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Cao Shu (b. 1987, Shandong), an artist based in Hangzhou, explores the interplay between memory, dreams, and technology
through diverse media like 3D-rendered animation, video game installations, multi-screen projections, and sculpture. His work
constructs intricate narrative labyrinths that blur reality and the virtual, creating digitally rendered "memory excavation sites." Recent
explorations delve into themes of "socialist sci-fi," encryption technology, and the collective subconscious, critically examining
technology’s impact on the human psyche. His accolades include the OCAT x KADIST Young Media Artist Award (2022), Shanghai
PRO Exposure Award (2021), BISFF Art Exploration Award (2017), and being shortlisted for the Italy Ducato Prize 2025 and E.A.T.
Prize (2024). His work has been exhibited internationally at venues such as Kunsthaus Baselland, Macao Museum of Art, White
Rabbit Gallery Sydney, Matadero Madrid, M+ Museum Hong Kong, UCCA Dune, Power Station of Art Shanghai, and Sleep Center
New York. He has undertaken residencies at Atelier Mondial, Basel (2017), Koganecho Bazaar, Yokohama (2019), and Muffatwerk,
Munich (2023). His films have been selected in official competition unit of festivals including DOK Leipzig, Annecy, DMZ Docs
Korea, Milano, Ottawa, and Hannover. His work is held in collections like the Kadist Art Foundation San Francisco, White Rabbit
Gallery Sydney, HOW Art Museum Shanghai, BY ART MATTERS, Blue Mountain Art Foundation Vienna, and Zhejiang Art Museum.

Mt . www.caoshuart.com
Bi#E: anycao312@163.com



Solo Exhibitions

Afterglow and Theremin, HOW Art Museum, Shanghai, 2024

Go to Rome, Imagokinectics, Hangzhou, 2021

Hotel Smoke and Ash, Munich Muffatwerk, Munich, 2023

The Ocean of Solaris, Zhejiang Art Museum, Hangzhou, 2019

Flux, Shanghai University of Science and Technology Exhibition Hall, Shanghai, 2019
Monster Outside the Windows, Koganecho, Yokohama, 2019

Exhibitions in recent years

Macau International Biennale, Macau Museum of Art, Macau, 2025

Cosmic Archaeology, National Museum of China, Beijing, 2025

Lie Between,Shanghart Beijing,Beijing,2025

Light Delayed,Simple One,Beijing,2025

Art Basel Film Sector,Hong Kong Covention and Exhibition Hall,Hongkong,2025

Night Pieces, Imagokinectics, Hangzhou, 2025

The Gazing lens,M+ MUseum,Hongkong,2024

The Perfect Path——La Biennale di Venezia Special Program, China Academy of Art Museum, Hangzhou,2024
Place and Narration-Annual Exhibition of 2023 Chinese Contemporary Video Arts, Duolun Art Museum, Shanghai, 2024
Three-Body Art Project « Prologue: First Contact,SUHE HAUS,Shanghai, 2024

Dunhuang Museum of Contemporary Art Opening Exhibition, Dunhuang Museum of Contemporary Art, Shanghai, 2024
Tangent Experiments, Gravity Field Art Museum, Shenzhen, 2024

Sparking into Sparkling, No.1 Xintiandi, Shanghai, 2024

Night Pieces,Three Shadows Xiamen Photography Art Centre,Xiamen,2024

Encoding Phenology: The Cosmic Rhythm of Digital and Biological Interweaving,Times Art Museum, Beijing, 2024
Wuhan Biennale, Wuhan, Wuhan Art Museum, 2024

Conjure: Backstage Performances in a Simulated World, Power Station of Art( PSA), Shanghai, 2024

Study 2: Nature History, Alternative Knowledge and Deep Learning, ShanghART Gallery, Beijing, 2024

Cosmic Archaeology, Shanghai Astronomy Museum, Shanghai, 2024

Asia Walk, Ota Fine Arts, Tokyo, 2024

"Dialogue in the Dark": Cloud Wondering, Positive Art Research Center, Hangzhou, 2024

Chengdu International Photography Festival, Chengdu Contemporary Image Museum, Chengdu, 2024

Xinjiang International Art Biennale,Xinjiang Art Museum,2024

"I Am The People" White Rabbit Gallery,Sydney,2023

Vortex in Beijing:Five Moments at Nightfall, Macalline Art Center, Beijing,2023
Motion is Action: 35 Years of Chinese Media Art,BY ART MATTERS,Hangzhou,2023
X Museum Triennial 2023: Home Is Where the Haunt Is,X Museum,Beijing,2023
Rising Flags,Museum in Progress,Austria, 2023

If the trouble was money, Pfeuferstr. 38, Munich,2023

Hide and Seek - The Photographic Vision of Childhood,Being Art Museum, Shanghai,2023
9th Bi-City Biennale of Urbanism Architecture,GDH City,Shenzhen,2022

Memory hurts me, Matadero Contemporary Art and Culture Center, Madrid,2022

In Solidarity with ?| "OCAT X KADIST Emerging Media Artist Program", OCAT
Shanghai, Shanghai,2022

The Exhibition of Annual of Contemporary Art of China, 798Art Center, Beijing,2022
Thinking Through Ocean, Topred Center for Contemporary Art, Xiamen,2022

Art’s language, Artists’ Game,OCAT Shenzhen,Shenzhen,2022

Shape the Future , Duolun Museum of Modern Art, Shanghai,2022

"Body and Cosmos" the art of living together, Xie Zilong Photography Museum, Changshai, 2022
Slowly Arriving, Kunsthausbaselland, Basel, 2021

Multi-Prismatic Mutual Views, Macao Art Museum, Macao,2021

#TGIF (thank God it's funny), Brownie project, Shanghai,2021

Space Oddity, UCCA Dune, Qinhuangdao,2021

Archives of Possible World, Xiangshan art commune,Hangzhou,2021

HD world unit, Asia Society Hong Kong Center, Hong Kong,2021

Guerrillas in Flatland: Unite! Digital Voyagers,Power Station of Art( PSA),Shanghai,2021
Koganecho BAZAAR 2019,Koganecho,Yokohama,2019

21st Cairo International Animation Forum,Cairo,2019

25. Film Festival della Lessinia,Verona,2019

The 4th Shenzhen Independent Animation Biennale,OCAT Shenzhen,2018

Leipzig International Documentary and Animation Festival,Leipzig,2018

23rd Milano Film Festival,Milano,2018

XXVIII Message to Man International Film Festival,Saint-Petersburg,2018
Artecinema international festival of contemporary art film,Naples,2018

OUT OF SERVICE, Art Museum of Nanjing University of the Arts, Nanjing,2018
Presence -Young Artist Exhibition,China Academy of Art Museum,Hangzhou,2018
Fiction Art,OCAT Shenzhen,Shenzhen,2018

2018 Annecy Animation Film Festival,Annecy,2018

Pity Party,Sleep Center,NewYork,2018
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RINERWER, BRINEAEWE, B, 2025

