simubﬂon

bidirectiondl

EX: Wm&EH
Liang Xinghao

2020-2025

O©LIANG XINGHAO STUDIO



Z2ER: WOE
Liang Xinghao: Bidirectional Simulation

2020-2025

O©LIANG XINGHAO STUDIO



40 O5

B# Contents

FS OG- ~ o v 4 Foreword

A O8 - -3 Personification
Xt 40O- -9 Light

il g O - - 5 Room

SEE OG- -1 17 In the flesh

i o) 1 18- -123 Profile

O | O




PES: WaAEH
Liang Xinghao: Bidirectional
Simulation

EBRmS

images number

AIHEE T RESEFNLERELRECEFR . BRSELIRITIERIC

=, EmBRBESSEHEZURSHAR (1 B8, TAZAR) E

‘ ERUABEERSHENURMNEMIRZBRX ST, BIMERIAHT
JER, SENMRURESREERFRERSIWELAI (fig. 1 SEEYOO Art
Space, ZE2T =, RB%"Riddle of Sphinx"&&H ) B9 HKE

2, BEZEERE,

This volume documents Liang Xinghao's practice in recent years, as
well as his creative manuscripts, stmpte-writings, and studio records.
The SollECToN of images will be digitally numbered, e.g., (1 Barrier,
Performance Art), to facilitate the presentation of the work in the
exhibition and to differentiate it from the other process drawings,
and the documented photographs of the work, the referenced
materials, and the process images and their numbering will be
organised in a way that fgcilitates the reader's reading, e.g., (fig. 1

SEEYOO Art Space, LiangSé&u{::‘s studio, in preparation for the
exhibition "Riddle of Sphinxy) fo der's convenience.

B T

Fig. 1 ZE227ESEEYOO0O Art Spacelllist#&, E&XRN
2 “Riddle of Sphinx” #, 2020%

Liang Xinghao at SEEYOO Art Space test installation,
in preparation for the double solo exhibition "Riddle of
Sphinx", 2020
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MEANRES: A

1st Chapter
Reflexivity of objects
Personification

BENRESY
Media Ontology and Objects

£ 2019—2020 FHE, NMAERESKENCHFEFHFATKRILE
SBE, EISRMEXRTREZRARZA, SERELSFEROMIE, L8
Z MR E S HEIEE X R BIRIKN T IEENTIRE .

B 2022 Fie, IEMMRBENNARSZKEAEIIMSEAPAR—HF, B
FEREIRAESMFISNEGRKE, ERABY "B XFHTR
BERE . AETFEEGNBINERE, BAVSWZEXR . FRBE
HEREREZAR, BHMMAREENIERENZ—

BEZ MR, BXRTENEE:

ﬂ%ﬁ%éﬁ_f“bﬁﬁ%kﬂ’ﬁ_iﬁ M TEMERNERFTR? EEFF

X CENBMER” UK ENRANER" NEISIEERS, EEENY
1¢—1’Ejj ZARIER AT AR IR B — ERBIITEN S RIR A BERNIL o
K, AMIKRSTRNE, EMEAARN “BE (prosthetics) 7 , 7EH
AEBTE—RSWEE . B, EEEBSAMERE, FREIER
FARERE—ATEREEEX—BENEN ., X—ETREREFR
ASENZ BIPAFXR,

EEFHENAREHNEN T, RESTENERERQOWMAERS, eIET—
ZALL “ERRIG " AERNER . BdEFEXL N SEYER /N
B2, BYEMEE .. S8 5170285E, FESMWEEAN
BFAE——EWNE . T, DUIRXNEhIER,

XEFTUMAPHEEBEAEAATNEN, tREHEABSFE. K
m, FNEASMNNHEESERE, XAU=RNEHEBFF ERTEK
e

Between 2019 and 2020, small-scale sculptures and installations had already
entered my artistic practice. At that time, however, | was still trained within an
academic painting framework, where painting remained central, and materials
beyond painting primarily functioned as supplementary media.

Beginning in 2022, much like how the invention of the camera once transformed
human perception of reality, the exponential expansion of data and the omni-
presence of readily accessible images prompted me to turn inward and reflect
on the nature of images themselves. Unlike the representational logic of two-di-
mensional images, installation art—concerned with articulating relationships
between objects and emphasizing physical presence—gradually became one of
my primary modes of practice.

This shift raised a fundamental question regarding media:

Is it possible for a medium to perform an ordered form of self-expression inde-
pendent of human presence? Within Marshall McLuhan’s theoretical framework—
where “the medium is the message” and media are understood as extensions

of the human body—manufactured objects, as artworks, appear to require the
activity and consciousness of another subject in order to exist meaningfully. Yet
what was unforeseen is that media, as human prosthetics, could one day be
intercepted, modified, and even enter into dialogue with their origin, exerting in-
fluence back upon the body itself. Artificial intelligence exemplifies this condition,
prompting me to reconsider the epistemological relationship between humans
and media.

Influenced by Friedrich Kittler’'s media ontology, | began to direct my attention
toward objects themselves, producing a series of works structured around the
concept of an “object theater.” Through these works, | attempt to liberate man-
made objects from the passive condition of being sculpted. By arranging them
through specific systems, sequences, or behavioral logics, | seek to endow them
with human-like qualities—such as affection, boredom, and the need for move-
ment.

