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The academic publication of the 11" Issue, Volume 2 of Silpa Bhirasri (Journal of
Fine Arts) was marked by an unexpected coincidence— the majority of articles focused
on artworks originating from East Asia. The content can be broadly grouped into three

main categories:

1. Studies of Artworks originating in China: 1) An article by Pancheewa Butrach
studies flora paintings collections of Lang Shining, an artist from the Qing dynasty, who
incorporates the Western and Eastern painting styles to create images that retain
auspicious cultural significance in the Chinese tradition; 2) An article by Qin Junhui
and colleagues presents product designs inspired by the natural landscape of Guilin,
incorporating ideas of sensory perception to create innovative designs; 3) An article by
Zhang Chao and colleagues studies the development of the relationship between the
porcelain factory ceramic art community and the Jingpiao community in Jingdezhen,
a city currently playing a key role in development and collaboration across various
industrial sectors, both locally and internationally; 4) An article by Fan Yang and
colleagues examines the cultural meaning and the perspective of individuals in the
community experiencing transformation over time through the architectural decorations

and structures of Quexiang Ancient Temple in Chaoshan region.

2. The study of artworks by East Asian artists with cultural roots: 1) An article by
Ryusuke Kido and colleagues studies the Mono-ha group. Besides interpreting the
concepts with phenomenology, the study analyzes its significant connections to the
foundational culture of Japan through Shinto and Zen beliefs; 2) An article by Thanistha
Nunthapojn and Pishnu Supanimit explores three Asian female artists using fiber as a
medium. Though presented in different forms, the three artists share a common theme of

family, culture, belief, and femininity in Asian cultures.



3. Creative artwork articles: 1) An article by Patiyod Chansuwan and Tanatchaporn
Kittikong explores the use of live performances and video presentations to delve into
the physical and emotional aspects of gender transitioning and the artist's desire to
align identity and body with a sense of completeness; 2) An article by Pornchat Urairat
and Pradiphat Lertrujidumrongkul presents an installation art piece on Hua Hin Beach,
examining the relationship between experiences, changing phenomena in nature, and the

perception of viewers.

Silpa Bhirasri (Journal of Fine Arts) hopes that these published articles inspire
curiosity, leading to further exploration into various topics and motivating artistic
creations. This contribution aims to foster the development and dissemination of
academic knowledge in the fields of arts. In this regard, we express our gratitude to all
the authors, academic experts, and readers who continue to be part of the ongoing

development of academic knowledge in the arts and maintain interest in our journal.

Editor
Silpa Bhirasri (Journal of Fine Arts)
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Abstract

The video performances and live performances of "Goodbye My Body" are part
of an undergraduate-level performing art thesis. Its concept explores the imperfection
of one's own body from the perspective of a transwoman and the desire to change
one's body. The objective of the work is to record the emotions associated with the
current body as a memory through the creative process. The approach to performance
involves body movement techniques, the use of symbolic objects, and the reflection and
expression of feelings, presented in the form of video performances and live
performances. The process consisted of (1) defining the concept and questions;
(2) researching information on performance styles, bodies, and transgender; (3) searching
and developing performance styles, including writing storyboards to determine the
direction of work; (4) filming and editing; (5) presenting works as video performances
and live performances. This creative process lasted six months. The results show that the
work embodies the sensations in each phase of being a transwoman, categorized into
(1) the changed body; (2) body sensations reflecting pain; (3) the present feeling of the
body that has also changed. The work consists of three video performances: (1) Care -
presenting the inner pain of having to take care of the body; (2) Change - presenting the
incomplete feelings and the desire to change; (3) Self - presenting the current feeling of

the body through live performances and video performances of early episodes.

Keywords: Video Performance / Performance / Body / Transwomen / Creative Process
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Abstract

Guilin, as a typical world tourist city, is famous for its landscape culture, but
its corresponding cultural and creative products do not reflect the strong local
characteristics; their Homogeneous Product is a serious problem. Only creative cultural
products with rich cultural connotations and characteristic regional culture can stand
out and have strong market competitiveness. The author analyzes the typical cases of
Guilin cultural landscape elements into cultural and creative design and its experience,
summarizes the design principles, innovates multi-sensory cultural and creative design
methods, stimulating the trend of breaking the traditional framework for creative

innovation in the design of Guilin's creative culture.

Keywords: Guilin Cultural Landscape / Creative Culture Product / Integration Innovation /

Case Study / Experience Inspiration
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Abstract

From the perspective of cultural development, the present study explores the
development of the DiaoSu Porcelain Factory Ceramic Art Community (HE3%E) FE#&Z
AR#:X) and the impact of the Jingpiao Community GRIE4EHE) on the development of
the cultural industry in Jingdezhen. This dissertation consists of three main parts. Firstly,
the introduction covers the definition and characteristics of the Jingpiao community,
the background of its formation, and the definition and characteristics of the Jingpiao
phenomenon. Secondly, the background and developmental history of the DiaoSu
Porcelain Factory and the functional division of its ceramic art community will be
discussed. Finally, five types of Jingpiao community interviews are presented, revealing

that they have contributed to the diversified development of ceramic art in Jingdezhen

SIEED.

The relationship between the Jingpiao community and the DiaoSu Porcelain
Factory Ceramic Art Community is discussed in depth from the perspective of cultural
development. The influx of this community has brought new vitality and innovation
to the DiaoSu Porcelain Factory Ceramic Art Community, promoted the integration of
traditional culture and modern culture, and provided strong support for international
cultural exchanges and cooperation. At the same time, the DiaoSu Porcelain Factory
Ceramic Art Community, as a complex cultural ecosystem, continues to promote the

development and preservation of ceramic art.
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I. Background and Significance of the Study

Ceramics has long been regarded as an iconic symbol of Chinese culture (Li,
2002: 108-118). Jingdezhen ceramics has served as one of the embodied representatives
of traditional Chinese culture, with its unique artifactual characteristics and historical
heritage. Despite a certain understanding of the traditional nature of Jingdezhen ceramic
culture, few people are aware of the vitality and meaning of contemporary Jingdezhen
ceramic culture. The phenomenon triggered by the Jingpiao community of the DiaoSu
Porcelain Factory Ceramic Art Community has attracted widespread social attention and
has turned into one of the most dynamic and special cultural phenomena nowadays.
As a unigue community phenomenon, the Jingpiao phenomenon is closely linked to the
ceramic art communities in Jingdezhen jointly promoting the interplay of traditional and
contemporary, regional and international, and multicultural integration and development
of Jingdezhen ceramic culture, injecting new vitality into the development of traditional

ceramic art and continuously revitalizing it.

Il. Scope, Objectives, Main Content, Methodology and
Innovation of the Study

(I) Scope

This study covers two main aspects: the Jingpiao community and the DiaoSu
porcelain factory ceramic art community. Through interview cases, we try to understand
the phenomenon of integration and intertwining of traditional ceramic art and
contemporary art trends under the conditions of globalization and market economy, and

the role of Jingpiao community in this process.
(Il) Objectives

1) Explore the lJingpiao community's promotion of cultural exchange and
integration.

2) The impact of Jingpiao community on the development of Jingdezhen ceramic
culture.

3) Put forward suggestions for its development.



() Main Content

This study takes the cultural development perspective as the core research topic
and examines the Jingpiao community and the DiaoSu porcelain factory ceramic art
community through interview method, fieldwork method and other research methods.
The main content of this study falls into three areas: 1) the composition and characteristics
of the Jingpiao community; 2) the history, function and structure of the DiaoSu
porcelain factory ceramic art community; 3) the cases of five types of lJingpiao
communities interviewed by the researcher. Through the analysis of the above three
points, we seek to figure out the ways and means to promote the cultural development

of the DiaoSu Porcelain Factory Ceramic Art Community of the Jingpiao community.

(IV) Methodology

1) Literature review: The researcher collected, summarized and analyzed a
variety of literature in order to gain a deeper understanding of the history, current
situation, problems and development trends of the Jingpiao group and the DiaoSu
porcelain factory ceramic art community, and to provide theoretical support for the field

research.

2) Field research: Several field visits were made to the Jingpiao community and
the DiaoSu Porcelain Factory Ceramic Art Community to understand the function and

structure of this community.

3) Interview method: The researcher used a "semi-structured" way to
communicate with the Jingpiao community during the visits to the DiaoSu porcelain
factory ceramic art community. Before the formal interview, an outline of the interview
was sent to the interviewees for pre-preparation in order to improve the effectiveness
and quality of the interview. The interview time of each interviewee was about 45
minutes, and the interview records were confirmed by the interviewees after they were

organized and approved by the interviewees.

4) Case study method: The case study method can be used to explore in depth
the specifics of the Jingpiao community and the DiaoSu Porcelain Factory Ceramic Art
Community, and to understand their composition, characteristics, and cooperation and

interaction with each other.



5) Analysis and conclusion: Through analyzing and summarizing the data from
literature and field research, we deeply understood the current situation and problems
of the development of Jingpiao group and Jingdezhen ceramic industry, and put forward

relevant suggestions and countermeasures.

(V) Research Innovation

1) The researcher presents views on the Jingpiao community, the phenomenon of
Jingpiao, and the background of the formation of the Jingpiao community.

2) The researcher proposes three positive explorations in the process of
transforming the porcelain factory into an art community.

3) The researcher adopts the form of interviews with the Jingpiao community
in this neighborhood. Through individual case studies of different types of artists from
Jingpiao community, we explore the phenomenon of traditional ceramic art and
contemporary art trends colliding and intertwining with each other under the conditions

of globalization and market economy.

lll. Literature Review

(I) Literature on the interactive relationship between
foreign immigrants and the development of Jingdezhen
ceramic industry

Jingdezhen City is located in the southeastern part of China, in the northeastern
region of Jiangxi Province (Figure 1). The local landscape is dominated by hills and
mountains, and although the natural conditions are favorable, the local population
struggles to sustain their livelihoods through agriculture alone due to limited land resources.
As a result, the industrial structure has constantly adapted to these conditions, ultimately
achieving comprehensive development in handicraft and commerce (Zhu, 2021: 61-63).
Ceramic handicraft is a key component of Jingdezhen's economy. Since ancient times,
Jingdezhen has been known for the saying "craftsmen come from all directions, and their
creations travel the world" (Fang, 2021: 226-238), and A large number of foreign immigrants
are engaged in trades concerning the production of ceramics. Over the course of more
than 1,300 years from the Tang Dynasty to the present, the immigration in Jingdezhen has

gone through four stages, as shown in Table 1.
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Stage 1
(Tang Dynasty,

- Immigrant community: Almost all of the ceramic production workers were

local residents of Jingdezhen due to the limitations of agricultural production.

618-907) Immigrants from other regions only came to Jingdezhen for short-term work during
the autumn and winter slack farming seasons, and the number of immigrant
workers was relatively small (Xiao, et al., 2013: 479-482).
- Ceramic industry: Family-based handicraft production.

Stage 2 - Immigrant community: Chinese ceramic manufacturing techniques from the

(Song to Yuan
Dynasty, 960-
1368

north and south converged in Jingdezhen as ceramic craftsmen from other regions
came to Jingdezhen to escape wars, leading to the rapid development of the
ceramic industry (Wang, 2019: 10-16). The thriving ceramic handicraft industry
attracted even more immigrants.

- Ceramic industry: Larger-scale ceramic handicraft workshops emerged, and the
porcelain produced in Jingdezhen became unrivaled in China's porcelain-

producing regions.




Stage 3

(Ming Dynasty to
the establishment
of the People's
Republic of China,
1368-1949)

- Immigrant community: Jingdezhen's ceramic industry developed on a larger
scale in the Ming Dynasty, forming a more refined division of labor.

This attracted a large number of practitioners and merchants from other
regions, leading to changes in social structure (Li, 2014: 24-33). Outsiders
gradually replaced locals in the ceramic industry through hometown
connections. In the Qing Dynasty, Jingdezhen's ceramic industry reached its
peak, with the appearance of guilds and trade associations, and the immigrant
city took shape.

- Ceramic industry: Since the Ming Dynasty, the ceramic industry has been
separated from agriculture and entered the stage of urban chemical factory
handicraft industry. In the Qing Dynasty, there were more than 400
organizations of all sizes and types, encompassing all industries related to
ceramics and monopolizing the key steps and raw materials of ceramics

production (Su & Huang, 2007: 82-87).

Stage 4

(From the
establishment

of the People's
Republic of China
to the present,
1949-present)

- Immigrant community: In the era of China's planned economy (1949-1978),
the local governments banned all kinds of trade associations and guilds and
built large porcelain factories so that all the workers worked on industrial
assembly lines, which led to a diminution of the influence of out-of-town
immigrants (Wu, 2022). After the reform and opening up (1978), against the
backdrop of the disintegration of large industrial production and the
flourishing of private ceramic enterprises, the field of private ceramic
production and artistic creation was again flooded with a great number of
foreign immigrants, who came to Jingdezhen in search of opportunities and
development.

- Ceramic industry: At the beginning of China's planned economy era, the
government set up more than ten modern ceramic factories in Jingdezhen.
Jingdezhen ceramics production has since entered the stage of large-scale
industrial production. After the reform and opening up, due to market, capital
and policy factors, the modern ceramic industry gradually transferred to

the coastal areas of southeastern China. Therefore, Jingdezhen ceramic
production returned to the field of handicraft production and artistic creation
(Chen, 2022).




Jingdezhen, with its main focus on ceramic handicraft production, has always
been an immigrant city and an economic and commercial district dedicated to ceramic
manufacturing. This open regional structure provided convenience for various immigrant
communities in production (He et al., 2015: 94-100), meaning that production technology
held a significant position in Jingdezhen's social relations. They could survive in Jingdezhen
as long as one mastered production technology, allowing generations of immigrant

communities to take root locally.

(Il) The Current Status of Research on Jingpiao Community

Compared with traditional immigrants, Jingdezhen's new immigrants, the Jingpiao
community, have unique characteristics. They are mainly art practitioners with artistic and
intellectual qualities. Both established masters and graduates of higher art schools were
included (Li, 2014: 24-33). The tolerant city of Jingdezhen provides a broad stage for them

to realize their dreams.

In a broader sense, the Jingpiao community refers to non-Jingdezhen household
registration of Chinese people and foreigners from different countries. The Jingpiao
community consists of three groups: the economically oriented immigrants, the college
graduates, and the special interest group with ceramic culture preference. The Jingpiao
community mainly focuses on ceramic art, ceramic cultural creativity and ceramic

industry related fields.

