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LEAP:WhatOs your modus operandi in the studio? How do
you usually divide your time?
Zhang Peili: 10m not only in the studio to work. Basically, itOs

also a place to get together with friends. For me personally,

itOs a place to relax and watch films. When |Om creating

works, at most 18Il collate some information in the upstairs
computer room, do post-production there or use the
projector to screen a film if | have friends over. | mainly
spend time out here with the intent of having privacy. | enjoy
assuming that absent-minded state, which allows me to mull
over some projects. But once | start working on an actual
project, | canOt really do anything in this space, | have to go
elsewhere. ThatOs why | have a studio next door measuring
slightly over 300 square meters, which | use for storage, and
where | can make slightly larger works. But currently | donOt
have a studio suitable for making relatively large-scale
works. I've yet to find a suitable place for that.

LEAP:How do you go about making a work like XL Chamber ,
which is currently on show at Yuz Museum? Did it replace a
previous work?

ZP:The work XL Chamber couldnOt be made beforehand

in the studio. | did some ftrials first, and then completed the
work on-site. That work is quite special, because it's really
complicated to install, it needs to be installed on-site, so
there basically wonOt be any big alterations. The removed
work is The Endless Walkway (2016) which was previously
exhibited in Shanghai Minsheng Art Museum. In that piece,
lace was woven to form the colorless flags of 14 countries,
playing with the density of the material to configure it into
patterns. Although the Minsheng exhibition wasnOt ideal

in terms of venue, it worked out nicely, because there

happened to be a walkway enclosed by walls on both sides,

from interferences. Passing through a walkway with these
successive lace dividers is reminiscent of the mosquito nets

we used to hang up in the summer, as well as curtains, or a

wiwBini=oxee{  f[ cf kind of veil with a romantic feel to it.

kO. IWBi n03Y s*zdaeOL}-Va< n(Y~(( H-4<1$5'] eewhGhRU<aex
- - /:X>
X-dPZ8E -l

XL Chamber , 2017-2018

Electric rolling shutters, programmable logical controller (PLC), position sensor, rug (PE foam)
1050! 350! 350 cm

30 min

All images courtesy Boers-Li Gallery and the artist
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LEAP:To what extent are you interested in controlling the audienceOs participation?

ZP:Many of my works in recent years have been related to audience participation. The

element of the audience forms a part of my oeuvre, owing to my imagination of how much

WKH ZRUN LQ TXHVWLRQ ZLOO LQAXHQFH WKH YLHZHU SV\FKROBJLFDOO\ %XW
pre-limited scope, they mustnOt transcend the limits of whatOs bearable for the audience.

Otherwise, the works will be too morally egotistical. Naturally, the works should even less so

exceed a legal bottom line, or else theyOll get removed within a few of daysO time. 1tOs hard

LEAP: (EM&aTF) BLEY (BRARLMIEE)
BEMER_EAEINIE?

WKIEN: B—EMXRR, ANRERXHERAX
BRLE—NMEMR, IERTRERRT A, BER
AR TEIRMEFREFEER(EFaT)
REENRRRBRZAEICREGTER (FEAE
BUZFTY (2017) BXF. BIREEHTE T UEH—
BHEZE—EE, RGN ERERBAR
PMEHRFE UG, BREAREEEMH. RAA
MM KIFET, RIBIRREER, FIHEEFA
REG, XA S HE AT AR o 5 09 A—Fh R Y
Rt WERNFBETELEF LU RIMZ AR
FIAE, BXFAH S AT LER] HR—l 2T
fl, WEAER—PTEER, ARKETHSE

for me to use something concrete to ascertain the boundaries of control. But those are two

.III lines | never cross.

6 LEAP:One facet which is obviously in the same strain as this work, is the written rule-set in

your early work About X?: Exhibition Procedures (1987). From an audience perspective, that

set of rules was rather harsh. Did you only conceive of it as a concept, or did you really want
to implement such a set of rules? What about those seemingly random numerical settings
SHUWDLQLQJ WR VSHFLAF WLPHY DQG DPRXQWVY RI SHRSOH"
ZP:Many people ask me how much | think my works have changed over the years. As

far as these things go, | havenOt changed that much. Since the 1980s, 1Ove always been

struggling with the control exercised by the work over the audience, i.e. the alternating

relation between the controlling and the controlled. Actually, back then | didnOt necessarily

need to put that rule-set into practice, nor would it have occurred to me to use a tool

N A e R i like roller blinds. Back then, my projects were more theatrical, resembling performances, 3
ii;?;?%g;gjﬁggfzgzg;Tgi;;j? LEAP:Can XL Chamber be seen as a response to  The or accidental occurren_ces. Actually,J didnOt as;_nire to accomplis-h mu-ch by doing that. ) w
N : . Endless Walkway ? Because when you write a text, youOre only telling people your intentions, but you donOt
(EHREF) ETH=. ZP: There®s a connection there, because as long as really make it into an installation which you force the audience into accepting. But if such
LEAP {575 Bt A B ST AR S 2 one work is used to replace another one, even if | an ir_wtallation is put into practice ant_:i the audience re-fuses t-o coo;-)e-rate-, it amounts to
Mt S LR RS (R TS A, don®t mean to say something directly, some things will nothing. If'we were to actually tra.ce this current v.vork t.o its ez?\rllest orlglns., it would. perhaps
N subconsciously be present in the work. But the most be OppOSI.te Spa.ce (}995), WhI.Ch features two identically s.lzed rooms.W.|th security cameras
AT A S U B B, B immediate origin of XL Chamber relates to the work on each s_lde, with their respective mor_ntors placed opposite them. Visitors can see one
N NN Unsuitable Place to Stay (2017), previously exhibited at another via the ca.rrjerias and 'the monl?or.s, and the doors are~ also cont.rollt?d, so after
R, TS e 2 W L — o o5 the Bunker in Beijing. After that exhibition, | kept thinking you entejr a door, |t.Os |n.1p055|ble to exit rlgh-t avi/ay. So, thereOs a coercion in play here: It
A, SRR T A A R, TSR about whether or not 18d have the possibility to repeat emphasizes a relationship, becaus_e t_he work ISI‘-lOt complete as I?ng as one of the rooms is
v this work after it got separated from that particular empty. Pure happen.s.tance and comuijence def:lde Wh.O appears in the room, an.d.there
e B SRR environment. The original venue was so extraordinary cannot be any repet|t|~or.1. T(.) me, thatOs really interesting. IrT 1995, | gavej the visitors of the
that even if you didnOt have a work to put into the Centre d'Art Santa M™nica in Barcelona the chance of rubbing elbows with strangers. A
space, the space itself could give those who entered large part of peopleOs lives is spent with people they donOt know. Mainly, these encounters
it a real special feeling. Afterwards, I felt I couldnOt end with a mere glance, and arenOt committed to memory. But perhaps because of this
entirely do it justice by copying the original effect, but artwork, these face-to-face encounters will leave a lasting impression. This work bears some
| could replicate the concept. That notion of being relation to a previous work | did, titted  Art Project No. 2 (1988). However, in Opposite Space ,
controlled, being shut inside of a space, and losing your the conversation aspect is weakened, so itOs mainly about voyeurism and viewing. As you o
own capacity for control. So later on, when they asked watch others, you yourself are also being watched. %_
woomxe(  Cf whether | had a new work to substitute The Endless wn
BO&s\XkXee{  — Iix> Walkway , | naturally thought of the XL Chamber project. 8
X?,1986 g

