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One cool afternoon in the summer, Mr. Long-Bin Chen, who is going to
attend the Triennial Osaka Sculpture Exhibition in Japan, invited Mr. Joel Fisher,
who is displaying his artworks at the Paper museum, joined the conversation.
Thanks to this great opportunity, both of them became more familiar with each
other, and they stared the dialogue with brief and light chatting...

It is not a dialogue between "East " and " West", but an exchange of
opinions and experiences between two artists. It ended in plentiful thinking of
whose art creation journey, learning knowledge and art education.
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Chen :

First I'd like to say something about my understanding about Mr.
Fisher.

We know that Mr. Fisher has been devoted himself in artistic
creation for more than 40 years, among them, over 30 years in paper
art. As a typical New York Artist, he started arts career in New York,
and gradually gained international fame through participating the
exhibitions around the world. He has a lot of experience in both arts
creation and arts education.

Joel, after reading your curriculum vitae, to my surprise, | learned
that you did not graduate from an Art School.In 1970s, there were a
lot of artists like you, who graduated from universities with majors in
other subjects rather than art, being full of knowledge and good at
thinking. Take the Chinese artist, David Diao, as example, he is an
alumnus of your school majored in philosophy who earned his fame as
a professional artist and a great teacher. | wonder how did these non-
regular-professicnal-trained artists develop their career lives and | am
curious about their innermost thoughts and feelings about the journey
into arts. So, in your case, why did you choose to be an artist?

Fisher :

Before | went to university, | was already interested in making art,
in being an artist, and for a number of years | had already been
exhibiting. When | was still in my teens, | had won a prize and the
winning painting was then bought by a museum, all of which is a great
encouragement for a young artist. As part of this, | was also hungry for
information on other artists, particularly contemporary artists and |
was reading everyone's biographies and C.V. | began to see that many
of the artists who interested me had studied other things: philosophy,
like David Diao, Jene Highstein or Robert Morris; or history, like Frank
Stella, or anthropology like Richard Nonas and Susan Hiller; or
chemistry like Joel Shapiro, or poetry, like Vito Acconci.

Among the artists | discovered were literature majors, musicians,
hairdressers, and doctors all who then became artists.
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The striking thing was that so many of these people he;d studied
something else. | also noticed that nearly all of the artists who did not
interest me very much had studied in art schools. | found this a bit
disturbing. | was worried at the time that there might be something
subtly destructive about art schools.

Nearly all of the artists | am thinking about, who came to us from
other discipline could draw and paint. They also knew art history; they
knew their craft. It is quite interesting how 30 years ago a generation
of people who didn't go to art school could draw, and many of the
students who will graduate this year from art schools cannot,
Sometimes 4th year art students do not even know the major artists.

It would require a longer discussion about what constitutes a
"typical" New York artist. | think it is a conversation that would be
worthwhile, but we don't have time to go into it here.

You also asked why | choose to be an artist. It didn't feel as if |
were making a choice. | suppose the main incentive is that | felt | could
contribute; | felt that there were some things still to be done. It was
probably also important that | had some encouragement from a
community beyond my immediate family, which seemed to be an
encouragement of a different order.

| had no illusion that it might be difficult, and | suppose that it was
useful that some high school guidance counselors (unsuccessfully)
tried to talk me out of becoming an artist. | was attracted to becoming
an artist because it gave me a framework in which | could continue
learning. It was also a structure that required a complete commitment.
Also for a profession which has a reputation for freedom, there is no
way one can ever get out. In many other professions a person can look
forward to retirement, but an artist does not have that option. If an
artist chooses to retire, that is also part of his work. That interested me
too.
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Chen :

Let's talk about your journey into paper art.

To many people's knowledge, paper art is a kind of "craft” which
depends only on techniques. There is no such a trend to use paper as
a major art creation media, few art schools offer complete programs in
paper art. When | was staying in New York, | seldom found exhibitions
themed on "paper"; books related to paper art were under the
category as techniques; some avant-garde artists employed paper as
creation media for just a short period. These probably relate to the
market. What are your opinions?

Fisher :

There was a fad for "paper art" a few years ago, probably before
you arrived in New York, but now things have settled down. Paper art
is quietly continuing on its own, in a kind of parallel world. It could
easily have become more mainstream, but instead in contemporary
art schools, it has found itself as a minor part of printmaking or textile
departments.

| have watched things from a distance, without feeling always part
of the scene, sometimes feeling a bit lonely. And yet, paper has been
with me intimately for many years. | may not have used paper
exclusively in my work, but paper is absolutely central to the essence
and development of my journey. It is probably not an exaggeration to
say that without paper, my work as it has developed, would not exist at
all. Paper and papermaking was the vehicle that brought me to where
| am today. Looking back over many years | feel grateful for what
seems to be a kind of guidance. Some paper artists could just as well
use another material, and if they would, the major aspects of the work
would be the same. They use paper as stuff. In contract, we could say
that paper is part of the "DNA" of my work. '
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Chen :

In one of your articles you mentioned the encounter with
papermaking. When you showed some of your early pieces to fellow
artists, instead of accepting it as artworks, they only regarded it as "a
piece of paper". Similar frustrating situation happens to every artist on
his/her road to maturity and success. Some people are sensitive
to/about others' opinions, while mature artists confront/face up to
others' criticism with calmness and confidence. What is the key
motivator to keep you continuing your paper art creation for over 30
years after going through the discouraging moments?