The term Jingpiao appeared after 2010 and was initially only circulated on a small
scale. The rise of the Jingpiao community is related to the Pottery Workshop creative
market. The creative-focused stall selection attracted many students from outside
Jingdezhen to stay and start businesses as the market expanded, and ceramic enthusiasts
were also attracted. These young new immigrants call themselves Jingpiao, becoming the
first migrant community to refer to themselves as Jingpiao. The term Jingpiao was first
used by media workers to promote Jingdezhen (Wang, 2013), and later became widely
accepted. The term began to be used to refer to this community for academic
discussions and has been used ever since. Many scholars have paid attention to the
role of the Jingpiao community in promoting cultural and creative industries. According

to Hu Bin (2023: 46-54), the Jingpiao community has played an important role in urban



transformation and has played an important role in promoting the development of
creative economy and the prosperity of urban culture. The Jingpiao community is also
one of the important components of the international competitiveness of Chinese
cultural industry (Guo, 2021: 5-13). Besides, the gathering and activities of the Jingpiao
community in the creative field have promoted the development of cultural innovation

and creative industries.

A number of studies by domestic and international scholars have focused on
the cultural development and management of Jingpiao community and ceramic art
communities in Jingdezhen. From the perspective of cultural development, Guo Jianhui
and Li Haidong (2022: 30-40) explored the role of the Jingpiao community in promoting
contemporary cultural development. In addition, studies in recent years have focused
on the cultural consumption behavior of the Jingpiao community in Jingdezhen. For
example, some studies have explored the consumption behavior and psychological
characteristics of the Jingpiao community in ceramic cultural tourism, arguing that they
focus more on cultural experience, sense of history, and emotional identity rather than
just commodity consumption. For example, a study based on questionnaires and in-
depth interviews found that the Jingpiao community prefers in-depth tours and cultural
experiences in cultural tourism in Jingdezhen, and is more willing to spend time and
money to learn about the history and culture of Jingdezhen rather than just buying
some souvenirs or making superficial sightseeing tours (Wang & Sun, 2014: 5-11). In
addition, some studies have also explored the social and online behaviors of the Jingpiao
community in cultural consumption, suggesting that they are more inclined to share and
spread cultural experiences through social media, thus forming a wider cultural influence
(Wang, 2013).

These studies not only provide useful references for understanding the
development of urban culture and community management in Jingdezhen, but also
help to explore the relationship between culture and urban development in depth and

provide references and inspiration for cultural development in other cities.



IV. Results of the Study

(I) The meaning of Jingpiao Community

1. Definition and characteristics of the Jingpiao Community

The term Jingpiao (RiE), which originates from Beipiao ({t#E). The word Piao
(JLEE) can mean to drift around, or it can refer to the ideal state of being free and easy,
or it can indicate mobility and unrootedness (Jin & Liang, 2016: 6-10). In a broader sense,
the Jingpiao community refers to non-Jingdezhen household registration of Chinese
people and foreigners from different countries. The Jingpiao community consists of three
groups: the economically oriented immigrants, the college graduates, and the special
interest group with ceramic culture preference. The Jingpiao community mainly focuses on

ceramic art, ceramic cultural creativity and ceramic industry related fields.

From the perspective of cultural transmission, population migration brings the
opportunity for people from different cultural backgrounds to interact and learn from
each other. In this exchange, people can learn the essence of others’ culture and improve
their own. Besides, the fusion of old and new cultures may inspire unique creativity and
innovation, providing new impetus for the development of culture. The new immigrants in
Jingdezhen have their own unique characteristics compared to the traditional ones. These
new immigrants are mainly art practitioners with knowledge and artistic literacy, including
both established art masters and graduates of higher art schools. The inclusive city of

Jingdezhen provides opportunities for them to realize their dreams.

2. Formation background of Jingpiao Community

The term lJingpiao emerged after 2010 and was only circulated in a small area
at that time. With the expansion of the scale of the creative market, creativity as the
core of the selection of stallholders has attracted many out-of-town students to stay in
Jingdezhen to start their own businesses, and the ceramic enthusiasts are also attracted.
These young new immigrants named themselves Jingpiao and became the first immigrant
community to name itself as Jingpiao. Subsequently, the continued influx of high-end
talent attracted the attention of the government, which set up a specialized agency to
manage it. It has long been a cultural phenomenon Although Jingpiao is a recently coined
term. The development of the Jingpiao Jingpiao community can be divided into four

stages after China's reform and opening up, as shown in Table 2.



Stage 1
(1976-1995)

- Immigrant community: Residents of towns around Jingdezhen.

- Ceramic industry: After the reform and opening up, the state-owned porcelain
factories in Jingdezhen fell behind in terms of management and technology, fell
into crisis, and eventually closed down. After the reform of state-owned enterprises
in Jingdezhen in 1995, more than a dozen large state-owned porcelain factories
eventually closed. The Jingdezhen ceramic industry returned to handicraft production
from industrial production, and private ceramic workshops revived (Yu, 2021: 56-57).

- Ceramic products: Jingdezhen traditional ceramic and imitation antique porcelain.

Stage 2
(1995-2008)

- Immigrant community: Professional artist and college teacher.

- Ceramic industry: in 1995, potter LiJianShen ZENE) established the Sanbao
ceramic art village (ZFE R ZEH) in Sanbao Village (ZFEHY), Jingdezhen, to
develop an international artist-in-residence program utilizing the lJingdezhen craft
support system and Jingdezhen ceramic culture. 2004 saw the establishment of the
1,000 Years Celebration in Jingdezhen and Sanbao ceramic art village took advantage
of the Celebration to promote it to a higher level of popularity. After the Sanbao
ceramic art village became famous, more and more artists in non-pottery fields began
to pay attention to this place, and Chinese domestic artists gradually gathered here to
become the original Jingdezhen artists.

- Ceramic products: Jingdezhen traditional ceramic products and modern pottery works.

Stage 3
(2008-2016)

- Immigrant community: University students and ceramics enthusiasts from different
places.

- Ceramic industry: Pottery Workshop officially settled in Jingdezhen, aiming to
provide a communication space for ceramic artists and enthusiasts. The Pottery
Workshop creative market was established in 2008, attracting many foreign students to
start businesses in Jingdezhen. Some ceramic enthusiasts obtained initial startup funds
relying on the creative industry. The term Jingpiao appeared at this point.

- Ceramic products: Creative ceramic products.

Stage 4
(2016 -

Present)

- Immigrant community: Diverse professions and social classes.

- Ceramic industry: The Taoxichuan (F@?;%JII) Cultural and Creative District, led by
the government, creates an advantage of talent gathering and attracts young
entrepreneurs to participate.

- Ceramic products: Creative ceramics; ceramic art pieces; diverse art pieces

incorporating ceramic elements.




3. Definition and Characteristics of Jingpiao phenomenon

Jingdezhen ceramics has become one of the figurative representatives of traditional
Chinese culture with its unique artifact-making characteristics and historical background.
In the Ming and Qing dynasties, the imperial court set up the imperial kiln factory in
Jingdezhen, which established the status of Jingdezhen in the Chinese ceramics industry.
After 1949, Jingdezhen established the ceramic industrial production system in a short
period, realizing the leap from handicraft production to industrialized production.
Although Jingdezhen has a glorious past, its characteristics of a single handicraft city and
relatively closed geographic space have also caused its limitations. Therefore, with the
changes in market competition and consumer demand, Jingdezhen ceramics are facing the
challenge of innovation and transformation. How to maintain the essence of traditional
craftsmanship, as well as to adapt to the trend of the times and aesthetic interests, is an
important issue in the development of Jingdezhen ceramics. The emergence of Jingpiao
community not only continues the heritage of Jingdezhen history, but also marks the

cultural renaissance after the decline of traditional crafts.

The phenomenon of Jingpiao shown by the Jingpiao community refers to a group
of people in Jingdezhen who are highly concerned about and actively participate in
the ceramic culture of the region, who come from different regions and backgrounds,
but all focus on the ceramic culture of the region and are engaged in ceramics-related
industries in the region. This community includes ceramic artists, research scholars,
craftsmen and other practitioners related to the ceramic industry. The emergence of
the Jingpiao community has added new vitality and creativity to this town. Through their
professional knowledge and creative practices, they promote the inheritance, innovation
and development of Jingdezhen's ceramic culture, adding richness and diversity to the
cultural ecology of Jingdezhen. At the same time, the lJingpiao community has also
become an important force in spreading Jingdezhen ceramic culture, promoting Jingdezhen
ceramic culture to the world through various ways and platforms, and attracting more
domestic and foreign tourists and artists to Jingdezhen, contributing to the exchange and

cooperation of ceramic culture.



() The meaning of Jingpiao Community

(1) Overview of DiaoSu Porcelain Factory Ceramic Art Community

1. Background and Development of DiaoSu Porcelain Factory

Jingdezhen DiaoSu Porcelain Factory (Figure 2) was founded in 1956, initially by
the merger of three handcraft cooperatives. It was at first called Jingdezhen Arts and
Crafts Porcelain Factory, later renamed Jingdezhen DiaoSu Porcelain Factory. During the
period of China's planned economy, the factory focused on ceramic sculpture production
and became one of the leading companies in China's ceramic sculpture industry.
With strong technical force and excellent production equipment, inheritance and
development of round carving, relief carving, openwork and pinch carving and other
traditional craft techniques (Figure 3), DiaoSu Porcelain Factory has produced a large
number of traditional craft ceramic sculpture with Chinese characteristics, as well as a
variety of practical ceramic sculpture (Figure 4). In 1978, when Chinese leader Mr. Deng
Xiaoping visited the Kingdom of Thailand, he presented the ceramic sculpture "Six Cranes
in Spring" (Figure 5), created by Tang Zigiang of DiaoSu Porcelain Factory, as a national gift
to the King RAMA IX. This gift was the symbolism of Sino-Thai friendship (Xinhua News
Agency, 1978). In addition, there are many excellent works of DiaoSu Porcelain Factory in

various museums in China.

Figure 2

The main entrance of the DiaoSu Porcelain Factory Ceramic Art Community

Note. From Jingdezhen Sculpture Porcelain Factory, full of simplicity and fashion, has become
a favorite check-in place for young people, by Fallen of the list, 2022, Sohu (https://www.sohu.

com/a/606306567 117402). Copyright 2022 by Fallen of the list
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Figure 3

The DiaoSu Porcelain Factory's traditional ceramic production method.
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Figure 4

The DiaoSu Porcelain Factory's traditional ceramic production method.
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Porcelain Sculpture  Picture of Six Cranes in the Spring

Figure 5

The ceramic sculpture "Six Cranes in Spring" created by Tang Zigiang of DiaoSu Porcelain Factory.
Note. From "Spring Breeze" Jingdezhen Painting Institute 2021 New Year Works Online Exchange Exhibition,
by Yutang porcelain, 2021 (http://www.cnmeiw.com/News/NewsCenter/NewsDetail?keyld=bd8d309a-
9f39-d446a-al12-acc600f18f54). Copyright 2021 by CNMEIW.com

In the period of planned economy, DiaoSu Porcelain Factory mainly created two
types of products: traditional ceramic sculpture and ceramic sculpture reflecting real-life
themes. Traditional ceramic sculptures include (Figure 6): the three lucky men (Fuk &
Luk % Sau %), the four traditional Chinese beauties (FiJiti~- FHIE . SEW. 5 EIF),
four heavenly guardians, Guanyin, Maitreya, Feitian, etc.; Ancient Chinese stories: Liang
Shanbo and Zhu Yingtai CZILI{A5#HEF), A Dream in Red Mansions (ZL#5%), etc. Among
the works created by He Shuigen, there are many excellent works in various museums
in China. His work "Fisherman" (Figure 7) is a typical representative of traditional ceramic
sculpture. Meanwhile, with the founding of the People's Republic of China, people
began to pay attention to the changes taking place around them and emphasized the
need to go deeper into life to find inspiration. As a result, some art works reflecting
the life of the times have gradually attracted people's attention. Liu Yuanchang's work
"Spring Swallow Spreading Wings" (Figure 8) is a typical representative of ceramic sculpture

reflecting real-life themes.



Figure 6

Traditional ceramic sculpture products produced by the DiaoSu Porcelain Factory.

Figure 7

He Shuigen and his work "Fisherman”

Note. (Left) From He Shuigen porcelain carving art materials, by L. Shensheng, 2008, (http://www.
jdzmc.com/Article/Class4/Class21/2008/07/25/10205.html). Copyright 2010 by Pavillion Ceramic Art
Museum, (Right) From LOT 2273 Statue of a fisherman carved in He Shuigen, by Singapore international
auction limited, n.d. (https://www.artfoxlive.com/product/2134150.html). Copyright 2021 by Art Fox.



The development of DiaoSu porcelain factory can be divided into three stages:
1) handicraft socialist transformation stage; 2) modern ceramic industrial system
construction stage; 3) state-owned porcelain factory decline stage. In the decline stage of
state-owned porcelain factories, due to the conversion of China's planned economy to
a market economy, Jingdezhen's state-owned porcelain factories have been impacted in
many ways. The sharp decline in the economic efficiency of the factory caused a major
stimulus to production, resulting in poor sales of products. Therefore, the DiaoSu porcelain
factory also started to find an alternative solution. The explorations during this period laid

the groundwork for the subsequent formation of a ceramic arts community.

Exploration I: Ceramic tourism

In the background of the DiaoSu porcelain factory facing difficulties, Jingdezhen
municipal government considered to transform the DiaoSu porcelain factory into a ceramic
industrial tourism landmark. Its purpose is to use culture as a carrier to develop ceramic
culture industry, as well as to seek industrial tourism and ceramic culture combination to
break through the dilemma. In 1992, the first phase of the construction of MingQingYuan
(Figure 9) was completed, transforming a piece of land at the front gate of the DiaoSu
porcelain factory into a commercial complex with the functions of art creation, ceramic
production demonstration, shopping and catering, etc. In 2003, the third phase of
MingQingYuan was completed, with a total investment of more than 10 million yuan, and the
transformation design of the entire factory was finished. In 2004, MingQingYuan was named
"National Industrial Tourism Demonstration Site", successfully realizing the transformation

of industrial heritage to industrial tourism and ceramic culture production (Li, 2014: 24-33).



Figure 9

The first phase of the construction of

MingQingYuan.

Exploration Il: Master studio system

In 1995, Jingdezhen experienced the reform of state-owned enterprises, and more
than ten state-owned porcelain factories were completely closed down, which brought a
major turning point to Jingdezhen's ceramic industry. In order to adapt to the situation, the
management of the DiaoSu porcelain factory divided the large factory into more than 100
master studios, and implemented the "master led system", so that each ceramic master
led a certain number of workers to continue production. In this way, the DiaoSu porcelain
factory is able to retain core elements such as process, technology, people, brand and

industrial processes.

