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  Abstract 
This paper is based on the "5W" communication model proposed by the American 
communication scholar Lasswell (1948), which includes the following compo-
nents: sender and receiver (who) - message content (what is said) - medium and 
platform (in which channel) - intended recipients (to whom) - impact on the audi-
ence (what effect). In light of the challenges posed by the globalization of art, an 
analysis of three interdisciplinary exhibitions held at the Reinventing Museums in 
Beijing and Shanghai, China, reveals the collaborative practices of these exhibitions 
within and beyond the art field. It compares and explores the significance of differ-
ent forms of interdisciplinary curation in reshaping museum exhibitions in China. 
Also, it considers the importance of diversifying interdisciplinary exhibitions in the 
Chinese curatorial industry within the context of globalization. Additionally, we 
should examine the diversity of the Chinese art ecosystem that underlies these ex-
hibitions and the trend toward fostering a more open dialogue and exchange with 
the international art world. 
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The current wave of globalization is surging and affecting the contemporary art market in countries around the 

world. Weibel (2017) states that "Because of globalization, a new art map has emerged, from Asia to the Arab world, 
new continents and countries have entered the art world." This has not only contributed to the improvement of the 
contemporary art environment in China but also formed the economic basis for the development of the curatorial 
industry in China (Zou et al., 2021). However, SEPE (2018) argues that "The trend towards homogenization in many 
places is linked to the process of globalization.” As the globalization of art continues, coupled with the lateness of 
China's curatorial industry, homogenization has led to resistance to the development of China's curatorial industry 
(Genc et al, 2020). Clavan (2019) explains that "Despite its entry onto the modern world stage, China is a country 
that has long been isolated from the mainstream of world cultural activity." Therefore, over the past two decades, 
China has followed the example of the West in transforming industrial and commercial buildings into thousands of 
museums and gradually introducing distinctive interdisciplinary exhibitions to enhance the diversity of the exhibition 
industry (ibid). Art Journal has suggested "diversity and difference”, which organizer Jordana (2016) argues that 
"Generating a truly intersectional scholarship that can be mobilized by scholars from outside the field." In part, this 
reflects the strengths of interdisciplinary exhibitions.  

1. Trees (International Exhibitions) 

In 2021, the Shanghai Museum of Contemporary Art (PSA) collaborates with the Fondation Cartier pour l'art 
Contemporain to present a new version of the exhibition Trees, which was previously held in Paris, France, 2019. 
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1.1 Site Adaptability/Physical Space Provision 

As the first state-run contemporary art museum in China, the transformation of a power plant into a museum 
symbolizes the relationship between humans and nature in sustainable development, which coincides with the original 
intention of the exhibition, as curator Bruce Albert explains echoing this 'botanical revolution', the exhibition Trees 
aims to invite viewers to reconsider the importance of biology and nature (Gabbianelli, 2020).  

In addition, the two exhibition halls that provide the building's 3,500 square meters, with their seven-meter height, 
provide display space for large-scale works and installations, whose historical character of industrial architecture 
establishes a strong visual contrast with the vitality of the plant-related artworks (Xiang, 2019). Since emotional 
feelings are one of the bases of human perception when confronted with the environment, environmental qualities 
can evoke psychological changes (Hull & Harvey, 1989). The exhibition environment is one of the factors that en-
hance the viewing experience of an exhibition. 

1.2 Information Delivery 

Multi-media art forms. Research information about the relationship between humans and the environment is pro-
vided through photography, sculpture, manuscripts, LED screen videos integrated with outdoor public spaces, kinetic 
models, and multimedia screening. As Berger (2008) states the original painting is silent and in a sense static, whereas 
the message is never. Both the information and the viewer's thinking are animated by the multiform representation 
of the exhibition.  

Multi-perspective fusion and participation. Continuing the intercultural and multidisciplinary approach chosen for 
the Paris exhibition leads to a dialogue between visitors. The leaf paper on the left side of the entrance is used to 
bring together the views and opinions of visitors from all over the world in the fields of artists, botanists, architects, 
etc., to increase communication and interaction with each other. 

Localized art elements. To the classic works of the first exhibition in Paris, works by Chinese artists and an intro-
duction to related poetry are added, presenting different attitudes towards "trees" from various fields of Chinese 
philosophy and artists, further deepening the exhibition and deepening the audience's understanding of trees.  

Diversified promotion. Interviews and documentaries with experts in the various fields exhibited were broadcast 
online and offline; experiential botanical installations were set up in shopping malls; an online virtual viewing of the 
exhibition was launched; and lectures on art, the environment, and botany were held. In addition, poems, and motifs 
of elements of the exhibition were painted on Shanghai metro carriages. 

