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Foreword from the Director

The Shanghai Museum of Glass’s sustained interest in Muntadas grows from
long-standing collaboration and shared scholarly pursuits.

Among our collection, his two video works Dérive Veneziane and On Trans-
lation: Himnes hold a particular significance. Dérive Veneziane, shown for
years on loop in the museum’s Murano Restaurant—named after Venice’s
historic center of glassmaking—breaks away from the city’s predictable
daytime routes, revealing a hidden and unfamiliar Venice. It draws viewers
into the artist’s drift through the city, prompting them to rethink what they
assume about urban space. On Translation: Himnes begins with the stadium,
using repeated broadcast imagery to examine how patriotism is expressed
and circulated across different cultures, highlighting subtle social cues from
diverse national contexts.

Together, these works deepen our understanding of Muntadas’s practice.
His use of moving images and conceptual methods to observe the fine-
grained ties between society, the city, and everyday experience resonates
with qualities inherent to glass—transparency and separation, reflection and
refraction—which mirror his layered ways of seeing.

“Annealing,” a crucial process in glassmaking, releases internal stress
through controlled heating and slow cooling. Balancing precision and un-
predictability, it lends glass its vitality. This spirit of experimentation inspired
the museum to name its cross-disciplinary contemporary art program
“Annealing.” Since 2015, we have invited artists worldwide to explore the
limits of the material, encouraging innovation while offering audiences
diverse artistic encounters. Muntadas’s long-term engagement with the
complexities of society, culture, and identity aligns naturally with the ethos
of the program.

When we met in Manila in October 2023, he spoke of an emerging glass
project centered on “home” and “borders,” shaped by global mobility and
themes he has examined for decades. We agreed that realizing this idea
at the museum would create not only an exhibition but a cross-media and
conceptual experiment.

During a three-week residency in Shanghai from April to May 2024, he
worked with video, text, and glass, repeatedly testing the relationships
between material, time, and narrative. Following this period of development,
Homecrossing: Glass Projects takes shape in November 2025. As the
thirteenth artist in the Annealing series, Muntadas transforms his ongoing
inquiries into home and fluid identity—and his notion of “life as editing”—
into glass, moving image, and spatial composition, bringing a renewed
international perspective to the project.

“Annealing” has become not only a technical stage in glassmaking but
also a conceptual lens through which the museum reflects on cultural and
spiritual structures. Muntadas’s contribution extends the program’s reach
within the global context. Through his cross-media practice, he places the
properties of glass in tension with social complexity, prompting viewers
to reconsider the relationships between home, everyday life, and borders.
For the Shanghai Museum of Glass, this exhibition is both a collaborative
achievement and a shared exploration of how to remain perceptive and
creative amid change and uncertainty.

Zhang Lin
Director, Shanghai Museum of Glass
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Homecrossing -
Reflections Before and After an Exhibition
Su Wei

I

How does a pioneer of media art respond to a present shaped by poly-
crisis? How does an artistic oeuvre spanning several decades—once firmly
situated within the global canon—maintain its resonance today, particularly
as the conceptual paradigms it inaugurated are increasingly subject to
interrogation? These questions accompanied me before curating Home-
crossing: Glass Projects by Antoni Muntadas. They arose from my long-term
engagement with conceptual artistic practices in China since the 1990s.
These practices marked a formative moment in a relatively short local
history of contemporary art, while also contributing to the definition of
“Chinese contemporary art” within a global framework. Beyond absorbing
and creatively translating diverse artistic methods from the West since

the 1960s and 1970s, and producing new local voices, these practices
functioned as a potent discursive engine. To a large extent, it was through
this collective discursive force that “contemporary” and “contemporary art”
in China were defined.

At present, both the conceptual scope and the substantive core of that
definition are under severe strain. The institutional power structures and
linguistic conventions that accompanied it have become increasingly
problematic. Within this shifting landscape, a critical reassessment of the
historical significance of these artistic practices has become a matter of
urgency. | believe that many people, especially a new generation of Chinese
practitioners are acutely aware of the standardized visual languages and
strategies once regarded as universally valid. Consequently, the critical
agency that contemporary art might still generate, along with its operative

boundaries and performative dimensions, warrants rigorous reconsideration.

To rethink the historical positioning of these practices that once connected
the local and the global may also offer a point of departure for reflecting on
de-globalization here and now.

It is in this sense that | regard Muntadas’s work as a vivid reference point.
Adopting a learner’s stance toward his practice, | felt compelled to metic-
ulously navigate his oeuvre in search of threads that retain their resonance
within our contemporary condition. This process necessitated a direct
confrontation with the inherent dilemmas of my own curatorial work—
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challenges that involve more than the mere reassessment of canonical
artistic lexicons. Rather, they underscore a more foundational question of
curatorial ethics: whom does an exhibition address today and what does it
seek to engage with?

