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Jiang Zhi, en el cruce entre la
poesia y la sociologia

Bao Dong

Temblar Tremble 8 &

La carrera de Jiang Zhi se desarrolla con el arte
experimental de los 90 como telén de fondo y durante
el comienzo de una serie de grandes transformaciones
sociales en China, tales como cambios de orientacion en
politica, nuevas tendencias econémicas y la consecuente
reforma del panorama cultural. Este momento coincide
con el nacimiento del arte contemporaneo chino (conocido
como el 85'New Wave), el cual tiene que enfrentarse a dos
cuestiones: primera, ¢scuéles son las problematicas que
se derivan de esta nueva situacion cultural?, y segunda,
;,como presentamos/ representamos estas nuevas
problematicas?

Aunque estas cuestiones estan vinculadas por naturaleza,
los artistas siempre han tenido diferentes puntos de vista.
Para algunos, la preocupacion esencial fue el examen
de los temas sociales que surgen de los periodos de
transicion histérica. Desde el Political Pop a principios de
los 90, hasta el Gaudy Art a finales de la misma década,
esta “nueva generacion de artistas” tuvieron este objetivo
en sus diferentes practicas artisticas que de hecho, desde
una perspectiva actual, pueden ser definidas en una
dominante, que seria el Realismo del arte contemporaneo
chino. Como ejemplo estan el Cynical Realism, que
basicamente adopt6 el lenguaje realista creado por las
academias de bellas artes, o el Political Pop y Gaudy Art
que usaron repetidamente la apropiacion y el collage. La
critica social junto con el determinismo histérico hacen que
estos movimientos artisticos sufran la clasica enfermedad
comun de los periodos de transicion cultural: el uso
de métodos de trabajo antiguos para lidiar con nuevas
problematicas, de tal manera que la verdadera esencia del
problema cae en el olvido.

Otro grupo de artistas estaban comprometidos con
aspectos mas relacionados con la creacion de arte
contemporaneo, tales como las posibilidades que los
nuevos medios ofrecian o el estudio en profundidad de
conceptos del arte contemporaneo. Entre sus intereses ya
no sélo figuraban la actitud politica u opciones estéticas,
sino la investigacion de las diferencias fundamentales
entre el arte contemporaneo y las formas artisticas
tradicionales en el contexto chino, o entre el arte oficial y
el académico. Este camino trajo una expansién, aunque
escasa, de ciertas actividades artisticas experimentales.
Estos artistas, tanto en grupos como individualmente, se



marginaban conscientemente comprometiéndose con
asuntos de la sociedad y de la cultura contemporanea
y experimentando con diferentes medios y expresiones
artisticas. En esta atmosfera de “arte experimental” se
desarrolla la obra de Jiang Zhi.

La carrera de Jiang Zhi comienza en la Academia de Bellas
Artes de Zhejiang, foco principal del ‘85 New Wave. Desde
sus primeras novelas experimentales hasta su implicaciéon
posterior en el videoarte, sus experiencias le llevaron a
una exigencia consciente hacia el lenguaje (motivacion
inspirada por el placer que produce el lenguaje) y a unas
ciertas expectativas por las estructuras lingiisticas. Como
resultado, sus obras son muy poéticas. Por otro lado, su
carrera periodistica desde el 1995 al 2005 hizo que viviese
las transformaciones sociales en primera linea, forzandolo
a enfrentarse al asalto continuo de nuevas experiencias
sin procesar.

Este “arte experimental” no puede convertirse en
académico. La dificultad de entendimiento de las nuevas
realidades te obliga a la experimentacion, y sélo a través
de ella se crean nuevas formas artisticas. En el caso
de Jiang, sus obras tratan temas como el cuerpo, el
género, el consumo de masas, etc.. y a menudo implican
acontecimientos sociales, cuyo valor se establece segun
la forma en la que él presenta el problema. Por ejemplo,
en su obra M+1, W-1. Aqui, cuerpo y género estan
yuxtapuestos de una forma directa — un hombre que se
implanta pechos para convertirse en mujer frente a una
mujer que pierde sus pechos por el cancer — revelando
de este modo visualmente sutil, la complejidad de la
realidad y la experiencia. En otra obra sobre la afamada
dingzihu (casa clavo) en Chongging (la familia que se
negd a abandonar su casa a pesar de la presion de
las autoridades), Jiang da un fuerte rayo de luz a la
solitaria casa, afiadiendo teatralidad al ya dramatico
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suceso. “Lo teatral” se convierte en la metafora de un
evento impregnado de asuntos de poder y legitimacion,
“iluminando” o construyendo otro nivel de significado a

través de la retorica visual.

Jiang Zhi se ha posicionado a si mismo en la interseccion
entre la poética y la sociologia, tejiendo fervientemente
experiencias sociales mundanas en sus obras, pero
al mismo tiempo manteniendo la tension entre nuestra
experiencia cotidiana y la de la observacion de la obra

de arte. Por consiguiente, ha evitado con consistencia
emociones personales y declaraciones politicas,
apartandose también de las expresiones débiles y la
critica. En este sentido, sus obras son flexibles, con finales
abiertos y con vigor poético. Incluso sus documentales
estan impregnados de un consciente lenguaje filmico a
partir del cual se va dibujando el tema.

