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Daniel Chen

A Conversat¡on w¡th Wei Jia

ei Jia was born in 1957 in Beijìng. He graduated from the

Central Academy of Fine Arts (CAFA) in 1984 and received his

M.F.A. from Bloomsburg University of Pennsylvania in 1987.

Wei Jia currently works and lives between NewYork and Beijing, where he

teaches at CAFA.

In anticipation of his first exhibition in Hong Kong, a duo show with

his wife, artist Lin Yan (at Kwai Fung Hin Art Galler¡ November l7 to

December 17,2015),I sat down with Wei Jia at their home in Brooklyn

on Wednesda¡ l:uJy 22,20 15, to discuss his process of art-making,

the inspiration behind his work, and his thoughts on the evolution of

traditional Chinese painting.

Daniel Chen: Could you explain a little bit about your creative process?

How does a painting begin?

Wei Jia: Ever since I was very young, I have practiced traditional Chinese

calligraphy every da¡ and I use this experience in my work. In my latest

series, I reorder the calligraph¡ or reinterpret it in my own way. I start by

writing calligraphy in the old, traditional manner on layers of mounted

xuanpaper and then break up or tear apart the paper, reordering the

layers as I remount them. I tear and remount over and over, moving many

times back and forth between the two until I feel the piece is finished.

I try to bring my life experiences into my process, as well as my artistic

influences, whether they are from traditional Chinese art, Western

abstraction, or Minimalism.

Daniel Chen: I have heard you mention that you are inspired by nature:

the colours of changing seasons, layers of wood, the shapes of plants and

flowers. How do these elements make their way into your work?

Wei lia: When I look at nature, I like to use the phrase chang jian chang

xin (the more you look, the more you see). For example, when I look at

traditional paintings from the Song and Yuan dynasties, I know some

of them by heart, but still, whenever I see them again, I always discover'

something new. Nature is like this as weli. Every morning I go to Prospcct

Park in Brooklyn, New York, and every day I see something new. 'l'hc lcirvr,s

change their shape; the light changes from day to day.



Left:Wei Jia, No. 15174,
201 5. gouache, ink, and
xuan paper collage, 144.78
x76.2 cm. Courtesy of the
a rti st.

Right:Wel Jia, No. 14158,

2014, gouache, ink, and
xuan papü collage, 144.78
x 76.2 cm. Courtesy of the
a rtr st,

Daniel Chen: You mention traditional Chinese art, but in your work there

are non-traditional materials such as gouache as well as methods such as

collage. Do you still see yourself as part of this tradition?

Wei Jia: I often get this question: Is my work Chinese, or is it Western? I

think it is both, or perhaps it is neither of them. Having spent twenty-eight

years in China, and now thirty in the USA, I picture myself on my own

narrow road, balanced between East and West. I am connected to my past,

as I grew up with traditional Chinese art, and I continue to have love and

respect for this tradition. In my own work, I want to develop what I believe

are the best parts of Chinese art.

Daniel Chen: Can you elaborate on these "best parts"?

Wei Jia: I break them down into five areas: "the way of seeing," "the

suggestiveness of Chinese arts" (including poetry, music, gardens, etc.),

"space and layers," "control vs. non-control," and "poetry and painting."

"The way of seeing" is about the way that traditional art originally was

meant to be appreciated-paintings were on small scrolls that were viewed

one at a time, by small groups of people, sa¡ four or five friends. When

viewing a scroll, you would start from the lower right, and slowly look

from right to left, letting the painting take you on a journey. So traditional

Chinese art required a close-up look, no more than an arm's length. It
was never meant to be exhibited the way you see paintings shown in

museums today. i want to retain this "way of seeing" in my work-I would

like to invite the viewer to take a journey in the same way they would in

a traditional landscape painting. In my work the starting point no longer

matters, but the movement matters. Your eye must move around the piece

in order to discover it fuliy.



Daniel Chen: This seems connected to space in traditional Chinese painting

as well. I know that in many traditional ink paintings, the artist leaves areas

untouched by their brush in order to let the viewer's imagination fill the

void-clouds, mist, water.

Wei Jia: Yes, actually this is key to the "suggestiveness" that I mentìoned.

I like to use this example: Picture a blank piece of pape¡ and upon it you

draw a lone boat. All of a sudden the surrounding blank space becomes

water. This water was not created out of perspective, nor was it drawn;

it is wholly imagined. This is not only a traditional phenomenon-the

contemporary artist Richard Serra is able to do the same thing with his steel

sculptures. I recently saw one of his exhibitions-with tall sheets of steel

that curved in and out, and you could walk between them-all of a sudden

the space was transformed, just by placing a simple structure inside. I could

feel a push, or pressure, as I walked through, as well as a pull, like being

drawn toward the metal structure. He gave the space a meaning. This is

close to the idea of suggestiveness in a traditional Chinese painting. This is
just like the lone boat.

Daniel Chen: In your new series, the

spaces that you leave seem very balanced,

so that from a distance the composition

appears almost evenly measured across

the entire painting.

Wei Jia: Yes, I pay very close attention to

these spaces betlveen the brushstrokes.

In calligraph¡ leaving more space is

related to Zen. The space inspires me in

the same way shapes that I see in nature

inspire me. Of course, these individual

characters each have a meaning, but for

me they merely seem like beautiful forms;

they no longer hold any meaning. They

are abstract. So the brushstrokes and

the spaces between each brushstroke are

fascinating. In my new series, I try to create a certain rhythm using "space

and layers." I keep a constant beat, a uniform composition that in the West

could be called "all-overness." But when you look closel¡ you will see that

actually there is a lot to discover and a lot of space left for the imagination.

Daniel Chen: I see. Now what about non-control?

Wei fia: "Control vs. non-control" means the accidents that happen in
traditional art-accidents that often become the most interesting part of a

painting. With traditional ink art, you spend a lifetime reacting to the ink
and learning how to control it, but there is an element of chance that I want

to retain in my work. So rather than controlling it using a brush, I removed

Wei Jia, /Vo. 15176,2015,
gouache, ink, and xuan
paper collage, 144.7 I x 76.2
cm. Courtesy of the art¡st-

Wei Jia, A

2008, gou
xuan papr
x 200 cm.
¡ rtr st.



Wrr lr¡r, No. 0891 (detail),
¡ilrll, t¡0u¡tche, ¡nk, and
i,n,t Irrlxrr on canvas, 178
r ,'llll I [ì, Courtesy Of the
drll0l

01 5,
an
I x 76.2
rnrst.

the brush, and instead I tear apart Iayers of xuan paper. I never know what

will happen. Sometimes the result is beautiful; sometimes it is disastrous.

But this is what makes the process interesting to me-I must react to these

accidents, and they lead me to new ways of creating.

Daniel Chen: I suppose this tearing process is a way of "de-skilling" your

calligraphy.

Wei ]ia: That is a good way to put it.

Daniel Chen: And finall¡ we are at "Painting and Poetry."

Wei |ia: I like to use the phrase by Guo Xi, an eleventh-century Song

dynasty artist: ",{ poem is an invisible painting; a painting is a visible poem."

I still read poetry every da¡ it helps me to sense the world. A poet,writing

about the moon one thousand years ago-I can look at the same moon and

connect to this person through their words. I want to be able to connect

with others in the same way.

Daniel Chen: It is enlightening to see how you are working to develop

and further these traditions in your art. Although an important part of

your process involves "removing the brush," one key element that you

have retained is xuan paper. In fact, you use a specific type of traditional

handmade xuan paper, a material that carries with it a strong cultural

connotation. In your earlier coilage work, the paper is mounted onto

canvas, and the areas ofcollage seem to form an image; in the newseries,

the fragments are more delicate, and now you work solely with full sheets of

xuan paper. How has your manipulation of this material changed over time,

and how, if at all, does your manipuiation of it change its cultural context?



