


k=
HEASs K

AAAWOT
JHT JA1002 39AJ20UAl

ENEGREEEE
2011

RIZIE E %%

PEeT M

B 45 & AT BB



BAERRS H (CIP) Bl
R 2 1 S« 6 L B A . 2011 / B 08 - 4. —

J7IM: MR RAL, 2012.8

ISBN 978-7-5362-4995-0

1.OQp- 1.0 I ORFE—MFT—IN

IV. ®J431

rp [ R A B R TECTPE B 4% 7 (2012) 551829005

Tiw: BRIEE

Editor in Chief: Duan Yuting

R HEA BRE

Editor: Xie giongzhi, Serena Qu
Wi HE

Proofreading: Xie Ying

B|iF: k¥ BRIE
Translators: James Zhang, Serena Qu
i%it: D.D.C XE MR
Designer: D.D.C

HEEE: REER

Cover: Quyan Works

RiEmE: XN F X ©
RERR: FXH

AEHSHEN ENEREEERE 2011

XIANGZHESHEHUIDE JINGGUAN

HAR. BE%1T: WBrEEARHBRAE (Wik: www. Inysw. net)

ED
ED

(] M7 L4238 1705 34 #R%: 510045 )
H: 2EFEHE
;RIS BRI PR 2 7]
W 20124F8 H AR 1hR

201248 H 55 1K EV AR
Z: 636mmX935mm 1/16
k. 23
#: 1-1300/H

ISBN 978-7-5362-4995-0

—)

E

#y: 260.007C



EMNEEREE SR 2011 LANZHOU FOTO 2011

FtRENEGBRREFROTBEREXN R
BERXHIABEXH#AT - IHOAEANE, X!
HEZBEtFNEERNFENEHRBEENR
g, AERETRTREXKBTEREMNRESE
mi, ERHTEFELRE, RE, XE., #E.
B, BXF10/LMNERMBXHNB0Z UM ZRRNE
. REAFBANMREHRETX—BS, EMAERE
wEN PEREZE L 2EEMARBSINNR
E 38

EMABAEE, BRSREAEXKEBHR. BE
B, FXBRAF (AR196%F) MHRENFHR
B RERKELHNEHRHERTEEMN, FT
REERRILZEE., BHNORLERGE—SEHT
HLZFHNER, EEMNRNT "“RERZ2ER, XH
ZEE (MBS (ENRETEIZ) ) HERL
X, S ENCSHE=AZ/7 AAQZRBRTF/ Ml
ZTEMN (SEX) . ENASMN, BN -EHIH
“BREEMN .

EERME, ¥EERNBAR, XFER. FA
WHR, NERSE. TEP. KREBERRKEN, &
ARINBEEEENNREERFZA, REFLEX
HBARNBIR, AEMNFERTHRHEHRBEMNX
e, ENRANTEERBEZHOXAZH. B, R
B, EMTFEPHRIRELT-AZR, BMESR
T TENNERBEE NXHE.

EMNERBI P OET, WEKSE, REHE

002

. BERFANREREEMNREN, RETT "4
REREMNE, FREFLEFN WiFQ. BRAXE
RHEW, FE (REZL) #8X "EMZUKEX
T . EMNERNKFERK, FHRRAMA M TT,
‘REER 2ENR)IZRk, ERLENERXH
ARAENRED. RNBR ORNARLKEER
X, BETHEMNE, SHNER. REEHK, HREA
FINBEERZ, BERZETABBHNBEEMSE,
AT LR A GRS 3 PR TR )1 XA B9 3 .

BAIHLEHEN, KBS RAEXAHEBHENE
LkFEPOBTERREFZES, RVWES REE
BRNAKRENSE, ¢IXTXIMEREN, BAR
BWHANFEREFR, FFRXAM. TEHY. B
. BRER. BAXET -5, #R0IE—-IX
HEL%F. TUSTHARNERRRXERXAXR
Fa!

EMNHTARBATK EHMEA



EM@B CURATORIAL THEME
EMEFREFFR 2011 LANZHOU FOTO 2011

The grand opening of Lianzhou2010 has brought a new
historic stage for the leading culture program of Guangdong
Province. The combined support and efforts of the last six
years have helped establish Lianzhou Foto as one of the
leading photographic events in China. Besides showing the
outstanding works from Chinese photographers, Lianzhou
Foto Festival has also have about 80 exhibitions from more
than 10 countries and areas including France, England,
America, Germany, Korea, and Japan. Hundreds of media in
china and abroad have reported this event. Lianzhou is also
honored to be “the City of Photography in China”. What a
proud event it is!

