wei confronted the viewer with the backdrop of the African Tortoise Cage; a mountainous Saharan
background fronted by an incongruously replete and vivid blue lake.

Ultimately, Wang Wei's works persist and thrive upon the challenges of immersion. On the one hand, by
bringing these fractions of every day life and inserting them within the white cube, he decontextualises
the original and - by nature of the supposed neutral surroundings - highlights the double fictions and
absurd realities that reside within our daily surroundings. On the other hand, by altering the space of the
white cube, he challenges the original spaces' superiority, and breaks its supposed neutrality. Although
no longer underground, Wang Wei has arguably set himself a greater challenge - that of facing a space
with charged impressions of commercialism and exclusivity — and altering its meaning not through
changing its architecture but rather immersing it in a constructed narrative sequence, replete with visual
and bodily impressions.

Wang Wei's work has been exhibited in numerous important exhibitions including: 12th Chinese Pavilion,
International Architecture Exhibition, La Biennale di Venezia, Italy (2010); Shenzhen Hong Kong Bi-City
Biennale of Architecture and Urbanism, Shenzhen, China (2009); The Real Thing: Contemporary Art From
China, Tate Liverpool, UK (2007); Foreign Objects, Kunsthalle Wien Project Space, Vienna, Austria (2007);
Beyond: The Second Guangzhou Triennial, Guangdong Museum of Art, (2005); A Second Sight, Interna-
tional Biennale of Contemporary Art, National Gallery in Prague, Czech Republic, (2005); Between Past
and Future: New Photography and Video from China, International Center of Photography, New York
(2004); The First Guangzhou Triennial, Guangdong Museum of Art, China, (2002).

[1] Trap, Installation, Beijing, (2005)

[2] Temporary Space, Installation, Beijing, (2003)

[3] A Zoo, No Animals 2, Installation, Kunsthalle Project Space, Vienna, Austria, (2008)
[4] Wang Wei: Borrowing from Reality, by Pauline J. Yao, June, (2012) p. 2
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Two Rooms (2015) is an immersive installation created by the Beijing-based artist Wang Wei (b. 1972).
Conceived not so much as an artwork but rather a vehicle for situating artifice in the context of everyday
life, the installation builds upon Wang Wei's interest in the Beijing Zoo; upon a visit in 2007 he was struck
by the wall designs of the animal enclosures — were they intended for the humans or the animals? These
evident fictions or 'natural' habitats have since inspired several installations exhibited at the Kunsthalle
Project Space, Vienna as well as Observation Society, Guangzhou amongst other locations. Each project,
including Two Rooms at Edouard Malingue Gallery, is an appropriation of an existing space and its visual
elements, which Wang Wei then enlarges and adapts to a gallery setting. Through a process of identifica-
tion, engagement and decontextualisation, Wang Wei questions the veracity of natural forms before fresh
eyes and constructs windows for the investigation of new layers of meaning.

A graduate from the Fresco Painting Department of the Central Academy of Fine Arts in 1996, Wang Wei
was already concerned with the principle tenets of space, viewer interaction and sensory perception.
As a member of the artistic and curatorial 'Post-Sense Sensibility' movement in the late 1900s early
2000s, Wang Wei later developed an ad hoc spirit, a key ingredient that would bring Wang Wei's work
not only into the realm of installation but that of performance carved out of a space. To varying degrees,
each of Wang Wei's works inspired by the Beijing Zoo have channeled this dichotomy between structure
and interaction. A Zoo, No Animals (2007), the first Beijing Zoo work exhibited in the city itself, brought
abandoned animal cages into an art space, which visitors would then pass through thus inhabiting the
cage-like structures, whilst being stripped of immediate context.

