
Painting in the Time of Technophoria
- On Zhou Siwei’s art practice and his latest solo exhibition “New Phone for Every Week”
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What does an ordinary day look like for most us nowadays? You are likely to reach 
for your mobile phone before your mind is fully turned on. Your home screen, 
filled with notifications from last night while you slept, shines brighter than your 
serenading alarm. You get ready, and rush to the nearest subway station. With 
a swipe of your e-wallet on your phone, you hop on the subway while the transit 
fare is instantly deducted from your bank account. For that matter, you can hardly 
remember the last time you saw paper money. On your commute to work, you 
shuffle between the multiple messenger apps and social media platforms to catch 
up with the “world.” If time allows, you indulge in a few video clips on YouTube 
or even try to level up with your teammates in the “Honor of Kings.” Meanwhile, 
infomercials moving along subway cart windows with a few occasional glitches, 
as if the underground tunnels have built-in screens that stretch from one station 
to the next, compete for your attention. But you have long been indifferent, or even 
desensitized to advertisements, be they in motion, looped, or still. Once you get to 
work, whatever your job may be, it’s likely you operate on some kind of monitor, if 
not on multiples. Your proficiency in all of the devices at work is has become your 
second nature, which does not require any forethought. And, by the time you get 
off work, the city’s nocturnal atmosphere revels on with artificial stimuli that keep 
all of your sensory responses alive. Although you might not be able to identify the 
great dipper, but the night sky lusters with a constellation of hundreds of drones 
into silhouettes of images, glyph, or even propaganda slogans that are easier for 
you to recognize than the stars. The high-rise buildings and menacing towers, 
key players of the urban jungle in the daytime, contending for a city’s skyline, 
have now turned into plugged monoliths, on which infomercials roll on in endless 
syncopation. Well, you get the picture. In fact, a verbal narrative, or a single image 
would not suffice to portray our daily routine, and perhaps the reception of such 
narratives string together faster into a mental video clip than it’s told. 

The phenomenon described above is synonymous to the world of Jonathan Crary’s 24/7 where 
we live in a sleepless late-capitalist era of permanent illumination, inseparable from the non-
stop operation of global exchange and circulation¹. Half a century ago in The Medium is the 
Massage, Marshall McLuhan made the prophetic claim that “The medium, or process, of our 
time – electric technology – is shaping and restructuring patterns of social interdependence 
and every aspect of our personal life.”² Since then the impacts of this environment have grown 
exponentially. In our case, not only have we become accustomed to the convenience of digital 
technology, we embrace, celebrate, or even crave for a technophoria. The mobile phone – 
among many other hand-held devices we operate on a daily basis – has become an extension 
of our sensory stimuli and receptor. Our needs and desires are purely satiated by the continual 
evolution of these electronic devices.³ Whilst the ubiquity of digital technology allows us to 
access and engage in the world at any given time and place, we seem to have entered what 
McLuhan refers to as a primitive or pre-alphabet age, where people lived in a space that is 
acoustic, horizonless, boundless, olfactory, rather than purely visual.4 In other words, people 
who lived in such times represented realities like x-rays, involving everything they know, rather 
than what they saw. Zhou Siwei’s recent solo exhibition, “New Phone for Every Week” expresses 
the dynamic and varied conditions of our everyday lives, which raises questions about what it 
means to make works of art in this environment, especially as some argue that the medium of 
painting and sculptures fall short of embodying the contemporary condition. 



that impacted the ways we look at works of 
art. For Zhou Siwei’s generation of artists, the 
arguments that Berger expounded are further 
compounded, exacerbated, if not exponentially 
complicated by China’s unprecedented period 
of economic reforms, where the art education 
one received was out of step with the ever-
changing environment one experiences.  

