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| Editorial |

Dear readers, it has been two years since the Journal of Tianjin Academy of Fine Arts was changed into a monthly
publication in January 2015. Over the last two years, the development of the journal has experienced a variety of trials
and hardships. Fortunately, with your constant support, we have the strength and motivation to continue with our
publication as always, so hereby we want to show our thankfulness to you all.

This edition of “New Media Art, Science and Technology” has gained the support of a vital contingent, a group
of postgraduate students majoring in art history and theories at Tianjin Academy of Fine Arts who have joined us and
brought us a number of lively exhibition reports and research papers. We admire the young students’ active horizon,
and of course, guidance and instruction are also needed due to their lack of experience and knowledge.

As to the Art Vision column of this issue, I want especially to express my gratitude to my good friend Mr. Zhang
Meng for the enthusiastic support he has given to our journal. In this era in which crossing and integration are stressed,

we need the artists with integration horizon and spirit of exploration who keep walking in the forefront of creation.

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

December 2016
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Editor’s note: For female artists, whether gender is something

A
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created or a natural existence seems to be a question which has always
been discussed, but the conclusion about which can never be reached.
However, the character and feelings of female artists hidden under their
gender are reflected in their works through their unique way of thinking,
and the emotional factors in their works tend to be stronger than those in
works by male artists. For Xiao Lu, it is all the more so. In a sense, her
name is a real reflection of her character. In the oracle bone inscriptions,
the character “Lu ( % )” consists of two parts, fish and mouth. Its
original meaning is a fish wiggling its tail, and its extended meaning is
to follow natural instincts without restriction. Xiao Lu, as an artist who
gives free rain to her own emotions and who is full of explosive force,
also keeps seeking how to convey her own emotions in the process of
artistic creation.

2 » (14 929
g2 “f

“Lu” (Rashness) of Xiao Lu

5% 75 /Wu Hong
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Symbiosis of Science and Art: “Lab Space”, Special Exhibition of Beijing Media Art Biennale

S I /WuKe

WO m Ao R 2RI (BMAB) 7B
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518 B3 3G N R G4 BMAB+B3 241 20K
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Abstract: The first Beijing Media Art Biennale (BMAB), as the
thematic exhibition of the 2016 Beijing International Design Week, was
held at Central Academy of Fine Arts and China Millennium Monument
from September 24 to October 30, 2016. The Biennale and German B3
Biennial of the Moving Image launched jointly BMAB+B3 series art
exhibitions, including the “Ethics of Technology” Thematic Exhibition,
“Lab Space” Special Exhibition, urban public screen show, hyperlinking
exhibitions, audiovisual performances and abundant academic forums
and other activities.

Key words: media art; science and technology; ethics of
technology
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Time Based / Non-Places: The 3rd Shenzhen Independent Animation Biennale

e

M4l /Song Yaoru
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animated short cartoons and feature films produced outside the
professional Hollywood animation industry. ) VR LAk 37 B
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( Independent animation is a term used to describe

Abstract: The 3rd Shenzhen Independent Animation Biennale,
with “Time Based / Non-Places” as its theme, discusses space on
the basis of the concept of time, and scans global digital images by
integrating important international artists and projects. On this basis,
it integrates art forms like film, video, animation for the viewers to
experience in the given spatial environment. This is an extension of the
traditional concept of media and the tradition, nostalgia and modernity
conveyed by modern media.

Key words: independent animation; film; artist
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Advanced Experiment: A Brief Review of the Third CAFAM Biennale

& 7% /Lu Ning
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XEBE: CAFAM; BUERE; ZXHIPRT; PR

Abstract: On November 9, 2016, the Third CAFAM
Biennale opened at the CAFA Art Museum. The Biennale takes

“Negotiating Space: I Never Thought You Were Like That” as its
theme, and it will last until January 8, 2017. As the biennale is
one without a curator, sixteen program consultations for the third
biennale have been organized since May 2016, and more than
200 programs were discussed at these consultations. The absence
of curator offers a broader public space for the entire exhibition,
making it possible to explore the “form” of the art museum
system itself, and thus its cutting-edge and experimental features
are highlighted.

