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Mass- Energy
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21 R ASSRALIBI A AR B B BEMBESRIRER. BEBA, AXENEESWEISHI R
LR, AR BAXRRN BHFRMER, IREAXECHEFRZENIES I,

Mass-Energy refers to the mass and energy in the state of mutual transformation, namely the initial state
of the universe at the big bang. Gravitational singularity is the singularity of transformation, which contains
all possibilities. Under the conditions of chance and necessity, quantitative change and mutation, form and

material, all things exist, evolve , and inflate with the fission of the cosmic order from single to complex.

Mass-Energy is not only the “basic existence” of the universe, but also all the possibilities of the universe,

namely essence and possibilities.

Mass-Energy is homonymous with “intelligence” in Chinese. In the process of evolution, human beings have
the “superpower” to create unnatural things in nature. The creation of “intelligence” is the embodiment of a
“superpower”. Human beings, including the existence of creation itself, are a part of nature. All creations are
created by nature. Everything that exists is the process of evolution and inflation of the universe. We are in the

creation of the universe.
In the 21st century, human civilization explores and transforms “nature” with unprecedented ideas, science,

and technology. Human beings are involved in a new evolution of creation, which will start the gravitational

singularity of “Post-human Era’, indicating that many possibilities are bred in the process of human evolution.
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By Zhang Zikang, Central Academy of Fine Arts

Appreciating the works of artist Zhou Song is a process of constant questioning and introspection. What this

artist givesis not the answers, but the questions we are waiting for.

Zhou Song has a broad vision and universal humanistic care, he constructs a mutual cultural context with his
artwork. His works have skilled artistic techniques and profound philosophical speculations, rather than being
limited to any technique, concept, or category, he adheres to the respect for the content itself. For him, skillis a

way of thinking and his incisive expressions are sharp and clear.

In Zhou Song's paintings, the fusion of image and color constructs a strong collision in its visual presentation,
this highlights the harmony between similarity and opposition, while realizing the balance between complexity
and minimalism. The structure and details of his paintings are exhibitions of the artist's thoughts and attitude.
The deformation in his paintings are harmonious where plain and solid figures aesthetically coexist, and the

space-time crisscross and virtual reality is never a simple beauty of form, but a reflection.

Zhou Song's “inflating” series of works are visual images full of sense and dry humor at first sight, which inevi-
tably makes people wonder whether it was under the influence of pop culture. However, the combination with
“‘good-looking” will not dismiss the connotation of his art with insight. Based on the application of geometric el-
ements and the framework of main composition, the artist emphasizes the richness of painting as a language.
He also highlights the emotional relationship in the cold abstract diagram, which constitutes the contradiction
of extrusion and resistance, this echoes with the creative theme of his paintings. It is a further exploration and
artistic practice of cold abstractionism. Magritte’s surrealism is reinterpreted through formal design and the
selection of elements. Is it surreal over surreal or actualization of surreal? The inflating body forms two kinds
of spiritual guidance in the structure of the picture: looking from the inside to the outside or looking from the
outside to the inside. Is it inbound or outbound? The most complex human images are single, indifferent, and
diverse natural objects, which has become the amplifier of human moods and emotions. Tao follows nature.
Man, and nature achieve spiritual unity and convey the contradiction between each other. People are implicit
and resistant due to complexity, while natural things are explicit and carefree, which makes the artist's expres-

sion trenchant, humorous, sharp, and direct.

With hyper realistic techniques, Zhou Song's “entropy” series form a profound reflection between real exis-
tence, scientific, technological imagination, and virtual future. Zhou Song brought conceptual art into hyper-

realism, expanded the historical concept of hyperrealism, led hyperrealism to conceptual art, and built a

better communication of emotion and concept. Rooted in historical
facts and social times, the artist represents what he sees and hears,
his thoughts and feelings, this establishes a strong connection with
the viewer. The bloody and flesh body carries the temperature and
beat of life itself; technology transmits the relative mechanical sense.
Is knowledge, energy, and intelligence simply survival or common
prosperous? Beyond the eyes of the artist is the nested eyes of the
viewer and the eyes of the times, this structure of multiple examina-
tions form multiple perspectives. The intersection of oriental and
western cultural symbols, the relationship between man and nature,
society, science and technology, the cultural metaphor of animals and
plants, the sociological significance of human's movement, emotion,
appearance and dress up, the historical fragments of civilization evolu-
tion, scientific and technological development, etc. These are all full of

tension formed by Song’s humorous and contradictory observations.

Looking back on the creative process of Zhou Song, it is clear that he
keeps exploring different sequences of works and he puts forward a
serious examination within the social reality of artistic techniques. It can
be found that under the transformation of oriental philosophy, western
philosophy’s exhaustive logic, and deductive pursuit of his works have
changed. There is no difference between master or slave, you or me,
creators or admirers, trapped ones or onlookers, society or nature,
experience or unknown, individual or group, human or science or tech-
nology, subversion or inheritance, present or future, real or symbolic,
existing or imaginary. Both sides are aesthetic and reflective subjects,

dialectical to each other.

[Zhang Zikang is the Director of the Art Museum of Central Academy of

Fine Arts (CAFA)]
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Thoughts on Zhou Song's Art
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Thoughts on Zhou Song's Art

By Tayfun Belgin, Osthaus Museum Hagan

The Osthaus Museum Hagen will exhibit works by Zhou Song in the Folkwang-Altbau in 2023. Zhou Song is
an internationally acclaimed, immensely innovative artist. In his three series created so far, the artist processes
very different pictorial worlds, which on the one hand appear realistic, and later are hyper-realistically over-

formed to finally form a completely new reality.

His investigations into the role of art in our time, which is defined more by uncertainty than by its opposite, re-
veals on the one hand a preference for technical structures, on the other hand this love is fed by a deep knowl-
edge of philosophical contemplation. Past, present, and future are repeatedly brought into a specific relation-
ship in Zhou Song's world of thought. Ultimately, philosophy has the claim to penetrate beyond worldly things
into the inner of our beingness - no matter whether this is formed in an eastern or western way. It is the origins,
underlying structures, and evolution of humanity as well as the universe as a whole that help shape the art of

this restless mind of Zhou Song - beyond the banal everyday, beyond politics and its inner turmoil.

At the Osthaus Museum Hagen, the central theme is painting, and here Zhou Song's interest coincides with
our focus. His excursions into the art of watercolor, sculpture, or three-dimensional objects in general enrich the
central medium. What can be observed in his art is an abundantly clear mastery of drawing technique, as well
as his strict and sovereign control over the principles of design. The diverse series, which display a magnificent
spectrum, namely: leading from the exploration of the self (Red Field), to the existence of the universe (Entropy),

to the reflection on our living conditions in the real world (Inflating) are comprehensively anthropological.
This, of course, includes Zhou Song's penchant for the symbolic. The German scientist and man of letters, Jo-
hann Wolfgang von Goethe conceived symbol as an exclusive force that was able to represent the general in

the particular. In a broader sense from today's perspective, Zhou Song seeks this kind of transformation in his

art: thoughts enter the artwork and are formed into a specific entity there.

[Dr. Tayfun Belginis the Director of the Osthaus Museum Hagem]
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Zhou Song’s Biomorp|’1ic Art of Cyloerg

By Eugene Wang, Harvard University

The art of 21st century paintings opens up a new horizon. It is ready to
move on from the captivity of the previous century’s master narratives—
the teleology of flat surfaces, the self-delusion of spontaneity of self
expression, medium specificity, conceptual art, and intermediality, and
so on. All these have receded in the rear window mirror, having either
been internalized or simply made irrelevant, as we are close to the first
quarter mark of the 21st century. New horizons loom large and new
possibilities beckon. Just as Bauhaus had served as a catalytic agent
in jump-starting modern art in the 20th century, so a new impulse—
what might be called New Bauhaus—is gaining traction. Design, or the
integration of design into the painterly medium, is having its second
coming, with a vengeance. Unlike the old Bauhaus that was driven by
the mechanist and functionalist impulse, 21st century artists like Zhou
Song marry machinist aesthetics with biomorphism. In its origin, art
had aspired toward the condition of biomorphic design. Over time, art
has undergone stages internalizing biological forms through various
means: extrapolating forms from nature or generating nature-inspired
abstract or fractal patterns. Zhou Song's art takes up a more complex
set of conditions. Rather than operating within the parameters of lush
organicism vs. austere machine aesthetics, he explores the nexus and
entanglement of the two. Mechanic schema provides the framework for
biomorphic substance; artificiality colludes with bodily texture. These
works aptly capture the posthuman dynamic of cyberg, at once a body

of mechanism and a mechanics of the body.

Meanwhile, an emotional line runs through the seemingly cold mecha-
nism of cyborg. Body parts and biological texture come into a creative
tension with schematic designs, thereby breaking out of the formal
shackles that hold them in captivity. Palpable animation impulse powers
the stillness of the painting medium. What would have been the machine
‘cool” is turned on its head. It is the very ground to stage animus. The

visual facts thus created give rise to further play: optics (light and shad-

ows) readily morph into the gestalt of sculpted silhouettes. This is how
the medium of painting performs animation. It derives its vitalism from

the visual medium of animation and freezes it on the canvas.

Zhou Song's painting is a culmination of some previous stages contem-
porary Chinese art had gone through. Since the 1980s, the medium of
experimental Chinese painting had experimented with incorporation of
abstract design, the remediation of print and sculptural mediums, and
so on. Having internalized these early phases of formal experiments,
Zhou Song has taken it to a new level. A deep impulse drives his art. It
comes down to the artful navigation between the distancing effect of
geometric schema and the immediacy of the presence of vitalism, the
palpable materiality of things and disembodied body parts. While formal
attributes—such as the notable sharp angularity repeatedly staged in
his paintings—contribute to the artificiality of these pictorially built or as-
sembled forms, they also perform their vital parts. They thrust, pierce,
and gesticulate, at once destructive and constructive. In the trail of some
hinted narrative events or stormy actions, intimation of some tenderness
rearing its head: a butterfly clinging to the side of a pair of shoes bound
by prickly thorny thistles, or some roses interposed among octopus
tendrils, covering the roped and clothed bodies. The visual and concep-
tual drama is palpable; its moral has a lasting staying power. Narrativity,
at one time banished by the medium-specific purists, now comes back
to the medium of painting with a vengeance. Only this round, we are
learning from the morals of the last century. We—painters and critics—are
better off putting medium specificity to the rest once and all. In this day
and age of increased integration and domain-crossing, familiar terms
such as “total art,” intermediality, or what have you, appear to fade into
irrelevance. They cannot even begin to capture the new dynamics on
display here. With our growing ecological consciousness, we are here
witnessing the birth of biomorphic art of cyberg, at once posthuman

and deeply humane.

