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Painting Unsettled

Luan Shixuan

Painting is unsettled, but also unsettling. For some time, painting
has been in a state of contradiction. The world of painting can
be defensive, but also self-destructive.' With the invention of
photography, painting no longer had an imperative to be a record
of the world, threatening the medium’s survival and launching it on
a long journey of correction. Contemporary painting seems to be
“everything everywhere all at once,” a new characteristic that fuels
its sustained growth.

Modernist art history was predicated on stylistic “progress” and an
associated genealogy of artists. While its original narrative adhered
to a modernist sense of time and was bounded by nation and region,
today historiographic construction has become more flexible in
several fields. If we abandon traditional art historical measures,
then what is the most critical existential issue in painting today'?2
A central issue may be painting’s relationship to information and
digitization. Paintings today almost always become digital images.
At times this is subconsciously incorporated into their making, and
at times they may even imitate or mock this anticipated digitization,
but in any case this factor cannot be ignored. Information and
images keep pouring in. Faced with the threat of (or acting in
collusion with) digital images online, painting adopts all styles,
techniques, and patterns as readymade elements. In this way,
digital images, fragments of art history, spatial structures, and other
readymades come together to comprise a connective network.
The concept of network painting, which David Joselit proposed in
his seminal text “Painting Beside Itself;” locating its origins in the
work of Martin Kippenberger, has gradually risen in prominence.”3
With this development, Clement Greenberg’s myth of “pure”
painting seems even more irrelevant. Bruno Latour’s actor-network
theory, assemblage theory, and other sociological ideas now haunt
various corners of the contemporary painting scene. Isabelle Graw
offered a criticism, noting that connections within networks are not
smooth, and overemphasizing frictionless connections in network
painting neglects existing power structures, since conflict is also
a form of connection.* Similar to the modernist pursuit of a “pure”
medium, network painting is ultimately an unattainable ideal. How
does painting reflect on itself in the post-medium age?® “Painting
Unsettled” takes up painting’s specific political and emotional
meaning and the transformation of formal languages and materials
as a starting point.

The artists in this exhibition come from different generations and
educational backgrounds. They do not view the previous generation
as a gold standard nor as something against which to rebel. They
are unconstrained by narratives of career development. They

do not see art history as a linear story in which the new replaces
the old, and they do not see their work as a link in such a chain.
Instead, as Qiu Xiaofei describes it, a more appropriate metaphor
would be to see art historical predecessors and stylistic threads as
constellations of stars. Historical context is no longer a constraint
of similarities, nor is it an identity-based label; instead, it is a fluid
subject that is discovered and reconstructed in the process of
making an artwork. The here-and-now becomes a flexible vessel
whose boundaries are defined by communally shared emotions.

In Li Ran’s paintings, we can see how he draws from Republican era
satirical cartoons that lampooned the period’s social and political
ills. The emotions churning within these closed environments are
akin to those of religious myths performed on a theatrical stage. Li
places a psychological exploration of Chinese “petty intellectuals”
from almost a century ago in the present day, searching for clues
about the origins of our current situation in what they left behind.
Wang Xiaoqu distorts and transforms everyday visual schema,
images buried deep in the collective subconscious that retain a
contemporary ideological tenor. Wang looks for their connections
to other classic cultural images from history to create humorous
dislocations. These artists’ works offer subtle and playful responses
to the age-old subject of what constitutes “Chineseness.”

After the decline of Socialist Realism, artists began to break down
and reconstruct temporality in painting. In Qiu Xiaofei’s recent
work, the complementary narratives of Chinese and Soviet history
serve as a distant backdrop, while family history is the veiled
protagonist. Here, a wormhole that collapses historical time, familial
time, and present-day time appears in a meta-landscape of the
subconscious. The formal languages and affective mechanisms of
the paintings are two sides of the same coin, a relationship evident
in the juxtaposition of symbols of melancholy.

