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Foreword

It is with great pleasure that we present Stella Zhang’s
strikingly beautiful work 0-Viewpoint in her first solo exhi-
bition at Galerie du Monde.

Not surprisingly, in this work, it is the energy of the hu-
man spirit, and at its most fundamental expression that
propels Stella on her dream quest. Her vision seeks far
more than perfect sensual beauty; rather her intent is to
create a virtual presentation of feeling.

Stella Zhang’s tools are the instruments that link her
heart with her mind. More personal that her previous
work, 0-Viewpoint dramatizes the ever-present human
need for release from inner repression. While art itself
can be viewed as a metaphor for freedom, Stella’s work
represents a release from inhibitions. 0-Viewpoint is a
powerful coming together of these two expressions of
liberation.

She sculpts her works into a myriad of emotionally sub-
lime and corporeal shapes and forms. While each im-
age stands alone, it also forms part of a complex visual
dialogue between the various sectors of the work — its
beauty, eroticism and unerring ability transcends the
mundane through its sensual nature.

Stella Zhang literally moves us with her profound and
provocative imagery. In the process, freedom and a re-
lease from inhibitions is refigured and presented in a
most evocative manner.

Fred W. Scholle
Galerie du Monde
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A passage of “0”

Stella Zhang

Our keen awareness of life often transcends us to a realm
of much deeper intuition ripened for our spiritual awaken-
ing. This spiritual awakening discerns the taste of an art-
work. The realm of ‘0’ has always inspired me to search for
the rhythm of life’s essence or its energy when released.

My works care more about life than a mere creativity ex-
pression of making arts. I've committed to connecting my
life experience with life’'s changes evolving around the
shape of ‘0.

Often the ordinary objects in my life as tiny as a drop of
water, a piece of withered wood branch or a handful of
sand from nature can arouse my most delicate feelings for
them. They frequently become my sources of inspiration
to transform these ‘0s’ into my artworks.

Because these materials come from nature and their sim-
ple elements among the creation, these subjects are my
searches for the infinity without boundary. True beauty
can only be discovered by ones who see the macro/ micro,
subjective/ objective, art/ science, yin/ yang, east/ west,...
and to have completed the incomplete. These contrasting
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properties strengthen my inner freedom to envision many
imaginary spaces, their flexible elasticity, their infinite ex-
tension and permanency as implied by ‘0’.

‘0’ is my pursuit, a response to life’s spirit essence or my
Asian’s taste of revelation in life. ‘0’ has cleansed, filtered,
distilled, accumulated and recorded every bit of my life
experience to create a ‘0-energy’ realm on canvas. The
energy stored within ‘0’ sphere is a condensed substance
field to transform the complex to the common simple, the
human physical to the divine and mystical. These imply
a perpetuating force to continue along the ever changing
universe.



Multiplying ‘0Os’ connected the fragmented visual points
in the environment by giving birth to the organisms within
the revolving circles of earth. Every object in life rotates
around a full cycle of birth, beginning, crack, mutation,
merge, death, end, rebirth as depicted in my ‘0’ series.
The revitalizing energy helped me tremendously to inject
life into my arduous art making process. From these ‘0s’,
| have found my loss to replenish my future consistently.
These joining power has energized my consciousness to
express their fluidness and richness among the passage
of time.

The spiraling ‘0s’ reinforced my realization of the interre-
lated succession of the ecosystem. These ‘0s’ refreshed
myself with a ‘beginner’s heart’ in the daily endeavors of
mine. They always offered me a space or realm with prog-
ress to do a house cleaning of my mind to free my self-
centered soul to reconnect with and resume an original
spirit. When 1 little think of achievement or think of self,
I've become a true beginner to really learn something. A

beginner’s heart often owns a gentle spirit of compassion.
When my heart is compassionate, | then notice that | can
start to re-examine the trueness of life and learn from life.

As an artist, | pray sincerely that my artworks may interact
with viewers to initiate more caring heart for making the
world a better place together where we all live with greater
compassion.

For me, ‘0’ is Zen, an awakening, a realization, a compas-
sion surpassing the form or format. They recorded many
traces I've treaded upon in life to seek the spirit within the
living organisms via the language of their own to represent
their portraits of nature.

‘0’ is Tao, it is in my passage rather than my path. As |
looked into the spirit of cosmic change- | tried to register
the eternal growth which returns to itself to produce new
forms in harmony, in pureness and in oneness.
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The Abstraction of Whiteness

Mary-Ann Milford-Lutzker*

Stella Zhang approaches her art with precision. Deci-
sive cuts in her paintings reveal deep openings that can
be read as wounds, but there is no blood. The ethereal
sensuality suggested by the materials she uses is imme-
diately negated. Tears are stitched together like scars.
White sheets, loaded with layers of cultural coded mean-
ings, are stretched, pleated, folded and knotted, intimating
the tensions of sleepless nights, tightly wound bandages,
and shrouds. Frayed edges in some areas are like drip-
ping, viscous sinews. Sand has been painted on canvas to
enclose yawning vulvas. Toothpicks pierce softly rounded
organic shapes. Discomfort arises when trying to investi-
gate meaning. Expectations, particularly those associated
with femaleness, and the pristine qualities of whiteness,
however, fall into question. Yet it is the abstraction of
whiteness that is the alluring element of Zhang'’s art.

