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. Forewords from the Editor F-%iiii 5

Lian Duan B&¥%

This is a collection of the essays is based on the addresses,
speeches and presentations given at the November 2014 Sympo-
sium of the Chinese American Art Faculty Association at William
Paterson University in New Jersey. The Symposium, along with the
CAAFA Exhibition Collision and Confluence in Manhattan, was a
great success. Prior to the symposium and exhibition we pub-
lished a collection of CAAFA member art works; in creating this
collection of essays we hope to showcase the research and ideas
behind the work of these great artists. The message of this essay
collection is clear: the CAAFA is not only an artistic organization
but also a scholarly organization. Together the essays and art-
works offer a complete picture of the professional achievements

of the CAAFA members.
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Message from the PRESIDENT
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COLLISION AND CONFLUENCE

The Center for Chinese Art at William Paterson University is hon-
ored to join the Asian Cultural Center, the Chinese-American Art
Faculty Association and the China International Culture Associa-
tion in creating CotLISION & CONFLUENCE: AN EXHIBITION OF CHi-

NESE-AMERICAN FACULTY.

For centuries, societies have looked to artists and scholars to be
enlightened and entertained, challenged and questioned, taught
and revealed. Artists who follow the path to the teaching pro-
fession have the unique opportunity to educate their students in
a most personal way, through artworks created from their own
hands. Our faculty inspire students to fully

actualize their creative minds to produce works that will engage

and fascinate future generations of art enthusiasts.

The beauty of art needs few words and transcends cultural and
political boundaries. We celebrate the artists represented in
this exhibition and the unique perspectives they bring to our
world. We hope this exhibition will be just one of many more
collaborations with the Asian Cultural Center, the Chinese-Amer-
ican Art Faculty Association and the China International Culture

Association.

Kathleen Waldron
PRESIDENT

WILLIAM PATERSON UNIVERSITY
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Message from the AMBASSADOR
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COLLISION AND CONFLUENCE

It is my pleasure to learn that Collision and Confluence: An Exhi-
bition of Chinese-American Art Faculty is opening in New York. Let
me extend my congratulations and give my best wishes for the

success of both the art show and its scholarly discussions.

As a layman, | have scarcely anything wise to say about art. As
a career diplomat who has been posted in the Laos, Canada, Sri
Lanka, Turkey and now the U.S. though, | have had firsthand expe-
rience with “collision and confluence,” the theme of this show and
symposium. Among the nation-states where | have worked there
is a wide diversity of social systems and cultural backgrounds.
North American countries like the U.S. and Canada are power-
houses of Western culture. Nations like Turkey and Sri Lanka are
known for their religious civilization. The Laos and Vietnam border
China, linked by land and water as well as culture. Every place in
the world | visit nowadays, | feel the vigor and rigor Chinese art
and culture disseminated. Simultaneously, the forces of culture
and art in intercourse are in confluence and collision as well. As
a classic Chinese saying from the Age of Spring and Autumn goes,
“Running water shall not taste stale; the constantly rotating door
hinge shall be immune from termites.” This spirit of engagement
with the world is at the heart of the Chinese-American art profes-
sors' exhibition. May this exhibition and symposium generate the
fireworks of Sino-American art, revealing the harmony of cultural
coexistence and laying the foundation for a flourishing Sino-Amer-

ican relationship.

Ambassador Guoxiang Sun
CONSUL GENERAL OF THE PEOPLE’S REPUBLIC OF CHINA IN NEW YORK

09/15/2014

EDS. & TRANSLATED BY DAVID LEIWEI LI
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COLLISION AND CONFLUENCE

We live in a global village, marked by an extreme discrepancy of
wealth between the North and the South and great cultural differ-
ence between the East and the West. Cross-hemispheric artistic
contact and exchange emerged in the late 19th century, setting the
course for confluence and collision. While the Western art world
flourished from its appropriation of Asian art form, ancient Chi-
nese culture in its post-colonial contact with Western modernity
languished. It was only after the May 4th Movements at the be-
ginning of the 20th century - with a generation of ambitious young
artists going to France to study - that the cultural infusion from
the West began in earnest. The best of the pioneers and the most
prestigious among them, Xu Beihong, Liu Haisu and Lin Fengmian,
brought back to China Western philosophy, pedagogy and aesthet-
ics both traditional and modern. They have left an indelible mark

on the establishment of modern Chinese art education.

The founding of the People’s Republic of China triggered an out-
pouring of Chinese art students into Soviet Russia. Inculcated in
the Soviet art education system, they absorbed the principles and
practices of socialist realism, became the mainstay of art and art
education for New China, and made their significant contribution
to the growth and development of modern Chinese art. Since the
reform and liberalization in 1978 there has been an exodus of
Chinese artists to the U.S. and other western nations. Overcom-
ing tremendous economic, linguistic and cultural challenges, they
study the difference in East/West art practices, reflecting and re-
evaluating the role of Chinese art in the new world cultural order.
The most talented and fortunate among them have now entered
the ivory tower of American art education. They are active in Si-
no-American art worlds. They teach American students and the
general public about Chinese traditional culture and introduce
Western modern art to China, becoming in the process the catalyst

of East/West modern artistic revitalization.

The 39 artists of this exhibition originate from this 1978 generation
and are now Chinese-American faculty of art in U.S. universities.
The majority have been trained in both Eastern and Western artis-
tic canons. Having lived through the Chinese Cultural Revolution
and soaked in the nectar of modern art, they are able to emerge
at the crack and crossroads of contemporary art with their distinc-

tive sensibility of bi-cultural integration, producing a truly fresh



body of work. This exhibition is merely a small sample of their
vision - a vision that reveals the fruits of their labor that traverses
East/West, tradition/modernity and fine arts/multimedia. Gather-
ing these artists together in one show and publishing their work
in an exhibition catalogue has significance not only in art but
also in history; it marks a new chapter of Sino-American cultural
cross-fertilization. It is our hope that the diptych of the art show
and the scholarly symposium shall fully showcase the artistic and
scholarly accomplishments of this unique generation, providing a
creative and productive forum to further contemporary cultural in-
tercourse and modern artistic growth while enhancing the mutual

understanding of both American and Chinese people.

As the organizing committee chair for this Chinese American Art
Faculty Exhibition and Symposium, | would like to express my grat-
itude to Ms. Yannan Geng, the director of the Asian Culture Center
and my co-chair, whose support has made possible the display of
our artistic corpus in midtown Manhattan. Thanks are also due to
the Ministry of Culture (PRC), without whose support we would
not have “Across the Pacific Rim: Face to Face with Chinese Mas-
ters,” a joint program by the Center of Chinese Art at William Pa-
terson University and the China International Culture Association.
The program has enabled the visits of such renowned persons as
Professor Pan Gonkai, the president of the Central Academy of Fine
Arts in China and Mr. Chen Lusheng, deputy director of the Na-
tional Museum of China. Additional indebtedness for jurying and
selecting the art for this exhibition goes to Mr. Chen Lusheng, Ms.
Laurel Reuter, the founding director of the North Dakota Museum
of Art, and Mr. Zezong Mao, director of the art gallery at the Asian
Cultural Center.

As the chairman of the Chinese-American Art Faculty Association,
I would like to thank all of our members for their participation
and support. Special thanks are due to members of the executive
committee, Professor Chung-Fan Chang, director of the Academic
Programs Committee, Dr. Lian Duan, director of the Symposium
Committee, Professor Jiawei Gong, director the Exhibition Cata-
logue Committee, Professor Zhiming Guan, director of the Exhi-
bition Committee, the CCAAFA’s advisory board, Professors Ying
Tan, Yida Wang and Lawrence Yun, and the new member of the
catalogue editorial board Professor David Li for their enthusiasm,

dedication and talent.

As the director of the Center for Chinese Art at William Paterson
University, | would like to thank President Kathleen Waldron for her
patient nurturing and attentive care of CCART, Dr. Warren Sendmann,
provost and senior vice president for his direction and support, Vice
President Pamela Ferguson for her fund raising success, and Mr. Daryl
Moore, dean of the College of the Arts and Communication, for his
leadership and engagement. | would like to thank Margaret Lam and
David Yen, honorary directors, as well as the founders of the Center
for Chinese Art at William Paterson University. Thanks are also due to
honorary Directors Mr. Liu Yong, Ms. Ching Yiu, Mr. Zhipeng Ding, Mr.
Shengzhan Ding, and the Shanghai William Chinese Art Foundation.
Without their encouragement, guidance, support and sponsorship,
our exhibition and symposium are unimaginable. Finally, | would like
to express my appreciation to our advisory committee, assistant Xiao
Ling, all of our university staff and students, our communities in New
Jersey and New York, as well as our Chinese artists and the contribu-

tion from Chinese colleges and museums.

Historically speaking, one can imagine the cultures of East and
West as earth's upper crust and their indirect and partial collision
the trigger of the modernist revolution of the 2oth century; with
China's opening and reform in the 21st century even deeper layers
of Eastern and Western cultures confront each other in total col-
lision. Such collision shall spark yet another artistic renaissance

and the rejuvenation of Chinese art.

Zhiyuan Cong

CHAIR OF THE PREPARATORY COMMITTEE OF THE CHINESE - AMERICAN ART FACULTY
EXHIBITION AND SYMPOSIUM

CHAIRMAN OF THE CHINESE - AMERICAN ART FACULTY ASSOCIATION

PROFESSOR AND DIRECTOR OF THE CENTER FOR CHINESE ART AT WILLIAM PATERSON
UNIVERSITY

August 28. 2014

EDS. & TRANSLATED BY DAVID LEIWEI LI
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COLLISION AND CONFLUENCE
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From left to right:

Laurel Reuters, Director of the North Dakota Museum of Art.
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Lyusheng Chen, Deputy Director at the National Museum of China.
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Dean Daryl Joseph Moore
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Essay by the DEAN
COLLISION AND CONFLUENCE:
THIRTY-NINE TEACHERS

WHO CAN...
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COLLISION AND CONFLUENCE

There is an old saying diminishing the relevance of teachers,
suggesting that most — if not all — do so because they've failed at
their respective efforts in the oft referred to real world — “Those
who can, do; those who can‘t, teach.” Or, as the filmmaker Woody
Allen intoned, “Those who can't do, teach. And those who can't

teach...teach gym.”

The artist/teachers whose work appears between these pages and

is featured in this exhibition are clearly those who can — period.

They are the gifted “post cultural revolution art makers” whose
work is the true great leap forward — the continuing land swell
of contemporary artists who carry the torch of those voices long
silenced before them. | have had the privilege of experiencing
theirs and so many others for over a decade — visual arts voices
that transcend mediums, borders and politics. The explosion of
contemporary art in China infused my experiences during my
many visits to that vast country and perhaps, soon-to-be next

great society.

Like the ground that once connected the continents, these artists
speak — utilizing the visual residue of past, current and future
lives — to a person fully aware of their cultural connection to
Zhongguo (¥ &) through the relatively new unfiltered window
of the American society they now inhabit, and dedicated to the
advancement of the arts and pedagogy. Their voices cover a
dynamic and sophisticated range of thoughts made visible, which
is made clear by these words from Jing Zhou, multimedia artist,
designer and associate professor at Monmouth University in New

Jersey:



“Developing a personal visual language that expresses
universal ideas, | create artworks for the stories and aesthetics
of each image, and for making visible those concepts which
reflect my personal experiences. | want my viewers to look at
my images through magical windows into a deep, secondary

space.”

The quote by Ms. Zhou is sincere and profound, and while relating
to her own very personal journey as one of the thirty-nine artists
here, its resonance falls gently on the stories of the others who
have shared that path, albeit at different times and from different
places. It is also echoed in the artists’ statements that accompany
much of the work in this exhibition. What cannot be overstated
in those voices from within — connected by the longest standing
culture we know — is what those journeys represent and celebrate

that we can all embrace.

The work in this exhibition encompasses painting, design, 3D,
digital, time-based, drawing and photography. As we walk through
the “deep and secondary places” the work takes us, we see old and
new worlds, images that provoke thought, beauty and sometimes
fear for the unknown that awaits us all. We also see the familiar
images of daily life through the cultural and individual prism of
the artist — not just as storyteller, documentarian and witness but
also through their respective humanity. That is what art does when
it is working. It moves us, sometimes to places unknown, feared
and perhaps longed for — and just as often to places we do not
want to go, but must. The work swings between the tame, the

provocative and the subtle messages that can cut as deep as any

razor. Art is what makes us human. It challenges us to look deeper,

beyond the medium.

The thirty-nine artists in this exhibition have chosen and survived
difficult journeys, navigating language, the divergent cultures of
East and West and the often-paralyzing politics of those respective
societies. Their survival, the evidence of which is reflected in this
exhibition, continues this dialogue on humanity. These individuals,
who are working faculty in higher education visual arts programs
across United States, have chosen noble paths as artists and
teachers, with an immense responsibility to those who came
before them, to those whose voices were silenced, and to those
whose voices have yet to be heard. If they (those who can) are
doing it right, the voices to come - the beneficiaries of the shared
journeys in this exhibition - will take that torch and see that it
continues to burn brightly. This is the ultimate validation of all

teachers who “can.”

Daryl Joseph Moore | MFA FRSA
DEAN OF THE COLLEGE OF THE ARTS AND COMMUNICATION

WILLIAM PATERSON UNIVERSITY, NEW JERSEY
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At Peabody Essex Museum in the town of Salem, not far from
Boston, there is a large collection of china, painting and other
Chinese goods along with a seafaring captain’s China Diary. Since
the time of his daily log, a new chapter of Sino-American trade
and cultural exchange has begun. Later in August 1882, from the
treaty port of Shanghai the first batch of fifteen year olds, dressed
in official Manchu dynastic uniform, came to the U.S. via Japan. In
this period of “school children studying in the U.S.” (1872-1875),
four groups of Chinese youth totaling 120 students were sent,
heralding the beginning of China’s systemic study of the West. The
Chinese learned much from America, while Chinese porcelain - a
symbolic summation of Chinese culture - became a favored object
of Americans. It is through such exchanges that culture has spread

beyond its origins to benefit both countries.

Li Tiefu, aka “the Father of Chinese 0il Painting,” arrived in San
Francisco to study art in 188s. Li became associate professor at the
Art Institute of New York City, researching oil and watercolor with
famed American painter John Sergeant and studying sculpture. The
works of some Chinese painters who studied in the U.S. became
the hallmark of twentieth century Chinese art history. Because of
Chinese social development in the first half of the twentieth cen-
tury, China and the U.S. have had both conflict and collaboration.
Cultural exchange came to a halt between 1950 and 1970. Because
of the 1978 Chinese Reform, the 1980s witnessed an unprecedent-
ed exodus of Chinese students to study in the U.S. A group of in-
fluential Chinese painters such as Yuan Yunsheng, Chen Danqing,
Ding Shaoguang and Jiang Tiefeng soon followed. Their study and
struggle in the U.S. are legendary, full of examples worthy of na-
tional pride. Some of them have ended their expatriate lives and
returned home while others have continued their artistic careers

in America.

It is a delightful development that decades of hard work have

enabled some Chinese art students in America to become faculty



members in institutions of North American high learning, not only
fulfilling their professional ambition but also earning honor for
their ancestral country. With their artistic talent, they have settled
in the U.S. and become part of the American society. American
art professors of Chinese descent are now all over North Ameri-
ca, making art, training students and contributing significantly to
Sino-American cultural exchange. The work of Chinese-American
art faculty is distinguished by its pluralism. As Chinese-American
art professors bring with them elements of Chinese culture and
Chinese ink painting tradition to the U.S., they have also absorbed
American modernism with its varied media, technique and de-
velopment. Owing to the nature of this pluralism, the works by
Chinese American Art Faculty in this exhibition have ink rice paper
painting, oil painting, acrylic, sculpture, ceramics and cosmopol-
itan design. Their Chinese cultural sensibility and their American
experience are evident, and their works are best characterized as
American art of Chinese descent. The dissemination of Chinese
culture in the West has brought about an artistic spirit unique
to the Chinese diaspora in America. Chinese calligraphy, Chinese
landscape painting and Dunhuang frescoes blend with typical
American subjects like the NBA. The cross-fertilization of diverse
cultures is precisely the Chinese-American art professors' collec-
tive distinction. It can be said it is the residual cultural gene,
uprooted and re-embedded, that grows into confluence with the
American mainstream. In the works of Chinese-American art pro-
fessors the conflict appears to have vanished, as a new chapter

is being written.

We need to fully recognize these professors’ contribution to their
respective institutions. Being the new Chinese diaspora, their in-
tegration into American society must be quite challenging. They
have to leave behind their past accomplishments and start fresh.
They must absorb the best of American art and combine it with
their own style to make possible a Chinese art with a distinctive

modern American cultural accent, not only to move society and

win applause but also to leave behind their aesthetic mark in their

own cultural milieu.

Unlike 19th century Chinese immigrants, the ones in the 20th
came to the U.S. when rising China had a significant impact on
American society, and they could live their heritage with pride.
Integrating into American society with art requires time. Despite
their difference in age and experience, the investment in time
and energy with which these professors hone their skills and
talent can be easily imagined. Art practices in the U.S. and in
China are doubtless quite different. The stress in the life of
Chinese-American art professors is hard for domestic Chinese

artists to imagine. We are proud of your accomplishments.

In a globalized art world, wherever the artist may be, he or she
must survive and thrive through an individual dignity, a unique
cultural stance, and a particular artistic success. Regardless of
their artistic medium, ideology, and value, and regardless of
whether it is traditional or contemporary, Chinese-American art
professors' pluralistic art has uplifted us. These American art pro-
fessors of Chinese descent in the new Chinese diaspora are mak-

ing us all very proud.
Lyusheng Chen
DEPUTY DIRECTOR AT THE NATIONAL MUSEUM OF CHINA.

