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Contemporary art, when in cross-media contexts, is taking on many completely new meanings and possibilities.
In this issue, the Hotspot Figures column focuses on Mr. Wang Jianwei’s artwork. Wang, one of the most active cross-
media artists today in China, reviews his creative experience, revealing the most interesting in an age when visual
culture experiences drastic changes.

Our Art Vision column concerns recent cross-media art exploration, including latest exhibitions and individual
artists alike who have made contributions to new media art. Particularly, a fascinating world is brought to us thanks to
Zheng Da and Lin Xin’s visual exploration on “post-machine age” and human “imagination”, and views “unrelated to
photography” in the scenery shot.

Our Theoretical Research and Art Design include innovative papers in the field of visual research and new media

theory. We are expecting more attention to and participation in relevant discussions.

Shao Liang, executive chief editor of Journal of Tianjin Academy of Fine Arts

April 2016




AT

AIAFEZARBPRIEZEHIEE.
ERSEIERE. PXEIREATIHERE. =
EMwww.bookan.com.cn BEHFE]
BIEUR P ERZOHAT (35 ) UREK
FHIT . ATUEEFRZNIEX.. BER—B
ERTARE, BIERESEHBFHERIN.
BT ICRRSEME GBI =S
FEHT, BRFRTIE ERNFRZEE
=7 . MNRIEEERBRIRBEAIEN,
B D BT EiRFSEA o

JEI35EI1L

NORTHERN ART
X R %A ERESLES

JOURNAL OF TIAMIN ACADEMY OF FINE ARTI

2016 &55 04 HB S5 103 HA

F & BER

HITER B8 =

iEEEE = W

"\ O X %k BFREANL
B7F SKTiE

RN UREE FAIE

EARRE K =H
BRRit B R
MEgwEE 5 5

w Z= F 0 EER Ewd

(IRMEEERF ) TEE XKE BiEF

FEE FER REMH

Kt OSKEESR AR =

B 8 IR E4ET

2 F* =B8R & B

HASRY9mEE AR

it

FEPN XKEMHEERS

EIEEN KIBERFRR

HIREBER  KEERFIRFIRBED
KR It X XS4 5

&k 17 ATURIESE

mE 4 300141

B & 022-26241506

HIRRENRI  JEEURIEDRIBEIRAE

HEREHES 20165048258

T o ISSN 1008-8822
= CN12-1287/G4

E-mail beifangmeishu@qgg.com
BINEERIT FPEEREBREZEFERLE]
ESr&ITS Q4307



S

B ASAY

EARRETEBRIZAT —ERBUI X gk RpEE EPE E/006
B ZRNEF
BRALIETI— “SHE—5BRTK" BUERBIT ..o i s s Xita®& /020
2RI SRR E “ENRE: 18R Holos” FBESHRRRUTEER ..o #k X /030
RESWHEY AIEESEE—REE - F=BTEEFEEZARZARLCEETPEEREEZ RETL ... RIa2A 1042
SHEEHZE & FHZSET ... RN WSS SRS T | | B R e L W i e B / 046
FEE: FEIBDHIATEEND ..ot RAFE X XISE #/0567
N ESHR

HERFNESHAR——CFRAMNE (EFEREZ) HBSIIZR Z4gsL / 066
PR RAIMRET— TR R 2R IUAEER - DIFAERIBI B EE ..o TU5ER - I0FEm / 072
NN BB ERDRITHFE P FEME S PESFEZREITERAERR o, Xl 3=/081

m ZRigit

SREMEARNEE——SARRERRIIIEE ZR et £ /083
NI TR A T BRI TT020 oot Broxta / 086
ATIMEPRIESEE—FEERHIRERRITERSEE £ 5 X3/ 090
BEMEREITRET “FIE” TERIFD. ..ot FgEh # f8/100
TR PIBRIRIZTTHTVEFD ..o e EiFE /103
RAUREUSEHBUEIZITTHIRTREEZ ..o EZH BFER/105

BRI STEMIAEIRIRITARIIFIITITT ..o B2/ 107



Contents

l HOTSPOT FIGURES

“Art Is Where You Exercise Your Right to Freedom” :

An Interview with Wang Jianwei...........ccccooviviiiiieiiennicenen. Conducted and organized by Ai Shu, translated by Yue Zhongsheng/6

H ART VISION

Photography is More than This: An Exhibition Review of “Scenery Shot—Unrelated to Photography” .............ccccoceiiiiiinnieen. Liu Yijun/20

Hidden Connections between Art Ideas and Mechanics—‘Post-Machine: The Imagination of Holos”: An Interview with Artists Zheng Da

AN Lin XiN...c.oeerererernennineennenn. SOMMSNCENL L S SRRSO | SN Sl S i S Yao Feng/30

Focusing Means Form to Experience the Tenderness of Language: A Review of “TONGXI « The 3rd China International Art Forum &

EXNibition 0N INSTAIIAtION AT ... ...ttt ettt eat e eh e e e et e e et e e bt e b e e e ab e e sae e et e e ek be e bt e san e e b e e ean e e nneeeans Wu Yiran/42
A Dialogue between Lu Mingjun and ZhoNG YUNSU . .....cc..iiiiiiiiiii ettt ettt sttt e sas e sbeesae e e sbe e st e e bn e e bt e saneeneens /46
Wang Guo Jun: Structures Ephemeral.............c.ccoooiiiiiiiiiiiiese e Text by R. A. Suri, translated by Liu Huifang/57

Il THEORETICAL RESEARCH

Innovative Animation Language Research: Image Building in The Sound in the BOX.............cccouieiiiiiiieiiiiiiiiieaee s Li Mingshil66
Mapping of a Fragmented World: A Lecture by New Media Artist Bertrand Gadenne..............cccoceeieeiiieiiniiieenneans Bertrand Gadenne/72
Connections between Plane Composition in Design Teaching and Elements in Chinese Auspicious Patterns: a “Human” Perspective......... Liu Jing/81

H ART DESIGN

Evolution of Contemporary Jewelry Art: An Installation Art Related to Human Bodies............ccoiiiiieiiiiiiiniiiesie e Wang Chen/83
Main Dimensions & Methods Employed in UK’s Design History Research.............ccoooiiiiiiiiiiiiiiiiiieceeeeee e Chen Yongyil86
Ecological Building in Artificial Environments: A Survey of American Environmental Art Design ................ Ji Wei and Deng Yangyang/90
“Saturation” in Art Design: Interpretation & AppliCation ..............oociiiiiiiiiiii i Li Jianzhong and Han Yi/100
Roles of Interior FUrNiShiNgS DESIGN ........ccuiiiuiiiiiii ettt ettt a e san e et eeeneesaeeenee Cao Xiangzhe/103
Trends of Contemporary Commercial POSIEr DESIGN ........couuiriuiiiiiiiieiii ettt sttt Wang Yixiang and Chen Youlin/105

Application of Traditional Cultural Symbols in Visual Communication DESIGN ..........eeeuterueeiiiiiiieiiee ittt senees Chen Huiting/107



“EARRBITABMBIT ——akshirik

WA, AFEHEIA . RXTERARF G, (AR BN, AFEWAR. FARER
IRE T EHFEARHT, RIRIESHORA— RS RS R R AT . R H—RI A IR
SHIN, PRACHZHAENACK b, RN ESMARR AR ARRII AR A2 | ISR,
BFAT AR ZAMA—FE, 32— MR L A4, MR R — i
AAFAE—TRA T BAITABEXER, REESEFRIERUR, HEAR?

BHALETH— “Z2H—HERBPAX" RERT
RPREAA “ZH——EEYTR” w5 MEA— YA, HARRRIEE G R
AASMEIAREINS, TIAHIAY (SETERNAY)  BUaEEHER, AsmiEeE, H
XLPR EIBE TR ZAREI . “SEYIOR” , KTEMAN, LB — MRS, &
YRS EARGA RISk, MOCRARR T . R BB AT T+ 2/ =4
AR, TR AR,

ZEAREA GO EEIA— “BHE: A% Holos” #ikHHKITHE
TEAATEI AT R R I R e s FERA D A, T AR ROR MR 2
TARERAGHGL, 52, TG ZAIRIR, " DS LARIE B EAATL TR AR
B, RN ZARGARBE TR TBIRIELY, 7R T ZRMEINGUER, SO T DAL LB 62
TESRATHSEMRYGS . TATTH IS R TR FZEARGRHLZ AP R AR, M EBIL MR 2R Z M5 ],
TR R XS AR LS & R2R gk,

FHEQFEZTAL— AR S (EFEMET) MERMR

EEHRIMESMZT QIS ZOR0 RBGEQWER W, AT DIEH, GEEEE I TR,
A BIVE RS, TR IEAAEF ARG Th RSN ARl , e e UM ARa TR R AL, (2T
ZESIEET, TE OO, S0 ATIRERAMUGE—ME ERIIRINRER . IR, B
BAZYINERNEIETS . BSMERNERSEREIZ S SIHEREEUAs); My rUIAarEsE; 8
o i s AR ZEIN VRS s PRI T 28 B RS RIS FANE RS
HEGHRENH; EHMEHERLY; SREMERSV]; B, ZAREITHME:; EahimkT:
WER; AR, AMERER (CHRFRZNEEA—E MG RS, (HE—ER 50,
ThbREHEH ) o

PR AR R A —— AT RAR R R AT B - ST sAn 214 ot 2

WA TP RIS N BAR BTSSP AT IR ARSI R . Rl
BB RIS T T AR 20 GE, B, FAE— NSRRI RIMFRE B AR,
MR MBI ERE? RERE L, HREITHE L FraX @GR EIRHTT, HEheiamif
EEFEETEGIESL BTl IR EEGMBIIAL—RE, EMBAACEFNRT . RITAE
AAFAERAME S L, ST BT L O ERBE T G B, SX L TR AT T o AR A T LRk,
LR G FAEAR T, AR GREMIER LTSI, —MERmEL, 502
Rt L, PANRbSATERfE— MR, —MNEERENE TR, S NN EGEEI e LA e
AR H B RB ORI L, AR IR e A G AN E B A AP PR R




6 RS

wER: FNVZERE, FEMBAFEIN. E45ER0XIK
Ks, FATHERER “YRERMEHET Skffidfl, LA
HIE ARG, EAERAN “SJLOVE” BtR, FF—axt
PR AT R ITREC AT AR AR R — o

Editor’s Note: As an artist, Wang Jianwei is widely
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acclaimed. However, we would prefer to describe him as an
“agile thinker” after our interview with him. With an individual
free will, he has repeatedly challenged himself and sought to
reconstruct the world which we “have been accustomed to.” This

interview may throw some light on his rich, spiritual world.
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“Art Is Where You Exercise Your Right to Freedom” : An Interview with Wang Jianwei

3o cRTEE EPAEOF

Conducted and organized by Ai Shu, translated by Yue Zhongsheng
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On May 13, 2016, Mr. Wang Jianwei received our interview in his
studio. Before that, he had not asked to take a look at our outline for
questions. He was such a discreet thinker that he would even point out
vulnerabilities in my questions, and then reorganize them within his own
knowledge system and discourse before answering them. His quick-
witted and thoughtful answers went beyond what we had expected, which
may offer us a fresh angle of observation. More importantly, Wang,
though known as an artist, concerns himself not only with art, but also
with a far more universal world.

