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FOREWORD

The Confucius Institute at Queensland University of Technology (CIQ) is pleased to 
be a part of this exhibition of young artists work, because it explores the possibilities 
of understanding Chinese worlds in a global context and provides an opportunity 
for conversations of contemporary China as such.  CIQ’s support for the exhibition 
Sans Faute arises from approaches to China, and language learning, being 
inherently linked to deeper humanistic, and creative understandings.  CIQ, as one 
point of reference among many, aims to provide such opportunities for reflection on 
understanding(s) of China, and develop intercultural awareness.

Living in Beijing in the early to mid 1990s has become a part of my own journey 
of understanding China and language learning.  At that time, I first saw work of 
contemporary 1980s artists in China alongside the beginnings of what would 
become globally recognized work.  Looking back, the somewhat frenetic nature of 
the ‘art’ scene was an opportunity to live language and culture.  It was a time before 
social media, and mobile phones, yet somehow the message got through.  It was 
through the conversations with the artists in Chinese (who had very strong Beijing 
accents), and developing an understanding of the broader context of China, that I 
first realized fluency in a language is achieved with context and, developing shared 
understandings.

Much has changed since the 1990s, in technologies, and the movement of ideas 
between China, Australia and other places.  The work in this exhibition engages in 
conversations about those changes, and the movement of ideas in many directions.  
The artists engage with digital technologies, and look at questions arguably 
beyond their own “Chinese language” given the medium being used.  That such a 
conversation is at the Creative Industries Precinct says perhaps something about 
the place of the conversation as well.
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On behalf of the CIQ, I especially thank the teams at QUT Creative Industries 
Precinct and IDAprojects, and look forward to future collaborations to explore 
and continue the conversations.  Finally, whether here for a sojourn or part of 
a longer intercultural journey, I hope the experience adds to discussion about 
understandings of China.  It certainly has again opened my eyes, just as young 
Beijing artists in the early 1990s did, at a different juncture of my journey in ways 
of understanding China.

Chris Meakin
Director
The Confucius Institute at Queensland University of Technology

Brisbane, Australia
September 2013

FOREWORD con’t.
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Sans Faute
by Stephen Danzig and Claudia Albertini

What do people really know about Chinese Art? More specifically, when talking 
about contemporary Chinese art why do people tend to feel aloof? Is it an attitude 
or a reaction towards a presumably intricate subject? To many, Chinese art appears 
as impenetrable as the smog that inhabits many of the country’s cityscapes. The 
reason of this perception can be explained if we look at the history and development 
of contemporary Chinese art, taking into consideration its position within social 
progress and its role during the course of globalization.

A frequent mistake in the understanding of contemporary Chinese art has been the 
unsympathetic westernization of its discourse. Western institutions still often think 
about Chinese art using the same historiographical rhetoric that originated from 
post-colonial writers and curators in the 20th century. However, “contemporary art 
in China” is a broad subject spanning over at least four decades and engaging 
various aspects other than the effortless categorization of art through a Western 
perspective. These aspects relate to the role art has been playing during the 
recent social and economic progress in China since the beginning of its fast 
modernization. This new individual consciousness and sense of ‘freedom’ borne 
out of the increasing attention to and presence of China has also had an impact 
on the global scene.
 
Chinese art history of the past century pivoted around a few central influences 
such as ‘thought’, ‘-ism’, ‘political event’, ‘governmental paper’, ‘instruction’, or 
‘ideology’. Chinese modern art has showed an ambiguous relationship with official 
aesthetic ideas, those official mainstream ideas that focus on eulogizing ideologies 
such as beauty and harmony. More recent history has seen a divergence from 
traditional Chinese mediums rejecting Cultural Revolution doctrine. Contemporary 
memes have been replacing Maoist propaganda and Chinese political pop art by 
the employment of more abstract and satirically driven themes. In the mid to late 
1990s the rapid economic development caused the whole of society to experience 
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profound change. During this period, artists were displaced by a dramatic rise in 
materialism, which resulted in the collapsing of beliefs, laches in human spirit, and 
a deficiency of morality. 

The pace of art production and the explosion in social media have left artists and 
critics unwilling or even unable to respond to external events. Hence the evolution 
of their languages are visible only within an attentive and deep analyses. The 
advent of mass media culture and the necessity of defining a new identity within 
the global community have driven Chinese artists to experiment with different 
types of art. Whether they have tried to replace Maoist propaganda icons or 
moved towards more abstract and expressionistic languages, they are still tied 
to their surrounding reality. Inevitably, Chinese contemporary art responds to the 
changes that the country experiences, and reveals something of an ongoing state 
of nostalgia. A desire for a different time that would eventually obliterate history. 

