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Plate 1
Li Wei
Live at a High Place #6, Beijing, 2008
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Awakening the Dragon
Neil Watson

Executive Director

In the past ten years Chinese photography has exploded onto the global art scene. What better time than the Year 
of the Dragon for the Katonah Museum of Art to showcase this remarkable work. Rising Dragon: Contemporary 
Chinese Photography offers invaluable insights into China’s complex culture and rich history through the perspective 
of its artists. This is a China not reflected in news reports or even in personal travel experiences; it’s a China you 
haven’t seen before.

The words “rising” and “dragon” are particularly relevant to this project. China, as a nation, has risen meteorically 
over the past two decades to become a major world power; and photography, which emerged as an independent 
art form in China only in the late 1990s, now plays a central role in the nation’s art world. The dragon is, of course, 
the symbol of China. The most auspicious of the twelve zodiac signs in Chinese astrology, it is associated with 
power, strength, and good luck. Even today, Chinese families wait until the Year of the Dragon to marry, start a 
family, open or invest in businesses, and conduct matters of extreme importance. 

The Museum is indebted to our guest curator, Miles Barth, for organizing such a compelling exhibition. The effort 
required to research such a comprehensive and complicated subject is indeed daunting. Approximately half the 
pieces included in the exhibition were supplied by artists living in China; many have never been seen before in 
this country. We thank those artists and the public and private lenders in the United States for their generosity and 
willingness to share this significant work with our audience.  

A number of individuals at the Museum played key roles in bringing this project to fruition. Nancy Wallach 
worked closely with the curator and oversaw all the details of the project from beginning to end. Naomi Leiseroff 
created an elegant catalogue. Nancy Hitchcock deftly handled all of the registrarial duties. Mike Prudhom 
designed a vibrant exhibition, masterfully installed by his professional crew. KMA Trustee Helena Sokoloff, 
assisted by Pam Hart, developed a stimulating docent training program enriched by her extensive knowledge of 
photography. Margaret Moulton constructed a first-rate roster of China-related events for our adult audiences, 
and Karen Stein and Ellen Williams crafted a rich tapestry of interpretative materials and programs to engage our 
younger visitors. Gail Bryan and Ellen Keiter spearheaded our new technology initiatives, providing fresh ways for 
all of our visitors to access information.

Miles Barth would like to thank his intern Chen Xi (Shelley), for translating the countless emails sent to and from 
the photographers and galleries in China, and for providing insight into contemporary life there; Helena Sokoloff 
and Terence Gilmore Belfor for their careful reading and editing of the essay text; Clark Worswick for sharing 
his expertise on nineteenth-century Chinese photography; Robert Pledge (Contact Press Images, New York and 
Paris), Steven Harris (m97 Gallery/Shanghai), and Algae Wang (LENS Magazine, Beijing) for their help in locating 
photographers in China and facilitating the loans of their works; and Philippe Laumont and Tyko Lewis (Laumont 
Photographics) for their expert printing and mounting of many of the exhibition photographs.

Gathering partners for the presentation of this exciting exhibition has been deeply gratifying. We remain indebted 
to Kathleen Harleman, Executive Director of the Krannert Art Museum and Kinkead Pavilion, and Susan Krane, 
Executive Director of the San Jose Museum of Art, for their commitment to this project. 
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Plate 2
Liyu + Liubo
Chutian Golden Paper 2007-05-02, A Karaoke Enjokosai Girl Forced to Drink 
Toxicant Now Under Police Investigation, from “The Victim” series
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Rising Dragon
Miles Barth

Guest Curator

The artists represented in Rising Dragon bear witness to the astounding social and economic transformation 
of their country and its integration into the global community since the mid-1990s. Confronted with massive 
migrations, expanding cities, rampant consumerism, and the disappearance of long-established lifestyles, they are 
struggling to reconcile thousands of years of Chinese history and tradition with the convenience and indiscretion 
of modern China. Contemporary Chinese photography is defined in this publication as works, from both artistic 
and documentary esthetics, created in China during the last years of the twentieth century and the first decade of 
the twenty-first.

Today, the contemporary art scene in China can best be described as organized confusion. It is no longer a dirt 
road, but rather a mass of super highways that cross, twist, and turn, transporting Chinese photographers and artists 
in known and unknown directions. From its inception in the late 1970s, contemporary photography has been a 
fundamental component of the art world in China.

Photography came to China with intruding Western powers after the Treaty of Nanking ended the First Opium War 
in 1842; however, until about forty years ago the phrase “contemporary Chinese photography” would have been 
incongruous or even oxymoronic. For one hundred years, until Mao Zedong established the People’s Republic of 
China in 1949, the Chinese, like most of the Western world, considered photography a way to document people, 
places, and events. Under Mao, it became a propagandist tool to further his vision of a utopian communist society. 
Beginning in 1966, Mao’s Great Proletarian Cultural Revolution, which was characterized by the methodic and 
brutal elimination of what he referred to as the “Four Olds” (old ideas, old culture, old customs, and old habits), 
resulted in a decade of cataclysmic change, violence, and destruction.     

On April 4th, 1976, almost one hundred thousand people gathered in Tiananmen Square to pay homage to and 
mourn the death of Zhou Enlai, the first Premier of the People’s Republic of China. Many left flowers and cards, 
some with written inscriptions indicating outrage at government measures taken during the Cultural Revolution and 
implicating Mao. The next day, mourners returned to discover that the objects left as a memorial had been removed 
by the authorities, causing a riot that became the largest demonstration of civil disobedience since the founding of 
the PRC. Arrests were numerous; people were sentenced to relocation labor camps and lengthy prison terms. While 
Mao had officially declared that the Cultural Revolution ended in 1969, in reality it continued long past his death on 
September 9th, 1976, through the public trials of the Gang of Four in the early 1980s.1 

Wu Hung’s and Christopher Phillips’s essays in Between Past and Future: New Photography and Video from China 
(2004) outline what is now generally considered the informal beginning of a contemporary Chinese photography 
movement.2 Amateur photographers present in Tiananmen Square on April 4th and 5th covertly took over twenty-
five thousand photographs of the demonstrations. Under the direction of two of these photographers, Wang Zhiping 
and Li Xiaobin, five hundred of the images were published in 1979 in a volume titled People’s Mourning. That 
same year, Wang and Li established the April Photo Society to discuss the expressive and artistic potential of the 
medium. The group organized and opened their first exhibition, Nature, Society, and Man, in Beijing’s Sun Yat-sen 
Park on April 1st, 1979. It was an enormous success, drawing huge crowds, and was followed by two even more 
popular exhibitions in 1980 and 1981, which were seen in cities beyond Beijing. As a result of these activities, similar 
groups were formed across China; unofficial exhibitions appeared more frequently, and magazines and specialized 
literature were created to accommodate almost every area of photographic interest. A new group of curators and 
critics contributed to many of these publications.  
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At the same time, a parallel crusade of Chinese painters, sculptors, and performance and experimental artists 
were organizing exhibitions, forming coalitions, exchanging ideas, and absorbing new philosophies of modern and 
postmodern art coming from the West. Generally referred to as the New Wave Movement, the avant-garde art that 
was created during the 1980s was still hampered by a rigid academic curriculum entrenched in the art schools and 
by the ubiquitous control of the government. Although exhibitions occurred fairly regularly, they were confined to 
spaces artists could occupy and withdraw from surreptitiously. The few that were shown in museums were subjected 
to government review and approval, and commercial galleries were still a decade away. 

The flourishing of the New Wave Movement was the direct result of reforms introduced by Deng Xiaoping in the late 
1970s.3 Most significantly, the economic transformation of China from a closed socialist society to a limited market 
economy released a torrent of Western culture, technology, and goods that extended to all corners of the country. In 
no small part, these changes reflected the desire of Chinese society to move forward and erase the catastrophe of 
the Cultural Revolution from its collective memory. The 1980s were a time of experimentation, defiance, and hope.

