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䂰㽂⏴㨦 Across the River and into the Trees

㻘㠾·⃛⺣摛゛·⯴を摛㠾䔈᧤ⅴₚ丏䱿⯴を摛㠾䔈᧥᧶
㈗㦘㎞㊬᧨㦻㧴ㄣ年㢾↵㟵✛▦℻⃚梃䤓⺈幬᧨䘿⦷♧
㒟ℕ↵㟵✛㾪㧘䪅⃚梃䤓⺈幬ᇭ㢾⅏⃗☮⥯≒∎⇯㚻Ⓙ
ℕ㾪㧘䪅᧻

鄢醒᧶㒠⒉䞮ℝ摜ㄕ᧨2009㄃⅝⥪ぬ初㦾ⷵ棱㹤₩⚝㚻
Ⓙ▦℻㈔ℕ⥪㄃᧨扨⥪㄃㒠✛▦℻ₜ⺠↧䱏䤓䷥⻤ⅉ᧨唉
㦾㧉㨓ⅴ♙䟊ㅙ⚗作扖ᇭ㒠㎂㢾㢅⊨㗱₏₹䘾⬒ℕ⚶ᇭ

⯴を摛㠾䔈᧶㦘⅏⃗␆⇢䤓㘷┷⥯侯⚦᧻

鄢醒᧶㒠㋚䓀ℕ᧨扨㢾㒠呹む⃮㼰㎂Ⓙ䤓ᇭ

⯴を摛㠾䔈᧶㒠ⅻ执㢾⥭Ⓙ㦏㆏ⱚ䤓幬欧᧨㒠㎂䩴拢₏
⒖掌㢾㊝⃗㆏ⱚ䤓᧻⇯㢾㊝⃗忿扪唉㦾䤓᧻㒥劔広唉㦾
㢾Ⱁ⇤㧴Ⓙ⇯愺扈䤓᧻

鄢醒᧶㦏㡸㢾♦㒠㹜⅁䤓㈀❜᧨Ⰸ㦍兞㢾₏⇜㦜孔幍帰
゗᧨㒠㈗⺞䤓㢅⊨᧨Ⰸ⻀㞾㖐㒠㈏㠖唉㡈⚠♠⻤ᇭ⹅摛
㦘ₜ⺠␂ℝ唉㦾₝幍帰䤓⃵仜᧨∎㒠㦘㧉↩㘴屵Ⓙₜ⺠
䦇␂䤓忓㠨ᇭⰈ㇢㢅䤓₏K㦚♚䘿⦷䦚怆㧴掌㦘䍈㽱
導伂℩⃊⃘᧨₝挲㢅⊨₼⦌␔⦿≬⸗䤓⮶捷⒕ⅉ㦘₏K
㆑㫆ᇭ㒠⺞㢅⊨䤓㠖唉⚾在⏷㧴呹ℝ㒠䤓⹅ㄼᇭ

⯴を摛㠾䔈᧶⇯厌広広⦷⇯䤓唉㦾䞮䀾₼庐⺈⇯㈀❜㦏
⮶⚦᧻庐㢾⇯䤓喀楓᧻

鄢醒᧶㒠夌䏅ₜ賍ⅲ缂疭㒠⚛㢅ⅲ茽䞮䤓ⅉ᧨⇕㒠扨₏ⅲ♾
賍蠼㦘鎛デ薦䍗䤓₏₹₹⇢喀腮ᇭ㦘砏⮩䤓唉㦾睎砋❜扖
㒠᧨苽㒠作❐摛槱茽䘿䤓イ籦摛⻋᧤Pier Paolo Pasolini᧨
1922–1975᧥ᇬ∾焵᧤Éric Rohmer᧨1920–2010᧥ᇬ䓀藆
◝·膆㣽᧤Edward Hopper᧨1882–1967᧥ᇬ廆⏚⮩᧤Jean 
Cocteau᧨1889–1963᧥ᇬⱣ碈㠾⑾␈᧤Diego Velázquez᧨
1599–1660᧥……㒠ₜ䩴拢扨並ₜ並㈦ₙ㢾ಯ喀腮ರ᧨㒠⃮ₜ
誑着ಯ喀腮ರ㢾⅏⃗螈藌ᇭ

⯴を摛㠾䔈᧶扨K掌㢾㧴呹導㡈䤓㈀❜᧨㦘㼰㦘㧴呹₼
⦌䤓᧻

鄢醒᧶㼰㦘ᇭ㒠⺞㢅⊨♦䤓㠖ⷵ唉㦾⚾在㢾導㡈喒㦻ᇭ
㒠㘴屵㦏⮩䤓≰㋾ⅴ♙㧟㠨掌㧴呹ℝ導㡈᧨ಯ₼⦌䤓ರ兞
洛㒠ₜ厌広ₜℕ屲᧨⥯⃉㒠呹ⱚ呹兗掌愺⮓⦷扨₹幼⬒
㇢₼᧨␜ₜℕ屲᧨执㢾㹣戒ℕ屲䤓ᇭ♹㢾᧨㒠㼰㦘Ⅳ兕♊
䚱䭷扖ᇭ                                                                       

⯴を摛㠾䔈᧶⇯䤓作❐楕摛䤓⯃⚆作❐↩㢾❹₏ↅ᧻

鄢醒᧶ㄣ年㢾ᇵⅥⅻₜ⦷扨摛ᇶ᧤2010᧥ᇭ

⯴を摛㠾䔈᧶⇯厌店店扨ↅ作❐⚦᧻

鄢醒᧶扨ↅ作❐㧴䄟ℝ₏₹⻤屗挏庆᧨⻔⇞⦷▦℻䤓
唉㦾⹅⇤扮᧤1978– ᧥挏庆㒠♑₝₏₹槭デ屓䤓⅚⏴欈
䥽ᇭ㹞⇜唉㦾⹅呹む⑂⸩⻤屗䤓⧉⦿᧨㒠㔙⻤屗䤓⦿䍈
折⦷ℕ▦℻䤓₏₹㡔ㄦᇭ㒠挏庆ℕₒ⇜䆣⛧᧨Ⅵⅻ⃮㢾
㒠愺扈䤓㦚♚᧨㒠ⅻ₏怆㓶嫛ℕ₏₹壩㨓䤓㟔ℚᇭ㹞₹
♑₝劔掌㦘呹む䤓屡唁᧨㒠㓽䆣ℕ₏⇜唉㦾⹅᧨⇕Ⅵ♾
厌ㄅₜ㢾鄢醒᧨力㢾₏₹㕌廰䤓唉㦾⹅ㇱ廰ᇭ㒠䞷㓚㖐
䤓䏶䦇㧉⚛㷴㕜㛓ℕ㦏⚝䤓作❐᧨⚛㢅᧨椟塞怆㧴䤓㛓
⍞㧉⃮帿㇤ₚℕ䘿⧉♠䞮䤓₏⒖ᇭ扨⃉㒠ⅴ⚝䤓作❐㔍
Ⓙℕ₏₹㡈⚠ಧ ಧ㒠⚝㧴㈗⮩作❐掌㢾抩扖⮩䱜ⴡ⅚
㧴䞮㒟₏₹欈䥽ᇭ