[Eugene Wangis the Abby Aldrich Rockefeller Professor of Asian Art at Harvard University, and founding director of Harvard CAMLab]
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o017 018



(RAGHISRIAD

The Immortal Body
#AE;HE / OlonCanvas
387 x230cm 2022
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Keep Calm

HE;#EE / Ol onCanvas
100 x100cm 2019

2

(FEITFH)

Parallel Universe
RESHE / Olon Canvas
200x200cm 2020
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Transformation and Regeneration in Zhou Song's |m(|ating Series
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(RErTE)  (2019) BAM (BRI RHMHFR, BNR—TTHEEELEN
RS M, MEFKNSAMRREILMERENARER T, WHNRERERT, WNF
RFIERET, AR NRETE T ELNAR L, RIBEEET . BNERKHNSEREA
TREER: —RAXBUAZRMBECAEFERO, ZRAXNNESETEHAR
B ' R, E4ESEAKBIRAKBRAT ARTESAESER LFEREAEEE, 1
THIATAR AN EE R ERIRERES T e B Rk, X2HEAEAEEBNLmTFE,
Pl e R U RNE R, MXTAEE, XTBEMMNHD EMBRERT . XWMEIE
M. @ia. HEMSHERREENNZ. RUISIS—MAERAZESHE, AILE
#, (RIFFE) PRIRRLMEET AR (BRI B—KER, BAXEXIER
BYEEHT =0

TR — e WESMER, BRUBEFRNIAERK. SEffREaiE— 1 ER
BIBSZY, WMEAEFZIRTRSHEC—ERRLBERNER,. BRERRFRSG R
ERHH B ARSI K £, BRIEXFME. BIE. R, A6
T, RAIRFH (FREZH) (1601) MEB—M6I1F. ANRE (FEKRT
RENT RUBF R RYEENWAGKE SN, NEBEENBLKEN, NEFER,
IR EERIEARULFHINEAMNEE, FE2KEMERBURESENS|I%
TEXMENER, HSMECEHRE T AE, (RFFEH) BR—THN. BATEN
R MIEEZBME. K2R, (FITFH) (2020) MtrAMNMERESEXFE—ERE:
HSETBNEERWEA, AXSEHUBNERNACNTEMELER, EE&I 3K
M=/, STEESESE—THERIKN—FNEF, FEHSERE. IPARK
ISR TIERD, BT —TRE, RRERRFEIINE, M (RESTFE) 8%, X
—IEtBES N (EER) RENER, EINANRSNEERILRET SH, REM
SmELL YT HE, —ABBRHELEEIR T ER, tREIENFENERE,
EERESEKBEAKAT, SMENEFILARS TENMGEHRILE, XittiEE
NEEES+DER. BIEIERNSEMNRETX—RIINEENEERNEY, #E
BFSCRRRR - BffEind

ERNEGRRTZEEZPN IR, —MERTRIER, AILEXFESTEN,
WA URRF RS XENE KD, H]TURNERZZNRR,
B5%#H, RUS5%5T, TENARSER, °

000

3 (BEBKE9) &/ Inflating Heart series / o EHIE / Ol on Canvas / 40 x 40cm x5 2020

BEAREE (FITFH) PERELE, EMHSETR T XM, XBENE TAKE T —/NREE, WAERAN, XELU
REAZARFBREBEFADY. AXNEVHTREARNENALRNFTFEURESAANEREEXR. * FENEERS TS
FiERNERRE L, MEBERKTEMERNFMEAKE R, B2, BENEEUNREMALER —ENBEEHRARBERIEASM
BANXR. MRibzsh, BRENBTRRIERHNK, LAERERL, BNE, MiE XF. ZRHBEALLY. BY) (8K
R) BERKBMF.

BTE (EAKBIL) RIIFB—ESRNELERRE T XMER, S—MEVERIERT, BRNELNINETEERESEAR—
T E. F-NMEVERNE—NERNERE, XURANFRTFBEEIAQNKR, RRENKIMELDHEE—RTEN—
TR, XIFERRENE AR EIFIEYREIE. B LTRENTENHRHERLARE T BSMEE (BEEF) FENELR,
BEFEBTHEMNBTEIETFIMARER . H, FREMERECKEIIUABRE=ZL FXF (L) PRESTRHNFZEE,
BREBRE—RIRTHEHER, ERENIRE. —X, tb—REX, ZUBECENT —REXNFR, WERRESH, MRFEAE
RMBBELLHPTRIM, E—TEREREET T, BT, MREEUEELEEHE, PHERNDIURESRUKRMR
EM=aPePIENZ, RESTRIMILERIRE B CSHNEMFAIRERMAETRE, KENUMERIRFB KT REE—IIEE, WEHN
Ko, BEXESHEAREED—KE TR LEARNEX, XEBERNBESRIRKTTH T MLZEIZ AR,

' Constanza Ontiveros Valdés, “Zhou Song,” Widewalls, London, Widewalls Ltd., 2021, https:/wwwwidewalls.ch/artists/zhou-song (accessed October 29, 2021).
2 Mikhail Bakhtin, Rabelais and His World, trans. Héléne Iswolsky (Bloomington: Indiana University Press, 1984), 24.

% Zhou Song (personal communication, 7 January 2022).
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The Immortal Body
HE;#E / Ol onCanvas
200 x120cm 2021
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The Myth of Eternality
FRE;HBE / OlonCanvas
232x160cm 2021

6

(F&F - BFw - HFRID
Universe-Spirit-Equation Il
7RE;HE / OlonCanvas
198 x124cm 2021
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ERUBREMEBOAERE— MR, 7 BRE GREM#HIE) (2021) . (RGRERE) (2021) |
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E RN ABSKEER L57E), HEEREREXURATEEZRE, XF—RERIIUNE—TEENR
o BRMENETX—R, AMIEERMERLEMER. RELULFE, XENHMREREMENER. #
IRRFTBEE MEIRIVU B LTS, R0 EERE—/\BKEHFHRE, XNE— I EANMERENER. 5
R, TEROAUREBRIIAKEITEHR, AEMEEN, BR “MEUURERENEREZKAT
—j2 - HIRME EIE T AWM S iR EE: “EREEMEL. TRUKERBANRREKARTE
—iE, T BMBXEE (FOBVERIE) FNLETHEESE. BRUNELERNREY), ENHRENXEEZ
NT RUEH, EXEER T EUSHENTE,

CKIERIHIE) 1 (FH -5 HE 1) CERTERSHE, BHEEX, fiERAR. . E8ESE
—i2, FEWRAK. 26, EHESE—E, CKENMEE) B, RADBENKE. REUNREENMAE
BRENNKS, BEEN/LACEINERNENEE, BWNRETEESEEZENK. RN, thEFERHEL
MES, AEIRERNAGRITIER TR, XETRHEBTM 7T — M IeETER, XMIERKIEEZN.
H—HE, ERNBEE (1BY) 556 (1)) BAR, BBEATZEMN, X2EEPREN—M@E, BX
—EEAERRE .

* The Bakhtin Reader: Selected Writings of Bakhtin, Medvedev and Voloshinov, ed. Pam Morris, (London: Arnold Publishers, 1994), 185.
® Morris, 181.

® Bakhtin, 39-40.
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"“Interview/Zhou Song,” Al-Tiba9 Contemporary Art, Issue 9, Barcelona, October 7, 2021, https:/www.altiba9.com/artist-
interviews/zhou-song-hyperrealism-illusionism-painting (accessed November 3, 2021).

® Carl Sagan, Pale Blue Dot: A Vision of the Human Future in Space (1994; reis. New York City: Ballantine Books, 1997), 7.

° Bakhtin, 317.

" Cecilia Alemani, “Statement by Cecilia Alemani,” La Biennale di Venezia, Venice, https:/www.abiennale.org/en/art/2022/
statement-cecilia-alemani, accessed October 9, 2021.

" Alex Marshall, “A Curator's Vision for a Post-Pandemic Venice Biennale,” New York Times, June 9, 2021, https://www.

nytimes.com/2021/06/09/arts/design/cecilia-alemani-venice-biennale.html, accessed February 1,2022.
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TransFormation ancl Regeneration in Zl’]OU SOHQ’S |nHat|ng Series

By Alison Bracker

In Keep Calm (2019), an early painting in Zhou Song's Infating Series, a sharply-defined rhombus traps an ex-
panding male figure. As he swells, the man nearly bursts out of his turquoise suit. His belt comes undone, his
watch pops off, and the rhombus' perimeter constricts his face, knocking his glasses askew. Song once noted
that such bloated characters embody both human beings’ self-regard as the universe’s center and their esca-
lating desires. ' However, this scene of intense compression and expansion also suggests a potential change
in the protagonist’s physical or spiritual state, for his twisting legs and upward-pointing shoe imply rotation, a
pictorial trope in western art history frequently indicating conversion or transformation. The figure thus appears
to be at the beginning of a cycle, a defining moment in his direction, destination, or nature. Since conversion
results in revolution, regeneration, and transformation, Keep Calm's allusion to rotation augers transcendent

turning points for humans in Song’s Infating paintings.

Unlike metamorphosis, a visible, external process, conversion is invisible and internal. As paintings delineate a
single moment, depicting the passage from one inner state to another has long challenged artists. Therefore,
painters often twisted a figure's body or head, as Caravaggio did in The Crucifiion of St. Peter (1601), to convey
impending personal, moral, or spiritual changes and a new era, thereby rendering the figure a metaphor for
conversion. Similarly, Song employs twisted, diagonal, or upside-down bodies in his Infating Series, indicating
human and universal cycles and revolution. His contorting man in Keep Calm intimates a new, transformational

age emerging from the societal, ethical, and global ramifications of a worldwide pandemic and ecological crisis.

Likewise, Parallel Universe's (2020) title and composition imply a society evolving into a post-corporate world
where humans no longer conform to fit into confining roles and spaces. Four triangles contain ballooning, busi-
ness-suited men whose heads point to the center, creating a human pinwheel that bespeaks revolution. Once
again, compression and (implicit) rotation compel their knees and shoes to bend, send glasses and a pipe
flying, and flap the pages of a book. The men's swollen bodies become grotesque as the competing forces
of compression and expansion create breast-like forms under their tightly-buttoned jackets. By evoking the
grotesque body, Song reinforces his series' allusions to transition and transformation. According to the Russian

philosopher Mikhail Bakhtin,

The grotesque image reflects a phenomenon in transformation, an as yet unfinished metamorphosis, of
death and birth, growth and becoming...In this image, we find both poles of transformation, the old and

the new, the dying and the procreating, the beginning and the end of the metamorphosis. 2

' Constanza Ontiveros Valdés, “Zhou Song,” Widewalls, London, Widewalls Ltd., 2021, https://wwwwidewalls.ch/artists/
zhou-song (accessed October 29,2021).