Para el debut de Jiang Zhi en Espafia, Magee Art Gallery
Madrid presenta bajo el titulo Temblar, dos obras de
este joven artista chino que cuestionan la identidad del
sujeto en la sociedad contemporanea y reflexionan sobre
lo “anti-natural ” de su desconcertante existencia. Dos
trabajos en los que el cuerpo humano se estremece ante
las manipulaciones del entorno y se somete a mutaciones
controladas, y mediante los que Jiang Zhi nos alerta
de la inseguridad, la inestabilidad, la imprecisién y la
indefinicion a los que el ser contemporaneo se expone
tanto por su condicién de individuo como de animal social.
Son, en definitiva, dos grandes obras del nuevo arte
contemporaneo chino, que nos estremecen por el simple
hecho de hacernos despertar a nuestro mundo actual, a
nuestra propia realidad.

5 Jiang Zhi, en el cruce entre la poesia y la sociologia



Jiang Zhi: At the Intersection of
Poetics and Sociology

Bao Dong
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Jiang Zhi is an artist who developed amidst the backdrop
of 1990s experimental art in China, during which the
country underwent a series of social transformations. This
includes changes in the political atmosphere, switches in
economic tendencies and a consequent utter reformation
of the cultural landscape. All of this was happening at a
time when contemporary art in China (referred to in the
1980s as the ‘85 New Wave Art Movement’) had just begun
to develop. As a result, Chinese contemporary art is now
confronted with two questions: first, what are the problems
that have arose out of this new cultural language; secondly,
how do we present them?

Although these two questions are essentially connected,
artists have always had their own emphasis. For some,
the core concern has been in examining the social issues
that arise out of historical transitions. From Political
Pop in the early nineties to Gaudy Art in the late ninties,
they are generally not concerned with the issues of art
forms. Take for instance the New Generation artists and
Cynical Realism, which basically adopted the realist
language created by Fine Art academies; Political Pop
and Gaudy Art repeatedly use appropriation and collage’
the only difference being the context. In fact, from current
observations, this aspect of artistic practice is merely a
once-dominant realism in Chinese art. Together with its
derivative social critique and historical determinism, it
possesses the classic ills common in periods of cultural
transition—using old frameworks to deal with new
problems, such that the true essence of the problems
remain in oblivion.

Another group of artists who are more concerned with
issues of contemporary art making, such as the possibilities
new mediums and systems of contemporary art can offer,
as well as engaging with more in-depth examination of
contemporary art—such as investigating, in the context of
China, the fundamental differences between contemporary
art and traditional art forms, official art, and academy art,



not just their difference in political attitude and aesthetic
interests. This trajectory has brought about widespread yet
scarce experimental art activities. Artists, either on their
own or in groups, consciously marginalise themselves
by engaging with issues of contemporary society and
culture and experimenting with different expressions and
mediums. It is under such an atmosphere of experimental
art that Jiang Zhi’s artistic practice developed and which
also became part of this movement.

Jiang’s development began at Zhejiang Fine Arts Academy,
the centre of the '85 New Wave Art Movement. From his
initial experimental novels to subsequent involvement in
the video art movement, Jiang’s experiences brought to
him a conscious demand for language; a kind of motivation
inspired by the pleasure that language brings, and a
certain expectation for language structures. As a result,
his works are poetic, leading to his preference for and
emphasis on making work. On the other hand, Jiang’s
journalism career from 1995 to 2005 caused him to be at
the frontline of social transformations and compelled him to
confront and deal with the constant assault of unprocessed
new experiences.

On this level, experimental art can no longer be a salon
or academic art movement. Experimentation is forced
because one cannot grasp the new problems that
arise. Only through experimentation—strictly speaking,
‘experiment’ is used here only as an analogy—can new
and different art forms be created such that they cannot
be replicated, as with certain poetic language. In the case
of Jiang, his works engage issues of the body, gender,
mass consumerism, etc., and often involve recent social
events whose value is established in the way he presents
the problem. Take for instance his work “M+1, W-1": in this
work, body and gender are in direct juxtaposition—a man
who implants breasts in an attempt to become a woman
versus a woman who loses her breasts to cancer—thus
revealing, in visual subtlety, the complexity of reality and

experience. In another work about the infamous dingzihu
in Chonggqing (the family who stubbornly refused to
move despite immense pressure from the authorities),
Jiang shines a strong ray of light at the lone residence,
adding theatricality to the already dramatised social
event. ‘Theatrics’ becomes the metaphor for an event so
infused with issues of power and legitimacy, ‘illuminating’
or constructing another layer of meaning through visual
rhetoric.

Jiang Zhi has consciously positioned himself at the
intersection between poetics and sociology, fervently
weaving familiar mundane social experiences into his
works, at the same time maintaining the tenseness
between daily experience and our experience of the text.
He has consistently avoided unspecific personal emotions
and political statements and also shies away from feeble
expressions and critiques. In this respect, Jiang’s works
are open-ended, supple, and possess a kind of poetic
vigour. Even in his documentaries, a conscious filmic
language permeates, holding up the theme from within.

The exhibition Tremble is Chinese artist Jiang Zhi’s
debut in Spain. Magee Art Gallery (Madrid) presents two
works from this young artist that question the individual’s
identity in contemporary society and reflect upon the “un-
nature” of this disconcerting existence. In these two works,
human bodies shudder under the manipulations of the
environment and ultimately submit to controlled mutations.
In both, Jiang Zhi alerts us to the insecurity, instability,
imprecision and indefiniteness to which the contemporary
being is exposed, due as much to his condition as an
individual, as well as a social animal. Definitely, they are
two new major artworks of contemporary chinese art which
induce our own “shudders” in order to make us wake up to
our real world, our own reality.

Jiang Zhi: At the Intersection of Poetics and Sociology
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M+1, W-1

Fotografia en blanco y negro
2001-2005 (en colaboracién con Ren Lan)

120cmX168cm X4
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Una bailarina que le han extirpado sus pechos por un
cancer de mama; un stripper con un implante de pechos,
parte de una operacion de cambio de sexo.