For Han Mengyun and Yong Xiang Li, the here-and-now also
encompasses the dark legacy of Orientalism across the globe. The
first artist offers a corrective, while the other responds with parody.
In appropriating traditional Asian handicrafts, Han’s logic is not
that of a renaissance of these techniques; rather, her work offers
a comparative cultural study of image-making in the postcolonial
context. Symbols that traverse religions and cultures, woodblock
printing, and manuscript production techniques represent
Han’s search for unorthodox modes of image-making outside of
mainstream art history. Her work explores the circulation of motifs,
the origins of diversity, and the potential for shared emotional
resonance. Yong Xiang Li explores connections between paintings



and objects (often furniture and decor) such that materials in space
become extensions of paintings and the paintings themselves
become readymades. Together with viewers, who must move
around them to get a full view, the installations become a mobile
ensemble. Han and Li’s works illuminate social realities while also
countering critiques of painting’s elitism. The PVC in Li’s work,
usually used for shower curtains, and the pitch-black wrought iron in
Han’s work, often used in residential windows, serve as metaphors
for the atomization and constraints of contemporary life, as well as
destructive gendered power structures.

This way of deploying styles is not entirely new. Since Marcel
Duchamp, artists have borrowed distinctive cultural forms from
various historical periods.G They are not just borrowing styles; all
pictorial and spatial elements can be freely used on the canvas.
Yve-Alain Bois referred to the field of painting as a “relation of
dynamic forces”’ Contemporary painters do not merely coordinate
these forces on the canvas, but also see painting as an object that
itself becomes one of these forces. They thus manage the collisions
and confluences of these forces in a larger four-dimensional space.
This approach is also how painting can escape medium-centric
ways of thinking.

This escape beyond medium incorporates high levels of hybridity,
sometimes manifesting as synesthesia. In addition to rebelling
against the dominance of iconography, Xie Nanxing is interested
in how various techniques might also be used in a collage-like
fashion. His strategy has no narrative goal; instead, Xie aims to
activate the other senses, experimenting with how to evoke sound
and smell through the picture plane. His meaning is concealed in
how he both exposes and conceals his creative process. Hybridity
can also be expressed in the transfiguration of imagery. The image
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distortions in Ce Jian's paintings have an almost religious sensibility.
The mechanical arm that is the subject of her paintings sometimes
forms the many-headed Hydra of ancient Greek mythology, while
elsewhere it is composed of shells, propellers, and spinal cords.
Diverse forms of humans and human-made objects originate from
and return to nature, weakening the borders of the artificial. At
the same time, Jian situates her paintings above wallpaper, one
of the most commercial modes of image-production. The images
evoke one another, augmenting iconographic considerations while
mocking the original sin of painting: its commercialization. In Wang
Zhibo's paintings, animal forms hover between primate (evolutionary
relatives of humans) and canine (loyal, domesticated companions
of humans for millennia). Her human forms, meanwhile, shift
between heavy flesh molded by civilization and popular symbols
from the virtual world.

Painting today aspires to become a meta-medium: all media
can be part of painting, and all techniques can become painterly
techniques. Painting is not just a form of embodied creation, it also
serves as a mirror onto humanity. The ontological development of
painting parallels the development of modern human subjectivity.
With growing critiques of anthropocentric thinking, the discourse
surrounding painting’s status as a medium has also turned a page.
This exhibition presents an attempt at this new mode of discourse,
as well as the varied efforts of these outstanding artists towards
this end. However, we cannot forget that, even as the organizational
forms and boundaries of mediums constantly expand, we must
occasionally stop to reassess their concrete connections to our
lives. As mechanisms of censorship and the logic of markets push
artistic freedom to the precipice, it is this self-awareness that can
ultimately save painting.

1. Famously, Robert Rauschenberg erased a drawing by master Abstract Expressionist Willem de Kooning in Erased de Kooning Drawing (1953), and John Baldessari destroyed 13 years of his paintings allin The Cremation Project (1970).
2. Here, we have not rushed to call it a “crisis.” Every technology that was thought would “kill” painting has been absorbed into painting in one way or another.
3. David Joselit, “Painting Beside ltself;" in October 130 (2009), 125-34; David Joselit, “Reassembling Painting;” in Painting 2.0: Expression in the Information Age, eds. Manuela Ammer, Achim Hochdérfer, and David Joselit (Munich:

DelMonico Books, 2016), 168-181.

4.1sabelle Graw, “Frozen References to Life in Avery Singer’s Paintings,” in The Love of Painting: Genealogy of a Success Medium (New York: Sternberg Press, 2019), 262-274.
6. For further exploration of this topic, see Nicolas Bourriaud, Postproduction, trans. Jeanine Herman (New York: Lukas & Sternberg, 2002); Rosalind Krauss, A Voyage on the North Sea: Art in the Age of the Post-Medium Condiition

(London: Thames & Hudson, 2000); Peter Weibel, “The Post-Medial Condition,” Arte ConTexto, no. 6 (2005): 11-15.
6. Laura Hoptman, The Forever Now: Contemporary Painting in an Atemporal World (New York: MoMA, 2016), 21.