Left:Wei Jia, No. 15182,
2015, gouache, ink, and
x u a n paper collage, 1 44.7 8
x76.2cm. Courtesy of the
art¡st.

R¡ght:Weì Jia, No. 14166,
2014, gouache, ink, and
xuan paper colla ge, 144.78
x 76.2 cm. Courtesy of the
a rtist.

Wei Jia, No.
2008, gouacl
xuan pape( c

x 200 cm. Co
a rtr st.

Wei Iia: Xuønpaperhas always been with me. I started traditional painting

as a teenager and have used this paper ever since. I am very aware of its

history and meaning. I began my previous series in 1991, where I tore the

pieces of xuanpaper to make a composition-the pieces were fragments

from my memory, from my experiences. In my new series, I decided to

begin and end my work using entire sheets of xuan paper, instead of tearing

them into pieces. These are handmade sheets with beautiful edges, and I
wanted to leave them intact. I wanted to leave a space around the layers of
collage as well, so that each piece has the look of a traditional Chinese scroll,

and also to give the audience a break for their imagination.

Daniel Chen: So you see this object as sculptural, rather thanjust a

painting?

Wei Jia: I don t consider my work sculptural. Even though paper is

translucent, there is a complexity to the surface of my work, and also there

is a personality to the paper. Although the xuan paper is smooth and soft,

there is weight and heaviness to it as well. I use this weight to give my work

the feeling of a mural or stone surface from a distance. Together with the

imager¡ this makes an impact, something that will draw you to have a

closer look.

Daniel Chen: You have explained the traditional development in your art; I
wonder if you could discuss the non-traditional?

Wei Jia: There are actually ways in which my work challenges tradition,

too, and colour is one of them. In traditional ink painting there are certain

rules to applylng colour that to me seemed outdated-it goes back to a

time when paintings were meant to be viewed only by literati. I want to



W"r ll¡r, /Vo. 0892\derailJ,
rilllll, 1¡ouäche, ink, and
ir¡¡,,r lrol)er coìlage, 178

" ,'{rl, rìilì. Courtesy of the
,illlr,l

go beyond this, so I mix and use colours that I see in nature around me' I

like the colours that spark your own memories or recall past experiences' I

dont respond to flashy colours like those in fireworks or the sharp colours

of advertisements. I like colours that invoke a mood that can stay with you,

even for several days. colour to me works like a candle-you light it, and

your mood changes.

This is related to another way my work challenges chinese tradition-

what I call objecthood. I explained earlier about the "way of seeing," how

traditional paintings are meant to be viewed close up and slowly discovered'

Although I want to preserve this in my work' I also try to give my work a

presence that will attract you from a distance. Perhaps this is influenced by

my love for colour field painters such as Mark Rothko-from a distance,

you can really feel his painting in the room. one of the ways I achieve this

presence is through abstraction' and the other is the constant' uniform

rh¡hm in my compositions. The difference in my work from the colour

field paintings is that once I am able to invite you in, there is still more to

discover. As you move closer to the work, your eye can move around the

piece, and hopefully it will create or suggest a mood inside of you' The

painting is just an object; it is something, but at the same time it is nothing'

The viewer gives it meaning.

Daniel chen: A trtly zenstatement. I hope that people will continue to

discover your work and make their own personal connections to it' Thank

you so much for Your time.



A Dialogue Between Hemispheres 

The ‘Tales of Two Cities: New York and 
Beijing’ Features Five Pairs of Artists 
By JANE L. LEVERE

An exhibition at the Bruce Museum in Greenwich has fostered an unusual cross-cultural 
dialogue between artists in two capitals of the contemporary art world. 

The exhibition “Tales of Two Cities: New York and Beijing” features works by five pairs of 
artists, each pair consisting of one who is New York-based and one who is Beijing-based. 

An earlier collaboration by one of the pairs of artists laid the groundwork for the show at 
the Bruce Museum. In 2010, Michelle Fornabai, an architect and conceptual artist who 
works with ink and is based in New York, teamed up with Qin Feng, an artist who 
combines the Chinese ink painting tradition with Western modernism, to create 
a video for an exhibition at Studio-X in Beijing, a workshop run by the Graduate School 
of Architecture, Planning and Preservation at Columbia University. In the video, the 
artists participate in a silent dialogue on canvas: One paints with ink, the other responds, 
and then the two paint simultaneously. 

“City View #3” (2012) by Lin Yan.             “Grid Structure #1” (2014), a site-specific installation by Alois Kronschlaeger.



Pan Qing, a curator of the Studio-X and Bruce exhibitions and a deputy director for 
exhibitions at the National Museum of China in Beijing, writes in the exhibition’s 
catalog that watching Ms. Fornabai and Mr. Qin “communicate silently through the 
brush helped to open my mind to the myriad possibilities of visual dialogues between 
artists from very different artistic backgrounds.” 

Ms. Pan joined with Michelle Y. Loh, a New York-based, Shanghai-born art consultant, 
and other advisers to come up with the pairings of the artists for the Bruce exhibition, 
which she hopes will be “the first in a series that facilitates the global interaction 
between artists.” 

Ms. Loh said that during the two years the exhibition was being developed, four of the 
five pairs of artists communicated with each other via email and Skype, and sometimes 
through studio visits. (Two of the five Chinese artists, Wei Jia and Lin Yan, are married 
and based in both Beijing and Brooklyn.) 

Mr. Wei is paired with Joan Snyder, an American post-Minimalist artist. In the catalog 
for the exhibition, Mr. Wei calls the foundation of his artwork “a variety of handmade 
paper widely used in traditional Chinese painting and calligraphy” that is employed in “a 
vigorously repeated cycle of tearing, mounting and painting.” Ms. Snyder says the ideas 
for her paintings “appear on unbleached linen with many layers of paint and often other 
materials.” Ms. Pan calls both artists “masters of layered complexity.” 

Mr. Wei said he and Ms. Snyder had visited each other’s studio and discussed “art and 
the art process.” 

“We exchanged ideas,” he continued. “I really admire her, her working process and 
energy.”



“Ink City” (2005), part of an animation series by Chen Shaoxiong. CreditCourtesy of Pekin 
Fine Arts 

His works at the Bruce include collages made of rice paper, gouache, charcoal, ink and 
pastel; one features Chinese calligraphy characters. Similarly, a 1983 painting by Ms. 
Snyder, “My Pain Is No More Than Being’s Pain,” which is from the Bruce’s collection, 
has text and contains papier-mâché and a tree knot on canvas. 



The exhibition also pairs Alois Kronschlaeger, an Austria-born, Brooklyn-based creator 
of site-specific installations and sculptures, with Ms. Lin. 

Ms. Lin created a circular installation in the ceiling of the Bruce’s entrance rotunda 
using strips of off-white and black ink-dyed, handmade Chinese rice paper; these strips 
surround a northern gannet, a taxidermied seabird from the Bruce’s collection. 
Although she said the work can be viewed as a reminder of Beijing’s pollution problems, 
the bird, which appears to be in flight, could be going “somewhere hopeful.” 

Another of her works in the exhibition consists of black squares of paper in a variety of 
textures that represent the tiled roofs of Beijing’s rapidly disappearing, traditional 
courtyard houses. 

Mr. Kronschlaeger’s site-specific piece, “Grid Structure #1,” was made for a three-story 
high, circular atrium in a corner of the museum’s exhibition space. This 18-foot-tall 
work consists of 22 cubes, stacked one atop each other; the cubes are constructed of 
over 6,500 sticks of bass wood. Each side of each stick has been stained with one of 
many colors of calligraphic ink; the colors shift as viewers walk around the installation 
and change their perspective. 