Ai Shu (hereinafter referred to as “Ai”): Recently, you joined a
Qatar art exhibition. Any major change in your works as compared with
before?

Wang Jianwei (hereinafter referred to as “Wang”): Actually, your
question reminds me whether one question sometimes involves another
one behind it. I mean an artist’s work needs change. However, if that
change turns into a psychological need, it will evolve into a requirement
for landscape, which cannot reflect his attitude. So, I believe that “change”
means, in fact, repeated suspicion of the artist’s previous creation. So,
he will distrust things before his eyes, which is more significant than
unceasingly pursuing superficial landscape change in works. This
involves how the artist works. For example, I spent as long as one
year preparing for “Time Temple” series, which turned out to be on
exhibition at the Guggenheim Museum. Later, my solo exhibition “Dirty
Substance” opened in Long March Space. Recently, I went for the Qatar
exhibition. However, to tell you the truth, my work in the studio didn’t
change. How do you understand this? In recent years I’ve been thinking:
what’s an artist’s work on earth? How can I try a way of working not for
exhibition, and exhibition time and space are related to my studio work
at the same time? The three exhibitions I just mentioned share certain
continuity. In other words, I will NOT schedule my work for a given
project. Nor will I change my work attitude and method for the same
reason. So, what fundamental questions an artist continually asks is more
important. To put it simply, the unknown should be your starting point,
and don’t do what you’ve already known. Then, what is the unknown?
That involves distrust or anything you can’t figure out. And such
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questioning is continual, and you can’t control in advance how it works
or what forms it takes. Then, how can you decide upon the time when
your works are ready for display so exactly? In this world, certainty has
occupied a dominant place for too long! If any exhibition notice pops out
with a topic or a concept, then I work out a blueprint, and my preparation
begins....shall I follow this way? No. What I’ve been trying is not this.
I have no blueprint. Nor do I know when my creation will be done, or
whether the final outcome can be called “art”! Under such conditions,
no presupposition, no intentionality. This is exactly how I worked and
presented my works for recent exhibitions. And I wanted to cut off the
direct relationship between pop sociology, political thoughts, or anything
seemingly self-evident and the artist’s work. For example, we’re inclined
to resort to something fashionable to relate to the artist's work directly.
Superficially, this looks effective, but I argue that this is an immense
harm to art itself. Well now, let me come back to your question. The
change in my work will NEVER be that in a sense of landscape. This is
my first point.

Second, the artist may choose not to progress. He does not exist for
the sake of progress. His job is to distrust the future and the present alike.
I say “progress” based on kind of capitalist logic that you have one dollar
with you, and you force yourself to own two. This lineally logic progress,
first of all, is very cruel! It, too, is an absurd judgment of artwork, which
shouldn’t be the only way to criticize an artist or his works. It is possible
that we cannot discover progress in an artist from landscape and visibility
within one or two decades, but he keeps growing professionally through
those years. Then, how can this growth show itself? So, I believe if we
always urge someone to reveal his progress in an apparent manner, then
this index is quite doubtful. Well, is there any desirable index? Anyway,
once such a thing is made clear, it would be even more terrible!

Ai: I’m just baffled by your answer!

Wang: Really? However, it is better that you didn’t give me an
outline.

Ai: Usually, an interview will start from a recent event. That’s why
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I asked that question. Every artist has his or her own way of thinking.
Some may tell me directly about their current situation. But you entered
into a different level for that.

Wang: For me there’s no “recently”. Just like you ask me about
“life.” Personally, it’s a mere subject, like “How are things with you?”
But I didn’t live in “recent”, and some of my work remains ongoing.

Ai: I saw your exhibition experience. You attended many group
exhibitions. How did you communicate or interact with other artists then?
Did you find any fun in other artists or their works? Or did they find any
fun in you? As in art history, such interaction is so interesting.

Wang: First, to be frank, not only artists are fun. Since the 1990s, 1
can understand contemporary art just because I’'m its traitor. In my eyes
it is only part of human knowledge, and I’ve discovered what’s more like
art in other parts! Say, imagination, skeptical attitude, how one works,
and how one look at things...yeah, physics is an example. Science brings
me an all-round subversion, which smashes to anything changeless. So,
I never believe any discipline or any way of knowing about the world
is the most fun. Otherwise it’ll be terribly dull. The second mistake is
we have a feeling that the world has progressed. Don’t you like science
and philosophy? All right. Art, philosophy, science. If the three add up,
must the result be more fun? No. We’re wrong, absolutely. The only
thing that connects them is not uniting, but fighting against each other.
Today, I believe it is crucial that know-hows shall not be so united to
form something hard to break up. On the contrary, they should be able
to cut each other’s throats! In theoretical words, they should question
each other. Only by so doing can you keep know-hows from creating a
monopoly in any field. Otherwise, if you’re a history learner, you may tell
others that history is the only key to knowing about the world. If you’re
a philosophy learner, your answer will be philosophy. Then, are we right
when we make a know-how a monopoly? That, eventually, may lead to
the fact you may ask others to develop a world view exactly the same
as yours! I’ve discovered such a monopoly in many intellectuals, who
assume that know-how accumulation is great. Very teachy, very bossy.
This is a BIG problem. So, you’ll find “fun” anywhere, not only in art.

Second, I often find “fun” in a field which I’m not familiar with.
For example, my pleasant surprise, either from learning or from work
or somewhere else, all comes from my restraint of “what I’ve already
known.”

Finally, I have no contacts with other artists throughout the process,
except during exhibitions. But that sort of accidental meeting doesn’t
have to become another story. Sometimes, you come across an artist or
a curator, and you have a chat together. But in your daily life, you get
same surprise from people from other walks, of different ages, familiar or
unfamiliar. So, no difference. For example, you see, now I'm receiving
your interview, and I don’t expect any surprise, but maybe it will occur.
Anyhow it doesn’t matter whether you’re an artist or someone from some
profession I’m looking forward to. Another example. It was a story told
by a doctor at a friend’s party. He said one of his patients got a cancer,
and sold all his properties, almost planning to be a monk in a monastery
and end up there. When he came to him for treatment, the doctor told him
his true ideas. He said, “Do you know what a cancer is? It’s a lot of cells
living on a normal human body. Even they themselves don’t want you

12

to die; they want you to survive!” The patient listened, and thought the
logic was quite right. Later, I began to think: “Is this dialectic? Don’t you
think you can come across this way of dialectically watching the world
anywhere, not necessarily in art circles? So, I think, only when art loses
its particularity will it return to a universal sense. That’s why fun may
occur anywhere, anytime, in any field of knowledge, and to any person.
Ai: I find you very interesting. You always return to your own

knowledge framework to answer my questions, and point out with your
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own discourse possible mistakes I’ve made in my questions.

Wang: Don’t you take this as an interaction? But I do not interact
with you artistically. The story I just told is an example—fun from a
doctor of medicine, and I transferred this fun to you. And you may feel
the same.

Ai: In daily life, apart from work, what other fun do you have?

Wang: I think everything I do is fun. To know what’s fun, we first
have to know what’s not fun. If some say what you’re doing is fun, that
is an indirect denying that anything else you do is fun. But I’m just on
the opposite. Fun doesn’t seep from daily life, and it can’t be singled out.
I often hear “Be cheerful!” That sounds fine. But the other logic behind
this is that this person addressed to is uncheerful. Others may say: “Do
happy things.” Then that reminds me immediately: what’s a happy thing?
Does it mean that person will be happy as long as he does it? However,
it’s a mere act. If he only does that all his life, will he be happy? No!
Instead it would be unbearably boring. So, when it comes to a happy
thing, can you tell me what it is and what it isn’t? Never simply mark
your world or life: happy or unhappy. If you follow my advice, you’ll be
surely “happy.”

Ai: Actually, I wanted to ask: what influence your interesting things
have had upon your creation? However, you’re unwilling to limit your
work to the sphere of art. Well—how should I put my question to you—
in what discourse? This becomes a question itself.

Wang: | can answer your question in another way. First of all, I can
tell you how I understand art, and how I learned the art as I understand it
in my own way. That was in my youth when China was politically swept
by the Up to the Mountains and Down to the Countryside Movement, and
I was sent to live and work in a production team in a village. I followed a
friend’s advice and began to learn drawing. Today we call it art, and take
it as something quite noble. But at that time it was known as nothing but
drawing, just a craft, having nothing to do with world view. In fact, craft
intervened in art at its outset. However, today we are always reluctant to
admit that drawing is a craft. So “craft” has lost its original dominance.
So I attach much importance to “craft”, which involves temporality,
practice and everything concerned with the human body. Later, as to
whether this sort of thing still exists, that directly involves how much an
artist’s work has to do with your body, practice, and time after all.

