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CONTINUUM

GENERATION
BY
GENERATION

Qiu Zhijie

he theme of the China Pavilion at the 57th Venice Biennale, Continuum — Generation by Generation (buxi) stems from the

classic Chinese text of divination, the Book of Changes (Yijing). In the ‘Great Commentary’ (Dayi) section of the book, it

states: ‘Life and growth: this is the meaning of transformation and change’ (shenghshengzhi wei yi); and ‘The movement of

the Heavens is constant and full of power; thus the enlightened one strengthens and exerts himself ceaselessly and tirelessly
(tian xing jian, junzi yi zigiang buxi). The formal Chinese title of this exhibition on the poster and book covers, is in fact, simply the term
buxi: the character bu is in the hand of the great fourth-century calligrapher Wang Xizhi (303-361), while the second character, xi, is in
the calligraphy of his son, Wang Xianzhi (344-386).

The theme of this year’s Venice Biennale is ‘Viva Arte Viva.

In the long history of the Chinese cultural tradition, it is not the pursuit of cultural ‘immortality’ (buxiu) that has inspired our artists and
thinkers, but rather the pursuit of the ceaseless endeavor and the generative resilience produced by that endeavor which are implicit
in the concept of buxi. In the famous tale ‘The Foolish Old Man Who Removed the Mountains’ (Yugong yishan), an old man decides to
dedicate himself to the removal of the ‘immortal’ Taihang and Wangwu mountains that have always blocked the path from the home
of his family to the plains beyond, even if it means dedicating the ceaseless efforts of generations of his descendants to do so. The
Heavenly Emperor eventually becomes so impressed with the tireless efforts of the old man and his family that he orders his own sons
to remove the mountains on their behalf.

Chinese people entrust their hopes and wishes to the next generation through the inscription of sacrificial bells and tripods: you should
be blessed with it for generations to come. The immortality of metals and stone is only meaningful when conversations with the future
is carried out. Most Chinese never mummify the deceased in anticipation of resurrection or salvation. The almost mummy-like human
incarnation of the Buddha appears in the imported Buddhism. The Chinese people die in reassurance as long as they have offspring.
Even if their country is occupied, as long as they have children, there are hope — lands will be restored and revived by their descendants.
the poet urged people inform him once the country is reclaimed.

Chinese mythology and ancient texts are replete with various stories demonstrating the power of these qualities across time and
generations. The giant Kuafu who relentlessly raced with the sun, trying to capture it in order to hide its light and ease the suffering of
the scorched earth, died from thirst and exhaustion; the story of the mythical bird Jingwei, who made endless flights to fill in the sea,
twig by twig and pebble by pebble, so that others would not drown there; Yu the Great, who dredged the riverbeds for thirteen years to
control the flood... The spirit of perseverance and resilience of these legendary figures has become part of the Chinese cultural gene.

Historian Arnold J. Toynbee identified 26 distinct civilizations that emerged over the course of human history: while many of these

CONTINUUM -- GENERATION BY GENERATION
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ancient civilizations had already perished, others had weakened and given rise to new civilizations emerging in their stead. Of these
early civilizations, only Chinese civilization endured largely unchanged: its civilizational essence has survived through countless
challenges and cataclysms—some of which nearly destroyed it—and like a phoenix, has time and again risen, renewed and revitalized,
from the ashes of history. After the fire of Qin, there must be descendant like Fusheng; the Uprising of the Five Barbarians preceded the
prosperous period of Tang Dynasty. Merely a little more than one hundred years after the Battle of Yamen, the expeditionary voyages
of Ming Dynasty had already sailed to the Indian Ocean. The Chinese nation has been enriched and become more mature with each
disaster. This is not destined happen, this is a kind of mechanism and resolution.

This is an ontological base of “adaption and change — waiting patiently and believing in changes, continuously being accepting and
adept in assimilation, generating demand of self-renewal everyday, constantly reenergizing and studying. An apt metaphor for Chinese
culture is the banyan tree, whose aerial roots waft in the air, absorbing moisture. Once they make contact with the ground, the roots
enter the soil and begin to form new trunks. Even when the primary trunk withers, the banyan tree continues to grow, enduring just
as hardily as the reptiles who have wandered the earth for countless millennia. This image is the portrait of China: ancient, complex,
and long-lasting. The Chinese culture is like the root of bamboo spreading silently underground, building a network in harsh winters,
waiting to sprout when the spring comes. From the transmission of Buddhism from the West to the arrival on Chinese shores of Matteo
Ricci,China has absorbed and internalized the new in a historical process of constant transformation—but as the Book of Changes states,
throughout the process of transformation and renewal, the civilizational essence remains unchanged. The ancient Greek philosophers
also understood this principle, as exemplified in their Ship of Theseus paradox—even as every component of the original ancient ship is
gradually replaced over time, it still retains its fundamental identity.

In cultural terms, immortality is not a karmic rule: in fact there are far too many opportunities to hold funerals for cultural legacies.
Hamlet’s dilemma of ‘to be or not to be’ is one that is faced on a daily basis. Yet throughout Chinese history, the spirit of buxi—the
determination to persevere, to strive to both maintain and add to the cultural legacy—has been a rational, collective choice. One could
say that buxi is an act of willpower, and serves as a constantly renewed link between the ancients and the generations who have come
after them. Each generation is imbued with a historical consciousness of both accepting and passing on the baton of legacy in a long
relay of transmission and progression. The Chinese maxim that ‘Success does not rest with me alone’ (chengshi bubi zai wo) represents
an awareness of communal endeavor across time, class and generations that is echoed throughout our literature and philosophy. This
will is a collective perspective that echoes in sayings such as “the ultimate success does not need to be achieved in my time,” and “please
make the great sacrifice of carrying out the difficult task, | will help them complete the easier task.” This is the kind of will that stems
from admiration of folk wisdom — “to recover knowledge about the rites among the people when imperial rituals become defunct.”

Therefore, we carry on the succession of teachings with the spirit of a relay race, we are devoted to collaborations with the mentality
of the whole, and we return to the field with the admiration of the folk people. As a result, the spiritual reserve is never exhausted; the
power of heritage will continue ceaselessly.

Epigraphs

The mission of the Chinese Pavilion is to capture the energy of perseverance and resilience, cultural transmission and regeneration that
is implicit in the concept of buxi, to provide insight into the operating mechanism of Chinese art.

We intend to highlight the innovative vitality of contemporary art-making, and to capture the possibilities for transformation and
renewal of traditional craftsmanship within contemporary culture — harnessing qualities such as the light and shadow of leather
puppetry, the materiality of bamboo trees that rematerialize as hand-made xuan paper, the solidity of wares that are formed from the
heart of the earth, and the myriad sounds that are implicit in handmade musical instruments.

The narrative of the exhibition unfolds both visually and conceptually through the themes of ‘Mountain and Ocean’ and ‘Ancient and
Modern’, two interchangeable constructions of ‘Yin and Yang’.

We have selected two important and representative Song-dynasty paintings from the collection of the Palace Museum in Beijing, to
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serve as ‘epigraphs’ for the exhibition: Skeleton Fantasy Show by Li Song (1190-1230) and Twelve Images of Water Surging by Ma Yuan (c.
1160/65-1225). Both works exemplify unique characteristics of the Chinese spiritual framework, in particular views on life, death, and
time, all of which relate to the concept of buxi.

