£ & = R B
Shanghai Art Museum

AN EE — ElwFERIERPT SO E R
A Nostalgic Look: Photographs by Juan I-Jong
Collection of Shanghai Art Museum

H B = ® KR %
China Photographic Publishing House



NEE — B SEARIE I B2 AR A

A Nostalgic Look: Photographs by Juan I-Jong
Collection of Shanghai Art Museum

hhhhhhhh

uuuuuuuuu
E®ER®E

H B &£ H kK
China Photographic Publishing House

i



BHER®MB (C | P) HiE

ANXERE . bt EIEE /b . bt WE
kA, 2008.11
ISBN 9787802362802

LA LB IO E-HROEGIEE -
WEOL—FERCEE TV.J421

H [ A Pl S 1 CTP A% 7 (2008) 58176570

AXEE—RXEBERE

(E B bosCR

At B M O WET

i B L R
Mokt LR R BAFIOLS W% 100005
AT : 010—65136125 65280977
Mk : www.cpgph.com
HE4i . sywsgs@cpgph .com

B Fill : - @R R EME AT B 2 A

v A 12

i gk 11

Lok RS . 787mm X 1092mm

OB 20T

hit K. 200942 H 58 1hi

Ep K 200941 H 55 1K Bk

Ell . 1-1000/1

I S B N 978=7-80236—280—2

SE fir: 1807c

WA BHENLR

132



K& HE——

20074, BT BEEAELBERNERDT D AR
R TAXEE | RETHE=+FEZEEFHTIRIIN
Ef, RETRITREFHRNE, KEARRMBEEWAL,
REBEEAENTR, TRIGTHSHHERNETTMNE

BERANEEEE. NMEWNES, UERNFEENSE.
M FWRDAOUEMCRTFEA, NERELRFTEMLY
FRANAXEXEH, BEUNE THARLLEEY. =4
ERIEEAT

L&, FHLOFREFATEE, 2855148
¥.AXBETEMAREAY, A CAKBHSERMIER
EE, BEH T EERENES., IXEFEEMBEST
1972 HERT OXFE) #& (Echo) . XAKISTIERNTE
BRAES RABBEXRBAERE R BEHGENTE R52
ﬂ%ﬁ@ia%ﬁ%i%gﬁﬁﬁkﬁﬁﬁﬁ.hx%%%
zhE, HMEEERBENERBEE, HBTTAEFEINR £
MARRER. REEMLEHEE THLF EHEEMHE—
DERBRAX R T MATFEX T FMAR, "ERRA—RS
. —TMHSHES. TATEREAN. ZEBFHERNNOT
=2 BEA. T KRER)

EEL-E+ERHE, ERGZMRIHESE TS
BTG, RN SNARE—, 8ThEHT &3
ZHERE, " AEETIVHSHOEDI ARSI OBIERE
dE (B - RER)  RUEHSHESNMERRELE. H
RPRCRELAIZHSE, AMAMXR . AMIHHXRFLENT
. EMESKEEFEEN—DEGM. #HERBBEVASEL,
Pt BREHEX B CRERNHRMEHAKNE L, FH UK
KHSHEIER T THREIZEZTABN SR ZE, "HRIU—F
THRENTRREFI NI E B A th 20 & FEIX B 1 IR R
FHEERERZ AR, T, EWZXEKZNBL.
u&ﬁu&kﬁ%¢égkﬁﬁﬁ%.ﬂiﬁ%%i%@g

=2 it A1

CALEFNR, RERTEFHNREBELEHEKRT.

MIFEES, XEHART +IRINER: (It
Y . AR O (ASLEHY 0 (AdEESY . (M
ZF) . (FHRE) . (BREADEERY . (EFEHNZ
Y . CRFBAMLIE) F1 (HEIRE) .

(ASEH) ERXEREEZN—NMEERSY, HET
197419865 . BEEX B CHAEKH BN L= EMMERN
BRI, "EREINAOCHERIASAZENE. A5
thZ [BAYFIIE, TEABLEME. BIFEMRES. AMItBEMES
ARy, HFXERR, BHRENELBRMEBEEE R
2 BB mERE L, EHEFHREK.