Wang Wei's subsequent installations, such as A Zoo, No Animals 2 (2008) at the Kunsthalle Project Space,
Vienna have been similarly immersive. Other iterations of Wang Wei's Beijing Zoo works, however, have
involved different sorts of interaction; whilst remaining theatrical and immersive, less 'props' have been
used to define the viewers' experience, relying instead on two-dimensional renderings and the visual
as well as physical impacts of the pre-existing gallery space. In Natural History 6 (2013) at Observation
Society, Guangzhou, for example, Wang Wei confronted the viewer with a curved mural wall featuring the
backdrop of the African Tortoise cage; a mountainous Saharan background fronted by an incongruously
replete and vivid blue lake. Thus, the viewer through the great height of the wall and its encircling effect
felt both engulfed and situated amidst a fictitiously 'natural’ context.



Two Rooms follows from this last project, involving two floor-to-ceiling panels that cover the length and
height of the gallery walls. As suggested by the title, two scenarios are cast, each depicting a separate
room at the Beijing Zoo's Baboon House. Tonally distinct, one represents Autumn/dusk, whilst the oth-
er casts Spring/dawn. Created specifically for Edouard Malingue Gallery, the installation plays with the
gallery layout, and leads the viewer through the undulations of the space till they are ultimately faced
with the large 'Spring/dawn' room, which presents a florid and mountainous landscape under a tepid
red sky. Having at first been faced with the 'Autumn/dusk' room, the viewer notes that the painted forms
are remarkably similar — the mountains, odd trees, forms of foliage — signaling ultimately the repetitive
monotony of the artificial setting; immersive, yet nonetheless vacuous.

Ultimately, Two Rooms (2015) conveys Wang Wei's persistence upon space and immersion. On the one
hand, by inserting and recasting the backgrounds of these cages within the ‘white cube’, he decontextu-
alises the original and highlights its fiction and absurdity. On the other hand, by altering the space of the
‘white cube', he challenges the spaces' character and breaks down the gallery's supposed neutrality. This
in itself is a great challenge, for Wang Wei is not altering the space's meaning through changing its archi-
tecture, but rather by immersing it in a constructed narrative sequence, replete with visual impressions
that ultimately have intellectual and bodily repercussions.

[1] Wang Wei: Borrowing from Reality, by Pauline J. Yao, June, (2012) p. 2
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The Cracks in Pragmatism
- Wang Wei in conversation with Anthony Yung

Anthony Yung

Through his art, Wang Wei has always revealed his unique way of observing the
world. His works are insightfully concise, always relevant to reality and not at all in-
fluenced by popular trends. His works often transplant visual elements and spatial
structures from reality to exhibition sites. By forcing them into the context of art,
he alerts us to the ways in which we perceive daily space and scenery: artificially
constructed spaces always involve people's choices, whether conscious or uncon-
scious, which go on to shape the way we see the world and life in ways we may
not realise.

First of all, | would like discuss your understanding of the concept of an "artwork".
You graduated from the Fresco Department of the Central Academy of Fine Arts in
1996. Although you've told me that being a student of the Fresco Department was
not that special, as what you were learning there was not so different from other
painting majors, it is interesting to see perhaps a coincidence that your works in
recent years have been concerned a lot with concepts of publicness and function-
ality, which are all important aspects of fresco art. You pay attention to the most
ignored decorations in real life, such as the basic mosaic patterns of outer walls of
unimportant buildings, low-cost decoration designs in restaurants, and murals in
the backgrounds of animal enclosures in zoos.

When looking at the development of your practice, it's not difficult to trace how
you must have contemplated and handled the concept of an "artwork". The first
time you gained public attention was with your performative photography and
installations, such as 1/30 sec. Underwater (pg. 90, 1999). Not long after this, you
participated in the historically important exhibition series 'Post-Sense Sensibility',
whose investigations were about the art of improvisation, process and site-speci-
ficity. And these investigations continued in your later works, the most well-known
ones being Hypocritical Room (pg. 86, 2002) and Temporary Space (pg. 80, 2003).
Most interestingly, although you use heavy architectural elements such as walls
and bricks in these works, what you represented was, on the contrary, change and
temporality and the actual 'artwork' of these pieces were processes and experien-
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ces instead of any physical objects. This is why | said that you have been con-
tinuing an exploration of 'Post-Sense Sensibility', only replacing the improvisation,
absurdity and sensational excitements with a self-reflexivity that points to social
realities. Since then, your 'artworks' have become more concise and more meth-
odological, similar to social anthropology. Through your works, what you introduce
is a method for observing reality. It is highly applicable in the sense that it allows
us to use it to observe different aspects of everyday life.