Oil on canvas, 135 x 110 cm
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Unsuitable Place to Stay , 2017
Installation: synthesized sound, PLC (programmable logic controller), magnetic lock and microwave sensor light bulb
Installation view at ONo Network,O the Bunker, Beijing, 2017-2018

LEAP:Your early works show more traces of a mischievous

and rebellious attitude, especially against certain
organizations or systems. Is this aspect changing at all?
ZP: Actually, broadly speaking, this has barely changed.

w There are differences in the methods | use to achieve it.

I Everyone bargains with their surroundings and the system.

To consider my attitude as one of prank-pulling would be
LQDGHTXDWH VLQFH WKDW ZDV PHU

at that time. Revisiting this now, my works include some

O\ D JHQXLQH DW

elements of exchange, as a not-so-straightforward way to

express my attitude and stance. So in my most recent works

I donOt only engage in exchanges with the system, but also

with the audience. Otherwise put, only when the audience

is receptive to this work can the authorOs attitude be

deciphered. If the audience isnOt receptive, then this work

doesndt hold up and is utterly meaningless. In this respect,

my current works are very different from my previous ones.

LEAP:So looking at it this way, Opeople
ORVLQJ FRQWURO ZLWKLQ D FREIQA'GHGM?&BEHpwK D ¥m Ya9 “ -- €2P2Ya9 “ --? “ ( Ri—+
PYRC'HZN Tm, E2P20+PyJ¥%> (r&!&g&V<«FAzfnPyn«m RcGY/4>J
TKm,&g9 “ --6=

- & " T&>J'¢e0&gC?RO— 45" 8&g&RC 6M.t_",i}8R/AL}-VPYG &r/'8' CfRALI-Im &2 0
DI6/E. 520Py&gs+,;5"m, +8ylee03 AeA_w-L'3&1'Cf-xeefgPO« 03'A—9PyI°§=0i}RC'H&

been a consistent theme in your practice

for decades.

ZP:1tOs an intrinsic relation that can be DI6/E. 6EZ8"f"|11+0&18"CfRUfHB“#EafHB!Rc8'8DOV0 d¢e0c?& "15RcOVO0 & 0%&gP0« &003'A—9IT'Im h 7 ne™pRO9i*aOV0 "+se§>IR¥™ &sCH5RcOMD o
traced back twenty to thirty years. On —+,&>JITOV0 C$&v8D&{¢t, /'Cf'¢D*:$ee{i? &gnl5"ZAceA} U (riwm, Rcm, P2)«I1103J( 'ak0&gs+C"“#af &E2I'Ine-Lhj5"6yBN&VP m J8Dsef —01$\2

the one hand, some things deep down L}-V1$" (m,,"ytee&0? PyL}-V&X' L}-Vm e®L ,"y! q&>JYa&iPZ7)« Yé5°0V2aze{A&k0] OVO '+EZ8'&{NJ>RcOV0 YéPyse«« m, 0

inside of me have remained unchanged, C1\5Rc—9&g>A’3>JP6- Rlize{\& TOR¥\5GY-LBk=/WBil6+0,&'-m, J[Z &

while on the other hand our surroundings, Ya&iPz)«m POTiR?8 m, PyC Rcli-¢Fsm aeRcc?*ge+ 5ee80RcCc?*8&04 - & " 1iPeRem, -/(r&¥Jne-LR?8°G (r-¢(Cm h—1 FVCP&{6+0O—9Rc&gs+Q F+5'? JOSa'H
although seemingly altered, essentially *P0 m, &7 &{’%* m,'2G",&>JEZ?1 & &(y,WOOR¥0+Py—9J¥%(ym, 5 (dm,H — &5 “#En.0&gc?Rc5"0V0 0kd=

havenOt changed a bit. At times, we may 0b0C— -F'fee{NPy\5Rcn«YQ* li'3~(/AE «—" ( Ly0 NPys0TKm, PO DI6 . 6;8>J>"\(E&gc?—+2e$0& &7 58" ?10V0 seD+&v*BPOD-&s« ( &v0ZaeZae&|fYe S

h 771$+0&jyt}a—i'"Ren'Beef¥s> E2IiG (r-¢&vI&E R (r-¢&00+&Vv+B5 Ya&iPz)«Py&gs+}1
y(m,FVCba3+Jhi5",D—Magj« ( .«0Z&g'H"\L m, li- sa§vve/@5'5 *s+*Iim FVCP1$:8FV 0
J>'Ahi5™m, (riwi}&v+03 ytla'\L ef “ ( &0'\L 64&0?° Py—9E2“ (+JLy0 0'Y(riw