Exploration lll: Leasing operations

In 1995, Jingdezhen Dongfeng porcelain factory took the lead in implementing
the model of "separating the ownership and management of ceramics factories, allowing
private leasing of plant and equipment". Since then, private individuals have leased plant
and equipment and hired their own workers to produce and sell them. Other state-owned
porcelain factories followed suit. DiaoSu porcelain factory has also gradually decomposed

into a number of independent economic status, completely independent management



of individual leasing entities. At this time, the function of the management of the DiaoSu
porcelain factory gradually evolved into a service function, and the ceramic art community

began to appear.

In 2005, the DiaoSu porcelain factory 's management partnered with the
internationally renowned Pottery Workshop (Figure 10) to create the Jingdezhen branch.
Pottery Workshop provides international standard ceramic artists' studios and other
supporting facilities. The DiaoSu porcelain factory provided Pottery Workshop with land
on the factory site, facilities for leasing the factory building, and skilled workers. 2008 saw
the launch of the Pottery Workshop's creative market, which has become a well-known
diversification project in the community. In the early days of the creative market, there was
no access system or rental fees, and original and experimental works were encouraged,
with many students selling their homemade ceramics at the creative market (Tang & Hou,
2020: 148-151). As its reputation expanded, it attracted more and more ceramic enthusiasts
from outside the city to join in, and the creative market attracted many visitors. Nowadays,
the creative market has become the cultural card of the DiaoSu Porcelain Factory Ceramic

Art Community and a new cultural landmark in Jingdezhen.
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Figure 10
The Pottery Workshop Jingdezhen.



2. Functional division of the DiaoSu Porcelain Factory Ceramic Art Community
As mentioned earlier, after the closure of the DiaoSu Porcelain Factory in 1995,
its management functions gradually evolved into service functions. Currently, the DiaoSu
Porcelain Factory serves as a ceramic art community under one management. It was
established on the basis of a privately contracted plant and is designed to serve both
businesses and individuals. This community is filled with all kinds of ceramic practitioners,

forming a symbiotic and coexisting community of destiny.

The DiaoSu porcelain factory's factory area is a long rectangle. The factory is divided
into east and west two areas. A north-south avenue running between the front and back
doors separates the east from the west. Before the closure of the DiaoSu porcelain factory,
the west area is for ceramic raw materials production, ceramic molding, kilns and other
functions, while the east area is the logistics, storage and management of functional areas.
Although the DiaoSu Porcelain Factory Ceramic Art Community carried out the renovation
of the MingQingYuan project, there is a certain balance between the architectural styles of
the problem. The combination between the newly built Huizhou-style (8 H X##) buildings
and the old factory buildings is not perfect, resulting in some places appearing a bit hard
and abrupt. The structure of the old factory buildings is basically similar, all belonging
to the red brick and black tile Bauhaus style building, with high chimneys and staggered
south-facing windows. The internal support structures of the factory buildings are wooden
frames, steel frames or concrete columns, while the external enclosure is made of red

bricks or mud.

Nowadays, businesses in ceramic arts community choose to lease well-located,
tall buildings as a whole because they have the financial advantage. Stores on the main
road are mostly divided into buildings in the form of separate leases. Deeper into the
east-west direction, in the capillary-like alleys, short bungalows are more often leased as
a whole, and various types of workshops and individual studios tend to choose this area.

The specific area classification and profile are shown in the table 3 and Figure 11.



Figure 11

Specific area classification of the
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Area Classification Introduction

Commercial Street - Single-type: Shops that sell a single product;
- Compound-type Shops: This category mainly refers to stores that sell

three or more types of products.

Production Area - A cluster of workshops based on the complete ceramic production
chain.
Integrated Area 1 - Larger enterprises, famous artists' studios: large enterprises such as Pottery

Workshop and Creative Market in Point A, Ming Qing Yuan in Point B.

Complex Area 2 - Individual studios, part of the living area: most of the Jingpiao communi-

ty's studios are located at this area

() The meaning of Jingpiao Community

1. Jingpiao Community at the Creative Creative Market

Vendor, interviewee no.1 is a student (Figure 12), a native of Hubei Province, China,
who attends university in Jingdezhen. She told the researcher that the creative market is
her only sales channel. She currently only runs a stall on Saturdays, and spends the rest
of her time, except for classes, on making ceramic products. Initially, she learned about
creative market by following her classmates to come along and set up stalls. During her
participation, she felt the lively atmosphere of the event, which stimulated her interest.
As a result, she started to try to make some ceramic products and actively applied for a
stall to participate in the creative market. She also told us that before she came to the
creative market to set up a stall, she didn't know what products were suitable for sale,
and it was only in the process of many times of trial and error that she gradually found
her own product positioning. She said that her current stall business is quite good, and
that if it stays like this, she will consider staying after graduation. There is also a couple,
interviewee no.2 and interviewee no.3 (Figure 13), with husband, interviewee no.2 from
Jiangsu Province, China, and wife, interviewee no.3 from Anhui Province, China. They also
set up a stall at the creative market, mainly making ceramic tea sets. They have now
become veteran stallholders at the creative market. The husband made his first money
by participating in the creative market while he was studying at university in Jingdezhen.
And his wife came to Jingdezhen from abroad after graduating from university and started

a joint business with her husband.



Figure 12

Ceramic products made by interviewee no.1.

Figure 13

Ceramic products made by interviewee no.2 and interviewee no.3.

Currently, they own a store of their own in the nearby pottery street and have
maintained a stable customer base. When responding to our questions, interviewee no.3
said that they chose to set up a stall for several reasons: firstly, it is a place where they
can reach out to new customers and broaden their sales channels, which will help them
to expand their business; and secondly, they hope to be able to learn about the trends

in the ceramic art community so that they can adjust their products in response to the



market demand. In addition, seven or eight years ago, the couple had rented a house in
the DiaoSu Porcelain Factory Ceramic Art Community as a studio. At that time, they chose
to rent a room in the DiaoSu Porcelain Factory Ceramic Art Community mainly considering
the convenience, because it was very convenient from the purchase of raw materials to
sales. Furthermore, when they received orders, they were able to directly hire skilled
workers to participate in their own production activities, which was conducive to improving
production efficiency. However, due to space constraints and rising rents, they later had

to move out of DiaoSu Porcelain Factory Ceramic Art Community.

2. Artists in Exploration

Artist, interviewee no.4 (Figure 14) is a Chinese painting artist from Hunan Province.
His studio is located in the DiaoSu Porcelain Factory Ceramic Art Community. He first
visited Jingdezhen in 2008 and spent time here every year for the next few years. In
2011, he decided to set up his studio in the the DiaoSu Porcelain Factory Ceramic Art
Community. Interviewee No.4 chose to come to Jingdezhen because he wanted to
present the charm of Chinese paintings on ceramics. Therefore, on the one hand, he asked
for advice from senior artists with traditional porcelain painting techniques in Jingdezhen,
and on the other hand, he experimented with high-temperature color glaze painting many
times. In the past, there was no color glaze painting in Jingdezhen, and color glaze was
used for the overall decoration of the vessel. Interviewee no.4 introduced himself to the
researcher by adopting the technique of Chinese painting, using many kinds of color glaze
as pigments on the porcelain plate. Since this is a brand-new field, there is no experience
to refer to but only repeated experiments. In the communication with interviewee no.4, he
told the researcher some difficulties: (1) the thickness of different kinds of color glazes is
related to the final effect; under high temperature, various kinds of color glazes will react
chemically, which is uncontrollable; (2) the success rate of color glaze firing is very random,
and at the best time, the success rate can be increased to about 50 percent. Without any
information to refer to, interviewee no.4 could only experiment repeatedly to record the
effect at the beginning of his creation, but after unremitting study and practice, he finally
found his own unique way to express his ceramic art. He told us that waiting for the kiln
door to open was the most exciting time for him because ceramic works are not easy to
be fired, especially high-temperature color-glazed ceramic panels. For him, if a work is fired
or perfect it is a thing to celebrate. When asked about his views on traditional ceramics in

Jingdezhen, he said, "Although Jingdezhen has a history of more than a thousand years of



ceramics production, its core competitiveness lies more in the craftsmanship of its artisans

than in the depth of its 'artistic ideas'. It was only after the concept of artistic creation

spread to Jingdezhen that the idea of ‘artistic ceramics' gradually emerged."

Figure 14

Ceramic products made by interviewee no.4.

3. Scholars from foreign countries

Russian interviewee no.5 (Figure 15), a university teacher from St. Petersburg. When
the researcher asked her what brought her to Jingdezhen, she said that due to her work,
she could apply for an exchange to a university in Jingdezhen for three years. She said she
was very happy when she knew about this opportunity, so she was very active in applying.
She knew from her books that Jingdezhen is a famous porcelain producing area in China.
During her work at the university, she was also exposed to the decoration and design of
porcelain, and hoped to do something different from her previous works of art when she

came to Jingdezhen.

Figure 15

Work photos of Interviewee no.5.



When talking about why she chose to locate her studio in the DiaoSu Porcelain
Factory Ceramic Art Community, interviewee no.5 mentioned several reasons. Firstly,
she noted that there is a relatively high concentration of foreigners in this neighborhood.
There are many long-time Jingpiao working in the community, as well as foreign artists
with short-term residencies. People can share information and help each other through
social networks, forming a close circle of communication. Secondly, in the DiaoSu
porcelain factory ceramic art community, she is able to exchange ceramic art with people
from all countries. We all have a strong interest in art, so there are common topics in
communication. People from different countries have different cultures and artistic styles,
and they can learn from each other, often resulting in unique creative sparks. This kind of
international art exchange is very interesting and meaningful to her. In addition, she also
mentioned that in this community, she sometimes only needs to provide her ideas and
the artisans in the workshop can help her realize what she wants to express. The services
here are extremely convenient, and she often interacts with Chinese artists, foreign artists,
and local master students. She also tried to learn from a master, although not in a formal

ceremony, but simply by studying with him for a month or two.

When the researcher asked if she would continue her current work when she
returned to Russia, interviewee no.5 revealed to the researcher her current organizing
work. She is in the process of organizing information about the ceramic making methods
she learned in China, organizing the photos and videos she took in China, and collecting
ceramic-related books and magazines. She hopes to organize these into a curriculum when
she returns to Russia and to teach her students what she learned in China. In the meantime,
upon returning to the university where she works, she also plans to continue working in
ceramics, even though it is not as easy to buy materials and equipment in Russia as it is
when she is at the DiaoSu Porcelain Factory. She still wants to take control and familiarize
herself with all the processes. This is due to her love for ceramics and her dedication to

art, which enables her to overcome difficulties and continue working in this field.

4. Art Dealer

Interviewee no.6, a native of Anhui Province, China, currently runs a ceramics
gallery in Hangzhou, Zhejiang Province (Figure 16). He studied business administration at
a university in Jingdezhen. However, he was not exposed to ceramic art during his college

years and chose to move to Shanghai, China after graduation to work in the marketing of



electronic components. However, after 2008, when the Chinese contemporary art market
was heating up, an invitation from a relative made interviewee no.6 see an opportunity to
quit his old job and move to Hangzhou. This time, he embarked on a brand new career
path, becoming an art dealer specializing in artists' works. For him, the two years from 2008

to 2010 were a period of adaptation. Since he had no previous contact with art sales, he

basically spent this time learning from relatives and accumulating contacts.

In 2010, Jingdezhen's ceramic works of art in a number of contemporary art auction
prices soared, this phenomenon led to the whole Jingdezhen ceramic art market ushered
in a blowout period. For interviewee no.6, he sensed an opportunity and decided to
return to Jingdezhen to take a look. At that time, he was amazed by the works of artists in
Jingdezhen's high-end art circle. High-end artists' artworks were often sold for more than
RMB 200,000, while mid-range artists' artworks were not less than RMB 30,000. He said
that these artworks had attracted attention in the Hangzhou art circle, and that although
the opportunity was great, as an outsider, he could not get access to these artworks at
all. Mature local art dealers have monopolized the work of these fine artists, making it

impossible for him to access this market directly.

During his stay in Jingdezhen, he met with his university teachers at a dinner party
and heard that the DiaoSu Porcelain Factory's Ceramic Art Community's creative market
was not quite the same as traditional ceramics in Jingdezhen, and that he could visit it.
Interviewee no. 6 came to this creative market and was pleasantly surprised by the ceramics

in it. These works show more creative and modern elements than the traditional ceramics



in Jingdezhen. The creative market featured a wide range of ceramics, not only traditional
ceramic jewelry and tea sets, but also bold and avant-garde modern ceramics. He was
particularly attracted to the works of some young artists, who combined traditional ceramics
with contemporary art using novel techniques and design concepts to present unique and
individual works of art. At the creative market, he met some potters and artists. Through
this experience, he realized that besides those traditional artworks, Jingdezhen also has
vibrant and creative art creations, which might be the direction he could try to operate and
promote. After returning to Hangzhou, he began to think about how to introduce these
novel ceramic works and ceramic products to the Hangzhou market. He contacted some
artists, he met at the creative market and cooperated with them to introduce their works
to the Hangzhou market. Through active marketing and precise positioning, he successfully
attracted a part of the customer group with artwork consumption demand, and gradually

established a certain influence in Hangzhou art market.

At present, in addition to dealing with ceramic artwork, interviewee no.6 also
introduces tea from various tea-producing regions in China into his ceramic gallery. He
told us that both tea and ceramics belong to traditional culture in China, and there is a
close connection between them. The Hangzhou gallery has three floors, with a ceramics
showroom on the first floor, a tea room on the first floor where clients can enjoy tea, and
offices and meeting rooms on the second floor. He said he regularly invites Jingdezhen
artists to Hangzhou for promotions to introduce these outstanding artists to local
clients. This not only enhances clients' understanding of ceramic art, but also promotes
communication and cooperation between artists and clients. In addition, he is planning
cultural study routes, aiming to learn about traditional culture, including tea culture
and ceramic culture, through traveling. He plans to bring his Hangzhou clients to various
regions and connect these places. Jingdezhen will play an extremely important role in

this cultural study route.

For interviewee no.6, his ceramic gallery is not only a place for displaying and trading
artworks, but also a window to convey traditional culture. He combines tea culture and
ceramic culture with passion and heart to provide a place for customers to experience the
charm of traditional culture. At the same time, he also provides a platform for Jingdezhen
artists to display and promote their works to the outside world, which promotes the

inheritance and development of traditional Chinese culture in modern society.



