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the universe is
composed of
Nature and the
Soul. Strictly
speaking, there-
fore, all that

Is separate from
us, all which
Philosophy
distinguishes as
the not me, that
Is, both nature
and art, all other

men and my own

body, must be

ranked under this

name, Nature.

Ralph Waldo
Emerson
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For over a millennium man

has sought to escape his quotid-
ian world by communing

with nature. With nature as muse,
Chinese landscape painting
emerged among the flourishing
arts and literature of the Tang,
Sung, and Ming Dynasties. Creat-
ing ‘landscapes of the mind,’

or ‘spiritual landscapes,’ the Chi-
nese landscape painters imbued
their personal visions with a
higher experience only attained
in nature. Exceeding the realism
of nature, they permeated atmo-
sphere and emotion into their
media. With nature as subject
matter and the Buddhist and
Taoist concept of nature as the
basis for man’s inner harmony,
the Chinese landscape painters
generated a body of work that
would inspire the artists, poets,
and writers of the centuries,
nations, and cultures to come.

Celebrating the legacy of this
‘landscape of the mind’ and the
power of nature to enlighten,
the permanent collection of the
new United States Embassy,
Beijing, brings together 28 artists
from across the United States
and China: all of whom rely on
nature as source in pondering
universality. Through stylistic,
literary, metaphorical, and

philosophical allusions, the
artists align in contemplation

of the history of nature in
Chinese cultural history. An
assemblage of diverse media—
painting, sculpture, mixed
media, drawings, works on paper,
installation, and photography—
the collection aims not only

to remind the viewer of nature’s
transformative potential, but
also to underscore the beauty of
this shared pursuit that has
connected American and Chi-

nese cultures.

With globalization and shared
ideas, there is a more equitable
exchange and relationship
between East and West exists.
Hotlines, the Internet, over-
night flights, cell phones, and
cultural exchanges connect

us. As of March 2008, China
and the United States are

two of the world’s top three art
markets. The new contempo-
rary art of China and the United
States approaches, modifies,
and revitalizes existing long-
standing traditions. Like

so many of their predecessors,
the American artists in this
collection look to China’s
philosophy, calligraphy, cera-
mics, ornamentation, architec-
ture, religion and culture. In
the last few decades, beginning
with the Cultural Revolution,

China has similarly been
stimulated by the artin the West.
A contentious past argues for a
provocative future. Times have
changed. Nature has changed.
As environmental issues abound
and awareness heightens, nature
continues to serve as fodder

and muse, just as it did in
ancient China.

Espousing syncretic styles, these
artists all forge a more expansive
approach with nature as their

point of departure. Pondering uni-

versality, Classical Asian and
Western forms, and conceptual
modes of painting often produce
hybrids that are often, in the
nature of alloys, stronger and
even more beautiful than

their individual parts. Both the
represenational and the abstract
works featured embody the

emotions triggered by landscapes.

Transcending time, place,
culture, and philosophy, each of
these artists successfully achieves
communion with nature.

This collection highlights the
fusion of Westindeed meeting
the East in extraordinary and
breathtaking ways.

Virginia Shore,
Curator

Landscapes
of the Mind

Art

Collection

of the

United States
Embassy,
Beijing

K = s
FEK
2K
AL %

o b

a0 = SN S EREN B BUN LIV
SRR E N NN 22 S N

AR AR BRI [ LD K A

R =R 2R 30—
AR A o T B R
K7 B KRS, P K
FATRA AR T BRI TR
FREAEE 5, BB BT B RO
AR, M AT S,
A U 5 IR T, BLA
SRR, FEM L R AR
SR TFNE i E K 2
PR LA A R 7 A0
AAAELE R LA B AL AR
HK WAFESR . NIRRT
BKTRSE, R AR
271, FRIRGEAC SO H i
RR A SRS B T 5% [H L P
28 AL ARSI b AT
AL AR A AR A R
PEIIPSUR, T KR . RUA . B
R PT A A 2, SRR I
RSO GTH AR B AR T L
ISEAET . IXAE RS T %
TR — e WS ZRE B
i, KL, KE, B ——€
AL BB BOK H ARG IR
PERPEST S [FIN os Xk A
SRR FE SR IR BRA G
WAL . ARG Y
e, KR VYT AS IR R R AL

SEIPAE . AT TR B
RALRAIE. FHL, A3
AETRACBA TG A2, 2120085
SH AL, RSN L S
A = KSR PR
L RS [ A AR AR B A
BUEIEAMALSE, I IEA R
(5 Jyo FMRATTEIRTEE—HF, fEik
Jo AR Bl F) 55 B 2R RAT 146
ML AL B2 Bl
I SEENSCAL PR
IR, SCHR i i L4
K, HIEHWZ R TT EARMGE

Wi TR Zea th H A
AR AR T, KA
IRAZT o AR, PR U
IMRERFBRI AR, K AA
WIHGAEH AR, RN e
RO RS

Wb bl B, XSRS
PLR EHAR A A, SRIUT LERT A
W R e R, W
WAL, W75 A2 kg
MR AT L, e
G2 IR O IS T
Wt B GUL AN AR &, X LR
an B AR L RSN, B
1 N CTIN18 1 AN R e 9B 7 {2 411)
LB AR IR
XAWGE IR AT, ARV 5 (R
TEUTE S & N T7

A REAZ I o

Virginia Shore,

(SIS



Liquid Light 1983-2003

is a single-volume monograph
assembled from the personal
work of Fabien Baron. Spanning
twenty years and two continents,
the collection draws from over
2,000 photographs taken on

the coasts of Eastern America,
Western Europe, and the Medi-
terranean. The book chronicles
Baron’s transformation of
concrete, geographical sites into
abstract tableaux. Utilizing

long exposure for each image,
Baron reveals the most essential
aspect of his subject matter:
light. The Fabien Baron co-
llection for Elson & company is
inspired by this collection in
which Baron’s photographs are
translated by the hand of
Tibetan weavers in Katmandu,
Nepal. Since the Fourth Century
B.C., these nomadic people
have used Himalayan wools to
make their rugs. While each
image varies infinitely in

detail
change, as do lenses and

weather, hour, and light

film stock— they all maintain

a fundamental composition:
water and sky bisected by
horizon. Subtle gradations in
color and tone offset the re-
petitive form, creating abstract
vistas where sea and sky are

one in the same. These images
are deceptively still: chromatic
abstractions gleaned from a sea
and sky that are never stationary

and never entirely empty.

Fabien Baron was born and
raised in France. He has served
as creative director for re-
nowned international publica-
tions such as Italian Vogue,
Interview, Harper’s Bazaar, and
French Vogue. Baron is the
recipient of numerous design
and art direction awards,
including a special award for
influence in art direction
from the Council of Fashion
Designers of America.
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Xu Bing
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Expatriate Chinese artist Xu
Bing created Monkeys Grasping
for the Moon, a suspended
sculpture originally designed
for the Sackler Gallery, Wash-
ington, DC as part of Word Play:
Contemporary Art by Xu Bing,

a solo exhibition of his work in
October, 2001. The piece

was presented by the family of
Madame Chiang Kaishek
(Chiang Soong Mayling 1898—
2003) in commemoration of
her historic visits to the Joint
Session of Congress in 1943

and her memorable return to the
U.S. Capitol in 1995. The first
edition of the work remains on
permanent display at the Sackler

Gallery for permanent view.

The work is comprised of

21 laminated wood pieces,
functioning as linked verte-
brates, each of which form the
word “monkey” in one of a
dozen different languages. It is
based on a Chinese folk tale

in which a group of monkeys
attempt to capture the moon.
Linking arms and tails, they
form a chain reaching down
from the branch of a tree to the
moon’s shimmering reflection
on the surface of a pool lying
beneath them, only to discover
the things we work hardest to
achieve may prove to be nothing

but an illusion.

Xu Bing was raised in Beijing
and earned his Master of Fine
Arts from the Central Academy
of Fine Art in Beijing in 1987.
Working in a range of media,
Xu creates installations that
question the idea of communi-
cating meaning through lan-
guage, demonstrating how both
meaning and written words can
be easily manipulated.
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Hai Bo’s recent work focuses on
figures isolated within expansive,
disappearing Northern Chinese
landscapes. He has increased the
scale and amplified the color

in iconic images of bicyclists,
farmers, and vernacular Chinese
architecture. The subjects of
Hai Bo’s elegiac images live at
the edge of extinction; they

are men with one foot in the past,
amidst uncontrolled cultural

and economic change.