2 Mikhail Bakhtin, Rabelais and His World, trans. Héléne Iswolsky (Bloomington: Indiana University Press, 1984), 24.

While Parallel Universe stops short of portraying metamorphosis, Song
alludes to its possibility. A small vine or twig grows upwards from the
painting’s lower-left corner, testifying to the artist's desire to paint ele-
ments of animals, humans, and plants to detail our complex interrela-
tionship with our universe and ecosystem.’ The flowering vine creeps
over a man's shiny black shoe and threatens to pierce his engorged
leg. Notably, its presence and looming entanglement with him signals
more than our symbiotic bond with nature. It affirms that transformation
through metamorphosis is both evolutionary and regressive, for, in my-
thology, literature, and art, humans metamorphose into animals, vegeta-

bles (including fruit), or minerals.

Song emphasizes this connection through successive diamond-
shaped images in his Infating Heart (2020) series. Each diamond con-
tains an object that fills its surface, several of which produce a narrative
of metamorphosis when considered alongside each other. A pair of
shiny black shoes, a metonym for Song's male protagonists, appear in
one diamond, followed by a frog and an apple, thereby tracing human
regression to animals and vegetables. By juxtaposing men's shoes and
a frog, the artist recalls the double metamorphosis—from a prince to a
frog, and a frog to a prince—within the Brothers Grimm's fairy tale “The
Frog Prince.” Additionally, the shoes-to-apple connection conjures up
the plight of Gregor Samsa in Franz Kafka's The Metamorphosis, the
traveling salesman who supports his family and awakens one day to find
himself transformed into a giant insect. In a climactic scene, Gregor's fa-
ther hurls apples at his metamorphosed son, and one imbeds itself into

Gregor's back, severely injuring him and causing his eventual demise.

% Zhou Song (personal communication, 7 January 2022).

The thrown apple sparks revelations within both Gregor and his father:
Gregor comprehends that his life has changed irrevocably, and his
father realizes that the family's fortunes now depend entirely on him. At
the story’s end, we discover that the previously static, struggling Samsa
family has become upwardly mobile and that Gregor’s sister’s transfor-

mation from girlhood to womanhood is complete.

Despite the anxiety and disturbing consequences of Gregor’s situation,
the novella ends on a hopeful note, reminding us that the regression in-
herent in metamorphosis signifies a positive shift. As Bakhtin observed,
“Metamorphosis serves as the basis for a method of portraying the
whole of an individual's life in its more important moments of crisis: for
showing how an individual becomes other than what he was.” * Song's
The Myth of Eternality (2021), The Immortal Bodly (2021), and Universe-
Spirit-Equation (2021) illuminate these attributes of metamorphosis
through symbols of regression, stasis, crisis, and optimism. The Immor-
tal Body, for example, expresses confinement, crisis, and potential revo-
lution allat once. A thorny vine binds itself around a pair of gleaming blue
shoes pointed inward, constraining them. The upper shoe contains a
woman's head twisting from her white-collared neck and resting among
feminine accoutrements, such as lipstick and items from a woman’s
handbag. In the bottom shoe, we glimpse a businessman's head turned
at a 909 angle from his neck amid the trappings of corporate life: A tie,
white collar, cable, notebooks, and fountain pen. Although the bound
shoes limit movement, implying stasis, the upward-angled heads and
sharp points at their chins allude to a clockface at the 1:00 and 2:00 po-

sitions, insinuating rotation, conversion, and, thus, regeneration.

* The Bakhtin Reader: Selected Writings of Bakhtin, Medvedev and Voloshinov, ed. Pam Morris, (London: Arnold Publishers, 1994), 185.
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Bakhtin perceived metamorphosis as a sheath for a concept of de-
velopment that unfolds “spasmodically, a line with ‘knots’in it” and
visualized humans as open to change. ° The Immortal Body's bound
shoes allude to these knots, while the figures' heads, twisting upwards
and away from the trappings of global consumption and corporate life,
mark a turning point. Indeed, the painting indicates renewal through
a butterfly, a prevailing metaphor for metamorphosis, transformation,
and hope. It flutters upward from the bottom shoe's heel next to a vine in
leaf, another sign of regeneration. Meanwhile, the woman's lipstick and
sunglasses insinuate a mask, which Bakhtin asserted is “connected
with the joy of change and reincarnation...and with the merry negation
of uniformity and similarity.” ® He added, “The mask is related to transi-
tion, metamorphoses, [and] the violation of natural boundaries.” Hence,
Song's inclusion of these emblems denoting constriction, transition, and
metamorphosis infuse Immortal Body with optimism and the potential

for renewal and change.

The Myth of Eternality and Universe-Spirit-Equation illustrate metamor-
phosis and revitalization even more forcefully by merging human bodies
with roses and an octopus in the former and a shark and grass in the
latter. Although The Myth of Eternality's sharp borders, painted belts,
and the octopus’ tentacles convey constraint, the geometric shape that
contains these elements again recalls a pinwheel. Song underscores
the tension between compression and revolution. He also heightens the
painting's sense of completing a cycle by pointing the octopus upward
and inverting or angling the figures into spikes, signifying metamorpho-
sis through rotation and its regressive-yet-positive aspect via blooming

roses (vegetation) and the octopus (animal) dominating the figures.

® Morris, 181.
© Bakhtin, 39-40.

Universe-Spirit-Equation bolsters these connotations by interconnect-
ing humans and the natural world. The shark’s jaws open wide to reveal
one of Song’s inflated businessmen, whom it appears to have swal-
lowed whole. However, the painting’s title implies that the two characters
may be equal rather than one prevailing over the other. Furthermore,
human arms with interlaced fingers encircle the shark and growing
grass, embracing their reference to metamorphosis and nature while
completing a circle. A wedding ring on a finger consolidates the themes

of transformative cycles and human unity with floraand fauna.

As we have seen, many of the Infating Series’ paintings testify to hope
and the human capacity for change. However, the series’ inner tension
springs from those that present moments of stasis and utter confine-
ment. “The Infating series is a reflection on our living conditions in the real
world,” " Song recently declared, presumably referring in part to global
warming and the pandemic's repercussions on human lives, livelihoods,
and the natural world across the globe. He painted two of his works —
Moment of Existence (2020) and Stepping on Magritte’s Sky (2020) —in
the year his and other cities enforced and monitored pandemic-related
immobility. Both artworks delineate the crises and pressures humans
have endured since 2019 and our need for transformational shifts. For
instance, Moment of Existence’s triangular shape restrains a gleaming
blue shoe into which Song shoehorns a pale blue face with closed eyes.
There seems no room for escape for either the person or the shoe.
Correlatively, Stepping on Magritte’s Sky divides the canvas diagonally
between a shiny black shoe in a pitch-black interior and an enticing
Magritte-like exterior that the shoe's wearer cannot penetrate. Its de-
marcation of inside and outside recalls the inner and outer processes of
conversion and metamorphosis, but both paintings appear to accentu-

ate confinement, precluding rotation and its cathartic effects.

"“Interview/Zhou Song,” Al-Tiba9 Contemporary Art, Issue 9, Barcelona, October 7, 2021, https://www.altiba9.com/artist-interviews/zhou-song-hyperrealism-ilusion-

ism-painting (accessed November 3,2021).
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In spite of these barriers, the possibility of change reasserts itself in Moment of Existence’s pale blue face,
which evokes the 1990 Voyager 1 photograph of Earth as a pale blue dot. After seeing the photo, Carl Sagan
claimed, “Our posturings, our imagined self-importance, the delusion that we have some privileged position
in the Universe, are challenged by this point of pale light.” ® Song develops these sentiments through his gro-
tesquely bloated characters. Perhaps surprisingly, they imply advancement evenin their exaggerated state, for,
as Bakhtin noted, “The grotesque body...is a body in the act of becoming. It is never finished, never completed.”
° Reincarnation, another painting from 2021, reaffirms this notion by reprising the complete circle from Uni-
verse-Spirit-Equation. Its interlaced hands fuse with Song's characteristic black shoes to suggest humanity’s

engagement in a never-ending but progressive cycle.

Song's Infating Series originated in Beijing, yet its motifs of metamorphosis, conversion, and our interrelation-
ship with the universe strike a chord throughout the world. This year’s 59th International Art Exhibition of La
Biennale di Venezia has dedicated itself to three themes that permeate Song's series: The representation of
bodies and their metamorphoses, the relationship between individuals and technologies, and the connection
between bodies and the earth. Furthermore, 2022's Biennale takes inspiration from the work of Leonora Car-
rington, who, like Song’s figures, was “always fleeing the strictures of a fixed, coherent identity.” ® As in Carring-
ton's stories, Song's paintings provide his protagonists with paths to revolution, conversion, and metamorpho-
sis amid cultural, environmental, and societal turning points. Cecilia Alemani, the Biennale curator, has declared,
“The time we are living inis a moment of crisis and deep trauma, but it's in moments of crisis that we can hope

for a positive transformation.” " Ultimately, Infating Series enacts and confirms that conviction.

[Dr. Alison Bracker is an independent art historian specializing in the ethical conservation of contemporary art.
Together with Alison Richmond, she coedited Conservation: Principles, Dilemmas, and Uncomfortable Truths
(Elsevier, 2009). Her contemporary art publications include writing and editing the catalogue for 'Vita Vitale,

Azerbaijan Pavilion, 56th International Art Exhibition —la Biennale di Venezia.]

8 Carl Sagan, Pale Blue Dot: A Vision of the Human Future in Space (1994; reis. New York City: Ballantine Books, 1997), 7.

° Bakhtin, 317.

° Cecilia Alemani, “Statement by Cecilia Alemani,” La Biennale di Venezia, Venice, https:/www.abiennale.org/en/art/2022/
statement-cecilia-alemani,accessed October 9, 2021.

