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Migrations — | am who | am

Ni Kun, Curator

Let us take a rational and direct perspective to look at artist Gu Xiong and his art: he was passionate and restless in the 1980s; In the 1990s, his
thoughts turned to immigration and identity; Around the 2000, he initiated dialogues and made comparisons based on a new cultural identity; In
the past decade, his attention has turned to the issue of international migrant workers. A journey of migration unfolds in front of our eyes, with
items like “enclosure,” “garbage,” “salmon fish,” “rivers,” “tomatoes” and “cardboard boxes” dotted along the way.

In China, the most widely praised art work of Gu Xiong is “Enclosure,” created between year 1986 and 1989. Combining painting, performance
art and installation, “Enclosure” is one of the most important art works in the history of China’s avant-garde art. Nevertheless, if we look back
upon the forty plus years dedicated to art in Gu’s life, we would know “Enclosure” is only the starting point in his art creation. Behind the artwork,
Gu’s experience at the Banff Centre for Arts and Creativity allows him to touch on an important issue — the meaning of life. Gu first went to Banff
Centre in 1986. This experience led to an artistic breakthrough in Gu’s art and the creation of the piece “Enclosure.” When Gu encountered
Banff Centre for the second time between 1988 and 1989, Gu Xiong became a Canadian. Since then, for near 30 years, Gu Xiong has walked
hand in hand with his art. He uses his art to think and to raise questions. His questions gradually grow from those of individuals and families,
to those of identity, to dialogues and reflections on history and cultural transitions, then finally to labour migrations and relocation in the age of
globalization. It has been an extended process of cultural reconstruction. Gu’s nonstop pondering starts from minor things, and eventually bears
fruit in a foreign country. Art has kept Gu company, permeated his life and empowered him.

“Migrations: Gu Xiong” is an inquiry about migration in life. The art works in exhibition are created over a span of 45 years — starting from the
1972 “Sketches of Sent-down Youths,” and ending with the 2017 “Yellow Cargo — Chonggqing.” In the dark era, the sketch pencil picked up by an
innocent youth protected his sense of self and independence. Then in 1978, Gu became an university student at the Sichuan Fine Arts Institute,
hence starts a nomadic life led by pursuit of art. This gala of art — it is a dialogue, also a gift.

Nevertheless, migration, still goes on in life.

English Translatior: Xin Chen
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Global Adventure in Migration
—on Gu Xiong’s art and its cultural meaning

Yang Xiaoyan, Professor/Curator
Gu Xiong’s art practice is an absolute global adventure if we look at his experiences as a whole. The key word in his adventure is migration.

Forty years ago, the abruptly resumed National College Entrance Examination allows Gu Xiong —back then a sent-down youth in the countryside
of Southwestern China — to become a university student at the Sichuan Fine Arts Institute. After an individual and symbolic resistance towards
the “enclosures,” Gu crossed the vast Pacific Ocean and migrated to Canada. This is the second time Gu set foot on this land, and with it started
another migratory experience — the transformation of social identity and social status. Initially an ordinary immigrant, it is through constant efforts
that Gu becomes a real mainstream Canadian artist as he is today.

These are the two overlapping migrations, which include a change in social status, as well as a change of the living environment. Gu uses “Big
River and Big Sea” to name his exhibition, trying to describe the extended personal experience of migration to his audience — from Yangtze
River, across the Pacific Ocean, and finally to the Fraser River. Through this name, | realize what Gu really means by choosing this name: Gu’s
migration is not merely a personal experience; On the contrary, his life experience is one tiny part of today’s globalization, a wave in its ocean
and a mirror reflecting its passage.

| have been trying to imagine how Gu must have felt when he was standing by the beach of Vancouver Island, looking at the tomb stones
of Chinese ancestors whose remains could not be shipped back home; how he must have felt when he walked into the crude residence of
international migrant workers, where barely anyone else would step foot in, and how he must have felt looking at their faces and the hardships
written on them.

It was by the end of year 2015, | was curating an exhibition titled “Beyond Image: Laboratory of Light” for Hubei Museum of Art. | invited Gu to
join the exhibition as an overseas Chinese artist. The project he presented is “A Stretch of Beach by the Sea of Victoria.” Fine sand is laid flat on
the floor, which represents the beach; On one side of the walls is the projector screen, one could see waves of the Pacific Ocean crashing on the
shore and hear their sounds; On another side of the wall is a group of photos, in which Gu recreates the scenes of bone washing, a procedure
before the remains’ shipment. | remember that | was at the scene, telling the audience over and over again the stories behind these objects.

When we live in our home country, the idiom “a falling leaf should return to the roots” doesn’t mean much to us. At best, we feel that it is a cultural
tradition, an emotional attachment the expatriates show towards their hometowns. However, for the Chinese who left for North America over half
a century ago, by the sea of Victoria at night, they carefully wrapped up fellow countrymen’s bones to be shipped for burial back home. For these
ancestors, this is so much more than ancient teaching — it is a mission that needs to be accomplished.

When Gu immigrated with his family to the unfamiliar land of the North America, did he not experience the cruelness embodied in this sense of
“mission”? My guess is, the moment he stepped onto the land of the North America, his understanding of art went through revolutionary changes.
At this moment, art starts to mean more than mere resistance. When the body goes through a journey of migration and lands on a foreign land,
art goes through a revolutionary change with it. That is, art changes from a symbol of resistance to the reality of life, to the tangible being of
everyday life that comes alive.



In other words, through the migration of his physical existence, Gu becomes inserted in the process of globalization, that he breathes in the
cultural meaning of this process on a daily basis. The result of this is that Gu’s migration becomes a genuine global adventure, and his art
naturally becomes a record and an appropriate expression of this adventure. Gu Xiong’s art has become a highly sensitive personal probe, which
he uses to check the truthfulness of all resistance and subversion made in the name of art.

Regardless if the result comes back as truthful or not, the practice of probing and testing remains truthful perpetually, and every shout becomes
strength from the past.

Drafted in the early morning of May 23, 2017

English Translatior : Xin Chen
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Gu Xiong: Migrations
Andrew Hunter, Fredrik S. Eaton Curator of Canadian Art, Art Gallery of Ontario
She reminded me to think in dreams.

Somewhere there is a sketchbook, a collection of drawings of landscapes and lakes, maybe icebergs, ragged pine trees, undulations of granite,
expanses of wilderness. Snow, maybe a sleigh, possibly a church in a rural village, the images are small but detailed, exquisitely executed in
pencil and ink on off-white paper. | imagine that the cover of the book is brown, thick unbleached craft paper that has been rolled back as the
author holds it in his lap, arranges the pages to rework the images as he moves through the exhibition. It will be passed around so others can
see what he has seen in Beijing, beyond the limited confines of the small village in the mountains, cut off from the outside world. The hand that
rendered the images, and the hands that receive the book, look weathered, they are tough from manual work.

| see this whole scenario played out in a series of large drawings, but this time on canvas, in charcoal, monumental depictions of an exchange,
the retelling of a story through fragments and details. The man holds the book and a group of youth gather around him, he is gesturing at a page,
a clear image of a mountain that | instantly recognize as a copy of a Lawren S. Harris painting. | am there in the middle of the group, with Gu
Xiong, we are teenagers, arms around each other’s shoulders, and we point at the image on the page as the landscape of central China rolls
out behind us (as if rendered by Franklin Carmichael). Everyone is smiling; we are all seeing the world differently in this moment, the terrain has
shifted, our foundations shaken. These drawings do not exist.

If I recall correctly, it was at the height of the Cultural Revolution. There was a man from their village who had been lucky enough to go to Beijing,
and while he was there he saw a stunning exhibition of paintings of landscapes that exuded a remarkably bold confidence. The paintings seemed
so modern, so unconstrained. He filled his sketchbook with precise drawings of these paintings and then returned to share them with his village,
to describe their scale and vivid colours. “They were so political” Gu Xiong told me, “but the government did not understand this.” Gu Xiong
pauses to look out the window of the bus as it climbs a mountain seemingly bereft of nature, packed with buildings that crowd the narrow road.
“They thought of the Group of Seven as simply landscape painters, they didn’t understand that we would see them as revolutionary, as freedom.”

| want to believe that that lost sketchbook is still out there, somewhere, perhaps forgotten, or hopefully cherished and studied. | imagine it with a
collection of notebooks, eight or nine inches square, that Gu Xiong completed while he was a teenager living in that tiny village in the mountains.
Saved by his parents, they were passed back to him when they first visited him in Vancouver. In red ink, above a drawing of a contemplative
self-portrait, a figure alone in semi-darkness that stands out from the heroic iconography of the Cultural Revolution that fill many of the pages,
Gu Xiong has been scolded for being “Too Bourgeois!” Gu Xiong and | will eventually spread them all out in cases in a gallery, a foundation for a
collaboration exploring our contrasting memories of China and Canada. There will be a wall of Group of Seven paintings that Gu Xiong surrounds
with hundreds of iconic images of heroic workers and soldiers, a sea of postcards engulfing paintings positioned as a Canadian counterpart
to Mao’s nationalistic propaganda. In the centre of the wall, anchoring the arrangement, there is an oil on canvas of the Canadian Shield by
Carmichael, a receding expanse of undulating trees and exposed granite, a scene echoed in the next gallery by a monumental charcoal on
canvas of a girl in the mountains.

Gu Yu always looked too old to me in that drawing. She was so young at the time, maybe 10 or 12, but in the drawing she looks to be in her
mid-twenties, like she does now, sitting across from me in a Los Angeles restaurant. | can’t recall if | have actually seen her since China (19987?),
maybe once or twice since then for dinner in Vancouver, but if so, never for long. “What’s wrong with you,” she asked me as the bus slowly
churned its way up the side of one of Chongqing’s many steep hills and | continued to sweat profusely. The heat and humidity were intense.
(Maybe it was 19987?) | remember a river, late at night, a tidal surge pushing inland, a single wave that disrupted the flow and pushed aside all

the boats on the river, overturning small craft. Apparently, it was a rare event. Someone called it the “dragon.” Life in China felt precarious. Days
later, we parted ways and as | returned to Kamloops via Beijing and Vancouver, they would head off to try and visit that village in the mountains.
On a late night river crossing, their little boat would be rammed and pushed under, it would spin over, sinking fast and swallowing water, gulping in
volumes as if the boat itself was gasping for air. She was trapped and barely escaped. | remember the phone call when they got back to Canada,
the photographs of her in the hospital, Gu Xiong trying to reconstruct her experience of near drowning in a pool in Vancouver. He saw her story
of drowning as an allegory for the new China. The drawings are huge, haunting, in one her head nearly takes up the entire image, though part of
her face is obscured by the swirl of water, her mouth open, gulping. Now, she sits across from me in Little Tokyo and | want to ask her what she
remembers about that night but who would want to relive that nightmare. | tell her it all feels like fragments to me now, how so much has changed
since that trip, all the moves and migrations, constant change and displacement.

She reminded me to think in dreams.

The bus passes by the open mouths of tunnels that snake deep into the rock, where people now live and work, laying down to sleep next to their
machines behind iron gates. The tunnels are another narrative written in to the landscape, an intense burrowing that wormed its way deep down
caused by a genuine obsessive fear of the West. In the darkness carved out as a place to hide from an attack that never came, the man and
the machine dream together, their imaginings fueled by the scent of burnt metal, cutting fluid and oil, mixed with broth and sweat, all tinged with
damp rock and earth. A powerful odour pushes up from deep within, an intense rank smell of surging animal and metal. You hear the whistle first
and then the dark horse emerges into the open air, turns and races down the mountain. “What is wrong with you?” she asks me again as the
bus shudders over potholes. At the end of the bus ride, there will be a hand-painted sign on pink tissue paper that says something like Andrew
Hunter on Canadian Art. | will speak in short statements so that Gu Xiong can translate for the students at the Sichuan Art Institute, but when he
talks he seems to go on forever, there is a lot of laughing. | have no idea what he told them. Everything changed after that, home looked very
different from that moment on.

“That exhibition also had a profound impact on Chinese artists,” Gu Xiong tells me over breakfast in the warm sun, under palm trees, “everyone
had that picture of the horse and train on their wall, we all understood his work, it inspired many of us.” We have spoken of Canadian trains many
times, of iron horse locomotives and the precarious passes and tunnels cut through the mountains of British Columbia by Chinese labourers
who were discouraged from staying in Canada and taxed to bring their families along, they spread out across the country to settle together in
distinct Chinatowns, or to live alone and isolated in small prairie and northern towns, running restaurants and laundries (so often their only legal
employment options). The west coast of North America was Gold Mountain, a name from the earlier wave of Chinese migration that came for
the gold rush, before the railroad. | can see them all heading into the mountains.

Gu Yu stands high atop a mountain once carved and cut by Chinese railway workers. | imagine rail lines passing below the charcoal image of
her, a river winding through a gorge. Once, she came to Kamloops with her father, | remember her on the stage at the university telling her story
of growing up in China and then coming to Canada, and | have just watched that narrative further unfold in her recent film A Moth in Spring. Now,
we talk about drifting between the real and the imagined, the memories you carry with you and how there is always here, just below the surface.
She is describing her latest project with her father exploring the lives of migrant workers, and she wonders aloud about the presence of their past
and home in their memories and dreams here, in California, in the Lower Mainland of BC, in Southern Ontario. It feels like the truth is in dreams,
in the stories we tell, the allegorical impulse that is so fundamental to her father’s work. A stream of socks and salmon, a Yellow River of Blue
Culture, thousands of little pigs, nothing is just what it appears to be, there is always a story to get you to the truth. I tell her, “Alex Colville said
that As a good realist, | have to reinvent the world.” He called his works “authentic fictions.” | see this consistently in Gu Xiong’s work and | get
why he and so many others were inspired by Colville’s exhibition in Beijing in 1984. (1984, what a year for Colville to be in China.)
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Gu Xiong and | are trying to follow the signs through the suburbs in this small city in the mountains; below us two rivers flow together. At the
end of a Cul-De-Sac, we find a sign and then follow a narrow path through the tall yellowing grass and sagebrush to the Kamloops Chinese
Cemetery, a desolate area populated by hand-painted wooden markers. A few months later we will locate another such cemetery on Vancouver
Island, tucked in to the back and beyond, out on the edge of Cumberland, a town that bulldozed its Chinatown in the 1950s. We’ve been piecing
together histories by moving around the country and into the landscape, many of the same landscapes once depicted by the Group of Seven that
would have adorned the walls of that Beijing gallery and been translated into that unknown man’s sketchbook. Back then, the images inspired,
but they may have also carried another message. Growing up in Canada, those paintings often appeared in more than just art books, they would
illustrate books on geography and the histories of resource industries such as mining and logging, oil and gas. Perhaps the Chinese government
didn’t understand that these paintings would inspire revolutionary thinking among its youth, but they may not have missed Canada’s history of
identifying with, while simultaneously exploiting, the natural world. Canada has consistently identified itself as a land of extraction and these
efforts are being undertaken more and more now in collaboration with China and with China in mind. The Group of Seven may have helped to
reveal a new Gold Mountain.

| am sitting now with a colleague looking at a painting by Lawren S. Harris that may have been one of the works that hung in Beijing in 1984 and
could have made its way into that lost sketchbook. | am “responsible” for this work now and this is what has taken me to California, to imagine
exhibiting Harris there to another new audience, and to wonder what they will make of his austere northern visions. By pure coincidence, we all
find ourselves in Los Angeles and so we gather together at a table in the warm sun under palm trees, Gu Xiong, Ge Li and their daughter Gu
Yu. It turns out that we have all been thinking of migrations, of what it means to be placeless and leading fragmented lives. The next day, Gu Yu
and | will meet again and while we wander, we try to piece it all together, all the details of our connections since we met two decades ago. Gu
Xiong's relationship with Gu Yu inspired my relationship with my daughters, they have always been present in my working life, participants who
are emerging as collaborators.

On the bus heading up Wiltshire Boulevard | am alone, the ride is long and the traffic is dense. | drift off, losing track of the stops and end up
at the end of the line. | step out onto Ocean Drive, descending the steps to the beach and walk out to face the surf. “What's wrong with you?”
she’d asked me again as | headed for the bus. “I have come to realize,” | told her, “that | want to go home, but | don’t really know where that is,
and that feels very familiar.” In that moment | realize that everything changed when | met them almost twenty years ago, that since then | have
never really looked at a Group of Seven painting without thinking of China, and that | always return to my conversations with them when | think
about Canada, its past and its future. My sense of home changed when | met them, became precarious, unstable, ethereal, | came to think of
Canada as not a place but more of an unstable idea, a shifting conversation, a tentative, at times provocative, dialogue between individuals and
cultural groups that will never settle and may in fact have passed us by, may have just been a story that now lacks coherence and cohesiveness,
that has become frayed, like a dream.

“Alex Colville’s horse running towards that oncoming train,” he exclaimed, “that was China to us!” Once again, out of the blue, in the warm sun
and under palm trees, my perception is shifted, what | thought | knew is disrupted, and, as always, | am richer for it.
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Rethinking Cultural transformation
Gu Xiong

All cultures are complex, but the one into which you are born is the one you come to understand most profoundly. Thus, this influence is what
finds its way into the work of an artist and, | believe, is expressed almost instinctively. If a person should move to another culture, he or she
must make both a conscious and instinctive adjustment in seeking to understand what at first is a strange new world. It is within this dynamic
milieu that | have found myself. This conflict of cultures in my work is in a state of constant evolution. It is a continuous generation of ‘artistic
electricity’ that fuels change in both my personal life and my work as a contemporary artist.

Through the years, the direction of my research has centred on the creation of a hybrid cultural identity. Cultural conflict erupts when the
individual and society undergo a process of change. A new cultural identity is born as individuals reconstitute themselves through their own
cultural practice. My research always draws on the critical angle of visual art as a point of departure, and then encompasses other areas of
knowledge such as sociology, geography, economics, politics and literature. | addresses integration and assimilation, histories both collective
and personal, and cultural synthesis across boundaries. My art seeks to delve into the dynamics of globalization, local culture and individual
shifts in identity, and rethink the space of global culture flows.

Theses shifts do not merely constitute a simple amalgamation of two original subjects, but instead, seek to create an entirely new space.
Alone and isolated from its birth, this new individual identity is nevertheless open and free. Visible and invisible global forces of social and
cultural homogenization have inherited the world. In this environment, individual spaces embody the seeds of difference and alterity. It is the
construction of this new level of being in which | am interested. My art expresses this process through my own life experience of displacement
and rebirth in Canada.
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My Migrations — from Yangtze River to Fraser River

Gu Xiong

It has been 30 years since my immigration to Vancouver in Canada, a city by the Fraser River. Tomorrow, | will take a flight back to my hometown
Chonggqing, for my solo exhibition “Gu Xiong: Migrations,” which is about how I build up my cultural identity through my experience of migrations.

Airport is the place | keep entering and leaving each year. It has a gate that separates citizens from “the other.” After | walk out of the cabin and
into the waiting area, | enter a new nation. The boundary between nations could be as narrow as a few steps. Yet this boundary, it could not cut
off my thinking and memories, both of which expand beyond boundaries of nations and other sorts. As individuals cross all sorts of boundaries,
all sorts of cultures and zones, they gradually build up and enrich their personal cultural identity.

On my first trip to Canada, all | had were a backpack and two suitcases. What | carried in the luggage was everything | owned in China from my
first three decades of life, everything | relied upon to build a new life in Canada.

Nevertheless, my journey of migration doesn’t start in Canada. It started within China during the Cultural Revolution. After | graduated from
junior middle school in 1971, | was sent down to countryside with millions of other urban youths in 1972, to receive re-education from the poor
and lower-middle class peasants. “Roll in the mud, and practice a red heart.” Yet in reality, our passion and dreams of revolution were crushed
in the countryside — the margin of reality. Every sent-down youth had to learn how to survive through labouring. My younger brother and | were
sent down to Daba Mountain area in northeastern Sichuan, bordering on Shanxi province. Back then, Daba Mountain was a poor and desolate
place. There was no roads or electricity. There wasn’t even radio reception in the mountains. We served at the Erlang Gully production team,
under the Qingping People’s Commune in Xuan Han County. The village we lived at had a small population of around 200 and the households
scattered on the mountains. We were assigned to live in a Chinese-style courtyard house with a few peasant families. It was the first time for
the two of us to live away from home, so there was much to learn. Among others, we needed to learn how to burn barley straws to cook food.
The mountain had already gone bare by the time we lived there, so fuels were scarce. We had to walk twenty or thirty kilometers of mountain
roads to fetch firewood. Besides, farming was hard work. Everyday, we worked from sunrise to dusk. The deputy leader of our production team
had a gong. He would beat the gong every day on the terraced fields, and shout either “time for work” or “end of work.” Among all, it was not
the difficult living circumstances or the farming that | couldn’t bear; it was the empty mind and the bleak future. At the same time, | started to
do sketches. During the day, | did sketches of the peasants. In the evening, | did sketches under the kerosene lamp, recording my memories
and thoughts. Gradually, through the sketches, | found hope, and a genuine inner self. The worries and hopelessness towards the future was
replaced by observation towards the environments, the people and things, as well as the growth of the self. This was the first time that art lifts
me up from a low point in life.

During the fours years of my countryside life, | filled more than twenty sketchbooks. Today, when | leaf through them, it feels as if they could bring
me back to the old days, to my youthful days.

My first trip abroad was to Canada as an exchange artist. The Banff Centre for the Art selected me as an artist-in-residence for a year. | didn’t
expect it, but it later proved to a turning point in my life. Before the trip, my impression of Canada was limited to the Group of Seven and Norman
Bethune. The latter | learned only through Mao’s essay “In Memory of Norman Bethune.” In 1975, the works of Group of Seven was on exhibition
in Beijing and Shanghai. When | first read about the exhibition and saw photos of the paintings in newspaper, | came under their influence. | still
remember the first time | saw the paintings of Lawren Harris. The blue sky and snowy mountains left a deep impression on me. Besides, the
seven artists all have unique styles, which is something unseen in the art during the Cultural Revolution. At the time, the artistic standard was
“Red, Bright and Shining”, “Tall, Big and Perfect.” | felt that | should become an artist like Lawren Harris, an artist with personal style.

| lived in Banff from September 1986 to October 1987. Banff National Park is a beautiful place. Yet for me back then, to live in Banff was like living
in isolation. The language barrier led to me working in the studio all day long, focusing solely on my art works. Alvin Balkind, the chair of the Art
Studio Department at Banff Centre gave me some advice. He said | should learn English and communicate more with other artists. In addition, he
spent one hour teaching me English every day. The first time | saw Alvin, | said in broken English: “My English is poor.” He laughed and replied:

“My Chinese is poor, too.” It immediately drew me closer to him, made him feel like a friend. During my stay in Banff, there were 45 young artists
from all over the world living and working there. Later, all of us went to New York to visit the museums and art galleries. My vision was broadened
by the trip. Getting to see genuine works by the masters made an impact on me. All of these made me realized even more that | should do
my own art. In the beautiful and isolating Banff, my idea of “enclosure” formed and | made a series of art works based on this concept. My art
gradually grew from small-scale paintings to large murals, installation works and performance art. My year in Banff is the way to breakthrough
in my art and life. By the end of it, | decided to return to China with what | had learned.Upon returning to China in 1987, unexpectedly, | went
through cultural shock again in my own culture. That's when | realized how much my trip to Banff had changed me. As an instructor at Sichuan
Fine Art Institute, | decided to introduce installation and performance art into my classroom, expanding from the still life drawing and life model
drawing. Students got to experience and participate in these contemporary art forms in my classes. The installation made by my students was
put on display in the Museum of Sichuan Fine Art Institute. | also participated in contemporary art movements at the same time. Among others,
| took part in the 1988 Southwest Art exhibition held in Chengdu, the November 1989 Chinese Modern Art Conference in Huang Shan, and the
February 1989 China Avant-Garde Art exhibition held at the China National Museum of Fine Art in Beijing. My installation and performance art
“Enclosure” — part of the group exhibition China Avant-Garde Art — was introduced in the English version of China Daily.

