SYIMIPIRIOINTY oF
GRAVITY & HARSHNESS
o =

G+ ART SPACE






AR L9 ~ Q9L

ZAZ [ ARTISTS -

B / T / SAKKE / tRA— | REE / FE 1 §#E

/- He Xianey o/ Hu Qinevrans - Hu-Wevi/-Ei-BinyuanNs-Lr-Nu/ Lin-Ke |

'@;/umM/ﬁE/mE/muE/zMM/mm







REEN

RRAED, SEFAMARAR
HIA. G+ ART SPACE EDEMMER (EEMNIE
/Y, BIEEERRBATASBMERY, BLEE
EW. @HF. HKRE. HRh—. HIRE...... H14
AT EHE 70 FRAKRE 90 FRMHEARRM
BIfE, HERMX—RAERNFIFIER,

&L TRNER

1982 %, REAORK 1012, HBEELR)LH, B
AHRAARTXAKEREIDEMR, BRIEM,
BUABREF B BRBRIBENFHIFR, BAMXZ
SENMWEEFRBIULR., EMANEFTEES

BEERABFRIGPERE LR, KIWED
WEEREITETESHNIEE BEiRED
ANBRAF A ERNERE" BERILARRERE
HWEE, EZAR, 1985 FR, EEHITEHREE
RO HABEHOHMEERTIRE, DHIER
EEABEHABRIERY, —ERUANFEY
REARZMEANRREZ—. RENZARMEEH
R E AR, FRAEDNME LA
BEBEFHEZAREHNBEERN, EOEEMH

HIEIEE E,

HANLEHE 00 R, BERFEBNRANERE, W
KRAAIMRIRERE, MR EHEROEHREE,
P T SRUZAKME. ERNRAZR; £
TEfEd, HIBRBNRESHEE, RRKNEX
—REARRG L., MNEESTHARZE R

B IR SR, 1A XIEETMEFNERE
B, BEZARUMFEMNDEL L, BREENTEH
A, BEE—NEARR, BERR—ihH
REOER, EENOFERE, BAEEMEUBERA
#HRE, BETARBEXANERES, X—
REARRE‘BR"S“ES"FAIMMNSRRFIRE
BEETFAT,

BE, fFARE, NMEBRMUFRRMARNES; M
ARMREZD, EELBERENTERE, AR
BR (EENIERE) ERXRXOBSIEIEE 2
MAHEBCCHEHER, NMEOEESRENE
MEFREEN, ZARMRMHBRIA. WA
W, BRSENAE, EENETEEAMSH
SFENEE,






EXHIBITION INTRODUCTION

The traces of the time always affect people born in
certain era in subtle ways. In the upcoming exhibition
Symphony of Gravity & Harshness that hosted by

G+ ART SPACE, we invite Li Boyan as the curator.
Works of 14 artists , including Cao Yu, He Xiangyu,
Hu Qingyan, Hu Weiyi, and Li Binyuan etc. who was
born in the late 1970s to early 1990s, will be showed.
These works collectively reflect the influence and
characteristics of genes in a specific historical stage in

contemporary China.

In 1982, population of China exceeded 1 billion. Along
with the emergence of the baby boom, the wave of
popular culture in the West, Hong Kong and Taiwan
has also come. The pursuit of "sentiment" has become
a new demand for people to release their emotions
since the " Reform and Opening". Poets and young
artists have emerged in large numbers. Just as the
Chinese people finally freed themselves from the
monotonous blue, green and gray costumes, the
long-repressed tone in people's hearts has also found
their own new way of singing. Expressing personal
emotions freely seems to be the most warm thing in
the "Spring Story". In the art world at the end of 1985,
Robert Rauschenberg, who was on a global tour exhi-
bition, brought his collage works to China and exhibit-
ed at the National Art Museum of China and the Tibet
Exhibition Center. It was once regarded as one of the
most influential exhibitions on Chinese contemporary
art. Chinese art has been gradually liberated from its
inherent form. Vigorous visual experiments and unre-
strained artistic language have driven art movements
and ideological emancipation to a more free space for

discourse.