e OM VP M R—@asuSS & Ly0 m —"oY ¢ w? &/iuabRea fH 8D aso 2 &

—+8 &0O-xRcEZ8Pm, &v0Z o

beget certain delusions, because we see Ti>JP6- RO0+3 ( &v «0Vee{y>$, PYy&g/uG"Hf ot a&1h;j5"+0&j(riw
,&>J3A_w-LRRPem,—"03+JPywng? m,t_", x e ™&j&gTKY
m,J;" @& ™« PYRcM'*@8azeDPfHM, Q r 4<O"5™? « e (03'AZ BM"
*38al1$Q r 4<03'Ane-L? POzef,0_+08&; vV&OPY' L}-Vm efg&i ves/a
'+A0_se{y&veJ°i&s- Rl 00&j (riwi}« ?'Rc&gs+E -V & E —H"+&gs+
'yleeh &10+'3Rc&g&iJ; " \BRc'fm,—"ae$o&(riw? Py&v>$0®m, &
&iJ;" ,Py—F- hi>$, Py*PZ+&xB«0Vaefv03+JRC'A(fi~8+ aJ>'A-0&jli
“HEn&OZ RcH Flmae{  Cf5~ héf...BY47q~ }55¢ vt 9U/S,ERC&E¥ER
-F'fL¢ (D'+&09&i% &v—€— m 'fJgd'« m RY4( 'f&geeE=08D8 O'PZ",
(8 (ym,&vng— m,'fJgd‘« @pCR¥&s? 0+Pyne&gnUae§ (ym,—BE6PY
Rc,"y'm se{N&0O-y5 &+0TK&Q & (riwae{yJg&id'« ?"( Rc/j—I 00&;j
&gP0« &OPyS &O-xmw,ERO—-"ux'30?&wW  @Rc,"ap &w,ERO-&
-"uze'30? PYtE* 1$? —"a{Nwng? m.t_", ¥}? —'m,li- 2** D6 +ee{
&°3Py—+tE" &xne q&>J&O&VPYIE" seM'—I8a m/* 4<O”5"YVa+A>J"
&sPy&g&i0\Y(“S-am ne'+ge{yns-F'feef HB1&0O5™ ne 0

present-day cities expanding non-stop,

while communication and transportation

wng? mt_", x
57543~(
63ROfH&¥5BmM, ,,EROS 2+ 52
5e vi 9U/S,EROC&¥Efe{BY7q~ Yase{

are improving, culminating in such things

as high speed railways. We think our lives

Cf

have changed drastically, but these
FKDQJHV DUH DOO VXSHUAFLD(

- & " 1&+*R*RcR?8 h-&t&vFpm :8FVm 0Ahjeef\h{5°( R?E —H&x* (m,\L nA/G* (m,
fi&xae$0&gc?,&>J8 RR-2[Nr"liu(m, PZ)«L¢ - m,,,ERO(r&1&gs+3u, 8D-m, (d°%eeeRc&ge4
ngJ-m 5‘P0 o

DI6/E. 6[Nr"YaP2)«&?%u, 6*0&(V<FA,&>JR?8 m PyKwfHB! dfa&iP7)«'¢,ERO"-Ch—+
CbhenPyZiiccAfHFAmM, P+Re, /'Cf'cee{«KM&S/'Cf'¢-2EZ8" ,ERO©>{YEPYEZfHFArf, &3]
Py5 &!Cf},&08D'+ef ,EROmM Pz ,8E'+A0_ae{ RceoTKm, &g/uG"Hf cos+fHFAxe{f#Ex
PY&g&i1Zm,'2G"e{ERO>{&veJ+OsLe fHBL chj5"Le (riwli( J%" ( *0&i5 z L En
8’ &gc?a@PtvxRem, PZ)«-F'fne™pRO+nPYKYDSa{6+0O—9+nPyRcfHFAmM li- &{NPyIi
, &3/'Cf'¢-2Ya&iPz)«’39i&g'H o

Relative Space
Installation view

OChina, Artistic Avant-garde MovementsO

c Centro dOArt Santa M—nica, Barcelona, 1995
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LEAP:A more explicitly cynical stance shone through your
early works, whereas you currently emphasize the exchange

with the audience, as well as audience participation. This is

a="3PuSS'¢]SS'16-0>P* &gc?m, FVCbh&sRactually in the same strain as your previous assertion of art

—+m,—"eefg&jP7'¢2="3'S&1&Z">$, Py*Pd,
m, &¥5B&gnl'’ARGPY&gs+8n- 5"—9—"a{i'ine

being an OimmersiveO experience, made at the time when

youOd just established the Pond Society.

-Lm,,EROVYEPY&gs+« ~ r&gs+-eTTaefa&iPz)«ZP: At the time of the Pond Society, the notion of Obeing

9uSSPY, &K/'Cf'¢- hi'+Sns+&v&gTKmM &7~
&003'A—9PyPZ';, m 2="3a8{ &P+?"2="30V0 “ee{
(NPy&¥'S&iYa&iP7)«\5- hj046=5 &!&v03+J 0
EZ8"'2G"- hi'+Py0Vi m a&yv- hj&OPy0Vi m, o
(y—9&vraV=> &1'S&I( - hjaef *B8a/an-9i

*@> ux0Ve0&iPZz'¢m, &gs+2=[ 16°03[ o

00000JI>'Ahi5"5 8ané262 P t_",oM, 2+“'aef
LINr'm,liu(+0'H'2G 26 &0( “#ERCEZ8D

m,*Pd,F+0k6=

0 O O ORcm,P2)«aefPd,1$E6d,&0",5"nq'=0e®
L 2{i'l't/Z07&sn+9i*a> PYE6d,m a2 E2P7
RO—+PykKEZ8 *Pd,,»>Am, €78 &2 Py&gé&i
RY4}822$\&,°0&iRY4}SPYS IT'IfH>gP},"m, ®u
SS\5RCFé8e+ sLe{5RC2A. - f\r"- fim, &g
y1-)11=0&&iize{5Rcne-L&g'HKOEgae{ing)LYa
&iEo6d,Py&vliu(m, co&jEdd,(yne&s/aPyEoS
d,zep ,&>J&0O-xRCEZ8 *Pd,B°}Q,*>A'+> dYa
&l(yhi5/an*EZ8 j~8Dm /707'2'Yaeh«m, PYkK
EZ8 *Pd,m '2G",*>Am, &E6d,5 *Pd,&vPy\5
Rc,"ylee{&>JPy5°nq'=8&0",ce®L m, 0

immersedO referred more to ourselves. Back then, from an
artistic perspective, | had a rather narcissistic attitude. Early
on, in the 1980s as well as the 90s, lots of artists were highly
narcissistic. Maybe itOs because as you grow older and
practice art for some time, you develop such propensities. |
believe narcissism is just a phase. The artist cannot consider
himself exclusively. When thinking about my works now, |
give much more thought to the audience, although in the
eyes of some it still comes across as pulling peopleOs leg,
or containing narcissistic elements. That said, | think itOs

improved a lot compared with decades ago.

LEAP:Perhaps one needed a certain confidence and
narcissism in order to express their subjectivity in that era.
ZP:Positively speaking you could say that it was a demand
of the times. But from a negative or objective point of
view, what an era needs is entirely by chance. In China,
itOs always been a singular voice. The art that we saw all
had the same look and style. You could say that there
was a need for something different in the 1960s and 70sN
changes should have happened a long time ago. But why
did nothing change then? Because it would not have been
possible. It makes sense if things happened, and it makes
sense if they didnOt. You can never explain why certain
things occur. Looking back, they seem to have met the

needs or demands of the era.