7. Yve-Alain Bois, “Matisse and ‘Arche-Drawing’” in Painting as Model (Cambridge, MA: MIT Press, 1990), 50.
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Han Mengyun’s (b. 1989, Wuhan) painting practice emerges from traditional Asian
crafts, such as woodblock prints and copied manuscripts. Through these crafts,
she explores how the meanings of cultural forms change as they become migratory
symbols under globalization. “The Shape of Silence” series, shown here, centers on
the history of religious imagery and how it functions as an object of cross-cultural
exchange. Through this investigation, the artist considers various attitudes toward
life and death. What Migrates Remains, for example, depicts a large tulip. This flower
took on vastly different religious and economic meanings in its journey from Central
Asia to the Middle East and the Netherlands. A related work, the diptych Death and
Folly, depicts a flower rubbing with a glass bead and skull, symbols of impermanence
in Western vanitas painting and Buddhist thangka painting, in the center of the bulb.
This imagery at the intersection of multiple cultural currents becomes an abstract
schema under the artist’s brush. Her works in the exhibition are also full of religious
metonymes. In one piece, a cathedral window and a moon cast light upon one another,
while elsewhere, skeletal bones symbolizing life and death lie beneath a tall wall—
here, religion connotes both sanctity and confinement. The small paintings in the
exhibition simulate the display of handwritten manuscript copies, emblematic of
Han’s creative methodology. Religious architecture sometimes serves as a painterly
motif, sometimes as a physical fragment in space. When civilizations collapse, their
traditional crafts tend to be perceived as antiquated technology, negatively labeled as
decorative or decadent. At times, they warp into props of Orientalism, bought and sold
on global markets. Han’s work does not follow a simple logic of “revival” or “rectification,”
but instead explores alternative, unorthodox possibilities within historical cycles of
globalization and de-globalization. The artist seeks out and produces new modes of
perception in this cross-cultural environment.
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Han Mengyun
The Finality of Love

2023

Oiland acrylic on canvas

Triptych: 2 paintings, 45 x 210 cm each; 1 painting, 75 x 210 cm
Courtesy the artist
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Rooted in iconographic research, Ce Jian's (b. 1984, Shandong province) work explores
the tensions between drafting and painting and raises questions about meaning and
form. Her paintings in this exhibition, such as the Sisters, Demoiselles, Sphinx, and
Hydra pieces, use mannequins and industrial robots as meta-images to explore the
structural similarities and potential for deformation of various visual schema. Jian
paints these lifeless, hollow bodies and giant mechanical arms as deformed almost
beyond recognition. Although these figures exist only as visual specimens without
personal histories, their anthropomorphic appearance imbues the absurd scenes with
a strange sense of life and oppressive tension. Jian’s research on the body spans time
and region, ranging from prehistoric creatures and mythical monsters to contemporary
robots and cyborgs. What these bodies have in common is their hybridity and
variability. The mythical Sphinx—a half-human, half-beast monster—has body parts
drawn from multiple species as well as superhuman powers and intelligence, and
therein lies its danger. In Jian's series, hybrid creatures sometimes comprise organic
and inorganic materials, such as propellers, bones, and conches, while elsewhere
they combine to form the dreaded nine-headed Hydra of Greek mythology. Towering
over an apocalyptic landscape, it appears as an idolized subject, exhibiting its power
through its dramatic posture. This imagery offers a subtle critique of the ideologies
embedded within technologies, as well as how they have come to colonize art.
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Ce Jian
Sphinx (5)

