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For Breadth and Immensity
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"He who paints living animals is more to
be esteemed than he who only represents
des choses mortes et sans mouvement", '
stated by Félibien in 1667, may well outline
the place of still life in the history of
orthodox art. Two years later, the primary
secretary and administrator from the
Académie Francaise formally proposed
a hierarchical definition of paintings:
historical paintings at the top, portraits,
customs, and landscapes next to it with
still life at the bottom. The long-standing
inferiority of still life can be also found
in Sterling's Still Life Painting: a still life
was originally designated in Greek by
the term "rhopography" (i.e., depiction
of insignificant objects, of odds and
ends), forcing the pejorative nuance a
little and then it was mockingly baptized
"rhyparography"(i.e., painting of the
sordid)’ as contrary to "megalography”. In
the 16th century, the word was translated
by Vasari as "cose piccolo" to define
Bassano's specialty. ? It was not until the
late 18th century that the first president
of the Royal Academy of Fine Arts, Sir
Reynolds, in his Discourses clarified the
equal status that still life is entitled to
with other paintings “when still lifes finally
earned a proper name. Later, Norman
Bryson borrowed the term "rhopography"
in his Looking at the Overlooked: Four
Essays on Still Life and explained it in
a more neutral way. Therefore, people

familiar with Chen Fei's works will feel
confused in face of his recent "Still Life"
series since they are bound to wonder
why an artist with a sophisticated style
and a knack for narrative paintings has
left behind relatively grand subjects and
turned to such rhopography? And why
it can be hardly seen in this collection
similar to the 17th—century classical still
lifes an artist's further endeavors in terms
of color and geometric composition?

In fact, the bewildering appearance
of these still life is nothing more than
a MacGuffin created by the artist.
MacGuffin, a diversion presented in a
film, attracts a lot of attention. It also
constitutes a kind of MacGuffin in T.S.
Eliot's "the 'meaning' of poetry", i.e., "the
'meaning' of poetry" is the bone thrown by
a burglar to distract the watchdog when
people are still searching for a specific
answer while the poetry goes deep on its

own. °

[t is highly necessary to fully understand
the fork in the path before we move on to
distinguish between Chen Fei's MacGuffin
and real creative intentions. Still life before
the 18th century can be broadly classified
into two categories: decorative paintings
intended to demonstrate the identity of
the affluent class, to be specific, flowers,
fruits, food, hunting, and exquisite
gadgets; and symbolic images implying
religious metaphors and teachings of
the world, including the precursors
of Sterling's still life — Italian religious
marquetries and the "Vanitas" (symbolic
still life paintings showing the transience

of life and futility of earthly pleasure that
reached its peak in the Netherlands).
Here Dutch still life, which bear the most
resemblance to Chen Fei's works, are
taken out of the diversified rest as the
reference.

The Netherlands won its independence
after the Peace of Westphalia declared
the end of the Thirty Years' War in
Europe. As the "sea coachman", it reached
prosperity in trade, colonization and on
the sea, and its new urban dwellers in
general adopted a more pragmatic view
of life. It was in this context that Dutch
still life, which sprouted in the late 16th
century, welcomed a new and broader
audience. This genre of paintings is
internally an item for trade commissioned
by the employers and externally a symbol
of the triumph of Dutch trade. It falls into
the domain of economy inside and out,
radiating an air of Protestant secularism.
The flowers and curiosities in these
paintings are sometimes not even real-
time depictions of real objects but copied
from picture books. These extravagant
objects, freed from the shackles of time,
exist, without doubt, for the following
reasons: to decorate the owner's mansion
to show his status and wealth; to record
rare treasures so that they will last forever;
to reflect the artists' eloquent painting
skills; and to warn the world against the
transience of life and futility of earthly
pleasure.

To relook at Chen Fei's still life, it can be
detected that in spite of its retrospective
representation of the relatively inferior
genre of paintings, it at the same time



encompasses the ideal characteristics of
Baroque still life: lyrical abundance, broad
decorative rhythms and realistic precision
of rendering. © The bewildering MacGuffin
is no longer capable of maneuvering
his sharp and deep gaze. The precise
composition and selected images, tangled
with dualistic thinking on identity and
humanistic care for the world, outline
wisps of cold and complex liveliness,
making the works as bright and tranquil
as the submerged rocks washed by the
waves.

