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ISZAF — Our Mission

Connect: connecting professional visual artists of all backgrounds, 
disciplines, and nationalities, ISZAF promotes international artist 
networking, collaboration, and professional development within 
the Pearl River Delta Region of Guangdong, China, while enga-
ging the local community as well through our various program-
mes, professional workshops and art/gallery events.

Converse: providing various outlets for discussion, critique or for 
the exploration of new artistic techniques, ISZAF assists with cons-
tructive outlets for artistic conversation on all levels both within the 
ISZAF community and the community abroad. In addition, ISZAF 
works in diverse ways with artists and their galleries through their 
programmes for its’ members and supporters, curators and arts 
professional, and our arts consultancy services.

Convey: creating a platform for artists and their work to have 
greater visibility within greater China, ISZAF brings audiences 
and collectors close the work of the artists through various media 
outlets (digital & print), individual gallery or group shows, and 
community art events.

www.iszaf.com

ISZAF ArtSZine is a digital publication for connecting, con-
veying, and conversing about the creative pulse of Shenzhen 
and the Greater Pearl River Delta Region of Southern, China.

ISZAF — ֵ物

ᬳ羬物肞ᵞ犋ݶꖤว牧犋ݶᑀ犋࿆ݶ碢ጱӫӱᥤ
ᥧᜏ疑牧蝢鉑疻ݱ随ᶱፓᦇښ牧ӫӱᎸᦎտᜏ
�ኮୁၚۖᬰଠӳቐӣ薫窓瑿豽ᴬᜏ疑
ᗑᕶጱ֢ܐӫӱݎ疻牐

矑物ԅᦎᦞ牧ᦧ矐ᔱꔢጱᜏದૣݱ׀ᐿꔽ
螇牐6,ۗܐ=$)ᐒ豽ၹक़ᐒ豽ݱᕆᜏᕟᕢ砇ୌဋ
蝢ꔦ牐ྌक़牧蝢鉑,6=$)տާٌඪ೮ᘏ牧ᒽ疻Ո
犥݊ᜏӫӱՈާٌ݊ᜏ괍ᧃ๐ۓ牧犌ᜏ疑ժ
ኮୁୌ缏蚏ग़ො֢ݳ牐

փ鉟物ԅᜏ疑ٌ֢݊ߝ砇ୌଘݣ牧ଚࣁय़Ӿ豽
酄괔ๅय़ጱᎣݷଶ牐,6=$)蝢鉑ݱᐿড়֛ҁ갗ਁড়֛
蔭ᄍ犥݊ᐒ豽ᜏၚ֛ࢫড়֛҂��ӻՈኮୁڬܦ
ۖ牧ԅᥡռ硩萢疑ଃݱ随ᜏ疑ጱ֢ߝ牐

www.iszaf.com

ISZAF ArtSZine ฎӞӻ갗ਁڊꕗᇔ牧አԭᬳ矑牧Իꔷփ鉟
窼犥ٌ݊ಅࣁጱӾܖොय़ቐӣ薫瑿豽ጱڠ郢矸牐
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About smiling
Jesus Salazar
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ԭ盏ᒞى

Photography, as any other art medium, is a way of 
expression, a way of communicating; learning photo-
graphy is the equivalent of learning a new language, 
in which the more words we learn, the more capable 
we are of expressing our ideas and our feelings. It’s 
impossible to express ourselves objectively with photo-
graphy; any action, word or gesture comes conditioned 
by thousands of experiences, books, movies, scents, 
flavours, joys, punishments, sufferings. The social and 
cultural factors that also condition our behaviours and 
photos are infinite. 
Steve McCurry said: “My life is shaped by the urgent 
need to wander and observe, and my camera is my 
passport”, but beyond our desire for observation, how 
do we connect with people? How do we deepen our 
connection with the society we try to portray? How do 
we convert the object as a subject involved in the 
photographic process? 

In Venezuela, the hug is one of the simplest ways to 
connect, a treasure people share in the early phases 
of a friendship. There’s not much you have to do to 
deserve a hug. Since my arrival to China I have force-
fully learned that the hug had the same meaning but in 
another dimension, with another cost; being no better 
or worse but different, a learning along with so many 
others from this lovely country.