These seemingly idle objects radiate moments of humanity marked equally by
distortion and contradiction. Yet as their makers and users, we ourselves are no
less constituted by such contradictions?
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Metal Sculpture

15x4x4cm

2022

ZER HiE

R - FEAMEE R URER
Sculpture made by Liang Xinghao
Named/Photo by Monika Drabot
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Fig.2 %8 "=IER" BB I
Reinstalling the motor for the "cooking
class".

Fig.3 & "=IEIR " INEIT EFLERS
Adding LED light & adaptor to the
"cooking class".

Fig.4 JEXFIREZE(EAN “ IR BIBES

Forks and sculptures as part of a ‘ N

"cooking class". Fig.5 F#5
Sketch
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Cooking Class

"Wha Wha",
Cookhouse Gallery Chelsea College, London

KRN . BREI SRR, Byl BITE.
AREBR, 257X, 2023, RYA/EE

Oven housing, iron model missﬂe, motor, neon
|ighf, wooden table |eg, microphone, %029, D
mensions Variable
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Fig.2 Z1Fi& (/BE0)
Cooking Class
(detail)

P ERERE LRI B ES RS I o EI IR T =S S LRIERISE
FE=EHRESE . MK, hHR—IeERKNRERRERL, HZ,
FrE BREXTER @ T XD INVNEIHURAE A o

Two ovens confront one another in a posture of power. Countdown
signals and the roaring sound of fighter jets circulate through the space,
amplified until they resemble the prelude to an imminent and highly
charged competition. At this moment, all spotlights converge on the small
mechanical box.
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Fig.3 Z1EiE (=4t
=

Cooking Class
(View from above)

Fig.4 ZtFi2 (A
8 )

Cooking Class
(Inside)

FmBEAEE, UR—EARBRMIODGESIAEE—ERX . EHE
S5ENSE—HRE—MIARNE=ARUE, KESEFIRREHE
SEMAHSEAEN—ED .

MEEFNRE, EAREEHFRFIEFEZA, EHRICHNEEZTRE
FFo

ER "IKEBREE" UK, BREBEBRIBRK—IBMIEER
RE" S8, MAENEZERNESETFR, WRIEESES . BAFZE
FENBEASNAOEN . BT RERANEKEE .. FRIEOREEE (
HORMP ERYEESRTTRY ‘1T " ), URAEX—FRGHFEE—TIN ‘=
", HEMAET —ESARZHNRER,

ERNEZESERRNBKRSERERE, AMX—IANRLEEIPD
PINNREZH, A, XMEKSHRATF? EREX DA, F()
51, 5EAENERBEBIEFE,

Through sound, along with a set of metaphor-laden objects and readymade
devices—microphones, ovens, and timers—the work constructs a fractured
third-person perspective, positioning the mass audience behind the screen as a
constituent part of society as a whole.

The occurrence of modern warfare has become increasingly confined to the
screen, unfolding under the pressure of public opinion.

The microwave oven, functioning as a “glass screen,” suggests an imminent
destruction—the missile being “cooked” within it. Meanwhile, clusters of mi-
crophones and chair legs symbolize media apparatuses and power structures
that concentrate, amplify, and regulate discourse. The ever-present tension of
potential eruption, the cyclical shift of focus (marked by the abrupt “ding
the microwave timer), and the “object” that directly confronts this entire system

|

of

together form an unsettling tableau.

A cacophony of sound and a suffocating sense of danger permeate the space,
yet all of this occurs solely within that narrow screen. So what does this tension
have to do with me? It is precisely within this question that we find ourselves
forcibly severed from our surroundings.
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HEEMET R iR, EENG . BE. SHNSEA, 5
EBKIH, 2023, 150cm*80cm*150
The Duel of the N A cm*80cm*150cm

W”'h ZerO BGSiCS Iron metal plate, ping pong table, pendu-

lum, sweeping robots, ping pong podd|es,
150cm*80cm*150cm

‘In Tandem”, \
Cookhouse Gallery Chelsea Cq
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Fig.5 B% In
Tandem Z#Hi7
In Tandem
Exhibition
Installation in
progress

Fig.6 EEfiFrFic
BNRAIXSR RIS
7, VI/REEZARF
b=, 163

The Duel of the
Novice Athletes
with Zero Basics
displaying in
Chelsea College of
arts, London

FERUMFTFIEEN RIS RE—HTBRER . AT EANLEEME
ENFEDENEA, BIKFERBIIE, EBRMMAE, BEK
AR RBEATIT . EFHNBAKRETRENRS, &
IR AL, AERSRITEERK, FIALRBRRAST R

MG BRI, BA 25" — N EEKH, EEXGEESA
FTEERK, B/REETE, EETRMNEBCHRERRE, NS
BE 2T Bt —ERMMNIRRIB S, F20E7 [
LRI -

The Duel of the Novice Athletes with Zero Basics is an uninteresting work.
Two sweeping robots created for the convenience of human life working
long and boring hours for years until they are replaced and abandoned
by a new human invention. Having lost their intended role, the discarded
robots pick up human civilisation again and begin to learn the exclusively
human act of entertainment by attempting to play table tennis.