In the 1990s, with the development of electronic
communication technology, the rapid flow of informa-
tion in the Internet age and the gradual restoration of
cultural gaps have given contemporary artists a unique
and complex expression experience. In this process,
the "alternation and gaming" of old and new ideas is
deeply imprinted in the works of this generation of
artists. They are constantly testing and choosing in the
"unbearable harshness of being". They instinctively
pay attention to various social issues and emphasize
that artistic creation should proceed from the problem.
Artists not only have to face the capital vortex that
intends to sweep and swallow everything, but also
desperately carry out artistic innovation. In their works,
there is not only a sentimental romance, but also a
revolutionary gesture of personal heroism. Artists of
this generation seek their own survival coordinates in

the quadrant formed by "freedom" and "gravity".

In Chinese, gravity and harshness can be expressed
in the same word. “Gravity”, as a noun, specifically
refers to the weight per unit volume. And in psychol-
ogy, the word “harshness” specifically refers to the
severity of emotions. In the exhibition Symphony of
Gravity& Harshness, we use the dual concept to pres-
ent "sentiment" as a special form of common memory
to highlight the power of resistance, irony, jokes, and
ridicule shown by artists when they encounter various
problems today, so as to face the "severity" of the con-

tradiction between human nature and society.



B Cao Yu
¥z No.2 The Colorful Clouds No.2

E&EH, 300 x 345 x 10 cm black bras , 300 x 345 x 10 cm
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Numerous black bras are stitched together, rising and
falling like waves, like lovely breasts dripping with
desire. The artist blocks this work on the floor at the
entrance to the lobby of the exhibition hall. However,
people found it was only possible to enter the entire
exhibition hall by trampling on it. A common sense on
a polite distance between artworks and viewers, thus,
is completely deconstructed even before the viewers
continue to enjoy the rest part of the exhibition. The
bra, an object for protecting a very important female
organ, is crushed underfoot, giving the audience

a sense of instability and the sensation of out-of-
place softness. It is like wandering among the clouds,

magical yet laden with danger.
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Cao Yu
The Labourer

single channel HD video (color, silence), 8'33”
2017
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The Labourer is a video artwork. A pair of smooth,
shiny legs come down from the top of the screen to
reach two feet stand on a pile of snow-white flour
at the center. The flour makes the view looks like a
housewife working. When the feet were constantly
rubbing and tossing the flour, the little bit of light
yellow liquid flows down from the legs almost
unnoticed. As the feet continue to pat the flour, it

is mashed together into small balls of dough, the
image shows a clean and delicate beauty. But when
the audience learned that the artist was using her
urine to knead the dough, it becomes an absurd
behavior and ineffective labor. The way to stand
and urinate blurs the gender division and the visual
beauty immediately gives way to a sense of unease,

mixed with doubt and curiosity.
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BRESHE, HMEH, B2
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He Xiangyu
Olive Oil—Past is Prologue

Specific field , Olive oil, pencil
2015
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When creating this work with specific site attributes,
He Xiangyu selected a large wall in the exhibition
space and used a pencil to draw a rectangular
boundary on it. And then he smeared a large amount
of olive oil for daily cooking on it. From a distance,
the audience can only vaguely see a huge rectangular
color block with subtle differences in color. Even when
observing closely, it is difficult for the audience to

smell the light smell of unheated olive oil.

In the process of creation and exhibition, the olive

oil in the rectangular frame continuously impacts,
distorts, and obliterates the pencil frame given by
the artist with a subtle and diffuse dynamic level,
thereby continuously and slowly eroding the wall
where it is located. The volatilization or decay of the
materials put the whole work in a state of natural
out- of -control. Through the practice of non-physical
art, the large-scale use of daily consumer goods, the
confusion between the art works and the exhibition
space structure, the presentation of the decay process
that is imperceptible to the naked eye, Olive Oil-Past
is Prologue reconsidered the significance of the anti-
system and anti-consumption traditions in conceptual

art in contemporary virtual daily life.
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The components of Go in One Ear and Out The Other
are closely related to our cities and high-rise buildings.
They are intermediate connectors used for turning,
bifurcating or changing diameters between pipes. The
branching and turning of water pipes, gas pipes, and
sewer pipes that rely on these components enables
the pipes to be connected to every house and every
household. The pipeline systems, which are buried
underground or behind building walls, are invisible

to the city and are closely related to everyone's life.
The artist welded those interfaces of the same caliber
to each other to make them communicate with each
other. The complex installation works formed with such
accidental arrangement and combination are like an
intercepted section of underground pipeline, a section
of reality that is necessary and invisible. | took it from
below the ground into the visible world on the ground,
so as to present the audience with a piece of "reality"
that is inseparable from life, even if it is only a part or

a few fragments.
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BRiN. ==, 166 x 485 x 188 cm
2016