Despite feeling as if one has intruded upon intimate ex-
pressions of personal angst, Zhang makes clear, strong,
feminist statements through her art. To devote her entire
oeuvre to maintaining such a sustained vision must reflect
her inner conflicts and search for meaning. It takes cour-
age to make such self-revealing work, yet the veiled mes-
sage, presented through abstraction, is one that is readily
understood. ltis still daring to make such art in the twenty-
first century, when certain cultural mores often frown upon
sexual explicitness, especially when made by a woman.
Zhang’s approach in fact contravenes the decidedly male
and acceptable view of what art by women should be.

White on White is an apt title for Zhang’s exhibition as the
coded languages and double-entendres are many. White
in the West signifies virginal purity, in the East it is as-
sociated with death. Whiteness is the absence of color,
the absence of life; it is the clouded veil that becomes the
shroud. Whiteness conveys a sort of innocence, we can
become beguiled by it, entrapped by it, and in Zhang’s art
we find it both beckons us into yet also repels us from
her private world. With installations this changes, this is
where Zhang’s art becomes interactive. We are not in-
vited to participate as much as compelled to do so. We
walk between and under white cloths that are stretched
and torn to enter into an interior space of layers of translu-
cent skin-like veils (0-Viewpoint 6).

There is a seduction about Zhang’s work. The appeal-
ing softness of plush forms, the dream-like atmospheres
evoked by her installations, whether walking through a
piece such as (0-Viewpoint 6-7), or making one’s way
around the towering phalluses (0-Viewpoint 1-4). The
haunting quality of these works that invites closer observa-
tion is disrupted by proximity. The abrasive sand that en-
velopes the large vulva paintings (0-Viewpoint 5-14, 5-15)
is deceiving from a distance as the cloud-like washes
become redolent of uncomfortable irritants. The organic,
soft forms of phalluses and vulvas (0-Viewpoint 2-6, 2-13)
sprout spikes, like the tentacles of sea urchins, both en-
dearing and repellant simultaneously. The negation of the
sensuous mirrors the attraction of opposites; it is the con-
stancy of the emerging and dissolving nature of change
that is the essence of the I-Ching.

Mostly Zhang’s art is about the body, the female eviscer-
ated body that is a vision of interiority. There is nothing
intimate or sensual about these paintings. In fact there
is a sterility and clinical precision about them that evokes
laboratories. Each incision is cleanly cut to reveal inner
layers that in turn reveal yet more layers, all of which are
devoid of color, of blood and bodily fluids. Monochro-
matic paintings of the 1950s and 1960s, so significant to
abstract expressionist artists such as Ad Reinhardt, Bar-
nett Newman, Clyfford Still and Mark Rothko, insistently
rejected interpretive references. Zhang’s monochromatic
works do not allow such rejections of meaning. They may
be monochromatic and abstract, however, they invite, if
not implore, viewers to strip away their layers to discover
meaning.

In her work Zhang plays with size and scale, from enor-
mous towering phalluses over ten feet high, to installa-
tions that encompass whole galleries, to small more inti-
mate works such as the stuffed and spiked organic objects
(0-Viewpoint 2-5). A detail of one such piece (0-Viewpoint
2-1) is reminiscent of a rose with its white petals curled
tightly within itself as if guarding a secret, yet protected
by its thorny exterior. The rose is so beautiful, and yet so
vulnerable, its only armor being its thorns. The meticulous
sculpting of this labial rose recalls white porcelain blanc de
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chine, the most treasured of ceramic bodies, its whiteness
proclaiming its purity, its essential untouchability, yet also
its strength.

The confidence with which Zhang works and expresses
herself comes from long years of training. From the time
that she was a small child she learned from her father,
Zhang Ping, the noted brush painter, who was for many
years a highly esteemed professor at the Chinese Acad-
emy of Fine Art (CAFA) in Beijing. She attended the CAFA
High School for artists, where she studied and practiced
calligraphy and painted in the classical tradition every day
for four years, before entering CAFA as an undergraduate.
One could say that she was born to be an artist, essentially
it is in her DNA, she had no choice—yet she is a restless
spirit. Frustrated by the essential conservatism of the Chi-
nese art world regarding women artists in the 1980s, she
went to Japan to continue her studies. She received her
Master of Fine Arts degree at Tokyo Art University, and was
married, only to find that gendered expectations were also
the norm in Japan. In 2003 she came to California alone
with her six-year old daughter. With each move Zhang has
had to learn a new language along with different cultural

expectations. To survive she has had to adapt, and has
found strength throughout by making art; she has said that
for her art is like medicine, it is a way of healing herself.
When cutting into a canvas or an object it is like cutting
into herself. Itis as if she wants to cut, remove and scrape
away memories that she cannot erase.

The power of Zhang’s art is that each piece possesses a
pristine beauty. But in an age of skepticism and violence
we look for the flaws, the uncertainties, and the vulner-
able points. Itis almost a relief to find them—the cuts, the
abyss-like holes, the spiked objects, the abrasive surfac-
es. The tensions expressed are both literal and metaphys-
ical, whether they are stretched sheets redolent of restless
nights, pierced and spiked objects, sand trying to foil entry,
or the fear of invasion by apocalyptic towering phalluses
capable of nuclear destruction. By drawing us into her
complex world, quite literally through her installations, we
face our own fears, but we emerge in an altered state of
awareness, and this is where Zhang’s art succeeds.