FEEY, DEEREWME, dLHE, 2025

TAhEEESE, FEMIEE, dLE, 2025

Bfa{5{E, SIMPLE ONE, dt3E, 2025

wERE, BRAFERE=E, RBE, WM, 2025
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mERIME, BI=#EEZZAH0, B, 2024
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¥3]2: #HWIER, HEMAMREFS], FHRMER, L5, 2024
FEEL, LBHXXIE, Lif, 2024
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Tilgs, KAFFEE, FRR, 2024
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Rising Flags, Museum in Progress, Eih#], 2023

Bkl 2k, Pfeuferstr.38, REZE, 2023

iR - EENEY, SHBESEAE, Lif, 2023
AREET | ERIUSENER, B, R, 2022

BIZRE#K, Matadero Madrid ZREARXLAL, DEE, 2022
H#EHR 7| "OCAT X KADIST EEFEHRZARIAB" , OCAT LigiE, L, 2022
2021 FEILEKERELR, 798 ZARH0, dLHE, 2022

B¥Z | ARNERZENES, AMZAH0, J], 2022
ZARINEE. SARKMMEKR, OCAT RIITE, Fil, 2022
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Pity Party, Sleep Center, #1%Y, 2018
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” A Bite of the Moon “is a one-of-a-kind collective experience that happens at
a specific time and place. Each event is a once-in-a-lifetime gathering, where
special guests from different fields are invited, and artists take on the role of chef to
present works that have never been shown in public before.

Date: July 20, 2025

Location: Chaotic Kitchen, Basement Level, Building 17, BY ARY MATTERS
Organized by:

BY ARY MATTERS @byartmaftters

Imagokinetics @imagokinetics

The Windows Apartment
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This artwork explores the hauntology of media, linking early photography, Al
diffusion models, the dead, and nuclear frauma. In East Asia, early photography
was seen as spirit mediumship, capturing the deceased. Today, Al image
tools fransform visual noise into coherent imagery,echoing this logic. Early Al
glitches-extra limbs or distorted bodies-recall nightmares and 19th-century
spirit photography. The work asks: are these apparitions mere accidents, or
fraces of collective anxiety and historical suffering? The film follows a tormented
photographer haunted by the Nagasaki blast, conflating Al visions with dreams,
while a radiation-scarred pufferfish leaves its spectral imprint-photography as a
lingering phantom of fime.

Diffusion | 78 WM&
https://vimeo.com/1043272493 password: caoshuart







Related Commentary

The writer Jean-Christophe Bailly once proposed a theory: the more singular (unique)
an image is, the stronger its ability to connect. In his essay L'Instant et son ombre (The
Instant and Its Shadow), he links some of the world's first photographs with an image
of Nagasaki after the nuclear explosion through a shared element—ladders and
shadows. The peaceful, pastoral life of photography pioneer William Henry Fox Talbot
and the apocalyptic destruction of nuclear weapons are, of course, fundamentally
incomparable. Yet, the light that leaves shadows on photographic negatives—
whether the violent flash of a nuclear explosion or the gentle natural light filtering
through a camera lens—always carries a destructive essence. To witness is to erase:
after the flash, nothing remains. At the same time, the process of photographic
development seems to reverse the act of capturing an image. In the dark, enclosed
space of a darkroom, images slowly emerge on blank paper soaked in chemicals,
as if conjured by magic. Only by understanding the cyclical fate of disappearance
and revelation can we uncover the hidden mechanics of images within the void.
What connects a radiation-contaminated pufferfish to camera imaging?
How does Marie Curie's radioactive fingerprint relate to early 20th-century
spirit photography in East Asia?2 What links the distorted faces in dreams, the
fragmented bodies in Nagasaki archive photos, and Al diffusion models2 These
events have no clear causal relationships, yet they are strangely infertwined.
Cao Shu has studied the history of photography’ s introduction to Shanghai and
discovered links between archival records of the city's spiritualist societies—such as
the Shanghai Psychical Society and Shengdetan séance photography activities—
and his ongoing research into personal family history and Al-generated imagery. In
his montage-driven narratives, ghosts always appear under the guise of new urban
legends or modern myths, taking on different forms in every era. Early wet plate
photography, despite its remarkable realism, also reintfroduced the deceased as
ghostly apparitions beside the living, sparking social anxiety. Today, Al-generated
images, though even more powerful in replicating reality, often "misbehave," producing
eerie and surreal forms that defy logic. The final ghost in Cao’ s work comes from
his own family—a relative who mysteriously vanished while working on nuclear
experiments. Tracing his footsteps to the very edge of history, Cao discovered a force
that can both erase life and record its existence, much like a camera: light/radiation.
As Bailly, quoting James Agee, puts it, to document something is to bear witness to  “the
cruel radiance of what is.” Nothing escapes light/radiation—existence itself is cruel.
Life depends on light; existence is validated through light, yet light also has the power
to destroy. A nuclear explosion does not just generate 3,000-degree heat and mass
obliteration—it also produces an intense flash. Survivors from Hiroshima and Nagasaki have
reported strange supernatural occurrences: suddenly sprouting plants, frembling rice fields
emitting eerie cries, and other inexplicable phenomena. In this sense, the atomic bombs
that detonated over Hiroshima and Nagasaki, Marie Curie’ s radiation-marked fingertips,
and the silhouette of a radiation-contaminated pufferfish imprinted on photographic
paper all function as "proto-photographers.”

—Excerpt from Look, a Ghost! Chen Min on Cao Shu’ s Recent Work, originally published
by Beijing Media Group.
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2024

3D Digital Simulation Video, 8'35"

This work is inspired by the artist's long-term interest in family history, focusing on a
relative lost for 30 years at the nuclear test site in Northwest Lop Nur, along with the
memories and dreams connected to him. The film features real footage of Yadan
landforms and 3D digital simulations. As the long shots progress, a glimpse of 20th-
century Chinese collective hauntology studies unfolds, with the legend of the Pisces
jade pendant woven throughout. Many genuine emotions from that era may often
be hidden in street literature and nursery rhymes...

Pisces | W& WM& HEE
https://vimeo.com/1050297924 password: caoshuart
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— P&l Ocula F5> , KEZR

Related Commentary

In Pisces (2024), Cao Shu draws inspiration from urban legends
told by a family member who once worked at a nuclear
test site in northwest China. These stories shape his creation
of surreal, cinematic scenes—like a fusion of Dragon Inn's
dramatic landscapes with the dreamlike distortions of Inception,
where shifting scales create a mesmerizing visual experience.

—Excerpt from Ocula Feature, by Chen Xian
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2023 | Duration: 15'10" | 3D digital simulation moving image,3 channels,4K

Based on an exploration of Al-confrolled vertical farming, the work imagines a
near-future science fiction narrative where vertical farming has brought all crop
growth under algorithmic confrol, allowing every second of a plant's respirafion fo
be predicted. The work explores the connection between ant colonies as a form of
superindividual life and collectivism, as well as humanity's obsession with predicting
and controlling behavior.The historical background of this work concerns Chen
Boda's proposal for “Electronic Industry First” in China 1970s, which was aborted,
and the subsequent emergence of the electronic mass movement; the other
one is the Project Cybersyn from Chilean (1971 to 1973 during the presidency of
Salvador Allende),aimed at constructing a distributed decision support.