5. Students from foreign universities

Interviewee no.7 (Figure 17), a native of Sichuan, China, is a master's student at a
university in Chongging and currently spends three to four months a year in Jingdezhen.
During his previous undergraduate studies, he was briefly exposed to ceramics as a material,
and he told the researcher that he was willing to be a Jingpiao community in Jingdezhen

solely because of an experience he had during his undergraduate senior design.

Figure 17

Ceramic frescoes of interviewee no.7.

Interviewee no.7 told the researcher that in 2019, when he was in his fourth year
of university, his graduation design tutor assigned him to the ceramic material group, and
so he came to Jingdezhen for the first time. Interviewee no.7 hurried to Jingdezhen after
completing the sketches for his graduation design at school, and had only a short period of
forty days in which to complete the work. His graduation design tutor had a small studio in
the DiaoSu Porcelain Factory Ceramic Art Community, which became the place where he
started his graduation design production. Interviewee no.7 recalled that when he first came
to Jingdezhen, he didn't come here with the intention of learning Jingdezhen's traditional
technique of painting ceramics, but only to use ceramics as a new material for ceramic art
creation. However, various difficulties in practice delayed the production of his graduation
design, and he could only complete the production of one work in just forty days. What
he remembered most was in the last step of firing of the graduation work, there was a
problem, and a lot of very long cracks appeared on the graduation work. Interviewee

no.7 confessed that when he saw the work on the kiln car, his mood fell into despair.



However, fortunately, the owner of the public kiln comforted him, saying that the problem
could be solved with a simple repair, and warmly gave him the phone number to contact a
repairer. The next day, the contacted worker arrived at the public kiln on time. The worker
first carefully observed the cracks on the graduation piece, and then took out some special
fillers and paints. He skillfully carried out the repair, skillfully embedding the filler into the
cracks so that it fit perfectly with the surface of the ceramic. Next, he delicately sprayed
the paint, restoring the pattern and color around the cracks to an almost imperceptible
degree. The entire restoration process was so superb that he could not help but marvel at
the skill of the mending craftsman. After a lot of hard work, the graduation piece was finally

perfectly restored, with no trace of the work visible, as if it had just come out of the kiln.

This magical experience made interviewee No.7 deeply feel the bond with Jingdezhen.
He studied mural painting in college and always thought that water, fire, earth and mural
subjects were the perfect combination of artistic expression. In Jingdezhen, there is a
special power that can inspire his creative passion. Although he uses ceramics as a tool in
his artistic creation, he has always positioned himself as an artist and potter. In his opinion,
the orthodox art education he received in the university is the foundation of his creation,
while ceramics is only a medium for his creation. When asked how he positions himself,
he emphasizes the importance of learning the traditional skills of Jingdezhen. Excellent
traditional skills are the cornerstone of modern innovation. While foreign artists may have
unique insights into artistic concepts and ideas, they still need to learn when dealing
with the "craftsmanship" of ceramic materials. In the DiaoSu porcelain factory ceramic art
community, he found it very convenient to learn traditional techniques, so he decided to

stay in Jingdezhen and pursue his artistic dreams here.



V. Conclusion

Traditional lJingdezhen ceramic art originated from a very stable cultural
background that existed only in agricultural societies with a slow pace and relatively
closed societies. However, although Jingdezhen is characterized by a single handicraft
industry and a relatively closed geographical space, with the increasing complexity of
human social structure and the mutual influence of various cultures, the aesthetics of
the people of Jingdezhen are also becoming increasingly diversified. Under this diversified
backeround, Jingdezhen ceramic art also faces new challenges and opportunities. In this
context, the Jingpiao community emerged, they brought new artistic concepts and ideas
to Jingdezhen. The vast majority of them have received systematic art studies in colleges
and universities, have a solid art foundation. Therefore, they are familiar with a variety of
artistic expression forms of skills and concepts. For example, interviewee no.7, who had
six years of art study, came to Jingdezhen to engage in art creation and set up his personal
studio in the DiaoSu Porcelain Factory Ceramic Art Community. His artworks embody
the unique concept and style of mural art. There are many other Jingpiao community
like interviewee no.7, who are not satisfied with the traditional forms of ceramic art, but
try to inject new vitality and contemporary flavor into Jingdezhen's ceramic art through
innovation and integration. In the process, they not only broaden the boundaries of
ceramic art, but also promote the inheritance and development of traditional skills in

Jingdezhen.

However, interviewee no.7 originally came to Jingdezhen not to learn traditional
porcelain painting techniques, but to use ceramics as a new creative material. Like
interviewee no.7, many members of the Jingpiao community have come to Jingdezhen
with this mindset. However, because the Jingpiao community is not familiar with the
process of ceramic art, it takes at least half a year or two or three years to be familiar
with the process of ceramic, and if you want to further achieve something, you need
your own wisdom. Local ceramic practitioners in Jingdezhen have learned the most
exquisite ceramic skills from their ceramic teachers, which is the accumulated experience
of many years of practice. However, the Jingpiao community does not have these skills,
and it is difficult to for them to easily master. The Jingpiao community and local ceramic
practitioners in Jingdezhen exchange and learn, and gradually practice to find their own
artistic language for ceramic art creation. As when he first came to Jingdezhen, interviewee

no.4 also combined the characteristics of his Chinese painting with color glaze after being



instructed by the traditional technique masters in the DiaoSu porcelain factory. With the
vigorous development of the ceramic art market, more and more Jingpiao communities
has flooded into Jingdezhen, and their ceramic art works and products have gradually
been recognized by the market. These artists continued to learn the traditional skills of
Jingdezhen, and then combined them with their own advantages to find their own way
of ceramic expression. At the same time, local ceramic practitioners in Jingdezhen are
also aware of the advantages of foreign artists, and actively learn their advanced artistic
thoughts and concepts, and skillfully integrate Jingdezhen traditional skills with modern

elements, so that traditional skills can be inherited and radiate new charm.

Foreigners in the Jingpiao community may face some difficulties in creating art
in Jingdezhen due to language and cultural gaps. However, these gaps rather become
an advantage for their creation, as they are in a state of freedom and are able to go
beyond the traditional artistic framework of Jingdezhen. Usually, they cooperate with
local universities or art institutions in Jingdezhen, for example, interviewee no.5 came
to Jingdezhen because of an international program between universities. In the DiaoSu
porcelain factory ceramic art community, the schedules for foreign artists are usually
handled by the Pottery Workshop, and they usually stay in Jingdezhen for one or two
months on their first visit. Some foreign artists choose to live here for a long time to engage
in ceramic art because they like Jingdezhen, and become part of the Jingpiao community.
The cooperation and interaction between foreign artists and local ceramic practitioners
is a process of mutual learning, and this exchange not only promotes the intermingling
of artistic creations, but also international cooperation. This interaction is not only
limited to foreign artists and local ceramic practitioners, but also includes exchanges and
cooperation between foreign artists, local ceramic practitioners, and even between
foreign artists and artists from other regions. This multi-party cooperation and interaction
has brought more diversified elements and innovative thinking to the ceramic art of

Jingdezhen.

Through the examination of the DiaoSu Porcelain Factory Ceramic Art Community,
the analysis of the function and structure of this community, and the review of its
historical development, it is concluded that the DiaoSu porcelain factory has
experienced a transformation from a factory to a ceramic art community. With the

deepening of the market economy in the context of globalization, the modes of



production, social organization, intellectual orientation, dissemination of skills and
aesthetic forms of art practitioners are all affected by the market. At the same time, with
the continuous influx of more Jingpiao communities, the DiaoSu Porcelain Factory Ceramic
Art Community has become a fertile soil for breeding ceramic art. In this community, you
can not only see the handicraft culture created by traditional craftsmen and artisans, but
also the contemporary ceramic art culture created by foreign artists. Its development
is not only about culture and art, but also a complex integrating culture, art, economy,
politics and social interaction. The DiaoSu Porcelain Factory Ceramic Art Community is the
result of cultural integration in a period of social transformation. Its development is not
only about culture and art, but also a complex integrating culture, art, economy, politics
and social interaction. In addition, the cultural ecosystem of this complex has gradually
changed from the original state of factory to the current state of fully open ceramic
art community. In this melting furnace, the Jingpiao community interweaves traditional
culture with modern culture, contemporary culture, local culture and world culture,
and works together with traditional skills and modern technology and modern media,

ultimately contributing to the continuous renewal and regeneration of culture.
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Abstract

The article delves into a study that thoroughly examines the shifts in the aesthetic
phenomenon of Hua Hin Beach through site-specific art, in which the researcher used
Hua Hin Beach as a case study. Hua Hin is an old resort town that has been very popular
from the past to the present. Some beaches are unique both physically and aesthetically.
The wide sandy beach is white and delicate, with clear seawater; the main highlight is
the rocks lined up uniquely. The author was inspired to present a story from observing
the experience value of beauty and natural phenomena. The objective is as follows:
1) The author aims to question and interpret the site-specific art interaction with
the natural environment and how it can create new perspectives for visitors to the
beach; 2) It serves as a conduit for the transformation of all things; 3) To show the
impermanence of existence in the natural environment; 4) To explore the delicate
relationship between man and the environment, and to collect data through study,
research, observation of beach visitor, interviewers, and an analytical study of the artistic
elements of local site-specific art such as textures, colours, shapes, and dimensions
of reflections in the natural environment. In conclusion, the study and design of this
artwork are part of presenting a different perspective; for example, the correlation between
visual depictions and their underlying implications plays an integral role in grasping the

interconnection among works of art, the changes in nature, and the changes in people.
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uwud lgad, “Sun Tunnels”, T 1973-76, S5em, anigaiusn,

WUIEL. A0 Sun Tunnels, by N. Holt, 1973-76 (https://holtsmithsonfoundation.org/sun-tunnels).
Copyright 2023 Holt/Smithson Foundation and Dia Art Foundation

4. Aauzauunfn (Conceptual Art) \JunsasesfasiBanin AnuAavieuwafn
\udaiidinyfign arwAanaenduedosilelunisansnualy maasenuaidadunisi
o dunis Lﬁziu Hauvadlan laYs (Joseph Kosuth) #8 “One and Three Chairs” (nwii 4)
Iuﬂ 1965 mﬂsuauaﬁuaa 0y wawsumwaﬂ (2561%) nan unanufalzdnadivszneu
e Lmaﬁisum wiladh AmanenafTuIUAmM9Se ﬂsumwmamLmeuumlmuwwuw
AUVINEYBIFII “IAE” INNIUILNIUATLY szmwmswmLﬂumwmasuaalmavimaqiumaa
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laiwn lags, “One and Three Chairs”, U 1965, Chair 32 3/8 x 14 7/8 x 20 7/8" (82 x 37.8 x 53 wu.),
photographic panel 36 x 24 1/8" (91.5 x 61.1 #11.), text panel 24 x 30" (61 x 76.2 ¥1l.), WilsriausiAauzase
Inai, hgasn, ansgamsng

18l1e. AN One and Three Chairs, by J. Kosuth, 1965, MoMA (https://www.moma.org/collection/
works/81435). Copyright 2023 by Joseph Kosuth/ Artists Rights Society (ARS), New York
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Isusm wossa, “Untitled”, T 1965, Each cube: 914 x 914 x 914 1., vedaatine, a%s1%e18d1907
nIEkne. AN Untitled, by R. Morris, 1965, Tate (https://www.tate.org.uk/art/artworks/morris-unti-
tled-t01532). Copyright 2023 by ARS, NY and DACS, London
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Ulua Unlw, “Girl with a Mandolin”, U 1910,
Fihauuuenly, 100.3 x 73.6 93, ARsHuYIAaUY
auel, dagesn, ansgeissng

Y184938). 97N Girl with Mandolin, by P. Picasso,
1910, MoMA. (https://www.moma.org/collec-
tion/works/80430). Copyright 2023 by Estate
of Pablo Picasso/ Artists Rights Society (ARS),

New York.
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AWl 13

9730us a1tues, “Ring Installation”, T 2011 ﬁ’@”ﬁﬁ’ﬁ Ua Sodlaw, U13a, dume

W7E4¥8). 91N Ring Mirror Installation by Arnaud Lapierre @Place Venddme, Paris, by A. Lapierre, 2011,
Yatzer (https://www.yatzer.com/Ring-by-Arnaud-Lapierre). Copyright 2011 by Arnaud Lapierre

A il 14

loaunes toiaeaai, “Tilted circles diagram”, 7 2008 77/Joon Miré Foundation, U1sielau, atuu
nuek98). 3N Tilted circles diagram, by O. Eliasson. (https://olafureliasson.net/artwork/tilted-circles-di-
agram-2008/). Copyright 2008 by Studio Olafur Eliasson
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Abstract

This article aims to study the cultural transmission through auspicious symbols
in the flora painting collections of Lang Shining (ER#57), an Italian artist who served
as a court painter during the Golden Era of the Qing dynasty, from the reign of Kangxi,
Yongzheng to Qianlong emperor. This qualitative research aims to study documentary
research, e.g., academic papers and textbooks, including field notes. The fieldwork
observes and collects Lang's Paintings information in the National Museum (Taipei).
Afterward, the researcher organizes paintings by auspicious symbol themes to make
the final comparative analysis between auspicious symbol themes related to Lang's
paintings. The painting types, concepts, and auspicious beliefs in traditional Chinese
paintings are studied by two flora paintings and a 16-piece "Immortal Blossoms of an
Eternal Spring" set. The study revealed the auspicious belief grouping through Lang's
flora painting as following concepts: 1) Heroic character with gracefulness and nobility;
2) Longavity or immortality; 3) Wealth; 4) Fertility or a perfect family; 5) Happiness or a
prosperous life. Lang's flora paintings represented his skill in oil painting techniques with
fine-brush style. This flower collection not only maintained Chinese stylistic brushwork
incorporated with Western art of realism and composition but also abounded with

auspicious signs of Chinese culture.