Key words: CAFAM; biennale; Negotiating Space;
negotiator
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Seeing the Unseen: “New Order: Altermondialisme”
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Editor’s note: With the increase of social wealth and the
development of social spirit, the new production mode has brought about
new productivity. In today’s economic globalization, can culture hold
fast its traditional ground? In this regard, how do sensitive avant-garde
artists feel and what’s the response of art? Is there another world - a
world with an eye-catching time coordinate with the boundaries of space
broken - that enables us to perceive the present and foresee the unknown
in the gap of globalization? With these reflections, we come to the
exhibition of “New Order: Altermondialisme” where we may examine
through these artists’ works the international view of Chinese artists.
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Power of the Media:
A Review of “The First Art Media Nomination Exhibition 2016 - Young Artists Special Exhibition”
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Editor’s Note: In the present era of open media, art media are
playing an important role in the development of art. On December 16,
2016, The First Art Media Nomination Exhibition 2016 - Young Artists
Special Exhibition, organized by Sichuan Fine Arts Institute and co-
organized by nearly 20 art media, opened at the Art Museum of Sichuan
Fine Arts Institute. The exhibition focuses on the phenomenon of young
artists from the media perspective, presenting to the viewers the current
trend of artistic creation of Chinese young artists.
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Self-Purification and Recalling Inner Experience:

Zhang Meng’s “Border-Crossing” and “Integration” in New Media Art Creation

{% % /Feng Yuan
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Editor’s note: New media art is a comprehensive manifestation
of contemporary art. Combining such genres as painting, photography,

digital media, music, and literature, it is a kind of cross-disciplinary art
using comprehensive techniques, an attempt, and a breakthrough of the
traditional artistic concept. But new media art is not merely the result of
reflections on art itself, or a simple technical progress; it is the product
of the call of times. It is interacting with society, emphasizing the full
understanding of the context of contemporary art, focusing on culture,
tradition and life, and properly translating the experience of life into
appropriate art language. Zhang Meng, the interviewee, is engaged in
new media art. He integrates various art forms, trying to break usual
thinking and norms of art and constantly seeking ways to express his

own art.
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Editor’s note: “The Silence of My Choice: The

Possibilities of a Mobile Phone, Series 1” featured the Gao

[SEE

brothers’ photographs taken in their daily life. The Gao brothers
have abandoned professional photography equipment in favor
of the mobile phone. In doing so, they attempt to reflect on
the status quo of photography and show their opposition to
“supremacy of equipment”, aiming to rewrite the photography

history with a mobile phone.
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Developing Creative Methods of Moving Images:

from Experimental Cinema, Video Art to Digital Moving Images
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A i 3L EH4E 1% /Text by Yue Minghui and Hao Rui, translated by Yue Zhongsheng
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Maya Deren, Meshes of the Afternoon, 1943
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Abstract: In the 20" century, avant-garde artists introduced
technology-based art (from photography, cinema, video to virtual reality,
and many others lying between them) to the territory once dominated
by engineers and technicians. They brought every new material and
medium to art and rendered much more freedom to its creation. This
paper attempts to examine the historical line of moving images and their
creative methods in different stages, and explore how they as a genre of
art represent themselves and grow in the context of new technologies
to accommodate artistic creation with richer and more diversified
possibilities.

Key words: creative method; moving images; experimental
cinema; video art; digital moving images
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FEXE (G)

I. Experimental Cinema
1. Anti-narrativity

Whenever experimental cinema is spoken of, it is usually referred
to as “avant-garde.” In fact, the word “experimental” can better describe
its features: no definite expression framework, no traditional storyline,
but showing strong “anti-narrativity.” In it unconventional narrative
order is employed to attempt at a revolutionary exploration. Abstract
shots and footages are used to emphasize the cinema’s expressiveness

(rather than storytelling) to reveal abstract and subconscious tendencies
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far away from reality. Experimental cinema is inclined to express dreams,
fears and desires, and to represent symbolization and psychologization.
2. Historical Background

(1) Experimental cinema originated from European “Avant-
garde” films. In the First World War French and German filmmaking
businesses were ruined, while only the U.S. movie industry boosted and
won worldwide popularity, mostly featuring commercial films. When
European filmmakers set about rising again, it was impossible for them
to follow the same steps that the U.S. counterparts had taken. Artistic
innovation became their sole choice to compete against U.S. commercial
films and build their own cinema art.

