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New realities stimulate new perception, as well as creating new rationale. In 2001, China entered
the WTO (the same year that the “9/11” terrorist attacks took place in America), followed by the 2008
Olympics held in Beijing and the 2010 World Expo in Shanghai. Of late, China and the world have
undergone a great deal of political, economic, scientific, and culture changes. Changes to Chinese
society have been fast-paced, intense and all encompassing—bringing about a series of social
realities which cannot be ignored. Contemporary Chinese artists, inculcated by all sorts of Western
contemporary artistic theory and master works (as well being influenced by Chinese artistic traditions),
have studied and mastered creative methodologies and artistic language which allow for exchange
with artists from all over the world. To that end, when it comes to young artists and photographers of
this era, what they aspire to can already be considered to have reached an entirely new, unprecedented
phase.

The act and medium of photography have the inherent quality of a fixed gaze: the photographer's fixed
gaze upon the photographic subject as well as the viewer's fixed gaze on the resultant photograph/
image. The processes of photographing and being photographed, seeing and being seen are a reaction
to Chinese photographers' contemplation and consciousness, as well as a reflection of the affirmations
and challenges of the Chinese people when facing the irreversible tide of “modernization”. Using
photography as the origin, and incorporating various other media including sound, video, painting,
and installation; with the support of various physical and virtual means of presentation, including
books, internet, and exhibitions—contemporary Chinese photographers broaden and reimagine
the properties of photography itself time and time again. From the nearly 400 artists who submitted
to the competition, the work of each of the 20 artists selected to participate in the Three Shadows
Photography Award exhibition are extremely unique. Rather than saying that what we are attempting
to discover is their common ground, it's better to say what we pay attention to is the diversity of their
individual artistic perspectives. These individual artists and artworks, on the one hand, are like an
"allegory” linking reality with concerns of the heart, while on the other hand, they provide us with a
nostalgic view of the world and thus a look back at the possibilities of the self.

This year is the tenth anniversary of the founding of Three Shadows Photography Art Centre, and the
ninth year of the Three Shadows Photography Award. As China's first independent art space focused
on photography, Three Shadows Photography Art Centre has continuously dedicated itself to digging
deeper into Chinese photography and building a platform for communication between contemporary
art photography and broader society, thereby promoting international dialogue and elevating the
status and importance of Chinese contemporary photography in the international context. In light of
this mission, the Three Shadows Photography Award has been an annual event since the founding of
the Centre and continues until today.

For this edition of the Three Shadows Photography Award, we are extremely honored to welcome
the following to form our jury of international experts: Tate Modern Senior Curator of International
Art (Photography), Mr. Simon Baker (England); Independent Curator, Art Critic & Director of the He
Xiangning Art Museum, Mr. Feng Boyi (China); Photographer & Film Director, Ms. Mika Ninagawa
(Japan); Renowned Photographer, Mr. Thomas Ruff (Germany). Additionally, we wish to express
our sincere thanks to Shiseido Company for their continued tremendous support. We'd also like
to thank the following for their support: our friendly collaborator, the Chengdu International
Photographic Culture Exchange Association; our official partners, the Goethe Institute (Beijing) and
the Japan Foundation; our strategic partner, Modern Media; as well as All Nippon Airways, Chao
Keli, and Zhejiang Photographic Press. Finally, thank you to all the friends who have always believed
in Three Shadows Photography Art Centre and help with the development of the Three Shadows
Photography Award!

Three Shadows Photography Art Centre
April, 2017
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Simon Baker

Senior Curator,
International Art (Photography), TATE

U.K.

2017 sees the ninth anniversary of the Three Shadows annual photography award, which
recognizes the practice of Chinese photographers both within China and abroad. It seems
unnecessary to point out the seismic changes in the worlds with which the award has
been concerned over this passage of time: photography, after all, is an index of all of the
subjects with which it concerns itself. Most importantly however, from a purely photographic
perspective, is the international profile that Three Shadows has achieved, once again, both
within China and around the world. Under the astute leadership of RongRong and Inri,
whose collaborative practice epitomizes both deep investigations of cultural specificity and
its transposition to a universal visual language, Three Shadows has come to embody the
absolute potential of China in the twenty-first century: what the rest of the world has to learn
before it can presume to teach.