The process of learning takes time and patience, but 
when we add the language barrier, things get more 
complicated and the patience it requires needs to 
be doubled. 
My incapacity of speaking mandarin was making my 
urban landscapes with no apparent subjects. The fear 
of bothering someone made me avoid taking portraits 
and even including people in my pictures. Even though 
I knew what I wanted, this fear, along with the absolute 
desire to respect passers-by, was limiting me.
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൱牧猟ٌ犢犨֜ᜏড়ՕӞ牧ฎӞᐿ
蔭鉏ොୗ牧Ӟᐿဋ蝢ොୗ牐ԟ൱ٌ贶
ፘ୮ԭԟӞᳪꔢጱ牐౯ժکጱ
ᰁ᩼य़牧౯ժ疰ๅฃԭ蔭鉏ᛔ૩ጱమ
ꖥ蝢鉑൱ਮᥡ瑿蔭ݢ牐౯ժ犋ݑ眤
鉏ᛔ૩牐౯ժጱ犨֜Ԉۖ牧አ胃֛
牧᮷რԭᛔ蛪ݱᐿᕪ 牧ܲ፡鉑ጱԡኪ
牧鉑ጱ굉࿈ޱ螇牧ᕪܲ鉑ጱࡅ꧃牧ధ
ᗖಎ牐౯ժጱᤈԅԈྊᆙᇆๅฎ窼
牐ߥ麁ጱᐒտݑ
6WHYH�0F&XUU\᧔鉑物ŉ盈ᥡ靍ጱ
괤磭牧यꗰԧ౯ጱՈኞ牐౯ጱፘ疰ฎ౯
ጱಷᆙ牐Ŋ֕ฎᴻԧჿ᪃ᥡ靍ጱཿ磭ԏक़牧
౯ժই֜ᬳ矑ڦՈ牫ই֜ๅ窼獈瑿݄ᬳ矑
鉖ӻ౯ժమᥝ矟ᕲጱӮኴ牫ই݄֜ഘ൱
鉑纷Ӿጱਮᥡ犌Ԇᥡ牫�

甛ٖታ牧Ӟӻ಼牧ฎᬳ矑Ոժጱ磧ࣁ
चොୗ牐Ӟӻ಼牧ԅՈժଃԧڡ๗ጱ
犥酄괔Ӟӻݢ盄ग़疰ڊ牐֦犋襑ᥝ՞᧩
಼牐کӾԏݸ牧౯ᤩ蝁ԟک牧鉖᯾
ጱ಼ํ陟ݶጱԎ牧֕ ฎํܩ陟犋ݶ
ጱᰁଶ牧襑ᥝ՞ڊๅग़酄玲괔ک牐౯ଚ
犋ฎ᧔ߺӻๅঅ牧ߺӻ犋অ牧ՐՐฎ犋Ӟ
ጱ麁ᘒ૪牐鉖ฎ౯ࣁ鉖ӻݢᆽጱଶ牧
ԟکռग़ᎣᦩԏӾጱٌӾӞӻᎣᦩ牐

ԟጱ鉑纷襑ᥝᳵᘔஞ牐֕୮
ᵑ걫犖ࣁӾ֢ᐠጱ狡牧Ԫఘݒ괔ๅꛂ
杂牧犖襑ᥝๅग़ጱᘔஞ牐ኧԭ犋տ᧔Ӿ牧
ꖬ౯ጱउ૱瑿ຽ֢ߝဌํกดጱԆ᷌牐
౯靆ொտڦکߥՈ牧౯螨ೌع൱Ոᇔ牧
綍ᛗࣁ౯ጱ֢ߝ᯾᮷ဌํՈਂࣁ牐

“(...) learning photography is the equivalent 
of learning a new language (...)”

ŉ������ԟ൱ٌ贶ፘ୮ԭԟ
Ӟᳪꔢጱ������Ŋ
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Slowly, in a process of trial and error, I started to learn 
that the Chinese society is extremely open to Photo-
graphy, and instead of feeling discomfort or getting 
rejections by people, I was getting smiles; some were 
nervous, others more candid, but smiles nevertheless. 

Smile after smile I was exploring the other side of 
Photography, one that I always had my reservations 
about: the “Portraiture”. In Venezuela, going out to the 
streets with a camera is not the best idea, but in Shen-
zhen, no matter the place or the time, you can go out 
and portray the people, walk, see someone, make a 
grimace and by provoking that first smile, I establish an 
unspoken complicity that allows me to connect with the 
people I photograph. 

I don’t speak mandarin but the camera translates my 
intention; we smile, cheer and we portray each other. 
Thanks to Photography I have discovered that in Shen-
zhen, different from the hug, you don’t have to do much 
to deserve a smile…
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眸眸瑿牧ࣁ犋踤ᦶ犌ᇨᲙӾ牧౯ত
ᦩکӾᐒտٌ贶ԭ൱ฎຄԏ਼
ጱ牐ࣁ鉖᯾牧Ոժᕳ౯ጱ犋ฎ瞩ᕷଃጱ
犋ᛥ๐眤牧ፘݍ牧犢ժᕳ౯ጱܩฎ盏ᒞ牐ํ
ԶՈտᔲୟ牧ๅग़Ո覍ଉሲ牧犢ժ獊᮷
陟౯盏ᒞ牐

Ӟӻ矑陟Ӟӻጱ盏ᒞ牧౯螔ࣁ൱ጱݚ
Ӟᶎ牐ᮎฎ౯Ӟꕭ犋碁ၿ݊ጱӞᶎ物Ոᇔೌ
൱牐ٚ 甛ٖታ牧Ոժ犋ཻ֦ࡅଃ陟ፘ
牧闫ᦞ窼ࣁᆙ牐֕ฎೌ॒کᤋ賻ੜ૭ࣁ
֜֜瑿牧֦ݢ犥蚎ೌ݄ڊ൱ݱᜋՈᇔ牐
蚎ڊ 牧݄፡ڦکՈ牧狶ӻ調᚜牧ഘ玲Ӟӻ盏
ᒞ牐౯ݎሿԧӞӻ犌Ոᬳ矑ጱොୗ牧犋襑ᥝ
牧疰ݢ犥ೌک犢ժ牐౯犋տ᧔牧֕
ฎ౯ጱፘԅ౯ᘉᦲ牐౯ժ盏ᒞ牧ཻ 牧ꕍ
౯ժፘೌᆙ牐ݸ

