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Behavior is the Essence of Photography
Luo Qi

Everybody among us accepts behavior. sense behavior, meet behavior, obey behavior, and fit behavior. Therefore, we
get the experiences of behavior. In reality people accept and obey the need of behavior so that behavior becomes the
experience directing our lives and thoughts. Sometimes we do not see clearly the intention of our behaviors, or completely
do not see our behaviors. No matter whether you realize it, the experiences in our behaviors have replaced our thoughts. To
our modern people, if our only reaching to this level, we do not know what we are doing. If we happen to pay attention to
our behaviors and to record the relations, then we will recognize the behavior newly by our experiences.

The essence of photography is to lead us to a possibility so that we can experience it. When the experience is recorded
by fictitious or preposterous behaviors, they hope themselves and others listen carefully together.

When behaviors are happened among us, behaviors meet us, face us. visit us, shake us, and even change us.

Except the behavior of photography, are there any clearer ways to record and approach to behavior itself? In fact, the
relation between behavior and us is uncertain, unclear, and almost untellable. If we think about the behavior, the thought
becomes one part of the strange behavior. Therefore, if we can use photography, the special tool, to record the behaviors in
our minds, probably we will get a lot of enlightenment or propitiation. It sounds strange and disunderstandable.

Is behavior an instant sign? It depends on our behaviors. It might be a mark. or a signal. But what is it a mark? Is ita
signal? Behavior itself does not have scientific and philosophical thinking.

Therefore, now I put the instant behavior, taken by myself at first, into photography according to its original meaning.
Then, it is titled so that behavior produces cxpectation. Critics and theorists do not "expect” behavior. They only expect
"concept". I just talk about "behavior" rather than "concept".

We can probably go further. Artists say, any existences exist in behaviors. So, behavior is the existed home of photog-
raphy. Therefore, we may provide people a new photographic behavior, but actually everything is mixed.

T almost consider artistic concept as a dependency, or some thoughts are just materials of behaviors. Whether or not is

that I regard thought and concept carelessly. In fact [ have forgotten concept while behavioring, since behavior has got an
experience.

Have 1 expressed clearly the idea of behavior? Almost not. 1 only got it instantly, the instant behavior, and even
changed the intention of behavior.

To most of us, what we need is to understand whether we can enter behavior photography by some suitable ways and
to receive a new experience. The problem is whether we make photography oo heavily, or say, whether we put too much
concepts into behavior, which has locked the sense of behavior itself.

Behavior is the essence of photography. It leads us intentionally to a possibility and fets us get experiences from
photography. To speak possibility is because it still stays in the stage of trial. Thus, the content of "essence” is very wild. As
if here we want to announce a reliable information about the essence of photography. Actually people are not interested in
the essence. They are only care about photography in behavior.
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Intentional Behavior

Kamans

With the international trend of "New Photography”, many new artists of countries are involving this field, which
doesn't just appear in international exhibitions.

Recent years, the establishment of the new photography in China is very associated with the development of Chi-
nese contemporary art, Or say, those with strong concept of "behaviorist photography" are the artists of being active in the
field of Chinese contemporary art, rather than the professional photographers. Thercfore, their works have very special
angles and acting methods. They do not give up their other artistic creations while "photographing”. In exhibitions and
magazines their other artistic activities have been frequently observed. such as behaviorist, installation, and painting on
frames, etc. Their creative realms are broad, but we can find actually that they are just expressing the same single creative
concept and idea by using different forms and behaviors, if the whole activity of every art is studied carefully. When they
need some material to record their thoughts "truly”, a camera becomes a tool of their "behavior". This tool results in quickly,
exactly and truly recording both instant behaviors and everlasting documents, which cannot be replaced by other artistic
media. Just as pointed by Luo Qi, it is the "behaviorist photography” shown by the theme in this category of exhibitions.
"Photography" here does not exist as a "concept” but rather behavior. Concept is shown by behavior. Behavior is the
determining factor. In the space of being photographed, artists at first design behavior and then photography. It does not
matter whether artists photograph by himself or let professional photographers do. Photography is here behaviorized. There-
fore, we have seen that many artists themselves appear directly in their works, such as these works by Song Yong-ping, Ma
Jian-gang, Huang Yan, Wang Bo, Li Qing. and Ren Xiao-ying, etc. They attack themselves by approaching to themselves,
then changing and disappearing. When touching these special "behavior photography”, we must not judge them with con-
cepts of the traditional "photography”. Otherwise, we can image that the distances and errors inevitably occur. As described
by Luo Qi, the photographed "behavior™ is the point cared by artists, rather than the definition of “photography" itself.