Then, at the second level, why do we learn this craft, not fishing
or anything else? I’d like to use the word “deficiency” to describe.
Mind you, not “shortage” as many would believe it. To tell the truth,
I often call it “deficiency in the known.” I didn’t recognize that many
years ago. Through all these years I’ve been seeking to understand this
behavior, including my present work. I believe I restart to do so from
here—"“deficiency in the known” every time. What matters today is not
that shortage creates demand, but whether we can see “shortage” from
our “abundance.” The known, I argue, is our biggest enemy; living in
the known is our biggest regret, and our biggest deficiency. We need to
repeatedly fight our way out through the wall of the known deficiency.
This precisely comes back to what I said at first—I always start from
the unknown, unceasingly. Many people tell me: “Mr. Wang, you
won drawing prizes in the eighties, and then you gave up, and turned
to multimedia!” Likewise, many other artists gave up, too. However,
giving up itself is just one act. What I’m emphasizing is: our giving up,
suspicion of the unknown and distrust of certainty should last lifelong!
That’s why I raised two points at the seminar organized by Mr. Zheng
Shengtian in Hangzhou (in the second curatorial workshop of “Century:
SHENG PROJECT?”, held in 2016): first, what is “No Man’s Land’? It
means retreating from one field to another, not just completing such an
act and enjoying the fruits of escape. Second, “betraying” is a lifelong
matter for an artist—betraying the known. An artist may drop out of
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Wang Jianwei, ...Or an Accident Leads to Every Ineffective Result, mixed media, variable size, 2013
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drawing and embrace videoing. But my question is: can you betray video
art once again? Yes, you can! I never believe you can lock your interest
to that for two decades. Moreover, remember your pet saying that an
artist will come to nothing innovative if he’s kept himself to drawing for
twenty years and still is afraid to betray? I bet the same will happen to
you if you’re with videoing. I believe you can enjoy the fruit of one-time
betrayal, but if you keep betraying, the fruit you can depend to enjoy is
zero. So, the betrayal of the known comes from the fact that you have
recognized your deficiency in the unknown. For example, wave-particle
duality complementarity principle, uncertainty principle, quantum theory,
all these suppress yet depend on each other. Can you see these things in
art history?! So, this world, actually, lies in those parts you cannot see.
This way of looking at the world is not purely conceived in mind, not
“mysterious.”

In the process of thinking, I hardly trust the worlds those
“big words” refer to, say, fate, human beings. Such words have no
directionality. You just get an immediate pleasure from speaking them
out. However, such a feeling is harmful to the real world. So, I never use
them. And what’s the weapon you can rely on when you fight your way
out through the deficiency of the known? The answer is: objects and art
as [ understand it.

Ai: You mentioned your work Time Temple has certain connection
to The Library of Babel. How did you encounter this book?

Wang: That was in 1983. In fact, for quite a long time in my life
I dreamed to be a writer, not an artist. Partly because it was less costly
to be a writer than to be an artist then. Partly because conditions didn’t
allow me to be an artist—I left the countryside and served in the army,
when scores of us shared a spacious bedroom at night. Impossible for me
to do anything not permitted. This experience left me a legacy—-a strong
aversion to collectivism (even today I hate collectivism). I really couldn’t
stand a group of people speak and think the same way, for better or
worse! Kind of paranoid. Moreover, I was easily offended by authority. I
found a platoon leader could fiercely rebuke a squad leader under him; a
squad leader could treat a vice squad leader under him thus; and so could
a veteran to a recruit. As a result authority was penetrated into discourse
and behavior. I’'m extremely sensitive to the power of discourse at
intellectual or public order levels.
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Wang Jianwei, Partition, mixed media, variable size, 2009

So I read extensively, and kept writing as a habit in the army.
In 1983, I began to read Jorge Luis Borges. At that time, Shanghai
Translation Publishing House launched 4 Collection of Borges’ Stories.
For the first time in my life I learned two words from him: “non-linear”
and “synchronic.” When I created 7ime Temple, I felt the seed of the

concept of “time” had been buried in my mind thirty years before. In the
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Wang Jianwei, Welcome to the Desert of the Real, multimedia theater, variable size, 2010
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field of humanities, the concept of “time” was offered to me through two
very important people: Borges and the artist Francis Bacon. They led
me to comprehension of time from two completely different directions.
Of course, physics and philosophy also helped me understand time and
contemporaneity. However, these two figures were the earliest to help
me perceive and recognize the importance of time. Why Bacon? I fell in
love with him at the very first, which would be hard to understand if just
from the perspective of art history. Many years later, when I read Gilles
Deleuze’s book on Bacon, I wrote down Bacon’s words (which he told
Deleuze) on the front cover: “Why can a drawing appeal to our nervous
system directly? This is a most rigorous and challenging question.” Here
I judge Bacon believes that a drawing can present a general time that is
juxtaposed by several times—a “surface.” Finally, I learned from William
Butler Yeats that the most complex is skin. In 2011, I resumed drawing.
And my first piece was The Portrait on the Surface. Yes, that yellow
strip. Without any trace of hand-drawing. Very industrialized. Suddenly
immersive. And without warning! This is time. I’ve noted that a lot of
people imitate this, but from a symbol view, not from time science.

Ai: How is the synchronicity of the yellow strip represented? Or is
it weak to interpret the drawing with discourse?

Wang: Yes. The yellow strip is the time as I understand it. This
is only part of me, which appears often in my videos and drama. As I
said the strip is a different intervention of similar times. This is a basic
understanding of “contemporary,” as in contemporary art. It comes from
drama and films.

I’m not finished with The Library of Babel. Actually, The Garden
of Forking Paths moved me earlier. But when I read The Library of
Babel , 1 began to think it’s the most delightful part in Borges works.
Order, logic, chaos, time. Sometimes, he retains all nouns in a sentence,
but changes their word order, which then directly leads to the collapse
of time! For example, I give a normal description: today I met a girl
wearing glasses, sitting on my sofa. Now, if I say: “The sofa glasses
girl is looking at me.” The words are the same in the sentence, but the
subject, predicate and object all have changed. So, all of sudden, the time
has changed with the way you read, and your reading is directly linked
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to that part of time which you experience. It first subverts the way you
normally look at time. Many people only have realized that language
has become something incomprehensible. But, in fact, to a larger extent,
the way of time has been subverted: non-linear for this moment, which
is hard to understand for some people. So time has thus been penetrated
little by little and become what it is now. Then, why did I create Time
Temple a number of years later? Just for the sake of object’s time; how its
form is created in infinite. That’s all. Not something regional or social as
some may understand it. For my part, I just wanted to reveal what was in
my mind as an artist in the end. And I spent such a long time just to take
my work to the scene.

Ai: Well, any time reference there, making it possible that change of
word order leads to that of time?

Wang: No. This is where the problem lies. We always think that
there is such a standard in the world. When we mention diversity, we’ve
already implied a thing: “time.” So, I find it very difficult for me to
understand the idea of so-called “Chinese modernity.” We often criticize
the Western logic’s modernity, because of its wrong, or because of the
fact that it raised the issue? Just like a story recently covered in China. In
a news event someone’s death caused a nationwide concern. Many were
eager to know how he lost his life, but got an answer from every source
that he went whoring! I was wondering how this logic was established.
What we’re so hungry to know is how he died, not how he visited an
unlawful prostitute. You see, there are two things in the story: whoring
and death. If the former is proven, it seems that there’s no need for us to
care how his life was claimed. This is the wickedest logic in the world!
That’s why I exhibited my work “Dirty Substance”, just to dishonor
what’s going on today. Only after we see that person can we know what
evil it’s about. However, our cognizance itself contains much evil. We
indeed may give it a dishonor. In truth “Dirty Substance” is cognitively
“dirty,” opposite to what we call “clean”, and the “standard” you implied
just now. It is precisely a dishonor to “standard.”

My job, largely, is to challenge something “self-evident.” So, when
you talk to me, or talk to anyone else, your first sentence may become a
problem itself. If I follow your way, actually I’m repeating that problem
and “legalizing” it. Yes, in some cases, your first sentence may be
problematic. For example, if you ask me: “How did you prepare for this
exhibition?” This question is self-questionable: is that true that an artist
works for exhibitions?

Ai: There may be some presets inside.

Wang: Yeah. I’m not saying that your description is wrong. You
know why I would mention the word “semi-staging”? In fact, it is
question-asking. It is done not only orally, but also by action. I think that
question-asking by action is “semi-staging”. However, “semi-staging”
is not a method. Nor is it that all things must be further better and more
desirable if they repeatedly come on. “Semi-staging” is but restarting,
putting an untrustworthy action always in a restart model. This is what
drama has taught me. And my inspiration for the yellow strip also came
from this source.

Habitually, people agree that a director who keeps rehearsal of
his works is a self-starter, to make his works better than ever. But,
in my eyes this is untrue. Let me speak from experience. In 1999, 1
started to experiment with my first “theater” artwork, a completely new
presentation. Relevant techniques were one hundred percent strange
to me. But I was full of excitement to the unknown because there was
action, not just paper work. At that time I didn’t know how to create my
team, so I had to go ahead step by step. Even as early as in 1998, my
preparation had begun. You can imagine how many actors I could find
who knew about contemporary art. With the help of a friend of mine, I
learned that performances were given in two bars. There, I found a few
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student actors from the Central Academy of Drama. Only they could
understand what I was after. The absurd thing was that none of them was
from Performing Department! Some of them the first time I met were
all from Stage Art Department. Anyway they understood the concepts of
installation and performance in contemporary art. All right, music, video,
performance, light—everything—I needed to overcome one by one,
without previous experience to support. In 2003, when I was creating
Ceremony, 1 used the text of The Romance of the Three Kingdoms. In
it there was a historical figure called Mi Heng, a learned celebrity with
upright character. He was humiliated by the tyrant Cao Cao, and was
courageous to throw out rightful curses at him as a drumming officer in
the army in a ceremony. Historically, there were three different versions
of the text in China: History of Eastern Han, The Romance of the Three
Kingdoms, and The Afterlife Story of Mi Heng the Fearless Drummer.
The name Mi Heng first appeared in History of Eastern Han. It was
two hundred years later that it reappeared. Here arise my doubts: why
didn’t his name turn up again until two hundred years later? Why didn’t
anybody mention him for so long? Why were the later generations more
familiar with this figure than the earlier ones? All these questions directly
point to the “text.”

Ai: Also, historical issues are involved.

Wang: Yes. I was just crazy about the American New Historicism
Group, who was influenced by Michel Foucault on the concepts
of “historical text & text history.” The two were juxtaposed, not
interchangeable. A historical text is easy to explain, just like what we
see today. But what is a text history? This was what my Ceremony
concerned. A history that hasn’t been recorded does not exist. That is to
say, through that period of two hundred years, there was no text as such.
Nor did its history exist as a result. In other words Mi Heng didn’t exist
through the two centuries.