Can you talk about this? How do you handle the concept of an 'artwork'?

In August 2012, | participated in a project called 'Pulse Reaction' organised by the
Times Museum in Guangzhou. The project invited artists to form discussion panels
and carry out forums in the museum's exhibition hall. We were asked to raise three
topics that were the most important to our practice, and by gathering and discuss-
ing these topics, the project attempted to thoroughly reveal the creative and intel-
lectual conditions in Chinese art. | mention this because the three topics | raised
at that time may respond to your questions. They were: 1) in-between abstract and
figurative, in-between chance and certainty; 2) How to begin an artwork? How to
become an artwork?; 3) the distance to reality.

Indeed, the relationship between 'artwork' and 'reality' is a core question in my
practice. In reality, | like to search for things that are artificial and unintentionally
resemble an ‘artwork’. In an exhibition site, | try to create a kind of 'reality". By doing
so, the boundary between 'reality’ and ‘artwork' is constantly being blurred and
things become suspicious.

In some of my works, 'ideas' are almost diminished. Motifs and elements are pre-
sented in the exact same conditions as they are seen in reality. In doing so, | intend
to put all my concentration into the choices | make — what familiar or unfamiliar
subjects and objects do | choose to use in a work? And the emotional motivations
behind these choices will also be slowly revealed. | want to create such a tension:
what seems to be a cold and indifferent object, reflecting the traces and tempera-
tures of human beings. This may be the ideal of an 'artwork' to me.

You were born and raised in Beijing. This city must have greatly affected your ob-
servations and views on life and the world. For instance, your strong interest in
history, urban space and architecture must be the result of being a Beijinger. Cu-
rator Carol Lu has rightly pointed out that temporality of architecture is a recurring
theme in your works, and it is related to the experience of having lived in Beijing
and witnessed all its changes in the last 30 years[1].

You live in the inner second ring road area, the very core of Beijing city. Here, there
is a complex mixture of heritage from different periods of China — from ancient
times (as Beijing has been the capital since the late 13th century) to the country's
immediate past (one can imagine what changes have been made since it became
the capital city of Communist China and went through such political turmoil as the
Cultural Revolution). The city's uniqueness also comes from the fact that much of
its historical architecture has been altered for today's practical purposes. You've
told me that you are especially interested in siheyuan (tradition courtyards) and
how they were remade to become dazayuan, which refers to old courtyards that
are occupied by many households. Families living in dazayuan are usually from the
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working class. They each have very limited private space, and thus have to invent
ways to make the best use of shared public space. Such a unique urban phenome-
non must be an important memory for artists who grew up in Beijing in the 1970s
and 1980s. For instance, Song Dong made a piece that was dedicated to all the
wise inventions and the brilliant installation art from dazayuan (Wisdom of the
Poor, 2005-11).

Compared to Song Dong's work, you seem to be concerned less with the novelty
of forms. You pay attention to those unconscious aesthetic decisions hidden be-
hind functional purposes. Would you talk about the influence of Beijing on you, and
how you make use of your passion and knowledge about history and architecture
in your artistic practice?