In 1989, Banff Centre for the Art invited me to be an artist-in-residence the second time. My journey of immigration thus started without my
realization. When | was on board the plane, | looked outside the window; | saw how the plane took off and left the Yangtze River delta behind.
My tears swarmed out, as it was also my parents, my wife, my daughter and my siblings who were left behind. | didn’t know when | would see
them again.

The experience of immigration was far from romantic. The barriers of language and thinking patterns mean that | was confronted with a harsh
reality. | decided not to use my art skills for a living. On the contrary, | worked low-paying jobs: car washing, making pizza and busing tables at
a university cafeteria. | was struggling at the bottom of society, yet meanwhile | was experiencing life and culture of a different society. While
striving to make a living, | persisted in making art. | used my art to portray my experience living in between two cultures, to search for a new
space arising from the clash of these two cultures. The construction of cultural identity is made possible through the challenges of every day
life, through changing myself, through learning about a new culture and reflecting on my own culture. It is a long process, a life-long process.

My art is record of my immigration. For the second time, it lifts me up from a low point in life, and allows me to rebuild myself. | feel that | finally
become an independent person after the experience of immigration — with an ability to survive on my own and to think for myself. Being a
contemporary artist in Canada is hard; one has to possess a genuine love for art and put much work into it. Only then, would it be possible to
create original art works.

Looking back upon my experiences, | made a summary of what it takes to immigrate: Firstly, you must be courageous, don’t be nostalgic or
hang onto the past. The past is irrelevant, and you have to start from scratch. Find your goals. Secondly, be open-minded, learn new things
and promote understandings. If you reject the new culture, you are tying yourself down. The need for open-mindedness applies both to the
immigrants and the local residents. Without it, there would be no merging of cultures. Lastly, do not give up on your ambitions. This is especially
true for the first generation of immigrants, as they are most likely to give up on the career they had in the country they came from. In fact, the
first generation of immigrants has the most to offer, as they bring with them values and culture of their home country. If the first generation of
immigrants could merge into the new society, it would be the biggest encouragement their children could use. The inheritance and innovation of
culture are achieved through the contributions of many generations. Cultural identity does not come out of idle talk. It comes out of unremitting
persistence and the constant efforts made by an individual throughout years of adversity. It is forged by the conflicts, the clashes and crashes
of two or more cultures; it is forged by the struggles of a person’s body and mind. It is not the extension of the original culture, nor a repetition
of the strange new culture. It is what happens when a person is confronted put in purgatory but fights for a rebirth. It is a hybrid complex, yet
it is more like a crystalline existence.

When | depart for Chongging tomorrow, | carry with me my art works and thirty year of experience as an immigrant. The weight of these could
no longer be born by my two suitcases, nor would the borders or gates | will be crossing cut them off. For a person with a free mind, any place
they’ve been to or lived in becomes a new home to them. The definition of home enriches and expands in their journey — the Four Seas are
destined to be my home.

May 11, 2017
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Invisible in the Light

Spread all over the Canadian farms,

There are tens of thousands of temporary migrant workers
From Mexico, Jamaica

And other Central American countries,

They come here to work for eight to ten months every year,
Then travel back home and wait to return next year.

Here, few people are aware of their presence.

Canada's history of foreign labor,
Can be traced back to the Sixties of the twentieth century,
And their contribution to Canada is often overlooked.

Let the workers be recognized for the fruits produced,

The silence hidden under a perfect fagade,

Let all be released, from the pent-up frustration and sadness,
And stressed that their presence cannot be ignored.

We have no reason to ignore them,
They must be seen.

If we look past the imagined barriers,
They are real human beings,

Have their own hope and enthusiasm;
Like all of us,

Have their own family to take care of.

Gu Xiong
2017
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Yellow Cargo is for the people and city of Chongging.
The boxes from local industry build into a cargo ship.
Chongging is my hometown. It creates part of me. Since
my relocation in Vancouver, it’'s been 19 years since |
traveled back and forth between the two cities. | have
witnessed the changes happened to the city over the two
decades. As Chongqing strives to rise as an international
metropolis, | strive to build up a new cultural identity
overseas. The struggles we went through pull me even
closer to this city.

T4 / Yellow Cargo

ZHNGEE

multi media installation

HIREICHAEARE R I

The Galaxy Museum of Contemporary Art, Chongging, China
2017
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“Yellow Cargo” is a site-specific installation with 1,500
export merchandize boxes. The boxes have stickers of
local Chongqging companies on them. The installation
comes with a single-channel projection on the back of the
“cargo ship,” screening the confluence of Yangtze River
and Jialing River. The Yangtze River eventually merges
into the Pacific Ocean, carrying the made-in-Chongging
merchandize to the world.

T4 / Yellow Cargo

ZHNGEE

multi media installation

HRBIC AR ARE I S

The Galaxy Museum of Contemporary Art, Chongging, China
2017
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# . 4/ Yellow Cargo

ZUNGEE

multi media installation
HIREICHAERER IS

The Galaxy Museum of Contemporary Art,
Chongging, China

2017

T4 / Yellow Cargo

ZUNGE

multi media installation

HRBIC SRR R WIS

The Galaxy Museum of Contemporary Art, Chongqing, China
2017
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#ET4E / Yellow Cargo

ZHNRE

multi media installation

SR AL, JERE R

Art and Culture Centre Machala,Ecudor
2016

w e / Yellow Cargo

ZHNGE

multi media installation
DR, JERE R

Art and Culture Centre Machala,Ecudor
2016
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#4548/ Yellow Cargo

ZHNGEE

multi media installation

LR T, JERER

Art and Culture Centre Machala,Ecudor
2016
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T4 / Yellow Cargo

ZUNGE

multi media installation
&R T L, JERER

Art and Culture Centre Machala,Ecudor
2016
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“llluminated Niagara Falls” is a mixed-media installation. It
consists of 4000 photos of foreign migrant workers, five bottles
of “illuminated” water from Niagara Falls souvenir shop, and
four fruit baskets from Ontario farms. The Niagara Falls is a
Canadian icon, yet few realize that behind the Niagara Falls,
there are tens of thousands of foreign farm workers laboring
in the orchards. The history of foreign workers in the region
goes back to the 1960s, yet their contributions to the country
are often overlooked. The hardworking migrant workers remain
unknown and anonymous; yet it is them who bring color and
illumination to our Niagara Falls, not the spotlights that are
thrown on at night, nor the colored water in the souvenir shops.

JEAEHIHEA A / luminated Niagara Falls
ZHNAHE
multi media installation
AHIEEHE LI R FZEAR REARE, IR
The AHVA Gallery,University of British Columbia Vanconver, Canada

2016

| IAYERI R I ANHI A% 4R / llluminated Niagara Falls
ZHIRE

multi media installation

2016
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SR ANHEAHAT / lluminated Niagara Falls

LA

multi media installation

AFIGEHG LM R 2 ZR R FEAE, IMER

The AHVA Gallery,University of British Columbia Vanconver, Canada
2016
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JEALANHL AR / llluminated Niagara Falls

ZI A

multi media installation

AFIEAE LR ZARREARNE, MEX

The AHVA Gallery,University of British Columbia Vanconver, Canada
2016
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Journey to Niagara-on-the-Lake
Gu Xiong

The history of Migrant workers in the Niagara-on-the-Lake region spans over fifty years. As it is right now, many people come from Jamaica and
Mexico to work on various fruit farms in the area. Document film as a major component of my Interior Migrations project, Yu, Scott and | have
been to Niagara twice now to film the daily lives and interview people on various farms. When we were there last summer we mostly conducted
interviews and with this most recent trip we returned to document the daily lives and routines on the farm.

On August 22nd we departed from Vancouver and LA on 6:00am flights and arrived in Toronto at 2:00pm. We rented a Ford SUV at the airport
and started the next leg of our journey to Niagara. It took us three hours to get there. We arrived at the Applewood Bed and Breakfast where we
stayed of the duration for our trip. As we drove in | noticed there was farmland completely surrounding us. The owner of the establishment was
Jane Andrews, she has been helping the community of migrant workers in the area for over 30s years. Through her and her organization we
met 12 people to conduct individual interviews with. After our trip last year, we went to Jamaica to film interviews with three of the 12 workers
in their homes.

The purpose of this trip was to document worker’s daily life, from daybreak to nightfall. We chose to go in August specifically because it was the
end of the production season, a very busy time on the farm and for the migrant workers who are preparing to head back to their homes. In order
to get approval for interviews, we had to first go through farm owners, Jane introduced us to three farm owners, hereafter referred to as A, B and
C. A, originally from Switzerland, immigrated to Canada in the 1970s. He is an independent farmer and is not part of the corporation of Vineland
Growers Co-operative farms. He thinks scientifically and effectively about his farming, and has built up a network of people to buy directly from
his farm, relationships he has kept for 50 years. He works hard to avoid waste and has developed many ways to make sure his products are
successful right from growth. A was a very open-minded person; he had no problem at all with our filming migrant workers on his farm. Usually
the approval process from the farm owner was a long painful process, but not with A.

B has owned the largest farm in the region since the 80’s, each year making it bigger and bigger. When | asked him exactly how big his farm
was he simply said “big.” Last year when we visited his farm we spoke to his daughter-in-law, D, who allowed us to interview farm workers and
shoot footage on his land. This year, E (B’s brother) let us film the fruit packaging process. We finally met B through E, and B asked us what we
were doing here? | told B, we are working on an art project about migrant workers and their memories of family while apart from them for long
amounts of time.

The third farm owner we met, C, is a Chinese Canadian who immigrated to Canada 18 years ago. C and his wife were university professors in
Beijing China and three years ago they bought this farmland, from a man who wished to retire. After C signed the contract, he worked on the
land with his pickers for three months; he wanted to know the whole process before he started to run the farm. | found this interesting, not all
people would choose to do this hard work. His farm is 30 acres. B’s workers live on C’s Farm because C has an extra house on his property. C
was supportive of our documentation.

The salary migrant workers made on Canadian farm from 1 day was equal to what a lot of jobs would play for 2 weeks in their homeland.
On the 24th, before daybreak we started to shadow the workers morning preparation for their 12 to 14 hour workday. We began at their house

on C’s farm. After breakfast they dressed in their work clothes and boots and climbed into several stripped down cars without doors or even
roofs on some. It took them around 15 minutes to drive to B’s farm. After we shot their morning departure to work, Jane connected us with E so

we could film in the packinghouse and see the packaging of fruit for sale. E, a young 50 with a sense of humour, allowed us to come in to film, and
showed us around. He showed us the machine that formed the boxes—it punched a two-dimensional planar object into a container. He showed
us the process of approving fruit, if there was one blemish on a peach it was unusable, if the size was too small, it was unusable—everything
had to be uniform. They would give the peaches that didn’t pass the test to another factory to be made into jams and other preserves. In years
past, they would just throw out the fruit that was imperfect, but that has recently changed. When | saw the walls and walls of piled fruit boxes |
imagined a replica of Niagara Falls made out of these fruit boxes. Then E brought us to meet B and the other workers in the packinghouse. This
was my first time meeting B, he looked around 50, being fit and healthy, but he was over 60. He had three kids and only one was continuing the
family farming work.

We then moved around the building documenting workers. Half of them are women from Mexico and the other half are local people from
the region or students working a summer job. We were in the packinghouse for three hours. It was my first time witnessing the journey of
commercial consumable fruit from farm to table. Because the fruit are so fragile they cannot be stored for a long time but have to be at the
market as soon as possible. After being picked, the fruit arrives at the house via truck; the first stage of packaging is washing. The fruit is put on
a conveyer belt and sent through the washing water tunnel for 20 minutes. Then they are brought into the house on a large tray were they are
agitated a certain way so the smaller pieces fall down and the larger ones remain. Then the fruit that passed the size test is moved along another
conveyer belt where workers examine them and put the unblemished ones in boxes. Once a box is full it is sent on another belt and put directly
into a truck for shipment. The speed the fruit gets to a market is very important. The shorter the time it takes to get the fruit to the market the
more valuable it is and less waste occurs.

All of the migrant workers in the packinghouse are from Mexico, they all speak Spanish to each other and they all eat lunch together. Their lunch
is all Mexican food. One woman shared a taco with me; it was very good and spicy. Because of the language barrier, | couldn’t communicate
very well with them. At this time, | really thought about how language is a real barrier for migrant workers on the farms and in local communities.

Most women were around 35 — 50, most of them already have families and are working to support them, how can they learn English in their spare
time? Their situation reminded me of the first time | came to Canada, when | didn’t speak the language and | lived in culture shock for years. As
I learned more English | became more and more comfortable when | could express my thinking and feelings. People paid more attention to me
and my art work though my ability to converse with them. Year by year | fit more and more into mainstream culture. This is a lifetime practice,
there is no short cut or easy route, it is extremely hard but is learnt slow when done everyday.

| think more about when | first came to Canada, that feeling you possess when you don’t speak the language because you cannot speak out,
you cannot understand and you cannot get rid of the feeling as if you are on the bottom of society. You are totally dependant on your intuition
to try to do the right thing. Sometimes you know what you want to say, but you cannot speak with the right words or form the right sentence. |
remember when people tried to teach me to pronounce the T, H and L sound, it took so long to feel right in my mouth. | think about working in an
environment that is foreign, you know what your work is and what needs to be done, but that is not all you are, you are a human and not part of
a machine. The adjustment is hard; it is a big struggle and takes a long time. Some workers on B’s farm have worked for 30 years in the region
and have become a huge part of the local community.

The following days we followed the workers from day break until they went to sleep. We wanted to really understand their daily routine and we
followed them for over 12 hours straight one day. We started in the kitchen where they were eating breakfast. The following days we followed
the workers from day break until they went to sleep. We wanted to really understand their daily routine and we followed them for over 12 hours
straight one day. We started in the kitchen where they were eating breakfast and saw them get dressed for the farm, putting their socks and
boots on then they all climbed into the cars and drove to the peach field. The morning was a hustle getting ready for their long day and they are
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never late for work. At the peach field they strapped on a special wearable bucket—a metal frame with a cotton insert inside. In the morning
because of the dew they wore transparent rain gear in the orchard. Though their sweat would eventually soak through their clothes anyway and
no rain gear could help that. They picked the peaches very quickly, with two people on each tree moving down the orchard in a line. Their cart
fills up as they go. Keng was the fastest picker; he was always ahead of people around him. While they worked they are talking and joking with
each other. Rooster, another picker, would talk the most, but | couldn’t understand his accent, | imagine he was telling stories.

At 10am they had a ten-minute break, many people just have a rest, drink water and call their families. Everyone has a cell phone, this is their
mode of communication to their families and communities back home. The break is so quick, then back to work again. Lunchtime is at noon and
they return to their house for food and to dry clothes. They take their shorts, boots and socks off to let them dry a bit until they have to go out
again. Depending on the day and season their lunch might be half an hour to one hour long, today they had an hour break. It is the hottest time
of day when they return from lunch. In the orchard, the heat makes you extremely uncomfortable and it is hard to breath. The navigation around
closely planted trees couple with the labour of picking is hard exhausting work. At 4pm they take an afternoon break for another ten minutes.
People looked very tired, many of them sit on their ladders and for a short nap. After the break they work until 7pm and then return home. It's
an extremely long day.

There are several workers over 60 and the others take care of these older workers, they have the job of driving the car to the packinghouse. |
met Derek, he was 62 years old and had worked for 15 years in the region and wants to work 3 more years so he can be eligible for Canadian
pension plan. He has three kids to look after. | noticed his eyes were all red, he said the peach fuzz has been going into his eyes for years and
causing damage. | asked him what kind of eye drops he used, because | wished to buy some for him. He was a very passionate person, during
the break he gave us all a peach to eat and washed it with his bottle of water. The washing of the peach was a small gesture but indicated his
passion of caring for others. After the job was finished for the day, they changed clothes, showered then started to cook dinner. The 18 people
in the house all ate together. They use their 4-element stove to cook food for everyone. They made beans, roots, jerk chicken, making sure to
cook extra for breakfast and lunch the next day. It was the end of the season, so after dinner they would build 4 x 4 x 4 feet crates to fill with
supplies to send home. They buy the materials together, things like rice, cooking oil, flour, coffee mate, and toilet paper. | couldn’t believe how
much cheaper they said it was to buy here and ship it home then to buy there.

When | looked at them compiling things to pack in crates, | had a complete vision: their hard work on the farm equals these materials, this is
the connection between work transforming to the supplies for their family. Each week more and more work, so more and more supplies, then
finally they both go home. It was awakening for me, this is why they come to work so hard—to support their families and to have a better life in
their country. Confronting this notion reminded me on my time as a worker on the countryside during the Cultural Revolution. We had to buy,
chicken, pork, eggs, cooking oil, and bring them back to thecity because people there were shorted food. Families couldn’t buy enough of what
then needed to survive. Each family was allotted, V2 Ib. of pork, ¥z liter of oil and 20 Ibs. of rice per month. Our time—though in different spaces
and different regions—both are instances of life, the struggle and discomfort but what exists is now, the present.

Every second Thursday night the farm owner sends a school bus to the workers house to take them to St. Catherines to go to the super market
Fresh Co. to buy two weeks of supplies. The school bus first took them to a bank to get cash from a bank machine because they don’t have
credit cards. In the superstores they have Jamaican foods for sale, like Dasheen, Yucca root and Cocoa yams. We followed them to see what
types of food they chose. Mostly they always selected the cheapest option and the Jamaican foods. After shopping was done, everyone helped
pile the food on to the bus, loaded through the windows.

On Saturday, Andrew Hunter, the Canadian art curator for AGO, came to visit us to see how our research was coming along. | was very pleased
that he came because he is creating a show called Canada 150 years at the AGO next summer and is very interested in the project.

| wanted to introduce Andrew and Maggie to A. We walked through his farm and found him grafting new leaves onto older trees. Andrew
asked A what it was like to be a farmer today on Canadian farmland? A told him all about the corporation of Vineland Growers Co-operative
farms, and how his focus—unlike theirs—was on the fruit trees and how he could make his product better and better. A talked about how most
Canadian farmers are over 60 years old now and in 10 years there will be tremendous change as most farmer’s children have not pursued a
career in farming. Now, all the farm workers were migrant workers, and he told Andrew, without them the farm couldn’t run. Andrew had a great
conversation with A. Before Andrew left, he invited us to participate in the Canada 150 years’ exhibition.

The migrant workers worked all day Saturday and finished at 6pm. That evening the local church charity association organized a trip to take them
to Niagara Falls. At 6:30 we went to their house to pick them up to go. We picked up Barrie and Uton because we had two extra seats in our car.
After we parked the car it was very close to 7:30 the time the boat to the falls was going to leave. We had to run to the marina to make sure we
didn’t miss it—we were the last people on. Everyone wore red plastic raincoats on the boat. There were about 200 migrant workers along with
the people who organized the trip. On the top deck of the boat people were lined up taking photos of the falls all crowding the railing to get the
best picture. The red jackets and the crashing whitecaps of the falls looked like a Canadian flag. It was a weird visual juxtaposition at this iconic
Canada destination, a glory of Canada coupled with a population most Canadians ignore. Today when the workers stood on the boat they were
brought into view, the invisible to the front stage, no one could ignore them. The waterfall cascaded and it hit the river aggressively making the
air around us wet with mist. When the sky was rid of sunlight, strong light projections turned on and danced coloured light across the water. It
was a romantic, dreamy and unreal sight. When the workers stood in front of the illuminated falls, it looked as if they were in a virtual space, but
their eyes held the passion and truth of their reality.

Sunday evening, the Grace United Church had planned a music concert. This church is a separate organization from the Bethany Mennonite
Church close to the farmlands, but they organized with them to hold the concert there. The Bethany Mennonite Church was walking distance
from where the workers lived so we walked all together to the concert. They hired a three-person band from Toronto to preform. The church was
full with people, music and sound, it made my blood pump. The musicians walked on the stage to sing. At one point there was a man who came
up onto the stage, took the microphone and said “I just got a message that my mother passed away, and | would like to sing a song for her to let
her know that | am coming home to bury her.” He was very passionate, he moved everyone in the room. | had tears in my eye when | heard him
sing. | thought about the wealth of passion in the room when the man was singing.

On the 29th, we finished our shooting at Niagara-on-the-Lake farmland and said goodbye to the workers and the farm owners. Jane made a

banner outside her house it read “Thank You” and had 5 flags from different countries hanging from it. We want to thank the migrant workers,
farm owner and the local migrant workers organisation for letting us visit and film here; we will see each other again next year.

August, 2016
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| MMWA / Invisible in the Light
ZHNIRE
multi media installation
2012 - 2017
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MMAIL / Invisible in the Light

ZUNGEE

multi media installation

KX e LEIEA

Goder Smith Gallery Of Canadian Art,Canada
2014

48



49

In British Columbia and Ontario, there are hundreds of thousands of international temporary migrant workers who labour on farmlands
and in greenhouses. They come from Mexico, Jamaica and other Central American countries to work for eight months out of a year.
Most of them return each year for many years.

Gu Xiong made Invisible in the Light after conducting extensive research trips in British Columbia and Southern Ontario in Canada.
He interviewed and photographed several temporary migrant workers across Canada. He found it intriguing and disconcerting that a
package of tomatoes, for example, would be labelled “Product of Canada” without mention of, or reference to, how many countries
were actually involved in the production of the tomatoes picked by people from the international community. The workers’ presence and
involvement in the food production and packaging had been erased—made invisible. Through this installation, Gu Xiong remembers
the workers’ forgotten histories and makes it visible. In addition to recognizing the global community involved in our food practices. Gu
Xiong's piece also remembers his own history working in the Chinese countryside during the Cultural Revolution.

