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Finding Embodiment in the Realm of the Digital SRAR A SRk P RIS I EESTRAE
Artist LiQin Tan is forging a singular aesthetic path between the ethereality of the digital realm and SRS F R D SR SR R N B R

the physicality of our corporeal world. More than ever, today'’s digitally formed media have given ZHERE RN THERZRTE, SR
us freedom from having to create only with tangible materials. With digital media we can generate ~ ZHS BR84S T AL 5 RO B =, ik
things that are unbounded by the laws of physics or the nature of physical matter. We can turnon BB BEAS AN 52 E M B AR vk R IR L. 2R (M

tiny points of light and form images that are limited only by our imaginations. We can see visual R AN E BRI B AR ES T M
results of mathematical equations; we can form data into fantastic images that increase our wonder I i B0 2 # 22 J5 R2 U R FEHCR s BB AE(E 5
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Much digital art today is constructed from a mental primordial scratch — often with no connection to

concrete elements. Such art aspires to a separation of mind and body — to that strangely resonant B A1 R WS A AR R AR A EE
and recurring quest to find the pure mind/thought/idea. So why would a contemporary artist want to WROFREE), hAEs R RIS TH#E.
return the digital medium back into the hard, intractable nature of elements such as wood, stone, it BB 2 17 B R S QAR RS RO R
metal or fire? N IR W R A, i REMR
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Digital creations don't bleed (as LiQin’s “Digitally Bloodless” series deliberately reminds us). They SRR A — EE AT TS B
tend towards the clean and sterile, and they allow us to ponder an aesthetic much removed fromour 4% gy B4R & 3 v 4 E 854G, 1B
physical nature. And yet, such works may cause us to consider: Where does meaning lie? How does = | iz 3t Rk £ G 2B R b E G245
it arise? What do we do with the meanings held within our bodies — our passions, emotions, feelings, & gz FnFE I Bk, BME £ S 21 40 3 E G

and urges - the crux of our physical selves? B IS4 AT

LiQin’s work confirms that digital art need not be bound to impulses within a box that must be fed D S U 4 W S B 005 5 A R Ry B G
electrons as a daily diet. His art takes us to those regions where tacticality is an integral part of HEEE S, EHISIEEEAEE Y R, RiE
human nature, where our impulse to create arises from touching, stroking, feeling and reacting to SRREEARTT . MR RS T SR 2
a material object. It sends us back to a time when we could not even imagine a concept such as AE R AT A RE , B R —— A

virtual reality. Li's work is often described as hearkening back to the primitive. But this does not mean  JEaE#& i Bl & SRR A B 2%, FHEERH
primitive in the sense of being archaic; the primitive designation of this work speaks rather to our AR S BUE TR AR e AR B
essential embodied nature, which continues to exist even in this 21st Century. .
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LiQin wrestles with our humanity, thrusts it into the digital realm and then pulls it out again, enriched.  #FZ R EEFR T ) , (BAbE MBI ZE 07 21 g A
His substantiated silicon-based dreams are a skillful and powerful blending of the digital and the M, ERMRZINHEH R EE HE—
physical; apocryphal exaggerations of two realms that help us better comprehend their combined wisdom. 545 . ABE . K ISFNEE 8 ——3& M5 =45 %
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LiQin’s artworks don't bleed. But they are profoundly more human than much digital art. His artwork ™ ATAORBES A, AT A RS E

makes us feel the power of the physical world —stones, lava, hides, bodies and burl — we are cajoled FEREIHZ EM A ARYAG NS I 25
to reacquaint with this world and to acknowledge it in this current digital age, where it is all too easy %[ &—8&, W] F 4% S A0 FL & 2R S AR 28 1
to forget. TER SRR, BB RS

BRRNEBENRE —FRMAEZ
LiQin keeps his digital art firmly grounded, despite prophecies of a near future where we will be one gﬁr;@ﬁé@ggm e ;; # Ii@_mﬁ ;?;Ej;

with our machines, and presumably will be able to shed this imperfect body for pure digital bliss. His .. egg SR N SR

work confirms that we should never lose sight of the tactile, the physical, the imperfect, and if and R, SRS -ERAAERRNERR,
when we do, it will be to each our own loss, and LiQin’s artwork will be the past and future for which T8 R B AT EE R 1B R0 R L SR SRR
we long. AL —HB57 o
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Beyond the Two Poles

of Chinese & Western Art
— Tan’s Primitive-Digital Art
BSHE AR, R P PS——= N ENNIRIG BTG £44ily

As early as 23 years ago, during the 1985 Art Movement, Tan had already
expressed a young artist’s longing for the future in A Characterization of Future
Chinese Art Concepts published in The Trend of Art Thought. This article was
profound and filled with enthusiasm, in which he took “futurity” as the primary goal
for Chinese art reform, emphasizing that the “future leads the present.”

Beyond Two Poles

Chinese artists who transplant to North America
are vulnerable to descending into isolated and
narrow corners over the course of their career,
but Tan is an exception. He is the kind of unruly
character who has found a virgin-land that
flourishes between the primitive and the future—
a niche that defines a new genre of art.

This new genre of art has become known

as “Primitive-Digital Art;” it integrates three-
dimensional digital animations and prints

with installations. Primitive and Digital, while
technically two opposing subjects in terms of
chronological time, resemble instances of virtual
reality; they two constitute a self-contradictory
phrase. On one hand, it manifests the existence
of Chinese artists residing in America, while on
the other hand it reveals the status of artists as
they encounter the permeable global markets.
Primitive art is formed through history while digital
art exists in a virtual realm. The former is real
and stagnant while the latter is unreal and
mercurial. In the virtual realm, digital art provides
audiences with scenes that may never have
been experienced in physical life; such art
extends the effective quality of time and heightens
the quality of life in ways that make our previous
existent — as physical man — seem monotonous,
shallow, naive, and ultimately primitive.

For artistic creation, digital technique is like
primitive drawing technique; they both serve as
the carrier of illusion and inspiration. The tools of
traditional Chinese painting are brush, ink, silk
and paper; the chosen tools for installation art

consist of material objects; that of performance
art are musicians & thespians; image art uses
shades and shadows. The delivery of futuristic
art will be one of stimulating bioclogical waves in
the audiences’ cerebral cortex. It is not possible
for all the carriers to copy reality intact. Instead,
they may capture falsely based on imagination.
All these false truths may still be able to move
others or oneself as art's message systematically
drifts to inanities through vicissitudes.

In his works, Tan has adopted hide, hair, root,
lava and cast iron and made them correspond
to relevant and symbolic themes. Digital King

& Queen, of the rawhide series, comments on
historical scenes of solemn burlesques. The
series of lava extol the possibilities amongst and
fragilities alongside life. Root carvings reveal
regrets of life and the series of rusted iron look
like sighings about the transience of life. Tan
said that his digital primitive art is an open structure
because it will settle itself down as a new
tradition, become out-of-date and a primitive art in
the eyes of later generations with upcoming
vanguard art always taking the lead. The
primitive digital installation created by Tan has
walked into the frontier of this field formally, and
has calmly seen the potential of such
conceptual form.

As early as 23 years ago, during the 1985 Art
Movement, Tan had already expressed a young
artist’s longing for the future in A Future Vision
of China’s Art, published in The Trend of Art
Thought. This article was profound and filled
with enthusiasm, in which he took “futurity” as
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Professor & Director, Institute of Contemporary Art, Xian Academy of Fine Arts

DfETMR, PREMSPHRE2M AR, iR

the primary goal for Chinese art reform, emphasizing that the “future leads the
present.” This not only shows his brightness and vision, but also subsequently
predicts his later artistic orientation and development. Geographically, Tan

is from Hunan Province and grew up as an artist emerged in a society that
was on the verge of culture even when compared with that of Beijing and/or
Shanghai. During China’s immediate century of modern development, Hunan

is recognized as home to a string of figures and groups that affected China’s
modern art movement. Such regional traditions that are leading the fashion
are vividly embodied by Tan — He looks between the unchanging prime and
the ever-changing future for a joint cradle where Chinese artist can go home.

Merging Chinese & Western Art

Tan’s digital art does not reverberate within the cutting-edge technical

circles and those within Chinese art circle have yet to embrace such digital

art workshops. That is, during his previous two return trips to China, Tan has
encountered few other digital artists embraced in such primitive digital discovery.
Academic art and digital art have always been regarded as two unrelated
fields, sprawled out in the plastic art fields of China. Domestically, handcrafted
academism still plays a role as the natural enemy of digital art. Admittedly,
Tan is not the go-between of the two, but his efforts attempt to demonstrate

that the traditional and futuristic can coexist on the same plane — that China
and the West can jointly appear on a new art platform. Tan brings people into
a strange art realm which he fabricates and asks us to explore. It mobilizes
experiences of sense, covering both Chinese delights and Western interests.

The sentiment of modern western art is inclined to pursue sound-picture
effects of sensual stimulation, which is not consistent with the gentle style of
traditional Chinese art. Digital art is young, so are its engagers and
receptors. As a whole, this generation has not encountered great frustrations;
lacks life experience that is full of twists and turns; and aspires for gaining
mental experience that is full of ups and downs in the virtual world. The
related arts always go after freshness, bizarreness, accident and stimulation
featuring exaggeration, expansion, variation and distortion. For more than
one hundred years, such new art forms as photographs and movies were
born successively showing similar characteristics in their early stages to attract
attention. Tan retained the styles that are loved by youth when creating
digital imagery. The digital art led by America at the cross-century occasion
integrated graphics, text, image, sound and interaction, promoted POP, tiled
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Head Sketches, i#R5 s
(2.5"x 3" 6.5cm x 8 cm), 2009-10

pictures, sound-picture synchronization, time and space crisscrossing in movie
language, and thus expanded traditional sound-picture art language. As new
technologies constantly emerge, it makes designs of visual reality possible.
Moreover, Tan’s work, if compared to his imagination, is only touching on the
tip of such an iceberg.

A quality that is natural, dexterous and sophisticated is admired in the interest
of classical Chinese art. Tan adopts carriers such as root carving, rocks, hide
and hair as the substitute for primitive art materials. Such substitutes feature
the old, the weak, the sick and the disabled. China has been a society under
the reign of the old since ancient times. Officials at different levels in charge
of education were called Sanlao (literally meaning three olds). Sanlao at the
national level was called Sangong (three councilors of state), namely, Taishi
(Grand Tutor), Taifu (Deputy Grand Tutor), and Taibao (Assistant to Grand
Tutor) who were tutors of the crown prince. An emperor who ascended the
throne would ask for advice from Sangong. In China where the tradition of
ancestor worship has been passed down until now, “old” is the embodiment
of classics and perfection. Chinese painting and calligraphy pay attention to
being laola (skillful but unscrupulous) and admire old artwork and old artists.
Chinese painting lays stress on Cun method. The original meaning of Cun
refers to wrinkle, which demonstrates the characteristic of old man. The
Chinese root carvings and rocks adopted in Tan’s work are old and shaky in
terms of shaping. Since the Song Dynasty, “wrinkled, thin, leaky and limpid”
rock shapes have been pursued. “Wrinkled and thin” corresponds to the old
and the weak, while “leaky and limpid” correspond to the sick and the
disabled. Xuanhe Shipu recorded sixty-one rocks inscribed by Emperor
Huizong of the Song Dynasty, in which there was a personified stone named
Old Man Stone. However, apparently Tan does not make old and deformed
root carvings and rockeries to praise, but to sigh over the limit of life instead.
In his works, primitive art becomes a stage where digital images are
phantasmagoric, resembling the so-called bed overlapped by bed and house
built in house by ancient Chinese.

To merge Chinese and the Western arts and go beyond the two poles is a
goal that is at the present vanguard of Chinese artists overseas — a destiny
they have longed for together. As to this goal, Tan has obtained unequalled
achievement in his new art.