Mr. Kronschlaeger and Ms. Lin also visited each other’s studios. He said the top cube in 
his installation, which is black, was created in direct response to Ms. Lin’s black rooftop 
work.

Ms. Fornabai is again paired with Mr. Qin at the Bruce. One of her works, an installation 
of papercrete and mirrors called “Concrete Poetry: Digging to China,” is a riff on the old 
saying about “digging a hole to China.” 

She created a painting for her 2013 “Synesthesia Series,” also on display at a program at 
the Bruce in June, during which she painted with ink on a player piano roll while 
accompanied by a slowed-down version of the song on the roll, “One Fleeting Hour.” 
Folding panels by Mr. Qin here are painted with coffee and ink marks that resemble 
Chinese calligraphy characters. 

Paintings by Li Taihuan, who uses multicolored oil to depict Beijing, a place he said is 
“becoming ghostly,” and by Jorge Tacla, an artist born in Chile and based in Santiago 
and New York, address the decay wrought by urban existence today. 

Chen Shaoxiong, who works across media, including paint, photography and collage, is 
represented by a somewhat less bleak video montage of ink drawings depicting daily life 
in Beijing. He is paired with Simon Lee, a British-born, Brooklyn-based artist. 

“Despite differences in individual training, experience and culture, artistic sensibility is 
universal,” Ms. Pan wrote in the exhibition catalog. 



“To empathize with art,” she further suggests, “we should imagine ourselves in others’ 
spaces as well as let others inhabit our own. It is through this reciprocity that we begin 
to feel more connected in today’s fragmented world.” 

“Tales of Two Cities: New York and Beijing,” through Aug. 31 at the Bruce Museum, 1 
Museum Drive, Greenwich. Tuesdays through Saturdays from 10 a.m. to 5 p.m. and 
Sundays from 1 to 5 p.m. Admission is $7 for adults, $6 for students and seniors, and 
free for children under 5 and for all on Tuesdays. More information: (203) 869-
0376;brucemuseum.org.

A version of this article appears in print on July 20, 2014, on page CT11 of the New 
York edition with the headline: A Dialogue Between Hemispheres.

http://www.nytimes.com/2014/07/20/nyregion/the tales of two cities new york and beijing features
five pairs of artists.html?_r=1



 

 
ART NEWS 

Fou Gallery announces “A Piece of Paper” 
featuring works related to paper by SUE WANG on Mar 9, 2016 • 9:58 

am No Comments 

Traditional Chinese painting and calligraphy artists who work on handmade paper consider paper selection 
an indispensable part of their artistic creations. The pattern, texture and perviousness of the paper directly 
affect work’s presentation, and they sometimes even become part of the image. Japanese woodblock print 
artists in the 17th and 18th century first adopted Kozo paper, and they kept refining paper making 
techniques to present more elaborate Ukiyoes. Western painters not only use works on paper as reference 
sketches for much larger paintings, but also value them as independent works. Compared to largescale oil 
paintings, works on paper are more intimate and accessible, reflecting artists’ personal thoughts in the 

http://en.cafa.com.cn/fougalleryannouncesapieceofpaperfeaturingworksrelatedtopaper.html 

http://en.cafa.com.cn/category/art-news
http://en.cafa.com.cn/author/sue-wang
http://en.cafa.com.cn/fou-gallery-announces-a-piece-of-paper-featuring-works-related-to-paper.html#comments
http://en.cafa.com.cn/fou-gallery-announces-a-piece-of-paper-featuring-works-related-to-paper.html#comments


 

studio. Contemporary artists utilize paper in more diverse ways, often combining and rearranging it as 
media, material or source of inspiration. Fou Gallery is pleased to announce A Piece of Paper, a group 
exhibition of works on paper or inspired by paper, on view from March 19 to May 8, 2016. In this 
exhibition,works from eight artists with various culture backgrounds reveal the endless possibilities within a 
piece of paper.

 

In 2012, Chang Yuchen started her experimentations with various art forms and materials such as copper 
plate etching, sketch, mulberry paper, and accordion book. Her previous series Snake adopted different 
methods, and images of snake skin recorded the process of time and the damage of medium, resulting in 
everchanging fine patterns. For this exhibition, she will present a thin and fragile installation of etching on 
Japanese paper. Floating patterns of heart, printed on a long scroll of Japanese paper, hang from the ceiling 
to the floor, which are continous with her explorations of printmaking and paper. 

In Xinyi Cheng’s oil paintings and watercolors, images of hairy white man are repeated again and again to 
bring up her personal experiences and characteristics. Compared to the sentimental element and emphasis 
on color found in her paintings, her watercolors reflect a more abstract and freer spirit. Figures with various 
poses dissolve into dreamlike scenes, and viewers’ attention is drawn to these figures’ dilemma and 
existence when they examine the absurd story and orderless brushstrokes in her work. 

Tree is a repeating metaphor in Michael Eade’s work. His prints reflect his ongoing exploration of creating 
landscapes depicting real world places associated with mythologies referencing Eastern and Western art 
historical landscape formats. The twoblock linocut, Sea Grape Branch, is inspired by watercolors and egg 
tempera studies that he created during residency at The Hermitage Artist Retreat (20102014) on the Gulf 
of Mexico, where the myth of the Fountain of Youth historically exists. For these delicate woodblock print 

http://en.cafa.com.cn/fougalleryannouncesapieceofpaperfeaturingworksrelatedtopaper.html 



 

works, the audience is invited to receive a dramatic and, even overwhelming viewing experience. An 
allembracing pattern is hidden in his delicate depictions—those plant landscapes with various densities on 
handmade Japanese Misu paper, offering a familiar yet perplexing visual paradox. 

Since 2005, Lin Yan started her practice of presenting eastern philosophy and immediate experience 
through ink and traditional handmade paper. In her works, Xuan paper is usually transformed into heavy, 
multilayered forms, which fully reveal their personalities and rhythms with the help of lighting and space. At 
the same time, she also fabricates hard bricks and metallike materials from Xuan paper. Patterns of plant 
fiber are condensed into natural and cultural images while peacefully mirroring struggles and vitalities in 
social unrests. 

In his Traces series, started in 2012, Zhangbolong Liu attempts to document objects that have already 
disappeared completely from view, or, rather, his subject matter is to capture the “existence of nonexistent 
things.” Within Liu’s photographs, time is seen to be the manipulating force over the traces left behind by 
removed objects. Through empty slideshow, missing objects in a museum showcase, leftover pinholes on 
isolated wallpaper and wrinkled bed sheets that have not yet been flattened out, the socalled “nonexistent 
objects” are able to declare their existence after all. In this vast and ever changing universe, it seems as 
though fixed objects are, in fact, in a state of ceaseless transformation as well. The process of 
photographing their “traces” enables Liu to engage in the complex relationship between internal perception 
and external change, as well as documenting and affirming their existence 

 
For Morgan O’Hara, paper and pencil are both the recording media and the presentation subjects of her 
conceptual art. In her LIVE TRANSMISSION series from 1989 to present, intertwining yet lively pencil lines 
live transmit fluctuations and traces of life. Through her sharp, carefully controlled lines and orderly gestures, 
traces of various movements – whether by a passionate chef, a devoted shoemaker, or an elegant dancer – 
manifest O’Hara’s primordial nature and immediate concern for life. 
Wei Jia has been pursuing an inseparable practice of combining personal memory and artistic creation. In 
his experimentation of seeking compatibility with ink and western art, he uses charcoal to copy calligraphy 
works in a random manner. Through repeated layering and retracing, a sense of distance and void 
gradually emerges from the translucent image. He also challenges and breaks the traditional technique and 
principles of calligraphy. By writing and dripping ink on Xuan paper before tearing them up and rearranging 
the images, Wei Jia tries to find a balance of threshold through eastern and western abstract elements. 
 