⯴を摛㠾䔈᧶⇯䤓⻤屗䞮䀾䤓怆䍈㢾❹᧻

鄢醒᧶㈗Ⰼ䤓₏₹桽欧᧨⇯䞷Ⓙ䤓扨₹幜幼⦷₼㠖摛㎞
✂䂀栎ಧ ಧಯ⻤屗䞮䀾ರ᧨扨♾厌㢾㇢⅙䤓唉㦾⹅ⅻ䕻
㦘䤓₏䱜䞮䀾⚶ᇭ⅝㒠㹤₩Ⓙ扪⏴勛₩䞮䀾䤓㢅梃♹
㦘㈗䩼䤓⥪㄃ᇭ㒠怆㷴ℝಯ⻤屗侊兮ರ᧨䥽ⓜ⃉㷱䤓㓏㦘
作❐⃮掌⪉ℝ⻤屗ᇭ㒠厠⷟摛㷲⦷扪嫛展屘㠃⚗☃执
㼰㦘Ⅷ庇⸭悄䤓欈䥽⃮掌⪉ℝ⻤屗᧨㒠匾⸩㢾挲伊⇃
椞䧏⻤屗力ぴ作䤓唉㦾⹅ᇭ

⯴を摛㠾䔈᧶厌店店⇯䤓䶻₏₹⻤屗⚦᧻

鄢醒᧶䦮㷲㎞⃘ₙ䤓䶻₏₹⻤屗㢾2010㄃♦䷥⻤ⅉ⒧
熝₝◱扝◝挏庆♑┯喀⦌㦋㈊㠾䔈◝ⅉ唉㦾₼㉒䤓刳
⻤ಯ屲㟍ಧಧ♙␅䦇⺈䤓㎞⃘ರ᧨㒠⛗䘿䤓作❐㷲㢾⃚ⓜ
㙟Ⓙ䤓ᇵⅥⅻₜ⦷扨摛ᇶᇭ

 
⯴を摛 㠾 䔈᧶㒠 ⺈⇯♠ 怆㒟䵚䤓₏₹⥱⇢ᇬ₏欈 扟
┷ಧಧಯ⏻⚇/COMPANYರ欈䥽㈗㎮␃怲᧨扨欈扟┷₝
☕⚁₼䤓挲Kⓜ◺扟┷ₜ⚛᧨㼰㦘⅏⃗⸲岏ᇭ㒠ⅻ䶻₏
㶰⦷▦℻屐槱㢾⦷⒉䱮懵 ᧨n⇯㇢㢅店Ⓙℕ扨₹㧉㨓ᇭ
厌␜䂔㯩⦿屲摙₏ₚಯ⏻⚇/COMPANY ರⒿㄤ㢾㊝⃗
⥭ℚ⚦᧻

鄢醒᧶⅝㩟䱜㎞⃘ₙ㧴広᧨₼⦌䥽ⓜ䤓䘿䕅ₚ㓏㦘䤓唉
㦾⹅掌㢾₏₹ಯ呹㒠兓兖ರ᧤self-organization᧥䤓◤

Hans Ulrich Obrist: It’s interesting, because we 
started this conversation between London and 
Beijing and now it’s a conversation taking place 
between London and Los Angeles because in the 
meantime you’ve moved. I just want to ask you what 
prompted your move to L.A.. 

Yan Xing: I was born in Chongqing. I stayed in Bei-
jing for four years after I graduated from Sichuan 
Fine Arts Institute. I’ve been working with many 
excellent curators, art institutions and galleries, 
but now I think it’s time for a change. 

HUO: And also were there any specific triggers for 
this move?

YX: I’m in love. I’ve never thought of that, you know. 

HUO: So to come back to the beginning, I’d like to 
know how it all started. How did you get into art, 
or how did art get into you? 

YX: When I was very young, I was influenced a lot 
by my mother, a fashion designer. She encour-
aged my interest in art when I was young. At home 
we had lots of books on art and design. I learnt 
a lot from them. Some of my mother’s friends 
looked a bit Bohemian to people in China at that 
time, who were mostly conservative. It was my 
family that laid the foundation for my early inter-
est in art.

HUO: And can you tell me about your heroes or 
those people who influenced you?

YX: Of course, it’s impossible for me to speak for 
my generation as a whole, but I can say there aren’t 
many individuals that can be called a hero and who 
strongly inf luenced our generation. In my case, 
I was very inspired by Pier Paolo Pasolini (1922–
1975), Éric Rohmer (1920–2010), Edward Hopper 
(1882–1967), Jean Cocteau (1889–1963), Diego Vel-
asquez (1599–1660), and some others. I don’t know 
if they can be called my “heroes” or even what 
“hero” really means. I’m not sure.

HUO: These are all people from the West. Did any-
one from China influence you?

YX: Very few. In terms of my exposure to the arts 
and literature, all my role models are Western. 
Most of the information and materials I had were 
from the West. I don’t mean I don’t understand the 
“Chinese experience”. I’ve never left this context. 
Even for those who say they don’t understand the 
“Chinese experience”, for sure they have some 
knowledge about it. It’s only that I’ve never thought 
about it. 

HUO: What is the first work in your Catalogue 
Raisonné? 

YX: It should be They Are Not Here (2010).

HUO: Can you tell me about this work? 

YX: Actually, it started with an exhibition invita-
tion. He Chi (1978– ), an artist in Beijing, invited 
me to an unconventional intervention proj-
ect. The artists were asked to choose their own 
venue, so I chose  a hotel in Beijing. I invited seven 
actors, who were also my friends, to perform a 
short play with me. Everyone had their own role. 
I played an artist, but probably I wasn’t Yan Xing 
then because I only had the abstract idea of an 
artist then. During the performance I was taking 
pictures with a camera. There was also a hidden 
video camera recording all what was happening. 
This project inspired a lot of my later work. I used 
multimedia a lot later.

HUO: Where did you start your career as an exhib-
iting artist?