La foto de la bailarina fue tomada en el 2001. Fue
diagnosticada inesperadamente con cancer de pecho
y tuvieron que extirparselos. Ren Lan y yo hicimos las
fotografias en el estudio de un amigo. Sus movimientos
para el posado eran los que le resultaban méas familiares.
Su carrera se habia terminado debido a la enfermedad,
por tanto la sesién era una especie de conmemoracion.

Afos mas tarde, tuvimos contacto con un grupo de
actores que actuaban vestidos con ropa femenina en un
bar gay. Algunos de ellos tenian caracter femenino no
solo en el escenario sino también en la vida real; eran
incluso mas femeninos que una mujer. Comencé a sentir
atraccion por la ambigliedad sexual y empecé una pelicula
que mezclaba la ficcién con el documental. Entre los
personajes, habia un bailarin que habia dado un paso
mas para convertirse en mujer: se habia implantado unos
pechos de gran tamafio. Decia orgullosamente que sus
pechos era mas grandes que los de la mayoria de mujeres
que habia conocido. Para la mayoria de gente “él” ya no
parecia “él” sino “ella”. “Finalmente soy una mujer sexy con
pechos”. Con su permiso, en el afio 2005 volvi al estudio
donde habia fotografiado a la bailarina en el 2001. Sobre
el mismo fondo, tomé las imagenes del hombre después
de su implante de pecho. Como también era bailarin, le
pedi que posara de la misma forma que lo habia hecho la
bailarina.

Estos implantes le permitieron obtener el encanto sexual
de la mujer y conseguir una transiciéon hacia una vida mas
feliz en el futuro.

Sin embargo para la bailarina, y a los ojos de la mayoria
de la gente, la pérdida de sus pechos ponian en peligro su
rol de mujer.

La obra presenta un gran contraste que queda enfatizado
en los pechos de ambos: uno se lo quita mientras que otro
se los pone (Hombre+1, Mujer-1), lo que a primera vista
podria parecer un extrafio intercambio.

La diversidad sexual de este grupo de fotos hacen que
el contraste produzca un espacio complicado y profundo
para la interpretacion.

A finales del 2005, mi pelicula “Our Love” fue terminada.

Ren Lan también filmé un documental sobre el tema de
sus pechos al mismo tiempo, que todavia no ha finalizado.

M1, W-1



12

M+1, W-1

Black & White Photography
2001-2005 (cooperated with Ren Lan)

120cmX168cmX4
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A female dancer who had her breasts removed because
of breast cancer; a bar dancer who had breast implants as
part of a trans-sexual operation.

The photo of the female dancer was photographed in
2001. She was unexpectedly diagnosed with breast cancer
and had to have her breasts removed. Ren Lan and |
took a group of pictures in a friend’s studio. She posed
her most familiar stage motion. Since she could not be a
professional dancer any more, this was a kind of memorial
for her.

Several years later, we had contact with a group of
actors who performed in women’s clothing in a gay bar.
Some of them had obvious feminine characters not only
on the stage, but also in real life; they were even more
womanly than real women. | began to have interest in
the ambiguity of sexuality and started to film a movie that
mixed documentary and drama. Among them, there was
a pole dancer who took one step forward to change his
body in order to become a real woman: he gave himself
big breasts. He proudly said that the size of these breasts
exceeded those of the most women he knew. Although
they looked like balls that were divided evenly into half, in
the end, to most people, “he” seemed no longer “him”, but
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“her”. “I am finally a sexy woman with breasts.” With his
permission, in 2005 we again came to the studio where
we used to take pictures of that female dancer in 2001.
Against the same background, | took a group of pictures
of the man after his breasts implants. Since he was also a
dancer, | asked him to pose just as the female dancer did.

These implants enabled him to get the sexual charm of a
female and gain a transition for a better life in the future.

However for the female dancer, in the eyes of most people,
the loss of her breasts endangered her role as a woman.

They have formed a contrast, in which the emphasis is:
breasts-one minus them and one plus them. They seem to
be in a kind of strange transition.

The sexual and identical diversities of this group of photos
make the contrast produce a more complicated and deep
space for interpretation.

By the end of 2005, the movie named “Our Love”, which
combines documentary and drama, was eventually
finished.

Ren Lan also filmed a documentary about breasts about
the same time, unfinished.

M+1, W-1
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El temblor manipulado

Yuan Yuan

Temblar Tremble = Y

Considero la obra de Jiang Zhi como la confrontaciéon de
un hombre joven sensible y reflexivo ante numerosos tipos
de emociones, situaciones e identidades indescriptibles.
Estas contemplaciones no solamente se han transformado
una y otra vez en expresiones artisticas muy personales,
también se transforman y se van haciendo méas profundas
en las diferentes fases de una misma serie. Su excelencia
como artista se demuestra en su capacidad de manejarlo
todo apropiadamente. Sabe lo que puede hacer y lo
que no. Durante el proceso reflexivo, nunca queda
atrapado en las espirales del pensamiento o enredado
en las exploraciones filosoficas. Si nos referimos a la
reproducciéon de experiencias concretas, su evolucion
como artista es completa. Llevado por un sentimiento
infantil y jugueton, ha abandonado las reflexiones mas
serias para perseguir la franqueza y mostrarnos con
impotencia la debilidad y el eterno absurdo que hay detras
de toda la decencia cotidiana.