It seems impossible to elaborate on Zhou 
Siwei’s current art practice without examining 
the disconnect between his formal training 
and evolving media realities. A graduate from 
the Oil Painting Department of the Sichuan 
Fine Arts Institute – one of the top art schools 
in the nation, Zhou Siwei received a hybrid 
art education. On the one hand, it was deeply 
rooted in the Western art tradition from the 
Renaissance period, which addresses the way 
in which artists perceive space. As McLuhan 
suggested, “His (the artist) conception of 

↖ Installation view, Zhou Siwei, New Phone for Every Week, 
Antenna Space, Shanghai, China. 
↑ Shell (miss you), 2020, PLA 5, putty for modeling, acrylic, 
145 x 75 x 8 mm. Courtesy the artist and Antenna Space.
 *  All Images in this article © ZHANG Hong

Born in the early 1980s, Zhou Siwei belongs 
to Generation Y, a generation that grew up 
watching television and playing first generation 
video games. His formative years of studying 
art coincided with the popularization of 
computer technology and digital photography. 
In Ways of Seeing ,  published more than 
half a century ago, John Berger drew on 
the technological conditions then, namely 
the advent of camera, printing, mechanical 
reproduction and dissemination of images, 
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space was in terms of perspective projection upon a plane surface consisting of formal units of 
spatial measurement. He accepted the dominance of the vertical and horizontal- of symmetry- 
as an absolute condition of order.”5 In other words, the tradition of Western art operates on 
pictorial plains, on which the vanishing points indicate a kind of self-effacement, while placing 
the viewer outside the frame of experience. On the other hand, Chinese art education abides to 
Mao Zedong’s “Talks at the Yan’an Forum on Literature and Art” in which, artistic practices are 
conceived as a means of propaganda that disseminate state ideologies and policies. Were one 
to take an apolitical perspective, an artistic practice or the production of art functions to convey 
a story, or a message. In other words, it assigns the artist - a cultural translator in the Western 
sense - a utilitarian task, whose representation of idealized realities should transmit the 
visually embedded message. Building on Berger’s arguments about perception of painting and 
photography, the popularization of digital photography, computer technology and highspeed 
Internet at the beginning of the 21st century has transformed amateur photographers into 
makers, editors, or even brokers of images. This transformation raises new questions about the 
authenticity of image production and also the values expressed in this process. 

Notably, unlike looking at the glossy mass 
mechanical printing or images circulating on 
monitors and hand-held devices, all of the works 
in “New Phone for Every Week” present new 
pictorial feature – tactility to the painted surface 
– adding a visceral experience that results in 
visual friction. This pictorial feature first gained 
prominence on the painted surface during the 
Impressionist and Late-Impressionist eras. In 
one sense, Zhou Siwei’s adoption resonates with 
the title he’s chosen for this exhibition, marking 
the unprecedented speed of technological 
advancement. In practice, it also allows the 
artist to complete his work much faster than 
his previously stained canvas technique. 
In another sense, these new features draw 
parallels to a former era – the late nineteenth 
to early twentieth century when the Industrial 
Revolution fundamentally transformed the way 

Yellow Diamond (80%), 2020, oil color on canvas, 200 x 
150 cm. Courtesy the artist and Antenna Space.

people lived, and consequently, shifted the order of the world. The impressionists who were 
painting en-plein-air were indebted to the inventions of steam engines and trains that facilitated 
travels for the upper class. The unprecedented sense of speed afforded them completely 
different experiences of landscapes and their environment as a whole. As T.J. Clark described 
the innovation of early impressionist paintings in Painting of Modern Life, “In its discovery 
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of a constantly changing phenomenal outdoor world of which the shapes depended on the 
momentary position of the causal or mobile spectator...”6 Moreover, the industrial production 
of painting materials facilitated their outdoor practice; and lastly, the invention of mass printing 
technology began to undermine the authenticity of image production, and hence the value of 
the creativity. 

Zhou Siwei, a tech aficionado in disguise, has developed a modus operandi informed by the 
shifting media conditions under which we live today. This includes painting the canvas one 
brushstroke at a time, regardless of its dimension; adopting a basic color palette without using 

the two polar ends - black and white, which 
Zhou considers as functional colors; only 
depicting commonplace subject matters that 
are accessible to his viewers and avoiding 
the use of readymade objects to eliminate 
the functional potential for his sculptures. 
Some art critics have argued that these self-
imposed rules challenge the tenets of Chinese 
art education taught in art academies under 
the socialist regime. Chinese art educations’ 
formulaic principles and applications led to 
generations of art dilettantes that made art 
accordingly. Indeed, the formation of such 
a system served the ultimate purpose of 
disseminating specific ideologies.7 I would 
argue that it is precisely the overpowering 
dominance of  paint ing techniques and 
approaches manifest in the practice of many 
Chinese artists that has nurtured Zhou’s sense 
of criticality. It propels him to discover and Amethyst (buy one get one free), 2020, oil color on canvas, 