Zhe Zhu started his Vanitas series in 2012. Inspired by “vanities,” a type of symbolic still life paintings that 
flourished in Flanders and the Netherlands in the 16th and 17th centuries. These paintings often use 
decaying flowers, rotten fruits, skulls, bubbles, clocks and other symbols to represent the meaninglessness 
of earthly life and the transient nature of all earthly goods and pursuits. For his work Fast Food, which will be 
shown in the exhibition, the artist gathers objects that are in different stages of consumption or decay, and 
arranges the photographic setting according to the aesthetics of vanities paintings. Greasy fast food 
wrapping papers juxtapose with decayed flowers and foods, presenting a mimesis of time while conveying 
personal moods in an era of consumerism. 
 
About the exhibition 
Opening Reception: Saturday, March 19, 2015, 46 pm. RSVP required (RSVP 
here:http://goo.gl/forms/2AjHC51rtR, or email info@fougallery.com) 
Location: 410 Jefferson Ave, #1, Brooklyn, NY11221 
Hours: Saturday 26 pm, or by appointment 
Artists: Chang Yuchen, Xinyi Cheng, Michael Eade, Lin Yan, Zhangbolong Liu, Morgan O’Hara,  Wei Jia, 
Zhe Zhu 
Courtesy of the artists and Fou Gallery, for further information please visit http://fougallery.com. 
 
 

http://en.cafa.com.cn/fougalleryannouncesapieceofpaperfeaturingworksrelatedtopaper.html 

http://fougallery.us5.list-manage.com/track/click?u=e454a68e7f41de088512b47d2&id=bffcbd26a8&e=2d651d132c
http://fougallery.com/


  
“Oil and Water: Reinterpreting Ink” 
at Museum of Chinese in America, through Sept. 14

215 Centre St.

Contemporary Chinese ink art, once viewed in the West as an antiquarian pastime, is now 
the subject of intense debate. Is the form essential to preserving Chinese identity? Does it 
provide Western viewers an opportunity—or even create an obligation—to plumb the 
otherness of a foreign culture? Has the ink aesthetic been co-opted by the Party? The three 
veteran painters in this show seek a melding, a middle way. Qiu Deshu uses torn, 
ink-soaked paper strips to create dark "fissured" shapes that reflect social and 
psychological stresses. With larger appliqués and blocks of painted color, Wei Jia
explores contrasting concepts of compositional space, East and West. Zhang Hongtu 
combines traditional Chinese motifs with once-radical modernist oil techniques to suggest 
the possibility of a global synthesis.



Museum of Chinese in America opens "Oil & Water: 

Reinterpreting Ink" Wei Jia at work.

Wei Jia at work.

NEW YORK, NY.- The Museum of Chinese in America presents a contemporary 
Chinese ink painting exhibition, Oil & Water: Reinterpreting Ink featuring the work 
of three notable artists Qiu Deshu, Wei Jia and Zhang Hongtu. The exhibition is on 
view from April 24, 2014 through September 14, 2014.  

In conjunction with the exhibition, MOCA will present a symposium on Sunday, 
April 27. Combining scholarly presentations with open conversations between the 
artists and leading art historians, the symposium will unpack the critical 
importance of the ink genre. Artists, scholars, curators, writers, and art historians 
will discuss the trajectory of Chinese ink art from traditional landscape painting 
and calligraphy to the creative reinterpretation of these historic models. The 
day-long program includes panels, artists in conversation, and gallery tours. 
Panelists include Qiu Deshu, Wei Jia, Zhang Hongtu, Melissa Chiu, Lilly Wei, John 



Rajchman, Julia F. Andrews, Kuiyi Shen, Joan Lebold Cohen, Richard Vine, 
Robert C. Morgan, Jerome Cohen, and Aileen Wang.  

The works of Qiu Deshu, Wei Jia, and Zhang Hongtu are integral to the continuing 
story of Chinese ink and contemporary art in general. Since its ancient and 
medieval incarnations, ink has served as the primary medium of Chinese visual 
arts. As a pillar of Chinese culture, ink has long united China's 'three artistic 
perfections': calligraphy, poetry and painting. For thousands of years in China, ink 
has been ubiquitous as an expressive medium, but by the mid-20th century, 
Chinese artists were interested in exploring Western art movements such as 
impressionism, abstract expressionism, minimalism, and post modernism. 
Through exploring the diametric poles of Chinese ink painting and the Western 
tradition of oil painting, the works of Qiu Deshu, Wei Jia, and Zhang Hongtu took 
off in new directions.  

Following their schooling during the Cultural Revolution in China, these three 
pioneering artists came to the United States in the 1980s seeking greater artistic 
freedom. Synthesizing ink painting techniques and influences from within the art 
scene in New York, each artist developed a unique visual vocabulary and 
technique that resisted easy categorization. Oil & Water will highlight significant 
works from these artists, spanning their mature careers from the 1980s to today.  

"Qiu Deshu, Wei Jia, and Zhang Hongtu came to America at a critical stage of 
their artistic journeys. They found creative communities here in New York and 
adapted to their new conditions in ways that clearly informed their work," 
according to Herb Tam, the Museum's Curator and Director of Exhibitions.  

"Given the strong global interest in Chinese contemporary art today, the exhibition 
contributes to the conversation on the influence of contemporary art practices on 
the Chinese ink tradition and its place within the context of a historical paradigm," 
said Michelle Y. Loh, guest curator of Oil & Water.  
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By Jack Freifelder in New York (China Daily USA)

Ink has long been a widely used medium in Chinese art, especially in calligraphy or 
poetry, but an exhibit at the Museum of Chinese in America (MOCA) puts the focus 
squarely on Chinese ink paintings.
MOCA hosted a daylong conference Sunday in conjunction with its most recent show - 
Oil & Water: Reinterpreting Ink.
Close to 100 people attended the symposium at the museum in downtown Manhattan, 
which featured a number of conversations on the trajectory of modern ink painting.
Art historians and critics were paired with exhibiting artists for discussions on topics 
including the role of ink painting in a modern setting and the effects that political and 
artistic developments have had on American and Asian art.
Michelle Y. Loh, guest curator of the show, said the exhibit spurs interest in contemporary 
Chinese art by promoting a dialogue about the "influence of contemporary art practices 
on the Chinese ink tradition".
"The three artists in our exhibition are representative of a unique historical period," Loh 
said. "All three - Qiu Deshu, Wei Jia and Zhang Hongtu - came to the US and devoted 
their energies to seeking and creating a visual language that reflects the intersection and 
collision between two sides - geopolitically between the US and China, and artistically 
between old, traditional mediums and new ones."
"By putting these works together in this exhibit, we are trying to revisit the idea of modern 
art through the lens of these artists," she said. "Contemporary artists are not just looking 
at pure aesthetics, they're touching on a lot of issues and working through them using 
art."
Wei Jia, a painter with a penchant for works that involve elements of Chinese calligraphy, 
said calligraphy has been an integral part of his maturation as an artist.
"When I was young I practiced calligraphy, but even still today I practice calligraphy for at 
least one hour every day as self-cultivation, almost meditation even," Wei said. "It's like 
when you go to the gym to exercise, but the only difference is the body and mind."
Wei said the dilemma for a painter in a contemporary setting are the limitations that 
traditional painting techniques and the label of "contemporary Chinese painter" put on an 
artist and a work of art.
"What I want to do is continue to explore Chinese traditional painting," Wei said. "But I 
have to challenge the traditional way of painting because it doesn't fit today. I don't use a 
Chinese brush and I try to avoid these ways because if I use Asian materials I will 
definitely be limited."