YX: A very good question. “Exhibition career” is 
unique to contemporary artists. It’s only been four 
years since I graduated and started my career as an 
artist. I started by exhibiting and up until now I’ve 
exhibited all my works. I’ll also be exhibiting all 
the future projects I’ve envisaged. I must be one of 
those “exhibition-type” artists. 
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䂰㽂⏴㨦 Across the River and into the Trees

⏒ᇭ㇢㄃᧤2009᧥㒠⮶ⷵ㹤₩㧴Ⓙ▦℻᧨㷲Ⰼ怅ₙℕ摠
娜☀㧉᧨㇢㢅₼⦌䤓唉㦾ゑ⧉⸛⏷∬忥ℝ兞㿝᧨⮶⾸䥧
⑯⃝䝵屲ℕ₼⦌䤓㇢ⅲ唉㦾ᇭ挲㢅⊨᧨㦏厌◥杀䤓唉㦾
⹅掌◥ₜ⒉作❐᧨㒠ⅻ扨K㄃戊唉㦾⹅㹤₩⃚⚝Ⓙ▦
℻⑯⃝㢾㼰㦘㧉↩䤓ᇭⰑ㨫♹㢾䷘㈔㧉↩᧨t ♾厌㦘⻤
屗ᇭ㓏ⅴ᧨㒠恮Ⰼ♚棗戃᧤1987– ᧥ᇬ㧝㢝᧤1986– ᧥᧨ⅴ
♙⥪㄃䤓⚛䴦㧝䏅᧤1986– ᧥᧨⑂⸩♠怆扨㫆₏₹ಯ伊兓
兖䤓㧉㨓ರ᧨呹む扪嫛䷥⒡⸭悄᧨⃊┷♊⺊㔍㒥Ⓟ抯₏
K㧉↩᧨⻀㢾㇢㢅䤓ಯ⏻⚇/COMPANY ರᇭ㒠ⅻ䦇℡熢
╀᧨゙ 㦪㈋㷳掌ₜ尐㟍㆒᧨厌其兼⅝ℚ唉㦾⒪作᧨㒠ⅻ
⃮㕀䧏䱾㨐䤓㊐ㄵ㏱㏱㈏勛₩拢恾♠⻤ᇭ

⯴を摛㠾䔈᧶ಯ⏻⚇/COMPANYರ⚝㧴♠⻤㍔⑄Ⱁ⇤᧻

鄢醒᧶㦏⒬㒠ⅻ⥪ⅉ⻀₏咃⑂⸩⸒ₜ㢾₏₹兓兖᧨⃮ ₜ
㢾₏₹⥱梮ᇭ㒠ⅻ⦷₏怆⸭悄ℕ₏K欈䥽᧨䥽ⓜㄅ㼰㦘
屲㟲᧨㒠ⅻ⌅⺣执㎂尐₏怆Ⓟ抯䍈⏎㠿嫛┷᧨⇕掌⥯⃉
⚓呹䤓♠⻤力勌㚐ℕᇭ扨₳㄃Ⰼ⍞㼰㦘⅏⃗┷槨᧨㦹㧴
⺩ₜ㢝䫽ᇭ

⯴を摛㠾䔈᧶扨㶰⻤屗䤓䌄㎮⅝⇤力㧴᧻

鄢醒᧶㒠₹ⅉ䤓♠⻤挄⅝㒠㠃₹䞮✌♠⻤䤓扖䲚ᇭ㹣
Ⱁ᧨⦷㒟⃉唉㦾⹅⃚ⓜ㒠⅝㧴㼰䱊㆏扖₼⦌᧨㒠㢾嬺唉
㦾㿊┷挏庆Ⓙ␅⸒⦌⹅᧨近恬䱊⦿屑䦚ℕ導㡈唉㦾ᇭ㒠
ₜ㠼⦿⥯⃉唉㦾㒟栎䧏ᇭ

㈗⺠㦘₏p ⷟䴐䏅常㒠榖㍙䤓㟈♧᧨⺞㢅⊨䐞椅㒠䤓㠖ⷵ
✛唉㦾᧨t ⏐幇挲䱜⃉⃚₏榖䤓㎤䏅ᇭ㒠⺈㈔⚓䱜ಯ榖㝋ರ
㗉康㏝᧨㒠↩Ⅳ兕♊⒕㨟᧨♊䀗▥᧨㹣戒㏱ᇭᇵDADDY
欈䥽ᇶ᧤2011᧥㢾₏₹㹣戒㎞⮥䤓作❐᧨扨㢾㒠䶻₏㶰⅁
呹⋩䘿⧉嫛⃉嫷䆣᧨⦷挲ↅ作❐⃚⚝㒠㈦Ⓙℕ㈗⮩⻤⒉
㧉↩᧨夌䏅䘿⦷䦚怆㧴⸒䟴㣍◤堓᧨⇕⸒䫽⸭⦷挲₹㢅⊨
サ全ℕ㒠㈗⮩䤓㧉↩ⅴ♙㥬⏘䘖ᇭ㒠㈗㎮庱扨ↅ作❐ᇭ

⯴を摛㠾䔈᧶⇯⦷₼⦌⒪作ℕ作❐ᇵDADDY欈䥽ᇶ᧨
⇯帳⃉扨㢾⇯㈗摜尐䤓作❐ᇭⓜ槱䤓店幬₼⇯㙟Ⓙ㔩
␊⇯栎⮶䤓幍帰゗㹜⅁⺈⇯䤓㈀❜㈗⮶ᇭ⇯执㙟Ⓙ扖
䓅⅁䤓凉⯀ᇭ厌⚵店₏p 扨K⥯侯✛作❐ᇵDADDY欈
䥽ᇶ⃚ 梃䤓␂侊⚦᧻扨ↅ作❐㢾㊝⃗ℶ䞮䤓᧻

鄢醒᧶㒠䤓作❐恮㒠䤓ⅉ䞮⇢洛䂆㧑⦷₏怆᧨㇢䏅᧨㒠
䦇≰㈗⮩唉㦾⹅⃮扨㫆䀗劦䧏呹む䤓䞮✌ᇭ㒠↩⥯⃉䓀
㍔♊㈏♵⮥₏₹⦌⹅䞮㿊᧨⻤㆏㠿䤓⒪作᧨㒠䤓作❐⪉
ℝ嫏䁁᧨⹅ㄼ㒥劔⹅㡞㓏サ全㒠䤓㈀❜ᇭ

ᇵDADDY欈䥽ᇶ₼凉⯀䤓䓅⅁ㇱ廰⺈㒠ℶ䞮䧏㆑デ
摜尐䤓㈀❜ᇭ㒠䤓䞮㿊₼⅝㧴㼰㦘䓅⅁䤓屡唁᧨扨⃮幇
抯㒟ℕ㒠⺈ℝ㓏㦘䤓㧒Ⲑ掌ₜ䟞㍶᧨⺞㢅⊨⻀㼰㦘₏₹
恂⮮㇉⮶䤓┪摞㧴㧮冩丰㟨㒠᧨㒠㦘䍈㡯㓏㍶㊤ᇭ⻌丰
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␀ⷧᇭ

夌䏅扨ↅ作❐め兞扖♊₳㄃᧨✛䘿⦷䤓作❐执㢾㦘␂勣
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HUO: And can you tell me about your first exhibi-
tion?

YX: Strictly speaking, my first exhibition was Lib-
eration—and its Relative Meaning, a group exhibition 
curated by Liu Ding and Carol Yinghua Lu at Man-
chester Chinese Arts Center in 2010. They Are Not 
Here, the work I just mentioned, was shown there. 

HUO: It’s interesting that you formed a group and 
started a movement in 2008 called “COMPANY”. 
And it wasn’t really a movement with a mani-
festo as those historical avant-garde movements. 
When we met for the first time in a Beijing taxi, 
I remember you told me that you are most alive 
when working within this kind of structure, so 
I’m interested to know more about what exactly 
“COMPANY” was?