Skeleton Fantasy Show depicts a familiar scene from Song-period daily life: an itinerant puppeteer performs in front of small children,
while a woman nursing an infant looks on nearby. Yet the work is imbued with a surrealistic and symbolic flavour, for the puppeteer is
presented as a skeleton, as is the puppet whose strings he is manipulating. From the juxtaposition of the skeleton puppeteer and the
children, to the role of the puppeteer as an instructor in the ‘game of life’, to the belief system embedded in the Song painting tradition
of images of children, to the Daoist connotations related to Zhuangzi’s concept of buxi as a daily life practice, the painting is rich in
metaphor and in interpretive possibilities.

Ma Yuan’s Twelve Images of Water Surging expresses the artist’s deep understanding of the opposing states of calm and agitation, finite
and infinite, smooth and rough, far and near; and can be read as an expression of the energetic power of the life-force that runs like a
philosophical thread throughout Chinese painting history. The flourishing and decline of culture and destiny are like the ebb and flow of
water, and must follow the course of nature. But like converging waters, over time the cultural tributaries merge and flow, strengthen
and grow, to become an inexhaustible torrent surging into the future. The twelve images of water surging, represent the different
qualities of water. Therefore, it is a set of maps, embracing rivers, lakes, and seas. Moreover, they are water at different moments —
active or motionless, fast or slow, open or calm, all depending on what they encounter, as circumstances change with the passage of
time. Ma Yuan’s Twelve Images of Water Surging is the signifier of “change.” An empty vessel has all the capacity to contain, a person
who has gone through the process of metamorphosis over and over again, can make magnificent creations through the great changes of
time.

Within these two Song-dynasty compositions are embedded core aspects of human emotional and philosophical states. The four
participating artists in this project will respond to these two paintings.

Folk Culture-The Inexhaustible Incubator

The Chinese word for ‘art’ is comprised of two characters, yi and shu. In the etymology of the character yi, the original pictographic form
is that of a man kneeling on the earth to plant a tree. The energy of buxi stems from the earth. Even in Simplified Chinese, the kneeling
person holding the plant in the character yi is still visible.

Throughout history the mechanism that channels this energy of endurance and transmission is the constant interaction and inter-
fertilization between the cultural elite—our artists, poets and scholars—and the folk, the common people.

The enduring creative power of Chinese art throughout the millennia is rooted in the rich and fertile incubator of folk culture; there is
also a mechanism established to collecting the energy from folk culture. The tradition of compiling, studying and being inspired by the
arts dates as far back as the Shijing (Classic of Poetry), created between the 11th and 7th century BCE. From the Han-dynasty carvers
of wooden calligraphy slips to the engravers of Northern Wei dynasty epitaphs, from the female embroiderers of Gusu to the painters
of Dunhuang, Chinese creativity flowered all over the country. Folk art in China is the great sea into which Chinese fine artists have
been diving for generations: it integrates all forms, it generates clouds and rain, and is the source to which we always return. Whenever
Chinese civilization faces a Toynbee-like challenge, we ‘recover knowledge about the rites from among the people’. From the energetic
matrix of folk culture, ‘ten thousand saplings will shoot up from a withered tree.” The continuum of Chinese art is made possible because
it is rooted in the inexhaustible soil of folk culture. Active sources are inexhaustible; no end is reached without without hardships.

Since the late nineteenth century, the modernization process of China's society has been a process of rediscovering folk. After
exploring the world to research past experience to apply to Chinese the traditional culture when it faces critically challenging moments,
generations of intellectuals jointly launched a downward search, by revisiting the folk culture to reshape China. They collected stories,
gathered patterns and designs, measured ancient buildings... from the New Year paintings to the theatre plays, from flower-shaped
steamed buns to the statue to stone statues, from accents to rituals, more than any scholars in previous eras they are determined to
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dedicate themselves to travel through tens of thousands of mountains and valleys, villages and households, to immerse themselves in
hands-on research and find the answer to their questions. They were like the Great Yu, controls the waters in a new world of surging
sea and time of turmoil. As a result, they themselves were reborn in this process, being remolded to find out their true originality and
simplicity.

Creativity in Chinese tradition is not born of tedious repetition in the studio, but rather in the education gleaned from the fields; it is not
a product of calculated design, but of spontaneous flow arising from long practice (like the ‘dexterous butcher’ in Zhuangzi’s parable). It
is not reliant on the spark of solitary genius, but on the constant revisiting of the folk and the native cultural soil. In other words, it is an
aggregate of collective energy.

We have invited our two participating folk art masters and two contemporary artists to create two fundamentally contrasting narratives.

Yao Huifen, the Certified Inheritor of Suzhou Embroidery from the southern Jiangnan region, and Wang Tianwen, a shadow puppet
master from Northwest China, with the delicate and graceful embroidery technique contrasting with the bolder and more naive craft
of shadow puppetry. Participating contemporary artists are Wu Jian’an, who focuses on transforming elements from folk crafts such as
shadow play and papercuts into installation art, and Tang Nannan, who engages in an excavation of the sources of calligraphy and ink
painting, and utilizes his findings in the creation of contemporary ink painting and video art.

Many of Wu Jian’an’s work before were rooted in the image and symbolic tradition of the folk life of China, they were like the bright-
colored Tales of the Miraculous; Tang Nannan’s work were embedded in Chinese Literati’s tradition of nostalgia and commemorating
the past, they were dark-colored Tune of Melancholy. The former emphasizes on narration, the later emphasizes on reflection; the
former is the Mountain of Flowers and Fruits, the later is the Ocean of Life and Death. This forms the dichotomy of themes “Mountain
and Ocean,” which also permeate and connect to each other. One of Tang Nannan’s representative works is the gigantic projection
Billennium Waves. The concept is the reciprocal generation of Yin and Yang, mountain and ocean are interchangeable.

From Suzhou embroidery to shadow play performance to ink paintings, the artworks were presented in a completely new contemporary
context, using an inter-media approach. We used video and animation projection as the light source for one of the most traditional
forms of folk art — shadow play, which was a bold experiment of traditional Chinese art medium. China has a long traditional culture,
which prompts its people to bring their traditions into experimental territory.

We believe such endeavors set a meaningful example of self-renovation and immortalization of art for other long-established
civilizations because people elsewhere in the world are facing similar difficulties and devising their own solutions.

Collaboration: a collective intertextual network

Part of the creative process in this project will be the interpenetration of the work of folk artists and contemporary artists. Yao Huifen
will recreate the Song-dynasty painting Skeleton Fantasy Show in embroidery, using more than a hundred unique stitching techniques
from the Suzhou tradition, and she will also participate in the production of Tang Nannan’s work The Forgotten Sea. Wu Jian’an and
shadow puppet master Wang Tianwen have been collaborating for many years, and for this exhibition they will create new works based
on Ma Yuan’s Twelve Images of Water Surging and images of mountains and seas. Engaging in collaborative action, all the invited artists
will produce new works together; Tang Nannan, who was raised in a theatre environment, with shadow puppet master Wang Tianwen;
Wu Jian’an, who is from the Jin’an district of Shanghai, with Yao Huifen from Suzhou; Yao Huifen who is from the Southeast and Wang
Tianwen who is from the Northwest; Tang Nannan, who was born in Indonesia, and Wu Jian’an who is from Zhejiang. With these
crossover collaborations, the entire exhibition will become a network of intertextual and collective creation.

Each artist of this exhibition will collaborate with the other three artists in the show. Even though this project incorporates many
traditional Chinese elements, the working method of inter-collaboration is more typical of the Internet era: Interactions occur between
two points, from one point to multi-points, and from multi-points to multi-points. In this web of interaction and inter-collaboration,
tradition is both extended and interpreted by both contemporary artists and folk artists. Contemporary artists thus become active
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elements of collaboration.

In this theater of constant flux, the artists, together with the curator, other visiting artists, volunteers, and even visitors, will be invited
to participate in a large-scale collaboration.