(Published at World Art v094, p82-83, 2010)
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Opening Speech
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Dr. Liao Xiangzhong, IBFFRIE 1

Vice President, Communication University of China & Dean of Animation School
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Ladies and gentlemen, and friends:

On behalf of the show co-organizer, Animation School of Communication
University of China, | would like to congratulate Prof. Tan on his largest
solo digital-art exhibition in China, “Digital-Primitive,” which opens today.
In the last decade, digital art has swept the global art world, but in this
field we do not often see many Chinese faces. Prof. Tan is an
outstanding example among the few top Chinese digital artists and
educators who hold international reputations.

“Digital-Primitive Art” explores the relationship between the primitive
concepts in ancient human civilization and the most cutting-edge
technology available. His work is neither obsession nor reactionary
towards digital skills — something that is very rare. In his works, we can
see a balanced harmony between primitive spirit and modern technology.
Also, his work is not just aesthetic, but inspires an audience to think more
deeply about human nature.

There exists the collision and fusion of Chinese and Western concepts in
Prof. Tan’s installation work. His creative ideas contain both the essentials
of Chinese art and philosophy and Western technological investigation.
The West and East, the original and modern, the technology and art, all
cohered in his work seamlessly. Prof. Tan’s works provide a model of
digital art and education in China.

In addition to being a tenured professor at Rutgers State University, Prof.
Tan also served as a visiting professor at our school. The teachers and
students from CUC have learned and benefited a lot from him. Our
students work “Time Gene” was completed under the guidance of Prof.
Tan, and it won second place from SIGGRAPH’s Student Animation
Competition this summer. Therefore, | would like to on behalf of the
Animation School of Communication University of China to express our
gratitude to Prof. Tan for his hard work and contributions.

While working with Prof. Tan, | often feel the pull of his artworks’ attraction,
emanating from his personality and accomplishment. As a Hunanese who
works in United States, he possesses both a Chinese-scholar-style
modest character and Western-style innovative attitude, and more
importantly, retains the spicy personality of Hunan people.

| am honored to be a friend, but also a colleague, to participate in Prof.
Tan’s solo exhibition opening. | believe that through this exhibition, Prof.
Tan'’s art will impact and affect Chinese art and the animation industry. We
are standing together today to witness an important moment of China’s
digital art development.

Finally, thanks Prof. Tan, curator Mr. Wu Hong, and Mr. Liu Libin for the
speech opportunity. Once again, we wish Prof. Tan’s solo exhibition
“Digital-Primitive” a great success!
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Digitally Bloodless
— The Work of LIQIn Tan
BRI ——5 NN F 57

LiQin Tan’s work is best approached on three levels: The first is its technical intricacy.
The second is the boldness and difficulty of implementation. The third is its conceptual

depth.

On a technical level, the 3D and animation
softwares Tan uses are Softimage|XSI,
Maya, and ZBrush with post-production work
executed in Adobe AfterEffects, Combustion,
Photoshop/CS, and Premiere/Pro. He creates
his own unique special effects with these
softwares emulating the decaying effects of
rust, and the peculiar swirl patterns attained
by knotty wood burl caused by a tree’s
environmental stress and degradation. A
special HP Scitex P2700 printer was used to
navigate the thick, rigid areas and uneven
layers of the pitted metal picture surface by
calibrating specialized media sensors. The
timing for the micro millimeter differences
when layering ink over the planar depth must
be impeccable in order for the image to
develop and cohere correctly.

The multi panel series of six screens, “Lava
Body” uses an advanced Matrox TripleHead-
2Go video splitter to simulate animated lava
flow that moves from one screen to the next.
In order to render or process such images, up
to 100 computers were put together in what is
commonly referred to as a render farm, or
cluster of computers. In a render farm each
frame is calculated individually. The processors
upload the source material such as models
and textures and send out the finished image
to a file which is then displayed in a
mesmerizing loop. For the large metal prints
in “Digitally Bloodless” between 15 and 20
computers were used to render each
individual still image.

The difficulty and boldness of implementation
lies in the complexity of designing, then
coding a 2D image into a 3D image, capturing
and outputting it on a 2D surface and in some
cases such as the print series “Digital Primitive”
throwing a knife directly into its surface to to
reenact or suggest its inherent 3D, sculptural
nature. Or it is the audacity to put a live time
rolling grind stone that changes screen
images underneath its trajectory helped along
by a participating viewer. It also includes the
idea to project directly upon rawhide skin,
one of the most indigenous forms of
protection and utility.

But it is in concept that Tan’s oeuvre truly
breaks new ground. He thinks about the
relationship of this highly technical artistic
medium to our place as human beings in this
first decade of the quickly growing technologically
literate 21st century. Not so long ago, at least
in many temperate climates we were wrapped
in crude furs and skins and lived in caves,

a condition though rare, can still be found

in the most remote areas of the planet. This
approach transcends national boundaries or
stylistic devices.

One of the most troubling aspects of computer
art is the conceptual basis upon which the
images are imagined, meaning the trajectory
and ideological framework of the artist. Much
of this complex work dwells on stereotyped
sexual imagery, simplistic urges to wage

war and elaborate cartoon fantasies. Tan

has more sophisticated training that both in

Fllen Pearlman, Zm-BR52

Curator & Art Critic, New York City, A& BEHRIE AR S TRR

Western figurative painting as well as traditional Chinese brush and
ink techniques. In “Grindstone” he draws upon his experiences as
a child during the Cultural Revolution when he was forced to grind
husks of grain. He takes simple visual representations that can be
understood cross culturally —-the burl designs in wood, the back of
a head, molten lava, the female form, and a grindstone, painstakingly
recreating them using elemental surfaces. He considers the natural
“Five Elements” of Water, Metal, Fire, Wood and Earth as guiding
principles taken directly from Taoism and the | China, or Book of
Changes, highlighting the inherent tensions between technology and
nature.

In the sculptural installation “Grindstone” a user driven interactive
installation, he bases his experiences as a boy sent to the
countryside to grind down husk from kernel. Tan re-enacts the
experience using a traditional grindstone as a sculptural device that
when set in motion rolls over embedded video monitors producing
changes in the shifting images underneath. This is not just sleight of
hand; it is a powerful discussion on the human capacity for metamorphosis
and transformation, and the ability of the individual to take a
representation and cohere it into another form.

This is a viewpoint of medium as a shape shifter. Shape shifting

is what native indigenous individuals did when speaking with their
gods by taking on the appearance or characteristics of their totem.
These images are not part of Tan’s direct past, and are borrowed, or
appropriated for his purposes. However, since the photographic
work of Andy Warhol, Richard Prince and Barbara Kruger, we are in
the age of visual appropriation with any cultural signifier literally up
for grabs. The title of this exhibit, “Digitally Bloodless” is chilling but
apt. There is no warmth in the digital world, and certainly no blood. It
is a cerebral realm of Os and 1s, chips, electronic waves and pulses.
Yet though technologically advanced, we still operate off our
primitive urges — an obvious and ongoing contradiction of state.

New York City, June, 2009
(Published at New Vision, p52-53, v5 2009)
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Wandering between
Two Extremes

— LIQIn Tan’s Art Experience
WX 5] BN iy 2 —o% 1) ENBY Sl ik e

Tan has been a representative of the art field since the early 1980s with his continuing
art exploration. For him, the choice of perpetual artistic discovery is not only his

destiny but also a pragmatic action of art creation. The analysis of Tan’s art experiences
highlights many of the important trends and developments between China and the West

since the 1980s.

For artists, “Wandering” comprises the relationship
between life’s space & art’s liberty, while the “Two
Extremes” projects the ephemeral boundaries
between which the wandering is bounded by. In
Tan's story, the two extremes reflect the polar
identities of Artist & Critic — both of which are
roles that he’s adopted in successive juxtaposition
during his art career. Works studying primitive
societies to those innovating within new media are
featured, alongside developments in Eastern and
Western cultures.

Tan has been a representative of the art field
since the early 1980s with his continuing art
exploration. For him, the choice of perpetual
artistic discovery is not only his destiny but also a
pragmatic action of art creation. The analysis of
Tan's art experiences highlights many of the
important trends and developments between
China and the West since the 1980s.

Dual Identity: Artist & Critic

In 1984, Tan won a Prize of Excellence at the 6th
National Art Exhibition of China. In the following
year, his article A Future Conceptual Vision of
Chinese Art won a Prize of Excellent Work from
the magazine The Trend of Art Thought. With
these two prizes, Tan suddenly found himself
immersed in the art world as both an Artist as
well as a Critic.

The conservatism of the 6th National Art
Exhibition became an important driving factor
behind the “85 New Art Movement” During the
seminar held at the exhibition, Tan animadverted
on the works and exhibiting patterns of the
exhibition. In A Future Conceptual Vision of
Chinese Art, Tan expressed his desire for future
art pursuits. In the two successive experiences
he showed one tendency of his mental world:

finding something new in the old world — similar
to the spirit of “’ 85 New Art Movement.” From
then on he became a representative artist and
critic of the “85 New Art Trend.”

Tan was dedicated to the “’ 85 New Art Movement”
in two important roles: (1) As one of the founders
and an executive editor of the avant-garde art
magazine Painter, Tan discovered the talented
artist Gu Wenda and reported on him with special
coverage in Painter. This was the first appearance
of Gu Wenda’s works in domestic media
coverage — a significant contribution made by
Tan as a critic. (2) Tan participated in the Zhuha
“’ 85 New Art Movement” seminar organized by
the Art Newspaper of China_and Zhuhai Academy
of Fine Arts. His installation Myriad Creatures
was shown in the seminar and attracted attention
to him — the artist.

How did Tan think about the hot topic during the
contemporary art era: that of “the relationship
between the artist and the critic” in 1980s? He
clearly expressed his point of view in the articles
of A Scattered Senses Theory in the book The
Theory of Contemporary Art, published by the
Hunan Fine Arts Publishing House in 1987. He
stated: “Artistic commentary is a creation of an
aesthetic subject. Only the critics are sensitive

to the subject and may become another kind of
productive power of artistic creation that directly
creates artistic treasures. Their articles themselves
not only have cognitive value but also aesthetic
value. The critics are art producers. Therefore, it
is more accurate to call them art critics than
artists.” From his words we know that Tan
regarded artistic commentary as a kind of
aesthetic creation relating to the subject and critics
as commentary artists — those that reveal the
nature of the artist. Throughout the article, we
can see how Tan regarded “Life-force,” “Intuition,”

Dr. Liu Libin SSE1E+
Art Critic, Curator & Lecturer of Central Academy of Fine Arts
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“Sensibility” and “Emotion” as identical to the cultural atmosphere created by
Nietzsche philosophy in the 1980s and “Philosophy of Life.” His relatively
objective, analytical attitude echoes his accumulated knowledge and his admiration
of rational reflection in 1980s. | don't mean to discuss his philosophy on commentary,
but to make clear the call-and-echo of this philosophy at the time and his future
development ahead: that is, why Tan becomes a professional artist.

POP Collage with Traditional Symbols

Xiaohua Su (Shu Qun) analyzed and recommended Tan’s work Myriad Creatures
in Halfway Pop Hot (in the Art magazine from December 1986). Based on
his critique on Pop Hot in China influenced by Shenhua Lao, Su positively
commented on Myriad Creatures by the standard of “Breaking with convention.”
In Su’s opinion, “the polar behavior of choosing making materials for his
Chinese painting has surpassed writing works of Gu Wenda, but the visual
tension of the work is not equal to that of Gu Wenda’s works.” Now we can
say Su’'s comment is fairly pertinent. In my opinion, the concept of the work
exceeds the form. The correspondence of the form to the diagram of Trigrams
(Qian, Qun) is too simple, hindering the critical force of the work. But if the
work is considered under the art atmosphere in 1980s, it has a sense of
inevitability. Under the cultural atmosphere of the time, the sharp tease on
the materials of Chinese painting and consequent questioning on traditional
culture were certain to bring about severe impacts on traditionalists.