By the end of the decade, however, the shift to a market economy had produced serious grievances that coalesced 
into growing public resentment. Inflation was soaring, students were discouraged about their prospects for future 
employment and demanded more personal freedom, and corruption was rampant among government officials. 
Demonstrations, which began in mid-April 1989, culminated in the June 4th Tiananmen Square massacre, when the 
People’s Liberation Army swept in and violently disbanded the protesters. 

After the massacre, many of the freedoms that the Chinese people had experienced for nearly a decade were 
curtailed; the euphoria of the 1980s was replaced by silence and numbness. In 1993, after restrictions again 
slackened somewhat, photographers and experimental artists, many from rural provinces, began to amass in an 
area of abandoned factories and migrant housing on the eastern edge of Beijing. The residents of this community 
named the location the East Village out of the camaraderie they felt with New York City’s avant-garde art district. 
Initially, the camera was simply a tool to document performances, but as their skills advanced, the photographers 
began teaching the artists photography, who in turn were giving the photographers new ways of looking at the 
world. Although the Beijing East Village lasted only a year, it was an important time of cross-fertilization of ideas.4  

Liu Zheng and Rong Rong, whose work is included in this exhibition, are two of the most prominent photographers 
who documented the artists and activities of the East Village. Their photographs first appeared in 1996 in their own 
publication, New Photo, a magazine that strove to expand the discussion of photography by focusing more on the 
photographers’ ideologies and creative processes than on the content and style of their works.  

The thirty-six artists/photographers represented in Rising Dragon were born between 1960 and 1981. Some create 
exclusively with a camera; others combine photography with painting, sculpture, and performance art. Many 
have embraced digital technology and image-manipulating software. Today, contemporary Chinese artists and 
photographers are respected as an integral part of the global art community for their ideas and techniques.

1   The Gang of Four was the name given to a leftist political elite convicted for implementing the harsh policies directed by Mao Zedong during the Cultural 
   Revolution: Mao’s third wife Jiang Qing, Wang Hongwen, Zhang Chunqiao, and Yao Wenyuan.
2  Wu Hung and Christopher Phillips, Between Past and Future: New Photography and Video from China, Smart Museum of Art, Chicago/Steidl, 
   Gottingen/International Center of Photography, New York, 2004
3  Deng Xiaoping, who led China towards a market economy, was the country’s most powerful leader from 1978 to 1992.
4  In 1994, an hour after a performance by artist Ma Liuning, in which he cooked lunch while naked in a courtyard of the East Village, he was arrested by the 
   police and held in jail for two months. The East Village was permanently closed shortly after this event.
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Plate 3
Maleonn (Ma Liang)
Second-Hand Tang Poem No. 1, 2007
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Plate 4
Zhang Huan
Family Tree, 2000
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Performance and Photography

One of the most pivotal creative figures represented in the exhibition is Zhang Huan, who produced his early 
performance art in Beijing’s East Village. Family Tree (plate 4) is among his best known and most widely reproduced 
works, and also one of his few performance pieces that was not videotaped. The nine images are a photographic 
record of a one-day event that took place in Amherst, Massachusetts (Zhang moved to New York City in 1998, 
becoming one of the first Chinese expatriate artists). He asked three calligraphers to write texts with references to 
historic Chinese poems and proverbs on his face from dawn until dusk. As time passed, the writing entirely obscured 
his features. Family Tree expresses the artist’s concerns about where westernization is leading contemporary Chinese 
society and how quickly it is obliterating the country’s traditional culture. Zhang currently divides his time between New 
York and Shanghai, where he has established a large facility for the production of his sculptures and other projects. 

Wang Jin’s To Marry a Mule, a performance that took place shortly after he left Beijing’s East Village, reflects 
his frustration with and defiance of Chinese government regulations. Wang’s wife had immigrated to the United 
States, and his application to visit her was denied eight times (the couple eventually divorced). The image in the 
exhibition shows Wang, holding a bouquet of roses, next to his mule-bride, lavishly decked out in stockings, 
rouge, and a white hat with veils (plate 5). The photograph is a cynically disdainful, absurdist reflection of the 
artist’s bureaucratic nightmare. 

After Beijing’s East Village was shut down by the authorities, Rong Rong turned from documentary photography to 
performance art. Beijing #1 (plate 6) is part of a series of dreamlike works titled “Wedding Gown,” which examine 
his relationship with inri, a Japanese photographer whom he met in 1999 and later married. In Beijing #1, the 
figures enact a narrative of death, cleansing, and potential rebirth. A haunting effect was created by applying dyes 
to the surface of the moderately low contrast prints. In 2007, Rong Rong and inri founded the Three Shadows 
Photography Art Centre, China’s first public institution devoted to photographic education, located in Beijing’s 
Caochangdi art district.5

The Western culture that began flowing into China in the early 1990s and the arrival of the Internet in 1997 have 
strongly influenced Cao Fei and her artwork. Her performances focus on the identity crisis experienced by her 
generation and the feelings of frustration and confusion that accompanied the whirlwind of changes sweeping 
through China. At the time, Cao and her peers were quickly becoming an isolated segment of Chinese society, while 
simultaneously assimilating global cultural influences. Her photograph Dog Days (plate 7), from her performance 
“Rabid Dogs,” shows workers dressed in Burberry plaids, crawling around the office like dogs. The artist explains: 

We love whips, we need to worry, we don’t dare to bark, and we work tamely, faithfully and patiently like 
dogs. We do everything our boss asked, understanding his point brightly in no time. We are surely poor dogs, 
willing to act as animals and being locked in the cage of modernization. When will we have the courage to 
bite our bosses ruthlessly, taking off our masks, peeling off our fur, and being a group of real rabid dogs?6 

Cao was one of the first artists in China to adopt and synthesize computer technology and computer-generated 
animation to create or enhance her work. She is also known as China Tracy, her Second Life name. (Second Life is 
a virtual 3-D world, where people interact with each other through anonymous digital representations of themselves 
called avatars.) Her performances, photographs, installations, and videos reflect her concern for the fate of the 
individual in a radically changing society.
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Chen Qiulin brandishes her concerns about China’s frenetic urbanization like a patriotic Chinese worker in the 
1950s waving a banner. The environmental devastation and the displacement of people who live along the Yangtze 
River, which resulted from the construction of the Three Gorges Dam, is the inspiration for much of her art. Her 
hometown of Wanxian in Hubei Province was in the direct path of the dam’s construction. In “Ellisis,” a performance 
documented in film and photographs, she plays a beautiful bride applying make-up at a vanity mirror as she sits 
among the rubble of a former Chinese city. Just prior to the scene depicted in this photograph (plate 8), her fiancé 
appears among a crowd gathered in the background and begins to pelt her with pieces of a wedding cake, an act 
that symbolizes the damage and debris of urbanization. 

Qiu Zhijie’s print Depth in the Reality Shadow (plate 9), from his “Lightwriting” series, incorporates elements from 
his extensive earlier work with Chinese calligraphy. While the camera lens is open, Qiu moves in front of it using 
a flashlight to “write” Chinese characters, which are subsequently recorded on film or by digital means. In almost 
every print in the series, the words (most in Chinese, some in English) describe the artist’s passion for the beauty and 
eloquence of Chinese calligraphy. 

Creating a new conceptual hybrid, Huang Yan paints traditional Chinese landscapes and outdoor scenes, in 
an appropriately classic style, directly onto his skin. For over a thousand years, landscape painting represented 
the quintessence of Chinese art. Huang breaks with this heritage, at the same time giving it a new direction, by 
transposing it onto the human body. Although rarely used in ancient painting, the human body has played an 
important role in the development of contemporary art in China since the end of the 1970s. In Spring (plate 10), 
from the series “The Four Seasons,” the painting is so elaborately detailed that viewers are given the impression that 
a mask has been placed over the artist’s face.

Li Wei was initially inspired by the performances of Zhang Huan, which he saw during a visit to Beijing’s East 
Village in 1993. Gravity, or the lack thereof, is his overarching theme, and he approaches his performances like a 
commercial filmmaker. Li is the main character, screenwriter, casting director, cinematographer, stunt and special 
effects coordinator, producer, and director. He hires a photographer to shoot the images, and together they carefully 
work out camera angles and calculate risk factors. Cranes, ropes, wires, and mirrors are used to set up the scenes; 
Li later removes these with Photoshop. His astounding gravity-defying results describe a precarious society in the 
midst of enormous change, where everything is unstable and dangerous but nothing is impossible (plates 1, 11). 