" Alex Marshall, “A Curator’s Vision for a Post-Pandemic Venice Biennale,” New York Times, June 9, 2021, https:/www.ny-

times.com/2021/06/09/arts/design/cecilia-alemani-venice-biennale.html, accessed February 1,2022.
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REBSERAENTN. XZEXNINEIERES BFH
7 WRAFRVIELAEX MISERAN—BRER, ERREIME
WEAMBEEMEH—FEBMENIN, ' RIEMGTLETE
RIERE, ZABIEMNEFNLEEEEEENETS. BM=2,
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BRABLNEE, ILNEBTREENRIER X AT, AS
MR ESGEEIR Ik T F/RAFRLEINEERE, WIL T4
EJRI T HMENUEES SR ESREPOL B BER{N
BF—TAULBHERE, SARNZE TRHNUKHES, &
BTV LB RMEMRANE R, IWE, ANRBRKLEN S
B755%, RTINS ERESE. A, ENBRITREER
XHRRITBIAE, AERENGEFREEENERCRARN
B, MEEIREEBNRERE. RIENFEZ hiEes 718
SRhRBYILSREI R
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Fl, EHAKRE BRI AMNEFINEEE, SHESIEANX
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' Leon Battista Alberti, De Pictura (1435); on the history of pictorial framing, see Anne Friedberg, The Virtual Window: From Albertito Windows (Cambridge, MA: The MIT

Press, 2009).

2 Pierre Bourdieu, Distinction: A Social Critique of the Judgement of Taste [1979], trans. Richard Nice (Cambridge, MA: Harvard University Press, 1984).
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® 1919 4F | BRAEE CBR)  (FiFN (BBR) ) —XHRE@RT B’ (The Uncanny / Unheimlich) #:&:
BLRMERMIRRERTUZIR, RIEE, BETHIRBEIEME CBHREE EMENRE, NFHES
PEAE Z IBIRIEHERESE; &0 B T BEIARR. B (thedouble) . EIMMENISGREHES. WHIBRITIE.
IAEHEIR (déja vu) « BRIMEERMBIAMB. &R Z—ERNHEER. WRINBK. HBNSEBUSE
R ER, —FEE (B (1] 2R . B/ ERLON [J]. SMEF , 2011(04):106-116+159. [2] Rp1= . “F&

=7 BICERIMARATE J]. I HREZITEFERER , 2016, 36(02):72-77.)

* Michel Foucault, Discipline and Punish: The Birth of the Prison [1975], trans. Alan Sheridan (New York: Vintage Books, 1977).
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|n|:|ating Bodies and Restricting Frames

By Victoria Addona, McGill University

Zhou Song's Infating Series is a masterful study in pictorial framing. Each image depicts bodies, sometimes full-
length, at other times only featuring sartorial details, compressed within the edges of the painting. Song's por-
traits of middle-class individuals expand as though balloons. Shirts unbutton, ankles bloat out of constricting
heels, hands grasp jackets or reach for cigar nubs, trying to grab onto anything for stability, while faces redden
and contort under pressure. The fleshy frame of the human body, ornamented by workwear, here risks spilling
into a more immutable boundary: that of personal space. These inflating bodies abrasively stretch their well-
heeled suits and almost overflow into adjacent expanding figures, were it not for invisible lines that seem to
order each body into distinct compartments. Their expansion is further counterbalanced by Song's clever ap-
proach to the pictorial frame. Rather than a standard rectangular mount, Song skews the regular shape of the
frame into various geometries. Yet, regardless the shape, their linearity counters the almost pillowy softness of
the inflating bodies, imparting a sense of violent restriction to forms that would otherwise grow and float away

freely.

Expansion and containment, freedom and restriction, inside and outside: the painting's frame has historically
setinto play a series of contradictions that govern acts of viewing and interpretation. The Renaissance theorist
Leon Battista Alberti first conceived the concept of the painting as a window, its circumscribed edges framing
anillusion of reality for a viewer. " His conception of pictorial space understood artistic representation as co-
extensive to lived reality. To put it simply, the artist was responsible for depicting a world familiar to the viewer’s
own, endowing the viewer with an interpretive authority to unravel the painting's narrative significance. Western
Modernist movements successfully challenged Albertian pictorial framing, establishing painting's indepen-
dence from other media and past artistic traditions. By treating the canvas as exactly that—a surface on which
to apply paint—artists distanced themselves from the task of mimetic representation, from the demand that
painting had to represent something. Song’s hyperrealistic approach to painting instead hearkens back to
pre-modern approaches to pictorial framing. Yet, as will be explored in this text, his photorealistic paintings do
not strive toward documentary fidelity, but rather capture a heightened vision of reality in all of its contemporary

promise, fear,and contradiction.

Song challenges the notion of the frame as the boundary of the image through an exploration of the forces
that shape human potential. On a macrocosmic level, the notion of inflation and expansion central to the works
in this series is concerned with the cosmic accidents that make life on earth possible in the first place. Earth-
bound bodies revolve on a planet that turns 460 meters per second, fixed in orbit around a single star within a
universe in constant expansion—a universe without a limit or a frame. Yet these same bodies are grounded by
an opposing force, that of gravity. From an individual's comparatively static position on the ground, it is almost
impossible to conceive of the constant movement and growth of the cosmos. Though gravitational forces
maintain the physical integrity of bodies, Song encourages viewers to imagine the limitless expansion of the

human form, pulled and extended by the same expansive forces that propel the universe's perpetual growth.

For humankind, the expansive forces that drive growth, mobility, development manifest more acutely in social processes. Modernization and indus-
trialization dramatically revised the terms of social progress, from collective to techno-capitalistic concerns. The utopic ambitions behind the urban-
ization and the economic acceleration of contemporary metropolises likewise enabled bourgeois elites to manage both the distribution of capital
and power and the cultivation of cultural taste. ? As explored by the sociologist Pierre Bourdieu in his study of social class in France, the social world
functions as a system of power relations, where social judgement determines distinctions of taste. As a group with discretionary purchasing power,
access to higher education, and opportunities to act as consumers and creators of cultural products, the dominant class naturalizes their relationship
to culture; that is, as they determine what constitutes taste and they move through social and cultural institutions without restrictions or confusion,
what Bourdieu refers to as a “habitus.” The lower class receives such products—art, fashion, ideas—as trends that connote stylishness and contem-
poraneity. An upwardly mobile middle class fits somewhere in the middle. Through capital accumulation, they too are able to access an elite social
world—buying clothing, education, homes that suggest their material wealth. Yet their social mobility is not always marked by confidence and liberty,
but often by anxiety, self-consciousness, and naivete, as they attempt to maneuver within a social world that often seems unnatural and uninviting. Art

isbound to similar tensions, where freedom of expression is limited by demands of taste and the market.

The simultaneous expansion and confinement of Song's inflating bodies, pressed flush against each other, reflect the contradictory social positioning
of the contemporary middle class. Their attempts to move across class divides are met with resistance, as they swell into a collective, anonymous
body whose individual expression s limited. This series continues Song's ongoing interests in exploring the technological dystopianism of contempo-
rary societies, where the interference of machines in life and labor limits possibilities for subjective freedom. He draws upon theories of the uncanny
throughout his oeuvre, a psychoanalytic concept that refers to a process of defamiliarizing reality. Reality is made strange in order to critique ideas
and precedents often accepted as standard, to encourage viewers to critique assumptions that they might hold about the self in the world. However,
unlike many of his works, including the series Soldiers-Weeping, Dirty Flowers, and Metamorphosis, which picture fish guts filling the empty frames of
machine guns or taking the shape of flowers and butterflies to explore the violent intersections between art, nature, and science, Infating Series em-
phasizes the absurdity of daily life. It focuses on the quotidian decisions made by the middle class in order to manage through their social ambitions.
Here, the clothing people wear and the urban communities they inhabit are injected with a shrewd humor, to prompt viewers to self-reflect on the

practices they adopt to fitin and perpetuate hegemonic norms and behaviors.

! Leon Battista Alberti, De Pictura (1435); on the history of pictorial framing, see Anne Friedberg, The Virtual Window: From Alberti to Windows (Cambridge, MA: The MIT
Press, 2009).

? Pierre Bourdieu, Distinction: A Social Critique of the Judgement of Taste [1979], trans. Richard Nice (Cambridge, MA: Harvard University Press, 1984).
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Dress, more than any other element, serves to establish middle class social conventions. The inflation of bodies
draws particular attention to the clothing that each individual wears. Their dress is marked by conformity, rather than
individuality; suits, dress shirts, pocket squares, heels comprise the costume or uniform of a business class, only
distinguished by color. Throughout the series, the repetition of bodies, each distinct but dressed similarly to adja-
cent bodies, merge into a unified corporate body. To this end, we may understand fashion as what Michel Foucault
termed a “disciplinary practice,” a practice that constitutes the subject. In this case, professional clothing serves to
discipline bodies as docile laborers within capitalist institutions, effacing any measure of individual expression. ® Suits
have historically served this disciplinary function; their straight edges literally discipline varying human shapes into
linear forms, endowing gravitas and an outward signifier of professionalism to their wearers. Song emphasizes the
ways that business professionals sacrifice comfort and personal style to present themselves as serious workers.
As their bodies inflate, their “disciplining” uniforms also begin to lose their order. In Keep Calm for example, a jacket
nips at the buttons at the center of the frame, at the point of bursting, while a necktie, an accessory meant to restrain,
floats freely in the air, as a pair of glasses fall off a face cut off at the edge of the frame, the individual's foot swelling in
pointed shoes that appear a few sizes too small. In comparison, Moments of Existence pictures the complete sub-
sumption of the self into outward appearance: a disembodied face, eyes closed, rests peacefully in a polished shoe,

the triangular frame taking the shape of its pointed form.

Just as the frame of the painting struggles to contain the inflating bodies, so too do the boundaries of clothing strain
by the individuals” expansion. The willing acts of sartorial discomfort adopted daily by those jostling to advance
in technocapitalistic societies is paralleled by the contorted positions that the inflating bodies assume to fit their
frames: legs pitched at right angles to torsos, faces flush with the borders of the frame. Song explains this visual ten-
sion in terms of the institutional disciplining of the subject: “everyone is squeezed and in conflict with the expansion
ofthe self..[T]he positions in the social systems are in contradiction with the self-liberalizing will of the individual.” The
opposition that emerges between self-expression and social conformity is expressed in compositional terms. In Us
and Infating Society, Song conceives his figures as a puzzle, as interdependent though conflicting parts, together

meant to reflect the physical and sociopolitical living conditions of dense, urban populations.