From 1987 to the early 1990s, Tan traveled abroad to expand upon the
creative thoughts that he pursued while in China. In April 1990, he exhibited
a series of his works Bamboo Culture Series in VAV Gallery of Concordia
University, taking bamboo as an edged tool to make an impact on Chinese
traditional literati paintings. Among the works, eight bamboo hats of an
important work Heavenly Stem and Earthly Branch were marked with “Jia, Yi,
Bin, Ding (heavenly stem)” and “Zi, Chou, Yin, Mao” (“earthly branch,” full of
the feelings of the origin and roughness). The work evidently continued the
creative thoughts of Myriad Creatures with extensions. The primitive culture
and traditional culture were explored and utilized more deeply and intensively.
In my opinion, this is his conscious effort to hone in on traditional homeland
cultures as well as to further develop former thoughts. Subsequently, he
created Huge Abacus and mounted a Chinese modern painting on a pearl.

Hunan is the cradle of Chu culture. The Chu culture has a unique foothold in
Chinese culture — one of emotional romance. In modern and contemporary
history, Hunan people played important roles with the fierce, bold, merry and
lively mannerisms of the times — and “Hunan people” became a group of

heroes joined in the creation of a new era and a modern country. The artistic
creation in Hunan in the 1980s showed its vitality and energy to connect with
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original art on the one hand and to continue the participation and bravery of
the “Hunan people” in modern society on the other hand — one that was filled
with sprite spirit. In Tan’s works from the 1980s to the early 1990s, his artistic
creation was closely related to the cultural atmosphere of Hunan. Tan was
aware of and sensitive to the weakness inherit in the Chinese traditional literati
paintings. Both indicating exploration and reflection of traditional culture, the
artistic creation and comment on original Chu culture echo with each other—
as an artist and a critic. Tan’s rational thoughts and judgment match his artistic
enthusiasm sourced from nature.

Primitive Culture and Digital Technique

In 1993, Tan obtained a Masters of Art degree from the Faculty of Fine Arts

at Concordia University. In 1996, he gained a Post-Graduate Diploma in
Computer Animation/Multimedia Design from the School of Animation and Art,
Sheridan College. Formerly as an artist and a critic, and now as an animation
professor as well as a digital installation artist, Tan traveled throughout the
USA, Canada, Singapore and China to work and teach in artistic creation.

Advanced techniques can become an obstacle for artists who choose to utilize
them for artistic pursuits. Since the complexity of 3D animation technique is
well-known, such obstacles are evident: 1. the difficulty to grasp techniques
given the frequent updates, leading the user to be incompetent at artistic
creation. 2. Those users who do keep on top of 3D animation techniques

may become wrapped up in mulling over techniques and lose their drive for
artistic creation, becoming a technical expert instead. 3. Traditional sculpting
and painting skills themselves are closely related to artistic creation, so they
can't be understood on the same view and level as technique. 3D animation
techniques stray from traditional techniques and converge towards technology,
mathematics and physics knowledge —i ts logic and technology deviate from
the essence of pure artistic creation.

As an artist (rather than animation technician) in the traditional sense, how Tan
overcame this kind of obstacles is an important question — one whose answer
helps to unravel the relationship between artistic creator and 3D animation
artist. Tan sought and extended the source of his artistic creation to primitive
culture. Through 3D animation techniques, he expressed his persona on
modern culture by explaining primitive culture. Different from “Changing
materials of Chinese painting,” Tan adopted primitive worship of North
American Indian culture, Chinese art philosophy and primitive stories of
African art in the new century. During this process, computer techniques
became an effective tool for him to realize artistic creation, with functions other
than artistic skills, such as shaping artistic figures, fabricating surface textures
of artistic figures and editing virtual animation.

From 2000 onwards Tan's works blend primitive culture and digital technique
to foster artistic creation that appear polar opposites from the periphery — a
commentary for the audience to reflect on their social environments and
discover possible synergies beneath the readily visible.

Invented Objects and Physical Installations

People have different attitudes towards the virtual world vs. reality: 1. Some
regard reality as exact reality, and the virtual world as distinctly virtual; their
perception emphasizes the factuality of objects, but the heart remains calm
without initiative. 2. The meaning of reality is identical to “all things turning out
to be fruitless” to some extent, while the virtual world seems to fabricate a fairy
tale and made-up paradise.

People often wish to escape reality via entrance into a virtual world. For
instance, dreamt up fictions of ghosts, gods and warlords in the streets reflect
peoples’ desires to achieve such illusions. Nowadays, with the rapid regeneration of
Web techniques and computer software, the relationship between the “virtual
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world” and “reality” becomes ever more complex. Our city has become a
combination of a “city of practical physical configuration” and a “city of virtual
information interaction”: the “city of virtual information interaction” was given
more reality just like the “city of practical physical configuration,” while the
“city of practical physical configuration” is more virtualized like the “city of
virtual information interaction.” The relationship between the “virtual world”
and “reality” reverses in some areas. Modern people wander between the
virtual world and physical reality with a common state of mind, hoping to
find a balancing pivot. It is not enough to depend only on fictions of ghosts
and gods. As an artist, Tan connects the “virtual world” and “physical reality”
in two aspects: 1. by reflecting on the reality of life by virtual art, which is a
common theme of many excellent artists; 2. by reflecting on the virtual world
constructed with computer techniques and by installation works created with
computer modeling and graphics. The latter is one that is characteristic of
Tan’s digital, artistic works.

Tan is of the opinion that there are three categories of modern animation:
industrial animation, experimental and conceptual animation, and fine arts
animation. He believes that his exploration belongs to the third category
— fine arts animation, a concept that he invented and works toward. In his
opinion, this type of animation is a kind of interactive installation art
integrating animation and drawing, sculpture, installation, printing
(engraving), and performance art. In an integrated sense, animation has
become a part of the artworks, in such a way that it can be exhibited and
interacted with in various forms.

In the real world outside the virtual world created by the computer, Tan
externalizes the virtual images in installation works by aeropittura, transfer
painting, shaping and displays them on wooden and steel plates and hides.
For the three pieces of interactive installation works created by Tan and his
students: “Conceptual Bop of Weight,” “Wave of Windmill,” and “Eternal
Abnormality under Milling,” the three agricultural tools (weight, windmill, and
mill) are points of inspiration, creation, and visual carrier of the works. Based
on three-dimensional modeling and process control, the works become
interactive through various devices, including the computer, electric motor,
single-chip processor, rotary encoder, web camera and other modern
devices. Through these electronic devices and techniques, the implied
culture and social meaning of the seemingly ordinary tools are magnified,
revealing the living conditions of people (including farmers who are
disadvantaged groups, neglected intentionally or unintentionally). Hence,
the works are violently critical and realistic. Moreover, these works integrate
conceptual animation and animation installation, showing strong feelings

of strength, quantity and continuously repetitive rhythm. All the animation
factors are closely related to the concept, which embody the conditions of
“unpractical reality” and “unbelievable credibility.”

By transforming digital animation works to digital installation works, Tan
carried out dual reflections between the “virtual world” and “physical reality”:
reflecting reality by virtual means and reflecting on the virtual world by real
objects. During the process, what Tan really wanted to express is the realistic
living condition of people in a world of indulgence, exhaustion, materialistic
desire, localization of modern technology, inspiration of primitive culture,
advantages and disadvantages of Western civilization, and the new meaning
of Eastern culture in the new century.

After going abroad in 1987, Tan'’s artistic creation developed in two spatial
threads: i) China and the West and ii) the old and the modern. In these
threads, Tan has explored the weaving of artistic creations across diverse
cultural maps. From the transition of artistic creation from 1980s and early
1990s to the new century, Tan has shared many characteristics of artists
from his generation and reflected different aspects of modern art in China.
Undoubtedly, his progress and continuous exploration are significant for the
development of modern art in China.
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Digital Technology &

Concepts in Modern Art
— AN Interview with LIQIN Tan

BRI BB i bl R e ——

Duan: Hi, Li! First | congratulate you on the success with the solo exhibition at Beijing
World Art Museum and the upcoming solo exhibition at 798 Yuanfen New Media Art
Space. As your works are mainly digital animation-installation, related to the subject of
contemporary art, | would like you to talk about the connection between digital artwork
and contemporary art creation. As a case study, | am strongly interested in how you
transitioned from traditional painting and installation into digital forms. For instance, you
studied traditional Chinese painting originally, then you turned to installation art in the
period of “85 New Art Movement,” and currently you are working on digital animation-
installations. During this period of transition, how did you find your own place in the new
art trend? Namely, how did the “85 New Art Movement” affect your art development
and what influence did the overseas studies have on your artwork making? A related
issue also ensues between understanding the individual artist in relation to his/her
cultural background; please shed some light with your personal experiences.

Tan: Thank you for your support. | was
determined to study traditional Chinese painting
before 1985, first in meticulous form and then

in freehand. At the same time, | spent time
researching contemporary Chinese brush-ink
artwork from artists such as Zhou Sicong,

Li Shinan and Shi Hu, and shadowed two of
them with works of nature (via drawings and
sketches). Later on, | commented on their art in
writing, and published findings in a variety of art
magazines in China. | continued to develop from
my advanced studies at the Central Academy
of Fine Arts from 1982 to 1984. By then, | had
completely changed my thinking and art creation.

From late 1984 to early 1985, | completed a
series of works named the Myriad Creatures-
the Reversed Return of Calligraphy and Painting
in Changsha. The four treasures of the study:
brush, ink-stick, ink-slab and rice paper were
used to make an eight-diagram chart in “|-
Ching.” The idea behind it is that “Calligraphy
and painting come from the same origin and
they can be reversed as well to their original
forms.” In form, the original can be the common
tool — the four treasures of the study — while
in concept, it can be the theories of the ancient

Chinese classic: I-Ching. The thought is the
expansion of the concept “Reversed Return” for
contemporary Chinese art that | put forth in the
past. The works were published by Art magazine
in 1986 and commented on by famous art critics
such as Shu Qun and Zhou Yan.

“85 New Art Movement”would go on to greatly
influence my later artistic life when | proceeded
to complete my graduate study in Canada. The
installation “Modern Physics and Oriental
Mysticism” that | made in 1988 was influenced
by the ' 85 series books of Going to the Future. |
studied at the internationally recognized animation
school Sheridan College from 1995 to 1996 and
after that, | devoted myself to digital art.

The two transitions mentioned above are the
result of the blending of my natural personality
with the impact that contemporary art had on
me. | was born curious and acute, fond of
studying and conscious about the future, and |
was easy tired of repeating old skills and ideas.
Transitioning from Chinese painting to installation
art felt natural. Though they are different in form,
the installation art still uses the same four
treasures of the study and involves the same
philosophies. However, turning to digital art, |
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experienced a painful learning curve of computer technologies. In the
succeeding five years though, | produced some 3D animation works.
Most of the time | was overcoming technical problems such as 3D
software, computer programming and post-production skills. After 2000,
the teaching condition and technology popularity permitted me to bring
my concepts and enthusiasm into play. | blended such acquired digital
technologies and unique concepts into animation installation, interactive
animation and conceptual animation.

Duan: Continuing with your response, | would like you to talk about the
relation between tech and art creation, especially the technical progress
and art regression under the recent cultural environment: such as in the
global economic system, cultural differences between oriental and
western, and China’s rapid development in relation to powerful
humanitarian values from the west. First, please talk about the status of
digital art within contemporary art and education, and then the differences
and potential conflicts of tech and art. At last please talk about your
digital art creation and how did you deal with the relevance between tech
and art. | wish to gain a transparent view of contemporary art from your
personal experiences.

Tan: The relation between tech and art as you mentioned is an important
issue in Chinese contemporary art. There is a saying that “technology
progresses and art regresses.” Technology and art have a wonderful
relationship and they have been developing in harmony for thousands of
years. When technology develops rapidly and artists progress
hesitantly, sharp conflicts can occur between them. The ancients would
say, “Technology and art are interlinked to each other”, namely that
technology and art do not collide with each other. Only when technology
grows to concern politics and the future of a country, technology and art
may depart. The digital art development in China reveals the laggard
progress of artists with the various conflicts that are now coming

forth - initiating a tendency to neglect technology.

Nam June Paik, the founding father of video art shared: as collage
technology has replaced oil paintings, CRT (Cathode Ray Tube) is certain
to replace canvas. In present, digital technology has replaced CRTs,
various 3D, virtual and particle technologies will be taking the place of
video — which is the harsh reality of scientific development. If digital
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artists desire to make updated works, they have to keep in step with
technical progress and continually update their concepts.