1.3 Visitor Movement  

The PSA blurs the spatial divisions, taking a total of 1-1.5 hours to navigate, and uses the folding corners of the 
display walls to guide visitors along three spatial narratives: first, an exploration of scientific knowledge related to 
trees; second, a contemplative and experiential meditation on the aesthetics of nature; and third, an in-depth study of 
environmental disasters such as desertification. 

1.4 Target Audience 

Popular with young and academic groups, with a high proportion of specialist visitors from art and botany, the 
PSA audience is relatively young and almost exclusively internet users and the extensive promotion of social media 
platforms will attract a wide range of attention from this group. 

1.5 Resource Budget 

The collaborative funding of the Foundation Cartier pour l'Art serves as the backbone, the artists' fees behind over 
200 international works of art, customs duties, installation, dismantling, transport, and handling put pressure on the 
budget. 

2. A Silky Entanglement (Solo Exhibition) 

It is different from “Trees” in that it is more localized, and full of elements of Chinese art and Zen culture. But 
also shown at PSA, the exhibition is curated in an interdisciplinary manner, covering the collision of the fields of 
biology and art. 
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2.1 Site Adaptability/Physical Space Provision 

Importantly, PSA maintains a certain pioneering and experimental nature in the Chinese curatorial field, with the 
experience of organizing biennials and the conditions to realize a two-way in-depth exchange between Chinese and 
foreign cultures, thus presenting the artistic attainments of Chinese crossover artists to the world (Niu, 2021). At the 
same time, a 5,000-square-metre exhibition area was provided to erect a temporary exhibition hall that blends the 
industrial style of the venue with elements of silkworms, cleverly utilizing a different structure to that of a traditional 
art gallery, with a huge chain wrapped in silk hanging down from the patio of the former power station, reaching a 
height of 20 meters from the first to the second floor, the metal contrasting with the light silk, abstractly reflecting 
the artist's values.  

2.2 Information Delivery 

Traditional elements and atmosphere. Classical Chinese aesthetics are used to create a dark Zen atmosphere, ex-
pressing a state of artistic idealism that realizes the Chinese style, borrowing the ideas of Zhuangzi as a narrative 
mode and embellishing primitive natural elements such as wood, silk, and silkworms to convey the author's sense of 
Zen, Buddhism and Heidegger's existentialist philosophy (Zhu, 2021).  

A multi-sensory experience. As Amanda (2017) demonstrates, the Sweet Gongs Vibrating exhibition curated by 
Amanda activates sensory qualities, targets a diverse audience, particularly those with visual impairments or blind-
ness, and challenges the visual-centered exhibition format, and so it is for A Silky Entanglement. The exhibition uses 
a series of layered immersive installations, sculpture, video, sound, and light to stimulate the viewer's senses, inviting 
them to listen to the sounds of silkworms eating mulberry and spitting silk played through headphones and immersing 
them in a meditative atmosphere through dark lighting. The inclusion of the artist's voice is an important part of the 
exhibition (Ziherl, 2012), so the documentation area at the end of the exhibition also presents a scene that presents 
the artist behind the scenes, focusing on the process and environment in which the artwork is produced. 

The integration of public space. The escalator to the first floor is transformed by the artist into a passage in the 
shape of a silkworm cocoon, inviting the viewer to enter the world of the silkworm as part of the exhibition, using 
site-specific installations, spatial features, and the sense of light to extend the content of the work.  

Scene restoration and interaction: the restoration of the artist's studio and sericulture research laboratory, showing 
the artist's solid biological foundation and creative trajectory, and selling drafts of the exhibition drawn by the artist 
himself as well as text annotations as souvenir postcards, allowing visitors to understand the artist's world.  

2.3 Visitor Movement 

The curators have created a gradual path from nature, life, society, meditation, and research stages into the artist's 
inner world, with the underlying layers forming a free-flowing area of close viewing within the fragmented installa-
tion. The patio and enlarged version of the installation are integrated into the venue, guiding the viewer up the esca-
lator of the nymphs on the second floor to the O-shaped flow area on the first floor, then into a wrap-around browsing 
line that invites the viewer into the video screening area, the interactive experience of listening and meditation, and 
finally into the documentation area and research rooms.  

2.4 Target Audience 

Popular with community groups and professional audiences in biology and agronomy, with younger groups mak-
ing up a major part of the audience, many of the video works presented were aimed at disabled people as a target 
audience group, as Kleege (2016) argues that "audio description is the umbrella term for technologies designed to 
enable blind people to access visual media".  

2.5 Resource Budget  

The Special Foundation for Chinese Artists provided the main funding for the art grant. The total amount was just 
the cost of insurance, transportation, and handling of the eight artworks. The artist's public interest purpose reduced 
the budget, making this exhibition a free public exhibition.  
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3. DUNXINGGUYUAN (Collaborative Exhibition) 

Compared to the two PSA exhibitions above, the exhibition has a stronger regional character, a more pronounced 
degree of de-homogenization, and a greater function of promotion of local and traditional cultural history.  