Chen Fei adopts a unique approach of
creation when it comes to the handling of
images which adds to them some "display
on the wall (view from a distance)" effects.
Visible yet unreachable, it creates an
unwarranted sense of distance, as
contrary to the familiarity with classical
still life, when people first set their eyes
on it. This effect comes from the following
subtle design. First, the display is moved
backwards to the edge of the table.
Most objects depicted in this collection
are placed a few centimeters back from
the edge of the table in the painting,
except for Unsatisfied. In contrast to the
silver plate venturing out of the table and
fruit knife at the fingertips in Dessert
with Mice by Lodovico de Susio, Chen
Fei's display in itself suggests to the
viewers that it is inaccessible and not
for personal use. Second, light volume
depiction. The artist deliberately weakens
the depiction of individual objects to
enhance their flatness after anchoring
them in the paintings with clear outlines,
thus greatly reducing authenticity and

sense of volume, so that they are not
mistaken for the real. This design is not
the result of limited expressive abilities
as a closer look at the fine dark textures
on the black background in Gifts will
reveal the artist's technical skills. Third,
flat light that resembles an overcast sky
is projected upon the objects in the dark
room. Still life poets in the 17th century,
be it Peter Claesz or Willem Claesz Heda,
excel at using light to introduce objects
out of obscurity, thus the source of the
light in the paintings can always be easily
recognized. The contrast between the
highlights and shadows adds a noble and
hazy quality to the objects while enhances
the depth of field of the paintings. Chen
Fei, however, chooses to strip away this
hazy dampness and instead, turns to the
ancient Chinese still life for composition.
A more visual example of this technique
can also be cited in Caravaggio's Basket
of Fruit. It differs from stand—alone easel
paintings in that it takes the form of
marquetry and caters to the decorative
needs of viewing from a certain place.
Therefore, even a master of light and
shadow like Caravaggio decided to go
without the strong source of light. He
pushed the objects in the painting to the
utmost foreground to bring forward the
objects while at the same time flattened
the background. Chen Fei's paintings are
not intended for marquetry decoration,
however, their layout, which is of a split—
screen style, also aims at highlighting the
objects themselves so that they don't
end up as tools for pleasure or moral
teachings. In face of this kind of display,
the beholders could step back and

consider what messages these objects
placed at the center of the stage are
communicating.

As an artist who is well versed in black
humor, Chen Fei's MacGuffin can be said
to be extremely cunning. First, in terms
of genre, he chooses the most vulnerable
as his subject of creation, but not without
adjustments. Therefore, it is not so
much a tribute paid to a certain genre
of paintings as a revolution that aims to
break the cult of power in art and culture.
First, it is equal, i.e., there is plain equality
shared by all the objects depicted.
Although the works display the same
richness as the Dutch still life, tomatoes,
pastry, herbs, and melons are anything
but bourgeois. The removal of elitism and
the substitution of "the common" for "the
delicate" can be found in For Breadth and
Immensity in which expensive food such
as lobster, lemon and cheese are replaced
with ham, watermelon and tofu and raw
and processed food are randomly piled
up on the table without hierarchy. The
dissolution of pretentiousness by wildness
is also evident in Staple Food where the
rigid categorization of food in early table
paintings is completely eliminated; and
delicacy and street food, breakfasts and
banquets come together to create an air
of liveliness. If the greatness of still life
by Rembrandt and Caravaggio lies in the
equality and respect it gives to different
genres of paintings, then Chen Fei has
gone beyond that since he shatters
the hierarchical pyramid of the objects
depicted within the genre, which could
be said to be a Chardin way of winning.