Using the body as a solitary
marker, Hai Bo creates serene
landscapes that examine
sentimentality without falling
predictably into that territory.
While the images may appear
traditionally romantic, they take
on new meaning in a Chinese
political context that favors the
group over the individual and
ignores the passage of time and
personal history.

Hai Bo notes that his images
aim to capture the “confused,
lonely, and helpless feeling”
of'a people caught up in a whirl-
wind of change, yet the work
also describes a historic wager
between modernization and
the loss of a traditional way of
life. Ultimately, these images
of “far-flung, desolate northern
scenes” perform a subversive
actwithin Chinese culture—
they document the past, or

as Hai Bo says, they “witness the

period of my own history.”

Hai Bo’s panoramic landscapes
seem to document the past

with a glow as the protagonist of
the work heads in the same
direction. The Northern No. 11

is both atmospheric and
reminiscent of a man and place
in straddling the past. Bo
studied at the Central Institute
of Fine Arts, Department

of Printmaking and Fine Art
Institute of Jilin, both in China.

Hal Bo
R

1962; Changchun,
Jilin Province, China
Lives and works

in Beijing, China
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Cheng

1953; New York, New York
Lives and works in
New York, New York
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My painting is a way to discover
the world and make physical
certain ideas and questions.
Ilook around the world and
see, amid chaos, its rich and
complicated history. Its archi-
tecture and museums are

full of visual artifacts that leave
clues to other civilizations and
philosophies. A drape, cloud
design, or flower from as recent
as the Eighteenth Century,

or as distant as 1000 BC, are all
testimonies to man’s drive to
create order and leave articu-
lated forms of meaning. I am
struck by the clarity with which
the drive of life continues to
communicate. When I'look at
these artifacts, some speak to
me, forming a connection. They
inspire me to explore what
they mean, as well as why and
how they can continue to elicit
aresponse in our time. I take
these images, usually fragments,
and orchestrate them in a

way to express different internal
states. To find this form and
give it a vivid presence, it must
be transformed or morphed,
making its origin remote,
imbedded in the layers of the
painting or drawing.

Fall/LeafSwirlis one of the Four
Seasons. The fall tree is made
up of red leaves from Chinese,
European, and American bo-
tanical drawings, embroideries,
and decorative motifs. The
center is an early Renaissance
cloud form, radiating out
containing an infinite bright
center. The leaves are swirling
in the wind amidst the calm
center. Emily Cheng

Cheng received her Bachelor
of Fine Arts from the Rhode
Island School of Design,
Providence, Rhode Island, and
studied drawing and sculpture
at the New York Studio School,
New York, New York.
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Anne Chu mines the history

of figuration across cultures and
eras to create sculptures that
can evoke storytelling, and myth-
ology. Her wide-ranging sources
are employed more for their
capacity to trigger the imagina-
tion than for their specific
references. However, these free-
standing “landscapes” make
clear reference to Bhutanese
prayer banners. The portable
mountains, drawn in wild
clashing colors and patterns,
fluctuate between celebratory
banners and a long view to

the top of a distant mountain.
Chu’s richly colored resin bases
of Four Mountain Views convey
the weight of a mountain, while
the brilliantly colored fabric
attached to a metal corps form
the mountain peak.

Anne Chu graduated from
Philadelphia College of Art and
received her Master of Fine
Arts from Columbia University.
She has had solo exhibitions

at the Donald Young Gallery in
Chicago, Illinois; the Indianapo-
lis Museum of Art, Indianapolis,
Indiana; Cleveland Contempo-
rary Arts Center, Cleveland,
Ohio; and the Dallas Museum
of Art, Dallas, Texas.
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I paint landscape with gestures
and pours inspired by mechani-
cal and human movements. The
speed of jet takeoff, the kitsch
aesthetics of the 1960s and 1970s,
traditional Chinese scrolls,

and Dr. Seuss inspire my invented
spaces. A frequent traveler,
Iidentify with ancient Chinese
poet-scholars who wandered

the landscape. Similar to scrolls
where microscopic figures
traverse vast terrains, I experi-
ence landscape as both internal
and external space that merges
past and present time.

My interest in Chinese painting
began when I began commuting
between New York and Florida
in 2003. The power with which
Florida’s landscape conjured

1960s Los Angeles led to my
portrayal of landscape as a
multi-layered space defined by
memory as much as visibility.
Hiking the Great Wallin 2005
showed me how traditional
ancient scrolls documenta ter-
rain from ascent to descent,
encompassing simultaneous
moments in time and space.
The undulating spaces and vari-
ous marks in Huang Gong-
wang’s Dwelling on the Fu’Ch’'un
Mountains catalyze my own
approach to landscape. In the
2004 painting Fu’'Ch’Un Moun-
tains of Florida, spilled paint and
Pop-inspired flowers adorn my
version of the scroll, collapsing
Yuan Dynasty and Dr. Seuss.
The 2006 watercolor Imperial
Fort fills empty space with
pattern and color to construct

a dense, nocturnal feeling.
Twisting Fireball Tree upholds the
airiness in Chinese composition
and was also influenced by
Indian miniatures, for which
artists prepare by painting
microscopic circles with a tiny
brush coordinate eye, hard
and touch. FElisabeth Condon

Fusing East and West,
Elisabeth Condon sites tradi-
tional Chinese scrolls of the
Yuan Dynasty within Dr. Suess’
fantastical sense of space.
Condon earned a Bachelor of
Fine Arts from Otis Art
Institute of Parsons School
of Design and a Master of
Fine Arts from School of the
Art Institute of Chicago.
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1959; Los Angeles, California
Lives and works in
New York, New York
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The three globes made for

the American Embassy in
Beijing reflect a large body of
work I have developed over

the past ten years. Formerly, the
globes were astronomically
based, but have now developed
into singular episodic frag-
ments of my observations of the
natural and manmade world.
They are a collection of seem-
ingly small, yet momentous
moments: wandering the moun-
tains, climbing rocks and trees,
a detour down the back roads
of bucolic California ranch
lands, or viewing the silhouette
of a mustard plant backlit by
asmoggy twilight with Venus
hanging high in the sky. These
experiences fill my mind with
images and words surrounding
an ever growing concern

for the uncertain future of the
natural world. How does the
artist grapple with the reality of
this denigration, yet hang on

to the poetry of the moment? Is
it nostalgia that drives the
work—or an urgent desire to
capture the landscape before
itis gone?

My process of drawing begins
with direct and intimate contact
with the subject matter. After
studying the nuances of the land-
scape and making on-site field
notes in personal sketchbooks,
the resulting observations

are then translated into draw-
ings, both on globes and in
large books, introducing three-
dimensional sculptural
elements into the work. The
globes are fabricated in
fiberglass then covered with
archival paper by paper
conservators. I draw directly
onto them with a special
archival ball-point pen over a
wash of watercolor.

The globes seem to have
universal appeal across borders
and cultures. Their grand
presence creates a circular space
in which one feels they can
look into another world—an
invitation to take a journey

into the American landscape.

Russell Crotty
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This work was conceived after a
trip to the Big Island of Hawaii
in 1990. It was there that I
visited a place called the “City of
Refuge,” a narrow peninsula

of lava-flow extending into the
Pacific and surrounded by
pounding and treacherous surf.
It was considered a very sacred
place and abode of the king.
There had been a tradition that
any criminal or person that
broke a taboo would be absolved
if they could safely swim to this
dangerous place. In addition

to its remarkable beauty and
palpable spiritual power, it

had an unusual formation of lava
that trapped small irregularly
shaped pools of perfectly still
water which reflected the sky as
in a mirror. It created a spatial
disorientation and serenity
that buffered the turbulent water
further away. The “City of
Refuge” overwhelmed me as

a tremendously inspiring

visual motif and a landscape I
found highly symbolic of the
quest for spiritual fulfillment
that resonates through

much of traditional Chinese
landscape painting.