W'x8™m \-+O xee{

BO&s\XkXae{
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Midsummer Swimmers , 1985
Oil on canvas, 173.5 x 170 cm

LEAP:When you look back on 085 New SpaceO and the

founding of Pond Society, do you think there were more

contingencies than necessities?

ZP: Sometimes, contingencies and necessities are
interchangeable. From a historical point of view, they
might seem inevitable, but at the time there were a lot of
contingencies. Many things happened by chance, which
had nothing to do with our control. Without the resumption
of gaokao (university entrance exam in China), without the
series of philosophy books published by The Commercial
Press, without certain movies at the time, there would not be
any inevitability. The inevitability that you perceive is in fact
pre-conditioned by many chance factors. Many events in
history were shaped by contingencies. Contingencies and

necessities are not separate; they convert into each other.

O000O[Nr"iu(&O-xes{362 P t_",6PyFf&iJa-Leo
&gJ F ™°ngdim,'fm, 6=
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Pond Society, Yang Style Taichi (detail), 1986
Newspaper, blueprint paper, collage
A setof 12

LEAP: (HEKIR) (1986) . (BIL—EESER) (1986) MERELRBEMN AFIBER T F=ER?
IEN: HIRERIBIEBREIXE—IRR, SBHNN TS RMER D, —&89 IR,
FHO—BATERBERNX MR R YPRBIERER—MEE, SIHEARK—ERSFETER, XMERT
BFEDA ARAFERERHIRL KN, NREXPLHREDEBEEALI) URIES HITARZE, 5
TR FEBPRLOX N ER T D EEAYA RS, BR S B ] LA IS, IR R IR B B E L) LE R R BRI LAY iE,
HWHBR—HEBREARE XM, —HBRREATXM XMRNFREMEZEERIMH. ARRITFX

LEAP: BRI ELEMREM?

KIBN: RYTRBEEM, ERETLRE EREN/ G EREFZ2HASKITHNEN, ERE—
B/NBEENBERM (LERED (1991) « KEBHHZRESHEVBNEMERZTE 1996 F, AN E
BRI A E - SR FNEEN, BAETEET R, ELEMIHREEREHRZ. F—EU
RERERER, BENERZ, —FHHENEEREH, BRILERIARM, SERIEFEFFAFA
FREBRDEEMEM. 5— A ERNEREH T ENIREE R HBEHNER, E2HRENEE,

RIMRZRZ EHRNEREXEN], ERBRIFFAXN, FIMNY, LLIRE ZWBIEMNME.

LEAP: SIS ALLRABMEE R ELARBES &7
BEILEZHANEIS?

KIEN: RRTES RN T RIRE R —FF
R, AAARARERERECEEEFTE—THF
B, BERTFEIES. KFrL 1986 FEXEL
WEFRZRE+ENE, ERRARETAKELER
SHEMARFAKSIE 7. 1976 FLUE, EREZH
WTRFIR, ERUARRERE, 57 1986 FH1E
RFELBRT, BRERNEEXNIHRAER — M7
KGR — MR T IE _ERI I R R AT, B
MRS BERXEIFEDN, BERERBANINER
VRS, FRLUAT RN, RITEFTEFRERR
AL TEHIMNE R BLEANNKZFEN—F75 X 0IAE
BRER, BEXENATL. ZFRT MEHE
YRR ERF BN, B HERER(AEE
EEMZAEERBEX—R, BRINELEELHIF
75, RARERRE, iFEBIREFHXFNET
BREANESE, FERNBRERTLAKX, T
PEFEH IKREE, BEALRETRIIBAT,

LEAP: LB IRE|— LB XA R IENT?
WKiEN: BHRBEETH BTNREREREK
E1He. RINABBFFEENHRELBRERA
T, ERERZARSHMEXMRAFTLUE
=, AAXMRAE—E—ENENEREME, =
EREE, RERERMAMBITREINR, FAURT
A LEBE =D —BFBITENMSEEE, &
BT —F L0, TEHEEE T,

FEBOELEE-—PEUMREOIR D BRMRTAIREREER, AABZRARE, BENEEIE
BENERE, REEERNREN. MERPIRAEEINEATTH, iR akE, 445 5% (Vito
Acconci) , (B REIMIIBIFam. FAURBECEAREGHRAER, ERIBRAERANERER.

LEAP:Pond Society came out of the exhibition 085 New Space.O How did a group of like-
minded artists meet through O85 New SpaceO?

ZP:1t was a natural aggregation. 085 new spaceO was organized by the Zhejiang Fine Arts

Association. They wanted to make a sizable exhibition in order to compete with the other
provinces. In the 1980s, Zhejiang did not stand out in the national art exhibition, Sichuan,
Liaoning, Beijing, and even Shanghai and Guangdong were more celebrated. So with

085 New Space,0O they wanted to make a change. There were many participants in the
exhibition. We made very different paintings from our graduation work in school. Geng Jianyi

painted Two People Under Light (1985), and Summer 1985, One More Shaved Head  (1985),
| made Enjoy Jazz (1985) and Midsummer Swimmers (1985). In terms of artistic language
and concept, we felt that these works were not what we wanted. After 085 New Space,O we

hoped to have more in-depth discussions about art with people that shared similar concepts

and attitudes. A number of us, including Geng Jianyi, Song Ling, Wang Qiang, and |, were

classmates in school and already close with each other among the 085 New SpaceO crowd.

LEAP:At the time, did you all share the same feeling against paintings with explicit sentiments?

ZP:The rational style was more on our mind during O85 New Space.O After forming Pond Society, we thought
a lot more on what art meant to us. At the time we did not think of it as just a skill. Art should not be utilitarian.
We hoped to eliminate any aspect of utilitarianism in art, not only emotions, but also thought. We did not

want art to become a vector of thought. Because at the time, many regarded 085 New SpaceO as a cultural

HQOLJKWHQPHQW RU DQRWKHU 0D\ )RXUWK :H KDG RXU UHVHUYDWLRQV DERXW LW

frustrated with the term Orationa painting.O Art should not be a vector for a particular thought. 1tOs a vector for
thinking but not for any OismO or ideology. Furthermore, art should not only entertain the interests of a particular
group of people. We believed that art was connected to the society, and the people who were not artistsN
though they might feel indifferent about art, but when you make work, you need to take into consideration the

factors and environs outside of art.
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LEAP:How were Yang Style Taichi (1986) and Bandaging—The King and the Queen (1986)

conceived?