In front of a seemingly historical blindness, or impossibility of historicizing the 
contemporary, ‘Sans Faute’ comes into life as a journey and a discovery among a 
younger generation of artists. Via video and digital modes, the exhibition explores 
what it means to be an individual, Western and Chinese, in an internet and social 
media guided world and how language is shared within this particular frame of 
time. Instead of linking people or works of art together on the basis of geographic, 
ethnic, political or historical terms, the show connects works based on conceptual, 
theoretical, technological and aesthetic possibilities. ‘Sans Faute’ seeks to help 
develop rigorous criticism and engagement in new ways.

Of particular note along this exhibition journey is the emergence of the so-called 
‘post-expressive artist’. Artists who are not simply self-confirming ‘creators’ but 
whom instead act as synthesizers, facilitators and manipulators of existing signs 
and objects. The word “act” stands here not only as a way to denote a range 
of performative gestures on behalf of the artist, but also to mark growing ties to 
the realm of theatre. As artistic practices today increasingly edge out towards the 
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participatory, relational or social, they avail themselves in equal measure to bodily 
or time-based experiments. Various layers of performance—carried out in planned 
and unplanned circumstances and undertaken by both actors and non-actors—
provide new slippages between given reality and reality which is reproduced. 
They are manufactured or otherwise recombined through the mediation of various 
media.

The attentive exploration of possible relations between performance and moving 
image is well expressed in Fang Lu’s (b. 1981 Guangzhou) works. Seeking to 
uncover the space between mimesis and veracity, repetition and singularity, her 
work dissects and literally re-presents specific actions and behaviours in front 
of the camera as a way of elevating the mundane to the realm of performance, 
merging real-time action or making with the act of recording itself.

Driven by similar motifs, Jin Shan (b. 1976 Zhejiang province) chooses to film in 
one continuous take. A fact that transforms how we might interpret his works as 
hovering somewhere between the staged and the improvisational. They are of 
course staged and performed for the camera (no other audience is present). The 
long take adds a sense of both carefully measured choreography, alongside a spirit 
of uninterrupted extemporaneity encountered as a continuous span of time, rather 
than as separate episodes that are later interlaced together to create a heightened 
dramatic effect. He constructs a pressure and tension that cuts between historical 
themes and personal fantasies working on very strong narrative bases, which are 
determined by his interest in time, space and life. 

Working on compelling narrative plots taking the form of visionary works interspersed 
with a sense of wonder and drama, frailty and a desire for absoluteness, is the 
challenge of British-trained film-maker Huang Ran (b. 1982, Xichang, Sichuan 
Province). Ran enjoys dismantling systems of representation and rearranging 
their elements in new, unsettling ways where ambiguity and inevitability coexist. 
He draws the viewer right into the swirl of conflicting emotions in which one has 
the constant sensation that some marvellous tragedy is about to take place. One 
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of his goals, he says, is to bypass viewers’ reasoning and induce them to “believe 
rather than comprehend”. 

Deconstruction of reality, transfiguration and transformation are pivotal elements 
in Chen Zhou’s (b. 1987 Zhejiang Province) works. Stressing the process of 
“discovery,” as opposed to creation or control, Chen Zhou is searching for a way 
to escape from the established and limited areas of consciousness, and use every 
means he has in the attempt to describe the truth. This truth, however, perhaps 
does not exist in the first place, or, in the end is impossible to find. The aesthetic 
appeal conveyed by the clean images of his work acts as a counterpoint to the 
shattered inner world of the characters he depicts.

Distinguished by a practice which is not entirely the product of rational thought, 
but rather a mixture of subtle perceptions, Li Ming’s (b. 1986 Hunan province) and 
Yang Guangnan’s (b. 1980 Born in Hebei Province) works are characterized by 
a sensory approach. If in Guangnan’s videos the images are related to senses, 
her eyes often drive towards the most private and discrete spheres of our body to 
describe a world of emotions and reactions. Li Ming, instead, frequently appears 
in his own works, showing an extraordinary facility for using his own body in the 
making of art. Both are interested in human and nature, Ming and Guangnan 
observe their surrounding to represent more peculiar aspects.

On a more existentialist tone are the works of Hu Xiaoyuan’s (b. 1977, Heilongjian 
Province) and Jiang Penjyi (b. 1977, Yuanjiang, Hunan Province). Hu Xiaoyuan 
says, “My existence is the starting point of everything I do.” By upholding the 
potency of her private thoughts, Xiaoyuan definitively rejects the influence of any 
outside figure or force on her practice. Emerging from tumultuous, deep-seated 
inner considerations, her work combines emotionally resonant materials with 
methodically transformed objects. The pieces radiate calm, offering a strategy or 
ceremony for resolving such tumult, belying the energies and anxieties that inspire 
this feeling. Transcending the personal experience while dealing with notions of 
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existence and self-consciousness, Pengyi’s videos are built on a solid cinematic 
landscape, able to turn external contingencies into abstract forms. He questions the 
extent to which the excessive power of archaeology, ethnography and technology 
can obliterate memory wondering what is left for the future. 