- February, 2015, Mill Valley, California

*Mary-Ann Milford-Lutzker, Professor of Asian Art History, holds the Carver Endowed Chair in East Asian Studies at Mills College where she is chair
of the Department of Art and Art History. She received her PhD in Asian Art History at the University of California, Berkeley. She is on the Advisory
Committee of the Society for Asian Art, and is a member of the Commission on Contemporary Asian Art of the Asian Art Museum, San Francisco;
she is a founding member of SACHI, the Society for Art and Culture Heritage of India. She has curated exhibitions and published extensively on

traditional and contemporary Asian Art.
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From Odyssey to Oasis, the Viewpoint of O

Abby Chen*

“I expect to be inwardly submerged, buried. Perhaps |
paint to break out” — Merleau Ponty’

Born to a family of artists in Beijing in 1965, Stella Zhang
started to learn painting at age of 7. She received art train-
ing at the local youth center and was enrolled into the High
School of Central Academy of Fine Arts (CAFA), which
pretty much guaranteed her entry into the Academy upon
her graduation. Excelled in a highly competitive art educa-
tion system at the time, Zhang said she was very well be-
haved, being a good daughter in Chinese sense. By 1985
at age of 20, Zhang was admitted into CAFA and followed
masters in traditional ink painting. It was also around this
time, Zhang started to grow a sense of self and became
rebellious. She was anxious to find new expression but felt
she was confined in a “box.” If it is safe to say that Zhang’s
upbringing to this point was complacency under a paren-
tal safeguard, she was about to form the first perception
of her own in a convergence of personal quandary and a
historical era.

The Chinese art scene in the eighties was the most active
since the inception of People’s Republic of China. Almost
ten years after the culture revolution, many, particular the
young people, including artists, poets, and scholars were
perplexed by China’s past and future, with a consensus
that something drastic was about to take place. 1985 is
now marked as a critical year for “85 movement” or “85
new wave,” led by a groups of pioneering artists and crit-
ics, many of whom are some of the most prominent fig-
ures in Chinese contemporary art field today. Following
the country’s aphasia of decades, it was an era that was
full of hope and desperation, with a strong willingness to
speak up. Without exception, artists bearing ideas were
eager to invigorate the wave visually and critically, by
breaking shackles circumscribed on centralized control of
authority, as well as rigid tradition. This movement, along
with many other movements going on in the country at the
time, eventually faded out in the night of June 4th 1989,
the Tiananmen crackdown.

It was certainly chaos for Stella Zhang. Trained as a tradi-
tional ink painter, Zhang became aware of her interest in
contemporary art expression and works created by other
artists. Robert Rauschenberg, Louise Bourgeois, Kathe
Schmidt Kollwitz, and Eva Hesse, were just a few names
of many that struck and inspired her. The intrinsic power
of an individual's personality conveyed in these works
seems to be what was lacking in artworks by Chinese art-
ists. Zhang tried a few ways to innovate traditional painting
but remained unsuccessful. She was not alone. Whether
it was deformed ink stroke, abstract pattern, or application
of new materials attempted by her or others, she found
the outcome unsatisfying. She soon realized that the four
elements, brush, ink, paper and ink-slab that constitute
traditional ink painting, have become the obstacles that
trammeled her to break free. She was finding traditional
painting too big of a framework with too little of possibili-
ties. She cited the story of Journey to the West as analogy
to describe this stalemate of hers: | was like the monkey
king, regardless how far you go, you can'’t jump out of Bud-
dha’s palm.2

When Zhang was asked about her sense of self and envi-
ronment during those four years, she recalled:

| was very confused at the time dealing with growing
pain, treacherous relationship, artistic expression, and
what was going on in China. For those of us admitted into
CAFA, we were privileged and therefore all somewhat
conceited. We seemed to know everything but we actually
didn’t. In 20/20 hindsight, | had a vision like a frog in the
well at that time, clueless about the world beyond school.
That was the era with no such thing like Internet and direct
access to outside of China. However, the school strived to
bring us visiting scholars and catalogs. We were lucky to
be exposed to more new practices and thoughts than the
general public. Consequently many of us sensed the big
gap between artworks in China and those in the west, but
none of us can decipher the reason behind it. Moreover, |
was baffled and disappointed by what happened in 1989,
| felt stuck and lost. | was perceiving the world and the self
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'Andre Marchand, cited in Merleau-Ponty, 1964, p. 129
2In conversation with the author, 2009
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without a perception of my own.?

The notion of “perceiving without a perception” was
Zhang’s subjective assessment of the dichotomy formed
by this certainty of unknown and the plight with her ex-
isting aesthesia. Zhang needed an answer, but not from
the safe haven she has been sheltered; she wanted to
ask questions, but was suspicious and doubtful of what
the questions were. Just as the eye sees the world, and
it sees what the world lacks in order to be a painting, and
what the picture lacks in order to be itself... the same thing
is both out there in the heart of the world and here in the
heart of vision*. This dual predicament of artistry and self
was an effective impetus for Zhang to seek change. In
1990 at age of 25, Zhang left China for Japan, a country
she expected to be similar to China, and only to find out it
was significantly different.