Moreover, only one thing about him was recorded in all the texts—
he always cursed. Eventually, someone flew into rage and killed him.
No other records at all. Then my follow-up questions are: why did he do
nothing but cursing? Was he sick? Was he physically sick, or someone
else just needed him to be sick and that’s enough?

When it was rehearsal-time, a funny thing happened. I used the
masks for the first time. While they were on the masks, they were acting
out the text; while they were off the masks, they were discussing the
text. You see, all the actors and the critic were acting. Then, a problem
popped out: how should the rehearsing go? At that moment, I just
realized it’s complex, but didn’t realize what was “time.” Nor did I know
what the outcome of the rehearsal would be. Later, we gave our touring
performances in Europe, and went to Le Centre Pompidou finally. It was
from then that I began to understand the concept of “semi-staging.” After
three performances, I began to ask myself: “Shall we give additional
performances, the fourth, the fifth, the tenth, or even more? Why the
semi-staging? And what are the meanings of time and the action of time
here?” In fact, while the semi-staging is going on, what has been done
before no longer matters, because if the past is important and you can
judge which rehearsal is the most important, additional semi-staging will
be unnecessary. So, when this action is taken, the past is not important
any more. At the same time, before you take action, the future does not
exist, right? So you must act. Semi-staging means “the present,” as |
understand it. I remember when I wrote for “New Star Art Festival,” 1
described “newness” in the ending sentence as a sudden action which
is responsible neither for the past nor for the future. This is also how I
understand “semi-staging.” Judging from such a context, how can we
have a thing like a preset for the future? Semi-staging is restart, not
a method; restart means a problem. A director often says: “Let’s do it
again!” For me that means zeroing.
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Ai: Is the audience excluded?

‘Wang: No need to care about them, I think. Sounds very immoral.
But the most moral thing in the world is not to care about them. Because
when you’re caring about them, you’re doing so from your own position,
and the audience is a crowd that you have imagined and pledged for
your future behavior. So, you have imagined such a group to serve your
purpose and name them the audience. This, I believe, is the ultimate
blasphemy to the real audience! Further, if you think that the audience
has much to do with society and reality, as we treat the word “people,”
that would be a downright totalitarianism. There has never been a name
as such. Again, I’d like to cite this example as I have done so hundreds of
times: you see, we two are sitting here, can you tell who’s the audience
and who’s not?

Ai: But we’re not in the theater.

Wang: It would be even more absurd if you are discussing who’s
the audience, and wondering whether you’re in the theater at the same
time. Well, let’s come back to the previous question whom of us is the
audience. We have but two choices. If the answer is “No,” I’ll ask why
not. If the answer is “Yes,” then we are. I believe I’ve been doing what
the audience does. I think that’s more real because I myself am also part
of the audience. This is No. 1 explanation. No. 2 explanation is this: the
audience you imagine at this moment is built through your education or
knowledge—a controlled conception. Here’s an example. A man sitting
outside the window is your audience. Please imagine him. You can write
one page or ten pages of his opinions of you. Show him what you’ve
written. [ bet you’ll be awfully embarrassed about what you’ve done.
The reason is: this action is “illegal”—you are thinking of him as if you
were him. What’s more, whatever you’ve written about him—one page
or ten—is just an imagination, and has nothing to do with him, no matter
whether he agrees or no matter what percentage of your account he will
agree to. You see, you can’t get things right with a single person, how can
you get all of the audience?

The audience can be called a “society.” The only moment I can
accept the concept of the audience is when it consists of individuals

TR ‘BESFT RIS SEEN RITE 2014 F

Exhibition scene of Wang Jianwei, Time Temple, mixed media, variable size, 2004
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with differences. Then, if we maintain coexisting individual differences,
isn’t that truest? It explains why I don’t care about the audience—I am
defending what’s the truest in the group. Therefore my logic is this: I'm
different from the audience, I defend my being different from it; and I
don’t start from myself to imagine him to be the same as me. As for my
artwork, many complain to me: “Mr. Wang, we can’t understand.” In fact
that’s because I’'m precisely defending the differences between you and
me.

Ai: Apart from Borges, any other favorite writers you have?

Wang: Franz Kafka. I had a very long list of my favorite writers,
sometimes giving their books’ names. So far many of them have been
crossed out from the list. But Kafka is still more to my liking than anyone
else. His The Castle is my best love. There is Albert Camus, whose The
Stranger had a great influence on my writing, though I wouldn’t mention
other things about him. Finally, Manuel Puig, whose Kiss of the Spider
Woman impressed me most.

Ai: You mentioned you dreamed to be a writer. Then who exerted
more influence upon you, writers or artists?

Wang: Scientists and philosophers, in the last decade. That would
be another long list. Some of them are not so well-known, say, Mr. Xu
Rumei, author of Spatio Temporal Dynamics of Population Abundance:
a Systems Approach to Greenhouse Whiteflies. Probably no one hears
of him, but that book helped me work out my planting plan for 1994.
He’s a biologist. Last year, to celebrate the fiftieth anniversary of Kassel
Documenta, they asked me to submit my speech outline and work notes.
I included that book in my work notes. The way this biologist thinks is
quite inspiring. He studied insects to find solutions against pests through
beneficial insects. Pests have their own ecosystems. So do beneficial
insects. However, they share an ecosystem. Then how can we keep
beneficial insects growing up healthily by controlling temperature and
humidity, and kill pests at the same time? Isn’t it fun! But more fun is
this: in practice, this model has to communicate with the environment,
whose input and output, however, are uncontrollable. In consequence,
after the systems of beneficial insects and pests were juxtaposed, a
redundant system emerged, an ecosystem of corrupt animals living on
their droppings. You see, this is an accidental event. My present works—
drama, film, painting— benefit from this way of thinking.

Moreover, it is not that these things besiege my art, but that my art
indicates a direct surface above them. Art must, regardless of principles,
create something that everyone can recognize, something that can be
continuous and reject any universality with particularity. This is a basic
principle in contemporary art. But today, how many of artworks are
built on such a basis? We all tend to rely on a variety of particularities
to protect them. If I find a piece of drawing very fine, that proves that
I’ve already understood something universal in it, which is transferrable,
though I don’t know the artist (its author) himself. However, when the
artist’s teachers, acquaintances, critics, curators all join the discussion
of it, they are ruining the artwork. We’ve never paid due respect to art
itself. We believe that nothing but art itself strives for a better future for
art. However, art has never existed as a subject. To tell the truth, it is
so vulnerable that any tiny dregs cut off from “society”—this made-up
object— can smash art to death. “Society” is often taken as a ruthless
stick to attack art. When we say: “This art doesn’t reflect society,” or “We
see no society in your art,” it’s simply like saying: “You’re a whorehouse
visitor.” The same discourse.

Ai: You’re a curator, too. Any difference when you organize an
exhibition as an artist?

Wang: Never gave it a careful thought. But I’ll tell you my
experience as a curator. In 2005, I launched an exhibition “Partition”
on a Shanghai construction. 1 “forced” architects and artists to share a



2B ‘BN BIET( ‘B
2011 &

Wang Jianwei, Chapter II “We Know What We Are Doing...”
mixed media, variable size, 2011

BMNAMEZMNEMMAA

TR AR B HMESR, RO TARTEA X Ao . i,
Eﬁﬁﬂﬁﬁﬁ@ﬁﬂéﬂ’ﬂ%g SRYIFERIN AR EAE—RTE, £
(T RSB A N E R S A X —
IDWE?U%E ARG ERON RS IR AT A, DA
\T?ﬁﬁg, TR TIPS AR EESTE,
TREABA TR “—2k” , H—2 KA LA 12{/\/\
(IR, R T —/MREZIIEH; (EZ T 7R
W, AT O R — R, TN TR X 2 A ﬁa
AWM ABNTERENE T —MBA1S B AR
INERSLIRBRHIRCR, I I— KT o TN
IRpfie, REE BRI F ORI —FE, BtRFA08,
WARARAIAR RORAE CA LSRRG, AR A/ TR PR S b
LA A, TR M AT
3 RS S EARFX AL
T A, AR RN MY AZRR ., #BuaEik
A, PRBiIT, BEen “EAERRRE" , 7
FHBSE—RE, BRI B S BTt A1 B
“HEE” XM, BRI, BOTLAETRAESSR . & 1F,
AME—ASEETMARIERE T, (BFNTBAHZS,
FMNAHERX H NN E—BEAHAMB BREA fF
K. DR, FEE . BN, RATETE TH. Mk
ZHT, FOBA SR ERE AR, FAEIA A —
ART BT BRI, RREL AT A BRI . B
WHHAMAEENRR, B—, CaAREmR S s,
FRUANEAE G, edil 4 o B, eMkEfid
BN NHIBE, B2 HNBE, AT ATE, b2
B ERANNEE, LB T AN, i
“EENET o BUED BRI CERAERN C EREE

) REGIE (4

KEEROILZE) ZEeEN RITX

exhibition scene (Bentham circle of installation work), “Yellow Lamp,”

space, and was ready to accept any outcome of their work. In the process,
some artists made friends with each other; others became “enemies”
first, then friends finally. For all of them, however, this experience was
unforgettable all their life, because they had never done so before. At that
time, Ms. Zhang Hui, a stage artist from the Central Academy of Drama,
cooperated with the architect Yu Jia from Shenzhen city. They were in a
building space without interior decoration where the pouring work of the
overall structure had been completed. They continually discussed how to
position the functions of the space as a stage and an exhibition ground,
and finally produced their space formation. Another cooperation example
was Wang Hui and He An. Wang called his work “one millimeter,” and
finished a complex structure with one-millimeter steel wires. He An
rented 700 million ants from Guangxi province, who believed that those
ants were one-millimeter in size, and left them crawling within their
space. So much for the examples. They all brought forward results that
couldn’t have been accomplished with their respective intellectual effort
alone. This is just like one plus one is greater than two. When I was
working as a curator, I would ask myself the same questions as I did with
drawing: if you start from the known to fight your way out, how would
you eventually present your distrust of the known? The last but not the
least, what will be the form of the action in the end?

Ai: Did you lead the artists in the process?