Featuring works by eight among the most alternative and thought provoking 
artists from mainland China, ‘Sans Faute’ is an exploration of different attitudes to 
stimulate a deeper and more attentive criticism around a new iconic imagery. The 
exhibition and the way the works are presented offer an alternative reading to what 
a “supposed” modernity in the “constructed” Chinese world might be. The works 
seek to uncover a shared language or structure, where multiple, subjective, and 
conflicting dualities can exist by employing universal technology as the creative 
meeting point. These artists present a younger generation’s thinking. They are 
impeccable, flawless, and thus somewhat wild about challenging traditional 
ideologies and discovering the new contemporaries through a variety of angles. 
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Sans Faute Artists

Chen Zhou

Fang Lu

Jiang Pengyi

Hu Xiaoyuan

Jin Shan

Li Ming

Yang Guangnan

Huang Ran
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FANG LU, Lovers Are Artists II, 2012, single channel video, 11 mins 50 sec
Image courtesy of the artist



YANG GUANGNAN, Look, 2013, single channel video, colour, cound, 4 mins 56 sec, loop
Image courtesy of the artist
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YANG GUANGNAN, Look No.2, 2013, two-channel video, colour, no sound, 2 mins 53 sec, loop Image 
courtesy of the artist
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JIN SHAN, The meaning of Life, 2013, single channel video, 20 min 5 sec  
Image courtesy of the artist.



JIN SHAN, The meaning of Life, 2013, single channel video, 20 min 5 sec  
Image courtesy of the artist.
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China and the Pacific Conversation
by Alasdair Foster

The focus of world affairs is shifting. Where once it was dominated by the nations of 
the North Atlantic, primarily the United States and Western Europe, attention now 
is turning to the Pacific, not least drawn by the exponential economic rise of China. 

Culturally, the regions of the Atlantic and the Pacific are very different. The Atlantic 
is essentially bordered by cousins of the colonial diaspora. While there may be 
variations in how each country is governed, their values have much in common. 
Even when the dominant paradigm is rejected, there is a shared understanding 
of what it is that is being pushed against. Towards the end of the last century 
that convergence seemed so strong, so inevitable, that writers such as Francis 
Fukuyama declared that we were approaching ‘the end of history’. He did not mean 
the end of events – that things would cease to happen – but that liberal democracy 
and free-market capitalism could be understood as the endgame of humanity’s 
sociocultural evolution. Just as the late 19th-century certainty that science had pretty 
much got all the answers was blown out of the water by the theories of relativity and 
quantum mechanics – both of which first came to light through what appeared to 
be small anomalies to classical thinking – so ‘history’ took a series of unexpected 
turns as we entered to 21st century: the ‘war on terror’, the global financial crisis, 
global warming and exponential technological growth foreshadowing an era of the 
post-human. The chronicle of humankind once more became uncertain.

The Pacific is bordered by cultures and political systems that are among the most 
diverse anywhere in the world. Consequently, what constitutes a Pacific focus will 
be founded on a very different set of principles from the assumed convergence 
of the post-war Atlantic. A convergence reinforced by the dominance of the US 
entertainment machine and the primacy given to Western European art in the 
cultural histories of the world. I doubt that China, as its economic power increases, 
will seek to swamp the world with its television and film productions – not least 
because the days of the one-way screen, large and small, are numbered. There 
can and will be no over-arching consensus on cultural meaning in the Pacific 
region, just as there is unlikely to be political unanimity.
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My interest lies in how human interconnection can be facilitated in the Asia-Pacific 
between people whose cultures and societies have very different perspectives 
on life. I work predominantly with the medium of photography, though my interest 
extends out into the wider sphere of visual culture. The more I move between 
cultures, the more I must question and revise my own thinking. These are three 
things I have learned.

Truth’ is Local
The first is to understand that ‘reality’ is a socially constructed concept. Or, rather 
that the meaning attributed to the external appearance of things is culturally 
subjective. The meaning of a documentary photograph depends on how it is 
looked at. Its ‘truth’ is relative to who is looking.
 