Phantom Sugar | $kiE &SR
https://vimeo.com/882595867 (Password: caoshuart)
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Related Commentary

A dreamier, more abstracted take on history comes from Cao Shu, of Hangzhou, Chinag, in his
15-minute work “Phantom Sugar” (2023), presented by ShanghART of Shanghai.lt features
smoofthly gliding drone footage of a now-defunct sugar factory in Guangdong, Ching,
originally built in 1935 and now a cultural heritage site.The fitle, Cao said, refers to fluctuating
sugar prices.He did extensive research for the film, including interviewing around 30 people
who used to work at the factory, but he calls it “science fiction.” No people appear in
the film; instead, digitally created ants are shown carrying leaves through the abandoned
facility. “It touches on the memory of socialism in 20th-century China,” Cao said. “The
factory is like a creature, and the people inside it have memories.” The film also touches on
the increasing use of vertical farming controlled by arfificial intelligence, contrasted with
the past represented by the factory.Cao said he liked the tension of presenting a nuanced
look at socialism and capitalism at a highly commercial event like an art fair; “lt’ s a very
interesting clash.”

——LExcerpt from'The New York Times", by Ted Loos,"Art Basel Hong Kong's Film Program Blends
Facts, Fiction and Fantasy”

Cao Shu's Phantom Sugar is presented as a three-screen video installation, which further
strengthens the cyborg perspective. In the vertical screens, Al-controlled drones are the
protagonists, while the flying ants that appear on the television screens are the objects of
surveillance controlled by the drones, also pointing to the origin of drone Al algorithms—
the ant colony algorithm. At a certain moment, the flying ants and drones encounter
each other, and the drone recalls its childhood while reluctantly kiling the ants. The work
stems from Cao's research on an abandoned sugar factory in Shunde, Guangdong.
Confronted with the remnants of old industries discarded by globalized economies and
technology, the artist does not indulge in simple, nostalgic sentimentality. Instead, he
engages in a more complex, intellectual, and calm manner of creative connection,
which is essential in artistic creation. By stepping back to a more distant perspective, he
gains a vision that encompasses both humanity's past and future, examining humanity's
enduring obsession with confrol and delusions. Based on this, the artist imagines a
ghost and places it within a mechanical body. This created ghost-cyborg differs from
the usual concept of a technological ghost—it retains precious life experiences,
memories of a restrained and affectionate relationship with its mother and its place,
and, upon entering the mechanical body, adopts a time perception far beyond human
scales, coldly fulfilling its mission to serve humanity, even after humanity has perished.

From the drone's perspective, the ant, confrolled by sugar, is both the algorithmic
"mother,” the object of confrol, and the target that must be killed. This evolving relationship
corresponds with the slow and smooth transitions of space. In the Cantonese voiceover,
the scene moves from one space fo another unimaginable space: from an aerial drone
view, the camera transitions into the cabin of a ship, directly entering the hallway of
the abandoned factory, descending through each floor to the underground world.
Finally, the entire building collapses without the roar of a major explosion or a fire.

——Excerpt from "Imagining the Unimaginable”, by Tang Fei
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Game engine moving image, 33'55", 2023

The game image is based on the artist's mother's verbal account of his
grandmother and, in some ways, showcases a perspective of emotional contagion
exclusive to females in the last century. The game engine weaves fogether many
fragments of the reality: life in an earthquake-resistant shelter after the 1976
Tangshan earthquake, memories during the "gigong fever" social phenomenon,
myths of earth arteries, stories and narratives of deities and monsters, nightmares
plagued by physical pains and wounds, and the haunting of patriarchy within a
20th-century family.

Contains it like lines of hand | gE o —#EEiEk NEHEE
https://vimeo.com/916972084 password: caoshuart
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Arfist statement:

"is a video created using
game engine, with dialogue content based on my
mother's oral recollections of her mother. The details
discussed connect various experiences from the last
century, including the digging of air raid shelters, life
in earthquake-resistant shelters after the Tangshan
earthquake, memories from the gigong craze, stories
of geomancy and supernatural beings, nightmares
influenced by bodily pain... and the lingering presence
of the patriarchal structure within 20th-century family life.
There are parts that deeply shocked me, such as how
my mother, to this day, can clearly remember every
step of gluing matchboxes, the specific tactile sensation
of each matchstick paper. The memory details directly
related to the Cold War, such as digging air raid shelters,
form the underground web of my mother's childhood,
which is also connected to my grandmother's intestinal
illnesses. The main narrative map of the entire modeled
world is also the internal structure of a woman's body.
The body and the landscape are very similar; it is
shaped and sculpted by the ghosts of generations. In
ancient Daoist philosophy, the human body and the
mountains and rivers themselves are considered one
entity, such as the place where Sun Wukong frained,
"Ling Tai Fang Cun Mountain, Xie Yue San Xing Cave,"
which respectively refer to the brain and heart. My
virfual image runs across this map, constructed of the
body, following the sequence of "Wood--Fire--Earth-
-Metal--Water," passing through my grandmother's
internal body, and also traversing the northern lands
of 20th-century China... The final section of the map
corresponds to "Water," and also to the kidneys and
intestines. In this part of the dialogue, my mother ftalks
about my grandmother's intestinal disease and how
my mother helped her with bowel movements using
her fingers. She felt the uneven surface of the intestinal
wall, which resonated with the stalagmites and rocks
in the caves of mountains and rivers. This is also a work
about the tactile sensation and perception of the body.

———Excerpt from ShanghART Gallery Cao Shu, Liu Yi,
Zhang Wenxin, Zhao Renhui "Deep Roots—Landscapes
of Alterity"
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DIY Light Installation Performance
2023

In the project "Dialogue in the Dark ," implemented in March 2024, artist Cao Shu
shows great interest in the obsolete technology of the Morse signal lamp. "It hangs
over countless later technologies like a ghost, leaving a deep mark on 20th-century
human communication. In the vast scale of nature, the way the Morse lamp sends
messages seems both tiny and stubborn." Cao Shu set up two homemade Morse
signal lamps on opposite banks of West Lake, which can even translate languages.
This allowed the audience to engage in cross-bank conversations, creating a back-
and-forth exchange where messages are interpreted, degraded, misread, and fed
backin loops.
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2024 | Three-Channel 3D Digital Rendering Moving Image, Multi-Channel Audio
System, 6:36 minutes, Commissioned by the Multiplexed Survey Telescope (MUST),
Tsinghua University

It is the beginning of a long-term art project that will continue until the completion
of the large scientific facility MUST Survey Telescope in 2028.The Cambrian Period,
inspired by the development of the 6.5-meter diameter Multiplexed Survey
Telescope (MUST), unfolds as a science fction narrative entwined with dark matter
and the gravitational lensing phenomenon. Half a billion years ago, during the
Cambrian Period, marine organisms pioneered the evolution of the frst eye-
like structure. Five hundred million years later, this ancient ocular organ fossilised,
marking a pivotal moment in Earth's history. Through a captivating dialogue, the
fim interweaves the fossil's narrative with that of the Earth's Eye—a technological
marvel constructed by humanity: the telescop.