Fisher :

In those early years, | expected that my enthusiasm would be
shared by my fellow artists. | was surprised when this was not the
case. As you remembered and reminded me, when some fellow artists
saw my first pieces they were not at all supportive: they said:; "This is
not painting. lts just blank sheets of paper." The implication was "Don't
waste your time with this."

Instead of the congratulations | expected, | got a kind of censure.
Instead of placing myself in the center of my community, | had taken a
wrong turn and found myself, symbolically, well beyond the city walls.
My expectations (as expectations often do) left me unprotected. | felt
abandoned, and a bit lonely, but determined to carry on. If this wasn't
painting, | reasoned, maybe it was sculpture.

| think something like this happens to each all of us several times
in our lives. There is an American minimal artist, now well known, who
in the beginning wanted to his works to be accepted, and took his
works around to all the major galleries. Everywhere he turned he was
rejected. There were very few galleries at that time, and none of them
wanted his works.

He wrote a poem after that experience, and in this poem there is a
line, which reads : "l do not desire their desire any more." | think there
is often a period when we want someone's desire more than we want
the integrity of our work. There is a hidden disrespect here for both our
audience and ourselves. Only when we stop wanting to be desired and
think more about giving, can we actually dedicate ourselves to our
work.
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Dekooning once explained that there is a period in the beginning
of young artists lives when they are working on a job to make a living,
and they do their painting on the side. The important change comes
when the artists takes that job to support the painting, not their
lifestyles or themselves. That mental difference changes things
profoundly. So much is about faith. We don't know where our work will
take us: When | started painting early in my life, | had no indication at
all that | ever could have arrived where | am today.

Chen :

Three years after you started paper art creation, in 1972, you were
invited to participate a very important group exhibition - "documenta
V" in Germany - and gained a great success. Would you please share
your impression on the exhibition and some comments on your course
of getting success?

Fisher :

So many people want formulas. There might be some formulas, but
if so, | don't know them. Sometimes there are curious and
unpredictable paths. There are even times when things are based on
other peoples misunderstandings. | will tell you what | know, and start
the story a little earlier:

Since the early days when | was involved in a radical reductive
critique of painting, | had been aware of how painting and clothing
were similar. Each was able to simultaneously cover (obscure) and
reveal in the same act. | wondered how to share my insight.
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| decided to make paper out of all my clothing. From then on, |
would only wear the clothes | would make myself. | was thinking how
the power of clothing effects things simultaneously in two directions:
back onto us and out onto the world. It reminded me of what Winston
Churchill had noticed when he said "First we make our houses, and
then our houses make us." | was still thinking about painting, and
within that frame of reference, clothing was like a thin layer of paint
applied to the body. | gathered together all the clothing | had worn,
tacked them on the wall, and spent several days looking at them. |
lived with a kind of melancholy and exhilaration of the impending loss.
One day | gathered up all my clothing into a laundry bag, and carried
them to the workshop of a friend who had a beater. | removed all the
zippers and buttons, cut the cloth into pieces, and fed everything into
the machine.

In a few days | had 88 dry sheets of paper, heavily pigmented by
the blue jeans | owned. | thought the paper was beautiful. | wanted to
display it as one single long line on the wall. | calculated that | would
need 160 feet of wall space.

| never got the opportunity. First the work was shown in a gallery in
New York, but only part of it was able to fit on the wall. Then
afterwards at "documenta V" in Germany in 1972, but as a stack of
paper. In that exhibition some of the sheets were vandalized, and then
by accident when the shippers packed it up to return to New York, part
of it was destroyed. The first loss was of all my clothing; the second
was the ultimate loss was never being able to see the work as |
wanted. Is a double loss a success?
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As for the speed of public interest, you have to remember the
context: There was an excitement at that time about some new ways of
thinking and working. Some of the conceptual artists (especially those
who had exhibited two years earlier in" When Attitudes Become
Form") had broken some ground open. My artwork in the beginning
was built on a foundation of conceptual and minimal art, but in my
thinking | was making some necessary corrections in each of those
approaches. A lot of conceptual artist lacks a kind of tactility, it was
mental but it wasn't sensual. In a similar way for minimal art, the ideal
way to view it is to go to the exhibition, see the show, and go away to
think about it. In neither case do you have to stay very long to
experience it. You don't even have to look it very carefully. So | was
proposing for viewers to keep those achievements but to create a
situation where one has to actually look long enough to come
engaged with it.

Other people may have seen my clothing piece differently from the
way | saw it. In some ways the piece with my clothing was a birth.
From that moment the reductive mode reversed. | was in the world.
After | made the paper, at least for the following seven years, | only
wore clothing that | made for myself. Documenta happened about a
year after | showed this piece in New York, and so it was included. |
think a number of things came together to push me into that early
prominence.
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Chen :

In recent years, in place of showing your artworks in New York, you
toured around the world for international exhibitions, art events and
teaching offers. You spent a lot of time in Europe, several years in
Paris for teaching. Could you share us about your idea of promoting
your art in the area outside the States?