What we are seeking to create at this year’s China Pavilion is ultimately a new iteration of the traditional ‘elegant gathering’ (yaji) of
the Chinese cultural world. From the ‘Orchid Pavilion Gathering to the ‘Gathering in the Western Garden’ , to the present-day ‘Venice
Gathering’, the yaji is the most appropriate vehicle for the creation, appreciation and understanding of Chinese art. Just as guests at a
traditional yaji gathering would respond to a poet’s recitation by creating lines or poems of their own, the artists in our yaji gathering in
Venice awaken their nascent potentials through collaborative games, creatively inspired by the work of other artists. This poses a strong
contrast to the Romantic myth of solitary individual creation. In this ancient vision of utopia, Chinese artists do not work in solitude:
rather, their creations are always a kind of response, an opening up of a new trajectory, an anticipation of an antiphon, a commentary, a
coda: an act of creation in a communal context. Only art that meets these criteria can truly be described as ‘Chinese contemporary art’.

Formally overwhelming with overlaying and connective mechanisms set up, all to demonstrate the overall theme, both internally and
externally, explicitly and implicitly. This is the Pavilion of China; However, how can what we presented be limited to only the experience
of China?

The artists all collaborated with each other: each of their works reflects the creativity of their collaborator. The annihilation of the myth
of individual artistic creation is a genuine form of modesty — artists are not described as an epoch-making and God-like figure, but a
humble carrier of the energy of collaboration and succession.

Teachers

Deep in the psyche of every Chinese artist is an intense awareness of the binary link to both past and future. In his famous third-century
calligraphic work, The Preface to the Gathering at Orchid Pavilion, the scholar Wang Xizhi wrote ‘Future generations will look upon us,
just as we look upon our past’, while almost two millennia later the contemporary poet Bei Dao penned the line: ‘“The people of the
future fix their gaze upon us.” It is only in Chinese culture that we find such a strange phenomenon as the ‘Wordless Stele’ ; yet more
often, Chinese memorial stelae are covered by layers of inscriptions added over time. At the Yellow Crane Tower, the poet Li Bai (701-
762) wrote verses in response to Cui Hao’s (704-754) famous poem about the Tower created years earlier, enacting a kind of dialogue
across time. In the cliff inscriptions at Mount Tai or along the banks of West Lake, generations of poets have felt and expressed a sense
of connectivity with poets of both the past and the future. In this sense, Chinese art is a communal act across five thousand years of our
collective history, in which each artist both participates and responds: a kind of cross-generational yaji gathering.

Here we will also transform the concept and image of buxi as archival evidence, establishing an area in the exhibition hall to display
archival documents tracing the educational lineage of the four participating artists. Wu Jian’an’s teacher is Lu Shengzhong, whose
teacher is Feng Zhen; Wang Tianwen’s teacher is Li Zhanwen, whose teacher is Li Sanxi; Yao Huifen’s teacher is Mou Zhihong, whose
teachers can be traced back to Shen Shou. Today, each of these four artists is also a teacher to other people. As long as they are
creating, the spirit of their own teachers will continue to live on, and never fade away. In every artist’s work, echoes the exploration of
generations of their teachers.

Although the works exhibited are directly created by the four participating artists, the work of their teachers and students is also on
display here. The establishment of this archival wall is an affectionate tribute paid to all these artists, not limited to the four artists’
teachers and friends, but each participant of this collective creation. The buxi quality of art is maintained through a set of operating
mechanism. To demonstrate this mechanism clearly, it has to do with truth and dignity, and our generation’s affection towards our
beloved teachers. The Chinese art we create in our time, should continue to be affectionate and righteousness.

Chinese art is an ongoing, tireless project of connectivity, as expressed in the concept of buxi. Each work in Chinese art history is like a
section of a long scroll; and just as inscriptions and colophons are constantly added to a painting scroll, the subsequent works of art are
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both commentaries on the work that came before, and new creations in themselves. This long scroll is ever growing, and ever unfolding.

This discursive overlay and echoing of folk art and fine art, new art and traditional art, creates an energy field that is charged with spirit
of buxi. The Foolish Old Man who Removed the Mountains said: ‘When | die, my sons will carry on; when they die, there will be my
grandsons, and then their sons and grandsons, and so on to infinity. High as they are, the mountains cannot grow any higher and with
every bit we dig, they will be that much lower. Why can't we clear them away?’

This sums up the operating mechanism, born of both endeavor and resilience, of the generational continuum of Chinese art and
civilization. This is our proposal and our response to ‘Viva Arte Viva.

China

n o

The three concepts of “Succession of Teachings,” “Collaboration,” and “Folk” are not characteristics that are unique to the Chinese. We
believe this kind of energy exists in art around the world. However, people people are too immersed in the romantic myth of solitary
individual creation, and thus forget about the magnificent movement of energy. They only need to bring the existence of this operating

mechanism through their perspective.

We consider artwork from ancient to modern times as a Continuum. Each birth of an individual artwork is a kind of continuation and
development of a creation that has been going on for thousands of years. Each poet who wrote words about the theme Retrospection
of Jinling participated in a poem yaji called Retrospection of Jinling, or a collective creation of a greater poem. In fact, we all know that
Homeric Hymns were uncritically attributed to Homer himself in antiquity, in a sense Homer is a collective name for all the authors.
We all clearly remember who Michelangelo’s teacher was. Each author is also an organizer, collector, and illustrator; each creation is a
response to an invitation, to participate in a collective intertextual network. At the same time, he or she is also a new inviter.

Art history is a continuous relay creation, this concept is supposed to be simple. The problem is that some art theory considers artists
as beings with divine power, which made artists arrogant and conceited, thinking their creativity is attributed to themselves alone. As
a result, they are ungrateful with no friendship, scheming and secretive, they can no longer hear invitations from other artists and no
longer see the spectators, all of which cut them off from the source of creativity. Artists became petty-minded, confined in their tiny
space and worry about their personal gains and losses. They believe the gained autonomy, but in fact, they lost their freedom.

Actually, in the West people are facing the same thing, the myth of individual creation is a dominating concept in art academies and
the art system. We need to renew our perceptions on all levels — personal, ontological, and creative. Let’s research, listen, draw lessons
from others, and practice from the beginning. Let’s make creation good-natured, friendly, and elegant again. Artists do not need to be
epoch-making like God, they should just be humans, with affection and righteousness.

Creating the ‘genealogical trees’ to trace back the teaching lineage of these artists, we find that their branches spread further than
we ever would have imagined. From the French art professors who taught Xu Beihong and Lin Fengmian, to the Japanese teachers
of Fu Baoshi; from Feng Zhen’s art teachers in the Soviet Union, back to the Russian painter Malevich; from Tang Nannan back to the
philosophers Heidegger and Husserl: This is a list of infinite succession of teachings, a scholar’s gathering connecting all the disciples.
Each of the connecting nodes contributes to Chinese culture, which is a whirlpool continuously pulling in energy. The curator and
artists of the China Pavilion distinctively listed all of the artists who influenced them. They describe the Chinese tradition as a kind of
energy enriched and activated by the continuous importing of resources, a ball of flame that persists only if constantly fuelled and well-
preserved by various external help, guidance, and assistance.

The art of a nation is described as the response to the art of other nations, combining and absorbing various traditions or not
emphasizing a kind of unique and complacent national tradition. When viewed this way, the China Pavilion is in fact a pavilion that is

beyond the definition of countries and narrow nationalism.