For Zhang, the experience living and studying in Japan
from 1990 to 2000 was a process of metamorphosis in both
of her artistry and her sense of self. The training received
in renowned Tama Fine Art Institute and Tokyo Art Univer-
sity provided new direction and possibilities of her artwork,
especially the application and manipulation of material
and mediums. She benefited from the free-style teaching
following her professor Uneo Yasuo, who encouraged her
to try new approaches. What Zhang once found restrictive
of traditional ink painting took on a new life with different
media, such as the colorful lwa-enogu (a Japanese pig-
ment color from rock and plant) and Nikawa (glue), the
form and the texture could be easily perceived as oil paint-
ing when the process was not explained (the colorless
dream Il, 2002). Zhang described the overwhelming vari-
ety and technique of material she was exposed to was like
“a girl who likes sweets in a candy store.” From Zhang’s
first monograph “Stella”, it was evident that her technique
was refined, confidently shifting to wood, flax-paper and
numerous materials from Chinese Xuan paper and ink,
mixing with all kinds of ordinary material from daily life.

*Ibid.
4Stella Zhang, Monograph, 2003

SConversation with the author

The exuberance of color from Iwa-enogu and the rhythm
of mixed media furthered her understanding of properties
of the medium, which allowed her to make a qualitative
leap from the traditional ink form to an abstract expression.

While Zhang was greeted with Japan’s industrialized mo-
dernity as well as the countries obstinacy of etiquette and
tradition, she also got a taste of xenophobia and gender
bigotry being a sojourner and woman in this extremely
male dominated society. The submissive role Japanese
culture requires the women to play was a sharp contrast
from that privileged, conceited and respected artist in
China. Besides, China as a socialist nation, women enjoy
higher degree of equality than many other countries. As a
result, Zhang must realign and reposition herself to sur-
vive and start anew. In addition to retreating to her “good
daughter” persona with clear knowledge that she was not,
she also had to work many side jobs as clerk, waitress
and tutor to make a living. This immediate and inevitable
dislocation and displacement, for the first time in Zhang’s
experience, forced her to look at herself through a differ-
ent lens.

She has become a foreigner of her own life.

Her studio became the oasis of peace, providing equilib-
rium and outlet so that she could be at ease and listen to
her true voice through art. To say Zhang’s perception was
formed prior to her arrival to Japan, her conflict was no
longer between not-knowing and known. Her encounter
with the aesthetic, methodology, hierarchy, emotion, and
gender simultaneously confronted her to galvanize self-
awakening and enlightening. The environment she must
succumb to edified a reflexivity of what she was not, which
took her beyond herself in order to return, just as how
Homi Bhabha described in his Location of Culture. The
malleability of Zhang’s perception started to form from the
crude not-knowing/known, which has then become a ref-
erence point for her new departure of artistry.



In 1994, Zhang got married and gave birth to her daughter
in 1997, which led to a three-year break from art making.
It was much needed as Zhang recalled. Having excelled
the technique of the material, the form became a routine
and boredom. She soon got tired of it. However, while as-
suming new roles of being a wife and a mother, Zhang
found new interest in the intertwining relationships of life
and body, wholesome and imperfection, and even time and
space. Unlike feeling puzzled when she left China, Zhang
was no longer equivocal about the world and herself. She
started to form a new outlook in clarity of what is not that.
The three-year break allowed Zhang to recuperate physi-
cally and mentally, let everything sediment as well as accu-
mulate. This, as Zhang described herself, was like getting
ready to exuviate, and to transform.

In 2000, Stella Zhang obtained residency in the U.S. and
began to travel frequently between Japan and the U.S, and
eventually settled down in 2003. When she visited New
York, it was an immediate realization about the problem
of her work: there was a lack of core in her work. A strong
sense of dislocation or anachronism emerged again. Her
previously formed perception of aesthetics and obsession
with style and material were subverted. What she once
eluded, resented and even rejected started to make sense.
The absent side of the equation to that what-is-not finally
became a visible what-is. The uncanny force behind all the
impetus was demystified. It's all about timing, or it is fate?
It seemed that the stimulus arrived just as Zhang was in
need of it. Yet, it is important to note that “to bring a vision
that is not our own into account, it is to be sure inevitably,
it is always from the unique treasury of our own vision that
we drew, and experience therefore can teach us nothing
that would not be outlined in our vision.”

The works Zhang created while she was living in Japan
were the heap of her learning and experiments. These
works demonstrated her solid ability of color, material, and
genuine attempt of abstraction (see Monograph 2003), yet

5The Merleau Ponty reader, The Intertwining — The Chiasm

"The Merleau Ponty reader, Eye and Mind

they were monotonous and vacuous in substance and
lack of originality. In 2004 and 2007, Zhang published new
bodies of work after visiting New York and settling down in
Los Angeles, demarcating a lapsing-away from the previ-
ous patency. These new works marked Zhang’s significant
break through as not only she simplified her visual lan-
guage and form, she also embarked on the perception she
formed within the past few years — the notion of “0.”

“0-Viewpoint” series is Stella Zhang’'s perception of the
mundane world and her inner self. In Monograph 2004,
“cultural identity,” “err,” “resentment,” “suspicious,” and
“alienation” made their first appearance in Zhang’s state-
ment, which ostensibly deviated from her previous hope-
ful, innocuous and complacent assertion. According to
Zhang, “0” is both a form and substance, endlessly refer-
enced by Daoism and Zen. “0” carries the omni-bearing
significance that “one” comes from “0,” then “two”, then
“three” and all beings. As this series continued to develop
in 2007, Zhang consciously sought “0” through shape, col-
or, and materials, which in turn convey her perception of
“0” as a state of unconsciousness, somewhat natural, free,
and spontaneous. From silver, green or blue translucent
water droplet, to textures and layers of whiteness, “0” at
this stage resembles Zhang’s worldly vision with random
touch of something internal, uncanny, and lyrical. Some-
thing compelling but hidden emerged in Zhang’s execution
of the work: succinct, transcendent and serene.