眤ᨀ൱牧౯ݎሿԧࣁ窼牧犋ݶԭ಼牧
犥酄괔ݢ盄ग़牧疰ڊ犥犋襑ᥝ՞ݢ֦
Ӟӻ盏ᒞ牐
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This past April, the exhibition “Sketch for 20 years” 
in the J-Space and C2 Hall at OCT-Loft, didn’t 
leave Shenzhen indifferent. The exhibition featu-
red 5 Chinese realism oil painters that have been 
gathering in a studio in Wuhan for over 20 years 
to “sketch” and create their paintings. There were 
long queues at the entrance. Why? 
The main reason were the paintings “Xiao Tang” 
and “Xiao Wen” by Leng Jun. 

When seeing the exhibition and its paintings it was 
impossible to not see a contrast of time. This salon 
doesn’t seem to belong to the 21st century. Would 
we consider it contemporary? And what do we 
take with us, after seeing this exhibition?  

Certainly a lot of selfies!  

Traditionally, the photograph has always been the 
reference image for the painting. It goes without 
saying that Painting and Photography have a long 
history together. Even before our modern photo-
graphic cameras, the sketch for a painting would 
start in the camera obscura. But while walking 
around the exhibition from painting to painting, I 
could clearly see how the power between the two 
has been shifted and the roles subverted. The pain-
ting is now the reference for the photograph.*  
What happens is that these amazing realistic 
paintings only last a few seconds, as there isn’t 
anything else to look for in the work. The attention 
we pay is soon passed onto our cameras and our 
smartphones. The question of the painting is at the 
same time the answer; it’s all there, the object does 
not allow for any alternative interpretations.
The surface is on the surface. The canvas has beco-
me the screen.

But there’s another layer to it. 

The surface is 
on the surface

Catarina Braga
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蔭ᶎӤጱᦊᎣጱ؊ኸ
蔭ᶎӤࣁ

�6SDFH-ࣁղ᯾牧์ࢥ鉑݄犋ԋጱڟ
&��+DOO�Ԉېጱ̽ ꯕኞԫ܈ଙ ኮ̾疻ᕳ窼
�牐鉖ེ疻ᥦԆᥝ疻ሿጱฎݒଃԧ硬
֖ሿ贶ԆԎရኮ疑肞ྎࣁӞӻૡ֢ਰ
��ग़ଙጱꯕኞ֢ߝ牐֦տ፡ک疻ܱᳪڹ
य़矎ᳩ鞍牐
盄ग़Ո᮷ฎ٫陟獖٠ጱ֢̽ߝ ੜࠈ ̽̾
ੜ襄 ᘒ̾牐

፡陟鉖ེ疻ᥦ鉖Զရኮ֢ߝ牧य़疑ݢ犥
窼ڰ瑿眤کݑᳵጱ穉ଶ牐鉖ӻꔶ鞍অ
猟ฎ犋ંԭ��ӮᕉᘒฎંԭݚӞӻդ牐
౯ժտᥧ괔鉖ฎ୮դ֢ހߝ牫鉖ӻ疻ᥦտ
ᕳ౯ժଃԧՋԍ牫

୮ꕍฎ闫갗ጱᛔ 牦ೌ�

Ӟ膢᧔牧ရኮᕪଉտ݇ᘍᆙᇆ牐ရኮ
ᆙᇆጱႵრܲݥ犋ᘒࡎ牐綍ᛗࣁሿդᆙ
ፘڊሿԏڹ牧ရኮꯕኞ犖ฎಭ猟瑊
তጱ牐֕ฎ绝ꔨࣁ鉖ེ疻ᥦጱ֢ߝԏᳵ牧
౯ݢ犥กด眤کݑရኮݒ괔ๅԅԆԧ牐
ٌ犌ᆙᇆ瑿֖ݎኞԧഘ牐ရኮሿࣁ౮ԅ
ԧᆙᇆጱ݇ᆙᇔ牐Ոժ鉖Զሿ贶ԆԎ
ရኮጱဳپํݝێꕾᰦ牧ࢩԅ፡陟鉖Զ
ဳݸጱ疰ฎӞଏኮ牐ꕍک牧犢ժ፡ߝ֢
ฬꖥಋӤ牐ԭ鉖ፘکḘӤᑏێ
ଏရኮԾኞጱᳯ᷌ݶ犖ฎᒼໜ牐犢ժಅ
፡کጱ疰ฎ獊蟂ԧ牧ဌํݚӞᐿ薹ᒼ牐蔭
ᶎӤጱᦊᎣ鉕ฎ؊ኸࣁ蔭ᶎӤ牐ኮݒ౮
ԧ癷牐�

ٌ֕贶鉖鉕ํݚӞ੶窼ଶጱ牐

* ( I am not talking about how some 
photographers have translated 
famous paintings to photographs, 
or how some photographic practices 
are clearly influenced by a painting 
practice. This topic could bring us so 
many more thoughts on how Painting 
and Photography are intimately inter-
twined, but for the sake of the article I 
want to talk about the direct outcome 
that comes from these paintings and 
the actions they provoke.)