Lava and Bougainvillea Triptych
#21s part of a series of paintings
that evolved from this visit;

all had an altarpiece triptych
format as reference to their
spiritual themes—a central
panel with a symbolic plant,
such as palm, lily, pine, and
bougainvillea, with two
attendant panels of landscape
motifs. They were painted in a
loose watercolor style greatly
inspired by the nineteenth-early
twentieth century Shanghai
School of painting, especially
Wu Changshou, Zhao Zhiqian
and Xu Gu, but pushed to a
rougher, less stylized contempo-

rary American feeling. In
retrospect they seem much more
evocative of the place than

the mode of depiction, yet they
retain a distinct hybrid of
Chinese and American painting
that I was striving toward.

Brad Davis
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After exploring the world in
search of the greatest universal
sites, both man-made and
natural, Lynn Davis completed
the monumental cycle she
began in 1986 with an homage
to the time-old civilization

of China. Her China series
captures the many faces of

an eminently complex culture:
the transcendental grace

of Buddhism, the power and
strength of a great empire,

the fragile delicacy of the land-
scapes, and an esthetic of
flamboyance. The photogra-
pher’s explorations took

her from the edges of the Gobi
Desert to the Southern section
of the Yangtze River. Guided

by the missionary figure of Xuan-
zang, who made the pilgrimage
from China to India in the
Seventh Century to carry back
the original teachings of Buddha,
Davis traveled along the
Chinese portion of the North-
ern Silk Road. Pursuing her
travels to the ancient capitals of
the Empire, she sought out

the relics of the Tang and Sung
dynasties and of China’s classic
age. The sense of abstraction,
a hallmark of the artist’s style,
informs her vision both

of Imperial splendors and of
religious monuments, bringing
out the bold modernism of
their lines as well as evoking the

presence of transcendence.

The art and culture of China
led to remarkable stylistic
innovations in Davis’s work.
Primarily, the printing of toned
negative images. The warm

density of these gold-toned

photographs recalls the
precious productions of early
photography. A more direct
inspiration is the Chinese
tradition of ink-rubbings,

a process in which stone reliefs
were copied by inking a

sheet of paper tamped onto the
stone. The “negative” image
thus obtained had a strikingly
photographic quality.
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Recently I focus more on
conceptual developments and
medium and material experi-
mentations, while becoming
less interested in thinking only
in terms of local cultures

and ethnic issues. The talk of
cultural mission and traditional
colors can become empty
rhetoric depleted of meaning.

I devote instead more attention
and energy to studying and
creating the intersections and
relations among personal
language, different mediums,
and the larger environment,
thus integrating the internal
with the external and the visual,

while interpreting various

themes with familiar materials
and signs. A sound, a special
smell, a line of light, a breeze,
and the wind dust from the
eternal past, all bring with them
elements from long disappeared
ancient civilizations or from
other cultures. Their existence
in my dreams and spiritis a
continuation of the past. To
think in terms of the source

of ancient civilizations reflects

my current state of being.

I'use my own language and
signs to describe and represent
this civilization landscape that
has disappeared or is disappear-
ing. With different media (e.g.,
video, installation, ink on paper,

and oil), I express and explore

this theme. Reassembling and

realigning various languages
and signs, I hope to construct
a personal language and a new
cultural landscape. QinFeng

Qin Feng applies coffee, tea,

ink, and pigment to paper and
canvas to create an abstracted,
obscured, and nonsensical
fictional language of fluid,
calligraphy-inspired paintings.
Emulating music and dance
simultaneously, characters
appear to float above and below
the surface of the sea. Feng
masterfully blurs the distinction
between painting and calligra-
phy, spontaneity and control,
ability and accident.

Qin Feng Graduated from

the Shandong Art Institute,
Shandong, China in 1985.
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China Light came about as a
result of a visit to China in 2004.
I had painted a large oil
painting in 1996 called Gui-Lin
Imagined. The image was based
on a photo I saw online that
depicted a kind of landscape I
had never before seen; and once
I'had, I could not stop thinking
about it. Its surreal quality and
the light it seemed to contain
were something I wanted to
contemplate and paint. After I
did the painting, I was of course
hoping that some day I would
see the place that held such

fascination for me.

The place that China Light
loosely depicts is actually in
Yangshuo, an area south of Gui-
Lin. It was indeed as strange
and compelling to be there as
I'd hoped, and I immediately
began making paintings based
on that area when I returned.
My work often uses photographs
from which to make sketches,
but is always redrawn, manipu-
lated to better project the
complexity, mystery and ques-
tions that I hope will compel the

viewer to engage in it. April Gornik

The yi, or the suggested idea, of
Chinese landscape painting

is exemplified in April Gornik’s
China Light. Upon first glance,
the viewer is immediately
transported to Yangshou where
the mountains, atmosphere,
and body of water elicit a jour-
ney to a mystical and spiritual
place. Gornik’s landscape is
harmonious, reflective, and
imaginary—an artist truly

communing with nature.

Gornik earned her Bachelor of
Fine Arts from 1976 from Nova
Scotia College of Art and
Design, Canada.
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By exploding gunpowder on
paper, the artist employed
energetic and explosive actions
that express the style of tradi-
tional Chinese Literati paintings.
The motifs of eagle and pine
tree were chosen for their sym-
bolic value in both China and
America. The drawing em-
phasizes the portrayal of spirit
and the mood of the figures.

Cai Guo-Qiang

Born in 1957 in Quanzhou City,
Fujian Province, China, Cai Guo-
Qiang trained in stage design

at the Shanghai Drama Institute
from 1981 to 1985. Accomplish-
ing himself across a variety

of media, Cai initially began

working with gunpowder to
foster spontaneity and confront
the suppression that he felt from
controlled artistic traditions at
the time. His explosion projects,
both wildly poetic and ambi-
tious at their core, aim to establish
an exchange between viewers
and the larger universe around
them. His approach draws

on a wide variety of symbols,
narratives, traditions and
materials such as Feng Shui,
Chinese medicine, dragons,
roller coasters, computers,
vending machines and gunpow-
der. Having achieved interna-
tional prominence, Cai’s

work is shown widely around
the world.
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The work is part of my on-going
photo artwork project My
Things. While working on this
project, I discovered I was
relying on a method of photog-
raphy that is counter to tradi-
tional photographic taking
techniques and photo aesthetics.

My photography without a
camera involves using the
scanning machine rather than
the camera to make “photogra-
phy”. While scanning all of
my objects and things I had at
home, I realized that the sense
of touching the objects while
scanning was something that
could not be realized using
traditional photography
methods. At the same time, I

realized that the scanner
allowed me to replicate my
things and create a nearly
flawless record of my belongings
exactly as they are, with
far greater accuracy than the
camera would ever allow.
Sometimes I would scan my
daily belongings one ata
time, at other times I would
scan groups of objects. The
“subjects” of my work, always
being the most ordinary every-
day belongings I accumulated
at home. While scanning
and storing the visual data on
my computer, I reorganized and
reedited to produce my finished
artwork; with the aim of simply
approximating the proportion-
ality and size differences of the

original items. Hong Hao

Packed with images of the
artist’s personal bric-a-brac,
like postcards of water, sky,
spokes, cabbages, Hong Hao’s
still life series, both abstract
and familiar, completely fill
the black plane. Hong Hao
graduated from the Central
Academy of Fine Artin Beijing,
China. He has had solo exhi-
bitions at Chambers Fine Artin
New York, New York; Recontres
d’Arles in Arles, France; Art
Beatus Gallery, Vancouver,
Canada; the Prague National
Art Museum in Prague,
Czechoslovakia; and the
Millennium Monument in

Beijing, China.
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In Beijing, in 1981, Yun-Fei Ji
heard rumors of the Chinese
government’s plan to construct
the controversial Three Gorges
Dam in Hubei Province. While
the damn would yield vast
amounts of electricity, the rising
waters could displace up to four
million people as well as destroy
historical and religious artifacts.
Alegendary site for its natural
beauty, the Three Gorges district
has been recorded by genera-
tions of landscape painters. Yun-
Fei Ji’s recent work addresses

the effects of the dam by subtly
combining references to such
contemporary and historical
issues with aspects of traditional
Chinese landscape painting.