09/17/2014 . Paris
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COLLISION AND CONFLUENCE ‘ il 4% 5 32 7

21



O | WRIE H: R v

22

il 18 5 32

COLLISION AND CONFLUENCE

B LA E R (Salem) N L kA 1E
(Peabody Essex Museum) py JEA47 A & i o B SM 4 %, ShHE R
HEREFEE RS, TARKRATEE S FR, KA
I 46, R EZ B8 H R X T 28R
F. ERI82E (Fipt—4#) 80, F—RITEISZHIF
HFEHH-HANNE RS HE LES A ARET 2E, &
MARA CHEFET W LEI8T6F, RFH M HEI20
A, BRARRFERR¥A AT 46, PEAHLNELE ¥
ATREAW, £, PEMARFREFFEXMNGRS
WA, WEAEEAGSEZY, XIURBEXFERIRRE
EWRET KE, wibg a2,

18854, MMy "HEHBEZIRX WEHKAHNTXERS
b, E—EAELEFILE, 19128, FHRNEELY
ERAFUEBAARKFEFALETR, GXEAZFLEERAE -
SRH—RETHBEARVBRRFFIRE, FRLA L
BRYEFTEE, B EEKAELTEZAR £ — 1
BEWEE., 0L Lot m At R RN YW, TXF
mefE, WA, AER0YLE0ETOFE KR ZI(F
W. METBOFRAEB THEFK, —PEAEMANEAMN
HHAXEEAEHAREFEXR, REL, BAF, T
BN, BHEE - NAE N CEBAF LT R E KA
KEEE, MEXERGHEREFIMEENES, AF
SZREMS FAELOHAKE, HFSSE AT
RAFEH. 20&dE, WNANERTHE, L H40E
THEEE, REMNIHERTERALG B LA,

REWE, —WEILXARNFEXZTELEZL LT HFHE
A, WAMKRT HOH R, IR E G TR
FHUW LT LR, ANAET HCHALNE, TH
WAHEASAAY, iR NEEt2n s, Nad
WERT R A DT ART R, B, AAELEHE
FERARMNALEN, REE-—HUELLHENEH T
A, FRERSE TH e, M1 W E &+ £ W E
R EH, WAlE)E, SEEN, RETEENEA.



EMEANBRZHERME, B LTBRE, 15
ErEGAEMTEGTRTIEE, R XR0RT £ER
REXKRIAGEM T &, AELEFEN . BRFEMT £H
o BT, EREXNMLELARZERRR FOHER,
BAAE, WE., BR. BE, WAFEAERNRX,
CHFFEGMHRE, PHFIRERNSFH, xS
TH SR, RANEET A kA o b B SO R DK
EEREAFHRL, ZHERRIAET EA T EM&H £
By e, AT EXCBANETE Y Xz, B
TR LT LA AR, Roh EE S —
XA E,

e, RAEE T RA RN T RNBAR A — AW £
BN, AROFEEPEMH—2TE, wHEE
B, PEFE, FELAE, xBERXMGRE, EFK
JekieE ERBRE — M OEHRE, TR FEARNE
B At b oy B A X e, EAEXEA LR E
HATT HEHAERG W LH R SRR RS, &
ZREFNMRLGEEHF A, EFERARNAERCEE
AEESE me b, IR RAFS, T
LEEFERBBRERAGHHEE.

ERREE, RO ZENFE X LT ERARNES B H
HERAL LR ERM Y, B4, W14 £ R H M
4, pMEBNIXE TR RAHLHEL, HEEM
Maly£E2F, FERTCEEENRBRRGEHK, —
THREHR, MNFEESZHFULEEANMLK, F46
BAREEER, RIAGEAEEFEHIARUL, FTUA, il
RERECHERRS L, By wAHG AL, /31X
EAWEY.

A, ®RNALFHGREL THHER, EREMRNETE
EHAFALHEY, CREMMTERGE N L, ERMATH
T8 CATA I E A SR ARG oy — F0 o LA H

E®Rm 0 A ARNLEAERATFRS £, xide
ABBRNECEZFEABRGTES T XELLHRRY
L, TR ENEm B AEFALE, UEA
B AHNEE, BALZEHSRFE-NKAHIE, £
BB, FoUHRLEFRMETHAF, w15
R g BMRTURES, BiE, AEENFZLIAR
BlES wEARAGAR, AR5 8 £ 76 7 DL R A5
WA, bE-REFETEEANEARKNIEAE
Ry, RATEFHHEE R T ROTBE RS, AT A
S ZAR, EFEXAEEAXE, SEEARFTREE
AP EEEG MG XUREHFOHRX, TR, ©FEFT
XEWHE T, XEEFERARGAFLTETXEX
ITHEAR, BZHHRAERMITEREFH XMy ZR,

E-—MHEKRRERLOIARZEARFR T, FTEMHFLTHR
i — AN, BERRFZIRGET, MLTFE T XL
IR E, LA B EHEARER, LELFERH
‘OMAEET, MR CTRAWES T XA LKA 8 T
ML TE R, RERNE THBORSERMEH T, X
BERUHEAAFEACRECADS, BRLRMK, BN
GRMEREALE—FRME Lty BARRERG—FZ
AEEfEK, BR, ExH— Mkl EEAERIR
wEtEy, RNTUEIRNEEHF AL EH AT A
WEHERAWTRE, RIAHT A8 HMEFET N ZH
HE, H, FLIARTRELHEET MNUEAEATE
[ Py B BUAR B R A R AT 2 AR BRIR R W98 = 7 S

LR, AERMFTRI, G RATT A Ty e A £
AREENEREMS HH A RERDUE . MAIBTH 5
T RRE, IR R, AT DL T

FEERES K
e A&
2014489 A 1T H ¥ BT EA K%K

COLLISION AND CONFLUENCE ‘ il 4% 5 32 7

23



Exhibition REVIEW
ECHOES FROM THE PAST

Laurel Reuter
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This historic exhibition is steeped in the history of modern China.
The story began when Chairman Mao launched the Cultural
Revolution in the summer of 1966 and decreed that schools
would be closed. No formal education for the little ones, none
for advanced university students, and nothing for millions and
millions of those in between. Ten years later in October 1976,
the Cultural Revolution ended. Soon after, word went out though
village authorities: candidates between the ages of thirteen and
thirty-seven could take the first nationwide university entrance

exam.

Parents scrambled to get their “sent down” children back from the
countryside, to find text books and tutors, to make up for years
of missed schooling. Then, in November and December of 1977,
between five and seven million people showed up for the two-day
test. These were China’s best and brightest, determined to grab
onto the golden ring - a university education. The Class of 1977, as
they became known in China, included 273,000 students, the 4.7

percent who passed the entrance examination. Most graduated.

These best and brightest were young people hungry to learn, so
they set their sights on post-graduate studies abroad. They wanted
to know what contemporary Western art was about. Their good
fortune held. In December 1978, Deng Xiaoping had announced a
new Open Door Policy as the first step in rebuilding the economy.
Researchers and university baccalaureates were encouraged to go
abroad, to learn, and to bring new knowledge and systems back

to China.

Approximately two-thirds of the artists in this exhibition were
among that first wave of students accepted into American
universities. China was hot, its students coveted by art
departments across the United States. Once accepted, the visa
dance began. Scholarships were essential to most. One proviso,

however, stood between them and the necessary visa: a full



scholarship. Partials would not do. And there were scholarships
to be had, especially for Chinese foreign students. Between 1980
and 1995, a steady flow of researchers, scholars and students
made their way around the world to end up in small towns and
major cities in the United States, all home to America's citadels of

learning — its best universities.

They graduated. It didn’t make sense to go back to China just yet
so they began the job hunt on U.S. soil. Again, Chinese professors
were coveted by those same universities where they studied.
Universities wanted their American students to be exposed to the
greater world - the era of American students backpacking their way
around the world was in its heyday. The young English-proficient
Chinese, with their graduate diplomas in hand, were welcomed.

They found jobs. And they stayed.

What did they bring to American art? Many answers can be found in
the work in this show. These artists had been rigorously trained back
in China; their skills were of the highest order. A painter like Zhimin
Guan can turn out polished abstract paintings, or landscapes, or

figurative work to rival the best of Western-trained realists.

In the early 1990s, professor of printmaking at the University
of South Dakota Lloyd Menard accepted Xu Bing as a student,
knowing he taught printmaking in China. Menard said, “Yet he
presented himself as a student who had much to learn. | had him
demonstrate mezzotint on a small plate. He did the whole thing in
a day - rocking,printing. | had him demonstrate woodcut. His skill
was phenomenal; his hand absolutely sure. There was nothing
he couldn’t do, and so rapidly. | learned as much from him as he
learned from me. All | could teach him was what the art world was

like in this part of the country.”

Soon came the next wave of Chinese students. Their traditional

technical skills were as honed as their predecessors. They,

however, came of age during new media and were seeking ways
of making art through digital imaging, computer graphics, video
and film. Their work in the exhibition is that bridge to the future,

that break with the past.

These artists were raised within Chinese culture. Their mother
tongue is a language that contains all that they are within its
structure, its characters and its grammatical way of thinking,
which cannot be erased. If one studied in France before arriving
in the States, that presence remains. Social realism strongly
influenced older artists who grew up speaking Russian, the traces
of which still creep into their work. But most importantly, much
of the art in this exhibition interweaves and reverberates with the
ancient traditions that form Chinese art while still presenting itself

as contemporary.

Video by Chinese artists whispers of brush painting. Paper
cutting, a minor art form in Western cultures, is transformed into
monumental relief sculpture in the hands of a Chinese artist.

Calligraphy materializes in the paint strokes of abstract painting.

One asks, how many generations will it take before the complete
global-homogenization of contemporary art, or will an artist’s
singular experience ultimately survive global communication? Will
Chinese artists always be Chinese, or amalgamate into citizens of
the world along with Kenyans, Mexicans and Scots? These are the

questions pondered in the artwork brought together here.
Laurel Reuter
DIRECTOR AND CHIEF CURATOR OF THE NORTH DAKOTA

MUSEUM OF ART

CONVERSATION BETWEEN AUTHOR AND LLOYD MENARD, 12/28/2011
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Anxiety of Globalocalization

CONTEMPORARY CHINESE ART RESPONDING TO

WESTERN INFLUENCE
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Problem of Interpretation

Initially, the writing of this book was to be based on my lectures
on Chinese art history, given at Concordia University in Montreal
over the last 10 years under the course name “Introduction to
Chinese Visual Culture.” Then, | decided to concentrate on 20th-
century Chinese art, and eventually, due to my personal research
interest, | narrowed my focus to contemporary Chinese art. Thus,

a question arises:

Would a study of contemporary art be a historical one, or, would
contemporary art be a part of art history? In the past five years
or so, some art historians and art critics in China have argued
about this problem, and so far there has been no conclusion to
this debate. In this regard, | emphasize the difference between
art history and art criticism: the former is concerned with what
has happened to art whereas the latter is concerned with what
is currently going on in art. In the West, scholars usually do
not use the word “history” for the study of contemporary art.
However, since | stress the difference between art history and
art criticism, and since | intend to give a historical interpretation
to the development of contemporary Chinese art, | use “history*

to delineate my study.

In this historical study, | offer two interpretive ideas. First, the
development of contemporary Chinese art is shaped by the
influence of modern and contemporary Western art and art
theory, and determined by the Chinese response to the influence.
Second, such an interpretation of the development comes from
and also gives birth to my own interpretive theory, “Semiotic

Structure in the Hermeneutic World.”

Dealing with the two main ideas, and particularly, dealing with
the possible contradiction in the second idea, | face a practical
problem which is crucial to the logic and structure in my
writing of this book: are the two ideas drawn from my study

of contemporary Chinese art, or is the first idea framed in the



second idea which is a pre-conceptualized theory? To tell the
truth, | have studied and written on contemporary Chinese art
since | came to the West and became immersed in contemporary
Western art and art theory in 1990. That being said, the theory
of “Semiotic Structure in the Hermeneutic World” emerged
gradually, little by little and step by step, from my long-term

exploration of contemporary art over the last 25 years.

Thus, the logic of presenting my study in writing and the
structure of organizing the writing are somewhat unusual: | do
have a pre-conceptualized framework of interpretive theory for
my current study, and | do draw a conclusion from this study to
reinforce the two main ideas. This circular-like statement means
to say that there are two interwoven topics in this book, i.e., the
interpretation of the development of contemporary Chinese art
and the interpretation of my interpretive theory. Elaborating the

two discloses my double anxieties in writing this book.

Anxiety of Influence

Suppose a book on contemporary Chinese art, and on art history
in general, is narrative and descriptive, relating the story of
how art has developed. However, the purpose of a narrative is
not just to tell a story, but also to examine some key issues
behind the story, offering interpretive opinions. An art historian
is not only a story teller, but an explorer with an analytical eye
and critical pen. Keeping this in mind, | wish to examine the
complexities behind contemporary Chinese art rather than a
mere surface overview. In order to do so, | focus on some key
hidden issues, hidden behind, and explore the Chinese anxiety
towards Western dominance in the world of art and in the
narrative of art history. It is in this regard | make a point that the
development of contemporary Chinese art is largely a history of
the Chinese response to Western influence. In other words, this

study unravels the inextricable links between the two.

Scholars have offered various interpretations to the development

of modern and contemporary Chinese art, and offered different
theories about what has defined its progress through history. Art
historians using a sociological approach regard the development
of art as a part of social history, whereas those using a formalist
approach regard it as a stylistic and generic development.
Interestingly, an art historian from Taiwan proposed a socio-
political interpretation, claiming that it was Mao Zedong Thought
that determined the development of Chinese art in the second
half of the 2oth century. Although | do not completely oppose
that interpretation, | suggest a different one; that it is the
Western influence and Chinese response to the influence that
has determined the development of contemporary Chinese art.
The influence and response are primarily found in two respects,

form and concept of art, or so to speak, aesthetics and ideology.

In this study, the term “contemporary Chinese art” is firstly
temporal, referring to Chinese art in the Post-Mao era, i.e., from
the late 1970’s to the present day. Nevertheless, in order to focus
on the key issue of the cultural conflict issuing from the Chinese-
Western encounter, | take modern Chinese art in the 2oth century
as the temporal context, or historical pretext, to my discussion
of contemporary Chinese art. Regarding the temporal sense of
contemporaneity, scholars in the West and China have defined it
differently. In the West, scholars tend to refer to it as the last 20 or
25 years, while scholars in China tend to define it from a political
point of view, and refer to it as either the period starting from
1949 when the People’s Republic was established, or the period
starting from 1979 when the Chinese government announced its
“open policy” to the West, and the underground avant-garde
group “Stars” first exhibited their art in Beijing. | do not intend
to argue about the temporal difference of what “contemporary
art” means in the West and China. Rather, | aim at discussing
the important changes in Chinese art under Western influence in
recent decades. That is to say, in addition to its temporal aspect,
the term “contemporary art” is also conceptual, referring to the

aesthetic and ideological challenges that Western influence has
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posed to and imposed on Chinese art.

Certainly, the influence of Western art, in particular the 2oth-
century Western theories about artistic forms and concepts,
has defined and shaped contemporary Chinese art. However,
behind this seemingly simple fact there are some critical twists
and complications. For instance, the ways in which the Chinese
have responded to the influence. The influence and response are
significant for Western students and scholars to gain insights
into contemporary Chinese art. It is also important for Western
policy makers to think about how to interact with the cultural
soft power of China in the globalized economy and politics of

today and the near future.

Therefore, in exploring the key issues in this study, | address the
ways in which Chinese artists and art scholars have responded
to Western influence. In order to elaborate on my opinion, | refer
to the Western critical concept of “purposeful misreading,” or
“intentional misreading.” Why has such a misreading occurred?
Based on my study, | offer a possible answer of “anxiety of
globalocalization.” Namely, the Chinese purposeful misreading
is a crucial way to localize Western art forms and concepts in
today’s globalized cultural setting. In other words, the purpose of
the Chinese misreading is to construct its own contemporary art,
which is also a way to search for and construct its own national
identity in the Western-dominated art world, and then spread
its influence worldwide. To be more specific, this is to convert
Western artistic forms and concepts to Chinese and serve the
purpose of advancing contemporary Chinese art and culture.
on the other hand, this is also to internationalize Chinese art
and culture as a political agenda to strengthen China’s cultural

presence in the international arena and to cast a global influence.

In terms of theoretical sources, this thesis of “anxiety of

globalocalization” is inspired by some great scholars from the

20th century. Among them, two are most prominent: Arnold

COLLISION AND CONFLUENCE

|. Toynbee (1889-1975) and Harold Bloom (1930-). Toynbee is
a British historian; his notion of “challenge and response”
inspired me in interpreting the Chinese response to Western
influence. I will discuss this notion in the final chapter “Towards
a Conclusion” since it could bring my thesis to a deeper level
of cultural politics. Bloom is an American literary historian and
critic; his poetic theory of “anxiety of influence” also proved

greatly helpful to my study.

As one of the most influential “Yale School” deconstructionist
critics in the 1980s and 1990s, Harold Bloom is still a leading
literary scholar today. Since the early 1970s he has developed a
theory about poetic influence in his study of the development
of English poetry. According to Bloom, poets from younger
generations realized that they were the newcomers in the poetic
world, and due to the shadow of the old masters, there was no
sufficient space left for them to demonstrate their talents, and the
shadow made them anxious. However, some of the young poets
were “strong poets,” because they were creative and rebellious.
They intended to challenge the old masters by purposefully
misreading and revising them. In Bloom’s opinion, the anxiety
of William Shakespeare was to fight the shadow of another poet-
dramatist of his time, Christopher Marlowe (1564-1593). Although
Marlowe had a decisive influence on Shakespeare, as a strong
poet, Shakespeare eventually developed his own style through
his purposeful misreading and revising of Marlowe’s work,
and eventually surpassed him. Interestingly, Bloom’s theory of
influence was further influenced by the Freudian theory of the
Oedipus Complex, which came from Freud’s study of Western
literature, especially Shakespeare, and also from Freud’s battle
against the Shakespearean shadow. In my opinion, the Freudian
Oedipus Complex inspired and shadowed Bloom, just like

Shakespeare’s Hamlet inspired and shadowed Sigmund Freud.

While Freud developed his psychoanalytic theory about literature



in the shadow of Shakespeare and Bloom developed his poetic
theory in the shadow of Freud, | intend to link Bloom’s theory of
influence to my study through examining the way in which the
Western influence creates a similar kind of pressurizing anxiety
on the Chinese, who then struggle towards establishing an

independent identity and place in the world.

Anxiety of Globalocalization

The notion of “anxiety of globalocalization” is my interpretation
of the Western influence on contemporary Chinese art and the
Chinese response to the influence. How have | reached this point
of interpretation? | approached the subject of my study from four
perspectives at four levels. They are the authorial, contextual,
textual and readers’ perspectives, at the formal, rhetorical,
aesthetic and conceptual levels. Integrating these perspectives
and levels in the practice of interpretation, | term my theory

“Semiotic Structure in the Hermeneutic World.”

It has taken me two decades to develop this theory. As
mentioned, | started my study of contemporary Chinese art in
the early 1990s when | immersed myself in 20th-century Western
art and art theory. Throughout the first half of the 1990s |
wrote on both postmodern art and art theory in the West, as
well as contemporary Chinese art. Based on those writings, |
conceptualized a book on the same subject, which was completed
and then published in 1998, titled Rethinking Art at the Turn of
the Century: A Cultural Inquiry into Postmodernism in the West
and Contemporary Chinese Art. In that book, | presented my
study of art language and interpreted the language at three

levels: the formal, the rhetorical and the aesthetic levels.