Like Li Wei, Xu Zhen is a performance artist who likes to tease and provoke. He wants to challenge the viewer, 
who he believes is often too passive. His “My Club” series (plate 12) consists of elaborately staged, fictional 
confrontations between Xu’s so-called “club” members and various personalities from the political and business 
worlds. When the photographs were first exhibited in Shanghai, the installation included a large bowl for donations 
to finance the club’s future battles. “Generally speaking,” he claims, “my works are not concerned with truth or 
reason, and perhaps there is something mischievous about them, they use art to bring you a piece of the world. That 
is to say, perhaps at the time I was realizing these works my state of mind was the same as a hooligan going out for 
a fight…. Hooliganism is a way of life, an attitude towards life.”7  

5  The Three Shadows Photography Art Centre, designed by the acclaimed artist and architect Ai Weiwei, opened in 2007. It is the most comprehensive 
    organization in China that promotes photographic education through an extensive program of Chinese and international exhibitions, publications, classes, 
    public lectures, and seminars. It also houses a library and permanent collection and maintains an artist-in-residence program. 
6  <http://www.caofei.com/works.aspx?id=31&wtid=3&year=2002>.
7  Lu Leiping, “Xu Zhen: Provoked and Provoking Art,” June 2009, <http://www.shanghartgallery.com/galleryarchive/texts/id/786>.
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Plate 5
Wang Jin
To Marry a Mule, 1995

Plate 6
Rong Rong
Beijing #1, 2000
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Plate 7
Cao Fei
Dog Days, from the video “Rabid Dogs,” 2002

Plate 8
Chen Qiulin
Ellisis’s Series No. 3, from the video “Ellisis,” 2002 
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Plate 9
Qiu Zhijie
Depth in the Reality Shadow, from the “Lightwriting” series, 2005
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Plate 10
Huang Yan
Spring, from “The Four Seasons” series, 2005
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Plate 11
Li Wei
A Pause for Humanity #1, Beijing, 2005

Plate 12
Xu Zhen
www.okmyclub.com-Fought George W. Bush in Oct. 2005, from the 
“My Club” series
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Plate 13
Tian Taiquan
No. 5, from the “Lost” series, 2006
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Narratives and Constructed Images

Born in 1960, Tian Taiquan was sixteen years old when the Cultural Revolution officially ended, old enough to 
remember the horror and devastation, despite the best efforts of the government to erase this time period from China’s 
collective memory. In his series “Lost,” Tian defies these efforts outright; his photographs painstakingly preserve his 
recollections of those traumatic times, particularly the violence that the Red Guard inflicted on the general population. 
He chose the Red Guard graveyard in Chongqing as his setting and created a somber mood by using muted tones 
already darkened by deep shadows and overgrown trees. In one photograph, the face of a female Red Guard soldier 
disappears into a tombstone behind her (plate 13). In another, two bodies lie on the ground, facing away from the 
camera. A Red Guard soldier leans against a wall, looking at one of the bodies as if he wants to be sure it will never 
move again. A propaganda poster depicting an elated victorious crowd hangs above the scene. The haunting feeling 
expressed in Tian’s photographs serves as a reminder of how horrific this period was to the Chinese people.

Wang Qingsong’s art reflects China’s fascination with and immersion in global consumer culture. Red Peony, Frosted 
Peony, and White Peony (plate 14) are photographic records of three sculptures depicting traditional Asian floral 
arrangements. For thousands of years, the peony has been a symbol of good fortune, prosperity, and noble ideals. 
Wang’s peonies are actually facsimiles, fashioned from vegetables and raw slices of lamb and beef. He photographed 
them when they were fresh and again after storing them in a freezer for a week. For Wang, the flowers are “a literal 
depiction of the transition from prosperity to decay, along with my hope of freezing such materialistic decadence made 
from fleshy desires.”8

Jiang Pengyi was a teenager when he left his hometown for the bustling city of Beijing. Themes of excessive demolition, 
redevelopment, and modernization reappear throughout his artwork. In Phoenix Carved on a Hairpin (plate 15), from 
the series “The Private Goods Belonged to Somebody,” Jiang depicts a perplexing arrangement of personal items, 
among which are traditional objects that are broken, burnt, and decaying. Together, the image and the title of the 
photograph (the Chinese phoenix symbolizes joy and peace, and is said to foreshadow a great event) suggest that 
while urbanization may bring the destruction of the old, it will also lead to the growth of a new modern China.

Lu Hao’s Birdcage, Flowerpot, Insectpot, and Fishbowl (plate 16) feature photographs of acrylic models of four of the 
most ideological buildings in China. Lu created them as containers for live birds, flowers, grasshoppers, and fish – all 
of which were popular motifs in traditional Chinese painting. He transforms these monuments of political and cultural 
power from tributes to the past to objects of artistic play.

Chen Wei has established a style of narrative photography that is meticulous in its design. His carefully constructed 
rooms are furnished with eccentric objects. Color and light are manipulated to create an overall feeling of loneliness, 
anxiety, and potential danger. In Chair (plate 17), a woman’s purse hangs from a modest chair and a pair of high-
heeled shoes lies on the floor. The scene is lit in a classic film noir style, with the vivid colors adding a contemporary 
flare. The viewer becomes a detective. Was a woman sitting in the chair before Chen took the photograph, or are 
these items simply symbols of China’s prosperity? 

Maleonn (Ma Liang) was one of China’s leading directors of advertising films until 2004, when he became 
disillusioned with the commercial world and turned to photography. He creates carefully staged settings in which 
Western influences intersect with deep Chinese historical currents. Dramatic or comical, the characters in narratives 
such as Days on the Cotton Candy (plate 18) and Shanghai Boys are there to entertain. Disguised and made-up, 
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clothed in brightly colored costumes, they display the flamboyant and exaggerated body movements of Chinese opera. 
In the “Second-Hand Tang Poem” series (plate 3), Maleonn stages a visual interpretation and contemporary retelling 
of poems that elementary students have memorized and recited for centuries, whose meaning today feels second-
hand. “The physical outward world is more and more complicated and chaotic,” Maleonn says. “In such a ridiculous 
age shaped by plastic values, lots of things that are profound and noble are becoming doubtful. I’m trying to use my 
own way to reorganize this age in my eyes. I’m dancing with the music of the times exaggeratedly and ludicrously, even 
a little artificial. But, that is our irresistible fate. All that is just the plastic feeling surface.”9 

In his “Family Aspirations” series, Weng Fen turns the camera on himself, his wife, and their young daughter to portray 
a Chinese family contemplating its place in the country’s shifting culture. Each photograph is taken from the same 
vantage point; the clothing and accessories indicate the various lifestyles to which the family aspires in a progressively 
changing society (plate 19). A decade after completing “Family Aspirations,” Weng became inspired by his high school 
daughter’s dreams of continuing her education. He began to photograph other female students with similar ambitions. 
In the “Future Plans” series, his current work-in-progress, Weng presents profile portraits of teenage girls with their 
home city in the background to express his hope for China’s future. The round formats symbolize his wish for perfect 
global integration (back cover).

Lai Shengyu and Yang Xiaogang produce photographs and paintings under the artistic name Tamen, which translates 
in English as “They” or “Them.” All of the images from their series “The Same Room” (plate 20) feature a strangely 
furnished room with a picture window on one wall and a cabinet with a television against another. Through the objects 
and people in this room and the city views visible through the window, the artists reflect on how contemporary Chinese 
culture is evolving. Clothing and artifacts that reference ancient Chinese traditions are used to emphasize how modern 
society is choosing consumerism and urbanization over heritage.

China has become the largest market in the world for daily publications. More than ninety-seven million newspapers 
and tabloids are sold from racks at supermarket checkouts every day. As in America, the tabloids are often part true, 
part fictionalized sensationalism. Li Yu and Liu Bo, working under the creative name Liyu + Liubo, chose some of these 
tabloid articles and fabricated their own satiric pictures, using the original texts as their captions (front cover; plates 2, 
21). Their images challenge the authenticity of the media and the public’s willingness to blindly accept it as truth.    