1980F 19858 > ja), B BIAHR T (dEH) F1 AR
1Y) AT EERTERE. RAZBLLRAENER,
FREAEHER RN S H R P RRAERERE AR AIK
REXE. ARIMITEETMESME, fRXERERD
B

EERERT ) M ORI 2B, BiXEF R,
LR T AEBSINNEREXERRTHIMELTLIHEKX
THRUHZPASIHHFEXR, RRT—IEREEN
M. AINREX—R/E, X EFRIEECHBYREES
RSB XEERER, REMAREROER EXAE, #X
TS EBMRNHAER . FiE A9 EB T 11 AL A LT A Fh o]
A, 1989 TTIRIAIREY (BILIET) RIIFA T XN
Eﬁﬁﬁ%ﬂﬂﬂA%iﬁ%F%ﬂ%Mﬁ@ﬂﬁﬁ,ﬁﬁﬁ
. AMAZERXRLRSESR, ®RZEE, " RALEILH
SH—mE . (FEXE)

(mZE) BREXEUEZT S L HEBNERPRITHR



FRANRIERS, AR T AT EZAEE AR N HERRER
&, MBI F—EHFEIRIRE| 19904,

CRBALHE) ZERCBAMEEEPARRRKAIRZI
U, RRAEGMERMEEMEAORBERE. " RNKXETH
AHEARA . ERXERLH, R HEPANEFHS
B, REMNEHRSHAHE. RTEROKRA, YENHE
Ak, AR, HEIAREERRREXMIL T AR E
NEmZ .

YU XEMBRF RG], RififhE KR ELIBHE A C BRI
MENMEME, EERBEES, NS ETREMS,
ATIERBEmERE. BNt EENRREER S FEM
HEFHHXR., HERZNNE. LAFREFNTLED
S5HABENXR. BRNMEMREELR, 2—MXOIHNK
i, BEERZNES2Z2UHFIARBONA, bt 25, o
W EPRFRENRR . BrT7THEENZHMBANEL.
LGB RBERBBINE T XA EBE . RECELIESAE
[BENR] MIREL, —(EERTREZATHE, TH
BREENZHETHENESE. B—FNMEFRBTHR. A
BER, BENEZMHRRILBNR, ESHE, MEZERK
MFREMPE, ER2FANESEANRRERFR, HFH=
RELHIER . CERAMMEEACHRBENR. FFNER
TLEXBEPUARLRATENRIE, MBI RERLITH
R

BR BREMIZMNERLEARNTEEN. KT IHXT1S
B BRCFE S SR FHEENN. BREFNNERRE
NHE, MERROIEY MREHBEFEUGFEN. EHRX
BHMARIBEEERT . MIFTERTET . AR LR
R. RN EBA . WHEARENEE, XETHEN
ANXEXRZE, MEXMER, hANAEMBEARFRAEE.

F—EXARFRNF IHES XSO EFT MRS .

BRTIRF AL Z I, BT CEE SISt At & AR
BXFIEERTY (BERY & RNZFRIi, e (X
RIFEFRIBY . (CHREZIHH) I B EFLOE) FEE
BEMAHEm T KELIBEHARER.

R FRBEOFA]. XIL+HFEKR. FFAIRIEHRE
THEMNRBEEML., RENRNAOBRE H, HEAHHIE
KAEF, WHMBEY KB, REZEAR KRR
FORRM B, MERMTHTOREL, BB R Y FERmE
ME GBS, EARRMUL, thEHEKMNZ,
TR, MEFIEFEX R BN RATL, XA
SMETRBEANEFRSBETEXY. FRENTZRKRIC
X, BEGRIIEHE, 2EHEAEEXZIHNLIEBTE
FRARERIBMRE. FAFTEBERBFHSEINEETLIE
%, LHEKBEXEXHMNFNRTZIMAER, WRELE
BENEAREGEFESRWAT N, XRE LBERE M
EDMOPR. GERTTM=TFERRAZHRNBEZER
XEF IR AERRBITFT A Y TZFRNASIEIAN—54
BT, AEBMEIHEL . BAAEEE. RMZRUETMESE
FFFGELFEIAMN, BANZ IR SENFHRMNEFERS
BOELSE. " BRI FRARRFNET . BARFHE
HFHRY. £F-T. RANMERRENNENL. RENKCE
RE—AREREIAWEMAR. © (X&)