In my journeys of touring abroad for exhibitions, | noticed that it
seems the curators rather than artists are the "stars" of art field. A
successful exhibition counts on a curator's ability of planning and
coordination. Young artists gain fame shortly for they attending
exhibitions curated by these stars, but people forget the artists' names
easily. What do you think of this phenomenon?

Fisher :

| find that living and working outside of one's culture broadens
one's frame of reference. Many things become invisible when we are -
immersed in any single culture. This is also one of the dangers of
globalization. They say we cannot smell a stink when we spend long
enough in the same room with it. It becomes part of the background
which we automatically disregard. | call this the "tare of culture" (nb: T-
A-R-E, not T-E-R-R-O-R). Many writers have lived in places other than
where they were born: in the past writers such as James Joyce,
Gertrude Stein, Beckett, Nabakov, the list is long and it continues
today with Gao Xing-Jian. There are painters too: Picasso, Dekooning,
Albers, Duchamp, Bourgeois, Clemente, Kounellis, Wodiczko, Kapoor,
Komar & Melamid, Nam June Paik... In the artists too there are many.

About the curator phenomenon, there is a precedent to this
fashion, and curiously, is in "documenta V", the show we mentioned
earlier which Harold Szeeman curated. Szeeman is a special case,
almost an artist himself.

There is an statement that "the dose makes the poison” Amount
makes the difference. It is the same with influence. The problem of
influence is that in some cases, something which happens only once it
is wonderful, but when it is repeated, it is less attractive.Like Wittgenstein
said that the raisins are the best part of the cake, but a cake made
entirely of raisins would not be very good.
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Today there is a fad where curators seem to be using art as
pigment. Sometimes the elements (meaning individual artists) are
indistinguishable and interchangeable rather than essential, as
elements might be in genuine scholarship.

There is ultimately a kind of disrespect here. Content becomes a
decorative element. Without enough depth to set up roots, plants can
live, but they don't live on their own. There is the implication that
parallels, insights and analysis are being made, but often they are not
deep. It becomes a perversion of scholarship.

What is interesting here is something else. Generally the artist
experiences complete autonomy, as artists we are the boss, something
rare outside of the realm of the godhead. There is much positive about
this, but it should be understood as a privilege. We could say that
when an artist watches his work being used as pigment in a painting
done by someone else, at times even contradicting his world view and
deep beliefs, it provides a balance for artist arrogance. It can be
balance or complete humiliation. It depends.

Chen :

I would like to go into the second topic of this conversation, about
your plentiful teaching experience. People in this field understand
clearly that only few artists, like Picasso, earn their livings as
professional artists dealing in creation. Most of them make their livings
as a teacher. Some artists maintain the equilibrium of creation and
teaching, while others keep against arts schools because many artists
get exhausted by dealing with the education system. | know that you
have good relation with "main-stream" galleries, such as Paula
Cooper, Sonnabend and Max Protetch. The artists who have showed
their artworks in these galleries became master. How do you think
about the galleries systems in supporting your career as an artist?
And how do you think about being as a professional artist and teacher
at the same time?
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Fisher :

| like how you always ask two questions at once. It is a quality that
parallels our experience as human beings, because we always have
to play more roles than one. In my own experience, gallery support is
cyclical, like the biblical years of feast and famine. | suspect that this is
true of everyone regardless of how successful they are. Only the
degree of the swing may vary.

Most galleries are less powerful than people believe. They too find
that there is a great deal of struggle, and their profit margin, when
they figure all their expenses, is not so great. If gallerists were
interested in money alone, they would do something else.

Balancing teaching and work as an artist is a situation full of
dangers. But we have to remember that it is never easy to hold down
two full time professions at once, and to teach and to make art are
each situations that require complete commitment.

| can say that | developed a pedagogical position through the
practice of making art. My art gives me things to think about. In this
way my own work was becoming my teacher. Throughout my career it
was always other artists who helped me, much less than any help |
received from galleries or critics or museums. | have always benefited
from the generosity of other artists. These experiences were
formative, so | formulized them: | tell my students that | have two main
rules: that as soon as possible they should make their own works their
teacher, and that they should help each other.

As soon as the students no longer need me, my job is done.
Sometimes it takes a while to really get this message across, because
many students would secretly like to be told what to do. | have to get
them to voluntarily let go of that need, which sometimes they don't
even know they have. My job is to make them not need me, and when
that happens the hierarchical teacher/student relationship is over. The
process needs a delicate balance: the right mix of compliance and
independence. It is not easy being a student.
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Teaching in general is a way of giving something back. And as you
know, it can be pretty interesting, but as a system, there is a lot of
residue. In much art (and art appreciation), there is confusion between
what is subject matter and what is content. We have to be reminded
again and again that they are not the same thing. While | was in Paris,
for instance, | was in charge of the carving atelier. Traditionally this
was the place where the students would specialize in carving stone or
wood, which is very different process from making paper. Making
paper in some way is an attitude process, because the fibers are
filtered as they come through the surface of the water.