The tomato first came to Gu’s attention in the hands of a Mexican migrant worker. The worker was staring intently at the tomato,
turning it this way and that. Then he crushed it in his hand.

The tomatoes do not taste dark and bitter, even though they are produced from the silent and strained existence of people who are
not represented on the labels. The pressure of isolation does not make them any less round, or diminish their brightness. But to
crush these tomatoes is not to crush their artificially bright and happy existence—to crush these tomatoes is to transform that lonely
existence into something acknowledged by the body of the tomato—the silence contained in the perfect forms let out in an explosion
of pent-up anger, frustration and melancholy.

The tomatoes function as a symbol of the struggles that the workers go through in overcoming their intense psychological journey.
The crushing of the tomatoes symbolizes freedom from the silence, isolation and barely endured existence to something solemn and

stirringly beautiful. Their remains assert their presence—the smell, the wetness, and the splattering.

Gu Xiong
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MMA ML / Invisible in the Light

ZUNHEE

multi media installation

Goder Smith Gallery Of Canadian Art,Canada
2014
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PTMIA UL 7 Invisible in the Light

ZUHNGEE

multi media installation

XK - BEIEARTE

Goder Smith Gallery Of Canadian Art,Canada
2014

AN UL / Invisible in the Light
ZHABE

multi media installation

VG2 FEARN

Xi'An Art Museum, China

2015
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| % 277K /A Water of Gold
ZHENAEE
multi media installation
2016

LNy agia o ssperan2a

ALK
A Water of Gold
Una agua de oro

HAEZ K
A Water of Suffering
Una agua de sufrimiento

JiEZ K
A Water of Strength
Una agua de fuerza

B2 K
A Water of Identity
Una agua de identidad

iz K
A Water of Transformation
Una agua de ransformacién

wmHEZK
A Water of Hope
Una agua de esperanza

Jsi
Gu Xiong
2016

#4:2 7K | A Water of Gold

ZHNAHE

multi media installation

RRICEAREME, EML K

Monta Museo Municipal de Arte Moderno,Cuenca,Ecuador
2016
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# 42 K | A Water of Gold

ZENGE

multi media installation

L2 INERD L, JERER

The Centre For Contenporary Art,Quito,Ecuador
2016

#4:2 7K | A Water of Gold

TN GEE

multi media installation

HELPLEARF L, UMLK

The Centre For Contenporary Art,Quito,Ecuador
2016
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| &/Z /A Bone House
ZENEE
multi media installation

2015
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“A Bone House,” a mixed-media installation.

There was a bone house at Harling Point in Victoria, Canada in 1903, where the remains of deceased Chinese immigrants
were cleaned and prepared for burial. After being buried for seven years, the remains of early Chinese immigrants were
re-excavated, cleaned and dried, wrapped in a white cloth and shipped back to their hometown in China for burial. This
tradition was practiced by Chinese immigrants in Canada until 1937, when Sino-Japanese war sparked in China.
Following the closure of this bone house, around 900 stored remains were buried at a cemetery, which replaced the bone
house. Their tombstones face towards the Pacific, their homeland on the other end of the ocean.

Reverence for ancestors buried to rest.

Gu Xiong
2015
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‘# 2 / A Bone House

LN RE

multi media installation

WHEEAME, RN, TE

Hubei Museum of Art, WuHan,China
2015
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‘&2 / ABone House

2N RE

multi media installation

WAEEAME, WM, PE

Hubei Museum of Art, WuHan,China
2015

& JZ | ABone House

LN

multi media installation

WHEEAME, RN, TE

Hubei Museum of Art, WuHan,China
2015
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&2 / ABone House

E2 She

multi media installation

WHEFEARN, W, PE

Hubei Museum of Art, WuHan,China
2015
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| — M2 E% ITHIZARFE /A Migrant Worker’s Crate
SHNEE
multi media installation

2015
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Every year over 300,000 international migrant workers travel to
Canada to work on Canadian farms. Many workers will spend most of
their lives working within the Seasonal Agriculture Workers Program
in Canada. These workers live under the radar, as many Canadians
are unaware of the impact that migrant workers have on the Canadian
economy. The products that migrant workers produce do not reflect
their work, since the fruits of their labor are labeled as “Made in
Canada” although the workers themselves are brought in from foreign
countries to give their skill and time.

The benefits of the program allow for temporary workers to gain
a higher income than they would be able to in their home country.
However, this comes at a cost. The separation which workers face
from their families, their loved ones, and their homes takes a heavy
toll. All of the work they do and the earnings are sent back to their
families, but because they are in Canada, the workers hardly see their
families. Every season, the workers build and fill wooden crates full
of food items, toys, clothing and other essentials to ship back to their
families. They are also filled with individual hopes, dreams and love.
The crates are a symbol of the struggle for individual identity within the
confines of globalization. The crate, with many crates exactly like it,
can be made unique by placing individual objects within it. Therefore,
each worker cannot be labeled as a generic tool of globalization. By
placing their personal belongings into the crate the workers retain their
individual autonomy in a global system that treats them as tools rather
than individuals.

—AN R %5 LHIAAE / A Migrant Worker’s Crate

ZUNGEE

multi media installation

AFIGEHG LR ZAR R LA, IMEKR

The AHVA Gallery,University of British Columbia Vanconver, Canada
2015
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As well, workers are constantly moved throughout Canada
depending on agricultural seasons. Crates are shipped in
a similar manner, moving throughout the country where
they are needed. The crates carry the belongings of each
migrant worker just as each migrant worker carries the
emotional hardships of constant movement. Although the
crates are merely objects, the migrant workers carry much
more than mere belongings and take the baggage of being
far from home wherever they go. The memories of their
families travel throughout Canada as migrant workers shift
from one place to another.

Gu Xiong
2015

— A5 THIAH / A Migrant Worker’s Crate

ZENRE

multi media installation

AN EAE TR FZARRERD, MEX

The AHVA Gallery,University of British Columbia Vanconver, Canada
2015
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You and |

You are born in a small stream
You grow up in the river
And you gather strength in the ocean

When you return

You become red

And give birth to your children

Finally you lie down on the bottom of the stream
Waiting until next spring comes

You watch as those red eggs

Turn into baby salmon

A smile appears on your face
The current that takes your new born salmon
To the river and then the ocean

| see you in the small stream
| see you in the river
| see you in the ocean

| see you everywhere
| follow you
| become you

Gu Xiong
1998
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Toward the New Frontier
A catalog essay by Petra Watson(2008).

This essay is an excerpt from the catalog for Red River, an exhibition at the Winnipeg Art Gallery.

Our understanding of place, history, time, identity, and memory is increasingly undergoing transformation within the new economy and culture
of globalization. This landscape of shifting spaces of local cultures is caught up within rapid economic, political, and technological change.
Globalization is not just the physical circulation of capital and commodities aligned with trade circuits and the consumption of goods moving
across unprecedented transnational boundaries. Globalization brings networks, situations, representations, communications, perceptions,
impressions, and emotions to a form of consciousness that has recently become understood as taking place through the sociopolitical and
cultural process called hybridization. As a central feature of current global economic exchange, hybridization is a commingling, entwining, and
diffusion of representation facilitated by elements from diverse nation-states, societies, practices, and cultures, a process closely tied to the
introduction of new technologies and electronic space.

Gu Xiong’s four-channel video installation and photographs exhibited in Red River depict three rivers coming together as a spatial metaphor
for globalization; the concept of flow within this transformative landscape defies any absolute boundaries, either physical or psychological. The
river is brought forward to represent place and to give spatial interpretation to global fluidity addressing economic, political, social, and cultural
change in a transnational mobile world.

Rivers communicate in ways that are constantly indeterminate. Fluidity defies stability, and the river no longer draws from any immutable
continuity with nature; the river is now entangled with culture. This thematic of mobility encountered as a journey and taken up by river views is
the central encounter or passage through the exhibition.

Panoramic photographs depict three rivers: Winnipeg’s Red River; the Qingxi River near Chongqing, China; and the Rhine River as it runs
through Koblenz in Germany, Basel in Switzerland, and finally the port city of Rotterdam in the Netherlands, where it empties into the North
Sea. The rivers conceptualize a local and global reach, enacting a form of critical engagement that spatially plots conceptualize a forum where
hybridization occurs. The three rivers in their direct and expansionary metaphorical flow of information

(media and digital), people (immigrants, workers, and tourists), technology (machinery, programs, and electronics), markets (trade, investment),
leisure (picturesque aesthetics) and cultural exchange (high and low) are mobile landscapes and contingent histories.

To pass through this transnational landscape is to encounter a complex postmodern route of exchange, mobilizing place and seeking out
representation. Hybrid conditions instil fusion and pastiche, bypassing many expectations earlier enforced by physical isolation, cultural
archetypes and political doctrines. Hybridization is affiliated with potential and imaginary global settings and aspirations appropriated as a
transcontinental flow or a letting go of fixed meanings. This does not mean that there no longer exists a centre and periphery of power and
exploitation; rather that society and culture, their representation and styles—and by extension former restrictions and limitations—dissolve within
the new world economy to become spatially interchangeable through mutation, confluence, and commingling. Consider this eclectic moment
of hybridization as when two rivers flow together, or asinterpreted within the artwork, the river as metaphor for the global world is where three
rivers are taken as one.

The rivers’ inherent flow initiates the centralized concept of journey, or travel that runs throughout the exhibition. This includes the journey taken
by the artist in order to shoot the video and photographs; the leisure activities represented on a Chinese karaoke VCD; immigration, including the

artist's own move from China to Vancouver; and, as well, the flow or journey that starts from the river’s source, moving through the countryside,
towns, and cities, finally to reach the open sea. Now the spatial landscape of three rivers becomes a world geography absorbed by or saturated
with cultural signs. A sense of cultural infusion or saturation, as being soaked through, leads into exploring the multiplicity of diverse forms that
are the very practice and experience of hybridization.

Space, place, and landscape become central elements of inquiry into hybridization by bringing together the local and the global, and each are set
in motion and reworked. While space is a more abstract geography of discovery, the rivers represent place as formed by shifting images of our
increasingly global world through their contingent histories, fragile stability, and irreversible flow. The artist functions as mapmaker, ethnographer,
nomad, tourist, and immigrant within a travelogue framed by river views addressing concepts of place within the collapse of the spatial barriers
of a world economy that is increasingly understood as without boundaries. When East meets West in advertising, music, food, global exhibitions,
television, entertainment, the Olympics, and other international spectacles of sports and politics, hybridization is the point of departure. But this
journey introducing hybrid renewal, reconciliation, and transformation, where historical legacies of control by earlier powers and ideologies once
stood firm, can not be considered entirely

separate from current doctrines of “civilizing” wars or political ideological disputes. China today plays a central role in the global world, but this
follows a history of isolation. The ancient Silk Road and the cross-continental Eurasian Mongol Empire are historical examples of commerce
extending beyond immediate borders. China had a magnificent seagoing fleet well before the Europeans set sail seeking raw materials and
goods throughout the world. The Chinese fleet of the early fifteenth century journeyed throughout Asia and East Africa displaying power,
gathering tributes, and lavishing gifts in return. But unlike the European fleets that entrenched colonialism by increasingly seeking resources,
labour, and new markets throughout the world to support industrialization, China looked within its own internal base of productivity, relying on
agriculture and internal trade. Mao’s programs for the Cultural Revolution expanded on this position of orthodoxy dependent on agriculture rather
than advanced systems of modernization, and this sharply enforced China’s separation from the industrialized West. Socialism’s revolutionary
policies demanded nationalization for production, abolishment of private property and enforced control of many aspects of everyday life.

Since the 1980s China’s framework of capital and trade has entered a post-socialist phase of broad socioeconomic reforms, capitalist economic
zones, private ownership and business ventures, and the disbanding of major collective farms and communes. By the 1990s new forms of
industrialization and advanced technologies introduced a modernity initiating significant revisions of socialism. This ideological and material
transition modernized modes of production, increased levels of international trade and investments, and brought rising incomes. For many
Chinese the introduction of a largely capitalist market economy and consumer society brought extensive changes to their lives. Deng Xiaoping’s
policy of Reform and Openness phrased this introduction of capital as a gradual and moderate transformation, where one must “cross the river
by feeling the stones.” But capitalist change was more fluid, bringing rapid economic development and introducing modern technologies of
globalization. This is not to disregard elements of political legacies that are still associated with the severity brought to the democracy movement
associated globally. But as conditions of hybridization are bringing shifting identities through cultural change, a central factor is the move away
from political ideologies to formations of leisure activities. Within the modernizing market economy unprecedented levels of participation in forms
of entertainment are globally constructed.

Areview of China’s recent past is a way to map a divisive and uncertain global future. This temporal and spatial thematic of change runs through
the exhibition, and is given critical insight by the karaoke positioning of “Red River Valley.” In the exhibition the past is represented by Gu’s
sketchbooks, which are viewed as video images. Mao’s political program during the Cultural Revolution, “Up to the Mountains, Down to the
Villages,” exiled students living in cities to remote areas of China to avoid any kind of possible political dissent. Up to seventeen million young
men and women were separated from families and friends in urban areas. Their role was to teach literacy and receive in return a socialist
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education by working in the fields alongside the peasants. Gu was one of the many students forced to leave urban areas, and remained in exile
from 1972 to 1976 in a remote area accessible only on foot, the Daba Mountain region at the borders of Shaanxi and Sichuan provinces. Gu
describes the sketchbooks as “silent witnesses,” and “a medium of communication between the outer world and the inner self.” Leisure activity
was largely unaccounted for, while artistic and cultural interests were severely controlled during the Cultural Revolution.

The performative experience of “Red River Valley” brings the past up to the present, and introduces karaoke as entertainment dependent on
a hybrid melding of music and audiences. Gu, with other youth, sang “Red River Valley” during their seclusion in the country: “From this valley
they say you are going.” Known as a Canadian folk song, during the Chinese Cultural Revolution communist officials and peasants denigrated
the song as romantic or bourgeois. Consequently the young students bypassed official culture, replacing these restrictions with their own private
fantasy. Taking the song as expressing loss through journey, feelings expressed through the natural landscape elements that give rise to human
love and compassion, and through a search for identity, the narrative voice revitalizes an imaginary world away from the political emptiness
and isolation of the Cultural Revolution. The irony is not remote, but persistently locates agricultural solitude in the valley, and the destination,
although it remains unspoken and an imaginary location, contrasts with the countryside. For the students in exile the song symbolized a return
to the cities and lifestyles from which they had come.

Contributing to the conceptual framework of the exhibition is a VCD for karaoke that features “Red River Valley” sung in Chinese and scripted
with Chinese characters. The images show international tourists travelling on a riverboat up the Rhine, symbolizing European heritage and
culture. A leisure economy of picturesque scenes and tourist markers provides for a polyphonic reading of multiple global discourse that perform
as a familiar and foreign, romantic and liberating, as mass market kitsch and folklore, ironic gesture and personal identity; yet, none in isolation.
Contextualized by this electronic entertainment, “Red River Valley” is now positioned as a hybrid performance in global culture, to become the
starting point to engage an environment of globalization inclusive of the economies of the marketplace.

Modernization brought leisure activities to China. Today karaoke is a central feature of Chinese entertainment, which can also be found in bars
and private homes throughout the world. Karaoke music drives a rush of hybrid associations. Origins of karaoke can be traced to Japan, but
remain obscure; overall the music is transnational. It is not known how the song “Red River Valley” arrived in China or how it found its present
identification and popularity as a Canadian folk song and now unfolds on karaoke. Following the Japanese invasion of China in the late 1930s,
Dr. Norman Bethune, a Canadian, was elevated after his death to heroic status by Mao’s essay, which was required memorization for all
students during the Cultural Revolution. Which is not to suggest any direct link, but rather building on communication and exchange, and taking
international myths, heroes, and parables to conceptualize the hybrid concept in motion.

Now that karaoke is ingrained in local markets and popular cultures, this global geography participates in a spatial distribution not only of song
and images, but also of global intellectual property rights. In China it is estimated that nearly 100,000 karaoke establishments—each usually with
ten karaoke rooms—generate almostone billion yuan yearly. The introduction of copyright royalties by the Chinese government in 2007 brought
localized karaoke within global electronic space and international interests of the marketplace; now the China Audio and VideoAssociation has
the task of collecting royalties for the China Record Corporation, EMI, and Warner Music Corporation.

These references are entry points to the exhibition’s global matrix formed by the spatial presence of three rivers on three continents. Circulation
and mobility, as well as views confounding natural and artificial landscapes, are central to this spatial reading. As instability characterizes
the landscapes of the three rivers, this is expressed in the decay of the riverbank from past floods (Red River), and expected high water in
accordance with dam construction (Qingxi River), as well as historical localities of secure flood controls (Rhine River). Geographical mobility and
its spatial configurations—both real and illusionary—map out this fluid sense of location and inhabitation in the large drawing.

The narrative sense of flow or fluid space represented in the wide-view sequential images embraces the expansive unfolding of a Chinese scroll
or European panorama. These images were taken as the artist walked along the opposite riverbank with camera in hand. These landscape
images taken in China show the Qingxi River, a tributary of the Yangtze River, the longest river in Asia, which flows swiftly eastward to enter the
East China Sea at Shanghai. Known for its beauty and historical significance, the river will be forever altered by the building of the controversial
Three Gorges Dam. The Qingxi River provides for broad sweeping views with its muddy water increasingly stirred up by prevailing modernization.
The panoramic views of the Rhine River follow its northern passage to the sea, showing the historic towns of Koblenz and Basel through leisure
spaces of mobility—the car and trailer characterize the journeys of the tourists camping along the riverbank—and then Rotterdam, the largest
port city in Europe, and the world’s busiest until replaced by the expansion of the port city of Shanghai in 2004.

Rotterdam is situated on the banks of one of the channels in the Rhine delta formed by the Rhine and the Meuse Rivers. During the fifteenth
century, floods caused serious changes to the harbour, and only in 1872, with extensive programs of dredging and filling, did the city become
a central port. Then, with the introduction of container ships in the 1960s, the riverscape was again reconstructed, becoming an increasingly
artificial landscape accommodating the expansion of global trade. Extensive changes to the architectural built environment followed by the
German Luftwaffe bombing of the city on May 14, 1940, nearly destroying the whole city. The city was slowly rebuilt after the war, but with the
introduction of a new architectural policy in the 1980s, new postmodern buildings—recognized globally for their hybrid form—characterized the
business centre, contributing to a new and remarkable skyline.

Winnipeg, our other port of call through panoramic views, is located at the fork of the Red and Assiniboine Rivers. Here the rivers meet to bring
together a vast network of waterways that enabled an earlier fur trade economy. Winnipeg as a European settlement was located on the site
of a well-established trading post, with the Cree, Ojibwa, and Assiniboine aboriginal groups forming a presence for at least 8000 years. During
the late nineteenth and early twentieth centuries, a city developed along the banks of the Red River that would become a major trade route,
railway system, and financial hub. Between 1881 and 1918, Winnipeg was one of the fastest growing cities in North America. The fine modern
architecture of Winnipeg’s Exchange District became the infrastructure for global economic activity equal to that of London, Chicago, and New
York. But with the construction of the Panama Canal, global economic distribution and investment began to bypass Winnipeg. The panoramic
photographs taken by Gu along the banks of the Red River depict the outlying city districts as sparsely settled.

The smaller format images contribute as details, filling in the travel sequences shown in the panoramas. They point to shifting spaces of
modernity and sociocultural change, including an aging peasant hut, a placid well, a newly constructed modern home, a memorial plinth,
graveyard markers, postmodern corporate architecture and the present-day heritage designation of Chinatown.

To return to the photographs taken as the artist walked along the riverbank and the projected video images of views taken from riverboats; it
is capital and commerce, national cultures and tourism, global connections and personal memory that construct the panoramic language of
traversing space or fulfilling a journey. Whether as an experience gained from reading maps or following trade routes of capital and commodities,
the river’s cartography never pursues a solitary task. Globalization brings the awareness that the world itself is a location, a singular place,
increasingly brought together through new technologies and global mobility. The river as metaphor also explores cultural terms of belonging, of
how to locate oneself in hybrid culture. The global world in these terms is both expanding and diminishing through information and networks of
trade. Through these image-making references to globalization and as a metaphor to represent identity and culture—with nature undergoing
irreversible change—the river as mobile landscape charts its course through views both of picturesque sites and the increasing clutter of the
industrial, urban riverbank.
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| EHERTENA / A River of Migration

ZUNBEE
multi media installation
2016
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“A River of Migration” addresses migrant histories, as well as contemporary issues revolving around them
today. The river is a metaphor for the mixing of cultures and diverse identities. Salmon grow up in small
mountain-streams, navigating larger rivers to the ocean; until eventually returning to these small streams, their
minds and bodies transformed. | traveled through the Yangtze River, over the Pacific Ocean, and eventually
reached the Fraser River. | found myself engulfed by a different culture, like the salmon forced to adapt to
changes in water salinity. We both learned to survive and thrive. My journey is like many others, not just
emigrating from China but relocating globally every day. Migration flows like a salmon run; there is a tie
between migrants who carry the strength of the river, not of fresh water but of culture and change.

Gu Xiong
July 2016
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Coquitlam Waterscapes

An artist's statement by Gu Xiong

As a significant waterway in British Columbia, Coquitlam Lake is a watershed that serves as a source of drinking water for the Greater
Vancouver Regional District. It is also the source of the Coquitlam River. The river, along with the Fraser River, is also significant as a path of
many immigrants. In Coquitlam now, there are many immigrants, mainly from Iran, China, Korea and Japan. Along the Yangzi River in China
many people migrate for new economic opportunities and in response to the economic and political developments in the region.

| conceived of this project as a way to develop the metaphorical meanings of waterways and to rethink the spaces of contemporary global
migration flows. | choose to focus on two regions: the Upper Yangzi River and Three Gorges Dam areas in China; and the Coquitlam Lake,
Coquitlam River and Fraser River areas in British Columbia, Canada.

The Coquitlam watershed and waterway are especially significant to the Kwikwetlem First Nations people. Their traditional lands are here, and
their unceded rights are the subject of an on-going land claim. In addition, other First Nations peoples are trying to return to this region to live
and work, to come back to their ancestral lands from which they were relocated. | see a connection between these social issues and ongoing
upheavals associated with the Three Gorges Dam project, which has forced many to relocate.

The damming of the lake is significant as it stops the original path of water. However, despite the damning, water continues to flow, albeit in
different paths. Since the Coquitlam Lake Dam was built, it has stopped salmon from returning to the lake as before by disturbing migration
and spawning patterns. As a result, the fishing industry and the traditional ways of life for First Nations people who resided there have been
deeply affected. The Three Gorges Dam, similarly, has also greatly disturbed local ecology and fish migration patterns. Because of the dam
landslides and mudslides are common, even disturbing local weather systems.