Yun-Fei Ji’s Last Days Before the
Flood uses traditional Chinese
painting techniques to address
arange of issues. At first glance,
the artist’s work recalls atmos-
pheric landscapes, using large,
scroll-like works on paper.
However, the idea of the work
is intrinsic; the veiled and

the metaphorical have strong
political resonance in China,
where reading between the
lines is its own form of art.

Yun-Fei Ji earned his Bachelor
of Fine Arts from the Central
Academy of Fine Arts, Beijing,
People’s Republic of China in
1989 and his Master of Fine Arts
from the University of Arkansas
in 1982, where he received a
Fulbright scholarship. The artist
has had solo exhibitions at

the Frieze Art Fair with Zeno X
Gallery, London, England;

the James Cohen Gallery, New
York, New York; SAFN Museum,
Reykjavik, Iceland; and the
Institute of Contemporary Art,
University of Pennsylvania,
Philadelphia, Pennsylvania;
among others.
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In regard to my work, This
Landscape is Best, 2002, today’s
young people are easily suscep-
tible to the lure of beautiful
consumerist advertising. These
are the images that dominate
their visual landscape, and inevit-
ably, their sense of aesthetics.

We are surrounded today
by the results of man-made
construction in the name
of so-called development. For
this generation, “landscape”
no longer means something
from nature. “Nature” and
“landscape” are subordinated
to man-made spaces full of
urban development and consu-
merism. In today’s environment
it is difficult to refute the
supremacy of our man-made

surroundings.

In 2002, when I organized

this performance in Wan Shou
Mountain at the Summer
Palace, I invited 50 university
students from a neighboring
school of agriculture to partici-
pate. I chose 50 as a good
number to represent visually a
cross section of their genera-

tion. WangJin

Transforming Chinese culture
through personal experiences,
Wang Jin’s This Landscape is
Best documents an outdoor per-
formance with the ‘scholar
rock’ adding to the landscape
a supplemental row of human
heads which repeat the lines

of the rock formation.

Wang Jin was born in 1962 in
Datong, China. He studied
traditional figurative painting
at the Zhejiang Academy of
Fine Arts, graduating in 1987. In
1999 his work was included

in the Venice Biennale and has
since been exhibited at the
International Center of Photo-
graphy, New York, New York;
the Asia Society, New York, New
York; the San Francisco
Museum of Modern Art, San
Francisco, California; and

the Millennium Art Museum,
Beijing, China.
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I started painting Shift Key

in 1999, in Woodside, Califor-
nia, during my residency at
the Djerassi Foundation, and
completed it in my studio

in Oakland, California.

An Asian sensibility is present
in much of my work, both in
terms of color choice and
approach to the organization

of space. My paintings tend

to have many focal points, as

in a Chinese scroll, referencing
the simultaneity of events

that occur in the world. I enjoy
rhythmic and chromatic
counterpoint and dissonance.

I use both primary colors and
soft harmonies to conjure a
world where opposites can co-
exist, whether visual, intellectual
or experiential. Many of the
marks are calligraphic and allude
to real and invented languages,
alphabets and letterforms.

I find color relationships
endlessly surprising and
powerful, both in the psycho-
logical associations they

evoke and their visceral impact.
My intention is to enable the
experience of viewing to unfold
over time, by attracting the
viewer with beauty, and continu-
ing to engage through

complexity. Naomie Kremer

Working with contemporary
materials and techniques,
Naomie Kremer composed Shift
Keywith thousands of layers

of digital color and brushstroke
shapes. She described the
ultimate effect of the work as
leaves shaking in the breeze,
shimmering light playing on
leaves, and people and

traffic simultaneously moving,
creating a flurry of color,

movement, and shapes.

Kremer earned a Master of Fine
Arts in painting and drawing
from the California College of
the Arts, Oakland, California;

a Master of Arts in Art History
from Sussex University; Brigh-
ton, England; and a Bachelor

of Arts from the University of

Rochester, Rochester, New York.

Kremer’s work is in many public
collections including the Fine
Arts Museums of San Francisco;
Hewlett Packard Corporation,
Roseville, California; Mulia
Hotel, Jakarta, Indonesia; the
University of California,
Berkeley Art Museum, Berkeley,
California; and the Washington
Convention Center Art
Collection, Washington, DC.
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Art to me is a humanitarian act
and I believe that there is a
responsibility that art should
somehow be able to affect
mankind, to make the world a
better place. JeffKoons

Jeff Koons’ monumental
sculpture Tulips, from his Cele-
bration series, symbolizes

good luck in Chinese. Botanical
history tells that tulips origi-
nated thousands of years ago in
a corridor stretching along

the 40 degree latitude between
Northern China and Southern
Europe. Blown up to fantastical
proportion and weighing over
seven tons, the stainless steel
flowers, seemingly in need of
water, rise out of the Embassy’s
lotus pond.

Since his emergence in the
1980s, Jeff Koons has fused the
concerns and methods of
Pop, Conceptual, and appro-
priation art with craft-making
and popular culture to create
his own unique iconography.

Koons studied at the Maryland
Institute College of Artin
Baltimore and the School of
the Art Institute of Chicago.
His work has been exhibited
internationally and is in
numerous public collections,
including the Museum of
Modern Art, the Whitney
Museum of American Art, the
Guggenheim Museum,

The National Gallery of Art,
the Hirshhorn Museum

and Sculpture Garden, and
the Tokyo Metropolitan
Museum, Tokyo, Japan.
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In 2005 and 2006, photographic
installation, Speak Memoryis

the continuation of the Pneu-
matic installation exhibited

at the Pompidou Centre in 2003,
butalso the imitation of a Song
Dynasty round fan series from
1998. So, it was shot with a

4 x 5 SINAR camera in order to
enable a clearer and purer
picture, to distinguish between
the past round fans series

and digital works. Here the pure-
ness is a more important
language, therefore the white
color is the background.

White means empty, because
emptiness carries the most
strength. Speak Memoryis a scene
of Zen meditation. This group
of works is a continuation,

and I plan to shoot a series of
animals following. Hong Lei

Combining Chinese motifs
with a Western aesthetic, Hong
Lei’s still life photograph

suite, Speak, Memory suspends
dragonflies, butterflies, snakes,
pine branches, and orange
blossoms against a stark white
background. The suite is
simultaneously satirical and
magical with inspiration

found in Song Dynasty genre.

Hong Lei graduated from
Nanjing Academy of Arts

and went on to study Engraving
at the Central Academy of

Fine Arts. His work has been
exhibited in numerous muse-
ums and galleries including
Chambers Fine Art, New York,
New York; the Guangdong
Museum Of Art, China; Arizona
State University Art Museum,
Tempe, Arizona; National
Museum of Contemporary Art,
Seoul, Korea; and The Interna-
tional Center of Photography
and Asia Society, New York, New
York, among others.
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I have spent much time staring
out at the landscape from an
airplane, looking at the natural
landscape.

My interest in landscape has

led to works influenced and
inspired by natural topographies
and geologic phenomena. I

find inspiration in rock form-
ations, ice floes, water patterns,
solar eclipses, and aerial

and satellite views of the earth.

Itis a distinctly twenty-first
century notion of landscape that

I have incorporated into my work.

Photographic images, which
can freeze and capture naturally
occurring phenomena, aerial
photographs, satellite images,
and microscopic and stop-
camera images have given us,
in this century, a new way of
seeing our world. And itis this
technologically-based method
of analyzing or looking at

the landscape that has been
asignificant influence on

my work, both in the studio
sculptures as well as the

larger outdoor artworks.

Our view of the landscape and
our relationship to it has been
changed significantly by our
ability to view the planet from
these new vantage points.

My desire to research and
locate information about the
earth led me to contact the U.S
Geological Survey headquarters
in Denver, Colorado; find
satellite images of the earth from
NASA; and learn about ocean
depths and data from NOAA,
the National Oceanic and
Atmospheric Administration.
These images have given

me a new way of looking at the
earth. MayaLin

Lin’s installation of 30,000

pins renders the Yangtze River
topographically, emphasizing
the linearity and horizontal flow
of the river. Using twenty-first
century geologic satellite tech-
nology and aerial perspectives,
Lin conveys water patterns with
subtle environmental messages
patterns, ultimately seeing the
world in a new way.