BRE MEHE  hitps://vimeo.com/1106052242
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2020 | Installation, 8 Channel 3D Rendered image combined with real
image | 13'12"

This 8-channel video installation originates from the author's fascination with low-
quality architectural renderings. These "future blueprints,” rendered by 3D software,
often appear around construction sites, and are both deceptive and absurd.The
main screen images are created through a combination of 3D rendering and live
footage. The content of the work revolves around a seaside fable narrated by a
Chinese official contemplating a mathematical problem. The film refers Hilbert's
mathematical problems. Faced with infinite rooms on a solitary island, what
choices will the suddenly visiting guest make in this guesthouse that was once filled
with Chinese officialse Scenes in the film include a silent conference table in ruins,
teacups engaged in mechanical repetition for dialogue, and scenes reminiscent
of the display of power discourse.

In a certain infinitely extended fime, infinity and infinity plus one are considered
equal. Perhaps this is the enormous gap between the world of ideas and the real
world, and also the reason why reality is continuously led towards tragedy by the
world of ideas. Combining 3D-rendered images and shot footage, the work travels
through a seemingly-unlimited number of rooms, infinite corridors, and breathtaking
viewpoints on site. Meanwhile, an official voiceover tells an absurd story about
philosophy and mathematics in the form of a monologue. The installation and the
slow interchanging between shot and animated images make strange a linear
perception of time and space. The shot images provide a feeling of real, present,

Infinity and Infinity Plus One | ERMEEM— MEHEE
https://vimeo.com/753066919 (Password: caoshuart)
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Related commentary:



During the creation of Infinity and Infinity Plus One (2020), Cao Shu, staying
on Flower Bird Island, found the perfect filming location: a row of villas once
used for meetings by officials, now abandoned and in disrepair. This crude,
European-style, luxurious ruin perfectly matched the artist’ s fascination
with past eras. Its massive structure inherently held the potential o convey a
sense of infinity. Cao Shu filmed both the interior and exterior of the villa, using
the footage to create models. Throughout the process, he oftfen alternated
between recording the same scene and rendering it in a game-like format.
The constructed elements could bring to life wonders that filming couldn’
achieve: seawater flooding the rooms, talking teacups, or chairs floating into
the sky. This time, Cao Shu didn’ t use his own voice fo drive the narrative but
chose a man speaking in a dialect close to Zhoushan to narrate. He says, “The
guesthouse has countless rooms, enough to house all the officials of the universe.”

Cao Shu's depiction of power suggests that the world beyond individual
thoughts is still driven by concepts—perhaps here, "concepts" might be better
replaced with "ideology." When the audience stands before Infinity and Infinity
Plus One, facing its oppressive symbols, they are also engaging in a power
struggle between subjects. "All the ideas and plans were made in advance,
and the completion is just a formality." In the work, Cao Shu does little in terms
of expression or creation, dedicating most of his energy to the monotonous
replication of existing visual experiences. He waits for the right moment to
"activate" the work, and only then does a rare subjective wonder appear.

—Excerpt from Yang Zi's "The Lost and Found"
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Roam Simulator | Bisb#EH. MEHEE
https://vimeo.com/746099074 (Password: caoshuart)
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Further Reading:

The essence of 3D video games is like an odyssey journey from a first-person
perspective, where our avatars go through various "Sisyphean" challenges.
This may sound like a strange metaphor, but | think humans often invent new
technologies based on psychological models that myths provide. In this sense,
early video games, before they were heavily influenced by movie language,
were more like a "life simulator." The side-scrolling levels, for instance, had no
montage editing; they offered an immersive, continuous experience. People
in the 20th century often had the illusion that life was a montage film, edited
along a fimeline. But imagine someone who has only played video games
and never seen a movie—they might understand "the creator" as something
like an "architect": first, placing countless models and "state machines” in a
sandbox; then, tfime is set, appearing only after the sandbox, not before. In
my recent video game project, Walking Simulator, | juxtaposed spaces from
different stages of life, such as a primary school classroom next to a frain
from my high school years. It’ s a bit like layering dream-like spaces. | fried
to understand memory in a way similar to panoramic painting, because
memory operates like Marcel Proust’ s writing: one sentfence may describe
a courtyard from when | was eight, and the next switches to the warmth felt
from sunlight in that courtyard, which then triggers thoughts of a certain fruit or
person. .....

——Excerpt from Xinrui Weekly Chen Min X Cao Shu | How Video Games
Have Affected Our Life Experiences?2
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2021 | stereo camera, graphics data conversion program, 4k TV, split screen,
cables

The work is based on the study of the historical event of the Ming Dynasty missionary
Michel Boym(1612—1659)walking to Rome.The artist has installed a three-
dimensional camera in the exhibition hall to capture the number of steps taken by
visitors within a certain range, and to convert it in real-time into the actual distance
tfraveled, accumulating along the historical journey of the missionary Michel
Boym (1612-1659) from Kunming to Rome.As the artwork is exhibited, with the
participation of audiences of different identities at different times, one day in the
future, the cumulative movement on the map will eventually reach the Vatican.
Audiences of different identities and at different fimes gradually come together to

Ideclogy | RihzF%E MEHERE
https://vimeo.com/753100801






Related Comment:

Cao Shu's new solo exhibition "Go to Rome" brings to light the story of a
little-known historical figure—missionary Michel Boym (1612 -1659). His
unusual journey is presented: he was sent by the Southern Ming Emperor
Yongli to seek military aid in Rome, was rejected, and then returned
east. The exhibition has received much praise, mainly because of its
creative use of different media. Using sound, light, shadow, technology
installations, 3D simulations, and interactive games woven together with
a literary narrative, the show creates a fresh, interconnected experience.

What fascinates me most is what Diderot described as the two
essential qualities of an artist: morality (or attitude) and perspective.
The perspective here is central to the exhibition—it can be the
artist’ s own, or the one you experience as you inferact with the work.

Bullet comments (on-screen text) also appear throughout Boym’ s arduous
journey. The only redlistic piece in the exhibition, "Foreign Dungeon Bond" (a
phonetic take on "ideology"), vividly displays on a screen the missionary’ s route
from Kunming, Yunnan, to Rome, with the audience’ s task being to help him
move. As you get close, the camera captures your steps and converts them
intfo Boym’ s steps on the screen, gradually bringing him nearer to the Vatican.
This narrative, reminiscent of fragic journeys like those in "Journey to the West," is
playfully deconstructed by the audience, who repeatedly run back and forth in
front of the screen. Every day, we ask Cao Shu, "Where is Boym now?e" "He's left
Yunnan." "Where is Boym now?" "He's in Guangdong." It becomes like a riddle or a
casual conversation born from this long, hard journey, effortlessly breaking down
rigid beliefs. Each step taken by the audience adds up to create a collective
force, pushing Boym forward so slowly that, since the exhibition opened on
October 24, he is sfill in Guangdong. Perhaps by the end, he may not even leave
the land. But compared to the transformation in our thinking, this slow pace
hardly matters. Every step you take connects with Boym’ s, linking to the real
steps of history. This bond between our bodies and his becomes a performance
of social space, offering an endless, rich experience at the crossroads of
dance, music, painting, architecture, sculpture, and other symbolic practices.