But in Paris | was hired to run the carving studio, and from the
beginning | took pains to expand the traditional definition of what
carving could be. | wanted the course to broaden the student options,
not restrict them. | explained to the students how carving could be a
solid preparation for many other professions. Years after finishing the
course, | told them, they could go on to do other things if that would be
the path their life would take. They could become film editors, which is
a kind of carving, or write novels, which is a kind of carving, or
dancing, which is carving in space, or investment banking, or work in
the stock market... In each of these further options, the skills they
learn as carving techniques are useful because by learning them they
develop sensitivity. Later these patterns provide links to other things,
they become metaphors. One skill can always be used in service of
something else.

When | was in charge of the Carving Atelier | could tell, just by
listening, when there is a student having trouble. If the sound of the
carving produces a nice rhythm, then | know that the carving is going
well. On the contrary, if the sound is unpleasant and stressed then
someone is in trouble. | follow the sound fo where | am needed.

It was paper making that first taught me to think that skills could
also be metaphors. | simply adapted those insights to carving. In a
similar way papermaking can equally offer a grounding, which could
proceed into other professions.

|
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Chen :

The idea of teaching students not only papermaking skills, but the
principles with metaphor is very interesting.

In my point of view, there are many art schools in Taiwan, which
teach techniques.Some students paint very well, but find it very
difficult to explain their concepts. | also noticed that in America, many
students talk very well, but are lack of creating techniques. | think it
could be an issue worthy to be discussed in American art education?

| noticed that many conceptual artists think that "the art can't be a
subject" it means if an artist only focuses on developing one technique,
his or her creation would be stereotyped (by that technique), and
couldn't make a breakthrough.

At the early stage of capitalism, there was a trend among the
European artists of developing certain types of techniques, for
example, the skill of sketch, portrait, drawings of animals. They
categorized the art by the medium, such as oil paintings and
watercolor and so on. Those artists, in my terms technical artists,
developed their own techniques. After World War II, many of the
artists with conceptual basis didn't necessarily have the certain ability
of technique. Factory workers or assistants could finish the artwork
after the artist's original design. Being not limited by one type of skill,
the artists could focus more on the plentiful possibilities of the art
creations. | remembered Lucio Pozzi, my professor at the graduate
school once told me that "the art can't become professional”, and we
had a discussion on it.

In some ways, especially from the educational point of view, it
seems technique-directed art education programs are more specific.
But the conceptual artists' teaching model would be hazy, like in Zen;
they said, "one could only be sensed, not be explained in words". |
would like to know your opinion, as being a contemporary artist and
well-experienced teacher. '
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Fisher :

Some people, it is true, talk really well but they are not artists. But
some people draw really well yet they are not artists either. So it is
almost as if any skill is a habit that can either be of service or be
detrimental. | am reminded of Duchamp's statement on taste: good
taste and bad taste he said, are both taste. Habit (or taste) can help
us to consolidate a series of decisions; to keep on doing something
until it is successfully completed. Or it can enslave us within an
internal prison.

| have noticed that something happens when we have a habit of
drawing in a certain way: The same drawing appears over and over
again. We can see a lot of artists who will, for instance, draw the same
face on every figure they draw. It is nearly impossible for them to draw
in any other way, because the hand has internalized a habit.Their
development of a "style" limits the way of looking at the world.

So there are advantages and disadvantages to the whole process.
Good talkers follow the same pattern. There are people who speak so
beautifully that you want to immediately see their works, but then you
discover that they haven't done anything.

When you and Lucio Pozzi talk about how art cannot be a
profession, maybe you are talking about this question of habit. Or
perhaps profession is in contrast to vocation?

| would say that | think the amount of the knowledge that a genuine
artist needs is certainly equivalent to the training of a doctor or
engineer, or physicists. In that sense, being an artist is certainly a
profession. But maybe the distinction between "profession” and
"vocation" is true of all professions. Just because someone has
completed medical school doesn't mean he is a doctor. Everything
takes a long time. They say that a young painter is somebody who is
25 years old, but a young sculptor is someone who is 40. And to really
learn enough, a lifetime is too short. Who is to teach us except our
own work?

Chen :
| have a comment related to this topic according to my observation
in recent years; | think it is quite different ideological in Asia culture.

|
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In Asia culture, the teachers are authoritative. They have power
and influence on their students. Moreover, even students have
graduated from school the authoritativeness is still there. In Asia
sometimes it is very difficult for young artist and old artists to have the
conversation because they are in different generations.

Fisher :

We were talking about this once before. What you describe as the
Asia system might not be specific to Asia: For a while, as you know, |
taught at the Ecole des Beaux-Arts in Paris which uses the old
European system called the "Atelier System." In the best situation this
structure gives the student a secure base from which they can go out
and explore in other areas. In the worst case the students make works
just like the professor's work. Many European students who go through
this system will acknowledge their lineage on their C.V., saying student
of xxx, or studied with xxx.

They might continue this for years. An artist may be 50 years old,
but their C.V. will say "Studied with Etienne Martin." Young artists in
America are less likely to do that. As they are starting off they might
mention that they are the studio assistants of Frank Stella, for
instance, but fairly quickly they eliminate that line because it doesn't
serve a real purpose. It sounds like insecurity.