Il

This exhibition revolves around the idea of “home” and centers on a
restaging of Home, Where Is Home? (1990) by the Spanish artist Antoni
Muntadas. Since the 1970s, Muntadas has explored a wide range of visual
strategies, many of which have become widely recognized within con-
temporary art practice. First presented in Newcastle, UK, Home, Where

Is Home? takes the form of a transparent glass house, a structure that
resonates directly with the material focus of the Shanghai Museum of Glass.

Inside the house, the space is arranged symmetrically. A fireplace and a red
brick wall occupy two diagonal corners, placing the interior and exterior
dimensions of “home” within the same physical structure. Overhead, two
slide projections present images of “home” drawn from everyday social
contexts in Europe and the United States, collected through artist research
process. One side presents “home” as an emotional and intimate domain,
understood as the source of dreams, nostalgia, and happiness. The other
reveals “home” as something deeply embedded in economic and political
structures, shaped by investment, savings, and real estate. Rather than
setting these two understandings in opposition, Muntadas observes

with restraint how the ideology of “home” is jointly produced through

both dimensions. As visitors move through this narrow space, they hear

a continuous loop of popular songs centered on the theme of home. As
Muntadas has noted, after “love”, “home” is among the most frequently
invoked subjects in popular music. At the same time, local news broadcasts
are played in real time. What Muntadas presents to the audience is a
dissected home, one that exists on the boundary between the public and
the private.

The concept of “home” is not an easy one to confront, a reality that

becomes increasingly evident within the Chinese social context that the
artist seeks to engage. As a carrier of emotion and intimacy, “home” is
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undergoing profound disruption amid ongoing social transformations.
China’s aging population and labor shortages have triggered a series of
social challenges, leading the one-child policy to pivot toward two- and
three-child policies. In recent years, many families living in urban centers
have had to rethink and reorganize their futures. At the same time, some
middle-aged and younger urban residents, acting with varying degrees

of awareness, resist the pressures of traditional expectations and societal
demands regarding childbearing. Their imagination and practice of home
no longer necessarily revolve around lineage and inheritance. Consequently,
traditional conceptions of home are undergoing a process of deconstruc-
tion, suspended between institutionalized frameworks of kinship and subtle
modes of subversion.

In rural China, the mass migration to cities over the past three decades

has slowed with economic downturns, yet the consequences remain stark.
Many rural households face a loss of labor and abandoned land, with
children growing up without seeing their parents for months at a time and
elderly residents left without proper care. The traditional rural living model
centered on family and community has effectively reached an endpoint.
Meanwhile, urbanization has entered a new phase against the backdrop of a
collapsed real estate bubble. For the past twenty years, securing a home in
the city carried both aspirational and motivational weight, driving personal
ambition during a period of rapid economic growth. Today, however, urban
homeownership no longer constitutes the exclusive path to socioeconomic
stability. Amidst a broader economic contraction, the prospect of property
acquisition has become increasingly elusive and difficult to realize.

Muntadas does not claim to fully understand the transformations and crises
surrounding the notion of home in the local context. In his critique of the
ideological formation of “home,” he exposes how the overlap of home

as both a physical and psychological space becomes an integral part of

the broader capitalist social structure. By adopting Muntadas’s analytical
framework, we can, with requisite caution, delineate the contours of ‘home’
in China, notwithstanding the risk of receding into conventional sociological
reductionism. There are, of course, more politically sensitive imperatives at
play—structural forces that increasingly erode the foundational boundaries
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of local conceptions of home. Muntadas acknowledges this in the exhibition.
He places small frosted-glass houses, each composed of monochromatic
elements, containing slips of paper labeled with the chemical symbols of
various rare earth elements. The names of these elements appear faintly
through the translucent glass. Once positioned as strategic geological
resources within geopolitical contestation and as material conduits for
nationalist sentiment, these elements have transitioned into the domestic
sphere, re-emerging as mundane artifacts of the private home.

In 2020, Shanghai-based artist Hu Jieming (b. 1957) also explored “home”
in a series of lightbox photographic installations titled The Things (2020),
which capture private living environments and interior household settings
during the pandemic. Through his careful use of color, the photographs
transform the ordinary into vivid landscapes, based on the full spectrum of
red, orange, yellow, green, blue, and purple, rendering the familiar almost
detached from its original context. A fundamental question in 20th-century
Chinese art emerges here: should one confront and critique a chaotic,
absurd, and unprecedented reality, or should one aestheticize it? Today,
ordinary people in China are concerned with whether they can remain
within this reality or exercise the freedom to step outside it. Meanwhile,
some art practitioners continue to adopt an elite stance, navigating
between critique and aestheticization in ways that create a similar distance
between artistic position and lived reality.