Maya Lin’s work has been
exhibited all over the country
and internationally at such
venues as the Wexner Center for
the Arts, Columbus, Ohio;

the American Academy in Rome,
Italy; the Southeastern Center
for Contemporary Art, Winston-
Salem, North Carolina; and

the Henry Art Gallery at the
University of Washington, Seattle.
Her architectural works include
the Vietnam Veteran’s Memorial,
Washington, DC; the Civil
Rights Memorial, Montgomery,
Alabama; and the Museum for
African Art, New York, New York.

Maya
Lin

Lives and works in
New York, New York
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The subject of my recent work
is two trees— the Pin Oak and
the Maple. The Pin Oak work
requires me to be outdoorsin the
summer and winter because
itis located in a field. I see the
Maple from my studio window,
so I work painting it from inside
and looking outside. These

are the conditions or circum-
stances of the work. There

are qualities which are impor-
tant for me to achieve—and

I can do this by familiarity and
the knowledge I get looking

at these forms day after day.

In the Pin Oak paintings I am
mostly looking up—to see

the very upper part of the tree. I
look at the trunk and the
branches and the furthermost
twigs and the ways they connect
and change as you move to

the view of the crown of the tree.
The trunk is simplest— the
limps grow in ways to create the
form and the outermost twigs
are quirky. These variations and
the unity and the way they

come together engage me year
after year. In the winter the
forms are clear. In the summer
the foliage creates a dramatic
view of the crown of the tree

as it reaches overhead like

a canopy. Sylvia Plimack Mangold

Sylvia Mangold’s most recent
works depict abstract represen-
tations of trees and the rural
landscape of her property

in Washingtonville, New York.
Similar to her earlier work,

her approach to portraying the
trees insists on visualizing

the real world elements that
transcend subject matter.
Recording quiet, understated
moments, Plimack Mangold
creates her visual examinations
of Maple and Pin Oak trees

in recurring circumstances (tree,
view, and season). To enable
the closest conditions of
observation, the paintings are
often made over consecutive
summers or winters and are set
aside for the three seasons

that occur between.

Mangold earned a Bachelor

of Fine Arts from Yale University
in 1961. Her work was first
exhibited at Vassar College Art
Gallery in 1968 and has since
been the subject of over thirty
solo exhibitions including

three museum surveys.
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1955; Beijing, China
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Within you there is a fire
Within the fire

An expanse of water

Dodo Jin Ming

Free Element is the title Chinese-
born artist DoDo Jin Ming

has given her black and white
seascapes made between

2001 and 2003. The title speaks
more of the emotional and
spiritual side of nature, rather
than the specifics of place

or time. These turbulent and

poetic images transport the
viewer to a precipice about to be
submerged under a cascade

of water; a precipice that often
puts the photographer at

great personal risk.

Jin Ming has been described as
possessing the dare-devil spirit of
nineteenth century field
photographers without fear of
approaching overly familiar
subjects such as her most recent
seascapes.

DoDo Jin Ming’s work has been
shown at the Art Institute of
Chicago, Chicago; Illinois; the
Lawrence Miller Gallery, New

York, New York; the Columbus
Museum of Art, Columbus,
Ohio; and the St. Louis Museum
of Art, St. Louis, Missouri,

as well as in galleries in Europe
and Asia.

Jin Ming began her career in
visual art later in her life;

she originally trained as a
classical violinist and per-
formed with the Hong Kong
Philharmonic Orchestra.
Her career changed course in
1988 after visiting an exhibi-
tion of Joseph Beuys’ drawings
when she abandoned her
musical career to pursue
visual art.
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I'have been interested in Chinese
landscape painting for many
years, but also depictions of land-
scape in art through all different
cultures. This painting emerged
from thatinterest and a current
motif in my work where two
things come together to be one
and lend itself to abstraction.

I have done this with diptychs,
monkeys, and the figure.

Here, in this landscape, the
trees are merging across land
and water to make a formal
abstraction that has no
particular narrative or hierar-

Chy Laura Owens

Layers of pastel colored trees,
embrace the viewer in Laura
Owens’, Untitled commission,
which was inspired by numerous
visual sources. The canvas
appears layered with an open-
ness that heightens the effect
of three-dimensional shapes
upon a flat surface. Owens’
abstracted gestures, both thin
and thick, paint a colorful
landscape of unidentifiable
places. Chinese landscapes,
American folk art, textiles, and
Matisse all come to light.

Laura Owens received a Bachelor
of Fine Arts from the Rhode
Island School of Design and a
Master of Fine Arts from the
California Institute of the Arts
in Valencia. Her paintings

are in the collections of the
Museum of Modern Art, New
York; the Museum of Contem-
porary Art, Chicago, Illinois;
the Whitney Museum of
American Art, New York, New
York; the Guggenheim Museum,
New York; the Metropolitan
Museum of Art, New York, New
York; the Museum of Contem-
porary Art, Los Angeles; the
Los Angeles County Museum,
California; the San Francisco
Museum of Modern Art,
California; and the Carnegie
Museum of Art, Pittsburgh,
Pennsylvania.

L aura
Owens

1970; Euclid, Ohio
Lives and works in
Los Angeles, California
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The green stem rising out of the
‘pond’ of water at the top of

the painting could be the stem
of'a plant, tree, or cellular
structure. My work, while about
nature and landscape is not
alandscape painting. I've long
been involved with close-ups

of nature, a rock representing
the mountain, the reference

of landscape as still life ... a sense
of place rather than a place.
There is no ‘scene’ here, but
rather a relationship between
spirit and nature ... and

the forms are rooted in forms
suggested from the natural
world. It’s about the ephemeral
and transitory evocation of
nature rather than a depiction
of a specific landscape.

The rock formations are made
of tracery with the large

slab like form derived from the
image of a Tai Hu rock found
in Chinese Gardens and literati
style paintings. My study of
Chinese Literati painting was
both an influence and the
backbone of my work for many
years, and certainly Green Stem
comes out of that period of my

life. Janis Provisor

Janis Provisor lived in Hong
Kong for six years. She was
inspired by the Colorado land-
scape of her past and detail
images of Chinese Literati
paintings from the Seventeenth
Century, specifically, Bada

Shanren as her point of
departure. Janis Provisor’s work
is represented in the collections
of the Albright-Knox Art
Museum, Buffalo; the Ludwig
Museum, Germany; and

the National Gallery of Art,
Washington DC, among

other museums. She has been
the recipient of several National
Endowment for the Arts
fellowships and has been on the
faculty of the San Francisco

Art Institute, the School of Visual
Arts in New York, and the
University of Texas in Austin.
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Robert Rauschenberg’s Seven
Characters Series is the result of
the 1982 collaboration between
the artist, the Gemini G.E.L.
artists’ workshop, and the pub-
lisher at one of the world’s
oldest paper mills, the manufac-
turer of China’s treasured

Xuan paper in the city of Jingxian
in China’s Anhui province.
With a formal invitation from
the China Artists’ Association,
Rauschenberg worked with calli-
graphers, papermakers, block-
cutters, and scroll-makers to
complete 491 unique collages in
seven basic formats entitled
Seven Characters. Each format is
defined by a shallow paper

pulp relief representing one of
seven Chinese calligraphic
characters: Truth, Individual,
Change, Trunk, Howl, Red
Heart, and Light. Rauschenberg
selected each character for

both meaning and objective
form. Though each collage
differs, all combine images

from popular Chinese charts
and posters, fragments of richly
colored and embroidered

silk bridal bedspreads, and
various printed fabrics.
Referencing the flatness and
collage of Chinese painting,
the emphasis is a balance
between meaning and design.
The symbolic and the visual

are inherent in the Chinese
ideogram, thus providing a
philosophical thrust in keeping
with both the artist’s aesthetic
and the Chinese aesthetic,
thereby creating a new twist.