» o«

Just as Merleau Ponty pointed in “Eye and Mind:” “We
must take literally what vision teaches us: that through it
we touch the sun and stars, that we are everywhere at
once, and that even our powers to imagine ourselves else-
where.”” Notion of abstraction interested Zhang, she is
ever conscious of the potential of abstraction to heighten
the sense of image and object, to intensify the suggestion
of individual emotional response to actual scene. Zhang’'s
ability of creating the vivid but surreal visual was effective
and pleasing, as an obvious result of solid technique and
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refined handling of details. This body of works mirrors the
foundation of Zhang’s perception when she began the se-
ries. They provide a sense of origin hinting a starting point
as it progresses and evolves.

In 2010, Zhang debuted the new phase of her “0-View-
point,” making an outward and visible shift again from her
previous two-dimensional mixed media works to three-
dimensional sculptures, video and site-specific installa-
tions. This time, the message got more complicated and
conflicted. A field of soft and suggestive pillow-like forms
lies on the ground inviting touch, but bristles with sharp
points. Gentle smoke drifts lazily on a video screen sur-
rounded by nails that anchor tautly stretched fabric, pull-
ing in conflicting directions. These new works, alluring
organic forms hint at tenderness and vulnerability while
unexpected creases, spikes and smears of sand allude
to a more complex and agitated landscape of feelings be-
neath the surface. With five dramatic all-white installation
works, Zhang continued her deeply personal and often
provocative exploration of identity — as an immigrant, a
sexual being and artist. In her aching, sensitive sculptures,
audience gets a sense of pain and struggle immediately,
and it is the very essence of her new body of art.

“What appears in my work is the result of a real individ-
ual being shaped time and again by cultural forces and
reaching for new equilibrium,” she said, “In a new place, |
must learn again about grief and loss, law and power, es-
trangement and acceptance, and all kinds of realities that
exist in my new situation. Living at the intersection of cul-
tures agitates my work.” Her days in Japan were a phase
of change, search and discovery, as Zhang found and
worked out the structure of a new art. With it, she emerged
from the unenlightened young girl as an artist reborn. To
speak of this experience as an odyssey seems entirely
appropriate. Revealing to us in their relatively unmediated
directness is the operation of her mind, and often suggests
the sources and techniques of her art.

8Wu Guanzhong, A contemporary Chinese Artist, Michael Sullivan, 1989

°Conversation with author, 2010

Perhaps there is no important demarcation between any
of the paintings and installations except what one might
artificially draw, as the artist’s actual experience was more
likely a seamless and impenetrable ongoing process of
observation, reflection, exploration, self-awakening, and
achievement. Similar to how Wu Guanzhong’s work was
analyzed by Michael Sullivan, that “in a way, it is almost
otiose to talk about foreign influence as artists draw upon
the art of the whole world to take what they can use.”
In the meantime, it is clear that she was moving towards
a new vision, one less closely bound to observed reality,
more akin to abstraction. Abstraction has become one of
the central issues of Zhang’s art, and is one means by
which she has tried to reconcile the heritage of China with
what she had come to admire in the art outside of china.

The predicament Zhang faces is not merely a matter of
form versus content, but the hard fact that the concept of
feminism and its artistic expression and the whole devel-
opment of the feminist movement are of western origin. It
could be out-of-date for the west, while from the Chinese it
will evoke no response, and the artists will become outsid-
ers. In O-viewpoint 2010, Zhang created a sophisticated
interplay between the three-dimensional depth of her inner
material landscape. “0 includes everything, but | need to
bring the 0 into my life, my creation is connected with 0
now, it’s finally making sense, | am confident.”®

It took three countries, two continent and more than forty
years for Zhang'’s style to grow and transform. Although
she still has much more to say, her work already manifests
tranquility that is indicative of maturity. Where will she go
from here? Towards the more abstract and self-indulging
obscurity? To continue the pursuit of modernism or to en-
ter the realm of postmodernism? It is impossible to say. It
seems that she desires to forge ahead, let the artworks
take their own course, only to surprise her audience with
yet another new look.

- December, 2011

*Abby Chen is a curator, writer, and art administrator. She is currently the Curator and Artistic Director at the Chinese Culture Foundation of San

Francisco, overseeing its exhibition and public art program.
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0-Viewpoint

Michele Carlson*

0-Viewpoint is a multimedia collection of the artist’s explo-
ration into form and femininity. Zhang’s work is visceral.
Her series of sculptural monochromatic paintings have a
feeling of urgency that borders on desperation. The des-
peration pervades the exhibition. In 0-Viewpoint #3, five
large canvases are covered with white fabric that is pulled,
folded, stretched, and knotted over the frame. The fabric
is built up over the ordinary frames, aggressively burying
whatever might be underneath; the structure hints at the
fraught uncertainty that also lies in the process of building
something new over whatever may have come before.

In 0-Viewpoint #2, dozens of small bulbous forms dangle
from the ceiling, suspended just above a nest of white fab-
ric. The soft orbs are irregular; some are attached together
in a way that suggests they may be growing out of each
other—forming and blooming out of one another while on
display. Each bulb is fiercely pierced and punctured with
small wooden toothpicks—a jarring display of mutilation,
as the forms feel so bodily.