Elements related to urban change appear in my works: | use them as a creative
resource. In fact, most places in China are still going through the process of drastic
urbanisation. It is such an obvious issue that it cannot be ignored. Indeed, some
of my earlier works, such as Temporary Space and Trap (pg. 76, 2004-05), were
closely related to the topic of urbanisation, but | saw them more as metaphors for
discussing the finiteness of human desire. Gradually, my concerns and methods
of observation have evolved. In the more recent series Natural History (2009-pres-
ent), my methodology has been reproducing an environment and recontextualis-
ing it. In some of my recent works, elements from the Beijing Zoo have repeatedly
appeared because it is a place | frequently visit and a place | like to research. | al-
ways find new discoveries there. Some other resources | have used have been, for
example, things that I've seen by chance during my travels. But behind all of these,
what | am really interested in is something fundamental and universal. Perhaps it
can be described as the fundamental nature of being human.

My interests in Beijing's history and architecture were inspired by the writings of
the scholar of historical geography Hou Renzhi, especially his essay 'From Beijing
to Washington — A Contemplation in the Concept of Municipal Planning’, which
compares and analyses how the urban planning of Beijing and Washington repre-
sent two different political institutions. Most interestingly, the two cities were both
built with a master plan — Beijing was built with a singular central axis, symbolis-
ing a strong imperial authority; Washington as the capital city of the United States
was designed to show the political ideal of the separation of powers. This essay
demonstrates how we can see and understand the relationship between urban
planning and political ideology, between a city's architectural arrangements and
the nature of its ruling power. Hou Renzhi's writings have opened my eyes. After
reading his writings | found things that | was never aware of despite the fact that |
have been living here for so many years. And looking back, the thinking introduced
by Hou Renzhi has probably influenced my works, especially the Natural History
series.

To better understand your latest project realised at Edouard Malingue Gallery, |
think we have to put it in the context of the Natural History series. You named this
project Two Rooms, and it is the reproduction of the murals in the baboon house
at the Beijing Zoo. The two paintings represent the same grassland, one during the
daytime, another in the evening. | see this project as a continuation of the themes
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and methods of Natural History: you reproduce a scene from reality without adding
anything to it, and move it into an exhibition space. Its new context highlights its
paradox — although they are paintings, they don't provide a focus; they don't invite
viewers to appreciate or even pay attention to their style, content or meaning as
paintings. The awkwardness of the situation urges us to think about the environ-
ment from which these paintings came from, and the environment in which they
are being presented now. And this is the project's major purpose — to destabilise
our perceptions of space and function and to challenge our well-established hab-
its of seeing and thinking about art.

Natural History incarnates the core ideas of your recent practice, where complexity
is actually interestingly included in the series' title: your Natural History is actually a
history of artificiality. What it concerns is all the people's decisions. Meanwhile, we
can also see these unconscious, unimportant decisions as the 'Nature' of human
society, as they are so generic, intuitive and non-ideological. Can you talk about
your thoughts on the Natural History series? How did its concepts and methods
evolve? How will it develop?

Also, what makes Two Rooms at Edouard Malingue Gallery special? Why did you
choose to use this topic? What considerations have you made during the execu-
tion of the exhibition?

In Natural History VI, which was realised at Observation Society, Guangzhou, | used
murals from the Beijing Zoo. That's why Two Rooms can easily be associated with
the series. But in fact, it is more a continuation of another project, which is A Zoo,
No Animals (pg. 70, 2007), because here | emphasise the reproduction of an en-
vironment and the reconstruction of a specific space. In a way, Natural History
focuses more on decorations from daily reality and thinks about them in a more
detached manner.

Two Rooms was an appropriation of two mural paintings at the baboon rooms of
Beijing Zoo, and | found them especially interesting because | saw them as what
the zoo mural painter unconsciously imagined and invented as an unknown far-
away place. Two mural paintings appear in a gallery to create a multi-layered and
absurd imagination of space. The heater and banana on the ground are also im-
portant elements, as | attempt to create an indiscernible, ambiguous spatial condi-
tion. Making this piece in Hong Kong is also to a certain extent responding to my
perplexities about the current conflicts between Hong Kong and Mainland China.