Rauschenberg’s first retrospec-
tive was at the Jewish Museum
in New York (1963). Major exhibi-
tions include those organized
by the Whitechapel Gallery,
London, UK (1964); Walker Art
Center, Minneapolis, Minne-
sota (1965); National Collection
of Fine Arts, Smithsonian
Institution, Washington, D.C.
(1976); Staatliche Kunsthalle,
Berlin, Germany (1980);
Musée national d’arte moderne,
Centre Georges Pompidou,
Paris (1981); Contemporary Art
Museum, Houston (1984);

and the Whitney Museum of
American Art, New York (1990).

Robert
Rauschenberg

1925-2008;
Port Arthur, Texas

1925-2008;
e N Port Arthurt
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Made of porcelain, a material
with a rich history in China,
Building/Beijingis a multi-part
installation embracing the
language of Tang and Ming
(Hongwu) ceramics and the
Buddhist architectural reliquary
known as the stupa. Each
porcelain form is fabricated
using several techniques: mold
making, casting, painting, and
constructing. The molds are
painted with glaze before
casting. That which is cast is
therefore both surface and form.
Reflecting the cyclical nature of
life, the molds are painted dark
and then repeatedly cast until
the pieces emerge as white. At
this point the painting cycle
begins anew. The full range of
finished pieces exist as form, but
also as arecord of the process of
their making. The title, Build-
ing/Beijing , refers to the process
of constructing, building each
porcelain in the studio and to
the stupa as a sacred building.
Arlene Shechet

Working with porcelain Arlene
Shechet, transforms the material
into historical references to
Chinese ceramics and stupa archi-
tecture. Shechet’s Building/
Beijingincludes over 30 separate
elements, each simultaneously
an object of beauty and a
reference to utilitarian and
religious forms.

Shechet has had solo exhibitions
at the Shoshana Wayne Gallery,
Santa Monica, California;

the Henry Art Gallery, Faye G.
Allen Center for the Visual
Arts, University of Washington,
Seattle, Washington; and
Galerie Rene Blouin, Montreal,
Canada. She has received
numerous awards including the
John Simon Guggenheim

Memorial Foundation Visual
Artist Fellowship; the New

York Foundation for the Arts,
Artist Fellowship Grant; and

the National Endowment for
the Arts, Artist Fellowship Grant.
Her work is in various public
and private collections including
the Brooklyn Museum of Art
and The Whitney Museum of
American Art.
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Chinese Pleasure draws upon
three distinct moments in the
history of Chinese art, ranging
from Sichuan bronzes to
popular culture. The work is
composed of a painted canvas
backdrop, ceramic elements
mounted to the canvas, and four
red lacquered wooden shelves,
each holding a ceramic vase. The
right side of the composition

is inspired by the delicacy and
refinement of ceramic and
bronze money trees from the
Second Century AD. The left
side of the piece is a series

of references to eighth century
Tang Dynasty ceramics, realized
as actual vases mounted on
shelves and images of vases. The
floral images, which make

up the third element of the com-
position, are my reinterpreta-
tion of early twentieth century
graphic art used on package
labels for firecrackers.

Betty Woodman

Betty Woodman’s Chinese Pleasure
is a twenty-four foot commis-
sion. With fragmented Neolithic
vessels, money trees, wood,
earthenware vessels, and painted
rosettes, Woodman has integrat-
ed integrates numerous styles,
references, dynasties, media, and
pop culture into her abstracted
nature-infused installation.
Refusing to abide by any attempt

to categorize her work, she
manages to absorb countless
historical and cultural
references. Throughout her
career she has sought to
redefine the boundaries
between sculpture and painting,
utilizing clay as a medium

for its rich cultural, physical,
and symbolic lineages. In

2006 the Metropolitan Museum
of Artin New York, New York,
featured a comprehensive
retrospective of her work. Her
work has been shown and
collected by many major insti-
tutions throughout the world.
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I firmly believe that photogra-
phy is foremost an anthropologi-
cal tool; a piece of equipment

for fieldwork. Its morality and
immorality are based on its
ability to create a true record,
because only a true record

can help historians research an
era, detectives crack cases,

the paparazzi catch a glimpse of
stars naked, the forgotten

of the world get their share of
attention. So I think that
darkroom manipulation corrupts
photography, as it opposes

the nature of photography by
trying to fill it with art.

As avictorious competitor,
photography stole from
painting its traditional function.
Making this claim is like
poking the anthill of art history
with a stick. Modern art was
forced along by photography, but
by the realism of photography
rather than its artistic nature. So
when I use photography to
create an artwork, I never think
about how to shoot a photo-
graph artistically, but rather how
to use pictures artistically.

That s to say, I am more mindful
of what photographs can be
used for, why one takes a photo,
and not how a photograph is
composed. These are perhaps
very peripheral questions

as far as photography itself is

concerned.

Photographs are used to

prove the existence of realities,
but at the same time, their
objectivity can be used to manu-
facture a reality. If one first
arranges an absurd theatrical

scene, photographs can be used
as proof of such craziness.

For example, in most situations,
especially where ‘common
people’ are concerned, photo-
graphs are used not to record
reality, but to beautify reality. In
front of the lens, people change
into their best clothing, assume
their best posture, and leave

a formal impression. At this
point, photography becomes a
filtration and manicuring

of coarse reality, a revision of
control over one’s body. Beauti-
fulimages can be used to

turn identities, fashions, and
ideologies into icons. QiuZhijie

In Forever Night, Qiu Zhijie
refers to the Chinese scholars’
rocks, also known as scholar
stones or viewing stones. Small
shaped or naturally-occurring,
the rocks have been appreciated
by Chinese scholars from

the Song Dynasty onwards, and
quite frequently found in
traditional Chinese gardens.
Coalescing ‘earth’ and ‘air’
through projections of manda-
rin symbols in light onto a
group of scholar rocks, Zhijie
plays with the viewer’s sense

of reality.

Qiu Zhijie graduated from the
Printmaking department,
China Academy of Art, Hang-
zhou, China. His work has
been exhibited at Chambers
Fine Art, New York, New York;
China Institute Gallery, New
York, New York; the Mingyuan
Art Center, Shanghai, China;
CCC Art Space, Hangzhou,
China; the, Open Museum of
Photography, Tel Hai, Israel;
and the Taipei Museum of
Contemporary Art, Taiwan,

to name a few.
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Nonstop, night and day, Beijing
isa unique place imbued with
motionless tension and tension-
filled motion. At the same

time, Beijing is also alive with
energy and activity, all under-
lied with the awesome strength
of human power, hovering
always on the brink of distur-
bance or crisis.

All of us, resident in Beijing,
local or expatriate, early arrival
or latecomer, are joined
together by his sense of perpetu-
al motion and swirling activity.
This constant non-stop inter-
mingling of new comers and
residents, can only serve to
increase the tension and rhythm
of this city.

ZOON —Beijing Creature

is no more than one man’s
attempt to observe and to
respond to this continuous whir
of urban energy and activity
that is unique to Beijing. In this
series, [ attempt to create new

hybrids of living creatures as
they co-exist within the same
space, resulting in strange and
new combinations. Here the
macro and the monumental are
no longer the opposite of the
micro and the miniscule, noris
the inferior meant to be any
different from the superior. All
are mixed and living together
under one roof without discrimi-
nation or rejection of any one

group by another. Huang Zhiyang

Huang Zhiyang’s Zoon #11
Dreamscapes is a new body of
work in which the artist

uses pigment and ink to create

a parallel world on paper.
Zhiyang refers to the constant
propulsion, distraction, and
change in the Beijing landscape,
which creates a sense of chaos.
The work conveys simultaneously
the sensation of release amidst
order underlying pandemonium.

Huang Zhiyang’s work has

been exhibited in galleries and
museums all over the world,
including Pekin Fine Arts,
Beijing, China; Taipei Couture
Center, Taipei, Taiwan; Museum
of Contemporary Art, Shanghai,
China; Tacheles Art Center,
Berlin, Germany. His work
appears in various public and
private collections including the
Taipei Fine Arts Museum,

the Taiwan Museum of Art, the
Kaohsiung Museum of Fine
Arts, and the UBS Bank Art
Collection.
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1965; Taipei, Taiwan
Lives and works in Beijing, China

1965; 6, Gl
PP sURAE AR




Object
Descriptions
X 5]

Fabien Baron
Liquid Light, 2007
Elson company
hand-knotted
Tibetan wool carpet
216 x 240 in.