En la video instalacién Temblar que se mostr6 en las
exposicion Attitude: Jiang Zhi Solo Exhibition en Shanghai
por primera vez, vemos a Jiang Zhi desprenderse de la
gravedad, darle la espalda al mundo altisonante y gastar
una broma a la humanidad. La video instalacion muestra
a siete hombres y mujeres desnudos en siete pantallas
de proyeccion. “Todos mantienen una expresion facial o
un movimiento corporal determinado: sonriendo con la
manos extendidas, levantando las manos haciendo una
promesa, leyendo, posando, imitando a alguien cool (el
actor chino Jay Chou) o sosteniendo un cuchillo. Todos
estan temblando” (véase texto pag.24). Estas posturas
contienen informacién de nuestra vida cotidiana. Por
ejemplo, la sonrisa esta relacionada con la cortesia, las
promesas con la politica o cordialidad, la lectura con la
busqueda de conocimiento, el posado con la persecucion
de tendencias populares, parecer cool con la rebelion,
sostener un cuchillo con la violencia. Las acciones no
estan relacionadas, lo que las unifica y las convierte en
una sola obra es el temblor de todos los personajes.

Este temblor, que tiene una conexion absoluta con el
cuerpo, siempre ha avivado indudablemente la imaginacion
y el pensamiento. Un ejemplo comun podria ser la cancién
Red Bean, escrito por Lin Xi y cantada por Faye Wang:
“si temblamos juntos, entenderemos mejor la ternura”.
Otro ejemplo artistico es la pelicula Carne Trémula del
gran director espafiol Pedro Aimodévar. En un contexto
mas fisioldgico se ha relacionado la obra con la idea
del Parkinson artificial (véase texto pag. 25). Como bien
describe el artista, temblar es a menudo la consecuencia
de un estado de excitacion: “El temblor, generalizando,
sucede cuando el cuerpo estéa fuera de control debido a un
cambio emocional que ha alcanzado un punto critico”. Sin
embargo, esta inhabilidad de control esta relacionada con
una ternura emocional o con una especie de “carnaval de
deseo” de impacto muy fuerte.



Pero en la vision de Jiang Zhi, esta “inhabilidad de
control” aparentemente pasiva se convertira en una forma
de existencia completamente aceptada por la gente.
Cuando temblamos no sélo no sentimos ningtn dolor,
sino que sentimos una liberacién. La l6gica de nuestra
vida cotidiana lo da por sentado, como un paciente de
Parkinson, quien, a falta de un componente quimico en
su organismo, so6lo puede relajarse a través del temblor.
Véronic-Ting CHEN menciona en su articulo que en el
contexto de nuestra sociedad actual, la atraccion que la
gente siente por el temblor sigue el mismo patréon que
los sintomas que manifiesta un enfermo de Parkinson:
“Nuestro sistema también puede estimularnos hasta
un estado involuntario de excitacion, produciéndose
un Parkinson que pareceria natural pero que de hecho
no es fisiolégico, aunque nos lo parezca. Es el temblor
ocasionado por un carifio obligado, los sentimientos
hacia el paisaje o a los objetos, las propagaciones de
falacias, rebeliones anacrénicas o el ambiguo balbuceo
de un nifo... Todos temblamos, ignorando la incomodidad
fisica pero persiguiendo la paz emocional, porque en
nuestro sistema existe una afioranza continua del alcance
instantaneo de la ilusion de ’libertad’ ”. (ver texto pag. 25)

A través de la instalacion Temblar, Jiang Zhi enfatiza
lo siguiente: “el confort que sentimos al temblar no es
en absoluto un estado natural, sino una ilusiéon a la que
estamos unidos sentimentalmente en nuestro sistema.
Es un estado anormal, igual que seria en los pacientes
de Parkinson”. De esta manera, en esta videoinstalacion,
la parte mas brillante y de un humor negro extraordinario
es el vibrador. Los personajes estan haciendo toda
clase de actividades diarias y mostrando una normalidad
inconsciente, pero los vemos temblando. Es a través de
la colocacion de estos vibradores cuando el artista toma
conciencia del significado de manipulacion. Podemos
considerar que la obra de Jiang Zhi es la materializacion
de la manipulacién y refleja el pensamiento de Foucault.
Nos permite ser testigos de una reinterpretacion
provocadora de las reglas, pequefios poderes y otros
tépicos importantes de nuestra vida.

La instalacion, la performance y el video forman una
unidad perfecta bajo la direccion del artista. Los tres se
complementan dando lugar a practicas artisticas complejas
que dan lugar a un gran espacio para la interpretacion.

En palabras de Lacan: “El sujeto en si es una especie
de autoengafo”. A través de toda clase de recursos
ideoldgicos, la sociedad conduce al individuo a identificarse
con una identidad determinada, haciéndonos disfrutar
de la ilusion de haberla elegido libremente por nosotros
mismos. Pero este recurso ideolégico de fabricacion de
ilusiones establece toda clase de obstaculos para nosotros
debido a su delicadeza, complicacion e intangibilidad. Las
plataformas vibratorias de Jiang Zhi son sustitutas de esos
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recursos ideolégicos, y nos permiten ver la manipulacion a
la que estamos sometidos.