K&
20087 F L



Lost Elegance — Thoughts on the Photography of Juan I-Jong

In 2007, Mr. Juan |-Jong's retrospective exhibition "A Nostulgic Look"
was held in the Shanghai Art Museum, which featured the 10 series of
works in his 30 years of career life as a photographer. The exhibition
received warm response from the public. Through Mr. Ruan's photos,
Mainland viewers and photography professionals got an idea of the
vicissitudes of Taiwan in the past several decades as well as the life
style, values, and life attitudes of Taiwanese. Mr. Ruan's objective and
modest way of observing and recording life and the humanistic spirit
running all through his photography will certainly produce a positive
influence on current Mainland documentary photography.

Born in the 1950s in Yilan of Taiwan, Juan I-Jong now is a representative
figure of vernacular and humanistic photography in the island. He
contributes a lot to the advancement of photography in Taiwan by
substantive practical and theoretical activities. Juan I-Jong had his first
access to photography in 1972 when he was working for Echo, a Taiwan
magazine set up in 1971. This magazine was intended to record the
colorful folk cultures in those out-of-the-way rural places in China by
combining field research with photographic images. Bearing this aim
in mind and carrying a camera in his hand, Juan I-Jong searched every
corner of Taiwan and recorded in his film the life of those villagers
in remote mountainous areas or those people of ethnic groups.
Photography brought him back to reality and made him intimate with
the land and people on it, from which he once struggled to escape.
"What is the most powerful and convincing element in representing the
normality of an era or society? It is man" (Zhu Xianmin).

During the first years of the 1970s, Taiwan embarked on a process of
transformation from an agricultural society to an industrial one. Just
like present-day, mainland China, Taiwan also experienced a process
of leaving the past behind. As Susan Santag remarked, "Everyone in
the industrial society will be forced to gradually give up his past." The
loss of traditional values in the agricultural society, great chaos and
confusion, drastic changes in the relationship between man and man
and that between man and land, all of these phenomena are similar to
what is currently happening in the Mainland. Through his camera, Juan
~ I-Jong got to face again the past that once repelled him so much and
honestly recorded the beauty of rural Taiwan in the context of great
social changes. "l say goodbye to my past in a very introspective way.
At the same time, | want to memorize forever the simplicity, serenity
and splendor of the land before it is abusively developed; also | want

to eulogize the Taiwan people in the agricultural society, who are
hardworking and content with their lot. To our regret, all these beautiful
things are dying away."

From then to now, Juan I-Jong has shot ten series of pictures, namely
"Pei Pu", "Pa Chih Men", "Man and Land", "Taipei Rumor", "Szu Chi",
"The Secrets of Hand", "The Known and the Unknown", "Square

Nostalgia", "Lost Elegance" and "Hope Project".

Taken during the years from 1974 to 1986, "Man and Land" is the most
important photo series of Juan I-Jong. It is the author's rediscovery of
the beauty and values of the land on which he grew up. "I tried hard to
look for the harmony between man and man and that between man
and land. On those lands, people are content with and subject to their
fate, even if they feel the pinch of material poverty. Looking for these
places is like a kind of self-compensation for my childhood, about which
| once felt bitter, by enabling me to relive my past.

"Pei Pu" and "Pa Chih Men" were created from 1980 to 1985. Pei Pu
is located in the southeast of Hsin-Chu. Owing to its inconvenient
communication with the outside world, its traces of modernization are
not as perceptible as other villages. Situated in the vicinity of Kee Lung
and Ping Dao, Pa Chih Men now is a new residing place of the Amis
ethnic group.