ҁ౯᧔ጱ犋ฎᮎԶ蝢鉑ᕳݷኮೌ
ᆙᧁ᯽ᛔ૩ጱ൱趂ժ牧ᘏᮎԶ
ጱ൱趂ժ牐ߥኮݷݑ窼ߝ֢
鉖ӻᦾ᷌տԅ౯ժଃๅग़ىԭရኮ
൱ፘᔿᖴጱᘍ牐֕ฎᒍ
ጱ薫ଶݎڊ牧౯磭᧨ᦞጱฎ鉖Զ疻
ᥦ֢ߝଃጱꕭ矑ٌ݊ߥ蚏ጱݱ
ᐿԈۖ�牐

—



Since its development in the 16th century and its 
increasing use in Europe at the time, ‘Oil Painting’ 
was reserved for the royalty and the upper class as a 
status of power. They showed their possessions, their 
values, their immortality — they dictated how others 
would see them (even when their faces were altered 
and painted to be “beautified”. Let’s call it the pho-
toshop of the time.) 
Photography, on the contrary, has since democrati-
zed our sights, but more importantly - our experien-
ces. Furthermore, photographic documentation has 
transformed the whole world into a book of pictures. 
And now, with a smartphone and an internet con-
nection, the world is transformed into an online page 
with infinite scrolling. 
Like it happens nowadays with everything, the exhi-
bition is mediated through the spetactors’ views. A 
painting is no longer a painting; but a multitude of 
images around that same object. 

It’s interesting how we constantly forget about the 
remediation of mediations themselves. Art making 
is both a way of remediating the world around us 
(or parts of it) as it is a means of producing reali-
ty. Hence, the final result of the interaction with the 
exhibition is not only the images that we are left with, 
but it’s how we choose to use them. The paintings are 
used as a medium to express our desire of seeing 
things. The posts and shares and likes continue to be 
that same relationship we have with the exhibition 
and its paintings. Everyone has the same power to 
redefine themselves through the sights of others. 

We appropriate the images we like that will also be 
liked by the people we want to like us.

��Ӯᕉত牧ရኮࣁ躭窓苡舄ݎ疻牧ס
ꕍ虡陟ጳਰӤꔷᐒտ蛪ղێ瑿 牐֖
ᩃժࣁရኮӾ疻ሿᛔ૩ጱᨰԾ牧ᛔ૩ጱ
հ꧊犥݊ᛔ૩ጱ犋牐犢ժԆਵ陟ڦՈ፡
犢ժጱ縄طҁੱᓕԅԧࣁኮӾ፡蚏ๅŉ
ᄈ犝Ŋ牧犢ժጱ᚜ଲ犋ੱꕰ贶牐౯ժݢ犥
거ԏԅᮎӻդጱ36ದ҂牐
ፘݍ牧ᆙᇆᦏ౯ժጱ縄طๅଘ࿆麁牐ๅ᯿
ᥝጱฎ牧ᦏ鉖ᐿ֛ḵๅଘ࿆麁牐ই犡牧ݝ
襑ํӞӻฬꖥಋᗑᕶ牧鉖ӻӮኴ疰տ
牐ܫ౮ᗑӤӞᶭ闫鉎闫ᴬጱኮݒ
疰猟犡犡෭ጱಅํԪᇔӞ牧鉖ེ疻ᥦ
Օ陟ᥡ疻ᘏժጱమ牐Ӟଏኮ૪ᕪ犋
ٚՐฎӞଏኮԧ牐ܩฎӞӻݢ犥አೌ盄
ग़ᆙᇆጱԪᇔ牐

ํ蚕ጱฎ牧౯ժฎտ盛ᦕ鉖Զড়ՕԪᇔ
ᛔ蛪ጱ薹牐ᜏ֢ڠ碪ฎလశ౯ժ雍ࢱ
ӮኴҁᘏฎٌӾӞ蟂ړ҂ጱӞᐿොୗ牧
犖ฎڠꗰሿ贶ጱӞӻꗯ趥牐ࢩྌ牧ࣁ鉖ེ
疻ᥦӾۖጱᕮຎଚ犋ݝฎ౯ժኸӥጱ
ࢶ猟牧ᘒฎ౯ժ鉝ೠইֵ݄֜አ鉖Զࢶ
猟牐鉖Զရኮ֢ԅড়Օ牧ᦏ౯ժಫݎ፡Ԫ
ᇔጱཿ磭牐ࣁݎ๏ࢻ᯾牧ݎ牧ᅩᩩ鉖
Զᤈԅ皤ᖅԧ౯ժ犌鉖ེ疻ᥦٌ֢݊ߝ
ጱى羬牐ྯӻՈ᮷ํݶᒵጱێ牧蝢鉑
牧᯿यᛔ૩牐طՈ፡ᛔ૩ጱ縄ڦ

౯ժ磭ڦՈཻࡅ鉖Զ౯ժཻࡅጱኮ 牧֢
౯ժ牐ཻࡅ犖磭犢ժݶ
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For a visual artist, gallery representation is not only 
necessary for exposure and for the sales of art but it 
also provides a very important step in gaining legi-
timacy. Gallery representation means someone in-
volved in the art market saw the potential in selling 
your work and decided to make an investment on 
you. This, of course, is very different from simply 
selling and promoting your artwork yourself. 
A gallerist provides validation.