For instance, in narrative works what people have seen is not life itself, which has nothing to do with natural scene
and social events. There are some works referred to society and nature, such as those of Ma Jiang, Guan Ce, Zhao Le, Lu
Jun, und Wu Gao expanding humors, but you will feel very lonely while approaching closely to these works. They are
looking for a true Chinese art format.

In works of Wang Guo-feng, Liu Jian, Wang Yi-wu, Sun Jian-chun, Zhao Qin, and Tian Zi-zhong, society is like a
stage. Both society and image is not real. The power of the image comes from the game itself.

In other works of body behavior, artists do not use photography to praise aesthetic varicty of the body shape itself.
They are making efforts to emphasize the new concept on "shape”. For example, the human body works by Song Yong-ping
refer o the relationship between society and life, which shows strongreality of behavior.

Huang Yan painted Chinese mountain-water on his body and then displayed various images by gesturing differently.
He goes into the kernel of Chinese tradition through this kind of old tattoo and hand language. Xu Zhi-wei considers
"human body" as the shadow of will. What recorded by Dong Wen-hua's "girls" is the contemporary social behavior. Feng
Chun's works not only dissect up physical body, but also the spirit.

Luo Qi's works pull the contemporary life into historical life, bring oriental society into western environment, and
integrate oriental and western cultures. His works show some assumed reality. The assumption questions the values be-
tween two different cultures.

1 obviously sense that the "behavior photography” in China displays its importance. [t is not realistic to deny the
influence of European contemporary art; neither does the root of Chinese traditional culture. The development of contem-
porary art has double meanings. However, Chinese artists are looking for a real Chinese artistic format, which differs from
any kind of cultures in the world. 1t is not just an issue of "photography".
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The Conceptual Photography and Chinese Photography

Gu Zheng

Recently, the conceptual photography of China has turned out the rather active situation, but this artistic phenomenon
seems nothing to do with Chinese photography in the general sense. The conceptual photography is only active in the field
of fine arts, and it appears as artwork in the art periodicals. The media of main stream of Chinese photography almost does
not pay attention to it however. In other words, it may be considered that the conceptual photography and Chinese photog-
raphy are completely two themes of having nothing to do with each other. Certainly, “nothing to do with each other” itself
has become an interesting cultural phenomenon. Before analyzing this phenomenon, it will be significant to examine these
two ideas, the conceptual photography and "Chinese photography”.

No matter of dealing with either the conceptual photography or Chinese photography, speaking of their statuses, the
photographers doing the conceptual photography are from the fine arts institutes, who does not hold the title of the member
of China Photography Society, the biggest semi-official organization in the field of Chinese photography. From this view-
point, they are the outsider of the photography field. Moreover, they have no intention to be one member of the organiza-
tion. What they always want is 10 be recognized by the field of fine arts where they are active, which proves that the
situation of "nothing to do with each other" is correct. The people of "Chinese photography" basically belong to the enor-
mous photography organization. There are some freeland photographers, such as Han Lei, Wang Yao-dong, Zhou Ming, Mo
Yi, purposely working outside of the organization, but they are only few. Therefore, restrictedly speaking, "Chinese photog-
raphy" in the traditional sense is still mainly consisted of the people from the organization. In the general, these two types
of photographers are in two different fields. They have no communications with each other. So, the phenomenon of "noth-
ing to do with each other" has become a fact.