2022

Acrylic, marker, and oil pastel on canvas
220 %200 cm

Courtesy the artist
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Li Ran (b. 1986, Hubei province) often begins his work by searching for inspiration in
the archives of Chinese’s recent past, drawing upon materials including literature, films,
drama, and comics from the Republican period, and works of theater design from the
1950s onwards. Li employs diverse media, such as painting, video, performance, and
installation, to explore his longstanding interest in the struggles between intellectuals
and their social environments across history, the entangled narratives of art history and
politics, and other topics. In his work, enigmatic figures, inexplicable relationships, and
disjointed plotlines appear in succession against stage-like, self-enclosed backdrops.
Some of his artworks draw inspiration from Shanghai-based satirical cartoonists of the
1930s, including Ding Cong, Ding Song, and Hua Junwu. In addition to these artists’ formal
languages, Li Ran is also interested in their historical context, and how re-examining
the period may lead contemporary viewers to reflect upon their own circumstances.
Through subdued humor and metaphoric compositions, Li hides complex threads of
modern history, fragments of daily life, and anecdotes from his friends in these depictions
of “bourgeois intellectuals.” They range from the vagrant with a broken leg in Waif, who
wavers erratically between multilayered, fractured contexts; to the comfortable camper
in Three Days Plus Two Nights Equals 72 Hours, who enjoys quality, lightweight outdoor
equipment; to the distressed intellectual in He Can Jam with His Shoes Off, whose mind
seems to linger in the tension between rationality and emotion; and even to Spend the
Whole Spring, the artist’s only painting in the exhibition without a human figure, in which
the protagonist is absent and yet also seems to be omnipresent.
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Oil on canvas
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Courtesy the artist and Lisson Gallery
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The “painting-sculpture” is a key form in Yong Xiang Li’s (b. 1991, Changsha) practice.
Based on the commonalities between painting and object-making, it is both an
exploration of space and a rebellion against traditional canvas painting. In this
exhibition, three large-scale painting-sculptures unpack the metaphor of “inner space”
through two-dimensional composition and three-dimensional structure. The furniture-
like shapes of the sculptures, the interior walls simulated by the PVC materials, and
the decorative functionality of the readymade industrial products all subtly gesture
toward family structures, gender dynamics, and the atomization of life in contemporary
society, inducing a sense of security as well as claustrophobia. In two works, closet
doors that cannot be opened seem to invite voyeurism, matched by the knowing
looks of the figures depicted on them. Made for this exhibition, the “Headpiece” series
borrows the double-sided form of ancient Chinese jade cong. The series also draws
inspiration from eighteenth-century European anatomical illustrators’ erroneous
conceptions of the human body’s internal structure. The figure in Joy Granter is based
on the god of drama from southern Fujian province. The piece simulates the experience
of viewing a shrine, appearing both mysterious and absurd. Li often parodies mistakes
and illusions in his practice, for example appropriating optical art to challenge the
rules of perspective. By using “incorrect” methods to display his paintings—hung on
the bottom of the cabinets to imitate doors, suspended on translucent plastic sheets,
presented as imitation shrines, or shown on pedestal-like objects—Li creates three-
dimensional spatial clusters of his works that disrupt traditional approaches to viewing
art. All these works are ultimately connected by their psychologically-charged images,
puppet-like figures, recurrent patterns, and ambiguous borders.
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Yong Xiang Li
Loaded Lines, Plastic Rain

2019

Acrylic, oil, and wood stain on wood, PVC sheet, chains,
accessories, and metal eyelets

250 x120 x 56 cm

Long March Collection
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Qiu Xiaofei’s (b. 1977, Harbin) recent works often stem from imagery related to houses
and expand into meta-scenes of public squares and primitive, natural subjects like
forests and caves. Qiu painted some of the small compositions of snowy huts on
wooden boards cut from old buildings’ support beams, and others on Bengali jute
canvas, creating subtle textural differences. Here, the artist depicts lonely cabins
secluded in the mountains or the wilderness. At times they transform into the chest
and ribs of a sick man on his deathbed or a humanoid figure with a deformed head
and face contorted in pain or doubt. In Qiu’s paintings of caves, time feels unstable. By
overlaying different images on the canvas, the artist topples any sense of flat or three-
dimensional space, as if the composition were a mosaic embedded into stone. Qiu’s
works also incorporate symbols that evoke cycles of life and death. In one work, a figure
who seems to sprout up like a plant holds a creature that resembles both an infant and
a skeleton. According to the artist, the cave entrance nearby can be understood as a
wormhole connecting different times and places. Qiu’s series of forest paintings is full
of potted plants, cats, and other things that do not belong in such a setting. This sense
of not fitting into nature is a metaphor for the human condition—in these dreamlike,
primitive scenes speckled with mysterious light, the border between people and things
begins to blur. In Shadow and Belovezhskaya Forest, figures are interlaced with their
own shadows or mirror images, embodying two principles of painting: representation
and affect. In Qiu’s works, surreal distortions of time and space flow freely in an
enduring liminality.
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Qiu Xiaofei
Forest
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Courtesy the artist
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Reality is at the core of Wang Xiaoqu’s (b. 1987, Guilin) fantastical compositions,
creating an interesting relationship between formal surface and thematic interior. She
often appropriates visual elements from daily observations, news clips, and portrait
photos online, which she then decontextualizes, deconstructs, and deforms in absurd
ways before reassembling them on the canvas. Although the characters in her works
bear recognizable traces of everyday life, they appear more like humorous, generic
images, spun from memory. Galloping Horses, for example, combines the titular motif,
which symbolizes masculinity in classical Chinese paintings, with a familiar scene of
leaders on an inspection tour. Wang’s depiction accurately and humorously captures
the distinct gestures and postures of a bureaucratic group photo. Wang intentionally
violates the norms of traditional portraiture, blurring the subjects’ faces and magnifying
body language to highlight the socially performative nature of bodies in public and
amplify the painting’s satirical effect. Wang often structures her compositions as
portraits but gradually dismantles the figure with each conflicting brushstroke. This
is particularly evident in her recent series of paintings of pansies. In these, Wang uses
water-based paint and drip techniques to convey the dynamism of the flower petals.
Despite her delicate portrayal, the flowers seem to mutate into distorted faces, staring
at the viewer. The seemingly irrelevant titles of these paintings hint at their playful
nature, portraits disguised as still lifes. At the same time, the series echoes the herd
behavior and ideology behind the “Chinese-style group photos” that Wang Xiaoqu
examines in her portraiture.
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Wang Xiaoqu
Conference Room