The two “sweepers”, each “holding” a ping-pong paddle, look like they’re
trying to play ping-pong, occasionally hitting it, but mostly moving aim-
lessly due to their own internal programming - until they hit the edge, they
will switch directions and continue on their way.
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5#73%: 60 /5
Tempo: 60BPM

“Internal States”,
Cookhouse Gallery Chelsea College, London

AKTREN &

2023, R AR

Slide Projector, moving images,
Dimensions Variable



Fig.7 #%: 60 #/
o RREF
Tempo: 60BPM
in the process of
installing

EXHEmER, ZRRUSSHE0MAIRERRE CRIREER .
BB, BTFAONNEEESSFH6E0MT (AKTH-REHL120M0) BIRZE
AR R, FRE “IRE, WRIER" 951, BREKROENRAT
B R AR ET—— o Mo AL B £ 1% o

BHEERFN, MARZ.

RELRRBART EMRN , EIEFEFRET 5120008, HTIREKAT
WS TR, BB T 7EK, MERMEIRMEEEL],

BEREREN, SAREE T RARNENNR, EERAWERN
KE, I, MMSASEME—F “REFHE" 89K, BR7T
REEESENZBEROEERIXER,

In this work, the artist records the movement of the eye at a rate of 60
frames per minute. Simultaneously, a slide projector operates at the same
frequency—switching through its 120-slide carousel with the repetitive
sound of “click, click, click.” Within this synchronized system, the eye’s ro-
tation assumes the role of the clock’s second hand—orderly, mechanical,
and relentlessly moving clockwise.

Yet the clock is always orderly, while the human body is not.

The flesh remains bound to biological reactions. At the 120th frame, as
fatigue and dryness set in, the eye releases a tear—only for the cycle to
resume.

Through the medium of video, the artist inverts the expected hierarchy of
the gaze: that which should be viewed becomes the mechanism of view-
ing. Here, the mechanical and the corporeal exist in an anti-cybernetic
tension, exposing the ambiguous interplay between the human body and
media in their reciprocal act of looking.
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Fig.8 #lI{EHAI—EBH 4T
TH (FI1EIZEE)
Some of the slides in
the production
(Processing)
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Curated by Galia Kollectiv, Chelsea

6#KELHIZ
Endless Love
"MA Show 2023,
College, London
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Fig.9 £&#

1 (RERS
#l) Installation
modelling
(drawn by Liang
Xinghao)

Fig.10 £E#
w2, EHHE
FHIEIS A E
| (REE4
#l) Installation
modelling 2,
later used to
make record
covers (drawn
by Liang
Xinghao)

Fig.11 XE¥FHE
E1 (RER%
#l) Installation
plan 1 (drawn
by Liang
Xinghao)

Fig.12 £&E#Z
3 (RERA
#l) linstallation
modelling 3,
later used to
make record
covers (drawn
by Liang
Xinghao)

Fig.13 X&E¥FHE
E2 (RER%
#l) Installation
plan 1 (drawn
by Liang
Xinghao)
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| constructed two wooden structures that elevate two stones to a height
close to that of the human body. The stones are connected through spiral
metal tubes and power sockets, as if a technological system had been
forcibly implanted within them. Through this intervention, the stones are
endowed with qualities humans often claim as uniquely their own—emo-
tion, intelligence, and love.

Hidden at the base of the installation are miniature turntable compo-
nents, giving the impression that the twin structures murmur softly to one
another. Accompanying the installation is a video in which a man delivers
a monologue to an unseen “other,” recounting an experience he cannot
let go of and a love that quietly emerges. At the end, he asks: “Why don’t
you respond to me?”

Yet here and now, the two stones remain simply stones. They may have
existed side by side for thousands of years, but they do not necessarily
share a human conception of time; to them, this duration is merely a
moment.

This project constructs a speculative narrative: one stone acquires
human-like cognition through mechanical intervention, while the other
remains unchanged. Over time, the awakened stone develops emotions
and attempts to communicate its love, yet receives no response. This
one-sided affection creates an unbridgeable divide. At another level, the
love itself is founded on projection—the assumption that the other must
share the same intelligence and emotional capacity. This Artemis-like
narcissism transforms a seemingly sacred gift into a potential curse.