(2) Culturally, in the late 19th and early 20th centuries, modernist
artistic thoughts emerging in Europe entered cinema. In modern
philosophy existentialism emphasized the nature of human existence and
the freedom of choice. In modern science relativity theory revolutionized
traditional time-space ideas. And Freud’s unconscious psychology
provided motive and background for experimental cinema, and shaped its
creative practices.

3. Examples of Anti-narrative Experimental Cinema
(1) Entr’acte (1969)

This film, directed by René Clair, is a plot-free avant-garde work.
In a very surprising manner it rejects traditional logic narration, and
replaces it with a connection between similar visual modellings of shots.
The first half of the film consists of footages unrelated to each other,
while the other half is a continuous interlude. Entr’acte begins with
bombing, chess-playing, firing, funeral, and resurrection, and every event
ends up in a farce-like manner until the end of the film." In such an anti-
narrative way, Clair links footages causally unrelated to each other, and
criticizes bourgeois customs, fashions, practices, and etiquette, reducing
a funeral, which should have been a solemn occasion, to a scene of crazy,
funny chasing—a representation of cynicism in post-war youths.

Meshes of the Afternoon by Maya Deren is a self-videoing piece
in a manner interwoven between fiction and reality. And shot editing is
abnormal. The film consists of five scenes of a woman’s dream in the
afternoon, which, though sharing a beginning, differ in visual angles and
plots, leading to different outcomes. Deren used unconventional creative
methods which were not seen in the then mainstream films—seemingly
shaky shots, uneasy movements—successfully expressed the self at

different levels and self-exploration as a woman.
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Rafael Lozano—Hemmer, Under Scan, 2005

4. Significance

Discouraged by the cruel post-war reality, many artists began
to escape from the outside world and return to their inner worlds.
They expressed their dissatisfaction and anxiety in a sinuous manner.
Experimental films sought not so much formalistic anti-narrativity
and purity as a new language expression. They expressed abstract and
subconscious tendencies far away from reality. They emphasized the
image expression of inner, spiritual worlds. For them cinema was a
medium of expression and perception of the world and self-recognition,
of rethinking the world and human nature, and of transcending life and
aesthetic experience. All these proved it as a conscious genre of art,
different from what it had been as a variety show at its outset.

Experimental films employed life stream (an illogical combination
of events) and stream of consciousness (irrational conscious activities) to
replace or disrupt logic plot structure. With unconventional fragmented
shot pastiche to destruct traditional techniques, it was indicative of
human spiritual life and art life in modern society, enabling the audience
to reevaluate society and human nature and return to their inner worlds.
This turned out to have produced far-reaching impact upon the coming
video art and new media art.

II. Video Art
1. Nature of Objective Recording

The 1960s saw the invention of video art. Though similarly anti-
narrative, it differed from experimental films, the latter revealing the
inner world through shooting the actors’ performance. The initial impulse
of videoing, however, was to record everything that met the eyes, to
objectively show what reality was, not to carefully arrange or deal with
each shot as in experimental cinema making. Then the images on the
screen more depended on objective things available to life. But the
difference lay in that artists, in a highly individualized way, employed
video camera to record and represent them in a different manner. By
doing so, they conveyed their points of view and personal experience
as well; they also demonstrated that the world itself was not a mere
objective reality, which contained the presence of consciousness, too.

2. Historical Background

(1) In 1925, the British engineer J. L. Baird invented television,
using radio wave signals to instantly transmit moving visual images.
In this way, images around the world, which could be watched only
in the cinema before, were selectively available to ordinary families.
By 1953, two-thirds of American families had owned TV sets. By
1960 the availability rate was up to 90 percent. Television achieved
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full commercialization. The average daily hours which Americans
spent on watching TV was up to 7 hours each. Thus a new consumer
society came into being; advertising giants stimulated and maintained
growth momentum in TV consumption. In 1965, Sony developed a
small, portable camcorder and a matching image editing system. The
increasingly popular TV sets and camcorders freed creation from
limitations due to huge costs incurred in film purchase. Video amateurs
and common folk could use the latest technology to record and create
images. Personal writing different from that in TV and filmmaking
became possible. This played a great role in the media revolution of
video art as a display tool, say, television.

