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Award Winners Dong Yuxiang

to remodel themselves.

Leaving the main gallery, I went inside the PSA’s chimney,
where there was an installation in which a light flashed in time
with Boltanski’s own heartbeat. I have never been able to work
out whether this was a case of some kind of narcissism on the
part of an artist with a Creator complex, or whether he was using
it as a subtle way of hinting at his respect for other individuals’
perceptions of self. In the final analysis, the feeble flickering light
bulb seemed to be imminently awaiting the moment of its final
demise; so, should we start to worry about the weakness of the
human life with which the light shares a common destiny? On the
day I left Storage Memory, I suddenly felt as I caught sight of the
thermometer-shaped symbol that has always adorned the top of
the PSA’s chimney, that this seemed particularly well suited to the

exhibition.

Wang Huan

Wang Huan is a Beijing-based writer, curator and editor of
Jiazazhi Magazine. He has tried practising a kind of anti-stylistic
writing and has published a series of art reviews in various public
media such as LEAP Magazine, Art World Magazine, Art Shard
and Ray Art Center's Reviews. He has also curated a number of
exhibitions, including Objects That Have Been Intruded (a project
for the Jimei x Arles International Photo Festival, 2016), the
Finalists’ Exhibition of the 2016 New Talent Awards (Chronus Art
Center [CACI, 2017) and The Port and the Image: Documenting
China’s Harbor Cities (China Port Museum, 2017). Projects he has
initiated include the New Talent Awards (2014-16), the New Talent

Photofairs Talk Series and the Artists” Studios Open Day Project.

TEWREE

3 IERE

EFH

BB, AXBH58=FE4
£ 3B 8 2018) W— &

BE

T  #iE% 2018
MRZAEBYE  EEAY
2018 £ 3 H 18 H—2018 £ 8 B 19 H

%E72m4$%%%25,ﬁ%mﬁ%ﬁﬁ%ﬁ%%%%
FHEERT  EBRARRIIREBATLZFMAHERT
FEYENE, BRbSERe (REET BT 2015) EIER
FAEBRMABFRANRPIEERAFE®E. Zf, X—HREM
FELHELABZE, ARRKBELHMNAZAOE M, X “7F
7 ABEE 25 R (HEY) RERA LXERAAN— "%
— N EHERRENF . TETEPRNETHRRARMARMBA LR
R, RITAXFENBRXEWNTRBEIFHRMZWA, " "%
b, BRARERERYNER - ZRICEANTHBHRERIEN
FRUENEH,
BAR - BXREMK, “FERANLX” EAH “ERH’E
@, BHZRMEBRMENTN “MNERE" HXFTHA

TEERENAS, BEER, X-2ARREREHN PRI
D% - RYAHTZRRIERE, RIRERERIEERRFHME,
14 (5 DA M E B S R RE T AEN 2 ENE RS S ME

PRZEMER, W8 - FLFRKE “RR" RIM—HREE
WA 6 RIBEAERRNRRFR, —MTIHRREMNB M
Bk, SEFMNBERNSGEETERSFRELNEARU
UEHMERAFE, KERAKENBEUIIERNE M, TR
- REFTH RS BRARD AR RIGE i B RE
TRFEENRBENXR. EHTHENATIDRLIBOLH,
SMHERFN “BIEX" REEH. BRABEB, BRFE
BEREENERSNH.
XERYIMATRILEMRFFLNENFRN  THIA
‘LM, MEREA FER MRTFERENERNERE.
B, BRI EMBSZIENEIN “HE” RRFER” M RKE”
FERENUEZS, HEERANBENHFUERIREFHZAR
Fiko R, ILBNRRBTH R =(IEZRONERLTE—
ZEF, BESEREREAN “ERKEE" MHEHN—



Award Winners Dong Yuxiang

KBNER, REROZ, FEZENMBRUNTIEEREENR
BEXAERASTHERA AT .

BEABHLE—HAZ, BFEANBEEE—DH . A,
IR ? F LRI AN E X NERRRZNERZ —FEN
FRAR R, BEFRE—HEQREEITIR T X - R F
EEH (RENOR—HBRBERNNEL) h—a8RFEEN,
M 7 MM EEOWM. N TRBEFROBFAILTK TS
MERRE RN BANARIRAINE, SKEN, —K5IRHHEE
ABRBI B ARE S I E A NSRS E A BE—TT, HE—
AXAERITHE T —BXFEE. k. BVSEIBIRBEIT.