Both conceptual thinking and technology are the core elements of digital
art, which go forward in parallel and neither of which is dispensable. As
ajuror and core member of the SIGGRAPH committee for a number of
years, we require artists to have both innovative ideas and new-ways to
use or create an application of technology. At a seminar in China, | once
put forth the point of view that “technology would be a new source of
inspiration.” Today, with rapid developments in science, many new
technologies help bring about newly possible means of art. Digital artists
can use technology to find inspirations.

In the art circle of China today, there is a thick phenomenon that technology is
belittled, as artists there think that technology is solely a tool for conceptual
innovation. The great force of new technology utilizes conceptual innovation and
the enormous new creative spaces brought about by increasingly updated
technologies are neglected. This is the reason video technology, such as
3D animation, advanced rendering, virtual reality, interaction, biological
and optical technologies are rarely seen in the digital art circles in China.
Such ignorance of technology limits their scope and development for
innovation. Presently, many are debating whether video should be
retained in digital art because there is a huge technological leap from
video to 3D animation to virtual reality. Western art critics also point out
that this leap is a hard and long span, and they think that video production
may soon become a pronoun of tradition of art history.

This past January, when | delivered a lecture in a famous art institute in
Beijing, a student suggested that technology was invented in the west and
Chinese should not pursue the science of foreigners and that they should
be rooted in studying our own culture. My reply was that science has
neither boundary of nationality nor classification of class and origin. What
was invented in the west can be mastered and transcended by Chinese
people. Itis right to study our own ethnic culture, but in this digital age,

it is necessary to integrate the national culture of art with the learning of
digital technology.

During the progression of digital art creation and teaching, | always insist
on the idea that “Technology and art cohabit and go forward in a parallel
way,” and require my students to quest for new art forms and to discover
digital technology on their own terms. Take my early-stage works as
example: It mainly probed into the concept of digital and primitive, while
for animation character shaping and installation design, | was inspired

by North American Indians and Chinese ancient culture; on technique, |
applied digital printing on rawhide, and projected them on a calf. If we say
two-side projection on rawhide is a kind of innovation on art form, digital
printing on rawhide is a newly applied technique. That type of creative
thinking has been adhered to until now, with a reflecting dual breakthrough
on each digital artwork for both art form and technology.

Duan: The mainstream of contemporary art is conceptual art. How should
we treat the conceptual issues in digital art, a new art form that appears
in late years? Relatively, installation and video are also new forms of
contemporary art, as well as important modes of conceptual art.
Nowadays, digital art has not become an important form of conceptual
art. Then what do you care about more in digital art practice, concept
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or technology? If you care about both, can you take one or two works
as examples to talk about how you represented concept with digital
technology and what outcome did you accomplish.

Tan: The representation axis of digital art is the integration of concept and
technology. On condition that technical innovation is attained, digital art
won't be neglected, and with art advanced concept, digital art will excite
people. First, video technology is easier to be grasped and integrated with
conceptual art, while 3D animation, virtual reality and other advanced technologies
have a long learning curve, so the art with advanced technology has not
been an important part of conceptual art Second, many talented artists
are not apt to spend years grasping the technical skills and would rather
remain in the video stage, ask for help or use simple 3D skills.

My early-stage art was focused on cultural connections, and my later works
integrate conceptual animation, animation installation and interactive
animation. | also established a studio to do the research with some student
assistants. Take the interactive installation “Conceptual Weight” as example.
Audiences broke the balance of the large scale by adopting agricultural

slogan the character carrier bearing the sign of the times with the synchronization of

the animation of the weight, indicating the theme that “concepts are endowed
with weight”. To drive estimative weight by idealistic characters was a tough
technical challenge and we drove the stepping motor by a program, and
made plenty of experiments to change the status of the scale. Meanwhile, we

used network controls with several computers to guarantee the synchronization

of switching concepts and animation.

As | mentioned in previous issues, digital art is pursued by conceptual and
technological innovation at the same time. SIGGRAPH is an organization
that sets these evaluation criteria. For instance, my “Rusty Faces” series,
selected by SIGGRAPH, was aiming to present a contemporary artistic
interpretation of the deterioration of mind, body, and spirit by harmful and
self-destructive human behaviors both constantly and gradually. In each
“rusty face”, the audience can see a micro 3D animation of its embryo cell
from birth to rusting-off. A large conceptual animation of a brain rusting
was displayed by a combination of four computers that was fabricated by
Softimage/XSI and Premiere Pro through their particle system. It lasted for
5 minutes, with a resolution of 14000x12000 pixels in each frame, which
consisted of a multilayer of black-and-white masks and was controlled by
the faction of transparency. Such new-ways in applying technique into the
artwork was considered, at that time, as core elements to take part in the
SIGGRAPH exhibition.

Duan: Thank you for your encompassing explanation. | would like to
extend my questions. Please talk about your digital art teaching experiences
in Singapore, America and Beijing. In the first place, do you teach technology
or art? Second, what are the similarities and differences between your
teaching and education you received in China and Canada, in particular,
between ideas of educational concepts and teaching methods? What do
you think of these similarities and differences and their impacts on your
art and teaching? Then, why do you think your teaching philosophy and
methods are feasible and especially practical in the context of contemporary
Chinese art?

Tan: Actually, | teach technology and art at the same time. | teach how to
utilize high-tech in artistic creation and how to study technology via
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conceptual thinking. The 3D animation technology is complex with a
multi-year learning curve. When teaching freshmen in North America,

| usually require them to grasp a solid foundation of technology and art
appreciation, and require sophomores to enhance their creation abilities,
picture composition, and expression of color and light. Senior-level
students dedicate their time to creating their thesis work. Our courses
seem to be the same with those taught in China, but the teaching
philosophy and methods differ greatly.

First, most domestic animation colleges are managed separately from art
colleges. For instance, Communication University of China, instead of art
colleges, is one of the best animation colleges. In Western countries, the
animation specialty is usually a part of an art college, to allow animation
and art creation to be integrated.

Second, with regard to teaching philosophy, most domestic colleges
mainly teach 2D experimental animation — a topic that is completely
disconnected with the animation industry, emphasizing traditional skills
and cultural ethics. On the contrary, in North America, most courses are
directly connected to the animation industry, with 3D technology as the
core foundation, highlighting equal importance to technology and art.

Third, in terms of the differences in understanding animation, the old
domestic animation production from Shanghai film studios has dominated
the Chinese animation industry. Animators there neglect the animation
principles that are stressed as top priority by the western animation
industry. Consequently, the common problem of domestic animation is,
for instance, the action of walking resembles sliding, without a sense of
weight and the application of wave and squash-stretch principles.

Fourth, there is a difference in application of teaching methods. In China,
teachers give lectures and student take notes — interaction is seldom.

| found many animation schools adopt this teaching method in their 3D
animation and production courses, and students have few practical chances
(because the number of students far exceeds those of available computers).
In a workshop in Beijing University, | stress that each student should use
one computer and emphasize the importance of hands-on practice. | also
uphold class discussions and adopt the self-discovery method so that
students can find out, set forth and solve problems on their own.

Fifth, domestic animation teaching relies on video production; therefore,
| set up such courses as interactive animation, animation installation and
conceptual animation in the workshops at Beijing University and
Communication University of China with an attempt to guide Chinese
students to follow a path of diversified animation creation.

Sixth, as to differences in animation culture, Chinese animation culture
emphasizes “education by implied meaning”, as well as “morals expressed
in words”. American culture lays stress on pragmatism and individual
spirit. As Chinese man living in North America for more than twenty years,
| deeply understand these similarities and differences and their origins.
Therefore, | am able to enlighten and guide Chinese students according to their
culture-based way of thinking and combine Chinese and American cultures.

With the education and popularization of technology, digital art should be
returned to the masses. As for the present condition, digital art is divided
into two threads of development. The first one is commonly called digital
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art aimed at commerce, such as TV commercials, 3D stories, commercial
games, industrial production and military virtual reality. On the other hand,
there are pure digital art innovations without commercial purposes,
emphasizing conceptual and new technology innovation and integration,
and neglecting plot and popularity. | belong to the latter. However, in teaching
digital art, | strongly propose, “walking with two legs.” Some parts of my
syllabus were made strictly by industrial procedure. After all, most students
of mine are working in the sector of industrial animation and only a very few
of them will become lifetime practitioners of contemporary digital art.

The teaching outcomes in Beijing University and Communication University
of China prove that my teaching philosophy and methods are practical; at
least it provides more choices for students and schools.

Duan: Let's go back to your own art. Please talk about your current solo
exhibitions. For instance, which aspects of your digital art are represented

in the show? Which aspects in world digital art progress can be seen in the
show? Which aspects represent the current Chinese digital art, and are
displayed by your students’ work? What inspiration do you hope this
exhibition may bring to Chinese contemporary art field? And what influences
do you think will be employed on digital art education by Chinese universities
and colleges in the future?

Tan: The solo exhibitions held in the World Art Museum of the Beijing World
Art Museum (China Millennium Monument) and the Yuanfen 798 New Media
Art Space can be seen as a review exhibition of my digital art. All my works
created during 2003 — 2008 were exhibited and those created during 1997
— 2002 were not included. The works exhibited are as below: rawhide
prints and projection series, Burl+4 3D woodprints series, digital marble-print
and animation installation and digital rusty metal-print and animation installation
series. The more important works are agricultural implement series and
digital bloodless series — the latter was newly created at Beijing University.
The agricultural implement series are interactive animation installations
which are represented by “Conceptual Weight” (large ancient scale),
grindstone and winnower installation.

Digital-Primitive, the subject of this exhibition, has expanded on my
concepts from 2002 — 2003. One way that | think about the relationship
between primitive and modern technology can be symbolized as “Digital <«
(Finite) and Primitive « (Infinity).” | would suggest that any modern technology
can be changed or replaced; however, the primitive systems of signification
retain their significance. As the ideologies and technologies of society
change, today’s state-of-the-art technology will become tomorrow’s primitive
skills. | call myself a digital naturalist, “Digital-Nature” artwork should unite
the human spirit, natural beauty, and digital-prettiness created through
digital 3D simulation. Humans have to free their minds and spirit from what
they are used to before they can use the complete capability of digital space
to create and appreciate digital nature.

From the perspective of technique, the exhibited works embody various 3D
animation and interactive technologies, video distributing technologies, and
advanced digital printing on rigid material technology without any image and
life photos but fully computer generated artwork.

As to Chinese digital art, this exhibition may help to enrich its connotation
and means of research and to distinguish the functions and development
potentials of video and 3D animation in contemporary art. Some

contemporary theorist in North America used to expound that the
development from image to 3D animation was a difficult
technological hop, skip and jump. This development will be more
extensive and profound based on all kinds of 3D animation
technologies. In contemporary Chinese art circles where
technology is not taken seriously, it is possible that some artists
find it easy to understand concept exploration but hard to identify
technological application and innovation. However, this may be
the best opportunity for young digital artists and may enable them
to undertake the historical mission of promoting the synchronous
development of art and technology of China in the future, especially
in this era of powerful digital art.

I hope this exhibition may spur others to come forward with valuable
contributions to the animation circles—to stimulate the development
of pure video to multimedia and animation forms. To my great relief,
Beijing University and Communication University of China have
accepted interactive animation-installation into their core curriculums.
Another important function of this exhibition is that it attracted people
from both the animation circle and the contemporary art field, helping
to change their previous situation of disconnect and non-intercourse
in previous decades. Though this exhibition paid more attention to
animators, it also attracted many contemporary artists. The two
parties further know each other’s conceptual development through
fusion and communication, and contemporary artists have
strengthened their technology while animators gain stronger
conceptual innovation.

Duan: At last, please talk about some issues that you are interested
in, especially related to your digital art creation and teaching, and
something about this exhibition.

Tan: Indeed, I'm very lucky because | have been enthusiastically
supported by the Beijing World Art Museum of the China Millennium
Monument and the Yuanfen 798 New Media Art Space in this
flourishing period of Chinese contemporary art. The former
provided generous museum space with 2,700 square meters
(around 44,300 sq. ft.) for me without any charges. And teachers
and students in Beijing University and Communication University of
China have given me vigorous assistance and equipment support.