Second, it is liberating, i.e., the artist has
liberated the still life from the decorative
tradition of a home. It is the inherent
dependency and decorative nature that
renders early still lifes inferior to other
genres of paintings. Chen Fei, in contrast,
has from the very start of his creation
given still life a new context. Instead of
existing as private belongings, they are
made literary and public as things created
to represent a group and shoulder social
responsibilities. In the exhibition "Morning
Market", these creations, with a mission,
are displayed in the traditional gallery
within a contemporary art museum to gain
a fuller meaning under the gaze of the
beholders.

The "mission" of the "Still Life" series is
unfolded on two dimensions: the internal
and the external. The internal needs little
elaboration: the local culture and customs
are carefully collected, and food is used
to mirror the hustle and bustle of the
world. For example, Gifts, worldly and
sophisticated, implies the self-evident
social norms in a Confucian society; Drugs
is pervaded by mysterious and widespread
folk customs. A collective image featuring
sensibility over sense, contentment and
the mean is constructed by the still life.
It awakens the primitive memory of the
vastness and richness of the land and
moves slowly forward with its giant body
in the long river of history. The external
is more complicated as it is mostly about
dialectical reflection on the cultural game,
which can be inwardly explored from the
surface to the core. In his making of the
MacGuffin of classical still life, Chen Fei
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introduces a kind of native art for all —
the 1950s New Year painting. This genre
of paintings runs counter to the fine and
elegant private collections of still life.
The objects it depicts, its beholders and
recipients are the working class who have
been deliberately left out and distanced
by patrons in the west. It has become
sloppy as a result of massive publicity
and production. It is a plain portrait of
"everyone is an artist" and drags the
highbrow into the common households.
With the mindset of a countryside dweller,
Chen Fei reexamines the "rhopography"
in western art history by "reaching out to
the people while refining the exquisiteness
and brilliantly handling the objects while
advocating the mean". By that, he states
his stand and expectation that given
Chinese art, new grounds cannot be
established without breaking the old.
A brief summary of the internal drives
embodied in the series of paintings can
be found in a paragraph of profile of
Chinese youth in My Country and My
People: "...and all through Schubert's
melodies and Brahms' songs, he hears,
as an overtone, the echo of age-old folk
songs and pastoral lyrics of the Orient,
luring him back. He explores the beauties
and glories of the West but he comes
back to the East...He sees the portrait
of his father wearing a Chinese silk cap,
and he discards his Western dress and
slips into Chinese gowns and slippers,
oh so comfortable, so peaceful and
comfortable, for in his Chinese gowns and
slippers his soul comes to rest." ' However,
the essence of Chen Fei's paintings is
not limited to regional counterbalance or

authentication of self-identity. Whether
it is his early montage-style portraits
or his still life series with compressed
narrative space, his works, replete with
never—ending shocks and unknown
emotions, always bear resemblances
to multi—act plays. Georges Bataille
wrote in Inner Experience "Rupture is
the expression of richness. The insipid
and weak man is incapable of it." ® Chen
Fei's paintings, regardless of genres,
are always overflowing with this kind of
ruptures. The trauma of modern society
is forced to reveal itself by the bright
lines of portraits and the dark lines of still
life. Apprehension, misery, ecstasy and
intoxication wander like ghosts in every
corner of his works, promising the light
depicted by Caravaggio in The Calling
of St. Matthew. Behind the liveliness of
daily life hides a sense of anxiety similar
to that embedded in classical still life: the
impotence of humans who fail in their
ambition to be all, a sense of bareness
and desolation. And the only way to
find a moment of peace is to escape by
digging into all the possibilities of objects.
Chen Fei's MacGuffin is never short
of interesting variations, covering his
profound insight of universal experience.
Perhaps, the beholders will be able to
catch the energy behind it at the end of
the play.

"Man is not contemplation." °
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Acrylic on canvas
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Acrylic on canvas
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Shall we start with your understanding of "craftsmanship" and "art"?
| see craftsmanship as a professional attitude, a very concrete, material and clear
understanding of one's job. Art, | think, is abstract, difficult to be described as concrete acts,

and it depends on talent.

We know that you graduated from the Department of Fine Art at Beijing Film Academy.
What do you think are the boundary and connection between films and paintings?