® Michel Foucault, Discipline and Punish: The Birth of the Prison [1975], trans. Alan Sheridan (New York: Vintage Books, 1977).
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Song's approach to pictorial framing nuances his exploration of the middle-class condition in contemporary
society. The inflating bodies are often compressed within triangular frames, a geometry as complex as it is
simple. Song understands the triangle as the “simplest and most fundamental among all shapes, the most
powerful and mysterious.” In their simplicity, triangles reflect the magnitude of universal systems, from simple
communities to sophisticated ecosystems, complex industrial societies to the impenetrability of the cosmos.
Across historical periods and systems of belief the triangle emerges as a symbolic geometry, from the Chris-
tian Trinity to Maslow’s hierarchy of needs, a behavioral theory that organizes human requirements for a fulfill-
ing life across various tiers. Yet Song's use of the triangle as a framing device destabilizes as much as it orders.
Whether compressed in rhomboids in Limitless, stretched across equilateral triangles in DNA, or even perpet-
ually connected in the circular form of Reincarnation, the unexpected geometries of the frames that contain
Song’sinflating bodies ask the viewer to rethink their relationship to the paintings. His irregular frames solicit the
viewer to break from a standard, distanced mode of engagement in order to and physically follow the picture's
lines and direction. A viewer, in turn, is asked to contemplate the frame of their own body, and to imagine the

boundaries, physical or otherwise, that limit its growth and expansion.

[Dr. Victoria Addona is an FRQSC postdoctoral fellow (2020-22) in the Department of Art History and Com-
munication Studies at McGill University. She received her PhD in the History of Art and Architecture from Har-

vard University.]
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All things have a beginning and all things are like light, the beginning stimulates creating. The Book of Changes
said, "The movement of heaven is full of power." The YangQi of heaven s the origin of all things, which is called
"yuan". Ancient wise man said: "yuan"is "the existence of birth and transformation”. The existence of all things is
the manifestation of entropy. Since there is existence, there must be evolution. Existence is an absolute motion,

and it stimulates everything, the externalization of all things must give out light.

The existence of all things in the universe is the exchange of "yin and yang", which is called impermanence.
However, there must be a law of limitation in this impermanence. Yin and yang are the extremities of heaven
and earth. Between the two ends, there is an infinite realm. The existence of all things lies in infinity and evolves,

being and not-being grow out of one another and the great form has no shape.

Light comes with color, black and white are the extremities of all colors. The white color demonstrates infinity,
and the black generates beginning. Yin and yang coexist and act on each other and everything turns into black
and white images, which is shown as magic light. Light is not just light, but the necessity of existence. The exis-

tence of things gives out light.

Entropy is the virtual state of evolution, evolution will generate entropy. The quality of entropy equals to the
quality of evolution. Although entropy is virtual, the quality of all things is obvious and the law of the evolution of

allthingsis existence. All existence is the light of entropy.

Budapest, 5am on October 5,2019

Zhou Song
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Techno-a nxiety

by Alan McNairn

For centuries, the fields of philosophy and science have proven to be fertile ground for exploration
by visual artists. The relationship between aesthetics, that branch of philosophy concerning art,
beauty and taste, and the visual artist is mutually advantageous. The same cannot be said for the
relationship between art and science. In this case the rapport is more often classically parasitical
with the visual artist plundering the catalogue of advances in science and innovations in tech-
nology while returning little of substance to scientific disciplines. There are however, occasional
instances where artists have worked as handmaidens of science such as serving as vehicles for
the dissemination of scientific data, for example botanical and anatomical information. From time
to time artists have pushed technology in directions unanticipated by innovative applied scientists
but for the most part kinetic, computer, robotic, experimental film and video and electronic artists
use technology without contributing to its development. Unlike artistic aficionados of technology
Zhou Song has embarked on a pointed critique of the potential outcomes of contemporary ap-

plied science.

Zhou Song's works emanate from that region where science, philosophy and art converge. He
takes on challenges in this venture that have become paramount in some branches of modern-
ism, however his work is situated in this curious nexus without an obvious position in the phyloge-
ny of art history. Such a stance lies at the very heart of post-modernism. Zhou has embarked on a
project in the visual arts that finds its closest parallel in the work of post-modernist literature and its
ally post-modernist film, where the conjunction extreme realism and magical elements transforms
the mundane to create new and unexpected meaning. It is useful to consider that the beginnings
of magical realismin 20th century literature occurred on the periphery of European culture name-
ly in Latin America. Zhovu, free from the oppression of the history of European art, has steered a
unique course avoiding the influence of the realist movements of 20th century European and
American art such as British Neo-realism beginning around 1914, Surrealism, the New Objectivity
(magischer realismus and neue sachlichkeit) of post-expressionist German art, French Nouveau

réalisme of the 1960’s, and American Photorealism of the 1970's.
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Zhou's series of paintings Soldiers-Weeping of 2006-2012 in which the cut away images of machine guns show
interiors where mechanical mechanisms have been replaced by brilliantly coloured combinations of the inter-
nal organs of humans. The extreme realism of the organs and tissues references that branch of medicalillustra-
tion utilizing photography. The disjunction between what one expects the interior of a machine gun to be and
what Zhou has proposed in his pictures is a clear statement on the function of the weapons, recognizable as
the American M16 — an extraordinarily efficient personal killing machine. Virtually independent of the skill of its
user, the M16 is capable of mincing human organs causing death or serious injury. The message of Zhou's visu-
al critique of contemporary killing technology is extraordinarily powerful because the artist has opted to utilize
the techniques of extreme realist painting. This is evident when his work is compared with that of the American
artist, Noah Scalin, who focused on the same idea in 2015 creating works in which polymer reliefs of human
organs are enclosed within the contours of firearms. Among his sculptures are AK-47s, the global favourite in
killing machines developed by Mikhail Kalashnikov to defend and expand the influence of the Soviet state. The
choice of specific makes of machine guns as subjects for visual critiques of mechanized killing in Scanlin's and
Zhou's art seems significant. (Noa Scalin, Anatomy of War: AK-47 http://www.noahscalin.com/#/anatomy-of-

war-ak-47/)

Zhou took has taken critique of modern technology a step further in Dark Consciousness, a work that rep-
resents his thinking on the human impact of the proliferation of IT, and, in particular, the looming upheaval of
human consciousness implicit in the era of proliferation of artificial intelligence. Dark Consciousness, elucidates
the interconnection between human and artificial intelligence, an affinity that will become increasingly more
intimate in the future. The anxiety expressed in Zhou's questioning image is symbolic of current disquiet on
the meanings and effects of Al. The future facing humanity in a world of artificial intelligence is unsettling. The
looming brave new world where technology is predicted to create inanimate machines that mimic conscious
thought, still considered the very essence of humanity, has placed a new urgency on scientific research on
the human mind. Problems that were once considered the domain of philosophy, such as the how do we, as
humans, come to understand ourselves and our world and the distinction between the mind and the brain, the

mechanisms of reason, are implicit in the Zhou'simage of Dark Consciousness.

Metaphysical speculation as opposed to pure science fiction is the motive behind Zhou's painting New Gen-
esis. This deeper delving into the prospects of a future in which technological science or neo-physics have
trumped classical metaphysics presents a prospect where the creators of a desolate dystopia are not humans
but rather machines artificially endowed with what technologists conceive as intelligence. In Zhou's imagi-
nation, the brave new world is one that has consumed and replaced human thought and creativity. The inner
experiences of humanity, those of desires, will and emotion that allow an inner understanding of reality beyond
sensory perception, mediated by the representation of the detritus of human creativity, have been abolished by

applied science.

Zhou's visual prognostication of a dystopian world created and populated by “thinking” machines independent
of human control suggests that in one sense the order of physics is inimitable to life as we know it. However, it
is the very order of the universe — its periodic movement — that creates the conditions where life is possible.
The laws of physics, propounded to explain everything from planetary movement to human self-awareness
and which create the conditions necessary for the development of artificial intelligence are part and parcel of
a distinctly human predilection to conquer through severance of all connective tissues posited by metaphysi-
cians. Zhou's series of rotating saw-blades bearing images of a planetary bodies is a metaphorical statement
on astrophysical movement and its intimate connection to the human mind stretching from antiquity to the
present. It is by means of cosmic consciousness that the human mind understands itself and indeed is what

makes us human.

Zhou's visual art agenda is extraordinarily ambitious. It involves on the one hand perception with its cohort rep-
resentation and, on the other hand, the inner meaning of things in themselves. In dealing with the latter he has
turned to science and metaphysics for answers. At the same time, the very science or physics of reality that is
the substrate of his concepts is itself subject to critical appraisal. The phenomena of humanity are set against

the applied technology that destroys them.

[Alan McNairn is a former curator at National Gallery of Canada. He is the author of articles, books and cat-
alogues on art and artists from the 17th to the 21st century. McNairn has also served as Director of the New
Brunswick Museum and Director of the Royal Canadian Academy of Art. He has taught art history in various

Canadian universities.]
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Peristalsis of String - Mutual Transition
3D #p505i4% / 3D Digital Print
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Recognition, Encounter, and Estrangement,

in the Work of Zhou Song

By Stacey Vorster
University of Amsterdam

AsW.J. T. Mitchell argues, “Artists, technicians, and scientists have always been united in the imi-
tation of life.” Beijing-based artist Zhou Song images and imagines new worlds as constituted by
social robots. Drawing on the frameworks of estrangement, the uncanny, and Gilles Deleuze’s
notion of the encounter, | argue that Zhou's hyper-realistic images, which use quotation as a de-
vice through which to balance the uncanny with the familiar, prompt an encounter that challeng-

es the cognitive ordering of the world.

Working primarily in the mode of hyperrealist painting and sculpture, Zhou presents sci-fi-styled
imaginings of a future dystopian world inhabited by social robots and androids. A primary theme that
runs throughout Zhou's oeuvre is the concept of estrangement, which, | propose, is a methodology
through which he is able to prompt simultaneous familiarity and rupture with what is known and ac-
cepted. He mobilizes familiarity and recognition primarily through the quotation ofimagery fromexist-
ingartand popular culture, especially the western art canon and science fiction. Estrangement takes
place, onone level, between the human body and the machine body, which scratches at the edge of
the uncanny. The second level at which Zhou's work operates through estrangement is a direct con-
frontation between the Oriental Other and the Occidental Self. Using the uncanny encounter, Zhou
references both the western history of art and the west's general obsession with progress, inrelation

tothe hyper-technological Asian body.
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The marking of the robot'’s status as non-human is often made visible
through the esthetic of technology, which also reflects the robot’s use
value: metallic, mechanical, and idealized strength. The effect of this ap-
proach often manifests a power relationship between humans and robots
in so far as human bodies can be characterized by fragility and the poten-

tial to be wounded inaway that shiny metal bodies cannot.