From both attitudes of approaching the photography, the conceptual photography and "Chinese photography" are
substantially different. The former titles the word "photography", but it does not focus on photography. To it, photography
is only a media of its performers' concepts. This type of photographer pays attention to how their concepts are visualized.
The concept is truly their focus. The exploration of their concept of course deals with the self-examination of photography,
s0 it will come back to influence the understanding of photography. The people from the field of photography, however,
think that photography has been a self-satisfied visual media and is a tool of looking out, so they hold the reflective idea
rather than searching for the needs of self-examination and questioning photography itself.

From the historical process of photography in China, Chinese photography has no opportunity to develop the concept
of modern photography, which probably is an important historical condition of determining whether or not Chinese photog-
raphy can embrace various new art phenomena.

During the 20th century of the western photography, the period between two world wars is now greatly recognized by
historians. This historical period is calied “interwars”, meaning between two worfd wars. During this period, the west,
especially European photography displayed very active which was never happened before because of the development of
the photographic technology and encouragement of advanced artistic concepts. Through the efforts made by photographers,
such as from countries, modern photography received great victory in Europe. The photographic achievement in that
period not only changed the attitude towards photography, but also photography itself received enough confidence through
exploring its performing language. The experiment of modern photography between two world wars ceased because the
World War I1 began, but it provided a good foundation for the development of photography after WWIL

Returning the present of photography in China however, it is considered that Chinese photography did not lag to the
trend of world photography, but I think this conclusion is just based on some awards from international salon photography
competitions. The fact is not so. As we have known, it is not the same between the salon photography mainly consisted by
advanced photographic amateur and truly pure photography. It is not the same either between the goals they pursued. There
is no evidence to show that Chinese photographers were really interested in international modern photography in Europe
and America during that period. Except news photography, Chinese photography in that time represented only salon style
and had no communications with European modern photography. And also, it had no historical root at all. What Chinese
photographers did was to directly transfer the traditional favor of Chinese intellectual into the copy paper. They did not
explore the essence and language of photography. The beautiful scenes like wind, moon, morning, etc. were always the
concentrated theme for Chinese salon photography. Under such a situation, there hardly created the condition for modern
photography existed and developed.

After the victory of Chinese Revolution, the direction of developing Chinese photography was limited as followings:
1) strictly controlled news photography; 2) art photography mostly based on the salon style. Speaking of art photography, it
is strange that the style of photography represcnting the old cultural taste still continues and also develops gradually. This is
an issue I completely do not understand. No photography at that time had the visual excitement appeared in the pictures
after Russian October Revolution. Contrary from the exciting for the victory of Chinese Revolution, the images of photos
shown on top magazines were mostly simple and balanced. Probably it is related to Chinese visual psychology. Under such
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a case, it is luxurious to discuss the variety of photography. And also no meaning either, if concept is considered as
another form of idealism.

This situation was no change until Chinese policy of "Open Door” was performed in 1979. In early and mid periods
of 1980s there were many actions lashed old concepts of photography, such as Beijing "April Photo Club", Beijing “Fission
Group”, Shanghai "North River League", Shanxi "Shanxi Group”, etc. Specially, very modernist photos of “Fission Group",
and "North River League” won the certain space of existence and understanding. In this movement of photographic concept
changing, great was the influence of these idealist photographic groups, but it did not change the main stream of photogra-
phy, which still consisted of news photography, and "art" photography constructed by competitions. In 1990s, the great
change of Chinese social life provided rich resources for photographers. The theme of photography showed a great of
variety. And some local photography newspaper such as " People Photography" gave strong support and encouragement.
Therefore, China started a hot wave of the report photography. The photographers with social consciousness began to pay
attention to problems of reality. The report photography is getting much progress and development and received a great
achievement, in the mean while some matured report photographers came out.