(2) In addition, the 1960s were full of social upheavals. Millions
of European and American youths began to hold values quite opposite to
their parents’. And student political protests, feminist movements, and
sexual revolution all contributed to the birth of video art.

(3) In 1965, the Korean-born artist NamJune Paik bought a
portapak camera in New York. Later, he filmed the traffic jam caused by
Pope John Paul’s visit to New York. Only after a few hours, the video
clip was played in a Soho café. That day was regarded as video art’s
birthday.

3. Video Art: Conceptuality; Combination with Performance
and Installation

Admittedly, “recording” is the plainest practical video function.
Early video art did take it as a realistic, objective approach, fully
typical of this genre. However, if not going further, it would remain a
passive, mechanical “recording” tool, not a truly independent form of
art. Then artists discovered creative methods of video as an innovative
medium—combining it with performance and installation to express their
viewpoints.

(1) Conceptuality of video art

In the 1960s art ideas were stimulated by the media age (the control
of TV over the daily life of the masses), and artists began to revolt against
clichés prevalent in TV shows as a form of mainstream media. Therefore,
they embraced video as a new language and method to voice their
creative ideas. The theme of their work was often “anti-TV.” So video art
showed obvious conceptuality at its early stage.” Unlike reporters who
followed Pope for news photos, NamJune Paik aimed to produce a rough,
non-commercial product, an expression of personal views. He discovered
the recording function of video as a new form of media, and highlighted
the new medium for individual presentation. The artist announced: “TV
has occupied all aspects of our life. Now it’s time we fought back!”

In the mid-1960s, the film-maker Andy Warhol owned his first
hand-held camcorder. With it he produced Factory Diary in 1965,
recording various factory activities including workers’ daily life, such as
eating, sleeping or talking to the camcorder. His work Sleep even videoed
every minute, every second of a man’s six-hour sleep, which restored the
original function of the camcorder—recording. Another example is his
Empire (1964). At a single fixed position he videoed the change of the
Empire State Building in New York City for eight hours from evening to
daybreak. It was by such real-time, consistent shooting that he recovered
the original recording function of the camcorder.

(2) Video art: combining with performance

Influenced by performing art, early video art could be seen as a
mere record of performance at a certain level, or later called “performing
act.” Video artists aimed the camera at parts of their body and asked
questions about what they meant as far as “humans” were concerned.
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Vito Acconci produced several single-channel black-and-white
video works in 1971, aiming the camera at his own body, and bringing
the media to himself, directly speaking to the audience to explore the
relationship between the viewer (or voyeur) and the viewed. In his work
Theme Song (1973), he was lying on the floor before a sofa with black-
and-white stripes, with his face occupying two thirds of the whole screen.
He unceasingly invited the audience to join his scene by speaking: “I
want you to come in.” From a male’s perspective he revealed a false
connection that TV images brought the audience, and reflected an illusion
that TV as a medium gave the viewer—affinity.

Joan Jonas, however, videoed her Left Side, Right Side by fiddling
with the camcorder and the mirror in such a weird manner that the
audience was confused, unable to tell left from right when seeing the
reverse images from the mirror. To further the audience’s confusion, she
deliberately repeated: “This is my left side, this is my right side” until
the viewer was thrown into complete bafflement, and the connection
between them and TV images was disrupted. Like Acconci, Jonas also
videoed herself for the purpose of performance, but in an unconventional
approach to create a compelling feminist image as an individual in a
way that involves her own body. She remarked: “I use video to expand
my language, a poetic one. For me video is a spatial element that helps
me devote myself to exploring language. I can crawl in and stay there
exploring so.”

(3) Video art: combining with installation

Whether for simple recording or for individual performance,
video art increasingly appeals to young artists who have grown up in an
age saturated with media, with its seemingly infinite possibilities and
relatively low affordability. Videoing is not only a method of participation
in media, of overreaction to media, but also a means of representation
of personal information. So far, artists have gained access to creative
projects in a much wider range of physical size and expression. They,
too, have had more personal and individualized creative motifs. Many
have begun to create complex media installations. Now, apart from
images, they can control the background which they design, and where
images can be viewed in a complete environment. *

NamJune Paik’s video installation Electronic Superhighway (1995)
includes dozens of television monitors piled in the exhibition hall, which
look like image series in a universal database, involving secular politics
and nuclear explosions in nature. The exterior of the installation is a
miniature of the United States’ territory, consisting of 313 television sets
marking the Continental U.S., 24 marking Alaska, one marking each
Hawaii island, with national boundary made of steel structure, neon
lights, and a 200-watt sound system. The superhighway is suggestive of
crumbs of media culture, and the artist warns of war and cultural turmoil
with these illuminating images.