This tensioniis explored by Zhouin a series of digital prints titled Peristalsis of
Strings (2017). Here, Zhou both manifests and disrupts a recognition of the
human body versus the robot body. The artworks are underpinned by an
abstract visualization of string theory and, by extension, the mechanics and
physics of the universe. Zhouinvokes the body through an abstract represen-
tation of peristalsis (bodily processes of involuntary contraction and relaxation)
through a linear fragmentation of the picture plane. In artworks Peristalsis of
Strings - Membrane (Fig. 1) and Peristalsis of Strings - Mutual Transition (Fig. 2),
aseries of vibrating lines render shimmering heads, one resembling ahuman
skulland another which is more refined, symmetrical, and mechanical. The
latter resembles common imaginings of social robots as human-like but ideal-

izedtothe pointthat the resultis simultaneously humanandnon-human.

Reading Peristalsis of Strings - Membrane and Peristalsis of Strings - Mutual
Transition against each other engenders a confrontation with the binary
of the human and the machine. Mutual Transition reaches back to the
multiple studies of the human skullin fine art, both as an examination of the
structure of the human head and as a meditation on memento mori: the
reminder that death is inevitable for all living things. The depiction of skulls
inpainting has a particular legacy inthe western history of art, particularly in
the Barogue and Dutch Golden Age in the late sixteenth and seventeenth
centuries. Commonly referred to as vanitas (Latin for “emptiness” or “futil-
ity”), still life paintings of this genre tended to contrast elements of wealth
with symbols of death, reminding the viewer of the transience and fragility
of life. Echoing these paintings, Mutual Transition presents animage in the
“still life” tradition, which is neither still nor alive. In its figuration through a
crosshatching technique, a skull fades behind the veil of the picture plane,
ghostly and fragmented. In comparison, the head presented in Membrane
is far more “alive™ animated with a fixed, penetrating gaze and a scowling
mouth. While the hatching does disrupt the picture plane, it is far more
ordered, and rather than having a pulsating effect, there is a directional

evocationof movement.
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Reading these two images against each other reveals a palpable tension
between Self, as the human, and Other, as the robot. Both have hollow
eyes, evidently missing the protection and also the fragility of the skin, and
prominent exposed teeth. And, seemingly, both are “dead.” However, the
similarities are impeded by subtle and unsettling differences. The organic
shapes that make up the skull contrast with the overtly symmetrical robot.
While we recognize the hollow space of the skull where anose would have
been situated on a human face, the absence of a nose on the robot's face
is a jarring reminder of its lack of dependence on air. While the skull has
already experienced the stripping of the skin that comes with decaying of
the body—rendering humanlife as fragile—the chiaroscuroimaging of the

robotrendersit shiny, metallic,and, as aresult, seemingly indestructible.

These works offer an insight into the relationship between the visceral
body and the mechanical body. The absence of life is clear in both, but,
perhaps more significantly, the two images project in terms of time as
well. The implied movement captured through the linear surfacing and
the title, prompting us to consider these as “the peristalsis of string,” evoke
the macro and the micro, spatiotemporally. In addition, the manifestation
of memento mori and the quotation of the thousands of portraits of dead
bodies that litter museums and galleries are starkly contrasted by the fig-
uration of a possible future. By bringing these two images into a complex
dialog, Zhou prompts an encounter with how we currently envision the
design and form of the social robot as temperately anthropomorphic. This
rupture, | propose, rests on how familiarity is used against the viewer. Nei-
ther of these imagesis entirely new, rather their refiguration, their familiarity,

bringsinto consideration the kind of leap that forces us to think.

Even though neither the mechanical nor the human skull references any particular individuality, race, gender, or
sexuality, these two works do begin to build towards a primary trope in Zhou's oeuvre: embedded references to
the western canon of fine art. While he is a Chinese artist, trained and working in Beijing, it is clear that Zhou inter-
rogates western modes of art-making, genres, movements, and symbols through quotation. As | expand on later
in this paper, the dynamic between the heteronormative Occidental Self and the Oriental Other is woven into the
narrative of the human Self and the robot Other. This has an important bearing for how recognition theory can be
explored through Zhou's oeuvre: not limited to how an encounter is made possible in figurations of social robots

but how tropes of design affect our understandings of Self and Other as humanindividuals and collectives.

One of the ways in which Zhou plays on the tension between recognition and encounter is through a delib-
erate quoting of imagery from existing art and popular culture, especially the western canon and science
fiction. The act of quotation prompts the familiar: what might be dismissed as mere affirmation. However, the
familiarity is made strange through his hyperreal figurations. In his monumental, larger than life painting, New
Genesis (2017 ), Zhou quotes the composition of French Romantic painter, Théodore Géricault, in the equally
monumental painting The Raft of Medusa (1818-1819). — In quoting this image, Zhou replaces the human
figures with robots, similarly in various stages of fracture and anguish. Here, the raft is not a simple wooden
construction but a fragment of mechanical earth, amidst a sea of debris. The only elements of human life are
hidden behind the group of robots: a sculpted torso reminiscent of the Ancient Greek sculpture Venus de
Milo (101 BCE) and the graying body of a pregnant woman. The sculpted woman is decapitated, a victim of
the destruction of the earth over the last 2000 years. The barely living woman is similarly decapitated: where

her head should appear is only shadow.

Quotation is a powerful strategy that Zhou employs in New Genesis because the image is at once strange
and familiar. It is striking that the robots, while not individualized in any way, mimic human emotions in their
gestures, relations, and evident care for their own survival. Mirroring the figures in The Raft of Medusa who are
commonly characterized as “father and son,” arobot in the foreground embraces another who lies inanimate
across the raft. Similarly, several robots at the front of the raft gesture wildly to some hope of rescue. Howev-
er, the act of quotation here does not inspire a recognition of these mechanical bodies. Rather, their portrayal
as agentive subjects is cause for anxiety: for if they are capable of human emotion, of grief, and ambition,
then what differentiates them from the human bodies of Géricault's scene? The simultaneous familiarity and
incongruity make New Genesis an example of the encounter that Deleuze theorizes; while the image affirms
one version of the world through its eerie familiarity, it also breaks the world and creates a new one forcing an

encounter withapossible future.

136



Zhou speculates on the existence of life on other planets; he asks: “So
the others need air and water like us? [..] What do they look like?” Zhou
is driven by these larger-than-life questions, especially in relation to the
yet unknown Other. Through his creative practice, he interrogates pos-
sibilities of life and death beyond the body and the present, considering
both deep time and macro- and microforms of life. Much of his work is
a search for ways to represent and engage these questions, and, as
such, his image vocabulary includes references to social robots, arti-
ficial intelligence, androids, and the dystopian futures of war in which
human bodies are rendered obsolete through cloning, biological mod-

ification, and robotics.

In an early hyperrealistic painting, Soldiers - Weeping V (2012; Fig.
3), Zhou fills the outline of an AK-47 assault rifle with various organs,
tissues, and muscles. The viscera appear wet, glistening, and slimy:
hyperreal and grotesque. Similarly, the organs are neither explicitly
familiar nor ordered into any recognizable structure. Rather, they are
arranged into an indecipherable mass that evokes butchers’ scraps.
Indeed, it is hard to know whether the insides have been extracted
from an animal or human body or even grown extraneously, rupturing
the boundaries of human and non-human, alive and dead, and animal

and mechanical.

The Soldiers - Weeping V evokes a physical human reaction to pain or
trauma, literally through expressing liquid from the body in the form
of crying: a natural biological process. This emotive prompt sits un-
comfortably with the disembodied innards that are similarly wet. We
are thus confronted with a series of questions: is this mere meat, for
consumption by war, or is the blood that pumps through these organs

feeding a more complex sentient being?

Zhou's artworks surface the limits and potentialities of recognition and
encounter largely through acts of hyperreal figuration that move beyond
mere imitation. By playing with what is familiar and, thus, recognizable,
Zhou “makes strange” the figuration of what we recognize as our own

matter—the invisible insides of our bodies. The element of confrontationin
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estrangementis a strand that ties to the concept of encounter, as |mobilize
it here. By manifesting an esthetic encounter between the recognizable
body and the machine, Zhou prompts this rupture. Furthermore, the force
of Zhou'swork restsin the hyperrealist technique of his paintings; more like

blown-up photos than paintings, the images feel real.

Zhou arranges hyperreal, sculpted fragments of human bodies—a
partial face, half of a heart, a loose ear, and a dismembered hand—ref-
erencing the anatomical models used in medical schools and doctors’
offices as well as the representational sculptures of Ancient Greece
and Rome that have been damaged over time (2017, Fig. 4). The frag-
mentation of these body parts is a violent disruption to the whole and
healthy body and, as such, is an uncanny experience that prompts an
abject response: an estrangement with what is familiar. However, the
hyperrealism of these sculptures is further disrupted by interventions
into their fragmentation: behind the dissected heart is a cratered plane:

half moon-like landscape and half cellular-level microorganism.

The artist's own body is reimagined in Dark Consciousness (2013), as
violently fractured and, thus, uncanny inits potential mimicry of the real.
As a self-portrait rather than a character trope, Zhou splits the self and
ruptures the real. While the artist’s portrait is “recognizable,” the violent
disruption to the otherwise direct representation manifests an en-
counter ontwo levels. Inthe firstinstance, the physical disruption of the
body reveals the figure's status as non-human. However, this is further
complicated by the realization that without the destruction of the body,
there would be little chance of telling the difference between human

and non-human, “real” and “artificial.”

As viewers of Zhou's self-portrait, we are prompted not only to consid-
er the aliveness of the image but also to acknowledge the questions it
brings into being for the aliveness of the artist himself, especially given
his astonishing technical skill in painting. Zhou's own body becomes a

subject through which to explore the figuration of the robot.

Counter Time Travel (2015; Fig. 5). The subject of the image is a beau-
tiful, slim, dark-haired, female figure wearing a tight-fitting black latex
suit and black high heels. She is surrounded by various fragments of
objects, images, and mechanical parts, some of which seem to origi-
nate from the metallic robot floating at the right edge of the image. The
protagonist, ultimately “alive,”— at life-size, and in hyperrealistic detall,
the female figure is instantly set up as relational to the viewer. She is far
from completely idealized: there are freckles across her cheeks and the
parting in her hair is slightly askew. Despite having no illustrated sense
of the non-human or biocybernetic embodied in her representation,

she has anonetheless complicated relationship to the real.