They are two completely different types of media. Films are universal and for a wider crowd
while paintings are somewhat conservative and private and pose barriers for the viewers.
Films are new and rely on fast-changing technology. They emphasize and build the narrative
on the expression of visual and sound effects. Personally, | don't think films serve the purpose
of narration. Good films accurately capture the moment of light and shadow with images. |
think the eternity of films is actually ephemeral. Paintings also have their own language and
rules. They are accounts of viewing and particularly classical acts. There are thresholds
when it comes to the reading of paintings and this kind of non-openness is precisely the
most precious thing about paintings. | believe the two have similarities but it will be mutually
offsetting to use the similarities and we had better not create associations between two
different languages. With that in mind, the two can definitely present similar content in their

own unique ways.

You once mentioned the concept of "three-hand culture”, can you elaborate on it?

This is probably something | mentioned out of immaturity. At that time, | thought, quite
narrow—minded | have to say, that our understanding of modernity was born out of the Soviet
system and for generations it has been very difficult to get rid of its subtle influence, be it
literature, music or painting. For example, when it comes to education, in painting, Repin
was more an influencer than Malevich; in music, we listened more to songs like Katyusha but
knew little about Shostakovich; in literature, we had immediate access to Gorky or Ostrovsky
while only a few of us could reach Tolstoy or Dostoevsky. After the reform and opening—
up, bombarded by information we received or even experienced firsthand richer and more
diversified cultural forms, e.g., classics that were never seen before, more avant-garde
and could only been seen in printed publications. We could even experience firsthand non—
mainstream subcultures and integrate them into our education. Therefore, quite superficially,
| thought that the influence imposed on our generation was rather chaotic. One had to sort
through the tedious details to locate the clues needed. Of course, the benefit was that there
was more information for one to choose from. But nothing I've said is absolute. The way

cultural influences and the spread of technology take form must be more complicated.

In 2015, you created Scale the Heights of Art. Does the summit of art exist as something

that is reachable? Now, five years after that, have you got a new understanding of it?
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That painting is the logo of Paramount, the oldest logo in Hollywood. That snow-capped
mountain has been changed at least six times since Paramount was founded in 1912.
At first, it was a mountain in Utah where the founder spent his childhood. The image of
the mountain kept changing as the company developed and for a period of time it was a
combination of the Matterhorn in Switzerland and the Artesonraju in Peru. Actually, it is not
a specific mountain but rather a non—existent mountain that is pieced together. | think it is
a manifestation of industrial and technological progress and development. The stronger the
technical capital grows, the more the mountain changes till it is up to the point when a real
mountain can no longer serve the demand and a computer—generated one has to be created
to meet the end. | find it interesting as it shows ambition and is well in line with the trend.
That is true about everything, let alone art. When | am making this piece, | based my creation
on the ideas above while at the same time combined it with some of Paramount's logo in
the 1970s — in the golden age, Paramount made classic films such as Scarface and The
Godfather — to create a fictional story to refute and mock the popular conceptual paintings
and paintings that required tons of interpretation which | despised. Now look back, | have to
say | probably had overreacted and | don't think | will do that again. Personally, | don't think
paintings are capable of solving any problems, but it can propose ideas, without dependency
on or use of other disciplines. For example, a good painting sometimes reveals philosophical
thoughts, but the artist does not paint on a philosophical view. Paintings have no purposes

and need no answers, which is great.

There is an interesting image in your 2017 work Afternoon at Amandas where your
self-portrait appears as a still life next to a table lamp. What makes you present this
combination of still life and portrait?

Well, it's a kind of rigid aesthetic interest. It is also related to the art education we have
received. We take those plaster statues that have been replicated for too many times that
they have long lost their original shapes and practice on it, trying to find their accuracy and
beauty, which is rather ironic. Zoom in on this and you will know more about other general
areas. | am sorry that | have only one room in my world, a very narrow one, thus | tend to fall
back on paintings whatever is under discussion and everything | feel and see around me can

only be represented in painting.

So the still life series is not created on a whim.