Mary Lucier’s work Oblique House is a plasterboard room in
which the interior altered by a car dealer has no window but a television
monitor. She thinks that the building environment is about image and
sound: inside the house in the open air is dark, and the TV monitor
provides views that cannot be seen through the window; and that the
work can go deep into the soul of the modern mind. The artist Adrian
Piper in his What It's Like, What It Is #3 (1991) inlaid the monitor in each
side of the white box. The monitor illustrates the head of a black from
different angles, and the video shows the black’s angry signs against
racial discrimination: “I AM NOT LAZY!” “I AM NOT VULGAR!”
“l AM NOT HORNY!” Here we see Piper of multiple identities:
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intellectual, artistic, racial, and individual.
4. Significance

Unlike experimental cinema, in which film organizing, shooting
were carefully treated, video had an initial impulse to objectively record
everything that met the eyes, the reality itself, which, then, would be left
to and organized by the artist. In this context the screen images depended
more on objective things available to our lives; the artist would record
them with a camcorder and present them in a highly individual way, to
counter-balance image abuse and commercialization, thus creating new
viewing methods and personal experience. Video art as an avant-garde
genre in the 1960s served as a role model in language transformation
within the context of moving images. Its combination with performance
and installation—a more tolerant creative mode—has had great impact
upon later digital image creation. With the application of digital
technology, video art, on the one hand, existed in a wider range of media
culture; on the other hand, it kept certain distance from the culture. Such
a predicament had become so worse that video artists had to define
a unique art space to experience a greater freedom, where narration,

perception and visual expectations would be reshuffled. *
I11. Digital Moving Images
1. Digital Technology: Recoding Video

Emerging digital moving image art has gone far beyond early video
art in terms of implications as a means of presentation and recording.
It has become an image art with comprehensive use of multi-image
and installation environments centered on digital moving images as a
core media carrier. Digitally, it recodes image structure and narrative
discourse system. Either in narrative or non-narrative mode, it provides
the viewer with non-linear aesthetic experience in a hyperlink media
integration way: various collage techniques by non-linear editing;
3-D collage of video installation; multimedia art link resulting from
interactive art open to the viewer experience.” Applied digital technology
has created new capabilities and offered images endless extensibility.
What digital technology artists can do now is to introduce a new form of
“creation,” rather than mechanically record objective reality as they did
before. Previously, images could be edited in the movie or be recreated
with a montage, and included into other images. However, once they are
transferred to digital language, every element in them can be computer-
modified. In fact, images in the computer are numerous pieces of
information, each of which can be operated.

In present-day video exhibitions, the concept of “video art” cannot
cover all today’s moving image works. The first kind is non-recorded
or non-videoed, e.g. virtual videos drawn by Maya, After effect or other
computer software. Moreover, digital image material can be easily edited
or treated with digital late software; non-linear editing has replaced
previous linear editing. The Internet as a completely new communication
platform makes real-time interaction with works possible. So, digital
moving images, to a certain extent, have had new features in the context
of today’s new technology that “video art” did not have.

2. Historical Background

With the development of science and technology, especially the use
of computer digital image processing, digital editing and virtual imaging
technology, network and interactive technology, great changes have
taken place in material production; hence new breakthroughs in human
thinking ways. It is against such a historical background that digital
images emerged and gained momentum. Of course, there is another cause
that visually, the viewer has had aesthetic fatigue over traditional video
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art. Owing to the blending of art and technology, imaging technology
becomes easier for command and use. The limits to artists’ ideas due to
material itself begin to wane. Artists have obtained more freedom than
ever to use of media technology in creation, thus having greater creative
passion. The image is no longer solitary; it is solidary. There is no longer
a unique image as in art, but the manufacture of countless prints, a vast
panoply of imagery synthetically reproducing the natural restlessness of
the spectator’s eye.’