China was never a country with a nationalist mentality; it has always been a collective body consisting of diverse elements. The Chinese
characters for China — “Zhong Guo,” means “the Central Kingdom,” but it does not have the structure of Mount Sumeru, whose highest
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peak is in the middle. In the course of Chinese history, China has always been a relentless and inclusive learner, and it’s exactly because
of this that China has acquired her complexity. Chinese people deeply appreciate the fact that before exporting silk through the Silk
Road, wheat copperware manufacturing technology was brought to China from West Asia. Buddhist belief that originated in India was
largely accepted into Chinese culture. The Italian priest Matteo Ricci buried in Beijing was honored with the name “Lizi” — the Chinese
character zi is only used for sage leaders in China. Historically, Chinese thinkers mostly discussed the Tao system under heaven, and are
ashamed to discuss the interest of a single tribe or country. If they defended a certain country, it was because they believed that the
country was protecting the law of heaven. What they are passionate about is a civilization, not a single country.

The Chinese contemporary art that we want to present to the world is a new product that carries within it the essence of this collective
creative endeavor over the centuries. It must be produced with integrity and authenticity; not through calculation for the sake of fast
gains, but through spontaneous free-flowing expression born of skill and perseverance. Success is counted not in inflated material
value but in inspiration and empathy. And tradition should prove its ability to be open and communicative through its complexity in
the process of individual construction, not to lead anyone into narrowness and over-absorption of one-sided mindset. Only when we
have the ability to create art that is firmly rooted in the DNA of Chinese civilization, in the true structures of Chinese social ethos, in the
ingeniousness of our craftsmanship and literati traditions, can we create a contemporary art that will make new a contribution to the
world and that we can be proud to introduce in the homeland of Marco Polo.

Chinese to English Translators:

Valerie C. Doran
Zhang Lulu

English Editor: Valerie C. Doran
Copy Editor: Lan Lan, Francesca Girelli

1 The Orchid Pavilion Gathering of 353 CE was a cultural and poetic event during the Six Dynasties era, in China. This event itself has a certain inherent and poetic interest in regard to the
development of landscape poetry and the philosophical ideas of Zhuangzi. The gathering at the Orchid Pavilion is also famous for the artistry of the calligraphy of Wang Xizhi, who was both
one of the participants as well as the author and calligrapher of the Preface to the Orchid Pavilion, not to mention the literary mastery of this introduction. (Wikipedia, https://en.wikipedia.
org/wiki/Orchid_Pavilion_Gathering).

2 A popular legend in the Ming and Qing periods described how several centuries ago during the Yuanyou reign (1086-1093) of North Song emperor Zhezong, a graceful literary gathering
had taken place at West Garden, the property of Wang Shen, husband of a princess, and a painter cum calligrapher in his own right. Wang was the host, the list of guests including the
famous brothers Su Shi (1037-1101) and Su Zhe (1039-1112), their calligrapher friend Huang Tingjian (1045-1105), as well as Qin Guan (1049-1100), Mi Fu (1051-1107), Li Gonglin
(1049-1106), Chao Buzhi (1053-1110), Zhang Lei (1054-1114), Zheng Jinglao, Chen Jingyuan (1024-1094), Wang Qinchen, Liu Jing, Cai Zhao, Li Zhiyi (1038-1117) and Yuantong the Great
Monk. All were heavyweights of the then literary and art circle and had their respective significant places in the art or literature history of China. (China Online Museum, http.//www.
chinaonlinemuseum.com/carving-wood-west-garden.php).

3 A reference to the memorial stele erected upon the death of the Tang Empress Wu Zhetian (625-705) at Qianling Mausoleum in Shaanxi province. The Empress before her death had
requested that the stele be left blank and no eulogy be inscribed upon it.
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WHO STILL
REMEMBERS

THE UNTRAMMELED
JOURNEY?

ANNOTATION
OF THE MAP
OF BUXI

Qiu Zhijie

he Map of Buxi displayed in the exhibition hall of the Chinese Pavilion at this year’s Venice Biennale also appeared on the
exhibition poster. It’s a collection of themes and topics discussed by the Chinese Pavilion.

The map is a Pisces Tai Chi Diagram. The “fish” on the left has the eye of “The Abyss of Change,” which collects various
stories concerning change in Chinese mythology. The eye of the “fish” on the right is called “The Abyss of Succession,” which describes
the whole set of political mechanisms in China, from the elite to the common people. We can say that the left represents natural
philosophy and the right, social ideology. The S-shaped river separating the two fish in the middle, called the “River of Endless Life,”
is shaped like the Grand Canal on the main island of Venice. Therefore, this Map of Buxi is not only a Tai Chi Diagram, but also a map
of Venice. Similarly, the bridges that appear on the map deliberately emphasize the relationship with the actual bridges of Venice. For
example, the “Bridge of the Investigation of Things” in the top half is modeled after the famous Rialto Bridge; and the wooden structure
of the “Bridge of Buxi” found in the lower half clearly takes after the Ponte dell'Accademia.

Let’s start from the “Bridge of Buxi” and look to the right.

After crossing the bridge to the right, we reach the Picture of a Hundred Children, where the “generation after generation of sons and
grandsons” and “civilizing” texts exist. Naturally, the “Mount of the Foolish Old Man Removing the Mountains” is above them. This
story is central to the entire Chinese Pavilion at the Venice Biennale, and also embodies the restless spirit of the Chinese people. To the
right of the “Mount of the Foolish Old Man Removes the Mountains” by the “Lake of Succession,” we see concepts such as ancestors,
ancestral graves, and genes, which are all related to the notions of “family” and “clan.” Heading up from “ancestors,” we reach
“townsman” and “town’s sage,” then we see the prominent “town” character. Here, we discuss the meaning of hometown from home
to town. One’s hometown is not just a place of birth, but also where you were educated. Your hometown diet and accent are what you
first learned. Thus, the Chinese folk-style method of passing down knowledge appeared — the village school.

On the upper left side of “Mount of the Foolish Old Man Removing the Mountains,” we see the continuous “Blood Lineage.” Then from
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the foot of the mountain where “The God of Snakes” lies, a passage connects upwards to “Kua'ershi” and “Taihang Mountain.” At the
same time, we see a description of the Foolish Old Man’s working method: strive to do your best; success need not be accomplished by
our generation; pass the torch of learning on to the next generation.

Heading up from the right side of the Taihang Mountain, a huge mountain range rises from the ground. We’ll see several peaks in
succession: “literary lineage” and “succession of teachings,” above which is “Confucian orthodoxy.”

On the upper right side of “Confucian orthodoxy” in the valley between the two mountains lies the possibility of “Asking the | Ching,”
which means consulting the | Ching for everything. In other words, think about the possibility of change when it comes to life.

This mountain range became the watershed of the area on the right. In the area on its left, we discussed the View of Success and
Failure; to the right we discussed Different Social Status. In the View of Success and Failure, we see that Chinese people emphasize not
only “being at peace wherever one goes” and believing in change, but also the patience of waiting and having faith in “a spell of good
fortune when the time comes.” They developed the philosophies of “how to become a loser” and “knowing your destined fate,” and
the value of perceiving losers who “fail graciously with honor” as heroes. This is shown on the mountain behind “Confucian orthodoxy,”
named “Mount of Amor Fati.” | used its original Latin phrase — the concept of “love and accept your destined fate” is not unique to the
Chinese. However, we emphasize a more robust ideology: we wait for the arrival of opportunity, known as “wait for an opportunity to
act” When opportunity comes knocking, we know very well, “don't let slip an opportunity as it may never come again.” Therefore, we
will live our lives with vigor at the right time, “willing to sacrifice one’s life for self-appointed responsibility.” Here a set of robust ideas
appears: “no pain, no gain” and “unremitting self-improvement.” The hillside climbs up from the left, leading to the summit, where
suddenly, “The Constant Movement of the Heavens” emerges from deep within the clouds. This is the climax of the image, as well as
the main peak of Chinese thought.