The orbs are stabbed through so repetitively and purpose-
fully that it creates a sensation of near violence. But Zhang
manages to unerringly play with the precarious balance
between delicacy and brutality, allowing the installations to
question these tensions rather than become about them.
While obvious references to female genitalia exist within
the exhibition, the formal tensions in Zhang’s work speak
to more-complex relationships with femininity than simply
through the body. Her work is as much a poignant explo-
ration into form and material as it is an investigation into
other complex sociopolitical and personal agendas.

*Michele Carlson is a practicing artist, writer, educator, and curator
whose trans-disciplinary research investigates the intersections of his-
tory, power, and visual culture. Carlson received a BFA in Printmaking
and BAs in Interdisciplinary Visual Arts and History from the University
of Washington. After her undergraduate work, she moved to the San
Francisco Bay Area where she completed a dual degree MFA in Print-
making and in Visual & Critical Studies from the California College of
the Arts.




0-Viewpoint-4-1 0-ii #5-4-1 Video installation 2010 dimension variable (part), photo courtesy of CCFSF
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0-Viewpoint

Stella Zhang

Creating art is a way of examining my inner self, my true
self. Creating art is my way of interpreting various emo-
tions and spiritual thoughts; to remove the mask in order to
show the true face of human nature. At times, | will create
art as a process of rethinking myself.

In my life, | have experienced many impulses, both physi-
cal and mental, that have taken me from one place to an-
other. | have adapted to new environments and cultures.
Living at the intersection of Eastern and Western cultures
has influenced my vision of life. My mind is usually hover-
ing between what is real and what is imagined. Therefore
my work is very personal and reflects my inner conflicts
and struggles.

Many events in our lives happen naturally and frequently.
Over time, we may become apathetic and neglectful of ev-
eryday occurrences, and even ourselves. This illustrates
how people think and navigate through life, but recogniz-
ing the significance of small items can influence how we
see everything around us. Seemingly insignificant details
reveal the sensitivities and weaknesses of human nature.

We are consistently being challenged by feelings of confu-
sion and lucidity, loss and hope. In addition, the place be-
tween an actual experience and a dream could also make
one feel lost as we often struggle and seek out a space in
which to escape.

My work is emotional and embodies a relationship that
falls between reality and dream, rather than a description
of a specific story. My work utilizes images to provide hints
and/or clues leaving the viewer to his or her own conclu-
sions. Each individual viewer will have a unique way of
seeing my work, according to the life experiences and psy-
chological state that the viewer has at that time.

| am attracted to a type of beauty that is flexible and un-
certain, like a mood that is troubled and emotional, casual
and sensitive. Imperfection indeed creates a new harmo-
ny. | have tried to metaphorically open a new space in my
work to remind the viewers to interact with the piece. This
allows them to dig out all the possibilities of the inner pow-
ers of the piece. Whether the reaction is positive or nega-

tive, it is an emotional response. This process of viewer
creation promotes a way of seeking better solutions as
well as other new energies.

When | create a piece, | feel like telling my viewers about
my own stories. The interpretation and vision will be left up
to my viewers to imagine and decide for themselves.

| like to use direct and pure language to explain themes.
| use simple and basic elements to do the job giving up
unnecessary details in order to maintain the fundamental
element of the inner meaning of the artwork. The clarity of
the work creates an intellectual and emotional relationship
with the viewers, rather than giving fixed anticipations and
expectations. The exhibition space, in relation to the work,
is meant to be a guiding or interpretive tool.

The meaning of my work demonstrates a state of mind
in everyday life: a friendly, familiar feeling. Therefore, |
choose raw and ordinary materials to create familiarity,
closeness, and to stir emotion. | hope to create an image
containing a natural quality of tenderness and flexibility
evoking the viewer’s memories directly and peacefully.

The purpose of using a white background is to give the ef-
fects of flatness, delicacy, ethereal and quiet. Differential
light emphasizes the expansion of space, not only demon-
strating clarity, but setting an assertive control of existence
of “spirit.”

The molding and sense of light combine illusion and gen-
der, suggesting that the activity of temperament is prone to
meditation and spiritual freedom, at times drifting, at time
rebellious.

The expansion of space creates a field with pressure, so
the work is not fixed due to the various elements used,
which also demonstrate the faces of vitality.

During production, | work extemporaneously disregarding
rules and boundaries. The freedom and diversity of artis-
tic language enables me to find and channel my intimate
needs of expression.



0-Viewpoint-6-2 0-7f #-6-2 installation view 2010 dimension variable (detail)
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Viewpoint 05
TR 2505
Mixed Media
2008 102 x 76 cm
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0-Viewpoint-1

“0-Viewpoint is a collection of powerful body memories that demonstrate tension but are
simultaneously vulnerable and defenseless.”
— Abby Chen, Curator & Atrtistic Director, Chinese Culture Foundation of San Francisco
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0-Viewpoint-1-1
0-mg #h-1-1

installation view
2010 dimension variable (part)




photo courtesy of CCFSF



0-Viewpoint-1-3 0-ii &i-1-3 installation view 2010 dimension variable (part), photo courtesy of CCFSF
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0-Viewpoint-2

“Zhang’s work is visceral. Her series of sculptural monochromatic paintings have a feeling of
urgency that borders on desperation.”
— Michele Carlson, artist, writer, educator and curator
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0-Viewpoint-2-11
0-iiR &5-2-11

installation view

2010 dimension variable (details)
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0-Viewpoint-2-13 0-78 5-2-13 installation view 2010 dimension variable (part)



0-Viewpoint-2-1 0-iif &-2-1 installation view 2010 dimension variable (part) 0-Viewpoint-2-16 0-ii5 £-2-16 2010 (detail)



0-Viewpoint-2-2

0-iR #5-2-2

installation view

2010 dimension variable (part)




photo courtesy of CCFSF
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0-Viewpoint-3

“The fabric is built up over the ordinary frames, aggressively burying whatever might be
underneath; the structure hints at the fraught uncertainty that also lies in the process of
building something new over whatever may have come before.”