Not until he finished "Pei Pu" and "Pa Chih Men" did Juan I-Jong
realize that the harmonious relationship between man and land in the
agricultural society and the era represented in these photos of rural
Taiwan are completely lost and will never return. Having got this point,
Juan I-Jong started to place photography on a higher social level and
adjust it to the undulating waves of a changing society. In that turbulent
era of social transformation, the rapid urbanization of Taipei gave rise to
many problems. The "Taipei Rumor" series commenced in 1989 conveys
his worries and doubts about "the morbid side of Taipei": for instance,
the confusion of truth and falsity, the deterioration of citizens' living
conditions, congested traffic and indifference to each other.

Shot off and on from 1981 to 1990, "Szu Chi" is about the indigenous
Atayal tribe by Beiheng Road of Yilan. Among all his series of works of
vernacular Taiwan, this series is the one that explores the vernacular
theme most deeply and thoroughly.



"Lost Elegance" is planned as the biggest series in Juan |-Jong's creative
career and is intended as an affectionate backward gaze at traditional
morality. "We have lost our most precious things." People's attitudes
towards life and values of family in the agricultural society are the most
elegant and precious things. He is nostalgic about these things and
hopes that his pictures can convey his regret for the loss of them.

From all of Mr. Juan's photographic series, we can find that although
he clings to a definite value orientation and standpoint, he never
presets concepts and then takes photos to prove them. At the same
time, he is careful in building a relationship in which the photographer
and the photographed are equal and mutually trustful. The value
of a photo is partly dependent on how its photographer deals with
his relationship with the photographed. To some extent, the camera
is a symbol of power in that its user, the photographer may often
neglect the rights of the photographed. In other words, how the
photographer handles his relationship with the photographed reflects
his standpoint and system of values. Obviously Juan I-Jong has clearly
realized this point, "Photographic morality must be based on paying
respect to the photographed. However marvelous a photographer
may be, he contributes at most 50% to the production of a picture;
while the other 50% should be ascribed to the photographed. To
be a good photographer, first one has to be respectful and humble
to the photographed. The greatest obligation of and challenge
to a photographer is to observe and spot the best feature of the
photograpphed and interpret it in an appropriate way." Just because
Mr. Juan knows how to show respect to the photographed, he can
avoid falling into the common pitfalls of documentary photography:
preoccupation with past visual experiences and the sense of rituals of
the photographed in front of the camera.

On the other hand, a photographer cannot be completely objective with his
works because his choice of composition, exposure and the instantaneous
scene is subjective. Photography reflects not only what the objective
existence is like but also how the photographer views the objective
existence. Juan I-Jong doesn't seek novelty or depend on stylish effect in his
photographic works. Instead, what he sticks to all through his phtographic
career is his respect to ordinary people and to all the photographed, and
his longings for the lost traditional Taiwan values and doubts about modern
urban civilization. In addition, he also sticks to black-and-white photography
and the traditional way of developing photos by hand.

Besides his photographic practice, Juan I-Jong also started a
photographic press, set up the Chinese-English bilingual periodical
Photographers International and wrote books to expound his photophic
doctrines. His books, such as Contemporary Masters of Photography,
New Stars of Contemporary Photography, Seven Questions about
Aesthetics of Photography, Twenty Great Photographers as Witnesses
of Humanity and Seventeen New Stars of Contemporary Photography,
once exerted great influence on documentary phtography of mainland
China.

The changes of Taiwan in Juan I-Jong's works set us thinking about
China. During the past decades, drastic economic changes brought
about tremendous changes of the whole society. Craods of rural people
are leaving their land and rushing to cities to earn a living; cities are
becoming more expanded and consumerized with each passing day;
the ever-widening gap between the rich and the poor are causing
numerous conflicts and problems; people's values are becoming ever
more unstable and chaotic, just to name a few of them. Compared with
the problems of Taiwan that Juan I-Jong encountered at that time, these
problems of the Mainland are more complicated, entangled, severe and
tense. Therefore, it is the inescapable duty of a humanistic documentary
photographer to observe and record changes happening in the land and
in the era, leave some objective and high-quality photographic records
of current society and the current existence of its people, and thereby
use photos to witness history. Documentary photography in Taiwan,
which was once in a similar social context to that of the Mainland,
especially the works of such excellent photographers as Juan I-Jong,
once exerted a positive influence on the documentary photography of
mainland China. Now the retrospective exhibtition held for him by the
Shanghai Art Museum exhibits the most classic works in his 30 years
of photography. Maybe these calm and low-profile photos can inject
some coolant into our restless reality and set us rethinking: why do we
take photos; how should we treat the photographed; how should we
treat the reality in which we are now living etc. "Maybe now it is not
the best season; so we have to look for the best opportunity. Wait and
keep away from the times when values are most confused. The current
practice is to interpret and judge phenomena with our wisdom," as Juan
I-Jong has observed.
Wu Qinrui
July 2008, Shanghai
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A Tribute to Juan I-Jong