———Excerpt from Wang Yin-jie "Where Does It Land? — On Cao Shu's Solo Exhibition
'‘Go to Rome"'
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2021 | hard sponge, aluminum, acrylic, wire, speaker, self made circuit board,
projector

The work is based on the historical event of the Ming Dynasty missionary
Michel Boym(1612—1659) walking fo Rome. It is an installation centered
around light and sound. The voice of "Pope Innocent X" conftrols the
brightness of a light bulb. The lamp gefts brighter as the tone gets higher.
When the Pope's voice reaches its loudest moment, his image will fransform
from the one painted by Diego Veldzquez to the one painted by Francis
Bacon, and his projection will be obscured by the brightest bulb until it
disappears. | am interested in the tfension between these two sources of light.
As the bulb becomes brighter, the light emitted by the projector diminishes.
Although both are "light" in nature, they present a state of mutual opposition
and collision. It is the shouting of the characters in the projection that causes
the bulb to become bright. The characters in the work are Pope Innocent X
as depicted by Veldzquez. Coincidentally, he was also the final destination
of the missionary Boym's journey fo Rome.

The Vanishing Pope | #REHE MERE
https://vimeo.com/746092616
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Related Comments:

In the installation "The Vanishing Pope," the voice of Pope
Innocent X conftrols the brightness of a light bulb - the
higher the pitch, the brighter the light. When the Pope's cry
reaches its peak, his projection is completely overwhelmed
by the light until it vanishes. The white form in the installation
represents a Cambrian mollusk. According to Cao Shu,

the chance appearance of mollusks in geological records
is much like his discovery of the connection between

Boym and the pope - history that emerges only through
surrounding materials or negative spaces. In this work, light
makes light disappear for the pope, while the sea makes
the sea disappear for the mollusk.

The mollusk has experienced the most unstable climates,
where storms constantly rage over the ocean and
sediments on the seafloor can bury everything at any
moment. At those times, it was buried, its body slowly filled
with minerals until it no longer sensed the sea. From the
mollusk’ s point of view, a violent whirlpool suddenly flings it
into a tight, sealed void - as if the sea itself made the sea
vanish, or as if movement made movement disappear. The
mollusk has long lost the ability to feel its own body; even a
ghost could still wander across mountains and rivers towards
Rome, but at this moment, the mollusk is not even a ghost—
it is just a negative form. To human researchers, it is like the
fraces, fracks, or burrows left by other ancient creatures -
an insubstantial "tfrace fossil."

How can a trace make its way to Rome?¢ This is the question
that the mollusk, embedded in this negative space and
fime, is pondering. It knows that from the Cambrian period
until today, many humans have become trace fossils like it,
their insignificant bodies carrying a series of negative-form
sighs.

——=Excerpt from Iris Long, "Mollusks, Secretaries, Nameless
Ones, and Dunes Go to Rome"
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The work is based on the historical event of the Ming Dynasty missionary
Michel Boym(1612—1659) walking to Rome. It is based on the study of the
historical event of Ming Dynasty missionary Miguel Boym walking to Rome.
In this interactive installation centered on light and sound, the brighthess of
the light bulb and the appearance of sound are confrolled by Morse code
derived from a dialogue about light in Boym's travel log. There is a negative
correlation between the appearance of sound and the disappearance of
the image.The artist uses fictional fragments of this historical text as clues,
setting them up in the exhibition space for the audience to decipher.

Light vs Light | 3% VS 3¢ B fEdE
https://vimeo.com/746091650
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Related Comments:

Cao Shu fransforms a passage from Boym's fravel log into sound using Morse code tapping, which in
turn controls light. Visually, there is a constant interplay between sound and image, with the text in the
background reading:

"Like the bright flames of the sun, though it doesn't fouch glass or mirrors, it can penetrate them and find the
most hidden places. It doesn't damage or burn anything."

The sound shapes the space, carrying the energy of the words. Each word, along with the radio waves, is
sent out, cutting through the space, lingering in the finiest corners and cracks. This is not about dissolution,
but about materializing the text, emphasizing and relying on audiovisual channels to present it, stimulating
perception. The audiovisual medium successfully defines itself. Through the combination of sound, light,
and electricity, the words break free from their conventional meanings and enter the realm of structuralism:
If the meaning of a word lies solely in the signifier (like the sound effects of language), then we might as

well explore ifs pure sonic nature. Structuralists argue that all word elements are in a constant process

of differentiation and substitution, where the signified only exists in an illusory form, and cannot truly exist
outside the world of words. As a result, the signified quickly becomes the signifier. Derrida eliminated the
binary structure of signifier-signified by deconstructing structural centers, allowing for play and celebration of
symbols. Cao Shu uses sound to deconstruct symbols, creating a playful, lateral interchange, replacement,
franslation, and derivation between words and Morse code, sentences and wavelengths. This merges into
a playful chorus of structure and deconstruction. The relationship between a word's pronunciation and its
meaning is completely arbitrary before it is agreed upon. Without difference, there is no language. Cao Shu
distills this living difference in the medium, the difference we perceive in space.

——~Excerpt from Wang Yinjie, "Where Does It Land2 — Talking About Cao Shu's Solo Exhibition 'Go To Rome™



400 million years ago, it was the ocean, and 400 million years
later, it is the desert| MZERIZiFiF, WIZERZED:

R, #AE, Weh, A%, KER30, BER, #Fk, 2021

EERETFREREYMNRE, SENARMNENEE, SETHERS. XA LGRES

¥, ALERESFIINE, BNEBANR, SBEIENRE L2IHIEER. &K
BERMNZEH, PEMEFAGRES—F, IXEAANEZLRMOE. 06 KR
B®, AERARAR—E, ARMRZZIIMMMAE, WRIEFERARMERERILER?

pole, model paint, acrylic, wire, raspberry pi 3b, screen, special clip

Based on the principle of binocular cameras, the author simulated the distance
between human eyes to create a camera device. Within the installation, the
flowing images depict the desert and the ocean as a continuous whole, yet they
are separated due to the limitations of human binocular vision. Viewers will see
the ocean when closing their right eye and the desert when closing their left eye.
However, with both eyes open, they will perceive a visually stereoscopic world.
Like fractured magnets where the red and blue poles are inherently unified, do the
desert and the ocean extend at the same rate from perspectives beyond human
geology?