In Home, Where Is Home?, Muntadas intentionally or perhaps unintentionally
reveals how people tend to overlook the ideological construction of “home,”
naturally treating it as a purely private and insulated space. As visitors walk,
look up, and turn within the confined glass house, not everyone realizes that
the structure is not a literal simulation of a home. Many instinctively search
for elements that align with their notion of home and smile knowingly. This
subtle reaction underscores the ways in which individuals inadvertently
participate in the ideological frameworks that construct our conceptualiza-
tion of home.
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The strategy by which the artist withdraws into the background while
subjecting visitors to observation has become increasingly contested in the
present moment. This raises a sensitive question concerning the position
of visitors, or the public more broadly, within conceptual installation of
artists. Artists who were active during the peak of globalism often did not
need to confront this issue directly. Instead, they relied on biennials and
internationally recognized institutions, trusting these platforms to provide
established modes of engagement with visitors. City-based biennials,

for instance, frequently identify local residents as their intended public
beneficiaries, aligning their missions with municipal cultural policies. Such
forms of engagement, however, are neither self-evident nor consistently
effective, and the actual dynamics between artworks and visitors remain
difficult to evaluate or quantify'. For Muntadas, this question has long been
embedded within his practice. His works, particularly those that intervene
subtly into everyday reality through media, often presuppose visitors

who are open-minded and capable of critical reflection. Such visitors are
imagined as ideal readers of the work, figures who are assumed to emerge
through the encounter itself. At the peak of globalism, this imagined subject
endowed artistic practice with a sense of teleological coherence and
optimism, projecting a vision of a tolerant, rational, and conflict-free world.

Today, under conditions shaped by poly-crisis, this imagined visitor is
increasingly difficult to sustain. Even without adopting the framework of
identity politics, one is compelled to ask from which epistemic order an
artist’s moral idealism takes shape. If such idealism creates a widening gap
between itself and forms of life that urgently demand transformation, and

if it bypasses the heterogeneous temporalities that have emerged after the
retreat of neoliberal globalization, then its distinction from nihilism becomes
increasingly unstable.

This is a fundamental conundrum. Even artists who lived through the height
of globalism must now see their research methods questioned, particularly
those approaches that, like Muntadas’s, are grounded in trans-contextual
travel and exchange, and in sensing or producing shared concerns through
continual displacement. Today’s artists and cultural workers, including a
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1
In today’s Chinese context, such
exchange has been reduced almost
entirely to the logic of photo-tak-

ing and online visibility. Many art
institutions cater to this demand by
offering visual spectacles designed
for documentation and circulation,
folding themselves into the broader
economy of urban entertainment and
cultural consumption. Institutions that
maintain a professional and critical
stance can respond to this situation
only in very limited ways, if at all.
Beyond professional visitors, they
place their hopes in a small number of
cultural communities and enthusiasts
with greater openness and interpre-
tive capacity, while remaining wary of
uninvited visitors whose engage-
ment takes the form of scrutiny and
denunciation.

younger generation, hold very different understandings of representation
and accessibility. In this context, asking artists like Muntadas to listen more
closely to the minutiae of lived experience, to step further into local realities
rather than lingering solely in contextual crossings, is not an unreasonable
demand. More importantly, when facing a general public, artists retain an
ethical responsibility to present themselves with sincerity, regardless of
how firmly they hold to their understanding of art as both profession and
vocation. This requires a willingness to expose one’s own vulnerabilities,
limits, and lived textures. This is not an abstract moral appeal, since the
grand imagination of globalism, with its promises of connection across
time, class, race, and even ecological systems, is being severed by the
repeated resurgence of longstanding forms of violence now everywhere.
Beyond sincerity and self-disclosure, beyond the slow rebuilding of fleeting
moments of mutual recognition, what other possibilities remain?

v

This is not to suggest that Muntadas should be understood merely as a
detached and impassive observer, nor simply as a clever strategist who
secures narrative authority through mobility and conceptual precedence.
In 1974, he proposed the notion of “art & life,” declaring that one should
work within life and live within work. This proposition points toward a more
organic position of artistic subjectivity. It also resonates with the renewed
attention that younger generations of practitioners place on forms of
community-based and situated practice today. In this exhibition, he also
presents three glass works collectively titled Life is Editing (2025).

This idea has clear origins. Beginning in the 1970s, Muntadas introduced the
body, smell, touch, and other basic elements of everyday experience into his
work. As a young artist shaped by the upheavals of Europe after 1968, and
deeply resistant to institutional violence and discipline, he amplified these
fundamental modes of perception. Through what he described as forms of
“micro-communication,” he sought to rediscover how life and living acquire
meaning amid social transformation. This can be read as a prelude to his
later investigation of home. Within the space of home, everyday exchanges
around food and routine often outweigh grand declarations or ideological
debate. The video work Subsensory (1970), presented in the exhibition,
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documents a series of actions with ritual-like intensity. These include
touching a black plastic bag, measuring a sports field by walking along a
white line, picking at one’s fingers, and encountering a thick plastic tube
while blindfolded. Crucially, these gestures are rarely performed alone. They
are carried out collectively. Although this aspect is not overtly emphasized,
it finds renewed resonance today within communal environments that
place increasing emphasis on emotional labor, sharing, and forms of being
together.