There are two values in the West which drive much documentary work. One is that 
we hold the individual as sovereign; the other is that when we represent things 
that are less than perfect it is implicit that the images are intended to encourage a 
change for the better. I think in China, and a number of other cultures, it is not the 
individual but the community that is most important. And I find in China a stronger 
sense of Stoicism (to use a Western philosophical term); of a sense that the world 
isn’t perfect, but this is simply the way the world is. In the West we are all too 
easily mesmerised by the blandishments of advertising, which in turn generates 
a sense of injustice when life is less than perfect. I find in China more of a sense 
that life is a balance of good and bad. So, by simply taking a body of documentary 
work from Australia to China, I may in fact be compromising the intention of the 
photographer and misdirecting the understanding of the audience, because the 
meaning derived from the image will diverge from the meaning intended by the 
maker. On the other hand, pictures of the imaginary seem to travel better. Such 
images are self-evidently invention and much more open to interpretation. We 
come to the pictures in a different way; jumping to fewer conclusions, remaining 
open to new ideas. 
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Stories of the imagination are common to all cultures and societies. In that, they 
have a shared starting point that documentary images do not. We know that the 
imagination is unconstrained, while we can slip into the belief that the meaning 
of perceived reality has some kind of universality which it does not possess. But 
this does not mean it is impossible to share ideas. A work of imagination is not 
true in the literal sense, but it can resonant in the viewer, generating a sense of 
insight. Like a poem or a song, it can touch the listener through a profound sense 
of authenticity.

Conversation not monologue
The second point is that we have to stop thinking about culture as an ‘export’ 
commodity – either in terms of luxury artefacts or ideologies. Rather, I would 
suggest, culture should be seen as a form of conversation.

In the area of spoken and written language, I would argue that the most important form 
is not poetry or literature or law or philosophy, but conversation. And conversation 
is not, primarily, about the exchange of facts, but rather the connection of people, 
one with another. A conversation evolves beyond the singular control of either 
speaker because what one person says depends on what the other said before. 
It is an adaptive process in which the participants work together to explore ideas 
and, even more importantly, cement relationships. We are a deeply social species 
and the fundamental role of conversation is to generate connection. Only then 
can that connection be harnessed to share ideas, pool knowledge, find solutions. 
Poetry, literature, law and philosophy require us first to have some shared sense of 
meaning, some insight into the perspectives of others and openness to modifying 
our own point of view in the light of this.

We should get away from the idea of art as a marketplace for artefacts of status 
(wealth, intellect, ideology) and understand rather that art is an experience. Art 
exists when it is experienced; otherwise it is simply an object. Those experiences 
are part of a ‘conversation’ and, as such, should always be understood as tentative 
and incomplete in themselves. 
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Empathy not unanimity

Building on this idea of culture as a form a conversation, I would argue that the 
purpose is not agreement but empathy. The northern European post-Enlightenment 
traditions have been strongly Protestant and rationalist, mistrusting the emotions, 
laying great store by the individual and the driving force of self-maximisation: profit. 
Understand first and, only when you are sure and agree, open up to feelings. This 
leads to tolerance but makes true empathy much rarer. 
China too has a strong business culture. But I think here the Pacific region is 
enriched by cultures of the south, and especially those of Latin-America, which 
bring a different sensibility into play. The post-Enlightenment traditions of southern 
Europe (and its colonial and diasporic descendants) place much greater emphasis 
upon emotion as its own form of intelligence. For them, the first stage in building a 
relationship is not ‘getting to know you’ but establishing empathy.

Having worked in many parts of the world and having been involved in the 
presentation of inter-cultural projects across a number of permutations, I have 
come to believe that the most important outcome from a cultural experience lies in 
building empathy. We each of us live inside ourselves. We travel through the world, 
connecting with it though our senses and perceptions, using written and spoken 
language to describe things in a way that overlays order onto chaos. But there are 
aspects of our nature that are not reducible to words; inconsistencies that make 
us human that sit uncomfortably with the linear logic of words, sentences and 
paragraphs. Visual culture can offer us a way of hinting at that hidden silent interior 
world: of saying ‘I am in here; I sense you are in there’. A feeling of empathy 
that neither needs nor requires the provenance of rational understanding and 
consensus, but simply seeks emotional resonance: person to person, group to 
group, community to community. 
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It is empathy that drives intuition and intuition that can, if we allow it, guide us in 
developing our relationships one with another, beyond the tribal logic of conformity 
and within the mutuality of shared experience.

There is no ‘end of history’, but there is an ongoing human conversation, and that 
is about to enter a new phase as the Pacific century unfolds. What comes to be 
written in the next chapter of that history is up to us … all of us.
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HU XIAOYUAN, Axing Ice Across The Sea, 2012, triple channel video, 9 mins 40 sec 
Image courtesy of the artist.
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HU XIAOYUAN, Summer, 2012, works in progress 
Image courtesy of the artist.



HU XIAOYUAN, Winter, 2012, works in progess
Image courtesy of the artist.
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LI MING, Mist#1, 2012, two channel, digital video, 21 mins 21 sec
Image courtesy of the artist.