2023

Watercolor, acrylic, and oil stick on canvas
160 x 220 cm

Courtesy the artist
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Wang Zhibo’s (b. 1981, Zhejiang province) paintings often have an air of absurdity,
reflecting a sense of mental and physical alienation under capitalism. In the self-portrait
Piggy, Homesickness and Toucan, the artist adopts a pose from Western classical
painting. Her elderly face contrasts with her youthful body, and the yellow brushstrokes
convey conflict and mystery. The origin of the surrounding architecture is unclear,
making the painting’s temporality even more ambiguous. Wang’s works often contrast
prehistoric, “primitive” bodies with more modern ones. Elsewhere, a man with bulging
muscles and the face of an ape poses like a kung fu movie star. Although his provocative
posture emphasizes strength, the contradictions within this image complicate the
viewer’s gaze. Weightlessness is also an important metaphor in Wang’s paintings. In
another work, a heart—a contemporary emotional shorthand overused in social media
and often coded as feminine—becomes a hollow human face. The figure’s hair, a classic
marker of identity and culture, and the composition convey a sense of floating. The
identities of Wang’s subjects are often ambiguous, their faces replaced by animal heads,
retail products, or fruits. Animal figures seem to oscillate between dogs and gorillas, also
defying identification. Wang layers these motifs with functional patterns similar to those
used in industrial manufacturing. The paintings appear to represent the spirit of the era,
atestament to how consumerist “lifestyle” discourse has domesticated modern humans.
Here, the paintings are displayed suspended in midair, and their staggered sequence
strengthens the sense of weightlessness, creating a serene corridor within the gallery.
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Wang Zhibo
Piggy, Homesickness and Toucan
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Courtesy the artist and Kiang Malingue
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In many of Xie Nanxing’s (b. 1970, Chongqing) paintings, the object is hidden, leaving
only an impossible riddle. For his latest series, “Exploiter of Dreams,” the artist buries
any potential interpretive cues in a chaotic dreamscape, blocking viewers’ attempts
to form a coherent narrative. Ambiguous figures seem to emerge from out-of-focus,
complex compositions. On the cusp of recognition, they slip back into obscurity,
enveloped in an endlessly evolving dream. Xie further erases the figures behind layers
of mark-making—one of his favored strategies. Exploiter of Dreams No. 3, for example,
is covered in blotches of pigment that seeped through from another canvas that was
layered atop this work and then removed later on. The blurred geometric lines that
result recall draft marks that have not been wiped clean yet, and the collage-like color
blocks evidence this process of alteration and disguise. In Exploiter of Dreams No. 4,
ink splashes, layered painted surfaces, and amorphous figures obstruct the underlying
text, interrupting the narrative to create a strong sense of unease. This technique
recalls the automatism of Surrealist poets, who drew upon the logic of dreams and
intuition to free subconscious expression. Xie's disorderly mode of expression, as
well as the many layers of meaning and paradox in his works, generate surprising
connections and collisions between disparate imageries. His canvases seem to have
limitless potential: they can channel the dynamics of a dream, echo a melody, stage
an event, or compose an ineffable visual poem. The paintings on view here exemplify
the artist’s recent work: remaining vigilant and provocative toward art history and
ways of seeing while also exploring the internal rhythm of his painterly language. In
addition to all this, Xie continues to observe and represent his lived experiences in the
contemporary moment through his art.
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Xie Nanxing
Exploiter of Dreams No. 3