Natural History discusses the ways we can observe. It takes cases of aesthetic
judgement to highlight the things that we tend to neglect because we take them
for granted. The series continues to develop. Recently | tried to make use of some
architectural structures. For example, in both Natural History VI (pg.46, 2013) at
Observation Society and Panorama(pg. 42, 2014) done on the rooftop of the Times
Museum, | made use of a ‘panorama wall’, an element commonly used in theatrical
stage design. Again, | tried to trigger a discussion about the ways we see, and it
is about the disappearance of focus. I'd like to complicate the internal logic of the
works by adding new aspects, but | always like to keep it very concise. Creating a
specific atmosphere at the site is always the most crucial element.

My last question is about how your ways of thinking and your art negotiate with
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the era and society in which you live. Your art career began in the 1990s, when you
studied at the Central Academy of Fine Arts and where you started to make and
exhibit your works. At that time, the dominating mission of China's society was
to develop economies and to improve the material life of the general public. The
social philosophy then instructed people to act according to efficiency and actual
payback instead of political principles. Making money and seeking material benefit
were thus legitimate, rational and even moral. This was when you formulated your
earliest artistic concepts — how did you respond to such a social atmosphere? In
a highly pragmatic society, art always struggles to justify its value. But your art is
precisely about people's imaginations and aesthetic preferences, unconsciously
reflected in the most realistic daily situations, and only through these can we get
to a more subtle understanding of our humanity and society. In this sense, your art
is about looking for the cracks of pragmatism in human society.

This is a broad question, but can you talk about the background from which you
formed your views and ideas about art and the world? What specific social sit-
uations do you respond to, and why did you decide to use art to deal with your
concerns?

My generation has indeed experienced the entire process of China's shift from a
planned economy to a market economy, although such a social transformation is
still far from ending and has many uncertainties. | was the last year of students to
receive a free education. And at the time, university education was elitist. There
was a strong intellectual idealism. But the education of the art academy was very
conservative. It was still strictly following the methods of socialist realism. Yet stu-
dents were already very aware about how they had different beliefs in art to the
academic authority. During my four years in the academy, my interests changed a
lot. | was getting more and more interested in non-traditional ways of expression.
Soon after graduation, | met artists like Liu Wei and Qiu Zhijie. We all participated
in 'Post-Sense Sensibility' and the experience of working together as a collective
then was very influential on me. We had a radical attitude and experimented with
different possibilities to expand the boundaries of art. There was no art market. We
all had to have a job to survive. Liu Wei and | were working at Bejjing Youth Daily.
But that was a time when art activities were radical and pure, and from today's
perspective it was still a very interesting time.

In my works, | constantly try to create a kind of real perplexity. And such perplexity
is a symptom of our times. To face such a reality, we need a more human, artistic
and wise way to find a solution. Therefore, what | attempt to do now is to represent
and contemplate reality by an aesthetic of uncertainty and ambiguity. | think this
can lead us to get closer to the core of 'reality".

[1] "In this work (Temporary Space), the hurried urban construction process happening beyond the
gallery walls was mimicked and condensed through an art happening, a series of documentary pho-
tographs and a video within the gallery. It addressed the contradiction between the time and spatial
temporality of "building in order to demolish" and our general imagination of architecture, projecting
an absurd connection between temporality and eternity." See "Playing With Space - Wang Wei's Instal-
lations" by Caorl Lu Yinghua, 2005.

http://www.arrowfactory.org.cn/wangwei/articles/Playing%20With%20Space.htm
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Panorama 1, £& 1, 2014

Site-Specific Installation
Times Museum, Guangzhou
MHEE

BN EATRR




"Panorama 1 is based on an architectural feature of the turtle cage at the Beijing Zoo. Installed on the
glass rooftop in Guangzhou's Times Museum, the fully mirrored, semicircular wall measured 3.6m high
and 7m wide in diameter and contained a small doorway for visitors to pass through."
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Panorama 1