Las personas del video estan desnudas, como si fueran
Adan y Eva en el Jardin del Eden, sin etiquetas de clase,
raza o identidad. Los artistas chinos pueden escapar
finalmente de la pesadilla de sélo poder utilizar simbolos
de la China antigua, moderna o contemporanea para crear
arte contemporaneo chino. Aqui, Jiang Zhi, se mantiene
en el horizonte del destino del hombre. Con su mirada
de lince, capaz de penetrar en toda imagen superficial,
Jiang Zhi lleva a cabo un experimento en el que juega
a ser Dios. Sus exploraciones artisticas crean espacios
de encuentro para la gente que aprecia la vida. Incluso
sin conocer al artista personalmente, cuando sonries
observando sus obras, te complace saber que no estas
solo en esta vida. Una obra de arte con un concepto
solemne y una expresion estimulante siempre brilla de
forma especial e ilumina su entorno. La primera vez que
escuché el titulo El temblor manipulado (que luego el
artista modifico en Temblar), casi imaginé un tipo de
vibracién que me recordaba al “aura” de Walter Benjamin.

Unicamente cuando los seres humanos poseen la
inteligencia y habilidad de expresar sus situaciones reales
de una forma profunda y relajada, podemos realmente
apreciar un rayo de vida en nuestro caético mundo. Y éste,
ademas de la expresion de la individualidad, es el objetivo
Gltimo del arte.

El temblor manipulado
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The Manipulated Tremble

Yuan Yuan

Temblar Tremble B &

In Jiang Zhi’s work, | saw the contemplation of a sensitive
and thoughtful young man facing all sorts of indescribable
emotions, situations and identities. This contemplation has
not only changed into personalized art expressions again
and again, but also transformed and deepened in the
different stages of the work serials. What’s more precious
is that as an artist, Jiang Zhi can handle everything
appropriately. He knows what he can and cannot do.
During the course of understanding and relying on thought,
he has never been trapped in the swirls of thought or
entangled in philosophical explorations. In the reproduction
of concrete experiences, he has completed an artist’s
evolution. With childlike and playful feelings, he abandoned
the heaviness of all serious thought that aim to pursue
frankness and show us helplessness, weakness and the
eternal absurdity behind all of life’s decencies.

In the video installation, “Tremble”, that was shown in
Attitude: Jiang Zhi Solo Exhibition in Shanghai, we seem
to have seen Jiang Zhi break away from gravity, get to the
back of this high-sounding world and crack a ridiculous
joke with everyone. There are seven naked men and
women on seven projection screens: “They all maintain a
fixed expression or motion such as smiling while opening
the arms, making a vow, reading a book, posturing like
a model, playing cool (imitating Chinese entertainer Jay
Zhou) and holding a knife; they are all trembling” (p.26).
These motions actually include the major contents of
our daily life. For example: a smile is related to courtesy;
making a vow is related to politics or cordiality; reading is
related to the pursuit of knowledge; posturing as if one is
in a fashion show is related to following popular trends;
playing cool is related to rebellion; holding a knife is related
to violence. In the video, these different motions have no
relation with one another. What makes them gather and
form a complete work is the same tremble that everyone is
doing.

This tremble, which has an absolute connection with
the body, can undoubtedly cause much imagination and
thinking. One common example is “Red Bean” written by
Lin Xi and sung by Faye Wang: “If we tremble together,
we can understand tenderness more.” Another artistic
example is Spanish film master Pedro Almodovar’s famous
piece “Live Flesh”. In the context of physiology, a critic
also associated “Tremble” with her idea of “Man-made
Parkinson’s”(p.27) . As Jiang Zhi described in his work, a



tremble is often related to an excited state: “Generally speaking,
it is a kind of inability to control the body when emotions reach
a certain point of transition.” However, this “control-inability” is
related to either the sentimental tenderness or some sort of “lust-
carnival” with an extremely strong impact.

But in Jiang Zhi’s eyes, this seemingly passive “control-
inability” will always become a way of existence completely
accepted by people. We do not only feel any pain, but
also feel free when we tremble; we have a daily life logic
that is taken for granted - just like a Parkinson’s patient,
who lacks some sort of chemical material, can only relax
and feel free through trembling. Véronic mentioned
this in her critical article for “Tremble”: in the cultural
context of current society, contemporary people have an
infatuation with trembling that is the same as the sickly
status of a Parkinson’s patient. “Ours is a system that can
stimulate us into an involuntary state of excitation, into an
artificial Parkinson’s that seems voluntary, but in fact is
unnatural, despite how natural we deem it to be. It is about
unavoidable playing to the gallery, compelled affection,
inarticulate expression of one’s feelings via objects or
the landscape, the pardonable spreading of misleading
fallacies, anachronistic rebellion, or the ambiguous
babble of children...We all tremble, ignoring the physical
discomfort but pursuing peace of mind, because in this
system of ours there is always something hard to part
with—the momentary illusion of freedom.

Through the installation work of “Tremble”, what Jiang
Zhi wants to emphasize is: “that the comfort sensed from
trembling is absolutely not a natural state, but an illusion
that we have been sentimentally attached to in this system
and an abnormal state that Parkinson’s patients have”.
Therefore, in this video installation, the most sparkling part
with strong ironic meaning and black humor is the invisible
vibrator. People in the video are doing all kinds of daily
activities and showing a kind of unconscious normality,
but we can see their trembling. It is through setting the
vibrators under those people’s feet that the artist realizes
the revelation of manipulation. We can say Jiang Zhi’s
work is the visualization of manipulation, reflecting
Foucault’s thought. It enables us to see the most shocking
interpretation of rules, micro powers and other important
topics in our life.

The installation, video and performance have also formed
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a perfect entirety under Jiang Zhi’s direction. Together, the
performances complete very complicated ideographical
practices that have developed an endless space for
interpretation. On the contrary, these complicated
entanglements have accomplished an inspiring and
excellent performance.