[ am deeply touched by the solemnity and jollification of the opening
ceremony as well as the attendance of all the media and friends
from Beijing and Shanghai, which is difficult to achieve such
success in North America and other western countries. So, it felt
good to be in my homeland.

What is more amazing, besides artists and intellectuals, domestic
farmer tourists became the best speakers and appreciators of my
Chinese agricultural implement series. They loudly and very
proudly explained the purposes and usages of these agricultural
implement to other visitors, and were very willing to participate in
operation of interactive animation-installation.

This was a pleasant surprise for me.

Montreal, Canada-Philadelphia, USA March, 2009
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Visual Archaeology
— Study LIQin Tan’s Digital Art
HREEL—E=B NEINYER LM AR

Tan’s unique art forms and creativity, through the use of digital technology in the virtual
world, reveal and present forgotten and archived history. This means that the fascination
with ancient time and the reflection on rheology constitute Tan’s characteristics of
conceptual thinking. This feature makes Tan reject contemporary time and space and to
adopt it as exceptional creative sources for his artwork. This is a dialectical method used
by artists to express their basic attitude towards diverse cultures and perceptions. It is
especifically expressed in Tan’s attraction to ancient civilization and centuries-old

agricultural development.

Tan has constructed a completely different
visual world from today’s civilization, with
objects of prehistoric and primitive times, wild
images full of style, primitive symbols with
animal skins and digital rawhide-prints, rough
shapes and powerful people modeled with
artificial sculpture materials, and the use of
multi-materials completed with agricultural
implements, such as windmills, grindstones,
and scales. Obviously, Tan has raised his art
forms and concepts to the level of methodology,
which is demonstrated in his solo exhibitions in
Beijing. In this sense, Tan looks like an
archaeological visual artist — digital technology
for him are tools and media with its main role
of understanding and expressing ancient
civilization. In my personal opinion, Tan’s
concern for the human spirit spans far beyond
technology and science.

If | grasp the main point of Tan’s digital art
accurately, then the important question for me
is: what is Tan’s reconstructed motivation on
ancient civilization, culture and agriculture?
Remember a scholar once said: In the history
of human thought, there is always a tendency
to deliberately distance the past as the golden
age, and to use it for criticizing reality as well
as to accept the future. Confucius respected
the Zhou Dynasty, Lao longed for a small bag
of people, and Marx imagined a primitive
communism. All these great thinkers had

similar concerns. Parallel with this is that in
the visual arts, in almost every time period,
there are respected golden ages of the past.
For example, Plato admired the art of ancient
Egypt, people in the Renaissance appreciated
ancient Greek art, and modern art copied
prehistoric and primitive skills. From this
perspective, Tan, as a contemporary artist,
especially as a post-modern artist with new
media practices, has carried on such a great
historic tradition.

Another question is: why did Tan inherit such
a tradition of considering the past as the
golden age? My guess is that even though he
lives in Canada and the United States, he still
has maintained (from 85 New Art Trend) a
movement in which he was actively involved
in China: idealistic, philosophical and historical.
A revolutionary passion, wild aesthetic
interests, suspicion and questioning are

all parts of the critical spirit-the continuous
questioning of ancient Chinese culture

and reflection. This guess comes from two
examples: First, just like Duan Lian and other
critics pointed out, after Tan moved to North
America, he has had strong interests in Native
Indian civilization with effects in his art since.
This also reminds me of the emerging “Roots
Seeking” trend in the mid-eighties of the last
century in China, in pursuing hot roots in
Chinese culture itself. An African-American

Zou Yuejin SR E

Art Critic, Professor & Chair of Department of Art History, Central Academy of Fine Arts

DT R, PREMSBHSEILERIIR ., KEHE

writer Alex Harry wrote a novel “root”, then adapted it for a television
series, which has powerfully impacted the cultural roots movement in
the “85 New Art Movement” period. Second, Tan utilized four treasured
tools of Chinese art for new installation materials and elements to
create a famous installation work “Zen”, which represented Tan’s
thoughts on Chinese cultural roots in the “85 New Art Movement” period.

May be | am misinterpreting Tan's art. At times, | may be obscuring his
contributions to new media art. But | think no matter in what medium
the artist applies, it still moves us to the power of the spirit ultimately.
Tan’s primitive art, especially his “visual archeology” through digital
skills, still holds profound significance in today’s globalization — it

is to go beyond national and regional cultural traditions to question
and reflect on universal “raw roots” of human culture and human
nature. In fact, the digital installation titled “Refraction Brain Therapy”
in the Songzhuang Art Museum, encompasses years of Tan’s
insightful reflection on the issue and is the result of years of constant
experimentation on animation installation. The difference between

his past work and current exhibition is that the latter focuses on the
methodological process of visual archaeology to “brainwashing.”

His artistic approach is to dip large digital, metal-printed products
into water tanks directly, allowing the refraction of light through the
water to render a kind of medical therapy in the digital brain, through
audience participation and interaction. Although Tan borrowed from
medical terminology, and compared the refraction of water and the
brainwashing technique to physical therapy, it is clear that Tan is
more concerned about brainwashing in the ideological sense. This
is undoubtedly a new way to visualize the phenomenon of the control
exercised by the ruling class and the behavior of unifying human
thoughts in our society. In fact, visual performance on this phenomenon
is also exposed in Tan’s other animation clip “Black Sun and Red.”
My point of view is that, when humans actually move toward (so-
called) democracy and freedom, perhaps Tan’s “Refractive Brain
Therapy” is no longer about mind control and brainwashing, but only
about modern technology and academic (such as medical) tasks.

Beijing Wangjing Garden, June, 2010
(Published at World Art, v094, p82-83)
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Rusty Hotness, Digital Metal-Print
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87" x 57" (220 cm x 145 cm) 2010
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Rusty Crispness, Digital Metal-Print
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Rusty Freshness, Digital Metal-Print Rusty Sourness, Digital Metal-Print
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Rusty Bitterness, Digital Metal-Print
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Rusty Puckeriness, Digital Metal-Print Rusty Saltiness, Digital Metal-Print
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Refractive Fissure, Installation wy/ Digital Metal-Print
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69" x51"x 15" (176 cm x 125 cm x40 cm) 2010
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Refractive Dizziness, Installation w/ Digital Metal-Print
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69“x51"x 15" (176 cm x 125 cm x40 cm) 2010
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Refractive Numbness, Installation wy/Digital Metal-Print
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Refractive Drunkness, Installation w/ Digital Metal-Print
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Refractive Dizziness I, Installation w/ Digital Metal-Print
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Rusty Faces, Animation Installation w/ Digital Metal-Print
AR, B A E TR < B e
88" x 140" (224 cm x 256 cm) 2006-07
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Rusty Faces (Partial), Animation Installation w/ Digital Metal-Print
BEIR (S8B), IR TS R e
48" x 40" (121 cm x 102 cm) 2006-07
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Rusty Brain (Partial Rusty-Faces), Animation Installation
ANSEE GAIRISER), shEits
32" x 32" x 15" (81 cm x 81 cm x 32 cm), 2006-07




Rusty Brain (Partial Rusty-Faces), Animation Installation
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Rusty Brain (Partial Rusty-Faces), Animation Installation
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Lava + 6 (Partial), Animation Installation
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Digitally Bloodless, Installation w/ Digital Metal-Print
BT, SO R nhImELE
150" x 42" x 18" x 4" (381 cm x 107 cm x 46 cm x 4cm) 2008
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Black Sun & Red, Conceptual Animation
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Black Sun & Red, Conceptual Animation
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2008
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Grindstone, Interactive Animation Installation
REEch KIS, aBBEEsE
79" x 79" x 31" (200 cm x 200 cm x 78 cm) 2008
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Conceptual Weight, Interactive Animation Installation
BBPNEISIRE, aolsEEE
138" x 165" x 32" (350 cm x 420 cm x 80 cm) 2008
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Winnow (Agricultural Implement), Interactive Animation Installation
JRLES, G#hEhEE
64" x 205" x 35” (163 cm x 520 cm x 95 cm) 2008
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Actualize the “weighing” by choosing various conceptual slogons. %52 %Dsﬁ?l(%lniu Eﬁﬁﬂt—si%@]

Conflicts between Agricultural and Industrial civilizations. %%XBEEEI%XBHH'\J@%

Recreating interaction between human, animal and implement. Ais G K5 Rif) B L&

Unify technical infrastructure with agricultural implements’ function. 1R{t:flilic & i 2 AIhavBE A
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Tan's art project required several different software packages to
realize its vision. All of the 3D modeling, texturing, animation,
and rendering were completed in AutoDesk Softimage | XSI
and Maya while all post-production work was executed in
Adobe AfterEffects, PremierePro and Combustion.

As a pioneer researcher in the field of digital rigid-material
print, Tan faced some incredible technical challenges, which
required considerable time and effort to solve since there was
very little reference material available. Throughout the process,
Tan has been able to provide suggestions to printer companies
on the maodification of printers to adjust to different rigid-
material qualities, thickness, and hygroscopicity.

All 3D animation stills are printed on rigid-material surface by
HP DesignJet 455ca and Vutek UV320/400 printers. Lava
series adopt the Matrox multi-display system, which allows the
use of six monitors where on-screen information can be moved
from one display to another.

Likewise, finding facilities to handle the enormous size 3D still-
renderings and sequences for the “Digital-Nature” series was
extremely challenging. Tan worked with what he had. In the
end, what initially deemed impossible was solved by building
and programming the school’s own version of a render farm
by clustering batches of available computers and sharing the
demanding job across them.

To achieve the rusting process on the metal objects, a combination
of animated texture masks, transparency masks, and specular
masks is exercised. The two-dimensional animation of the mask
and maps translates onto each piece of 3D geometry affecting
the intensity of the specularity, transparency, and rust simulation.
In addition, the main animation employs rigid body simulation
for the brain’s disintegration, which has been animated
progressively deteriorating. Particle simulation is employed as
well to create the forms of two fetuses and a brain.
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Art Museum, Gallery Shows in USA & China
Ch Y <P fE B8

PHOTOS

Nl
=]



Digital Art of LiQin Tan

Family Support
KA

n of 1iQin y @" 2008F 1- ;’F‘jfjgllﬁm i DIGITAL-PRIMITIVE

WIRBSRBRRTR .

Solo Show, Beijing World Art Museum . A OB - o5 e [
4 . ey ). - i 3 2008411 14 — 3 s :::;:;'“ =y = "a"
pEIURP AR REEEE LAk y( S * W Sl R RS nong o,

o0 e MM F
ay *

P4

100

Solo Show, Beijing SongZhuang Art Museum
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Solo Show, YuanFen New Media Art Space
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Solo Show, LaSalle University Art Museum
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Digital and Socio-Political
— Tan's Refractive Brain Therapy
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Monumental brains with human facial features confront visitors to Old City’s Dalet Art

Gallery, and they don’t look happy. Some are screaming, some are dormant, others
are immersed in tanks of water; all are rusting. These 3D-digital animations on LCD
screens, laser prints on metal, and mixed-media installations by LiQin Tan are the
latest in his series of computer art that makes a statement about the human spirit, its

deterioration, and its abuse by authority.

Stylistically, the works are so visually convincing,
three-dimensional, and tactile that it takes a few
moments to realize that they are not actual
enlarged photographs. How could they be, since
we all know that brains don't have faces, and
organic matter doesn't rust? Yet they are treated
with such a precise rendering of detail and texture,
in such a totally matter-of-fact and descriptive
manner, that they convince us for a split second of
their reality. The startling effect of these partly real,
largely imagined anthropomorphic images creates
a haunting and evocative mood that disturbs and
entices the viewer to ponder the deeper meaning of
LiQin Tan's virtual reality.