— Michele Carlson, artist, writer, educator and curator
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-Viewpoint-3-1
0-% #4-3-1
Mixed Media
2010 152 x 122 cm
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0-Viewpoint-3-2
0-TR #5-3-2
Mixed Media
2010 152 x 122 cm
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-Viewpoint-3-11
0-T% &5-3-11
Mixed Media

2011 102 x 76 cm
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0-Viewpoint-3-12
0-mf #4-3-12
Mixed Media

2014 102 x 76 cm
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-Viewpoint-3-13
0-TR#4-3-13
Mixed Media

2014 102 x 76 cm
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0-Viewpoint-3-14
0-75 &5-3-14
Mixed Media

2014 102 x 76 cm






L e T——

-Viewpoint-3-15
0-T7 &5-3-15
Mixed Media

2014 61 x 46 cm
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0-Viewpoint-3-16
0-mR#4-3-16
Mixed Media

2014 61 x 46 cm
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-Viewpoint-3-17
0-7% &5-3-17
Mixed Media

2014 61 x 46 cm
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0-Viewpoint-3-18
0-m? #4-3-18
Mixed Media

2014 61 x 46 cm
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-Viewpoint-3-19
0-75 &5-3-19
Mixed Media

2014 61 x 46 cm
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0-Viewpoint-3-20
0-7% &5-3-20
Mixed Media

2014 61 x 46 cm
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0-Viewpoint-3-22
0-ii #4-3-22
Mixed Media

2013 155 x 30 cm






070

0-TR#4-3-23
Mixed Media
2012 38 x 76 cm
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0-Viewpoint-3-24
0-17 &5-3-24
Mixed Media

2014 61 x 46 cm
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0-TR #4-3-26
Mixed Media
2012 51 x 41 cm
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0-Viewpoint-3-39
0-TR#4-3-39
Mixed Media

2014 122 x 91 cm
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0-TR #4-3-40
Mixed Media
2014 122 x 91 cm
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0-Viewpoint-3-41
0-R #4-3-41
Mixed Media

2014 122 x 91 cm






082

*

0-TR#4-3-42
Mixed Media
2014 122 x 91 cm
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0-Viewpoint-3-43
0-17 &5-3-43
Mixed Media

2014 91 x 122 cm
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0-Viewpoint-5

“The realm of ‘0’ has always inspired me to search for the rhythm of life’s
essence or its energy when released.”
— Stella Zhang
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0-Viewpoint-5-1
0-TR #5-5-1
Mixed Media
2010122 x 76 cm
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0-Viewpoint-5-4
0-TR #5-5-4
Mixed Media
2010122 x 76 cm
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0-Viewpoint-5-8
0-% &5-5-8
Mixed Media
2010122 x 76 cm
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0-Viewpoint-5-11
0-7R #5-5-11
Mixed Media

2010 122 x 76 cm
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0-Viewpoint-5-14
0-T5 &5-5-14
Mixed Media
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2014 201 x 107 cm






100

0-Viewpoint-5-18
0-mf 24-5-18
Mixed Media
2011 152 x 122 cm






102

0

0-Viewpoint-5-19
0-m8 2-5-19
Mixed Media
2011 152 x 122 cm






104

0-Viewpoint-6

“0 has cleansed, filtered, distilled, accumulated and recorded every bit of
my life experience to create a ‘0O-energy’ realm on canvas.”
— Stella Zhang
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0-Viewpoint-6
0-TR&5-6
installation view 2015 dimension variable (detail)






0-Viewpoint-6 0-iifi -6 installation view, dimension variable (part), Art Central Hong Kong 2015, presented by Galerie du Mor.lde






110

T

0-Viewpoint-6
0-TR&5-6
installation view 2015 dimension variable (detail)






0-Viewpoint-6 0-ii -6 installation view, dimension variable (part), Art Central Hong Kong 2015, presented by Galerie du Monde
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Stella Zhang

“Creating art is a process of self-examination, and this
process enables me to collect my thoughts. We live in
complex time that is in many ways defined by excessive
want, greed, and waste. We all pursue a good life, but
in this pursuit, do we really have choices? Without rec-
ognizing or aspiring to a specific destination, my art is a
record of everyday life. This gives me an opportunity to
look at myself more closely.

