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Preface

The Joyous Struggle of Ju Ming

It is both an honour and a pleasure to write a few words as a preface to this book: an honour because
Ju Ming is one of the most distinguished of living Asian sculptors; a pleasure because he himself and his
work invite challenging thoughts about the nature of art, and of modern Chinese art in particular.

There can be little twentieth cenfury Chinese art that does noft reflect, fo some degree, the impact of
Western culture. Even purely traditional Chinese painting may be regarded as, fo some degree, a
reassertion of Chinese values provoked by the challenge of the West. When on the other hand we look
at Western art, even in the modern era, the Oriental impact has been, until recently, slight. The
influence of the Japanese print on the Impressionists only came about because it fitted in with what
they were already trying fo do themselves, and helped to show them how to do it. Whereas the East
was forced to accept Western culture and technology in order to modernise, the West took the culture
of the East purely on its own terms; there was little sense before the mid-twentieth century that we in the
West had all that much to learn from the East. Today that is changing. China and Japan are world
powers, and the flow of ideas and forms between East and West goes both wayys.

What has all this to do with Ju Ming? A great deal: for it is natural, even inevitable, that we should see his
work in the light of the East-West dialogue. For while the subject-matter of his sculpture, notably the
Living World and the Taichi series, is rooted in his own Chinese culture, the forms they take owe much,
even if indirectly, fo modern Western art. It is not without significance that Ju Ming's work has been
shown to great acclaim all over the Western world. We must ask: do his Taichi (Taiji) figures have the
same impact in China? Would they have the same impact in the West if they were in a purely "Chinese"
style? | think that what first, if subconsciously, strikes a chord in the Western viewer, attuned to a wide
range of abstract and semi-abstract art, is the forms themselves. This suggests that at a deep level our
response - or that of the more aesthetically sophisticated viewer at any rate - is to the form, rather than
to the subject matter. Support for this view is the fact that many non-believers, such as myself, respond
powerfully to religious art - Romanesque sculpture, for instance, without subscribing to the beliefs it
depicts. This may all seem very obvious to us today, but | think it is good to bear it in mind, for in a
situation where our senses are saturated with every conceivable kind of art and pseudo-art, we need to
have a sense of what is critical, fundamental to all good art, and that is form itself. All else - subject
matter, purpose, historical context - these are things it is helpful to know about, but they are ancillary to
our aesthetic response, which crosses all frontiers of time and distance.

But we cannot escape our situation in history, and it is possible, even helpful, to see any cultural activity
in dialectical terms. Dialectics expressed through the yang-yin dualism, is familiar to all who are involved



in China, for built into Chinese culture are a whole series of dialectical tensions which are not present in
Western culture to the same degree. For instance, the dialectic between past and present,
accentuated by China's powerful, sometimes overpowering sense of history, and the consequent
struggle between tradition and modernisation. The dialectic between the Chinese national
consciousness and the new internationalism - vividly illustrated by Ju Ming's sense of being Chinese and
expressing Chinese ideas while he occupies a key position in the world of international modern art: the
tension between the Chinese and Western elements in modern Chinese life: for creative people in
particular, the tension between what may be called the 'Confucian' sense of responsibility to the State,
to society, friends and family, and the equally powerful 'Daoist’ demands of the individual's creative
talent. Add to all these conflicting forces, we now have the increasing conflict between the artist's
integrity and the demands of the art market in a world of rampant commercialism. These elements of
sfress, which do not all play so powerful a role in the world of Western art as they do in that of China,
give to the creative work of the modern Chinese artist added tension and power, which is vividly
expressed in the work of Ju Ming.

Fundamental to the creative process is the intense dialogue between the artist and the medium - what
the poet TS Elliot called in a celebrated phrase "the intolerable struggle with words and meanings." Ju
Ming, in tearing the wood apart, in hacking at the Styrofoam with a knife, in rolling, twisting and
buckling thin sheets of steel with his bare hands, is engaged in a heroic dialectic struggle with the
recalcitrant medium, It fights back, but in the end, he gets his will, We see the evidence of this struggle
in the finished work; we feel it ourselves. So, in a mysterious way, we come very close to the struggles
and feelings of Ju Ming himself, and are one with him. Moreover, in his Taichi Series, this conflict of forces
is explicit, in the dualism of the figures who thrust and retreat, give and take, in a dynamic relationship
with one each other. An invisible electric current seems to flow between them. What more natural that
they should be joined in an arch, to give tangible, visible form to this powerful force?

In the joined Taichi figures is the dialectical thesis - antithesis resolved in a traditional synthesis? If that
were so, the current would be switched off, the forms would be still, and the creative process brought to
an end. But | feel, looking at these figures, that the current still flows between them, they strain against
each other, and will to the end of time. That, it seems to me, is a clue to the dynamism of Chinese
culture itself. It's wonderful that Ju Ming should express so much of what it means to be "Chinese", with
such skill, and such passion.

Michael Sullivan

Oxford
April 2004
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Preface

For years | have been expecting Mr. Ju Ming fo exhibit his works in Beijing. | believe that would also be
the expectation of colleagues in the sculpture and art circles of China.

Ju's prominence and outstanding achievements in the sculpture art are acknowledged and respected.
In the modern atmosphere where the eastern and western cultures influence one another and
combine with one another, Ju has created works containing rich oriental flavor and character with
realistic, everyday life, natural and franscendent elements through rich wisdom and farsightedness and
extraordinary courage and diligence, thus setting out a heavyweight example in the modern heritage
and development of Chinese sculptfure art.