As waterways, these different locales also function as metaphors for these issues of movement and migration. They show us how things move

ahead: water, people, and time itself flows on, and cannot return to their original points. People have to face issues in society and with the
environment to make it possible for life to flow on as well.

2012
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| ¥#97905% / A Pigs River
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multi media installation multi media installation
PSR 2013 - 2014

Banff Centre for the Arts, Banff,AB, Canada
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multi media installation

GODER SMITH GALLERY OF CANADIAN
ART

JIE-DN

Canada

2014
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FE BT /A Pigs River

ZHNGHE

multi media installation

PEEZAR DO

Banff Centre for the Arts, Banff,AB, Canada
e, BRAAER, mER

2013

FE T 1 A Pigs River

ZUNGEE

multi media installation

X . REEEARE

GODER SMITH GALLERY OF CANADIAN ART
JIEVN

Canada

2014

94






97

| 5@7KAE /Becoming Rivers
ZUNGE
multi media installation
2010

7K &7 /Becoming Rivers

ZUNGEE

multi media installation

AFIGEHG LR 2 AR R, IR, IR

Museum of Anthropology, The University of British Columbia, Vancouver, Canada
2010
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7K B/ Becoming Rivers
P

acrylic on canvas
488x152cm

2010

7K/ Becoming Rivers

LHNRE

multi media installation

AFIGEHG LR 2 NS A I, =, nEER

Museum of Anthropology, The University of British Columbia, Vancouver, Canada

2010
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Panoramic photographs depict three rivers: Winnipeg’s Red River; the Qingxi River near Chongqing, China;
and the Rhine River as it runs through Koblenz in Germany, Basel in Switzerland, and finally the port city
of Rotterdam in the Netherlands, where it empties into the North Sea. The rivers conceptualize a local and
global reach, enacting a form of critical engagement that spatially plots to conceptualize a forum where
hybridization occurs. The three rivers in their direct and expansionary metaphorical flow of information
(media and digital), people (immigrants, workers, and tourists), technology (machinery, programs, and
electronics), markets (trade, investment), leisure (picturesque aesthetics) and cultural exchange (high and
low) are mobile landscapes and contingent histories.

The rivers’ inherent flow initiates the centralized concept of journey, or travel that runs throughout the
exhibition. This includes the journey taken by the artist in order to shoot the video and photographs; the
leisure activities represented on a Chinese karaoke VCD; immigration, including the artist’'s own move from
China to Vancouver; and, as well, the flow or journey that starts from the river’s source, moving through
the countryside, towns and cities, finally to reach the open sea. Now the spatial landscape of three rivers
becomes a world geography absorbed by or saturated with cultural signs. A sense of cultural infusion or
saturation, as being soaked through, leads into exploring the multiplicity of diverse forms that are the very
practice and experience of hybridization.

— Petra Watson

| 2ZB2A958)5% / Intertwined Rivers

LN

multi media installation

2008
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Visiting Chonggqing in the summer of 2000, a friend invited me to a karaoke party at
his home. The song “Red River Valley” caught my attention; this was my first time
hearing it in twenty-five years. Through this song, the period of the Cultural Revolution
re-emerged, bringing back memories of my life in the countryside. While the song was
presented with Chinese subtitles, the images did not show the Red River in Winnipeg,
but instead the Rhine River. | was shocked by the twisted cultural meanings, and the
situations of irony and humour that relate to our present time of globalization. My
inspiration sparked. From these memories, and the song and images of this Chinese
karaoke VCD, began the ideas that developed into the exhibition Red River. In the
works, rivers are used to represent various histories, geographies, economies, and
cultures, and as we move towards global uncertainty, the rivers map out a process
whereby cultural clues serve only as mutations, aberrations, and misquotations within
the global world.

— Gu Xiong
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R | Intertwined Rivers
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multi media installation
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The Winnipeg Art Gellery, Canada
2008

105




ACREFIETL / Intertwined Rivers - : - e . .

P e R / Intertwined Rivers
. : ZHNGEHE

multi media installation

2008

multi media installation
2008
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EMEH /1 am who | am

Jot
Gu Xiong

WAB T R
| built the railway.
J’ai bati le chemin de fer.

PRI I YA FE AR
| opened a laundry and a restaurant.
J’ai ouvert une blanchisserie et un restaurant.

TIT W T AL
| built a church and a school.
J’ai bati une église et une école.

LFRE TR,
| raised a family.
J’ai élevé une famille.

T 7 E AN
| built Chinatown.
J’ai bati le Chinatown.

oAbt A kAL .
| paid the head tax.
J’ai payé mon droit d’entrée.

WA RERER L2
| couldn’t vote.
Je n’ai pas pu voter.

T nid Ot KR .
| fought in the Second World War.

Je me suis battu pendant la Deuxiéme Guerre.

ALt
| struggled.
Jai lutté.

XA
This is my home.
Je suis chez moi ici.

TAHEZHF 2
Am | no longer excluded?
Ne suis-je plus exclu?

WA FILE .
| work hard and try to fit in.
Je travaille beaucoup et essaye de m'’intégrer.

— AN BRI IR R
A model minority?
Une minorité modele?

PR STEN K
| am an activist.
Je suis un activiste.

LA 5T
| am part of society.
Je fais partie de la société.

e IR
| am from China.
Je viens de la Chine.

FTHAEXE,

| was born here.

Je suis né ici.
PoEVRIMm )L

| have mixed blood.
J'ai du sang mélé.

RMHIEIFIER.
| am more than my face.
Je suis plus que mon visage.

A AR L
My hope is here.
Mon espoir est ici.

T DE, VEIEMILE.
| speak Chinese, French and English.
Je parle le chinois, frangais et I'anglais.

LA MAUTER .
| am no longer silent.
Je ne suis plus muet.

FReHE—BIbw —mER AN
| am Chinese-Quebecer-Canadian.
Je suis Chinoise-Québécoise-Canadienne.

P — AN
| am like anyone in this land.

Je suis comme tout le monde dans ce pays.

LatE k.
I am who | am.
Je suis qui je suis.

2001

|lam who | am
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| & /Pins
ZHNRE
multi media installation
2017
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2017
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Pins
Stephen Dragon, Curator

Gu Xiong has been living and working in Canada for almost 30 years. His works evolve around immigrant
identity, as well as the misunderstandings, tensions, conflicts, cultural differences and the linguistic barriers
resulting from his Chinese cultural background and his daily life in a western society. Gu Xiong did not keep his
experiences to himself; instead, he adopted a positive life attitude, and turned these experiences into artworks.
That’'s why Gu Xiong’s works are exemplary in portraying the cultural conflicts between the west and the east,
and have received recognition from the Canadian art community.

This exhibition at R Space presents video, photos, installation and existing work. The sharp and stimulating
“pins” are adopted as the primary object in the exploration of the identity transitions that immigrants go through,
which is difficult to express with language. In Gu Xiong’s own words: “pins’ represent all sorts of embarrassment,
reluctance, unfairness, or even helplessness immigrants could experience living in Canada. These things make
my heart ache. They prick on my heart like pins, yet not to the extent that my heart bleeds; as time passes, they
appear even less important. However, these pains keep reminding me that | could not draw back out of fear; on
the contrary, | have to advance against hardship”. Also in a poem that he wrote for this exhibition he mentions:

“Pins and pain melt into one

Becoming
My strength”

2017
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Pins

A Rtie pin

A itle pain

! always follows me
Wheraver | go

One day

Ona month

One year

From one place to another

N doas not mattar If | ke it or not
i IS always there inside of me

When | cannot pronounce a word

Fain Mis my tongue

When | cannot understand what people say 1o me
Pain fis my ears

When | do not understand the world around me
Pan f8s my haan

R s%ings

Waking me in the dark

| struggle and fight
Breaking through

From inside and outside
I strive 20 reach the hght

Year afler yoar

! push through all the pain
1 comes and goes
D‘r;.;‘p[‘,.’_)arg and raturns

Al last

Pins and pain melt indo one
Becoming

My strength

Gu Xiong
2017
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#l/Pins

ZWNRE

multi media installation
2017

£t /Pins

ZWNRE

multi media installation
2017
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multi media installation

2017

ZWANIRE

%/Pins

multi media installation

2017
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Gu Xiong's "l am who | am"sketches
2001
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The Self and Confirmation—Reading of the image installation by Gu Xiong
Chen Danging

2001

“Cultural Identity” has become a catchphrase nowadays. In English, the phrase is often heard of. When translated into Chinese,
however, it becomes foreign and strange. It reminded me of the Chinese citizenship ID card for no apparent reason. When | was an
“educated youth”, even though | was a proud “communard”, | didn’t have a residence certificate, let alone the prevailing national ID
cards that came later. After leaving the Chinese rural community and go live in a foreign community, | simply started to refer to myself
as an “international migrant”[ Guoji mangliu (E x5 i), mangliu here refers rural migrants into the city without definite prospect.] until
this day.

I do know my own name, age and gender. What do | do for a living? | draw. Based on the latter, my “identity” probably has some sense
of “culture” in it. Yet every time when | cross the customs at Chinese national borders, the officials take a brief look at my face, then
move their eyes to the one-inch photograph of me on the passport, “verifying my identity”. Then they would wave to let me pass, not
caring what my profession is, as long as there are no bombs or drugs in my luggage.

That is why the idea of “cultural identity” still remains obscure to me. Perhaps it is due to the fact that many artists in China are able
to show their face on the “international stage,” which gives rise to a so called “sense of identity.” It is hard to say whether it makes us
comfortable or uneasy. Regardless, we put on our ties and prepare ourselves to see what the “international” looks like. Yet it seems
as if we ran into a mirror, when we rather abruptly saw ourselves among the “international.” | have heard quite a few of big names in
the Chinese art scene complaining in New York: how come they are not arranging some meetings with the American art circles for
cultural exchange? It seems that they were unsatisfied with the poor “reception standards”.

Presumably, this is the meaning of a “cultural identity.”

| often see foreigners, or the so-called “Gui lao” in the hotels, restaurants and private parties in Beijing. For a moment, the scene
brings me back to twenty years ago, as if | had never been abroad: back then, foreigners were rare; everybody would give extra
attention on them and they were treated as honored guests. Nowadays, | realize that Chinese people stopped dealing with the
foreigners deliberately. People would talk and laugh, not caring if they have ignored the foreigners. | have seen an American girl who
quietly sat with a glass of liquor in hand at a party in Beijing. She seemed to want to join the conversation, yet she didn’t know how
to speak Chinese. People would suddenly burst into laughter, yet she doesn’t understand a word of it. Finally, when another “Gui lao[
Foreigner.]” arrived, she became lively as there’s finally someone she could talk to. At supermarkets such as Carrefour, | would see
foreigners in the line ups in a lonely posture, and the Beijing residents don’t even look at him.
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At this point it made me recall of myself: in the many years | spent in America, wasn’t | like a lonely foreign ghost too, just like the foreigner in
queue at Carrefour?

There are only Chinese faces on Gu Xiong'’s series of large, juxtaposing portraits, but every one of these Chinese faces targets two types of
people: foreigners abroad, and Chinese in China. Needless to say, we could recognize their identity as oversea Chinese at the first glance.
Twenty years ago, oversea Chinese were also a rare species; anyone who marries an overseas Chinese, the neighbors would be chitchatting
about it for months. However, who could really understand the true feelings of the generations of oversea Chinese and their lives on foreign land?

Gu Xiong certainly does. He is just like me, being one of the flows of people who went abroad in the past two decades and settled down in a
foreign place. On the foreign land, our communal visual experience is: the faces of the Chinese is lost when surrounded by countless foreigners,
yet also for this reason, they actually stands out: oh, it turns out that that is who “we” are. We also share the communal psychological experience:
one Chinese female student studying in London writes in her diary of an experience at a movie theatre -- after the movie ended, suddenly she
heard people speaking Beijing dialect, she ran towards the source of voice and asked: “Beijinger?” When she got an affirmative answer, tears
rolled down her cheeks. Another senior classmate of mine made a fortune always, yet he often sighs: “Boring! The most boring thing of coming
abroad is that we suddenly become the minority!”

As a matter of fact, even though some overseas Chinese do return to the motherland, but they are still of a “minority”. Myself counts an overseas
Chinese. My roots go back to Taishan in Guangdong, so that the first generation of North American Chinese workers were my ancestors.
Yet | never touch on the theme of overseas Chinese. Why? Exactly for the reason that we are a “minority” and rely on the limited communal
experience we have; except for people who are also oversea Chinese, who would want to partake in this experience, and who would actually be
able to sympathize with this experience?

Gu Xiong’s large portrait series made me, for the first time, confront the theme of the overseas: he did not indulge in the grievances and losses
of the Chinese immigrants--that has already become a cliché among similar works. Instead he used the most direct yet emotional way to let us
observe the faces Chinese immigrants. In the portraits of different generations of oversea Chinese, Gu presented a subject matter that is both
rarely touched upon and difficult to grasp at the same time. That subject matter being the pride of the self.

This is a series of hanged images that lie between photography, advertisement, and propaganda imagery. Every portrait is assigned a phrase,
almost a slogan, which is a habitual trick used in postmodern image cultures: you interpret them while observing at the images. Starting from the
first portrait, everyone in portraits gives a statement, almost like reporting the names in a row:

“I have paid the head tax”

“l cannot vote”

“I struggled”

Sour and bitter words! These words write a history of the Chinese immigrants, a history of immigration as well as that of the human rights.
But the following phrases seemed unperturbed and full of pride:

“I built the Chinatown”

“I joined the second world war”

“I stood on my own feet”.

But Gu Xiong obviously had no intention of creating an illustration of the history of struggling. Except for a few photographs of the early Chinese
laborers, the rest of his portraits feature local contemporary immigrants. Let’s continue listening to their calm soliloquies:

“I raised my family”

“This is my home”

“I am mixed”

“l am an ordinary person”
“I am who | am.”

Are these said by the individuals in the portraits? No, these are the lines that Gu assigned to each character. However, the expressions on their
faces seem to willingly agree with the “explanations” in the image: they are either smiling or looking seriously at us, almost replying: “Yes, that's
exactly how it is”.

I've seen works dealing with similar theme in the past. Gu’s faces of the overseas Chinese surpasses the usual tragic pattern in the theme.
Calmly face up, short and bold statements, Gu Xiong’s texts are clearly of a “bourgeois tragedy,” whereas the faces construct a friendly
“comedy”. What we see and what we read create a “synchronic” effect: The portraits of the characters first grasp our attention, and then we move
on to the texts in the image; afterwards, when we look at the same individual again, the face then responds to the text —faces and texts, they are
speaking individually, yet they become the subject of each other; we look at the portraits, and the people in portraits look back at us, this mutual
gazing, miraculously and naturally, making every portrait gradually transform from their identity as overseas Chinese and becoming restored to
their ordinary yet concrete faces, constituting a “subtext” behind the slogans: we are who you are, and you are who we are.

As the ending of the portrait series and the period to the texts, in the last portrait, the artist intentionally make the character move his gaze away,
looking upwards, the emotions comfortable and serene, reacting towards the virtual texts from the artist, creating a sense of self pride, although
with a bit of ridicule, yet it is still solemn. When we arrive at this final portrait from reading the series in sequence, we would smile knowingly and
suddenly be touched: this last face has taken our vision and train of thought away from the hundreds years of history of the oversea Chinese;
instead we reflect back upon ourselves, back to each and every one of us.

Gu Xiong’s work is rooted in the immigration experience, but surpasses it. It has also surpassed its imagery and texts: we saw our brothers
and sisters on foreign lands, and we read their minds. With the juxtaposition of the two, what we see is actually the “human” and the “self’—
the concept of “man” and “self” actually originate in the West. There is not one foreigner in Gu’s work, but the bitterness and happiness of the
immigrant life gradually introduces the western culture to him, just like the generations of Chinese immigrants before him. He evolves from
a stranger in a strange country to the simplest confirmation of the self. The twenty five portraits he shot does not represent the “number of
population”, and his “characters” were not only speaking of themselves, but inviting us as viewers to face our own self confirmation. Because of
this, his portrait series are not finished: the purpose of the work will only be realized when the portraits gaze towards their Chinese brothers and
sisters in China. This will surpass the boast and empty sayings of the “descendants of the Yan and Huang”. When these faces communicate with
us through their gazes, we will then be able to, for the first time, understand the oversea Chinese from a whole new perspective: to see them not
only as oversea Chinese, but as something that all the people in the portraits seemed to be saying:

“I' am who | am”. Other than that, there are no such people as “overseas Chinese” in this world.

Translations lator:Xin Chen
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| ZFLEF /1 am who | am
TR B AR
photo installation.
2001
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Jeg

“IAm Who | Am,” is a photograph installation made in year 2001. It uses 25 digital photos to tell the history of Chinese Canadian
immigrants, of their hard work and their effort to build a social identity in a different cultural background. This installation aims to
initiate dialogues between individuals and ethnic groups, between the past and the present. Meanwhile, Gu also tries to reveal
the emotional history of generations of Chinese immigrants. From the time of gold rush to the construction of railways, Chinese
immigrants have spread out across Canada. The photos expose the hardship Chinese immigrants endured, their persistence
and beliefs. This installation taps into the connection between humanity and cultural backgrounds in the age of globalization
and world migration. To Gu, it also serves as bring out self-awareness.

Canadian Chinese in history made contributions to the country, for example, building the railways and participating in the
Second World War. Their contributions boost the economic development in Canada and uphold the Canadian values. In return,
it also propelled the Canadian government to repeal the Chinese Immigration Act and to grant Chinese immigrants suffrage.
Today, every Chinese immigrant or immigrant descendent, while adapting to a new social environment, is also reflecting upon
the culture and self in between the clashes of two cultures. In the process, new cultural identity and space are created.

Gu Xiong
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BAEBN am who | am

TR E R

photo installation.

SRR [ PR i, SRR, gk

Le Mois de la Photo, Montreal, QC, Canada
2001
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Le Mois de la Photo, Montreal, QC, Canada
2001
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| LRI EARA /1 Am Who | Am
Tk E
Photo Installation
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Ge Ni & Gu Xiong
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Gu Xiong and Ge Ni during an interview briefly talk about their personal experience of immigration. Gu
moved to Canada in 1989 and his wife, Ge, and their daughter, Yu joined Gu later in early 1990s. During
this interview they explain how they dealt with cultural shock and build up their new identity and lives.

| U M2 E#E &8 / Four Video on Immigrant Family Stories
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Liu Jinghuo
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An interview about a man in China explaining his experience after moving from a small town to a mega

'tﬁ'ﬁ Mz oy m T p— city in with population of over 30 million people. Ling Jing Huo talks about his love for books and how
el &;e - ﬂnf, job, —— ym;';,,,’”,;jg ;",jr;';,' is iTJCFhm_ not oD he started a bookstore as a small business where his primary goal is to promote art and reading culture.

o IR R B R Z AR

ongqing. telephone poles. Here, students can see great arfists;s

5 e AN A = b |
Ge Ni & Gu Xiong - /
WA "%ﬁﬂ : e .
Video Gant S e S ‘____v_‘_‘,;gweﬂﬂﬁ\m , BRERAOHE.
ideo Laplure “JAt that time, I'thought a pening my own bgokstore. . That's the'best kind of bookstoe.
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Li Wenyue & Zheng Yuzhen Chen Yingying
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A couple sharing their story of immigration from east to west. Li Wenyue and Zheng Yuzhen moved to

Canada from China in 1970s. The couple in an interview describe their story of finding themselves a new A short documentary narrated by Dr. Ying Ying Chen, an archaeologist, who is also an immigrant from

place to call home, Canada. China. This documentary unveils the story of migration of Chinese immigrants to North British Columbia

during the gold rush. Dr. Chen explains the origin of China Town in Barkerville, BC.
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SMILE

| smile when | don't understand
the words that people say to me.
My smile is like an innocent baby's.

| smile when people yell at me.
| don't understand why they do this.
My smile is like a baby's cry.

| smile when | serve people.
Sometimes it is the only way

for me to communicate with others.
| smile to give warmth to people and
hope they will return it.

| smile when people help me.

| understand how important it is
to take my first step,

and then walk independently.

| smile when | am tired.
| see what | have earned
from the hard work that | have done.

| smile when | can finally listen and speak.
The more | smile,

the more people treat me

like a real person in this society.

| smile no matter how hard a life | have had.

| smile to the past, | smile to the present,
| smile to the future. | smile to all.

Gu Xiong
1996
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Inkjet Print
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Home

My family

Under the clouds

Moves from one land to another
Struggling between cultures

Not knowing to which we belong

Even though the flowers are falling
The fruits will appear later

When the maple leaves rest

On the ground

My family finally settles down

We are like seeds

In the depths of this land
Absorbing fresh water and light
Straining to put down roots

But blossoming will soon follow
And then at last bearing fruit

A flower

A leaf

A cloud

A deep breath
Bringing with it
A new life

Gu Xiong
1999
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Me And You

Each time | see you,
| see myself;
| see the past and the present.

We both came from China,
You stayed inside the grand institution,
| stayed in a dark basement.

People came to admire you,

But can you hear their praise?

Or speak your gratitude?

| could hear, but | couldn't speak.

| guess then, you are the same as me.

You came here before me,

You found your home here and made it bright.

This, is my new home,
I will make it bright as you did to yours.

At last,

| have learned about your visitors,
Their culture and society,

And | became one part of them.

It was painful but the joy came after.

| will come back to see you often,
And share my experience with you.
From your mouth | hear silence,
But | can feel your spiritual voice,
You said to me,

The four seas are our home.

Gu Xiong
1999
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For Ge Ni, the Canadian...

We know it was hard

but we can never know how hard
for how hard could it be

for a woman with such a smile?

In Canada, when two cars collide
we call the people inside
accident victims.

In Canada, when two cultures collide
we call the people in them
immigrants.

Both are heavy with loss.

Itis as if

you went to sleep

and awoke to find the weave of the world
unraveled, rewoven,

the familiar textures and patterns of living
vanished.

Then, as in an accident,
having to re-learn everything.

Learning as a child was easy
we knew nothing else

but learning as an immigrant
stings.

The comfortable ways
fled, vanished
like a car in the night.

Having to practice here

what needed no practice there,
each word, so easy there,

a labor here.

Not wanting to say the wrong thing
unsure of the right thing

knowing you could say it there
afraid to say it here.

Wishing to be heard,

to understand,

but above all

wishing to be yourself again.

We can not feel what you feel

but we can see what you can not see.

We see you.

Your hands, moving across a table
in grace and light

your smile, coming out

like a best friend coming out to play
SO warm

somewhere

glaciers are melting.

And know this:

we who are born here

not there

who feels its rivers

coursing in our veins

its mountains in our bones

its forests waving in our hands

its oceans washing our dreams,
know this is a better country today
because of you.