Although that book was well received in the late 1990s by young
artists and art history students in China, | was not satisfied with
my interpretation of art language, since | missed the conceptual

level which is more important to contemporary art. | continued

my writing and paid more attention to conceptual art in the West
and China. Based on those writings and focusing on contemporary
critical theory, | completed another book entitled Cross-Cultural
Art Criticism, published in 2004. In that book, | added a study
of conceptual language at the fourth level. However, | was not
happy with this book either, since | should have had sufficient
exploration of the relationship and interaction between the four

levels.

I did not stop writing on contemporary art, and published a
third book in 2009, titled Form and Conceptuality: Exploring Art
in the Context of Contemporary Critical Theory. In that book |
explored art at four levels and examined the relations between
the four. Due to their interactive relationship, | considered that
the four levels of art language form an internal structure, which
is conditioned by external context. | regard the three books as
a trilogy demonstrating my long-term study of contemporary art
and art theory. Regrettably, | did not come up with a term at that

time to name the internal structure.

While writing the second and the third books of the trilogy, | was
also working on my study of classical Chinese poetry and poetic
theory. Certainly, my study of literature was complimentary with
my study of art. Although I did not name the internal structure in
the trilogy and did not explain how | came up with the idea of the
four levels, | was able to do so in the literary study, which was
published in 2009. With the title of the book | named the internal
structure, The Significant Structure of Poetics: A Cross-Cultural
Study of Southern Song Lyric Theory. Furthermore, in a modernist
New Critical fashion of close reading and structuralist fashion
of textual analysis, in that book | demonstrated in painstaking
detail not only how the four levels were discerned from the text,
but also how the idea of the four levels is supported by both
modern Western critical theory and traditional Chinese aesthetic

theory.
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Although | value the importance of intrinsic study, | am not a
formalist. Rather, | have tried my best to bring together intrinsic
study and extrinsic study, and textual analysis and contextual
interpretation. Such a border-crossing conception is shown by the
“pictorial turn“ in my study of visual culture, particularly shown
in two books. One is a collection of my essays on the study of the
image, titled Visual Pleasure and Challenge: Communication with
the Image in Art, published in 2010. The other one is a collection
of translated articles on visual culture, entitled Introduction
to the Key Texts on Visual Culture, published in 2012. As the
compiler, editor, and co-translator, | wrote an introductory article
to this book and wrote more than 20 shorter essays on each of
the translated articles, all dealing with the issue of, in various

degrees, context and its interaction with textuality.

Following the Visual Pleasure and Challenge, | wrote two more
books to form another trilogy on visual cultural study. In
the second book of this trilogy, Semiotics for Visual Art and
Visual Culture, published in 2014, | explored the intrinsic and
extrinsic interactions from four perspectives: authorial (artist),
contextual, textual (artwork), and reader’s perspectives. Due to
their interactions, the four form an interpretive whole, which |
named “Hermeneutic World of Semiosis.” In the third book of
this trilogy, Introduction to Visual Cultural Study, soon to be
published, | incorporated the “Hermeneutic World of Semiosis”
with the “Significant Structure” by exploring how this internal
structure supports the external world, and vice versa. In other
words, while the significant structure is constructed upon the
internal text, or visuality of the image, it correlates the four
perspectives and is also framed within the hermeneutic world.
It is thus important to study the dynamics of artistic language

as well as cultural and social context in order to gain a fuller
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understanding of contemporary Chinese art.

All the above-mentioned books were written in Chinese.
Now, writing this current book in English, 1 make use of my
explorations in the previous Chinese books and further explore
in this book how the internal “Semiotic Structure” and the
external “Hermeneutic World” are integrated. In my interpretive
theory as such, the semiotics structure is in fact the core of
the hermeneutic world, and the world possesses both the
internal textuality/visuality and external contextuality. To be
more precise, it is the semiotic structure that brings together
the four perspectives of the artist, the artwork, the context, and
the reader in the practice of interpreting art. Thus far, | have
conceptualized and constructed my own interpretive theory
“Semiotic Structure in the Hermeneutic World.” This theory
will be further elaborated in a logical process throughout this
current book, along with my elaboration of the thesis “anxiety of

globalocalization.”

Finally, corresponding to the double anxieties mentioned before,
I now lay out how to present my current study in writing. In this
book, I will employ my interpretive theory to the study and,
conversely, | will also utilize the study to elaborate the theory.
This is to integrate the two and not to juxtapose them, since the
main subject of this book remains my study of contemporary
Chinese art. In sum, the elaboration of the theory explains how
| have reached the point of interpreting the development of
contemporary Chinese art, which is shaped by Western influence
and determined by the Chinese response to the influence.
Needless to say, while the response comes from the anxiety of
globalocalization, my writing of this book comes from my own

scholarly anxiety.
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XHEEZEEERAEN, MEERERIRERAC,
Uk BRIBTREL, %A, RE—HX—MUHAZAKELE
BTEHENERES, EfNNERIENEHENESR
#ih, BRFE, BERK, MRNERERENEGEE
2T, BERALERFFTELHKD, EESHANENLSE
MTZHRBERR, MITHEBRRLZGEKMARK =
W, EMSERRE, RERATELRERMLEIR.

FR, HEENHLAFTCERER, HEBEHRT (¥
MEEIE) ZEFE, XHRT—ERE GRIZER) |
ENBEENA—MBZURNE—FRANLE. HEE
W, BEERANSE, SHEBENHITE, RHENEFAN
Bz, AXMERNEE, BFAANE AR AR E
B, AR AN EIARES, FRARERER, R0EH
KEPA. XEMEBE. ERAHEBHIAER ENLLEN
BFRREEAX, EREANGTANEENEERRE, KH
ik, REFBURABENE, FENETRIEHFEBH
HigH, BEMESET MATERREEFREREE, B R
REE" MENEREE. XBAEBECH "SHNE
BT RIRT IR, IR AEER ST ERIE R EIE,
Hiz2EEMEERIRIEZMEND, TUMIERH A CHRF
FEIE, FE REMDZHSBORIZERN, WEEHT
BERIRE, TR REEHSBHRESRY, HERAR
FTA.



HEBAXNEEREBHNBERA, FILZMEFA,
TREZAE, MNE &@FIFA" (strong poets) , R
EEHMNFATERBEEFANER. BSM6EH, Mg
Bif: "BEFAZEBLEHTHEDSAERARITHRE
HAMEBEFAN . TR ENER, TERANERE,
IFIRER, XEEHBRAMAZEE O REEM, EX4
EEEE, HEBE—IMREENUNS, INAFERZFFAL
MERMERFEFALNAH, SNWEENRBEFELN,
XAME, MATHEE X FHEMMKRNE, wEMT
HELLREEE N, HAEHETREPOERNERTSAS
RIESORBRIRIE, FRFANEE Z BRI, &R
R ERINH AT B T 5 24

WA EBEEME - S EEMNBEXIRE, RIFX—%iHE
SEMGEN I RAMRENRERS. FEMITBRITE, WU
HigRmAAEAMAAERR, B2, SAXBENEEMSE
BERMERMANMRZE, ZEEHE—HELSAE
% LM%, ZMELAFEEHAIBNAIRTASL%, &
FEZEHAMBECHTRNITHERE, FEFSEATRE
%, AALHEEENEACCEANE, Fome—E, U
REEAFBME, UREEHANEMER, MEEZEN
IR FIR ARG, Eit, FHENER, EEREENST
A, FEMENERTHENATRNRAREENE, B
thELROCEFRNEMEERZN, ME-—EZHNH, ER
Bk, IBYUNHHRFETERNSER, THENFEH
=, IRz,

ERER, PELHREAMIKZAFERENBERL AT
I, MEMBENEERE, SERAHAIN, BITHMENER
HEIEIMBSEERE, EARNANARLSH, £
RMERMBEREENSERR, HRENSEFTN, fo
MNAEMERA®E: —RETZARRAEAERRERIF
FHERCHKRIRE, SMEHSRIEXIRENEMER.
T, BEXMEEENRELERRNERA, T2 &
THRBEEERORIEMIBRAENN RNXENREEH
B2, MECKTHEOLMARRE, FERFTH AN
EX TR

EXMHEEMEEXNRE TAUBRIE-ITRR:. A
HaMERBALMERLANEM T 2RI LEENEE

ZARERM. REMPLIEFTI. EEENZEAK? BAX
LEMTZMEIZMEEREE MEES. BRET" BR
WRMERE, MEAEREMA, THENIRIGEERENR
—#, EMRFLEMEMRR. TR, HHEENOLA
B, EEMME-GEMNE, XEEMTZHACEEE,
SEARORITRISEE, MIEEDLER, REFTFZOM
REFIR, —BAHE, ESUREZEMITENZE,
FREHETURNINAREME A,

EIF, REPLARZEMZARBFRZXME, MITRTEEM
ARWEE, BEETEEAGRHBEEANOLARE. EE
e, FOXPELEREAMESABRE, FHREEEL.
WEREAXFERELD, BRABSWRELHARMAEL
HSEMHEZIR, HFUAEHRFRITZ,

BRI, BEA, EARZFHL, XEHEL, EHTOIXE. AAMN
MARFER, AAMEXRMETXZSRIAITRALXMEARTA,
PHRPEXZE5MEXL, HAMBTEIESHE KBERFLES
NESE, B30ERLZREFAREN. XEFL. HXHEEE=ZGR
B, HEEREZENRE, itE (CREHHsH) (1987) . (#
LRMEARE) (1998) . CGHIMERFE) (2003) . (BEXILEAR
HIF) (2004) . (BHEZEA) (2008) . (MES5HK) (2009) .
(FZmEBEE) (2009 . (EEHERSHEK) (20100 . (B
REIRE)  (2011) o (EGMAK) (2012) « (ZARZFZEH
JEHR - ML) (2012) , (MEXUSEARZARFSE)
(2015) %, REHAHKBLEREME. AARBERESAF
. EERWMEFNEREMRFERT ISR, SRAAALF (H
FER) SEXLERE, HEXK (GRERR) ZESEMRITFER,
HEIEERNLE (EAEFSE) 5 (FEIARZARRE) .
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MERE: AXURA - SHEMER (RIK) MgERK
HfER FTR) A6, St "BEFTA" . "ERTAT
M UTAZA" WEMNW "TAZA” EAFHNERINK.
FERRHIAZRAITHAZAROANNMGRES, HEMSHE
it BREEKNERFAITAZAEMER. XN THENEH
ARSI — S ERE BT AZ AR EE.

KigiA: BETH ERNTH TAZK HHEH ZARE
& ZTINF

014F7AMRBRES L, RESREXZAREA - XH
BIfEm CEREIR) , WA220FHEMEK, ZARZEA - LH
HEISFRSIFEBALENRE, XKBRTISENR, T
ERREAMRRELIEE, WIRMRERRED, KELHBTH
B, FUBMAYE EEEHFAIHREE. ERPNENE
(BRE, BREEDTNIWET —MESHRE, mR
BRATISERTEARARS M EFER KRBTGS LB
18, BA0HL0FEREAEXEN "KESFFEAR" B
B, FRZ—HEFRRSHR, TBARZTR, Fif
FERZAGENE QEEZARNENZERRDAISEET
A, WEHZAEBSHENER.

SRR ANEHLEATREERTZEARMITA, BER—1
ZAK, ETAMBNEERBETA. B4, WAXSH
BITAMZERNTARMPAEARERT "TTAER" , X
AR ERITH B

AXEEM=AXKEA: BETH. ZRTH TAZK,

"HETA" BMMESERMAEREEEPH—RITA,
BREALHNBELERN, BETAERERH TR UEELS
ZRITA, BRAXTESSRE.

"TTHER" RERARUAMKAEZEN, A—ENEKE
ABRMHETIRNZARR, IR—MATHEN. AU
BIFRIZEARERERN.

“TTAZER" BHPEBITHIRE, EXXHFEE—ITL
IiERAC. BVMERH{TAperformance art—id, tAFAESE



2RE 174" . tkiThomas J. Berghuishd (1T AZEARER
E) (PERFORMANCEARTINCHINA, Timezone8F2006
BR) @, ZPHEMNEGANREDNESTEERESHNE
%. {Bperformancesgi “FiE" , M “RE =ASEKRT
jo3: 08

BAZARFEFhappening art (BEZZAK) , IMALEF
% (Allan Kaprow,1927-2006) %FAHI. BAEZAREER
HelE—MEEMTEMGE, ILEFHMARHEN—FHET
m. i BEREESKSERNEREEZT. EFTE
WARRMET, Tl —IiE R EZIR R ERIT A,
fEEMARXT MM R, MMEXETARASIERARE
B — XM %.

EAAEZARBHEEDbody art (FHEEK) , XR—FEAN
Bk LR SMERSE SRR —HRLINERFT,
ttanAmelia Jones7E19984 HARAIBODY ART (University of
Minnesota Press) , SZRUEHERSEESTLAS
RIEERRIWEM,

B EFHIEFProcess art (IREAR) . HEERZXH
TRH: EREI1960FERPH, ZIRZR—EHAA—1
BEEMIZE, BRZERRETFREZSARMNIXIEENIEF,
(Process Art has been entitled as a creative movement
in the U.S. and Europe in the mid-1960s. It has roots in

Performance Art, the Dada movement)

U ENMARXHERE RRHE FEEAENEZARPAE
A, BEREDHRERRZN THEAR" . HEEAHE
%, EEAPERT-LRE BH TH BET-ME
ASEHHE, ARMAXERENEZBERESIREE
HIZENTLE AT AZEAR.

EREZAXKEE Lk, ERETAH. ERTH. THE
R=FH, HEFTASERTARGEA, BARZHITHN
ERSMARE, ZARSEBEABZZER, ZRITAHSTA
ZARERSWRE, BEAERIHER, BREBHENTT
B, EEBIENS (BF) FARES, X2—MREAHEX
A, @MWEZ, “ZARITA B—MITA W TAZR"
MB-MEAEK, XI—RAEERTUEREITANRNE "2
AEE" HAEUAMBITAZROER, EAEESSREE R
AFHENEE, EREEBHAZMMT "EARITA" Wit
REEMB TAER" .

TAMMERAZER, ZREAEAREINZEHIAIE
B, INEEMITHRETAN “TAER" , HITR&EE
HNBEEELNREZGEZRMEZRTE - A4 (Arthur
Danto,1924-2013) ) "ZARR" (Artworld) LR ZF L%
2, ARAEZ "ZARR" , AFAE - BE (GeorgeThomas
Dickie1926-) HIS TR "ZABBAFENE RS
HE, 2—1EBEK, —4NER, —HITZMEERMXL
38, ERGETEAR. ENE. ARR—EHIMARY
BEE. REEBBRAZAKRXLEEREHTR, XLR
9, TARNEEHHR "HEN EREEHER, X
AN R R R /ME 3 A EE R X BT S 1E
MEZRFEZ—,

I MTHAER" R, ERRMGENERFEREE, X
A mER RRERANAE, —EREARNEMN, ZE22

RRH "EAEE" . BUHAS, BINTUEEZLERER
BFTAZARMEMMBRE, SR "ZAEE" TRSET
AR, NERREREZERRZL, MERARSH
R E I,

AT EMPARMIERTARUBAZAR, FREXTIAE XIT
AEREEMAEEE, BR%E 1TAZAR" RPEHENES
EFRIE, BAMZMENEBHRE, ERERNELIZE
TILA:

—. TAZAZRHZERREEGITRIMAM L.
EANFIBEEZEARRITAERBITAHBRHITAZARETER
Z5h, REMHERERAT K, BEET ERRL LT
ARE, BHERMBN "EAER" . MLIREESE, 2009
F798EAT LR SEMM" BHICOMEERTMT S ERE
HIFREIR T RITAZ AN EE, BEAMMNTETZAR
BERSR, MNBITATRBEITAZR, BITARER
BEHMBRETA MASHSASHALNENEETAHEERE
BELEAERRER.

B, TAHASRFMITAERTES “REA" S, K
BN TEREARMILEE, QWFMEERAZRRER
BRI,

L ITAZARIZENS "ERARAX" BHE "EAX
REE" .

ERRANK" MESKATRE - BE, XHFE-IEHE
BMEAMESFNRS, ENZEERAY "SARFE"
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HHBRRBEREZENENHIARM LTI, R, 1T
HERNMBHREETELTRLETRBHERARLAK (4
EIHET) ZHME AR (EHE) 56, MERSITH
ZREE—NHEMEARKGTEENER, BHE "B
V-2 “B%&" (happening) RITAZAREIERIHEEE
HREFEINLEN—TEERLR. B "BLYE EERE
TITAZRESTRBITAATRNIRITENMERZSTEE
T, MAZER (—RRE) , “MEAKBREZTETF
AR, BAXAD —RK" FHED TG LOERE, @M=2i%E
RFIE NI ERTERIRRER,

=, THZARMHESMIZERINF. TEANER.
FHBEINF, RIEFTASARMEL =N SHERELIFR, H
PR SR AT AUFR EIEHERRE R R AR B IR EE,
BEAREZEREATHXMLERRE "ERHTAZR" , X
MREEREEIRN, RERFELTETHRRITERTA
ZAR—HEIR. BETANBNEENRES S AR,
ERLF WL R HERZUA IR B RIR.

—
[[13]

ITAZAREARTUB NS FEHREEIEERRSF,
BE#HS. BENXKEAREERRGEENTARIZRE
HERRHATAZ AR ZS, MEIEEEANE BETAFHBIET
HBEFITHE.

M. {TAZARRIZERSRIEHIE.

TAZARRUSEARN—MRE, XSBEMEREBEE
FAREIAE, BEFTHAZARE—EEAUSRE, AF
—ERBEHFARNIAR. AWBETALEATEERE
LHREREX, ZALERRIURENE, BREXHR
BESHERENBEXMEE, ERAKME, EARER
FMSRELBEMFRACETBHTHABEERE. K
BEXWITA, BERZAREGREYH, HREBHRTA
ZR. FTAEXBLITET A Z AN IESMERBER T A F
¥

g
ok

B, TAZRZEHLERRAL,
TAZRFEFHHERHRUSER, EXMZARBELLE
BRAREREL. BEE-MIREEPERE LERX
AMBEXERNENARBREFHNRA THER" ©, X
B—MRZHEEXHIE, WRNNBITA L ASEERS
NEMHRBEADBE, MRHAE-MEARE, BETESERE
B, REFE
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N ATAZARMLER S ZRRKTASEE X,
TTAZARMIZEREARRER (ZHE) BEMATTEHRA,
MRUEZERZEHMARIEERNARTER T —PMEAT
2, MEREARN. ASHEARER, BIFEERIE
BITANRNSEARERE. UILKE, 2007FE11EFE
RXBRELZRRKKINER (FiE) “8ERZA 1T
ER" AT E—1ES, wiFHERA "ARER" B
RiE? EE10E-FERTEKRANLE. m2EHE "R
5" YHEMH—H

U EREXEE, 27 - LHHITANE LREXFHHRE
B, 50 6, BERHEMMEGTRN2. 3. 4, EEMH
TTARBHEZARZARAAE (XFRSXEHKEARR
Ak REISEBAEAFHEBEBTACHESTR) , H
xR, B - LHMTASEEN. BRERH, EHFEUFE
BB, BA, mEXETHIRFFEZARUSHIE, SX
WZMERBMSEFERRZMARISHMFEITM. ATRUXAED,
B - HE K LHITHERR "BHETA F®B)
LuBEEREAFEALTE (EARE) REM, ZiTAS
SZHTFZARMERSGNEMTT "ERITAH" WER, E
WHTTHEERHATTEHNE THERN HERER. &
ZlE (HBK) BR—IUSEANER, MEEH K
HILARZAKA "HETA" 8 "ERITA" BEEWEH
wOBIE” .