Keywords: Auspicious Symbol / Chinese Arts / Lang Shining / Traditional Chinese Painting
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Abstract

Unique folk beliefs are an important part of Chaoshan culture in China, and the
typical characteristic of Chaoshan folk beliefs is polytheism. Buddhist and Taoist deities,
as well as various local protective gods scattered in rural areas, can all become the
main deities worshiped by the people of Chaoshan. People who have made significant
contributions can also be the subject of deification and worship and placed in temples for
worship. Therefore, the folk belief system in the Chaoshan region has given rise to various
temples, which, under the influence of the belief system, exhibit exquisite decorative
art and rich cultural connotations in their architectural styles. The main purpose of this
study is to explore the belief system and architectural art expression at the Quexiang
Ancient Temple. In the study, research was conducted by means of on-site investigations
as well as interviews with residents and community organizations in the vicinity of
Quexiang Village, and the collected data were analyzed in detail to carry out the study,
revealing the close relationship between the construction of the ancient temple belief
system in Chaozhou and the artistic expression of architecture. The research results
show that the folk belief system of Quexiang Ancient Temple carries rich cultural
connotations and is an important component of community culture, profoundly
influencing community management in the Chaoshan region. The architectural art of
the Quexiang Ancient Temple showcases various exquisite architectural decoration
techniques in the Chaoshan region, gradually making it a proud, outstanding cultural

heritage of the Chaoshan region.
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Introduction

Quexiang Village is located approximately 1 kilometer southwest of Longdu
Town, Chenghai District, Shantou City, Guangdong Province. It currently has over 400
households and a population of about 2,300 people. At present, there are over 1,000
overseas Chinese living in Quexiang Village, making it a famous hometown for overseas
Chinese in Shantou City, Guangdong. Due to its unique geographical environment and
historical reasons, Que Xiang Village has nurtured a distinctive regional cultural form,
in which a rich and diverse folk belief system and exquisite and magnificent architectural

decorative art are reflected in Quexiang Ancient Temples.
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Research background

Unique folk beliefs are an important part of Chaoshan culture, and the typical
characteristic of Chaoshan folk beliefs is polytheism. This folk belief system has given rise
to various temples in the Chaoshan region. Almost every community and village in the
Chaoshan region has temples. These temple buildings are fully functional, gorgeously
decorated, and rich in cultural connotations. They serve as carriers of folk beliefs and
also serve as a link to overseas Chinese. They bear important social functions and reflect
the superb architectural skills and ethnic pride of the Chaoshan people, becoming a
splendid and colorful cultural heritage. In this study, Quexiang Ancient Temple in Longdu
Town, Chenghai District, Shantou City, Guangdong Province, China is taken as the research
object. It embodies distinct folk beliefs, showcases magnificent architectural art, and
reflects rich cultural connotations, maintaining kinship relationships both domestically and

internationally.



Research objectives

To study the folk belief system of Quexiang Ancient Temple and how the
community manages the Temple through polytheistic worship.
And to study the architectural decorative art of the Quexiang Ancient Temple,

as well as the impact of the Temple on the local community

Research questions

How is the folk belief system of Quexiang Ancient Temple constructed?
How does the architectural decoration art of Quexiang Ancient Temple express

itself?

Research methods

Literature analysis and theoretical research methods were applied to understand
the research status of Chaoshan temples. Research results on Chaoshan temples were
collected to provide a theoretical basis for this study. Using the field survey method,
a field investigation was conducted on the Quexiang Ancient Temple in Longdu Town,
Chenghai District, Shantou City, Guangdong Province, China, including on-site surveying,
interview records, and collection of materials. The focus was on on collecting detailed
data and information related to the objects of worship, architectural scale, spatial scope,
decorative graphics, and so on, of temples. Using image analysis method, the architectural
decorative art of the Quexiang Ancient Temple, as well as the cultural characteristics and

spiritual connotations were probed into.

1. Development history of Quexiang Ancient Temple

The Quexiang Ancient Temple contains 3 buildings. They are Quexiang Ancient
Town, Tianhou Palace, and Lin’s Ancestral Temple. By interviewing Lin Yuanxu, a member
of the Senior Citizen Association of Quexiang Village who was 84 years old, the author
learned that Quexiang Village had a development history of more than 400 years and
there was no specific record of the earliest completion time of these 3 buildings. However,
Quexiang Ancient Town is the oldest temple in the history of the village. The current
Quexiang Ancient Town was built in the late Qing Dynasty. After the founding of the
People’s Republic of China, during the Great Cultural Revolution, the temples in

Quexiang Village were damaged to different degrees. After the reform and opening up of



China, a large number of overseas Chinese came back to China to make investments and
start up businesses. They made donations to repair the temples and ancestral temples in
their hometown. Quexiang Ancient Town has its look today. The Tianhou Palace, where
Mazu was worshiped, existed a long time ago. The current Tianhou Palace was rebuilt
in 2010. The Lin’s Ancestral Temple was rebuilt by the side of the old ancestral temple

building. The grand celebration of the completion of the new Lin’s Ancestral Temple was

2. The historical origin, type, and characteristics of folk beliefs
in Quexiang Ancient Temple

The religious beliefs in the Chaoshan area of Guangdong Province can be roughly
divided into institutional religions and folk beliefs. Because of their special geographical
position and historical development, the Chaoshan people live at the mercy of the
elements and seek living from the sea. With their big spiritual strength, they struggle with
natural disasters and terrifying waves. When they have a fate that they cannot rule, they
naturally believe that everything is destiny in the unseen world. Therefore, they believe
in God. The strong desire to pray for the protection of God has made their beliefs visual
and generalized. They build temples to worship effective, practical, and efficient gods.
The folk beliefs in the Chaoshan area have a unique form. With their mysterious colors
and profound and wide influence, they have gradually formed a traditional regional

culture with a long history.

Polytheistic worship is the most outstanding feature of folk beliefs in Quexiang
Village. In general, gods in the folk beliefs in the Quexiang Ancient Temple mainly have 3
sources. First, gods from other places. In the Song Dynasty, because of the big population
pressure, a lot of people in the southern region of Fujian Province moved to the Chaoshan
area to make a living, bringing folk beliefs of the southern region of Fujian Province. Mazu
(I5#H) is a typical immoral introduced from Fujian Province to the Chaoshan area. Mazu
is the God of the Ocean in China. She is also called “Empress and Heavenly Mother”
(RJa2HBE). Mazu is worshiped in coastal areas such as Fujian, Guangdong, and Taiwan
in China, as well as Southeast Asian countries. According to the legend, Mazu was born
in Meizhou, Fujian Province, where it was said that the surname of Mazu was “Lin”.
(Ye & Lin, 2010: 255) Most villagers of the Quexiang Village belonged to the group with

the surname of “Lin” who moved from Fujian Province. They live on the ocean for



generations. Therefore, they worship Mazu whose surname is also “Lin”. Second, gods
created in the local area. “Three Mountain King” (ZIET) is a representative local
god in the Chaoshan area. Three mountains refer to Jin Mountain, Ming Mountain, and
Du Mountain in Hepo Town, Jiexi County, Jieyang City, Guangdong Province, China. Three
Mountain King is the mountain god of these three mountains. The worship of the Three
Mountain King is actually a kind of mountain god worship. According to legend, in the early
years of the Sui Dynasty, there were traces of immortals descending to the world on the
Three Mountains. Chaoshan people built a temple on Jin Mountain for worship. In the
Tang Dynasty, the Three Mountain King became the local mountain god and gradually
became one of the most widespread gods in the folk belief center of Chaoshan.
In the Quexiang Ancient Town, the® Three Mountains King ”is the lord god worshiped
by villagers. (Ye & Lin, 2010: 259) Third, worship of ancestors. The worship of ancestors
is a widespread phenomenon in the Chaoshan area. The worship of ancestors shows the
blood and lineage relations in Chaoshan society. Chaoshan people firmly believe that
they will be blessed and protected by their dead ancestors as long as they sincerely
worship them. This is an “immortal relative relation” based on the close blood relationship
of the clan. The Lin’s Ancestral Temple in the Quexiang Village is an important place for
the worship of ancestors. Overseas Chinese who will move to foreign countries get incense,
a statue of a god, or a memorial tablet from the ancestral temple in their hometown and
bring them back to their place of residence for worship. They also regularly go back to

their hometown to worship their ancestors.

3. Categories and architectural forms of Chaoshan traditional
buildings

In general, traditional architecture in Chaoshan can be classified into different
types based on the level of form and size of the building area, such as Zhugan Cuo
W15, Xiashan Hu (T L), Sidian Jin (M454), Erma Tuoche (Z.Z#i%), and Sima
Tuoche (JME5HE4).



Entrance
Figure 2

Plan of Zhugan Cuo

Zhugan Cuo is the lowest grade traditional residential form in the Chaoshan region.

The layout is narrow and shaped like a bamboo pole, so it is called "Zhugan Cuo".
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Figure 3

Plan Xiashan Hu



Xiashan Hu is a common form of courtyard in the Chaoshan region. The basic
layout of Chaoshan traditional architecture, many higher-level architectural forms are
derived from the development of Xiaoshan Hu. The Xiaoshan Hu main house is located
in the middle of the three open rooms, known as the "hall". On the left and right sides
are the "big rooms". In front of the main hall is a courtyard patio, with a wing room called
"Shenshou" (like stretching the arms) on each side connected to the main rooms. The
main entrance is located within the front enclosure wall, usually in the form of a concave

gatehouse.
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Sidian Jin is the most common form of courtyard in the Chaoshan region. The
architectural layout is also based on the evolution of "Xiashan Hu". By adding a front hall

to the front of "Xiashan Hu", it becomes "Sidian Jin".
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Erma Tuoche consists of a two-story building connected to the rear compartment,
plus two paths leading from the house. There are three main entrances in the front, one
being a main gate and the other two being side gates. It belongs to families of high status

and position, and is owned by wealthy families.
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Sima Tuoche is an expanded architectural form based on the two-horse carriage,
and it is a large-scale and cohesive unit. The main building of the horse-drawn carriage
is located on the central axis and is mostly composed of three bays and five rooms. It is
known as the "folk palace" in the Chaoshan region, and only super-rich tycoons can afford

to build such a large-scale structure.



4. Analysis of the architectural structure of Quexiang
Ancient Town.

Que Xiang Ancient Town is based on the traditional architectural form of
"Xiashan Hu" and has gradually evolved through years of renovation. This building is
12.3 meters long, 10.6 meters wide, with a wall height of 3.2 meters and a ridge height of

5 meters. The total floor area is approximately 130 square meters.
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Figure 9

Sectional drawing of Quexiang Ancient Town

Figure 10

Analysis of the structure of Quexiang Ancient Town

The entire building is decorated in a simple style, with a two-tiered five-ridge and
two-slope hard mountain roof at the top. Apart from the wooden ridge heads of the first
and second tiers, the exterior facade of the building has almost no elaborate architectural
decorative components. The roof also lacks gray sculpture and embedded porcelain
decorations, with only simple floral, fruit, insect, fish, and bird patterns painted on the
main ridge belly and the waist belly of the wooden ridge walls on both sides for simple

decoration.
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The gable wall is the most prominent traditional architectural decorative feature
and symbolically rich architectural component in the Chaoshan region. In the Chaoshan
region, based on the relationship of the five elements of metal, wood, water, fire, and
earth (£ K. 7K. k. 1) , the mountain wall is roughly divided into five forms: metal
star ridge, wood star ridge, water star ridge, fire star ridge, and earth star ridge. Their
morphological characteristics are as follows: Metal is round with wide feet, Wood is
round with a straight body, Water is flat with waves, Fire is pointed with wide feet,
and Earth is flat with a graceful body. (Chaozhou City Construction Bureau, 2007: 208)
The architectural style of the mountain walls in Quexiang Ancient Town is wooden,
which is closely related to the Lin clan in the village. In traditional Chinese culture, "Lin"

(#K) belongs to the wood element in the Five Elements.

The front facade of the hall is only equipped with a wooden double door entrance,
approximately 1.1 meters wide and 2 meters high. Above the door is a stone plaque with
the temple name "Quexiang Ancient Town" (#4# 7#H). The porcelain couplet of “distant
singing of a lot of magpies, long alley and road” (BG4, IR = #4K) is inlaid on both
sides of the door, expressing the vitality and vigor of life, as well as praising the spirit of
courage and determination in the face of difficulties and obstacles. On both sides of the
couplet, two vases are embedded on the wall in the form of relief, and flower patterns

are painted around the vases in a colored form.



Figure 12

Entrance of Quexiang Ancient Town

The interior of the temple is laid out in a two-story layout, with storage rooms
on either side of the entrance hall for storing related objects used in temple rituals,
celebrations, and other activities. Two courtyards are left on either side between the
entrance hall and the main hall, and the walls of the courtyards are decorated in the
traditional layout of a green dragon on the left and a white tiger on the right, in the form
of gray sculptures. "Left green dragon and right white tiger are traditional directional
layouts in Chinese Feng Shui. Traditional Chinese architecture is best oriented with the
back facing north and the front facing south, with the green dragon representing the
east and the white tiger representing the west." The space between the ceiling and the

main hall is decorated with a circular wooden carved partition.



Figure 13

In the courtyard of Quexiang Ancient Town, there is a gray sculpture of a green

dragon on the left and a white tiger on the right



The entire temple is supported by 12 pillars, which bear the structure and weight
of the temple. Except for the 4 wooden circular pillars in the main hall, the rest are local
bluestone square pillars. Each stone pillar is engraved with the names of people who

donated to help build and repair the temple, as recognition and praise for their

contributions.

Figure 14

* Stone pillar in Quexiang Ancient Town

On the central altar of the main hall, there are enshrined the statues of the
main deity, the Three Mountain King, as well as the statues of his first and second wives.
Additionally, there are also statues of the revered deity, Emperor Shen Nong, and the
deities Zhao Gong and his wife. In front of the altar, there are five incense burners, each
corresponding to five different types of deities. On both sides of the main altar, there are
two smaller altars, each of which enshrines the statues of God of Blessing and Virtue and
Huagong and his wife. From the entrance hall to the altar in the main hall, plaques of
“Clever and Upright” (EBHIEH), “The Purple Air Comes from the East” (%S 4¥K), and
“Majestic and Grand Gods” (4 Rilf##) are hung on the ceiling of the temple in it. Among
them, “Clever and Upright” implies that the descendants of the Lin’s family in Quexiang
Village can be clever, kind, and upright; “The Purple Air Comes from the East” originates
from the related legend of Laozi, founder of the Taoism, and stands for the good luck
and happiness in Quexiang Village; and “Majestic and Grand Gods” shows that the gods

worshipped in Quexiang Ancient Town are majestic, grand, omnipotent, and effective.