As my first show in Hong Kong opens this month it 
made me reflect on my experience about moving 
into a foreign country and trying to establish myself 
as an artist. I arrived in China four years ago to be 
a teacher and one of my main goals was to get into 
a gallery. Now that I have achieved this I thought 
I’d share with you some of my thoughts and expe-
riences because the process is not always easy. I 
don’t think there are really any established protocol 
or rules, so everyone is just doing their own thing – 
including myself, of course.

I finished graduate school in 1997 and, back then, 
no one told me about how to approach galleries. 
Sure, some of my professors gave some advice and

Advice about 
getting into galleries

Jon Poblador

ԭᥤᥧᜏ疑ᘒ牧ኮୁդቘ犋Ր
ฎᜏߝᴯڜ걆ࣁᲀࠓጱᥝ갢կ牧ݶ
犖ฎ酄괔ݳဩጱ᯿ᥝӞྍ牐ኮୁդ
ቘޱ陟ᜏ૱ጱ݇犌ᘏ፡کԧ֦֢
ಭᩒ牐闫綡牧֦�ݻ牧ଚ豙ਧێ걆ࠓڊጱߝ
鉖犌ᛔ૩ᓌܔ瑿ᲀࠓ牏വଠ�֢ߝ౼ꕍ犋
ԧḵᦤ牐׀牪ኮୁݶ

์ࣁ굉癷ጱᒫӞኮ疻牧ᦏ౯
౮ԅࢶ犢Ԡጱᛔ૩牧ᦶࣁమ蚏ࢧ
Ӟݷᜏ疑ጱᐿᐿᕪܲ牐ࢥଙڹ౯ک
Ӿ硽ԡ牧ᬰ獈ኮୁฎ౯ጱԆᥝፓຽԏ
Ӟ牐ሿࣁ牧౯૪ᕪ贶ሿԧ鉖ӻፓຽ牧ࣁ鉖
᯾౯మړՁӞԶ౯ጱమဩᕪḵ牪ࢩԅ牧
鉖ᕷ覍ฃԪ牐

౯犋ᦊԅ鉖୮Ӿํ犨֜૪ୌ缏ጱ
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ԭ౮ԅᜏ疑犌ᬰى
獈ኮୁጱୌᦓ

there were resources at the university that I attended, 
but the real world of earning a living was a more 
immediate necessity. I ended up getting a non-art 
related administrative job which provided me with 
a small salary that was enough for rent, food, art 
supplies, and going out to watch bands a couple of 
times a month. I was a poor artist but, at least, I was 
not starving. The most important thing was that I was 
able to make art.

My first break happened during the last couple of 
months in school. The director of the Institute of 
Contemporary Art at The University of Pennsylvania, 
Patrick Murphy, regularly visited the fine arts depart-
ment to give critiques. We have known each other 
for almost two years and he liked my work enough 
to give me a hand. Patrick offered to introduce me to 
Larry Becker and Heidi Nivling, who were the owners 
of the preeminent, minimalist art gallery in Philadel-
phia: Larry Becker Contemporary Art (LBCA).

I don’t exactly remember how we first met. I’m not 
sure if they called me or if I called them but, at some 
point, I was invited to come over to show my work. A 
visit to my studio came a few months afterwards. 
And then, eventually, in 2001, I was given a two-per-
son show at the gallery. I have remained with them 
ever since.

Basically, the things I’m going to say here are from 
my own experiences and will be clouded by my own 
biases and personal philosophy. It will not be for 
everyone but I think the insight will be helpful. 
So, here is a list of advice for those of you who might 
be interested in getting into an art gallery.
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—
BE PATIENT AND BUILD RELATIONSHIPS

From what I mentioned above, it took me about three 
years from my first meeting with LBCA and getting a 
show. I understood from the very beginning that they 
were not interested in taking me in right away. I just 
graduated and they needed to see if I would be able 
to continue to make art independently without the 
safety of a school environment. I did know, however, 
that they liked my art and that was a very strong 
motivation for me to try produce good work. 
You have to remember that a gallery is ultimately a 
business and they will only take in artists if they think 
the work is going to sell and/or if they see a good 
personal connection. Some galleries also seek diffe-
rent relationships with their artists. Some places are 
strictly business and artists in their stable come and 
go. LBCA prefers to know their artists a little better 
so, for them, building a relationship is important. 
Just like anybody, artists come in many personality 
types: Some require a lot of attention; others are only 
concerned about making money; some want to be fa-
mous; some are already famous; some could be very 
difficult. LBCA would rather not work with someone 
difficult.