The most important thing in the Asian system as you describe it is
the matter of respect. That regard is very attractive. | don't find
arrogance an asset for an artist. The dilemma is how to maintain the
maximum respect, both to the student and the professor. The Asian
structure requires humility from the teachers. It is a very nice system,
which shows genuine respect for a beloved teacher who has really
accomplished something. It is really beautiful.

Chen :
Well, It is such a pleasure to have a conversation with Mr. Fisher
and we share so many wonderful ideas...

Fisher :

And it is also a pleasure for me to be here. | feel there is much to
continue in our conversation. | thank you and the entire staff of the
paper museum. This is a very special place.
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Long-Bin Chen

Born in Yun-Lin, Taiwan in 1964, Chen received a master's degree
from the School of Visual Art College in New York City. He received a
grant from Joan Mitchell Foundation in New York. In 1988, he won a
silver medal at the Triennial Osaka Sculpture Exhibition in Japan. He
is an artist whose interests span art, scholarship, society and
environmental protection and he is one of the few artists in Taiwan
develops a new sculpture material-books. He uses textbooks,
telephone directories, and used books to create art works, which
present the culture, topical issues and alternative thoughts of the
modern society. He is now the lecturer of Chung Yuan Christian
University, Taiwan.
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The Influences of Paper, , _
Light and Space toward People in Mentality.

Time: 10/05/2001 12:00~14:00
Place: Su Ho Memorial Paper Culture Foundation

Participants:

Peggy H.C. Huang
Junko Fuyuki

Joel Fisher

Tai-Wei Lin

Ruey-Huey Chen

Shao Cheng-Tao Cheng

(In alphabetical order)

Thanks for Lily Gao and R.S.Lin.

Editor in Chief of Interior Manazine
Japanese Paper Artist

American Paper Artist

Lighting Designer

Director of the Foundation

Interior Designer

[ For the limited space we only provide here English abstract.]
Ruey-Huey Chen :

We feel pleasure to invite two foreign artisis to this talk. The
subject today will center on "the psychological effects of paper, light
and space", and our guests, according to their professional specialty,
will have a dialogue with each other.

Junko Fuyuki :

In Japan we have the wakami (paper door), a traditional, graceful
design and, the effect of the light that penetrate through it is just like
the smooth beams emanate from a lantern. Japanese have always
preferred natural light, thus we take such materials and methods to
display the character of light and, on the other hand, to fill people's
hearts with a gentle feeling. | parallel the feature of light to childbirth: it
can be somewhat similar to the delivery of one's reflection; the beams,
through the wakami, with its different tones day or night, present us
alternative visual delights.

Paper and light are complementary elements, they serve as forces
to stabilize our minds and, further, they derive from nature and will not
contaminate our environment.The point in question is to fry to embody
fully the effect of light in an interior space, which | believe is another
possibility for the future.

Shao Cheng-Tao Cheng :

Let's begin from the academic design courses at schools, it says
that the elements of space consist not only of structural materials but
also of coverage, the structural cortex membrane, and we call this
additional part "deco." It plays the role of spatial texture for interiors
designers' wide and systematic application in our environment; while



for the current or faddish in the mainstream, space designers or
students of design department, paper is not a popular material. On the
other hand, in recent years we have developed a broader view and
made some changes in the field of design: materials of local customs,
locality and regionalism such as paper, this natural and plain agent,
will gradually be in use. The extraordinary texture, its penetrating and
plasticizing of light, is far beyond other localized structural materials
we recognize, say, stone. It stands for the vivacious, penetrative
aesthetics by itself, thus it fits perfectly to spatial construction.

The Japan and European artists introduce art circles the use and
work of paper, and the space designers therefore rediscover the
material which with proper utilizing can be a good decoration. A good
light design is required here, and then this material can interact well
with space. Meanwhile, the fragile and inexpensive paper, on the
contrary, fills the role of exceedingly importance in buildings; in my
opinion, it beats down the firm and concrete structure and the
conventional membrane, say, deco materials like planks, silk carpets,
glasses, etc.

Paper is such a fantastic stuff: in spite of its cheapness, it is with
noble essence and inner depth. In a highly modernized, globalize and
massive informative world, we are at the same time de-spiritualized;
therefore, paper, with its natural background and handwriting context,
the stable and cozy character endow us tenacious power. And | think
that is why it is distinct from the aesthetics of material and visual
meanings; it represents another lofty cultural and psychological
values.

Ruey-Huey Chen :

We all know Mr.Cheng's acuteness to materials and, my guestion
is when choose a certain kind of material, how do you simultaneously
take in the psychological condition, can you elaborate on that?

| remember Mr. Fisher's touching words; to the effect, sometimes
architects are just miraculous, say, two spaces coupling together, from
the first space | walk into the next one, its process, the magic power of
the changing of the space, indeed, moves me so much.... He says
when he walk into the paper museum, due to the special odor in the
air, he feels free and comfortable. On the day when we install the

pieces, he enters the special exhibition room, the atmosphere there
makes him feel he is in a swimming pool; he feels delighted. From the
viewpoint above, when you are doing design, do you also think of this
same psychological condition?

Shao Cheng-Tao Cheng :

The premise is that, before entering the space of a work, we
should make clear two structural factors: the practical - oriented one
and the one that is pure or fine art oriented. For my fine art major |
am thus sure that one have to move himself/herself before he/she
moves others. By this he/she can present a touching piece.