"I don't want to be labeled, so I just do what I love to do," he said.
Zhang Hongtu, a New York-based painter and installation artist, said people would 
understand more about Chinese contemporary art after visiting MOCA.
"From my 30 years over here in the US, some people are concerned that Chinese art is 
old and shouldn't even be put in a museum," Zhang said.
"For this show, the three of us work in different mediums but if you want to do something 
new you can learn from tradition," he said. "In this case people will understand that 
tradition itself can be part of the contemporary culture, but it depends on the way you 
treat tradition."

Painter Wei Jia (left) chats with art historian Robert C. Morgan at an event presented 
by the Museum of Chinese in America (MOCA) on Sunday in New York. Jack 
Freifelder / China Daily
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By Jack Freifelder 

Ink has long been a widely used medium in Chinese art, especially in calligraphy 
or poetry, but an exhibit at the Museum of Chinese in America (MOCA) is putting 
the focus squarely on Chinese ink paintings. 
MOCA, in downtown Manhattan, will open an exhibit of contemporary Chinese ink 
paintings this week, and the guest curator for the installations said the display may 
cause visitors to rethink contemporary Chinese art. 
Michelle Y Loh, the guest curator for Oil & Water: Reinterpreting Ink, said the 
exhibit spurs interest in contemporary Chinese art by promoting dialogues about 
the "influence of contemporary art practices on the Chinese ink tradition". 

From left: Zhang Hongtu, a New York-based painter and installation artist; guest 
curator Michelle Y. Loh; Qiu Deshu, a Shanghai-based artist; and painter Wei Jia 
pose for a photo at the Museum of Chinese in America (MOCA) on Wednesday. 
The three artists joined Loh for a preview of the museum's exhibit Oil & Water: 
Reinterpreting Ink, which is set to open on April 24. Jack Freifelder / China Daily 

"The three artists in our exhibition are representative of a unique historical period," 
Loh said on Wednesday in an interview with China Daily. "All three came to the US 



and devoted their energies to seeking and creating a visual language that reflects 
the intersection and collision between two sides - geopolitically between the US 
and China, and artistically between old, traditional mediums and new ones." 
"By putting these works together in this exhibit, we are trying to revisit the idea of 
modern art through the lens of these artists," she said. 
Oil & Water: Reinterpreting Ink, which juxtaposes the work of three contemporary 
Chinese artists - Qiu Deshu, Wei Jia and Zhang Hongtu - will be on display from 
April 24 through Sept 14. 
In conjunction with the installation, MOCA will host outreach events to promote the 
exhibit, including family workshops on art made within the Chinese ink tradition. 
At the end of the week, MOCA is also hosting a day-long conference on the 
traditional and cultural significance of Chinese ink art. 
The event on April 27 will feature a number of art historians and art critics, as well 
as the curator and artists involved in Oil & Water. 
Zhang Hongtu, a New York-based painter and installation artist, said people will 
understand more about Chinese contemporary art after visiting MOCA. 
"From my 30 years over here in the US, some people are concerned that Chinese 
art is old and shouldn't even be put in a museum," Zhang said on Wednesday in 
an interview with China Daily. "It depends on how you treat tradition and what's 
your perspective. Every tradition is still alive, even back to 1,000 years ago, even if 
not so many people respect the tradition today." 
Wei Jia, a painter with a penchant for works that involve elements of Chinese 
calligraphy, said calligraphy has been an integral part of his maturation as an 
artist.
"When I was young I practiced calligraphy, but even still today I practice 
calligraphy for at least one hour every day," Wei said in an interview. "I practice 
calligraphy as self-cultivation, almost meditation even. It's like when you go to the 
gym to exercise, but the only difference is the body and mind." 

Wei says the dilemma for a painter in a contemporary setting is the limitations that 
traditional painting techniques put on an artist and a work of art. 
"I got a strong influence from studying calligraphy and Chinese painting when I 
was young, but I've been in America for 28 years," he said. There are two different 
influences in my painting; they show my experiences and what I thought every 
day."
To Wei, the label of "contemporary Chinese painter" is a misnomer. 
"What I want to do is continue to explore Chinese traditional painting," Wei said. 
"But I have to challenge the traditional way of painting because it doesn't fit today. 
I don't use a Chinese brush and I try to avoid these ways because if I use Asian 
materials I will definitely be limited. I don't want to be labeled, so I just do what I 
love to do."
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AVANT-GARDE INK IN CHINA 
Beyond Pop and Expressionism 

 
by Robert C. Morgan 

TENRI CULTURAL INSTITUTE | MAY 4 – 25, 2012 

The following comments on Vaulting Limits—a group show seen last month at the 

Tenri Cultural Institute in the West Village—may offer a slightly different perspective 

than what some of my colleagues have chosen to see as important in contemporary 

Chinese art today. Over the past few years, relative to a series of studio visits with 

artists working in various parts of China, I have felt increasingly compelled to reflect on 

the development of ink painting. I am taken by the fact that many artists are seemingly 

less concerned with Western formulas, Pop and Expressionism among them, and are 

focusing instead on developing ways of working with more traditional materials 

including ink, brushes, and xuan paper. Some Western observers have misconstrued 

this revival as regressive, which I believe is incorrect. Rather, many contemporary 

Chinese ink and brush painters are striving to rediscover their own language and, in 

doing so, reinvent the vanishing medium by bringing it back into the foreground of a 

renewed, present-day cultural awareness. 

Yuan Zuo, “Serene Vallery White Night,” 2012. Oil on canvas. Photo: Yuan Zuo. 

 

One of the criteria for inclusion in Vaulting Limits, 

curated by Michelle Y. Loh and Thalia Vrachopoulos, 

was that each artist should be a graduate of the Central 

Academy of Fine Arts in Beijing (not all from the same 

year), considered by many to be the most important art 

school in China, next to the Hangzhou Academy of Fine 

Art. The ratings don’t really matter, other than to 

suggest that these artists are some of the best ink 

painters currently working either in China or, in some 

cases, New York. 



 
Cao Jigang, “Silence and Meditation,” 2011. Tempera on 
canvas. Photo: Cao Jigang. 

 

Lin Yan casts and constructs 

assemblages with ink and xuan paper. 

This thin, nearly translucent paper is 

made from crushed elm and mulberry 

tree bark and is said to last a 

millennium. (By comparison, canvas 

left untreated tends to erode over a 

much shorter period of time.) Lin’s 

subject matter revolves around the 

principles of space, time, and spirit. The 

latter term is a conundrum for 

Westerners, who tend to confuse this 

idea with religion or, in the modernist 

sense, Kandinsky’s appropriation 

theosophy. Lin Yan works with the 

empty surface of xuan paper as well as 

with the saturation of ink. Somehow 

both aspects of her artistic approach 

reach the same conclusion, which is 

related to the emptiness of nature, a kind of hovering in time, an absence replete with 

meaning that dissolves before one’s eyes. 



 
Lin Yan, “The leaves are gone,” 2009. Handmade paper, ink, and plexiglass. 
Photo: Ken Lee. 

 

The ink on Xiao Bing’s surfaces in large-scale paintings 

such as “Disappearing of Han Prose Rhyme” (2010) is 

sprinkled lightly rather than saturated or poured onto the 

surface. The sense of lightness on the surface embodies 

the “spirit” of the work. He claims there is history within 

the painting. According to Bing, history should not be 

mistaken for time. By employing the conventional 

Chinese use of obverse space, in which the top of the 

painting appears closer to the viewer than the bottom—

first used in the landscapes of the Northern Song Dynasty 

in the tenth century (and later, the Yuan Dynasty)—Bing 

creates three-point perspective by showing the edges of a 

steel frame bending diagonally inward on either side of the ink sprinkled surface. Even 

as I could see the field of ink, it appeared to conflate, to turn in upon itself, only to 

ricochet back into my visual field. 