Wang: No, [ just created such a time experience. Like my recent
solo exhibition. It opened at four o’clock. I called it “Some Are
Rehearsing in the Backyard.” As the name suggested, we indeed began
our rehearsal at four there. Kind of “semi-staging.” Participants were my
acquaintances, with whom I’d had talks or cooperation. They were not
completely strange to each other. However, we hadn’t rehearsed together
before. Nor did we know what would happen to the ten participants,
including curators, critics, artists, performers, architects. I, too, managed
to invite a priest. On the scene I asked him a surprise question about
“resurrection,” which I got from a philosophy reading. To understand
this, I think there are two important levels. First, it’s no biological death;
so it’s “birth” in this sense. Second, it has never specifically referred
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to a woman’s death, a man’s death, Israelites’ death, or Palestinians’
death. Therefore, another dimension is involved—"“universality.” Lu
Mingjun got in immediately: “Priest, Friedrich Wilhelm Nietzsche
has a famous saying that ‘God is dead.” Excuse me, I’m not offending
you, but what’s your opinion?” The priest replied: “I did hear a lot of
people say that God is dead. Now, I can’t definitely tell you if God is
dead. But I can definitely tell you that Nietzsche is dead.” With this, our
rehearsal began! I asked the actors: “Do you rehearse every time you
give performance? How does the rehearsal go on?” They came over
and said: “Not necessarily. Today, we can tell you we three can read
our favorite text. We’ve never rehearsed that, because a play needs a
rehearsal only when it’s going to be put on, which, usually, is carefully
customized by the producer, and aims at a box office. If our favorite text
is not included within this system, it’ll never be staged. However, we
really love it, and we want to read it today.” My logic is that if anyone
present feels that he can leave now, he can. So, I was the first to have
finished, then I went away straight. No explanation, no bowing. No need
for that, because you aren’t on the stage. Finally, the manager responsible
for the space announced: “The rehearsal in the backyard is over. Thank
you all!” No applause. Everyone else said: “Oh! Finished?”” No applause,
no “audience,” because there was no performance. We were just sharing
something with them within the same time.

Ai: No director, either.

Wang: No. So, just now I’ve answered your question: what is the
difference between my work as a curator and as an artist. For me, the
logic behind my exhibition “Partition” and that behind the work Some
Are Rehearsing in the Backyard are the same. As I understand it, a
curator is an organizer, a provider of a system exhibiting possibilities.
Nonetheless, the “possibilities” here and the starting point of my studio
work are the same, equally an action against the deficiency in “the
known.” A presentation of your distrust. To sum up, I’ve never changed
my ecology or my working way, no matter whether I serve as a director,
an artist, or a curator.

Ai: You moved from Chengdu to Shanghai. Which city has had a
greater impact on you?

Wang: I’d not try to understand my living places, or something
behind “a city.”

Ai: I’m being concerned about the environmental context in which
artwork emerges.

Wang: I prefer the word “environment” to “city.” Macro or micro
environment, yes, I may consider them. However, when “city” is taken
as a concept, I never consider its equivalent. My reasons are simple.
First, how do you define “city”? Take Beijing as an example. How much
do I have to do with Beijing on earth? In the last three years, I’ve even
never been to Chang’an Street, the most famous of its kind locally. My
whereabouts are almost just my home, studio, Chaoyang District, 798
ArtDist, occasionally somewhere farther away. So, if you catch me to
talk about the “city,” all of sudden I find myself very, very “local” in this
city. However, can this locality represent the city? Very doubtful, I should
say. Therefore, I’'m reluctant to mark this city with this locality. Second,
if you’re in the Wangjing area, Chaoyang District, what association will
this environment conjure up? This you can give your opinion. But what’s
the relationship between Wangjing and Beijing? It may be unknown.
Some locations are not related to you. Just like asking: “What do you
think of it as a Chinese?” How ridiculous! You have to give a definition
to “Chinese” first. Otherwise, this question cannot stand at all.

Ai: You’re pursuing something universal.

Wang: No particularity, whether I conduct an exhibition in
Germany, USA, or any other place. I'm always correcting particularity.
For example, if someone asks me about “contemporary Chinese art”, I
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will tell him bluntly: “This is not a question I’m thinking about. But I
won’t interfere with you to do so. Conversely, please don’t require me
to do so, either.” There’s a lot of other work that I won’t touch. Since
I distrust particularity, of course I won’t profit from going against it. I
won’t criticize particularity, simply because I don’t do any particular
work. So this is “environmental diversity,” a very important concept. I
won’t criticize “environmental diversity.” Particularity itself exists in
the environment, much of which lives on it. Although particularity runs
against my work, it becomes justifiable when I take it into “environmental
diversity” in thinking.

Ai: Sounds so complicated.

Wang: In fact it’s all right if you understand what I say literally. I
seldom use attributives. The more you use them, the more they will harm
the subject. For example, when I mention “art”, no attributive comes
before it. Nor I say “contemporary Chinese art,
“young artists,” “old artists,” “senior artists,” “distinguished artists,” and
the like. By doing so, you remove away those projections that history has

2 ”»

contemporary art,

offered, and semantic associations as well. .

Ai: Root them out?

Wang: No, no way. But much more simplified. With attributives cut
off, the projections behind “art” are much fewer. The more attributives,
the less freedom. After all, this is right where freedom is. In fact, art is
where you exercise your right to freedom! Therefore, I won’t accept any
task imposed on me in the name of art. This is the freedom in my eyes,
and my political attitude as well.

Ai Shu: Editor of Journal of Tianjin Academy of Fine Arts

Yue Zhongsheng: Associate professor at Civil Aviation University of China
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Photography is More than This: An Exhibition Review of “Scenery Shot—Unrelated to
Photography”
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Editor’s note: Contemporarily, visual images of all sorts

are everywhere, undoubtedly an outcome of photography. The

emerging new media age pushes photography to grow. No longer
merely graphic as it was, photography becomes expressive. As
any other contemporary art, it tends to be diversified in creative
approaches, meanwhile keeping inextricably linked with most of
contemporary arts. However, when the art of photography goes
beyond traditional artistic concepts and becomes no longer what
it used to be, some raise their doubts. “Scenery Shot—Unrelated
to Photography” is a contemporary art exhibit in which the
curator and nine artists address terminating photography.
However, here photography is not dead; instead it gives birth to

more, encouraging possibilities.
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— “JEt2%: 18K Holos” *PASMRRIGIRR
Hidden Connections between Art Ideas and Mechanics—“Post-Machine: The Imagination of
Holos”: An Interview with Artists Zheng Da and Lin Xin

Wk JX /Yao Feng

WER: 2016 F 4 J |, FHEIARZMIEEGHRHI A
& Bl f8 5 Holos” FERI K11 ZARN IT 4. Mif]
MR “RIRBIL” B SRR MBITETBL, AL
aOER AT TR, Sles SRR Z AR R
FESFEMITTR =SS, AR T H SRR ERLS LU = 4Q
AR W

Editor’s note: In April 2016, “Post-Machine: The

‘L ERIA

Imagination of Holos”, an exhibition for young artists Zheng
Da and Lin Xin, opened in K11 Art Village, Wuhan City.
Their works, with “smart” or “semi-smart” approaches, are an
imagination of the “singularities” of machine intellectuality,
exploring a machine-consciousness relationship. In a follow-
up interview, they introduced their creative ideas and views on

developing contemporary art.
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Focusing Means Form to Experience the Tenderness of Language: A Review of “TONGXI ¢ The
3rd China International Art Forum & Exhibition on Installation Art”

SME5K /Wu Yiran

i E: “rPEERCEEZARAASIRE D EEREE
AR B4Rl T B U B . I E R
TUH ALY T2 oesfl. 1R, B ERHER 2k
JRAEEE, DR R SRR il AR T HEE
o KIE [N - =8P EERPEEZARAARICIZE
PRESEZIARRE” , iR SCH A T, (R TE S RO .

X EE IR TRAR: A e Site

Summary: “China International Art Forum & Exhibition

on Installation Art” has been successfully held in Shanghai and
Beijing. This exchange program aims to showcase the invisible

R

power of discourse from installation art in quite meaningful
forms of expression, depending on social development situations
in which diversified cultures, vocabulary and thoughts collide
with each other. Attention to this event will help us reflect
upon new models of culture construction, and experience the

tenderness of language.

Key words: installation art; art ecology; communications;

culture construction and society
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A Dialogue between Lu Mingjun and Zhong Yunshu

mER: EROIDAERIAGR, ) BERAER, Editor’s note: In our previous cognition, “force” always
JEME R . (ORI . . BEE . k. 6 R carries a sense of weight and quite masculine qualities. However,
industrialized materials, e.g. silica gel, acrylic, glass, iron,

TREBELTAACHIP R, FEFFEIARTKA TN FPAE  aluminum and concrete, when in the hands of young artist Zhong
R U, B —Fh R 49T, IFB AT DIiE ] Yunshu, begin to grow airy and sensitive. Therefore, in an anti-

§ e experience approach, women can prove themselves to be able to
gt =P 4k Y = Jgjz AR A AN E‘Z' S .
ES SN e R 2 AR I — R demonstrate a sense of power and create an emotional art world

AR with tender, delicate forms of expression.
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Editor’s note: This is a translation of an English paper
by the Canadian critic R.A. Suri following his observation of
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Wang Guo Jun’s conceptual art works consisting of videos and
paintings. The author believes that Wang’s art ideas lie in his
persistent understanding of structural properties—ephemeral by
nature—a further reflection upon their potential and continuity.
Such a flowing structure describes the artist’s creative activities
more accurately; oil paint pigment, digits and film language are
all a reverse expression of the substance itself. Non-static visual
plane elements portray drifting, floating images, pointing to a
suspended life. An object can be conceived without emphasizing
any optic hint, which we can witness and see without having
to resort to other sense organs. Morphological simulations that
we experience from his video creations lead to his disregard of
rules. Wang, a sensitive and dedicated critic, combines most of
his findings and social fracture, and achieves a harmony between
his own poeticized liberation and his full vivid imagination as a

creator.