200 x 150 cm. Courtesy the artist and Antenna Space.

address the above mentioned disconnect in the artist’s reality without completely subverting his 
formal training. Viewing Zhou Siwei’s works in person, we find ourselves looking at amorphic 
imageries in lackluster surfaces where blotches of color are overlaid on each other; the lack 
thereof linear or atmospheric perspective as a result of indetermined light sources; and from 
time to time, sculptures of everyday objects are stripped of any possible functionality. And if 
we were to circulate his paintings in the digital media, a lot of the details on canvas would be 
devoured or even, flattened by the electronic screen. 

How do these self-imposed measures address the changing media conditions of our time, 
and how does Zhou Siwei’s art practice, in his own words, “revolves around engendering new 
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aesthetics?”8 Let us turn to his recent artworks for answers. Zhou Siwei makes a conscious 
choice to depict commonplace subject matters, all of which can be identified in our everyday 
experience. The titles of Zhou Siwei’s artworks make a conscious choice of inferring to 
everyday objects or experiences, yet his amorphic imageries create a cognitive dissonance 
for the viewer. For instance, in Glass bottle plastic bottle, the objects mentioned in the 

work’s title are two variants of a visually 
resemblant object, the bottle. Although our 
common sense reassures us of their visual 
semblance in the physical reality, while the 
electronic screen can often be deceptive for 
us to distinguish one from the other. Zhou 
Siwei’s painted imagery looks nothing like 
what we know of a bottle, undermining the 
notion that “seeing is believing.” As McLuhan 
stated, “Rationality and visuality have long 
been interchangeable terms, but we do not 
live in a primarily visual world anymore…. 
The fragmentary activities, our habit of 
thinking in bits and parts reflecting the step-
by-step linear departmentalizing process 
inherent in the technology of the alphabet.”9 
Hence, Zhou Siwei’s tableaus and sculptures Glass bottle plastic bottle, 2020, oil color on canvas, 80 x 70 cm.

Courtesy the artist and Antenna Space.

seem to attempt a return to what McLuhan 
referred to as the pre-alphabet or primitive 
phase of artistic practice, where the creator 
engages, not only his visual sense, but all of 
his perceptual faculties. This is certainly the 
case for 23° Rain, for which the artist renders 
his feelings of looking at the weather forecast 
on his mobile phone, where the momentum of 
rainfall eventually gathers at the bottom of the 
canvas, while the uniform direction of Zhou’s 
brushstrokes reminds one of the sounds and 
personal feelings of a moist summer morning. 
Simultaneously the 23° , an internationally 
recognizable glyph, providing a universal point 
of entry for anyone viewing the work. Similarly, 

23° Rain, 2020, oil color on canvas, 200 x 150 cm.
Courtesy the artist and Antenna Space.
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Tattoos (Female phoenix covers courage) and Endurance, rose (tattoo) juxtaposes stenciled 
characters or motifs against Seurat-esque backdrop. Zhou’s deployment of the seemingly 
divisionistic (pointillism) background may allude to the same type of rational atmosphere 
that Georges Seurat depicted in A Sunday Afternoon on the Island of La Grande Jatte (1884-
1886), provoking a sense of ennui and isolation despite of all the figures on the shore. While 
our all-encompassing virtual existences shuttle us across continents and time zones in an 
instant click, we are nevertheless left in solitude behind the screen in our respective physical 
realities, akin to Seurat’s figures on the shore. Perhaps, Zhou Siwei’s adoption of Chinese 
characters as an iconic cultural currency can now circulate like Bitcoins on the internet. The 
Chinese characters are given the same iconic value as the rose or a phoenix, and their pairings 
contribute to the overall impression of the person with the tattoo. In other words, even for non-
Chinese speakers who tattoo Chinese characters on their bodies can take them to embody 
whatever meanings they make of them. From these works, it is clear that when the painted 
canvas or sculpture is replaced by the mediums of our digital age, be it TV monitors, LED 
screens, or mechanical reproductions, we are encouraged to perceive art through our own 
experience despite of our conditions of viewing. 