(548.6 x 609.6 cm)
Image courtesy
of Elson&company

Xu Bing
Monkeys Grasp for the Moon,
2001 and 2003
Lacquer on
Baltic birch wood
1020 x 30 x 1 in.
(2591.1 x 78 x 4.1 cm)

Hai Bo
The Northern No. 11
(Nameless Plain), 2005
Digital print
20 Ysx 120 ¥4 in.
(51.1 x 306.7 cm)
Image courtesy of
Max Protecht Gallery

Emily Cheng

Fall/LeafSwirl, 2008

Oil on canvas

85 x 78 in. (215.9 x 198.1 cm)

Anne Chu

Four Mountain Views, No. 2,
2007

Embroidered fabric and
cast urethane

12-16 feet; each of three
Image courtesy of the artist
and Donald Young Gallery

Elisabeth Condon

Fu Chun Mountain, 2004-5
Oil on linen

24 x 48 in. (61.0 x 121.9 cm)

Russell Crotty

Sands of Time, 2004

Pencil, paper, mixed media
on Lucite sphere

48in. (121.9 cm) diameter
Image courtesy of
Shoshana Wayne Gallery

17 Fabien Baron
WAk, 20074
VIS /NI IS ST
LR

2 1Bk
Wi, 200122003
550 WA
1020 x 30 % x 1 V6 #in].

(2591.1 x 78 x 4.1JF k)

3
JEI7 8115 CE4FIED
20054F
Hh e F

20 s x 120 3/ Ji}
(51.1 x 306.7 k)
FE % kE: Max Protecht
I JER
4 Emily Cheng

K/ 20084
V]

85 x 784~}
(215.9 x 198.1JH>K)

5 Anne Chu
DU, 5, 20074
AR NG
BEF12-1635 R
QIEE S 2 n#
Donald YoungiJii

6 Elisabeth Condon
w4, 2004-20054F
TR 550 kAT
24 x 48T~}

(61.0 x 121.9/HK)

7  Russell Crotty
AN, 20074
B 4R BB RM IRER
R A
36 90] (914K FLf%
SES/STE
Shoshana WayneiHi i

8

13

Russell Crotty

Looking for Baade’s Window,
2004

Pencil, paper,

mixed media on

Lucite sphere

361in. (91.4 cm) diameter
Image courtesy of
Shoshana Wayne Gallery

Russell Crotty

Western Skies, 2000

Pencil, paper, mixed media
on Lucite sphere

72 in. (182.9 cm) diameter
Image courtesy of
Shoshana Wayne Gallery

Brad Davis

Lava and Bougainvillea
Triptych 11,1992

Acrylic on canvas

78 x 72in. (198.1 x 182.9 cm)

Lynn Davis

Great Wild Goose Pagoda
(Tang Dynasty), Xi'an,

China, 2001

Gold toned gelatin

silver print

40x 40 in. (101.6 x 101.6 cm)

Image courtesy of

Edwynn Houk Gallery

Qin Feng

West Wind East Water, 2006
Oil on canvas

56 x 79 in. (142.2 x 200.7 cm)
Image courtesy of

Nicholas Robinson Gallery

April Gornik

China Light, 2004

Oil on linen

25 x 28 in. (63.5x 71.1 cm)

Cai Guo-Qiang
Eagle Landing on
Pine Brach, 2007
Gunpowder on paper
mounted on 5 panel screen
90 %6 x 151 %16 in.

(230 x 385 cm)

8 Russell Crotty
HUERAY, 20074
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LR A A
48%[ (121,98 k) Hi%
KGR
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RARER, 2007 4
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10 Brad Davis
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19924F.
P S A
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G TR (ORI A i B
40 x 4095}
(101.6 x 101.6)5 k)

KI5k Edwynn Houk i

12 BN
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MITIE
56 x 799~}
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CES S8
Nicholas RobinsonifiJ&f
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HEZOt, 20044
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15

16

17

18

19

Hong Hao
My Things: About Circles
No. 2,2006
Digital scanner photograph
47 Y4 x 77 ¥/6in.
(120 x 198 cm)
Image courtesy of
Pekin Fine Arts

Yun-Fei Ji

Last Days Before the Flood,
2006

Mineral pigments and ink
on mulberry paper

75 Y x 70 in.
(191.8 x 177.8 cm)

Image courtesy of

the James Cohen Gallery

Wang Jin

This Landscape is Best, 2002
Photograph

53 Vs x 50 ¥/6in.
(135x 129 cm)

Image courtesy of

Pekin Fine Arts

Naomie Kremer

Shift Key, 1999

Oil on canvas

28 x 68 in. (71.1 x 172.7 cm)

Jeff Koons

Tulips, 1995-2004

High chromium
stainless steel

with transparent

color coating

80 x 180 x 205 in.
(203.2 x 457.2 x 520.7 cm)

20 Hong Lei

21

Speak, Memory..., 2005

Color photographs,

edition of 10

37 Vsx 47 /s in.
(94.3x 119.7 cm)

Images courtesy of

Chambers Fine Art

Hong Lei
Speak, Memory..., 2005
Color photographs,

edition of 10

37 Vs x 47 Vs in.
(94.3 x119.7 cm)

Images courtesy of

Chambers Fine Art
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19 Jeff Koons
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(203.2 x 457.2 x 520.7J5:K)
20 W5
i 1Z..., 20054F
TR, H10h
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P&l Fr okl
Chambers Fine Art
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Pl B ke
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Hong Lei
Speak, Memory..., 2005
Color photographs,

edition of 10

37 Vs x 47 Vs in.
(94.3x 119.7 cm)

Images courtesy of

Chambers Fine Art

Hong Lei

Speak, Memory..., 2005
Color photographs,
edition of 10

37 Vsx 47 s in.
(94.3 x 119.7 cm)
Images courtesy of
Chambers Fine Art

Hong Lei
Speak, Memory..., 2005
Color photographs,
edition of 10
37 Vs x 47 Vs in.

(94.3 x 119.7 cm)
Images courtesy of
Chambers Fine Art

Hong Lei
Speak, Memory..., 2005
Color photographs,
edition of 10
37 Ysx 47 Ysin.

(94.3 x 119.7 cm)
Images courtesy of
Chambers Fine Art

Maya Lin

Pin River-Yangtze, 2007
Straight pins

54 x 198 in.

(137.2x 502.9 cm)

Image by Colleen Chartier,
courtesy of the

Henry Art Gallery

22
Ui 12..., 20054F
Kt B0
37 Vs x 47 Vs in. P~}
(94.3 x 119.75K)
Pl oA
Chambers Fine Art

23 Yt
P 1Z..., 20054
kg, 100K
37 s x 47 Vs in. T}
(94.3 x 119.7/8:k)
Pl st
Chambers Fine Art
24 PiE
Vi 1Z..., 20054
KBS, 10
37 Vs x 47 Vs in. i~
(94.3 x 119.7JH:k)
Pl it
Chambers Fine Art

25 W7
i 1Z..., 20054F
FAOEERE, 10/
37 l/s X 47 ]/s in. 9”%#—
(94.3 x 119.71K)
Pl it
Chambers Fine Art

26 Maya Lin
FHH——1KIL, 20074
HEF
54 x 1987~}

(187.2 x 502.9J8 k)

Henry Art Gallery

27 Sylvia Plimack Mangold
/B, 19924F
UORHENA

292 x 179551 (55.9 x 43.2J#K)

PG R

Riverhouse Editions



27 Sylvia Plimack Mangold
Small Tree, 1992
Monoprint
22 x 17 in. (55.9x43.2 cm)
Image courtesy of
Riverhouse Editions

28 Sylvia Plimack Mangold
Small Tree, 1992
Monoprint
22 x 17 in. (55.9 x 43.2 cm)
Image courtesy of
Riverhouse Editions

29 DoDo Jin Ming
Free Element, Plate IT, 2001
C-print
30x40in. (76.2x101.6 cm)
Image courtesy of
the Lawrence Miller Gallery

30 Laura Owens
Untitled, 2006-2007
Acrylic and oil on canvas
120 x 144 in.
(304.8 x 365.8 cm)
Image courtesy of the artist/
Gavin Brown’s enterprise,
New York