Some explanation is provided by the exhibition’s
title, Refractive Brain Therapy. Combined with his
cutting-edge technology and neo-surrealist style,
Li incorporates an important message into his
post-modern art, with roots in his native Chinese
culture. The artist notes that in Chinese ideology,
the word “refractive” holds a dual meaning. It not
only refers, as in the Western definition, to the
natural phenomenon in physics of the bending

of a wave, such as a light or sound, as it passes
from one medium to another of a different density,
but also to the psycho-physical practices of water
therapy, water torture, and brainwashing. Thus
“refractivity” operates on two levels: as a visual
illusion; and as a social issue.

Consequently, some of Li’s prints are partially
submerged in water-filled vats of tempered glass.
As light waves pass from the gallery’s spotlights,
through the air, and ultimately through the glass
and water of the art installation, gallery-goers
observe the optical illusion of the morphing of the
virtual brain images. This triggers thoughts of the
psychological and physiological effects that water

therapies have on the human psyche—the
soothing mood of a steam bath or jacuzzi, the
damage done by the “Chinese water torture” and
brainwashing (and, we might add, water-boarding).
The deterioration is made clear by the artist in

his brains’ telling physiognomic expressions and
metaphorical oxidation.

Some explanation is provided by the exhibition’s
title, Refractive Brain Therapy. Combined with his
cutting-edge technology and neo-surrealist style,
Li incorporates an important message into his
post-modern art, with roots in his native Chinese
culture. The artist notes that in Chinese ideology,
the word “refractive” holds a dual meaning. It not
only refers, as in the Western definition, to the
natural phenomenon in physics of the bending

of a wave, such as a light or sound, as it passes
from one medium to another of a different density,
but also to the psycho-physical practices of water
therapy, water torture, and brainwashing. Thus
‘refractivity” operates on two levels: as a visual
illusion; and as a social issue.

Consequently, some of Li’s prints are partially
submerged in water-filled vats of tempered glass.
As light waves pass from the gallery’s spotlights,
through the air, and ultimately through the glass
and water of the art installation, gallery-goers
observe the optical illusion of the morphing of the
virtual brain images. This triggers thoughts of the
psychological and physiological effects that water
therapies have on the human psyche—the
soothing mood of a steam bath or jacuzzi, the
damage done by the “Chinese water torture” and
brainwashing (and, we might add, water-boarding).
The deterioration is made clear by the artist in

his brains’ telling physiognomic expressions and

metaphorical oxidation.
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Refractive Brain Therapy
— Tan’s Views On Social Reality
Through Digital Technology
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Tan describes: “the reflection is a natural physical state, but also a phenomenon of
social behavior, easy to produce the illusion refraction, refraction can also
precipitate authenticity. Artists Spa brainwashing technique applied in this state is an
artistic interpretation of the phenomenon.” This language also clarifies exactly the
theme of his exhibition, the audience can finally recognize the illusion and the social
reality through this natural phenomenon — refraction, and the digital artwork may
achieve both encoding and decoding impacts on our society.

Wherever you go nowadays, health care and
therapy have become an important topic of peoples
conversations, and there are various rehabilitation
techniques entering the market endlessly. Perhaps
you have tried many health spas, including foot
bath, spa bath, sauna, etc., but you may have
never heard of “spa brainwashing” and “brain
alcohol treatment.” Tan’s solo exhibition in the
Songzhuang Art Museum has given me some visual
and conceptual experiences | had never before
encountered with a new rational interpretation
concerning “Brain Therapy” by applying digital skils.

3

“Refractive Brain Therapy” is Tan’s third large solo
exhibition in Beijing. He, as always, uses the most
cutting-edge technology to produce medium-sized
3D animation-installations. The large digital rusty
metal-print of brains and heads on two sides are
placed in big water tanks, and the audience can
watch an evolution of spa brainwashing through a
refraction of glass and water. In his artist's
statement, Tan describes that: “the reflection is a
natural physical state, but also a phenomenon of
social behavior, easy to produce the illusion
refraction, refraction can also precipitate authenticity.
Artists Spa brainwashing technique applied in this
state is an artistic interpretation of the phenom-
enon. “ This language also clarifies exactly the
theme of his exhibition, the audience can finally
recognize the illusion and the social reality through
this natural phenomenon — refraction, and the
digital artwork may achieve both encoding and
decoding impacts on our society.

Visually, Tan’s digital art do not borrow any
“Chinese symbols,” and it seems to be full of modern
elements, computer technology and updated
materials, but look carefully and you will be
surprised to find out that his work is reinforced

by Chinese philosophy and spirituality. In the
museum, Tan’s art captures viewers’ attention with
the two half-haves of their brains immersed in full
amounts of red-wine jars, which obviously imply
the artist's potential theme and criticism of Chinese
society. It is often said, in addition to money, the
functioning of Western society has to do with
coffee and gasoline, but there are cigarettes and
alcohol in China’s social function (used as an
extremely important social lubricant). These works
are hinted at and ridiculed by excessive alcohol
consumption in Chinese society and by bad

habits of losing their sanity and conscience. Tan
also raised the question that maybe these social
alcohol dedicated people would require the same
amount of alcohol for their therapy and retreatment?
Centuries of Chinese medical wine seems to have
very unlimited play here, and money controls
everything. This phenomenon is full of paradox from
the socialbehavior of Chinese tradition to a rational
and motivated civilization.

Besides the involvement of social reality, Tan’s
creative thinking seeps deep lines of contemporary
3D virtual technology, obtaining his inspiration from
science and technology, and then using

high-tech to intervene in social reality. He often
told people: technology is a new inspiration
source. He spent countless sleepless nights in
the computer labs, updating his technical knowledge,
and applying them as soon as possible into

art creation. At this solo exhibition, we have to
admire him for profound 3D software knowledge,
skilled deformation capability, applying accurate
material and lighting competences and with the
high resolution nature of rendering experiences.
There are a lot of people who use 3D software
currently at home and abroad, but those who

Ma Yikun, §5—1h

Freelance \Writer, New Jersey, h&SEHESEMIsEiA
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apply such high-tech skills to contemporary digital art are very rare. This
solo exhibition features nearly twenty major pieces which innovate on new
computer modeling skills with a lot of deformed shape by contemporary
perception. This unique model has strong box-shape sense, beauty with
incomplete rhyme, naturally concise and texture shock effects. They are
completely different beauty patterns, modeling structure from the paintings
and sculptures.

Follow along with natural material to shape modeling deformation is
another creative characteristic of the artist, who connects with his digital
nature concepts. Among these strange and natural images, people

often wonder how such natural texture can be applied to the art body. Of
course, the materials are employed in 3D mapping with computers, but
the natural textural images are often taken by artists from nature.
However, in terms of how to apply and what type of effects to achieve,
there remains much room for artists to recreate and play. Obviously, Tan
would like to maintain simple and plain concepts in a complex natural
material with complicated technology — each cerebral head uses only
one textural map. This simplified approach contrasts with sophisticated
computer programs — it seems very committed to Tan’s creative process,
pursuing simple to complex and then returning to simple. All industrial
animation clips use 720 x 486 pixels in NTSC resolutions or 720 x576
pixels in PAL currently, but Tan works’ resolutions are normally over 25000
x 16000 pixels, plus incorporate additional special effects rendering, effects
that normal computers cannot handle. Tan told me that he had to build a
render-farm to do the job.

Lighting and color are another area of animation software expertise for
Tan; he makes full use of them to the limit of their capabilities. His pursuit
of the simple harmony of color is the same process as other artists, but
the richness, accuracy and strength of depth, cannot be matched by any
other kind of art. In short, Tan has a unique life-force to control the overall
momentum with computational infinite details in his digital art. When it
comes to lighting, people usual think of film and theater stage, yes, the
same basic principles are adopted by 3D animation software. Tan sought
to abandon the traditional “three-points” lighting mode, and utilized big
highlights with a small ambience approach, which a bit like multi-focus
and scatter perspective in traditional Chinese painting. Also, the reflection
in ambience attempt is very delicate, fruitful and multileveled.

When | left SongZhuang Art Museum, | sighed: Tan’s solo exhibition may
refract some illusions, but it also reflects social reality. The virtual realm
of brainwashing reminds us of the past, but also enables us to face the
future more clearly.
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Primitive Digital

RGBS

LiQin Tan’s work is a thoughtful break for the weary mind on a rainy day, but is also
much more. It is you and it is me. It is now and yet it represents all of history. It offers
new perspectives and explores alternatives. It shows us that visual language can tell
a story just as well as the written word. Most of all, it seems to say that although much
has already been written, every day is a chance to contribute a little more.

It was a rainy weekday in February when the
gigantic, twisted faces staring at me from within
the Dalet Gallery jarred me out of my introspection.
My curiosity ultimately got the best of me, and

| decided to enter the building to escape the
dreary weather outside and explore the show.
Beijing artist and Rutgers professor LiQin Tan’s
show Refractive Brain Therapy was on display,
and everywhere | looked one of his stony faces
was staring back at me. What | found inside
was some well-crafted and insightful art that
conceptually spanned the human creative
process from prehistory all the way to the age
of the internet.

Tan’s faces are digital renderings reminiscent of
the Central American Olmec or the behemoth
Moai of Easter Island. The faces are lifeless, yet
possess strangely conscious eyes; they seem
surprisingly intelligent and appear to be sizing
you up as you ponder them. As | stood before
these idol-like forms, it struck me that the
glamour of the digital images began to give way
to something more visceral.

Ever since he began incorporating digital
techniques into his art, Tan has always kept one
foot in the school of primitivism. He integrates
techniques like painting or sculpture into his
work instead of just computer imaging and
considers himself a “digital naturalist” in his
creative approach. After studying Native
American art, Tan even used animal skins as a
medium to print digital images — a far cry from
the LCD monitors and photographic prints we
are now accustomed to.

While computer technology as it stands now
may be relatively new, the evolution of digital
art-making can trace its history to the ancient

techniques our ancestors used to produce
paintings, sculptures, or pottery. In fact,
contemporary methods must explore their roots.
Without a connection to the distant past, digital
images risk losing the connection to their innately
human origins which predate complex machines.
LiQin Tan makes sure to invest in the future by
revisiting these fundamental histories.

For his Dalet exhibition, rusty metallic surfaces
and industrial themes dominate the imagery
alongside archaic references to long distant
people and places. The faded memories of
bygone days glimmer in the rocky textures but
there are expressions of the near past, the
present, and the future as well. The not-so-
ancient past such as the industrial revolution
and the contemporary obsession with the
internet come immediately to mind, and the
boundaries between past and present tend to
blur quite a bit. As for the future, the slate is
blank and with each passing day more is added
to the tale of the human race. One thing LiQin
Tan makes sure to drive home is the importance
of our own personal journey.

The degree to which we as individuals “rust”

or grow old (as seen in the eroded faces) is
determined by our activities and our attitude
toward life. As humans, we are forced to adapt
to an increasingly technological and industrial
landscape while maintaining a hold on our
natural and animal tendencies and our place in
society. There will always be deterioration of the
body and mind over time, but our choices affect
the rate by which this degradation occurs. We
choose to smoke or drink alcohol, or we choose
not to. We may opt to create cultural relics, or
mindlessly consume television. The choice is

Chip Schwartz £R%. B2 &L 4
Art Critic, Philly Broadcaster, B fiitts PR EEs1REERER

up to the individual, yet bolstered or condemned by the society at large.
Technology may not always mesh seamlessly with biology, but our
creations ultimately come from within us. We mold our environments
into machines and gadgets, but our psyches are sculpted in a similar
way. That which lies outside of us is not always as foreign as it may
appear. In this regard, Tan’s work is extremely positive and hopeful of
humanity’s ongoing dialogue with its inventions and ideas.

In reference to the show'’s title, Refractive Brain Therapy, a few of the
large heads are double-sided and sit encased behind walls of water that
extend partway up their surfaces. While the physical warping of light is
apparent, there is a linguistic trope in effect here as well. In Chinese,
“refraction” has a double meaning. When used as a noun it means
literal refraction or a type of illusion, but as a verb it can mean the
discovery of a complex social issue or truth. With LiQin Tan’s massive
human representations, we encounter both very directly. The water
changes the appearance of the image, but remains transparent. In a
similar way, we look into the face of humanity and our individual
distortions become clear through our reflection.