T2 IR 45k

Wang Guo Jun: Structures Ephemeral

RA HE I X[HEIF 3%

Text by R. A. Suri, translated by Liu Huifang
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Philosophy is not in a state of external reflection on other domains,
but in a state of active and internal alliance with them, and it is neither
more abstract nor more difficult. - Gilles Deleuze

On observation of the series of conceptual works, whether paintings
of video’s, the creations by Wang Guo Jun insist upon further speculation
as to the potential and viability of structural reasoning of an ephemeral,
impermanent nature. The fluid rather than geometrical sequence is
preferred, apt, to better articulate the artist whose movement, whether
in oil or digital/filmic language, returns to an invert dialectical material
based expression.

The aesthetic and visceral impact of the visual core remains centric
upon the transient and fluid rather than abrupt concretism of structural
or post-structural compositional attributes. The artist connotates the
instantaneous and spiritual rather than an ocular deviation which plays
on predetermined codifications and logistical necessity.

Non-static, the visual planar elements depict figures adrift, floating,
indicating the sense of animus within a suspended life, a suspension

FBEZ Water Light Human £5%! 2012 ff Wang Guo Jun, the film Water Light Human series, 2012




e

FEE E5 Water Light Human £%! Wang Guo Jun, the film Water Light Human series,
FEE H5 Water Light Human &% Wang Guo Jun, the film Water Light Human series,
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Wang Guo Jun, Dancer, oil painting, 60 X 50 cm, 2015
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amidst causal consumerism and indicative of a socially conscientious
artistic signature. The indication is towards an apart, a non-identification
nor polemic of belonging. The creations themselves suggest an
“otherness” of form, wherein the individual figure bespeaks of abandon
on both concrete, existential and mannerist aspects.

The situational perspective further extends as he oscillates between
suggestions of a spiritualism existent and a dialectical reasoning which
resonates material process. One beyond the narrow estimation of
“content” as being ulterior to the same resonancy. An ocular deviation
of the “real” and one which is amiss of axiomatic control. Inversion:
the term arises in the visually distinct aestheticism prefigures the actual
compositional or philosophical “intentionality” of the artist. Inverse in
the hyper-kineticism of the language, rather than a converse absolute
wherein the optical plane might fall prey to convention, content and form
cease to be separate entitical components. The works are in effluvium,
the weight of presupposition and didacticism are eroded. We are left
with the filial membrane of an experience visual, a visual leitmotif which
suggest’s the Deleuzian position of an essential discourse wherein the
emperical and vital co-exist.

This sense of an non-arcane lore or art-historico imperative, the
creations demarcate the exquisite sensitivity of the artist, bearing the
mediatic fore as being the most apt field of our collective experience:
his own artistic countenance therein, lost, he discovers languages
drawn from the random noise of the internet and renders compositional
objectivist statements as composite expressions born of their “source”.
Visual capture being the modus operandi, the artist has opted to render
finite the frame itself, hence, rupturing the potential of narrative,
performatory operations in editing which enact cognition of what lies
before the lens, and echo what remains within the imaginary of his
creative impetus.

Doubt, optical illusion and synchronous experiential attribute
invigorate his meditations as to the qualifiable “real” rather than subject
his own intellectual labour to the fallacy of an encrypted “real”.

In effect, the visual dynamism of his creations offer a hypnotic
seduction as the central figures morph in non-axiomatic sequence: the
painter Lionel Feininger once commented that the cause of expression
was to render the object, “As idle as a painted ship on a painted sea”,
whereas Wang opts for a vernacular wherein the visual objects are
subject to a formless disappearance, a non-solvency which echos the
medium in selection. That a visual dexterity occurs, the similar aesthete
and primacy of the soluable image, oscillates between both paint and
filmic visuality is an operative ressource that reflects our own visual
culture and fascinus with the optical rather than sensual experience.
Apriori, while yet effaced, we sense the ephemeral of the physical, as
it extends from the visual sphere and opens a vestige born of dynamic
tension, sound and response - where the echo speaks first - of a spatially
cognitive spiritual animus. Hence, the object may be considered without
an exaggerated optical connotative, we witness and see without other
sensory faculty.

In context, with the advent of a technocratic statehood, with the
imperative devices of popular gaming, virtual reality and associated
tenements of digital supremacy within our own mediatic dependancy,
visual deviation might not be uncommon amongst the younger generation
of mainland creators. A refined sense of the detached observer appears
to plague Wang Guo Jun, as an intellectually and sensitively engaged
commentator, yet I believe that what “signals” a rather exceptional
voice of this conscientious soul is his adversion to simply reiterate the
rudimentary evidence of the technological, one returns to the contest,
challenge and inverse deperature as alluded to earlier in this text. The
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subversive is often read as an oppositional result of political primacy and
resultant necessity, therein, where we might enquire as to why the modal
is less attended to than the result. Wang Guo Jun, following several
discussions and interventions, reveals an absolute diligence towards a
non-negation of the codification of the technical, rather, incurs a sublime
transmutation of the discursive element: the material dialectic of medium
juxtaposed with the continual presupposition of the “machinus” owed
to either capitalist or communist, material dialecticism incarnate, in the
social political sphere.

Hence, causal membranes fictive are derived from the evidence of
climates virtual, subject and subjectivity erodes under a cautious labour
with the “organic” process, the process orientation of the technical, with
imminent necessity.

As the perspective holds to a non-ocular experience alone, we may
question further our own visual interdependancy in the act of viewing.
Thus, partial to a liberation of the “fascinus”, paintings non-emblematic
and void of pop-iconography and the morphic simulacra as experienced
with his filmic and video creations, result with an abandon of preception.
Does art hold an inherent potential to liberate? If yes, does a qualifying
adherent to individualism, which Wilde is quoted a stating, ““...art being
the best expression of the individual”, converge with solvent truths of
technocracy? That Wang documents this same questioning along visual
stratification, operates to poignantly denote the indissoluable of the
human experience with time, time whether fabulae, historical (specumen)
speculation or media generic. The usage of camera optics from the
mobile phone, as a preferred instrument, opens upon later meditation
during the process of editing, the commonality of the device insist’s
on viable ressource and deliberates new paths: the process orientation
defined as much by inner landscapes as pictoral collage derived from the
“actual” external record.

kksk

Within the past centuries locus of individual commentary and
emergence of artistic, literary or philosophical evolution, the importance
of things aesthetic and objective hyperextends, despite an abyss of
developments sensual or peripheral. As the era of post-industrialism
ends, a prophetic epoch wherein the primacy of digital and technological
stratification proves indefatigable. Indelible aspirations of Utopic
congress within a conduit of globalization. Hence, the disseverance with
the optical and visually deviant hypnotic alternative expressions might
illustrate that the parameters of social-political primacy might yet be
assuaged for a more intelligent and philosophical concision. The mute of
reason might implore the sound of “discordant” states, of spatial poetics.

X

An analytical of the act to see, to witness, implies a reliance
of the optical in interpretation of events & experiences which are in
manifest denial of sensory experiences, explorations which lie beyond
the parameters of thus “identifiable” cognition. At the advent of the
situation considered contemporaneous, futurist projections imbued
with the psychical machinations of fear, of a totalitarian technological
“Other” which would banish the authority of the humane, the religious
or inuitive, as commented upon by Koestler, remained focal on the
imminence of authoritarianism. Latter less reactionary and mechanically
centric episodes led to a different speculation, the interventions being
physical ruptures which displayed the inherent tragic act of destruction
and destructive conceptual & philosophical zones which instigated
creation.

The emperical of reason was yet an undercurrent, whether feared
or in reaction to, alternating logical examinations in order to evade the
inherent or self-engenderment of the source of their anti-art systematic
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structures. The sense of the sublime or singularity of “truth” was not
afforded much ground, either in the act of experimentation nor labour
which was intent on offering alternative margins of a Utopic otherness.
Centrifugal, the occurrence of technological frameworks and experiential
“existence” made possible by a nether-realm of non-dimensional
imagination. The spectral impetus for a logistic in the artistic sphere
rather than absolute concrete or physical manifesto of “life” occurred.

The virtual life offered the endless multiplicity and mutability of the
“image” of objecthood, evolved the same imagery as a constituent “real’
in the conscience of the mind’s eye. The same constituent of fabrication
appeared inimitable, impregnable, while the hydra of “absolutism”
and “dialectial truth” appeared to remain entrenched amidst the actual
evidence of a transformative near transient inter-relationship. As the
earlier generation of visual pioneers in contemporaneous practiced
seized upon rudiments of the visual “plane” to articule expressions
which either celebrated or damned the advent of social change, a
peripheral and seminal youth have come to create more individually
sensitive and profound remarks on the nature of the material within
material dialecticism: the movement and magnitude being one at first
nihistic and dispirited, yet with a greater licence of a rejuvenation as an
ulterior modality to replace “non-truth” with a licence upon incongruous
“truth’s”. An extremely dextrous and intelligent non-counter point, a
view of an experience from a peripheral aside to the reactionary play of
their predecessors, whether indigenous or those who heralded the sense
of contemporary practice given several decades of cultural hegemony.

These non-causal witnesses issue commentary derivative and
symbiotic of randomness, of the stuff of cellular membrane beyond that
of the directives of the “component”, of the primacy of the “device”...we
speak of the fluity of strait’s imagined in cyber-strata and of experiential
creation and diffusion without a time for destructive impulse. As the
imperical shores of Occident/Orient dissipate with the emergence of both
zones of code and vernacular which desist facile dualistic speculations.
Articulated spectral experience occurs without response, we have an
initiation into states oblivious, in the literal sense, which issues truths
derivative of aspects and parameters of a life experiential component
which has fallen silent in the myopia of sanctioned technocratic practice.
Meditations which resound with a forensic kinetic spatial which neither
refracts nor retorts upon the actual of things.

Wang Guo Jun appears as an engaged and sensitive commentator,
indelibly wed with the prime consequences and social ruptures he
witnesses, idle gaze or angst inspired reflections on that which he has
seen, while his artistic and acute sensitivity insist on a quasi-scientific
enquiry into motives and states spiritual and technical. Written within
his filmic creations and morphed across his canvas, are spectral gestures
which reiterate the momentum of a non-objectivity in creation: wherein
the poetic liberation of the individual comes to harmony with the ars
poetica of the author of such a vivid imaginary spectrum.