Lacan said: “The main body is a kind of self-deception.”
Through all kinds of ideological devices, the whole of
society leads each and every individual into a kind of
identification of “the main body”, making us enjoy the
illusions chosen freely by us as a main body. But this
ideological device producing illusions has set all sorts
of obstacles for us because of its delicacy, complication
and invisibility. | have to say, in this work of Jiang Zhi, the
vibrators under the people’s feet have offered a dramatic
restoration for the invisible ideological device, which
enables us (who are feeling our identity as a main body
under the summon of these ideological machines) to see
clearly the position of the self under manipulation.

The people in the video are naked, as if they were Adam
or Eve in the Garden of Eden, without the labels of class,
race and identity. Chinese artists can finally escape from
the nightmares where they can only use ancient, modern
or contemporary Chinese symbols to make Chinese
contemporary art. Here, Jiang Zhi stands on the horizon
of man’s mutual fate. With his sharp eyesight that can
pierce through all superficial images, Jiang Zhi carries
out an experiment of playing God. His art explorations
have created a space for people who cherish life to meet
with each other. Even if we cannot meet him in real life,
when smiling at his work, we will be glad to find that
life is not lonely. An artwork with solemn thought and
refreshing expression always sparkles with a special light
that illuminates its environment. Just as | first heard the
name “The Manipulated Tremble” (after the artist’s careful
consideration, it was changed to “Tremble”), | almost saw a
kind of vibration that resembles Benjamin’s “aura”.

| think only when human beings have the intelligence and
ability to express their real situation in such a deep and
seemingly relaxed way, can we really see the light of life in
such a chaotic world and apart from self expression, this is
the ultimate meaning of art.

The Manipulated Tremble
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Presentacién

En cada pantalla de proyeccion hay una figura desnuda
que mantiene una expresion facial o un movimiento
corporal determinado: sonriendo con la manos extendidas,
levantando las manos haciendo una promesa, leyendo,
posando, imitando a alguien cool (Jay Chou, musico de
Taiwan, en este caso) o sosteniendo un cuchillo. Todos
estan temblando.

El temblor, generalizando, sucede cuando el cuerpo esta
fuera de control debido a un cambio emocional que ha
alcanzado un punto critico. Sin embargo, el temblor de
esta instalacion es causado por otro factor que nada
tiene que ver con una reaccion fisica. No es, en efecto,
ninguna reaccién psicoloégica o emocional causada por
sentimientos, la vida, las experiencias, la actitud, la cultura,
la politica o el conocimiento. En realidad, es un temblor
forzado.

¢Por qué estas acciones?

He elegido algunas posturas que derivan del entusiasmo
por la moda, la lectura, creencias colectivas, cultura pop,
violencia... la lista de posturas que demuestran excitacion
es interminable.

¢Por qué tiemblan?

Podria ser una reaccion fisica, como el frio o la
excitacion, o también un “mecanismo” bajo sus pies...
es decir, que no lo hacen por si mismos.

En un contexto politico, basado en el control, intento
probar que la pasion y la excitacién que son siempre
consideradas como voluntarias, realmente son
involuntarias, a pesar de las erroneas falacias extendidas
a lo largo de nuestra nacion.

Ademas, he descubierto durante mis filmaciones que
este temblor involuntario, que en un principio era pasivo,
después de un tiempo prolongado, pasa a ser un temblor
activo, el cuerpo se rinde a él y participa en el rito.

Jiang Zhi



Temblar

Tremblar trata sobre la conexion entre los sentimientos
y el lenguaje corporal, o expresado de otra manera,
entre significado y representacion. Nuestra experiencia
cotidiana o nuestra experiencia con la imagen a través del
cine y la televisiéon, nos dice que un cuerpo temblando a
menudo implica una emocion intensa. Esto es, el cuerpo
tiembla cuando uno alcanza un cierto grado de intensidad
emocional. Es una experiencia con la que estamos todos
familiarizados, o en otras palabras, es un lenguaje corporal
muy reconocible.

Temblar-excitacion, llorar-tristeza, reir-felicidad... Tales
asociaciones son muy comunes en el mundo del cine y
la television, tanto que se convierten en un patrén que el
publico encuentra “irreal”. Por contraste, ;deberia un actor
permanecer impasible en un momento emocionalmente
intenso?, ¢encontrariamos su actuacion mas “real”? Este
ejemplo es quizas una indicacion de que nuestro sentido
de la “realidad” viene dado por las tensiones causadas por
la yuxtaposicion de elementos en un sistema semiotico.

En esta obra Jiang Zhi cambia deliberadamente la
asociacion usual entre emocién y temblor, entre cuerpo
y mente. De este modo, el personaje y el actor dejan de
estar unidos. El temblor de los cuerpos de los actores no
esta causado por una experiencia emocional (método
Stanislavski), sino por una plataforma vibradora en la que
estan de pie, o por otros factores “externos”. El resultado
es un colapso de la importancia del personaje, una
actuacion sin actores es, en efecto, teatro del absurdo.

En estas imagenes, estos cuerpos que tiemblan
incesantemente son como fantasmas flotando en un
sistema de representacion, incapaces de poseer significado
alguno.

Bao Dong
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Parkinson artificial

Temblamos cuando tenemos frio, hambre, nervios, miedo,
exaltacion, estamos enfermos, enfadados o doloridos, y
a veces lo hacemos antes de ser conscientes de dichos
sentimientos. Desde el punto de vista fisico, necesitamos
temblar por la ilusion de “libertad” que se produce después
de que nuestros musculos contraidos en alta frecuencia se
relajen.