Architects are concomitantly artists, particularly under the spatial
organization grammar, or when he/she is choosing of art elementis
and materials. While this certainly differs from doing business, for
most of the time, "material" for designers in practice is merely
budgetary or visual related. | think we should treat the structural space
like artists' caring for their pieces, then we will find our living
surroundings filled with warmth. For on the cne hand, the space gives
forth the remaining sediments: this is presented after the designer,
with his/her affection, dealt with the texture and material, the
numerous texture also build up the whole atmosphere. Most
importantly, the incorporation of the media element - light. It is crucial
for | think all the texture, to present its innermost, should be
transformed by the agent of light. When light penetrate the inner or
outer part of the texture, the visual effect of the material is thus
extended; in addition, the material itself denotes the complex and
subtle factors, human culture, memory, sites and psychology, and they
help architecture let off its inner values-its artistry, texture, culture and
spirituality. It is only in this stage that architecture can gradually gain
its life and soul.

Tai-Wei Lin ;

Putting paper and light together is really a daring cultural affair.
These two stuffs, on the whole, suggest something precarious, while
people associate them to make artifacts like lanterns. Light, literally
stands for enlightening, is thus functional; however, the word
"enlighten" here means something to awaken people's minds as well.
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Accordingly, one is the lantern, the illuminating part, and the other is
to make clear the unknown in our minds. This is also a significant
manifestation of the process-from primitive to civilized human being.
Because people do not restrict light or paper in their specific areas,
our history can thus evolve.

They are rather practical matter in our daily life; even so, their
usage, especially the imaginative part is far than we acknowledge so
far. We see the pieces of the two artists, one is basically pervious to
light, the other draws on something: this reveals the different attitudes
towards paper art-the west draws and write, it is closer to words, while
the east sees it as an agent. This is a quite interesting point of
departure.

What Mr.Cheng mentions just now, in terms of the architectural
space, every kid can be an architect. Let us recollect our childhood:
our first house, surely handmade, probably built with the corrugated
paper of a fridge. The frame is ready, then we make window to let light
in-this is the most direct relationship to mingle ourselves with light,
space, texture and paper.

On my first arrival at New York, | was deeply impressed by their
usage of paper. In the university art gallery PS1 | found toilet paper
made of rough straw; | felt surprised at its quality. Then | think of
ourselves; that is, the Chinese invented paper, but for the
industrialization we do not feel any need to ponder over this material.
When | see their thoughtful design, it really inspires me a lot.
Meanwhile, the wrap and wrapped relationships of light, like people's
transforming the cultivated from the raw, is a noticeable breakthrough.

Shao Cheng-Tao Cheng *

Ms. Junko and Mr. Fisher's pieces are quite different. Junko's part
originally forms something firm and hard, while we see here is the soft
and powerful combination. This is amazing because generally this
category conveys strong and intense implication, and the soft material
here, on the contrary, creates exceptional feelings. Compared to
Fisher's unrealistic mirage, he overthrows completely our conventional
idea about paper and art installation: the previous method is to
arrange artwork as a solid substance, while Fisher presents here is an
illusionary screen, and this screen will be more convincing with the

cooperation architectural and aesthetic professionals.

"The image of words changes with the rolling of glass," I've never
thought of this possibility before: once the artwork associate with
space, and some elements of the space change or move, its visual
language will be indeed even vivid. Glass is a tough agent for us:
although modernists develop high techniques towards the substance
of glass and steel, they exhibit something cold and inorganic. This also
signifies the loss of essential values-accessibility-in architecture.
Fisher probably senses the problems in modern spatial design and
presents us this piece. He incredibly solves designer's hardest
problem, his talented enlivening of the glass door, the initially spatial
agent. | consequently feel that artists sometimes are more capable,
than architects, of controlling the prevailing atmosphere of one space;
they can easily raise the most humble stuffs to a certain high level.
This is for me admirable.

Artists are now try to come out; so to speak, they reflect on events
around and begin to diminish the boundary of the specific field. They
offer us reflections in the process of environmental construction. On
the other hand, it is the time we architects take this chance and
examine thoroughly, and review our ways concerning mode creating,
environmental construction and cultural space. This fits the trends
environmentalists claim, the survival of architecture and, also the
same with humanistic, ecological and environmental stances.
Nowadays we've advanced fully our economical and cultural
conditions, and the globe is facing the danger of the over-developed
materialization; this is a trial for designers and their humanistic
capacities. Moreover, we should shoulder the responsibility, to mediate
on the subtle association among architecture, art, environment and
people, and there should be some introvert part. By this to shorten the
distance, they initially form one unity, thus the space we dwell can
really provide us with sense of security; this is just equal to what
artists concern their work. An interesting association: art serves a kind
of architecture and, architecture is a kind of art as well.

Ruey-Huey Chen :
| agree with Mr.Cheng's perspective on architecture and art.
Artists, with their particular stance to buildings, switch the direction to



the real touch to others and of our life; this is a stimulating point. When
we want to complete one thing, we should take in other different parts
and fields, and a perfect whole is thus presented.