This is also perhaps the reason for Zhou Siwei’s insistence on painting his work with one 
brushstroke at a time, as the process becomes one in which he conjures and translates his 

Endurance, Rose (tattoo), 2019, oil color on canvas, 120 x 100 
cm. Courtesy the artist and Antenna Space.

Tattoos (female phoenix cover the courage), 2020, oil color 
on canvas, 80 x 70 cm. 

Courtesy the artist and Antenna Space.
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own fragmented, non-linear and random experiences. Such non-linearity of creativity is best 
conveyed in this exhibition by the juxtaposition of Butterfly, Balloon, Drones (Future) and 
Butterfly, Balloon, Drones. While both works present a linear progression of technological 
advancement, the visual components Zhou Siwei recycles from one to the other convey 
the serpentine trajectory of artistic practice. To some extent, this presentation explains the 
formation of Zhou Siwei’s amorphic imageries, it also nods to the atemporal quality of the late-
capitalist logic that informs the contemporary condition, pointed out in Jonathan Crary’s 24/7. 
Zhou Siwei’s approach to artistic practice resonates with a conversation between Chris Ofili 
with Peter Doig, where Ofili said, “I might be working on a subject—it can be made up, come 
from another painting of mine, or another artist’s work. I find a way to translate it into my own 
experience. Often, I look at my paintings and I don’t know if they feel like the present day, if the 
time that I’m living in now is actually the time that I’m painting.”10 

In the works discussed above and the many worthy of mentioning, but omitted due to the 
length of this text, it is also apparent that Zhou has not fully severed ties to his educational 
background, as he has adopted what is known as Xiesheng – where one experiences life and 
gathers source material – commonly taught and practiced by all art students in China. At the 
same time, for those who have seen his work in person, they would also realize that his art 

Butterfly, Balloon, Drones (Future), 2020, oil color on canvas, 200 x 270 cm. Courtesy the artist and Antenna Space.
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practice – in painting or sculpture – demands a tremendous amount of time and deliberation, 
which defies the swiftness of Xiesheng, and the aim of mimetic reproduction. The reality Zhou 
Siwei engenders is a subjective one – in which fragmented pieces of information, experiences 
and feelings are mounted together in an arbitrary, or to the artist, an organic order that in 
one way or another, documents the time and conditions we live in. Using Zhou Siwei’s own 
words, “My painting starts with a drawing, based on which the first layer of paint configures 
the subject, and as the layers pile on, I would run into a number of problems, so the process 
of painting is also one of adjustment, in order to achieve a finished work I am satisfied with. 
Of course, there are many ways of going about it. I think this method affords me the room to 
make mistakes. For the same reason, I leave them on canvas for the viewer to discover.”11 His 
effortless attitude and the permission to leave his so-called “mistakes” on canvas, are perhaps 
remnants from a past that can be carried forward, or the fallacy of man that defines the human 
condition, which is, and will continue to collide with the artificial. 

Zhou Siwei considers his practice “aims to produce aesthetics.” Aesthetics are often defined by 
the set of values that support one’s visual representations. If we think of Berger’s example of 
the thousands of pages of records that prove the authenticity of artworks in an art museum, the 
values of those historically canonized works are defined by their ownership, and uniqueness 
and authenticity. In our technophoric era, where values of images are undermined by the 
conditions in which they are produced and circulate, how can one still draw meaning from 
them? Zhou Siwei’s works reflect our current conditions of viewing. I understand his claim of 
“producing aesthetics” to mean that despite of the time we live in, our subjective approach to 
create meaning becomes the set of values that define our aesthetics. In the same vein, the 
artist offers his viewers a platform of visual experience that allows them to discover, establish, 
or even define their own. In a recent casual conversation with Zhou Siwei, he said to me with 
poise and ease, “I think the works in my latest solo ‘New Phone for Every Week’ allowed me 
realize that I can paint anything.” This promising remark points to his profound awareness of 
our ever-shifting technological, natural, political and social environment. Having his finger on 
the pulse of our time, Zhou Siwei’s oeuvres will continue to renew and redefine the values that 
support the production of aesthetics. 
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科技狂热时代的绘画：周思维的艺术实践和他的近期个展“每周
一部新手机”
文 / 贺潇 
译 / 钟若含