YX: In one way, every modern Chinese artist is 
a “self-organized unit”. When I came to Beijing 
after college in 2009, the world was caught up in 
the financial crisis. The art market in China then 
was almost totally reliant on the economy, and 
so the contemporary art market in China almost 
collapsed because of that crisis. Back then, even 
the best-selling artists were finding it very diffi-
cult to  sell their art, let alone young art gradu-
ates in Beijing like us. If you just waited around for 
opportunities to come to you, you would never have 
an exhibition. So, I got together with my friends 
Chen Zhou (1987– ) and Li Ming (1986– ), as well 
as Li Ran (1986– ), my classmate for four years 
and started a “group” to make our own plans and 
create opportunities. It was our “COMPANY”. We 
encouraged each other to go out there and make it 
as professional artists. 

HUO: So how did the group “COMPANY” evolve?

YX: We all agreed that it was not an organization per 
se in the beginning. We did some projects together, 
and it still exists, once in a while we may get an 
idea and do something together. But we all have our 
own plans now and so we haven’t been doing much 
together recently. I don’t know what will happen to 
it in the future.

HUO: What would you consider to be your epiphany 
for this exhibition?

YX: Actually, my career follows my life. For exam-
ple, when I became an artist, I’d never left China. 
Then I was invited to overseas art events and so I 
left China. Art helps me to grow. 

There have been few surprising changes in my 
life. The art and literature I was exposed to as a child 
did not give me that kind of “Wow!” feeling. I’m a 
fairly cautious person. I analyze everything carefully 
before absorbing it. It’s a relatively slow process. 
But DADDY Project (2011) is an exception. It was my 
first self-performance art and it led to a series of 
exhibitions. Now it may seem that I could have made 
it richer, but at the time it opened a lot of doors for 
me and elevated my profile. It really was a blessing 
for me.   

HUO: You consider DADDY Project to be a key 
piece in your portfolio. You said earlier that in 
the beginning, your mother, who was a fashion 
designer and who brought you up, was a big inf lu-
ence on you. You also talked about the absence 
of a father. Could you talk a little bit about this 
in relation to DADDY Project and what prompted 
this piece?

YX: I think my works are mixed up with my experi-
ences in life. Of course, many artists use their lives 
in this way. Because of love, I am going to live in 
another country and continue making art. My art is 
fed by my blood, my family and all those influences 
from my family.

The absence of a father did have great impact on 
me. There has never been a father in my life, which 
might explain why I cannot tolerate authority. 
There was never any power figure strong enough 
to discipline me, so I never felt fear. Even so, I 
don’t think it had such a great impact on me. I was 
shaped gradually—slowly to the extent that there 
was no chance for myself to make radical changes 
to myself. I grew up in a Chinese environment, but 
I don’t think such an environment can significantly 
change people. I grew up within a Communist sys-
tem, but I am not Communist. Is that good luck 
or not?
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Across the River and into the Trees
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㩴᧨作❐⑯⮸⚝≎䦚ₜⒿℕᇭ厌ₜ厌店店㢾⅏⃗⺋咃ℕ
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HUO: I was wondering if you can tell me about the 
shows you held before this new one at Galerie Urs 
Meile? How did one thing lead to the next?

YX: I had my first solo at Galerie Urs Meile in 2011. 
The most important work in that was REALISM 
(2011). I studied Andre Breton’s (1896–1966) Surre-
alist Manifesto (1924) and used some of the material 
from that in a piece of performance art. There were 
also other media. 

That show was held two years ago, but it’s still 
relevant to the work I am doing now. Many of my 
works are born out of history. I also made up some 
“realistic but not necessarily real” evidence to 
shape a new world. Part of REALISM is contrived: 
that was based on my own experience of art lan-
guage rather than the world we are living in.  

HUO: In the 1990s, the art world was focused on 
the moving image. I had a phone conversation 
with Matthew Barney (1967– ) on January 1st, 2000. 
Mathew talked about this desire for a “live expe-
rience” and that is something which has become 
much more prominent and much more visible in 
the art world since. 

YX: This “live” aspect you are talking about also 
happens to be something I am trying to reflect on 
and control. The “live performance” in REALISM 
was obvious, but there is not as much of this in my 
new work. I often think about how to define “per-
formance”, and whether it takes place inside or out-
side the gallery.   

For Arty, Super-Arty (2013), I chose Wang Xingwei 
(1969– ) and Xie Nanxing (1970– ), two important 
Chinese artists who were greatly inf luenced by 
Edward Hopper (1882–1967), to be the perform-
ers. The link between genuine art and the art on 
a theoretical level really fascinates me. It tells me 
how to perform and how to approach what should 
be included in art. 

An artist has his own unique understanding of 
small details, and for a large part, there is not a lot 
of difference, which is the current trend of artis-
tic development. Art evolves slowly. It is some-
thing about “being slow”. When you are among 
different artists or look at one artist from differ-

ent time periods, you’ll see that change comes 
rather slowly.

HUO: Let’s talk about the works you did for Future 
Generation Art Prize at the Victor Pinchuk Foun-
dation. They are two performance pieces, which I 
both saw, one in Kiev and the other one in Venice. 
Basically both pieces are based on the idea of what 
Gilbert & George called the “living sculpture”. In 
Kiev, the scene you created is viewed behind glass. 
There was a protagonist, maybe we should call him, 
a performer, and he was reading and there was also 
a serpent. I had a feeling that it was about slowness. 
While the performance in Venice was very differ-
ent. We should say that the visitors  were not there 
yet when the performance started. 

YX: In every one of my works I try to be faithful 
to the small details—to make them believable and 
real. In Modernist, Super-Modernist (2012), everything 
had a stable form, whereas The Sweet Movie (2013) 
was limited by the exhibition space, or we’d better 
call it the “background”. It was the only choice I 
had. Media, materials and techniques are not a hin-
drance, because I can work around them. In China 
there are a lot of resources to help us turn our ideas 
into reality. These two works are different, but you 
can still detect my mark in them. 

In Modernist, Super-Modernist, Hemingway (1899–
1961) plays a key role that determines the overall 
feel of the work. The Sweet Movie paid homage to the 
French movie director Catherine Breillat (1948– ), 
a staunch feminist. This is how I re-decomposed, 
re-analyzed, re-recognized and re-organized 
“materials for art” in my experience. 

HUO: In Venice your show was censored and was 
banned after a few days. Can you talk a little bit 
about what prompted this censorship and also 
about this piece, because I think you brought in 
some actors before the opening?