Lianzhou is situated in northwest Guangdong Province, and
is a famous historical and cultural city. According to
historical records, the descendents of Peixiang Yuanzhong
first brought advanced iron-plow agricultural techniques
from the central plains to Lianzhou in 196 AD, during the
Eastern Han Dynasty, heralding the dawn of advanced
agriculture for the region. The advanced agricultural
technology spurred social development, making Lianzhou
“an island of stability among barbarism, a bright spot
among the waste” (Liu Yuxi, Lianzhou Official History);
Lianzhou at the time was a bustling city with over 30,000
households, larger than Shaozhou (modern Shaoguan) and
second only to Guangzhou. Together they were called the
“Three Zhou's of Guangdong/Guangxi”.

Many great political thinkers, scholars and poets passed
through Lianzhou during the Tang and Song Dynasties,
notably Han Yu, Liu Yuxi, Wang Hongzhong and Zhang Jun.
Liu Yuxi even remained there to work for the hall of records
for five years. The arrival of these famous literati brought
advanced thinking and culture to Lianzhou from the central
plains, making it an oasis of civilization in a barbaric region.
During the Tang and Song Dynasties, 72 local scholars
passed the Confucian licentiate examinations, giving it the
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honorable reputation as the “home of Confucian scholars”.
Lianzhou, with its spectacular scenery and natural
environment is also the center of tourism for northern
Guangdong. While Tang Dynasty poet Liu Yuxi served at the
hall of records, he wrote a famous poem commending the
beautiful landscape. The Tang Dynasty scholar Han Yu wrote
in his Yanxi Pagoda, “The rivers and mountains of my city
are renowned across the world”. Among the tourist sights in
Lianzhou are the mysterious and alluring Underground River,
the Three Gorges of Huangchuan River, known as the
“gallery of Guangdong”, the cool Tanling Sky Lake Forest
Park and Sky Dragon Gorge, the forest hot-spring and
waterfall of the Da Dongshan Resort, the Darkness
Penetrating Thousand Year Leaning Pagoda, ancient
villages, Yanxi Garden, a rock wall bearing inscriptions of
historical figures through the ages and the Jingfu Hanlin
Forest, one of Daoism’s 99 Great Places. These places all
serve to enchant and intoxicate visitors with the spirit of
Huangchuan River culture.
In the 21st century, Lianzhou grasps tightly onto the two
golden calling cards of a famous ancient Cantonese city and
a major regional tourist center. As part of a positive effort
towards promoting Guangdong Province’s goal of becoming
a major cultural center, the city chose to hold the Lianzhou
International Photo festival to be held every year, beginning
in 2005. Through long-term, continuous operation, our aim
is to establish an internationalized, influential Chinese
photography exhibition, and to bring academic exchange,
professional forums, photographic creation, picture
displays and image exchanges together as one to create a
high-level platform of international cultural exchange where
culture and economy, profession and market can all win
together.
Huang Yutuan
Mayor of People’s Government of Lianzhou Municipality
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The Philosophical Disenfranchisement of Art was
subversive and confrontational completely with the
apotheosis of contemporary art, after modern art had been
separated from aesthetic tastes, some creations by masters
as like Duchamp brought landmark shift of contemporary
art, and contemporary art melted into production system of
commercial entertainment and poster, all these make us feel
the weakness of contemporary art, also embrace an ideal of
new media for photography which is independent relatively.
The latest hardcover edition of On Photography published
by Shanghai Translation Publishing House used a new cover
by French photographer Andreas Feininger: the famous
picture of a photographer, who covered by dark shadow,
and raise up his camera, took aim on his prey. Deadpan in
this picture was hidden by metal Leica camera, as like a
robot taking a picture, full of violent metaphor; and the
gesture holding camera silently and frostily seems revealed
the critique functions of photography to modernism in the
future.

After the emergence of writing, existences of all things are
end in the text of books, however, with the emergency of
photography, all become the end in pictures. Besides the
writing, photography has become another important
language for record, explore, interpret human itself and the
world, and yet there is no the third media can have the
dominant power over human cognitive ability as like the
both above. As an democratized machine and information
carrier, the camera can make images of abstract cognitions
originally existed in human thinking experiences, as like the
true, the beautiful, the moving, the ugly, the strange, the
tragic...so more and more people can not refuse to take
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pictures.

In all experiences brought by modernism, the experience
caused by photography to human is obvious, but at the
same time, the picture is the most mysterious, and sealed
up a period of time never return, while created a vivid image
of relatively true world; photography also make people to
capture subjects as many as possible, and visualization of
human experiences of this world on so large scale is cannot
be matched by painting.