I painted a still life in 2017 then | couldn't stop on it. | thought that | had found a brilliant
subject and | would worry no more with what to paint next as still life paintings are very
extensible and inexhaustible, i.e., a change of the objects on the table, one more piece of
cloth or less, more jars, or simply some more fruits can make totally different paintings.
However, that is not the case and that is just my wishful thinking. If there was a hierarchy in

painting, still life should be the one at the bottom, the end of the chain (except for Morandi).
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However, it happens to be the gentlest and the most non—-aggressive, a weak existence
among modern pluralist art forms. | see it as a terrific carrier, a container that can hold a lot
of contents and thoughts. So, | started to convert those intense ideas into the design and
depiction of still life. But one cannot keep repeating one same point of view, which can be
well closed at the corresponding stage of creation. By now, these paintings are just right and

they are my way of output during this period of time.

The paintings are always exceptionally rich in content, but the treatment is highly clean
and tidy. Can you talk about this kind of complexity and simplicity?

It is about painting methods, the arrangement of horizontal and vertical intersections with
composition and rhythm to finally form a general impression. It is not achieved by piling things
up with a simple method, but by the superposition of more than one method and layers.
Painting is not pure logic which can move ahead following a certain rule and projection. On
the contrary, it involves too many unexpected uncertainties. Therefore, it is about how you
understand painting, what proactive actions you take. With that, the richness in rhythm and

meaterials will unfold simultaneously like a parallel narrative.

Does the material you are currently using have any influence on your creation?

Acrylic is a very new material, only about 70 years since its birth. Acrylic is also called PMMA,
which is actually plastic, a very industrial painting material. Due to the special properties
of plastic, there are a myriad of acrylic mediums. By now, less than 30% of it have been
developed and | see it as a perfect choice for my current creation, in particular in figurative
paintings. It doesn't allow you to slowly depict an object like the slow-drying oil paint does,
but instead it calls for a quick solution. The texture of oil paintings is too classical for me and
I 'am more comfortable with the industrial acrylic as it allows the images to be repeatedly
overturned and covered, which coincides with my style of creation. | usually try to use this
medium to imitate the materiality of the object to be depicted and it would be boring to
do something similar to oil painting with this material. Painting does not rely entirely on
imagination. It is specific in that it needs a certain kind of materials to represent materiality

and that's why | like to use it to imitate the object to be depicted.

How did you conceive the work Staple Food?

| wanted to make a piece that is related to territory and geography in the current context. |
found that food provided a good entry. China, as a vast country, has a very rich food culture.
Travelling from north down south one will find people adopt different approaches to process
food. The different ways that staple food is made and its different looks represent different
cultural customs and geographical features. Staple food is not only our main source of
energy intake but also a symbol of safety and security. The Chinese is emotionally attached

to its food culture that it has gone far beyond the simple act of eating. Sufficient food and
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clothing are the basis for human civilization. With that, mankind will march towards civilization
and prosperity while at the same time there is also a possibility of heading towards decay.
Without that, mankind will suffer from hunger and poverty, after which violence and plunder
will follow. Food is probably the start of all problems. But of course, I am not a sociologist
and thus unable to elucidate this point of view with words. So, | adopted this approach for
this painting to provide larger space for comprehension without the need of explanations
from my side. Everyone has his or her own interpretations and it has left more blank space
for that. In terms of composition, | added a mirror effect to it with reference to the painting A
Land So Rich in Beauty. | don't know much about politics and neither do | have any intent to

explore it. This painting for me is a pure painting subject matter.

Is there anything in particular you would like to expand on about Satisfied?