YX: The palace (the venue of the show) belonged to 
the Catholic Church, which was already protesting 
well before the show started. Actually, I struggled 
with them right from the very beginning. Bjorn 
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⯴を摛㠾䔈᧶扨㢾⒉ⅉ㎞㠨䤓䶻℣ↅ作❐᧨㠿梊䳎摛ㄅ
㼰㦘㙟Ⓙᇭ

鄢醒᧶扨ↅ作❐♺ᇵ恚ᇶ᧤2013᧥᧨⸘孔⦷扨₹⥭ㅙ㆞
ㆉ䷠䤓⏴♲᧨嬺㈗⮩ⅉ㊌䟴㘘ℕᇭ扨⻀㢾㒠⺈䘿ⅲ⻤屗
䤓㊬劒ಧಧಯ㢾⅏⃗∎⅙⮸䤓⹅ㄼⰑ㷳槭⑰᧨Ⱁ㷳㦘淔
┪᧻ರ⇯♾ⅴ␜摜⮜₏㶰扨₹♴⷟᧨ಯ㢾⅏⃗∎⅙⮸䤓⹅
ㄼⰑ㷳槭⑰᧨Ⱁ㷳㦘淔┪᧻ರⒿㄤ㢾ₜ㢾唉㦾᧻扨ↅ作
❐⚝㧴⒉䘿⦷㆏ヤ㆞⚝䤓䱐ⅉ㿍⺈䤓⮶⻞ヤₙ᧨扨₹
㙟桽♗ㆅ⇇Ⓙℕ␅Ⅵ䤓⧉⩮ᇭ

⯴を摛㠾䔈᧶⻤屗⅝㇤⍞作❐ᇵ厞䤓唉㦾ᇶ᧤2013᧥㆏
ⱚᇭ⇯㙟Ⓙ扨K㈹䘾㜼㟍䤓展欠䌄㎮䄟ℝ䓀㉆◝·榜
㣽᧨⸒▔⚺ℕ㈗⮩ₜ⚛䤓⧉㣾ᇭ厌店店扨ↅ作❐䤓㍔⑄
ⅴ♙㠃⇢䤓䚕㊄⚦᧻

鄢醒᧶扨ↅ作❐㢾⅝㒠♊㄃䤓作❐ᇵ唉㦾᧨⮹唉㦾䤓ᇶㆅ
兼ₚ㧴䤓᧨㇢㢅㒠㼘抆ℝ⺈䓀㉆◝·榜㣽䤓䪣䴅᧨㒠㎂其
兼䂀⏴㘱侱ᇭ㒠⫠抯ℕ₏₹♥㧟ℝⅥ䤓⒪作兢㨓᧨⇕⏷
䏅ₜ㢾㣽拜㎞⃘ₙ䤓ಯ䌄㎮㧴呹ℝ……ರ䤓⏷㠿作❐ᇭ

⯴を摛㠾䔈᧶㼰枨᧨㒠䦚扖ℕᇭ㦘㈗⮩ₜ⚛䤓⧉㣾᧨㢾₏
₹侊⒦䤓᧨Ⅵⅻ嬺㠃⚗⦷ℕ₏怆ᇭ厌店店扨₹䁄䥥ₜ⚛
⏒侯䤓ಯ㿊ⅉ䟊ರ唉㦾作❐⚦᧻

鄢醒᧶榜㣽䤓☮作⛗䘿䤓㢾₏₹㷱㾊嗾ㄎ⛙䤓ㄦ枉㴀
䴦᧨扨⮹㦘䘿ⅲ㎞⃘ℕᇭ作❐䤓㇤⍞捷⒕᧨㦘䤓␂ℝ㊶₝
匽厞᧨㢾₼⦌㠖▥₼⺈㌅㉒₝厞㡱㎂嫷才♗㎂椟塞䤓㉒
䚕ᇭ₏槱㢾厞㦻愺᧨₏槱㢾嫷才ₙ䤓扮䠠₝椟㉜ᇭ㹣Ⱁ広
䡿䥑᧨㡱䞷㧴㜡⻎᧨♗嬺㧒忄䞷㧴⚟䇀♲㻃᧨执♾ⅴ䞷㧴
⚟䡿᧨ᇵ槇䘚Ⓔⱻᇶ᧤1993᧥摛槱ㆯ⏻⏻᧤⮹䥠᧥⺈⺞廕⷟
⸭㡌炰Ⰷ⃚ⓜ᧨䞷䡿䥑㧴䥪⺠㄃䤓⻎䁁᧨⏔䅰ℕ㊶㤦䯉ᇭ
㒠ₜ㎂扖⮩⦿㇉庒㠖▥⻑槱䤓㆑㫆㊶᧨扨㢾㠖▥♠㘧劔
䤓ぴ作᧨⇕㹞₏䱜⸩⃘⦷⸒呹む䤓㠖▥摛掌㦘㫈䄟᧨㒠∎
䞷扨K⦍⍞᧨㢾⺕⸒ⅻ作⃉₏₹幼㻖ᇭ

₼⦌ⅉ⺈厞㦘呹む䤓䚕屲᧨♗℺♦᧨♗推⯆ᇭ㾦厩᧨⦷₳
₹䟆ⅉ⃚梃᧨⏔㠴䧏₿⹛䤓㊶㟎㽊᧨⸒执㼮抩ℕ嬺≧₝
Ⰳ㈈᧨扨₹⃍┷⦷匽厞㻰䲌₝洓ᇬ⯱ᇬ䁺ᇬ拇梃桹桹♠
⏘ᇭ

⯴を摛㠾䔈᧶㒠㎂桽₏₹␂ℝ作❐ᇵ⒦⸐⦷1918ᇶ
᧤2013᧥䤓桽欧ᇭ⅝1913㄃Ⓙ2013㄃᧨㠃㠃扖♊ℕ100
㄃ᇭ1913㄃᧨ㆦ㾪摛⸘·↙Ⓒ㠾᧤Florian Illies᧥␨ℕ
₏㦻⃵♺⋩ᇵ1913᧶歝㥃㧴⃃ⓜ䤓₏㄃ᇶ᧤1913: The 

Year before the Storm᧨2013᧥᧨Ⅵ⦷摛槱㘱帷ℕ㠖ⷵᇬ
檂⃟✛唉㦾执㦘⚓䱜㨐䵾√⷟᧨掌㢾♠䞮⦷1913㄃䤓
ℚↅ᧨₝㷳⚛㢅᧨₥䟛㫋⻏槱⃃䧏䶻₏㶰₥䟛⮶㒧䤓棃
㈀ᇭ⇕㢾᧨⇯䤓作❐ₜ㢾1913㄃᧨力㢾1918㄃᧨⇯⺈㇢
㢅䤓㠖▥扪嫛ℕ␜⒪作᧨䞷㧴␜䘿1918᧨力ₜ㢾1913᧨
执㖖䀘ℕ㇢㢅㈗⮩䤓唉㦾⹅䤓作❐᧨Ⱁㅆ㠾⧵ ·aを㦦
ㄢ導᧤Constantin Brâncuși᧨1876–1957᧥✛泻儵⺣
᧤Aristide Maillol᧨1861–1944᧥ᇭᇵ⒦⸐⦷1918ᇶ扨ↅ
作❐执揜㦘㠖ⷦ≰㋾ᇭ䘿⦷㒠ⅻ㧴店店㓏㦘扨K㢾Ⱁ⇤
勣侊⦷₏怆䤓᧻