Photography makes the all experiences visualized, thus
makes the experience further democratized; now there is no
longer any place in this world has not been ransacked by
photography, that is, there is rarely a thing which had not
been concerned by photographers. Therefore, for
photographers, what should be taken is more difficult than
how to take. In fact, works included in the world's major
photography Festival and Biennial also clearly allow us to
see such a dilemma. Photographers, as like Jeff Wall, Nan
Goldin, Martin Parr, Andreas Gursky, Wolfgang Tillmans and
others, have become a few masters led a new trend, and
build new contemporary values of photography, because
they established new structures and styles, so let us
reexamine the ethics of viewing, allows us to see the
criticism on the real world and cognition from new

perspective, and put forward questions and challenges on
the medium of photography itself...

Photography is the product of modernism, but it also is the
weapon of anti-modernism. In an era of digital photography,
its power of post-media has shaped it a media of more

critical. And in anywhere photography can reach, it can
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criticize anything, apart from the world and the society
itself, even photography itself and art. However, in order to
edge into the existing art, photography in reality is often
more banal than value system created by art, and lost its
independent criticism. So someone are disappointed on it,
and proposed to reinvent the photography, rediscover the
photographers.

On the one hand, photography need to be removed the
viewing approaching of painting, and to see from its own
natural properties of a special medium; the purpose of
shooting is not for a beautiful picture of artistic qualities,
but critical viewing out of its own medium. On the other
hand, as a kind of art with its own author, it can also exist
in a materialized form, this form is already there, but need
contents injected by the author.

Today, we put forward Towards the Social Landscape as the
curatorial theme which has its own origin in history. In
1966, George Eastman House organized an exhibition
entitled Towards the Social Landscape. In 1967, John
Szarkowski curated an exhibition in MoMA, included works
from Lee Friedlander, Garry Winogrand, and Diane Arbus.
Both exhibitions marked the beginning of famous New
Documentary Photography in modern history of
photography. Affected by both of them, two important
schools in history of photography, new terrain photography
and new color photography, are still effecting the
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development of photography all over the world.

Today, we hold again an exhibition with the same title in
China because it has significance for Chinese photography
at this stage. The exhibition will feature not only related
works from contemporary Chinese photographers, but also
introduce latest trends of contemporary photography in
American the first time.

In development of recent decade in China, a large number of
works from Chinese photographers tends toward inner self
and more personal expressions,at the same time, many
photographers focus on the dramatic changes of landscape
in China, and unprecedented changes in contemporary
Chinese society and process of modernization and social
upheaval make photograph an important medium to spread
and research of this reality. Therefore, we will focus on
‘towards the social landscape’, intend not only to trace the
important process in history of photography, but also study
further latest development and issues of American and
world photography under such influence, in order to explore
the energy of photography which still is a vibrant medium in
process of understanding the world, under a situation which
many mediums have been weak generally.

0Of course, during the study of this world, photography is not
the only medium, and there is no just one direction we
offered in photography. However, at least it provides for us a
valid path ‘understanding life’.
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Since the 1960s, the idea of the “social landscape” has
surfaced repeatedly in discussions of contemporary
American photography. Never clearly defined, and never
really associated with a cohesive group of photographers, it
nevertheless directs our attention to one of the main
preoccupations of American photographers during the past
five decades. The term "social landscape" first appeared in
print in 1963, when the young photographer Lee Friedlander
used it in the magazine Contemporary Photographers to
describe the subject matter of his own work. It appeared
next in 1966, when the curator Nathan Lyons organized an
exhibition titled “Toward a Social Landscape” at the George
Eastman House, then an important museum of photography
in Rochester, N.Y. That exhibition included the work of five
young photographers: Lee Friedlander, Garry Winogrand,
Bruce Davidson, Danny Lyons, and Duane Michals. In his
catalogue essay, Lyons conveyed only a murky sense of
what the idea of “social landscape” might mean when
applied to the work of those photographers. Looking back,
it could be that the elusive, open-ended quality of the term,
as he employed it, has contributed to its persistent
reappearance in the following decades.