The Taichi Series which Ju exhibits at this museum is by far the most representative series of his works
because it displays the artist's consummate skills and originality in sculpture art. According to the Twenty
Four Poems by poetry scholar Sikong Tu (837-908) of the Tang Dynasty, “simplicity and vigor" is the first
class. He believes that “the unknown changes in appearance because the form has been taken inside;
like the universe whose force evolves constantly, thus forming the beauty in itself; when everything is
ready, one can freely sail across the universe." Comparing Taichi Series with Sikong's description, Ju's
creafivity has reached the state of simplicity and vigor. He shapes with the outline and cuts the
silhouette and depicts with confidence and ease. Every work reflects the greatness and splendor of art
in the ancient time and the Han and Tang dynasties, as well as the simplicity and naturalness found in
folk art. In between the vivid images, one can see the essence of spirit and power as found in the
Chinese culture.

It is an honor for us fo organize the Beijing exhibition of Ju's work under cooperation with the Juming
Museum and the Singapore Art Museum. The Juming Museum in Taiwan is the paradise of creation and
the home of artworks of the artist. | have stepped on that place of green mountains and clear water
where countless works of Ju were spread all over the spur which was a world of life in itself. The
Singapore Art Museum has organized a joint exhibition of Ju's sculptures and the works of another
sculpture maestro Fernando Botero (1932-). It was a comparison and dialogue between the eastern
and western cultures. | believe that the public of China will meet Ju's works face to face at this
exhibition in order to enjoy and experience the greatness of the artist's originality and thoughts.

May the Beijing exhibition of Ju be a great success and the creativity of Ju grow and blossom forever!

Fan Di'an
Director, National Art Museum of China
Beijing, March 2006
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The Passion for Living World and the Practice of Taichi Zhu Qi

Inspired by the ancient Chinese martial arts form, Taichi, Ju Ming's
monumental sculptures from this series are found in Asia, as well as
in major cities in the West. From Hong Kong, Singapore and Tokyo,
fo Paris, London and New York, these signature works grace snow-
covered plazas of major buildings, luxuriant gardens, sunny
beaches and the windy outdoors. These timeless pieces are never
out of place in a traditional courtyard or within a modern urban
setting. They thrive in these environments as if they were part of
the nature. Created from wood, stone or metal, these stunning
works of art capture the imagination of viewers from the East and
the West.

With the phenomenal advancement in science and technology
and the intensification of cultural exchanges in the 20th century,
the international art arena has been preoccupied with the pursuit
of synthesizing art of the East and the West. A number of highly
inteligent and creative artists, who among the pioneers are Lin
Fengmian, Zao Wou-ki and Henry Moore, begin to re-look at
tradition from the perspective of an outsider. By drawing
inspiration from different cultures, their works attempt to create a
bridge between the artist and its audience as a communication
channel for feelings and emotions. A profound understanding of
each other's philosophies and sentiments has enabled the
creation of a harmonious fusion of East and West. Moreover, their
artistic creations display a natural, simple and sublimed appeal
that demonstrated their ingenuity in integrating life and art. It is
small wonder that when Lin Fengmian held his exhibition in Paris in
1979, Vadime Elisseff, Director of Musée Cernuschi hailed him as
“the only artist that had already come close to finding spiritual
fusion and harmony between the cultures of East and West."!
Similarly, when the sculptures of Henry Moore were introduced to
Japan, Singapore, Hong Kong. Taiwan and China, they were
highly regarded as unprecedented for any contemporary artist

from the West.

Many post-war Chinese artists are deeply influenced by both

Chinese and Western art, particularly those who lived in

English translation by
Goh Ngee Hui

cosmopolitan areas where cultural exchanges take place. For
them, embarking on the path of combining Western culture with
Chinese art is a natural and conscious undertaking. They inherit a
natural respect for traditional Chinese culture for its richness and
diversity. At the same time, they have a keen sense of
appreciation for Western art, particularly contemporary art that
emphasises individualistic expression. They understand their
position well and know where their strengths lie. In charting their
artistic direction, they choose either to incorporate Western
elements into Chinese art, or to infuse Western art with Chinese
influence. With diverse education backgrounds and aesthetic
inclinations, these artists laboured at different paces and depths
to push beyond artistic conventions. In the 1950s and 1960s,
overseas Chinese arfists, especially those from Hong Kong and
Taiwan, begin adopting traditional Chinese calligraphy in their art,
starting with ancient Chinese characters. They aimed to create
contemporary works with a strong Chinese presence that can be
appreciated and accepted by the West. Soon after, these artists
extended their experimentation into other areas of traditional
Chinese culture such as ancient Chinese architecture, sculpture,
paintings, handicrafts, even legends and philosophies provided
rich sources of inspiration, resulting in works that have both the

charm of the Chinese spirit and modern ethos.

Ju Ming belongs in this category of artists. His talent, diligence and
the excellent training have enabled him to realise his full potential
in being an internationally renowned contemporary master and
one of the greatest Chinese sculptors of all times. Ju's artistic

development can be broadly categorised in the following stages:

I.Lang Shaojun, The Life of Lin Fengmian, An Anthology of Essays on Modern Chinese Art. Guangxi, China: Guangxi fine Arts Publishing House, 1995.