Protagonist holds a knife and fork in each hand. While there is a danger
in reading this superficially, the cutlery does reference the difference
between eating utensils between the east and the west. That these
objects are also metallic tools equates them with the rest of the shiny
technology present in the work and sets up a narrative of progress
that, here, lies with western tools. The archival photographs included
in the painting act similarly. A tearing and curling photograph, floating
away in the top left corner, is a detailed reproduction of astronaut Buzz
Aldrin walking on the moon in 1969.The moon landing is embedded
in the context of the global space race and, again, sets up the USA
as the center of the world in the discourse of the west, as a leader in
technological advancement and thus “human progress." Interestingly,
in Zhou's reproduction of the photograph, the small badge of an Amer-
ican flag has been omitted from Aldrin’s shoulder. Another photograph
shows a mushroom cloud, which seems to have been sourced from
an image of Operation Dominic, the largest nuclear weapons test
conducted by the USA near Christmas Island in the Pacific Ocean in
1962. These two quotations confront the viewer with the brilliance and
violence of technological advancements: in the first case, breaking the
boundaries of human confinement to earth through space travel and,
in the second, the weaponization of scientific research, with the mush-
room cloud mirroring the bombing of Hiroshima and Nagasaki in the
mid-1940s. Both of these images are ubiquitous and would be familiar
for most viewers but their refiguration here prompts a “fuzzy” reality.

They are made strange by their familiarity and seeming disintegration

in their reproduction in the painting. The estrangement operates not
only at the level of the image but also at the reality of the events to
which they refer, particularly in relation to the skepticism around the

moon landing that continues in conspiracy theories today.

In contrast to the photos that reference historical and scientific de-
velopments, Zhou includes a direct reference to two artworks. One
is a tiny fragment of an image of Michelangelo’s famous fresco, The
Creation of Adam, painted c¢. 1508-1512, on the ceiling of the Sistine
Chapel: the iconic image of God reaching out to touch Adam’s hand
thereby giving him life in the Judeo-Christian narrative of the genesis
of life on earth. This inclusion operates on many levels. In one sense,
the apocalyptic tone of Counter Time Travel frames the image in an
archival sense, pointing, quite literally, to the origins of life on earth. In
another sense, read alongside fragments of bodily machinery, the
quotation references the advancement of humankind in “playing God”
by breathing life into new forms of man: imitating the act of their own
creation. In addition, there is a postmodern quality to quoting Michel-
angelo’s work—a mise en abyme—that simultaneously recognizes the
immortality of such a famous painting but also dismisses it, in the form
of asmall, almost unnoticeable, reproduction. As with the photographs
reproduced in this painting, the imagery of The Creation of Adam is
familiar to the point of invisibility: refiguring it through hyperrealistic re-
production defamiliarizes the common ideologies embedded therein.
Through this inclusion, Zhou also demonstrates his mastery by imitat-
ing one of the most revered paintings in western art history. Counter
Time Travel also references Jeff Koons’ balloon dog. Monumental in
scale, the artwork betrays both the fragility of the balloon object that it
references and its insignificance in size and durability. As with the quo-
tation of Michelangelo, by quoting Koons, Zhou is not only acknowl-
edging the artist's omnipresence in the canon but also undermining it.
In his rendition of the work, Zhou presents the balloon animal with its
snout snapped right off, consolidating its materiality and rendering it
fragile. The estrangement of materiality and worth, activated by Koons
in the original work, is thus made strange by Zhou as he breaks the

flawless, durable, and valuable artwork in this painting.
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What is perhaps most unusual about the painting are the series of strawberries which erupt across the
scene. Against the mostly grayscale image, the bright red fruit pops out at the viewer in a startling way. Zhou
likens the strawberries to hearts and has also made a series of large-scale, detailed studies of the fruit during
his early career (see, for example, Fig. 6). In addition to their shape and color, strawberries have long been
associated with love and romance and, as Walter Gibson explains, were also the fruit of Venus. In combina-
tion with Zhou'simagining of the strawberry as a heart, there is a clear evocation of biocybernetics in Counter
Time Travel. as a clearly organic object, which ripens quickly and decays even more so, the strawberry is
ametaphor for the vulnerability of the central mechanical element of the human body. In stark contrast to
the metallic technology that makes up the rest of the background, the strawberries are as much a portrait
of a dystopian technological future as the inorganic elements. The aliveness of the strawberries also aligns

closely with the central character, whois the only other part of the painting rendered in color.

[Stacey Vorsteris anart historian, writer and curator]
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Dieter Ronte

Former curator of the National Museum of Bonn, Germany

Zhou Song is proficient in various media, including video. The black-and-white series of paintings by him demon-
strates the technical details of technological innovation, and the precise image display enables people to suspect
that an engine is running. Photorealism shows the surrealist world view. The geometric lines drawn of the big triangle
show the fragmentation, which is completed on the second image. It continuously repeats the amplification of the
details and assigns it to a large triangle and two small triangles, which are hung irregularly from each other. The de-
viation and increase of this precision brings us an experience. Surrealism becomes a tool for a perfect presentation
of the image contents. It also shows that the urgent pursuit of emerging imagery continuing art in themes instead of

being addicted torepeated content.
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Lydia Harambourg

Art Historian / Art Critic / Academician of Painting and Communication of the French Academy of Fine Art

Eliciting a sense of uncanny beauty as | gaze upon the stillimages from Zhou Song's abstract world; A sense of
enigma surrounds the subjects in his paintings, entangled with a sense of ambiguity with their diverted oblique con-
notations and conveyed through raw Realism, dispensing malaise which dissipates his infallible painting techniques,

particularly with vertiginous anamorphosis.
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The Desire of the Universe
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Oil on Aluminum Saw Blade, Kinetic Installation
RTEZ / Sizevaries 2017
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Metamorphosis
FREAE /OlonCanvas
190x290cm 2007-2008
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Andrew Brewerton (Director of Plymouth College of Art)

In the work of Zhou Song (b. 1982), the technique of hyperrealism plays
to more unnerving effect in series paintings such as his Dirty Flower
(2006), or the ensuing Metamorphosis (2007-10). Each of these works
evokes traditional tropes of Chinese brush painting with flower, tree
blossom and butterfly motifs in graphic arrangements of spilled gutted
fish entrails, blood and body parts painted with extreme realism. This is
a knowing any ironic kind of dirty realism’ insofar as the Chinese word
‘zang' means dirty’ as well as 'yin' [solid] organ’ (heart, liver, kidneys,
lungs, spleen). In his Soldiers - Weeping series of 2006, the canned out-
lines of a military pistol or an AK-47 machine rifle are similarly filled to the
brim with fish guts and assorted organs - the spilt entrails of armed vio-
lence, their reddish intestinal viscosities rendered in astonishing detail,

visually fascinating and repulsive by turns.

Zhou's deliberate toying with the painterly business of representation
is something new and distinctive in Chinese painting, asking questions
beyond the business-as-usual of photorealism and still life, dwelling
compulsively on the element of duration of painting. As David Hockney
put it, in Bruno Wollheim's extraordinary documentary film, “in a photo-
graph it's the same time in the top left-hand corner of the image as it is
in the bottom right”, whereas painting takes time, and in that duration
something else occurs in the hand, mind and eye of the painter in their
encounter with the world as we see it. His 2011 series, A Red Heart por-
trays the gentler, more delicious and beguiling image of a strawberry
greatly enlarged and sometimes bitten and torn or leaky, but always stu-
diously composed - realism as high artifice. What we see here we see
into, and through, as Zhou's approach to figuration in the series paintings
constantly wrong-foots our notions of subject, playing always with the

viewer's visual understanding of realism in painting.
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Huang Du (Curator, Art Critic)

Zhou Song's paintings - always eliciting a thrilling sense of shocking hys-
teria. Thisis because he uses unrestrained spatial creativity and precise,
delicate visual expressions to create a form in which dreams and reality
are intertwined with beauty and violence, constantly attracting viewers.
In fact, Zhou Song's paintings have surreal aesthetics in form, but also
surpass the narrative of realism in spirit. Each works seems to be the
clairvoyance on the world's nature through analysis of the objects’ con-

notative contradiction and antitheses parse.

As a young contemporary artist, in the process of continuously con-
structing a personalized and new art style. Zhou Song has always
maintained conscious and independent thinking; Not sticking and con-
forming to the existing style, furthering self-development, creating vivid

paintings, and establishing a new ultra-figurative language.

Zhang Zikang ( Director of CAFA Art Museum, Former Deputy Di-

rector of the National Art Museum of China)

Hyperrealism, an extraordinary artistic modus, has the ability to amplify
the essence of an idea. As for portraits, the extent of enlargement dis-
plays various degrees of intimacy eliciting different effects. An advan-
tage for these highly skilled Hyperrealism artists is that they have the
opportunity to convey one's ideas through enlarging the details to the
minuscule. Zhou Song is such an artist. From his works, we can see that
he has many ideas, and some new ideas are very contemporary. Gen-
erally, the works of Realism are paintings with classic aesthetics, most of
which are the expression of reality. The difference between Zhou Song
and other artists is that he explores elements of Abstraction through the
form of Hyperrealism in both the underlying message and the surface.
Incorporating the use of Hyperrealism’s ability to approach details and

in-depth perceptive thought.
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AR, 1982 EHAETFITIA, 2006 FENFREEAFZFCHER, WITEELETILR, ARNLBENBESERTZAR. RENEF
R XMHERREEMSFESNMEFLZERERE, BERAXREXHER, XEERENAL, TRE2IRNARFHNEBEERR,
MNEFH A AR EM Iz LM, BRRSEEET BEMARVRSHMRAEENm T,

MNEEE ‘B B ARDNE (ERBEZARFD, 2022) ; “AMRNEBERE" (SBEARIE, 2009), EEEHEEIE “Personal
Structures—%5 59 BEIEHINERFITR" (BEHAHE, 2022) ; “Re-Thinking Future—F+=EH EREBNNER" (BEPB
RBIFERREEE, 2019) ; “EREMEVNER" (HHMMARZARIE, 2011) ; “BERSAXSME" (SHEARIE, 2007),

FRBEEETRRAAZCAREMEGZERES BT LFEAERLE BEREB IR ERIE EHARF HEMET YBLEIZEZ AR
BIZIAEL. ZEZSERFL. ZHWEEOMITE. WENIM - MAERRX RO, BESYAZAEYIE. BEDiEAEMIE.
EHERMERKER. ZNRAIEREARE. FEEAE. SAEARE. ERFEERPO. [T REANEFHEL,

EERNEEE T —REHRFLEERNER “BREEMREEZAR” (2017) ; EABEAERTFZATLEAR (2012) ; X2
EARFRELIF—FRMEEEZARRRMFERES RIFR (2006).