James Lamb and family
December 5, 1995
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| —1kBHEAIZT% /A Girl From China

ITHER
Performance Art C—ANREFEALEZ R—MTAEREFFEEN . ClEE NN ERG N LZM A, B8
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“A Girl From China” is a multi-media performance piece, using Video, music and storytelling to unravel
the emotional story of three generations. From the Cultural Revolution in China, to life as immigrants in
Canada, their past sufferings, present hardships and triumphs are retold through the eyes of Gu Yu, a

girl who doesn’t want to be a copy or a reproduction in a new culture, but an original.
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BAE: B
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Director: Gu Xiong

Performers: Gu Yu / David Carlisle / Douglas Schmidt

Writer: Gu Yu

Background Video: Clancy Dennehy

Music Without Text: Composed by Douglas Schmidt / arranged by David Carlisle

Music With Text: Composed by Carlisle & SchmidtCamera: Judy Radul

Sound Engineer: Peter Courtemanche

Video & Sound Editor: Eileen Kage

Special Thanks to: Ge Ni / Eric Metcalfe / Peter Courtemanche / Hank Bull / Jamie Lamb and family
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—/~kEHE 14 #% / A Girl From China
ITHRER

Performance Art

PRI Z AR

Western Front

MEHE, IEX

Vancouver, Canada

—/MkEHEM % /A Girl From China
TTNER

Performance Art

IR ZAR O

Western Front

TEHE, IEX

Vancouver, Canada
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Jot e
Gu Xiong

1989
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When | break through the enclosures,

| find that | am still in the enclosure.

Because disturbance exists for humans,

they make many enclosures for themselves.

It becomes an emblem of their culture

and an emblem of isolation and oppression.

Facing the Great wall, the Paris Bastille Wall and the Berlin Wall:
we understand the isolation between humanity and nature,
individual and an ethnic group, individual and the self:

The price people pay for trying to breakdown the isolation.
We see some of these enclosures but we can not see most of them;
they are so common that they become invisible.

Even if we can break though the enclosures that we see,
we are still not altogether free,

because many enclosures are within our selves.

The confusion resides in the human mind and body.

| hope that one day people can discard these “Enclosures”
— the ones that are inside and outside —

to better comprehend and to awaken the links between
humanity and nature, one person and another,

the person and his or her self.
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| ERILIEr] R5E / Crushed Coca Cola Cans
ZUHNSEE
multi media installation
2014
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Gu Xiong'’s Crushed red Coca Cola Cans embodies the contrast of his Chinese heritage and the cultural transformation he experienced
after moving to Canada, with the universally recognizable cola cans showing both English and Chinese text. This installation speaks to
the individual as part of a group or community. The use of repetition, pattern and context as artworks forces us to imagine the personal
connection between waste and the human experience. The crushed red Coca Cola cans show how Gu’s early experiences as a
Chinese Canadian are intimately tied to the litter of consumer consumption.

In Gu’s own words:
“Crushed red Coca-Cola cans have made a deep impression on me. A lifeless object, in the process of being destroyed, finds a new

life. No two crushed cans are the same, each one is unique. My past was crushed by realities beyond my control, but my new life was
born from this devastation. Common objects made alike come to life when they are killed.”

FE 4 m] 5§ / Crushed Coca Cola
EZLShE I

multi media installation

RE - REHEARE

Goder Smith Gallery Of Canadian Art
JIE N

2014
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Gu-Xiong, 1991: The Crusher
Alvin Balkind(1991)

While revealing his sketches for a proposed series of paintings based on crushed cans, Gu Xiong said that common objects look dead, and are
only made to come to life when they are “Killed.” A neat irony, one that can take off in many directions.

Discarded cans of pop, cafeteria trays, dirty kitchen utensils (his present reality where he works as a busboy at the U.B.C. cafeteria) were
manufactured to serve a purpose. But once used (and the Coke cans often crushed by the students for reasons unknown to Gu Xiong) they
must be seen in a different light. Like knives and forks, the symbols have changed, and can continue to reverberate for years to come. John
Chamberlain’s crushed automobile bumpers aimed to express a principle of abstract and pop art sculpture. Gu Xiong takes his discards in
another direction, towards a compelling obsession of a different kind.

Gu Xiong set out to make a group of painting for his current one-man show at the Diane Farris Gallery (artists often insist they have only an
aesthetic purpose in mind); but such thoughts must have been lying just below the surface.

Although he may not often speak of it, he must also feel occasionally crushed by the burden of enduring as an artist while trying to survive
economically, socially and linguistically in a country remote from Cultural China, where he was born. Even on the simplest levels which we born
on this content, take for granted, such as how to dial 911 in an emergency, how to look up something in the yellow pages, and the nuances of
behavior in order not to offend others, Gu Xiong and others like him may find themselves at least perplexed, even sometimes in danger.

We cannot observe these paintings without thinking of the iconic portraits and series work by Andy Warhol. But because Warhol’'s art seems
neutral, there is a certain emotional flatness about them. Gu Xiong’s crushed cans are varied, and take on the same diverse character that we
see in people, even, in fact, the personality in the crusher. Thus they become individual portraits, each different from the other. This lends them
much vitality and interest, enabling us to contrast them with each other, but also to witness their total impact at this exhibition.

His technique in paint has emerged out of his earlier concentration on drawing and woodcuts. This helps to explain the directness, the clarity, the
linearity of these images, as well as their string contrast of light and dark. But, as with Lao-Tse, these frontal, “realistic” portraits may be “succinct
to the point of obscurity.”

Gu Xiong is a classic example of an artist straddling two cultures, both of which provide substance and pain, and which find their way into his
work in an amalgamation of early Chinese influences and Western expansion and daring. Together, they provide a richness of experience and

an electrical charge that neither culture alone might have been able to inspire in him.

A leading art critic in Canada, Alvin Balkind has served as the director of Fine Arts Department, Banff Center and curator
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JE 4L n] 5k / Crushed Coca Cola
ZUNBE

multi media installation

Goder Smith Gallery Of Canadian Art
JIE-N

2014

JE 4L n] 56 / Crushed Coca Cola
ZHNGE

multi media installation

Goder Smith Gallery Of Canadian Art

JIEPN
2014




| ERA9T%#}5E / Crushed Cans
Yy

acrylic on canvas
2014

FEJm I AT k4% / Crushed Coca
Cola Cans

S35 1

acrylic on canvas

152x244cm

2014
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JE A &G / Crushed Coca Cola Cans JE i BCRHRE / Crushed Cans

S04 S

acrylic on canvas acrylic on canvas
152x244cm 41x71cm

1991 1991
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| X4t %5 /Shock Culture
ITHNER
Performance Art
1992
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A performance art with Henry Tsang at Western Front, Vancouver, British
Columbia, Canada, 1992. It deals with Gu’s story of migration to Canada
at early stage of his cultural shock. It focuses on his experience being
placed between two cultures, determining which one he belongs to.

Here, the first of the six episodes from the original performance is played
— the episode at the immigration office. This episode contains questions
and answers between the immigration officer and Gu. There were two TV
monitors, one video camera and one projector. One TV monitor displays
the questions form the officer, and the other displays Gu’s answers. The
projector was used to project Gu’s performance onto the big screen, from
the video camera. Gu’s performance shows how he was gradually pressed
down to the ground by those questions.
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XAk / Shock Culture
T RER

Performance Art
FORAZAFO
Western Front

WEE, mEX
Vancouver, Canada

1992

YAk / Shock Culture
TRER

Performance Art
PRI S AR L

Western Front
BEE, &R
Vancouver, Canada
1992
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| £:X /Camp Fire
ZIIRE
multi media installation
1995
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HARZNA SRS . TR AN R EE, A AT XN EER R TinsER. BREWMERNLEZE, Bk —
RMFN L FE, X IREE MRS K25 55— RT ATSOA PRI TR o B s A2 — HE ok, U R 14 K HE T W7 356 A S i 1 2
Ry, fELTR]IS A v o S B — et R BN 5K 5 B AR AR o XM R 1 2 U RSB 2, L S A 2R LR
YOOXHL, IRHEL, GemEEL” R IRXE, IRHE, BRI RIR R X, ARE” B
ZAIAE S “fHE —ZAR” P

This video is dealing with experiences of Gu’s
family through culture shock caused by facing the
hardship of being placed in a completely different
culture. This magnifies the concept of where we
call home and where we belong. At the time for
Gu and his family, home had just changed from
China to Canada. Gu and his family had their first
experience of camping in Canada after 5 years of
moving. This experience was one his first leisure
moments in Canada. He set a up campfire, and
while he was finally experiencing a relaxing
moment by feeling the warmth of the fire and
listening to the cracking log fire sound, his mind
was at work going through common thoughts
and words he dealt with after moving to Canada.
This video illustrates some of the thoughts going
through Gu's mind. This video was featured in
Gu's installation, "Here, There, Everywhere", in
a large group show, "Here Not There", which
took place in Vancouver Art Gallery in 1995. It
was also featured in InfoART, the’95 Kwangju
Biennale.

K Campfire

B i Gu Xiong

ZHE, RE, GieHEE Here, There, Everywhere

i EHETT AR VB R SR BT A group exhibition held at Vancouver Art
AHIFEHAS LA Gallery

JIIE PN Vancouver, BC, Canada

1995 1995
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%% / To belong

A7 R

charcoal drawing on canvas
472x168cm

1995
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il 4% | Garbage bag

B AT 2

charcoal drawing on canvas
92x92cm

1995

JFTRFHL 1 washroom hand dryer
1B A7 2K A

charcoal drawing on canvas
92x92cm

1995
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B2X

Jot e
1995

BRI — RSO, AR SR AR 5 — R LRI (9 S BEAR 1 SCAL

HoE, HBIRAPIERZFAF RS, ARK T f A AR AN A A 3T LS I TR o
KE TURBEA SR ETIE, AR T RS2 18], ANFIIRIE Tl P2 R #R4LA TR .
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FRAL BHF R SO S B C7 R 25 BLR P A ST T R —F
SACBALIR T EA T E B 1 e RS .

BNATLD 53— FSCAL, AATTRENS T 4 PR SR A (504K
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AR T A E .

=L HESDNLS ) 10N B AT Rk N T D
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A G N — AN EERHIN, AE— A PR A2 TR 5 L.
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MEEABEEZ AR R ZARKEFIL A CRRAEMATE QR
2 LR B A AN SEER

EXH, REAFRNES .
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inp

AT AR AR, I AN D, 2 DA A 3 1 B LRI 28 [ N A

XHRE TIN5 K2 eSO o ) S

IR NG, SRR MU, EBORIREIRAER A .
MR 58 R A i — L8 T A E B3 T AR

P SR R A1

R H A A 1R SCAG AR AR SR R B AR SRR % (K AR Ak S A

SR EREIN ZARZ R ZAERL B, 0 H e B iRk,

UWRARL ARG RGBS 75— D SIS, sl A /RS 2 DARIRE A9 B R AR B AR B AR OB IE B, R H 5 AR
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FURIXDBIES XA RIRAE KB EARKAE, E R AR AT AL
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Camp Fire

Gu Xiong
1995

When living in one culture, you always dream of another, more
ideal one than your own. However, after you have experienced this
other culture, your dreams of it are broken by a strange,
new-found reality.

Losing the comforts of your inherent culture, you wander back and
forth between the two, not knowing which you belong to, unable to
establish roots in either. You are left alone, isolated by your

own inability to adapt.

Nostalgia defeats people. It destroys achievement and makes
people lose sight of a better future. To recall the past is easy,
but to strive toward the future is painful. Pain is a rite of
passage that everyone must go through in order to accomplish
anything.

| came here for freedom, but in the process | lost it. Now,
finally, | understand the real meaning of freedom. It is not
something given; it is paid for through pain and suffering.

If you want to change your life in some way, the path can be a
difficult one. But you have no choice but to face such

difficulty directly. By doing so, you will become a better
person.

Here in Canada, differences in culture and language have created
many problems for me, placing me at the bottom of society. | must
struggle to become something better by understanding not just
this one culture but two--my past and present.

Cultures evolve as they come to understand other cultures. And
people are better able to understand their own culture by
experiencing another. Most cultures are very closed-minded, and
in order for one to accept another, it must understand that it is
not only benign, but beneficial.

EAR AL, AR SRR, B2 TEE S,

My ethnicity does not matter to me. Being Chinese or Canadian is
irrelevant. | only know that | am an individual living in this

world. As an artist, | do not believe in nationality. | strive to

be an international person in an international, multicultural

world. Artists must break through national barriers. Those who
are unable to accept different ideas often restrict themselves
within their own culture.

An appreciation of multiculturalism comes through practice. Here

in Canada, people from other lands often experience culture

shock. They develop new ideas and make different choices based on
their own experiences living here. This determines the true
multicultural character of Canada.

Life provides me with experience; art provides me with a way to
find my inner self. | use my experience to create something based
on what | understand about my inner self.

All cultures are complex. The culture into which you are born is

the one you come to understand most profoundly. It is that which
finds its way into an artist's work, and it is expressed

instinctively. If you, as an artist, should relocate, and experience life
in a different culture, you must move just as instinctively

to begin to understand the strange new world in which you find
yourself. It is this dynamic, this sudden generation of artistic
electricity, that fuels change in both art and life.

This conflict of cultures that has entered my work since coming to
Canada is in a state of constant evolution. In this process, my
ideas are born. None of this, however, can be expressed
artistically unless the artist has developed technique. This must
come through study and practice, and from a lot of experience. It
helps to create a different culture that is neither an evolution

of one's original culture, or a copy of one's adopted culture--it

is simply my own.
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ZE#FA / Enduring The Isolation
AT R

charcoal drawing on canvas
152x244cm

1995

AR / The Yellow Pear tree

I A7 2R

charcoal drawing on canvas
152x244cm

1995
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HLR % / rice cooker
AT

charcoal drawing on canvas
92x92cm

1995

oK 88 | water foutain

1B A7 2 F

charcoal drawing on canvas
92x92cm

1995

—hiAKE I | A friend forever
[E i

charcoal drawing on canvas
92x92cm

1995
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B — AL (1989 MR EAREY , hEEARM, Jbx
Gu Xiong's family at the China Avant-grade

Exhibition,The China National Museum of Fine Arts,
Beijing, China
1989 g




China Avant-grade Exhibition,The China National Museum of Fine Arts, Beijing, China

"Enclosures" performance photos and video
1989

«1989FE I ZAEY [ FE AN, Jb

(WY AT ERIEA AR

RRX
N
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Gu Xiong at the China Avant-grade Exhibition,The China National Museum of Fine Arts, Beijing, China

JBEEAE <1989 EIAR AR HEZEARIE, Jbit
1989
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(Y AT RERB (Y AT HERB T
"Enclosures" performance photos "Enclosures" performance photos
1989 1989
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Cultural revolution 1972-1977 X E/5HA

| 552 BB | Historical Photos

A3
Gu Xiong

Cultural revolution 1972-1977 %[5 HA

W2 T 2 L5017, 5ah4E, WERAGR], M2 N, R B ZARM P RAE i LT, ZR#H
BYBARE T AR B RAME S, Fr AR A BB X BURIG, K5 T K EE D .

| was a sent down youth in the countryside and later a worker in fabric factory. This was the time when art started
to carry meanings in my life. It helped me to search for inner self, to hold onto myself, so that | could get past the
darkness and eventually reach the light.
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| 151% 5 /Zhiging Sketches CHBERN , XENBIEREREZAR, 1972-1976

1972319764, ENTTIRE I — 0, EIRTEEFLZ I D)KL X o 2 AT A AT R dris ik e o,
U A5 R B R K PR AR A BOR SR K i o AE AR B RIE AN DG L, ARSI T 58 BRI 25 5 i Ak B 7
HUIMB . WERRE, HEEERI73h “BEE 7 m B gL, 3+ 5n 8 Cmpr Wi, S r
REAIAREST: AR —MHLSEKEMS, M2 MAECESFMARBN . BEZARIIS, R ER
CRIERIE IS A SRS RS

“Re-educated Youth in the Countryside,” sketchbooks from the Cultural Revolution, 1972-1976

| was one of the millions of youth who were sent to the countryside from 1972-1976. There was no hope for our
s ‘(.f&‘% RIIACIER7 ) * future, only hard work. Under Kerosene light, | found my inner identity through these sketches in my darkest time.

= For four years, | completed 25 sketchbooks that display my personal feelings and thoughts during a time when
labour was the only way for re-education to become a cog in the revolutionary machine. | did not want to be just
another part of a machine, | wanted to be my own person who has an independent voice and has original thoughts.
Through art, | was able to hold my inner-self to survive 10 years of the Cultural Revolution.

HiE#ES / Zhiging Sketches
1975

HMFEHEE / Zhiging Sketches
1974
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H175# 5 /Zhiqing Sketches H175# 5 /higing Sketches
1975 1974
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S 19824 )&
Gu Xiong at Dunhuang,Ganshu
1982

1978 - 1980s K= . WA FutIMATER

NSRRI R KA —. A, BRI, XSRS RELINFEN, BITEHET2ZREME, 2548002
A . SRR E, BEER, JFANLSRTEYESE, DR ZARKN MY ZAR P LE] T4,

198659 H B 1987410 H FETE I 2R O i) Tk B 22 I3 5 R (0 2R AN A AR A 7 FORIISEm . g Fan,  BORAE£E MR
R 2 SR X, DY & Fhe Ay, JRIRSE A R EIRAAN . HNAEPECZ AP0, BHERECHEN, HAT450R A
FAERIEHZARK . BAIEREESU T AL RZAREAEREYN . B2 GRS dr . PO A TR, Bl
FORIREMEARKINE dhi 2 7, AR QI th/ N RAE S 1 KRR EAR AT N 2R i, A2 NIRRT IXFE I 2R 2%
e

R, WELSS TEHNIHRERES). EREV)ISEEE, RRSLTHATEIERER W T 2R, &S5 7T
8BEMIBTILII,  BL AR AV1989FEAE AL R0 [ SEARTE 25 73 (0 o B E AR S ——IX AN Ve AE i i E o — N E . SR
FETNERMEM B, BRI SN SR ChE B b

], BIFMRBAT S EROIRE, 50 70907 SAREARI SO AAES, B EAIT NER . 20Kk, Rk L, M
B NREFEONEEER BT AZEAR, T, BN R P HATIXRBCAR RN EREIT L — o A EM AR R R AL
ET VIR, EBEEN AT VU NE S, MR BT, e T RIERF R B, ESHAEAER BT 2 me s, ek
BEFIFRBITE T, VNSRRI — 22, Ja RN T B REREZE W EARK.

1978-1980's

| was one of the first two years of college students enrolled after the Cultural Revolution. At the time, many new thoughts swarmed into China,
and there was open-mindedness in every sort of art and literary forms. During my college years, | was taking courses meanwhile creating
my own art, taking part in new art movements. After completion of my Master’s degree, | became an instructor at my university and had the
opportunity to study as Artist-in-residence at Banff Centre for the Arts.

The year | spent in Banff from September 1986 to October 1987 had significant influence on my art and me. Initially, | was in the beautiful Rocky
Mountains, but meanwhile isolated because of language barrier and | was in cultural shock. There were 45 young artists including myself from
all around the world living in Banff Center for the Arts at the time. Together we went to New York visiting art museums and galleries. The cultural
shock, a group working environment and seeing the original art works, jointly enable me to move from small scale works to large works and
installation, performance art, which were still very rare in China at the time.

| had already become involved in contemporary art movement in 1980s before Banff. After my turn to Sichuan Fine Arts Institute, | continued to
work on installation and performance art with enthusiasm. | participated in the Yellow Mountain Chinese Contemporary Art Conference, and also
the ground breaking China Avant-garde Exhibition at the National Fine Art Museum in Beijing, the first of its kind. My installation-performance
work “Enclosures” was featured in the English China Daily newspaper.

| also started to reform my educational practices, introducing western contemporary art practice and concept to installation and performance
art formats to my art classes. For example, for my drawing class, | departed from still life and life model drawing, moving into installation and
performance art. | believe | was probably among the first instructors to teach these newer art formats in art academy in China. It was well
received by both students and faculty. The Institute organized several meetings to discuss my teaching, and | received positive feedbacks. The
drawing installation project done my class was exhibited at the art museum of our Institute — an example of experimental pedagogy. Some of
these students later on followed this direction of contemporary art practice and became important figures in China’s art scenes.
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U S R T X AR
Gu Xiong and Kang Ni, Liu Shitong
1981

WA N K215 ol AT AR e
UPIES
Gu Xiong with friends and his students who

participated in Gu's performance"Enclosures"
1989

19894 5L, JUMES AN A NGRIEWI 001 Bl & 5%
T ERIE KT wl

R (1222 11 26 5 BT Sy A o Gu Xiong whith his family and frends Zhang Xiaogang

g g R Atk 1 2% AR AT T HE 2 (147 N EAR R » i i o

Gu Xiong and his students in the installation and performance classes and He Liping at Chongqing South Train Station in 1989.
1989
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JEUE AN SRS« SEIRAEAE PR Z A A0
Gu Xiong and Alvin Balkind at Banff Centre for the Art, Banff, Canada
1986

M / Enclosures

P

acrylic on canvas
PEZEZAR AN, R

Banff Centre for the Art, Canada
8000x300cm

B 5 b PR A S AEBESE 2R L
Gu Xiong and his art work at Banff Centre for the Art, Banff, Canada
1986

[t SR EIEE (M) ATER

(1989 EBUREARSE) |, hESEARLE, Jbx
Gu Xiong, Yang Shu and Zeng Hao at the China Avant-grade Exhibition,The China National Museum of Fine Arts, Beijing,
China
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1990s My early experiences in Vancouver #EREHi4E

RED LANDS

In the first few years after my immigration, | was not using my skill as an artist to survive but
instead | chose to work in restaurants, pizza restaurants, and eventually began to bus tables
at UBC Cafeteria. It was in 1992 that | finally got a sessional position teaching evening classes
at Emily Carr University, a local art institute.

The reason that | didn't use my art skills for commercial production is that, | came here trying
to make contemporary art, not just to make a living. If | were to make commercial art, | fear
that | would not come into contact with the rest of the world, the real world. If | were to make
commercial art, | fear that | would only see the price of my art, not the meaning and value, |
would be ignored by mainstream culture. There is nothing wrong with commercial art, but that
has never been my main focus. That's why | started to do low-paying jobs, a pathway for me
to fit into a new society, a new culture.