In the past 15 years, the name Juan I-Jong must have occupied an
irreplaceable position in the mind's of those who are about 40 and are
concerned with "world photography" or, in my terminology, "serious
photography" —— to Chinese photography, he is a torchbearer and
preacher of world photography. | have even heard that several Mainland
photographers looked upon him as the "godfather of photography".

Even if the above words may seem a little exaggerated, at least to me,
Mr. Ruan is a convincing teacher. Twenty-two years ago when | first
set foot on the land of the US, | was immediately immersed in the
numerous photo albums and exhibitions. | was shocked and attracted
by them and then lost in them. At the end of the 1980s, | had my first
access to a 2-volume book series entitled "Master Photographers of
the World", with Juan I-Jong being its author and Taiwan Lion Art Press
being its publisher. Each time when | read the articles in it, | felt as if |
was listening to preaching and being converted to a religion. Ever since
that time, photography has been my "second belief" besides painting,
because it opened another spacious world for me, in which | found the
beacon that sustained my courage and piloted me through the world. In
1995, thanks to an exhibition held in Taipei, | had the opportunity to pay
a visit and my tribute to this navigator at his newsroom and workshop.

Mainland China has lots of artists, theoreticians, aestheticians,
publishers, curators as well as actors and men of letters. But we lack
such figures as Mr. Ruan. What kind of figure? As | call it, it is "a man
who marches alone".

In the past 20 years, | was lucky enough to make the acquaintance
of director Hou Hsiao-Hsien, film critic Peggy Chiao, writer Chu Tien-
wen, aesthetician Chiang Hsun, terpsichorean Lin Hwai-Min, poet and
newspaperman Yang Tze, painter and critic Yang Chi-Hung, cultural
researcher Chen Tsun-Shing, and Juan I-Jong, whom | am now talking
about. All of them are what | call "people who march alone". They didn't
join various kinds of associations, such as film academy, film association,
writers, association, art and literature union, artists association, and
photographers association. As far as | know, they underwent the
"Martial Law Period" and the "Ban-Lifting Period" of the Taiwan Island
in their youth but they didn't suffer the humiliation of the "Cultural
Revolution". Instead of wasting their youth on "the campaign to send
youth to work in the countryside" or other political campaigns, most
of them pursued studies abroad and received a good education. They

shoot films, compose plays, write critiques, publish collected works,
organize dance troupes and establish private photography workshops
only out of ambition, enthusiasm, talent and perseverance. Neither
do they have official recognition and restriction, nor do they get the
instigation or understanding of the public. Their Mainland counterparts
may have difficulty in understanding how helpless and lonely they were
before they rose to great fame and achieved great success. In addition,
it is also very difficult for us to put ourselves in their position to feel the
freedom and independence they enjoy.

Yes, they are from Taiwan, and thanks to them, contemporary art came
into being in Taiwan in the last two to three decades. But they do not
necessarily represent Taiwan. What they can own and grip is nothing
more than their beloved art and careers and, apart from them, their
names.

Last October, | met again Mr. Juan and Mrs. Juan, his partner in
running his photography magazine, at the Forbidden City International
Photography Exhibition in Beijing. Though distingnished guests invited
by the host, they seemed quite lonely among various Mainland official
bodies, organizations and groups, as lonely as they were among the
crowds in Taipei. However, soon | found several famous mainland
independent photographers came across the dining table to him and
respectfully asked for his autograph and a group photo with him. That
day was the first time that my old pal A Cheng had met Mr. Juan. | was
pleased to hear the following words from A Cheng to Mr. Juan, "You
enlightened me in photography too."