HEREH, EYEERT “RARE A NET AL
RBEH” # “thE” WIH, RIBFMKERNER (UBEHX
SEARRE, #ENNIAALES) MRXEFRERES
FNMEBRETNEY . FEREZAREBIFER - HFARNER
BRIER (KYEF) BRT 9 HLERESEREY. BX,
BFERANERREFEXERY, Bt REENERESIA
SEEMKIAZMESH  HAETERFTNEHEIEBA, BNRE
HBERBHNAYRTARBTRERBANER, “RARRE" &
EINE “BARBHE” 5 EIFRENGU. WL - HHFE
594 - R RERUE, NSESABENESRERNR T —
FhETH R CEABIRT M OURAEIR S BREAR
HBIEY T, AREEFERNHN “RIE” 5 “HH" .

20 42 F¥M, REHRTHAMNEL —8&E, BEE
BNHEFEESENTAMBZMIT, 21 HEHAILT B —15
A, BRRUEXBEERT, TR BEAXFFZANENE
BT —AAMAERTANER, BETHFAXE. 05, £
—(EENTARERLFEHTUAEN LR ER . WARERES
BAERROBEFIRA. BERNAHEUE. HARMEEETXH
i, XERMAERDH “HARRE VIMTFHNBEREHES
BT A SRR ASINEDR ? FE/R - BT, 54 - fo
SEREHMAT - FRLETRGBMITFHRFALZED “HEBEE
XHTER” °, ERFAXEABFURB BZWRDZEH, AR
WT AXERNEANMERNARTTE. BMNELRERHBEE - 5
RERMSH “BAMER” , £— "BeENHR” 255
HIE,

MR FERBEBATEANEREX 5k, B4, FER
BTz T ‘FET AEE, BT “PERANLX” , B
BT ARRLRANEB, T, MRS HRRERIMNET X
REAXM TN, EEEER, MEEERE TOREN
REE B HERNZEYNENFE, RTEIEANER
EEYEAASEHNLEZE, BP—ESAX. AR
HNYZFHBUBER, MWANIEZBFNETRALRE

®RE EFH

MNEZRE.

1 AR ERGH A, “MoMA#HEF £33 A 18 B &
Ewa, kS REYFHAKL EIE” hip://press.moma.org/wp—
content/files_mf/expandedrelease_newphoto2018_final78.pdf
2.k - WAPRE. YU - AFARE (ORMUEN XAEFIA)
#3544 ) BT, 15:5 (2012)

3 PR R 4 A G IAE K- A B(HT A X T E(A
BE) . HEAXHBEL ), (BAHAFBIE) 2016 55 A 1 B heeps://

lareviewofbooks.org/article/neoliberal—tools—archives—political —history—

(CEFN

digital—humanities/

BEFY

3, £EEYTIREEFRAMT HHETFk,
HEARFLMEARBLFA, WEHSBIHBRFELRE
+34, EUHEN . TRUXAE, HAREERTZR,
BRAFIHZBIX R



Award Winners Dong Yuxiang

Joint Second Prize

Entry in Chinese

Being: New Photography 2018
Museum of Modern Art, New York
18.03.18 — 19.08.18

Translated by Bridget Noetzel

Dong Yuxiang
Territory, the Humanities and the

Digital Divide in Photography

After the New Photography exhibition series was suspended in
2014, Quentin Bajac, the new Chief Curator of the Photography
Department at New York’s Museum of Modern Art, made
qualitative changes to the series, which had been running for
thirty years. He headed the curation of Ocean of Images: New
Photography 2015, which directly referenced the new issues that
photography faces in the era of internet and digital technologies.
Even so, this qualitative change seems not to have continued;
despite the major technological innovations in art, the twenty-fifth
edition of New Photography, which takes ‘Being’ as its theme,
attempts to return to the humanities. ‘At a time when questions
about the rights, responsibilities, and dangers inherent in being
represented — and in representing others — are being debated
around the world, the works in Being call attention to assumptions
about how individuals are depicted and perceived.”' In essence,
exhibition curator Lucy Gallun has once again engaged with
stereotypical Greenbergian characteristics of the media.

Since Walker Evans, the ‘lyric documentary’ has become
a classic of American photography, through the support of an
interpretative community, a group of informed observers sharing
similar critical values and methods. The idea that this is a form of
classicism is clearly at the core of this exhibition. Matthew Connors
made several trips to North Korea to photograph individuals
living in a society with a strong collective consciousness. These
fourteen carefully arranged images question the friction between
the concept of a nation shaped by the media and its individual
citizens. Through a two-channel video and six photographs
from her Deep Springs series, Sam Contis probes Deep Springs
College, a liberal arts college located deep in the desert, which had
until very recently been an all-male preserve. Portraits of young

men and details of their bodies are juxtaposed with the natural

landscape around the college and archival photographs, in an
attempt to present the influence that this environment has had on
the temperaments of these men. Joanna Piotrowska’s five works
from two different series attempt to capture intimate and estranged
relationships within the family. All the people and objects in the
images are carefully arranged to present a subjective impression of
tropical humidity, stickiness and exhaustion as a metaphor for the
gentleness and antagonism that underpin the sense of intimacy.