We all react to materials, whether we find them attractive
or frightening. The desire for stuff makes one greedy
and afraid at same time. We privilege finished commodi-
ties, but not how they are packaged. We shop at Safe-
way, but care little for the plastic shopping bags (unless
we save them to collect more garbage). We ignore the
cardboard used for packaging many of the goods we
consume. We are overflowing with stuff, but this stuff
must be made available to us and it has to be packaged.
This packaging embodies a history and its own special
language. Releasing plastic bags and cardboard from
useless connections to human character enables one
to redefine them. Perhaps they point to new concepts.
Maybe their individual qualities have been neglected
with the development of the consumer society. These
objects contain many meanings that overlap. They repre-
sent our lifestyles. Damage, chaos, survival, and fragility
define their relationship with humans. Faith and doubt
are expressed in the objects illustrating the relationships
between complexity and balance, order and disorder, at-
traction and repulsion.

| try to move freely in my works. Vast space blurs the
boundary of areas and life events melt into a repeated
circle. This is both my life and my work.”
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Stella Zhang - Biography

Education

1965
1989

1990

1991

1992

1994

1995

1996

1997

1998

1999

2000

2001

2002

MFA, Tokyo Art University, Tokyo, Japan
BFA, Central Academy of Fine Arts,
Beijing, China

Born in Beijing, China

Joint Exhibition in Central Academy of Fine
Arts Gallery, Beijing, China

Moved to Tokyo, Japan

First Prize, Exhibition of Chinese Cultural
Paintings, Tokyo, Japan

Solo Exhibitions in Chinese Gallery,
Yokohama, Japan

Solo Exhibitions in Nagai Gallery,

Tokyo, Japan

New Man’s Prize, Fine Art Exhibition of
Graduate Students, Tokyo, Japan
Highest Honor, 32nd Asian Modern Fine
Arts Exhibition, Tokyo, Japan

Joint Exhibition in Onward Gallery,
Tokyo, Japan

Joint Exhibition in Journal Gallery,

Tokyo, Japan

Group Exhibition in Matsuzakaya Gallery,
Tokyo, Japan

Joint Exhibition in Tobu Gallery,
Funabashi, Japan

Group Exhibition in Matsuzakaya Gallery,
Tokyo, Japan

Group Exhibition in Matsuzakaya Gallery,
Tokyo, Japan

Participated in 28th Spring Souga

2003

2004

2005

2006

2007

2008

2009

2010

Exhibition, Tokyo, Japan

First Prize, 18th Fine Arts Tama Exhibition,
Machida, Japan

Moved to the United States

Solo Exhibitions in JKD Gallery,

Santa Monica, CA

Solo Exhibitions in Center of Art And
Culture, Taipei, Taiwan

National Art Museum of China,

Beijing, China

Solo Exhibitions in Sandstone Gallery,
Laguna Beach, CA

Solo Exhibitions in JKD Gallery,

Santa Monica, CA

Group Exhibition in Guandu Museum,
Taipei, Taiwan

Joint Exhibition in Beijing World Art
Museum, Beijing, China

Solo Exhibitions in Elizabeth Norton Gallery,
Palo Alto, CA

Solo Exhibitions in Amrithika Gallery,

Palo Alto, CA

Solo Exhibitions in Chinese Culture Center
of San Francisco, San Francisco, CA
Solo Exhibitions in The Performance Art
Institute, San Francisco, CA

Joint Exhibition in Alameda Museum,
Alameda, CA

Group Exhibition in A.l.R Gallery,

New York, NY



2011

2012

2013

2014

Fleishhacker Foundation Eureka Fellowship
Program Nominated Artists 2011-2013
Xian Rui Artist Excellence of The Year,
Chinese Culture Foundation,

San Francisco, CA

Solo Exhibitions in Silicon Valley Asian Art
Center, Santa Clara, CA

Joint Exhibition in EMG Shanghai,
Shanghai, China

Group Exhibition in Stanford University,
Stanford, CA

Group Exhibition in Yerba Buena Center
for the Arts, San Francisco, CA

Solo Exhibitions in EDGE Gallery,

Hong Kong

Group Exhibition in Stanford University,
Stanford, CA

Joint Exhibition in Chinese Culture Center
of San Francisco, CA

Joint Exhibition in ARENA 1 Gallery,
Santa Monica, CA

Joint Exhibition in Urban Studio, Miami, FL
Joint Exhibition in SOMArts,

San Francisco, CA

Joint Exhibition in Hilton Orange County,
Costa Mesa, CA

Fleishhacker Foundation Eureka Fellowship
Program Nominated Artists 2014-2016
Joint Exhibition in Silicon Valley Asian Art
Center, Santa Clara, CA

Joan Mitchell Foundation Grant Program
Nomination

2015 Solo Exhibition “0-Viewpoint”, Galerie du
Monde, Hong Kong
Participated in Art Central Hong Kong 2015
Participated in Art Taipei, Taiwan
Participate in Artinternational, Istanbul
2016 Solo Exhibition at Insights, Art Basel Hong
Kong 2016

Museum Collections
National Art Museum of China, Beijing,
China
Tan Shin Fine Arts Museum, Tokyo, Japan

Monographs

2003 Stella Zhang, Chengdu, China: Si Chuan
Art Press

2004 Stella Zhang, Santa Monica,
CA: JKD Gallery

2008 Stella Zhang, Beijing, China: Rong Bao
Zhai Press

2010 Stella Zhang: 0-Viewpoint, San Francisco,
CA: Chinese Culture Center

2011 Stella Zhang: 0, Hong Kong, EDGE Gallery

2015 Stella Zhang, 0-Viewpoint,
Hong Kong, Galerie du Monde

Teaching

2008 to Present
Instructor at Pacific Art League,
California, United States

2013 Instructor of the Year Award
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