LI MING, Mist#2, 2012, two channel, digital video, 21 mins 21 sec
Image courtesy of the artist.
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Designing The New Experience
by Lubi Thomas and Rachael Parsons

An exhibition is a platform for the exchange of ideas. At the heart of any exhibition 
is a proposition that both responds to socio-cultural research and contemporary art 
practice and discourse. Stemming from this proposition and the resulting curatorial 
selection of artworks is the role of exhibition design. The role of the Exhibition 
designer is in the translation and mediation of the selected works, into a physical 
space; one which is concerned with the interaction of content, concept, architecture 
and design1. Through this process the exhibition design provides a context that 
enables an audience to meaningfully engage with each individual artwork, and 
the broader theoretical concerns and discourse that links the selection of works 
together. In this way exhibition design plays an influential role in mediating the 
interaction between cultural production and viewer experience.2

Design methodologies are used to accommodate and exert influence over a 
range of viewer experiences and interactions. These facilitate both aesthetic and 
cognitive interpretations of the exhibition’s content. Ultimately the development 
of a design takes into consideration: the physical structures and apparatus of the 
space, the display interface of each work, and the conceptual and aesthetic lens 
of the artworks. These considerations are then layered across the exhibition both 
in micro sets, and then as a whole to weave a journey for the audience through 
the space. The objective of the design is the expression of a dimensional story or 
conversation. 

Given the various modes of digital art; temporal, reactive or interactive, an exhibition 
of digital media works, by nature, becomes a performative and dynamic experiential 
space. Consequently we have always preferenced the analogy of an exhibition as 
a conversation rather than a narrative. The idea of a conversation allows for a multi 
directional fluidity and openness. Conversation is a form that both accounts for 
and facilitates an unpredictable variety of interconnected relationships generated 

1  Roppola, T. Designing for the Museum Visitor Experience. New York: Routledge; 2012. 8 p.
2  Dziekan, V. Virtuality and the Art of Exhibition. Bristol: Intellect; 2012. 17 p.
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by the dynamic format of the works, as well as acknowledging the many voices 
within the viewing experience. There is the artist’s voice expressed through the 
visual language of their work; the curatorial and interpretative voice established 
through the choice of works and the relationships, as proposed via the design; 
and the viewer’s voice, based on their own prior experiences, interpretations and 
understanding. The job of the exhibition designer is to facilitate these many voices 
and modes. This is achieved through the placement of the artworks, and how they 
are encountered and subsequently received by the viewing audience.

When developing a design we attempt to account for a person’s entire body, not 
only the optical but also the sonic, responsive, and interactive - the corporeal 
relationships of the audience to an artwork. This also includes the space between 
each individual artwork as much as between the viewer and the works. Through 
the design process we try to ensure variation to the experiences available. 
Audience encounters can be enacted within shared space or created via intimate 
and singular interactions. There may be moments of stillness and reflexivity 
as well as those of action and movement. To view an exhibition the audience 
engages in a spatial and sensorial journey. Design mechanisms (layout, sight 
lines, circulation, lighting, sound, surface, placement, screen/projection type, and 
informational signage and didactics) all influence the physical and by extension 
the conceptual navigation of the viewer. Successful exhibition design facilitates 
pathways that encourage the audience to meaningfully traverse the exhibition, 
to encounter each work and engage in the conversation possibilities. Working on 
the premise that the many modes of digital art create a performative and dynamic 
environment, we do not suggest or attempt to create a single linear path. Rather 
the design accounts for many variations that afford each viewer a unique and 
individual journey comprised of liminal moments and personalised connections, 
which allow unique interpretations. 
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Whilst self-determinancy is an important strategy to support the viewer’s voice, our 
design methodology involves mechanisms that also mediate the artist and curatorial 
voices. Through the thoughtful use of display interfaces we highlight common 
or contrasting relationships between the artworks. Scale, physical relationships 
through proximity (between artwork and viewer position, or one artwork and 
another), and framing systems (such as walls, curtains, vistas, architecture) can 
all be used to affect specific phenomenological reactions towards the artwork, and 
thus provide added depth to the conceptual understanding of each work and the 
combination of works.

Both the Creative Industries Precinct and IDAProjects’ exhibition programs 
are focussed on presenting digital and technology based cultural practices. 
The various distinguishing characteristics of the digital medium pose unique 
challenges and opportunities to an exhibition designer. Digital works are temporal, 
reactive, interactive and dynamic and are often customisable and variable in their 
presentation. While it is critical to ensure that the requirements and intentions of the 
work dictate their display, the inherent variability enables the physical display of the 
work to be presented in a multitude of ways. This flexibility allows for architectural, 
spacial and technological capacities and considerations of the exhibition site to 
play a role in each location’s design.  While the technological aspect of digital 
art is vital, at the same time as Pi Li discusses, it is also important to ensure that 
the artist’s technological requirements do not obscure their conceptual and critical 
intent for the work.3 

In the case of Sans Faute and its iteration at The Block, the exhibition design was 
largely driven by the key directive to provide access to contemporary ideas and 
discourse from emerging Chinese artists to an Australian audience. Cross cultural 
exchange is a fundamental aspect of the IDAprojects philosophy, supporting 
audiences from diverse geographic, social and cultural contexts to engage with 
3  Thea, C. & Micchell, T. On Curating: interviews with ten international curators. New York: Distributed Art  
  Publishers; 102 p.
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languages (text, aural and visual), current affairs, social and political issues, 
structures and cultural nuances that are not their own. This paradigm can result in 
works appearing foreign, unreadable and difficult to interpret. Within the exhibition 
design for Sans Faute we wanted to heighten this sense of encounter with new 
and divergent ideas through placing the works as physical interventions within the 
space, thus creating moments of confrontation, as much as those of discovery. To 
create this experiential outcome large scale projections of works, either embedded 
in structures or suspended from the ceiling, acted as walls that dissected the 
space, creating both points of encounter, and directional mechanisms. 