O Zhang’s series “The World is Yours (But Also Ours),” photographed just before the Beijing Olympic Games, 
depicts young boys and girls wearing tee shirts with “Chinglish” phrases on them, standing in front of various 
significant facades in China (plate 22). (“Chinglish” is a form of English that is outlawed by the Chinese government 
as a corrupting influence.) Below the photographs are famous mottos from the Cultural Revolution, emphasizing the 
seemingly irreconcilable incongruity of China’s past and present.

Liu Ren’s images fixate on her childhood memories, her dreams, and the reality of her life today. Liu seamlessly 
combines these fractured pieces with digital technology. In Sleepwalker – Great Hall of the People (plate 23) she 
digitally inserts a large flock of sheep into Tiananmen Square. Animals are a recurring theme in her work; she uses 
them to find and reflect the true essence of people’s characters. Although this might be interpreted as a subversive 
image, Liu said that she first saw the work in that light only after a viewer asked her about the political implications. 
“Actually, it was just a recording of a crazy dream I had.”10
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8  <http://www.wangqingsong.com/index.php?option=com_content&view=article&id=79&Itemid=15>.
9  <http://www.livingdesign.info/2011/10/03/in-a-complicated-and-chaotic-world-ma-liang-aka-maleonn/>.
10 Xenia Piech, “Liu Ren, Recording My Inner World,” <http://www.liu-ren.com/index.php?/texts/xenia/>.

Plate 14
Wang Qingsong
Red Peony, Frosted Peony, and White Peony, 2003

Plate 15
Jiang Pengyi
Phoenix Carved on a Hairpin, from “The Private Goods Belonged to Somebody” 
series, 2009

Yang Yi’s series “Uprooted” (plate 24) was inspired by a nightmare in which Yang saw himself walking through a 
city, searching for friends and relatives, only to realize that he was trapped underwater where no one could hear him 
scream. Yang’s photographs depict this underwater world, where the rubble of demolished buildings is piled in empty 
lots, and solitary inhabitants, wearing masks and snorkels, roam the streets. Yang grew up in the village of Kaixian in 
Chongqing Province, which was destroyed in 2009 by the Three Gorges Dam project. The photographs were taken in 
Kaixian in advance of the flooding and altered using digital techniques.
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Plate 16
Lu Hao
Birdcage, Flowerpot, Insectpot, and Fishbowl, 1999

Plate 17
Chen Wei
Chair, 2010
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Plate 18
Maleonn (Ma Liang)
Days on the Cotton Candy No. 1, 2006



24

Plate 19
Weng Fen
Wish for White Collar Life, from the “Family Aspirations” series, 2002
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Plate 20
Tamen
Shanghai Bund, from “The Same Room” series, 2007

Plate 21
Liyu + Liubo
Chutian Golden Paper 2006-04-05, Failing to Steal Anything, a Thirteen-year-
old Girl Sets Fire to Classmate’s Home, from the “Thirteen Months in the Year 
of the Dog” series
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Plate 22
O Zhang
Salute to the Patriot, from “The World is Yours (But Also Ours)” series, 2008
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Plate 23
Liu Ren
Sleepwalker – Great Hall of the People, 2007

Plate 24
Yang Yi
Uprooted #7, Old Town of Kaixian: Swimming Pool, 2007
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Plate 25
Wang Wusheng
Mt. Huangshan (A124), 2004
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Landscapes and Cityscapes

Only two photographers in this exhibition concentrate on landscapes, and they do so from very different 
perspectives. Wang Wusheng has been photographing Mt. Huangshan (literally “Yellow Mountain”) for over 
thirty-five years (plate 25). Born just below Mt. Huangshan in the city of Wuhu, he has chosen this historic region 
as his muse. Opting for “a language in the simplest color to express a deepest concept and feeling…,”11 Wang 
works primarily in black and white. His photographs follow the ancient Chinese tradition of paying homage to the 
majesty and mystery of one of Earth’s greatest phenomena.  

Yao Lu combines a traditional landscape format with digitally manipulated images to present a subtle but 
condemning criticism of environmental pollution in contemporary China (plate 26). What appear at first glance to 
be the beautiful and serene mountains and cliffs of centuries-old scroll paintings are in fact mounds of garbage and 
construction debris covered in green protective nets. 

In his photograph Water Cube (plate 27), Peng Rong teams up with artist Chen Zhiguang to make an allegorical 
statement about how the landscape of China is being changed. In the background is the National Aquatics Center, 
constructed at great expense for the 2008 Olympic Games. In the foreground, mounds of construction materials – 
for laying the plaza in front of the building – lie hidden under the snow. Throughout the scene, Chen’s mechanical 
ants are doing the work of the proletarian laborers. Peng’s series “Bionics,” which takes its title from the medical 
and scientific practice of replacing human body parts with enhanced mechanical devices, is a nod to the seemingly 
superhuman pace at which the workers are transforming China into a modern and urbanized society.

There is a consistency and continuity of ideas and techniques in all of Weng Fen’s photographs. In the “Sitting 
on the Wall” series, he focuses on a number of cities in China that have undergone rapid modernization and 
urbanization. The images in this exhibition, taken over a period of ten years, illustrate the evolution of the cityscape 
of Haikou, where he lives (plates 28a–b). In each photograph a school girl looks out at the changing skyline. The 
construction gradually moves closer until new buildings are directly in front of her. 

Recreating memories from his childhood, Sun Ji uses digital technology to collage images of old industrial structures 
in Shanghai, where he has lived his entire life (plate 29). He recalls when these factories and smokestacks were 
alive and full of energy; today most are gone or abandoned. Re-sorting, re-ordering, and re-combining important 
fragments from his memories, Sun struggles to reconcile China’s past and present in order to better understand his 
place in the world.

11  Wang Wusheng: Celestial Mountains, exhibition catalogue, Tokyo Metropolitan Museum of Photography, 2000, page 53. 
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Plate 26
Yao Lu
New Landscape, Part I-V, Clear Cliff Shrouded in Floating Clouds, 2007
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Plate 27
Peng Rong
Water Cube, from the “Bionics” series, 2008
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Plates 28a, 28b
Weng Fen
From the “Sitting on the Wall” series
a. Haikou, 2001
b. Haikou, 2010
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Plate 29
Sun Ji
Memory City I, #1, 2005
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Plates 30a, 30b, 30c, 30d
Liu Zheng
From “The Chinese” series (left to right):
a. Two Rich Men on New Year’s Eve, Beijing, negative 1999, printed 2006
b. A Rural Boy in School Uniform, Fengxiang, Shaanxi Province, negative 2000, 
    printed 2006
c. A Group of Children Playing with Snakes, Fujian Province, negative 1999, 
    printed 2006
d. Mentally Handicapped Patients, Beijing, negative 1996, printed 2006



35

Photojournalism and Documentary Photography

Shortly after the police shut down the East Village, Liu Zheng set out on a personal mission to document as many 
segments of Chinese society as he could during a time of extraordinary change. The magnitude of his seven-year 
journey throughout China is reflected in the eclectic subjects that he photographed – opera singers, acrobats 
and circus performers, the very rich and the very poor, laborers, mental patients, and prisoners, as well as wax 
and clay tableaus of historical events (plates 30a–d). Published in a volume titled The Chinese, his photographs 
constitute a quintessential study of China’s cultural and societal metamorphosis and have been the subject of 
numerous exhibitions.12  

Photojournalism in China is still a risky proposition. China continues to be extremely protective of its image and 
reputation, and censorship is still enforced by the government. Restrictions have relaxed regarding some issues, but 
environmental abuse, drug dealing, homosexual behavior, and public protests against government regulations are 
not among them.