Very, very few artists make it big right away. A lot of 
it has to do with luck, location, personality traits, who 
you know, who you meet, and the kind of work you 
create. Think of this as a possible long-term endeavor 
so be patient.

—
HAVE INTEGRITY

Even during art school, I placed a certain level of 
value in my work where that I told myself that I would 
never hang my paintings at a restaurant, bookstore 
or café. You don’t have to do this, of course. This is 
just me. My thinking was that people should see my 
work because they wanted to look at art and not 
because they were having their latte and there just 
happened to be a painting on the wall next to them. 
I did not want my paintings to be just decoration. 
And, I definitely did not want them in an environment 
where the lighting was not right, where people could 
touch them, have them exposed to smoke, food, or 
spilled drinks. I was stubborn about this and so my 
only avenue was really a gallery. I guess some peo-
ple might not consider this “integrity” per se, but 
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rather a form of snobbishness. That’s partially true, so 
yeah, I was a snob when I came out of grad school 
and I still am. My paintings are my children and they 
deserve a good place to be seen so I don’t want to 
show them in just any place. 
You can define integrity in many ways but, for me, 
it’s about not selling out. Whatever you believe in, if 
it’s important to you, stick with it. It may not be the 
most effective, probably misguided, and people will 
misjudge who you are but I believe the people who 
matter the most will understand.  Who you are as an 
artist will show in how you make your work and how 
you treat it.

—
KNOW WHICH GALLERY IS RIGHT FOR YOU

Because of the type of art that I make I have limited 
choices. When researching galleries I look at the kind 
of art that they carry. When they mostly show repre-
sentational / traditional work, photography, sculp-
ture, ceramics, or “urban art”, they would not be a 
good fit for me. I also look into the caliber of artists 
in their roster. If the gallery is selling high-end work 
from famous and well-established artists, then they 
are simply out of my league. Same for the opposite 
end of the spectrum. If the gallery mostly shows work 
from emerging artists or those just out of school, I 
don’t put it high on my list. 
I’m a mid-career artist so I need a place that is 
capable of handling my price range. The gallery 
business is difficult and very competitive so, many
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establishments come and go. I was told recently that 
to be considered an “emerging” gallery in Hong 
Kong the space needs to be in business for at least 
seven years. I do not approach places that are brand 
new. Three to four years is probably fine.
Lastly, I also look at the quality of the artists’ work. 
Just because, for example, a gallery shows abstract 
art doesn’t mean I’d be a good fit. Some abstract art 
can be quite bad and so when I see them in a gallery 
it tells me a little bit about the owner’s expertise and 
the kind of clients they cater to. I would rather not 
have my work be associated with them. As an artist, 
you should understand this.

—
IT’S NOT ALL ABOUT MAKING MONEY

This will vary from person to person depending on 
the kind of artist you want to be or if you rely on art 
sales as a primary source of income. I’m a high scho-
ol art teacher and so I don’t make art for a living. 
I would like to be a full-time artist but I’m currently 
not in that situation (and probably never will be). 
My goal right now is exposure. I have sold paintings 
many times before so I am confident that my work is 
strong enough and there is an audience for it so-
mewhere. I would just like to get the work out and, 
hopefully, the paintings will speak for themselves. I 
am not desperate. 

Desperation can also have a broad term. This goes 
back to what I mentioned earlier about selling out. I 
have been told many times that I would have more 
success in selling my work if I made art that was more 
understandable to a larger audience (like my insect 
drawings, for example). People need to understand 
that it’s not about the money and it should NEVER be 
about the money. Or fame. Each artist has a unique 
and specific message or philosophy they want to 
share. The audience needs to compensate and not 
the other way around. That’s what being an artist is 
about. You are still trying to communicate an idea, 
however,  if you have to explain what you do verbally 
or in writing, then…

—
KNOW YOUR STUFF

This part should be easy if you have a clear vision 
about being an artist, what you are trying to do, how 
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you are trying to achieve it and, most importantly, 
why you are making art. You need to be comfortable 
talking about your work and you need to be impres-
sive -- not necessarily by being knowledgeable but 
by really understanding who you are and where you 
belong in the realm of contemporary art. People will 
always question what you do and could even appear 
hostile so you should be able to stand your ground 
or, at least, be used to getting criticism. This part can 
be difficult for those of you who are just starting out 
or if you are self-taught because it requires a certain 
amount of confidence.

—
HAVE A LOT OF (CONSISTENT) WORK READY

One of the reasons why it took me about two years 
to start looking into galleries when I arrived in China 
was because I brought very little paintings with me 
from the United States. I had to make new work here 
because I believe it was a way to prove to people 
that, even after uprooting myself from my home, I 
was still able to continuously produce work. I can 
be inspired by my new surroundings and that I was 
serious about making art. Have a lot of work ready 
even if the likelihood of getting a show right away 
is slim. It’s also good to have options to choose from 
when you do have an exhibition.

You should also be consistent with the kind of artwork 
that you make and that your portfolio, when seen as 
a whole, is unified. It’s not like applying to art school 
so don’t put in a wide variety of work even if they all 
looked good individually. Have a clear, single voice 
and message so that the gallery will know exactly 
what kind of artist you are. If you are an abstract 
artist, then be an abstract artist.