对我们现在大多数人来说，日常的一天是什么样子的？你可能在早上还没完全醒来时，

就已经拿起了手机。屏幕上，你昨晚睡着后的信息一个一个地涌现出来，它们比你的闹

铃还让人清醒。你准备就绪，匆忙地赶往最近的地铁站。刷一下手机内置的电子钱包，

还没等你跳上地铁，车费就已经从你的银行账户中扣除。事实上，你已经想不起来上一

次看到纸币是什么时候了。上班途中，你在各种信息收发程序和社交媒体平台之间跳转，

以赶上“世界”的步伐。如果时间允许，你会看上几段视频，甚至是在“王者荣耀”里和队

友打上一局。与此同时，商业信息广告在移动的地铁车窗外闪动，尽管偶尔出现一些故

障，但却像是地铁隧道里的一个内置屏幕，从一个车站延伸到下一个车站，争夺着你的

注意力。你早就不在乎这些商业广告了，甚至已经麻痹，不管它们是运动的、循环的，

还是静止的。你抵达上班地点，不论你的工作是什么，你大概都会在某个或者更多个屏

幕上进行操作。你娴熟地设备操作已成为了你的第二天性，不需要做任何预先考虑。下

班的时候，夜色下的城市充满了人造的刺激，让你所有的感官反应都保持活跃。即便你

认不出北斗七星，天空中的数百架无人机组成的“星系”也让夜空光芒四射，图像、符号、

宣传口号交织起来的轮廓，要比星星更容易辨认。令人望而却步的高楼大厦，不仅在白

天的城市丛林里担任着重要角色，争相占据城市风景中最闪亮的位置。夜色中的它们更

成为了插电的庞然大物，上面无休止地滚动着同步的信息广告。如此，你已经看到了这

幅日常画面。事实上，任何一段语言或者单个画面，都已经不足以描绘出我们的日常；

相比于把日常描绘出来，我们或许早已在心里浮现出这幅关于日常的实况录像。

以上描述的这种现象，正是乔纳森 · 克拉里（Jonathan Crary）在《24/7》中所反复强调的，
即我们生活在一个无休眠的晚期资本主义时代，它被永久照亮，并与不间断的全球交换和流通
密切相关 ¹。自半个世纪前马歇尔 · 麦克卢汉（Marshall McLuhan）在《媒介即按摩》（The 
Medium is the Massage）做出预言——“我们这个时代的媒介或过程——电力技术——正在塑
造和重构着相互依存的社会模式和我们个人生活的方方面面”²——以来，这种环境的影响就在
疯狂加剧。于当下这个时代而言，我们不仅已经习惯了数字技术带来的便利，并且还享受、赞美
甚至是向往着一种科技狂热（technophoria），以至于手机——以及我们日常操作的其他许多
手持设备——成为了我们感官刺激和感受器的延伸。我们的需求和欲望纯粹是通过电子设备的不
断发展来满足的 ³。尽管，无处不在的数字技术让我们可以在任何时间和地点都能接触和参与到
这个世界中，但我们似乎已经进入了麦克卢汉所说的原始或前字母的时代，即人们生活在一个声
学的、无范围的、无边界的、嗅觉的、而非纯粹视觉的空间里 4。换言之，生活在这样一个时代
的人对现实的描绘就像用 X 光一样，涉及到他们所知道的一切，而不仅仅是他们所看到的。周思
维在其最新个展“每周一部新手机”中，就呈现了我们所身处的这个不断变化的，异样的环境；
在这样一个环境中，特别是当一些人认为绘画和雕塑媒介已经不足以体现当代的状况时，艺术家
持续思考并实践着艺术创作意味着什么？



antenna-space.com			          202, Building 17, No.50 Moganshan Rd., Shanghai CHINA		    	 T +86 21 6256 0187

周思维出生于上世纪 80 年代初，这一代人属于所谓的“Y 一代”。他不仅是看着电视、玩着第
一代电子游戏长大。而且，在他艺术的形成阶段，也恰逢计算机技术和数码摄影的普及。在半个
多世纪前出版的《观看之道》（Ways of Seeing）中，约翰 · 伯格（John Berger）指出了当时
的技术条件，即照相机、印刷术、机械复制和图像传播的出现，影响了我们观看艺术作品的方式。
对周思维这一代艺术家而言，伯格所阐述的内容恰逢中国前所未有的经济改革，从而进一步复杂
化和加剧，甚至是成倍地递增，而艺术教育却未能与人们经历的不断变化的环境与时俱进。