Lyons had good reason to want to find a critical term that
could be used to describe the work of a young generation of
photographers who were using handheld, 35mm cameras to
photograph the rapidly changing social spaces of 1960s
America. This was an era of unparalleled prosperity in the
U.S., which saw the arrival of a full-blown consumer culture
and the appearance of an image-based media industry in
which television, magazines, and motion pictures played the
major roles. It was also a time of

widespread social inequality and growing social
dissatisfaction. In this setting, ambitious young
photographers like Friedlander and Winogrand, who earned
their living with freelance assignments but whose real
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passion was for discovering ways to expand the formal and
expressive range of photography, were determined that their
work should not be misunderstood. They insisted that they
were not photojournalists, and had no interest in seeking to
capture historic events and “decisive moments.” Nor did
they want to be seen as documentary photographers, a term
which at that time still carried an aura of partisan political
engagement in the battle to correct social ills. For Lyons,
“social landscape” offered a way to describe the subject
matter of these young photographers that avoided the
inconvenient historical baggage of labels such as
“documentary” and “photojournalism.” In his way of
thinking, “social landscape” referred to nothing less than
the total social environment of 1960s America. Within this
dynamic field, independent and formally innovative
photographers could forge a personal vision of the
increasingly complicated relations between people and the
objects and images that surrounded them in everyday life.
Understood in such an expansive sense, the notion “social
landscape” no doubt helped American photographers of this
generation to rediscover the understated, ironic, formally
ambitious photographs made by Walker Evans in the 1930s
and ‘40s, and to recognize Evans as a kindred spirit. It is
thanks in large part to the reevaluation during the 1960s of
Evans’ richly detailed view-camera photographs that
subsequent American photographers such as Robert
Adams, Stephen Shore, Joel Sternfeld, Mitch Epstein, and
Alec Soth have shown such a clear understanding of the
particular photographic tradition in which they work.

It must be acknowledged, of course, that no coherent
school of self-proclaimed “social landscape” photographers
actually took shape in the U.S. Even so, perhaps because of
its malleability, the term itself proved surprisingly hardy; it
has even taken root in countries outside North America.

Not long after the 1966 opening of “Toward a Social
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Landscape,” the exhibition catalogue was imported to
Japan, where it had an enormous impact on the Japanese
photo scene and contributed to the invention of the new
word konpora to refer to contemporary photography. In
Japan, however, the idea of “social landscape” was quickly
adapted to local purposes, and used to justify the renewed
attention being paid to the quiet, domestic side of everyday
life by Japanese photographers. In this regard, the
prominent photography critic Kiyoji Otsuji wrote in 1968,
“Daily life is our life. It is the place where we live. . .Even the
most trivial things ought to be connected to the life of each
of us.” At a time when such adventurous young
photographers as Daido Moriyama and the members of the
Provoke group were employing blurred, grainy, out-of-focus
images to suggest the unreality of the modern consumer
world, the imported idea of “social landscape” became a
weapon used by those in Japan who favored a more
traditionally realistic photographic approach.

If we now consider the works of the American
photographers taking part in the Lianzhou Foto Festival this
year, it is possible to discover a continuing, subtle
development in the idea of the “social landscape.” The
portraits of Jona Frank and Richard Renaldi place their
subjects in a clear relation to the social environment around
them. In Frank’s color portraits, the complex rites and
rituals of high school in a wide range of geographic
locations provides a vivid backdrop for her young sitters,
who are clearly seeking to discover their personal identity.
Renaldi’s black-and-white photographs show his subjects
relaxed and informally posed in the gritty streets of New
York City on quiet Sunday mornings. Both Frank and Renaldi
pay careful attention to their sitters’ clothing, hairstyles,
accessories, and body language, reflecting the way that
these details are now consciously used in America to craft
complex signs of personal identity.
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Mary Mattingly provides a sometimes humorous,
sometimes frightening vision of a “social landscape” of the
future. She has created an elaborately imagined world in
which high-tech nomads roam the earth after an
unspecified environmental catastrophe has destroyed
human civilization. As with the best science fiction, her
deepest concerns are not personal fantasies so much as
extrapolations of our present predicament. Today it is
difficult to look at her photographs of robed figures
crouched over elaborate water-purification devices without
thinking of the real-life nuclear disaster in Fukushima and
the radioactive wastes spilled into the ocean water
surrounding Japan.

Like Mattingly, Doug Rickard fashions a vision of a
dystopian world by employing digital technology, but the
world he shows us is unmistakably our own. Although he is
quite familiar with classic American documentary
photography, Rickard chose to create his New American
Picture series not by traveling around the U.S. and making
his own photographs, but by working with the on-line image
service Google Street View and photographing images
directly from his computer screen. These images, which he
selected to show recent scenes from some of America’s
poorest communities, immediately recall the historic
documentary photographs made during the Great
Depression of the 1930s. Using Google Street View’s
interactive features, Rickard frames exactly the image
section that he wants and then records the screen view. The
resulting large-format exhibition prints make no effort to
disguise the pixelated nature of the source images—a
quality meant to remind us that today, the “social
landscape” exists as much in the digital space of the
Internet as in the physical world.