HRRIELILE, REHH A CZARERRAE.
B, RAERME . SE%IE TAE, R REATIEAHE
HOIE R 2 A E R R 2 T ELRI19925F, A
ARG « RRAREN Ol 75 7] 1) 22 U )
AR SORF « R A A — P ZARBEEL

P P LAT IR 2R RE A, v HER N
ERIERRBEAREAR, ARRETIEHMO . W
REMEAREREHRE, RELREEINAEL, 5
HEH A fmd. QRBHZARTRRAE, &0
HHEERZIE DRI, TE A2 K EN
B, PR A S P A . M EARBAT
WA, AHR R — E BRI R ZARAE R B E
K%L UL, BARIT UMK AR 1 T A,
R T AR Mt 7 AMET AR R SC
1t
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2000 — now Teaching at university againfBE #1 2

In the new millennium, | gradually became established, both as an artist and as
a professor in the academia. The themes | work with in art keep expanding. The
experience | have had as an immigrant provides me with constant inspirations,
guiding me to raise questions about cultural identities, Chinese ethnic group’s
immigration histories, and migrations in general. | want to look into what
happens after the clash of two or more cultures. In my belief, it is a new cultural
space that arises from the clash. It is a space that contains possibilities, accept
and appreciate differences.

20004F J5, M ZARMORMA: BRI HEESZ, AR T ASE S L
REFERAMESL . WERN BRI . PR G A Wres T3,
RIE, AEBAWTR LB RS WSSy, AR R B A SRIEHER)
Bk, WA T, PIRNECE E MO R, SRAES A HRE
K, A 2 5 KPR AN BT SO TR XA ) A 2 AT e
EENER, BIREAR.
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Short Biography of Gu Xiong

Gu Xiong, a multimedia artist from China now lives in Canada. He works with painting, drawing, printmaking, sculpture, photography,
video, digital imagery, text, performance art, and installation. He has exhibited nationally and internationally including more than forty
solo exhibitions and three public art commissions. He has participated in over one hundred prominent national and international group
exhibitions including Every. Now. Then: Reframing Nationhood (Art Gallery of Ontario, Toronto, 2017); Rip It Up, The 2nd Changjiang
International Photography and Video Biennale (Chongging Museum of Contemporary Art, China); Beyond Image (Hubei Museum
of Art, Wuhan, China, 2015); the 55 Venice Biennale Parallel Exhibition Voice of the Unseen, Chinese Independent Art 1979-Today
(Venice, 2013); Border Zones: New Art Across Cultures (Museum of Anthropology, Vancouver, 2010); Art Is Nothing — 798 Art Festival
(Beijing, China, 2007); Post Avant-Garde Chinese Contemporary Art — Four Directions of the New Era (Hong Kong, 2007); Starting
from Southwest (Guangzhou Art Museum, China, 2007 ); the Shanghai Biennale Techniques of the Visible (2004), where he was one of
four Canadian representatives; MultipleCity (Panama, 2003); Le Mois de la Photo (Montreal, 2001); the Montréal Biennale (2000), the
‘95 Kwangju Biennale InfoART (Korea, 1995) and the ground-breaking exhibition China Avant-Garde at the China National Museum of
Fine Arts (Beijing, 1989). His work is represented in the collections of the National Gallery of Canada, the China National Museum of
Fine Arts, and the Vancouver Art Gallery, among many other museums and private collections.

Gu Xiong has done three large public art projects in Canada and the United States: The Crowd at the Safeco Field, Washington State
Major League Baseball Stadium (Seattle, WA, USA, 1999); A Place Called Home at the Seattle Public Library Columbia City Branch
(Seattle, WA, USA, 2004); The Sickle and Cell-phone at the Macdonald Stewart Art Centre Donald Forster Sculpture Park, University
of Guelph (Guelph, ON, Canada, 2002).

Gu Xiong has published two books, ten solo exhibitions catalogues and eleven book covers. His writing and art works are published in
art catalogues, magazines, and newspapers. His artwork has received significant critical recognition including reviews in the New York
Times and the international art magazines Flash Art and Art in America. In addition, Gu Xiong’s poem and artwork is taught in a grade 7
text book (Nelson Literacy 7c¢) in the province of Ontario, Canada. The documentary The Yellow Pear: The Story of Gu Xiong from the
series “A Scattering of Seeds: The Creation of Canada” was broadcast on the History Channel in March 2001. In the capacity of curator,
Gu Xiong has organized critically acclaimed exhibitions of work by emerging artists in Canada and China.

Gu Xiong’s practice centres on the creation of a hybrid identity arising from the integration of different cultural origins and migrations.
Through the critical angle of visual art, his work encompasses sociology, geography, economics, politics, and literature, as well as the
dynamics of globalization, local culture and identity politics, through which he constitutes an amalgamation of multiple cultural histories
and seeks to create an entirely new identity. The construction of a new level of being is Gu Xiong’s primary interest.

Gu Xiong received his BFA and MFA degrees from the Sichuan Fine Arts Institute in Chongqing, China. In Canada, he twice attended
the Banff Centre for the Arts as artist-in-residence, in addition to many other colleges and universities in Canada, the United States,
Ecuador and China. He has served on the Canada Council Governor General’s Awards Jury for Visual Arts, Media Art and Architecture;
the Canada Council Visual Art Grant Jury; the Seattle Arts Commission Jury; the BC Arts Council Jury; and the Vancouver Foundation
Culture and Art Jury. As Professor in the Department of Art History, Visual Art and Theory at the University of British Columbia, Gu Xiong
is engaged in the disciplines of installation, painting, drawing, photography, and contemporary art theory.
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ZREK ) LGB

AFNEEHME L K2 2R R (UBC, R K2AHEZ T3040, TN Kui2fz)
HmEHE, BREE, sk

TEFAMOIESI: BR, S, SRR AR

PIhE: www.guxiong.ca www.interiormigrations.com

Fh

19824 3R PU )1 36 AR 2B 2% - 2407
19854 3R VY 1| A = B fiii L 547
19864 19874F, ZARF TAEE, MERIEZEEFRZAFOHPL.
19894F £ 19904F, ZARF TAESE, IEKMIFEERE A F LR .

PANEREH

1995 P& INEK “B” MRWZAREEZRSMEREIZREERZ RS, MEKERZARERS, BRE, 2 RKIgE, NEX
1998 W& FUFRVIVAFER, JEHEMZAREZ RS, WaHE, mEX

2000 VPR PEHEET ARG, PHEET2ZAZ LS, AR, kE

2002 VPR OH/VUEINEKRENERS, BT M “” , MERKEREERRE, 21062, IEX

2003 VPR M ARRER, BEETEES, BEHE mEKR

2005 VPR MRS ARESIIERS, RiFEESARESERRS, SR, mELR

2005-12 A0 MR FERAHERE S S, RSB SZ A SR

2006 VPR ZAEMOIESITES, U TER, EEET, X

2006 VR KHIZARES, MRZAM, MEKEFREAREZRS, ERE, Z2RIEE, MEX

2008 VPR OMERLAER WMHZEAR, ZHEAMERZARIIERS) , WRERE, MERKERZARERS, ERE, NEX
2009 VPR FRBAZARTT, BEANZAMCHZE LS, REHE, BLERE, InEX

2010  WE ALEARWES, FRACH, BEEE, IEX

2012 VPR KWIZARES, MRZAM, MEKEFREARAEZRS, BERE, 2KIEE, NEX

2013 VPR UGLEERERE, MERSARFKHEGS, Wt g, EXR

2017 PR MERERZRZDASWEZARIMHEESE, MEKERZRZR S, BERE, ©REE, MEKR

BRI ZAR /| BRI
LRI RSB, 216%, WER

E R A SRR, B, P
URKFERR, LR, BURIES, MEX
WELFIWRFERR, BRI, RER, IEKR
BB EAR, TR, RisH, MEX
BN EAR M, WK, Joe, %

1987
1988
1990
1994
1995
1996

1996  PHZEIFEIBRFEURARFERE, K&, BiFE, MEKX

1996  SCKEI-RZARS®IFRE, WEHE, BigE, mEXR

1997 BERIEEZARHL, FERIGE, HELN, EEH

1997 PHRKIEERFEARERE, 0, ZRIEE, MEX

1998 PUJISEARZBE, HEK, HHE

2000  FEIURINERZARUBGEEARE, WWREEMH, ZKIEE, INEX
2000 FEIRRRFESARHER, £RE, wKIEE, MEKX

2000 SR A RFEARSR, KA ERD, BURKMAEE, NEXR
2001  HEZRWRZFEFER, 4ZFWF, HiFE, HWEKR

2002 BN R INIR R E R e L, BN, 4, EE
2003 PR BEZARERE, FETRE, MR, FHEEM, EE
2003 HEEWKFEZARER, FREFURE, sk

2004 DYNISEARERE, ER, FHE

2004  HEEREEZEFER, SO, PE

2005  AFIEEHME LK FIRE IR Z RS, FEIEN, iRy, InEk
2005  FEREKFESAER, BEK, THE

2005  BRVGIVERY:, Pz, BRiGE, HE

2005 dERUMYECR, db, RHE

2005  ERZEARZERE, LM, LTHE, PE

2005  HPRFEARERE, b, FHE

2006  PHFFIOBERSFE AR, W, Wig, FE

2007 BUURAAEZEARSG BT R, ROoRIE, BURMIES, &R
2007 WP REFEZARGHRIELL, LKRIEE, MEKXR

2008 HEFERKFEZAR, WEEK, HiFE, MEXR

2009  HBERFHZKHFMEEAR, HLFL, Hikd, MEKX

2011 HEBRIWZAREAL, MAEZEm, F/RAEE, mEX

2012 HOLCREEARE S AR, SO, TRE, PE

2012 MEPMVERZEZARZERE, B, Wik, T E

2013 ZWeRFEZARERE, HE, Wik, HE

2013 AR ZEAR SR, B, widks, FE

2013 PEEZEARPOFER, PE, BURKMAEE, NEXR

2013 MEREZBRIMNE, HEREZK, fHEEH

2015 RFRFZEARR, JBRZK

2015 JBJRZI/RZARFHE AR, KEHER, JERZR

2016 PHLKIEKFEZARR, 03, %KIEE, MEKXR
FIRZINME T

1995 AMAZARYE, BRpRZAERS, HE2FW, RiEE, &R
1995 HHIOMERS, MEKERZARZERL, EXE, 2KIEE, NEX
1997 AMANZARYE, BRRpRZARERS, 2R, BFFE, EXR
1997 AWESHMEZARES, MERKERZAEL S, ERE, ZAKE, MEX
1998 MAZR®, BB ZARER 2, HERT, BiFE, MEX
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1998
1999
1999
2000
2000
2001
2001
2002
2002
2003
2003
2004
2004
2005
2006
2006
2008
2009
2009
2009
2011
2012
2014

TR
1990
1991
1991
1992
1992-93
1994
1996
1997
1997
1998
1998
1998
1998
1999
1999
2000
2000

CARFIRIT RS, MERKERIAREZRE, BRE, 2KIEE, NEKR

MNERE, RIpHERERS, HZFL, BEEE, NEX

AESHIIERESE, MEKERIARZ RS, BRE, ZKIEH, MEKR

MNERK, RIpHERTZRS, HZF, BEEE, EX

QS HIERSE, MEXERZARLZ RS, BRE, ZKRIEE, MEKR

PNERE, RIFEEARERS, F2HI, Fird, MEKR

SRFRATHS, MERKEREAZRZ, BRE, AEE, HEX

SRS, AFIEHMELLI R Y, A, RiFE, MEKR

PNERE, RIFEEARERS, g2 HI, FiFE, MEKR

SRIEG:, ASIBEME LR, BEE, RiEE, e

AESHIEEAREES (BIRZARZD , MERKEFXZAREGZ, BRE, ZRIEE, MEX
MNERK, RIFHEAREZ AR, HZF, BEEE, HEX

WERMEARBIERE S, HLREMAHIRZE RS, BARE, ZRIEE, IMER
AESHIIEEAEES (BIRZARZD , MEKEFXZARLGZ, BRE, ZRIEE, MEX
MNERK, RIFHEARTZRAR, HZH, BEEE, WEX

SRIG:, ASIBEME LR, A, iR, e

NS MANSCEARB IS, ATUBEHME IR, WRAHE, HRiFE, ImEX
AESHIEEARES (FIRZEARZD ,» MERKEFXEAREZLZ, BRE, ZAMEE, NER
MNERE, RIpHERERS, HZFL, BEEE, INEX

WERAMEARCIERE S, HAREMAS AR A, BARE, ZRIEE, IEKR
WHAMBARENERE S, HBEEMASCI AL Re, EARE, ZRE, MER

DO SRR U G, AFIBEHME IR, AR, iRy, ImEXR
WERMEARCINERE S, HABEMAS AR RS, BARE, ZRIEE, IEKR

R = AT NERIEEEFREAR PO, PEE, INEXR
CHRRERI AT JTICEE, 4EZ ORI, INEK

CIRRER S AR« B2 R, IREFE, INER
CEZRGENT SRR, WA, ER
CRFERIVCRHEE” T ERIK « LA IR, A, IER
“HIRE” FNAICTTRAN, FRAS IR

YOI IR B « GERISERME, A, EXR
CMRETERLE” - ATNER TR EAR G, WA, mER
“UE” ZRZWAEEEARF L, MEX

CHELT T B < GRRMSERME, WAHE, IEXR
CIRRIIR” EARZFEFAM,  EEE, mER

RS BB SRARE, SRR, InEK

“ETL HEZ RN, HEZRI, IR

i AT S, A, nER
“BTBTAERAM, A%, MER

“TgF - BANmIR” MEACANmIRERE, 22, mEX
BT AT RALE, FIESC, IEK

2001
2001
2002
2002
2002
2003
2003
2004
2004
2005
2006
2008
2008
2010
2011
2012
2012
2012-13
2013
2013
2014
2015
2017
2017

AR

1986
1987
1988
1989
1991
1993
1994
1995
1995
1996
1997
1998-99
1999
1999
1999
2000

“CPE ST B < REETRARN, WEHE, mER

“EEOK o WL KRG TTRARIE, IEK

“PEh” EBAREARIEIT, AR,

RS dgRmEg, L, PE

“BRT) - FHL” TERFAFARIE, 3, mEXR

“PEh” AR R, DU, sk

NG RS RERY BRI SRARTE, SRR, IEXR

“UME - ARUKT AREOT I, ¥, nER

“HEMZJET” EIRTRAM, =K, HHE

R, B < IREMSORTE, dRAHE, INER
CHARMEFEARN B, Rkl 2162, =KX
“OLEREI BT RARTH, EJEiH, IEK

“EE « M7 ERCHREARFL, AL, TE

“YLHERGR “FNASCITRARME, FIESC IEXR

“Fre BEIRHGIRIT” RARBWRAM, FRE, EX
“AZRERIRIT: A B AR TR, BT, K
CORIFRIE” RSN, mEAR, nER

“CRLMTANIL” EEAESERTE, R, G A
“ERGAERAET OFiE, M SR, i, WG hE
“TFICIZI s M EE R R, R

“BOCR” S < LEETRARMN, JLREME, BERE, InEX
CILHERGRII . R S A AREARIEYE, IR, RN, SCE
“EHT RhAsE, WREHE, BRRE, INEKR

“mRE: F2ik” BICHMASEARE, =K, TE

“CHEBFEIARRE” PEEAW, L, PE

“REEAPE” DK E PR EAR PR, PE, Ik
“PHREARRE” DUNIE AR, ek,

“HHEFT LR PEEAN, dta, PE

“rRAEE AL AR AR, R AR, IER

“PE ./ A — A EER” ERZN, FSEE, mEXR
CERILR” REEAM, KE, MEKR

CREAREL” EEETTRARN, WA, A
“EE—ZAR  JNBEERE” JeMN T RA, A
“SRIVEH” YEZ ML TIPSR, 2RI, gk
“SRHBTPERMZE R AR, AEH, EX
KA INEREZR AR, B, ER
CERFAENERKY” WA, VIR, KE

“llHh— AR T SRR, LR E R, InER
“CIEHSCTEARE” e T KA, i

“INIA] s IIEE KSR RIR AR ” SRR, K
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2001
2001
2002
2002
2002
2002
2003
2003
2003
2003
2003
2004
2004
2004
2004
2005
2005
2005
2006
2006
2006
2006
2006-07
2006-07
2007
2007
2007
2007
2007
2008
2008
2009
2009
2010
2010
2010
2010
2011
2011
2012
2012
2013

SRR BRE SR SERFAIUR, InER

“JRELT ZARFEIE RS, R, BHNAR

“H ERBRY KERBEAR G, BEE, NER
CRFEMTEAR” AFIEEHE LR ARE, IRAEHE, InFER
CRRANMIT T R EHESORTE, IRAEHE, R

“T7 + 787 WUNNSEARZEB AT, HEK, HHE

“ARRER IR ATEN WS R AR AR, WAFER, SR

“ZIil « ZAREED 20037 BED, EEL

U BB T AR, RTATH,  FERYEE

T RELEARM, RKHE, mEK

RS —E RS REARE” FARUERISEARTH, Fst,
“CRABIZR FNASCERAE, G0 INER

CRW FIRINFEARE, FEN, INEXR

OKIZEI” BRI, BIERREL mEKR

W TUEXUER " LR, B, BE

“ARH A DR E AL, EIK,

“hl” PER ORISR, JERUMNERY:, HEK / dbs,

CERIEER, 2REZERT R EEPL, 2REZ, WEXR

“HaBk: HEARFRHE T RWEHHRX, EEE, mEX

“RET BRERIZRFEARN, FIEHN, MEKR

OKIER” 2 REZRPL, 202, INEX

“BRR——Z R EPERAER MW AIEN, 2162, MER

CERE: FIRT MEREZLAM, ELRE, MEX

e HAPEZRPRELIE” P EBT I ORARTE, AL, KE
CHEERI” RAAEER RN ZAR L, B, g

RN =X SRR, SR, E

kB EBNEARRE” ZE AT, Bk

CENIT ATEATFRRY:, AT EATR, KE
“CTERFHA T TN, T, P

AR B 7 R S R RARNE, DUy, K
CERBRAT L7 T98EARN, Jbt, P

CRAFIEEME IR S5 ERE, HE

R EBUREARSCIRE” mARTE, deat, T E
CMEFEARMNE” B R ZAR L, BURKR, MEKR

RERARAT 2 BB ? 7 INERZEARE RSB RIORE, ERE, InEX
AT EEHOCRIETEAR” AFIEUEHME LEE RS NS, IREHE, InER
CEREET SEAREMN, EHK, PE

“BRNMBR” SARRER, AFIBEME LI, EEE, sk
CCNEIR . BIRENR 2 INE R RN, WANEH, sk
N ROKEEFTAED ORI« RERG A RABE RS, RarE, mEX
CMFERNE SR I BTGNS ARE, BN, ZKIEE, InEX
CRERIFEE: FEMSLZRI99ES T BT R, BUe, RO

2013 AL, EESERE” BAEE PR AAEARRE, AR SR, N,
2013 “THZHE” RRARBCAE ARG, SR, ERA

2014 “EEKZI MG RS LT ERT L, FIUBH, 2R, MER
2014 “HHZH” R TTMAEARN, B, EE; TSR, Jbat,
2014 LSS « BURYER” RSB RAM, 202, 2R, IEX

2014-15  “FWZA: INERERPASREHSOE” FHLERE, 2, ERSHERE, dbxt, dE
2015 “IREOR” LPZIRZS[E], EER, HIE

2015 “IMPACT EIBrfR i 21”7 HHEEARZERE, B, +E

2015 “FIE”, ZENEE KBTI BRI REAZARNE, BRI, 2R, gk

2015 CRFAEL: BRORVASFIEEMG R R AR ST R ARIE” , IREHMETTEARE, B, sk
2015 “WEA”, ZENEE C—ABRFLOAF” , FABEMRILIERZEZARRZEZRE, REE, mER
2015-16  “FEMR: HMRKY” , BEEE “FR7 WatEARE, RN, $H

2016 “TR” . ZENRE NN IIAES " AIEFHS LR EEARRERE, BFE, MEX
2016 T, ZIEAEE CEEZK” RZRZATL, H£E, JEREZK

2016 “lET, ZENRE “EEKT BRIMREAREYE, BR, JBREKR

2016 “EERRT , ZEMEESERNT IR, SR, ERER

2016 CERARTEBOE R AZITTEAM, AE, WEXR

2016 CUER” PR KSR ZARRERE, B3 X

2017 L EETHER” BRI EREGIER SR, BRKIDYRERE, £KX, HE

2017 “ERTZ) « UAE - E k. EEMELR” ZKREEEARE, 2%, MEKX

NHZAR

1999 CHRBFIINTE” AR PR REE) RN FEERIZ B, VIR, RN, EE

2002 CHRTIRFNL M) TS RFMEMAE, SR, R, &K

2004 CANPIRAFR T (B E) FHMEE TR, i, EE

2013 R AR FAEER, AAEEHME RS, BEEE, IMEX

=R A= Sa

2001 KELFR (R . MERMAE — B BENKE) , SiE. BEW. 5%, BRI

Wte, ERME, ZRIEE, MEKR

KA

MEREF LA, BEARHE, ZRIEE, EKR
HESEARN, dbnt, hHE

ZARBUT, MERXEFRZARL RS, BRE, ZREE, MEX
RESIAR SR YL, B, D)4,
BURZAR I, A RHERL, FRTRLR
RPN EARI &, BAARILTE, LR, SHE
RN, PR, KE

HRE, 2HRE, MEKR

AFIEEAE LA E SR TE, A, IR
INEERIEIS R A RAM, AL, EER
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ST E R, R, LB
REWRAM, KE, WEKX
FRASCRATE, FIGESC IEX

AFIBCEHE LR 2R 5y 2, B, InEK
IRHEATE, IRAHE, BREE, IR

PR ZARALRE, PE3E, PURMIES, IR
IEARERIIE, RKINE, BTRAEEE, INER
e, B, R, BREE, IER
SRS DURSEARME, AFIEHME LIRS, B, gk
VI RAM, Pz, PE

WA « RIRZERE, AFIBEHMELEI R, BiFE, INEKR
PUNISEAREBE AN, HEEK, HE
RERSG, A, BEEE, INEX
REHRAAE, A, BEEE, X
VHEEWGE, EETE, RERE, IEX

PEELAR

1997
1998

(ALY PUZEGUR AL, A, B, ImEXR
(PRI %) Bt i, 2102, 2RgE, mER

NERK

1995
2006
2007
2007
2007
2008
2008
2008
2008
2009
2009
2010
2010
2010
2011
PN

2012
2012
2014
2015

“EALTT, (CRETERR) L mEHE, INER
“EIRGEENEZRZARR” (GF) , (SREEOR) , /W, 4ERE, KE

“Elil]: EEHXS5ERERAIEERT (G, CRIEHT) , N KRR KL & LR T O R, B2, K
“Wigy /EANEIR” (FED) . Ge¥f e b BAEIR, MERASGHESHRER) , ZFI/RRFHREE, SRR, IEX
“IBURE” TR iSRRI R E SO ), AFIEEME LR SE i, IREFE, InER
“SIREERZREZANERR” . (BE/ R/ gEER) . BRI R
CALERZFREIMER” , (QURBERE) . 2102, IMEKR