ZP:l remember we had a tacit understanding that our work as Pond Society had two parts;

one part was your own plan, and the other part was to work together to realize an idea

proposed by a member—the work would not belong to any individual. | proposed the taichi
series. Back then there were a lot of people practicing taichi in the scenic area next to the
Academy of Fine Arts. So the work spoke to two targets—the Academy people and the
senijor residents practicing in the area, one related to art, one not. The location happened
to be the overlapping zone of the two. We didn’t want to define the projects as public art or
environmental art. They were simply outdoor and ephemeral.

LEAP: At the time, did you consider how to use text and language to spread it so more
people would know about it?

ZP:1 think language is one of the simplest forms of communication we can think of. Anything
you want to express or pass on certainly needs a means, and that’s when language is
essential. In fact, only about ten years had passed since the end of the Cultural Revolution,
but | think most people had forgotten about the posters on the streets. The psychological
effect of putting things up on the streets was quite intricate. It was not illegal but no law said
it was allowed either. To be safe, we decided to put up the figures at night. We knew about

QLEFE) , 1992 4
graffiti in America, but without access to spray cans, it seemed like a natural choice to make 10MERGEE, o, 55
24 53%h

those figures with newspaper. The figures were three-meters tall—we all felt that they had to

be large. Children’s Playground, 1992

24 min

LEAP:Did you hear any feedback from the public at the time?
ZP:We didn't try to find out at the time. We were in fact quite nervous. When we went back
around noon, many were ripped off. Apparently a lot of people took them down to sell and
earned extra money because the paste added a lot of weight. So only the top third of the
figures remained, and lasted over a year.

LEAP: EZ/ERBVEI{ED, AILIERIMEMIREMRE, 2 EELHNEEEFM, WNRIMELFERN/ L FREE
SRIBMEESHMIERNES.

WIEN: AHFRBE—RITE, 53227 2008 FBNYE, B/LAFRERREH/LAFERBATE. BN IHERESE
MWEMATRE, PRLUE (FERL) (2008) BRZATHI (1) 33 5) (1991) 50E (30X30) (1988) kL, MEAR—=, MA
ERITBEARE MERBRSHINT W AN ANEREMAFEL IR XA ERZHIHKEIINIXZN2007)
RARANBERE, EMHR EHLRIZEER,

LEAP: RAEEBZEE— IMNREERAEENTL?

BIEH: H3C 2008 FHY (FER) WERREEE, 2006 FRITILRONE “8E , BOBEHERILY (A218) , 1B
BRNAFNEEMRENNES, — IR, S— e URE, BREXNFESRIZRARNE, 55K 2007 FH7E
mAREER) WERUES, (IR RN ERERTIEENTE.

LEAP: BRHENTHBIFR.
WIEN: X, ERHBEMABZHARGEET, (JLEFRED) . (fFl—S) FRRUHRZ 1993 FEEBIR, hEZEIF
ARGEERBN. RE—IFRER (2012 &) (2012) , 2EEEBHEIRE.

10-channel video installation, color, sound

“PE

LEAP: FTLL 2012 F€2012 BIHBGRIYPBHMEE — M RIREHE X N BB T 9?

KIEN: WEBRAER I, EREBRFRIBNZL, FIUEEEREE, AAEE
RBRIBEN KB, RRIREBCHIFETLE. MBENRLERBHCIIENRE, RER
BMEYIE, iFRBEFTE. MR MY, BEE M. XBHE—FIATEREN, R
RECHERRFS—TEEMLENER REES BTN BROKERTRENEE,
REHEHRERRBNB, PAUSFRNERE, (MIBEEFR—F8FmR.

LEAP: S XERZR—LEQIFIL S BN/ \TEREABMBIHTT, REMBIBIKRAD
HEMNF—EREZE. MEE/TENEEEEE, AIUEIRMES R, WRIF
ERGEH-LEENARAE, TREENTFUASETANES], —IkiSE.
KIEN: WEEREMINEN—RINERLLERN, B—MIEBTEHNLS. KO8
HWEXNMAEBRMAR—F, HIFBEZ, LREZHE. RO, HEC—ETEMEES,
IEARET X MEREF. AARRETBIEACRE .

FIh = PNERRUMRABEEEAHEB A T, BA EMRLEBRIENSET,
ENEEELRANAT, RERAMRTHEER? Bt EEE2E6—01ER “FT2RE
HEAXNF, MENSRXF T XF RERBENNE, XN TER EBERMAK.
REMFRAEESPMECEERENNRECREE —HRIRNE fECHERR,
ENALZBERRE, (FESRBRE, ENABZRREI. D24, WS EXH—EIFRRI,
BEMEMEE LHEOE RN, RETEBEMANIMRETE —ETE &M
BARA, B A BEERA A AZDZ2HEN, ZARBSBHNEE TR A,
At AN FIA—HERWNRE TEE S ANE N AEZM. EHMALABECHBAA
BRYE D ER, BIFIFRWEREFKRTHE, BERREBEREIELIERN.

R BEIN, EmpEE, bR, 2008 F

View of “A Gust of Wind,” Boers-Li Gallery, Beijing, 2008
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Enjoy Jazz, 1985
Oil on canvas, 123 x 195 cm

LEAP:How did you first start making video works?

ZP:In the beginning | knew nothing about if. | borrowed some equipment, but for the first few works, | had

other people operate the camera. Eventually | shot a work myself with a small camera, called ChildrenOs

Playground (1991). In 1996 when a quality camera became available at a friend’s workplace, | shot most

of the works myself. It was not a professional camera either. Back then there was no such concept of video

art. I've always enjoyed watching films; pirated movies were abundant and we were exchanging VHS tapes

with each other constantly. We would seek out whatever good tapes out there. On the other hand, | cannot

recall whether my motivation back then was to make movies or video works. But it was impossible to make a

film, because celluloid film was too expensive and no one had access to a real film camera. There were only

handheld video cameras available. | was aware that people were making video works abroad, such as Nam

June Paik, and Vito Acconci, but | had not been able to see their works. So when | made videos, | was mostly

inspired by films.

LEAP:Narrativity seems to be slowly stripped off in your later works as you made more and more installation-

based works. Especially in recent years, you made many large-scale installations characterized by their

machanical language.