EHEE—TKPNTA, SEZAKEER (1950-) HE
& (FTR) (1980—19814F) B— M EEHITAEARER.
ZAREMIZITARERN—Fd, SIRT—XF, 88X
248, RIERBERIAAZRPETAZARHREME. MTH
ZARMMRERE, MOERFARERERTHET.

Bt BRRHNZARSGMHLEEE, LR, HOTAZE
g "ZARFAR" B, B=, HHTAREMEANE
REEMINEEIRK, BN, ERAREZPNSZIFENN, B
FRURE. EEMNARBTIHMXILUAEHNBEERE
M AERIER R, BZEREENIARK, £8S
55ErH.

ITAREBYEAREWREENRZ—MER, WEE b
W SRR R P BT RIAIETITHY “F" , BRI
HFERKXHE "KB" WRSHUESR, BUTHN T+
" ERETIAE B,



fERBE MR K" 5 R ARERS, &Y
BEL, LLRZEMA - i’ﬁ“ﬂl’\kﬂiiﬁﬂ’ﬂ#ﬁﬁz, BEAEMINEE,
EX bt — EE{imIA , MBMIZFSE—FEHRE

BHEIHITEARTA (ERIERBIERMERITAERE
HEAEHEH) ; MEERES TR DEN—FIEH

EAMITAZAMER, BEPHYBENEMTERZER

TheE., B% RT ORI MARENEECEREE

ZRER, BESZARITHERNEEY, BRITASHK
ITARRXREZ RS L.

WERE TR RETAZAMWIE, WMEAE - X
B R REERRE "HETA BLA "ZARTA B
DLIEARiSE B4

EA%KE, 27 - KM K" MHERN £ BAE
WS AXHER, ZEREASEHE; BEMNERSIHITERXE
i, MiZESHE—RAAEZARERSHIFERER,
AENSITALTRNERY—EE, MENTAZARENE
FHIATE£EE, BEBRYZIWERNIEEIE AW R
EB AR SEREREIN, XL EBHZAREANE,; migt
BEROERHEITAZEAEMER, EmaEERY—%K

BHFTEE, XEIHFHFE E5HREAREZHN—E
EEEE T,

B FAGERNER, AXAITAZREBRERTEML
o, BARE - LHHITAFTREFRITAZANEME
=, EXFFEIRER - LHHERLIBERIITAZARER
MEER, BXL, AX—FEE AXASHOTAZARE
MEERNNZAR—HZERNMERZERTTAZA, 5122
RETAZHEEMEMAFLERERKR. (ERETEENE
ENSWSHHAE. BE. THRENSTHSHHNRES
REFEEKR, BESI-AFTERRMIRET.

—HEm, RERITAZA, HRIEREZMEM, BZ
ERTRER, BRRMELAITE "TAHAZR" WESS
REZNE, EMEERK, XHEIZSERRAMEEFNG
T,

BERANZ, AXATAZANEREEGCREHRE, R
R T ARMRITAEAR" MEE, FRERR TaR
FHITAZAR" BB, 15—/1%;—“.;@&%'%%7&*@5&%
HHITA, BRTARR—MFHITAZAER X—H2
FATREY,

EEN

O ZEFRZAREK, EIYBA (Young British Artists) . 19884,
—HERNREZARERILHN— P CEEERRT I1HIE
fh, ERETROFMAEER, MNEFEENNERESHFEERN
SlET—RR#E, 19978, MIECHRARBHNERZERZRED
T—i5&A "B WRE, W51T307&8MA&. Damien Hirst (X
BA - #EEF) . Tracey Emin (2 - 3280 FcChris Ofili (FEEHT -
REEF) EEMAERENZHAGANEHNERR. BIMERERE
R H ZRERIEE. YBARMEANDEFELYRERTET
IrizHE R,

@ MEE#EZEhttp://baike.baidu.com/view/11323949.htm

® 2009FLR798EART £, E#ABIE T 200850 )IEPFE
TR ERENHERTEEED (WE®KRA Sewmw” ) 3R, 5l
EEFERMER EXLEREEMGERR LGRS THERSE
HENRR, BS5MhFFEMENEEHELX, BT 5SMEEH
B, BEEEF— U5 ERRAIKD1E.

@ 010108, THZARMAZEEILTERMEITHIER (—K
RE) , itMSI8 TA— BRI BEHALH—F— KK &
EO0.5-1EXMGA, £3BRETTRANERTH—(LELHERT
. EFAELHRZE, BIMERERENER, BEHORMAIT
AXEEE. BEZ+HEASE5THRCERE, FREEMET12, &I
E10, W3, R2ESKEL. FRIERBUSEE, N85 LHE
TT—RKH5EA,

® REE (FEEK THER" ), #H (ET) 2002FELH

® M2007F2AME, ZRRLRKAFHREACHERTLEAS, BE
HEEHIBE1001A, H (EiE) EAEEEFERSMIEE,
FAEANERE. RBEMEIKRKEE, 7TARERNBRIIKE,

LRKHEF001 N FITZUFEAREERKEEFNRS . BiEH
BIANEHEIERT TR, TEARMBTEMKER, HT—%K
Eff, tASMEEREN RIS EHS. RIEREERT
| BR 37 E SR R Y 3BE

@ 1997 #+EFERNEHKRR, SARBESEEZEIR, BH—
HEXBE. BEAAEBRNREEAR. #HITR, EHERR-ASR
FRIEH SR Slelnay Oahgnoh, EHIARRUFERXES
RABXHIBMZEEE, EEEZZRRANKY, ZEELHTE
ERRMB{TREBRJYFESEFREANKERT, FETREIMN
ERIMR.

19914, EEHREARAKX - REFMMEIEAIRER, UEE
BERABMEMET BA (RERIE) WRIER, ZIERNTATE
RIAMSHEZTE, AREXERSHEBENHRERE. &2
ARSI TRAEZIL,
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My presentation is on artists of Chinese descent in New York City.
Instead of discussing the works of big names such as Xu Bing,
Cai Guogiang and Gu Wenda, | would like to focus on some lesser
known but equally important artists. Let me start by showing
slides of two works without giving the artists’ names. Which one
is by a Chinese artist and which one is not? And why? More often
the audience would believe the one on the right is by a Chinese
artist while the one on the left is by a non-Chinese artist. But
when the real authorship is revealed, the audience will search
in the work for clues to the “Chineseness” of the work by the
Chinese artist. The artist Shen Chen was born in China and went
to Shanghai Drama Academy where he studied art and design.
He moved to the U.S. in 1984. For a long time, works by Chinese
artists in New York, like those elsewhere in the Chinese diaspora
outside China, have largely been perceived by non-Chinese - and
mostly English - writers from a perspective that always points to
the authors’ Chinese artistic tradition and cultural identity, even
though they were executed in highly Western artistic mediums
and styles that revealed the least clues of “Chineseness,” as in
the case of Shen Chen’s work. It is the artist’s being a Chinese-
American, as some scholars have pointed out - not his or her
artwork being distinctively Chinese - that has influenced the
perception of the English writers. Shen Chen’s abstract painting
is a manifestation of the negotiation and collaboration between
different art and cultural traditions. Reviewed by Western critics
as demonstrative of traditional Chinese ink painting, Shen’s
paintings executed in thin acrylic with flat brushes are seen as
very Western in the art world of China. His Untitled No.11016-0713
of 2007, for example, is a triptych in which the thinly applied
gray lines are, to some, instantly reminiscent of ink strokes from
a Chinese painting while the format of the painting along with
his way of building brushwork and texture over canvas is by
all means a Western method. Shen tries to reconcile the two
traditions that he has familiarized himself with before and after
he migrated out of China. But instead of preserving traces of
cultural boundaries, Shen takes every effort to hide all the
traces under the visual effects. The result is a visual product

that is meant for the audience of the modern time who would



learn to appreciate such works in an increasingly transcultural

environment.

In many cases, the Chinese identity has been transferred,
projected and imposed on the artworks as well as their
authors; not by their authors but by art critics, art historians
and curators whose identity-centered discourses often construct
an incomplete picture of the artists as members of a minority
collective rather than as individuals who are often more or less

independent of their ethnic and cultural communities.

It seems inevitable that the practice of artists from the Chinese
diaspora is more often than not readily linked to what has
happened and is happening in the art world of China herself.
In many recent exhibitions and discussions of artists of Chinese
heritage, the artists’ connection to Chinese culture has often
been emphasized to an extent that their connection to the
very art world of their adopted countries of settlement has
sometimes if not always been understated. In some cases, they
are simply included in discussions of Chinese contemporary
art, which gives the impression that their artworks are simply
offspring products of Chinese contemporary art outside China.
Although many Chinese artists have a certain attachment to
the Chinese contemporary art world, their artworks are not
necessarily a response to or continuation of the issues specific
to the artistic context of China. As a matter of fact, many artists
displayed in their artworks a detachment from the art context
of China and more attachment to the context of places of their
own settlement. Therefore, a close investigation of their works
enables us to approach this special group of artists not as
members of an abroad section of Chinese art, but as individuals
situated in a unique sector of the international, transnational
and multicultural cosmopolitan art center of New York City. Or in
other words, they belong to the art world of New York, not the art

world of Beijing or Shanghai or Guangzhou or Chongqing.

The very multicultural environment of New York City contributes

to the diverse practices of Chinese artists. There are artists

who self-consciously make reconnections with Chinese art and
cultural tradition after many years of living and working in their
adopted country of settlement. Before their migration out of
China, they had very limited exposure to traditional Chinese art
and culture. Many of them received an art education that largely
followed the mode of Western tradition, often a mix of French
Academicism and Soviet Union Socialist Realism imported to
China in the 20oth century by two generations of Chinese artists
who studied overseas. Their disconnection with Chinese tradition
was further encouraged by the unprecedented enthusiasm in
a China under the Reform and Open Door Policy that widely

embraced modern Western art and culture.

Let me show works by Lin Yan and Cui Fei as examples. The desire
to reconnect with the Chinese tradition is expressed differently
by Lin Yan in her sculptural wall pieces. Utilizing the most basic
elements of Chinese painting, ink and rice (or xuan) paper, Lin’s
work is composed of layers of ink on rice paper of different
sizes, colors and textures that are pasted and impressed over
solid ground of bricks or metal. Closer inspection of her work,
for example, Brighter Clouds, No. 1 (2008), reveals a fascinating
visual interplay between ink, texture, fibers and subtle variations
of color. Although most of her recent work has more or less of a
minimalist look, the nuances of her rendering complex textures
and colors reflect a sophisticated exploration of the traditional
Chinese painting materials. But Lin Yan’s practice is by no means
a simple return to the tradition of Chinese painting. Rather, her
reconnection with the tradition is made possible when elements
of traditional materials are abstracted into visual memory that

functions as index to the very tradition.

Cui Fei follows a similar strategy in using visual memory as index
to the Chinese art tradition. However, she focuses more on formal
elements than on materials. The forms and formats that Cui uses
in her installation and phototransfer works are easily reminiscent
of Chinese calligraphy. For instance, in Manuscript of Nature, an
ongoing project that she started in 2002, small tendrils and twigs

are arranged in a way that mimics a formal letter written in the
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traditional manner, where the text goes in vertical lines with the
recipient’s name and title starting on the upper right side and
the sender’s name, title and date ending in the lower left side
of the letter. Like Xu Bing in his New English Word Calligraphy,
Cui introduces to the Western audience formal elements from
a tradition beyond their comprehension by connecting things
familiar with the unfamiliar. But unlike Xu Bing, who seduces
his audience into appreciating Chinese calligraphy by reading
what appears to be unreadable, Cui demonstrates the aesthetic
aspects of calligraphic forms by bringing the intangible into the
tangible. In so doing, she also turns the dead materials into live

and vigorous calligraphic strokes and forms.

It is only when they have been immersed to different degrees in
the Western art world, and that of New York City in particular,
that they started their journey of reconnecting with a tradition
whose significance and value had been left behind largely
unknown and almost unexplored. Detached from the cultural
and social context, these artists make their reconnections
with the Chinese art tradition mainly through visual memories.
Such a reconnecting practice indicates their re-recognition of
their artistic tradition and a desire to go beyond the cultural
boundaries, which resulted from their self-consciousness of the

multicultural environment.

Many artists relocated to New York in different time periods and
from different places, and with very different life and educational
experiences. For example, Shiyi Sheng came to New York via
Marseille where she had two years of study at an art school
after moving there from Hangzhou in early 21st century. Long-bin
Chen first came to this city to study art in the early 1990s, but
didn’t really settle down until recent years after a short period
of traveling back and forth between New York and Taipei. An art
student from a Chinese Muslim family, Zhang Hongtu arrived in
New York directly from Beijing when China just launched its Open

Door Policy after the disastrous years of the Cultural Revolution.

The desire and difficulty of a transnational relationship is
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expressed in Shiyi Sheng’s photography work Cross-Cultural Couples
of 2008. For nearly a year, Sheng photographed over twenty couples
of cross-cultural - mostly Chinese-American - marriages, including her
own, in New York City. These photographs are visual documents of the
couples who went through all kinds of difficulties to be united and
who encountered even more problems in getting along with each other
in their daily lives. Their relationships are the result of collaboration
and conflict, trust and doubt, love and hate, and understanding and
misunderstanding that are based on their own family background,
education, values as well as cultural tradition. While many of the
marriages last for decades, others are short-lived. When Sheng started
her project, all the couples were either married or partners. By the
time her project neared the end, some of the couples were either

separated or divorced.

Transcultural conflict is the theme that Long-bin Chen tries to address
in his World Buddha Project, an ongoing project he began in 2006.
In his New York part of the project, Chen uses a buzz saw to carve
and shape stacks of phone books that he collected in the city into
large Buddha head statues. Two entities that symbolize two different
cultures - the Chinese from the past and the Western of the present
- are thus brought into peaceful (at least visually) co-existence. But
underlying the superficial peacefulness is the very conflict between
the East and the West that in a way inspired Chen for this project.
In a deeply lamenting tone, Chen states that many of the Buddha in
Western art museums were forcefully taken off the Buddha statues
in Asia, which left thousands of Buddha statues headless in their
original places and misled Western audiences in their understanding
and appreciation of Buddhist art and Buddhism. These reminders of
cultural conflicts, however, are created with good wishes. The Buddha
heads that are made of phone books containing names of millions of
New Yorkers represent, according to the artist, a caring Buddha that

has come to take care of the Western world.

Zhang Hongtu provides compelling images of a different kind of
“transcultural marriage,” as exemplified by these Coca-Cola bottles
redesigned with decoration motifs from Yuan dynasty ginghua

porcelain. Zhang’s works from his ongoing shanshui project are



oil paintings that are re-creations of old Chinese landscape
masterpieces re-executed in the palette of brushwork of Post-
Impressionist masters. His Shitao (Ten Thousand Ugly Inkblots) -
Van Gogh of 2007, for example, is a copy of Shitao’s 17th century
handscroll but was painted in the manner of Van Gogh’s late 19th
century landscape painting. The two different art traditions that
are in many aspects at odds with each other are now reconciled
in a way unexpected but acceptable. But this reconciliation
is not the result of simple blending of elements from the two
traditions. By overlapping one with the other, Zhang successfully
presented the most characteristic aspects of the two traditions
from their best perspectives without blurring or erasing the
cultural boundaries. As a matter of fact, the boundaries become
even more distinguishing when they are examined together or
against each other. Both Shitao and Van Gogh are immediately
recognizable to those who are familiar with their works. The
boundaries are preserved not to deny the existence of the other
tradition across the boundaries, but to demonstrate, confirm and

appreciate the presence of the other.

Before the artists’ relocation to New York City, transnational and
transcultural issues were scarcely of their concern as the Han
Chinese culture was and still is the predominant culture in their
homeland. It was after they settled down and gradually melted
themselves into the life and culture of New York City that they
found themselves in so similar a situation in this multicultural
metropolis where they could not avoid dealing with cross-
cultural issues, in both life and art. There is more or less the
same sense of cultural hybridity in their works that directly or
indirectly addresses cross-cultural issues, but their approaches

in dealing with those issues are certainly diverse and different.

The artists” works are surely inspirational to us in a time of
accelerating change when people are rethinking their cultural
belonging. The experiences and creations of Chinese artists in
New York offer us valuable ways and approaches to reconsider
issues of cultural belonging, whether they choose to reconnect

with their tradition, maneuver in between and across boundaries,

or join the search for an idealistic transcultural universalism, as

exemplified by Xu Bing’s A Book from the Ground.

Zhijian Qian, Short Bio:

Zhijian Qian, born in Xinghua City of Jiangsu Province, is an art
historian, critic, curator and translator. He is currently assistant
professor of art history at the CityTech College of City University
of New York. He received his doctoral and master’s degrees in
art history from the Institute of Fine Arts at New York University
and a master’s degree in art history from the Central Academy
of Fine Arts in Beijing. Dr. Qian specializes in modern and
contemporary Chinese art, with special research interest in the
relationship between art and politics in 20th century China, and
issues of transnationalism in the works of artists in the Chinese
diaspora. Before he joined CUNY, he taught Chinese and Asian art
history courses at Parsons The New School for Design, Fashion
Institute of Technology and New York School of Interior Design.
Mr. Qian has published numerous articles in such professional
journals as Art Journal, Art AsiaPacific, Jiangsu Art Magazine and
Art Gallery, as well as Meishu Zazhi (or Art Monthly), where he
served as senior editor for many years in the 1990s. He is a
contributing author of such books as Chinese Art at the End
of the Millennium (2000) and Encyclopedia of Contemporary
Chinese Culture (2005). Dr. Qian has also organized a number of
exhibitions, with recent ones including “East Transplanted West”
at Kean University (2006), “Travelers Between Cultures” at the
New Jersey Visual Arts Center (2006), “Here and Now: Chinese
Artists in New York” at the Museum of Chinese in America (2010)
and “Contemporary Chinese Art” section at Asia Art Fair (2014).
His numerous translation works include H.H. Arnason’s History

of Modern Art (2015).
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Yan Lin, Sky, ink and Xuan paper, 150X 165X 197in.2013
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Fei Cui, Manuscript of Nature, mixed mediainstallation, 2003.
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A partir des années 1980 jusqu’au présent, un grand nombre
d'artistes chinois se sont déplacé aux Etats-Unis, en France, en
Australie ou dans autres pays occidentaux. Pour ces artistes, la
vie n'est pas la méme que celle de leurs collégues vivant toujours
en Chine. Ainsi, leur mentalité et leur maniére de créer sont
différentes. Ils vivent dans un autre environnement et font face a
de nombreux problémes culturels, incluant par exemple le conflit
entre leur propre contexte culturel, ['histoire et la culture des pays
de leur résidence et l'inadaptation entre le mode artistique de
Chine auquel ils sont habitués et les mécanismes opérationnels
locaux. Ils se posent des questions telles que : comment
déterminer leur propre identité culturelle, comment développer
ce qui est utile et comprendre les autres cultures en faisant une
introspection sur leur propre culture et comment choisir leur

propre mode de vie et leur stratégies artistiques ?