“HR” (BUERRIMENERZED » PRI E G, RKmE, R
“WENHRBUGFBAEMLEARBI” (FF) , (SRETGUER T B, MAREamRsy:, 5KE

“ETZ: FRARBENE / R/ 2B (&%), (SRE5EHEE BRI

CHATREIEAERE . GEHR SR PESCECRFAr, 1966—1976) , AFIEEHME LT RS AL, EEAE, gk

“ORFAANE: EELNIZBIE TS S 52K (3, (SRERGEHHE E R

“ETTZHR— T ORI AL (%), (QBEHETI—RIME 52221) | 103, KHE

“PRERAAEERT (BF) . (EREHXITY , MEERAY, Flk, *KE

“Elimar]: Z/REE BR WS AREEPREBHZHE" . GEXRSUCERTTE TR 2ZAR) , RamE, s

ILHERGA: RTERULIPREL” (5% , (REZWEITFL) » REZWRFEHREL, B, mEX

T CREBURZEAR) MRS AL L, B2, R

RIS . W& SR BARERGUE S EIRH L E PR AAR SV, HrhIha R dhct, L,
“REAEESE TN MHMTA T B ZAR” (BF) . (MRRASAREISEE) , HRNE, %E

T AE

1997 CEiE—a A, RYEN . SEEE, 202, RKE, HEXR

1999 CEHE—R T, R 2RV REE, 2R, BFE, NEX

2000 “ThF / B NENR” B FRIERINERZARUGE, w2E, RIRE, &K

2000 COURE— K EH AR FIVASCEARNE, BRI, BRRE, IER

2002 CHOK /WERT . EMPAR: RS SRR, OS5, BEEE, InEk

2004 CEHERRVK: XEFRROZEL” , BRmM. B EE, S5, RugE, ek

2006 CHRTIRMFNL” , PR FZIE. HiEREZEAR PO, ERRRE, ERR, LKREEE

2008 Conp”, JREM: RRAABIEARE, BRmk, g, sk

2008 CEiEE/ ik WA JERAREAR T, diR, FE

2010 CLAERER” . RMWEM: FESCEARME, PGS BRRE, EXK

2012 CORIMAN” , R, AR, fdimEksE, R, $E

2013 CEBAENAET OEE, HFED Rm WA, EPmE s, W RE

2014 “PRFR ST REM: FE AL, Rk, B, &K

2014 UEZR” . EIEM. #E - HEHEEARE, JLEEHME, B, sk

B RiE i

1991 CHRAITINERE” . BYE: KT EAIE, WS, S, EE

1993 CHREGEZARY, RN HRSE, Mk, fEE

1994 CHEMREART P IRRB IR A, AR, BT, EE

1995 CEER”, URRERTAZAREMN, dtat, PHE

1995 CREAZIRE”, RYWEM. EEEEAN, EEE, RS, EKR

1995 UEB-ZAR”, 19955 E R AE R e BAE RE S S MBI R AL, ER, HE

1996 QL FEZRMEARK” , e WK BRI, AR IFRREE I AL, ERl, s, EE
1999 “UTR: SKEKITESHIRA SRR , B LMl T2RES S, \BEE, Bikg, sk
1999 CHRRTFEEEAR” WE M EREARPL, HK, HE

2001 CHATES” , EMHE AR SFERRURERR YR AP0, FHRRUR, Bk, sk

2001 P —ARNE 7, EAHLAR: VOX, ARG, SRR, B, mER

2002 CXHKFEMERT , B2 E MRERERE BEROES. TUREEARE, \EE, 2402, EX

2003 CHME EWA R, m R RTRT I ACSE AR, RTRT LN, ZER4EWE

2004 “ FIXUER—-ERRMHEARY , EWEMN. RigEAREmE, big, PE

2005 “Zo/ZREEL2003” , WRTTEARMMI S L. RYWHEM . KITH A, FETRRAEREL RS S, By, BaL,
2006 AT RNEAREFE” , BiEH: Bfg, HR: X, b, FE

2007 M F TN E RSO E X, BEE: FRE, BR: RABIEHME LI RS, WE4E, s, sk
2007 “ANTERH AR, mM R TONEE, TN, TRE, P E

2007 QotErFEZARS” , BEE: B, BAR: JbRUKEFEdaE, dest, R E

2007 CHEGEZERY, TEH: BRI, MR EdbEARHRRAE, Ak, R E

2007 CHRESRRE SR —EF MR, B, wEAR, Fi

2013 CARMBINFEE: FEMSZZARI1979ES T, mif R BRERA S T AR, R, e

2014 CEMZAZ: MERZAPAGRGESE” , =R EeEARE, He, fE

2015 CEREART , RWEM, SHEREE R, K PE

2016 “liEr, RREN, AZAREME, BE, BREZKR
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Gu Xiong 2015 Department of Arts, University of Cuenca, Ecuador

. 2013 Einem Aufenthalt in der Landeshauptstadt Duisseldorf, Disseldorf, Germany
Professor/Atist 2013 School of Fine Art, Central China Normal University, Wuhan, China
2013 Visual Arts, The Banff Centre, Banff, AB, Canada
Dept. of Art History, Visual Art, and Theory 2013 Fine Art School, Three Georges University, Yichang, China
University of British Columbia 2012 Fine Art School, Central China Normal University, Wuhan, China
403-6333 Memorial Road, Vancouver, BC, Canada V6T 1Z2 2012 School of Communication and Design, Sun Yan-Sen University, Guangzhou, China
Website: www.guxiong.ca www.interiormigrations.com 2011 Victoria School of Arts, Edmonton, AB, Canada
2009 Dept. of Visual Arts, Camosun College, Victoria, BC, Canada
2008 Dept. of Visual Arts, Malaspina University College, Nanaimo, BC, Canada
Research Interests: Migration, Identity, Individual’s position in the dynamics of globalization 2008 Sichuan Fine Arts Institute, Chongging, China.
Discipline: Installation, Painting, Drawing, Photography, Print media, video, Performance Art 2007 Fine Arts Department and School of Architecture, University of Waterloo, ON, Canada
2007 Alberta College of Art and Design, Calgary, AB, Canada
EDUCATION 2006 Institute of Fine Arts, Southwest Minority University, Chengdu, China
1982-1985 M.F.A. Dept. of Visual Arts, Sichuan Fine Arts Institute, Chongqing, China 2006 Dept. of Visual Arts, Camosun College, Victoria, BC, Canada
1978-1982 B.F.A. Dept. of Visual Arts, Sichuan Fine Arts Institute, Chongging, China 2005 Central Academy of Fine Arts, Beijing, China
1989-1990 Visual Arts Advanced Studio, The Banff Centre for the Arts, Banff, AB, Canada 2005 Luxun Academy of Fine Arts, Shenyang, China
1986-1987 Visual Arts Advanced Studio, The Banff Centre for the Arts, Banff, AB, Canada 2005 Beijing Normal University, Beijing, China
2005 Shanxi Normal University, Xian, Shanxi, China
2005 Southwest China University, Chongqging, China
PROFESSIONAL EXPERIENCE 2005 Fine Arts Department, University of British Columbia - Okanagan Campus, Kelowna, BC, Canada
2011-present Professor, Dept. of Art History, Visual Art and Theory, University of British Columbia,Vancouver, BC, Canada 2004 School of Animation, China Fine Arts Academy, Hangzhou, China
2005-2011 Associate Professor, Dept. of Art History, Visual Art and Theory, University of British Columbia, Vancouver, BC, Canada 2004 Sichuan Fine Arts Institute, Chongging, China
2000-2005 Assistant Professor, Dept. of Art History, Visual Art and Theory, University of British Columbia, Vancouver, BC, Canada 2003 Dept. of Visual Art, Concordia University, Montreal, QC, Canada
1992-2000 Instructor, School of Visual Arts, Emily Carr University of Art and Design, Vancouver, BC, Canada 2003 Dept. of Visual Art, Camosun College, Victoria, BC, Canada
1985-1989 Instructor, Sichuan Fine Arts Institute, Chongqing, China 2002 Lamar Dodd School of Art, University of Georgia, Athens, GA, USA
2007-Present Senior Faculty Fellow, St. John's College, UBC, Canada 2002 Centre for Asian & Pacific Studies, University of Oregon, Eugene, OR, USA
2003-Present Faculty Associate, The Peter Wall Institute for Advanced Studies, University Centre, UBC, Canada 2002 Sichuan Fine Arts institute, Chongging, China
2017 Juror, Canada Council Project Grants for Visual Artists Jury, Canada Council for the Arts, Ottawa, ON, Canada 2002 Institute of Fine Arts, Southwest China University, Chongging, China
2012 Juror, Long Terms Grants, The Visual Arts Section, Canada Council for the Arts, Ottawa, ON, Canada 2001 Dept. of History, University of Victoria, BC, Canada
2010 Juror, Public Art Jury (Working River), City of Richmond, Richmond, BC, Canada 2000 School of Fine Arts, University of Lethbridge, Lethbridge, AB, Canada
2005-2012 Member of the Arts and Culture Advisory Committee, Vancouver Foundation, Vancouver, BC, Canada 2000 School of Fine Arts, University of Guelph, Guelph, ON, Canada
2009 Juror, Kickstart Festival 2010, Kickstart of Disability Arts and Culture, Vancouver, BC, Canada 2000 McMichael Canadian Art Collection, Kleinburg, ON, Canada
2008 Juror, The Governor General Awards Jury for Visual Arts, Media Art and Architecture, The Visual Arts Section, Canada Council for the Arts, 1998 Sichuan Fine Arts Institute, Chongging, China
Ottawa, ON, Canada 1997 Dept. of Fine Arts, Western Ontario University, London, ON, Canada
2006 Juror (Long Term Grants), The Visual Arts Section, Canada Council for the Arts, Ottawa, ON, Canada 1997 Dept. of Visual Art, Camosun College, Victoria, BC, Canada
2006 Juror (Diversity Initiatives Grants Jury), Office of Cultural Affairs, City of Vancouver, Vancouver, BC, Canada 1997 Salina Art Centre, Salina, KS, USA
2005 Juror (Visual Arts Grant Jury (, BC Arts Council, Victoria, BC, Canada 1996 Emily Carr Institute of Art & Design, Vancouver, BC, Canada
2003 Juror (Visual Arts Development Award), Vancouver Foundation, Vancouver, BC, Canada 1996 Museum of Art, University of Oregon, Eugene, OR, USA
2002 Juror (The Eighth Annual “Great Canadian Printmaking Competition” Jury) 1996 School For the Contemporary Arts, Simon Fraser University Burnaby, BC, Canada
Ernst & Young, The Canadian Art Foundation, Toronto, ON, Canada 1995 Dept. of Visual Art, Camosun College, Victoria, BC, Canada
1999-2000 Juror (Seattle Collects, Visual Arts), Seattle Arts Commission, Seattle, WA, U.S.A. 1994 Dept. of Fine Arts, University of Victoria, Victoria, BC, Canada
1998 Juror (The 11th annual VIVA Awards Jury) Vancouver Institute for the Visual Arts, Vancouver, BC, Canada 1990 Dept. of Fine Arts, Red Deer College, Red Deer, AB, Canada
1995 Ju ror (Canada Council “B” Grant and Travel Grant Jury), Canada Council, Ottawa, ON, Canada 1990 Great Falls Public School, Great Falls, Montana, USA
1985-1989 Instructor, Visual Arts Department, Sichuan Fine Arts Institute, Chongging, China 1989 Chonggqing Social Sciences University, Chongging, China
1988 Dept. of Fine Arts, Southwest China University, Chongging, China
VISITING PROFESSOR/ARTIST 1987 Dept. of Visual Arts, York University, Toronto, ON, Canada
2016 Department of Visual Arts, Western University, London, Canada
2015 Instituto Superior Tecnologico De Artes Del Ecuador, Guayaquil, Ecuador
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SELECTED AWARDS & GRANTS

2014
2012
201
2010
2009
2009
2009
2008
2006
2006
2005
2005
2004
2004
2003
2003
2003
2002
2002
2001
2000
2000
1999
1999
1998
1997
1997

1995
1995

SSHRC Research-creation Strategic Grant In Fine Arts, Ottawa, ON, Canada

Hampton Humanities & Social Sciences Grant, UBC, Vancouver, BC, Canada

SSHRC Research-creation Strategic Grant In Fine Arts, Ottawa, ON, Canada

HSSR Grant, University of British Columbia, Vancouver, BC, Canada

SSHRC Research-creation Strategic Grant In Fine Arts, Ottawa, ON, Canada

Individual Award, British Columbia Arts Council, Victoria, BC, Canada

Creation / Production Grants (Established Artists), Canada Council, Ottawa, ON, Canada
HSSR Grant, University of British Columbia, Vancouver, BC, Canada

HSSR Grant, University of British Columbia, Vancouver, BC, Canada

Individual Award, British Columbia Arts Council, Victoria, BC, Canada

Creation / Production Grants (Established Artists), Canada Council, Ottawa, ON, Canada
Individual Award, British Columbia Arts Council, Victoria, BC, Canada

SSHRC Research-creation Strategic Grant In Fine Arts, Ottawa, ON, Canada

Individual Award, British Columbia Arts Council, Victoria, BC, Canada

Creation / Production Grants (Established Artists), Canada Council, Ottawa, ON, Canada
Individual Award, British Columbia Arts Council, Victoria, BC, Canada

HSSR Large Grant, University of British Columbia, Vancouver, BC, Canada

Individual Award, British Columbia Arts Council, Victoria, BC, Canada

HSSR Small Grant, University of British Columbia, Vancouver, BC, Canada

Individual Award, British Columbia Arts Council, Victoria, BC, Canada

Creation / Production Grant (mid-career), Canada Council, Ottawa, ON, Canada
Individual Award, British Columbia Arts Council, Victoria, BC, Canada

Creation / Production Grant (mid-career), Canada Council, Ottawa, ON, Canada
Individual Award, British Columbia Arts Council, Victoria, BC, Canada

Individual Award, British Columbia Arts Council, Victoria, BC, Canada
Creation/Production Grant (mid-career), Canada Council, Ottawa, ON, Canada
Individual Award, British Columbia Arts Council, Victoria, BC, Canada

Short-Term Grant, Canada Council, Ottawa, ON, Canada
Individual Award, British Columbia Arts Council, Victoria, BC, Canada

SELECTED EXHIBITIONS
Solo & Two Person Exhibitions

2017
2017
2016
2014
2013
2013
2012-13
2012
2012
2012
201
2010
2008

Gu Xiong: Migrations, The Galaxy Museum of Contemporary Art, Chongging, China
Pins, R Space, Vancouver, BC. Canada

A River of Migration, a mixed-media installation, at the San Juan Islands Museum of Art, Friday Harbor, Washington, USA.
Gu Xiong: a journey exposed, Gordon Smith Gallery of Canadian Art, North Vancouver, BC, Canada

Chongging 5 - A Room Filled with Memories, (Gu Xiong/Sheng Hua), ATELIER AM ECK, Dusseldorf, Germany.

Attempt of Image Narration, (Gu Xiong/ Xiao Feng), Boya Art Museum, Central China Nomal University, Wuhan, China.

Invisible in the Light, Boya Art Museum, Central China Normal University, Wuhan, China.
Coquitlam Waterscapes, Evergreen Art Gallery, Coquitlam, BC. Canada

Reframing Waterscapes, The Lobby Gallery, Liu Institute for Global Issues, UBC, Vancouver, BC. Canada

Waterscapes: Reframed, the Reach Gallery Museum Abbotsford, Abbotsford, BC, Canada

Waterscapes: Migration along the Vancouver Island, Fraser and Yangzi Rivers, Nanaimo Art Gallery, Nanaimo, BC, Canada.

Waterscapes, solo exhibition at the Richmond Art Gallery, Richmond, BC, Canada
Gu Xiong/Yang Shu, Beijing Center for the Arts at Legation Quarter, Beijing, China.

2008
2006
2005
2004
2004
2003
2003
2003
2002
2002
2002
2001
2001
2000
2000
1999
1999
1998
1998
1998
1998
1997
1997
1996
1994
1992-93
1992
1991
1991
1990
1987
1987

1985

Red River, Winnipeg Art Gallery, Winnipeg, MB, Canada.

Toronto: | Am Who | Am, a photo instillation at the St. Patrick Subway Station, Toronto, ON, Canada.

Shifting, Diane Farris Gallery, Vancouver, BC, Canada.

Beyond Vision, Chongging Art Museum, Chongging, China.

Here Is What | Mean — Gu Xiong and Xu Bing, Museum London, London, Ontario, Canada

Small, medium, large and Extra large, OBORO Gallery, Montreal, Que., Canada

The Cycle of Strength - a multi media music video concert, collaborate with Howard Bashaw and Gu Yu, Vancouver Playhouse, Vancouver.
Flow — installation, McMaster Museum of Art, McMaster University, Hamilton, ON, Canada

Sickle and Cell-phone, Macdonald Stewart Art Centre, Guelph, ON, Canada

I Am Who | Am, Highlight Gallery, Shanghai, China

Flow, Chengdu Modern Art Exhibition Hall, Chengdu, Sichuan, China

Yellow River/Blue Culture — installation, Kamloops Art Gallery, Kamloops, BC, Canada

China Diary, Diane Farris Gallery, Vancouver, BC, Canada

Drowning — an installation, Richmond Art Gallery, Richmond, BC, Canada

Ding Ho/Group of Seven - a mixed media installation, collaborate with Andrew Hunter McMichael Canadian Art Collection, Kleinburg, ON;
The Mirror - A Return to China - a photography installation, Yukon Art Centre Gallery,Whitehorse, Yukon, Canada
The Mountains - a multi-media installation, Chinese Culture Centre Museum & Archives,Vancouver, BC, Canada
The River - a mixed media installation, Art Gallery of Greater Victoria, Victoria, BC, Canada

Smile - a mixed media installation, Articule Gallery, Montreal, Que., Canada

You and | - a mixed media installation, Artspeak Gallery, Vancouver, BC, Canada

The Yellow Pear, Diane Ferris Gallery, Vancouver, BC, Canada

Red Lands - a mixed media installation, A Space, Toronto, Ontario, Canada

A Girl From China - a multi-media performance art, Western Front, Vancouver, BC, Canada

Behold The Silence, Diane Farris Gallery, Vancouver, BC, Canada

The Basement - a mixed media installation, Richmond Art Gallery, Richmond, BC, Canada

Crushed Cans - a mixed media installation, Brenda Wallace Gallery, Montreal, Quebec, Canada

Heads of State - a mixed media installation, Diane Farris Gallery, Vancouver, BC, Canada

Gu’s World - a mixed media installation, Diane Farris Gallery, Vancouver, BC, Canada

Enclosure Ill - a multi-media installation, Open Space Gallery, Victoria, BC, Canada

Enclosure - a performance art, The Banff Centre For The Arts, Banff, AB, Canada

Solo Exhibition at the Yangtze Art Gallery, Toronto; York University, Toronto, ON, Canada

A Distant Place, University of Calgary Theatre, Calgary, AB; Asian Centre, University of British Columbia, Vancouver, BC Canada

A Distant Place, Sichuan Institute of Fine Arts Gallery, Chongging, China

Group Exhibitions

2017
2017
2016
2016
2015-16
2015
2015
2015
2014-15
2014 -15

Every. Now. Then: Reframing Nationhood, Art Gallery of Ontario, Toronto, Ontario, Canada

Rip It Up, The 2nd Changjiang International Photography and Video Biennale, Chongqing Museum of Contemporary Art, Chongging, China.
Mountains and Rivers Without End, Artlab Gallery, Western University, London, Ontario, Canada

Mountains and Rivers, Centre for Contemporary Art, Quito and Cuenca Modern Art Museum, Cuenca, Ecuador

Beyond Image, Hubei Art Museum of Art, Wuhan, China

Top Time, LP Art Space, Chongging, China

Material Future: The Architecture of Herzog & De Meuron and the Vancouver Art Gallery, Vancouver Art Gallery, Vancouver, BC, Canada

- Home (Hyphenated Home), Centre 3 for Print and Media Arts, Hamilton, ON, Canada

The Transformation of Canadian Landscape Art: Inside & Outside of being, Xi'an Art Museum, Xi'an and Today’s Art Museum, Beijing, China
Alex Colville, Art gallery of Ontario, Toronto; The National Gallery of Canada, Ottawa, ON, Canada
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2014
2013
2013
2013

2012
2012
201
201

2010
2010
2010
2010
2009
2009
2008
2008
2007
2007
2007
2007
2007

2006-07
2006-07
2006
2006
2006
2006

2006
2005
2005
2005
2004
2004
2004
2003-04
2003
2003
2003
2003
2003
2003
2002
2002
2002
2002

The Source: Rethinking Water Through Contemporary Art, Roman Hall Art Centre, Brock University, St. Catharine’s, ON, Canada
Permanere Nell'impermanenza — Esperienza orientale e art contemporanea, Museo MAGI'900, Via Rusticana A/1, Bologna, Italy
Rivers, Lakes and Seas — Hubei International Contemporary Art Exhibition, Hubei Library Gallery, Wuhan, China

Voice of the Unseen: Chinese Independent art 1979 — Today, The Venice Biennale Parallel Exhibition,

The Fondazione la Biennale di Venezia 55th International Art Exhibition, Arsenale Nord, Venice, Italy

Canadian Identity and Landscape, the Art Gallery of Mississauga, Mississauga, ON, Canada

Downstream: Reimagining Water, Concourse Gallery, Emily Carr University of Art & Design, Vancouver, BC, Canada

Only when the Shades of Night Begin to Gather, AHVA Library Gallery, UBC, Vancouver, BC, Canada

Revolutionizing Cultural Identity: Photography and the Changing Face of Immigration, Canadian

Museum of Immigration at Pier 21, Halifax, NS, Canada

Three Voices, OrganHaus Art Space, Chongging, China

Border Zones: New Art Across Cultures, Museum of Anthropology, Vancouver, BC, Canada

Do You See What | Mean? Council Art Bank conceived to coincide with X Ottawa, Ottawa, ON, Canada

Made in Canada, Shenkman Arts Centre, Ottawa School of Art, Orleans, ON, Canada

Documents of China/Avant-Garde Exhibition, Wall Gallery, Beijing, China

BC Scene, National Arts Centre, Ottawa, ON, Canada

Art Is Nothing - 798 Art Festival, 798 Art District, Beijing, China

Revolutionizing Cultural Identity, Oakland University Art Gallery, Rochester, MI, USA

Post Avant-grade Chinese Contemporary Art — Four Directions of the New Era, Anting House, Hong Kong, China

Gui Zhou 3rd Biennale, Gui Yang Art Museum, Gui Yang, China

Starting from Southwest, Guang Zhou Art Museum, Guang Zhou, China

Redress Express, Vancouver International Centre for Contemporary Asian Art, Vancouver, BC, Canada

Richgate, a public art installation at the Richmond City Hall, the Richmond Cultural centre and bus

shelters in the city, Richmond, BC, Canada

Shu: Reinventing Books in Contemporary Chinese Art, China Institute Gallery, New York, NY; Seattle Asian Art Museum, Seattle, WA, USA
Art Metropole: The Top 100, The national gallery of Canada, Ottawa, ON, Canada

Contemporary Painting From Chongqging, Macdonald Stewart Art Centre, University of Guelph, Guelph, ON, Canada

Contact - Toronto Photography Festival, Toronto, ON, Canada

To a Water Grave, University of Toronto Art Centre, Toronto, ON, Saint Mary’s University Art Gallery, Halifax, Canada

Beauty & the Beast, Alternator Gallery for Contemporary Art, Kelowna, BC, Canada

Earth: The World Urban Festival, the Great Northway Campus, Vancouver, BC, Canada

Art Rising, Art Toronto, Metro Toronto Convention centre, Toronto, ON, Canada

Shifting Space, Museum of Sichuan Fine Arts Institute, Chongging, China

The City of Rich Gate, Fine Art Gallery, Southwest China university, Chongqing and Beijing Normal University, Beijing, China
Techniques of the Visible, Shanghai 5th Biennale, Shanghai, China

The Watery Grave, Confederation Centre Art Gallery, Charlottetown, PEI, Canada

Break Away, Kelowna Art Gallery, Kelowna, BC, Canada

Thinking Textile, Richmond Art Gallery, Richmond, BC, Canada

Trojan Horse - An international Contemporary Art exhibition, Nanjing Shenghua Arts Centre, Nanjing, China

River, Surrey Art gallery, Surrey, BC, Canada

A Place Not Visible On The Map, Center for Contemporary Culture Konkordija, Vrsac, Serbia

Multiple City. Arte Panama 2003 - an international urban Art project, Arpa Foundation, Panama City, Panama

Un-Random Acts of Violence, City Gallery East, Atlanta, GA, USA

River, Surrey Art gallery, Surrey, BC, Canada

77,78, Museum of Sichuan Fine Arts Institute, Chongging, China Fine Arts Museum of Sichuan, Chengdu, Sichuan, China
This Place, Vancouver Art Gallery, Vancouver, BC, Canada

Art of The Great Proletarian Cultural Revolution, Morris and Helen Belkin Art Gallery, University of British Columbia.