鄢醒᧶扨ↅ作❐䤓欧䥽♥呹啞勣䟄㈀ᇵ⒦⸐⦷1918ᇶ
᧤1939᧥᧨䟄㈀䤓卛㣾♠䞮⦷◐㦗槸✌⚝䤓≓⦌␔㒧ᇭ
㒠㈗㡸⻀⑂⸩ℕ扨₹欧䥽᧨⸒⑯⃝⚛㢅₝㒠䤓展屘㎂⍞
₏㕜☂⚗᧨⍞㰺◾₏㫆ᇭ

扨ↅ作❐常㒠㦘㧉↩⥭Ⓙ㒠₏䦃゛㦪♊⋩䤓ぴ作᧨⺈␆
⇢␔⹈䤓⒕を᧨⺈␆⇢作❐䤓⫠抯᧨⻀⍞Ᵽ㕘㠾⑾␈䟊
泻᧨㊝㫆♊⫠抯₏◈␆⇢䤓泻᧻唁ㇸᇬ㨓㒟ᇬ怆↞ᇬ䴎
㙡ᇬ㇉㇀……扨K₫導㒠㈗䢃抆ᇭ㒠ⓜ㦮䤓⮶摞ぴ作↞
㫗ℝ⺈⚓䱜忓㠨䤓⒕㨟✛屲床ₙ᧨扨♾厌㢾㒠㹣戒䕻
䔈䤓₏䱜ぴ作㡈㆞ᇭ㒠㈗␂㉒Ⓟ作ⓜ⺈作❐⸩ₚ䤓⪉
庒᧨㹣Ⱁ扨ↅ作❐₝㟎㽊欧㧟䤓␂侊ᇭ㒠䤓㠃₹䪣䴅
喒⦃᧨作❐₼⒉䘿䤓㈗⮩㖖幐᧨䞩咂挲K㔍ₜⒿ␆⇢㖖
䀘䤓廰㈐㊶⅚德᧨掌⻭ℝ挲₹㢅㦮䤓拦ℶᇭ㒠⦷㠃₹䴉
梃摛扟䞷䤓唁庒᧨⺈㠃₹䴉梃䤓を⻏᧨▔㕻兕唑ᇬ⫠抯
䤓㓚㽤掌⥭Ⓙℕ㰑㊄₼䤓⒦⸐㢅㦮ᇭ

㹣Ⱁ᧨⦷⦕♿ₙ㦘ₘ₹䌄㎮㧴䄟ℝを㦦ㄢ導䤓䚒⇢᧨⚂扈
⬨ₙ₏ピ♥㧟ℝ⫭⺩᧤Paul Cézanne᧨1839–1906᧥ᇵₘ
₹㬷ᇶ᧤Three Pears᧨1879᧥䤓內䟊᧨♵₏槱⬨ₙ䤓䟊♥
㧟ℝ泻圑㠾᧤Henri Matisse᧨1869–1954᧥䤓ᇵ䃇㒞䤓
䚒䞅ᇶ᧤Game of Bowls᧨1908᧥……⅝␆⇢ㇱ廰Ⓙ㕌廰㙟
䍋᧨␜䘿ㄅ♥㧟ℝ㒠ⅻ囌ℝ䴯咋䤓䞮㿊ᇭ㒠ⅻ⦷䘿ⅲ⃊
⃘⚝ㆠ䓅㻑扪㷴䤓㉒䚕䔈㈐᧨⺈拦ℶ䤓䚕屲……♾ⅴ広
扨㢾₏䱜位䯭㊶䤓⒪作ᇭ⺈㟿摞ᇬ㧟㠨ᇬ㘡⒦ᇬ⇢䱾㡯㟿
㶰䤓㧒嫰᧨扨₹⒪作䤓扖䲚㒠㈗㎘㌵ᇭ

⯴ を摛 㠾 䔈᧶㘴 ₚ 㧴 䤓 桽 欧 㢾 ␂ ℝ ⇯ 恮 椞 㹄 ㆉ ⸖
᧤1972– ᧥䤓作❐力⒪作䤓ᇵⰂ㟅塞⹅ᇶ᧤2013᧥ᇭ⦷扨
ↅ作❐摛᧨⇯䤓愺↌㒟ℕ₏⇜內䟊劔᧨恮椞㹄ㆉ⸖Ⓙℕ
⃰㧠㒥劔広⮶呹䏅摛ᇭ榆ⱕ·ㄢ❗㠾᧤Rem Koolhaas᧥㦍
兞✛㒠広扖ಯ㦹㧴䤓怚╎␅⸭㢾⥭㇡⃰㧠ರᇭ

鄢醒᧶㹄ㆉ⸖㢾₏⇜嫷䘿ಯ⃰㧠欧㧟ರ䤓唉㦾⹅᧨t 扖᧨
䘿⦷㈗楍⸩⃘扨䱜ಯ⃰㧠ರᇭⰈ㦘₏₹槭デ位ㇸ䤓♴⷟㢅
デ⦷㒠厠⷟摛嚵兤ಯ⥭⹅᧨❹⏎掌㹣ₜₙ⥭⹅᧝/䃇淑᧨

Geldhof, the curator of Pinchuk, had been talking 
with those in charge and in the end we decided that 
the work had to be presented as a whole, at least at 
the opening. I was not very optimistic. I don’t think 
censorship is an ugly word, I should say. This word 
can mean resistance. Even if there had been no reli-
gious censorship, there might have been political 
censorship, or gender censorship. More broadly 
speaking, there might have been quality censor-
ship. And so it’s inevitable there will be problems. 
Many of my friends were really interested in this 
piece and they tried every means to persuade the 
organizer to present this work again. I really appre-
ciate what they did.

I’m not brave enough to struggle or resist. I 
also have doubts about the way my fellow artists in 
China struggle and resist today. What I mean to say 
is that I’m skeptical of the praise one gets for these 
kinds of struggles and resistance. The artist’s job is 
to explore the language of art, a lofty goal in every 
sense. In China, I didn’t talk much about the cen-
sorship of my work because I didn’t want to focus 
on any discussion about “censorship”. Neither did I 
expect the censorship to add to the interpretation 
of my work. I usually start to think about my next 
work even when I’m working on something. This 
is my job. 

HUO: Now the time has come to talk about your 
recent show, the exhibition which has just finished. 
It involved many different stages and I suppose all 
these parts matter. The opening, the exhibition 
design, and of course, how it was run, all different 
stages, the party before and after, all of these parts 
seem to be elements of the exhibition itself. I’m very 
interested in how you understand the notion of the 
“Gesamtkunstwerk”.

YX: My original goal was to return to an exhibition 
without a “theme”, called Recent Works; this is really 
what has been on my mind recently. I really want 
to have a “normal exhibition” within the scope of 
my own ability. There never seems to be a lack of 
avant-garde or weird exhibitions—they are likely 
good but I’ve just lost interest in all that. I agree 
with what you said about Wagner’s ideas. Of course 
there is still a long way to go before I get to his age.