During the 1980s, Muntadas extended the idea of “life is editing” toward

a critigue of subjectivity. Through what he termed the “media landscape,”
he continuously mobilized and dismantled the signs, images, and rituals
produced by mass media and the public sphere. This strategy shaped

a critical position focused on the shifting relations between public and
private, subject and object 2. In the 1990s, at the height of globalism, this
position became fully articulated. His attention turned toward how power

is constructed, and how fear, control, and repression migrate from public
life into the private domain. This approach is most evident in his long-term
project On Translation, a visual investigation based on travel and movement
across cultural boundaries. Through deliberate displacement, Muntadas
examines shared human conditions across different times and places. Using
a method akin to forensic comparison, he juxtaposes similar situations
drawn from distinct contexts. In On Translation:Standby (2005), included

in this exhibition, images of visitors queuing outside art institutions in
different cultural settings are presented side by side. Visitors are invited to
project themselves into the position of others who share similar social roles.
Through this gesture, Muntadas exposes the passive position of visitors
within cultural institutions and seeks to reactivate a sense of subjective
awareness.

For Muntadas and many of his contemporaries, the question may not

lie solely in the critical content of the work, but in how artworks acquire
new meanings through circulation. On this level, art becomes a means of
survival for a generation of globally mobile artists, offering them a sense
of belonging and (art) historical presence. Travel, displacement, and
in-betweenness formed the ground from which their practices emerged.

26

2

See the catalogue of Muntadas:

Entre/Between, curated by Daina

Augaitis (November 2011-March 2012, 3

Centro de Arte Reina Sofia, Madrid), Ibid., p. 123
p.12. v !

Without this moving terrain, the globalist moment would not have unfolded
in the way it did. Today, however, that landscape has changed. As cultural
institutions across Europe and the United States grapple with severe fiscal
retrenchment, as far-right ideologies intensify, and as geopolitical conflict
reasserts itself with devastating force, the impulse to retreat toward a world
defined by multiculturalism and trans-contextual exchange has gained
renewed urgency. Yet this return cannot simply restore what has already
been lost. It demands a renewed engagement with the ontology of global
flow itself, one that allows for new forms of ethical relation and irreplaceable
modes of knowledge to emerge. In this sense, Muntadas’s question “Where
is home?” takes on renewed significance. Home no longer appears as a
classical site where the personal and the public intersect, but as a spiritual
and ethical space in urgent need of reconstruction on the ruins of globalism.
For an exhibition centered on the idea of home, this may sound like a quiet
and necessary irony.

\%

Muntadas has personally witnessed the restructuring of public space

in Europe and North America since the 1970s, a process closely tied to

the rise of welfare states and neoliberal economies. This restructuring

has conditioned everyday life and existential modes. While Muntadas’s in-
terventions often illuminate these public spaces, he prefers to situate them
within a more multifaceted terrain, which might be defined as ‘communal
space.”® Public spaces in modern life are often taken for granted, and their
mechanisms are easily overlooked. Over decades, Muntadas has sought to
critique the institutional foundations and hidden realities of these spaces,
exposing how individuals are swept along by the currents of economic
and political interests manipulated by politicians, entrepreneurs, and social
elites. This process leaves people alienated from “home,” navigating ad-
ministrative offices, private enterprises, and commercial sites with a sense
of helplessness and futility. At the same time, he aims to spark alternative
forms of public engagement through communal spaces. These spaces
carry a subtle resistance to the rigid, ideologically framed institutions

of conventional public life. They inherit a kind of classical, unadorned
political consciousness and suggest non-institutional modes of communal
living, enabling a degree of collective autonomy. In this sense, Muntadas’s
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approach is inherently paradoxical: by exposing the deceptive nature of
public space, he encourages the imagination of alternative ways of living,
yet the embeddedness of communal space within public space complicates
this very vision.

Muntadas understands architecture as the archetype of public space.
Decisions affecting the public interest are often made in closed buildings
with exclusive meanings. These structures are everywhere in the city, yet
they conceal invisible mechanisms that produce coordination, compliance,
and aligned interests. In his photo-collage series Architektur / Rdume /
Gesten (1991), the appearances, interiors, and images of buildings become
metaphors for contemporary modes of public discourse. By including
specific hand postures in the images, he hints at how decisions affecting
public interests are entangled with the private motives and psychology of
those in power, rendering the process contingent and unpredictable.