Prizes are a complex and necessary problem for creativity; art, after all, is a mission rather
than a competition. And what, we might reasonably ask, does it mean to compare the
practices of one group of artists, defined nationally, in a moment of ever increasing and ever
intensifying globalization? The answer perhaps, is that just as Three Shadows itself offers
an index of the resolution and confidence of the face that photography in China might
present to the world - characterized by openness, curiosity and willingness to exchange - the
participants in the annual photography award likewise reflect not only the quality of Chinese
photography by its qualities, preoccupations and interests.

Although it is difficult to generalize about submissions from such a range of practices
and approaches to diverse subjects, there are, inevitably, some points of shared concern
among the 2017 submissions, In most cases, however, unsurprisingly, these concerns do not
specifically distinguish the work of young Chinese photographers from their international
peers: the inevitable influence of conceptual strategies, found images and the consequent
inclusion of text; ever more sophisticated approaches to landscape and the representation
of our relationship to the natural world; meticulous abstractions from the world around
us; investigations of the performative potential of the body; questions of identity and
portraiture in the (post) digital age. But beyond these well-ordered avenues of photographic
travel, whose directions and destinations evidence both the range and level of Chinese
photographic achievement in recent years, there is also a more unruly and somehow more
ambivalent attitude to the relationship of local content and international exchange at



the level of practice. For those outside China, this apparently subjective, almost diaristic
practice is probably synonymous with the collaborative duo Birdhead, whose installations
combine the photography of daily life with delicately mediated sculptural elements. But
if, at first glance, Birdhead seemed to have adopted the language and unstructured-
structure of Nobuyoshi Araki’s ‘pseudo-documentary’, there is a sense in which the Japanese
master (and indeed the influenice of his compatriots) simply opened the door for a range of
practices which hedge brilliantly between fact and fiction and thus permit the creation of a
sophisticated, subtle and specifically Chinese photographic lexicon.

For over precisely the same period that photography as such seemed to have been
completely and entirely absorbed by the art world, subsumed by ideas of concept, strategy
and deliberation, the counter inoculation of a wild photographic praxis was becoming
more and more urgent. It is impossible, for example, to ask Araki or Daido Moriyama
when they "start" work, or how they distinguish their lives from their photographic
practice. Writing about his own work, at the age of 77, Moriyama claimed to have only
just realized what he had been doing in the course of his daily activity for the past 50
years: "Something suddenly occurred to me. This was the fact that | had spent my life
using a camera to create a photographic.city, a photographic map; it was a most natural
feeling..." What this means for Chinese photography is that although it may not always
be clear exactly why an artist follows a particular personal path, or gives themselves over
to a rapt attention to the grain of daily life, there is an inevitable value to the way that
such practice resists conventions of organized conceptual categories and pre-determined
strategic aims. Like the myth of the chess-player who defeats his opponent by playing
so wildly that none of his moves make apparent sense, photography has its own inbuilt
wildness and waywardness, so that in its best moments even it does not known what it is
doing, and is therefore impossible to beat.
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Photography has always been of major interest to me — its genres, its history as well as all the
different techniques have always been part of my artistic work and still are.

One can certainly say that within the last 35 years | have dealt with most of the photographic
genres as portrait photography, architectural photography, landscape photography, or nude
photography. | have concerned myself with scientific photography and press photography—
but also with the distribution of photographic images in various media, analog as well as
digital. But besides the different genres af photography | have also tried to analyze and reflect
the different photographic techniques used by photographers during the last 150 years.
Due to that | have myself been wsing different techniques — from analogue to digita!, from
computer constructed to 3-D images, from reproduced up to hand colored photographs. It
always was of importance to me not only to reflect the visual image and its genre but also to
reflect the relevant technique used to produce the photographic image. ,

Equally important is the exploration of how we look at images and deconstruct them, how
images get distributed in society and how they influence our thinking. And whether they
represent the collective thinking and behavior of the society. | am convinced, that the social
and visual aspects of (photographic) images within society and history should always be part
of the artistic work = no matter whether you work with photography, painting, sculpture,
video or performance. So besides the technical and artistic determinations of an image the
content should never be neglected.