Site-Specific Installation
Times Museum, Guangzhou
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"The curved wall mural erected inside Obser-
vation Society's exhibition space is painted
with a replica of a backdrop from the African
Tortoise cage at the Beijing Zoo."
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Natural History 6
B Z 6,2013

Installation

Observation Society, Guangzhou
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"This work replicates wall and floor surfaces that exist in different places in reality. They are ready-
mades that manifest existing creative states. Some are the results of additions, while others are what
remain after subtractions. All have become reality's 'decorations."
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A Wall on the Wall, A Floor on the Floor
AL BIE H#h FAIHE 2012

Installation

Magician Space, Beijing
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"The work replicates the décor from exterior walls of
various buildings in Guangdong's Dongguan area."
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Natural History 4, EI3XZ 4, 2012

Installation
Gertrude Contemporary, Melbourne
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“This exhibition was comprised of two works. One used
mirrored glass to build a replica of the information kiosks
found in the Beijing zoo. The second used acrylic paint
to re-create one of the small displays that is found in the
information kiosk."
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Propaganda Pavilion, Z1Zf#, 2011

Installation

Boers-Li Gallery, Beijing
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-~ "This work replicates and enlarges the dimensions
of a section of 1960s architecture from Shaoshan
Dishuidong, Hunan Province."
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Historic Residence

H/Z, 2009

Installation

Space Station, Beijing
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Historic Residence, 2009
Photo Series
Space Station, Beijing
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"These tile mosaics were derived from the Beijing Zoo
(in particular the monkey pavilion and the alligator
tank). Most of the walls of the animal cages have fea-
tures that reference blue skies, white clouds, oceans,
trees and other natural scenes."
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Natural History 1-2
B#XE 1-2,2009

Installation

China Art Archives Warehouse, Beijing
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Natural History 1-2, 2009
Installation
China Art Archives Warehouse, Beijing
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“Two rooms identical in size are separated by a wall of tinted glass. The lights
in the room shift periodically, when one room is lit, the other goes dark. Every
minute the lighting determines the state of each room, one room becomes the
watchers and the other room becomes the one being watched."

“MEEERT 2 RINRIE B —BEARBRIBEF DR, S5 EER
SEMRBAERAFRRE T R E AP EFEAR”

Same Like Me, flIE—1%, 2008

Installation
"Community of Tastes" Iberia Center for Contemporary Art, Beijing
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"Commonly used architectural models of household
furniture scaled at 1:30 are reenlarged to their actual 1:1
size. The pieces exist somewhere between real and fake
furniture. They appear simultaneously as a fabricated re-
ality, as well as a mistake enlarged 30 times."
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Believe, 15L{4AH, 2008

Installation

Platform China Contemporary Art Institute, Beijing
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"A Zoo, No Animals 2: The project uses the site's existing 3-sid-
ed floor to ceiling glass windows in the gallery to create a giant
panda house that is off-limits to visitors."
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A Zoo, No Animals 2
SRBEEYRIEIYIE2 2007

Installation

Kunsthalle Project Space, Vienna
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A Zoo, No Animals 2, 2007
Installation

REEYHIZE2 2007
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"A Zoo, No Animals 1. Four rooms from the Beijing Zoo's
nocturnal animal house were recreated in the Long
March Space. Visitors were required to pass through
each of the poorly lit rooms."

REFZYEIGYE ERT UEIREBYIERITEY
REERVEIYIRE =, BERRENL FBIELE FERESRE."