The right opportunity is worth patiently waiting for, “the Road of Right Time and Compassion,” so to speak. Walking towards the upper
left corner along this road, we see “Zhongnan Mountain.” Zhongnan Mountain has been the capital of immortals since the beginning of
time, as well as the place where hermits reside, so of course a group of fake hermits have gathered to take the shortcut to Zhongnan
Mountain. The narratives of immortals provide us with phrases such as “may you live as long as the Southern Mountain,” and in the
valley of the Zhongnan Mountain, the expressions of Chinese seclusion philosophy can be found everywhere. Not only do we have
the proactive action of “self-appointed responsibilities,” but also a set of principles which teach people to “be adaptable” and go into
dormancy when needed. When a destined opportunity appears, we bring energy and good fortune with us to achieve greatness. When
the timing is off, we gather wild vetch in the valley, fish by the riverbank without a hook, observe the world and “embrace the positive
despite seeing all the negative.” Above the sea is a set of cyclical concepts of time: “God's way goes in a cycle” and “start again and
come full circle.”

On the left of Zhongnan Mountain, we see a series of interesting stories, which, strangely enough, all happened on Zhongnan Mountain.
This includes “Laozi reveals to Xu Jia,” which later became the “Immortal of White Skeleton” story. As the mountain of the immortals,
Louguantai (Platform of High View), the Female Springs, and the Pond of Highest Virtue of Zhongnan Mountain were named to be both
philosophical and enlightening. On Zhongnan Mountain, the “Tomb of the Living Dead,” built by Wang Chongyang of the Quanzhen
School, also appears. From Tomb of the Living Dead of the Quanzhen School to the longevity the immortals pursue, if we enter the sea
from the right, we reach “panacea,” where we see the elixir, the Eight Immortals crossing the sea, and Chang’e rushing to the moon.
From there it leads to the upper left corner of the image, the ethereal mountain of the immortals, Penglai.

Now let’s return to the right side of the Constant Movement of the Heavens mountain range where we will discover a river valley,
clamped by the Peak of Investigation of Change and Mount of Confucian orthodoxy. The river flows down to the Abyss of Succession.
After “asking the | Ching,” you become a person who will “understand the law of changes” and “is attentive.” As a result you become
fearless and selfless. The river runs around Mount Wangwu, leading to your homeland of honest and kind fellow villagers.

| deliberately translated Mount Wangwu into a rather plain name: Mount of King’s House, which leads to Ancestral temple. This is the
model of Chinese social mobility: students from private village schools, supported by their farmer parents, become elites and work for
the court through the imperial examination and their talents in literature and writing. But eventually they will return home, just like

fallen leaves return to their roots. They become village gentry who once held official positions, passing down Confucian orthodoxy.
This road leads both upward and downward. We can see the interaction between the Chinese elite and folk tradition. The imperial
examination is just one channel, as recommending and searching for men of virtue and ability are also ways to gather talent for social

governance.

Along the fields surrounding the Abyss of Succession, concepts such as “Village,” “Land,” “Field,” “Folk” are explained and put in their
places.

“Field” refers to grassroots, as well as the unrestrained aged rustics and wild species. In the country fields, roots are spread all over. The
bamboo rhizome grows quietly underground, the bamboo shoots rise up from underneath, and the
aerial roots of the banyan trees dangle from above, growing vigorously year after year.

With the Mountain Range of Masters above the wild countryside field, just as the literati write splendid articles, the technique and
ingenuity of craftsmanship is almost a way of the Tao. Therefore, the wild countryside field becomes the original source of Chinese
culture and the abyss where the cultural gene is incubated in an accepting and broad manner. As a result, it becomes possible to “recover
knowledge about the rites from among the people,” and for people to create “Tribute Poems” and “Folk Songs.”

“Land” is a place for building homes and settling down, a place where local specialties grow. It’s also the soil, where men with superior
virtues are able to bear responsibility, and everything in the world is nurtured.

Cross the River of Social Mobility and walk down the road to see discussions about the limitations of the native soil and the attributes of
“people.” The countryside field is both original and conservative, even closed up, which gave birth to ancient techniques and methods.
People there are attached to the native land and unwilling to move away. They always show gratitude for the source of the benefit
received, and their hope is to return to their roots when the time comes. Stories, legends, and unofficial history are nurtured in such
places, full of vigor and spirit. That is why it’s the place for the elite to collect knowledge and inspiration.

Right below the Abyss of Succession, we see a mountain range called “collaboration.”

Above the mountain range, along the Road of Native Soil, we see that people emphasize “Identity.” They become “friends,” then form a
“group,” and in such a crowd, they construct their community and a sense of belonging. They share experiences, becoming people with
mutual interests, missions, and purposes in the process. They learn to lean on each other, to establish blood ties through marriage, or
become sworn brothers and sisters to forge kinship. Thus here is a road leading upward, returning to the homeland we talked about by
the foot of Mount of Foolish Old Man Removing the Mountains.

If we don’t take the road above the Mount of Collaboration, but instead go down along the Ancient Passage below, we travel from
“Stories” collected from the folk culture to “Collections.” We walk past the inscriptions and poems left by ancient literati on cliffsides
and stones, collaborations of prefaces and postscripts to each other that all happened in the literary world. This leads us to one of
the core curatorial themes of the Chinese Pavilion of this year’s Venice Biennale: “Yaji (Scholars’ Gathering).” Yaji gathers people with
common interests and missions, creating a kind of intertextual work. People are aware of their differences and build common ground.
Through continuous reciprocal annotation and communication, creation is the result of mutual inspiration. Because of this, in the sea
within this region, we see the hope that “within the country's borders exists our soul mate.”

However, the collaboration discussed by Yaji is not merely a strategy to produce artwork. Collaboration happens among people. We see

” u

a mountain called “inter-individuals.” Mutual perception between two people generates “compassion.” “Compassion” is an awareness of
the relationship between people, more so a sensitivity to pain. Without compassion, people are apathetic and indifferent, hardened and
cruel despite his or her wealth. The ability to feel other’s pain is the basis for building a community to become “colleagues with common

goals.”

Crossing over the “Bridge of Colleagues,” we return to the homeland at the foot of Mount Foolish Old Man. Let’s look to the left from
the “Bridge of Buxi”:
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After crossing the Bridge of Buxi, which resembles the Ponte dell'Accademia in Venice, we arrive at a stop called “the Picture of Playing
Children.” Straight ahead, we reach the Dream of Splendor. Turning left to go down will lead to Picture of Children Playing under a
Pomegranate Tree. A pomegranate has many seeds, signifying the fertility of humankind; it also leads to “Picture of Flower Basket,”
which signifies an abundantly sumptuous material life.

In the mortal world, a traveling salesman, who's also a messenger, displays the curiosity and prosperity of the world, brings messages
from afar, and reveals the illusion of fame. So the traveling salesman is often the puppeteer in Picture of Children’s Games. Going to
the left from the Picture of the Travelling Salesman, we are directed to one of the two important epigraphs of the Chinese Pavilion —
the Skeleton Fantasy Show. The performer of the skeleton show is a traveling salesman who teaches “view of emptiness” and “view
of illusion,” and calls for an awakening. He reminds us that our body is just flesh and skin that will decay one day. Our skin is not much
different from the animal skin used for illusional shadow puppetry.

A road called “the way home” leads to the High Pavilion and the Low Pavilion. This is the landmark, “five-mile watchtower,” that
appeared in The Skeleton Fantasy Show. The two pavilions are places where people often bid farewell to their loved ones, sometimes
forever. Here by the sea, Mount Ya, another place for farewells, appears. Though oftentimes painful, it does not signify the end of a
civilization.