Muntadas’s critique focuses on the transformations of public space in the
1970s in Europe and North America. In his view, the new institutions and
discursive models that emerged during this period have had global effects.
He treats each moment he experiences as a rewriting of these transforma-
tions. This approach allows him, when traveling across regions, to engage
with heterogeneous local histories without needing to fully interrogate them
or question whether their difference is inherently subversive. The only real
challenge to this artistic strategy is the discontinuous, fragmented present
that exists outside historical continuity, much as it appeared in his early
work.

For the notion of “home,” which exists at the boundary of public and
private, Muntadas applies a similar critical strategy. His approach seeks

to reveal homogeneous traits within objects in different local contexts,
awakening certain “cultural genes” in local forms. The artist does not rely
on in-depth local research; rather, he expects the local culture to extend
and expand the conceptual reach of his project. In practice, however, the
rise of conservatism worldwide leaves little room for this approach. Even
within the increasingly restricted sphere of artistic discourse, this ethics of
observation, cultivation, and organic development confronts formidable
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challenges. Beyond the perennial tensions between creative practice and
neoliberal, power-centric institutional structures, the basic question of
artistic positioning re-emerges. Whereas the era of globalist imagination
allowed artists to translate critical reflection into spatial mobility, contem-
porary reality is defined by ecological collapse, geopolitical conflict, and
the resurgence of authoritarianism—forces that have profoundly fractured
the global landscape. Human history, burdened by its unresolved ramifi-
cations for the ‘other, no longer affords the artist that privileged ‘noble
distance’ between their lived reality and the subjects of their observation.
Emerging in the aftermath of globalism, this “public space” asserts itself at
the confluence of historical and contemporary chronotypes. In its everyday
life, it allows only the final possibility of the sublime, rather than offering a
VIP seat for observers.

Artists who began working after Muntadas may have become aware of this
dynamic. In the late period of globalist art, they often positioned themselves
in a more awkward, yet perhaps more ethically balanced, stance within their
projects. Within their works, they simultaneously assume multiple roles:
artwork productor, professional manager, participant in a specific stage of
the work, intellectual, ordinary person, and observer. Their sensitivity to het-
erogeneous historical contexts, as well as to modes of life and emotion that
retain alternative possibilities even under neoliberal economic conditions,
provides them with a new form of artistic agility. More recently, as commu-
nity-based practices gained prominence in the art world as a powerful and
unifying call, questions of artistic ethics resurfaced. Who is art speaking to
now? Even as artists adopt pluralistic identities, their discursive positionality
remains perpetually tenuous. Navigating the ethical imperatives inherent

in diverse cultural and lived contexts inevitably propels their work into
ethically fraught terrain. Simultaneously, amidst the temporal and spatial
dislocations of the post-globalist era, they must persevere in identifying
viable modes of representation and substantive engagement.

29



© zommE
BT
2024-2025
Life Is Editing

Neon installation
2024-2025

A 4= SES
© TEEGR. FEHED
HD 720@35140, RBEANFE, BFEESM
35544
1971-1973
Subsensory Experiences, Actions & Activities
video HD 720, B/W and color, sound mono
35
19711973

© wrumas
BIERE, FEFR, AR
2024-2025
Glass Container-Houses For Rare Earths

Glass containers, information cards, shelf
2024-2025

@ samma
RIS
2024-2025
Life Is Editing

Engraved on glass plates
2024-2025

© = =/ =20 Q== O = ==a5?

HERITENIRR Bib, BRHIWASE, BR B, 2F. AR, R, BN, 2G AE
1988-2017, 1990 1990F R, 2025FFHRL
o N
fFERERE 2 RARES Home/House Home Where is Home?
Architektur / Rdume / Gesten Il Wax candle, photo collage, photo Glass, metal, wood panels, bricks,
Digital print 1990 television, video, sound
1988-2017, Exhibited in 1990; re-exhibited in 2025

Courtesy of BY ART MATTERS

QO =i &R © == #a

A3NHIBIR, 2R, RE KTHERS

2006-2014 2006-2019

On Translation: Pille On Translation: Stand By I
43 glass bottles, pills, labels Photography framed in lightbox

2006 - 2014 2006-2019



R REMA? Home Where Is Home?

W, £8. AR, ER, BN, 25 55 Glass, metal, wood panels, bricks, television, video, sound
1990F R, 2025FFHEH Exhibited in 1990; re-exhibited in 2025







36

\num .n., m
‘0 o um‘m\u

e

B, RAHUAE, BA
1990

Home/House

Wax candle,
photo collage, photo
1990

37



experiencia #1
) escuentro estre I personas, guisdas por ¢! tacto
¥ 8l o1fato & través de wn sanderc de diversos
watarinion

Vilamova de la Boca, Barcelona, 15711572

(video: Acclomes subsamsarialas 42, 1972)

experlence #1

nLet bt

ang ymmit, otoey
Vilasova de la Noch, Barcelona, 1571-1972

{video: Subjersorinl Actions 43, 1973)

reconoc imiento espacio

exploracitn/descubrimiente o un #4pacio, terrens
o recinto descencsido [con Jox ojos vendados)

orlantacién y recosocislents de les elemantos,
materiales, 1imites, ¢imensiones. ..