Tan'’s faces act as both mirror and prism, reflecting and bending our
sense of self and social identity. Seeing as these works are much like
icebergs—most of their content dwelling below the surface — the
therapeutic elements may arise from a number places. There is, of
course, the notion that we all have distorted or biased views of the world
around us. This is a humbling notion which allows us time to come face-
to-face with our personal and social beliefs. The dual digital and physical
process sheds light on the diversity of culture while the monoliths
themselves connect us to a distant historical and evolutionary past.

Nothing exists in isolation, and even the newest of ideas or objects
owes its existence to something which came before. Tan’s work is
visually challenging and sublime. It brings us in tune with ourselves, our
place in time, our culture, and the cultures of our fellow humans.

As | discovered, LiQin Tan’s work is a thoughtful break for the weary
mind on a rainy day, but is also much more. It is you and it is me. It is
now and yet it represents all history. It offers new perspectives and
explores alternatives. It shows us that visual language can tell a
story just as well as the written word. Most of all, it seems to say that
although much has already been written, every day is a chance to
contribute a little more.

(Published at Philly Broadcaster Online, 2011)
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Digital Art of LiQin Tan

Chronology

1957

Born in Hengshan City, Hunan, People’s Republic of China into an educators’ family. Father: Tan
Hongjun, Mother: Xiang Bingxi.

1960
Right hand suffered polio without cure. Parents blamed the drinking of imported milk from Soviet.

Joined the disabilities society with the shadow of bullying during young life.

1963
Enrolled at the Hengshan Southern Elemental School, an authentic “3-Good Student.”

Lived inside a courtyard at school, with four other teachers’ families — spent time feeding dogs
and chickens, planting flowers in a self-contained small world.

1966-1968

Joined the “Little Red Guards” during the Cultural Revolution and learned Chinese through
writing “3-Character Classic” posters.

Benefited from teacher Li’s guidance, working on Mao portraits with colored sands and drawing
Mao with smoke-pastels, which were hung on the school hall.

Calligraphy was designated by his father on “Yan” and “Liu” mode.

Learned to do things alone with one hand, such as table tennis, rolling hoops, swimming, playing
slingshot, rope skipping, and mountain climbing.

Fetched water, collected firewood and grew vegetables as daily family activities.

School often closed, with teachers’ families tucked into a sealed library to read - his favorites
were comics and popular science books.

His father was denounced day and night as the high school principal, while his mother was safe
and sound as an ordinary teacher regardless of her landlord family background.

When he was 9, on behalf of his family, he often visited his “Capitalist-Roader” father via ferry
and train. Once, with his money removed by Red Guards, he had no ticket to take the train back,
walking home alone. He learned one term: Pitch-Dark.
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1969-1970

Moved from the city to father’s old farm-house in the countryside; Admitted to Gaohu Junior High.

First-year students’ labor education were covered by drilling wells and making bricks to build
the school, second years planted trees, grew vegetables and dug new playgrounds. There was
a State Science and Technology Cadre Labor School nearby and the children joined the same
school, benefiting each other.

Won first place from Mao’s three hundred quotations competition; Adhered to writing diary
utilizing Mao’s philosophy to connect with own life — aloof from the tours (self-award).

With siblings, lived in a farmer house independently with daily routine of cutting wood,
planting vegetables, cooking and laundry, feeding pigs and chickens; experienced the taste of
deep hunger, hard labor and struggles of a farmer.

Had urinary tract stones, but through the guidance of local Chinese medical and self-baked
herbs was cured in 6 months — -was fully surprised.

Graduated from junior high-school.

1971-1972

Enrolled at Hengdong 2nd High School for one semester, then transferred to Dapu High School
(Later Hengdong 5th High School).

Schools began to focus on teaching knowledge instead of labor education; Won first place for
total score by subject year for each semester; Won several math competition awards with the
guidance of Math teacher Xie; Was a student counselor for math, physics and chemistry — a
triumphantly happy boy.

The school propaganda site with blackboard and posters were his responsibility.

As a disabled and youngest member of the class, he was not eligible for class leadership positions.

Read “Water Margin,” “Three Kingdoms” and “Dream of Red Mansions” and other classics.

Graduated from high school when he was 15-years-old.

1973-1975

Was an instructor at Dapu Town Elemental School; Taught almost every course, learned the
curriculum spectrum, and acted as a sports coach etc.; Brought lady’s basketball team to defeat
Dapu high school female champions Urawa - a big deal the time on local media outlets.

Bought his first watch for RMB ¥ 120 with monthly salary of ¥ 21.

Browsed a number of Chinese and Western literary classics; Participated in country art activities.
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Often a large crowd surrounded him, surprised by his left-handed writing of big posters and
political slogan on street-walls.

1975-1976

Officially, well-known artists Zhong Zhengya and Mr. Liao Xianwu became his masters;
Drawings, sketches, watercolors were on his training curriculum, and transportation stations,
ferry docks, and flea markets were the best sites for his sketch practicing.

Read, collected, and hand-traced a large number of art books.

Submitted a letter to national leader Deng Xiaoping, with collected signatures from more than
one hundred people who suffered disabilities; Reflecting on the difficult and hopeless status of
handicapped people; Strongly urged the national leader to give disabled people opportunities to
work and to attend school and establish national federations and Paralympic games, etc.; Was
nationally distributed throughout to people with disabilities — a great response.

1976-1977

Hired as the design-artist at the Headquarter of the Hengdong Yangtong Hydra Station;
Responsibilities included large posters, giant propaganda paintings, giant banners and endless
rostrum design for more audiences in the tens of thousands.

Boiling popular site was the best materials for his art and his first large site sketch was published
by Hengyang Daily.

1977-1978
Hired as design-artist at Hengdong Radio Equipment Factory.
Cultural Revolution ended but his propaganda jobs kept going.

College admissions test is restored in China; As a handicap, he was not recommended by local
offices even with outstanding scores; Second year, he was allowed to enroll at the local
Hengyang Teachers’ College with a special approval from authorities.

1978-1981

Admitted to fine arts department of the Hengyang Teachers’ College; Was appointed as the class
monitor; Organized the first school dance party —posters were torn down by angered principal.

Won provincial and city art awards; Work was selected into the Collection of National College
Students’ Sketches; Worked as one of the Hunan Youth Art Exhibition jurors.
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By “Talent Study” impacts, drilled into a cold research on “art education and psychology” with
encouragement from famous aesthetician Hong Yiran, read books on aesthetics, education and
psychology.

First article was published in the Hengyang Teachers’ College Magazine.
Graduated from college with a diploma.

Met Ms. Dong Kuan who was a student at the Department of Chinese at the same school and
began their underground romance.

1981-1982

Stayed on school as a faculty to taught Chinese figure painting, human anatomy; Studied at
School of Fine Arts at Hunan Normal University.

Education Research published two art education articles.

Participated in Hunan Minorities Art Exhibition and Hunan ‘81 Art Exhibition with 2nd place
award.

With Kuan Dong as his girlfriend — was extremely happy.

1982-1984

Studied at the Art History Department of the Central Academy of Fine Arts; Learn Chinese and
Western art history thoroughly; The concepts of contemporary Western art changed his way of
thinking completely; Still loved studio art, and would continue to attend studio art lectures; Lived
with Fan Dian, Li Weikun, Tan Tian and often played a “bread gang warfare.”

He made friends with numerous talented artists and critics at CAFA, Visited Dunhuang,
Longmen, Datong, Maijishan and Dazu grottoes.

Went to Northwest of China with Shi Hu to collect local materials for art.

Won 2nd place from Student Art Competition at Central Academy of Fine Arts. Corresponded via
letters with girlfriend.

1984

Married Ms. Dong in the summer, in Changsha; She was a high school Chinese teacher at
the time.

Returned to Hengyang Teachers’ College as faculty and taught Chinese art history and Chinese
figure painting.

EBENA B, HADEREFL LR ZMIAMT
F R, BIPUR, 8, KRE, FELIEER
HEE., B,

B TEEERRIELE _FK.
E HERAEERRE,

1984
J\A SRR B E R RIS

| 5 A b 3, ERPEEELMPEAY

Ho

BANEREAIETE, ERANREBE A EERM
R AR R, SRR

ZNMERERE S SEERERTTE, 5 LR
JRaE, MBHRSFEMERE, EZE AR
LNEGEMER T, WEXELNR,

HFRF R R E R R S
1985-1987

R R AR RE, B AR R
ERET (EF) .

B2 N C\DEKEE” | BTG MR
B, ANBBTMERKBEREE T A30E,
BANEENA: HKK, EER, i AR
B, REE . Fl. ENIL EhMELE, RE
EFEEBINR . HY, FHENORE.

MR E L B g, £ (G EE)
PO, ST 2 E L RIER R

ZEBBIBHSMKIETE, £ \LEWEH
BEamgkhdpR” &, guiEMEL
HE LR P ERRE R T, wEP AN
o EAOBAKRRRIDIEE, Sk, £F
A, FNGRAREEL, BT, ERPER
BEEK . EANETILRAVIESE, &5 R A
B, REERCAR, RAMEEAR, HiL.

SR E e A E R R ERRMER
R, WK,

Hlfe (BMEL—ERRE) BEHERERT, £
(L NELTH% ) RREZERE TEE,

CHRONOLOGY

—_

15



116

Digital Art of LiQin Tan

Selected to Nanyue creative group; Works were entered into the 6th National Art Exhibition and
Hunan award-winner exhibition; Won a variety of awards.

Participated in a number of theoretical seminars for the 6th National Art Exhibition in Nanjing;
Raised a few strong concepts sharply against the prevailing conservative viewpoint; With Peng
De and Pi Daojian’s encouragement in the seminar, a number of his articles were drafted.

Attended National Aesthetic Seminar at Zhangjiajie, Hunan.

1985-1987

As an art editor at Hunan Fine Arts Publishing House, founded an avant-garde art magazine
Painter with others.

Actively participated in the “ ‘85 Art Movement, “ such as seminars, exhibitions and group
activities; First spotted and strongly recommended Gu Wenda’s art with large layout publications;
Later recommendations include: Huang Yongping, Wang Guangyi, Shu Qun, Tian Liming, Zhang
Jianjun, Li Shan, Wang Chuan, Cao Li, Cha Li, etc.; Middle-aged artist included Liu Kuo-Sung,
Xiao Qin, Li Shinan, Shi Hu, etc.

Participated twice at the Hubei Art Critic Seminars; Worked as a contributing editor for The Trend
of Art Thought; Met many famous art critics.

Invited by Wang Guangyi, participated in Zhuhai Seminar and worked as a juror for’ 85 Slides
Art Tour Exhibition; After the seminar, he had deep disputes with famous art critic Li Zhentian all
the way to Guangzhou.

When slide show tour arrived in Changsha, Dao Minglu, Zhu Qingsheng, Wang Xiaojiang and
he swam across the Xiangjiang river, while Deng Pinggiang and Li Luming stayed on the beach;
Wang collided with a civilian vessel, and Gao Minglu struggled to rescue him, Zhu Qingsheng
was long gone, and he could only preserve himself.

Participated in the HunanYoung Artists Art Exhibition in National Art Museum and other art
exhibitions; Won provincial art awards.

Completed “Retrieved to Original” installation series, and “Lady and Square” futuristic
Chinese painting.

Proposed a “Future Leads Today” and “Reversed Returning” concepts; Article “The Future
Vision of Chinese Art Concepts” was published by The Trend of Art Thought (first issue) and won
an award of excellence.

Received strong response letters from young artists nationally and welcomed visitors around
country soon after; Among them, Shu Qun came all the way from Northeast of China to his home
for a private conversation.

Painter published his articles “Bud of the North” (recommended North group such as Wang
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Guanyi and Shu Qun), “On Shi Hu’s Art Works: Running with Bound Foot” and “On Wood
Carving: A Multi-Level, Dynamic Contextual Dimension;” The Trend of Art Thought published
“Gender Harmony & Yin-Yang Perfection;” Modern Photography published “Generation Gap &
Generation Symbiosis.”

Modern Art Theory book collected his two articles: “Art Criticism Approaches: A Scattered Senses
Theory” and “Black and White — |, Huang Yong Ping and Huang Yong Ping’s work.”