First of all, this painting consists of a pair of two and there is a clear relation between the
two by the name of it. It is about two objects within one space. In many traditional Chinese
still life paintings, one can sense a kind of detachment from the space and surrounding
objects, which is completely different from the logic of Western painting. We even go as far
as removing the shadow to emphasize that the passing of time and eternity doesn't frame
itself into a specific moment or object. In contrast, western painting tends to highlight the
logic of now and the present and thus time and space must be made very clear. | won't
expand on that as that will lead to the different logic and spatial thinking behind Chinese and
western paintings. Here | will just quote an example of still life to share with you some of my
preliminary understanding. In terms of content, the inclusion of some hallucinogenic plants in
the painting actually also aims to emphasize this kind of uncertainty and physical intervention.
Time, under abnormal circumstances, may express itself in a myriad of forms such as a
solidified or jumping form. This uncertainty of time is unnatural. However, how can we be so
sure that time is linear and regular? Therefore, | see a very subtle relationship between the

unique understanding of time our ancestors had and the way they explained it.

It seems that there is more fusion of Chinese traditions than what has been mentioned above?
| deliberately created a style similar to the 1950s New Year Painting, which was inspired by
the New Year Painting movement. It is a rather practical sense of art. After the founding of
New China, the advertising painting for commercial use in the era of Republic of China had
to cater to and serve the new age. The advertising painting of that era relied on printing to
circulate and repeated printing leads to the loss of color and details so that when we see
those paintings in various publications, no matter what subject matter is concerned, they
tend to look vulgar, which is the result of the loss of details. | find it interesting and that is
why | took reference from it in my creation of the still life series. The spray gun happens to
be able to imitate the faded texture. But one has to be careful not to go too far. Otherwise, it

will end up to be really vulgar.
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The works seem to feel a bit like landscapes, is this intentional?

Although still life is a small genre, it is a combination of time (all year around with four
seasons) and space (north and south, east and west). On one hand, it comes from life. On
the other hand, it can carry ethical and metaphysical thoughts. The similarity to landscapes
is probably the result of the sense of accumulation and richness presented in my still life.
But in fact, every painting has its own subject matter and the similarity to landscape is just
a general impression it makes. | am not sure if it is the intent of the artist but at least it is a

kind of projection of the corporeal experience in real life on paintings.

How do you think of the viewing perspectives in painting?

People read paintings in different ways, i.e., some read directly through the content depicted,
some prefer concepts, some look at text and some turn to the composition. It is actually the
different reading experience that decides the viewing perspectives of paintings. My paintings
feature narration instead of absolute narrative. Sometimes, an artist is a "storyteller". The
difference between my previous and current paintings is that between strong and weak
narrative, that is to say, semiotics and materiality are more prominent in the current paintings.
Semiotics is an approach of narrative while materiality points to fetishism and both can be

said to be part of the traditions of human civilization.

Is there a subject-object relationship?

| deliberately weaken this kind of relationship, not just the subject-object relationship. |
don't even want to create any spatial relationships. | hope the painting form | present can
be read from every possible angle. | hope that it has no visual focus and exists like a story
without a narrative clue where everything in it is parallel, happens at the same time while
intersecting with each other. One can enter the painting from a random point without causing
any conflicts, similar to the play of life directed by God where everyone of us, either as part
of the audience or the player can enter at any time without worrying about time and the

coherence of the story.

Where did the passion, anger and destructive power in your previous portraits go?

For the recent period of time, | enjoy the creation process of still life. | have deliberately set
up obstacles for myself, or perhaps, a design of a rather strong purpose. Anyway, | don't
think | can expand and enrich my creation over the years simply by a few pieces of work. |
believe that it is necessary to abandon the subject matter and forms | am good at, otherwise,
my works will easily fall into inherent frames. It is unacceptable for me to give up the initiative
for creation. Of course, | have my limitations in that | cannot break free from myself in terms
of form, thus | turn to the content for more possibilities. | think that in this harmonious
representation all emotions are wrapped up so that it actually gains more power. This art

form at this stage can, | believe, enrich my works. It is like a multi-act play with more layers.
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To relate my previous works with works of this stage will present a general impression: it
is not about reaching an already known destination with a single—latitude process, but the

superposition of scenes.

You are a magpie?
It is a purely personal hobby, a bit addicted to sorting and collecting, probably fair to say that
it is compulsive hoarding. | take great pleasure in physically arranging and piling things up. |

like sorting and collecting.

An old question, what is your view of beauty and ugliness?