In a future shaped by technological monopolies, might an irreconcilable
divide also emerge between newly engineered “humans” and those who
remain unchanged?
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Fig.15 XEREH
B (BBHFE, %
XM ) Installation
exhibition view 1
(dark environment,
lighting effects)

Fig.16 & E/EEHT
#A Detailed view
of the underside of
the unit

Fig.17 ZE&EW A
Left unit view

Fig.18 ZERHEH
B2 (BE3REE, XTI
24E ) Installation
exhibition view 2
(dark environment,
lighting effects)

Fig.19 #
#7 "Endless love”
(&R EEmR
BIX FHRIFAR )
Moving images
"Endless love"
(text and images
to accompany the
installation)

Fig.20 & ERYJEEE
HH P08 1 I RS 2H
B, IERUREE
ZEEZEFRHF, CUTSY
ZIl 1

The base of the
unit consists of
two record players,
with records and
sounds recorded
by Liang Xinghao
and engraved by
CUTSsY

i
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i
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6.5#55 {7 S ———
Misalignment . R -

"MA Show 2023",
Curated by Galia Kollectiv, Chelsea College, London
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Phantom
xE

B, RIEHEM
A& KT

Installation

Projector, reflector
and grid light

Dimensions Variable
2023

ENE/= BT HINE

Residency Programme

HERBRRESKS, RBESEE. HIFESTAEYMEZEBNXERE ., AES5TMmE
SEA—F “Aalzy” | BF=E, AMARBHEAERINEE, FEEAETESE
MR=STEE,

X—ZBREREEMDFERDRE=EAS ., SHEEEM, XFAWETY, M
ERERTEE: BEAMIERIENBR TALMENSLEINE, WAKE, HAsklEN=E
SIABE4E .

EFX—#%MO, RARB=EUNRENZOEN, EEANEBETBIEF, XABRE
RPFNSE, ME—MBEEEN. HEERSEBIONE . BUXY TN, =EREW
A—REREENMNEELR, EEMASRIRNEATNEE. THRNE.

AEU—FRIERNBEMBMENLR, RITCWEAEN—FEERRNEN TR, £=8
PERERE. NS "IN HER, FHEXEEBIRABEIOERIGIEELR,

In my early installation practice, | constructed relationships between objects through structure,
sequencing, and behavior. Sound and readymade noise functioned as “invisible materials” that

permeated the space, offering an entry point for viewers while shaping its rhythm and tone.

This experience shifted my focus from objects to space itself. Like sound, light does not adhere to
objects but operates directly within space, quietly organizing the order of vision, dividing zones, and

introducing a temporal dimension into an otherwise static environment.

Through this transition, | began to treat space as the primary medium of installation. In museum
residency projects, light is no longer used merely for illumination or ambience, but as a mechanism
that directs attention and produces hierarchy and distance. By intervening in lighting conditions,
space is transformed into a choreographed viewing experience whose structure continuously

signals what is meant to be seen.

This chapter examines a series of museum residency projects, exploring how light functions as
an institutionalized tool of perception—one that constructs focus, ritual, and experiences of the

extraordinary, while revealing the mechanisms that organize how we see.
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Fig.22 ET{E= LI

Experimenting in the studio
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Fig.23-25 AT/#&
U/ B AU
=, LR UE, 2023,
KRB DIE, 16
2, Window

Artificial, simulated,
constructed virtual
wishes, installation
views, 2023,
Millbank Tower,
London, Window

Pudium Millbank Tower2—MuFACE /OB AR,
XMERF, HiXEBRERE, RREEREHX. 8%
MRIBAT e . BRER T HARE DNRITEAR RY6H
B, FEENBRBREDMENFEE . RN TFHAZEREE
TREBRIES KT FAR LRI M E R BB fE AR £, MARLA
FHRT U EM RN R SEMEBE . ATEASNRE
M, DB STMEREHFIREEEENEE ., BEifA
EEE—B "LES BN, EESEMNE LREE—N
HRIERE,

Pudium Millbank Tower is an office building in central London,
in this work | tried to deconstruct the space and explore the pos-
sibilities of light, colour and materials in everyday spaces. | used
ceiling lights, which are common in offices, as reflective materials
and displayed them in the office room. The lattice of alumini-
um lamps that should be at the top of the office room is placed
in dramatic order on the floor, while the lamps that should be
glowing are dimly illuminated by other coloured light sources.
Due to the reflective properties of the aluminium alloy, the light
is broken down into colours and projected onto the walls of the
room. In the corner of the room there is a “signal-less” projector
that is projecting a small patch of blue on a metal grid.
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MomentE HZ AR ZEFHE SR ERHR S1EFMAIRER
B . ZRAREREENEIEFRRIEBINEERTE, 1RIT
FHEEZT —TERN, THHEANEZRER, BRXNE
RN 2Z2UWAREHF—TERNHEE , BWRELEEIFESL
B, S RIMAMIEN—DRINBIRAZR A ELE,
NERBERE T AT EE o

WARIE A BB B+ KASBIERR « BEARIKT SRS HifwE
BESHAZEE, UARSRILEE LR, BSELEKTIER
L. FURHPR—HEX—HRRBER, MEHEFEUR, B
MARN WXL R F AT “EXNE" . EXERNERR
TENBEREMESE, TRT — M ARATHREANZE, W
RELIMAIELT "Bk RERME, RENEE.
EEEATYE . BB 5ISMHRMEMA LRI A 5T
M= EH BB T w BRI ERIFRAS .

10#

Momenf The environment of the exhibition itself constructs its own
unique narrative, | focus on the montage narrative in the film
. combined with the site environment. ‘Moment’ is a large-scale
A collaboration

, installation by artists Mengmeng Luo and Xinghao Liang. They
between Xinghao

turn the stairs of the gallery into an accessible cinema building,
Liang and Momo

which at the same time is presented as a huge sculpture in the

Luo exhibition. As the audience walks up the stairs they realise that
Mixed media they are stepping out of a container with an unknown full view,
2024, as the building is built behind them.