ZP:There was a time in the 1990s, and also in 2008, when a few works | made diverged from previous ones. |

wanted to explore the possiblities of narrative. Compared with Hygiene No. 3 (1991) or 30 x 30 (1988), A Gust

of Wind (2008) was more story-driven, and produced like a film. | hired a professional feam to shoot the work,

and had a few sets made. Before that, | made The Scene Outside the Window  (2007) on video, but it also

came close to film production because of the staged sefts.

w&°PzD"0"m, Q" c? xee{ Cf ‘
PSJa}: nR -V0511$PSJa}p5lim, 70
- x>

Scenic Spot Open Temporarily , 1995
Used newspaper, wooden steps,
a wall made of used newspaper
1.85x8m

LEAP:Did you shift towards installation works after these narrative attempts?

ZP: Strictly speaking, A Gust of Wind was a video installation. My 2006 exhibition OPhrasesO

in Beijing featured a work of the same name, in which there were two identical scenes from

a film—with a sensory equipment, one is sped up, the other slowed down. | wanted to get

rid of pure narrative in this way. The video installation The Lowest Resolution (2007) also had

an interactive sensor, you could say that was the transition from video-oriented works to

installations.

LEAP:Towards installations that focus more on the structure and medium-specific language.
ZP:Yes, but | made installation attempts very early on. Both ChildrenOs Playground (1991) and

Assignment No. 1 (1992) were installations, and shown for the first time in Paris in 1993. The

last video | made was Portraits of 2012 (2012), and after that | stopped making videos.

LEAP:Did you make a conscious decision to stop making videos at the time?

ZP:1 did not deliberately put a stop to it, but | havenOt felt motivated since. | also wanted to

make works in other forms, so | followed my curiosity. It doesnOt work for me if IOm not inspired

or stimulated. If | feel ambivalent, 10d rather not do it. Creating art is the one thing that no one

can force you to do. But if | have an idea that | feel strongly about, | would try everything to

make it happen. To be honest, IOm interested in many things other than video and painting.

€80

You will see very different works from me this year and next.

LEAP:When we look at Song LingOs work today, we can find a consistent thread going

through his paintings in the 1980s and up until now; whereas the media and languages that

you have experimented with in the past three decades are much more diverse. An implicit

element that runs through your oeuvreNif there has to be oneNcould be your interest in

audience participation, coupled with a playful attitude.

ZP:Song LingOs work in recent years goes to great depth. He has a very peaceful mindset.

In this respect I'm quite different. I'm restless, and easily frustrated or bored. | fear for any

possibility that | might be repeating myselfNno matter how well-received the works are. | do

not want to limit myself.

On the other hand, an artist who no longer thinks through or confronts problems should

cease their expression. If you canOt find any problems in your language, why should you

keep talking? In the manifesto of Pond Society, it says Oit is not because we want to be like

this, it is because we have t0.0 In the plain sense of the word, it means you canOt help but

feel it. You have to feel it when you make art, and there is pleasure in it for you. If you feel it,

the audience can feel it too. But if you donOt, nobody will. But of course, certain conceptual

works are exceptions to this rule, but there is still a feel to it, just not the sentimental kind,

nor cognitive. But the audience can understand what the artist is saying, and the artist is

conscious of what they are saying and why they are saying it. If you do not know why you are

making a work, or what you are even doing, it may be easy for you to keep making works,

but | donOt think it would be very meaningful.
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KIFT, (EERFFMAMEZEANE) . 2007 &

_ KB BR. BE. T BRNG, ZMFZAEMIE, 2017 F
LEAP: {# 1@ ERE 2008 FH A S5KIENE1E =

Zhang Peili, A Scene in Black and White Unfolded Four Times , 2007

RPAREEINRKIENN? RIIEN SRR A ; i ’ )
View of OZhang Peili: Record. Repeat.,O the Art Institute of Chicago, 2017

ééﬁ? Dﬁﬁ%ﬁ)l Eﬁ? Courtesy Boers-Li Gallery and the artist

Bfh: KEHSEMBEBSIET 10 F, FJLURE

TAERTHER, FKETIEAL A T E R &R R SNENRIRZ,

IXIR K5 i & (ERI A, 20164 B AONT FHW”‘U\)\& J&, 1
TR A3 TUET BAIMBLK . BN BB TR A e R
I"HB%68!()*) & H+&, (($&(-(+($/(08,182()3)$%64+825(-+67)&8#**(- 1&95-&#&O(H#(& I &EEMKEHHREENER, WHMAIIE
(%0)$$)$%& <)/"&["(&=(=5-#,*(& (>"),)/)5$& ?@& 8A+/& 59& B)$0C& /($& 1 (#-+& M5 & SRR TR, 2016 ERINNBEE, 5KiEAH
") +&+.-)$%DEE)$: (&F)#8&B()&:35)$(08H+&. #-1$(-&) $&GHIJ; &/ (&%ot**(- 1&"#+ &4 ($(0& EREBN T, BHE TRENG TR,

#&+(:5$08&+.#:(&)$&K(<&L5-MD

LEAP:Boers-Li Gallery has worked with Zhang Peili since 2008.
How did you, personally, get to know him? What stages has
the relationship between the gallery and the artist passed
through?

Jia Wei: Zhang Peili has worked with Boers-Li Gallery for ten

LEAP: (R & EE ML EENIMES R K ?

B IMNMAZREF G ERIMONE, B
S5th&ERBTINE 2017 £ 3 B Z ISRl

B “HIBS IBR. BEE. 7, XNBEI AR
ERBE, WEARTABRBEE N, 2016 FKAl
HEEN, WEZMINREBAMKIE AR L

FrIEXTEE, X NIRRRRIEERAM TR T KIS
NEENOIES TESE. X2/, 11 2016 &
10 BRI B2 AITE (Frieze Masters) , Bi12H
NE—— N EEE, BaAkthEgE——"=% &
AR T 5K 52 47 80 El 90 FRMIER, LINBAITE
REAXMBRAE, THERE (Tate) WBHNZH
YEGMIT T WORL, Z IS EARIBENERB AtLRET,
FRIBEZMIAERENCMEHIT—LIE SR

E%ETQ 2018 & 4 AR 5 B4, KIFAR=EEM

years now, so it is fair to say that he has been a witness to our
growth. Before joining Boers-Li, | was working in an auction
house, and frequently came in contact with important works
of his, so | already knew quite a lot about his market. | joined
the gallery in 2016, and have gradually gained a deeper
understanding of his work.

LEAP:Can you speak a little about the important exhibitions

or projects on which youOve collaborated with him?