R. A. Suri
Xi’an, PR.C
2016/05/26

R.A. Suri: former curator of TEDA Contemporary Art Museum, presently

freelance curator and art critic

Liu Huifang: freelance translator
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Mapping of a Fragmented World: A Lecture by New Media Artist Bertrand Gadenne

TUERRR - InFF48 /Bertrand Gadenne

WER: U - InFF98 (Bertrand Gadenne, 1951 FF—) 2 EHZIE 4
HISEATE , 2016 SR T HEE 2R R s ol s, UL S 2R L 52 ( Chevalier
de I’ ordre des arts et des lettres ) , M 20 47 70 KT IR EARZEEE, #
ANEISLERZRICIET, B 8 2RI ARG B R OB e . 23 1A]
I, NSRRI RSEM, 1983 FIFh, MMGESAIBISC R PSS
MEREG Bl AZE. o, B, U A%, RN AR RIS FRE. £
seid e, A S B AN ERI M, BRSO R AR BRI,
VimikesR (R, 27, Jek, UR) MAZARINEGEHE . M350 b A
PLEHEE, @B T R hat, atial, mohindss. ERmns
M55, LWARARREG . SEid an R 7=, DURRR - I 2R A I
(RS A P SR AEAERYEAAIE . RO . BRI G, 455, b,
MRS I RERI N TCE, AR R IARIALE M 2 BTERE . X AbrH
ZAITEEAWANE: H—, 23] E-Art HEZREBR SIS, 21 E
ZAHIHA H BSEAIE R 22 TR 59— H AN RIESUE O 2 116
ZAREWERTH o X PHERCR AN I RINE R 2 TR —R B R . Hodr, b
XFHCHBIEIMT T RJA, AT ERERNSE,

Editor's Note: Bertrand Gadenne (1951-) is a forerunner of French experimental
video art. In 2015, he was awarded Chevalier de L’ordre des Arts Et Des Lettres, a top
honor of French art and culture. Since the late 1970s he began his career as an artist and
devoted himself to making experimental films. Through a Super 8 camera he explored
film characteristics as media, spatial presentation, and man-universe relationship.
Beginning in 1983, he intercepted symbolic fragments from a successive real world, such
as humans, animals, vegetables, ores, and explored various possibilities of presenting the
natural world. In this process, he successfully worked out unique uses of the projection
equipment—placing material elements (say, weight, heat, light, air current) under the scope
of art for observation by using non-material properties of projected images. He gave the
projection screen a degree of freedom, making audience experience possible through the
viewer’s hand, vibrating napkins, screen suspensions, flowing lines, building surfaces, etc.
In such a unique way, Gardner’s art enabled the audience to reflect on time experience:
the non-permanency of existence, the passage of things, the appearance and disappearance
of images, and the like. Moreover, he endeavored to absorb every expressive element,
including exhibition visitors, into the scope of his works. Currently, his tour to China has
two purposes: to visit Hangzhou for two-month creation and teaching at the invitation
of the E-Art French Art Institute; and to launch a special artistic creation program for
Liangzhu Village Cultural Art Center, Hangzhou. This lecture is part of his creative and

teaching results there, in which he rethinks his creation and shares his art experience with
the audience.
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Connections between Plane Composition in Design Teaching and Elements in Chinese Auspicious
Patterns: a “Human” Perspective

x| ¥t /Liu Jing

W OB ERYEAREER, THRMAAEEE T TAA
FERMSCYIRER, CRERT DN T iRt vs, TEUh %
B R & o PRI AR TR B R 635 7 T T
ESE Sy T LA AR B 3 TR PR R R AT BTV PR B e T 114
MR, B RS E P EEGSUL SRR R, R4, R
*@ﬁﬁ%@'ﬁtﬁﬂﬁbéﬁﬁﬁlmzwﬂuﬁﬂ/\%ﬁ, FHOW A s
FE =, MACREEE AR — KIS, AU N7 A E
— RS N AL G Z [ AR = AR S SR R
Fo A TR, FRATRERT L EUE e R SR 2 4T
FA AR N kIR, T A R G G A R S
TAA BT ZIX ATl S T,

XA PR PEEGE RS TR
FEFIRIM A, S e T R P T B T Bl A J )

JRR, AFAAPEA R SE B AR L R, LA, RS
Sgizitees, ALURLLIRE %T%%ﬁﬁh bR R ]
Mmﬁa@uﬁ%/\%mﬂﬁ FEAT VA B E B R L AERE T AR

ERM RIS %mﬁ%&%%ﬁ,MﬁEﬁﬂfﬁ?i%@kﬁ
$ﬁﬁ&ﬁ%%ﬁ%ﬁ%mﬁﬁ?i,ﬁﬁzf aﬁfA%,¢
R e 2omea s il 2L 0NN O EC (WA e N £ € SRR ESE S N a2
%f?ﬁﬁﬁﬁ%%L%ﬁ#l%%uﬁlﬁﬁ%%%%iﬁ ﬁ
AT AR DEE, [t R BRI G R [ (457 R
FIEH—53 0, PEGEEEES, YERIE “ERT, & F
Y, RERESHIARILTAK 5 5% %m%@, “HEAR”
BAEEHEER Hit, W N BT 2 P T A a
W%E$U%Amﬁliﬁfm%%ﬁ&oﬂﬁaﬁﬂ%gﬁﬁA
BRI, BIFT AN WIS AN A2 o

—. PEESEEHERERS QRSO TE

T E G R ERAEIR, WA LAE B R R HRIE,
uﬁ~AMﬁELm$ﬁﬁﬁMEW o A OO R 2

» PERGTE RS T RE R L LT E 7R €
%F#&%éf?ﬁim&ﬂ,%Téﬁ$¢lﬁﬂA&MakH

o BHRMFATENBILE, A& PRELFHFHIIT R E LT
uﬁ@%»% Bl ARG . B R TEE, AR
RN b rh [ R G RER R TCR T AN, PGS
TR MTHPRAA MR SENZRZ, A HE A IX Tl
AR . RN EAS SRR O — R — R AT
SIS IREib e s N =

PEEGEFERERET RS . X7, BEB2A, K
Fl e RS AR BT, SRR EIAI RIS, #0ARE
R I ZE s AR SR UG B AR TR L, XS T

Abstract: In college art education, plane composition is an essential
training course. It serves as a preparation for both design programs and
painting programs. Therefore, it not only involves composition and latest
developments in visual perception, but also implies traditional Chinese
culture to be passed on from generation to generation. So, it becomes
a major duty for responsible teachers to understand the integration
between plane composition teaching and traditional Chinese auspicious
patterns, and to blend them well. This paper is just such an effort to
explore the inherent and interacting connections between them from a
“human” perspective. Hopefully, traditional Chinese auspicious patterns
may benefit plane composition teaching as an inexhaustible source of
inspiration; in turn plane composition as a dynamic form may enrich the
former remarkably.

Key words: plane composition; traditional Chinese auspicious
patterns; elements
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Evolution of Contemporary Jewelry Art: An Installation Art Related to Human Bodies

+ ¥ /Wang Chen
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Abstract: Since ancient times, jewelry has been closely
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20 40 60 FFANIT R A A E 2RI —Z T
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2 Ted Noten I&1THHIIsE

related to people’s life, which is decorative and indicative of the
wearer’s status or wealth. With social development, jewelry is no
longer limited to the circles of royal and aristocratic members.
Anyone can become a jewelry owner or presenter. As people’s
aesthetic level increases, forms of jewelry art have increased.
Jewelry decoration is no longer measured by mere “beauty”;
instead it becomes an indication of human spiritual world. Hence
new formal language for contemporary jewelry.

Key words: contemporary art; jewelry; formal language;
installation art
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Main Dimensions & Methods Employed in UK’s Design History Research
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Abstract: Britain is the earliest country to carry out

design history research. Since Antoine Pevsner several research
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i (Penny Sparke ) 1978 AFE 5l & S/ER—T44FE,

shifts have taken place in this field—from classic narrative
of art history, nameless design history, popular culture,
consumer culture to a feminist dimension—which illustrates an
increasingly widened and deepened understanding of “design,”
and an unceasing effort to explore the purport of “design
history.”

Key words: UK; design history; dimension; method
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major cities. It aims to draw a historical line of development
which saw American environment art forming its own features,
and conclude an inherent and far-reaching law therefrom, by
describing major structures, e.g. excellent outdoor sculptures,
public space interior designs, in artificial environments, and

considering historical backgrounds and different art schools.
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“Saturation” in Art Design: Interpretation & Application
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Abstract: The term “saturation” mostly appears in color

composition and color design theory under art design. As one of
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the three attributes to color it is represented by quite a number of
confusing words, which need clarification. This paper examines
the term saturation in light of traditional Chinese lexical culture,
color culture and color design theory. The author believes that,
in color theory, this term should carry more weight in multicolor,
degree measurement, extent and limit. When it comes to
application, saturation is more suited to describe the control of
the number of colors in color design. This, the author believes,
not only agrees with traditional Chinese culture with clarified

meanings, but also is a contribution to color design theory.

Key words: art design; saturation; multicolor; control
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Roles of Interior Furnishings Design
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Abstract: Architecture and interior space art is an outcome
of human material civilization and spiritual civilization. Social
development has helped China’s interior design industry
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to further mature. Today, the new idea that “furnishings
take priority to decoration” has been accepted as people’s
expectations for living environment keep rising and the soft
outfit age approaches. This paper discusses the definition,
classification, characteristics and tasks of indoor furnishings, and
gives a summary of its important roles and design essentials.
Key words: interior furnishing; classification; task; feature;

role

-
-

J :

E 1

BEPXERNEAMFIR



2 BEMAEBIZAMFR

=

3

BEFSHERRR

2. e E=ERIRS

G = N RIRZ ZIBINESE « AERERZS (AR
F, MRS URIEA, e A A AR el TR
FLr g ATV R . B9 TSR RIBRBOR T T LAGEZ
Fifras AR AR STRISZ o BN iRiss i RSRAE . 21
Wy, ZARNEEHTAT LIS . AESipA. Bk
ERAATRAGEE NS RTEAS (3) .

3. RUERRRE

MAALy, FEHEER, FEA SRR, 2R
R BRI B . e SR T R = A,
RIS RAERIE BRI B R AR B AR . Uk Y
JRRR, AT AR A=A T el T e A s A R T vk
AT LA SR 2 (AT, [l oy s P as Ak —IREEHL.