It's hard to say, | have different aesthetic standards for different things. | think everything
except for art is open to different ways and perspectives of appreciation while | tend to
be harsh or conservative when it comes to art, painting in particular. Art has boundaries, |
believe, art is not borderless or completely free, otherwise, it will get out of control. Anything
that goes beyond this boundary will not fall into the domain of beauty. | think Yan Fu's
translation of the word "liberty" is the best and here | can quote it in my painting, i.e., Yan Fu
translated "liberty" into "the rights and boundaries between the public and the individual" in
Chinese. What | am talking about is actually boundaries.

Is After Party, as a recent piece, a short summary of your recent state of mind?

After Party is a work that | started to prepare for from the start of this year. In this unusual
year, | am not quite feeling myself. Some of my friends who paint can handle it pretty well and
for them it is good time to slow down and contemplate life as they can now physically avoid
many social activities. It is a quieter and calmer period of time for them to create. |, on the
contrary, feel more anxious. | think it is unhealthy to withdraw from social communication and
activities. | hardly have any motivation or desire to work on the following pieces, except for
the realities. From the Spring Festival till now, all information and reports one can learn are
pretty depressing and that worries me. | am worried that the world order will be overturned
by this unexpected disaster, the relations among countries will be torn apart and the modern
civilization which takes decades to be established will collapse when the privileged lot
make use of the disaster to further consolidate their own power. That will lead you to think
that there is a possibility hatred will be incited among this chaos, bringing more tragedy.
Of course, there are shining moments of human kindness, but in general it is sad. After all
this, we don't know what the year ahead will offer. | am not sure why | choose specimens to
express this state of mind and | can only use the composition similar to The Last Supper to

represent the dead specimens.
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Satisfied

2020
100 x 80 cm
MEEESHG

Gold foil and acrylic on canvas

=
Unsatisfied

2020
100 x 80 cm
HERE

Acrylic on canvas
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After Party

2020
400 x 180 cm
HEAE

Acrylic on canvas
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About the artist

Born in Shanxi in 1983, Chen Fei was graduated from the Department of Fine Art, Beijing
Film Academy in 2005. He now lives and works in Beijing. Chen has exhibited widely
in museums and art institutions. His solo exhibitions include: "Reunion," Perrotin, New
York, USA, 2“9, "Fine Art," Perrotin, Paris, France, 2017; "The Day is Yet Long," Galerie
Urs Meile, Lucerne, Switzerland and Beijing, China, 2016; "Flesh and Me," Perrotin,
Hong Kong, China, 2014; "Extravagant Imagination," Olyvia Fine Art, London, UK, 2012,
"Stranger," Today Art Museum, Beijing, China, 2011 and etc. Group shows include: "On
Sabbatical," West Bund Museum, Shanghai, China, 2019; "Living in Figures — lzumi Kato
x Chen Fei" Nizayama Art Park Power Plant Museum, Toyama, Japan, 2016; "Painting as
Strait Gate: Post—80s Artists Invitation Exhibition," Hive Center for Contemporary Art,
Beijing, China, 2016; "The Civil Power," Beijing Minsheng Art Museum, Beijing, China,
2015; "A New Dynasty," ARoS Aarhus Art Museum, Aarhus, Denmark, 2015 and etc.
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About Yuz Project Space of Art

Yuz Project Space of Art, opened to the public in September 2015, is an independent
program from Yuz Museum's exhibitions. Yuz Project Space of Art invites artists to
create site—specific works or projects where it engages boldly with the museum, the
surroundings and the audiences. Combining "a project + an exhibition”, the program aims
to present the interaction between the artists, time, and space.

Yuz Project Space of Art is where innovation and creation cross paths. It provides an
interesting platform for artists, both Chinese and international, to use this space to
generate conversations toward each other with their own unique and groundbreaking
artworks. Yuz Project Space of Art invites artists to break through their usual practice
and explore all kinds of possibilities of contemporary art.
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This brochure is produced in conjunction with the exhibition "Chen Fei: Morning Market" at
Yuz Project Space of Art from February 27th, 2021 to May 9th, 2021.
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