JW: We havenOt done a solo show since | joined the gallery,

so my closest work with him was on his retrospective in
Chicago, OZhang Peili: Record. Repeat.O in March , 2017.
Other than that, we are the only Chinese gallery to have

participated in Frieze Masters. In October, 2016, we selected

BEENNE, 2SN EDESES some of ZhangOs work from the 1980s to 90s, of which the 8
Tate picked up a few pieces on exhibit as part of their =
collection. Around late April or early May, 2018, Zhang
will have a solo exhibition at the gallery, featuring all new
LEAP: I HiEE AP FE— R, ERIEES interactive sound installation.
Bt XE, BMELS TBEER, PIUE
IR, ENE RS B T2 LEAP:Zhang Peili is an important figure in the history of art,
i XN AR B TR BN B R E, and has great appeal for institutions and curators, but he is
BBV ER, il YRS S B, BEX also a living (and active) artist, and has a primary market for
AMNEFE AR TR Y, B ESHEERT B his work. How do you find a balance in supporting him as a
MBAREEENERZAR, BRI, FoB gallery?
SRS S RO = ey JW: This has a lot to do with the position of the gallery. As
!"#$0/0&"$I($%')*"(+$,"-,$ ;ﬁi::;:f%i? ﬁ;;;ﬁﬁiﬁo I:jj;; a commercial gallery, business is essential to us. But we
Han FEAX N EARR RN EN LG, fyEAa deliberately promote the artists we find to be of real value.
/#(+$O& 1 2 SHfERES A RS, ELUA AT, M Zhang has made major contributions to his medium, so his
3&$(&4&)$)&5&#‘6$ "76&18 BRCEHE LR, h2— 1 EEEHENEA ideas and his position in Chinese contemporary art connect
' R, EX—SE, BEESWEY, T ARNMNEE the past and the future. The personal appeal of an artist
BEESRTEL, BEEREDNE, R like Zhang adds to the reputation of the gallery, and the
U7 SHVIE R T ot et o gy e mematone opose, | S
ab E ’
Aa & Y ANl =) TEDBTEEATS j\il .BTJ:H_HEMZE ” particularly getting into public collections. g’
WRETPOD R g2 NEEBERE, EMTEARIADEEAEX @
. BRANNENE, BEE-LERFENEREBHARE, )
& P A E, A BRI, AR 2
H —LEFEEENHEIRIEEMTREE,
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Zhang Peili, Portraits of 2012, 2012
Video projection, color, sound, 22 min 9 sec
Courtesy Boers-Li Gallery and the artist

LEAP: {iR&R R B IKEE D RIMB A 1F 5 ?

B Q012 WHE) XBEEEENHRFTIFBER, AMiEs

EREENAYEG, B3 BEsiA 2T Bk X Rt ET(Z

Ritin) RENHE, BERERIRARE. WIEFIKIES 2000 FLL
g, @

NEEHNEBRNRE. XA KENEXREERUREL LR
MEyEaR (IREFRBIRR) (1995) o f5RDIED, % LEIMHAYC
BERESAERE, REANPELNIZEEHE —FHIRE AR
So MARBXNMEN, BFHHX N FREFEEEANEBESE
HA2ERMEN.

LEAP: (R{IIEEHN & FREFH?
B oI EEP, HIFEEWMKE
DiFie, mABIELP, MeRIWE—%
AZREITBVEEE, BKIBHRLIMART
HNER. XMt RMUKENERE L
EEX, I RZEANEEH 2L
BUSRS, = HMERZBS X, BIh,
AEETRYPRADMTATHLER
Bk SRR P LUMBIR 2R A, B2tk
BT—LRA, MAEEMEM, HELE
BT IRERNPEZAR XIS,
HEFEB RN MBIANEE
{Edn. BBE—RRBRIFNE, HETES
RLE MR EE, MAKEFINIMBRE
L&, RN EARRETHREING, 58
TROBIEER, REGHIIFEEH I,

(# /&)

LEAP:What is your favorite work by Zhang Peili?

JW: | find the video installation Portraits of 2012 mind-blowing for the interactive way
he presents images of the most ordinary people in China. This piece was featured on
the cover of Artforum, but has not drawn a lot of interest. In general, | sense Zhang'’s
insecurities and anxieties about politics, reality, and society in his work since 2000.
The other one would be Zhang's first performance and installation piece shown in the
United States, Scenic Spot Open Temporarily (1995/2017). He once told me that he felt
like he was in a foreign country when he created the piece.

LEAP:What is your day-to-day relationship with him like?

JW: There are people who absorb all of your energy, but Zhang Peili is the kind of
person who always finds a way to inspire you. This might have to do with the fact that
he has been engaged with education for so long. His views on most issues are not

absolute or overbearing. But he is very sensitive as to details. An artist of his status

could do a lot of things, but he’s clear about his choices and never repeats himself.
He’s always experimenting. He also puts his own satisfaction with his work first, and
doesn’t think too much about how it will be received.
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Zhang Peili, Eating , 1997
Three-channel video, color, sound

27 min 43 sec

Courtesy Boers-Li Gallery and the artist
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LEAP:Could you introduce your background generally in terms of being a con-
duit between Chinese art and New York, for readers who might not be familiar?
Barbara London: As a young contemporary curator at MOMA in the early 1970s,
| focused on the hot potato of video, about which little was written. Artists criss-
crossed disciplines to experiment with the mediumOs protean forms. Curatorial
research meant seeking out artists. | doggedly wanted to know the how and why
someone made a work. | was curious about related projects, be it someoneOs
videotapes, installations, or their part in an evolving punk band. More than fonts

of information, artists were important collaborators as | developed video and

sound artOs position at MOMA. The media and performance art clandestinely

unfolding in China piqued my curiosity. | quizzed European cohorts who had
made it over, and read every article that shed light on the rumbling scene. |
wanted to witness firsthand how artists, previously isolated by Mao, were re-
sponding to foreign art trends illustrated in the handful of exhibition catalogues

and magazines hand-carried into the country.

LEAP:You were not only forward-thinking by looking at new media art, but also

used relatively novel new media in your work. How did you decide to document

your 1997 trip in "Stir Fry," and how did the process working sending updates from

the road?

