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在成都创造空间
Create Spaces in Chengdu
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Upon entering the new wing of A4 Art 

Museum, I was unpleasantly surprised by 

its irregularly shaped floor plan accented 

by thick round columns. This new space, 

once an old parking lot, did not meet my 

expectations of a brand new museum. I hold 

fond memories of A4’s original space, which 

had undergone many transformations over 

the years. Despite its compact size, the old 

museum boasted a comprehensive number 

of functions—exhibition hall, education 

center, bookstore, and coffee shop. A4’s 

original plans for relocation promised a 

spacious new home in Chengdu’s Tianfu 

New Area, but the designated site was 

demolished to make way for construction 

of a main public road. The museum con-

sequently spent two long years negotiating 

with the project contractor, Chengdu Wide 

Horizon Investment Group Co., Ltd., 

for an alternative solution. After several 

proposals, they finally agreed on moving 

the A4 Art Museum into a space originally 

built as a parking lot for the new theater 

house in the prestigious neighborhood of 

Luxelakes.

The title of A4’s reopening exhibition, 

“Create Spaces,” is imbued with multiple 

layers of meaning. If we consider A4’s 

original relocation plans as involuntarily 

aborted, the museum’s eventual success 

of attaining another site for makeover 

was a sound alternative. Though, in the 

eyes of Wide Horizon Investment Group, 

A4 may be just a cultural accessory for 

Luxelakes. The museum, as a symbol of 

sophistication and taste, can help drive 

up the neighborhood’s real estate prices. 

How does the museum respond to its new 

commercial affiliation? Is it independent 

or subsidiary to Wide Horizon? As an 

institution that strives for professional, 

academic endeavors that are educational 

and internationally engaging, how can 

A4 balance its service to the public with 

its commercial associations? A4’s official 

registration as an art museum would be a 

vital first step to attaining the organization’s 

independence and diversifying its sources 

of financial support. 

In the exhibition, 12 artworks are 

dispersed throughout an array of spaces, 

including the outdoor patio, the lakeside 

harbor, exhibition hall and the basement 

of an adjacent building. Three works use 

sound to sculpt the viewer’s spatial experi-

ence. Dutch artist Edwin van der Heide’s 

Pneumatic Sound Field (2006/2017) uses 

air pressure passing through pneumatic 

valves to create a boundless soundscape. 

Outside of the exhibition hall’s main 

entrance, Feng Chen’s rotating black 

disk W (2017) invites viewers to take off 

their shoes and socks and sit and listen to 

noise arriving in waves. Norwegian artist 

Marianne Heske’s recorded sounds from 

beneath an icebreaking ship resonate from 

a dark room in an exhibition hall.

Noffice, an art group consisting of Zhu 

Ye and Wei Haoyan, presents an installation 

Secret of Streets: Chengdu (2017). Viewers 

are free to walk through the space to view 

an array of big red lanterns, potted plants, 

a lodge, ads for ID cards, silk banners, 

street vendor furniture and a horizontal 

propaganda slogan that reads “Create a 

harmonious community, develop a dynamic 

Chengdu.” The intentionally clumsy ar-

rangement of these objects offers insight 

into the artists’ work process involving 

anthropological and sociological field work. 

Located in a hallway that viewers must pass 

through to reach the main exhibition hall, 

the installation serves as a filter between 

art and life.

Illuminated by red LED lighting, Ju 

Anqi’s Red (2017) consists of a repetitive 

display of the Chinese word “dui” (right, 

or yes), a video of pedestrians passing 

through Tiananmen, and a Chinese tu-

nic suit decorated with red LED lights. 

While the red glow suggests a heated 

sense of rebellion, the visual acidity of He 

Xiangyu’s 13 Lemons (2016) is in contrast 

cooling. These two works exude a general 

sense of mundanity, but the two exhibition 

guidebooks were carefully crafted and 

wonderfully written. The first guidebook, 

designed for children, includes illustrations 

created by Sichuan kindergarten students. 

The second guidebook features three 

chapters on sound, light, and sensory 

experiences, explaining how these themes 

relate to the exhibition. By way of these 

publications, the museum team explores 

the possibility of creating spaces between 

art and interpretation. 

Passing through the hallway adjacent 

to W, I f inally encounter the featured 

heavyweight of the exhibition—French 

artist Jean Michel Bruyère’s La Dispersion 

Du Fils (2008), an immersive media work 

screened with a 360-degree 3D AVIE 

system developed by Jeffrey Shaw. For 

this work, the artist has taken 22,000 

sequences from more than 500 movies 

filmed between the years of 1999 and 2007, 

and woven them into an ever-transforming 

video piece narrating the tragic Greek 

myth of Actaeon.

As I exit the exhibition through a 

dark pathway, my eyes have difficulty ad-

justing to the brilliant early summer sun. 

“Create Spaces” made efforts to support 

the museum’s ambitious new mandate 

of building a f lexible, participatory art 

space that connects art with the city life 

of Chengdu. The realization of this vision 

can only be revealed in time, as A4’s old 

venue had achieved great community im-

pact and institutional prestige over its nine 

years of operation. Gu Ling (Translated by 

Sheryl Cheung)
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