Wei Jia, “No #12132,” 2011. Gouache, pastel, paper collage on 
canvas. Photo: Ken Lee. 

 

In “Silence and Meditation” (2011), Cao Jigang 

is more involved with deeply saturated areas of 

vertical space, his paintings rich and beautiful. 

Jigang employs the saturation of ink with full 

confidence, and in the process, belies the more 

studied precision generally associated with elder 

artists steeped in calligraphy. Another artist, 

Wei Jia is a brilliant theorist and painter, whose 

works also involve the saturation of color inks 

on xuan paper, one upon another. The results 

often appear more solid and lyrically intriguing 

than paintings associated with American Color Field painting in the 1960s, largely due 

to the superior absorbent quality of the paper made from crushed mulberry leaves. 



 
 

Xiao Bing, “Withheld of Han Poetry Rhyme,” 2010. Pigmrny on linen. 
Photo: Xiao Bing. 

Yuan Zuo also works with color –using the 

brush as if it was ink on paper, but, in fact, it is 

oil on canvas. This means he has appropriated a 

Western idea of materiality and surface in a 

manner that appears like Abstract 

Expressionism. But it is not. In works, such as 

“Image #5” (2008), the gestural integration of 

blue, sienna, green, and ochre suggest a 

landscape, but the emphasis is entirely on the 

virtuosity of the brush, the way in which the 

strokes are made and collide with one another. 

What I understand when I stare at a painting by 

Yuan Zuo is that the brush is always in the foreground of thought, which in his case is a 

kind of deferral, whereby the surface becomes something without the slightest degree of 

self-consciousness. With Yuan Zuo, the brush determines the surface, which is quite the 

opposite of Western-style Abstract Expressionism where the surface becomes a form of 

pictorial space. 

In contrast, Wei Jia works with the more traditional style of saturated colored inks on 

xuan paper – as does his wife Lin Yan. In contrast to Lin Yan – who focuses primarily 

on minimal-style usage of black ink and white paper surfaces, Wei Jia covers every 

square inch of surface with color, as in “Huang Xingjian No. 0775” in which the green 

calligraphic marks are placed on top of the red and ochre surface. The surface fills the 

spectrum of the retinal gaze. There are few interstices of space other than those given to 

the heat of his color. 

CONTRIBUTOR 

Robert C. Morgan 

Robert C. Morgan is a writer, international art critic, curator, poet, lecturer, and artist. His most recent book 

is Clement Greenberg: Late Writings (2003). He holds both an MFA in Sculpture and a Ph.D. in Art History. He is 

currently Adjunct Professor of Fine Art at Pratt Institute. 

https://brooklynrail.org/2012/08/artseen/avant‐garde‐ink‐in‐chinabeyond‐pop‐and‐expressionism 
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Travelogue 遇见你 Travelogue遇见你

Union Square地铁站里人来人往，走Broadway& 
16th St at SE corner出口往西南步行约两分钟

即可到达联合广场。联合广场除了因雕塑而知名

外，也因农贸市场而知名，成为世界最知名的市

场之一。

去展望公园的每天
美术馆、画廊和非营利艺术机构，层出不穷的工作室开放日、艺术节、拍卖预

展、艺术博览会构成了纽约的日常艺术生态，对于来到这座城市的无数年轻血

液来说，至少可以拥有一片艺术福地。

艺术家韦佳和林延来纽约眼看就到第25个年头了，从皇后区搬到威廉斯

堡，再到布鲁克林，对纽约的印象似乎没发生天堂与地狱般巨大的转变。唯一

改变的是纽约和他们的关系，从空间和时间上都变得更平衡了一些。

当我去到位于布鲁克林的否画廊，看到韦佳的作品时，我便大致懂了这种

平衡的关系——平时每日如何练字，字便如何呈现在观众眼前。只一点，韦佳

故意把汉字所背负的表达含义的功能隐去，书法无须诗词做背后支撑，横、点、

撇、捺传达的都是笔者的心境。他不希望观众习惯性地去假设字一定是在表达

意义，笔画间细微的闪转腾挪才是他激发共鸣的载体。

忘掉刻意是《寻常》刻意想传递给观众的信息。

来到纽约的年轻人，谁年轻气盛的时候不是天天把梦想挂在嘴边，渴望征

服这座城市，满心的鸿鹄壮志，生怕走了前人踏平的寻常路，做了波澜不惊的

寻常事，当了别人眼里的寻常人？可仔细想想，生活好像没什么天大的窟窿非

等着你去补，非凡是上进的动力，是愿望，可也是大多数人抵达不了的终点。

韦佳在这一点上看得很明朗。“生活就是在不断地重复，又在重复之中不

断发现新鲜。”

“到现在了，每天去公园，还是如同几十年前一样，拿着相机东照西照的。”

太太林延在一旁打趣道。每日，韦佳和林延依然还是要去家门口的展望公园散

散步，逛不腻，也看不腻，算是夫妻二人身体力行“常见常新”的具体方式之一。

Small Time In NYC

寻常纽约客的寻常纽约
韦佳最近在纽约布鲁克林的否画廊里刚办了展，主题是简洁明了的两个字：“寻常”。

展览地点与常见的清冷精致般的商业画廊不同，非常之处不仅在于画廊本身拥有百年老宅的厚重，
也在于它一直没丢失过那种纽约住宅楼独有的烟火气。

联合广场里的形形色色
抛开过去25年里纽约新建的摩天大楼、越来越贵的物价不说，纽约和它永

不准时的地铁一样，其实没发生什么本质的改变。那些叫嚣着“纽约变了”

的声音，无论好坏，大多要怪罪于初来乍到时对纽约各不相同的误解——

错把纽约的多样当成杂乱，错把纽约的自由当成放纵，错把纽约的不知疲

惫当成纸醉金迷。

多少人冲着纽约所谓无限制的自由而来，殊不知纽约真正吸引人的

地方在于平等。“你很难在世界其他城市看到那么多不同肤色、语言、民族

的人走在一起，纽约是融合度非常高的城市。你在这儿见到形形色色的

人，不需要仰望或者感到卑微，大家是可以彼此平视的。没有一条明确的

线对每种文化进行划分，大家潜移默化地接受各种文化的感染，也自然会

慢慢平下心来去和各种文化交流。” 

韦佳&林延

韦佳和林延出生于中国，艺术家，现居纽约布鲁克林生活及创作，两位艺术家以各自独特的方法，

赋予传统中国宣纸这种历史悠久的物料更多现代意义，他们的作品曾展出于纽约MOCA、林肯中心等。

韦佳和林延现在每天还是会去家门口的展望公园，如同几十年

前一样，散散步，拍拍照，每个周日下午4:00-6:00，他们还会与

美国黑人一起打非洲鼓。
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撇、捺传达的都是笔者的心境。他不希望观众习惯性地去假设字一定是在表达

意义，笔画间细微的闪转腾挪才是他激发共鸣的载体。

 忘掉刻意是《寻常》刻意想传递给观众的信息。

来到纽约的年轻人，谁年轻气盛的时候不是天天把梦想挂在嘴边，渴望征

服这座城市，满心的鸿鹄壮志，生怕走了前人踏平的寻常路，做了波澜不惊的

寻常事，当了别人眼里的寻常人？可仔细想想，生活好像没什么天大的窟窿非

等着你去补，非凡是上进的动力，是愿望，可也是大多数人抵达不了的终点。

 韦佳在这一点上看得很明朗。“生活就是在不断地重复，又在重复之中不

断发现新鲜。”