17100*600*500cm
Together we make the internal cinema an inaccessible space,

where the viewer finds themselves behind the screen, gazing into

Fig.30.Moment ( 9ZBE the unknown, with narrow passages, dim lighting, and uncom-
5 ) fortable sounds, making the experience of watching the cinema

and the space as a whole a dramatic content in its own right.
Moment (mfemo/ corridor

view)
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Fig.31.Moment (1% Fig.33.Moment (Rhino
E#1) OMY-XTAE BREE) RER
= &H 2251

Fig.32.Moment (# Fig.34.Moment (Rhino
HEH2) OMY-XT BiEE2) Z2ER
1E=E 287 2241

Moment Moment (Rhino
(archifecfura/ Architectural
drawingl) © Studio Modelling 1) Drawing
MY-X Drawing by Liang Xinghao
Moment Moment (Rhino
(arc/’:ifecfura/ Architectural
drawing?2) © Studio Modelling 2) Drawing
MY-X Drawing by Xinghao Liang
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Fig.35 Moment (4)E0E
IR )

Moment (External Roof
View view)
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Fig.36 Moment (AEBsZ
b )

Moment (inferno/ cinema

view)
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Fig.37 Moment (A
EfEETHIAE )

Moment (internal
corridor view)

Fig.38 RECKE: Z
= "BDEE "B

Inspiration: old "3D
film" projectors

Fig.39 MU ARAEHNZE]
FEEIRLNE, S
EBYINALEFIR S o 2N
AFEIAIE—TK
B EMAEaTHE T
ABIEE, — D&
B BT o X TNE B
JEFEIRSE DA o

Upon reaching

the far end of the
Corric/or, visitors
are drawn to small
apertures in the
wall. Through these
openings, they
glimpse a room
inaccessible from any
direction—a crimson
cinema. The seats
within this cinema
face the audience.




Fig.48
[BIfR, HTE
The Rift, detail

s — =z
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3rd Chapter
Room

e
Drawing & Painting

B 2024 Fiig, LB T {(Moment) XELAZ=EMEAZOIZAR
X2 fE, EARFAREFNBESEBMN2020FEHFHBR, SEINES.
X—ENRHIES BB NRIEL, MERR—MEIKRSRL: S=EFRE
WEHEEN, HEMASEPLE=EE THEARER,

EX—MER, SEZHNGERMENELZ, BRXEED. 525K
SHE2EW, BEEERZHHINEES, EEPNTERUFFRESHE
BEXlF. BESHE, FR—MNTRESKEZENEE,

X—FerEA (Room) . FEEEHRNBBMLNKE, B2
EEHEER. RELY., EERRBHN=E, AM, SHIEHLNS:s, ™
EEAMZAFELEETN: BIMNSIRERES, KEE=RAHE, E
BRI RSLRBEEH O,

Beginning in 2024, after engaging in spatially driven practices such as Moment,
the artist began to re-examine and deconstruct the pictorial language devel-
oped since 2020. This return to painting is not a continuation of existing forms,
but rather a process of retrieval and internalization: as space is no longer direct-
ly constructed, its residual experiences are instead processed through painting.

During this phase, the work gradually shifts from the depiction of concrete
objects toward the articulation of moments, scenes, and states. The paintings
often lack a clearly defined narrative subject; instead, elements within the frame
confront, permeate, and juxtapose one another in contradictory ways, forming
structures that hover between order and imbalance.

This series is titled Room. A room is part of our everyday environment—a place
of temporary presence, repeated passage, or quiet neglect. Yet it is not a static
container. Subtle changes continuously unfold: the view outside the window
quietly shifts, light moves across the interior, and the corridor does not neces-
sarily lead to an exit.

65



11#/8) 8
The Rift

AACHE
oil on wood
46x60cm
2024
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12#5515&
The Mute

HERE

oil on canvas
200x150cm
2025
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Fig48. 25183 47
The Mute, detail

Fig49. TIEZ=/E
Studio View
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13#
Dear

MEHE
oil on linen
130x80cm
2025

e
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r, detail
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14#2F 5 L
On the Stage

ARHCHE
oil on wood
60x40cm
2025
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15#35 A
Hunter

EEE

oil on canvas
60x80cm
2025
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Fig.51. J8 A 475
Hunter, detail




16# 415
An if

HERE

oil on canvas
70x100cm
2025
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’7# “g 1
Window

AHHE, A, ZMWENR
oil & acrylic screenprint on wood
30x20cm

2025
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18#
Hold on, Fire

TAZK(FR)
AHI+=R
Performance (film)
5743’

2020

Photo by Shang Siqi

E it

&
4th Chapter
In the flesh

78, &

Performance/film

B 2020 F, HEFRUBEAENFHTOMEF—LRRN
%, KECEAREWNTNAE, &&EMFR (Holdon, fire) &
RIRE, ILeFASKN—3oRESS, HHEECHIE,
—Zl, FWEEHERE "BH" NEE, LENJLEE, a9
ERDWERBENSBOARRIRS|, B L REREIKEHITIT
AEARBIER