Hu Qingyan
Go in One Ear and Out The Other No. 2

carbon steel, air, 166 x 485 x 188 cm
2016
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4h48HR. SC/RAE, 100 x 133 cm,
2021

Hu Weiyi
The dust now inhaled was once a house No.29

Piezography Print, Hahnemihle Photo Rag
Metallic, Aluminum panels, Wooden frame,
100 x 133 cm, 2021
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Hu Weiyi
The dust now inhaled was once a house No.33

Piezography Print, Hahnemihle Photo Rag
Metallic, Aluminum panels, Wooden frame,
138 x 92 cm, 2021

This series of works show the artist's long-term
photography project around the ruins of the city. In
this project, the artist shot temporary landscapes such
as abandoned buildings, unfinished buildings and
industrial ruins in the city he lived and copied isometric
models according to the shape of the photographed
buildings. Subsequently, the artist combined the
abandoned objects collected in the ruins with the
model and photographed again. Finally, the two
images were synthesized and transformed into a more
dramatic magical landscape through post-production
technology. The fragments, lost memories, indifferent
emotions, dust underfoot and other things discarded
by the big city were collected, sorted, and arranged
by the artist and once again revealed a charming and

fragile form in the cracks of the broken bricks feature.
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In performance art terms, “man breaks 250 hammers”
seemed a straightforward enough concept. But Li
Binyuan’s Deathless Love transcended the form.
Performance art became spectator sport as the crowd
cheered each successive smash, lifting Li’s flagging
spirits whenever he collapsed onto the concrete plinth.
In an hour and a half’s worth of sweat and tears (and,
at one stage, a kiss for the hammer in his hand), the
artist’s inscrutable dedication occasionally dissolved
into desperation, leading viewers to question the point
of it all. “It’'s about destruction,” one bystander said;
“It's a statement about the life of the professional
artist,” offered another. Children gripped their parents’
sleeves with concern. “This is the best thing I've ever

seen,” echoed around the shed. (The Guardian)



[BiER Li Binyuan
FETEHEE Deathless Love

TRELF BIMFEE, 87'20" Single-channel Video of a Performance, 87'20"
(FIBZAEME, B|AFIL ), 2015 (Museum of Old and New ART, Australia), 2015
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XKE#F No.1

B, WEEORKIE , LED /7,
120 x 85 x 2.5 cm, 2020

Li Nu
Dual Yellow Binding No.1

Brass, Shuanghuanglian Oral Liquid Bottles,
LED Lamp , 120 x 85 x 2.5 cm, 2020
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K#F No.2

R, WhE, WEEORR,
120 x 85 x 2.5 cm, 2020

Li Nu
Dual Yellow Binding No.2

aluminum, resin, Shuanghuanglian oral liquid ,
120 x 85 x 2.5 cm, 2020
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Two Shuanghuanglian. No.1: Shuanghuanglian oral
liquid bottles, copper plate and internal lighting.
Skeletons, mask and icon. Fear, blindness and shelter.
Gold, black, windy. No. 2: Shuanghuanglian oral
liquid. Flowing and leftover oral liquid. Oral liquid that
is dripping and may not be leftover. Empty oral liquid.

There is still some flavor in it.
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B, BA. Bk, 'L, KFE. UVITH
85 x 107 x 13 cm, 2013-2019

Lin Ke
Today installation

Motor, picture, aluminum board, cable, wooden
case, UV print, 85 x 107 x 13 cm
2013-2019
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Lin Ke's Today installation is a mechanical installation
with an image. In this image, the luminous word Today
on the top of the skyscraper in the image represents Lin
Ke's imaginary of the invisible edge of the city. Under
the influence of the mechanical device, the luminous
characters vibrate continuously. It reflects the urgency

of urban life and the artist's imagination of space and
time. After he completed the work, Lin Ke carried this
work from Hangzhou to Beijing and then to Shanghai. He

regarded it as an eternally "unfinished" moment.
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Liao Fei
Crossroads