若想深入阐述周思维近期的艺术创作，就不可能绕开他所接受的正规艺术训练与不断发展的媒体
现实之间的脱节。周思维毕业于中国顶级艺术院校之一——四川美术学院油画系。在这里，他所
接受的是一种混合型的艺术教育。一方面，这种教育体系扎根于文艺复兴时期以来的西方艺术传
统，强调艺术家感知空间的方式。正如麦克卢恩所述：“他（艺术家）的空间感以在平面上的透
视投影为依据的，这个平面包含了空间测量的形式单位。他承认垂直和水平——对称关系——的
主导地位，并认为这是秩序的绝对条件。”5 换句话说，西方艺术传统是在绘画性的平面上运作的，
在这个平面上，消失点（vanishing point）暗示了一种自我抹杀，同时将观者置于经验的框架
之外。另一方面，中国的艺术教育遵循着毛泽东的《在延安文艺座谈会上的讲话》，将艺术实践
作为传播国家意识形态和政策的宣传手段。抑或，以一种非政治的角度来看，艺术实践或艺术生
产，其功能是表述一个故事，或传达一个信息。换言之，它赋予艺术家——西方意义上的文化转
译者——这一功利的任务，就是让艺术家在表现理想化的现实时，传递出嵌入进视觉层面的信息。
建立在伯格的《观看之道》中阐述的印刷术和摄影对于我们感知一幅绘画的影响之上，数码摄影、
计算机技术和高速互联网络在 21 世纪之初的普及，也将业余摄影师转化成图像的制造者、编辑者 , 
甚至是经纪人。这种转变不但对图像生产的真实性提出了新的问题，同样涉及到因其原真性所曾
拥有的独一无二的价值。

值得注意的是，非同大量机械印刷或在屏幕及手持设备上浏览图像的体验，“每周一部新手机”
中的所有作品都呈现出一个新特征——绘画表面的质感，这增加了一种直观的体验，一种视觉摩
擦。这一绘画特征最早出现在印象派和印象派晚期的绘画表面上。从某种意义上说，周思维对
这一效果的采用也与他为本次展览选择的标题有着异曲同工之处，二者分别标志了某个时代中技
术的空前高速发展。同时，这一实践也让艺术家完成作品的速度明显快于之前在画布上晕染的方
法。从另一个意义上说，这一在艺术家画面上出现的新型绘画特征与彼时——19 世纪末到 20 世
纪初——搭建了某种图像生产的平行关系。即，彼时的工业革命从根本上改变了人们的生活方
式，也因此改变了世界的秩序。印象派艺术家之所以能在户外作画，这得益于蒸汽机和火车的发
明给予上流社会的人士旅行的便利；一种前所未有的速度感，让他们得以以完全不同的方式体验
风景和整个环境。正如 T·J· 克拉克（T.J. Clark）在其著作《现代生活的绘画》（Painting of 
Modern Life）中所描述的早期印象派绘画的问世：“它发现了一个不断变化的现象化的室外世界，
其形状取决于因果关系或移动的观众的瞬间位置……”6 此外，工业化生产的绘画材料也为他们
的户外实践提供了便利；最后，大规模印刷技术的发明，开始破坏了图像生产的真实性，从而削
减了艺术创作的独有价值。