These photographers, intentionally or unintentionally,
emphasise the idiosyncrasies of the photographic medium. While
not negating the documentary aspect, they incorporate the lyrical
element in order to give their work more complex dimensions. For
example, they infuse intense subjective emotion into the viewing
of subjects such as North Korea, Deep Springs College and the
family, and stress the editing and sequencing of the images to
construct a distinctive artistic expression. The works of Connors,
Contis and Piotrowska are presented in the same exhibition
space, a powerful claim on this territory made by the dominant
interpretative community of the American photography world.
Sadly, the excessive elaboration of the idiosyncrasies of the
photographic medium take the exhibition further from the spirit of
the humanities in our times.

Photographic technology divides history in two; then
digital technology divides the history of photography in two.
How are people considered people? One of the elements most
deeply influencing the current definition and understanding of
people is digital technology. However, there is only one work in
the exhibition that directly addresses this subject. Yazan Khalili’s
Hiding Our Faces Like a Dancing Wind is a 7'2-minute video,
presented in a window on a computer screen. The window in the
centre of the screen calls to mind the facial recognition function
employed by smartphones to take portraits; at the same time
a series of still photographs of masks from distant antiquity,
photographed using this same recognition function, is gradually
revealed. In an adjacent text box, someone types a text relating the
masks, ancestors, photography and facial recognition to each other.

In colonial history, photography was once a tool that
Westerners, coming from a place of technological strength, would
use to objectify ‘Others’ they considered technologically weaker.
Huwong Ngé and Hong-An Truwong’s work The opposite of
looking 1s not invisibility. The opposite of yellow is not gold (2016)
constructs a microcosm of the individual immigrants’ experiences
within American mainstream ideology. Philippines-born Stephanie
Syjuco’s black and white series, Cargo Cults, revives nineteenth-
century ethnographic portrait photography. Obviously, the

development of digital technologies has not removed these
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injustices, because what is more eye-catching than the work of
Khalili is his identity as a Palestinian born in Syria. These two war-
torn places have given the contemporary art world endless fodder
for discussion: the technologically strong group is still searching for
novelty among the technologically weak. As Danah Boyd and Kate
Crawford have observed, today’s Big Data has created a new ‘digital
divide’ between those with Big Data and those without.” In the
logic of information capital, there exists an opposition between the
exploiters and the exploited.

In the first half of the twentieth century, technology
brought the light of modernisation. After the Second World War,
technology was often criticised as a tool in the arms race. The early
twenty-first century witnessed another shift, and technological
optimism rose again. Art, history, literature and other humanities
disciplines embarked upon large-scale digitisation projects, which
gave birth to the Digital Humanities. Today, any important work
of art can be found online in a digital version, whether picture,
video or even multimedia. But when we begin viewing, researching
and consuming digital files, can the data monopolised by a very
small number of technologically strong institutions be equivalent
to the works themselves and the human value they embody? Daniel
Allington, Sarah Brouillette and David Golumbia sharply criticise
the Digital Humanities as ‘neoliberal tools’.” They believe that the
worthless digitisation projects of the Digital Humanities ignore the
essential values and research methods of the humanities. We have
already internalised the notion that technological impotence can be
faulted at every turn in a ‘one-dimensional society’ as articulated
by Herbert Marcuse.

If the previous edition of the exhibition fell into the trap of
technological solipsism, then choosing for this one the title Being,
which firmly defends the lyric documentary, avoids issues that
still require deep research. Undoubtedly, conservative curatorial
strategies such as these intensify the binary opposition between
technology and the humanities: you trust the one you always
trusted and distrust the one you always distrusted. The rhetoric
of helpless introspection and pallid breakthroughs dominates the
creation and interpretation of photography, highlighting the fact
that reflections on technology are necessary if photography is to be
restored to the human spirit. Photography has always been deeply
entwined with the humanities, society and the natural sciences:
the focus on people is essential for photography and, indeed, any

technological development.
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Dong Yuxiang

Dong Yuxiang completed his bachelor’s degree at the Department
of Fine Arts, Beijing Film Academy. He then went on to earn his
MA in Fine Arts at Rochester Institute of Technology (RIT). He is
currently a PhD candidate, majoring in the Media, Art and Text
programme at Virginia Commonwealth University (VCU). His
research focus is on the interrelationship between art, technology

and society.