BL: | had wanted to explore contemporary art in the OMiddle KingdomO since

1989, when | saw artist Shu Lea Cheang at a festival in Los Angeles. She had a

few recent videos from China. Apparently contemporary art trends had traveled

around the globe. | wanted to know how that had happened, and how these
previously isolated artists would digest current trends. In going to meet artists in
China, | was continuing what | had been doing for many years. One of my early
research trips was to Japan in 1976. Ever since, | have traveled far and wide
searching for emerging artists. | have visited their studios, gathered documenta-

tion, slotted the information into file folders, and then organized shows. Over

the years, | have followed the work of many artists as they matured. My original
moti-vation for the internet project in China was to make my file folders public.
Instead of squirreling away the information for later use, | would put my findings
up on the internet, for curators and anyone else curious about art in China.

Also, | thought demystifying the curatorial process would be beneficial. A
casual visitor to stirfry.org (now located at http:/www.adaweb.com/context/

stir-fry) gets a chance to travel with a curator on a research quest. | do not know
whether many curators search for artists the way | do, but | think it is salutary to

let people look in on the gestation phase of a museum exhibition.

LEAP:When and how did you meet Zhang Peili for the first
time?
BL:In 1997, a week into my Stir-Fry trip, | caught up with
Zhang Peili in Hangzhou. | visited his tidy two-room
apartment, with books and videos carefully organized on
shelves. Talking together, Peili helped contextualize what |
had just seen in Beijing. He explained that, like many of his
generation, he had studied social realist oil painting, in his
case at the Zhejiang Academy of Fine Arts (China Academy

of Art). When | met Peili, very few artists had access to video
cameras, and no art schools had equipment. Peili borrowed
gear when he could, and learned how to work with the
medium on his own. He always involved friends, especially
ones working in television production units.

Peili’s first video works were technically very straightforward.
He set up a fixed camera, and the action (performed by
himself or friends) unfolded in the space in front of the lens.
Without editing decks, tapes lasted as long as the event,

and were layered conceptually. With few video examples

to follow, Peili and his Hangzhou peers devised their
own, inventive techniques. As former painters, they were
liberated from their traditional art school conventions. They
stepped outside of television and narrative film forms, and
manipulated time.

Peili showed me Document on Hygiene No. 3  (1991). The
video records a peculiar private action. A chicken is placed

in a washbasin, massaged, and lathered with soap for two
hours. The bird is remarkably obedient, rarely flapping its
wings or otherwise evading the latex-sheathed hands that

turn the poor calm creature into a waterlogged feather

duster. The repetitive action is both sensual and unsettling.

i, ( (D) £38), 19914
BHRR, B, A
2445 457

Zhang Peili, Hygiene No.3 , 1991
Single-channel video, color, no sound
24 min 45 sec

Courtesy Boers-Li Gallery and the artist
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LEAP:What made Zhang Peili the right fit for the
MoMA exhibition he had in 1998-1999? Were you
involved with the acquisitions of his work at that
time? How did you present the work to colleagues
at the museum, and to potential patrons of the
acquisitions?

BL: When | met Peili in 1997, computers and the
internet had not spread very far in China. (Peili and

| used the telephone to set up our appointment.)
He had just completed his great installation Eating
(1997), with three stacked monitors that detail three
points of view. The top monitor focuses in close-up
on an earOs movement during chewing; the base
monitor shows a knife and fork attacking a piece
of cake. These composed, fairly static shots are in
color. Separating them is the middle monitor with a
black-and-white action view of the cake traveling
from plate to mouth. Shot with a camera taped to
the eaterOs wrist, the disorienting perspective turns
eating into a surreal event. The delivery of morsels
to a gaping mouth seems appropriate for predators
living at the bottom of the sea. In structure, the
action resembles a parsed sentence, with subject,
object, and verb clearly defined.

During my meeting with Peili, | explained how MoMA
maintains and preserves its video art collection. At
the time, videoOs archival format was tape, which
had segued from Oopen-reelO in 1965 to Digital Beta
in 1997, with longevity boosted through storage
at stable temperature and humidity conditions.

| emphasized the distinction between a singular

work, a one-off, from what exists as an edition with a
finite number. Peili and several of his Chinese-based
peers had made trips abroad, where dealers were
eager to take them on, or take advantage of the art

world neophytes. Peili accepted the systemNhow
editioning fixes the number of legitimate copies of

an artwork, and how pricing regrettably elevates
painting over video installation. | promised to send
Peili an example of an artist contract, which spelled

out the acquisition process, important as | infended
to raise the funds to bring Eating into the MoMA
collection. The Museum of Modern Art acquired
Eating, and exhibited the work in 1998. Viewers
ambled between Jackson PollockOs drip paintings
and PeiliOs show. These very focused, innovative

artists fit well together.

LEAP:How was Zhang Peili received when he spent
time in New York in the 1990s? Was he understood in
identitarian terms, or more in terms of his approach
to media?

BL:In 1992 Peili spent three months at Art OmiNan
upstate New York summer residency programRwith
a group of other artists from abroad. He returned to
New York on his own in 1994 and spent ten months in
the city. Like other classically trained Chinese artists,
by day Peili sat with a big pad and charcoals in
front of the Metropolitan Museum, sketching tourists®
portraits. By night, he attended every art event he
could. During this time abroad, he discovered he is

happiest and most interested in home.
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LEAP:At the end of your trip to Hangzhou it appears that Zhang Peili accompanied you on a trip to the

village of Longmen. What did you find there?

BL: Guided by Peili on an excursion to Longmen, we left Hangzhou on an inter-town bus, and then caught

a bone-jarring ride in a taxi. What the tiny vehicle lacked in springs, it made up for in nonstop horn. We

went the last leg of our trip on foot to the village of Longmen, where the local citizens had never seen a
Caucasian. We wandered through the main market, ate dumplings and sweet fried bread, a homemade

Dunkin Donuts. Like villages everywhere, young men had left for Othe cityO to earn money, leaving behind

the old men, women and children we saw as we wandered among Ming-era buildings. The magnificently
carved ancient beams accentuated the shoddiness of the village dwellings, where we noticed villagers

stringing badminton rackets, at two cents each, for a local factory. | just looked online and discovered that

Longmen now has tour buses filled with tourists who are flooding the town. | imagine the life | saw there is

gone.

LEAP:Have you followed Zhang Peili's work in the last few years? How would you characterize the turn it has
taken since your projects together?
BL: Twenty years ago, | discovered just 35 media artists in China. Computers and the internet had not

spread very far. Now the situation has radically changed. | have continued to follow Peili®s work, and often

talk with him about the fact that in China today, two dissonant forces are fusing togetherNtraditional and

contemporary. As an artist and teacher, Peili has not tried to reconcile any op-posites. His art presents the
clash baldly, amusingly, and intelligently. In China today there are thousands of media artists, and all have

respect for Zhang Peili.
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