BF 2023 FE, ERAmEL “BA" AEHHESCUE
&, REFFENTECHNREALAN: EEFEAMEmEER
B, BUNRAMEASHEBEIMUARKEZIRAZE, BAAARERE
¥ N ERBER, XEBINFENHNENBFXNER? L,
HREFHLRE T W “EF178 (Digital Performance) ” , FB
AR —FIRES: ABED, (BEETHINEENTEHN “KE

(Avatar) ", FFHREEGUME

As early as 2020, | began to use my body as a medium of creation—
suspending myself in different corners of the city with my hair as a
rope. In my work Hold on, fire, | ultimately set it alight, allowing this
part of myself to turn back against me, as if shooting at myself. That
was the moment when | first began to confront questions of identity.
In the following years, my attention was drawn toward media and poli-
tics, leaving me little reason to continue working in performance art.

It was not until the end of 2023, after two years of creating installations
around Anthropomorphism, that | began to re-examine my approach.
Installations are often constrained by the metaphors of their materials.
Yet, if anthropomorphism is already used to represent human beings,
why not bring the human subject itself into the work—placing it in
direct dialogue with the medium we are confronted with? From this
reflection, | proposed the concept of “Digital Performance”: a mode of
practice where the physical body is present, yet the action is carried
out by its extension, the Avatar. Through this, | seek to free my practice
from the tedious and clumsy metaphors of contemporary art, as well
as from the endless dialogues of identity.
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Hold on, Fire

Hangzhou, China

TRERN(FHB), AoN+=»
Performance (film), 543", 2020
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7£ (Hold on, fire) /1, HAGSEEFHHEMIRIEAILLR , £
—EEXEFFIHERTR, BRNESEENERRIEIFELE
170 BLLRIENER, BBUEBBTHT, HIFELETREST

EmEE,

Ke/=, BBETRBISERE R o MAFREI K IG5 2L R B/ BE = a1 &
BIE "FKT |, REIFEFEDHBIIES I TR, e,
BB LIRBINIE, FEEEMFRELTUFKIE— R — R E R
B, BEAFTEL,

In Hold on, fire, I positioned my body at the edge of urban infrastruc-
ture. Beneath a pedestrian bridge at 1 a.m., traffic on the adjacent
highway and national road flowed continuously at high speed. Using
my own hair as a rope, | suspended my body beneath the bridge until
it could no longer support my weight and | fell.

Subsequently, the hair used for suspension was set on fire. Flames \
quently, p Fig.39 E/&&m

and the melting oils from the hair fell back onto my body, effectively Screenshots

“shooting” me, and the fire ultimately ignited my shoulder for approxi-

mately thirty seconds. | exited the frame while still burning.
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19# A&, BEEETNFBEX
| Can't fish, but I'm a good fisher-

man

"Testing-Testing-1-2-3",

Cookhouse Gallery Chelsea College, London, Oct 4, 2023

BF1TH/IImERE
2023, Bf—/)\BY
Live Performance

2023, one hour in length

REFEARHEARKZE ., TEEMENREBFEHITIER
B —KBR. —B/FF, URKEH EREZMAFELRY
H—HF. . 8. 8. EiekRN, Uk—F
EZREXREE R0 VR IRE

BYLEPRER, RTIAAERY, FRENEThEHEE
2, E#E L VR RS, BEEXPHNEe, BEINIM
AR A—ES KRS, FRFET—RER
(VR Fishing) BB o FERFXH, FWHE T —AF
HERESME, HABRNS8., BRI "+oHNNEE, &
PR TRNEE,

2E, WREMSBERREITALR, BHEW, EIL=
BHRERFERR, FEFRIE=E,

BMRETZHE, BMRKINY ET—FRE,

| entered the gallery space wearing my suit. The space was
arranged to resemble my everyday working environment:

my desk and chair, along with the familiar clutter—books, pill
bottles, food, a lamp, a laptop, and a VR headset connected to
alarge monitor.

| sat at the desk, removed all my clothes, and placed them
neatly into a desk drawer. I then put on the VR headset, took
control of my in-game avatar, changed its appearance from a
virtual suit into a flamboyant outfit, and began playing a game
titled VR Fishing. Within the game, | was transported to a beach
in Korea, where | started fishing. In less than twenty minutes, |
caught six fish.

Afterwards, | changed my avatar back into a suit, exited the
game, dressed myself again in the physical space, and left the

gallery.
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Fig.40

HASHE, BFENIFE
xX (1BREEMT)

| Can't Fish, But I'm a Good

Fisherman (Recorded Image

Screenshots)

I have never been to Korea, and | have never caught a fish
successfully.

RELICS:

Whitechapel Gallery Books: Utopia and The Sublime;
Pill bottles;

Sex education book Position of the Day;
Monitor;

Uneaten omelette;

Lamp;

HP laptop;

Meta Quest 2 VR headset;

Wallet;

Office desk and chair;

Drawers.