Art reviewed his “Retrieved to Original” work on the December 1986 issue by famous art critic
Su Xiaohua (Shu Qun), Zhou Yan etc. Youth has a special report “Tan LiQin’s World,” author Xie
Yong in the June 1987 issue.

Son, Ju, was born in Changsha, Hunan.

1987-1989

Graduate student at Concordia University; Won school fellowship and international student fee
remission award; Thesis supervisor was Dr. David Pariser.

Sold his art at shows and city Culture Street.

English was his main obstacle during the first school semester, but classmate Ms. Ann Szeto
(now Donar) helped him get through.

Completed “Modern Physics and Eastern Mystery” installation series.

Solo shows held with the Silk Road Gallery and Ville-Marie Hall in Montreal: Group shows at Han
Chinese Art Center, Montreal Confucius Cultural Festival, and Concordia University VAV Gallery.

Montreal Gazette, Thursday Report and the Chinese Press featured his creative stories.

* 85 work was selected in Zhang Qiang’s book: New Art Wave; the Chinese Press published his
long article consecutively.

Reunited with family — wife and son moved to Montreal from China.

1990-1992

Wife and him established an art company: 12 Source Arts Inc.; Worked extremely hard and were
able to purchase a home.

Produced “Bamboo Culture” installation series, with showing at the solo exhibition at Concordia
VAV Gallery, and another solo show was held at Sing Tao Daily Gallery in Toronto.

Main group shows were Vancouver Art Gallery and Montreal Centre for Contemporary Art, the
exhibitors had world-known artists participate such as Nam June Paik, Jenny Holzer, Nancy

1990—-1992
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Spero, Leon Golub, Wolfgang Petrick, Peter Sorge, Betty Goodwin and H.N. Han etc.; Other
exhibitions included 350 Montreal Festival, Asian Art at University of Montreal, Charles-de Figure
Gallery etc.

Montreal Gazatte featured a special topic “the Art of Adapting” by Ann Duncan; The Chinese
Press and Sing Tao Daily had extensively covered the stories as well.

His "85 art activities were compiled into Chinese Contemporary Art History by author Gao Minglu.

1992-1994
Moved to Toronto into a new home.
Graduated from Concordia with a Master of Art; Was interested in computers gradually.

Company was on the right track and had expanded sale-sites and added a variety of merchandizes.

Studied management and marketing and printed company staff training and sales manual.
Family obtained Canadian citizenships.
Daughter, Shelly, was born in Mississauga, Canada.

1995-1996

Admitted to Sheridan College, and graduated with a dual postgraduate diploma in animation
and multimedia.

Walt Disney Animation Studio hired him as an animator.

Completed “Horse in Gallery” animated clip, and “Turtle Land — Through North American Indian
Eyes” interactive multimedia CD-ROM.

Company business expanded to Northeast U.S.A.

1997-1999

Lecturer at School of Film and Media Studies at Ngee Ann Polytechnic, Singapore; Taught
classical and computer animation courses; Was very excited to return to a teaching career.

Studied software technology day and night to acquire necessary software licenses and certificates.
Attended to SIGGRAPHO7 for the first time and was shocked by the vibrancy.
Produced “Earth Queen and Fire King” 3D animation clip; Returned to China for digital art lectures.
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Wife and children moved to Singapore to live with him. Closed Canadian business.

2000
Received appointment as adjunct professor at Digital Media Centre of Seneca College.

Family returned to Toronto.

2000-2002

Received appointment as assistant professor and head of animation program at Rutgers
University in America; Established five computer studios, created and revised animation, design
and video curriculums; Purchased and installed new equipment; But was frustrated with the lack
of time for his personal artwork research.

Chair called him the best teacher in the past 30 years — supported by students’ reviews.

Attained Bildner, Lindback, and Rutgers awards for “Digital Primitive Art” and “Animating Art
History” art research projects.

Solo show held at William-Paterson University; Main group shows included Three Rivers Arts
Festival, Lincoln 4th Int'| Contemporary Art, and Singapore Art Museum etc.

Article with co-writer Dr. Tarball was collected by SIGGRAPH conference proceedings.

Rutgers Focus, New Jersey Weekly, World Journal, and Hunan Qiaosheng Journal featured his
art stories.

Family immigrated to United States and moved into new home in New Jersey.

2003-2004

Rutgers University faculty; Paper presented at SIGGRAPH; Education paper reviewer
for SIGGRAPH.

Focused on animation installation and digital rigid-material print; Brought up “Digital-Primitive”
concept; “Digital-Primitive Art” series completed with solo show at Stedman Gallery; “BurlNuts
+4” animation installation series 1-2 produced and exhibited throughout the United States.

Won first place at the 5th Int'l Digital Art Competition at American Art Museum; Best Show
prize by Int'l Digital Media and Arts exhibition and a prize of Excellence from Lincoln Int'l Digital
Art Show.

Solo exhibition held at the 1313 Gallery in Toronto, Gallery Union 237 and Da Vinci Art Alliance
in Philadelphia. Important group showings at the National Contemporary Prints at Lancaster
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Museum of Art, Int'l Digital Media and Arts and London 8th IV art exhibition etc..

Paper collected by SIGGRAPH DVD and 8th London IV Conference Proceedings - co-wrote with
Dr. Tarball.

Taiwan Artist reviewed Tan'’s digital art by critic Duan Lian, and also reviewed by
Metro Philadelphia, World Journal, New Jersey weekly etc.

2005

Rutgers University faculty; The busiest year in his artistic career with eight solo exhibitions and a
variety of group exhibitions; Work selected by SIGGRAPH digital art gallery.

Returned to China annually and noted the ongoing remarkable changes.

Put forward the “Digital Nature” concept and called himself a “Digital Naturalist”; “BurlNuts +4”
animated installation series 3-5 and “Burl-Hair” digital marble-print series completed.

Carried out international solo show tour; Shanghai Doulun Museum of Modern Art, Galleries in
New York City, Bournemouth National Animation Center in UK, Da Vinci Art Alliance, US-Turkey
Association Gallery, Tianjin Normal University, Toronto 1313 Gallery & Offthemap Gallery.

Essential group shows were Noyes Museum of Art Biennial, L.A. Int'| Digital Art Center, Baltimore
National Award-Winner Artists Exhibition, Contemporary Art in Paris, New York Asian Cultural
Center, London 9th IV Digital Art, 2nd Int'l Conference of Digital Media and Arts, and others.

Gained increased coverage in media reviews and reports; New York Gallery and Studio’s review
by chief-editor Ed McCormack, and New Jersey Courier Post’s large layout report by art critic
Robert Baxter had an impact. With additional coverage from Sichuan Contemporary Artists,
Taiwan’s Artists, Shanghai Artist, Shanghai Mangazine, Turkish The New Anatolian, Shanghai
Oriental Morning Post, First Financial Daily, Rutgers Focus, New York Qiao Bao Daily.

Exposure on Shanghai Oriental TV.

2006-2007
Promoted to tenured professor at Rutgers University and served as a co-director of the art program.
Accepted invite as a Visiting Professor at Communication University of China during the summer.

Served as a juror at SIGGRAPH Art Gallery and an organizer of Chinese digital art symposium
at SIGGRAPH.

“LavaBody + 6” and “Rusty Faces” animation installation series and digital metal-prints
were completed.

Won award of Excellence by Baltimore Int'l Multimedia Show; Gold prize by Da Vinci Art Alliance;
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Selected by residency program and worked as an artist-lecturer at Texas A&M University.

Solo exhibition held at Noyes Museum of Art, New York Pure Project (Joint), and Department of
Fine Arts Gallery at the University of California, Long Beach.

Main group exhibitions at SIGGRAPH Art Gallery, 3-5th Int'l Digital Media and Arts, 11th IV

in Switzerland, 4th CGIV in Thailand, Invited 4th Int'l Digital Art Show at University of Tampa,
Modern Art Museum of Fort Worth, 5th Digital Art Competition in American Art Museum, 10th IV
in London, and Los Angeles Int'l Digital Art Center etc.

Invitation for guest lectures and presentations increased dramatically, such as Parsons New
School of Design, Ohio Miami University, Peking University, Beijing Business University,
Geosciences University of China, Shandong Academy of Fine Arts, Shandong Academy of Art
and Design, and University of California, etc.

NJN Public Television & Radio produced a TV show “Tao and Digital Art;” Artron Online
Broadcast had an exclusive Interview on “Digital Art Education;” Exclusive interviews had
China’s CG World, CG Magazine, etc.

Digital Natural Art personal catalog was published by American International Digital Media and
Arts Association.

2008-2009
Rutgers University Faculty.

Served as a visiting professor at Peking University and Communication University of China
during the summer.

Social activities enhanced, for instance, coordinator for SIGGRAPH Student Animation, final
judging president at 3rd China Int'l| Student Animation Festival, section curator of Peking New
Media Festival, section Chairman of Wuxi Int'l Digital Arts Forum, and keynote speaker at
Qingdao DMAMH Conference, etc.

Completed “Ancient Agricultural Implements” interactive animation installation series, and
“Digitally Bloodless” installation; Studied interactive technology with Peking University
graduates. Art and animation reviews written by Tan were published by CG World, CG
Magazine and China’s Animation Yearbook, etc.

Tan’s largest solo-exhibition to-date was held at Beijing World Museum of Art — China
Millennium Monument. It occupied the entire 1st floor exhibition hall, and invited more than 500
guests in the field to attend the opening. The major art media in Beijing and Shanghai reported
and covered the story. Another important solo exhibition was held at Yuanfen New Media Space
in Beijing 798 art district.

Major group exhibitions were held at Moscow Winzavod Digital Art, Guangdong Art Museum —
Hunan and Hubei Art Trends, Beijing 5th Songzhuang Art Festival, Malaysia Digital Art, Rutgers
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Digital Art of LiQin Tan

art professor’s exhibition, Hangzhou Int'l Digital Art 2009, “Crossing the Divide” at Savannah
College of Art, Peking University Library and others.

Key invited lectures were Columbia College of Art and Design, Nanyang Technical University of
Singapore, Ngee Ann Polytechnic, Tsinghua University, Geosciences University of China, Xi'an
Academy of Fine Arts, Shanghai Academy of Film, keynote speech at Hubei Animation
Conference, and Asia Cartoon Art Festival etc.

Special reviews were written by famous art critics Peng De, Zhu Qingshen, Duan Lian, and Liu
Libin, etc.; Media coverage from World Art, Fantasy Art, Moscow Linoleum -2008, New Vision,
China Daily, Xinhua News, and others.-

Exclusive interviews with Visual Union, Digital Art of China, People’s Daily, CG business, Safer.
Ages etc.; Beijing MOGO Art TV and 99 Art Network produced individual TV program for Tan.

Works and art activities collected by Dao Minglu's * 85 Art Movement book.
Son, Ju, graduates from the University of Pennsylvania and heads to work in New York City.

2010-2011

Rutgers University faculty.

Served as a core board member of SIGGRAPH Digital Arts Committee.

Completed “Refraction Brain Therapy” animation installation and large metal-print series.

Alarge solo exhibition was held in Song Zhuang Art Museum, and friends from Hunan and
Beijing joined the opening. The 5th and 6th solo exhibitions in Philadelphia were held at LaSalle
University Art Museum and Dalet Art Gallery.

Major group shows at University of Wisconsin, Robert Gordon University in UK, New York
Havestworks-Digital Media Arts Center, and the College of New Jersey Art Gallery etc.

Character Animation and Rigging (co-wrote by Tan, Wang and Xia ) published by China Higher
Education Press; Tan’s Digital Art (Il) will be published by Hunan Fine Arts Publishing House in
2012; Tan On Art and Art On Tan will be published by Song Zhuang Art Museum in 2012;

On-going writing with Concept Animation and Animation Installation.

Work reviewed by famous art critic Zou Yuejin, NY Art, Philly Broadcast, World Art ArtLinkArt and
ARTslanT, etc.

Father passed away inToronto.
Family becomes U.S. citizens.

Daughter, Shelly, is admitted to the Medill School of Journalism at Northwestern University.
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