—
ATTEND OPENING RECEPTIONS

Larry Becker once told me that, for him, the best way 
to get artists is when he keeps seeing familiar faces 
in opening receptions. That tells him that the person 
is interested in what is regularly shown in the gallery 
and, because of the social setting, relaxed, no-pres-
sure conversations are often made. 
If the other person reveals to him later on that he or 
she is also an artist, then he would be more inclined
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牧ᴝࢩԅ鉖襑ᥝ᪃ड़ጱמஞ牐

—
ํ॓闫ఋ

聅Ӿ౯ݝ൭ଃԧຄ靦ᰁጱ֢
牧鉖ฎ౯ꖴԧӷଙጱᳵতತኮߝ
ୁጱܻࢩԏӞ牐ࣁ鉖ᬰᤈꔢጱ֢ڠฎࢩԅ
౯ፘמ牧鉖ฎݻ犢ՈᦤกֵܨꖤԳᐶԠ牧
౯Ֆꖥड़ᖀᖅ֢ڠጱӞӻොୗ牐౯ݢ犥
ꔢ辘हӾ酄玲輓眤牧ଚӬᜏ֢ڠӞӴ
犋舔牐ֵܨ缏ܨԈې疻ᥦጱݢꖥ盏Ԓٌ
盏牧౯ժ犖襑ᥝ॓ٵঅय़ᰁጱ֢ߝ牐
୮֦ꕰጱ襑ᥝ疻ᥦ牧ํ鉝ೠጱ֟瑿
阑ฎঅԪ牐�

ጱᐿ随犥֢݊ڠ牧֦襑ᥝᘍ虑ᜏݶ
ᵞጱ碉֛ᕹӞ牐鉖ଚ覍ᜏᴺ໊ኩߝ֢
᧗牧᧗犋ᥝٌࣁӾ硯獈ݱୗݱጱ֢ߝ牧
ܔᩝஞ꧃ፓ牐Ⴔศ牏ࣁᇿਂܔ犢ժֵܨ
Ӟጱ्ᶪ犌מ௳牧ֵኮୁꖥड़繊獥瑿Ꭳ螇
֦ጱਧ֖牐ইຎ֦ฎӞӻು虡ᜏ疑牧ᮎ
ԍ牧᧗౮ԅӞӻು虡ᜏ疑牐

—
賻襷ᶎڊ

/DUU\�%HFNHU괟ޞᦫ౯牧犢ᘒ牧ޕ�
ᕑᜏ疑ጱ磧֯ොୗฎࣁ癷ୗӤ犋踤፡
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to be interested in the work because he got to know 
them as a person first. 

If I lived in Hong Kong I would be attending recep-
tions all the time. Every single month. Unfortunately, 
most of them are held on weeknights and it’s not 
possible for me to go. I’d attend receptions in Guan-
gzhou as well but there is a language barrier that I’m 
still not able to cross and I’m not involved in the scene 
to know when and where they are happening. 
So, even if you don’t like socializing, go. You need 
to go out, show your face, and let people know who 
you are.

—
Well, that’s my advice. I operate by what I know – 
which is not always effective.

What I am realizing recently is that it’s a balance 
of many different things: being confident; humble; 
technically skillful; personable; ambitious; savvy; 
generous; hard-working; honest; productive; and just 
being really passionate about art. Art needs to be a 
major part of your life. You need to make sacrifices 
for it and you need to take risks for it. Putting yourself 
out there to get into a gallery and being exposed to 
rejection is not easy. I have been rejected many times. 
Hopefully what I say here will make things a little bit 
easier for you. 

So, good luck!

ᦫ犢ᧆՈኮୁӾޞᆧ盿ጱᶎ牐�鉖ک
ᕪଉ疻ᐏጱ֢ߝ窼眤ي蚕牧ଚӬኧԭ辘ह
ጱܻࢩ牧ຂష盠ጱԻ᧨ଉଉࢩྌݎኞ牐
ইຎ犢Ոᑖݻݸ犢蝚襷犢甇犖ฎӞ֖ᜏ
疑ጱᦾ牧ᮎԍ犢տᧆՈጱ֢ߝๅԅ眤
ԅ犢૪犢ํಅ�ᦊᦩ牐ইຎࢩ蚕牧ي
౯֘ࣁ굉牧౯տᕪଉྯ์݇ے矑இտ�
牐犋ଛጱฎ牧ࢩԅ犢ժӾጱय़ग़갗᮷ฎࣁ
雍෭ภԈᤈ牧ڊଅ牧ᓌꕭฎዿஞ甊మ牐
౯犖տ݇ےଠ癥ጱ矑இտ牧֕ฎՖꕍ
ฎ౯闫ဩ᩼ጱᵑ걫牐ݶ牧౯鉕ဌํᣟ
獈ک୮Ӿ݄ԧ薹ਙժ֜ࣁ֜瑿ݎኞ牐ಅ
犥牧ֵ֦ܨ犋ཻࡅᐒԻ牧݄މ牐֦襑ᥝڊ
ᳪ牧ڊ賻襷ᶎ牧ᦏӮՈ緡Ꭳ牐