Figure 15

Internal structure of Quexiang Ancient Town

5. The architectural decorative art of Quexiang Tianhou Palace

The Tianhou Palace is located 30 meters to the left front of the Quexiang Ancient
Town. The exact time of the temple's initial construction cannot be determined, but
the renovation of the Tianhou Palace was completed in 2010. The Tianhou Palace in
Que Xiang is 4.4 meters wide, 8.1 meters long, and approximately 5 meters high. It is a
typical traditional bamboo pole house architecture in the Chaoshan region. Compared
to Quexiang Ancient Town, Tianhou Palace was built relatively late. With ample funds
raised by overseas Chinese and villagers for renovation, it hired famous craftsmen from
the Chaoshan region and used various traditional architectural decoration techniques
from the Chaoshan region, such as porcelain inlay, stone carving, and porcelain mural,
to decorate. The overall architectural decoration effect is magnificent and stunning. The
most magnificent and exquisite part of the architecture decoration of the Tianhou Palace
in Quexiang is the overhanging porch ridge supported by four stone pillars. The top is

adorned with exquisite craftsmanship of inlaid porcelain art. Above the ridge is a double



dragon playing with a pearl design, with a large green pearl in the center. On both sides are
two gracefully curved blue dragons riding on auspicious clouds. In the middle of the spine
belly, there are more than 8 blooming flowers as decoration, and on both sides are two
vivid phoenix birds spreading their wings as if about to take flight. This set of embedded
porcelain art has distinct levels, fresh and gorgeous color matching, and showcases the

auspicious meaning of the dragon and phoenix bringing good luck and prosperity.

The art of embedded porcelain originated in Chaozhou. It is an architectural
decorative art that uses well-cut porcelain pieces to be embedded on the ridges and eaves
of buildings. Since the Tang Dynasty, the ceramics industry in Chaozhou has experienced
rapid development. During the Song Dynasty, there were hundreds of kilns coexisting on
the Bijiashan (&£ 111) Mountain in Chaozhou. The prosperity of the ceramics industry has

driven the birth and development of the art of embedded ceramics.

Figure 16

Embedded Porcelain Art and Craft Process of Tianhou Palace



The main hall and gate hall of the Tianhou Palace are both designed in the shape
of Mu-star ridge, decorated with inlaid porcelain flowers, gray molded longevity peaches,
and porcelain panel murals with themes of figures, flowers, and birds. The lobby walls
are divided into three sections in equal proportions. They are decorated with exquisitely
painted porcelain panels in soft tones. The upper section features traditional story scenes,
while the lower section depicts auspicious flowers and birds. The middle section is adorned

with two hollowed-out copper coins, symbolizing good fortune and abundant wealth.

3,
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%, 1A Figure 17
- ‘ . /nterior of Tianhou Palace

In the Quexiang Tianhou Palace, Mazu, Empress and Heavenly Mother,
is independently worshiped. Above the altar, a wooden plaque with a “quiet sea”
(¥ Z2)). On the left and right sides, couplet plaques of “Tian Ji Miao Mang Xu Lai Ci
Hang Du Hai Guo, Hou Yi Huan He Ling Wei Jiang Shi You Li Min” (F¥illb 75455 28 M8 v
H, JEICER R B EHEER) are hung, respectively. The meaning is that the sea and
the sky are vast but Mazu is compassionate and blesses the villagers to overcome the
wind and waves, sail safely on the sea, and smoothly reach their destination with her
powerful strength. It shows the unique marine culture and overseas Chinese cultural

connotations of Quexiang Village.



6. The decorative cultural connotation of the Lin’s
Ancestral Temple

The Lin’s Ancestral Temple was newly built in 2017. It is a magnificent building with
the shape and structure of “Xiashan Hu”. According to President Lin of the Senior Citizen
Association of Quexiang Village, because the old Lin’s Ancestral Temple is relatively small,
it can no longer meet the functional requirements of ancestor worship and the ceremony
for the god pageant each year. It cannot show the family glory of a big family and the luck
for wealth of the Lin’s clan in the Quexiang Village. And then, the Lin’s Family Association
in Chenghai launched an initiative for crowdfunding and fundraising. They raised more
than RMB2.8 million from people of the Lin’s at home and abroad, all of which was
used for the rebuilding of the new Lin’s Ancestral Temple. With a strong source of
funding, the new Lin’s Ancestral Temple has a new look with exquisite buildings and
gorgeous decorations. The exterior facade of Lin’s Ancestral Temple has the form of stone
reliefs. It is carved with plum, orchid, bamboo, chrysanthemum, and auspicious birds
and beasts. The most gorgeous part in the ancestral temple is the building components
with golden paintings and wooden carvings. With skilled techniques, woodcarvers
combined circular carving, openwork carving, and relief carving; and carved vivid animal
and plant images on the wooden framework of the building, and painted them with
bright and strongly contrasting colors, showing a dazzling visual effect. On both sides
of the entrance hall in the building, numerous traditional story stone carving paintings
are inlaid. (Huang Ting, 1997: 175) In the main hall, the plaque of “Yongsi Hall” GkJR ) is
hung. On stone pillars on both sides, the couplets of “Zhong Xiao You Sheng Tian Di Lao,
Gu Jin Wu Shu Zi Sun Xian” (B H K%, 45 IE TP are carved. The meaning
is that loyalty and filial piety are vivid and colorful virtues and a lot of descendants have
the wisdom and ability of such virtue from ancient times to present. The meaning of
the entire couplet expresses praise and admiration for the virtue of loyalty and filial
piety and emphasizes that this virtue is everlasting, should be advocated by all the

members of Lin’s clan, and shows the strong cultural connotation of filial piety.



Figure 18

Gold lacquer wood carving and stone carving

craftsmanship of Lin’s Ancestral Hall



7. The impact of Quexiang Ancient Temple on local community
management and community culture

Quexiang Ancient Temper is managed and operated by Lin’s Family Association
and the Senior Citizen Association of Quexiang Village. The village's decision-making,
worship of deities, ancestor worship, and overseas contacts are closely linked to these
folk organizations. The Lin’s Family Association and the Senior Citizen Association of
Quexiang Village play important roles in the cultural formation and management services
of the local community. The Senior Citizen Association of Quexiang Village has
established detailed institutional regulations, responsible for the management and
operation of the temples and ancestral halls in Quexiang Village. Temple management is
an important aspect of financial management. Professional financial personnel are needed
to managethe daily expenses of the temple, funds raised through donations, and
expenses for activities. The Senior Citizen Association of Quexiang Village has also
established corresponding management systems and conducts financial transparency
to the public. In addition to specific daily management affairs, the most important tasks
of the Lin’s Family Association and the Senior Citizen Association of Quexiang Village are
the annual grand ancestral worship activities. Before the ancestral worship activities
begin each year, the Lin's Family Association actively coordinates and communicates with
overseas Chinese to welcome them back to their hometown to participate in the ancestral
worship activities. Through activities, funds are raised for the maintenance and operation
of temples and ancestral halls, and connections are made with overseas Chinese clans,
satisfying the psychological needs of overseas Chinese to return to their roots and honor

their ancestors, reflecting a strong sense of ethnic pride.

The Quexiang Ancient Temple is an important carrier of folk beliefs in Quexiang
Village. It is closely related to the formation and development of community culture.
The Quexiang Ancient Temple has developed into a public building in the community.
It is an important place for Quexiang villagers to worship gods and ancestors, gather their
ethnic groups, pray for blessings and good luck, and eliminate and avoid disasters. It has
diversified social functions. The temple activities of the Quexiang Ancient Temple show
the traditional culture of the local community. Because of the existence of the Quexiang
Ancient Temple, community order is maintained, traditional culture is inherited, the spirit
of charity is carried forward, and the lineage relation is maintained. The Quexiang Ancient

Temple promotes the formation and development of community culture.



Conclusion

Quexiang
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Temple

Quexiang
Ancient

Town

The worship of
mountain gods,
with the Three
Mountain King as
the main deities.
Instead of referring
to three different
immortals, it is
rather to the spirits
that govern the
three peaks of
Jinshan, Mingshan,
and Dushan. It is a
typical local

religious belief in

Wooden
mountain
wall, with a
blue dragon
sculpture on
the left side of
the ceiling and
a white tiger
sculpture on
the right side.

deities.
Tianhou The worship of the | Wooden
Palace sea god with Mazu | mountain wall,
as the main deity | roof with
belongs to Taoist | embedded
immortals. porcelain,
porcelain
panel painting.
Lin’s Ancestor worship, | Roof em-
Ancestral 1 with the Lin clan | bedded with
Hall ; as the main body, | ceramics,

generally refers to

| the ancestors of

{ the Lin clan.

gold-painted
wood carvings,
stone reliefs,

stone carvings.

Under the influ-
ence of a polythe-
istic belief system,
the ancient temple
in Magpie Lane
showcases a
beautifully deco-
rated architectural
style with rich
cultural connota-
tions. The ancient
temple in Magpie
Lane has
maintained
community order,
inherited traditional
culture, promoted
the spirit of charity,
maintained clan
relationships, and
promoted the
formation and
development of

community culture.




The Quxiang Ancient Temple is built on the basis of the traditional architectural form
of the Chaoshan region, using the unique Chaoshan traditional architectural construction
principles. In the long process of development and change, it has gradually integrated
diverse architectural art styles, combining with the folk belief system of polytheism.
It showcases superb architectural decoration skills, forms distinct cultural symbols, and
conveys rich cultural connotations. The Quexiang Ancient Temple is a specific carrier of
folk beliefs in Quexiang Village, and it is also a spiritual home for overseas Chaoshan
overseas Chinese. These overseas Chinese never forget their hometowns while living
abroad. They actively participate in the construction and management of temples through
initiatives to raise funds, promoting the widespread dissemination of Chaoshan traditional
culture and arts both domestically and internationally. The ancient temple in Quexiang
has gradually developed into a precious cultural heritage in the Chaoshan region, thanks

to its rich and diverse belief system and exquisite architectural art.
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Abstract

After World War Il, a phenomenon of contemporary art emerged, characterized by
expressions deeply rooted in the social structures, cultures, and histories of various regions
and countries. In Japan, a unique development also arose in response to its challenges.
During this period, the Gutai and Mono-ha art groups questioned the distinctive qualities
of various objects or things in art creation. They aimed to return to the inherent nature
of these things, revealing a tendency to connect beliefs with things deeply embedded
in Japanese tradition. This study examines the fundamental nature of the Mono-ha
movement artworks by exploring how they drew inspiration from Japanese tradition. The
research focuses on the distinctive features of Mono-ha artworks and compares them to
traditional Japanese art and concepts. The findings suggest that the Mono-ha movement
conveys essential messages through the objects chosen by the artists. Notably, the act of
expression encapsulates the "essence" of each object. These concepts and approaches
are deeply rooted in Japanese culture. In addition to interpreting the artworks through the
philosophical lens of Martin Heidegger's phenomenology, it is possible to align Mono-ha's
artworks with the Shinto ideology of spiritual things, the concept of spatial beauty known as
"Yohaku" in Zen Buddhism, and the profound sense of decay and impermanence ingrained

in Japanese culture.
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yi3elal warndl egmelauurmisdinuiausssudnuayle

cdJunavavaswlanasviaovua:naunia

arwdiiusanasnsulanaieiiaosauadun.a 1945 duunensmesaminlunis
SuganuziAnrislunssevaUssmasarluisvesdinuasvgia aelududvdsindu dolu
A.A. 1955 flawnandmanuvesUssmaduundunviioufnasianiaseininsslan
Tnsuanumedymidesdanasouiintinmng dhifsunigudiuiingg I3 (Shigeru Mizuk
A.A. 1922-2015) Tnnpmessaaaiuaneusuvdiansuliosrsunaulalunisguuuingn
“Showa” Tnelanizesnadsunumiduluiadioduguunssimdninduainmannssufin
Todudrluns. 1964 azavaslneyUszaumnudidaduesisgefinmuuardnluummdanniuddlu
QSLN%QJMJ’ﬁUIiﬂﬁquSMS é’mﬂuﬁcgwmﬂ?ﬁLLaﬂgauﬁﬁqmazawlﬁ,i%guuiwffmﬁ’u
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yosfadunaunlawasluluse NAan1susemalnguesinfnwdgyulue.a. 1968-1969 wimnn1sa



Usymazdlegaaoanailuraaneuni winisussnsiiulaifeniusumsinulnenssdo
mMsUsymaiiuminendelaien (Tokyo University) mesajﬁﬁfugu%mﬁaﬁﬂﬁﬂmiaiwa’[,mﬁmﬁu
nsvhaulnglalasuameuunuveunmeintafiaunsinuanems UM TuAZALNATY
Jumsuszmaslnglunanedsziiu uenmieanuminerdelaier nsUsemadeanuluds
uMANedudu LU uninerdedes (Nihon University) 3 gafuaunisfinwiniadivgn
ussnAlaeTuAfentsnemuanItuiiiunumasouhNeUTLMYLA LA N1 TEENT0I
LN

'
=

Tuvdunveshaly dmuaneuasasslanadsfiaes guuitufulanasfunnuionandn
wuunilionfeuumsesdatzag unniduiTeuiisufuimunisvesdalrlulssmadaes
‘W%JE]M“] ﬁ’uﬁumﬁﬁfmuuwﬂizLwaimsum"mq fiadurnisassassAnufaUznuuuanig
pgIumnegafndnuasiimsdauanifalzag Susnludiuesaiiate aomugmsniasuuag
IWeanoufigyuasunasnsu ssansde “aunnufavzvesyinsndgyusudslugy” (The
Great Japan Patriotic Art Association) ﬁﬁuwmmmuauLﬁawwamuﬁaﬂzﬁwgﬂﬁmLLam
noansIanle dnsudnuansdaUsianizdseinn wu Aadzuusssu (Munroe, 1994: 86)
pdsnasnsmasy emauladensonainmlunisiauansnuialsdadudommniud
uafmm“}i%ﬂ'ﬁLLUUfﬁﬂuﬁﬁﬂﬁmié?qamﬂuﬁaﬂmﬁa@LLaﬁ”’qmi%’@LLamLLazﬁaﬂsiuSuq flusiay
fnarlunaiuayudsiunasiuusfnaoduanduiiingsu Deusudrimadnmlunisuansesn
AadufiGudamouiuanss (essence) vasiatzasnengunlafinanlaiduauianssutunela
UTTMALTLDS

Foutumoanlafio Gutai At Association #11 "nla” wlam euduideidumls wie
aszdufunadla (concreteness) wilursusnvasnisnesslumimessudl 1950 gnaingy
Ao 315 lozd@ray (Jird Yoshihara AA. 1905-1972) 128Rslin1sasenudnInIsuLuUUINGTI
unidlensnedengudmautuluaa 1950 qla wumsansnualsuoudl “laeeusngan
new” (create what has never existed beforel) IEJ8%883%59\&7?1’13?1;’1@&’114%%Lﬂquaﬂ'ﬁiu
WIS AN LﬂumsLLam%miagfg']méauqﬂﬂa Junsianeesnsiiamniizassdsmlminiy
(Munroe, 1994: 83) #3981 1w WAI1U Challenging Mud Anildlufadungunla Ao axdles
F593¢ (Kazuo Shiraga A.A. 1924-2008) lysunefaesngnasiuuulaaulunmsuans (nwdl 1)



lamanunszuunsassukuurnuion Aadunqunlaueuiidunadwsinain
n1suanuuUdUNaY (happening) wagiumumanisresiufaUsuuuiansunudnnie
AouldUy1an13m (Conceptual Art) ﬁﬂuﬁgﬂ‘lﬂuﬂﬁiaﬁ?ﬂugﬂLLUUﬁaUz‘ﬁL‘ijUﬂﬁLLa@QLLVIu
(representation) wwaRAlawLIAAVTS ‘Vlzqm‘WLLU‘Umﬁaua’%w‘%amwﬁmﬁmé’ﬂmﬁ NIWERIDBN
pmesnevosiaduladusumeiivarsnudents snzuosmitugiureanisassuiay
wuidufivedriaegiinislygunsaidesmumy Ausnlulunseu witu Au fiu mas Feosswesy
fuanuiivasmsdsasdidnvaruuuinsnssuisunues axdlor 5z Tufiwufinssuiuns
asrseruwuilu lunisuanadlo a.a. 1956 (00l 2) Ssvszerfoniuarseniovasiaiosasiasd
adluuuiuslufinesueguuiiu Wenssuaumssumanuiivnngfednanssuunusssuvualvy
awhilanusaduiinlminausfenszuiunsanaufialsiddynnaednsiiunnguaznoud
KanuarUTNgIut nsvUIumMsTietrdenmnauanstiuliauddyiian seilinsenssuiums
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Kazuo Shiraga painting with his feet at the “2nd Gutai Art Exhibition” held at the Ohara Kaikan Hall,
Tokyo, October 1956.