Zhou Song (b. 1982, Jiangxi, China) graduated from the Tianjin Academy of Fine Arts in 2006. His paintings and sculptures explore intersections
between machine aesthetics and biomorphism at the nexus of art, science and philosophy; they imagine futures at once posthuman and deeply
humane. Whether questioning the potential outcomes of contemporary sciences, or the impact of the constant expansion of the universe on

human desire and destiny, Zhou's paintings thrive in a state of contradiction and openness.

Zhou's solo exhibitions include “Mass-Energy Zhou Song Solo Exhibition” (Beijing Guardian Art Centre, China 2022) and “Zhou Song Solo
Exhibition” (Today Art Museum, China 2009). Important group exhibitions include “Personal Structures — European Cultural Centre Art Biennale,
Palazzo Bembo, Venice 2022); “Re-Thinking Future -13th Havana Biennale” (Galeria Origenes, El Gran Teatro de la Habana, Cuba 2019); “5th
Chengdu Biennale” (Chengdu Museum of Modern Art, China 2011) and “The First Today’s Documents Exhibition” (Today Art Museum, China
2007).

His work has been exhibited nationally and internationally at the National Art Museum of China, Today Art Museum, Beijing Guardian Art Centre,
Guangdong Art Museum, European Museum of Modern Art in Barcelona, Grand Palais in Paris, Fortezza da Basso in Florence, Kunstraum Villa
Friede in Bonn, University of Vienna, YBI Creative House in Budapest, Sotheby’s in Los Angeles, Toronto Centre for the Arts, Palacio Schacht in
Chile, Inca Garcilaso Culture Center in Peru, Panama Contemporary Art Gallery, Panama Canal Museum, Costa Rica National Gallery, National Art
Gallery of Venezuela, among others. He has received many important awards, graduating with the first place BFA thesis from the Tianjin Academy
of Fine Arts (2006) and placing bronze at the National Art Academy’s Excellent Work exhibition (2006), as well as receiving the "Painting Award" at

the 5th May 4th International Youth Art Festival (2012) and the "Lorenzo International Installation Art Award” at the 11th Florence Biennale (2017).

Zhou currently lives and works in Beijing.
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Exhibition
2009
G rou p 2022
Exhiloitions 2019
2018
2017
2016
2015

17

Mass-Energy - Zhou Song Solo Exhibition, Guardian Art Centre (Beijing), China

Zhou Song Solo Exhibition, Today Art Museum (Beijing), China

Personal Structure — Reflection, European Cultural Centre, Palazzo Bembo (Venice), ltaly
Intangible — Willand Form, Chinese Contemporary Art Exhibition, YBL Creative House Buda
(Budapest), Hungary

Art Zhongguancun —National Realistic Oil Painting Exhibition, Beijing Haidian Art Museum (Beijing), China
Re-Thinking Future — The Construction of the Possible, 13th Havana Biennale (Havana), Cuba
From Bonnto Beijing — Cultural Tradition and Return from a Contemporary Perspective,

Beijing Hanwei International Art Center (Beijing), China

13th International ARC Salon Exhibition, MEAM Museum (Barcelona), Spain

Poster Presentation — Robo-Philosophy 2018 Conference, University of Vienna (Vienna), Austria
Emerging Imagery — Chinese Contemporary Art, Kunstraum Villa Fried (Bonn), Germany

13th International ARC Salon Exhibition, Sotheby’s (Los Angeles); Salmagundi Club (New York),
United States

Emergence —Chinese Contemporary Art Exhibition, Toronto Centre for the Arts (Toronto), Canada
Ingenio Infinito — Crossing the Ocean Exhibition of Chinese Contemporary Arts (touring exhibition),
Inca Garcilaso Culture Center (Lima)

Peru; Palacio Schacht (Santiago), Chile

Invitational Exhibition of Chinese Realistic Paintings, Guardian Art Centre (Beijing), China

Future through Virtuality, New Millennium Art Gallery (Beiiing), China

eARTh- Creativity & Sustainability, Florence Biennale 2017, Fortezza da Basso (Florence), Italy
Post-orientalism: An Experiment in Building Mutual Relations, Hanwei International Art Center
(Beijing), China

Art Capital - Independent Artists Comparison Salon, Grand Palais (Paris), France

Colour Symbiosis — Chinese Contemporary Art Exhibition (touring exhibition), Panama Contemporary
Art Gallery (Panama City),

Panama; Costa Rica National Gallery (San Jose), Costa Rica

Twelfth edition of Paratissima, Torino Esposizioni (Turin), ltaly

Beauty of the East — Chinese Contemporary Art Exhibition, Schacht Palace (Santiago), Chile
National Invitational Exhibition of Realist Paintings, Ningbo Art Museum (Ningbo), China

Visual Transformation: Invitational Exhibition of Contemporary Painting, School of Art at East China
Jiaotong University (Nanchang), China

The 2nd Classic and Inheritance — National Invitational Exhibition of Realistic Oil Painting, Ningbo Art

Museum (Ningbo), China

2014

2013

2012

2011

2010
2007

2006

2005

New Generation Realistic Oil Painting Joint Exhibition, Meilidao International Art Institution (Shanghai), Beijing
Classic Realism—Invitational Exhibition of Oil Paintings, Wuxi Phoenix Art Museum (Wuxi), China

The 1st Conceptual Realistic Oil Painting Exhibition, Shanghai Duolun Museum of Modern Art (Shanghai), China
New Classic Oil Painting Exhibition, Today Gallery, China

The Chinese Neo-Classical Art Association's Annual Exhibition, National Art Museum of China (Beijing), China
Focus: New Changes in Chinese Realistic Painting, Guangzhou Art Museum (Guangzhou), China

The Wisdom of the Era - AAC Annual Influence Touring Exhibition, Beijing Today Art

Museum (Beijing); Shanghai Heng Yuanxiang Xiangshan Art Museum (Shanghai);

Wuhan Art Museum (Wuhan); Xian Titan Art Museum (XiAn); Chengdu Winshare Art Museum

(Chengdu); Shenzhen Guanshanyue Art Museum (Shenzhen), China

Long-term Exhibition of Today Art Museum, Today Art Museum (Beijing), China

Crossing the Ocean — Chinese Contemporary Art Exhibition (touring exhibition), National Art

Gallery (Caracas), Venezuela; Panama Canal Museum (Panama City), Panama

Imagine Arts — Young Artist Program, World Art Museum (Beijiing), China

New Realistic Oil Painting Exhibition, National Art Museum of China (Beijing), China

The 5th Annual May Fourth International Youth Art Festival, Enjoy Art Museum (Beijing), China

Focusing — A New Currency of Realism Painting in China (touring exhibition), Today Art Museum (Beijing)
Shanghai Duolun Museum of

Modern Art (Shanghai), The Guangdong Museum of Art (Guangzhou), China

Harmony without Uniformity — Contemporary Qil Painting Exhibition, Manet Art Space (Beijing) China

The 5th China International Youth Art Week, Beiiing Times Art Museum (Beijing), China

Artist Works Promotion Exhibition, 798 Beijing Metal Warehouse (Beijing), China

Still Waters Run Deep — New Power of Realism, Shanghai Panhua Art Center (Shanghai), China

The 4th May 4th International Youth Art Festival, Can Art Center (Beijing), China

Guangzhou International Art Salon, Jinhan Exhibition Center (Guangzhou), China

Scenery Exhibition, Tianjin Academy of Fine Arts (Tianijin), China

The Young Imagination — Five-Year Retrospective Exhibition, Today Art Museum (Beijing), China

The 5th Chengdu Biennale — Representation and Realism, Chengdu Museum of Modern Art (Chengdu), China

The 2nd Chongging Young Artists' Biennale, Chongaing Art Museum (Chongaing), China
The 3rd Asian Art EXPO, China World Trade Center (Beijing), China

Tianjin Sunshine Art Festival — Youth Painting Exhibition, Tianjin Academy of Fine Arts Art Museum (Tianjin), China

Group Exhibition of Zhou Song and Tang Shi, Today International Gallery (Beijing), China

The First Today's Documents Exhibition — Energy, Spirit, Body, Material, Today Art Museum (Beijing), China
The 3rd China International Gallery Exposition, China World Trade Center (Beijing), China

Nominated Excellent Works Exhibition of 2006 Graduating Students from National-Wide

Academies of Fine Art, Today Art Museum (Beijing), China

Graduate Thesis Exhibition of Tianjin Academy of Fine Arts, Tianjin Academy of Fine Arts Art Museum, China

Perspective: Contemporary Oil Painting Exhibition, Tianjin Academy of Fine Arts Art Museum (Tianjin), China

172






by
El
£
o
=

TREENR

AFAIC /2022.04.17-05.07
TS ETEATE / 2023. 04.22-06.11

B
H
o>
o
<
BN

T B BEZAPO. BERREISSRETEARE
o B EERBEHAZAE

ZARAK B
®/R A OKFR HRFENRR
FARER: JEN#H

FEIgt: ROk

BmOF M B/ ERE/T E
5 . DRERIEE

B’ X BEF EERR

FBRIAZARREANFRE, REPEDGFE, B7DBENFEE,
2022 &

e W B S

ARDIAN ART CENTER ~ OSTHAUS MUSEUM
N * . * KUNSTRAUM VILLA FRIEDE

it qHﬁGEN

175

Produced on the occasion of Mass-Energy Zhou Song Solo Exhibition

Guardian Art Centre, Beijing, April 17 - May 07,2022
Osthaus Museum Hagen, April 22 - June 11,2023

Organizer: Guardian Art Center, Osthaus Museum Hagen
Co-Organizer: Kunstraum Villa Friede

Avrtist: Zhou Song

Curator: Zhang Zikang, Tayfun Belgin

Academic Director: Eugene Y.Wang

Design: Chen Bing

Translation: Xing Wei, Li Guanghan, Ma Xiang
Photography: Yang Hao Photography Studio
Copy Reading: Yang Qiangian, Kylo Kotze

Copyright © 2022 by Zhou Song Studio.
Allworks by Zhou Song © Zhou Song, 2022. Allrights reserved.
Printedin China, 2022

Mainzer StraBe 141-143| 53179 Bonn | Deutschland
Phone +49 228 - 240 450 44 | Email:info@kunstraum-villafriede.de
Verlag Kunstraum Villa Friede ISBN 978-3-949626-07-4