—
ᮎԍ牧犥Ӥ疰ฎ౯ጱୌᦓ牐౯犥౯ಅᎣ螇
ጱොୗᕪ០౯ጱᜏԪӱ�Ń�ᡱꕍ鉖ଚ犋
ฎํ硳牐
磧蜱౯ᦩکጱฎ牧ᜏฎग़ᐿ犋ݶԪᇔ
ԏᳵጱଘᤍ物ᛔמ犋綡牏ᨄᨄํᐑ牪阣箛
ᕍᶆ牏盓ّ॓牪ᵜஞौப牏Ӟ܉ఉ牪
਼ਡय़ᰁ牏疂疂犋牪ᦻ贶ਝמ牏犭ᨶṛ
Ծ牪ଚᥝᜏჿ脨ᅾຊ牐ᜏ襑ᥝ౮ԅ
֦ኞၚӾጱ᯿ᥝ蟂ړ牐֦襑ᥝԅྌ՞ڊᇚ
ᇗ牧ԅྌ瞚ᷚᴾ牐矑ݑᛔ૩ಭ蛪ᛗኮୁ
ଚ굄ݑ瞩ᕷᕷ覍ฃԪ牧౯犖괟ᤩ瞩ᕷग़
ེ牐磭౯ࣁ鉖᯾ಅ᧔ጱ牧տᦏ֦矑ӥ
ᥝ蚎ጱ᪠ݒ괔ᑖ盏ᓌܔ牐�
ᐞ֦অ霙�
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Sea Bird, 2018
Acrylic on Linen Panel
36 x 46 cm

Batocera Hercules Maaki, 2016
Graphite Pencil on Paper
30” x 22” (76 x 56 cm)
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Jesus Salazar

The Venezuelan photographer Jesus Salazar has dedicated his work to 
travel and capturing the essence of the natural landscape of Venezuela and 
other Latin American countries. Now based in Shenzhen, China for over 
2 years, Jesus is studying through the lens and getting a closer and more 
personal perspective of the urban landscape and his people.

Catarina Braga

Catarina Braga is an artist and photographer from Portugal, and has been 
living in Shenzhen for 2 years. Her artwork deals with processual matters of 
Photography, thinking and exploring the medium, in relation with memory, 
temporal and spacial traveling in our contemporaneity.

cargocollective.com/catarinabraga

Jon Poblador

Jon Poblador is an Asian American artist and art teacher based in Guang-
zhou. He makes minimalist/non-objective art and is represented by galleries 
in the United States and Hong Kong. This summer he is taking a one-month 
art residency in France.

jonpoblador.com

Dani Green

Dani is an Australian Visual Artist currently working within Photography and 
Illustration. She has been involved with Visual Arts Education for the past 22 
years teaching in Singapore, Australia and now Guangzhou, China. 
Dani’s art practice revolves around documenting moments in time according 
to place.

www.danigreenartist.com

36

Nadine Esterl

Nadine is a German/Ghanaian pattern and product designer who fell in 
love with ancient architecture, ornamentation and the diversity in cultures. 
From this mix, she creates her own style of patterns. Designing them is like 
therapy to her, where she can express herself in her own unique way. Her 
style is different in a sense that it has African, Aztec, bohemian, sometimes 
Greek and more cultural elements mixed and matched and turned into more 
intricate patterns; African materials being her biggest inspiration.

Jennifer Nicklas
— editor in chief

Jennifer Nicklas originally hails from Kansas City but has been living and 
working in China for the past six years. Jennifer employs a variety of media 
in her own art while exploring concepts such as place, structure, functionali-
ty, and identity. Jennifer’s interest in science emerges both conceptually 
and through her process as she is inspired by the micro and macro that 
surrounds us all.

ꕗᒟᘏ



Next issues...

We are always looking for creative content for the ISZAF 
ArtSZine, such as reviews, featured artists, or you can pitch 
us an idea.  
With that in mind, please give considerable thought as to 
whether your work is going to be an appropriate fit before 
submitting. Due to the small scale of the ArtSZine team, only 
successful submissions and content proposals will be contac-
ted. If you wish to pitch your work to the team, please touch 
base with our editor in chief, Jennifer Nicklas. We are open 
to pretty much anything that is not explicitly illegal. Submit 
content files by email to: jennifernicklas@gmail.com

In addition to the content files being submitted please also 
include a word document that contains the below listed 
information:

•    Name
•    Website / social media 
•    Short bio 

*All content files need to be submitted in an editable Word 
document.

ISZAF ArtSZineᳩ๗ꔴڠٖ牧ֺইᦧᦞ牧ᜏ
疑ᔜ鉝牧ᘏঅጱڠమဩ牐ᘍ虑ک鉖Ӟᅩ牧᧗
蝒牐ݳ՚ᕡᘍ虑֦Իጱٖฎ玽ڹԻࣁ
ኧԭArtSZineࢫᴚጱᥢ秇ੜ牧ࢩྌ౯ժݝտ관羬
蝒ݳጱٖԻᘏժ牐ইຎమ֦ጱૡ֢ٖവ艦ᕳ
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