3. Works of Digital Moving Images

(1) Narrative of moving images redefined

The French artist Pierre Huyghe’s Remake (1995) is a remake of
Alfred Hitchcock’s film Rear Window (1953). In fact Huyghe would
hire amateur actors to complete the original film scenes in each of
his works. He said: “Only a few hours before the actual shoot could
they see their lines. And that was exactly their problem. Everything—
stammering, forgetting lines—was included in real-time recording.” As
to digital video technology he used film technology (with the help of a
small sliding-rail vehicle and tracking lenses, etc.). But his narration was
incomplete. Therefore, narrative effect in his films was lowered, and a
new relationship was successfully created between the audience and the
performance behavior.

A similar example of affinity in image treatment is 24 Hour Psycho
(1993) by the British artist Douglas Gordon. It is a replay of Alfred
Hitchcock’s horror film Psycho at a speed of two frames per second.
Gordon made the original film a silent one with digital post-technology.
He did not change its narrative contents, but extended its period from
109 to 1440 minutes, exactly 24 hours! These slowed-down shots are
like a collection of photos which we have met somewhere, reappearing
before our eyes at an extremely slow pace. In the prolonged length of
time, every detail is so unmistakably clear that shots are no longer that
frightening as they were; every shot, every second seems to give rise to a
new meaning.

(2) Non-narrativity of digital moving images

The American artist Paul Pfeiffer used postproduction digital editing
technology to recreate and redefine ever-made videos. In John 3: 16
(2000), he digitally altered five thousand frames of the act of basketball
shooting, and re-positioned them to help establish male blacks as idols,
so as to highlight the event and present a performance clip of a frustrated
male black sports amateur. Likewise, he used digital technology for
recreation in his other works. For example, he removed leading roles
in NBA and boxing from the view of the audience. Therefore, the artist
successfully created a new narrative mode and a new concept of time by
digital technology. Thanks to his effort, images are no longer solitary,
fixed, but reorganized, solidary, and recreated, synthetically reproducing
the natural restlessness of the spectator’s eye; and the spectators will
question the truth of experience while watching his work, and will face

the task of creating their own experience and meaning of life.

For the Israeli multimedia artist Michal Rovner, however, any
individual trait of life that she shoots is less identifiable after complex
digital editing is done. Her videos are full of hundreds of small, silent
characters in simple clothes. Her work Time Left (2003) is a huge, wall-
to-wall video installation, which she made with digital editing tools. In
it outlines of thousands of protesters march on, row after row, toward
an unknown destination, together with buzzing electronic music. This
is a narration without certain plot, an abstract scene, reminiscent of the
condemned prisoners or survivors of the Tianqi Accident (also known
as Wanggongchang Explosion, a mysterious tragedy that happened to
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the capital of Beijing in the sixth year of the reign of Emperor Tianqi,
i.e. 1626, during China’s Ming Dynasty). Or, perhaps they are pilgrims
parading just toward an expected ritual of religious revelation. This,
indeed, is full of so many implications, which set the audience thinking
after the visual impact. For the artist, digital editing tools are for
expressing her individual ideas.

(3) Interactive digital moving images

In “interactive digital moving images,” more attention is paid to
the experience that the interaction of the work itself brings; images are
increasingly transformed into experience, an art form that allows the
audience to directly involve in work. The reason is that the artist has
taken the audience as an integral part of the work into account while
conceiving the work in mind. Such an interactive approach brings
the audience experience, differing from that in any traditional work
which influences the viewer through passive visual consumption and
psychological hints. At this moment, what matters is no longer narrativity
or non-narrativity, but experience available to the audience through
interaction. Most of these interactive artworks are based on computer
control and various sensors, by collecting the audience’s behavior,
gestures, temperature and even language and other data information, and
then feeding them back to the audience after processing. Hence a new
dialogue mechanism between the work and the audience. Thus, every
viewer is enabled to earn a personal experience in the artist-created,
interactive environment. This also offers artists a means of leading the
audience in a positive way to social concerns.

The Polish artist Tamas Waliczky played a perspective-shifting
game in his interactive video installation The Way (1994). When the
viewer approaches the projection screen placed at the far end of a long
corridor, the screen images gradually diminish as he comes up closer,
thus gaining an abnormal experience. Since a new context or expression
itself can generate meaning, this also directly leads to a changed way of

information perception.