The High and Low Pavilions lead to the Courier Station, which leads to The Ends of the Earth. This is the tip of the fish tail on the left side
of the Tai Chi Diagram. Here are Mount Fajiu and Mount Feather. The former is where Jingwei lived, where the myth, Jingwei Tries to Fill
the Sea, suddenly appears. Together with the Foolish Old Man Removing the Mountains myth, they form the spiritual core of this year’s
Chinese Pavilion. Mount Feather is where the Great Yu's father, Gun, was beheaded due to his failed effort of controlling the waters. We
can say that the succession of effort between Gun and Yu is another form of generational relay just like the Foolish Old Man Removing
the Mountains.

The tool used by Gun for controlling the waters was called “growing soil,” which has profound meaning. This endless “growing soil,” just
like the “invisible soil” in the Foolish Old Man Removing the Mountains, is scattered around the Cape of Jingwei Tries to Fill the Sea. In
this floating world at the corners of the sea and the ends of the sky where separation between loved ones in life or death happen, with
the strong collective will like the ones in The Orphan of Zhao and Zhang Sheng Boils the Sea, we will always overcome any disaster.

If we look right along the tip of the cape, we reach the lowest right corner of the whole composition. The optical phenomenon, “Mirage,”
appears, surrounded by some of Tang Nannan’s works, including Unknown Beach, Archaeological Project of Global Beach Memory, and
What’s the Sea, and of course Wu Jian’an’s Daydream is floating to the right of the Mirage.

Let’s head back to the Skeleton Fantasy Show. From skeleton worship to the left, leading to “Shmashana Adhipati” and “Image of
Skeleton Dance” of Tantric Buddhism, there’s a distant group of islands called the “Pure Land.” Above, a passage leading up to the
traditional Taoist view of skeleton — “Chuang-tzu sighs with a skeleton.” Here we pass the terracotta figures at the burial site, and
reconnect to puppetry and theatre. The “puppet” is the “skeleton,” and the entire crowded world is nothing more than a puppet theater.
Everyone in this theatre is nothing more than a puppet of the universe. Chuang-tzu sighs with a skeleton and becomes enlightened, so
he can “understand life and death thoroughly.” He can lead a “being towards death” and then “resurrect out of desperation,” receiving
the freedom of “turning into butterflies” and “dreaming about the butterflies” in the end. The puppets of the universe know very well
that the wheel of fate turns forever, God’s will is relentless, fate destined by the heavens is capricious, and the changes in human affairs
often take freakish forms; what we can do is “die a worthy death” and “face death unflinchingly.”

From the Dream of Splendor, follow the riverside passage of “Resource Allocation,” to see the Mount of Yu the Great Controls the
Waters on the right. That story is filled with changes: in “the turning of seasons,” Yu the Great transforms into a bear and tunnels
through the mountain, and his wife Tushan-shi turns into a stone, which split and bore Yu’s son, Qi (revelation). To control the waters is
to open the blocked passage, as well as redistribute resources and establish rules. In order to control the waters, the land of China was
divided into Nine Provinces, and Qi cast Nine Tripods — the core of Chinese politics is the allocation of resources. And the premise of all
this is the observation and investigation of impermanence and change, and adapting to the right opportunity.

Therefore, on top of the Mount of Yu the Great Controls the Waters is the Abyss of Change. The many philosophical theories about
change developed by Chinese people are distributed around the lake. The concept of change bears the meaning of “Unpredictable,”
“Multiport,” and “Impermanence.”

Written on the right of the lake is “change constantly,” the perception that “seas change into mulberry fields and mulberry fields into
seas,” encouraging a philosophy of broad perspective — being at peace and adaptable towards the ever-changing world. This philosophy
teaches people to “let it be” and to wait for “the time of Yin and Yang harmony” and “bliss that comes from the depths of misfortune.”
Thus, a road leads to the Bridge of Opportunity that, once crossed, is the Plain of Fate that acts upon opportunities.

To the upper right of “Abyss of Change” is “Be adaptable,” leading to “Mountain of Flowers and Fruits,” which naturally reminds us
of the seventy-two changing forms of the Immortals. Written on the right of the river is “instantaneous change,” where lives merge,
transform, transcend, continuously make miracles happen, exhibiting the wonders of creation and the eminent power of nature. And
so here, on top of Mount Chi, we see Peng transforming from Kun, soaring towards the Untrammeled Journey. Above the ocean of the
Untrammeled Journey, the stars change positions, telling us things that happened “Thirty years to the east side of the river, and thirty
years to the west side of the river” Though the legendary land of Penglai is not far way, once we are on the untrammeled journey, we do
not need to lead a parasitic life on the lonely island of Penglai.

The lake at the lower right corner of “Abyss of Change” is called “Constantly Changing,” as change is impermanent and often intangible.
Therefore we see a whole mythology collection of metamorphosis. Here we gathered various examples of metamorphosis from The
Classic of Mountains and Seas: from Niwa'’s intestines to fishwife, from Mount Guyao to Mount Qingyao. In the myth, Kua Fu Chases
the Sun, Kua Fu’s dropped cane turned into Deng Lin, and his body into various objects of the human world. At the foot of this mountain
grows undying grass and even a real species of change found in nature — “Ophiocordyceps sinensis.”

The Sea of Untrammeled Journey was a chaotic world in prehistoric times, and it became the starting point of the Grand Canal of the Tai
Chi Diagram.

Floating down along the S-shaped curve, beginning at the Untrammeled Journey, we pass the philosophy of “on leveling all things”: on
the left bank is “Quanzhen Taoism,” and on the right bank is “Peng transforming from Kun.” Moving forward, the Bank of Generation-
Inhibition of Five Elements and Mount of Chaos are on opposite banks facing each other. On Zhongnan Mountain, the endless water
flowing out of the Pond of Highest Virtue merges into the main river. The River floats down and crosses the Bridge of Opportunity. On
the left bank is the philosophy of “being at peace wherever one goes” and “a spell of good fortune will come when the time comes”;
on its right bank is the belief of “out of the depths of misfortune comes bliss,” which is our understanding of the natural order. With
this understanding, we are able to see the change of “rising and falling” as matters of nature, and believe at the same time that “Man
proposes, God disposes.” The change between life and death is the natural order, and shall be treated with a peaceful heart; whether
or not you achieve greatness, you shall courageously make the effort and be proactive. This is the inspiration received under the Bridge
of Investigation. When facing the power of fate, we submit to it peacefully, but at the same time try to proactively “restore the lost
teachings of the past sages.” Since success or failure is not the only measurement for us, we are fearless, and as a result, “good at
becoming a loser.” Therefore, we have a whole philosophical system of a succession of teachings and literary lineage that we can employ
to rebuild our land. As long as our future generations are able to continue in our pursuits, there is no failure in the real sense. If we
failed here, it will be achieved somewhere else. What | failed to do will be accomplished by others. If we failed today, success may come
tomorrow. Work diligently without a thought of success or failure, even when pursuing the impossible.

Thus, there is a steadfast and everlasting will that enables us to cross the valley clamped by the Mount of Broad Perspective and the Cliff
of Dragon Gate. Here the current becomes swift and violent, and in the torrent, the pillar of mainstay appears.

The Pillar of Mainstay Mountain is practically the central point of the whole composition. The river bypasses it and keeps flowing down.
On the left is Mount of Yu the Great Controlling Waters, and on the right, the Mount of the Foolish Old Man Removing the Mountains.
The meandering river floated out of the Abyss of Changes, passing through “Pond of Reserve,” merging into the main river from the left.
The river continues down through the wooden Bridge of Buxi, and this section of the river is called “The River of Endless Life.” The Red
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Dust (The World of Mortals) on the left bank is where fame and karma interact and reciprocate; on the right bank is the homeland that

nurtures us.