2022

Oil on canvas

240 x 200 cm
Courtesy the artist

Xie Nanxing
Exploiter of Dreams No. 4

2022

Oil on canvas
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Courtesy the artist
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On each weekend during “Painting Unsettled,” UCCA Edge will present a series of enriching public programs, including five discussions with artists and scholars,
three guided tours led by inspiring special guests, two workshops, and a screening of video art by participating artists. Additional special programs will be held
throughout the exhibition period, covering topics including film culture and more. For the most up-to-date information on events, please refer to announcements

on UCCA's official website and UCCA Edge’s official accounts on WeChat and other social media platforms.
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About UCCA Edge

UCCA Edge T 2021 F 5 BXYAMFFA. UCCA Edge fiiF LiBFRL XL 17, Eiﬁ
FEHIT=R, Bt 6500 FI5K, EFEIE 1700 FHRERT, ARXFINES,
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Opened in May 2021, UCCA Edge occupies 5500 square meters over three levels of the new EDGE
tower in Shanghai’s Jing'an District. Designed by New York-based architects SO - IL, the museum
includes 1,700 square meters of gallery space as well as a wraparound outdoor terrace and public
spaces including a lobby and auditorium. As an integral part of the UCCA constellation, UCCA Edge
mounts exhibitions of leading Chinese and international artists, some developed exclusively for
the Shanghai audience, some touring from other UCCA locations. Situated just north of People’s
Square and Suzhou Creek, and directly above the Qufu Lu station of the Shanghai Metro in a bustling
revitalized neighborhood, UCCA Edge has already become an essential destination and an integral part
of Shanghai’s vibrant cultural fabric.
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Located in the former French Concession, UCCA Kids Shanghai organizes workshops, classes, tours,
and more for children aged 2-12, drawing upon UCCA's exhibition programs as a resource for engaging,
whole-child learning. Through programs of weekly classes, special workshops, and camps staged over
summer vacations and other holidays, UCCA Kids teaches creative and critical thinking through art.
Students create their own artworks, learn basic technique, and discover great artists and styles, making
UCCA Kids classes a great way to inspire a budding artist or round out an early school education.

UCCAKids Li8 EiSTHHICKEETL 262 S
UCCA Kids Shanghai, No. 262 Jianguo Xi Lu, Xuhui District, Shanghai
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Exclusive exhibition merchandise is now available at UCCA Store!
Inspired by pieces by Ce Jian, Han Mengyun, and other participating
artists, this collection of exhibition merchandise includes phone grips,
charity tote bags, and more, sharing the artists’ fresh approach towards
painting in new and exciting ways. For every tote bag purchased from
this collection, UCCA Store will donate RMB 1to UCCA Foundation's
initiative “Opening the Door to Art,” raising awareness for philanthropic
programs that are helping make the next generation’s artistic dreams
come true. Find UCCA Store on Tmall as UCCA 1 i} & or visit UCCA
Store during the exhibition to purchase.
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Scan to find Scan to visit UCCA
UCCA Store on Store’s official
Xiaohongshu Tmall store
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Become a UCCA Member, enjoy a year of art!

UCCA £REEARARFARBEETZANED, REESRANTBESRREANXHLRZENNES. WASREHE
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UCCA membership offers the perfect opportunity to more deeply experience all that China’s leading institution of
contemporary art has to offer. We have recently upgraded our membership program to offer access to four locations
without the purchase of additional tickets, special welcoming gifts, priority exhibition entry, members-only events, great
savings and discounts, exclusive benefits for families, and more. When you become a UCCA Member, you are making a
significant contribution to our mission of fostering the development of contemporary art in China.

Scan the QR code to become a
UCCA Member
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+86105780 0200 (4t3) /+862166286861 ( Lig) ,

MFEMEWEL UCCA SRTKIXMBHZE members.edge@ucca.org.cn

*For more information, please speak to our staff at the front desk, or call
+86 10 5780 0200 (Beijing) / +86 21 6628 6861 (Shanghai).

To make a group purchase, please email us at members.edge@ucca.org.cn
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