I agree with what you said about the transition 
of “participation”. I’m cutting down the audience’s 
opportunities to “participate”. I want to restrain 
myself and to make precise references. I don’t want 
to be disturbed by such a limited notion of “live”. 

The exhibition you mentioned consisted of four 
parts, and there was a minor work at the entrance. 
I carefully planned the size and structure of each 
project and spent a long time making plans for the 
space, including the visitors’ route.  

HUO: At the opening of the exhibition, there was a 
monitor, a TV actually in the courtyard, that was a 
homage to my friend Richard Hamilton (1922–2011) 
who died the year before last year at the age of 89. 
He was a great English pioneer. He famously said: 
“Just what it is that makes today’s homes so differ-
ent, so appealing?” Can you talk a little bit about 
this and the role of that courtyard piece? 

YX: I like your question; many people missed it. 

HUO: It was an unexpected fifth element. The 
press release just talked about four elements and 
so it was almost like a surprise.

YX: It’s called Epilogue (2013). I placed it at the 
entrance to the building but many people missed 
it. It embodies what I think about modern exhibi-
tions. “Just what it is that makes today’s homes so 
different, so appealing?” You could repeat it again. 
Was it about art? It was shown on the big screen at a 
private party after the opening. And this question 
can be extended to other areas as well. 

HUO: The exhibition started with the videos that 
you called Dirty Art (2013). You mentioned that they 
were inspired by Edward Hopper. They were basi-
cally short videos, which are looped, involving dif-
ferent forms and situations. So I am wondering if 
you could talk about these and the overall concept 
of the piece?

YX: This work is a continuation of one of my works 
last year, Arty, Super-Arty (2013). I was fascinated by 
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Ⰸ㡱ₜ⻭ℝ⩝ゑ᧨⃮ ₜ⻭ℝ␫㧠ᇭರ⦷㒠⃚ⓜ䤓⒪作₼᧨
⅝㼰䀘♙扖⃰㧠欧㧟ᇭ扨ₘ兓作❐᧨㹞兓ₒㆯ᧨㢾㒠恮
椞㹄ㆉ⸖作❐₼㖖䀘䤓␔⹈⦷₼⦌⃰㧠䤓⸭⦿␨䞮ᇭ
㦘㎞㊬䤓㢾᧨⦷㹄ㆉ⸖䤓☮作摛᧨Ⰸ呹むㄅ㼰♊扖扨K
⦿㡈᧨扨㢾Ⰸ₿⹛䤓唉㦾㎂廰ᇭ㒠㫈㗽Ⰸ作❐摛⋖䤓ℚ
⸭♊䦮㷲⸭悄ℕ扨㫆₏㶰㡔嫛᧨㒠☃㼰㦘㇉庒扨䱜䦮⸭
㊶ᇭ⻤☔摛䤓䪂⬸ᇬ毼ォ掌㢾㹄ㆉ⸖☮作₼ₜ㠼⒉䘿䤓
ㅇ≦䤓₼⦌⃰㧠␫␆ᇭ扨✛㒠呹む䤓初ⷵ兞洛⑁㜭㈗
⮶᧨㒠㨐┪㔙扨K⏒侯㠃⚗Ⓙ㒠䤓㺣德₼᧨▔㕻⬨槱扨
䱜⑛☘䤓冎唁᧨㠃₹㄂嫰㦘ㄞ䤓を⻏᧨⻌摞₝ಯ㦃䘿ⅲರ
䤓䓸德₥䟛近₏䍈ᇭ

⻤屗㆏ヤ㇢⮸㒠㔙Ⰸ⅝ㄎね挏庆㧴ℕ䘿⧉᧨㒠㙟∪ℕ⯃
䷘哀㧉䯷ᇬ℣㢮儶握ㄦ᧨ⅴ♙䱐ⅉ⚇㧉ᇭⰈ㧴♑┯₏⇜
唉㦾⹅㫈㗽Ⰸ☮作力作䤓₹⻤᧨⍞⇜㟅塞⹅₏㫆㧴♑
┯唉㦾㿊┷᧨⇯㈗楍䫽⸩㦏兗Ⓙㄤ庐⦷㟅塞扨K作❐ᇭ
扨₹扖䲚᧨嬺㒠㦘㎞㇀▥ℕᇭ㒠常䦮㷲䤓嫛⃉䂟椟㒟⃉
卛㣾᧨㒠゛㦪扨K兕㨬㦺唑⦷㦹㧴㦘ⅉ床Ⓙ⅙⮸㒠✛
⇯䤓幎店㢅㓜↩嬺㖥㘧⒉㧴ᇭ
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Edward Hopper and I wanted to go even further. I 
managed to do a totally new work that was based 
on his structure but one that could be described 
generally as “inspired by.” 

HUO: Yes, absolutely. I saw the clips, they are dif-
ferent situations. It’s a whole series, and they were 
combined. Can you tell me about this tableau? 

YX: Hopper’s work has a shop window with anti-
diarrheal ads. It has absolute modern significance. 
My videos on sex and filth expose the Chinese 
mentality towards what is disgusting and dirty. It 
is about what is dirty, and it is also about hesitation 
and tolerance.

Take the spittoon for example. It is for peeing 
in, while the aristocracy also used it to hold spit 
mouthwash, and it is also for sputum. In Farewell, 
My Concubine (1993), Eunuch Zhang put Xiaodou-
zi’s urine in the spittoon before he sodomized the 
boy. Here the spittoon represents sex. There are 
rich implications. I don’t want to dwell on cultural 
diversities, since that is the concern of those doing 
cultural research. But every concept is rooted in 
its own culture and these images are put together 
as a vocabulary.   

The Chinese have their own understanding of 
what constitutes filth. They enjoy it and despise 
it. If two men wash each other’s feet, that implies 
sexual politics and also enslavement. So it could 
mean anything from dirt to luxury.  

HUO: Another thing I want to ask you on the exhi-
bition is about Lenin in 1918 (2013). It has been 100 
years from 1913 to 2013. Florian Illies (1971– ) wrote 
a book called 1913: The Year before the Storm (2013), 
where he looked at literature, music and art and 
those extremes explored in 1913, the world was on 
the cusp of a World War. But you didn’t choose 1913, 
you chose 1918. In Lenin in 1918, there are all these 
cultures, which you recreate, which you appropri-
ate, in order to represent 1918, not 1913. But you 
also bring in Constantin Brâncuși (1876–1957), 
Aristide Maillol (1861–1944), and many other artists 
of that time. So can you tell me why 1918 and how 
does it all connect? 

YX: In fact, this work was named after a Russian 
film called Lenin in 1918 (1939). It is about the civil 
war after the October Revolution. I chose this 
theme long ago, and it is connected to my imagina-
tion like a tenon and mortise joint. 