“到现在了，每天去公园，还是如同几十年前一样，拿着相机东照西照的。”

太太林延在一旁打趣道。每日，韦佳和林延依然还是要去家门口的展望公园散

散步，逛不腻，也看不腻，算是夫妻二人身体力行“常见常新”的具体方式之一。

Small Time In NYC

寻常纽约客的寻常纽约
韦佳最近在纽约布鲁克林的否画廊里刚办了展，主题是简洁明了的两个字：“寻常”。

展览地点与常见的清冷精致般的商业画廊不同，非常之处不仅在于画廊本身拥有百年老宅的厚重，
也在于它一直没丢失过那种纽约住宅楼独有的烟火气。

联合广场里的形形色色
抛开过去25年里纽约新建的摩天大楼、越来越贵的物价不说，纽约和它永

不准时的地铁一样，其实没发生什么本质的改变。那些叫嚣着“纽约变了”

的声音，无论好坏，大多要怪罪于初来乍到时对纽约各不相同的误解——

错把纽约的多样当成杂乱，错把纽约的自由当成放纵，错把纽约的不知疲

惫当成纸醉金迷。

 多少人冲着纽约所谓无限制的自由而来，殊不知纽约真正吸引人的

地方在于平等。“你很难在世界其他城市看到那么多不同肤色、语言、民族

的人走在一起，纽约是融合度非常高的城市。你在这儿见到形形色色的

人，不需要仰望或者感到卑微，大家是可以彼此平视的。没有一条明确的

线对每种文化进行划分，大家潜移默化地接受各种文化的感染，也自然会

慢慢平下心来去和各种文化交流。” 

韦佳&林延

韦佳和林延出生于中国，艺术家，现居纽约布鲁克林生活及创作，两位艺术家以各自独特的方法，

赋予传统中国宣纸这种历史悠久的物料更多现代意义，他们的作品曾展出于纽约MOCA、林肯中心等。

韦佳和林延现在每天还是会去家门口的展望公园，如同几十年

前一样，散散步，拍拍照，每个周日下午4:00-6:00，他们还会与

美国黑人一起打非洲鼓。



Travelogue 遇见你 Travelogue遇见你 Travelogue遇见你

在曼哈顿韦佳最喜欢的地方是联合广场，在这个位处交通枢纽的并

不算大的广场上，每天都有生动的场面更迭：中心圆圈里可能是一场政治

演讲、一段街舞或者哑剧表演，圈外是形形色色的路人、总是围满看客的

象棋盘和一波波举着相机顾不过来拍什么的游客。你随意挑选任何一个

角色融入都是可行的，被指指点点这样的担心不适用于纽约。

纽约很忙
韦佳和林延一直坚持以传统宣纸作为创作主体。不同的是，韦佳将笔墨渗

透宣纸的偶然与自己撕掉再重新粘合的必然相结合，这种独创的 “撕”与 

“贴”的创作方式充满了惊喜和事故。

 “撕和贴是在不断建立新的秩序，而在每一次撕之前并不知道撕开的

结果是好或坏。就这样不停地在惊喜与事故中前进，你只知道大概方向，

却不能把控每次选择。”

 用眼睛能直接看到的确实更容易成为评价的标准，但从什么时候开

始，只要是多数人追求的东西就一定是对的了？

 不说纽约是艺术家的天堂，至少也算个条件不错的庇护所。纽约人很

忙，忙着细细和生活打磨自己的感受，再交换给听得进去的人。那么，最常

用来形容纽约的 “寸土寸金”说的大概是心里那块地方吧。

1. Union Square
位于曼哈顿中下城，是纽约非常

重要并且活跃的广场之一。广场

不仅有农场集市、假日集市，更

是各种艺术家与表演者的首选

活动场所。周围交通便利，生活

娱乐设施一应俱全。

unionsquarenyc.org

2. The High Line
高线公园位于纽约曼哈顿中城

西侧的线型空中花园，毗邻切尔

西艺术区。原是1930年修建的一

条连接肉类加工区和三十四街

的哈德逊港口的铁路货运专用

线，后在纽约FHL组织的大力保

护下得以保存并建成独具特色

的空中花园走廊。

thehighline.org

3. Prospect Park
布鲁克林区的一个公园，面积为

2.37 平方公里，由奥姆斯特德和

沃克斯在完成曼哈顿的中央公

园后设计，与其他热门景点 
不同，展望公园基本没有游客， 
是感受纽约风土人情的好去处。
prospectpark.org

4. MoMA PS1 餐厅M.Wells 
Dinette
位于纽约皇后区长岛市一所由

被MoMA合并的废弃高中改建而

来的美术馆内。餐厅也被特意设

计成教室，菜单被写在黑板上，

用餐区也是像教室一般的桌椅

摆放，素菜很好吃。

22-25 Jackson Ave，Long 
Island City
momaps1.org

5. Trader Joe's
连续五年成为美国最受欢迎的

超市第一名。成立于1958年，在

全美拥有超过四百五十家分店。

推荐联合广场附近这家的主要

原因是其品牌自营酒庄紧挨超

市，方便购买。

142 E 14th St, New York
traderjoes.com

6. Strand Bookstore
是纽约市最大，也最有名的二手

书店，有两家分店，联合广场附

近的老店成立于1927年，据说店

里的书排列起来长达18英里。价

格友好，种类齐全，很多时候能

淘到物美价廉的好书，是非常值

得花时间好好探索的一家书店。

828 Broadway, New York
strandbooks.com

韦佳 & 林延的纽约足迹

Once Upon A Time In New York

流动的纽约
大概没有哪座城市像纽约这样得到如此多的音乐灵感，哪怕爵士的

发源地新奥尔良在这个生机勃勃的城市面前都会黯然失色。音乐家黄若说纽约于他而言，
不是一个具体的地方，而更像是一种状态——人人渴望生长，也各个安然自在。

黄若

作曲家、指挥家、钢琴家，曾获瑞士国际音乐电影节亨利·曼希尼大奖和美国奥柏林作曲一等奖。

在全美最高音乐学府朱莉亚音乐学院获得硕士学位和博士学位，专修作曲和指挥。他的作品先后获纽约爱乐乐团、林肯艺术中心室内乐

协会委约演出。现任纽约州立大学作曲系教授。

这间餐厅位于纽约皇后区长岛市，曾经是一所由被MoMA合并的

废弃高中改建而来的美术馆。

1

2

3

4

56

Union Square

The High Line

Prospect Park

MoMA PS1 餐厅

M.Wells Dinette

Trader Joe'sStrand Bookstore



M
agnus

2014.9

ARTCO CHINA 

：



潜望镜 Artscope

12

SOHO

Chinatown

1998

2014.4.24-9.14



80



| 2014-04-23 17:13:04 |

1: , No.11124, 48x72" (121.92x182.88cm), 2011

/

“ ”
“

”

“ ”
“ ” ——



�
� ��� ������ � ��� �������

2
3

2: , , 1�27 ,



3: , No.34-� �� �����m���, �2x�2" (132.08x132.08cm), 2004

“
” 

“ ”
4

“ ” “ ” “
”



4: , , 1972

� ����� 
�oc���� 198�

��c��o� �o��oc� � ��� 
�o���o

“ ” " "

: “ ”



�

“
”

�: , No.12131, �4x48" (1�2.��x121.92cm), 2012

:

,



,

“ ”

“ ”

:

, . 