A Zoo, No Animals 1
SREBEBYEIEIYEL, 2007

Installation

Long March Space, Beijing
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“A man in a glass room tries to secretly eaves- *
drop on visitors, but because of the lights, he in- =
stead becomes the subject of attention." P e

—EAGRE—ERFEESMARNZEREH. *
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Listen, #2 2006

Installation and Performance
Marella Gallery, Beijing
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"A space with two entrances. The labyrinth-like corridor
becomes narrower and narrower as one moves into the
center. A small video monitor in the very center of the in-
stallation shows a person blowing a balloon until it pops."
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Ever Widening, Ever Narrowing
K E, B, 2005

Installation

The Second Guangzhou Triennial
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Trap, #HLEZS, 2005
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"A bird trap tries to catch birds, but because it's
been enlarged 10 times, the trap is useless. The
birds fly back and forth in the gallery space, but in
fact the gallery space is itself a trap. Visitors wan-
der amongst the scaffolding structures. In fact, it is
they who are ultimately ensnared in the work."
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Trap, 2005
Installation
Platform China, Beijing
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“The entire exhibition took place over the course of 17 days. The artist enlisted the help of 10 migrant
workers whose livelihood in Beijing is to collect and resell bricks to erect a structure that used 20,000 old
bricks to build a 4 meter high and 100 square meter room in the gallery space. 2 days after being built, it
was destroyed. The bricks then were taken away by the migrant workers and re-sold. A series of 12 black
and white photographs document the raising and razing of the structure."
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Temporary Space
EEAF =, 2003

Installation and Performance
Long March Space, Beijing
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Temporary Space, 2003
Installation and Performance
Long March Space, Beijing
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Temporary Space, 2003
Photo Series
Long March Space, Beijing
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"A moving room-like structure was made us-
ing metal supports and enlarged photos of the
original exhibition site. During the exhibition, &
people pushed the Room through the space. Ten
structures that were made to look like the pillars
in the original exhibition site were also constant-
ly being pushed around the space."
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Hypocritical Room

- [EBAYT, 2002
m - = Installation and Performance
b - "Fan Mingzhen and Fan Mingzhu", Shanghai
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Hypocritical Room, 2002
Installation and Performance
"Fan Mingzhen and Fan Mingzhu", Shanghai
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1/830 sec. Underwater
7Kk F1/30#%,1999

Installation

'Post Sense Sensibility-Bodies and Delusion", Beijing
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BIOGRAPHY

WANG WEI

Born 1972 in Beijing, China.
Currently lives and works in Beijing, China

Education

1996

Central Academy of Fine Arts, Fresco Department, Beijing, China

Solo Exhibitions

2015
2014
2013
2012
2011
2009
2005
2003

Two Rooms, Edouard Malingue Gallery, Hong Kong

Panorama: the visible and the invisible, Times Museum, Guangzhou, China

Natural History VI, Observation Society, Guangzhou, China

A Wall on the Wall A Floor on the Floor, Magician Space, Beijing, China
Propaganda Pavilion, Boers-Li Gallery, Beijing, China

Historic Residence, Space Station, Beijing, China

Trap, Platform China, Beijing, China

Temporary Space: An Experiment by Wang Wei, Long March Space, Beijing, China



Group Exhibitions

2015  Personalities: Fantasy and Identity in Photography and New Media, Palm Spring Art Museum,
California, USA

2014  Omnipresent Concrete, Hunsand Space, Beijing, China
Another Leap, Power Station of Art, Shanghai, China
A Room not of One's Own, Space Station, Beijing, China
The Invisible Hand: Curating as Gesture, the 2nd CAFAM Biennale, CAFA Art Museum,
Beijing, China
The 8 of Paths: Art in Beijing, Uferhallen venue, Berlin, German

2013 @ WHAT, Arko Art Center, Seoul, Korea

2012 No Name Station, Gertrude Contemporary Art Spaces, Melbourne, Australia
Get It Louder, LD DESIGN CENTER, Beijing, China

2011 My Communism-Poster Exhibition, TOP Contemporary Art Center, Shanghai, China
The Couple Show, Shanghai Gallery of Art, Shanghai, China

2010  Jungle, Platform China, Beijing, China
12th International Architecture Exhibition - La Biennale di Venezia, Venice, Italy
No Name Station, Iberia Center for Contemporary Art, Beijing, China, Organizer: Gertraude
Contemporary Art Spaces, Warmun Art Centre, Iberia Center for Contemporary Art
The Third Party, Platform China, Beijing, China