31 Janis Provisor
Green Stem, 1993
Oil and metal leaf on canvas
62 x 68 in. (157.5 x 172.7cm)

32 Robert Rauschenberg
Individual,
Seven Characters series, 1982
Unique fabric and paper
collages, made at the Xuan
paper mill, Jingxian,
Anhui province,
People’s Republic of China
41 x 31 in. (104.1 x 78.7 cm)
Image courtesy of
Gemini G.E.L

28 Sylvia Plimack Mangold
/NP, 19924F
RRIE
29 x 1795} (55.9 x 43.2JH k)
B GOk

Riverhouse Editions
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30 Laura Owens
JCR, 2006-20074F
A A
120 x 1447955}
(304.8 x 365.8 JHK)
H Z 2] Gavin Brown
APt

31 Janis Provisor
4125, 19934
AR A B
62 x 68}
(157.5 x 172.7)5 )

32 Robert Rauschenberg
DN, TR, 19824
PRI A RS ARTK (R
VEF P N IR 228
HEgt
41 x 8195}

(104.1 x 78.7 JELK)
K% kiH: Gemini G.E.L

33 BRI AR DGR
Robert Rauschenberg
A, LR, 19824
JHRE IR ARE S5 ARK (1 B I 1 5
PET A N BRI 2R
Hegge)
41 x 3139~}
(104.1 x 78.7 JEK)
K% HJ5: Gemini G.E.L

33 Robert Rauschenberg
Change,
Seven Characters series, 1982
Unique fabric and paper
collages, made at the Xuan
paper mill, Jingxian,
Anhui province,
People’s Republic of China
41 x 31 in. (104.1 x 78.7 cm)
Image courtesy of
Gemini G.E.L

34 Arlene Shechet
Building/Beijing,
2002-2006
Porcelain
96 in. (243.8 cm) linear

35 Arlene Shechet
Building/Beijing,
2002-2006
Porcelain
96 in. (243.8 cm) linear

36 Betty Woodman
Chinese Pleasure, 2007
Canvas, terra sigillata,
glazed earthenware, epoxy
resin, lacquer, paint,
and wood
276 x 144 x 12 in.
(731.5 x 365.8 x 30.5 cm)
37 Qiu Zhijie
Forever Night, edition 4/5,
2005
C-print
39 %3 x 39 % in.
(100 x 100 cm)
Image courtesy of
Chambers Fine Art

38 Huang Zhiyang
Zoon #11,2008
Ink painting on silk
118 x 97 x 10 in.
(246.4 x 299.7 x 25.4 cm)
Image courtesy
of Pekin Fine Art
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Not pictured

Louise Bourgeois

Two Figures, 1947-49
Painted bronze

Gift of the artist to the
Foundation for Art and
Preservation in Embassies,
with additional support
from Sheila Johnson
Robbins

Elisabeth Condon

Imperial Fort, 2006
Watercolor and ink

22 x 30 in. (55.9x 76.2 cm)

Elisabeth Condon

Twisting Fireball Tree, 2006
Watercolor and gouache
22 x 30 in. (55.9 x 76.2 cm)

Alex Katz

Marigold, 2004
Screenprint

24 x 58 in. (61 x 147.3 cm)
Courtesy of the
Foundation for Art and
Preservation in Embassies

Ellsworth Kelly

Leaves, 1997

Transfer lithograph

36 Yo x 29 Yoin.

(92.7x 74.9 cm)

Courtesy of the
Foundation for Art and
Preservation in Embassies

Jacob Lawrence
Supermarket Flora, 1997
Screenprint

35 x 36 ¥4in.

(88.9x93.3 cm)

Courtesy of the
Foundation for Art and
Preservation in Embassies
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(191145 VAR A
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B, 20064
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Roy Lichtenstein
Y1k =, 19954
EZA e
50 Vi x 34 /s Hi]
(127.6 x 88.6JTK)
LR ARSI B4 25

Roy Lichtenstein
Composition 111, 1995
50 Y4 x 34 /s in.

(127.6 x 88.6cm)
Screenprint
Courtesy of the Foundation
for Art and Preservation in
Embassies

Elizabeth Murray

Deep Blue C, 2001
Lithograph and
screenprint

28 x 34 in. (71.1 x 86.4cm)
Courtesy of the Foundation
for Art and Preservation in
Embassies

Sylvia Plimack Mangold
Small Tree, 1992
Monoprint

22 x 17 in. (55.9 x 43.2cm)

Robert Rauschenberg

Red Heant,

Seven Characters series, 1982
Unique fabric and paper
collages, made at the Xuan
paper mill, Jingxian, Anhui
province, People’s Republic
of China

41 x 31 in. (104.1 x 78.7 cm)

Susan Rothenberg

High Desert, 2006

Woodcut, lithograph,
screenprint

35 x24in. (90.2x 61cm)
Courtesy of the Foundation
for Art and Preservation

in Embassies

Edward Ruscha

Column with Speed Lines,
2003

Lithograph and screenprint
35 Yo x 24 in. (90.2 x 61 cm)
Courtesy of the

Foundation for Art and
Preservation in Embassies
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We would like to thank the
artists, studios, and dealers

who worked with us on this
project. The following indi-
viduals, in particular, exceeded
all imaginable limitations in
helping to create this extraordi-
nary collection: Jeff Koons,

Cai Guo-Qiang, Xu Bing, Laura
Owens, Maya Lin, Arlene
Shechet, Anne Chu, Betty
Woodman, Hai Bo, Russell
Crotty, David White, Shoshana
Blank, Meg Maggio, Max
Protetch, Josie Brown, Jesse
Coffino-Greenberg, Diane
Elson, Katie Santarelli, Gary
McCraw, and Katie Commodore.

From Beijing, Ambassador
Clark T. Randt and his wife
Sarah Randt were extremely
supportive; while in Washington,
DC, our fearless Director,
Anne S. Johnson of the ART
in Embassies Program, U.S.
Department of State, provided
continuous support of the
curatorial decisions as well as
creative solutions to any
project obstacles .

In the Special Projects Coordi-
nation Division of the Overseas
Buildings Operations Bureau
Jaime Salcedo, Jay Holleran,
Sharon Eaton, Lori Knee,
Rodney Thorpe, Marc Flem-
ming, Robert Gass, Ezel

Silver, Thomas Swepson, Sonny
Caputo, Mike Schlenker, and

Chris Needham in Washington;
and PK Bagchi, William Prior,
Jay Holleran, Doug Townes, Al
Lopez, and Josephine Dumm
on site gave timeless encourage-
ment, cooperation, and
logistical support. The United
States Embassy, Beijing,

and Doug Townes and Katie
Sweeney, in particular,

assisted the art project, as well.

Thanks to Diane Sovereign,
Liao ZhaoYing, and Li Nan, US
Embassy, Beijing.

Internally, Imtiaz Hafiz, Sarah
Tanguy, Amanda Brooks,
Kelly Keef, and Erica Foster
contributed.

The crating and shipping
companies, including Dave
Lindsay of Art Crating Inc.,
Heidi Elliott Brian Dupont and
Mark Wamaling of Artex

Fine Art Services, and Stephen
Michalik of Masterpiece
International, Ltd., ensured the
collection’s safe and timely
arrival. Thanks to Sue Walsh for
graphic design and Joe Kocsi
and Vienna RPO for printing.

Thanks also go to Melissa Chiu,
Director, and Ambassador
Richard Holbrooke, Chairman,
of the Asia Society.

Special thanks to The Founda-
tion for Art and Preservation
in Embassies for their commit-
ment to the Department of
State and for the spectacular
sculptures by Ellsworth Kelly,
Martin Puryear, Mark Di
Suvero, and Louise Bourgeois.
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Jeff Koons, Cai Guo-Qjiang
(4%[H3%) , Xu Bing (49K
Laura Owens, Maya Lin  (#&
) , Arlene Shechet, Anne
Chu, Betty Woodman, Hai
Bo (i) , Russell Crotty,
David White, Shoshana Blank,
Meg Maggio, Max Protetch,
Josie Brown, Jesse Coffino-
Greenberg, Diane Elson, Katie
Santarelli, Gary McCraw,
and Katie Commodore.
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