However, the report photography was only a form of caring about problems of reality. When facing more and more
complicated social problems and commercial propagating media, the power of the report photography was getting less and
less. Few people cared about photography itself. On the contrary, the establishment of the conceptual photography had
nothing to do with the report photography. There was no historical relation between them. In the late 1990s, propagating
media was getting more and more, commercial waves and marketing economy came into photography, and foreign culture
impacted Chinese photography, the report photography declined. The involvement of market on the one hand provides new
opportunity for photographers while impacting greatly the way of their existence the other. In this big wave, the commercial
photography is very popular, but the social responsibility and function of photography meet a great challenge.

Just when the people from the photography field do not know what to do, some from the field of fine arts took their
cameras and began to explore the conceptual photography. Here I would like to emphasize that the establishment of the
conceptual photography has no logical relation with the real process of Chinese photography. In general, the conceptual
photography is one result of Chinese society development. Without guestion it is related to Chinese cities going into con-
suming society. This is an outside faction that city environment is tremendously changing and propagating media is greatly
developing. Advertisement and photography getting more important role in the social life characterized China getting into
a consuming society. This is a new reality needed to be paid attention. This kind of situation must have pushed some
sensitive artists intuitively realizing that the conflicts of social reality created the impulse of their visual expression and
communication. Therefore, it is better for them to face this phenomenon directly. At the same time, due to photography
popularized, photography to most artists born in 1960s is no more mysterious. Moreover, they are no more restricted by the
status of their profession. Photography in their hands is a conceptual media, but they do not regard it as a status. Thus, it is
easier for them to pick up a camera than for photographers, and they have no psychological barrier of photography. So they
came into photography without any problems and also need not be recognized by any person and groups.

The conceptual photographers involve from a broad cultural level. Through photography they displayed photographic
images with various methods and themes such as "the relation between body and cultural system” (Huang Yan), "History
and Memory" (Luo Qi), "Power and Photographic Copy" (Liu Shuyong), "Decline of Paternal Power and Patriarch” (Song
Yongping), "Sex and Desire" (Xu Zhiwei, Dong Wensheng, and Shen Jingdong), "Cultural Communications and Conflicts”
(Guan Ce), "Theatrical Imitation of History" (Liu Jian and Zhao Qin, Sun Jianshun), "Relation between Individual and
Society" (Feng Feng), "Combination of Art Forms” (Lu Jun, Wang Guofeng). The flexibility shown in their works dis-
played photography having the ability to do anything. The ability and variety provide them to deal with social, historical,
and cultural problems, which cannot be achieved by the simple and pure photography. In a certain sense, the conceptual
photography provides some enlightenment of dealing with problems above. Further, due to limitations of the cultural
quality and photographic system, people from the field of photography cannot realize these problems. To imagine, where
does one, who is busy like a bee in competitions, get time for listening to himself inner mind? This objective reality
determines the conceptual photography and the pure photography w be divided into two parallel situations and to be hardly
crossed. It is another fact of "nothing to do with each other".

Beside, the other reason of their having little communications is that both of them do not have the same understanding
to the technological issue of photography. To the conceptual photographers, they understand it rather broadly and even do
not feel honored with complicated skills of photography. They make their works perfect through getting better photo-
graphic service. They do not think very complex photographic skills needed. The pure photographers however seem too
traditional and cannot accept the idea of making pictures by borrowing other people's methods. To them, the low-level
skilled photos by the conceptual photography are not meaningful. Their reaction may be understood. The specialty and
standard become the honor of their profession. The skill quality becomes the private sign of specialty. Today's conceptual
photography established a new photographic value and standard with new concept, which is hardly easily accepted by them
during a short period.