The use of video is common to all of the works presented in Sans Faute and as 
such acted as a unifying point. This unification allowed us to focus and prioritise the 
more subtle thematic and conceptual links within the works content. For example, 
for the installation of Yang Guangnan’s work Look No.2 (2012), a dual projection 
work that depicts two brick walls of different colour that intermittently shake, we 
wanted to highlight the physical structure of the work’s subject, the wall, as well 
as alluding to the conceptual underpinning of the work – movement, instability, 
deconstruction. We did this by creating a wall like structure; using projection screens 
that where hung down the centre of the main exhibition space. The placement and 
scale of the installation created a physical barrier that mimicked the conceptual 
barrier proposed by the work. The choice to suspend these screens highlighted 
the instability implied in the work, by appearing both precarious and allowing for 
minute physical movement, in response to the environment. By contrast, for the 
installation of Fang Lu’s work, Lovers are Artists II (2012) we wanted to provide a 
more intimate setting through a small, contained cinema space. Thus initiating a 
viewer scenario that corresponded with the conceptual and visual nature of the 
work; a sole performer involved in solitary interaction with various materials within 
a studio setting. 

Video holds a temporal quality that often requires an extended viewing period 
for the full impact of the work to be experienced. This challenge, of how to best 
encourage and accommodate the audience to have a prolonged engagement with 

57





the works, as well as support the drawing of connections across these works, 
was another key consideration of the exhibition design. Creating installations in 
the show, that accommodated interactions similar to those of theatre viewing 
acted both as a mechanism to encourage a more sustained engagement with 
the works, as well as being a strategy by which to weave connections across the 
works. Through the repetition of viewing convention, and subsequent corporeal 
relationship to the work through the viewing experience, subliminal associations 
are engendered; associations that encourage the audience to make connections 
between works. In Sans Faute, both Jiang Pengyi’s Intermittence (2012) and Jin 
Shan’s The Meaning of Life (2013) were presented in isolated installation rooms 
with similar seating arrangement, to create this theatre like engagement. For 
Intermittence, the installation encouraged a meditative and reflective space that 
was consistent with the imagery and pacing contained in the work. The narrative 
and text focus of Jin Shan’s work, which requires ongoing viewing to allow the 
narrative to unfold over time, is likewise supported by this installation choice.  
Importantly though was the first opportunity offered for the audience to engage 
with these works. This opportunity was via an extended vista, which meant that the 
two works were viewed, however subtly, together. This was intentional, as this first 
encounter alluded to the interwoven nature of the foundational concepts of these 
two works. Both works are engaged with cultural heritage, one through an iconic 
and nostalgic lens of photographic and cinematic imagery, and the other through 
critique of recent history, using a gritty and immediate narrative form.  It could 
be misunderstood that these works are in someway oppositional, however both 
provide insight into the personal reactions and concerns of the artist in regards to 
social and economic “progress” in China. 

Detailed consideration of a plurality of factors is the responsibility and creative 
contribution of the exhibition designer. Each exhibition establishes its own 
curatorial directive; a directive that good exhibition design ensures is effectively 
communicated. IDAProjects has an established history of international touring, 
which in itself presents another aspect of exhibition design. With each new 
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presentation of the show the site and design facilitates a new conversation. 
However, even within diverse sites and presentation across counties and cultures, 
it has been our experience that, as long as each new iteration priorities the 
curatorial directive, a connective echo is established from one show to the next; 
from one cultural lens to another; from one person to the next.
 
Design methodologies and strategies are key in establishing the dialogues and 
interrelationships that influence and direct the nature of the message communicated 
by an exhibition. For Sans Faute, and indeed for all exhibitions that we design, 
we strive to ensure that all voices within the conversation are given agency. We 
attempt to prioritise the artist’s voice through meaningful display of their work and 
being conscious and considerate of their intent. We strive to accommodate the 
viewers voice by designing a process of discovery, which facilitates access and 
entry points to the artwork that is supportive but not didactic. The curatorial voice 
becomes evident in associations made between works and the overarching theme 
or concept that is revealed and understood through the sensorial journey had by 
the audience. In regards to the voice of the exhibition designer, when a design 
has been truly successful that voice is largely silent and unnoticed. The design 
mechanisms used prioritise an experience of the work and the discourse, and thus 
the design remains invisible but critical.     
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LI MING, Mist#3, 2012, two channel, digital video, 21 mins 21 sec
Image courtesy of the artist.