Vilanova e la Nece. Barcelona, julis 1972

(711w Reconoc|mieato du un espacio)

space recognition

39



reconociniento espacio

Kassel (Alesania), agosto 1972

(video/fiini Transformecién e un espacio)

space recognition

Pl T Tt oy I

scciones bolses/materiales

DoIean 40 bavers Hlenes con distintos setarisles y
wsparcidas en diverson aspacion urbanck

cecoreidos, participasion, localizecite, accinmes, ]

Compasicin de voloeenes

Wuava York, marso-sbeil 1973 : -
"
|

bag/material sctlions




transformacion

transformec16n de un material vagetal pae acelén

el tecto
Wunva York, octusrs 1372

(widno: Actlones)

transformation

v

accibaeaspot para une higotdtics Intarry;
Ta programacion televisive

Vilanove de la %oca, Barcelons, julle 1972 (¢11m) : < ] = : = - . SI]ZEZE{ZKSQ‘ ﬁ'fjﬁ\ﬂfﬁﬁj}

HD 720= /350, BEMEE, BFETM
3554
1971-1973

Subsensory Experiences, Actions & Activities
video HD 720, B/W and color, sound mono
35’

1971-1973

42 43









BH =E| FH

HIBTENRS
1988-2017

Architektur / Radume / Gesten |l

Digital print
1988-2017

48

49






KTHaEE

2006-2019

On Translation: Stand By |l

Photography framed in lightbox

2006-2019

53

52



55

54



; @ No smoking

£ A A AT S




RETTIE

| et
|

MILITARY

KYoTo
PROTOCOL _COMPUTF,R

% AR

AINIEEER, 2R, IR
2006-2014

On Translation: Pille

43 glass bottles, pills, labels
2006 - 2014

58



60

EREVRE
BATAT%E
2024-2025

Life Is Editing

Neon installation
2024-2025

61



4 anBYmiE

RIS
2024-2025

Life Is Editing

Engraved on glass plates
2024-2025

62

63



: GADOLINIUM %I, 1
PRASEODYMIUM YTTRIUM 2 NEODYMIUM & DYSPROSIUM £ EUROPIUM ERBIUM & ESCANDIUM i CERIUM fi

Cea USA B . B Lurwa et At

nsearsce: e e VLA St 00 Avemmta
sy Rl
o, i, D, G Mt Ubion Gt . I ] T v Cather Apir:
fovnare Sounces -l (e, Mssss | Visevim oot U 1.4 PRy
o AL s o L 0 e e T peagsiETe R e amcanomn L
GRS Reboniy Y e g e et o T ] " W o w1 b b
ArxcaTON proitaaplopbanglor)sgi-pe-=y P + T o Cromes 9 maa mmsws. 4 - 2 v 4 gy 4
i peties e b o e 2 4 ——r ! e e o g | st ey paamea b v vy | R ey st L~ s =y " -
oo et vv en vy 1m0 - O pa— Coris o s ot | mrsenearg e vy e b e e T wiuinia:
e P e g e ot ey 0~ ~~gesIr g~ | D v S Sty = B
Miae & be g Vafn + Mv—— | bssaen pree v ot B - ¢ Ay e,
o o e o w— - o ke A © Dl ki . e —
© P i S © o e e ot

65



N 1

IR RES
| ’ WEAE, BEEH, KB
PRASEODYMIUM § YTTRIUM &Z - NEODYMIUM $& DYSPROSII 2024-2025
m e B ] ‘ “‘mw:h,: Glass Container-Houses For Rare Earths

e g e s W"'"" ; © e ot o . e o Glass containers, information cards, shelf
66 Rt el . § - ‘ | S i 2024-2025 67
e ‘ Bt s

i‘




Certum / 1
140116

CERIUM §ih

SOURCES
ndia, Brazil and Sou

21

Sc

Scandium / ¢

APLICATIONS

68

15725

Ol refiner

Agricuttural industry

n industry
um” lights

California

ntries of the former

ng rods baseball bats, et

66

D

Dysprosum / 9
162.50

DYSPROSIUM 4

SOURCES

China, US.A, Ru , Australia and India

APLICATIONS

Magnet:

indt

39

Y

Yitrium / §.