Photo: Mali Liu
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Caught the fish!
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HFTRAHEFE (KEXE)

: . HE%Z Umh. %8 . Arduinoftk
R . iphone. 7NHAE . BIRZE . ipad. 1&
BZE., TEF, 2024 RIAMR

Digital/Live performance

(Installation Interaction)

lron, zinc screws, acrylic, iron pipe, Arduino
c|eve|opmen+ boord, iphone, six-axis robotic arm,
remote control car, ipod, microphone sfond,
lamps, etc, 2024, Dimensions Variable

gg#i@iﬁﬁ%ﬁlzﬁ?% , IRBEEFI—

Don’t Have a Good Day, Have a
Great Day .

“An Undefined Covariable”,
Curated by m C3 & Mandy Wang, Artsect Gal-
lery, London



EXEMBTAERF, RETEBEEN—REESWUAR
B, BN —ERNAMCKE—ZREEIRIHEF LRIV
B— A= EHRAEMITH . KESUREF. RIE, Hit
RREXCHBEENE, 2EMREASENFHBHRITH,

BIIRBED S ENEFLEX—NNWMES, FRBRERL
A—M AR IERIRM . ARSI —EHEN
Thae 55. &0, sifF—Izi2=d), mulARE R EX

Fig4l BB,
X PNEEEIFERES
FENH, NEHEE
ERES (5] FRBFE, HaBlD

BB EENEE

The interactive
installation component
continuously traverses
the gallery space
throughout the exhibition
opening, engaging
strangers in conversation

via its screens.

Fig.42. #8875, &
BITHS —ig, —iEg
/&, ZARRIEZERINT
B, EXEREHRE

BIELXNE

For the performance
segment, at the far end
of the gallery space,
concealed behind a wall,
the artist engages in a
dialogue with screens
and installations while
positioned before an
array of fluorescent
tubes.
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RESEEHITEN ., fERirE (Don’ tHave a Good Day,
Have a Great Day) EXBEEF (XEHmKR) (Free Guy) HE
Pl EREEADIRIE,

BEXMzHE, (FRIWME—MFCMENEDINS: YW LAk
RRR, AIheELRE; BihAR%E, ARENHN, HRIWERE,
AAEER

In this live performance, | interact with the audience through a screen
positioned in the corner of the gallery, while a humanoid apparatus—a
robotic arm mounted on a mobile platform—acts on my behalf within
the space. The apparatus shakes hands, exchanges pleasantries, and
delivers a programmed self-introduction, enacting social behaviors
typical of an exhibition opening.

By delegating presence and interaction to this mechanical surrogate,
the work transforms absence into an operable condition. The artist’s
body is disassembled into a set of mediating functions—signals,
interfaces, and gestures—remotely controlled, while the audience
engages simultaneously with both screen and apparatus. The work’s
title, Don’t Have a Good Day, Have a Great Day, references the default
greeting of the virtual character Guy in the film Free Guy.

This configuration produces a paradoxical mode of presence:
physically proximate yet functionally absent; interaction occurs yet is
mediated; sociality is performed yet replaceable. The work explores
the tension between embodiment, mediation, and the conditions of
contemporary social engagement.and absence are cut into two parts.
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Fig43-47. #1753 &V E
IR T

Installation Views and
details.
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XINGHAO
LIANG

12

THE=
Studio

6 Banchory Rd,
London, UK SE3
8SW

ABOUT

RER (1999 FETFHEILE) , MELH, ERREEKRE
Ao RIEEULENRER, EHEKRE., 78, HEREFESE
BENEN . KEEAHSENEMEN, MURHEEHENE
T, BRI MEAREURZ B HERIEL M STHECHIE D

ZReHEEMNER=EE A, FBIY . KESEH PR
HREXRIMERE . FEREN . H SIMIBHLEH, MmUNA.
BEBRSENESN, HEZREZEFERNNES R IEEI
BIRTREME, EIAY, thiRiEEEHIERIFESAHELE, HITH
5. BESHMZEKA, £R—FMIRIFIESHBE 2L
%,

ZESERIEEREHTHK Asian Society (2025) , A#EIKE

18 (2025) , HK K11 MUSEA (2024) UREIRErILZEME
(2023) . MMEEBEARFL (2022) ,

Xinghao Liang (born 1999, Beihai, China) is an artist and curator
currently based in London. His practice originates from painting
and extends into installation, performance, moving image, and
sound, encompassing a cross-media approach. Painting, as the
foundational medium of his work, not only carries the intuitive di-
mension of creation but also functions as the methodological core
that maintains continuity across different fields.

Liang’s work often begins from specific spatial contexts or con-
structs theatrical environments through light, installation, and sub-
tle objects on the canvas. In exhibitions, residencies, and site-based
practices, he employs strategies of intervention, images displace-
ment, and simulation to explore latent narratives and unmani-
fested possibilities within space. At the same time, he emphasizes
investigating the tension between the corporeal, the historical, and
the mechanical by generating internal contradictions and uncer-
tainties, producing experiences that exist independently of linguis-
tic articulation.

Liang Xinghao’s work has been exhibited recently at the HK Asian
Society (2025), K Space, Chengdu (2025), K11 MUSEA, Hong Kong
(2024), as well as Arsenale Nord, Venice (2023) and Powerlong Art
Center, Hangzhou (2022).