Enlightenment means "sparks of fire". It seems that after being
kindled by Mr. Juan in the 1970s, these "sparks of fire" are guarded
by no one but Mr. Juan, his wife and his workshop in Taipei. | would
rather believe that apart from him, there are also many enthusiastic
researchers and activists both in Taiwan and mainland China who are
dedicated to the introduction and research of world photography. By
dint of personal will and fund, he set up a photo workshop, formed
his own photographic style, dedicated himself to the introduction and
popularization of photographic culture in the Taiwan Island, mainland
China and overseas Chinese communities and made his magazine
Photographers International warmly welcomed and highly esteemed
in Western photographic circles. It is no exaggeration to say that Mr.
Juan is the only person who has achieved so much. | didn't witness the



blossoming of his career in Taiwan grow but | do see that thanks to
the subtle influence of Mr. Juan's books, magazines and articles, many
Mainland photographers and their works grow mature gradually. Fang
Dazeng, a Beijing photographer remaining obscure for six decades in
the Mainland, got to have his works published and fully introduced in
Photographers International in the form of a special issue. This should
also be a credit to the sharp eye and warm-heartedness of Mr. Juan. Mr.
Juan himself was unaware of such good deeds he had done, because he
was too absorbed in working and marching forward.

Academic as his efforts are, you can find in Mr. Juan and his articles
devotion, frankness, generous concern and beautiful ideals. Never
have | seen him behaving in a haughty and egotistic way. He modestly
consulted the learned and dispassionate Professor Tsun-Shing Chen for
theoretical questions of photography; he talked with the passionate
nativist literateur Huang Chunming about the relationship between
photography and the nation and that the between times and humanity.
While touching upon every period and field of world photography and
contemporary photography, his magazine always carries with it the
humanistic spirit of a photographer and seeks standpoints beyond
photography. Photographic activities, whether of Taiwan Island or of
other regions of the world, all fall into the scope of his attention and
introduction. What's more admirable is that he himself is an energetic
photographer with sharp eyes, which benefits his enormous research
work a lot by instilling into it lively sensibility and solid experience. | am
especially appreciative of that work of him: horizon, a group of kids and
one of them tumbling in the air. | asked him, "About that photo, is it
God who pressed the shutter for you?" He thought for a while, gave me
an innocent smile (you can only find it on an artist's face) and nodded
again and again, "Yes! Yes!"

Are there people like Juan J-Jong doing similar things in the times of
Henri Cartit Bresson and Capa or in the country of Shomei Tomatsu and
Shomei Tomats (Japan)? If so, who are they? As far as | know, France has
Roland Barthes, America has Susan Santag and Japan has Kobo Abe.... If
China had more such people, maybe we would not need Mr. Juan and
the values he displays. In this sense, how pathetic the values are. On the
other hand, these values are so precious in that it is Mr. Juan, a lonely
person across the straits, who enlightened contemporary photography
of mainland China. Otherwise, how could we know that Chinese
photographic culture still has a long way to go? | have no intention to

play up the achievement of Mr. Juan or elaborate on his works and
remarks; what | hope for is that more and more people around us will
undertake the things he has done. His career is open to controversy,
crticism and transcedence. Now that these things haven't come true,
| believe that this special issue provides us a good opportunity to
understand the belated self-consciousness of Chinese contemporary
photography as well as to reassess Juan I-Jong and his works.

Chen Danging
August 15th, 2005 Shanghai
This essay was first published in Chinese Photography 2005(6)
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A Nostalgic Look: Photographs by Juan I-Jong
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Lost Elegance — Thoughts on the Photography of Juan I-Jong

In 2007, Mr. Juan |-Jong's retrospective exhibition "A Nostulgic Look"
was held in the Shanghai Art Museum, which featured the 10 series of
works in his 30 years of career life as a photographer. The exhibition
received warm response from the public. Through Mr. Ruan's photos,
Mainland viewers and photography professionals got an idea of the
vicissitudes of Taiwan in the past several decades as well as the life
style, values, and life attitudes of Taiwanese. Mr. Ruan's objective and
modest way of observing and recording life and the humanistic spirit
running all through his photography will certainly produce a positive
influence on current Mainland documentary photography.