Rafael Lozano-Hemmer’s work Under Scan (2005) allows each
participant to open a video artwork belonging to himself or herself
through tracking sensors and multi-imaging technology. Within the
scope of projection, the audience is detected by a computerized tracking
system, which activates video-portraits projected within their shadow.
The audience will “wake them up,” and have visual contact, physical
or even verbal interaction with them. When the viewer walks away,
the portrait eventually disappears. This system can accommodate 80
participants within 1200 square meters at the same time. For every seven
minutes, the entire project stops and resets. The tracking system is shown
in a brief “episode” lighting sequence. And the project is operated by a
computer monitoring system equipped with a calibrating grid.

4. Significance

Marshall McLuhan (1911-1980) of Canada wrote: “In a sense,
any new medium is a new language, a new coding method of dealing
with experience. This method comes from new work habits, entirely

" With the advent of an era when art and

from collective consciousness.
technology join hands, video technology becomes easier for command
and use. The limits to artists’ ideas due to material itself begin to wane.
Artists, whose notions dominate mechanics, may use digital systems
for operation and adapt original coding systems; “artistically process”
multiple correlations: political, societal, philosophical, emotional, and
experienced, in forms of television, cinema, video, performance and
interaction, for the sake of creation; and invest spiritual elements into

work, and interpret results. So, their mental images are illustrated on the
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screen, which provides much more possibilities for image transformation

and recreation.

Today, digital moving images have penetrated into all aspects
of human life, which carry new trends for video art, and bring
unprecedented experience, too. They play an important role in an era of
big data and informatization, where value, meaning, experience, and new

reality will all be established through participation.

IV. Conclusion

Technological advances—from experimental cinema, video art
using hand-held camcorders in the 1960s and 1970s to today’s digital
moving images—have empowered us to more extensive freedom for
artistic creation. Specifically, from films in experimental cinema very
carefully shooting in an anti-narrative manner to highlight expression
of the inner world, to the camcorder objectively recording reality, then
to digital technology recoding videos in a narrative or non-narrative
manner, developing media technologies provide artists with possibilities
of extending their space. In the process of “decoding” and “transforming,”
artists create their individualized and contagious work by unique uses
of tools, technology, procedure and display devices, depending on their
personality and accomplishments. Although the above can be partly
attributed to the progress of technology and art equipment, it is artists’
skills and ideas that ultimately push on art to grow. Therefore, art should
be a form that is more controlled by human consciousness than by
overwhelming technology. Presumably, this comprehensive method of
conscious control is a new perspective seeking to go beyond traditional
narrative models, and to observe and understand this world in a different
way.8 Ours is an age when commercialism runs rampant and gnaws
life experience. In this void reality the artist resorts to a variety of new
media to concretize our spirit, perception and experience, though not as
a specific object. He adds to them his individual spiritual and emotional
experience, then concretizes such an experience carrier, making it
responsible for carrying the temperature of human consciousness and
inherent spirit and rebuilding a life-experiencing world.

This paper has been an attempt to reexamine the whole process
from the origin of moving images, from early experimental cinema,
video art, to today’s digital moving images; to explore how artworks vary
with creative methods in each stage, and how the artist employs different
methods to present individual ideas. In addition, it discussed how the
artist finds creative methods suited to himself as old media give their way
to new ones. As mentioned earlier, this paper is not intended to enumerate
the stages from experimental movies, video art, to digital moving image,
or to analyze this transition. Instead, considering one hundred years of
evolving media and creative methods, it remains concerned about how
moving images as a genre grow, evolve and keep their momentum in
the context of new technology and media, and how they bring greater
freedom and diversified possibilities to creation. Here, value, meaning,

experience, and new realities will be all established through participation.

Notes:

1 See “An Outline of French Surrealist Cinema,” Journal of School of
Chinese Language and Culture Nanjing Normal University, Issue 3, 2005.