N
Website

www.liangxinghao.com
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http://www.liangxinghao.com
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LY
RESUME

CONTACT

Studio: +44 0798577879

Email: liang_hsinghao@outlook.com

FREMH

Education

2023 16 ZANAE UAL » Chelsea H1/REEE RiIg T F bz Z=EAR
Mt

2021 REEARZFRABZAZRRER ERFL

2023 MA Fine Art, UAL Chelsea College of Art and Design
2021 BA Printmaking, China Academy of Art

IR
Awards

2023
WK - MRA B
Geoff Dudley Fellowship

2022
o e =B AVARSE D P N
17th Arte Laguna Prize Finalist

B RINERZ AR
2nd Asian Wave Art Prize

WNSFFHFHFE
Asian Youth Rookie Award 2022

BICCHZEERBIERME
BICC International Creative Competition

2020
BARE L IE R E 2

ltaly Fabiano Printmaking Prize

KTk

Collections

"elzim", Wi F a2 inse
"Memory Field", Collected by Huayi Auctions Co.

"R, WGE T 228
"Hot", Collected by Great Art Space (Shengzhen)

i EE
Talks

2024
RmEET . —FBE, A, PE
"Diagonal Resonance", One Reed Bookstore, Chengdu, China

2025
AR BIET MR8, BNER, L EXIBK
“Curating as: Creation " Narrative Space: Chengdu, Online Symposium
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NEINTE
Solo & Duo show

2024

WA Duo Exhibition

Diagonal Resonance, Unix Studio, Chengdu, China
(XFAFIS, UNIX STUDIO, BEB, *E)

2021

WA Duo Exhibition

Stand and Stare, Great Art Space, Shenzhen, China
(B5 "W o, mE2=E, R/, BE)

2020

“ME Solo Exhibition

Records of contemplation, SEEYOO ART SPACE,
Hangzhou, China

(ME=, SEEYOO ART SPACE, #M, E)
2020
SN Duo Exhibition

Riddle of Sphinx, SEEYOO ART SPACE, Hangzhou,
China

(Hr53ss 82k, SEEYOO ART SPACE, M,
=)

B o B R
Selected
Exhibition

2025

FERE, RFEZAR=E, b=, RE

Waiting Room, WhiteShepherd Gallery, London, UK
RFEHN, K=1E, ES, FE

New Horizon, Asian Society, Hong Kong, China

In Real Life, London, UK & Reno, USA

Stage, SET Woolwich, London, UK

R, Biede Box, b=, FE

2024

IDEA! BEFEZARREERE, XLY MoMA, B#ER, E

No Passive Mingling, RCA Battersea, London, UK

BAZENX, XLY MoMA, R, RE

L, TSN, i, RE

An undefined covariable, Artsect Gallery, London, UK

A Touch, a glancefZft « (N2, K11 MUSEA, HongKong
Unravelling, Central Saint Martins Project Space, London, UK2023
17th Arte Laguna Prize finalist, Arsenale Nord, Venice, Italy

FF BRPIISE, WASE AL, TK, A E

2022

20S XX Hp, HIEEEANE, N, PE
AR, REBEES, M, FE

AURA, TINERZAHL, M, FE

2021

WMESL, HIZEARE, 1N, RE
FTLOFMK, WTFEARNE, M, FE
EEER, REEAE, BN, FE
EHJAKRE, ECM Gallery, HMl, FE
BALSHE, 3SYZYGY, &l hE

2020
Mind the Gap, SEEYOO ART SPACE, #iM, hE
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PACES

Fairs

2025

ART SHENZHEN 2025, K Space, Shenzhen, China

(20252 RRIIEE =, K=E, R, HE)

ARTO021 Shanghai Contemporary Art Fair, K Space,
Shanghai, China

(ARTO21 B8 —HRZAREES, K=E, £&8, F

)

2023

Swab Barcelona Art Fair, Li Gallery, Avinguda Rius i
Taulets, Barcelona, Spain

2022

ARTO021 Shanghai Contemporary Art Fair, Li Gallery
Shanghai, China

(ARTO21 st —H R EZAE LSS, BEH, E, +

)

22])

Swab Barcelona Art Fair, Li Gallery, Avinguda Rius i
Taulets, Barcelona, Spain

JINGART Art Beijing, Online Platform, Li Gallery, Online
Exhibition

(JINGART Z2¥%dt=, EEE, L LEY)

2021

The 14th Hangzhou Art Fair, Zhejiang Exhibition Hall,
SEEYOO ART Space, Hangzhou, China

(
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%
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THEMMNEARBES,
U, RE)

SEEYOO Art Space, #pLf=

The 2nd Guangzhou Contemporary Art Fair, Li Gallery Poly

World Trade Exhibition Center, Guangzhou, China
(BRI NERZAREES, BERE, M, RIERE

)

The 26th Guangzhou International Art Fair, Li Gallery Nanfeng

International Convention and Exhibition Centre, Guangzhou,

China

(EHAREMIMNERZAESS, BEEB, N, mFEERK
=REAL)

=
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