EmM B e
https://vimeo.com/746091902



Past and future observer No.2 | i3 &k kRMMNEE 2

2021 | RHbAF, #EB%, Leh, B%, KEk3b, BER, Fik

EEETNE RN RERUARYMEEE, HIETHERS. URERNEN, HALA
REBIEHEOT L, ALAZRESFIEHEDARRK, BNBAIR, EENATN
ER-ANRE—2H, NIRRT IERE 12 =

2021 | pole, model paint, acrylic, wire, raspberry pi 3b, screen, special clip

Based on the principle of binocular cameras, the author simulated the distance
between human eyes to create a camera device. When standing in front of the
observer, closing the right eye reveals the pointer moving toward the past, while
closing the left eye shows the pointer moving toward the future. However, with both
eyes open, one sees the last minute of a certain day, and the clock hands never
reach 12 o'clock.



Past and future observer No.1 | iR KUMNE 1 5

2021 | RHbAF, #EB%, Leh, WER30, BER, sk

EEETUEREVNREBEDARNEBE, HETHERSE. EVNEEET, WAL
KEBCURNNE, ILRTOBRARRE—E. MAFALARN, B EZMIA,
A EERBERAMAA.

2021 | pole, model paint, acrylic, wire, raspberry pi 3b, screen, special clip

Based on the principle of binocular cameras, the author simulated the distance
between human eyes to create a camera device. In front of the viewer, observers
can use their own eye focus to bring two separate individuals into an embrace.
When closing the right eye, they will see the person on the left, and when closing
the left eye, they will see the person on the right.



Tiger And Lion Never Meet | #iF& E M T 4Hi8

2021 | RHbAF, #EB%, LA, B&%, KEIk3b, BER, FHk

EEETUEREINRERDARNEBE, HIETHRERS. BIRE, SUKENE
FRR, FBINRZRIMTZERESMEINMES, ALAREET—RNT, &
LFERRBRER—RE. EENERENRFSFERZHRIRMFNERBERE, ZIHH
EEE, NEFETRBRIAN, HARSEEB.

2021 | pole, model paint, acrylic, wire, raspberry pi 3b, screen, special clip

Based on the principle of binocular cameras, the author simulated the distance
between human eyes to create a camera device. Through the device, when
viewers open both eyes simultaneously, they will see a chimera formed by the
overlapping images of a figer and a lion, known as a liger. Closing the right eye will
reveal a lion, while closing the left eye will reveal a tiger. | remember that during
elementary school, the most debated topic among classmates was which animal
is more powerful, a lion or a tiger. The teacher's response was that they live on
different continents and would not encounter each other.



Tired Sunset | RE==%H

2022 | Ready made products, role-playing clothing, paper aluminum,
acrylic, wire, speaker, self made circuit board, projector | ik &m, EE, B

KRUIE, $B, LR, BZ%, FH, BEBBR, RPN

AR GNE—REBREEEEN, AXIREFNED. BUE—HAFTED
K, MWL R LRIEERR, —ERFEIMTSR, —BX—BEENITY, U
BEFMFEEFENITENRE R, ZENZEE—ANI, SEAHE, &
BRREMEE: ...

This work parodies an intention related to modern life without a specific time
reference. Scattered sheets of printed paper, a gorilla costume lazily draped
over a sofa, a mechanical rhythm maintained with repetitive typing, and
lights controlled by the opening and closing of a teacup all contribute to the
scene. It is a space devoid of people, where, as the actors take their bows,
the performance in the background continues...

Tired Sunset | RERFER WEHEHEE
https://vimeo.com/746099140






One | —

3D scanning and printing object surface painting, 50cm: X 7cm X 7cm
3D FWITEN AR E L E, S0cmX7cmXx7cm
2022



Corner of the Park Prologue| A E—f F

2018 |4 % 3D ERMERE | RYATE

ERBEZBHEERN P BEESPRESHRSERTENAYES), X
RABERRENALEAT. £X 14 FEESMNCIZNGE, ZUAN DX
FERMEA—HREE, NMER—MEE, NMRSBERAER. LREEHREE
EERE/NRERIBICH, RIAN— P EBZANESLISE .. AR ENENE,
WE—NEERREE, RLIZHNERETFR. iCIZNEE, REREBL
HR ORRT {7, BEBRIRPHEINNIG.

2018 | 4 Channel 3D Rendered Moving Image Installation | size variable

The work is inspired by the numerous narrative activities and rich
emotional details depicted in the background of Bruegel's painting The
Hunters in the Snow. In this four-screen immersive installation, a mulfi-
perspective 3D digital rendering of a continuous scene sometimes
coalesces into a whole and sometimes fragments into separate corners.
The film's narration recounts a real-life coincidence involving an unnamed
person discovered in the artist's childhood diary. As viewers follow the
narrative progression, they wander like dreamers through the ruins of
memory, weaving through deviations and fictions. Hidden between the
layers of memory are the "actors" behind the scenes, representing the
repressed elements of the subconscious.

Corner of the Park Prologue | ~E—& F WMEEE
https://vimeo.com/895473563 (password: caoshuart)












Sisyphus| 78 7 35 H

2017 | 3D #F&EHUER CIF BERE

FEREBRY (BERBID EFATENERER, RETZARMNIEILZE
SEMRARRBEZBXRNER. ME. BE. HRMEARBAIEHRE
BTRALEXMER. ZARMEFEIZA 25 MPFEREFE, BRELM
ME BEARE, FEERICIZLEERADBRNME, MR kTESHka L
WM EZELEXNES, RABRERLBERE.

2017 | 3D Render Moving Image Installation

Cao Shu's installation "Sisyphus" is built with a computer graphics program and
highlights the artist's fascination with the relationship between the visions of
memory and virfual technology. Stories, rumours, scenarios, and technology-
like visuals blend realism and falsehood.The technology opens up perceptions
that were previously inaccessible to any medium. Memories of flashbacks
to the artfists childhood in China exist in a row of 25 frames and with no linear
narrative. Thorough its title, Cao Shu describes memory as being like the myth
of Sisyphus, who was condemned to repeat forever the same meaningless
task of pushing a boulder up a mountain, only to see it roll down again.

Sisyphus | FEFEFEET M EHEE
https://vimeo.com/746098639






Forward Backward| {#i# iR

2017

3D Render Moving Image Installation
55cm X 12ecm X 12cm

3D B GIF BhERE



The One Who Lived Yesterday

2019 | 526" | && 3D EEE

ETEERAIA

fEf GEEMRHMA> ASPMANENZA, ZE 7 —MHNNE, ERER T E0NH
BMEMCIZZENER. FERTEIERNERRRETFE, SUATTEME. —
REER 3D HFENT BT, —IPEERFHRE. ITEFMHERENL, HHERER
FHFRH “BHREERE  MARERZREET. FER ERIEEERRERICRT
ABIEENE, WA T —REE - EENREAEN 3D HFER, £RNEFEENRT
£ EMRC BLE L

2019 | 3D Render Moving Image Installation

Cao Shu’ s poetic piece “The One Who Lived Yesterday” uses vivid simulation to
illustrate a scene of distorted time, as well as the oscillation between objective data
and subjective memories. Using computer pre-rendered images, the piece explores
the possibilities of digital existence, multi-angle views, and spatial narration.In the
piece, a voice runs through the film featuring an anonymous, dream-like speaker
who tells a story about yesterday. The voice seems to come from a different place,
echoing the perspective of a “Progress-tracer” to some degree, from a different

“incarnation,” while the speaker himself is hiding. Each of its incarnations is the
shape of “this yesterday,” and yesterday just made up the future.