Temblor estatico: incapacidad para controlar las
expresiones faciales; anomalia de la temperatura
corporal (sensacién de quemazon); discapacidad motora
(pérdida o limitaciones del movimiento); pérdida de la
habilidad expresiva (por ejemplo, escritura muy pequefia);
inestabilidad nerviosa; incluso cambios en el caracter.
Estos son algunos sintomas clinicos tipicos del Parkinson,
una enfermedad incurable provocada por un exceso de
acetilcolina debido al la falta de dopamina.

Cuando nuestro cerebro es incapaz de interpretar nuestra
consciencia y el cuerpo pierde resistencia, sufrimos un
estado de “excitacion”. La Unica forma de liberarnos de
la tensién y la sensacion extrafia es temblando. Nuestra
voluntad hacia ello determina que parezca natural y
comun, hasta poder convertirse en un habito o incluso en
una adiccion.

Nuestro sistema también puede estimularnos hasta un
estado involuntario de excitacion, produciéndose un
Parkinson que pareceria natural pero que de hecho
no es fisiol6gico, aunque nos lo parezca. Es el temblor
ocasionado por un carifio obligado, los sentimientos hacia
el paisaje o a los objetos, las propagaciones de falacias,
rebeliones anacrénicas o el ambiguo balbuceo de un
nifno...

Todos temblamos, ignorando la incomodidad fisica pero
persiguiendo la paz emocional, porque en nuestro sistema
existe una aforanza continua del alcance instantaneo de
esa ilusion de libertad.

Véronic-Ting CHEN

Jiang Zhi / Temblar /Parkinson artificial
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Introduction

On each of the projection screens is a nude figure keeping
a particular facial expression or a body movement, such
as smiling with extending arms, taking a vow, reading,
modeling imitating somebody cool (famous Chinese singer,
Jay Chou, in this case) or holding a knife, all trembling.

Tremble, generally speaking, happens when the body is
out of control as a result of the change in the emotion that
has reached a critical point. The tremble in the installation,
however, might be attributed to another factor that has
nothing to do with physical reaction. It is, in effect, neither
a psychological nor an emotional reaction caused by
knowledge, feeling, life, experience, attitude, culture,
politics, etc., rather it is a forced tremble.

Why are there such actions?

| chose some postures that derive from excitation about
fashion, reading (I did not point out what is being read),
collective belief, pop culture (often, keeping a certain
hairstyle or hair-dyeing or imitating some stars can lead to
such excitation), about violence...... the list of excitation
posture is endless.

What are the causes of their tremble?

It might be their physical reaction, such as excitement or
cold, or a “mechanism” under their feet—either a jarring
machine or a trembling person— which is not presented
in the installation as they have to “be trembling for their
own sake” (natural and physical reaction). In this way |
aim to prove that, in our system of control, “passion” and
excitement which are generally considered “voluntary”,
are actually involuntary, regardless of widespread and
misleading fallacies or nationwide rejoicings. In addition,
my findings in the shooting shows that when passive
tremble goes on for some time, in the body there will be an
illusion that the tremble is “voluntary” or rather, there is a
“submission to the tremble”.

Jiang Zhi



Tremble

Tremble focuses on the connection between feelings
and body language or more simply put, meaning and
representation. According to our daily experience and
experience with film and television, trembling bodies often
imply intense emotion. That is, one’s body trembles when
one reaches a certain degree of emotional intensity. This is
an experience we are all familiar with, in other words, it is a
well established and recognisable body language.

Tremble-excitement, cry-sad, laugh-happy...such
correlations are so common in the world of film and
television that they became a set pattern, which the
audience finds ‘unreal’. In contrast, should an actor remain
impassive when he is supposed to be very emotional?,
we might instead find his performance very ‘real’? This
example is perhaps an indication that our sense of ‘reality’
is brought about by the tensions between juxtaposing
elements in a semiotic system.

In this work, Jiang Zhi deliberately changes the usual
association between ‘trembling’ and ‘emotional’, that is,
body and mind. Thus, the role and the actor are no longer
unified. The trembling bodies of the actors are no longer
caused by certain emotional experience (Stanislavski’s
system), but by a vibrator they are standing on, or by other
“external” factors. As a result, the significance of the roles
collapse—an act without actors is in effect a theatre of the
absurd.

In these images, those ceaselessly trembling bodies are
like phantoms floating within a system of representation,
unable to possess any actual meaning.

Bao Dong
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Artificial Parkinsons

We tremble when we are cold, hungry, nervous, frightened,
exalted, excited, sick, angry, painful, and we sometimes
do it before we know it. Physically, we need to tremble for
the instantaneous illusion of “freedom” after our contracted
high-frequency muscles relax.

Static tremor: the inability to control the facial expression;
temperature anomaly in the human body (burning
sensation); motor impairment (a loss or limitation of
function in movement); expression inability (i.e much too
small handwriting); instability of autonomic nerves; even
change in character, are all typical clinical symptoms of
Parkinsons, an incurable disease of acetylcholine excess
due to the lack of dopamine.

With our brain unable to interpret our consciousness; our
body failing to resist, we find ourselves in “excitation”. Only
through trembling can we be released from tension and
given a strange sensation. It is so voluntary that everything
seems to be natural and common and it becomes a habit.
We can even get dependent on or addicted to it.

Ours is a system that can stimulate us into an involuntary
state of excitation, into artificial Parkinsons that seems
voluntary, but in fact is unnatural, despite how natural
we deem it to be. It is about unavoidable playing to the
gallery, compelled affection, inarticulate expression of
one’s feelings via objects or the landscape, the pardonable
spreading of misleading fallacies, anachronistic rebellion,
or ambiguous babble of children...