LI MING, Mist#4, 2012, two channel, digital video, 21 mins 21 sec
Image courtesy of the artist.
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JIANG PENGYI, To insist for the sake of subconscious 2
Image courtesy of the artist and Shanghai Gallery of Art





JIANG PENGYI, Intermittence, 2012, single channel video, color, sound, 25 mins 26 sec 
Image courtesy of the artist and Shanghai Gallery of Art  



JIANG PENGYI, Intermittence, 2012, single channel video, color, sound, 25 mins 26 sec
Image courtesy of the artist and Shanghai Gallery of Art
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JIANG PENGYI To insist for the sake of subconscious 1
Image courtesy of the artist and Shanghai Gallery of Art







Happy Go Lucky (peut-être)
A reading of the generation N. 

by Chaos Y. Chen

After his concert, N. flew back to China to get married. 

The distance between one of the European capital cities and a small inner China 
town with merely three million inhabitants has never challenged his devotion to his 
Fiancée who is living in his home town. And yet, the engagement hasn’t put much 
of the question of his other romantic encounters, for the sake of understanding this 
specie of the opposite sex, so as to be able to become a good husband when it is 
the time for him to be one. 

What a delightfully easy footing! Look, here comes the young Chinese! All the 
bitter and sweet, love and hatred, the black and white, no matter in fiction or non-
fiction of the norm of Chinese, generations by generations, all diminishes in N.’s 
horizon. He doesn’t read Baudelaire. He did read Dante’s Devine Comedy, but 
it’s cartoon version. He is a talented young man from inner China city with merely 
three million inhabitants. He is not even twenty-four years old.

For N., nothing is immortal. There isn’t one thing more divine than the other. The 
loving parents provide everything even before he expresses himself for longing. 
Anywhere on earth, as long as he can see on television, he can reach. Hardwares 
are cool toys, which are simply more costly than what their older generations 
would possibly have, pre-programmed though. Since the early staged of memory, 
he could hear words circulating around him, “N. is beautiful. He will be successful. 
“N. is beautiful. He is successful.” 

Look at N.’s smile, sweet and innocent, he persuades me, that most of the ready 
structured discourses about China, the old one, and the prediction of this country 
based on rational systematic analysis from the recent past may be proved to be 
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irrelevant entirely. So does the frame of reference, which might be too clumsy 
to react to the new scenario, due to the heavy structure of discourses affiliated 
to it. All theory may sounds convincing, and yet, in front of a vivid active young 
individual, theories retreat to their own playground. This is not only true for the 
world outside of China to understand this country, but also to us, the Chinese, who 
have known our own past, work in the present and yet do not really know what a 
future from the present time would finally turn to us.

Then, here comes the generation N.. They were born in China.  At young age, they 
have had contact or direct experience with other part of the world. Some study in 
one of those world leading cosmopolitan cities, New York, London, etc. There is 
no bottleneck for them to express themselves. Often some immediate actions are 
simply driven by the impulse of moment, which is enough reason for them to take 
action.  They might not have read “The expense of spirit in a waste of shame, is 
lust in action” (Shakespeare Sonnet Nr. 129), but they seem to be all enlightened 
at young stage. 
 
For the same reason, for anyone who are still in the earlier stage of their life, history 
of their own hasn’t waken up enough attention of their owner, not to mention the 
history of the entire national group. They are far more individualistic than any of 
the Sages of this nation had put down on paper. Surfing amid the phenomena, 
which surprises themselves, they are eager to create another new wonder. This is 
the drive from the fragment excitement, fragment of combination of part of history 
and common memory without much of lineage. While their own lives have been 
unfolding after the period of well protected and well supported childhood, they 
believe that they are entitled to define their presence by their performance, even if 
it is only Andy’s Fifteen Minutes’s Fame, or if, there is no audience at all. They do 
not have to be brave. They are simply fearless.

The Chinese poet Su Tung Po (1037-1101) once wrote, “If one cannot picture 
the entire grandiose Lushan Mountains, it is all because he stays inside the 
mountain.”  Since I founded the art space WiE in Berlin, the ever growing institute 
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has decisively hold me within the region where I can reach within three hours air 
travel from Berlin, my new base. I am eager to comprehend the growth of artists 
there in Peking, in China, however, distance may allow me to see a mega picture, 
and yet, anything emerging certainly dropped out the loop until it has become 
strong vibe to reach that far to the other side of Euro-Asia continent. Here reaches 
a pivotal, that I suddenly realize, my attachment to Beijing become more symbolic 
than reality. 