Lu Guang is a passionate crusader whose freelance projects involve controversial issues of social concern. He 
has received many of the most prestigious honors in his field, including the 2003 World Press Photo award for 
his pictures of AIDS victims in Henan Province, a study that ultimately galvanized a reluctant Chinese government 
to take action against the epidemic. His current project is much more ambitious and covers a wider geographic 
area than any he has previously undertaken. Lu has spent the past five years documenting the effects of pollution 
in China. The images in the exhibition (plates 31a–b) were taken in Dalian, after two pipelines exploded on July 
17th, 2010, releasing ninety thousand tons of oil into its harbor and eventually the Yellow Sea. While Lu was 
photographing the environmental destruction and clean-up effort, a twenty-five-year-old firefighter named Zhang 
Liang waded into the harbor to clear a water pump but lost his footing and drowned. The entire episode lasted less 
than six minutes. “Had I not taken these pictures of Zhang Liang, his sacrifice would have perhaps gone unnoticed 
and people would not have been aware of the extent of the oil spill.”13

In “The Unbearable Heaviness of Industry,” a project that he began over fifteen years ago, Zhou Hai also deals 
with the issue of industrial pollution in China, but his focus is on the workers’ struggles to survive (plate 32). Zhou 
laments the fact that while industry provides the impetus for societal development, laborers – whose blood, sweat, 
and tears are essential to the process – are viewed as outcasts by Chinese society. He records their deplorable living 
and working conditions, and the soot, fumes, and dust that poison their lives. One image, which shows an occupied 
residential complex adjacent to a steel mill that was forced to close because of pollution, begs the question: What 
happens when urban sprawl inevitably encroaches on dangerous industrial areas or vice versa?

Zhang Lijie, one of the few female photojournalists in China, explores another segment of the population that 
society considers outcasts – people with disabilities. For her project “The Rare,” begun in 2008, Zhang creates 
portraits of people born with rare diseases that cause physical defects (plate 33). Misdiagnosed or given improper 
medical treatment, discriminated against and living in poverty, this subclass of Chinese – some ten million people – 
is commonly referred to as suffering from “orphan” diseases. 

China’s economy is a constant source of news that is cautiously monitored by an international audience. As the 
chief press photographer of the Shenzhen Economic Daily (Shenzhen was China’s first and one of its most successful 
“Special Economic Zones”), Yu Haibo has had an unparalleled opportunity to cover a variety of stories involving 
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China’s economic growth. He won a 2006 World Press Photo award for his project about the village of Dafen, 
where skilled artisans produce sixty percent of the world’s reproductions of famous oil paintings (plate 34). Works 
by Van Gogh are particularly popular, and they can be copied very quickly. Paid forty-five cents per painting, a 
fast worker can make thirty Van Goghs a day. These facsimiles, as well as others by well-known artists, are sold to 
tourists and marketed globally. 

Much of O Zhang’s work deals with subjects that have rarely been acknowledged by the Western press. As a 
result of China’s one-child policy, instituted in 1979 as a “temporary measure” to curb population growth, tens of 
thousands of unwanted Chinese girls have been adopted by families in the United States. (In China, males have 
long been preferred because of their access to better education and employment.) For her “Daddy & I” series (plate 
35), O Zhang (who divides her time between New York City and Beijing) posted inquiries on the Internet seeking 
families in New York, New Jersey, and Connecticut with adopted Chinese girls, who were willing to let her take 
portraits of the children with their fathers. Her intention was to capture the dynamics between Western fathers and 
Chinese-born daughters in order to ponder how the relationships might evolve as these young girls grow up and 
become aware of their heritage. 

Zhang Xiao’s work as a freelance photographer is represented in this exhibition by prints from four series, each of 
which documents a different aspect of a culture in the midst of societal change. “They” (plate 36), which focuses 
on the people of China, was shot in Chongqing, where Zhang lived for four years. He took photographs at festivals 
and pageants, in bars and lounges where the younger generation congregate, and at various scenic and historic 
locations where older local residents go to relax. For the “Shanxi” series, he traveled to the northwest province to 
photograph ancient customs at an annual religious ceremony that involves voodoo totem worship. The ritualistic 
costumes, jewelry, and cuisine were all captured with voyeur-like inquisitiveness. For the “Coastline” series (plate 
37), Zhang spent several years photographing along China’s massive shoreline. The people in his pictures are often 
enjoying a variety of activities on the beach and in small coastal towns. “Three Gorges” focuses on the demolition 
of Kaixian, a city that was eventually flooded as a result of the dam project. 

The Three Gorges Dam project has become emblematic of the extreme measures China has been willing to 
undertake to maintain its industrial and economic growth. Since 2005, Muge14 has returned frequently to his 
birthplace, the city of Chongqing, which has been so transformed by the construction of the dam that its traditional 
culture is quickly disappearing. In his black-and-white prints, he conveys his sympathy for and empathy with the 
people who live there (plate 38). 

The People’s Republic of China officially recognizes fifty-five ethnic minority groups within its boundaries. The Yi, one 
of the largest minorities (almost eight million people), live in the remote mountainous area of Sichuan Province. Two 
photographers in this exhibition have documented the Yi people, but with extremely different approaches.

Quite possibly influenced by nineteenth-century British photographers working in the Victorian era, Adou’s 
“Samalada” series presents a romantic and sympathetic portrait of the Yi. His use of expired rolls of film creates 
mottled textures, which give his surfaces a soft, warm, tactile quality, imbuing his prints with a sense of mystery. 
Witch with Chicken is reminiscent of Peter Henry Emerson’s photographs of the people and landscape of the Norfolk 
Broads on England’s eastern shore; while Girls! (plate 39) captures the spirit of the allegorical group portraits of 
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Julia Margaret Cameron. Adou seems to ask how much longer the ancient traditions of the Yi will exist before 
contemporary society displaces or even completely destroys their culture.

Li Lang’s series shows that the Yi’s semi-feudal society is already being assimilated into mainstream China; 
technology and communication are slowly eroding Yi values and traditions. Li photographed the Yi people in 
makeshift studios with painted backdrops. Yi People #057 (plate 40) highlights the striking difference in the 
appearance of two young males who are influenced by modern society and an older male who is more observant 
of ancient traditions. The boy in the middle, holding a boom box and dangling a cigarette from his mouth, exudes 
an attitude of defiance. The older man on the left, in worker’s clothing, looks slightly paralyzed by the experience 
of being photographed, while the boy on the right seems completely unmoved. It is apparent that this was not an 
unplanned casual encounter. Lighting equipment is intentionally included in the scene, giving the impression that the 
next sitters are just outside the frame waiting for their turn.

The landscape of photography in China is changing as rapidly as the country itself. Photographers today have 
access to smartphones and video cameras and can record whatever suits them; they can appropriate images and 
use a computer to compose, edit, and manipulate their works. In the past three decades, critics, curators, and art 
historians have published impressive volumes on contemporary Chinese art, of which photography is an integral 
part. China’s communist government professes that this artwork is the nation’s contribution to global culture, but it 
can rein in its leash of censorship at any time and without warning. Hence, photographers and artists are cautious 
about what subjects they depict in their artwork as well as how and where it gets displayed.  

An exhibition of this scale can encapsulate only a portion of the enormous wealth of talent that exists in China 
today. Fostered by extensive degree-level university programs, the future of photography in China is auspicious. 
China now hosts numerous annual festivals and conferences where photography is exhibited and discussed. 
Art districts in Beijing, Shanghai, and other major metropolitan cities are expanding, and new publications that 
feature photographers, their work, and thought-provoking criticism continue to appear. The Katonah Museum of 
Art is pleased to present Rising Dragon as a part of the ongoing energetic dialogue on contemporary Chinese art 
and photography. 