We all tremble, ignoring the physical discomfort but
pursuing peace of mind, because in this system of
ours there is always something hard to part with—the
momentary illusion of “freedom”.

Véronic-Ting CHEN

Jiang Zhi’s Introduction / Tremble / Artificial Parkinsons
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Curriculum Resume f&/h

JIANG ZHI

1971 Nace en Yuanjiang, China / Born in Yuanjiang, China

1995 Graduado por la Academia China de Bellas Artes / Graduated
from China Academy of Fine Arts

Actualmente vive y trabaja en Pekin y Shenzhen, China

Currently lives and works in Beijing and Shenzhen, China

Exposiciones individuales seleccionadas / Selected Solo
Exhibitions

2010 / Tremble: Solo Exhibition of Jiang Zhi (Magee Art Gallery,
Madrid)

2009 / ATTITUDE 2 An Exhibiton by Jiang Zhi  (Osage Gallery,kwun
tong,Hong Kong)

2008 / “On The White”, Jiang Zhi Solo Exhibition (Osage
Gallery,kwun tong,Hong Kong)

2008 / “Neurosis and Prattle” (Marella Gallery, Beijing, China)

2007 / “Things Would Turn Simple Once They Happened”, New
Photographs by Jiang Zhi (Gallery M97, Shanghai, China)

Exposiciones colectivas seleccionadas / Selected Group
Exhibitions

2009 / “Work in Progress: How Do Artists Work?” (lberia Center for
Contemporary Art, Beijing, China)

2008 / Mediations Biennale 2008 (Poznan, Poland)

2008 / “Reflective Asia” Nanjing Triennial Exhibition Nanjing
Museum,China

2006/Never Go Out Without My DV Cam - Video Art from China (
the Museo Colecciones ICO, Madrid, Spain)

2005 / The 2nd Guangzhou Triennial of Art ( Guang Dong Art
Museum, Guangzhou, China)

2004/ Between Past and Future: New Photography and Video from
China (ICP and Asia Society, New York, USA)

2004 / Shanghai Biennale - Techniques of the Visible (Shanghai Art
Museum, Shanghai, China)

2003 / Zone of Urgency: The 50th International Art Exhibition of the
Biennale di Venezia (Venice, ltaly)

2003 / The Fifth System: Public Art in the Age of Post-Planning -
International Public Art Exhibition (Shenzhen, China)

2002 / Under Construction: New Dimensions of Asian Art (The
Japan Foundation Forum Tokyo Opera City Gallery, Tokyo, Japan)
1999/ Post-Sense Sensibility: Alien Bodies & Delusion (Beijing,
China)

1997 / Demonstration of Video Art '97 China, the Gallery of Central
Academy of Fine Arts (Beijing, China)

Temblar Tremble =g

o

%, 1971EE THETL
199548 Hol Frh B A SRR
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2010/ BiR—H SR (BEEE, DER)

2009 / &R 2 —HEN—NRE (RDZAZE, FE)
2008/ BE&Z L BENR (RIDZAZE, WE, &)

2008 / HAREHILE BENR (JLRBDEBKRER)

2007/ “FE-BRERSTEHE BEREHER (L5 M7 )

FERE:

2009 “TfEdh: ZARFZMT LR

(FREEF T ERZA P IER)

2008 “iEfE" WMER (K%EHE, KE)

2008/ “MEMTIfL” BMR=FR (@EREYR)

2006 / HIHHREN / PEFEZAR (BT, DEE, the
Museo Colecciones ICO )

2005/ 2@ M=5%R (I REARE)

2004/ “fERESKRRZE RKEFENFEZERE ( “EXEE
FRIBFH0 (ICP) A4y)

2004/ “#BER B5mEBENER ( LEEARE)

2003 / &2 H/E0RE RS NER (BAF )

2003/ ERRG/IRYIEFRSRBLR ( AFREERE)

2002 / E1&/E MR M RER (FHEILM )

2002/ EigH: WHZRHHR ( KmHERR )

1999/ FRM—RE5EMR (dtx)

1997 /97 ‘HEFEZAMNER (15 )
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Magee Art Gallery

Exposicién Exhibition B

Jiang Zhi:Temblar

Magee Art Gallery, Madrid

Jiang Zhi: Temble

Magee Art Gallery, Madrid

BE

Durancioén: 11 febrero-19 marzo, 2010
Lugar: Magee Art Gallery, Madrid

: WR

B ( DiEER)

Comisario: Bao Dong

Coordinadora del proyecto: Nicole Chen
Dates: February 11-March 19, 2010
Venue: Magee Art Gallery, Madrid

Curator: Bao Dong

Project Manager: Nicole Chen
2010%2H 11B—3H 198
Rt BEEK (DEE)

RRA: 84K
WERR: K

Productor: Magee Art Gallery, Madrid
Doctor Fourquet 12, 28012 Madrid, Espafia
Producer: Magee Art Gallery, Madrid
Doctor Fourquet 12, 28012 Madrid, Spain

: BEER ( DER)

Doctor Fourquet 12, 28012 B8, FIEF
Tel: 34915218 712 Fax: 34 916 423 082
Email:madrid @gallerymagee.com
Website:www.gallerymagee.com

H R

Catalogo Catalogue Eiff

Editor: Nicole Chen
Disefio: Wang Yunchong

Traduccioén: Li Binggui, Chen Chen
Correccion: Nicole Chen, Cai Ke, Esteban

Editor: Nicole Chen
Design: Wang Yunchong

Translation: Li Binggui, Chen Chen
Proofreading: Nicole Chen, Cai Ke, Esteban
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