Many objective reasons caused no direct communications between the conceptual artists and the field of photography.
They might be two different areas, so the phenomenon of "nothing to do with each other” is understood. And I have also
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mentioned that there is no foundation for them to communicate. In the situation of "nothing to do with each other" however
the conceptual photography has impacted the field of photography. Here is evidence that the works by Liu Shuyong, who
contacts the field of photography frequently, were paid a great of attention by the field of photography in 1997.

The reaction to Liu Shuyong's works, combined Ben Yaming's copying idea and Ford's power concept, is complicated
in the field of photography. Some keep silence without reasons and reject these works not mainly made by skills by insisting
their professional standards. They use silence to maintain their professional respect and anger. The others are enraged and
think that Liu does not respect well-known works and photography itself, because Liu's challenge caused the specialty and
professional standards of photography losing efficacy at one night. Most people seem not realized an important issue
however: Liu's experiment made the question of "what is photography" to become a question again. This is related to the
discussion of ontology. When the conceptual photography deal with many social and cultural issues, it is actually a way of
discussing photography itself. This is the importance of the conceptual photography influencing Chinese photography.

The another significance of conceptual photography influencing Chinese photography is: it is not limited itself and is
effectively combining various expressive methods such as installing art, acting art, and advertising photography, etc. which
greatly expands the form and content of photography. In the meanwhile, it shows the rich vitality of photographic media,
the essence of which is so suitable in the social and cultural life. However, it seems that the field of photography does not
realize that it should change the situation by breaking the barriers.

The conceptual photography broke the traditional definition of photography and shook the historical standard of
photography. It provides photographers a reference and proves that photography is a media with quite freedom. At the same
time, it predicts that the time of variety of photographic image is coming. On the other hand, it provides a variety of
photographic publications. The professional photographic magazines cannot decide the fate of the conceptual photogra-
pher. The photographer is encouraged to realize that photography is a media of enabling to cambine its content and method
well since the conceptual photography leads to the photography itself to be paid attention. The conceptual photography
makes us to think: what is photography exactly? Is the concept of photographic works needed to change? Is photography an
art form only performed by the so-called photographer?

The western conceptual photography in 1970s was one of the conceptual arts. It was also a self-examination when the
western modernist photography went into its end. In the field of photography in China, since there was no modernist
photographic revolution, and the foundation for accepting the conceptual photography and variety of the photographic
image has not been established, people are not ready yet to accept the conceptual photography, which may be understood.
However, it does not mean that the conceptual photography has nothing to do with the process of Chinese photography
development in the future. Chinese photography needs the concept changing pushed by the conceptual photography. Fur-
thermore, the conceptual photography should in a deep level influence those photographers who have thoughts. For ex-
ample, some methods of the conceptual photography have been nicely changed and popularized, such as Jiang Jian's "The
Owner" expressing the peasants in the middle area of China. [ believe that the conceptual photography will not be only an
artistic phenomenon happened in the fine arts soon and will be a expressive form accepted, understood, and treated cor-
rectly by people included ones from the field of photography.
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Selected Exhibition

1994 [F89MEHERRE. CUDHEEB. KE.
1994 Post89 New Art of China. Marlborough Gallery, London. British
1997 FMBUSSREERR. LR, $E.
1997 New Video Concept and Photography Art Exhibition. Beijing Theater, China.
1998 GRBERR. BEHEPEKAEER. PE.
1998 Exhibition of Traditional & Anti-traditional Art. German Embassy, China.
1999 FFMMEE - REMSHEY . BRFELEH. mEX.
1999 Open Truth-Chinese Conceptual Photography. Vancouver art Gallery, Canada.
1999 4@hE, #BFLMYE RKE.
1999 Red China. Victoria Museum, British
2000 HEMERRERR. ERERERERE. PE.
2000 Internet Video and Photo Art Exhibition of China. Jilin Art College
Gallery, China

fE LK — S8 / B /1995 — 1999 Chinese Shanshui — Tattoo/Photography /1995 — 1999



1995 — 1999

FE LK -G08 / #6% /1995 — 1999  Chinese Shanshui — Tattoo/Photography /