Junko Fuyuki :

We are dealing with the possibility of combing paper and
architecture. In Taiwan this may be on the primitive stage, while | see
its more promising prospect than in Japan.

| have engaged in the work of paper so far, which is related to
architecture; | would like to let off the potential energy of the agent of
wakami. For instance, when an architect wants to create the effect of a
illuminating wall, | will suggest a proper way of presenting and offer
other materials. The same idea also occurs in our living environment:
small light bulbs or other plastic stuffs are good light for an indirect
quality; that is, to bring smooth beams of light into our life.

Joel Fisher :

The drawings for me are the link between two worlds. When | make
a sheet of paper, | turn it onto pieces of felt to dry, and on the circus of
the paper there are tiny little hairs that cling off from the felt. So the
origin of the drawing is absolutely connected to the physical material
world. The drawing then leaves that world and goes into our
consciousness. The drawing then is the link between the two.

Yesterday | had what | think it is a big privilege. | was able to see
this room without the two lamps, and my experience was as like
swimming under water. Today when | saw the lamps here change
entire scale of the room. It turned all rest of the room into a frame. |
feel very grateful that | could experience the room first without the
objects.

Tai-Wei Lin :

Their pieces are quite different: though they will appeal to our
attention, Mr. Fishers' requires us to make efforts and search, as if it is
a cryptic book beyond our understanding. They are treated with
different methods, while in terms of life and artwork, apart from being
an handiwork they develop paper's other potentiality and, touch and
draw forth as well several ideas and psychological dimensions.

Peggy H.C. Huang :

| agree with you. Junkos' serves the decoration in space, but
Fishers' actually requires people to discover it. Therefore | wonder, for
designers or light designers in their respective fields, do they consider
enlisting this material?

Shao Cheng-Tao Cheng :

In fact | have been experimenting this feasibility. Under the sway of
Chinese culture we have been familiar with paper. It is initially a writing
tool and, through the industrialized stage, it has flourished and
entered into art circle. | hope, in the future, it can really match up our
living architecture, then it will no longer confined in categories of
design or art and, that is, it forms a living integrity itself. Paper is
actually a common agent, but in Taiwan, spatial designers seem still
cannot grasp its characters, especially papermaking or its application.
Most designers, with the limited aids from other fields, cannot touch its
materiality; unlike the carpentry, they can cope with other professionals,
say, woodworkers, stoneworkers, or outfit of water and electricity, and
light design.

But what about the part of paper?

Ruey-Huey Chen :

We have just mentioned that it demands different fields and team
work to complete one thing, it is because skills are irreplaceable. For
this part, maybe we can cope with designers, for example offering
several kinds of paper for them to choose.

Shao Cheng-Tao Cheng :

Ms. Huang has just noted an interesting advancement: paper will
probably be widely used as a deco agent. On the other hand, when
we need to build up advanced architectural space, that is, a space
with some special texture, it is the time artists should involve in.
Besides, | would rather recognize them as senior paper workers,
rather than simply artists. To enroll such professional paper workers
will help shape an excellent working environment and further, re-
create our culture of space. For this moment, many obstacles still
awaits us, such as clients' budgets, process of the construction,
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climate, humidity, dust and dirt in Taiwan, and even things about
construction and repair; all these depend on paper museum and
artists, for their professional knowledge introduce us proper directions.
This is so far a good beginning; being a spatial designer who likes to
make room exquisite, this is for me necessary and crucial.

Tai-Wei Lin :

Here | offer two directions: the first is to return to the light-artwork
relationships. We should take the initiative and tell our clients it is not
necessarily to buy expensive pieces of renowned designers for they
are actually belong to mass production; instead, they can put some
artwork about light. Second, to have some experiment on the surface
of a space, say, the use of paper. Next is concerning painting, it
reminds me of a Spanish engraving, the embossing is quite similar to
Fisher's door, so sometimes even a wall makes one piece.

Shao Cheng-Tao Cheng *

As to wall and light, | get some feelings. In these days we have
found the pervasive current of minimalism in the field of interior
design. And for the advocate of light designers, namely to combine the
minimal and indirect light, every space becomes so neat; nevertheless,
the excessive and faddish operation of the visual effects instead
create us frigid room, a boring piece. We find the abuse of
minimal and indirect illumination brings people, their living space and
life, a dull state. Today when | see these pieces, | find its other chance
of survival; it in reality creates an arganic language for architecture. |
believe this structural texture; the language sets up by paper, will
benefit and empower our future design career, and further glorify the
culture of our residence.

Tai-Wei Lin :

What you refer will not be limited in the operation of light. Let's turn
back to the word "enlighten", we should examine these pieces again
and reconsider the existence of these materials; at the same time,
switch architects' role of choosing industrial products to that of being
artisans.

Ruey-Huey Chen :

It occurs to me what Mr. Fisher observes: "how about assembling
designers, form a group and make paper?" Maybe we can start this
sort of new game and | bet it will be interesting.

Every time | have a conversation with artists | will gain some
alternative thoughts. | feel honored again to have our guests here,
and | also look forward to the paper museum's continuous meeting like
this, no matter it is on light and space, or other topics. Thanks to your
participation.
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hibitio

5225 Hsueh-Yi Chien

As a well-known architect in Taiwan, Chien uses his delicate
observation and profession in related field, develops an unique
architecture style of his own. His main projects include the
interior design of Elite Book Store and Taipei County Yingo
Ceramics Museum etc...Let us share his inspiration and feeling
about the exhibition through this article.