Single channel video, color, sound , 12’11”,
2015

At an intersection with traffic lights, Liao Fei filmed

a video of pedestrians crossing the road from a top-
down perspective. Some "extras" are mixed among
these passers-by. They cross the road following the
route set by the artist. These travel routes seem
redundant but seem to be strictly in compliance with
the traffic rules, which is also logical for the purpose of
"going over there" when crossing the road. The video
also shows the behavior of other people. It is natural
that people use the shortest route to cross the road
and even moderately violate the rules after judging
their own safety. The "short path" reflects people's
"intuition", and "intuition" is touching the boundary of

the cognitive system.
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Liao Fei
Signal

Single channel video, color, sound 60’00,
Picture, C-print, 13x21 cm + 30
2015

In Signal , Liao Fei set up a kind of sports rules

that can never stop riding under the premise of the
existing traffic rules (the cyclist going straight on when
encountering a green light and turning right when the
light is red. Every day for 30 days the artist began
from the same intersection, riding for one hour and
recording his movement using a smart-phone app.).

If the cognitive activity is compared to riding in an
unfamiliar area, then the repeated path accumulated
during each ride is like the familiar cognition we have
established. But there are some places that we will
rarely touch or eventually cannot reach. For some
accidental reasons, some routes can extend far. But in
many cases we just turn around where we are and this

state is like a metaphor for our cognition of the world.



X B 3
TE

BELEZAME. BRIEB#HZARLE
120x80 cm +5,
2016

Liu Chengrui
Sadness

Seiko Epson Art Micro Spray, Hanemule art
paper, 120x80 cm +5,
2016
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"Sew up the eyes and show a smile", this work

was executed by the artist himself. During the
implementation, he did not use anesthetics, because
the feeling of pain is also part of the work. The concept
of this work is very straightforward - even when the
eyes are sewn, even when suffering a great pain,
people still have the right and will to laugh. The history
of human development is a history of suffering. Even
in the harshest reality and struggle, art and smiles

are never absent. Sorrow comes from spirituality and
also from human beings’ awareness and worries about
their own situation in the universe. The artist named
the work sadness and introduces the actual conflicts
referred to in the images into the non-differentiated

value judgments of the human spirit.



XTF - 2029TVv1802

7 LihE . 84k, 180 x 250 cm
2018

Xu Zhen
Under Heaven-2029TV1802

Oil painting, aluminum plate, 180 x 250 cm
2018
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The Under Heaven series (2011) is considered as

one of XU ZHEN®’s most recognizable and signature
series. With oil paint filled in the cream piping bag
and following the cream cake mounting procedure,
Under Heaven series has not only retained the creamy
and sweetness of real cream, but its dense visual
appeal and exaggerated dimension also present

a false illusion. Under the all-encompassing title,
Under Heaven reflects a carnival influenced by the
global trend of hedonism. Between the dazzling,
mouth-watering and densely piled together cream
flowers, Under Heaven reveals a subtle compositional
relationship between materials and form, where layers
and spaces are skillfully integrated into thoughts on
painting and action. The cream under heaven, or a
creamy world, faithfully names an exciting, maddening

and sensual reality with optimism.
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While protecting the interests of creators and
encouraging innovation, Intellectual Property Rights
are increasingly becoming a means of monopoly and
suppression today. The legalization of appropriation
in the art field and the spirit of friendliness and
generosity among artists have allowed the spirit of
sharing and cooperation to continue and create a
"microclimate" that spreads outward. After Yang Jian
obtained the high-resolution work file authorized by
Liu Ye, he used screen printing technology to cover
a layer of anti-counterfeiting patterns widely used in
daily life items and value circulation channels on the

output paper.
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Hahnemihle {@¥)1E19 %4k 350g. EL 4 Stylus
Pro 11880c ZARMMEL. 2K/ ENmI
55 x 55 cm, 2015

Yang Jian
"Little girl in New York"
with anti-counterfeiting layer

Hahnem Uhle Museum etching paper 350g, Epson
Stylus Pro 11880c art micro-jet, screen printing
55 x 55 ¢cm, 2015
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Hahnemihle {@41EMZI 4 3509, B &4 Stylus
Pro 11880c ZARMMEI. 22 M ENR
55 x 55 cm, 2015