U8R, NN Japanese art after 1945: scream against the sky, (p.120), by A. Munroe, 1994, Copyright
1994 by Harry N. Abrams

SnuilsmarufiuanduiiudnuuzionzvenlneswinnuAenuresasyls ysvaxd
(Saburé Murakami @.f. 1925-1996) ¥a At One Moment Opening Six Holes (1955)
(il 3) Radunzansnseauiidagounasduuunseulueonuidugng uimadnsveseuasd
aruamsadafiluunsssduiunuresdaduisauiun-5ma a%le Weounu (Lucio Fontana
A.A. 1899-1968) wnsuvasHousuIuLiinuAndosfiufiniegmuenvesiiunluwainisln
Anses aaeanmgsuidsurewn nMafiyszasdninseulirnaganndaumeiehlnautul
fylufaudeungnssawuesdiuiifonnunleimnnnsouslusasadnsvaseumely
Fusameflemyaninseaueani uananisessesvaanseauiianuindiasuidtesesves
nFsunseEuaraT ALt us S sT N uUufinsaeueume
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SanmenuonilnfaUyadilmiduuiaumeiuendiesesninainuuamens fusn suaulgy
voanquiazveulviufuuumansansnuiiodoaiadalmAniunie suagituuumed
anvilvlaannlulanas funnmefianssureseviu s John Cage A.A. 1912-1992) wazfady
FYNNTMARRIAAILLING (8A%NY st uay Toue Swéaiﬁué, 2565: 12-41)

navlulus:

A1 (mono- & @ 138 ¥)) wlanseinn Ingdswes 8 (ha-Jk) wlaana siuriu
waminefeanaunsdng (School of Things) WagasamuAMMINAIBNYs lulugslauaiu

a

Aavzannisuauednuazanizvesingawewmdaduly muvirurvenay nufalzlagily
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dnneq) UssRunnsfleasanunasdndenivesurseluiiorinmsunsadneenunduzunse a1n
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tuingiananazgnanlulunszuiunisdinan msﬂﬁwﬂgsﬁuLLawﬁiaagﬂimaﬁmqﬁgﬂﬁ’]ma;ﬂq
fiatz (existence) azmneluidofadzUnngiitu liluszRnsaminissounssuiunisndulln
ANUAAYAUENTEAATYIBIINY LLazﬂ’1iﬁ&hﬁaﬂzﬂ%mwﬁaﬂzﬁ’umszﬁﬁzymaﬁmqﬁmﬁu,aﬂ
Lﬂ?iauamuzwmmﬁmmﬁu (image and substance interchangeability) (Minemura, 1986: 3)
Frudunisndulumanmuasaumnefiuniswesdadzuasinmanzsemng “msusing
E]gj/m'ﬂaiﬂi’mg]” (presence/absence) Y8331



nanfungaiidevengululuszegiiieunatau aa. 1968 Aadudeluylos LagAlug
(Nobuo Sekine A.f1. 1942-2019) dauanaaulie Phase-Earth (n1wdl 4) flanuansisazludlodlni
HASTUNAUAST LT TN T AL UNTINTLUBNILALALHIUAUBNGNS 2.2 AT AINER 2.7 LIRS
PequiiAusUnsansruenuaieItuiungy nadwsvesnuiiidnuusdu positive-negative
Fuireunaduiissnaslavesisfadusssnmniissnuuafiumaveunsiunnszuenuun
Tngyidsognanauasiunquuunelugiogestuiuhlnavuanusadoslsagmiulasuing
ARENTEAAYLALINY Lﬁﬂmimwﬁmﬁmﬁué’ﬂwmsLawwﬁ’umizﬁﬁcgsuaaauuazﬁuﬁfmﬁau

[

gnyneeniuwazatfufelan luwasiiuagluanaznarimaeansydrdyvedanaie

Fovosnuilluntedyu FiH-KHE Aaedewuuil dn FiH Mudan duneunsessey
dusmneisturesnisildvulladlunyingmansias e feanwuzuesiuin (topology) aae
Tuwauzinnnn i duwdanssdinlanesisdaau lneflumniwsinguinssiuife earth Tn

Aanumneidlanuagaulunsens fu

awil 4

Nobuo Sekine, Phase-Earth, a site-specific work
created for the Biennale of Kobe at Suma De-
tached Palace Garden: Contemporary Sculp-
ture Exhibition. 1968.

WEkYe. N From Japanese art after 1945:
scream against the sky, (p.271), by A. Munroe,
1994, Copyright 1994 by Harry N. Abrams
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leveafieatu “uywsiivunuiueiufn” (idea-obsessed man) fiaadssluinniud ususly
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(Lee, 1969: 52)

maaqﬂé?uﬂ lam Uﬁﬁuﬁuéma&ﬁuﬁiw-gﬂmqﬁLﬁmsﬁumﬂé“ﬂwmzLawnmaqi’mqﬁaau
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U31n4)” (presence/absence) 17'iLﬁw;jmﬁqsz]u'miuﬂszmumiﬁma‘;jﬁuaﬂwwé AULLAYNVD I
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(Heidegger, 1993: 145) Tunmsoamynuvediumun wiu Tnest (Vincent Van Gogh) #39n13
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Juau (Heidegger, 1993: 353-357) ﬂﬁiﬂiwﬂgﬁaﬁumwmaa “Ing” thuddiy uanslaUsngves
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9] %MIDZJ 'J?dﬁwmwggmmw@ﬂﬁ Guggenheim Museum 2011.

WIEkY9. AN Lee setting up one of his sculptures at Guggenheim, by B. Nateghi, 2011, Wikipedia
(https://en.wikipedia.org/wiki/Lee Ufan#/media/File:Lee_Ufan_at Guggenheim.jpg). In the Public domain
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(Minemura, 1986)
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vivasnsulanadeides Insnsnaassesdadue 151050 1sawudsn (Robert Rauschenberg
7.6.1925-2008) Taddudsnlanaassasisnudasnssuiiuuiiuiiong wu nuYA White
Paintings (it 9) wethduiinsufuindaduinuuanudsiannmsaunnuasinefueny
1% John Cage A.f. 1912-1992) waznanudeludesdedo The Silent Piece A1ue1 4.17 Wil
Tngvony inaiunidadeluwaiiaae UéadﬁmmﬁsruLﬁuLﬁmﬁ;}umﬂﬁyﬁumaaﬂﬂmmn
A (aAsne Besfifatiun way Foem Bugasiug, 2565: 17-19) saiduiinsudufiaiaala
Sudvswannuiisdenansianveslaiaznd guf (Daisetsu Suzuki a.fl. 1870-1966) lagiannzannd
Bavilsdode wunay Tamusssndiu (Zen and Japanese Culture) finsunslulanng Junnadausn
Faun 0.0, 1938
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Crucifixion and Reflection lnes Robert Rauschenberg, ca. 1950, Oil, enamel, water-based paint, and
newsprint on paperboard attached to wood support, 121.3 x 129.9 cm.

nu8sm. 0 Crucifixion and Reflection, by R. Rauschenberg, ca. 1950 (https://www.rauschenbergfoun-
dation.org/art/artwork/crucifixion-and-reflection). Copyright 2023 by Robert Rauschenberg Foundation
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3 gatuesnszuindsszinuiinazinauesonunlusuveinuiesiineiiesainga Relatum
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8ALINOENTALIY Moewy NunslunugainsysIuiawdsens We a.f. 2014 §1u9u 10 Tu
SlunouiudulnumanSneMzLazTUATa N RaNga Al UL adlnssaUNTE 19 N15TA19
Tgaeanuulunugailviuenuduiusssnneneuiuiuunumdnuaziufingdagseuiignnszau
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yuauuvirlleIngilefandnenssuniedvas (0w 10, 11, 12)

197 Ryusuke Kido et al.
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Relatum-Dialogue, 2014. lng/ Lee Ufan, Rock, steel
plate, Dimensions variable, 2014.

18698, AN Lee Ufan Versailles, by Chateau de
Versailles, 2014  (https://www.chateauversailles.
fr/resources/pdf/en/presse/dp leeufan_en.pdf).
Copyright 2014 by Tadzio

Al 11

Relatum-The Shadow of the Sun, 2014. lng
Lee Ufan, Rock, steel plate, Dimensions var-
iable, 2014.

Ve, AN Lee Ufan Versailles, by Cha-
teau de Versailles, 2014 (https://www.cha-
teauversailles.fr/resources/pdf/en/presse/
dp_leeufan_en.pdf). Copyright 2014 by
Tadzio
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Relatum-Dialogue X, 2014. Iy Lee Ufan, Rock, steel plate, Dimensions variable, 2014.

nuIEkns. N Lee Ufan Versailles, by Chateau de Versailles, 2014 (https://www.chateauversailles.fr/
resources/pdf/en/presse/dp_leeufan_en.pdf). Copyright 2014 by Tadzio
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“Wafun fiufing (space) tulneugruuaiiife 199219 (void) wiupingfiduinaiin
wuufAnfuridulumesesmavanifididnsnmsesiummiladeasndseislusasnaione
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Abstract

The technique of "sewing, stitching, and weaving" empowers women to express
their thoughts and convey them in the form of art. This has resulted in an academic article
that explores such creative avenues in contemporary art, exemplified by three Asian artists:
Chiharu Shiota, Beili Liu, and Imhathai Suwatthanasilp. The research centers on various
artistic techniques, including weaving, crocheting, and the utilization of soft and delicate
materials such as thread, silk, and hair as artistic mediums. Additionally, the article examines
how these materials are combined with other objects and mediums in the creation of
art installations. The study reveals that the artists communicate subjects around mother-
daughter relationships within their respective cultural contexts. These subjects include:
1) Femininity, such as motherhood, and the physical and emotional bonds translated into art
form. The dissemination of cultural heritage and female craftsmanship across generations is
facilitated through practices like sewing, weaving, and embroidery. 2) Love and family bonds,
symbolically represented through the use of fibrous materials, symbolize the relationships
between family members. 3) Beliefs, Customs, and Societal Influences on Women:
These factors contribute to memories and shape personal and collective experiences,

all of which are reflected in the artists' work. Nonetheless, all three female artists share
a deep appreciation for closeness and family ties, which is considered a distinctive

characteristic of Asian culture.
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Interior Scroll, Carolee Schneemann, 90.5 x 183 cm., Beet juice, urine and coffee on screenprint on
paper, 1975.

YIE98). 3N Interior Scroll, by C. Schneemann, 1975, Tate. (https://www.tate.org.uk/art/artworks/sch-
neemann-interior-scroll-p13282). Copyright 2023 by ARS, NY and DACS

ﬂ’]‘Wﬁ q
Interior Scroll (detail), Carolee Schneemann, Type-written text on paper, 1975.
V8498, N REVIEW | Carolee Schneemann: Body Politics — Barbican Centre, by N. Ip, 2022 (https://

nigelip.com/2022/12/07/review-carolee-schneemann-body-politics-barbican-centre-london/).
Copyright 2022 by Nigel Ip
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2 Do women have to be naked to
. get into the Met. Museum?

’ (Q Less than 5% of the artists in the Modern
A' : Art sections are women, but 85%
of the nudes are female.

GuERRILLA GIRLS conscence o e sar wonso

1.2 weuunmsuavAau:Mms “1oudnannd” faluncdvlan
aDuan - lanaduoon

TuvsgIRmans ms “wuindnne” Ao munilwesesessaunasmadiiuin iua
simnssuuitilefifauddymeTausssy nodinuvesywe Lavenameiduionssuiiyniy
ﬂauﬂauaEJﬂuiﬁ%imﬂizﬁﬁuﬁmﬁﬂﬁgmJaa%wmWﬂmiﬁ'mﬂ%l,ﬁu?iw%mﬂﬁﬂ%%'miﬁfm%’u
asseualy nagsidlursnuteseianamssedl 19 n1s “Butndnme” ﬁﬁgﬁugﬂﬁmﬂ%
dumeadafioassassananuialy Tnsfadundeauusniignnannds Ao wesiden wilesa
(Harriet Powers a.f. 1837 — 1910) Aadufiutiu (Folk Artist) WWeansuoiiuauiiilusuum
203138 sudvinanndssnduanmaianwinonssuesunafulsinnviomedauenmiie
(Applique) ) slUfansUsRniauen (Collage) mnassassndunauludnuasvommuniunan
Fene PuuuUmRaeRaUsiuuIL (Folk Art) Tufausssuvesmiauenitu Tnslaviuenes
smanudorndudsluda smunmesiulasmgnisamemmansinaeneadufiumaan
Aude pumsvisivesdadu (Perry, 1994) %ﬂﬂaﬁ;ﬁ’umamuﬁumwnL’Ja'gaé’amﬁiﬁﬁua@ﬁauh

2 Fuwniiu Aerasuiiilien Bible Quilt (mwﬁ 6) way Pictorial Quilt (mwﬁ 7)



ﬂ’]‘W‘ﬁl 6

Harriet Powers, Bible Quilt, All cotton, 191 x 227 cm., 1886, Smithsonian National Museum of American
History, Washington DC.