周思维，一个伪装的科技狂热爱好者，在近些年的创作中制定出了一套惯用的手法。它被艺术家
所经历的不断变化的媒界环境所决定的。这其中包括：一笔一笔地将颜料涂在画布上，不管画布
的大小尺寸；使用基本调色，并排除使用两极对立的黑白两色，因为周思维认为它们是功能性颜
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色；只描绘观众日常可以接触到的主题，并避免使用现成品，以消除雕塑可能会承载的功能。一
些艺术评论家认为，这些自我制定的规则，挑战了社会主义制度下艺术院校的教育宗旨——这些
艺术教育中公式化的原则和应用，导致了一代又一代的艺术生奉为圭臬地进行艺术创作。事实上，
这些系统的形成，其最终目的是为了传播特定的意识形态 7。而我认为，正是因为这个系统在绘
画技巧和方法上的压倒性优势，使其深深地融入到许多中国艺术家的实践中，成为他们的第二天
性，而这也同时培养了周思维的批判意识。在不完全颠覆他的正规训练的前提下，推动他去发现
和解决上述艺术创作与现实的脱节问题。作为站在实体作品前的观众，我们意识到自己在颜色暗
淡的画布表面上看到难以立刻识别的图像，彩色斑点相互重叠；以及由于难以确定的光源，而导
致了绘画缺乏线性或事环境的透视效果；日常物品的雕塑也被剥离了任何的功用性特征。而如果
将他的作品流通在数字平台上，很多画面的细节则会被电子设备的观看条件所吞噬。

那么，周思维是如何采用这些自我制定的创作方法来应对我们这个时代不断变化的媒体状态的，
他又是如何——按他自己的话说——“展开有关美学生产的工作”的呢 8 ？让我们从他最近的艺
术作品中寻找答案。周思维有意识地选择了描绘日常题材，这些主题都可以在我们的日常经验中
找到对应。他在作品的标题中为我们做出了明确的提示。然而，那些无法认定的图像却给观者带
来了认知上的诧异。例如，《玻璃瓶 塑料瓶》的标题中所提到的瓶子，在认知层面上指向两种
不同的材质，但在视觉上却很相似。尽管常识让我们对它们在实体空间的存在深信不疑，但电子
屏幕带有欺骗性的信息传递，却让我们难以定夺。 周思维呈现在我们眼前的图像与我们所知道
的瓶子完全不一样，它捅破了“眼见为实”的观念。正如麦克卢汉所言：“理性与视觉早已是可
以互换的名词，但我们不再生活在一个以视觉为主导的世界……碎片化的活动，我们琐碎的思维
习惯，都反映了字母技术中固有的循序渐进的线性部门化过程。”9 因此，周思维的画面和雕塑
似乎试图回到麦克卢汉所说的艺术实践的前字母或原始阶段，在此阶段中，创作者不仅处理他的
视觉感受，也参与到他所有的知觉感受中。这在《23 度雨》中就有明显体现。艺术家将自己用
手机上看天气预报的感受表现出来，雨水的动势最终汇聚在画面的底部，而笔触的统一方向令人
联想到潮湿的夏日早晨的声音和个人感受。其中，23°这个全世界通用的符号成为进入此作品的
开放入口。同样，作品《纹身（凤盖勇）》和《忍、玫瑰（纹身）》都是将模版刻印的字或图案
与修拉式的背景并置。周思维采用近乎分割主义（点彩画法）的背景，这可能援引了乔治 · 修
拉（Georges Seurat）在《星期日下午在拉格朗德的杰特岛上》（1884-1886）中营造的理性氛围——
尽管岸上的人物众多，但还是激起一种沉闷和孤独感。当看似引人入胜、包罗万象的虚拟存在让
我们一瞬间就能跨越大陆和时空，我们却在屏幕背后各自的生活现实中体会到孤独——就像修拉
的岸边人物那样。或许，周思维选择使用汉字这一如今像比特币一样在互联网上流通的标志性的
文化货币符号，因为汉字的图像价值与玫瑰和凤凰一样，成为想象纹身人性格的入口。这就如同
那些看不懂中文的人把汉字纹在身上一样，让它们体现被个人赋予的任何意义。从这些作品中，
我们发现绘画或雕塑不再是传递信息的媒介。而身处于我们这个数字时代的诸多媒介中，当人们
被电视显示屏、LED 屏幕和机械复制品狂轰乱炸后——艺术家该如何创作一幅艺术作品？观众又
该调动哪些认知与感知的方式进入它？ 