12 The Chinese, Liu Zheng, Steidl/International Center of Photography, 2004.
13 Pete Brook, “Photog Reflects on Images of Oil Spill Drowning,” March 24, 2011, <http://www.wired.com/rawfile/tag/dalian-oil-spill/>.
14 Muge Huang Rong only uses his family name.
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Plates 31a, 31b
Lu Guang
a. Firefighter instructor Zheng Zhanhong hears cries for help and enters the water 
    to help Han Xiaoxiong (right) and Zhang Liang. Dalian, China, July 20, 2010 
    8:30:54 AM
b. Zhang Liang’s funeral in Dalian City. Zhang Liang was killed during the Dalian 
    oil spill cleanup on the 20th July. Zhang Liang’s uncle is holding the portrait, 
    July 24th, 2010
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Plate 32
Zhou Hai
Two workers dismantling equipment used for making steel, Liaoning Anshan 
Steel Company, Anshan, Liaoning, 10/2005, from “The Unbearable Heaviness 
of Industry”
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Plate 33
Zhang Lijie
ZHAO Yun (orphan), born 2004, Congenital Malformation, Beijing, April, 2011, 
from “The Rare” series
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Plate 34
Yu Haibo
Oil painting village in Dafen, China, September 2005 

Plate 35
O Zhang
Untitled #29, from the “Daddy & I” series, 2006 
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Plate 37
Zhang Xiao
Coastline No. 14, from the “Coastline I” series, 2009   

Plate 36
Zhang Xiao
They No. 44, from the “They” series, 2006–2008
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Plate 38
Muge
Untitled #29, from the “Go Home” series, 2006
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Plate 39
Adou
Girls!, from the “Samalada” series, 2006
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Plate 40
Li Lang
Yi People #057, from “The Portrait of Yi” series, 2001
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Checklist of the Exhibition

ADOU (b. 1973, Mianyang, Sichuan Province; lives and works in 
Chengdu)
Girls!, from the “Samalada” series, 2006
Gelatin silver print
45 7/8 x 37 in. (116.5 x 94 cm)
Courtesy of the artist and Pace/MacGill Gallery
(Plate 39)
 
Witch with Chicken, from the “Samalada” series, 2006 
Gelatin silver print
45 ¾ x 37 1/8 in. (116.2 x 94.3 cm)
Courtesy of the artist and Pace/MacGill Gallery

CAO FEI (b. 1978, Guangzhou, Guangdong Province; lives and works in 
Guangzhou)
Dog Days, from the video “Rabid Dogs,” 2002 
Digital chromogenic print, ed. 6/10
35 5/16 x 23 ¼ in. (89.7 x 59.1 cm)
Collection of Dale & Doug Anderson
(Plate 7)

CHEN QIULIN (b. 1975, Hubei Province; lives and works in Chengdu, 
Sichuan Province) 
Ellisis’s Series No. 3, from the video “Ellisis,” 2002 
Color photograph (process unidentified), ed. 4/8
46 5/8 x 31 ½ in. (118.4 x 80 cm)
Collection of Dale & Doug Anderson
(Plate 8)

CHEN WEI (b. 1980, Zhejiang Province; lives and works in Beijing)  
Chair, 2010
Archival inkjet print, ed. 1/4
13 ¾ x 31 9/16 in. (34.9 x 80.2 cm)
Collection of Dale & Doug Anderson
(Plate 17)

HUANG YAN (b. 1966, Jilin Province; lives and works in Beijing)
Spring, from “The Four Seasons” series, 2005
Chromogenic print
39 x 31 5/16 in. (99.1 x 79.5 cm)
Collection of Dale & Doug Anderson
(Plate 10)

JIANG PENGYI (b. 1977, Yuanjiang, Hunan Province; lives and works in 
Beijing)
Phoenix Carved on a Hairpin, from “The Private Goods Belonged to 
Somebody” series, 2009
Chromogenic print
43 7/16 x 58 3/8 in. (110.2 x 148.3 cm)
Collection of Dale & Doug Anderson
(Plate 15)

LI LANG (b. 1969, Chengdu, Sichuan Province; lives and works in 
Guangzhou, Guangdong Province)
Yi People #057, from “The Portrait of Yi” series, 2001
Digital pigment print
19 5/8 x 19 5/8 in. (50 x 50 cm) 
Courtesy of the artist and m97 Gallery/Shanghai
(Plate 40)

LI WEI (b. 1970, Hubei Province; lives and works in Beijing)
A Pause for Humanity #1, Beijing, 2005
Digital pigment print
29 3/8 x 47 1/4 in. (75 x 120 cm)
Courtesy of the artist and m97 Gallery/Shanghai
(Plate 11)

Live at a High Place #6, Beijing, 2008
Digital pigment print
39 3/8 x 39 3/8 in. (100 x 100 cm)
Courtesy of the artist and m97 Gallery/Shanghai
(Plate 1)

LIU REN (b. 1980, Qinhuangdao, Hebei Province; lives and works in 
Beijing)
Sleepwalker – Great Hall of the People, 2007
Digital chromogenic print
44 1/8 x 27 in. (112 x 70 cm)
Courtesy of the artist and m97 Gallery/Shanghai
(Plate 23)

LIU ZHENG (b. 1969, Wuqiang, Hebei Province; lives and works in 
Beijing)
Coal Miner, Xinjiang Province, from “The Chinese” series, negative 1996, 
printed 2006
Gelatin silver print
14 5/8 x 14 5/8 in. (37.1 x 37.1 cm) 
Williams College Museum of Art, Williamstown, MA, Museum purchase, 
Wachenheim Family Fund, M.2006.5.6

Buddhist Monks Play Martial Arts, Shaolin Monastery, Henan Province, from 
“The Chinese” series, negative 2000, printed 2006
Gelatin silver print
14 1/2 x 14 9/16 in. (36.8 x 37 cm)
Williams College Museum of Art, Williamstown, MA, Museum purchase, 
Wachenheim Family Fund, M.2006.5.13

Two Rich Men on New Year’s Eve, Beijing, from “The Chinese” series, 
negative 1999, printed 2006
Gelatin silver print
14 5/8 x 14 5/8 in. (37.1 x 37.1 cm)
Williams College Museum of Art, Williamstown, MA, Museum purchase, 
Wachenheim Family Fund, M.2006.5.16
(Plate 30a)

A Rural Boy in School Uniform, Fengxiang, Shaanxi Province, from 
“The Chinese” series, negative 2000, printed 2006
Gelatin silver print
14 5/8 x 14 5/8 in. (37.1 x 37.1 cm)
Williams College Museum of Art, Williamstown, MA, Museum purchase, 
Wachenheim Family Fund, M.2006.5.24
(Plate 30b)

A Boy and His Monkey, from “The Chinese” series, negative 1994, 
printed 2006
Gelatin silver print
14 5/8 x 14 5/8 in. (37.1 x 37.1 cm)
Williams College Museum of Art, Williamstown, MA, Museum purchase, 
Wachenheim Family Fund, M.2006.5.28

Qigong, Beijing, from “The Chinese” series, negative 1996, printed 2006
Gelatin silver print
14 9/16 x 14 9/16 in. (37 x 37 cm)
Williams College Museum of Art, Williamstown, MA, Museum purchase, 
Wachenheim Family Fund, M.2006.5.54

Dimensions: H x W; all works © artist/photographer cited in the checklist, with the exception of Wang Jin’s To Marry a Mule, for which the copyright is unknown. 



47

A Group of Children Playing with Snakes, Fujian Province, from 
“The Chinese” series, negative 1999, printed 2006
Gelatin silver print
14 9/16 x 14 9/16 in. (37 x 37 cm)
Williams College Museum of Art, Williamstown, MA, Museum purchase, 
Wachenheim Family Fund, M.2006.5.67
(Plate 30c)

Priest at Catholic Funeral, Fengxiang, Shaanxi Province, from “The Chinese” 
series, negative 2000, printed 2006
Gelatin silver print
14 5/8 x 14 5/8 in. (37.1 x 37.1 cm)
Williams College Museum of Art, Williamstown, MA, Museum purchase, 
Wachenheim Family Fund, M.2006.5.71

A Convict Pulling a Manure Cart, Baoding, Hebei Province, from 
“The Chinese” series, negative 1995, printed 2006
Gelatin silver print
14 9/16 x 14 9/16 in. (37 x 37 cm)
Williams College Museum of Art, Williamstown, MA, Museum purchase, 
Wachenheim Family Fund, M.2006.5.99

Mentally Handicapped Patients, Beijing, from “The Chinese” series, 
negative 1996, printed 2006
Gelatin silver print
14 9/16 x 14 9/16 in. (37 x 37 cm)
Williams College Museum of Art, Williamstown, MA, Museum purchase, 
Wachenheim Family Fund, M.2006.5.102
(Plate 30d)