Another important aspect of my work is the subtle reflection of the historic tradition of
photography and its development within the last 150 years. In the early days of photography
the photographic images followed the visual ideas of painting. But after the beginning of the
twentieth century photographers did realize that theirs is a wholly independent medium,
one that has wholly different qualities from those of a picture on canvas. They recognized the
inherent qualities of the medium of photography, and by exploiting them made magnificent
photographs. They constantly extended the borders of photography opening the media to a
new understanding. | see myself in this tradition.

Unfortunately | do not know very much about contemporary photography in China, as | had
no chance to experience it in depth up to now. But | am very curious to see how Chinese
photographers deal with the issues of history, truth, distribution and the techniques of
photography. | am sure through their different visual and historical background their visual
ideas and approaches towards photography will be different from my own, but definitely an
inspiring experience for me.

Thomas Ruff
Artist

Germany
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When humankind's life and work became computerized and networked, our methods
of reading, communicating, and expressing were obviously transformed. Now, immense
amounts of energy are dedicated to replacing traditional linguistic exchange with imagery. At
the same time, artificial intelligence produces and provides a physiological and technological
environment to certain adaptable groups, particularly reflecting the conflict between the
next generation of young people and traditional reading—as well as their straightforward
use of image dissemination and consumption. As the “era of reading images” whizzes by, we
are no longer singularly attempting to.glean information from images or seeking multiple
realities within images, rather we are confronting, judging, and dealing with multiple realities
in a massive sea of images. :

Photography is incarnate in our mobile phones and portable devices: the ability to
conveniently record and disseminate surrounding phenomena has already become a
universal behavior in society. People happily photograph and are photographed, their
aesthetic hankerings becoming an authentic portrayal of individual narcissism. Therefore,
in this “age of reading images”, everyone's revelry in the popularization, inundation,
and consumption of photography has brought about the end of the “heroic days” of
art photography. In the midst of this trend, the Three Shadows Photography Award
was founded in 2008, and ever since has been consistently devoted to discovering new
visual representation in art photography by the younger generation in China. Via various
methods such as collecting, critiquing, acknowledging, and exhibiting, the award provides
a relevant opportunity and platform, and has already become the most authoritative,
scholarly, and normative evaluation mechanism for young photographic artists in China at
present—thereby allowing the next generation of photo artists to wade through the ocean
of images and seek survival.

In a future that is continuously situated beyond experience and imagination, what will the art
of photography be for? Do photographers ultimately present a window to the outside world,
or a refraction of individual creative ability? Perhaps questions surrounding art photography
aren't merely about how to face reality, but how to return to a state of self cognition and
awareness? The greatest outstanding feature of the photography selected for critique and
inclusion in this year's edition is that the photographers aren't just taking existing problems
of consciousness—merely expressing helpless suffering controlled by “environment”—but
they also account for the entirety of Chinese society at present, unselfishly making choices to
face real challenges. Their photography and their vision is not only valuable to these young
photographers themselves, but also provides viewers with alternative forms of survival in
reality. Perhaps that which is contained by the abnormal conditions of the photographic
process has already become the primary expressive and existential reasoning behind their
photographic art...

Feng Boyi

Independent Curator, Art Critic and

Art Director at He Xiangning Art Museum
China
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The Artists

Chen Haishu
Deng Yun
Gao Mingxi
Gao Peng

Gu Benchi
Han Meng

He Bo

Hu Zhaowei
Liang Xiu

Ling Fei

Liu Jingxun

Lu Shan

Sun Xiaozhou
Wang Pan
Wang Jia
Morgan Wong
Yan Liang
Yang Zhishu
Zeng Ge
Zhang Zhizhou
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Zona Rossa series K

Taking Mount Vesuvius as a sample, Chen Haishu's multi media
work Zona Rossa: a Report about the Volcano Vesuv after the
Last Fruption and Before the Next discusses how the concept of
“danger” is defined, sensed, represented, and manipulated by our
human society. Using different visual materials, including photos,
video clips and texts, Zona Rossa reveals the multiple characters
of Vesuvius = as not only a natural object, but also one that is
manipulated by politics, religion, history,culture, and science. The
work includes photographs and interviews from Chen's several trips
to Vesuvius during 2012-2015, a video composed of clippings from
different films and TV-series about Vesuvius and Pompeii, quotes
from two letters by the ancient Roman politician Pliny the younger
describing the famous eruption of Vesuvius, and the emergency
plan for the Vesuvius area released by the Italian Civil Protection
Department.