这或许就是为什么周思维坚持在作品上一笔一笔绘制的原因，因为这个过程成为他将自己碎片化
的、非线性的、随机的经验召唤出来和转化的过程。这种非线性的创作，在本次展览的《蝴蝶 
气球 无人机（未来）》和《蝴蝶 气球 无人机》的并置中得到充分体现。虽然两件作品都呈现出
技术进步的线性发展，但周思维通过对两件作品的视觉成分进行循环使用，从而传递出艺术实践
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的蜿蜒轨迹。在某种程度上，这一表述不仅解释了艺术家的难以识别的图像的形成过程，也确认
了乔纳森 · 克拉里在《24/7》中指出的晚期资本主义逻辑的非时间性特质，而这一特质决定了
当代的处境。周思维的艺术实践方法呼应了克里斯 · 奥菲利（Chris Ofili）与彼得 · 多依格（Peter 
Doig）的一次对话，奥菲利说：“我有时这样处理一个主题——它可能是虚构的，来自于我的另
一幅画，或者另一个艺术家的作品。我想办法把它转化成我自己的经历。很多时候，我看着自己
的画，却不知道它们是否是现在的感觉，不知道自己现在生活的时间是否就是我画的时间。”10

从我们上面讨论过的作品和许多因为文章篇幅未能深入展开的作品来看，周思维显然没有完全背
离他的教育背景，他一直采用了“写生”方法——去“感受生活，采集素材” ——这一所有中
国学生必经的训练和体验。而与此同时，所有看过他作品的人也会意识到，他的“写生”式创作
需要大量的时间和深入思考，这恰恰与写生的速度及其模仿复制的目的背道而驰。周思维创造的
现实是一种具有主观意识的现实——其中，所有零散的信息、经验和感觉都以一种任意的，抑或
于艺术家而言，一种有机的秩序组合起来，并以这样或那样的方式记录着我们所处的时代和状况。
正如周思维自己所言：“我的绘画通常从手稿开始，第一层颜料赋予它一个的形象，然后随着颜
料层数的叠加，我会不停遇到一些问题。因此，为了达到让我满意的效果，绘画的过程也是一个
调整过程。当然，这中间有好多种方式。我认为这种方式给我提供了犯错误的空间。我把这些失
误都留在画面上，让观者去发现它们。”11 艺术家这种桑塔格意义上的坎普态度和他允许把所谓
的“错误”留在画布上的做法，也许就是将某些过去的遗留继续推进，或者说将那些决定了人类
的处境的谬误，继续与人造物产生碰撞。

周思维说自己创作“旨在生产美学”。而通常定建构美学的是一套支撑着视觉再现的价值观。如
果我们回想约翰 · 伯格举的例子，用数千页的文字来证明艺术博物馆中珍藏的作品的真实性，
那么这些在艺术史上被奉为经典的作品，其价值则是由其所有权和独特性来定义的。在我们这个
科技狂热的时代，图像的价值被其生产和传播的条件所颠覆，那么，人们如何从图像中获取意义
呢？周思维的作品不仅反应了当下的这种观看条件，而且对于他所谓的“生产美学”，我想他指
设的是：尽管我们生活在这样一个时代，我们创造意义的主观方法塑造了定义我们美学的一套价
值观。同理，周思维的创作方式为他的观众提供了一个视觉体验的平台，这也让他们得以发现、
建立、甚至定义自己的视觉体验。在最近一次与周思维的闲聊中，他从容不迫地对我说：“我认
为这次新个展’每周一部新手机’里的作品让我意识到，我可以画任何东西。”这句信念十足的
话似乎点明了他对不断变化的技术环境，自然，甚至政治环境持有深刻的意识。如同抓住了时代
的脉搏，周思维的画作将继续更新 , 不断定义那些支撑美学生产的价值观。
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图注：

封面及正文首图：周思维“每周一部新手机”
展览现场，天线空间，上海，中国

「 壳（ 想 你）」，2020， 聚 乳 酸 3D 打 印，
模型用补土，丙烯，145 x 75 x 8 mm

「黄钻（80%）」，2020，布面油彩，200 x 
150 cm

「紫水晶）买一送一」，2020，布面油彩，
200 x 150 cm

「玻璃瓶 塑料瓶」，2020，布面油彩，80 x 
70 cm

「23°雨」，2020，布面油彩，200 x 150 cm

「纹身（凤盖勇）」，2020，布面油彩，80 
x 70 cm

「忍、玫瑰（纹身）」，2019，布面油彩，
120 x 100 cm

「蝴蝶 气球 无人机（未来）」，2020，布面
油彩，200 x 270 cm

* 文中图片均由张宏拍摄，致谢艺术家和天线
空间。
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