2 Sun Weiwei: “Moving Image Art: Artistic Expression & Characteristics
Analysis, Based on Experimental Cinema, Video Art and New Media Images,”
Journal of Wuhan University of Science and Technology (Social Science Edition),
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3 Michael Rush: New Media Art, Shanghai People’s Fine Arts Publishing
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Text in the Picture-Reading Era
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Abstract: The relationship between image and text
has always been discussed, and opinions vary. As a result,

such discussions appear more urgent after we entered into
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the picture-reading era. The change of the position of image
from subordination to text in the past to “tyranny” over it
at present not only accustoms people to “shallow reading”,
but will gradually make people lose their ability to think.
Confronted with the increasingly prosperous visual images,
text has expanded its survival space to some extent by seeking
its pictorial existence. The pictorial tendency of text may be
an effective way of the development of text in the era of visual

culture.
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reading era; decline of text
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On the “Native” Visual Design Elements in Shadow Play Art of Eastern Hebei Province
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Abstract: With the rapid development of economy and technology
and today’s overwhelming modernization and globalization, visual
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design has long been involved in all aspects of our life. In our era,
Western design leads the design trend and has become a representative of
modern design. When it comes to Asia, Japan applies its own traditional
culture to design with ease, enabling its visual design to obtain distinct
cultural identifiability and achieve success in the international market.
The inspiration we get from these successful examples is that we should
try to increase identifiability and “Chinese flavor” of our own design by
exploiting the traditional culture of our nation, the culture with regional
characteristics as well as local folk culture, and making use of our
unique cultural deposits and design elements, so that our design will not
be overwhelmed by the waves of design culture in the world.

Key words: shadow play art in Eastern Hebei Province; local
cultural information; visual design elements
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A Brief Analysis of Several Characteristics of “Holographic Cultural Relics”

FPEEE: /Guo Tingting

W E: 3D R EBSEAGRIBN AU R 4
BoR, ERHBERSCRYT . SO R TTRENE |
JESeE . MR TSI LI MAFAE N AR R S, 72
PRAPUSINEEA ERETEOARMERIEE S, NS SRS ATT R
HIPREGOUE I R PR TR TRE. "l
AU ZAR K RIS, & 2R SR AR
BRI, DA LIt SZEME . IR A
NNNTHR—I7 SR i . (B2 3D @ BBBEHARAG L
IR, FAINAZ S Frig AR SGh A B 7 BSLL
FAAEM? R SR A LY

XEgiE: et AEENE; etk ZHE;
ihpEEd

S84 b ASSHERLAE A S PR S B
FEPS, MR R AN, SHAL
Tplth BRI S, AEA AL
R, PS5 B SO IR AR R A S
AR RSO . AR
SR S AR S T —,
AR R R (UL A ST AR, 7
SERGEREAARAR AR | AT AR RS
LAY A, DUARRRRAL.

Magic Leap 37 T 2011 45, S5 T35 A GRS
AR, IR T = A G\ FORIEF D, A
B AL — B s AR Tk Lk —
PRk SEESERE, TR R, A6 AN, WeEE A
HRRAE, TORRRINA T BN B T DU XA
BSHATISENT “Magic the real” , WERHENEX MR T
MRIEAHIL, SEREERAIA T EHIHINE, Bhx B
LA R T, BRI, “Magic the
real”  “BEERBISL | IEATXPIAMRES Magic Leap A7l
SRIGHRRE, PUSCABSREARA], BISCREMS MR, FRIISGATIE,
BISGRATEN RTISCHIREL, ATETSLAOITET, SRR
Sz, MBSO ELSCH i EE R O R 4
RIS, (PR AT R R e

TEATEE AP A T ARSI i

Abstract: 3D holographic projection technology is an emerging
technology that complies with the development of the times, and its
emergence offers new possibility and continuity of preservation and
exhibition of cultural relics. The technology breaks away from the
exhibition mode of showing the objects of cultural relics themselves and
achieves technical restoration and reproduction based on the principle
of protection to offer a greater possibility for public exhibition of
precious cultural relics and universal education about traditional culture.
“Holographic cultural relics”, as an inevitable trend of the development
of contemporary new media art and the product of the integration of art
and technology, have brought about a revolutionary breakthrough with
its characteristics of being restorable, experimental, interactive, and
timely. However, when 3D holographic projection technology has come
into application, we should reflect on such questions: Is what is called
reality is still reality? Does reality still exist? Is VR real?

Key words: “holographic cultural relics”; restorable; experimental;
interactive; timely
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