The One Who Lived Yesterday | SEERERIIA B
https://vimeo.com/746098707 password: caoshuart






Monster Outside the Windows| & 5M#9 R 1%

2019 | seak, #8, =B 3D HFEREE | R émx5mx3.2m | B/ RiE:
155 %S0T Bazaar B3

EE B CUESE TIEHE S 3L bug 19 3D MENHTENH R, MEKBRMERE, #
HLEMENZITENEIMEENNERXT, X1 “HRNE" , & windows 1)
BRI ITRAAEFERXXM M memory, 1212, ITEAERIHIL, KEEAKEIL
ZWREE R, TEHI bug MaiEAE, —EESEAHTENERR=NAIESH.
mmEAMNES, MUEEORAI—IMIERENSEHRR T, SRFEDIIRGE
8zte IXERH R PR SRR — PR R, UL — A AR AL SR A A R
HEYEFNEOZRLTULEERNE, IYEEL AR TEACHNEFEERN,
—ERERIORR. (FRERE BAIZAR ZRTHNERLIE.

2019 | Text, Installation, 3D Digital Simulation, Powder Sintered 3D Printing |
Variable Dimensions | Image Source: Koganecho Bazaar, Yokohama

During the animation process, many 3D characters accidentally developed
shape-distorting bugs. The artfist preserved these error states filled with bugs,
printed the characters, and placed them on a blue backdrop. The backdrop
features the blue screen text typically displayed when a computer encounters
issues, representing a "wrong window," a prompt from the Windows operating
system. The term "memory" in computing parallels human memory. The blue
screen of death can be seen as a metaphor for human memory's intermittent
rest. The continually bugged animation characters repetitively recite the
Japanese text from the blue screen error message. The twitching, distorted
crocodile, freed from its fate as an animated character, symbolizes the
ritual of digital life achieving enlightenment. This twisted form resembles a
gravestone, witnessing the disappearance of an unknown and mysterious
digital existence. The blue of the computer blue screen also reflects the blue
screen used in the film industry, a technique that removes the background
and displaces objects from their original context. This work was commissioned

Corner of the Park Prologue | F4MNURIE WMEHEREE
https://vimeo.com/746098230












Tristes North Temperate Zone | [£&BAIIL

i
3

2018 |3 % 3D ERMERE | RYATE

PRIIN—REREF IR, 2EELAEZRE/NE—TE@. Bk, 2%
iﬂi*ﬁ%ﬂﬁ EE AN EX RN AT IR [RR1EE £ 3D B tF
RO EEFR 3R S T3 R A, B2 TAlmKE ERADRARM . BUXHE,
M—tRiteE, B—PEF, F2—EE, FEIXAIHENTREBEIIZES
—HEERRIER, AT HUNMPRAR, M2 BBk A MK
52 3D KAEENTT R, %LTEEM%% XEEE GRS EEE — AR
MZR, EEEEMNERERIRER.

2018 | 3 Channel 3D Rendered Moving Image Installation | size variable

This series began with a single tile, which was the first image | remember
after my birth. Over the years, through the process of fraining my
memory and dreams, | gradually recalled the shape of this bathroom
floor tile. Later, | found a texture of a similar tile in a 3D software texture
library, a product from a partficular era of industrial production. Thus,
starting with a tile, then moving to a room, and eventually a building,
| attempted to reconstruct each object's shape and color slowly, not
relying on photographic records from that time but directly translating
impressions from my mind into 3D software to recreate places from my
childhood. These images gradually connect hidden clues and link to a
vague, collective unconscious world.

Tristes North Temperate Zone | LIRS WMEHERE
https://vimeo.com/746098490









ttps://vimeo.com/1011917878






The Cycle of Sheep| EHITEIR

2020 | Metal sculpture |reflective material, lighthouse light | £EBRt%E, KX
TR, KTEERYE | 60cm X 40cm X 23.5m X 8m

REITHENRE R LESRET 150 F, RBERU—RREA—EL
MELHILT, BEXFEZASEERR, HRBONEREERRERREE. FF
FRARBEITENAEE —BRURRBNZE, BE LAY, SFFEMENF
MRBE—MEATENHEL. DEAERSTENFE, SNERFHE, RAFETLL
EEWLRN, LWEKENSEDETCIRESGMET. HEEFH, REBEHEEI
EFMNETE, SUMNARE ARBERE. BFTEXCENERMEE, XREHN
FRIZEAE— BRI ERAER.

The light beam of this lighthouse has been sweeping across the ocean for 150
years. It resembles the son of Poseidon, a one-eyed giant. Wherever its eye
shines, it is illuminated, while the rest of the world remains hidden in darkness.
| use the lighthouse's light at night to create visual afterimages. With each
sweep of the beam, | can see the installation of sheep on the roof, giving the
illusion of walking. There are many wild sheep on the island. They breed on
their own, and travelers often see them leaping across rocks at the edge of
the steep cliffs when hiking. In Homer's epic, Odysseus clung to the belly of a
sheep to escape from the cave of the one-eyed giant. The sheep on the roof
is forever trapped in a cycle of a few seconds due to the revolving light of
the lighthouse.






Meet-ing | tHi&

2015 | 1080p HD Double Channel Video | 10'16" | 1080p &iENREE&

EXHRREEELEIERT, ZARERENIRETUNEGL, XEBIHAZ:
TA FHE FERMEHER. BTERARLEMENZEA. —BRBFIREIR
HRGINEE, BNZREERI KR, X—REBNTRERFET. i
MMBEXSHRAABMB—Z, EREMSUAXBBHB—Z. NWRHRLEE
%iﬂ 45 R, MEMAMEALEETR— M X— MR, hEE%X
SEiEb=R

For this double-screen HD video, the artist set up the camera in the streets
of Hangzhou, focusing on passersby: workers, students, young office
workers, restaurant owners, and elderly people sitting nearby. When the
subjects become aware of the camera, the moving image freezes into
a still picture, initiating a new encounter. This creates a sense of longing
and captures the fast pace of life. The moment their eyes meet the
lens—possibly a collision for them—marks the point of encounter with
the audience. The emphasis is on this moment as the frue intersection
between the work and the viewer.

Meet-ing | 118 W EHEE
https://vimeo.com/141520859 (Password: caoshuart)






Color of Concept | L ZHIE &

2015 | Print, Light Box |8.5cmx202cm | ¥T58. Wi Rt

RN P S ASMEEHERN  Ta NEFERH—IORWIIRK . B
LA R TEE. BB NEIZERLHESERCHHNER,
FFF RCGB AR TXEMRESEIR CPHBAE.

It's said that concepts themselves have their own colors.
Through repeated use, they are tamed, their edges worn
down, and they become colorless. | strive to recall the
colors of these concepts in my mind and use RGB values to
record the colors of these abstract ideas as they exist in my
CONSsCiouUsness.