88.906

YTTRIUM %2

SOURCES

China, U.S.A, Brazil e India

APLICATIONS

ents for various ty

irgical needles
fiiters

Ision tubes

68

Er

Erbium / ¥
167.26

ERBIUM 3§

SOURCES
China, Russia y Mz

64

Gd

Gadolinium / ¥
157.28

GADOLINIUM %L

SOURCES
hing

Africa, U.S.A, Brazil, India, Australia

tub
cal contrast in magnetic reso

or TV

60

Nd

Neodymium / ¥
144.24

NEODYMIUM $4

SOURCES

China, U.S.A, Brazil, India, Sri Lanka and Australia

APLICATIONS
*  NIB mas

phones, med

wind turbines and au

ers to treat skin cancers

63

Eu

Europium /
151.96

EUROPIUM %6

SOURCES
a, India, Bra
lifornia

uth Africa, and M

scent bul

rfeiting

59

Pr

Praseodymium / ¥
140,807

PRASEODYMIUM §t

SOURCES

>hina, EE. UU., Brazil, India, Srl Lanka and Australia

APLICATIONS

Rechargeable batteries for hybrid cars.

TERBIUM %

SOURCES

S.A, Brazil, Indla, Sri Lanka and Australia

APLICATIONS

Trichromatic |

lor TV tubes

o-optical data re

ar engines and

Bug' speaker, which tums any flat surface
speaker

i Ve

Rare Earth Elements

69



LRE-FBIAET (Antoni Muntadas, 19424 FTEESH) MEARSLHX
e, BUaSFESNE, RIERBEASERTRALSMAZEZERX
&, URERRENIHEAREE. TRIEEWN,

SEXNFREMEBEERRSERZXIANEMIWREL, SEANGINRE
AEYE. MMARMERENE. SIFARIRZAREYIE,. SEERIFIL
TRERZSARFOLEMIE. mEIEHASCEREME. RORASIT
SAREMEUREEZPIANZAKEYIE, MESMNEESEIOBFERX
g (1977, 1997) . BAREEZAWFR (1991) LIKESEREHTN
FR (2005) , AZBSMERT. EH. &b, oM. FEHE/RR, BR
BE LBEFSHHINER (2022) .

IEFENNREE: (EiEP: EE) (2005FHEBHNERAIIFIE) |

ER >> T8 >> =) (BERAZKRZEARMFRFEARE) , Uk (X
FEb) (2010FBHRFZRESSFARSAFL) . 201F, HEDSEER
FEMNEFFERZEARPOENERDAENE (RBRE: 2@) , EMEK
EZEEHAREINMEF AETESS, BERESBEEAE (UKNEXER

HFHEARIE (2012-2013) ,

M BERCHNEEN S IR HERHYR, HPEEKE (197782

20145F) EREET ZREERZREIMATZARIMBBIHID, EILEEE, i

NZAREZFAGENEZRARRE TEZNHRFZSEFES. BRI, T
RETE N AT,

AHRIMXIMB S, BEE—RNEHE: 20175 T EBOCATENR (X
BRI REIER) . 2019FF EiArtHUblY (BANSEE) , URREM
20245 LigVanguard BIRFEDRI M RESAFRE, AN2023FTILRrAE
HrsERIERIR S, IR T2016 FAEFREARZRFRHNFEME, HAETER
BB HITZHHESERZR.

70

B20NMFLk, SEA—BEFAE—ME WML BIImE: E—MERTF

2014 FEEFHEE/RAYTotal MuseumEH; FE_MERF 2016 EEHARRMN
3331 Arts Chiyodalg; E=MEBT2018FEIXR=8EBXZARFLE

H. A, £2022F2023F(E, MEIFHEIFEEDBNHEHBRZZENM
FANE, BEMB (FEXE5WEMCILES) , RTANFSEEEZEN
SEERASEHENICZ; ZMBINTFANFEAFN THNZIASAFT S E A0
B, 2025%F, MEDSEENAMRFEDEYIERDER CEFIN) , %
XANKEMBECEZM, FRE T MH25FERETMEIERN SR,

71



About the Artist

The work of Antoni Muntadas (who was born in Barcelona in 1942)
addresses social, political and communication issues, such as the relation-
ship between public and private space within certain social frameworks, and
information channels and how they are used to censor ideas and make them
better known.

Muntadas has exhibited his works and projects at numerous museums

and institutions, including MoMA in New York, the Berkeley Art Museum in
California, the Musée d’art contemporain de Montréal, the Museo Nacional
Centro de Arte Reina Sofia in Madrid, the Museo de Arte Moderno de
Buenos Aires, the Museu de Arte Moderna do Rio de Janeiro and the Museu
d’Art Contemporani de Barcelona. He participated in Documenta 6 and 10 in
Kassel (1977, 1997), the Whitney Biennial of American Art (1991) and the 51st
Venice Biennale (2005), as well as the biennials in Sao Paulo, Lyon, Taipei,
Gwangju, Istanbul, Havana or Shanghai Biennale in 2022. Recent solo exhibi-
tions include On Translation: | Giardini (The Gardens) at the Spanish Pavilion
at the Venice Biennale (2005), Informagcdo-Espaco-Controle at Estacdo
Pinacoteca in Sao Paulo, Brazil, and About Academia at the Carpenter
Center for the Visual Arts at Harvard University, Cambridge, Massachusetts
(2010). At the Museo Nacional Centro de Arte Reina Sofia, he presented

his exhibition Muntadas: Entre/Between in 2011, which travelled to the
Fundacéao Calouste Gulbenkian in Lisbon, the Jeu de Paume in Paris and the
Vancouver Art Gallery in Vancouver, Canada, in 2012 and 2013.