Yang Jian
"Once Upon a Time in Broadway” with anti-
counterfeiting layer

Hahnem Uhle Museum etching paper 350g, Epson
Stylus Pro 11880c art micro-jet, screen printing
55 x 55 cm, 2015
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FriPE. ZEMR. W%, 191 x 110 x 60 cm
2017

Yang Mushi
Sharpening - Stick No.3

protective barrier, plywood, lacquer,
191 x 110 x 60 cm, 2017
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A variant made up of black chamfered wooden strips
stands on the ground, with the pointed ends straight
up. The work is composed of protective fences. The
artist first uses a multi-layer board to make a rhombus,
then reduces the collected materials in batches, cuts
the corners, polishes, spray paints and nails it to the
outside of the structure. During the enclosing process,
the artist shapes the top surface of the object into

an equal-distance increasing slope and at the same
time repairs the gap between the strips. In the work
Sharpening-Stick , the artist dialysis the sharp and
cruel reality behind defense and confrontation by
cutting off the form and function of the guardrail and

re-enclosing a basic object.
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£8, 50 x 30 x 60 cm, 2019

Wang Sishun
Apocalypse 19 10 1

Aluminium, 50 x 30 x 60 cm, 2019

EBIR
A~ 18 8 26
8. AWM, 40 x 36 x 60 cm, 2018

Wang Sishun
Apocalypse 18 8 26

Aluminium, Propylene , 40 x 36 x 60 cm, 2018

F AR
BT 1936

$5. A, 42 x 26 x 60 cm, 2019

Wang Sishun
Apocalypse 19 3 6

Aluminium, Propylene, 42 x 26 x 60 cm, 2019
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Bn 1825

£8, 10 x 6 x 120 cm, 2018

Wang Sishun
Apocalypse 18 2 5

Aluminium, 10 x 6 x 120 cm, 2018

FRIEEHRREGAMEGNRL. BETRE
R, ME—MARBLENRENE. ENEE
MEBH . EE. BAF. METF. BRE, 'R,
ENRFREEALE. FRARN. S, B,
QENHEEAXBHERESMHERMME. &
KMEMH. BEMRRNES, URERAENE
EWHE, S8, HE. BE..... CEMMAER
HRAMZCHHER., ERIARENKNEME
BBEMmMM, BEBIUNRAENEGNMNE.
EEET SHNXAEN, EMHRNNEARE
URFEMNEEXHEEENEELN, HEX
MEMNEBSHXEEENHEEZER, #RE—E
IR,

B 16117

i, 51 x 23 x 60 cm, 2016

Wang Sishun
Apocalypse 16 117

Copper, 51 x 23 x 60 cm, 2016

Wang Sishun collects portrait-shaped stones all over
the world. A portrait is not an image, but a kind of
personality and intrinsic value. They were collected
from Russia, France, ltaly, Afghanistan, Uruguay,
Egypt, Africa and China. These portrait-shaped stones
of different sizes, shapes, colors, and textures seem
to come from various worlds and regions, races and
identities, history and future life. They come from

a world where inner values such as sacred, high-
quality, ugly, evil etc. combined conflict and converge.
Wang Sishun believes that they were shaped by time
and themselves and have a strong primitive power.
They include diverse cultural experiences, certain
worldviews and art history, as well as our own inherent
aesthetic styles. He hope this kind of cultural and
aesthetic factors that belong to us can have a certain

cultural constructiveness.
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KE, BB, S4RR,
126 x 126 x 126 cm, 2015

Zhang Ding
Black Substance - 1

Installation Art , Black glass, oxidized steel
plate, 126 x 126 x 126 cm, 2015



REFRUBENEREABORIBIRETNERE
MIRDEMAL, AR—TTPEH=E, KBRS E
BEmMRE; WRWERKLBENDERSE. &
MYENMER, EEEFERER—TFEmE
R B9 =S 8]

This work is constructed with black glass spheres
and black steel plates that cannot be seen clearly
inside, forming a balanced space. The glass is fragile,
transparent and dense. And the steel plate is cold
and hard. Two materials with contradictory physical
characteristics form a balanced and dangerous space

in the mutual squeeze.
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About G+ ART SPACE

G+ ART SPACE is located in Wuyishan City, Fujian Prov-
ince, China. It was established in 2020 and has a space
of approximately 680 square meters. This space is main-
ly for exhibitions, research and collection of Chinese

contemporary art and is open to the public for free.
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