Dust on the Road: Canadian Artists in dialogue with SAHMAT, Roundhouse Community Centre, Vancouver, BC, Canada

2001 Le Mois de la Photo( Power and Social Bond ), Montreal, QC, Canada

2001 Arquetipos, Museo de arte y diseno contemporaneo, San Jose, Costa Rica

2000 La Biennale de Montreal 2000(Every Time/Tout le temps), Montreal, QC, Canada

1999 Contemporary East Asian Letter Arts, Seoul Arts Center Calligraphy Hall, Seoul, Korea

1999 War Zone - Bearing Witness, Presentation House Gallery, North Vancouver, BC, Canada

1999 A Good Eye: Artists at the Ballpark, Seafirst Gallery, Seattle, Washington, USA

1998-99 Permanent Collection Show, The National Gallery of Canada, Ottawa, Ont., Canada

1997 Tracing Cultures IV: Cultural Migrations and Difference, Burnaby Art Gallery, Burnaby, BC, Canada

1996 A Critical Beauty, Open Space Gallery, Victoria, BC, Canada

1995 INFO-ART - Kwangju International Biennale '95, Kwangju Municipal Museum of Art, Korea

1995 Here Not There, Vancouver Art Gallery, Vancouver, BC, Canada

1994 Art Matters, Surrey Art Gallery, Surrey, BC, Canada

1993 Outsider/Insider - Contemporary Chinese Art, Artspace Gallery, Peterborough, Ontario, Canada

1989 China / Avant - Garde Art, The China National Museum of Fine Arts, Beijing, China

1988 Southwest Art, Sichuan Fine Arts Museum, Chengdu, China

1988 Contemporary Chinese Art, Moderna Galerija, Ljubljana, Yugoslavia

1987 Thickness of Matter, Walter Philips Gallery, Banff Centre for the Arts, Banff, AB, Canada

1985 National Youth Exhibition of Fine Arts, The National Fine Arts Gallery of China, Beijing, China

PUBLIC ART COMMISSIONS

2013 Waterscapes: Johannean Journeys, a Permanent installation at the St. John’s College, University of
British Columbia, Vancouver, BC, Canada

2004 A Place Called Home, a public art installation work at the Seattle Public Library Columbia City
Branch, Seattle, Arts Commission, Seattle, WA, USA

2002 The Sickle and Cell-phone a bronze sculpture, 4'x6’, at the Macdonald Stewart Art Centre Donald Forster
Sculpture Park. Guelph, ON, Canada

1999 The Crowd, a porcelain enamel mural, 6.5'x24’, at the Safeco Field, Seattle, Washington State, USA

FILM SCREENING

March 27, 2001

The Yellow Pear: The Story of Gu Xiong a documentary film directed by Audrey Mehler, part of the series A Scattering of

Seeds: The Creation of Canada, at the National Archives Museum, Ottawa, ON, Canada.

WORKS IN PERMANENT COLLECTION

The National Gallery of Canada, Ottawa, Canada.

The China National Museum of Fine Arts, Beijing, China.
Art Bank, Canada Council for the Arts, Ottawa, ON, Canada.
Vancouver Art Gallery, Vancouver, British Columbia, Canada.

The Museum of Modern Art, Ljubljana, Yugoslavia.

Museum of Sichuan Institute of Fine Arts, Chongging, China.
Chengdu Modern Art Exhibition Hall, Chengdu, Sichuan, China.
Washington State Arts Commission, Olympia, WA, USA.
University of Washington, Seattle, WA, USA.

York University, Toronto, Ontario, Canada.

The Banff Centre for the Arts, Banff, Alberta, Canada.

The Glenbow Museum, Calgary, Alberta, Canada.
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Morris and Helen Belkin Art Gallery, University of British Columbia, Vancouver, BC, Canada.
Xi'an Art Museum, Xi'an, China.

The Peter Wall Institute, University of British Columbia, Vancouver, BC, Canada.

Simon Fraser University Art Gallery, Burnaby, BC, Canada.

British Columbia Art Collection, Vancouver, BC, Canada.

Surrey Art Gallery, Surrey, BC, Canada.

Richmond Art Gallery, Richmond, BC, Canada.

Kamloops Art Gallery, Kamloops, BC, Canada.

Comosun College, Victoria, BC, Canada.

BC Gas, Vancouver, BC, Canada.

Seymour Collection, Vancouver BC, Canada.

PUBLICATIONS

Books

Gu, X. & Paul Yee, 1998. The Boy In The Attic, a book published by Groundwood / Douglas &

Mclintyre, Toronto / Vancouver / Buffalo, Canada & U.S.A.

Gu, X., 1997. The Yellow Pear, a book published by Arsenal Pulp Press / Burnaby Art Gallery, Vancouver / Burnaby, BC, Canada.

Journals

Barbara Bickel, Gu Xiong, with Irwin, R., Grauer, K., &Beer R. (2015)"Resistance and intervention through a radical ethical aesthetic: The art of Gu Xiong.” Visual
Inquiry Learning & Teaching Art, Volume 4 number 2, 97-109. Intellect Journals, Bristol, UK.

Jennifer Chun, Gu Xiong and Chris Lee. (2012). “Waterscapes: Working Notes on Globalization,” The Capilano Review, Capilano University Press, Vancouver,
BC, Canada. 3.16/Winter 2012, 36-48.

Sameshima, P, Irwin, R. Gu, X, L., Beer, R., Grauer, K., Bickel, B., & Ricketts, K. (2010). “Rendering embodied heteroglossic spaces.” Journal of Arts and
Communities, Volume 2(1), 129-146. University of Glamorgan, Cardiff, UK.

Beer, Ruth, Irwin, Rita L., Xiong, Gu, Grauer, Kit. (2010). Research and Creation: Socially-engaged art in the city of richgate project. International Journal of Art
and Design Education, 28(1), ETA 6 (2), 213-227.

Irwin, Rita L., Bickel, Barbara, Xiong, Gu, Triggs, Valerie, Springgay, Stephanie, Beer, Ruth, Grauer, Kit, & Sameshima, Pauline. (2009). The City of Richgate: A/r/
tographic cartography as public pedagogy. International Journal of Art and Design Education, 28(1), 61-70.

Triggs, Valerie & Irwin, Rita L. with Xiong, Gu, Beers, Ruth, Grauer, Kit, Springgay, Stephanie & Bickel, Barbara.

(2008). Educational arts research as aesthetic politics. Working Papers in Art & Design 5. Retrieved July 1, 2009 from http://sitem.herts.ac.uk/artdes_research/
papers/wpades/vol5/vtriabs.html ISSN 1466-4917

Bickel, Barbara, Gu, Xiong, Valerie Triggs, Irwin, Rita L., Springgay, Stephanie, Grauer, Kit, Beer, Ruth &Pauline Sameshima. (2007). “Richgate: Transforming
Public Spaces Through Community-Engaged Art.” Amerasia Journal, UCLA Asian American Studies Center Press, Los Angeles, CA, USA. volume 33(2), 115-124.
Irwin, Rita L., Gu, Xiong, Springgay, Stephanie, Grauer, Kit, Beer, Ruth & Bickel, Barbara. (2006). “The

Rhizomatic relations of a/r/tography.” Studies in Art Education, Reston, Virginia, USA. 48(1), 70-88.

Gu, X.iong. (1995). “The Yellow Pear.” PRISM International, Vancouver, BC. 34.1 (Fall 1995): 44-53.

Book Chapters

Gu, X., (2014). “Behind Glory,” Concept and Document: Contemporary Art-Making and Theory Research

(pp-39-48), edited by Feng Xiao and Yu Lo, Wuhan, China: Central China Normal University Press.

Gu, X., (2012) “Enclosure.” In Art of Modern China (all editions), A book by Julia F. Andrews and Kuiyi Shen, Los Angeles: University of California Press. 2012

Valerie Triggs, Rita L. Irwin, Gu Xiong, Ruth Beer, Stephanie Springgay and Kit Grauer., (2011). “The City of Richgate: A/r/tography, Multiplicity of Movement in
Nature, Culture and Public Pedagogy, ” Creative Arts In Research for Community and Cultural Change (pp. 213-236). Edited by Cheryl Mclean and Robert Kelly,
Calgary: Detselig Enterprise Ltd.

Valerie, T., Rita Irwin., Gu. X., Ruth B., Kit G., and Stephanie, S., (2010). “The City of Richgate — Decentered Public Pedagogy,” Handbook of Public Pedagogy —
Education and Learning Beyond Schooling (pp.299-312). In Jennifer A. Sandlin, Brian D. Schultz & Jake Burdick, London, UK: Routledge.

Gu, X., (2009). “When We Were Yang,” Art in Turmoil — The Chinese Cultural Revolution, 1966-76 (pp. 107-118). Edited by Richard King with Ralph Croizier,
Shengtian Zheng and Scott Watson, Vancouver: UBC Press.

Gu, X., (2008). “In My Own Words,” In Creative Expression Creative Eduation (pp. 65-75) Edited by Robert Kelly and Carl Leggo, Calgary: Detselig Enterprise Ltd.
Gu, X., (2008). “An Artist Comes to Canada.” In Nelson Literacy (pp. 114-116). Toronto: Nelson Education Ltd.

Irwin, R., Gu, X., Beer, R., Springgay, S., Grauer, K., & Bickel, B., (2008). “The Rhizomatic Relations of A/R/Tography.” In Being with A/r/tography (pp. 205-218).
Rotterdam, The Netherlands: Sense Publishers.

Gu, X., Hunter, A., (2007). “Ding Ho/Group of Seven.” In Beyond Wilderness: The Group of Seven, Canadian

Identity, and Contemporary Art (pp. 207-209) Edited by O’Brian, John and Peter White, Montreal: McGill University Press.

The book looks at the history of art and visual culture in Canada through the prism of landscape ideology.

Gu, X., (2007). “Gu Xiong.” In Voices Rising - Asian Canadian Cultural Activism (pp.195-203), a book by Xiaoping Li, Vancouver: University of British Columbia

Press.

SOLO & TWO PERSON CATALOGUES

Gu Xiong: a journey exposed, an exhibition catalogue published by Gordon Smith Gallery of Canadian Art, North Vancouver, BC. 2014. 91 pages.
Coquitlam Waterscapes, an exhibition catalogue published by Evergreen Cultural Centre, Coquitlam, BC. 2014, 63 pages.

Attempt Image Narration, Gu Xiong/Xiao Feng, a book published by Central China Normal University Boya Art Museum

and School of Fine Arts, Wuhan, China. 2013. 229 pages.

The Invisible in the light, Boya Art Museum, Central China Normal University, Wuhan, China, 2012. 24pages.

Waterscapes, an exhibition catalogue published by the Richmond Art gallery, Richmond, BC, 2010. 24 pages.

Gu Xiong/Yang Shu, an exhibition catalogue published by the Beijing Center for the Arts, Beijing, China. 2008.151pages.

Red River, an exhibition catalogue published by the Winnipeg Art Gallery, Winnipeg, MB, 2008. 15 pages.

The Sickle And The Cell Phone, an exhibition art book published by the Macdonald Stewart Art centre, University of Guelph, Guelph, ON, 2006. 48 pages.
Gu Xiong and Xu Bing: Here is What | Mean, an exhibition catalogue published by the Museum London, London, ON, 2004. 15 pages.

Yellow River / Blue Culture, an exhibition art book published by the Kamloops Art Gallery, Kamloops, BC, 2002. 27 pages.

Ding Ho / Group of Seven, an exhibition art book published by the McMichael Canadian Art Collection, Kleinburg, ON, 2000. 60 pages.

Drowning, an exhibition catalogue published by the Richmond Art Gallery, Richmond, BC, 2000. 17 pages.

The River, an exhibition catalogue published by the Art Gallery of Greater Victoria, Victoria, BC, 1999. 12 pages.

Red Lands, an exhibition catalogue published by A Space Gallery, Toronto, ON, 1997. 36 pages.
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SELECTED GROUP CATALOGUES & BOOKS ON MY ARTISTIC WORKS

Mountains and Rivers, an exhibition catalogue published by Museum of Modern Art, Cuenca, Ecuador. 2016, (p.8-9) 27 pages.

Beyond Image, an exhibition catalogue published by Hubei Art Museum of Art, Wuhan, China. 2015, (p.168-177) 227 pages.

The Transformation of Canadian Landscape Art: Inside & Outside of being, an exhibition catalogue published by Xi'an Art Museum, Xi’an, China. 2014, (p. 127-
140) 201pages.

Voice of Unseen- Chinese Independent Art 1979 / Today, an exhibition catalogue published by Alte Brucke Verlag, Heidelberg, Germany, 2013. (p. 430-431,
521) 522pages

China Avant-Grade Art 1978-2008, A book by Lu Hong, Artist Press, Taibei, China. 2011. (p. 123) 461pages.

Return migration and identity: A global phenomenon, A Hong Kong case. A book is entitled by Sussman Nan, Hong Kong: Hong Kong University Press. 2010.
(pp. 41-42)

Canadian Art Teacher, Canadian Society for Education through Art, volume 7, number 2, Victoria, BC. 2009 Popular Culture, a book by Susie O’Brien, published
by Cengage learning, Inc./Nelson Education Ltd, Toronto, ON. 2009 2008 Beijing 798 Art Festival, an exhibition catalogue published by the Beijing 798 Art Zone,
Beijing, China. 2008. 377 pages.

Revolutionizing Cultural Identity — Photography and the Changing Face of Immigration, an exhibition catalogue published by Oakland university Art Gallery,
Rochester, Michigan, USA. 2008. 32 pages.

Post Avant-garde Chinese Contemporary Art — Four Directions of the New Era, an exhibition catalogue published by Anting House Limited, Hong Kong, 2007.
255 pages.

I Am Who | Am Amerasia Journal, UCLA Asian American Studies Center Press, volume 33:2, (2007): 125. Los Angeles, CA, USA.

Word of Mouth From Four Corners, 3rd Guiyang Art Biennale Exhibition catalogue published by Guiyang Art Museum,Guiyang, China. 2007. 300 pages.
Beyond Wilderness: The Group of Seven, Canadian Identity, and Contemporary Art, a book Edited by O’Brian, John and Peter White, published by MagGill
University Press, Montreal, Que., 2007. 390 pages.

Redress Express, an exhibition catalogue published by Vancouver international Centre for Contemporary Asian Art, Vancouver, BC. 2007. 21 pages.

China Avant-garde Art, a book by Lu Hong, published by He Bei Fine Art Publish House, He Bei, China, 2007. p.125.

A History of Art In Tewentieth-Century China, a book by Lu Peng, published by Peking University Press, Beijing, China, 2007. 1242 pages. pp.864-865 Starting
from Southwest, an exhibition catalogue published by Guang Zhou Art Museum, Guang Zhou, China, 2007 Voices Rising - Asian Canadian Cultural Activism, a
book byXiaoping Li, published by University of British Columbia Press, Vancouver, BC, 2007. 320 pages.

Art At Work, an art catalogue published by The Canada Council Art Bank and Goose Lane Editions, Ottawa, ON. 2007 Performance Art in China, a book by
Thomas J. Berghuis, Published by Timezone 8, Beijing, China, 2006.

Contemporary Painting from Chongging, an exhibition art book published by the Chongging Art museum, China and the Macdonald Stewart Art centre,
University of Guelph, Guelph, ON, Canada, 2006.

Beauty & The Beast, an exhibition catalogue published by Alternator Gallery for Contemporary Art, Kelowna, BC, 2006.

Ciudad Multiple City/Arte>Panama 2003 - Urban Art and Global Cities: an Experiment in Context, an exhibition catalogue published by KIT Publisher,
Amsterdam and Panama Foundation, Panama City, Panama, 2005.

Shifting Space, an exhibition catalogue published by Museum of Sichuan Fine Arts Institute, Chongging, China, 2005.

Return to Nature II: Pastoral — An Exhibition of International Contemporary Art, an exhibition catalogue published by Nanjing Shenghua Arts Centre, China,
kunsthalle Faust, Hannover, Germany and IF Museum Inner Space, Poznan, Poland, 2005.

2004 Shanghai Biennale - Techniques of the Visible, an exhibition catalogue published by Shanghai Fine art publishers, Shanghai, China, 2004.

Artexte, Centre d’information, Montreal, QC, 2004.

Break Away, an exhibition catalogue published by Kelowna Art Gallery, Kelowna, BC, 2004.

Alors, la Chine?, an exhibition catalogue published by Centre Pompidou, Paris, France, 2003.

A Place not Visible on the Map, an exhibition catalogue published by Centre for Contemporary Culture Konkordija, Vrsac, Serbia and Montenegro, 2003.
Popular Culture: a User’s Guide, a college textbook by O’Brien and Szeman, published by Nelson Thomson Learning Canada, Toronto, ON, 2003.

Art of the Great Proletarian Cultural Revolution, an exhibition catalogue published by The Morris and Helen Belkin Art Gallery, UBC; The Power Plant
Contemporary Art Gallery, Vancouver, BC/Toronto, ON, 2002.

=Le Mois de La Photo — the Power of the Image, an exhibition catalogue published by VOX: Centre Diffusion de la Photographie, Montreal, QC, 2001.
Artropolis 2001 — Celebrating Contemporary B.C. Visual Art, a catalogue published by A.T. Eight Artropolis Society, Vancouver, BC, 2001.

Every Time, a catalogue published by Centre International d'Art Contemporain de Montreal, Montreal, QC, 2001.

High School Textbook, published by Gage Educational Publishing Company, Scarborough, ON, 2001.A Cross Cultural Perspective in Contemporary Art
Criticism, a book written by Lian Duan, published by People's Fine Art Publishing House, Beijing, China, 2001.

ART BC — Masterworks From British Columbia, a book written by lan Thom, published by Vancouver Art Gallery and Douglas & Mclntyre, Vancouver, BC, 2000.
War Zones, a catalogue published by Presentation House Gallery, North VVancouver, BC, 2000.

China’s New Cultural Scene: a Handbook of Changes, a book written by Marie Claire Huot, published by Duke University Press, Durham, North Carolina, USA,
2000.

Contemporary East Asian Letter Art, an exhibition catalogue published by Seoul Arts Centre, Seoul, Korea, 1999.

Jiangnan: Modern and Contemporary Art from South of the Yangzi River, an exhibition catalogue published by Western Front and Annie Wong Art Foundation,
Vancouver, BC, 1999.

Rethinking Art at the Turn of the Century, a book written by Lian Duan, published by Shanghai Culture & Art Press, Shanghai, China, 1998.

Tracing Cultures, an exhibition catalogue published by Burnaby Art Gallery, Burnaby, BC, 1997.

Art and Artists of Twentieth Century China, a book written by Michael Sullivan, published by University of California Press, Berkeley, Los Angeles, USA, 1996.
A Critical Beauty, an exhibition catalogue published by Open Space Arts Society, Victoria, BC, 1996.

INFO-ART, Kwangju International Biennale '95 Exhibition Catalogue published by Kwangju Biennale Foundation & Sam Shin Cak Publishing House, Seoul,
South Korea, 1995.

Here not There, an exhibition Catalogue published by Vancouver Art Gallery, Vancouver, BC, 1995.

The Black Cover Book, a contemporary installation and performance art catalogue, Beijing, China, 1995.

Contemporary Art in China, a book published by University of California Press, Berkley, CA. USA, 1994.

China Avant-Garde, an exhibition catalogue published by Haus der Kulturen der Welt, Berlin, Germany, an exhibition of the Haus der Kulturen der Welt, Berlin in
cooperation with the Kunsthal Rotterdam, the Museum of Modern Art Oxford, and the Kunsthallen Brandts Klaedefabrik, Odense, 1993.

A History of Chinese Modern Art: 1979-1989, a book written by Lu Peng and Yi Dan, published by Fulan Fine arts Publishing Company, Fulan, China, 1992.

| Don't Want to Play Cards with Cezanne and Other Works, an exhibition catalogue published by Pacific Asia Museum, Pasadena, CA, USA, 1991.

#18 International Biennial of Graphic Art, an exhibition catalogue published by International Centre of Graphic Art, Ljubljana, Yugoslavia, 1989.

Contemporary Chinese Art, an exhibition catalogue published by the Museum of Modern Art, Ljubljana, Yugoslavia, 1988.

1988 Southwest Art, an exhibition catalogue published by Fulan Fine Arts Publishing Company, Fulan, China, 1988.

Fine Arts Collection For The International Youth Year, an exhibition catalogue published by International Youth Year China Organizing Committee, Beijing, China,
1985.
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