La question d’acculturation se présent lors qu’un individu
se plonge dans une autre culture. D’un coté, le processus
d’intégration se résume dans le choix entre, le maintien de son
héritage culturel et de son identité. D’un autre c6té, le maintien

d’échange avec la culture d’accueil.

L'acculturation est un long processus, chaque individu doit
la subir quand il se déplace dans une autre culture pour une
longue durée. Quand un individu émigre dans un autre pays avec
une autre culture, il fait face a des changements qui peuvent
provoquer des chocs. Souvent, c’est son attitude envers ces

changement et chocs qui catalysent I’effet d’acculturation.

Dans cette situation d’acculturation, ce qui m’intéresse, c’est
la réaction et la réflexion de l’artiste contemporain chinois a
l'outre-mer et les moyens directs qu’il utilise dans son processus
de recherche et de création incluant I'emploi de stratégies

artistiques.

La notion de transexpériences influe sur ces réactions, ces
réflexions et ultimement, sur le choix de stratégies. Cette notion

a été inventée par artiste Chen Zhen en 1990 pour expliquer



Chen Zhen Purification Room
objets trouv és, argile, murs, 350 X 800X 600 cm

sa propre situation. Ainsi, il a décrit que le “préfixe “trans-”
juxtaposé avec le mot “expériences” au pluriel, résume de
facon vivante et profonde les expériences complexes que l'on
vit quand on quitte son pays natal et qu’on va de pays en pays.
Le mot transexpériences représente la maitrise holistique et la
compréhension des relations réciproques entre les différentes
périodes et les différents événements d’une vie qui se
caractérisent par des activités qui se superposent et se déplacent.
De plus, les transexpériences représentent aussi un concept
artistique. Ce n’est pas une notion purement conceptuelle, mais
plutdt un concept impur dont on fait l'expérience, une facon de
penser et une méthode de création artistique qui permet de
faire le lien entre ce qui précéde et ce qui suit, de s’adopter aux
circonstances nouvelles, d’accumuler des expériences au cours
des années et d’étre sur le qui-vive a chaque instant ( Chen

Zhen, Les entretiens. p.87) ” .

L’un des plus importants principes de la notion de transexpériences,
c’est gu’elle peut se développer avec le temps. Chen Zhen a
clairement exprimé |’état associé avec le temps et |’'environnement
dans lequel il fait la création. Les transexpériences permettent aux

expériences du passée d’influencer la vie présente. Il a d’ailleurs

mentionné qu’il faut suivre un processus qui permette combiner
l'avenir avec les expériences passées. Il faut souligner que ce
n’est pas un concept conceptuel pur, mais un concept expérientiel
impur. C’est aussi un mode de penser et un moyen artistique
souple qui sert de lien entre le précédent et le suivant. Ce concept
expérientiel implique également une chose trés importante: le
contact avec la vie et le mélange aux autres. Ceci est évidement

lié a I’expérience de jeunesse de Chen Zhen dans les années 1960

ol Mao ’a encouragé a expérimenter la vie.

Le concept de transexpérience présente une attitude ouverte
face aux cultures différentes impliquées dans le processus
d’acculturation. Ce qui est intéressant est que ce concept a été
inventé par un artiste chinois pour décrire I’état de sa pratique
et l'esprit alerte d’artiste lorsqu’il s’est déplacé dans le monde
entier. Dans Esthétique relationnelle, Nicolas Bourriaud a dit que
l'artiste habite les circonstances que le présent lui offre, afin de
transformer le contexte de sa vie (son rapport au monde sensible
ou conceptuel) en un univers durable (Esthétique relationnelle,

Les presses du réel, 2001, P.13).

Dans le domaine artistique, puiser des ressources et de
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I'inspiration a travers la transcuralité est devenue de plus en
plus commun puisque beaucoup d’artistes sont allés chercher
des ressources ailleurs. Comme Jacques Labeyrie I’a dit : “Quand
on ne trouve pas de solution dans une discipline, la solution
vient d’en dehors de la discipline.” Cette phrase n’est pas
seulement vraie pour la recherche de disciplines, elle s’applique

aussi aux activités culturelles.

La notion de “transexpériences” n’est pas un concept rigoureux
et rationnel en tant que facon de penser et en tant que processus
d’accumulation d’expériences. Elle s’oppose a la théorisation et
a la mécanisation, car elle est en fait I’état et la caractéristique

de survie.

Si l’on dit que les transexpériences sont une définition large de
la vie, cette définition est provient du paradoxe interne de la
notion méme. Tout d’abord, la notion touche la nature de “ sans
limite ” de lart. L’art touche pratiquement a tout, surtout a la vie
et aux gens. Par conséquent, les transexpériences, en tant que
concept, ont d’abord une inclusivité vaste. Deuxiémement, les
transexpériences transigent dans la facon de vivre de lartiste.
Elle est unique selon I"accoutumance de chacun et est limitée
A l'expérience individuelle. A cet égard, les transexpériences
n‘ont pas une connotation superficielle, mais se référent a une
solitude spirituelle et un chevauchement de la vie interne, un

état d’un sans-abri culturel.

Dans cette ceuvre - Purification Room, qui porte sur notre rapport
a la consommation matérielle frénétique, 'artiste a utilisé son
expérience personnelle et sa culture traditionnelle pour soigner
ce monde. Le bain de boue étant une facon d’effacer les toxines
du corps humain dans la médecine traditionnelle chinoise, en
traitant les objets trouvés avec des bains de boue, l'artiste

présente son ambition de soigner ce monde qui est malade.

Avec ce concept, Chen Zhen présente une attitude positive

et ouverte devant la situation d’acculturation. En plus, cette

COLLISION AND CONFLUENCE

attitude le stimule dans sa recherche artistique dans différents

lieux et différentes situations.

Xu Bing s’intéresse a |’écriture, plupart de ses ceuvres la lier.
L’écriture est le marque d’enregistrement de la langue, La langue
est l'outil de communication, la fonction de la langue et ’écriture
est culturelle. Sur ce point-la, Xu Bing a saisi la relation entre la

culture et écriture, puis l’exposé dans ses ceuvres.

Quand il était en chine, a partir du 1986, pendant trois ans, il a
réalisé un projet de livres intitulés Le livre de ciel, en adoptant la
technique classique d’impression de livre - gravé les caractéres
sur les morceaux de bois, puis les rassembles et les imprimer

sur les papiers du riz, afin de les relier comme un vrai livre. Ces

XuBing Art for the people



livres, a premiére vue, sont exactement identiques que les livres
classiques. Mais les caractéres sur ceux-ci n’existent pas dans
les dictionnaires, car ils sont tous inventés par cet artiste. Pour

faire ce projet, il a inventé 2000 caractéres différents.

Etonnamment et ironiquement, c'est lorsque cette ceuvre a été
exposé aux Etats-Unis, que les visiteurs japonais ont pensé
que ces écritures étaient coréennes puis, les coréens eux,
ont pensé qu'elles étaient chinoises, mais les chinois a leur
tour les ont estimés pour des anciens caractéres. Devant ces
livres, grace a eux, tout le monde est égal, car ils sont pour
tous incompréhensibles. C'est comme les visiteurs cherchent
la “chaise” de cet artiste, mais a la fin on a apercu que cette
“chaise” n'existe pas ou bien carrément qu’elle est une fausse

“chaise”.

En 1990, Xu Bing est arrivé aux Etats-Unis. Car il doit tous les jours
envisager I’anglais, il a eu I"idée de trouver le lien entre le chinois
et 'anglais, il a donc essayé cette possibilité de métissage. Par
exemple, il décompose le mot “BIG” en B, I, G, puis les intercale

dans le méme mot en chinois “X”.

Finalement, il a trouvé une méthode, selon le principe des
caractéres chinois, il recompose les mots anglais qui a lair
de caractére chinois mais en “caractére anglais”. Ce projet de
“caractére anglais” met aussi les chinois dans une situation
embarrassante comme devant “Livre du ciel”. Cependant pour
les gens anglophone comme une énigme au début qui sollicite
leur curiosité, puis de la décoder par leur propre connaissance

linguistique.

Avec cette création de caractéres anglais, les visiteurs ayant une
culture autre que chinoise peuvent trés bien comprendre ses
ceuvres de fausse calligraphie chinoise. En plus ils peuvent aussi

pratiquer la calligraphie.

Comme Frank Vigneron dans son texte Calligraphie et

Calligrammes, il a écrit :

... Pour renforcer la géniale absurdité d’une telle démarche, ce
dernier I’a élaborée avec toutes les nécessités qui entourent
la pratique de la calligraphie, comme cette page d’un livre
d’exercices le montre. L’ironie mordante de cette expérience et
les questions fondamentales qu’elle pose sur les possibilités
de fonctionnement du langage font de l’ceuvre de Xu Bing la
plus importante et la plus significative étape de ce voyage qui
méne d’un bout a l'autre des capacités du langage d ceuvrer
dans des domaines tels que la communication et I’esthétique. On
n’a pas fini d’en parler/écrire/figurer/barbouiller. (Calligraphie et

Calligrammes, Paroles n°190 : Journée de la francophonie, 2003)

Par rapport au projet le livre du ciel, ces livres étant
incompréhensibles pour les humains se voient en fin de compte
destinés aux dieux. 20 ans apreés, il commence a réaliser un autre
projet le livre de la terre. C’est un projet trés ambitieux, visant
a étre compris par toutes les cultures, un projet a la frontiére
de linter et le transculturel. Un projet tentant de méler toutes
les cultures mais que ces derniéres puissent s’y reconnaitre, y
retrouver une part de leur identité nécessaire pour ’acceptation

et I’adhésion au projet.

Ce qui m’intéresse dans la transculturalité, ce n’est pas
simplement le résultat final, mais plutdt son processus
d’application. Certains artistes traitent différemment les autres
cultures. Quelques-uns les utilisent pour créer des conflits dans
la pratique, comme Huang Yong-Ping & ce qu’il prétend son art
est de “prendre ['Occident pour frapper ['Orient, de prendre
l'Orient pour frapper 'Occident”. Par exemple, voici une ceuvre
de cet artiste, intitulée “ Saint-Michel ” (La beauté, Avignon), qu’il
a réalisée dans la chapelle du méme nom du Palais des Papes
en Avignon. Dans cette chapelle I’artiste a installé, au milieu de
celle-ci, une sculpture en bois de Saint Michel Archange tuant le
dragon datant du 14e siécle. Huang Yong-Ping a également refait
le sol en céramique avec une image d’un dragon chinois géant.

Cette ceuvre est fondée sur un conflit culturel : le dragon que
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SculptureDemonstration:XingangWang, ProfessoroftheArtInstituteof
Capital Normal University
BEEETRSERIR . EXRIHE, AYHIEIRE

Saint-Michel tue est un symbole maléfique, tandis que le dragon
au sol est une figure positive. Il faut quand méme noter que le

dragon bénéfique semble tout de méme menagant.

Parmi ces nombres d’artistes d’origines chinois a l'outre-mer, il y
aura des artistes de renommée mondiale, mais il y a aussi d’autres
qui demeurent inconnu dans les pays dans lesquels vivent. La
chose la plus intéressante, c’est qu’ils ont tous due repartir a
zéro lorsqu’ils se sont installés dans un autre pays. Pourquoi
certains artistes se développent mieux que d’autres? Je pense
que c’est la réaction d’acculturation et la stratégie transculturelle
jouent un grand role, car, pour ces artistes d’origine chinoise, le
changement de culture et le processus d’acculturation sont des
motivateurs importants, puisqu’ils doivent se rebatir dans une
nouvelle culture en ayant comme repére premie r leur propre
culture. Dans un tel état, ce genre d’artistes crée des ceuvres qui
sont différents de celles des artistes chinois en Chine et de celles

d’artistes locaux, elles leur sont propres.

v b i i
IS A
Huang Yong Ping Saint-Michel
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GraphicDesign:FangChen,ProfessorofGraphicDesignatthePennsylvaniaStateUniversity.
FERIRERE Y FRREE, EMMIRE

Computer Animation: Ying Tan, Professor of Art at University of Oregon
HERITRER BERE, BEBNKFE

Painting Demonstration: Yifei Gan, Professor Hoverd Committee College
HETRERE H— YR, DE=Z5REHEKR

COLLISION AND CONFLUENCE ‘ il 4% 5 32 7

59



[ Z] EMHEZ=+FK, "RIFER REEHFEER
BAT. HXBRREAREPE, EA “hEER HRIERNE
"RIREAR" RiSL AL ER LR E. B ZARBEE
RAEE AMERSERGTITBREE T EEMER K
B RIGEAR", BhETRTREEE L. TRELERRENRE
R ER, B2 "EARER" 28, #HEF "EHER" K
BEARLRIBHITTESHEI, IHE “FIFER" Efftry "%
REH" B, RIBRFIHZAM, A EFERIT MR,
AP S T BnE H A0, MILEET IR ER" Kig5

RERIEBESIETRARNSHT, JExit “EART" BEN
PR T #R 4T
VL “EREH 24
 BRE BRI R 1925FMBEREREFEARTIAR TURESUE, KIFEAR
3o RIS EEHFEEARITIER. ERMIENERAZARNSEERE

SERFBIRREEX. SREXTF 0K, RREE. BIR, FAM
BRERRAS, REBAREIER, R RMEEL 5L
AT E SRR F RS IR,

F, "KIFER BERENESES, KREIKA ISR
ERFENEFAR, M TR FARREHTELEERRS]
N, "FEREAR" RISEPERIERT, EEERE20MHE305KH
Lif, MESMALZINEZFITRITHER, &£ “RIFEAR" &K
Tiemidied, FEZFAMESRET—L5iK?

EHEEMFR120FFMERSrE R PEE LY TP ER
FUPEIS . WABZXELER, BShEMERSYE, MREIZ
ABRERREE. MTFAHZENELZRRRLNEREEN
ZARER, ZRITEBASSSELHESDHAEERNRERER
SHEETRZH FARRREEMNREEANEESES
ZRSHHFRYER, RERREDN, TEETRITERS TS
AMTHENER. ZREEELSEEN. MLERAHEES
FEA T RIELRRENIT, ME RS RIHEAR" RUSHIE .

EAEI T1925FBREIFEAFEESPEIE, WREREEE
fE) "RINZEAR" K&, (EABMER S EZIRITIN, MELE
1 FRER" RISZRERREESHMESENE, R THR
SERREBAREFE IR, NS RINMREN20FFEIIEES, X

53

COLLISION AND CONFLUENCE



PR EFHIBAERS, tIARERN “FIFER" RSB T
BRERSNES NG, NELERETEFEENSK #52
A", BHEGARTREIE L. THELBREARRIEIRE
f, BEBZ "EARER . "ENER ZENER, SERNT
FETHEAS SR TIES, ATEERREAL LEAH
AMNEZHEX.

— AEZH: NeERIEE. EHEEm

WEEREZIRE, EAMIAA NEMBX, TEIKRE,
TBERIEAANRE, ORAET KHMRBH, T1RER—1HEES
RIS, " TR E E PR T DR S AL

BRI 5RLE "REEEN, FEA, A TFARNRERT
REMZET. " MMEKRMRAANRE, RENFLEERK
B, "EXRBLEMATANRZETRE. #UEH, kit
BMAEH, EF— A ZFBE TIF S SR ARNER AR
BRAR, TRMKFTEFFRT. RS ERSEELLER
BEFFN, RUEMAOCHER, TRASEZLEMBANTF
BHT,  NREEERELEARTTERRERRZERR
(Diplomat De L’ Ecole Nationale Des Beaux-Arts A Paris.
“Atelier De Pontremotis.” ) #3JEHS5EZ, 19265,
M7t 42 2201424, BREIERETER—ERFEHR
MREFZAERIEE. NWEEERERFETRIFHER
B, 1278 FHEER, MESEEEARBNERITEAC RTINS
18, &4, tESSEEREA L NEZARER, AMIEMARRE
HEIZARE R, BEZY, MEFRELZARFESTERSE
B, REFEIZAREY, EREREE BEN1929F2EE—
BEARRES, FESETESE, tEXLEANMIGHSRIAR
RIE SR E TIE. HiE), tafEREERESmEmRIT, than (G
FRAD (LAE) & ZEHEET G - (T#FER) &
ABNAARRITHMBEZE, W, it EERBERE R
BITHE. 1928FMIMAT FEREFINFE S, 1929F (X ESNE
Ef—EEARESIERRS AT RNPREIBZMIEITE,
BEMIESIMTHRFEEEERE, 19326F8FHRAE 'K

BRI IRIERIIHE, RIEMET RE—KEELRSHMIREM,
FEIMBDNBLREFINESET, 19336, EFERZFTFS
=F (PEEHF) MEITIS LR THRERRMFSSREE, K

EHAESREBR, AHETLRAARRRAERAH, 7
RERRA A EFAR TIEE—RATE; 19355, fttFRmm
MMt RREE, BEFE=TRE (RE) £E LK "EHIF
NEERER" RER, ERM. L8 FESREZLEAES
BT, 19N E SR, KEREH (L) KESFITESAT-
ERRK LTIBHERT, LEFINBMR, FuEzk. EREHR
AthERE G S LR FITER, EXREES TR —5
MHIBRMING, TS WIEEIARTHEZFHTSM. HFEAK

FEN29FFEMEE S, EMFERS S, WRELUMEERNE
g2, EEER

SEFMATE, BEAAR KHER", JiHHSEREIEN
HTHESRRRA "SRRG, ELENRSTITES %, Wik
i SR T B LIRS BIRRIA.