Born in the 1950s in Yilan of Taiwan, Juan I-Jong now is a representative
figure of vernacular and humanistic photography in the island. He
contributes a lot to the advancement of photography in Taiwan by
substantive practical and theoretical activities. Juan I-Jong had his first
access to photography in 1972 when he was working for Echo, a Taiwan
magazine set up in 1971. This magazine was intended to record the
colorful folk cultures in those out-of-the-way rural places in China by
combining field research with photographic images. Bearing this aim
in mind and carrying a camera in his hand, Juan I-Jong searched every
corner of Taiwan and recorded in his film the life of those villagers
in remote mountainous areas or those people of ethnic groups.
Photography brought him back to reality and made him intimate with
the land and people on it, from which he once struggled to escape.
"What is the most powerful and convincing element in representing the
normality of an era or society? It is man" (Zhu Xianmin).

During the first years of the 1970s, Taiwan embarked on a process of
transformation from an agricultural society to an industrial one. Just
like present-day, mainland China, Taiwan also experienced a process
of leaving the past behind. As Susan Santag remarked, "Everyone in
the industrial society will be forced to gradually give up his past." The
loss of traditional values in the agricultural society, great chaos and
confusion, drastic changes in the relationship between man and man
and that between man and land, all of these phenomena are similar to
what is currently happening in the Mainland. Through his camera, Juan
~ I-Jong got to face again the past that once repelled him so much and
honestly recorded the beauty of rural Taiwan in the context of great
social changes. "I say goodbye to my past in a very introspective way.
At the same time, | want to memorize forever the simplicity, serenity
and splendor of the land before it is abusively developed; also | want

to eulogize the Taiwan people in the agricultural society, who are
hardworking and content with their lot. To our regret, all these beautiful
things are dying away."

From then to now, Juan I-Jong has shot ten series of pictures, namely
"Pei Pu", "Pa Chih Men", "Man and Land", "Taipei Rumor", "Szu Chi",
"The Secrets of Hand", "The Known and the Unknown", "Square
Nostalgia", "Lost Elegance" and "Hope Project"”.

Taken during the years from 1974 to 1986, "Man and Land" is the most
important photo series of Juan I-Jong. It is the author's rediscovery of
the beauty and values of the land on which he grew up. "I tried hard to
look for the harmony between man and man and that between man
and land. On those lands, people are content with and subject to their
fate, even if they feel the pinch of material poverty. Looking for these
places is like a kind of self-compensation for my childhood, about which
| once felt bitter, by enabling me to relive my past.

"Pei Pu" and "Pa Chih Men" were created from 1980 to 1985. Pei Pu
is located in the southeast of Hsin-Chu. Owing to its inconvenient
communication with the outside world, its traces of modernization are
not as perceptible as other villages. Situated in the vicinity of Kee Lung
and Ping Dao, Pa Chih Men now is a new residing place of the Amis
ethnic group.

Not until he finished "Pei Pu" and "Pa Chih Men" did Juan I-Jong
realize that the harmonious relationship between man and land in the
agricultural society and the era represented in these photos of rural
Taiwan are completely lost and will never return. Having got this point,
Juan I-Jong started to place photography on a higher social level and
adjust it to the undulating waves of a changing society. In that turbulent
era of social transformation, the rapid urbanization of Taipei gave rise to
many problems. The "Taipei Rumor" series commenced in 1989 conveys
his worries and doubts about "the morbid side of Taipei": for instance,
the confusion of truth and falsity, the deterioration of citizens' living
conditions, congested traffic and indifference to each other.

Shot off and on from 1981 to 1990, "Szu Chi" is about the indigenous
Atayal tribe by Beiheng Road of Yilan. Among all his series of works of
vernacular Taiwan, this series is the one that explores the vernacular
theme most deeply and thoroughly.