3.1 Site Adaptability/Physical Space Provision 

The Palace Museum and Dunhuang Academy, two currently prestigious World Heritage sites, share similar ele-
ments and have a history of collaborative exhibitions. The Palace Museum as a palatial heritage building has been 
transformed into a museum with a strong Chinese identity (Yu, 2009). Capable of providing approximately 6,000 
square meters of space and temporary exhibition halls to fully meet exhibition needs, the original architectural fea-
tures allow visitors to get up close to the exciting intersection of China's Ming dynasty history and the Dunhuang 
caves, and to immerse themselves in the Dunhuang painted replica caves (Liu, 2021).  

3.2 Information Delivery 

Interdisciplinary Curatorial: The 'Conservation Heritage' section of the exhibition uses rare archives, images, doc-
uments, and artifacts to present the records of conservation research and restoration carried out by the Palace Museum 
and the Dunhuang Academy, the two-world heritage conservation and management institutions, at different stages of 
their lives, to complement historical archaeological knowledge.  

Cultural elements: Extracting and blending visual elements and color relationships from Dunhuang and the palace 
museum. Primary colors are used to suggest the historical and cultural characteristics represented behind the artifacts: 
for example, the Tibetan yellow-red of the proscenium is the color of the Mogao Caves cliff style (Wang, 2004). 
Elements from Dunhuang's murals are applied to the exhibition hall environment to create spatial echoes and an 
overall atmosphere, turning a two-dimensional plane into a three-dimensional one.  

Application of digital technology: In addition to providing offline interpretation, the 'Digital Palace' has been 
launched to digitize cultural relics and to meet online exhibition services that illustrate the multiple values of cultural 
heritage.  

3.3 Visitor Movement 

This exhibition has a more complex dynamic. Beginning with an S-shaped flow of temporary galleries replicating 
the caves, the O-shaped route to the first gallery visits the history of Dunhuang's clay sculptures and wall paintings. 
The M-shaped route in the second gallery visits the costumes, stupas, and other artifacts and presentations. The S-
shaped route in the third gallery is an opportunity to learn about the society's preservation of Dunhuang art and culture, 
which takes about 2.5-3 hours in total to visit.  

3.4 Target Audience 

Since the exhibition has great educational value and the function of passing on history, history lovers, communities, 
tourism, and student groups account for a large part of the exhibition.  

3.5 Resource Budget 

With funding from companies such as the China Dunhuang Caves Conservation Foundation and Suzhou Technol-
ogy Corporation, it is fully funded. There were no cost overruns involved in management, insurance, printing, trans-
portation, installation and dismantling, and lighting of the 188 artifacts.  

4. Conclusion 

It can be seen that as an emerging art center, China's curatorial industry is inclusive enough to support interdisci-
plinary exhibition collaborations in terms of physical space, economic mobility, cultural heritage, science and tech-
nology, and academic research in various fields (Yang, 2020). The promotion of interdisciplinary cross-fertilization 
in exhibitions contributes to a move away from homogeneity in the transformation and construction of current exhi-
bition spaces. For example, the diverse range of information contained in the collections housed in the Palace Mu-
seum is inherently interdisciplinary and can readily establish interactive connections with the diverse backgrounds of 



Xuefei Yang 
 

 

DOI: 10.26855/jhass.2023.10.012 1988 Journal of Humanities, Arts and Social Science 
 

visitors from various fields (Wang, 2004). PSA's exhibitions are intentionally linked to current social issues and aim 
to evoke empathy in the viewer. These three exhibitions successfully blend biology, botany, historical archaeology, 
and art, presenting elements of Chinese history and culture that contribute to the reinvention of the museum at an 
international level (Li & Sun, 2017). They have established a platform for dialogue and the sharing of information 
among exhibits, audiences, curators, and scholars from diverse fields. This platform facilitates exchange and collab-
oration among experts, effectively bringing traditional Chinese culture and historical elements into interdisciplinary 
exhibitions. As a result, it has revitalized and enhanced the creativity of China's curatorial industry, while also pre-
venting the spread of cultural homogenization that often accompanies increased cultural participation. Responding 
to the audience's needs as exhibition participants, collaborators, and co-creators, with interesting approaches, region-
ally specific cultural elements, and diverse presentations around themes and ideas (Sandvik, 2011; Yue, 2021). It is 
worth noting that a wide range of cross-border institutional collaborations have been established to activate partici-
pants from various fields and facilitate the co-creation of exhibitions. This allows for the convergence of creativity 
from different fields on a comprehensive platform for cross-media and cross-disciplinary artistic exchange between 
the Chinese curatorial industry and the rest of the world. 
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