=, #ZHelE: NIERBSEmEARTUER

BR, BIEA—MIZMSWINFIES, ERME5EARE
h—EETFRISUE PSSR, BEAREEEFRXBRENT
FTFEHPIR, KRB SEARSUR B KR SR I 2 = P,
EAi%it T1925F BRI EAERSPEE, WBREREEE
B RIFEAR" KK, P MR RER AR S ER T, T
TR ER R AERRIEN, RE1929FMFEH#EESE,
RSB E129FNANEES E—R5F, BABTHAME
EENERHEEARRESREBREGENEESIAERITE
o BRIt ZSMNERRIBRE. FEERSRmINTIE I, T
HUMMERI ZARRBASHAEESIRITHEN. #HESRITS
BRFEEEX, MUREEERAEE, HRESRITAENEX
TEERSEEMNB L SR EF—NREE, MEESEETRER
SER, MSAMITIAEETTK AERSEEERSER
EIREIMEIR, fERERE “HE .

XEERFEFEX RS, ATHENE, XEAmHEEEMT

COLLISION AND CONFLUENCE ‘ il 4% 5 32 7

61



53

&It MtAEE A b RSP FRAEES ORI REER
BIARET, FEMRERf "EARAEH WS "REXE
RUEREFHNSET, TH—1), TEIWEXSIEE, T
HoF, - BARXR A S A A E AT BEREFRI
=, " IZERIHERIRA AR RIREAR" HHE, RAEE—
FBIRLSE, ZEAMNERAETNE: EESEE L, A&REAS, &
BpBg, Zemikm, EPERFFIETE—RER, £E
SMELL, ErYEMN, LR, BERRIMAZFIRRIN, KA
it AFTREZAROZARE! " CEETIFMIR: “HskiEE# AL
REZR. MEFRRXNLIA, BUEB—EERMAE FRER
2 MEHEIGE, EAEE—H. "W

NEEFERITERE RS HRSAOER. EGLSER 8

—EEIFMAD. EREAD. LFEND. DEEND. HEE
ABC EYIEAO. FRS. B, R TE T ESE, i
HRESESES.

(E2)

KiTHHmE (E3)

COLLISION AND CONFLUENCE

(=) HESAOZHR

RGN RS ERMAEERITER. RESKIMITHRS
AL, REMERSH TE, EERERTS MM, 254
AE, BAHART. TREBZE: —EASERL, —EA
ERNUER, —EBSPERITILIENELL.

RiTIME (E2) AERN. AHEMMEAERESEN, =
ESmMESMEESHEBHRESHIEEHE, MUILRRATE
ER AR, 1904 FEZ BB RS MHEE. 19155
MEZDERSHIR 1933FMZMEHEE ST EERZ M
k. EMHRESREMEELEHERX, ERIURFIIE. R4
RIRTENAER, HESRARIREE XHHE. 191055
FISAOERRFEREMY. mHEESHAORE
Rtz hEMY, FfERS AR RER BRI AAZED
B, LR REREXEESHE, ERTERGEANOEFR ST
MARAET, REEANKI TR LERRRTERAR, &t
ImgEERSHE KRRt — M EERNRY, MERTEERERIE
SepasHit, 245, FERRERRTHEMANERAELS, m
EE EIREN" ERN=AT. DARELAEERATELER
. SHftE,

RIIWER (B3) MEER RIFER" KE, eFEXRRE
FRROLEH, TR E SAEE, JURAHEETHES], 0K
SEMGTHPERTHEER, LA-FMEmRIRARE. KR
EHHE RS EEAE LKA £ i AR E—i#2, iTER
P, PR — R ER AR R AL, S T L
AN REET fayEE, miE EIREAR" MEL XIS
EARITHIER, ARULHIRITIRE "SR fzithEim
FAERL.

(2) BERAOZR

FEAAOHBENERER, ENNEE BITHESSBNE
FIREAR" K&, M FXFRIE, JBEFRAR
EREE, MRHITTREALMUHZIK, 2 AN
RIS,




B—HEFFHAD (E4)

AR ERE A 618, B ERRZFAMERETINEL, &M
NRIBER" FITR, L sHtA B AR %, HEF
BEXMEREMER RIFZEAR" KELFE.

HEEAD (E8)

BRER CRERI T R LARE, BETHZARE,
EANOFBILARHEMSTE, REREAIMELRE, I
B RIEEAR" K&,

ZAREAND (E5)

S5E—RIZPAOELL, XR—EEANALLER, HAZFE
REEGAIEE. MEENREEZSEFEXNES, X5%—H
FIAMANOEAENL, S5h, NOAE ER 7S E R WA Rt
I “FIFZER" K.

FEHPRL. RERHIBHHMR FFER" BATE. UFA
B, ME—RHG. SARE—H, L ARMBEL, FiEs
EFhEs LROREE L ATUATRZ R, R RIRER"
Ri&,

5k, XBRREERIT T ERS. B, EEETELESE A
RS ESIES, BR LEETH—RAXIE, MiERitixe
BHR, FTRAIZMNAEHER, TFENROBAZMINNFE
T, TE SHE R EAE . M IBANARRITEN
EHR, B AASEEE HSHEREATE, BN ttmrES
ZHIMELE, KiE RIHEAR" @AM BRIEE,

-

#ZFEAD (E6)

COLLISION AND CONFLUENCE

m@ﬁﬁm‘ 63



64 ‘ 3 5 %2 B

=. BB XBLE "SRR BERAIE

BB EERAMGHNEURMANBMLE, MPERR
IR TEAF—"ERER . AEXERE, ERAtECSSH
(BEMEESSEART) . (PEEARFZIERERE) .
(ERBHS5IE), URIFREH (EREFT—NENIE

BEE).

FREMALED: (AR "EAREHR" ? R "BHRWME
UEARZFHE, RRPESEEMBEFTRE, MES5%LE. M
Gleee e —RERERZ—I, " B EAREH ATABIAAREARR
FTHEH, SRR TFEHIRFERS., BHE19105Fr/F
SRS A TAERIAE, T2 T1929FMFERERS, WK
FIAZAEHAE, RAREMEXEFINRREL.

XBLSRTE (REFTERMAAAL) BRI T "EAER . &
We, ZERCIMERTER, BT X TEAEFIEE, AiREERmEEA
B, - ZARRFINAS, BERMBERE SEM~ER,
EIRF ARt E%RR LG, HERRMEZRA, RRRBEZ
TEMM, " X8, fthxf “EAREH HRMNAELEUTANE
R BB "EARER, BREERNESL, 2. "EREH R
BFZAMBERERZE.

EREBEE—NER AAAREREHSEALREEZEKR
B, — RN, SENEEASEHRATUE MR, S
REIGIFERE NIEK . BHERENSEERN ZHoE it
ITZHENE, RITHESEEE, SRR "%
REHL" . MERENE "EREHR", BIFFTFEREFN
fe iR, MehEIFPEEAERL, FEKIPEEFRITHE
R7TE. FTRMERE, PEEANMERL, XIMEH—T
FIRH. MBMEFERENE, PEEAEETERL? ZRET
SEF/ETER? BN, NREASHIES: WFPERR, R
IR, " OfRERIFEA SEFESHRIF? HATIRLE R,
XM ASHEBENEN.

BREECANBRR NARBEFSATSE, BEBEHSER
Ef. "TEEAR AEHRERBNMNRERZT, &itE

COLLISION AND CONFLUENCE

B, MK—1, MRS ERESER, Bt ITiEETIE
JRAE, - - EANERRARE: M IHE AR ECERER,
fNEZRMBLLE R (BAAMIRRTEUEFAE) HIEHRAE,
PR, BRI, (RS EEFRRIEARSE, TA
SERBREL, MHETER, " VSREGARREIMSE. EE
UL L, FTRUEEEHARIE, RARKIXS, mATE EA, 1§
e E— T FUBESN, TFRBJRETER. NEERERE
EARGEREINERS, FTAMBIRENTA? WA, EA f &
B XFEAEIE, FREERE, HREEIN TE X4, #
2 REARN , BRIRALCTEERIL. " VRBLR ERERE
FEMAERZENRE, ERFSERZETEIEEIN., TEX
BEFTERE, BESRMKALAEHN, "SRIMNFE, &
WL, St L, IEAEN, TELBERR, ARTKETR,
BIRfiE) A E, ERBME, EATEXHIRIER, SRS
#, BPEZESN LE—ER. " Ok A, BESHiEE
o, MAESEA.

ER=LE, TEER, WEEISRHNZEDEFKRIOCRH
TR, EMAETFLERANTRIT "BE . 3FH' 5"
FH ZRE, BFMRSTEASEE, ttRFEfsERLE
kG EXREN, ERMAOHER. ATRRORMBERZ
AR, NELRERFALIET EAKER T IEEREHER
SAPRYIERERILR, “EREERLL, BRAESTER MAST
[E)FnEtiE] EAISEA, tARFARAE R, ETFRIBERAERIRD K
AMERER, - FREREZ, BENE, MAFNER, B2
RAENMERE, B2, BRRMIZEBALNLES,
B, RE-MNRNSENMENERD. "

BERIENRE, ERX-IEAMLE EA" ZF, BEEHER
&, FRUUFREZFTE, HF, "EXEY HR—EE
HILREiR, —ERATiE (R &) @ik LU BEEEE "EAXE
#'HEE, FEIE133EMN/\AELSTI RN "EAREH
£ NERENERBEHER S—RESERTRNZ, =
NEZIEMEMTERRNER, L EX" ZF, BATREA
ERZARME, B EA" ZFHEH EAT UK, W (RHE
B) 265105 "EHERSES L, ERFTRENETITA 2
REFITRBEE" .



ETRMNBERMRFE— 247, EBRL, WRREETES
FHEESKE SRR EAR", BhEHRTRETE L. TREL
BREAEFRNFEGER, BEBZ "ERER",

AXFFREX “FIREAR" (ETHZRA. BRI T 1925683
FREARERSPERE, NELEREEEME] EHEAR" K,
FHEECAEMEESIER L, RHERITITE “EHER"
ERERREE, 25, & RIHEAR" AL TEXBRN
el FRER B P ERFREI NS A RZ A ERD
KGR, REUTER, FFLURGRIFEMULALES, MmtliE
HTID SRR EEBREIZ AT, HRIRIAZ, MR “HEE
AR BEFHRE XHTEM, B2, NEEHEREZ20HLE
20K "EIREAR" ZHhEM. RS “EIREAR" 1’18 "EA
2", XREM0FRFEZAREHHH—MEAMRES, "EARE
H EARMBERETEFRAMUNELY, MR —MERN
SRS, 10

WFEWRER" B "EARER”, BERHIRIET R — e,
X EFMREAETEIERKERZNAE LAAHIIE
EMEX. AW, STANLH, BREMA-EMNEM EEL
B, ‘HEEERER EHPRESTRENEEERRITHPL
Rz, BMERXHE—EERERRERIETEER, AL HAER
BeiRAYTERTFZND. Lban, FEKF e, REIEAERENK =
B PR A= BTN, SBRAEE—
¥, BR—/UEMIEAE, SFEMFEHRS—=RH#INE
ANEERY, BERLLBIA3: 5, MBE SRS AN Z—
BIELS), MRt S B L BIA2: 3, SHBETEIEFTL
BEX—XZEXNEMER—#EE, SRERRITHPWL
FtBLl, BLREEE “FIFEAR" ®ITHE "EAEH EREE
LmE, HiE, RINBHELHR "WIBY" Wik “UEH" KA,
WREEM S EFET SMALSR, BRE (WHRNEREE)

=3 “RAETDHESNERRATE R AT, i 1HREE
FoEER, TNENS BRI ERE. LT UEETHES
RTBIEMEFEE TS, FEERTIRMME. " MERERK
ENEHHER, WREERELHERRIMRIVERIRME. RA
BEIEE BIF S EAMERIERPRIEHE, EEEEERAL
REHE, SRELHNEREE "HEAR" KT, BREN
RURRCBINE, ALRIBHBE, TXEE, HETRHLER
Z B EEM TSR AR S LS, MEERITEN
2. TAEE, BL7T, RHREXTRE!”

£, EXEENTFERENERE, WFERSERZENES
BT TREEMZIR, BAERAMAL. FR, MikitafEmt
FiLARZIBZE “FIHEAR" KNEx hERMERE. NS iT
Bt +E&EMaEES, RENSIHRITHRERR, X
BEEEREE "RIREA" B8 EAER, MTRREES
LFRASEMERE, MR “ERE" —HHEEBRDER .

ZEXEA, £F1978%. EHTFHEMREAER, BRfEXEF T
PETXFIFF. RS RERLME8, AREFIE, it
M3055E,

Wenming Fei, born in 1978. He is a teacher at Nanjing University
of the Arts. Nowadays, He is now a visiting scholar at Columbia
University. He makes his research in the fields of art history and

advertising,andhaspublishedfourbooksandmorethan30papers.

0] xFFE. EAEA NMBXRRRAD]. Frmk, 1928, 3 (6) . 1216 [7) shiese. o EARRA FAFREALL] REAH, £=% (58) . L. EiH)E, 1989, 1-5
(2] XBER. WML EEAEAD]. K4k, 1929, 26 (10) . 87-88 [8] xIBE®. 2 HUREL]. Fwk, 1928, 3 (6) . 2735

(8] ZAME. £ta W EEBREEA]. Tk, 1928, 3 (6) . 17-25 BRI BER S A]. FOak, 1928, 3 (6) . 12—16

4] B2, ERHFHELA. ERER - AT EARE AL [10] 4kt HRFERAYEARESG —"FRER WRRMWLEA] RESEH FELRESH

BN AL E AR R, 1998, 60—61
[5] X% 2AHS AR AD]. FTwk, 1928, 3 (6) . 1216
(6] X|BEWR. FEFE IS AL R). FH A, 1927, 24 (24) . 8185

54 (F)
[1] M E. P ERE RS L RM. L. FERFE R, 2007, 241288
[12] Bk, %R X BEIZ 4 A [J]. Frk, 1928, 3 (6) . 9—11

[C]. JLxt. dE 4 K2 AL, 2006, 731746

COLLISION AND CONFLUENCE ‘ fill 4 5 33 A4 ‘ 65



Zhiyuan Cong TRADITION AND TREND :

THE POSITION OF CHINESE PAINTING IN NEW CENTURY
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It is easy for the West to confuse today's Chinese painting with
modern art in China. They are in fact two completely different
concepts. Chinese modern art follows Western modern trends of
art to depict Chinese culture and moods. It is a breakaway from
Chinese art traditions. Today's Chinese painting, on the other
hand, is a contemporary form of art that follows and advocates
Chinese cultural traditions to depict and draw inspiration from
nature and contemporary life. Today's Chinese painting is
innovation and development based on Chinese cultural spirit
and traditions of art. Since its beginning in the Warring States
(a painting in the tomb of that period is the earliest Chinese
painting ever unearthed), Chinese painting has been an
independent, traditional art form that uses Chinese brush, ink,
silk and paper as its main materials and lines as its main means
of expression. For more than 2,000 years, Chinese painting has
been continuously developing and perfecting its own philosophy
of art, its aesthetic principles and its techniques of expression
and materials, giving rise to a unique art form that is most
resilient and with the longest continuous history. It is a gem in

the world history of art.

How is it possible for the tradition of Chinese painting to continue
for so long and to continue to adjust and improve itself? In the
past 2,000 years, China - like the West - has suffered through
disasters of nature and war, but Chinese painting has not
changed much in terms of its philosophy, aesthetic principles,

ways of expression or even its painting materials.

First of all, the Chinese philosophy of art provides a very healthy
and stable physiological framework for the development of
Chinese painting. In this regard, | am in complete agreement
with Cheng Dali, who holds that “Chinese philosophy is

constantly seeking harmony and equilibrium, harmony between



man and the universe, between man and society, and between
man and self. Lao-tzu solves the puzzle of man and the universe;
Confucius solves the puzzle of man and society; and Buddha
solves the puzzle of man and his soul.” Confucianism, Taoism
and Buddhism combine to solve the philosophical dilemmas of
man and his society, man and nature, and man and inner peace.
The theory of Chinese painting states that one should “learn
from antiquity, learn from nature, and learn from the heart.” “To
learn from antiquity” is to learn from tradition, which correlates
with the Confucian idea of man and his society. “To learn from
nature” correlates with Taoist ideas of man and the universe.
“To learn from the heart” is to purify one's soul, correlating with
the Buddhist idea of man and his self. It is due precisely to this
almost flawless philosophy of psychology, amidst the constant
change of the past 2,000 years, that Chinese painting has not
only preserved its uniqueness and continuum but also correlates,
balances and develops itself to suit the constant changing of
society. Western art forms, however, change and replace each
other based on change of trends and schools of thought. Their
progress and innovation are based on overthrow of the art from
prior to itself and on revolutionary critical philosophy. Chinese
painting, on the other hand, develops based on continuation of
earlier traditions. It is progress and development in terms of a
philosophy of conservation. Compared with Western art forms,

the Chinese painting demonstrates a unique stability.

Secondly, the Chinese aesthetic principles provide a strict
standard and the direction of development for Chinese painting.
Xie He, the most famous art critic in Chinese history, AD 479 -
502 during the South Qi Period, writes in the introduction to The
Record of the Classification of 0ld Painters that a painting can
be good or bad, elegant or vulgar, but one cannot pass one's

judgment of it based on whether it is old or new. His views

are generally accepted by subsequent artists and art critics.
He designed a quality scale for paintings from one to six, later
adapted into the four quality levels of paintings. Based on the
views of his predecessors, he proposed the “Six Principles of
Chinese Painting”, well known among Chinese painters. These
are 1) “Spirit Resonance,” 2) “Bone Method,” 3) “Correspondence
to the Object,” 4) “Suitability to Type,” 5) “Division and Planning,”
and 6) “Transmission by Copying.” The first principle refers to
the overall quality of a painting that shows artistic conception,
vitality, emotion and soul. The second principle talks about the
special language of expression in Chinese painting: the culture
and technique of the brush and ink. The third, fourth and fifth
principles are the guiding principles of composition, use of color
and design. The sixth is the principle of learning from tradition.
All these standards and principles have been accumulating in
the long history of Chinese art, guiding the creation process as
well as the appreciative practice of the art audience. Any attempt
on the part of an artist at overthrowing or deviating from them
results in his own marginalization or rejection. The nature of the
Chinese aesthetic principles defines its uniqueness and dictates

its path of development.