An Actress of Hebei Opera, Huoshentai, Henan Province, from 
“The Chinese” series, negative 2000, printed 2006
Gelatin silver print
14 9/16 x 14 9/16 in. (37 x 37 cm)
Williams College Museum of Art, Williamstown, MA, Museum purchase, 
Wachenheim Family Fund, M.2006.5.105

A Disabled Boy, Kaifeng, Henan Province, from “The Chinese” series, 
negative 1999, printed 2006
Gelatin silver print
14 9/16 x 14 9/16 in. (37 x 37 cm)
Williams College Museum of Art, Williamstown, MA, Museum purchase, 
Wachenheim Family Fund, M.2006.5.113

LIYU + LIUBO (Li Yu b. 1973, Wuhan, Hubei Province; Liu Bo b. 1977, 
Shishou, Hubei Province; artists live and work in Wuhan) 
Chutian Golden Paper 2006-04-05, Failing to Steal Anything, a Thirteen-
year-old girl Sets Fire to Classmate’s Home, from the “Thirteen Months in the 
Year of the Dog” series
Digital chromogenic print
16 x 20 in. (40.6 x 50.8 cm)  
Courtesy of the artists
(Plate 21)

Chutian Golden Paper 2006-04-30, Hair Salon Wonder – Hairdressing 
while Smashing, from the “Thirteen Months in the Year of the Dog” series
Digital chromogenic print
16 x 20 in. (40.6 x 50.8 cm)  
Courtesy of the artists

Chutian Golden Paper 2007-05-02, A Karaoke Enjokosai Girl Forced to 
Drink Toxicant Now Under Police Investigation, from “The Victim” series
Digital chromogenic print
16 x 20 in. (40.6 x 50.8 cm)  
Courtesy of the artists
(Plate 2)

Chutian Metropolis Daily 2007-07-14, Short-Circuited Old Fridge Poached 
Eggs, from “The Victim” series
Digital chromogenic print
16 x 20 in. (40.6 x 50.8 cm)  
Courtesy of the artists

Chutian Golden Paper 2007-08-13, An Escapee Being Chased Dropped 
through the Top Floor of a Building and Scared Everybody Inside, from 
“The Victim” series
Digital chromogenic print
16 x 20 in. (40.6 x 50.8 cm)  
Courtesy of the artists
(Cover and inside cover)

Chutian Metropolis Daily 2007-08-14, Motor Snatchers Even Target Dog 
Shit, from “The Victim” series
Digital chromogenic print
16 x 20 in. (40.6 x 50.8 cm)  
Courtesy of the artists

LU GUANG (b. 1961, Yongkang, Zhejiang Province; lives and works in 
Beijing)
Firefighter instructor Zheng Zhanhong hears cries for help and enters the 
water to help Han Xiaoxiong (right) and Zhang Liang. Dalian, China, July 
20, 2010 8:30:54 AM
10 3/16 x 15 ¼ in. (25.9 x 38.7 cm)
Digital chromogenic print
Courtesy of the artist and Contact Press Images
(Plate 31a)

Zhang Liang’s funeral in Dalian City. Zhang Liang was killed during the 
Dalian oil spill cleanup on the 20th July. Zhang Liang’s uncle is holding the 
portrait, July 24th, 2010
Digital chromogenic print
15 ¼ x 10 3/16 in. (38.7 x 25.9 cm)
Courtesy of the artist and Contact Press Images
(Plate 31b)

LU HAO (b. 1969, Beijing; lives and works in Beijing)
Birdcage, Flowerpot, Insectpot, and Fishbowl, 1999
4 color photographs (process unidentified)
Each: 23 x 47 in. (58.4 x 119.4 cm)
Collection of Dale & Doug Anderson
(Plate 16)

MALEONN (MA LIANG) (b. 1972, Shanghai; lives and works in 
Shanghai)
Shanghai Boys No. 10, 2005
Digital chromogenic print
23 ½ x 35 ¼ in. (59.7 x 89.5 cm)
Courtesy of the artist

Days on the Cotton Candy No. 1, 2006
Digital chromogenic print
23 ½ x 35 ¼ in. (59.7 x 89.5 cm)
Courtesy of the artist
(Plate 18)

Second-Hand Tang Poem No. 1, 2007
Digital chromogenic print
36 x 29 ½ in. (91.4 x 74.9 cm)
Courtesy of the artist
(Plate 3)

MUGE (b. 1979, Chongqing; lives and works in Chengdu, Sichuan 
Province) 
Untitled #1, from the “Moments” series, 2004 
Gelatin print, edition 2/5
22 1/8 x 31 5/8 in. (56.2 x 80.3 cm)
Courtesy of the artist and Anastasia Photo 

Untitled #29, from the “Go Home” series, 2006
Gelatin print, edition 5/12
19 5/8 x 19 5/8 in. (50 x 50 cm)
Courtesy of the artist and Anastasia Photo 
(Plate 38)

Untitled #41, from the “Go Home” series, 2006 
Gelatin print, edition 3/12
19 5/8 x 19 5/8 in. (50 x 50 cm)
Courtesy of the artist and Anastasia Photo 

O ZHANG (b. 1976, Guangzhou, Guangdong Province; lives and works 
in New York and Beijing)
Poverty is not Socialism, from “The World is Yours (But Also Ours)” series, 
2008
Digital chromogenic print
48 x 60 in. (121.9 x 152.4 cm)
Courtesy of the artist and CRG Gallery
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Be Refreshingly Cool is Up to Me, from “The World is Yours (But Also Ours)” 
series, 2008
Digital chromogenic print
22 x 17 in. (55.9 x 43.2 cm)
Courtesy of the artist and CRG Gallery

Salute to the Patriot, from “The World is Yours (But Also Ours)” series, 2008
Digital chromogenic print
17 x 22 in. (43.2 x 55.9 cm)
Courtesy of the artist and CRG Gallery
(Plate 22)

Untitled (#7, 9, 11, 12, 16, 17, 18, 24, 28, 29, 30, 31, 32, 33, 35, 36, 39), 
from the “Daddy & I” series, 2006 
17 digital chromogenic prints
Dimensions range in size: 4 x 4, 4 x 5, and 7 x 7 in. (10.2 x 10.2, 
10.2 x 12.7, and 17.8 x 17.8 cm)
Courtesy of the artist and CRG Gallery
(Plate 35)

PENG RONG (b. 1968, Yuanjiang, Hunan Province) 
Water Cube, from the “Bionics” series, 2008
Color photograph (process unidentified), ed. 11/12
31 3/8 x 39 3/8 in. (80 x 100 cm)
Collection of Dale & Doug Anderson
(Plate 27)

QIU ZHIJIE (b. 1969, Zhangzhou, Fujian Province; lives and works in 
Beijing)
Depth in the Reality Shadow, from the “Lightwriting” series, 2005
Color coupler print
47 x 47 in. (119.4 x 119.4 cm)
Rona and Jeffrey Citrin
(Plate 9)

RONG RONG (b. 1968, Zhangzhou, Fujian Province; lives and works in 
Beijing)
Beijing #1, 2000
4 hand-tinted gelatin silver prints
Each: 16 x 16 in. (40.6 x 40.6 cm) 
Rona and Jeffrey Citrin
(Plate 6) 

SUN JI (b. 1981, Shanghai; lives and works in Shanghai)
Memory City I, #1, 2005
Digital pigment print
47 ¼ x 31 ½ in. (120 x 80 cm)
Courtesy of the artist and m97 Gallery/Shanghai
(Plate 29)

TAMEN (Lai Shengyu: b. 1978, Hunan Province; Yang Xiaogang: b. 1979, 
Hunan Province; artists live and work in Beijing) 
Shanghai Bund, from “The Same Room” series, 2007
Digital chromogenic print                                                                
39 ¼ x 52 3/8 in. (99.7 x 133.1 cm)
Courtesy of the artists
(Plate 20)

Repast, from “The Same Room” series, 2007
Digital chromogenic print
39 ¼ x 52 3/8 in. (99.7 x 133.1 cm)
Courtesy of the artists