4. BHEERSS

R UEAF RO, FOR e, NI
T R RGR I RGN . DRI e X T N ERBE U R
BERER. Bl L= ARRE., TR, F. K
HEEARBHAEN TR

5. sBICER=EAINAE

FENEAESMARBIXEE, WhEZN . EE
WG LN BRI | TRIE AR SR IXLEARIF KRS
PR ORI TR, RONBRR AR, 1S, B,
JRRREERR A W A XS, B = A AT AR AR 58
HSRRCHITER . TR, BRI A A BRI, T =
N2 RIS BT A R BRSO, i 4, FIRESE
T E T IT AR, AU IR T ST, SRBLH K
bR WK

6. AP ERNRNENE

BRI A AT DA RO T S PR ] . T e N B
Hr, BB RO, RIS O S AR (A
MUEEELNZR . AN, ZHBRIA TN, o =
NEREL Eif e A

7. BAEPIRITAIRA

A EEIT RIS Tk, AT 2Rt o,
AL AR E AR

8. AU ENHEI S IEE

PP AR, TR KU AT LRI E Y23 (A A
BOCRHL . MO 2 R S T BRI FAS R XU FOE
o ik, PN TERIERE TR, #iree

— —
B4 IspitxdhEE#HTHE

I FRRR R R E TR AT S B0, K
NI TR S A, DAL RO R . 0,
ST, BRI R, REE e
CHEEAT)R, RSN SO TR B R 2L

9. KEAR=EHIH B

BARISE A R NSRBI T 25 D0 SR AR 74 AR,
PSS . TS ESULIRAL; Fds . SURSRIUELS
HISCALHAEL; e R RN ARITT LR AR T AR ST e+
BARISE fot RO XURS S 7 5 P SISO AR B S, IE A=
et W2, REAGEEDmE ., S, RAGEKEZ ., F,
TE AN T2 | SR, AR b NI R R,
T LA Ay b FEBIAN IR 1 S I P 2 N RS PR KR R

10. EEFEREESR, RAZRTERK

FEZE NI AT E HIETIOEE . st IorE . HIVERIR R
BB, AT AL S AR SO IR, S il
A B S N AZ G KO E TR, PN N EE st
SO, TEE R T E S SRR T DA A
FAAHERR, GRS I PR,
FCLANEE, FILLE H B ABME T PIEE L.

= &g

BN SRR R BAER T SR it 2le, A&
FESATIEM R E S, FEFIOEI AT T 1%
W BRI TR RIRIN, RS ERE A BN TR
B, WA, MrERUE ., PSSR R
RXEERHEAR, FRAHARRSACEAR R RS R, MU
MRS e R SERN TR, SEREE N BRss T Ii 1
FRTEI J7 SR SCAAE GE i BE g SELAORE R IE SR . ATk
s, EELR—T TN ASRANE REFS AR ZA, X
T JRE T 2RI IR AR, SRR S 2R
—

Bz, PRI, SR A i, BREEER,
HINEE, AT =t e s tooR, muniiat
GHME R =N, EIEEFIEEANEAIEL, AT
GG FE R

(RSO FRHETT “1317 BT AA Baeitm H )

B, R ERER S B B AT



NORTHERN ART 2016 04

o0 AR RIS BE T K

ART DESIGN

105

= J
(4

)1

£y

Trends of Contemporary Commercial Poster Design
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Abstract: With the development of social economy and
internationalization, art forms get diversified, while driven by

new media. However, commercial posters are still the most
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common among them. They have gone much farther than any
other form, and have become very popular for commercial
purposes. As demands vary with times, commercial poster
design suited to our times is in great need. This paper is a study
of posters of different times to throw light on their developing

trends.
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Application of Traditional Cultural Symbols in Visual Communication Design

P /Chen Huiting
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Abstract: Traditional culture represents a country’s or even

a whole nation’s treasure, indicating its own idiosyncrasies and
connotations. As traditional Chinese culture has a history of five
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thousand years, its cultural symbols have been deeply rooted
in every generation’s thoughts and behavior. Such symbols
display a connection between tradition and modernity when
used in visual communication design. In the classification of
traditional cultural symbol applications, a skillful use of natural
and artificial symbols will play a positive role for realizing
visual communication design values. Therefore, this paper is
an analysis of the application of traditional Chinese cultural
symbols and their role in visual communication design. It also
puts forward recommendations for this purpose, which will
provide designers with constructive opinions for reference, and

definitely help add value to design works themselves.

Key words: visual communication; design; traditional

culture; symbol

ROULERL L, EERE R, SRR
ik, T, HERE, ERLE . B ERmAT
[EGCEE, T, ATHEAIESOCE R — R
SR, W14, BB AT ST R A, X
R AR TR T KRR

=, BGEXSSHER %

(BT P AR 452, 43R IR
RIS R IR, AR A R SRR
. LRSI .

1. ERESHE

AR SR B A SR, RN
DRSO I, AR R S SR RAE S fa ik,
LI BRBERAE A, I ATRE S IR KA, i
PRSI R B, BRAR e LS YR s i
R, AR IR B R R B
RERSRI P 5 A KRIEN, 7 —FR kAT, , XA
IR R, A B LT, Pt
A ER — RS, PRI P R 54 P P44
sy, AREELTEDN “SAKAE" | U—FEHL



108 BINZEAR

IR R U RBL IR, IR A A S IS Mk
2. NEFS
REEEASZI TN TZENI SRR, RIHEE

Z G, (RSEAE L I RGeS | (et S et

EEERRAEN, HE R T FE AU BT, WA

AHEGFTAIEN, Fln, FEGRESIY, E—Eekk

TERNERNGAL, SRFrless . BoiRnfE (7 0T i 41

AE RV, XML RE IR 18 A 2 A5

HENAIE_EXHITRR, hfe—E iR EIUE TER, ET

GUREHAL. B, RELACSULIES R8T, HFl

BT kR N4k, i AFREFE LK, Bt

FEEZE PR IR, AL T A SRR . X2

NIBFF G AT — PRI I, BRI T H A

HIREHRAS, AR HATE T BRSO ER . Ml

R I RAF SRS S TE G I,

jillizaznik Bt AR
NIERF5— e N LARFF SRR, X RAEAR

FEo I SEA IR TR SRSl iRt . BER .

P, EaFEARPIE. 0, SURBIEER, AT

—MEZHAEBRER E SRR R P, XA AT S

Ko FURFFTIRATR\FME L Al e e — MR

AR RIS, Bl MEEREE . Bmm

HE b, NEHE S, i, SRS BRI S

%, HUBESZ ANIHYGE, ARG, ARBXEGE

ANRIFIRER S o RS SR A T T 2R AR Y 5]

f, el i B S RBER CSE N BN, iz

IR, e ORI SRR R E S U= it

R, FFEILEA BRI T INREUR, BERBRIlHFE A

WS, REREHBN T T RRERE, BERRES

RS RER P P RERTE, JUER, BRES

SRR, SHEN AR TSN A5,

AT AE AT R, O — AR BT,

WRAFEDR /NG B _E RIS AR, AtSe i T (P )

R SCAEAMTPO A EEEACE, BT DAFRATHOR T EDR IR

SACFIRALRBIHES &, BB A RRIR AW, F

HAF SRR AR5
=, BEXAFSERRERR TR AS
RGN A LT RY0E, FRoFE, Eef’

BRI EORI A R TR T+ AR AR . i E

B BAERR, Rk AR S S B

R, MEIEGSA ARG R, X528

RSN I S A A RS . s, AMITATEACEA

Wridi, ARG T, MO RIS FOURE T

fegescfb Bo IR, WSRO R, b

TGS T 82, R AR IEthANBIA .
KEEGSUENAESE, MARVERE 2z, B,

M TFFik, RHEEGEZAAERTRRE . kT

04 2016 JLHER

SR, FAEMBAAZER . TR AR TT X
IR, XRNE, FBRESS HIERITTCEER
wms, MOt EHERwE, SRETTREFE, R
MNEMBAERL TINFTMASE T, X5 R i ¥
ito A, ARG TAT AU B S A A
PR, FEEEIPRER, X AT S T SR
MAVOHPRITERIAI . 540, RIESCC IR Tk e E
K, fERZeT, REATE AR SRR RSt
HISRA, AMHEREALL, & TRk eye, Xkt
PR S BAISE L A

FENRZE B, ATRIHABEA TGS, i,
BB SR — R e e R b, IS T Aok
HORRER, BN T ARG KBHARLFARIE . s, fEHHE
T, IRIGRIE SN = MO S, KRB IREE A AN
@, NI BCOFAN LA L, AOARBL T —Fhrh AR,
WA, —HAE SRR RS NP A, filin
MEBERTE, N EFEGR, REESRNN
ZosE REA R, MR F R ANEEE P EP
ENL, XL SR SR R G B R

VO GRS A TR BT I A FE S SR

MR RO LGS, (B2 RAZAR
P AL AN SR T A AR, AR R T R
AT EHIFREAIFI K

UEAEK, H TR RS S SEUATT SR A
HROIEAD, T ERATERSOULIIRF, BTHAAT
AU, XFEAMBATESISERIER, IE8%E T MEE
%, ER . MREAREIT Rz SR S % 18
HZ, [EARIERAME—EFR, B ARS 208 7 HEER
nfF R, —VIRAZ AR S AR RONE AT, BEATIE e
B2, BT HBRM 58 TR RSO AR, 3
MG T TR B, 3RS TAR, Xthe
HIR ™ R T AR . R, MAAEAEIR ST RIZ KR
AN RTUE, REBEWR. ERRAHMEL, (Lt
TaE . TE R,

&

AR, T EEMAESRh i, AosuehiE £ o0
HUE— TR ACE, (B2, EekEZHtEEs
FRE T RGSUERINTE, TEAES R TRIE AR GRS
SAETTES A1 o BRI I % 58 UL G S I 7747,
PR ATRE IR, Rt RSO ZENT, R
SERREHE T AEET, RIBE—ERATHUE, EiE—
REFRAE SN, AL RER R EAESSUE PR, A
Al H Bl SR iR

TREAE: RFIFERF ERE R FRHFIF



MH=EF Piao (BEF) HBIRK. BEE. KE. BRE. {5RF 20165