His recent projects and exhibitions include La ciudad vacia (The Empty
City, 20719-2021), a project developed especially for the Museo de Bellas
Artes de Bilbao. In 2024, the Prats Nogueras Blanchard gallery hosted the
solo exhibition Paratopias in Barcelona. In early 2025, Muntadas presented
a site-specific solo exhibition entitled Lugar Publico (Public Place) at Sesc
Pompeia in Sao Paulo, Brazil. He has taught and led seminars at a number
of different institutions in Europe and the United States, including a long
period as a lecturer in the Visual Arts Programme at the MIT School of
Architecture in Cambridge (1977-2014). He is currently a lecturer at the
Universita luav di Venezia. Regarding his projects in East Asia, it should
be mentioned several exhibitions such as Muntadas Videoworks at OCAT
Shanghai in 2017, Perception and Warnings at ArtHub Shanghai in 2019, and
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others solo or group shows at the Vanguard Gallery in Shanghai in 2019 and
2024 or UCCA Beijing in 2023. He has also developed teaching programs
at CAFA Beijing in 2016 and numerous talks and conferences throughout
China and Hong Kong over the years.

Since 2011, he has been conducting the Asian Protocols project. The first
phase was presented at the Total Museum in Seoul, Korea, in 2014; the
second at 3331 Arts Chiyoda in Tokyo, Japan, in 2016; and the third at the
Three Shadows Photography Art Center in Beijing, China, in 2018. Later
during 2022 and 2023, he focused on two solo exhibitions at Ateneo de
Manila (Philippines), where he presented Exercises on Past and Present
Memories, revisiting the colonial history and shared memory between Spain
and the Philippines, that was also shown at the Centro Andaluz de Arte
Contempordneo (CAAC) in Seville, Spain. In 2025 the exhibition Sobre/
About Asia was presented at the Museo Casa de la Moneda in Madrid
gathering these two megaprojects and including all those works produced
in Asia as a result of more than 25 years of involvement with the continent.
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About the Curator

Su Wei is a curator and art history researcher based in Beijing. He was
Senior Curator at the Beijing Inside-Out Art Museum from 2017 to 2020
and research fellow at Tsinghua University Art Museum from 2021-2024.

His exhibition projects include: the 7th Shenzhen Sculpture Biennale
(Shenzhen OCAT, 2012), “No Reference: A Revisit of Hong Kong Video and
Media Arts from 1985” (Hong Kong Videotage, 2016), and “Community of
Feeling: Emotional Patterns in Art in Post-1949 China” (Beijing Inside-Out
Art Museum, 2019), etc. In 2023, he co-initiated the project “Watch on a
Promontory” in 2023, which focuses on cross-regional artistic exchanges
from 1950s to 1980s in East, Southeast, and South Asia and their potential
to break out of the existing framework of artistic narratives. He has recently
initiated “Long Careers”, an ongoing research project to re-explore individu-
al artistic practices in China’s “post -1949” situation from contemporaneous
perspective. His latest curatorial project, “China Moment: Individualism

in Context in Chinese Contemporary Art” will be held at the documenta
Institute in Kassel in 2026.

Su Wei has been involved in organizing seminars at esteemed institutions
such as the Tate Modern and the Manchester Chinese Arts Centre. He

has published a number of articles in local and international art journals
including e-flux Journal, YISHU: Journal of Contemporary Chinese Art,
Journal of Contemporary Art (Bristol, UK) and Kunstforum. He is the editor
of Community of Feeling: Emotional Patterns in Art in Post-1949 China,
forthcoming from Zhejiang Photographic Press).
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Homecrossing: Glass Projects

Artist:
Antoni Muntadas

Art Director:
Lise Li

Curator:
Su Wei

Executive Production and Project Coordination:
Esteban Andueza and Andrea Nacach

Duration:
November 6, 2025 - April 30, 2026

Location:
H18, Shanghai Museum of Glass

Graphic Design:
Coordination Asia

Support Organization:
Shanghai Exchange Culture Association

With Special Thanks:

BY ART MATTERS

Vanguard Gallery

Shanghai Cervantes Institute
MPA+<GALLERY*MADRID
Prats Nogueras Blanchard
ARXIU/AM

Artist Acknowledgements:

Zhang Lin

James Wang

Cathye Yang

Mu Chenyang

Leo Tang and all staff of Shanghai Museum of Glass

77