TIAN TAIQUAN (b. 1960, Chongqing; lives and works in Chongqing)
No. 2, from the “Lost” series, 2006
Digital chromogenic print
31 ¼ x 31 ¼ in. (79.4 x 79.4 cm) 
Courtesy of the artist

No. 5, from the “Lost” series, 2006
Digital chromogenic print
31 ¼ x 31 ¼ in. (79.4 x 79.4 cm) 
Courtesy of the artist
(Plate 13)

WANG JIN (b. 1962, Datong, Liaoning Province; lives and works in 
Beijing)
To Marry a Mule, 1995
Chromogenic print, ed. 1/3
101 x 67 in. (256.5 x 170.2 cm) 
Courtesy of Friedman Benda, New York
(Plate 5)

WANG QINGSONG (b. 1966, Daqing, Heilongjiang Province; lives 
and works in Beijing)
Red Peony, Frosted Peony, and White Peony, 2003
3 chromogenic prints, ed. 9/20
Each: 43 x 20 in. (109.2 x 50.8 cm) 
Collection of Dale & Doug Anderson
(Plate 14)

WANG WUSHENG (b. 1960, Wuhu, Anhui Province; lives and works in 
Shanghai and Tokyo)
Mt. Huangshan (A074), 2007
Gelatin silver print
16 ¾ x 39 ¼ in. (42.5 x 99.7 cm)
Courtesy of Barry Friedman Ltd.

Mt. Huangshan (A124), 2004
Gelatin silver print
39 ¼ x 31 3/8 in. (99.7 x 79.7 cm)
Courtesy of Barry Friedman Ltd.
(Plate 25)

Mt. Huangshan (C070919), 2007
Gelatin silver print
22 ¾ x 39 ¼ in. (57.8 x 99.7 cm)
Courtesy of Barry Friedman Ltd.

WENG FEN (Weng Peijun, b. 1961, Hainan Province; lives and works in 
Haikou, Hainan Province)
Haikou, from the “Sitting on the Wall” series, 2001–2010 
10 digital chromogenic prints
Haikou, 2002: 15 ½ x 18 ¾ in. (39.4 x 47.6 cm); all others: 15 ½ x 19 ½ in. 
(39.4 x 49.5 cm)
Courtesy of the artist
(Plates 28a, 28b)

Wish for Patriotism, from the “Family Aspirations” series, 2000
Digital chromogenic print
19 5/8 x 15 ¾ in. (49.4 x 40 cm)
Courtesy of the artist

Wish for White Collar Life, from the “Family Aspirations” series, 2002
Digital chromogenic print
19 5/8 x 15 ¾ in. (49.4 x 40 cm)
Courtesy of the artist
(Plate 19)

Future Plans– Beijing, 2009
Digital chromogenic print
Diameter 27 ¼ in. (69.2 cm)
Courtesy of the artist

Future Plans– Taibei, 2009
Digital chromogenic print
Diameter 27 ¼ in. (69.2 cm)
Courtesy of the artist
(Back cover)

XU ZHEN (b. 1977, Shanghai; lives and works in Shanghai) 
www.okmyclub.com-Fought George W. Bush in Oct. 2005, from the 
“My Club” series
Digital chromogenic print
43 x 57 ¼ in. (109.2 x 145.4 cm)
Courtesy of the artist
(Plate 12)
 
www.okmyclub.com-Fought Kofi Annan in Oct. 2005, from the “My Club” 
series
Digital chromogenic print
43 x 57 ¼ in. (109.2 x 145.4 cm)
Courtesy of the artist
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YANG YI (b. 1971, Kaixian, Chongqing; lives and works in Chengdu, 
Sichuan Province)
Uprooted #7, Old Town of Kaixian: Swimming Pool, 2007
Digital pigment print
27 ½ x 39 3/8 in. (70 x 100 cm)
Courtesy of the artist and m97 Gallery/Shanghai
(Plate 24)

YAO LU (b. 1967, Beijing; lives and works in Beijing)
New Landscape, Part I-V, Clear Cliff Shrouded in Floating Clouds, 2007
Chromogenic print
Diameter 47 in. (119.4 cm)
Courtesy of Bruce Silverstein Gallery
(Plate 26)

New Landscape, Part IV-I, Angling on Low Island, 2009
Chromogenic print, ed. 2/8
59 ¾ x 27 ¼ in. (151.8 x 69.2 cm)
Courtesy of Bruce Silverstein Gallery

YU HAIBO (b. 1962, Yongcheng, Henan Province; lives and works in 
Shenzhen, Guangdong Province)
Oil painting village in Dafen, China, September 2005 
Digital chromogenic print
13 ¼ x 20 in. (33.7 x 50.8 cm)
Courtesy of the artist and Contact Press Images
(Plate 34) 

ZHANG HUAN (b. 1965, Anyang, Henan Province; lives and works in 
Shanghai and New York)
Family Tree, 2000
9 chromogenic prints on Fuji archival paper, ed. 13/25
Each: 21 x 16 ½ in. (53.3 x 41.9 cm)
Courtesy of Friedman Benda, New York
(Plate 4)

ZHANG LIJIE (b. 1981, Beijing; lives and works in Beijing)
JIANG Fujun (orphan), born 1988, Osteogenesis Imperfecta, Beijing, 
August, 2010, from “The Rare” series
Digital chromogenic print
17 x 14 in. (43.2 x 35.6 cm)
Courtesy of the artist and Contact Press Images

ZHAO Yun (orphan), born 2004, Congenital Malformation, Beijing, 
April, 2011, from “The Rare” series
Digital chromogenic print
17 x 14 in. (43.2 x 35.6 cm)
Courtesy of the artist and Contact Press Images
(Plate 33)

ZHANG XIAO (b. 1981, Yantai, Shandong Province; lives and works in 
Chengdu, Sichuan Province)
They No. 44, from the “They” series, 2006–2008 
Digital chromogenic print
31 ¼ x 31 ¼ in. (79.4 x 79.4 cm) 
Courtesy of the artist
(Plate 36)

Shanxi No. 46, from the “Shanxi” series, 2007 
Digital chromogenic print
31 ¼ x 31 ¼ in. (79.4 x 79.4 cm)
Courtesy of the artist

Three Gorges No. 1, from the “Three Gorges” series, 2008
Digital chromogenic print
31 ¼ x 39 in. (89.4 x 99.1 cm)
Courtesy of the artist

Coastline No. 14, from the “Coastline I” series, 2009   
Digital chromogenic print
31 ¼ x 39 in. (89.4 x 99.1 cm)
Courtesy of the artist
(Plate 37)

ZHOU HAI (b. 1970, Guilin, Guangxi Province; lives and works in 
Beijing)
Beijing Capital Steel Company, forced to close down due to pollution, 
Beijing, 03/2005, from “The Unbearable Heaviness of Industry”
Digital chromogenic print
13 ½ x 20 in. (34.2 x 50.8 cm)
Courtesy of the artist and Contact Press Images

Two workers dismantling equipment used for making steel, Liaoning Anshan 
Steel Company, Anshan, Liaoning, 10/2005, from “The Unbearable 
Heaviness of Industry”
Digital chromogenic print
17 x 17 in. (43.2 x 43.2 cm)
Courtesy of the artist and Contact Press Images
(Plate 32)

Photographs of the works of art in this exhibition 
have been supplied, in most cases, by the 
owners or custodians of the works, as cited in the 
captions. For the following images, an additional 
acknowledgment is due: 

Plate 6, courtesy of Phillips de Pury & Company; 
plate 7, photography by Kelli Marin, Inc.; plate 8, 
photography by Kelli Marin, Inc.; plate 9, courtesy of 
Phillips de Pury & Company; plate 10, photography by 
Kelli Marin, Inc.; plate 14, photography by Eva Heyd; 
plate 15, photography by Kelli Marin, Inc.; plate 16, 
photography by Eva Heyd; plate 17, photography by 
Kelli Marin, Inc.; plates 30a–d, photography by Jim 
Gipe-PivotMedia and Stephen Petegorsky; plate 39, 
courtesy of Pace/MacGill Gallery.
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