Third, Chinese painting requires unity of theory and practice. An
artist must be trained in painting as well as in philosophy, in
literature and history, and an art historian must engage in art
creation before he is qualified to be an art critic. Art criticism
and creation complement each other to complete the unique
system of philosophy and aesthetic principle of Chinese art.
Xie He states that to criticize without practice is not the way.
He is a man of his own words, being a critic and a painter at
the same time. As a famous art critic, his view on criticism and
creation commands tremendous attention. Similarly, Su Dongpo,

the leading figure of the literati painters of the North Song time
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(AD 960-1127) advocates combining poetry, calligraphy, painting
and seal into one art form. The book Painting Notes of Shi
Tao by the Chinese painting master Shi Tao of the Early Qing
period (AD1644-1911) is again the fruit of theoretical research of
an art practitioner. What we call “experimental rationality” or
“empirical rationality” is the process of art creation by an artist,
guided by the Chinese philosophy of art, literary cultivation and
art appreciation, immersed and communicating with nature
while constantly looking inside oneself for inspiration. The unity
of self improvement and self criticism of Chinese painting causes
tremendous difficulty for Western art critics who endeavor to
make judgment on Chinese art without a full understanding
of Chinese culture and without the experience of Chinese art
creation. Their practice of merely applying what they know of
Western art theory onto criticism of Chinese art therefore has
very little impact on Chinese artists. This is also one of the major
reasons why the philosophy, aesthetic principles and method of
expression of Chinese painting have essentially felt no impact or
influence from the outside world, nor has it changed much over

the past 2,000 years.

The psychology of Chinese painting seeks balance not subversion,
its aesthetics value quality over time, and its art appreciation
emphasizes unity, not opposition, of theory and practice. The
characteristics of stability, independence and completeness of
Chinese painting does not imply that it is old fashioned and
conservative. It has the capacity for self improvement as well.
As a matter of fact, Chinese painters have never stopped their
pursuit of innovation and development. In his book, Approaches
to Art and Literature, Wang Shizhen of the Ming Dynasty
(AD 1368-1644) discusses the shifts of style in Chinese landscape
paintings, outlining the major shifts over time: one from Jin to

T'ang Dynasty, followed by one during the Wu Dai Period, one

COLLISION AND CONFLUENCE

in the North Song Dynasty, one in the South Song Dynasty, one
in the Yuan Dynasty and one in the Ming Dynasty. Similarly
major shifts of style were also created by Shi Tao during the Qing
Dynasty, by Huang Binhong in the recent past and by Li Keran
of our time. These shifts appear to be very slow, but viewed
from the perspective of China's long history, they are indeed
significant. Shi Tao states clearly that the brush and ink should
follow the time. He holds that a new era will definitely affect the
views of its artists, and that artists should reflect such change
and influence in their works. During the New Culture Movement
of the early 20th century, some thought Chinese painting was
passé and archaic, and should be abandoned together with the
ancient style of classical Chinese. At that time, young Chinese
artists such as Xu Beihong, Liu Haisu and Lin Fengmian, who
returned from France and brought with them Western education
methods such as copying from models and Western traditional
and modern concepts of art, infused fresh blood and vitality into
Chinese art. In the 1950s after the founding of People's Republic
of China, some political leaders in art fields began to raise doubts
about traditional Chinese painting's ability to serve the new
China, questioning whether it could express China's revolution
and history, and demanded to change Chinese painting to color
ink painting. There was also influence and impact from art
and pedagogy of the Soviet Union, but Chinese artists adapted
quickly to pressure from within and without. They picked up
realist drawing from life and other methods of art creation from
the Soviet Union, showing great enthusiasm in turning to nature
for their sketches and creating Chinese paintings closer to real
life and full of vitality. With China opening up to the world in
1978, Western modern art trends - particularly from New York -
began to rush into China. Chinese painting faced new challenges
and predicaments; young artists began to sing in dirges for the

traditional Chinese painting, while more and more Chinese artist



went abroad to the U.S. and other Western countries to study
and ponder. They studied hard, comparing and contrasting the
East and the West, and repositioning Chinese art and Chinese
painting. They have come to realize that the traditions and spirits
of Chinese painting shouldn't be, and couldn't be, thrown away.
They have come to realize that when Chinese painting faces
challenges of reform and development, Western modern arts fare
no better. They are facing a slew of challenges and uncertainties
that require trial and error. Chinese artists should examine and
determine their own destiny with the guidance of their own
philosophy and aesthetics. After 2,000 years of development,
Chinese painting is still going strong and has reached another
peak in its development, following the economic boom of the

country.

Allow me to paraphrase a line in Zhu Xi's wise words: “The
clarity of the river relies on constant flow from its source.” It
describes perfectly the enduring nature of Chinese painting over
its long history of existence and development. It comes from
its profound and all-embracing nature, from its inner vitality
and philosophy of harmony and stability. The twentieth century
Western art history saw some superficial, indirect and limited
communication and contact between East and West, which
facilitated the revolution of Western modern art. Now, in the
21st century, with China opening up to the world, there will be
a profound, direct and widespread clash between Eastern and
Western cultures, bringing about greater reform and development

in Chinese painting and causing historical rejuvenation.
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CrossingthePacific:Conversationwith Masters:GongkaiPan,ProfessorandFormerpresidentoftheCentral Academyof
Fine Arts, Beijing, China
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Crossing the Pacific: Conversation with Masters: Lyusheng Chen, Deputy Director at the National Museum of China
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CrossingthePacific:Conversationwith Masters:QinheLiu, Professorofthe Central AcademyofFineArts, Beijing,China
BHATE: SRIMEXE: XK E R



OUTLINE SELECTION
528X RMIE

L)
ChinesePaintingDemonstration:JoshZ.Yu,ProfessorandDirectorofSpecialProjects,SavannahCollegeof Artand Design
RESHEEEH




OUTLINE SELECTION

HaBRkERmNE

76 ‘ i 5 3B

COLLISION AND CONFLUENCE

Chung-Fan Chang 3k =1l

TheActofDrawing Drawingisamediatorbetween spiritual
and physicalworld.In mystudiopractice,drawingisamajor
partofmakingthatconnectedwithmyinfluencesoftraditional
ChineselnkandBruchPaintingtechniques,suchas “cloudlike
texture” (E=4%), “raindroptexture” (f24%), “ax-cuttexture
stroke” (ZE$5K)andspot-inkanditerative-wrinkletexture.The
presentationwillconsisttheresearchofthedrawinginstallation
on ballpoint pen and its visual aesthetic from the Western
viewpoint.lwillpresentslidesofmyrecentdrawingexhibitions,
20secondsvideooftheactofdrawingaswellasthemeditative
aspectofdrawing.Toconclude,Iwillintroducemyfutureproject

“Drawing with Sound” . Project/assignment ideas will be

discussed after the presentation.
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Chu, Brain kA E

GraphicQualityinContemporaryPainting Graphicqualitywas
associatedwithappliedartinthepastbutisnowplayingamore
dominantroleincontemporaryart.Startingwithabstractartin
early20thcentury,variousmovementsprefersimpleflatformsin
pursuitofUtopianideals.Theinterestsinpsychologysawpainting
probingunknownpsychicforces.Americaconsumerismpaved
wayforPopArtthatembracedgraphictechniqueincommercial
artforthemassappeal.lnaculturedominatedbyinformation
technologythecontemporarymodeofcommunicationismultiple,
fast,andfragmented.Incontemporarypainting,graphicquality
isabsorbedandintegratedininventivewaystoexpresstheway

our eyes interact and communicate with the world.
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Wei Dong E1f

MyOwnJourneySearchingforAContemporarylnterpretation
ofChinesePainting After26yearsintheUnitedStates, lview
traditionalChinesepaintingwithneweyes.I” mnotpracticing
thephysicalstyleandappearanceofChinesepaintingbuthave
infused my work with the essence of Chinese traditions —
themovementofthelinesandthelayeringofthespace.Most
importantly,Itrytoaddthedynamicoflightasacriticalelement
tocreateapaintingonricepaperusingChineseinksandbrushes.
During the symposium | will share my creative process in
materialsusedaswellastoexplorethe perspectiveslhave
discovered - whathasworkedand whathasfailed.lhope
to raise questions about how to continue to develop and
interprettraditionalChinesepaintingsinamodern,Western

environment.

BERZZR: PEEMYKIRE26E, RGUARRAER
FrhEE, XFEEITFINE K, METEFRFENNE
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Xia Gao &

SymposiumTopic4-PersonalExperience:MyArtinRelation

toContemporaryArt EngagePeopleandEnvironmentinArt-

making Thepresentationexaminesthenewwaysofartistic
expressionsinparticipativeandonsite-buildfiber/textile
installations.ltlooksintotheprocessanddisseminationofmy
ongoingprojects “ChangingUrbanLandscape” inaddressing
criticalissuesrelatedtochangingurbanenvironment.Initially
movedbythestrikingcontrastsbetweenfasttransforming
ChineseurbanspacesanddeterioratingDetroitcity-scapes,
bothlhaveobservedclosely, thisprojectdrawsdatafrom
urban and social studies and reflects issues, causes, and
happenings of changing urban spaces and their dwellers
through artinstallations. This projectis also informed by
myinternationalartistresidencyexperiencesandreflectsa
transnationalandinternationalperspective. “ChangingUrban
Landscape” exploresfiber/textile” sinterplaywithspaces
as a form of soft sculpture/ architecture in site-specific
installations,whichdefine,activate,andtransformspaces
toencouragequestionsandcriticalthinkingimportantfor
humanandnatural/constructedenvironmentinteraction.|t
engagespeopleandenvironmentinthedisseminationprocess
andbringssocialfocusandculturalperspectivetogetherin

creative expression.

EZARPNMAASTHE: RELRZERHER. RNEATER
EXTHREMEEMIE "ThhlmRR", BHNEE
BHIERRRAEENG AN EEERNEREREZ
ARREWFHE RIPERBH L RIS EABHRRL
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XS ER AR T,

Zhimin Guan xER

Asa painter, I strive to have an equal balance of traditional
andexperimental,figurativeandabstractinhisart.Inlast18
years | have created six series of paintings as following: 1)
Fossil Series (1995-2000) graduate study workin Kansas. 2)

LandscapeSeries(1999-2002)firstfewyearswhenlbecome
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aartprofessoratMSUM.3) AmericanDreamers Series (2002-
2006) .4)AbstractPaintingSeries,(2006-2007).5)Landscape
on Metal Painting Series (2007-2012). 6) The Summit Series
(2012-2014). Summit Series is the new body of abstract
paintingsportrayingmountainsandwater,subjectsthatvisualize
theoppositerolesofYinandYang,solidandvoid,energyand
charm. | created these paintings with large gestural marks,
creatingharmoniouslandscapesthroughform,color,andshape.
My process also allows for chance happenings as the runny
paintingmaterialsandgesturemarkstransformeachotherintoa
spirituallyandphysicallyintegratedautonomy. Inmytalklwill
use10visualimagestodiscusshowldevelopmyartconceptand

stylistic changes through my career.
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Leong, Lampo Fi i

PersonalExperience:MyWorkinRelationtoContemporaryArt.
The Reformation of Visual Languagein the Digital Age As
therealityofglobalizationunfoldsandapluralityofcultural
worldsrapidlybecomesoneperplexingmanifold,theAsian-
Americanartistsfacethesamedilemmaasartistselsewhere:
howtomakeanauthenticandindividualartisticcontribution
inacontextthatbecomeslessclearlydefinedasthevisual
languagebecomesmoreglobalinscope.lfindthisunique
situationchallengingbutinspiring.Apparently, mostartists

whoaddressmulticulturalissuesintheirworkcharacterize

their approach as some sort of synthesis. Yet not every
appropriationorjuxtapositionofculturalelementsmeritsthe
term.Weseeoftenthattheoutcomesaremerelysuperficial
orevengimmicky.Fortunately,inaninformationage,amore
profoundunderstandingofvariousculturaltraditionsisnow
possibleandartistshavebetteropportunitiestotranscend
theforcedmarriageofdifferentculturalelements.Thereal
prospectliesinafusionoftheconceptualandthefundamental.
Myexperimentstrivestochannelthisenergyintoavisionthat
isasconceptualasitisaestheticand openlyembracesthe
digitaltechnologyofourtime.lsthereinartsomethinglike
ananalogtothebiogenetictechniqueofthe “reformationof
genes?” Canonerespondcreativelytoourcurrentsituationso
thatthesolutionsonefindsarefundamental,elemental,and
structural?Theartistswhotakeupthischallengewillbethe
oneswhomakethevitaldiscoveriesthatwilllaterbeseenas
inevitableandyetmarvelous—somethingliketheappearance
ofanewspeciesonearth,oranewstaramidtheswirlofthe

galaxy.

MEREMHESHRATZANBEEEESME S RRERE
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Qian Li Z={&

My work in relation to contemporary art

BornandraisedonthenortheastcoastofChina, myartistic
rootsaregreatlyinfluencedbyChinesecultureandChinese
painting.Butshortlyaftergraduatingfromcollege,Ibecame
fascinatedbyanimationandcomputerart.SoduringmyMFA
studiesatUmass Dartmouth, Ibegantointroduce modern
digitalprocessesintomyartworktocreatemorecontemporary
paintings, prints, and videos, a clear departure from the
conventionalChinesenorms.Mostlybasedonexperiencesin
myhomeland, myworkexploreshowhistoryandthesocial
environmentinfluenceone’ sidentityanddecision-making,

ultimately shaping the cultural landscape.

BHERSERERMER

HHERRKFRERILASE, PEXKZMERNEE, XF
v fE, I ANEMBFERLET B, EEEIZARER
HE5HEMZAAREGER, EXUHMLE. RE. R
EmMSERMPEZARKRBRE, FIHiERED, RIERIE
B RREHEMESTETANSBIRKIT AN, L
T R &3 UL R0,

Jianbing Nie £k

SincelhavebeenawayfromChinafor20years,culturalidentity
hasalwaysbeenacknowledgedasakeyquestionandsubject
matterduringmy courseofworkandstudy.Culturalidentity
canbeunderstoodthathowculturalaffiliationisdeterminedand
recognizedasanindividualandsharedgroup.ltlargelydepends
onitsnaturalattributesmeaningitisreflexiveofwhoweare - —
ouridentity.ltisfirm,stableandalsoflexible.Intheartmarking
process,artistschoosetoexpandandelaboratetheirworkinthe
cultureoftheirancestrybyself-consciousorunconsciousness.
Aftertwentyyearsoflivingabroad,myculturalidentityhasbeen
graduallyevolvedbecauseofdiversebackgroundsandculture
shocks,andlater,inconjunctionwithvariousculturalinfluence

and transmission.|am encouraged to pursue multicultural
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dynamicsanddistinctionsresultingfromgrowingneedandtheconstant

changes in the creative process.
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Yan Sun Fhik

SpiritualityinArtandtheHumanisticExpression—Empowering
CreativeWorksofArtwithUniversalAppeal Theinfinitequalityof
artcanbridgethepastandthefuture,aswellasbridgetheNature
andthesoul—afeastforthespirit. And we can understand this
timelessbeautyonlyifweunderstandthatartisanentitycomposed
ofallitscultural,religious, philosophicalcomponents-humanistic
expression.
Thesephenomenamightwellbeunderstoodintermsofart, life,and
spirit. Wefindourselvesenjoyingtheart,theemotion,thepower,and,
theinfinity.Weareexperiencingthetimelessbeautyofart.Andwe
canunderstandthistimelessbeautyonlyifweunderstandthatartisan
entitycomposedofallitscultural,religious,philosophicalcomponents
-humanistic expression.
Chinesephilosophyemphasizesthedepthofartworks.Whatisdepth?
Accordingtoouranalysisanddiscussionofartworksinperceptual
andsensuousaspects,depthhasadenotativemeaningaswellasa
connotativemeaning.Denotatively,depthisasenseofdistanceand
perceivedperspectiveinapieceofart.Connotatively,depthindicates

the intellectual message and profound meaning.

ZARZER, EFHEDBIESRE, RERAAS LR, MK
AEWHBRE, RIBBZAMKIEZE, REEXL. R %
FIAXHE, RREZARNEFR FEEZEEZANRE, BtA=Z
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Ying Tan &=

PersonalExperience:MyWorkinRelationtoContemporaryArt
Visual Music in the Digital Age.

MyprimaryinterestinmovingimageisVisualMusic,anartform
thatexplorestherichrelationshipbetweenabstraction,color,and
sound.Withoveronehundredyears’ evolutionfromabstract
paintingtoexperimentalfilm,itscontemporaryapplication
iseverexpanding,stimulatedbytechnologicaldevelopment.
Althoughdigitaltoolshavechangedhowaudiovisualmediaare
made,artisticchallengeremainssignificantformeaningfuland

expressive audiovisual mapping.

HBHEGHEEXBIMALE R HEMNKHAREER
el

—MREFRZEFEXRNZEARN. ZBIEFULBEN
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BETHRRREFENAR, SZRENEERENAETE
REMARILAHEIITIRET,

Xiaoping Wang E/)\¥

Personal Experience: In Search for a Chinese-American
ArtistldentityAsanewimmigrant, myfirstchallengewasto
articulatetheidentitycrisisexperiencedinshiftingcultural
and social values in my new life. When the long journey
of forging an artisticidentity started, | tried to become a
culturalmicrocosminordertoembodyandreflectaspectsof
theculturethatlcamefrom.Thiseffortledmetointegrate
ChinesecalligraphyandlandscapeartintoWesternpainting.
The1990sAsianartistsemergenceencouragedmetoseek
broaderculturalinspirationinChinesefolkart,inpaper-cut,

furniture, textile,andarchitecture.UsingtraditionalChinese

patterns,Ire-maketheminpaintingsbasedonmyownsensibility.
ByembracingtheexistingChinesemotifs,Iplacedmoreemphasis
ontheprocessofmakingapainting.Thisledtothediscoverythat
Icouldfindprofoundmeaningsthatarehiddenincommonplace
objects.Finally,lunderstandthatculturalidentityisbornfromwhat

| do, where | am, and what | do.

REIZAREM TR
REERFHRME - MK EBPEREFPOLINREN, %
BAFRBEZ AR, BIERTZREPEZR, 2iXBXLE
IR B AR EERE, IOFEREMZ AR IR HHHARTE
B MPEREIZAERRE. REAERENX, REBCSHRE
HER—R, EAEVRMIEBLE, EXIRP, FEETERD
BYE, RABFHPEFRENTRBNRE. LTHER, UFEC
kiFEASHEREXLTABRERBASHIL

Yida Wang iZffi&

My Work in Relation to Contemporary Art Mindscape

Mytopicwillfocusonthecontemporaryinterpretationoftraditional
Chineselandscapethemesandformatsinmycurrentstudiopractice.
Artisticbehaviorismotivatedbyculturalbloodlineandidentification.
Cultureisacommentaryonwhatwedidbefore, reinterpretingitisa
toolforspeakingaboutourpositiontodayandservesasacriticalguide
tothefuture. Duringmycurrentprofessionalresearchandstudio
practice,lamexperiencingtomaintainanintimatedialoguewith
theessenceoftraditionalChineselandscapecultureandtransform
itinto a contemporary language in art. By using nontraditional
mediaandmethods,ldelveintotheimmensityoflandscapeculture,
seekingserenityandtranscendence.lattempttoreconcileelements
ofmemory,experienceandpersonalvisionintothesedeconstructed
landscapeswhiledemolishing barriers between dispositions of
traditionalChinesecultureandcontemporaryart,unifyingthetwo

into a unique adaptation.