NUIE98. NN Great Women Artist, (p. 326), by R. Morrill, R. Wright, & L. Elderton (Eds.)., 2019, Phaidon,
Copyright 2019 by Phaidon

il 7

Harriet Powers, Pictorial Quilt, 153 x 267 cm., Pieced, applique, and printed cotton embroidered with
cotton and metallic yarns, 1895 - 1898, Museum of Fine Art, Boston.

W7€4¥8). AN Politics and Stories: African American Quilting After Emancipation, by R. Lesso, 2020, The
Thread (https://blog.fabrics-store.com/2020/11/03/politics-and-stories-african-american-quilting-after-
emancipation/). Copyright 1999 - 2023 by Fabrics-store.com
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13nde udnlafan udaduney (Margaret Macdonald Mackintosh a.f. 1864 —1933)
Aaduuazineaniuurmanenaun ﬁﬁﬂmﬂﬁﬂLﬁuﬂﬂqﬂﬂﬂmwauNammuiam NUIATNTTY
AUN15DBNLUUANNY gﬁﬂﬂﬂiﬂ%’]ﬂﬁi’iﬁx‘ﬂlﬁ@liﬂﬁuLLUUE]’]%@IHI’J (Art Nouveau) Fsfinduloves
nuaniataznisiadoulmluuuunaialng dlaa (Glassow Style) msmInasUszgnamaiin
Lﬁuﬂﬂﬁ’ﬂgamwmgmﬁqLst]uﬂﬁ’mm%mﬂﬁm‘iﬂﬁwamumaaLLﬁﬂSuwamlﬁT%’Umiaﬂéaﬂﬁﬁumﬁau
éTuLLUU’Luﬁmmaam'mLﬁum%mgh 9E19UM31 11NFIDESHANIUT The May Queen (il 8)
Fadunanunsesnuuuainiu (Gesso Panel) wuu 3 @ memshsrniunindudn (Gezuas
Junsealnena, 2560: 247 - 248)

AN 8

Margaret Macdonald Mackintosh, The May Queen, Gesso, Hessian, Scrim, Twine, Glass beads, Thread,
Tin leaf, Oil paint, and Steel pins, 158.8 x 457 cm., 1900.

nIENe. N Tea and Symmetry, by A. Brown, 2019, The Magazine Antiques (https://www.themaga-
zineantiques.com/article/tea-and-symmetry/). Copyright by CSG CIC Glasgow Museums Collection

uNTEIEMAMITTE 1970 NTPUANIATINATIANANLIINGN TanAme uasmafan1sify
ﬂﬂﬁ’ﬂgaEﬂ,ugwuwumﬁaﬂz%maﬁaloﬁy%’ummﬁaumﬂﬁaﬂuﬁm@qLLazmalggﬂiﬁgt,ﬂu?iﬁa@ué’ﬂiu
nsvhaavs Taefimsdainssansamefiieatumsasnumenuasdmetuidussduni
wazud SeilnensAniinAausfiinanianmadutingine lulsuanuinanssy nuiie
yienasunIseanuueissysfiaumsogualuvasinuansosly idosunenielufifissom
gnneld usnduidunisasenmuauasmadansfavzuuulnulasendonszuaunisisnisuuy
FadunUszgnalyiuuunaruAnaunsitauelusuuuuivanvauasuadla aulaiunis
sousulmiudndenidunuiansuiniuiunuussfunss nulninssu 8nae (Constantine

& Larsen, 1985: 25 - 27)
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Tnenanuvesdalundmdnsannaassedl 1970 Adaulanmunasiiedos Toun
\aue3 M1t (Lenore Tawney f.f. 1907 - 2007), ﬁaﬂum’ﬁwnam‘%ﬁ’u;;qﬂt,ﬁﬂmiagwassﬁ
nanuAalzanaule viediidedoniawizan Inlues 813m (Fiber Art) lauesvieuuUssRunnssy
muﬁaﬂviué’ﬂww%’mml,avLLéuauﬁasmﬂi’amaéN lorne WAty WafunITMern nssEunYa
nsaniagynUy ﬁaﬂﬂmaﬂﬂLLmuLaumuaamamﬂmLwaa'ﬁmﬂmwuiummﬁ Tuilufing
maJmmimmmmiamumsaaﬂLLUULLavmiammuﬁavammﬂULauisJ vilunanuvesau
E]‘ng’n‘?j’ﬁPUaﬁ]’lﬂWUE]N']uanaLL‘U‘UGNLmJ a1maNUiifiien Box of Falling Stars (nwil 9)
way Cloud Labyrinth (Al 10) mlmuuswuma%m'1mmjs']ﬂgmsmsuawaawmmawm

AanundeulrUasuLlaslusssud Ysvansleddnuasnisilnaund wWunu




Al 10

Lenore Tawney, Cloud Labyrinth, Canvas and Linen, 487.6 x 731.5 x 548.6 cm., 1983. The John Michael
Kohler Arts Center.

Y7899, 3N Midcentury Artist Lenore Tawney Offered a Radical Vision of What Weaving Could Be,
by C. B. Rosenberger, 2020, Art in America (https://www.artnews.com/wp-content/uploads/2020/05/
ex.clo .2019.0001 DH.jpg). Copyright by Lenore G. Tawney Foundation

Aadundjsvnduu ndlas 16397 uuaosiu (Toshiko Horiuchi MacAdam 1iin a.a. 1940)
o1fvegluuAuIn Juradudmeiiansassananuussiunssuawalvg lnslamedanisdn
dnpauazdnlasien nacwiavzanalevedindlavluried 1970 ffmnananuussiulaly
WAILAZL IUGi’imﬂaﬁUEUi.NIﬂ’Nﬁ%ﬂﬂﬁﬂﬁﬂ’]ﬁﬁ]&lﬂiiuﬁﬂwmzL’?]J’II?TQ 53&131}1/154156111?1@%@@
p1sdeuiTTuTeuiy SuiinAaluihludenlestulassasdaswisvesdme awdady
Na91U Atmosphere of the Forest (it 11) 1ud a.a. 1975 wae Fibre Columns / Romanesque
Church (nwit 12) Tud aa. 1976 mudrdu Jagiu nley uunedu negenruAnAala
Mnituiiuaslassasansaandnenssunfumaianisinme Imaiﬁngﬂmmamus‘?fuﬁutﬁm la
wnldiduaumislunmsiay msdudanuialziiralulnden Knitted Wonder Space (n1wl 13)
ﬁgﬂamé’faagiuﬁﬁﬁﬁmsﬁnaﬂ«,lﬁqaﬂﬂm Uszinadu



andi 11
Toshiko MacAdam, Atmosphere of the Forest, Ramie, gold & silver metallic thread. 1975.

nuEkns. AN Works for Exhibition, by NetPlayWorks, n.d. (https://netplayworks.com/NetPlayWorks/
Works_for_Exhibition/Pages/Toshikos Works for Exhibition.html#0). Copyright by NetPlayWorks

AR 12

Toshiko MacAdam, Gothic Arches, Romanesque Church, Nylon, Hand Knitting, Crochet, 1976.
Collection of the Jean Lurcat Museum of ContemporaryTapestry, Angers, France.
184718, 91N Beyond the Comfort Zone, by Knitjapan, n.d.

(http://www.knitjapan.co.uk/features/c_zone/horiuchi/Romanesque.htm). Copyright by Knitjapan



A il 13

Toshiko MacAdam, Knitted Wonder Space, 1981, The Hakone Open Air Museum.

Waek9g. 9N Forest of Net Pavilion by Twzuka Architects, Hakone Open-air Museum, Kanagawa
Prefecture, Japan, by R. Gregory, 2009, The Architectural Review
(https://www.architectural-review.com/buildings/forest-of-net-pavilion-by-twzuka-architects-ha-

kone-open-air-museum-kanagawa-prefecture-japan). Copyright 2020 by EMAP Publishing ltd.

fadurmlpaeude Toan we auda (Olga de Amaral \iin a.a. 1932) Teaniiay
aulanasivaludseifaans Aautausssufuanudendniggia wazennmiuainudu
pilufen nsaseiufivesdmemeiaulonnuudm w1dtu uazee ﬁqgﬂﬂﬂiﬂﬁaﬂmvgﬁu
nstufingasna wiiunisiaund Taensuanutan wulosssud fudefiuyuerindy
aleduamen 3 Tanseaiu (gesso) Tane “as ufumedauszmdmanenuuuiiiuves
Tnneude 1wy Junuiiidenn First Fragment (n1nil 19) fuidugaiduauresnisassassanasy
Tuganan w1 fdierfagdaesmeaauasiule sulsvuasuuianimonsnanuiiton
Alchemy 50 (awil 15) TneAadulaussiunalanandalsnsyeuusuadeaadounuLn
du vido AUA (Kintsugh) Uoshi, 2022) a1 antudumilounisimadiauas Tanfiuantvaian

Tarunsvinauludadsdedane
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ﬂ’]W‘I?II 14

Olga de Amaral, First Fragment, Cotton, wool, synthetic fibers, feathers, metallic threads, wood;
woven, 40.6 x 35.9 cm., 1975.

YIEYI8. AN First Fragment, by O. de Amaral, 1975, Minneapolis Institute of Art
(https://collections.artsmia.org/art/4158/first-fragment-olga-de-amaral). Copyright by Olga de Amaral

AW 15

Olga de Amaral, Alchemy 50, Canvas, gesso, gold leaf, acrylic paint, 165 x 150 cm., 1987.
Vg9, AN Alchemy 50, by O. de Amaral, 1987, Tate

(https://www.tate-images.com/preview.asp?image=T14879). Copyright by Olga de Amaral
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AU (Hannah Ryggen A.A. 1894 - 1970), Lol Sauasa (Anni Albers a.A. 1899 - 1994), uaz
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gv5 Floms, From DNA to DNA, Usuiaeumu
i, Fonia, 1994.

1784918, AN From DNA to DNA, by C. Shiota,

1994 (https://www.chiharu-shiota.com/from-

dna-to-dna). Copyright by Chiharu Shiota
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“I wanted to choose my own material, something which allowed me to be myself.
So, | started working with woollen threads.” Judnamanmslndunvaies o3 Tleny
Lﬁ&'sﬁ'umil,ﬁaﬂ‘l%l,guluu%aLﬂu'?a@ﬂé’ﬂﬁﬂsmgaguiiuwamuﬁaﬂwma6] Fuveadadu (Blanck,
2019)
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AR 17

s 9lopy, Uncertain Journey, USULUAEURIUNUY, lasavian, laulgvuaniduns, 2019.

AANTUYDN g

IM55AN75 Shiota Chiharu: The Soul Trembles 9@ua®99] Mori Art Museum 77;‘02}32455'3. 2019.

AW 18

Ha9IuYe9 Jgv3 Tlene, In Silence, UsuiUaeum i, e luiignian, 41187190 A es11A1uN 51 (Alcantara),

2019. 4%55A775 Shiota Chiharu: The Soul Trembles 3auanssi Mori Art Museum f7§'#zt¥hif7a&7, 2019.
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“Originally, | thought that if | die, everything about me is going to die, but now
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(Whitney, 2021)

A 20
183 waa, Bound #2, 300 x 180 x 45 cm., #1¢, 454, liiT8Auns, 2009
nuEkns. N Bound #2, by B. Liu, 2009a (https://www.beililiu.com/Bound2). Copyright by Beili Liu



“Thread for me, stands for two layers of meaning: a material and tool for mending
and therefore healing; a metaphor of connection; and a symbol of feminine strength
seemingly soft and yielding, but resilient and giving, and when a large number of threads
join together, has immeasurable strength.” lustAuzaes Wed 1w w@umelnaumeiy
drdadulu 2 wn Ae umerdufagdmiunsvenusuuwazmadensinu ulbssveinis
Foune Lﬂjuﬁlﬁgﬁﬂwiﬁ‘ﬂml’gmﬁﬂﬁLLamaflﬂ’ﬂuL‘gmLﬁﬁ Qmma warlowseu Tuvasiientuaing
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“During the Cultural Revolution, my parents were assigned to the Manchurian
countryside. | was born in a rural farming village and lived there until | was four.
We lived in a one room adobe house and slept as a family on a single adobe
platform bed, a kang, heated by a cookstove burning beneath it. What | remember
most were the groups of women constantly making and remaking essential items
such as comforters, shoes, and clothes. Everything was sewn by hand, repaired,
and remade. All that | lived with during my early years is the foundation of my
love for materials, handcraft, and space. What | make has always come from the
versatility and richness that a space holds and the transformative force hidden in
a material. My work can be seen as an act of translation connecting my Chinese
past to my present reality. | have identified with the roles played by those strong

women, who acted as menders, providers, and mothers.” (Whitney, 2021)
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Lﬂ'aﬁy a3, Each and Every, USunlseumuituii, Senauuaziauzuanian, Bofnsn, Sus, sethe, I,
18, nsslng, Wy, uazides, 2019,

nuEkns. N Beili Liu: Each and Every, by B. Liu, 2019, MadArt Studio (https://madartseattle.com/
wp-content/uploads/2020/11/Liu_catalog web.pdf). Copyright 2019 by MadArt Studio
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Sty giadat], sun (Suiew), USAgun g, Smdus, §nm, nmers, dsfs, 2008

Y9, AnUUAaIIn My Hair: My Family Ties, by |. Suwatthanasilp, 2008b, Facebook (https://www.
facebook.com/photo/?fbid=49991867368&set=a.49990582368). Copyright by Imhathai Suwatthanasilp

il 25
DUy éfﬁ’@/uﬁaﬂ See — true, AUKUS, GALEURIL, LIum7, 2010.
VG, AnUYasaIn Diary of a Weaving Story, by I. Suwatthanasilp, 2010, Facebook

(https://www.facebook.com/photo/?fbid=344704382368&set=a.344695227368). Copyright by Imhathai
Suwatthanasilp
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SO gimudiat, Wuiln (Cherish), USRS, S, weny193Ule, viueu, 2009.

WIE98). 31N Diary of a Weaving Story, by |. Suwatthanasilp, 2010, Facebook
(https://www.facebook.com/photo/?fbid=409452282368&set=a.344695227368). Copyright by Imhathai

Suwatthanasilp
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Keywords
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Article Content
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Images and tables
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