2009 Shenzhen Hong Kong Biennale of Architecture and Urbanism, Shenzhen, China
Just around the Corner, Arrow Factory, Beijing, China
Persistence, China Art Archives and Warehouse , Beijing, China
ZAIM FESTA 2009, ZAIM, Yokohama, Japan
The Big World: Recent Art From China, Chicago Cultural Center, Chicago, USA

2008 Subtlety, Platform China, Beijing, China
The 3rd China Media Art Festival, China Academy of Art, Hangzhou, China
Community of Tastes, Iberia Center for Contemporary Art, Beijing, China

2007 The Temperament of Detail, The Red Mansion Foundation, London, UK
Temporally, The Israeli Center for Digital Art, Holon, Israel
Slash Fiction, Gasworks, London, UK
The Real Thing: Contemporary Art from China, Tate Liverpool, UK
NoNo, Long March Space, Beijing, China
Red Hot, The Museum of Fine Art, Houston, USA
Foreign Objects, Kunsthalle Wien Project Space, Vienna, Austria

2006 The Amber Room, Luggage Store Gallery, San Francisco, USA
Strange Sights, Long March Space, Beijing, China
Fancy.Dream, Marella Gallery, Beijing, China / Milano, Italy
My Space, Your Space, Walsh Gallery, Chicago, USA



2005

2004

2003

2002

2001

2000

1999

1998

Beyond: The Second Guangzhou Triennial, Guangdong Museum of Art, Guangzhou, China
Playgrounds of Authorship, Hartnett Gallery University of Rochester, USA

24 Hours, Beijing Film Studio, Beijing, China

S Second Sight: International Biennale of Contemporary Art, National Gallery in Prague, Czech
Republic

Incest, Platform China, Beijing, China

China: Dynamics of The Public Space, L. A. Galerie, Frankfurt, Germany

T.M.D: The 3rd Changsha Contemporary Art Exhibition, Changsha, China
Multiple Definition: Imaginary Community, Tianjin, China

Ping Yao International Photography Festival, Pingyao, China

Concrete Horizons: Contemporary Art from China, Adam Art Gallery, Victoria University of Wel-
lington, New Zealand

China, The Body Everywhere, Museum of Contemporary Art Marseille, France
100 Cuts, Gallery 312, Chicago, USA

Between Past and Future: New Photography and Video from China
International Center of Photography, New York, USA

Smart Museum of Art, Chicago, USA

Seattle Art Museum, Seattle, USA (2005)

Victoria & Albert Museum, London, UK (2005)

Hofs der Kulturen der Welt, Berlin, Germany (2006)

Santa Barbara Museum of Art, Santa Barbara, USA (2006)

Nasher Museum of Art, Duck University, Durham, NC USA (2006)

Left Hand, Right Hand, a Sino-German Exhibition of Contemporary Art, 798 Space, Beijing, China
Echo, 798 Space, Beijing, China
Post-sense Sensibility, Inside Story, Beijing Seven Colour Theatre, Beijing, China

The First Guanghou Triennial, Guangdong Museum of Art Beijing, China
Fan Mingzhen & Fan Mingzhu, Shanghai/Beijing, China

Body Resources and Objects, Hong Kong Art Commune, Hong Kong, China
Multimediart Asia-Pacific, Brisbane, Australia

Nemesis, Mustard Seed Garden, Beijing, China

Sound 2, Mustard Seed Garden, Beijing, China

Post-sense sensibility, Spree, Beijing, China

Mantic Ecstasy, Hangzhou, Shanghai, Beijing, China

Sound, China Contemporary Art Museum, Beijing, China
Family, Shanghai, China

Revolutionary Capitals: Beijing in London, Institiute of Contemporary Art, London, UK
Back and Forth, Right and Left, Beijing, China
Post-sense Sensibility: Bodies and Delusion, Beijing, China

Counter-Perspectives, The Environment and Us, Beijing, China
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