BHWERSEREABE: RNARERANMARF T PEE
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Leah Wong EfifE

MyArtinRelationtoContemporaryArtinmywork,oneofthe
coreissuesinrelationtocontemporaryartismyculturalidentity.
Thequestionslhavebeenaskingmyselfovertheyearsare:who
aml?Whatdolwanttoexpress,andhow?AsaChinesewhohas
studied,taughtandworkedinbothChineseandUSuniversities
and art colleges, and as an artist who has been pursuing an
artisticcareerforovertwentyyears,lhaveevaluatedmyartistic
directionswithperspectivalviewpoints---history,traditions,
andmycurrentculturalandlifeenvironmentallplaytheirroles.
Mycross-culturalexperiencesandmymixed-culturalinfluences
havebecomeanongoingnegotiationinmyart-makingprocess.
Imajoredinoil paintinginundergraduatestudyinChinaand
laterlwenttograduateschoolintheUStostudypainting.After
manyyearsofexplorationandexhibitions,I” mnowemploying
mixedmedia.lworkwithpaperandpapercutsin2-dimensional
and3-dimensionalformsandinstallations.lhaverealizedthat
theessenceofmyworkisnottheuseofthematerialbut,rather,
it" sthesenseoftransitionbetweenthecontemporaryandthe

traditional in my work that matters.

HELHRZER HZAKEXMGH? REERHERE
XHEMEE REE? RERRBTA? BERR? " T+E5F
Sk, HEFEAMES], $HL G1E, BMPEBXLAAESR
[ASEry. %R, HKH. DARIE S, X—IEHRRERDN
ZAEED, MEATHEAE, ERETRECHEXNK
EEER.
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Tong Xiao Bt

Art, Life and Time

Irecently happened upon aninscription to me by my father
in Volume Il of James Joyce’ s Ulysses: “Dear son: This is a
monumentoflrishliterature.Trytoachievesuchamonument
in painting. Aim high! Dad Mamma, 5 Dec,” 94" Atage 80 he
spentfourandhalfyearscollaboratingwithmymothertoreacha
summitbytranslatingJoyce” sdifficultbook.lgrewupwatching
thembusyeverydayattheirdesks.Toallthewritersandartistsl
havemet,creatingintheartsseemedindispensibletoafulfilled
lifewhereasmaterialcomfortissecurityonly.Artstemsfromits
maker’ sexperiencefromtheincrementalpresenttoalifespan
andmaytakeondirectnessandlucidityatolderage.lhavecome
toreflectonmypersonalhistorycommontomygenerationand
toChina’ srecenthistory.Howtotreattimeinart,dwellingon
thepastwhilebeingtruetothepresent?Ourindividualchoices
mayvaryastowherewelive,howweteach,andwhatwewant
ourarttobe,weallrecognizethatartdeepenslife’ smeaningand
steelsussomeagainstthetideoftime.ltisanactionforsurvival,

not a choice.

RIEZMRFERE T EMEAFERPIEAE _SEHMH

“JLF X RERELZHNE, IKEEXHE—IEREE,
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Yun, Lawrence Tzuchi 1&F3F

Hybrid (East and West) In China, the genre of bird-and-flower
paintinghasalonghistory.ltrepresentsaprofoundelegancethat
hasbeennotonlypopular,butalsohighlyregardedwithascholarly
artisticsignificance.Ontheotherhand, paintingsthatfocuson
flowersinWesternarthavebeenviewedaslessimportantsubject
matterincomparison,and mayevenseemclichéaseyecandyto
some.

For the symposium, | wish to share my inspiration, approach and
processofmyfloralpaintingwiththefusedaestheticofbothEastand
West.Asacontemporarywatercolorartistwhohasapassionofcreating
representationalimagesbasedonnature—particularlyinthethemeof
flowers—itisachallengetoreinventandtobringthisconventional
genretoanotherlevel.Withadiverseartbackgroundandtrainingof
twodistinctcultures,ldon’tintendtostepintotheworldofcliché
makingnoveltypaintingsforthesakeofprettiness.Infact,laimto
revitalizetheroleofthetraditionalEuro-Americanfloralpaintings,
aswellastore-evaluatethestatusofthecontemporarywatercolorin

fine arts.

(Rl REFESEEFEREANAE. ERIEE—MHEST L
B, AUERIE, MAXBEAEXABRESHULHEZSE. &
Mz, EEHFEREL, UEAARME @I, B2 THRAALR
RERIFM, EERO A SEZRREEI R,
BABRERXRERS, RARSZREVEEFLEBTRETRA
AEFHRE, &8, URERER. BA—IHRRTRKER, LEE
LA AEEEBEMERREMARKEEAR, BEHER
RHRIRK, ZXBS—IBEAZEARLEN. BERASEAX
HERRXEFHERBTRURINEG, RLFEAREERBRL
AR L A2 IR A (ERIMER (B M. SERRE, REERAKELAF
WRAEHM AL, BELAMKKFEEERAROBE—IE
R ITAE,
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Jing Zhou A%

MyWorkinRelationtoContemporaryArt: Visuallnterpretation
of Cultures and Social Issues
Duringthepaneldiscussion,lwouldliketopresentthreegroups
ofmyworkinDigitalPrint,InteractiveMedia,andPosterDesign.
Eachtypeofworkwascreatedwithdifferenttechnologyand
media;yeteachpresentssubjectsandconceptscloselyconnected
to cultural heritage and contemporary social environment.
Thefirstgroup, DigitalPrint,consistsofacoupleofprintsfrom
the “Ch” anMind,Zen Mind" series.Thisbodyofworkreflects
myspiritualexperienceaboutoneofthemostwidelyheldoriental
philosophies—Ch’ an,alsoknownasZen.Ch” an” sprofound
wisdom/teachingandEastern/Westernartinspiredthisproject.
Everyimageinthisseriescarriesauniquephilosophicalconcept
withdifferentaestheticapproachinconnectionwithourpresent
world.

Thesecondgroup,InteractiveMedia,includes “Thelnteractive
BookofChanges—I Ching” and “LivingMandala” .Thefirst
projectrepresentstheancient Chinese cosmicconception
from “IChing” in a digital interactive art form, while the
laterprojectisanexplorationintounchartedterritoriesofthe
humansoulsculptedbyourpresenttime,whichvisualizesour
perceptionsoflife(microcosm)andtheuniverse(macrocosm),
ourconnectionstoancientmythology,cosmology,andcultural
heritage, and the relationships among mankind, science,
technology,andnatureinaglobalizedsociety.Inthelastgroup,
PosterDesign,therewillbeseveralpostersfromthe “Backward
Waves” socialposterseries,whichisamanifestationofcurrent

social crises.

BHNERSEREANBER: STXASEHSEMANE
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CHINESE-AMERICAN ART FACULTY EXHIBITION AND SYMPOSIUM

CONFERENCE SCHEDULE
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This is A Comparative Dialogue of American and Chinese Visual Arts during
November 6 to 8, 2014. The exhibition and the symposium will include
panel discussions, academic research exchanges, demonstrations, slide
presentations, and other special activities. The presenters are primarily
US-based Art professors of Chinese origin, who have considerable teaching
and art creative experiences in both China and the United States. Their art
works and symposium topics will reflect their cross culture life experiences,

creative vision and confluence of culture and artistic solutions.

Daily Agenda of the Exhibition and Symposium

Wednesday, November 5, 2014

1:00-5:00pm: Registration and check in Hotel

2:30-4:30pm P143, Chinese ink Painting Demonstration:
Josh Z. Yu, Professor and Director of Special Projects, Savannah College of

Art and Design

6:00pm: Dinner - China Buffet Restaurant

Thursday, November 6, 2014

Location: William Paterson University Power Art Center, Ben Shahn for Visual
Arts and Center for Chinese Art

10:00pm-12:00pm B216, Painting Demonstration:

Yifei Gan, Professor Hoverd Committee College

2:00pm-04:30pm B201, Graphic Design:

Fang Chen, Professor of Graphic Design at the Pennsylvania State University.
2:30pm-04:30pm, P145, Sculpture:

Xingang Wang, Professor of the Art Institute of Capital Normal University
Visiting Professor of New York State University

2:30pm-04:30pm, B204, Computer Animation

Ying Tan, Professor of Art at University of Oregon

4:00pm-05:30pm, Crossing the Pacific: Conversation with Masters:
MC: Zhiyuan Cong

P143 Chinese ink Painting Demonstration:

Master: Gongkai Pan, Professor and Former president

The Central Academy of Fine Arts, Beijing, China



6:00pm: Dinner - China Restaurant

Friday, November 7, 2014
Collision and Confluence: An Exhibition of Chinese-American Art Faculty

Opening Reception November 7, 2014, 1:00pm-5:00pm

Panel Discussion 1:30-2:30pm

Moderator: Daryl Joseph Moore, Dean of the College of the Arts and
Communication, WPUN]

Panelists:  Lusheng Chen, Deputy Director at the National Museum of China
Laurel Reuters, Director and Chief Curator of the North Dakota
Museum of Art
Qinghe Liu, Professor of Chinese Painting, Central Academy of
Fine Arts, Beijing, China
Zhiming Guan, Professor of Art, Minnesota State University, Director
of Exhibition Committee, Chinese ~American Art Faculty Association

Zhijian Qian, Professor of Art History, City University of New York

Exhibition Opening Ceremony 2:30-3:00pm

MC: Ms. Yannan Geng, Director of the Asian Cultural Center

Speaker: Ambassador Chen Lei, Deputy Consul General of the People’s
Republic of China in New York
Dr. Kathleen Waldron, President of William Paterson University
Gongkai Pan, Professor and Former president of the Central
Academy of Fine Arts, Beijing, China
Lusheng Chen, Deputy Director at the National Museum of China
Madame Margaret Lam and Mr. David Yen, Honorary Directors of
CCART
Zhiyuan Cong, Professor of WPUNJ, Chair of the Chinese -

American Art Faculty Association

Reception: 3:00-5:00pm

Location: Asian Cultural Center Art Gallery, 12Fl, 15 E goth Street, New York

Saturday, November 8, 2014, Symposium:
Contemporary Art in a Cross-Cultural Context between the East and the West
9:00am-11:30, Group Meetings

Fine arts group |, Location: Power Art Building #143

Moderator - Peter Xiao
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Fine arts group Il, Location: Power Art Building, Dean Conference
Room #113

Moderator - Yida Wang

Digital and computer design group, Location: Ben Shahn Visual
Art Center #100 Moderator - Jing Zhou

Art history group, Location: Ben Shahn Visual Art Center #129

Moderator- Zhijian Qian, Professor of City University of New York

12:00 -1:30pm, Lunch China Buffet Restaurant

2:00pM - 4:30pM

Symposium: Contemporary Art in a Cross-Cultural Context between the East

and the West

Location: Hobart Hall Martini Conference Room, William Paterson University

Agenda:

Moderator:

Dean Daryl Moore, William Paterson University

Introduction: Professor Liang Duan, Concordia University

Speakers:

Interpreter:

Gongkai Pan, Professor and Former president of the Central
Academy of Fine Arts, Beijing, China

Lusheng Chen, Deputy Director at the National Museum of China
Laurel Reuters, Director and Chief Curator of the North Dakota
Museum of Art

Chengfeng Gu, Professor of Nanjing Arts Institute, China

Peter Xiao, Professor of University of Augustana College

Fine arts group | representative

Xia Gao, Michigan State University

Fine arts group Il representative

Jing Zhou, Professor of Monmouth University

Digital and computer design representative

Zhijian Qian, Professor of City University of New York

Art history representative

David Li, Professor of University of Oregon
Yingchen Liu, Graduate student form Harvard University

Zhijian Qian, Professor of City University of New York



6:00pm-8:30pm -Banquet at University Common Room 201

MC:

Interpreter:

Remarks:

Zhiyuan Cong, Director, Center for Chinese Art at William Paterson
University

David Li, Professor of University of Oregon

Warren Sandmann, Provost and Senior Vice President for Academic
Affairs, WPUN]

Zhang Jun, Consular, Chinese Consulate General in New York
Gongkai Pan, Vice President of the National Artist Association of
China

Margaret Lam and David Yen, Honorary Directors, Center for
Chinese Art Jiawei Gong, Conference Representative

Daryl Moore, Dean of the College of the Arts and Communication

Saturday, November 9, 2014

Check out in the morning and Farewell.
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2014%F11ASHZES8H, £&IE—&F, ASEEAZAZENS
(Chinese-AmericanArtFacultyAssociation) . B EEIAYFFR K
ZHEZ ARH0(Center For Chinese Art At William Paterson
University). FE X5 3 iR & F1 A 29 T 31 S2AL o
HEEHE WESKM: EEEAERLBERREEH
114" ( Collision and Confluence: Chinese-American Art
FacultyExhibitionandSymposium) ZE{L F £ E 3 iE P AR B -
MR AR RS INEAZEAT, SREEE. MEXURHFEENIL50F7K
FHIS0S LA LR KIRSI TR AM KRR AT,
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HER, i EmHEN BEAAKE AR E R EEEF EEE
RERR XL, BRIEEFRASXUHEETMEHAKNZEAR LR
IR, tefIRRER BIEREIETN N ME XENFE, B5
T2 EMRERLE.
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/R(Daryl Joseph Moore)dfRE#HITTNAIERHTHER
RREAE ASEREGE ERAERR. PEEREYWIERIE
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(Laurel Reuters). FEIZARRNKFZHREARSERIIFNE. =
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RIFERRRAATLAFEREHIRERE RS, FE, TXH
DEFREEHTREFRLIL, BHEER: PEEANEGE
B BREIZE. LSBT e, FNEFEUR - IR AFRKEE
& (Kathleen Waldron) . PREARFRARICELE. PEER
EYIERIERIAE £, FEZ AR OREEEMEEMERE. &
ERAEZEALEMSEFPEZAFOEELFTIES,
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B EANBIXFIHFHERNEEIMERFEMRIAIME L
BRE. EMMNIRF R PRI HE. BSRAFEZNE
EIRITIHE, UREAYMPEETE. SUERAHRESEC
HIBUERAR. MFZERZWILE. RITSEERMRETTIUGZ
RREUARIAEE, BLESHIBUIRTEER - MFRAFZZEARRNE
ERANENRIREE, B EEER S RER IS TR AT
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HRENFHPHDTACUE, ENEITIEPRRIBRHAZTE
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HITTRANEAL R, 2fF, SSEHHTEHRR. BI/NAN
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SETHNZMESSHRMTISSAITIEHNEEERHFXES,

RERETEFSERRENELE, LIRS ZE TREMT
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AR K L HEESOFEREH. 60FERM70FEREH, X
HEEAETWEARREZIHLIMEABHE, KE7E80
< Q0FREEESE, AXERSZ AL L. LA IREES
EXFEEHIMES, MY PHABIEZELEFTNNEER
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Center for Chinese Art | AT WILLIAM PATERSON UNIVERSITY

The Center for Chinese Art at William Paterson University was es-
tablished on September 9, 2009 to cultivate a deeper understand-
ing of Chinese art and culture. The Center was funded by generous
contributions from Margaret Lam and David Yen, later by Yong Liu
and Mingsheng Liu’s donations, and then in 2014 by generous
support from the Shanghai William Chinese Art Foundation. It in-
troduces Chinese art and culture to University students, faculty
and staff as well as to the off-campus community, through Chinese
art studio and history courses, symposiums, art exhibitions, and
visiting artists and study-abroad programs.

William Paterson University has an enrollment of nearly 11,000 stu-
dents. Set on 370 wooded acres in Wayne, New Jersey, the campus
is located just 20 miles west of New York City. Since its founding in
1855, the University has grown to become a comprehensive, pub-
lic, liberal arts institution committed to academic excellence and
student success. Accredited by the Middle States Association of
Schools and Colleges, it offers 42 undergraduate and 22 graduate
degree programs as well as professional development programs
through its five colleges: Arts and Communication; Cotsakos Col-
lege of Business; Education; Humanities and Social Sciences; and
Science and Health.
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CENTER FOR CHINESE ART AT WILLIAM PATERSON UNIVERSITY
Ben Shahn Center for Visual Art, B-100

WILLIAM PATERSON UNIVERSITY
300 Pompton Road, Wayne, NJ 07470
www.wpunj.edulccart
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COLLISION AND CONFLUENCE: CHINESE-AMERICAN ART FACULTY EXHIBITION AND SYMPOSIUM
BEFE S SR A 3EA8 N ARHAZAE b i WL E AR W 2

EXHIBITION Jg%: 11/ 7 - 16, 2014
Asian Cultural Center, Manhattan Art Gallery, New York NP9 LA Ly, 412y

SYMPOSIUM ®Fisf 452 11/6 - 8, 2014
William Paterson University, Wayne, New Jersey J&BRWAFE AR K 25, B0 B v

ORGANIZATIONS =953 fir

CENTER FOR CHINESE ART AT WILLIAM PATERSON UNIVERSITY 25 [&] B BRI 45 2% 27 v B A
ASIAN CULTURAL CENTER 3B ¥ SC 4L Hr o

CHINESE-AMERICAN ART FACULTY ASSOCIATION 4>254E N\ ZE AR #Z 2

CHINA INTERNATIONAL CULTURAL ASSOCIATION v 5 %f 4 SCAL 32 Wi b 2

THE PLANNING COMMITTEE FOR THE SYMPOSIUM AND EXHIBITION k&% & & &

CHAIR Zhiyuan Cong FAE ML
CHAIR Yannan Geng FAE Merd

THE COMMITTEE MEMBERS (ALPHABETICAL ORDER) K& % B &R Ak (F&5 BH 7 HEA])

Lyusheng Chen PR 1
Lijia Li 2
Zezong Mao TSR
Daryl Joseph Moore WA AR ER
Imafidon Olaye FrER T R
Laurel Reuter F 8 AR
Lauren Razzore b pifkH
Ying Tan A
Yida Wang HEA S

DIRECTOR OF ACADEMIC COMMITTEES *A AR B2 FA4F
EXHIBITION COMMITTEE Zhimin Guan
SYMPOSIUM COMMITTEE Lian Duan

Wt & bie Bk

CATALOG COMMITTEE Jiawei Gong

Bk i & i sS850

CONFERENCE EVENT COMMITTEE ChungFan Chang
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COMMITTEE SECRETARIES T A 2P

Zheshu Xie T It
Ling Xiao B
Amy Nemery ok k&
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