"Lost Elegance" is planned as the biggest series in Juan |-Jong's creative
career and is intended as an affectionate backward gaze at traditional
morality. "We have lost our most precious things." People's attitudes
towards life and values of family in the agricultural society are the most
elegant and precious things. He is nostalgic about these things and
hopes that his pictures can convey his regret for the loss of them.

From all of Mr. Juan's photographic series, we can find that although
he clings to a definite value orientation and standpoint, he never
presets concepts and then takes photos to prove them. At the same
time, he is careful in building a relationship in which the photographer
and the photographed are equal and mutually trustful. The value
of a photo is partly dependent on how its photographer deals with
his relationship with the photographed. To some extent, the camera
is a symbol of power in that its user, the photographer may often
neglect the rights of the photographed. In other words, how the
photographer handles his relationship with the photographed reflects
his standpoint and system of values. Obviously Juan I-Jong has clearly
realized this point, "Photographic morality must be based on paying
respect to the photographed. However marvelous a photographer
may be, he contributes at most 50% to the production of a picture;
while the other 50% should be ascribed to the photographed. To
be a good photographer, first one has to be respectful and humble
to the photographed. The greatest obligation of and challenge
to a photographer is to observe and spot the best feature of the
photograpphed and interpret it in an appropriate way." Just because
Mr. Juan knows how to show respect to the photographed, he can
avoid falling into the common pitfalls of documentary photography:
preoccupation with past visual experiences and the sense of rituals of
the photographed in front of the camera.

On the other hand, a photographer cannot be completely objective with his
works because his choice of composition, exposure and the instantaneous
scene is subjective. Photography reflects not only what the objective
existence is like but also how the photographer views the objective
existence. Juan I-Jong doesn't seek novelty or depend on stylish effect in his
photographic works. Instead, what he sticks to all through his phtographic
career is his respect to ordinary people and to all the photographed, and
his longings for the lost traditional Taiwan values and doubts about modern
urban civilization. In addition, he also sticks to black-and-white photography
and the traditional way of developing photos by hand.

Besides his photographic practice, Juan I-Jong also started a
photographic press, set up the Chinese-English bilingual periodical
Photographers International and wrote books to expound his photophic
doctrines. His books, such as Contemporary Masters of Photography,
New Stars of Contemporary Photography, Seven Questions about
Aesthetics of Photography, Twenty Great Photographers as Witnesses
of Humanity and Seventeen New Stars of Contemporary Photography,
once exerted great influence on documentary phtography of mainland
China.

The changes of Taiwan in Juan I-Jong's works set us thinking about
China. During the past decades, drastic economic changes brought
about tremendous changes of the whole society. Craods of rural people
are leaving their land and rushing to cities to earn a living; cities are
becoming more expanded and consumerized with each passing day;
the ever-widening gap between the rich and the poor are causing
numerous conflicts and problems; people's values are becoming ever
more unstable and chaotic, just to name a few of them. Compared with
the problems of Taiwan that Juan I-Jong encountered at that time, these
problems of the Mainland are more complicated, entangled, severe and
tense. Therefore, it is the inescapable duty of a humanistic documentary
photographer to observe and record changes happening in the land and
in the era, leave some objective and high-quality photographic records
of current society and the current existence of its people, and thereby
use photos to witness history. Documentary photography in Taiwan,
which was once in a similar social context to that of the Mainland,
especially the works of such excellent photographers as Juan I-Jong,
once exerted a positive influence on the documentary photography of
mainland China. Now the retrospective exhibtition held for him by the
Shanghai Art Museum exhibits the most classic works in his 30 years
of photography. Maybe these calm and low-profile photos can inject
some coolant into our restless reality and set us rethinking: why do we
take photos; how should we treat the photographed; how should we
treat the reality in which we are now living etc. "Maybe now it is not
the best season; so we have to look for the best opportunity. Wait and
keep away from the times when values are most confused. The current
practice is to interpret and judge phenomena with our wisdom," as Juan
I-Jong has observed.
Wu Qinrui
July 2008, Shanghai
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