When I received the introduction of the project “Sans Faute” from the two old 
friends, British artist and curator Stephen Danzig from London and Italian curator 
based in China Claudia Albertini, I was amazed by the establishment of these 
seven handpicked young artists, who have expanded their professional horizon 
within relevantly short years. After taking a further look, I quickly bypass the 
individual case, which I believe the curators would be thorough introduction. I was 
amazed the openness and trust behind such wonder. 

These young artists, in their late twenties and early thirties, seem to start to embrace 
different traditions of art making. After studying in the art schools in China, some 
of them continued their further studies in some of the international artists’ Utopia 
land. Fang Lu (b. 1981) studied in America, first, at SVA (School of Visual Art) 
in New York, and soon went to the West Coast in the SFAi (San Francisco Art 
Institute) after this institute opened up its structure to the leading minds in the 
contemporary art today, i.e. Okwui Enwezor and Hou Hanru. Huang Ran (b. 1982) 
studied first in Birmingham Institute of Art, and later, a Goldsmith College graduate. 
Hu Xiaoyuan (b. 1977) was one of the seven, whose earlier work I did see. 
However, I confess, that couldn’t easily connect her current work, i.e. Wood series 
(2011) with her début series, i.e. A Keepsake I cannot Give Away (2005). If the 
earlier work recalls the world of “Tropic of Cancer” by Henry Miller, in a non verbal 
way, her later work absorbed all the uneasiness by the mean of simplicity. 
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With the talents as a foundation, how they and the supporting system embrace 
each other may explain the unusually fast development of the artists. They started 
to speak with their voice when the world out side of China hasn’t exhausted their 
curiosity in China. They found the art spaces who were initiated and run with the 
same openness. Hu Xiaoyuan is a Beijing Commune artist. Hu Xiangqian and 
Huang Ran have been affiliated with Long March. Jin Shan works with Platform 
China.  This union promises the young artists a well protect space with strong 
intellectual exchanges, and sustain the artist work financially. Even during the 
transition time, a good art gallery would also give the young unsettled mind the 
most timely encouragement. Young artists thus run faster, reach farther and 
broader, while the older generation may take decades to realize things in such 
scale and bandwidth. 

Despite what an anthropologist may say, “in the long run, it doesn’t really matter.” 
or the history would be measured by one thousand years as its smallest unit, these 
young artists are a statement of now and present. 
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VJ Dropbear and DJ Simulcast
lDAprojects live perfomance on Parer Place
Dropbear (aka Jonathan Chong) is an award-winning Director and Animator from 
Melbourne, Australia. Dropbear’s work spans music videos, motion graphics and 
live video performances, he relishes the opportunity to create “jaw dropping worlds 
of pixel delicacies.” A level of technical and artistic skill this awe-inspiring is a rare 
gift, and one that Dropbear champions in every frame he creates.

Simulcast (aka Andrew Gibbs) has been pushing pixels and invading eardrums 
throughout Australia since 2002. A one-man audiovisual assault unit, he produces 
cut ‘n’ paste beats, spooky soundscapes, ample samples and crunchy sub-rhythms 
all mixed live with video.
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About IDAprojects

IDaprojects has been working in collaboration with the Creative Industries 
Precinct Curatorial team since 2005, with the partnership’s inaugural exhibition 
at the Block, International Digital Art Awards, presented in 2006 (although digital 
photographic exhibitions were first presented at the QUT Art Museum in 2000).  

This first exhibition established a central philosophical principle that has been 
maintained throughout this ongoing partnership. Each exhibition and event aims 
to extend well beyond the arts, and instead acts as a dynamic creative platform to 
build international cultural linkages, using digital media as a point of convergence 
for developing cross-cultural partnerships, exchanges and understanding. 

This current iteration, ‘Sans Faute’, continues and extends this central programing 
directive to investigate the social and cultural implications of technology across 
international contexts, focusing on contemporary art  from some of China’s most 
exciting and vital emerging artists.

Opposite page
STEPHEN DANZIG, Regeneration God, 2010
Image courtesy of the artist 83





IDAprojects highlights
First western curators to present a Digital Media/moving image program at Today 
Art Museum Beijing. 30 thousand people visiting exhibition with extenisve CCTV 
coverage, 2005

First western curators to design/build a digital media gallery and present first 
international media festival at Beijing Film Academy, 2006/2007

First Western curators to open a major digital exhibition co-curated with 
preeminent Art Historian Li Xiang Ting at the Songzhuang Art Museum, 2008.

First Western curators to participate in the 798 Art Festival co curated by Zhu Qi, 
2007

IDAproejcts awarded the first major international Cultural Council Grant, 2008

IDAprojects first international curators residency program at Platform China, 2009

IDAprojects continue to present programs in China, Australia, USA, UK, Japan, 
RSSR

2013 Memorandum of understanding with QUT and Confucius Institue for 3 bi-
yearly international touring exhibition program
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