The River of Endless Life continues to the right. Under its left bank is the “Cape of Jingwei Trying to Fill the Sea.” Gun and Yu the Great
Control the Waters and The Foolish Old Man Removes the Mountains are stories of two families working ceaselessly generation after
generation. But here, the mountain and the sea are inverted in position — the mountain is removed and the sea is filled. The S-shaped
river flows down into the ocean.

Titles of the works featured in the Chinese Pavilion at the 2017 Venice Biennale often become the names of places on this map. On the
upper right corner of the “Peak of the Constant Movement of the Heavens,” we see that the life philosophy of buxi becomes a torrent
of strong will in the sea, and there are always other mountains beyond this one, with the highest being Mount Buzhou, where the
warrior Xingtian revolts continuously. Because we know that there are mountains beyond mountains, we know very well that there is
The Sea in the Sea, and there is sky beyond the sky. In the sea in the upper right corner of the map, we can see the Seven Mountains
and The Heaven of Nine Levels. We gather the energy here to understand the heavenly principle that the energy of Yin and Yang change
continuously with the five elements, and watch the Wind, Rain, Thunder, Lightning, and Rainbow, which is the title of Wang Tianwen'’s
work.

At this point, we have read the entire map.

There are more details that can't be described in words. The purpose of maps lies in the positional relationship between the words. The

texts floating downstream are not enough to trace the paths leading in every direction, to exhaustively express the rising and falling

terrain, or to profess the wills of mountain peaks and the pains of bridges.

The serene tradition and secluded mystery of nature, the surrounding seawater circulating, and heaven revolving as earth turns. All
of this teaches us to consider the change of all things as a matter of course and the succession of teachings as the only proper course
to take in order to fight death, to treasure the native land as it’s the place of return for the personal glory that is destined to become
disillusioned, and to cherish the collaboration between people who are dear to us as the opportunity of creation and the gift of life.
Because of this, Chinese people have become the restless Foolish Old Man, Yu the Great, the mythical bird Jingwei, and the descendants
of Kua Fu. As descendants with descendants, we rise from the successes and failures of life, and become the brave, restless and ever-
changing.

This is the untrammeled journey. However, who still remembers it?




BAEWL
The Foolish Old Man
who removed the mountains
with his family

WANG TIANWEN
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Continuum - Removing the Mountains and Filling the Sea
WANG TIANWEN, WU JIANAN, TANG NANNAN, AND YAO HUIFEN
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Song Dynasty painting

Skeleton Fantasy Show
By Li Seng

BRESHEE
B RS SZ
fave’ TANG NANNAN
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Song Dynasty painting
Twelve Images of Water Surging
By Ma Yuan

EmXEE
A Network of Intertextual
and Collective Creation

WEHS

The mythical bird jingwei
who is determined to fill up
the sea with pebbles never rests

YAO HUIFEN




(BERZHE) Rl
R

The Forests of the Daydreams Series

Copper sheet sculpture
180cm Xx 180cm X 550cm
2016-2017

= (BEZMM) HIERTAD, AHBERTHE
L. ARMNERFESRES REFRBNLS, €
R R AR FUAB R M (E 0t RO, thRIREAE
. ANKFEE T AERATHNERTEN, BRX
FEZHIE/LAXNTR, MESREPHCENERFHEEN,
—MURBIRD, BENLE, TURE, HEMETEHNE
—MRRENZRERE, (Q)

Wu Jian’an’s The Forests of the Daydreams Series appears a
entrance, as well as other locations in the pavilion. These five
comprise many motifs that can be associated with human fc
They are magical trees of mythologies all over the world
connect the earth and the spiritual realm. At the same time
are life trees that are able to gather energy. The number fiw
metaphor for the five mountain ranges in China or the mar
form in Wu Xing (Five Elements). But instead of being geometr
symmetric, this mandala is intertwined with other objects ii
exhibition. The mandala is fluid, spontaneous, ever changing
spiritually confined. It is a spatial model for continuum. (Q)
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Billennium Waves
Color video

4mO03s

2015

EDNIEEUNED, BT =TH%F, M—RRENSBELEE
B, ANTIRY, MEDNEERLUNSENNE. (FRAW)
RRETEARL, XRTFEZAPEANES, BZRE, Lz
B, WEKBREERTE, WEER, SR ATIMERESHIGE
MERATTE 2, ZEEE ENRT, FEX5, MAKEX
MERNRRZHNZE5E, (Q)

The Orogeny of the Himalayan Mountains spans across 30 million
years; from building up and rising of the waves, to the falling and
vanishing of it, it only takes two seconds. However, the two have
such similar structure and energy. In Billennium Waves, the waves
are interpreted as a landscape of mountains, which is a long tradition
in Chinese art. The reverberation of waves is just like the jagged
rocks of the mountains. A mountain range rises and falls, who can
say it’s not an ephemeral existence? The waves can be indestructible
in the moment of concentrating gaze. The mountains and waves are
the same when viewed with a broader perspective. Mankind is the
particpator in this vast movement of continuum. (Q)
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“Phonixalis - Bird of Wonder”
v i Color video
? 5mils

2013

EEZA BEZR PESE 2HAEER. ERMEMEL
FIRIE, RBEEX, BHME, BEMS, BASMNETR. X
TEIPEE,

BREZ (EZ) THES, BHMES. BREFBENHM
SREEFRMBR: BROXF, BENTW, RAMSEHAT,
RELTFER A1 E B ENER S RNE. 8P ANAELEHEZHE

- Vo

West of the Northern Sea, land of the poet Qu, it is home to the Bird
of Wonder, her name, Phoenixalis. Her shape, mimicking a kingfisher,
with tiger-marked feathers; She blows like a bubbling spring, feeds
on wind and sips from dew; She dances when the sun rises, weeps
in the sight of knowledge. Once stumbling upon humanity it is to
drown in the sea, leaving the earth in a chaotic state.

Phonixalis, the Bird of Wonder, is the bird in Legends of Mountains
and Seas. It’s my long-cherished dream to understand and elaborate
on the mystery and chaos in that book: the dissolving text, the falling
airplane, and the giant hand that suddenly showed up, all of them
resonate the fate and unyieldingness of the bird. Everyone has a
carefree inner-self...- Tang Nannan







75
TRBNRE
455308

Soaring
Color video

4m30s
2016

FRENRT “HEMNHF X—FTEERTIHENEN, EH
B, FHASFRER: —BIEBTRNAR, —KREES
RO R, FAESFENEER, LB WIkE. 5 —RRBH
Zf, ERASNEREMMBEET . XLERZIFKMENTE
Z4Y), EMARCRERBPEN, PRMm L, BT RHBAHRK
BERFILE A BmE - MRZR, BRFEERERRA
(KE) - —7FEE

The video originated from an undisputable quotation from the Analects
of Confucius: “The passage of time is just like flow of water” When
arriving on set and taking out the prepared props: an ice-cold skeleton,
an imposing snake, butterflies with short lifespan, and fluttering peach
blossom petals. A cunning turtle escaped while we were getting ready
for filming. We were in shock, for all of the stuff we brought ought to
flow away were now going against the current. Once they reached
they waterfall, they struggled and soared. With great astonishment, |
changed the title of the work into Soaring. - Tang Nannan



4%

SOARING

7 i mAE e

A Video by Tangnannan
2016
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BEEERE

. 4pE0

~ Odyssey Smoking
 Black & white video, 4m50s
2015

ZRNT "ERAT WHAAMSEREFL? RBHNERE
HEMTES: —SIAEERREARINAETIREINE, RIRMIT.
—ERBEIREES, E-REGNFILZE, TEXTERN
IRBIERBGEWRIE ... — 7