The Horizon | it £

2015 | Installation | The Cigarette Case, Propylene | 850cm x20cm | # & | l#&. ®& | 850cm x 20cm

XHERIMALE 138 MER  ERETFNEES
B ERskE) RPN —RREH 1967 £1 ‘HE |
RN —2E 2015 £ ‘7 X 1S NREREE
BITAE  REME FEMNER LOGO, ¥ EER A
— KX 8.5 KPR ZKE. BEEANMERY 2
h, HEENERESREHENSRE A —FF
SRR, HERERFERAHRIEN . HELIAZ—
BE, BURHBERN—RE , THERNARRA , Kk
B RTHRTE . R ‘RE—IE .

The materials for this work consist of 135 cigarette
packs that | have collected sporadically over a
period of ten years. The earliest pack is from 1967,
branded "Tuanjie," and the latest is from 2015,
branded "Zhonghua." The 135 different packs
are processed to retain the patterns and logos
on them, which are then connected to form a
landscape scroll 8.5 meters long. As cigarefte
packs are used, their patterns gradually lose their
scenic significance and become mere symbols. |
aim to restore their original landscape meaning.
The horizon is merely a wish, a line formed by
visual illusion, always deferred, and perpetually
out of reach, like the "last word."



SOLO EXHIBITION-Afterglow and Theremin
TR RENBENEF

Duration: 2024.11.04-2025.02.16

Opening Ceremony: 2024.11.04

Artist: Cao Shu

Curator: Zheng Guo

Exhibition assistance: Wang Yuting

Venue: HOW Art Museum 3F, Space one, Lane 2277, Zuchongzhi Road Shanghai
Organizer: HOW Art Museum

BHE: 2024 11 B4 H-2025F£ 2816 H

FE: 2024FE 11 H4H

ZARR: EHiE

KEAN: R

RS FarE

Mk RERNIE (L8) =%, BT —
EEBTHAFTXBAZEE 2277 F 1 SE5: HOW REAKIE

Artist Cao Shu's new solo exhibition Afterglow and Therem is based on historical events,
individual memories, and literary fictions. He delved into the complex intertwined relationships
between memory, computer graphics technology, and digital society; Constructed a virtual
illusion that transcends reality.

Fragmented historical memories generate echoes, oscillating in different time and space, far
or near, like unpredictable occasional melodies played on a theremin; It is also like the long
afterglow left by the Big Bang, affecting a moment Simultaneously belong to the future and
the past through multiple forces.

ZARREREFIE [RENFENZE] , BETFHEES. M2 XEEW, RERY
TiElZ. HENMEEEARBFAHSZBRANERXER; HETBBRASSHNEMNLIR.
BHAHWFBEIRIZFEINRARE, WRAATTNMNEEIEREENEBLRE, BSTHRIT
%§§@$ﬁﬁ§;&M?ﬁk%%ﬁ%%%ﬁ%ﬁ,ﬁﬁﬁﬁﬁﬁﬁ,%W%*%Eﬁ%
YIEABEE

W& #4% Exhibition recording link:
https://vimeo.com/1050294362






Solo Exhibition - Hotel Smoke and Ash
M. FRIEFANE AT

Hotel Smoke and Ash
Curator | Dietmar Lupfer

2023.11.25-2023.12.01
Muffatwerk Studio. 1
ZellstraBe 4, 81667 MUnchen
Free Enfrance

Cooperation of Muffatwerk MUchen & Goethe-Institute Beijing China
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SOLO EXHIBITION-GO TOROME | 1M&: £%

Time Duration: 11:00-17:00, October 24-december 24, 2021
Location:imagokinetics , 7F Block, BLDG11@0Ooeli, No.398 Tianmushan
RD, Hangzhou

BfiE): 2021 F£10 524 H-12 8 24 H 12: 00-19: 00 (Tue.-Sun.)
e FIMKE LR 398 SKREE 11 S BLOCK 7F BRNHF Ik

The solo exhibition "Go To Rome" in 2021 revolves around the fragmented
significance network resulting from narratives of different ideologies in history,
focusing on the fravelogue of a missionary. | intend fo interpret the clues formed
between works of different forms as fragments of a fictional historical manuscripf.
Twelve installations serve as punctuation marks for these fragments, scattered
throughout the exhibition hall, awaiting the audience to peel away the geological
layers of events and solve the mysteries.

In 1651, Michel Boym (1612 - 1659%9) was commissioned by the Yongli Emperor of
the Southern Ming Dynasty. As an envoy, he traveled from Macau, Goa, and the
Mughal Empire to Persia, Anatolia, and Smyrna, eventually reaching Rome. There,
he sought military assistance from the nominal leader of European spirituality,
Pope Innocent X. During this eight-year-long journey, his identity oscillated
between Ming diplomatic envoy, missionary, naturalist, geographer, botanist, and
pagan. Ultimately rejected by people holding different ideological stances, he
died on the Vietnam border. Amidst his missionary travels, Michel Boym left behind
drawings of flora and fauna out of scattered curiosity, lost in the shadows of history
but pieced together through fragments recorded in both Eastern and Western
anecdotes. Encounters between material substances resemble wormholes,
connecting many portals of history as evidence. These portals, like the red and
blue poles of a magnet, are inherently unified yet opposed to each other.

2021 FHARE “£25" , XF—PMEHETIKRITEL, #HEEHFREE
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1651 £, NIRE& (Michel Boym, 1612—1659 ) 4 F KA ES, {EREHE,
R R, %EM\\ TR ﬁfﬂﬂiﬂlx :t%%ﬁ, ﬁlﬁi?t_‘: Q%Xiﬁ’]%
s e oy
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HUE, fERIERERENEZmOKBE—&E, XEwmOMBRENLBERER,
KE—F, AXEEXI.

'E5

W& #4% Exhibition recording link:
https://vimeo.com/1013986859






Solo Exhibition-The Ocean of Solaris | & - RHLEH E/F

Cao Shu embarked on a four-year research project using personal memory
as a working interface. He interprets the works emerging from this project as
detective actions in a labyrinth, an adventure into personal memory. The entire
exhibition is infroduced and unfolded by Peter Bruegel's painting "The Hunters
in the Snow," with fictional novels and personal diaries serving as hidden clues
in the DNA double helix structure, fouching upon issues such as panoramic
perspectives in painting and the juxtaposition of multiple times in space.
Various sizes of 3D digital simulation video installations are embedded in the
gallery space in the form of corridors, serving as backgrounds and foregrounds.

RUBEMENEF, BRIIERMNERHIR - RBETEZTRNEMERREAMFMZ
B, EHAEER. ERAXRNOCHER M, IXRWEZBRNZFE. BEMA. EEED
TRERBREZEEL —MARE: KEREXRERAOKNEFZERN, EFEENERE
MEX, BRAKCIZHBLRSE.
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3D HFEMF RRBEBEESNRTHER, FHTHE, EAES.

Exhibition recording link:
https://vimeo.com/746089861