Poetics of Light

Light is rather God's sign language and, His oracle is thus
revealed: by this we can see His will and find out meanings of life.
Therefore religious spaces, imitates His language to appeal to His
blessing. The dialectic between light and form in the fields of science
and philosophy, their difference lies merely in decrees and written-
down words; they are, in fact, both derived from God, which is parallel
to the "idea" and "flesh" in Buddhist perception. Consequently, the so-
called "I" is only the abstract being like "light" and, "light" perhaps the
display of God's self.

The velocity of light is the fastest in the universe and it is only
human's intuition that is capable of keeping abreast of it. In Buddhism
the mysterious insight excludes the flowing of ideas, only the light is
the substance. Light is absolutely pure, difficult to pin down, while it
asserts its existence; light is accordingly lyricism and poetics of God.
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Movement of Light

Light is the attentive listening in tranquility, just as the static music
requires the most sensitive minds to feel its rhythm. All God's creation
serve as its instruments, with its caress every creature invents and
plays beautiful movement. It brushes by matter's surface and also
through the core, dense and at times spatial, or with high and
sometimes low pitch; it befittingly interprets matter's inner self, with no
analogy, inference, that is, beyond what language can express.

The sense of sight, its screen is not light's end, it is as if the ear
drum is not music's purpose; rather, light and sound will meet in other
secret place and finally know and communicate with each other. We
are accustomed to music's lyric and moving melody, but as to light,
people seldom grasp the tune behind its dance steps, the complicated
rhythm based on "chaotic" science impresses us much. While we are
roaming in space we do not notice light's journey in time. Matters
constitute space meanwhile light belongs to time; only clearing out the
spatial distance can we acquire windfalls concealing inside. Still
appearance, as a matter of fact, harbors numerous minute
metamorphoses and it demands attentive listening to feel its pulse.

The Exhibition: A Dialogue Between Paper and Light

This early October in 2001, the Su Ho Memorial Paper Museum
invited foreign paper artists, including Junko Fuyuki(Japan) and Joel
Fisher(America) to the international paper art exhibition:Nature.
Human.Harmony-A Dialogue Between Paper and Light.Fuyuki's
mixing coarse fibers with paper pulp create richly textured material.
The hanging rectangles, in the simple arrangement of the vertical and
horizontal, form a gradational and leveling space. Its background is
composed of several same planes which make up a hollow while
organic plastic whole, like the withered mountains and still water in the
Japanese garden-purity and serenity, the inherent mute while
thunderous power. Light penetrates through paper fiber and it transforms
private relationships between fibers: their overlapping or engraving
pattern is similar to music, the changing tempo intensifies relationships
between the theme and secondary melody.So such easy re-position
creates abundant and unexpected outlooks.
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The code of nature that Fisher discovers by his microcosm of
paper fibers leads us into an organic while chaotic world. In the
microcosm we are offered the simple, ordered and unrepeated
relationships, for the infinite re-arranging or transfiguring power
justifies God's mightiness. That which oscillates concomitantly
between macro and microcosm is the true nature of art, thus the
existential artist Alberto Giacometti, for the first time, goes beyond
human's measurement and challenges the eternity of art.

Light and Space

"Space exists or light exists?" is a puzzling question and it may
even ends up with the uncertain being of the questioner. Actually
everything is merely embodiment of light: this is interaction of natural
messages, and people in the end should return to the natural and
mutual concerned flow. Le Corbusier once observed in {Ver une
Architecture) : "The lump of architecture is a delicate, accurate and
magnificent play." 1972 International Design Conference in Aspen,
Louis |. Kahn also mentioned, "Matters are the outcome of light.
Mountains, lands, brooks, air and even us are formed through light."
And the "Serenity"(1968) in VIA of Pennsylvania State University
points out "as well the relationships of serenity and light, which is
explained by the two comparative areas: the silence, lightless,
darkless and desire to be, and the light, the giver of all presences, out
of law or will. Therefore we may conclude that space and architecture
interpret light, and vice versa; in addition, architecture also parallels to
instrument and even musician's hands, for it controls the dazzling light
and plucks the strings in our minds."
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Light and Nature

Nature is the being of entirety that contains both macro and
microcosm; we human should learn to move back and forth freely and
go back to the primitive being. The condition is quite similar in art
because art indeed is the language to interpret God. In this exhibition
we see the collective conscious or unconscious display in Fuyuki and
Fisher's pieces: they both imitate nature and, under the natural surface
their will power is thus veiled since only the unselfish can come near
to nature and realize God's will. It is the same in the creation of
architectural space; despite some adjusted measure, we find no great
revision. These vyears the pursuit of "penetrability” - that is, the
overlapping, a distinct trait from the enclosed modeling in former days,
is the mutual discovery of visual art and human perception. The
enrollment of timeliness and musicality in architectural space
questions our initial responses and endurance in nature, pushes us
forward to the "chaotic" and "quantizationed" world, also eludes the
rational linear thinking, and finally draws back to the simultaneity and
integrity of nature. Such is the case in the "oracle" of light.
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