This work gave me a chance to return to some-
thing I had always dreamed of: the specific layout 
and the structure of a work. It’s like a Velasquez 
drawing of a horse: How does one get a real horse? 
What are its colors, what is its composition, etc.? 
This fascinated me. It took me a lot of time to ana-
lyze all the materials, but this is probably just my 
way. I’m very cautious about the key tone I set before 
starting any piece of work. This work, for example, 
is certainly connected to politics, but I studied a lot 
of materials and a lot of other works and I had no way 
to know what they were referring to, all belonged 
to that specific period. The colors I chose for the 
space, the layout, including the details and my tech-
niques went all the way back to Lenin’s time. 
For instance, the three balls on the round table 
came from Constantin Brâncuși (1876–1957), the 
painting on the right wall was Cezanne’s (1839–
1906) Three Pears (1879), the painting on another 
wall was from Henri Matisse’s (1869–1954) Game of 
Bowls (1908)... These real images were refined and 
reconstructed to represent our life. It is about our 
psychology after our modernist patricide for prog-
ress and our understanding of legacy... It is a spir-
itual production, so to speak. This art production 
became more appealing because of the countless 
trials over numbers, materials, and arrangement.

HUO: Now another aspect of the exhibition is The 
Collectress (2013) based on the idea of following a par-
ticular painter. You started as a painter and then 
moved on. You connect here to painting by follow-
ing the artist Duan Jianyu (1972– ) which brings 
you to the countryside, villages, and nature. Rem 
Koolhaas talked to me earlier about how he thinks 
“the future is the countryside.”

YX: Duan Jianyu is absorbed with matters of the 
countryside, but it is hard to define her “country-
side”. Something she said did strike me though. 
She said: “Go home. There’s nowhere like home! 
A wandering soul belongs neither to the city nor 
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to the countryside.” I have never made any art that 
focuses on the countryside. In this work, there are 
three groups of seven paintings depicting life in 
the countryside. Actually, what’s most interesting 
about Duan Jianyu’s work is that she’s never been 
to these places: it’s all in her imagination. She’s an 
imaginative artist. I set off on a trip lured by the 
false reality depicted in her work. I don’t highlight 
this kind of reality in my work. For example, the 
stone seat, the broom-like pot cleaners, are all ordi-
nary countryside objects in Duan’s work. They are 
at odds with my own aesthetic sense, but I tried to 
integrate it into my own work, including the color 
of green walls and the ordered layout, in order to be 
closer to the “modern” material world. 

What’s interesting is that I actually invited her 
to the opening ceremony of the exhibition. I bought 
her first-class air tickets, booked a five-star hotel, 
and provided her with her own personal transport. 
She came to a solo exhibition based on her origi-
nal work. Like a collector at an art event, you never 
know who actually collect those works in the end. I 
wanted the real action to become part of the back-
ground. I hope such details could be found out in 
the future when someone is reading our conversa-
tion today. 

HUO: My last question is about Two videos, three pho-
tographs, several masterpieces, and American art (2013). 
After you move to Los Angeles, you will see that 
American art has many different elements. Can you 
tell me about this piece?

YX: This has no direct bearing on whether I’m going 
to Los Angeles or not, but artists and their works 
become a syncretic whole. The people of color in 
my work have nothing to do with racial problems 
in the political sense. I expected images of black 
people as well as sexual torture to provoke simple 
associations. The term American in this work is not 
a geographical term but a distilled tragedy of vocab-
ulary. You may call it a country, a kind of mentality, 
but it is more like a truth after hard labor.

I also wanted to talk about how to view a “mas-
terpiece”, including the relationship between art 
and masterpieces, but I couldn’t explain it clearly 
and I’m sorry. Even so, I’m fairly happy with the 
composition and the production here.  

HUO: In an interview with Blouin Artinfo, you said: 
“I used to think like this, but now I think that an 
artist’s origins cannot be avoided. This exhibition is 
the first time that a large number of ‘Chinese’ ele-
ments have appeared in my work, but they are not 
Chinese elements in the traditional sense. I want 
my work to face today’s mixed up world head-on.” I 
want to end with this conversation with Felix Gon-
zalez-Torres (1957–1996) with whom I used to talked 
a lot in the 1990s. I was wondering if Felix has ever 
been an inspiration to your work. Have you referred 
to any of his works? Felix was talking a lot about the 
fact that his work has a lot to do with freedom in 
America, his desire for freedom. So I am wondering 
if you would agree that your work has a lot to do with 
the desire for freedom, desire for freedom maybe in 
China or a desire for freedom in the world. Felix was 
often talking to me in my interviews with him about 
oppressive dimensions he had found in American 
society. He once told me in an interview about the 
case of Bowers V. Hardwick in 1986, in which the 
Supreme Court decided that gay men have no right 
of privacy and that the state could go into bedrooms 
and penalize men for having sex with each other. 
And so Felix often dwelled on these topics in his 
work, this fight for freedom in those areas that he 
considered were very oppressive in America. He 
thought the role of the artist was something like 
the role of the spy. He told me that he wanted to be a 
spy, he wanted to look like someone else so he could 
infiltrate; he could become a virus. The virus is our 
worst enemy, but can also be a model in terms of not 
just opposing and not being easy to define. He said 
these ideological institutions are always going to be 
there and are always replicating themselves. If we 
are going in as a virus, we would have to replicate 
ourselves together with these institutions. And so 
looking at the very specific context in America in 
which Felix works, he said he did not necessarily 
only be part of the opposition but he wanted to be 
like a virus to infiltrate the system. I want to ask 
you, is China, similar to how Felix found America 
during his lifetime, in other words oppressive? 

YX: Felix Gonzalez-Torres is an example for me, 
and he has enduring influence on the world of art. 

I have the following things to say on freedom 
and struggle. Firstly, I’m aggressive. To struggle 
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against the system will consume all of my energy, 
which is something I don’t want. So I want to fight 
for freedom in a more abstract way, but that does 
not necessarily mean that my way is more advanced 
or better, but more adapted to the rigid rules of art. 
Secondly, everyone is struggling with the system in 
China, but the way they struggle is backwards and 
ignorant. Since ancient times, China has been ruled 
by uncivilized and clumsy new regimes, each new 
one bringing down the old one. Thirdly, all human 
beings aspire to have free will; it is our fundamental 
struggle, and there’s no need to focus on this. You 
don’t have to sacrifice yourself to struggle. This 
would mean downright terrorism. I choose to be 
an artist because I do not want to sacrifice myself to 
reality. I want to build another self, a more complete 
and richer one, instead.  

I was educated in China, but I don’t think I have 
been greatly affected by the educational system. I 
believe the human race has higher pursuits in terms 
of mind and intellect.

It is always sad when a country fails, but if we 
ascribe an individual’s failure to that of a country, 
that would be a worse tragedy. When I’m dissatisfied, 
I am likely not to blame the country or the system.

Consecutive interpretation: Lothar von Falkenhausen
Translated from the Chinese by Benedict Armour & 
Dinah Gardner
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