:

“ ” “ ”



“ ” “ ” “ ”

“ ”
“ ”

 �
“ ”

“ “ “ ”

�: , No.13144, �8x48"x2 (172.72x121.92cmx2), 2013

:

7 No. 0��0-���� ��



7: , No.0��0-���� ��, �2x�2"(132.08x132.08cm), 200�

: “ ” (Oil and Water: Reinterpreting 
Ink) 9 14



| 00:04:00 | 2014-05-19

2014 5 18 3 “ ” 6 22

10 7

60 61



《艺术新闻／中文版》  第2册  |  第13期  |  2014年3月 7

该
页

图
片

由
何

雨
提

供
，

林
延

肖
像

摄
影

：
庄

严
，

韦
佳

肖
像

摄
影

：
K

en
 L

ee
，

沈
忱

肖
像

图
片

摄
影

：
K

la
us

 R
ei

ne
lt

SPECIAL REPORT 专题报道
Chinese Art in New York 中国艺术在纽约

情人节一大早，林延就赶到曼

哈顿联合广场附近的天理文化中心布

展。她的新展《空 - 气》主要由两件

大型水墨宣纸装置组成，是她对近年

来中国日渐严重的空气污染和环境问

题的直接回应。

“我想做一片满是乌云的天，像

北京的脏空气。”林延站在近十米高

的脚手架上，将大片的水墨宣纸固定

在天花板上。她不回避Ad Reinhardt

等西方当代艺术家对自己的影响，但

也强调中国传统文化在自己身上的

印记：“中国画里讲的‘墨分五色’，

让我意识到单纯的材料可被挖掘的深

度……”

林延出生于艺术世家。外公庞薰

是中央工艺美术学院的奠基人。父

亲林岗、母亲庞 、丈夫韦佳都曾任

教于中央美术学院。韦佳和林延都

在 1980年代中期先后来到美国，在

宾夕法尼亚州布鲁姆斯堡大学学习艺

云端与地上
留在美国的华人艺术家，他们所亲历的语言障碍、身份危机和文化交错都反映到了创作中

术，1993年搬来纽约。纽约生活艰

辛，大部分艺术家都有另一职业谋

生，业余时间坚持创作。林延在一家

画廊做助理和策展，韦佳则在中央公

园画肖像，80美元一张。随着中国

艺术市场升温，很多人选择了回国发

展，而林延和韦佳选择留下，但是每

年都会花一些时间回国创作及陪伴家

人。“每次潮流来，我俩都擦肩而过。

人往一处跑肯定没好事，我们尽量不

做追风的人。”韦佳解释留下的原因。

韦佳早年学习油画，在布鲁姆

斯堡期间开始创作一些抽象国画，之

后，传统书法和绘画的断片时常出现

在韦佳的作品中。今年4月，美国华

人博物馆将举办他和仇德树、张宏图

三人群展，展出的作品集中展现了他

东西方混合的创作方式。韦佳用手工

纸拼贴，纸的原始颜色和质感代替了

西方油彩，又用拼贴的形式代替了中

国传统的笔法用墨。韦佳说：“与现

当代西方绘画不同，我更喜欢近看的

绘画，让视觉游历于画面上，去感受

画面的丰富层次，像中国山水画那

样，纸的拼贴使我达到我的追求。” 

和国内艺术圈的热闹喧嚣不同，

华人艺术家在纽约的生活非常安静。

林延和韦佳不爱交际，偶尔参加朋友

聚会和展览开幕，或者接待一些来纽

约的学生。

在上海和纽约两地跑的沈忱也觉

得在美国的生活相对平静许多，干扰

少，空气也好。他最近退掉了上海的

工作室，基本待在纽约。在 1980年

代，沈忱是中国抽象绘画和实验水

墨的先行者之一，活跃于当时的“地

下艺术沙龙”。1988年到美国缅因州

斯考海根艺术学院当驻地艺术家，留

美至今。在波士顿大学取得硕士学

位后，沈忱以平面设计为生，业余

创作。2007年他下定决心辞掉工作，

做一个职业艺术家。他回上海闭关一

年，每天工作 14个小时，创作出一

批黑灰色大幅抽象作品，成为生涯中

最具代表性的作品。沈忱对于中西方

绘画技法都很熟悉，形成了自己独特

的风格。

回到美国，沈忱继续原来的创作

方向。他说：“有些艺术家不断变化，

有些艺术家强调专注，我可能属于后

者。”沈忱最近的展览项目很多，包

括喜马拉雅美术馆的当代水墨回顾展

和明园美术馆的上海抽象回顾展，德

国埃森的个展和都巴荷现代美术馆的

抽象画展，还有几件新作带去伦敦

Art 13和纽约Pulse艺术博览会，因

此每天都要创作12小时以上。

沈忱的作品颜色和光线微妙，不

易拍摄，听说张宏图用数码相机成像

效果不错，便来请教。因不满国内体

制压力，以及对自由创作的束缚，张

宏图于1982年毅然来到美国，是最

早来纽约留学的华人艺术家之一。今

年71岁的他是纽约艺术界的老前辈，

帮助过许多后来的艺术家，如陈丹

青、徐冰等站稳脚跟。回忆起来美第

一天，张宏图仍然历历在目：“非常

兴奋，像是飞出笼子的小鸟。”

移民生活并不容易，来美后多

年，张宏图都以做房屋装修为生，每

天挣50美元，还在一家装裱店工作

裁剪纸框。直到今天，张宏图仍然习

惯不用助手，亲力亲为。1980年代

末，张宏图因为以毛泽东头像为原型

创作的系列作品在西方评论界获得了

极大关注。普林斯顿教授谢柏柯视其

为“帮助将中国绘画发射到目前国际

轨道上的‘政治波普’运动的第一个

榜样”。 张宏图说，自己关心的问题

并非“像与不像”，而是用反偶像崇

拜的方式对东西方传统中的重要方面

提出挑战，让观众进行思考。

在上海出生、成长和学习的张建

君在出国前对于西方文化并不陌生，

1987年来纽约是因为获得亚洲文化

协会邀请来访问，一开始生活依赖于

非营利机构提供的基金。积蓄用完

后，开始在古董商那里做修复古董和

艺术品的工作，除了中国商、周、汉

代和唐代的古陶器物，古希腊的小石

雕外，还曾修复过马蒂斯的数件作

品。1997年开始他在纽约大学担任

兼职教授，每周授课一天，其余时间

自由创作。去年纽约大学在上海正式

成立分校，张建君频繁往来纽约上

海，每年差不多十个月在国内。谈到

两地差异，张建君认为纽约更国际

化：“无论从艺术收藏的数量分类，

还是从多元文化的生活环境来看，两

地的差距都是显而易见的。”

艺术家亲身经历的语言障碍，身

份危机和文化交错都映射到作品中，

艺术家蔡国强今年2月给《艺术界》

杂志的通信中说，“某种意义上，人

们忽略了我艺术里的美国化。”1995

年移居美国至今的蔡国强在信中强调

了美国各博物馆和机构给予他的帮

助，“美国主流艺术界接受并给予这

位持中国护照的艺术家的关注和支

持，有时甚至超过美国艺术家。”

在这个成千上万人居住的大城

市里，个体淹没其中，成为微不足

道的存在，而正是如此，却也重获

真正的自由，既在云端，又在地上。 

撰文／何雨

 •更多内容，请到Apple Store、 Google 

Play下载本刊的数字媒体“艺术新闻

iArt”阅读

“美国艺术界接受并给予蔡国强这位持中国护照的

艺术家的关注和支持，有时甚至超过美国艺术家”

左上起依次为：
沈忱 2010年在他纽约的地下
室工作室入口；

张健君作品《幻园》正在大都
会艺术博物馆的“水墨：水墨
艺术在当代中国”展中展出；

艺术家韦佳

中起依次为：
林延作品《空－气》 ，2013年；

艺术家林延

左下起依次为：
艺术家张宏图；

左上依次为：张宏图作品，
《乒乓毛》，1995年；

张宏图作品，《仿倪瓒》，
2009年