EHRHREZAPERNESZER. MSTE, MERE. M
MEFEER" BRENSERAIME, EARDBREAIEFEE
BHEE, THESHELNIIERERT, ARAMTBINELD
HWES. XHRERSEEEHNEG, BHSERIE[G
THERTES. (Q)

What does homesickness mean to the “homeless” moderAfpeople?
Odyssey Smoking is a clear set of images gradually revealed: a train is moving
in the undulating sea with hesitation, piercing through the waves. After a long
clinging struggle, the train resolutely bears up for the vast ocean.- Tang Nannan

Farewell is a long-lasting traditional theme in Chinese art; what is
usually meant to be depicted is that friends bid farewell and stay far
away from each other ever since. Emptiness and loneliness evoked
by the poetic line “His lessening sail is lost in the boundless azure
sky”, turn human emotions to an ontological issue. A train struggles
to crawl on the sea, but is still determined to go forward alone
anyhow. This work not only expresses sorrow of bidding farewell to
the tradition, but also implies calm and courage to face any destiny.(Q)
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#rafa TANG NANNAN

=g
REBIRE
53 00 &

Flying
Black & white video, 5m00s
2013

XEREFRENEZF AR TEEEE LEARNRA—F. BEE
FRSENEILEFSHE, ARCHBANEYRETHE, /78R
=) kB8

HENTEME, BETETOOLAMERLRS, T MFRE
BFRE, ZMIENRBNE T REHTHAERERL, MAAE
Saisiig

BHRIE, BEZEEIE, HEENAT RALENEY, RIiE
FEUARER | FEMEFIFNAEET BEHZ. Q)

This documentary-style video is about an astonishing thing the
video-maker saw over the sea: the fallen bird struggles to escape
the sea but is always pulled back by a heavy object shackling it. The
title Filling the Sea is derived from an old Chinese myth: a

maid drowned in the sea turned herself to Jingwei the Bird, and
unremittingly brought twigs to fill the sea. Along with Prometheus
and Sisyphus of European mythology, Jingwei becomes the epitome
of human beings’ resistance against destiny. However, in Tang
Nannan’s work, twigs and stones meant to fill the sea are now a
shackle, then the epitome is reconstructed: the unremitting struggle
for survival is won by exceeding obsessiveness.(Q)
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COLLABORATION BETWEEN
TANG NANNAN
AND YAO HUIFEN

BEZiE 202

ot

paxss

Oblivious Ocean 202
Suzhou embroidery
130cmx260cm

2017

BT 20 HEMRBET AL FEOTN, EREHN “PE WERMR
LTERRE HESE , FH—TSREE EHE o B, FEES
KEETE 20 HCHIGT ZENBEANEEEE, KERMNNOAZEE,
REBAANTE, EHNUBEARODNEE, REEEE, HER
Wit BRI . EREETNRESGENRXERP, AXEENS
BORES, HEATANN 8B EASNMAENmEF KAV,
HEFBCREMEAN “HE" . Q)

Due to influence of Western light and shadow drawing, Suzhou
embroidery endures a development in the early 20th century from the
original “plain embroidery” to “simulating embroidery”, and furthermore
to “random-stitch embroidery”. Likewise, the 20th century witnessed
an overall revolution in traditional Chinese ink and wash painting. Light
and shadow drawing techniques from Europe, methods from Japan,
traditional calligraphic techniques, splashes of ink and color, etc. are
repeatedly refined. In this work collaborated by Tang Nannan and Yao
Huifen, two revolutionary powers confront each other: directional “Mo
Gu” (non-outlining) technique, and alternately dense or bold stitches
collectively create chaotic and powerful “potential energy”.(Q)

DON'T TOUCH




#rafa TANG NANNAN

B2 20
ANKE

Oblivious Ocean 20
Ink on paper

74.5cm X 145cm x 4
2014

S FaE RS EARLL, DICPREE R RN, RRAIEKTE
BELTHENES, BR—HTIMRE, REMMIDEFNIR, BKEE
MEREME - HIEXLRKMAE: PENOHOES, AFONE
HNEBAHRNETXHERFENNEBNERNEETSEH, XFAHNL]
. BETNESBAMNBLE. MaELIENUIKERERRAS, REM
SARRE—E, BENEE—RRE. KEELENRBLAKRET, BR
MLEERES, —7fER

Compared with the peaceful sea at present, the ocean in my memory was
rather dark and mysterious, with numerous monsters lurking beneath its
surging tides. It was unconstrained chaos without boundaries between land and
sea in which seawater is free to flow anywhere. Recalling those scenes, | drew
down the monster in the teenager’s brain and the tales told by my grandmother
and the old fishermen. In company with my adulthood experiences about the
sea, the images rise out of the paper with illusion in literary works and mirage in
films. | gradually grasped the essence of the Chinese landscape painting created
by ancestors, with the waves and clouds interweaving, the emotion and mist
permeating. The sea didn’t look like sea anymore, but rather a space for waves
and mountains to overlap. — Tang Nannan

#iaE TANG NANNAN

BmZil@7
YEAIKE
Oblivious Ocean 7

Ink on Paper
76cm X 145¢cm x 6
2013

BRAWZEHE B2 FRBREE, BRAXHNZEE
o MEXNEHRISE EABMEBRMASBRER, BEEM.
REMREFRREC, ZAZEX, ESZENRTELLRRE
FE. —2fE




#iE# TANG NANNAN

BHREEBT79
YEAIKE

The Sea in the Sea 79
Ink on Paper

140cm x 70cm X 8
2016

2013 % 4 B, RMETEERENENLRTHHR, TRIMBRNERAR. FAUE, KEkOBHWLEERRTERESHR—RTEN
BTL, ENEEELRF, EETR, OTEA, EFHHRELANER MUE/\FHTER, —FE, SHRE "BEZHNE,
EBZHAR, hRZFAEE N, BTHWERNCENS. HERE, THHAOSHIES, MEZE—TMRNERNA. THREN
i, MEBUXSBBAOTTRN EREDFANERTIR. BNBRRAZH, DENEVELTRIETERTY. —28E

April, 2013. | was standing in the middle of the Ring Gallery of CAA Art Museum, contemplating on the plan of my solo exhibition. Looking
around, | imagined the sea levels | drew as horizontal lines unfolding one after another in this exhibition hall. Suddenly | had an illusion of the
boundless huge waves gushing out towards me from every side, with a thunder of sound. A year later, when | read the sentences written by
Zhuangzi, “The Great of the South China Sea is called Shu, the Great of North Sea is called Hu, and the central Great is called Chaos”, it reminded
me of the huge waves in the exhibition hall. It suddenly occurred to me that | have to transform myself from an observer of the ocean into a local
existence in the sea. As a result, | tried to break away from visual limitations, and to immerse my body and subconscious mind in the invisible
energy and serenity of the ocean. At the time of primeval chaos, | float in the vast mist with the initial mind.- Tang Nannan



HiEW RS FIEZ4E  Happy Excursion Series Handcrafted engraving on leather  150cm x 300cm 2017

HEFRENNWER, BAENNEEFIRRRREZENEINFR, FERELARKIENESTIELE, BENRISETXEHKE
Mg, BEMITHFERSH, ERMEATRN. BHMNBR, BERAVZEHTEMNEZ N, ZREEREHETERNEE, m
ERBIREREMZNTIR, LESRTHNSKESER[YAN—ME—HSE, LERIERK. SZEFNEB2E BAEME,
BiSEE, (Q)

Happy excursion is the absolute freedom, but absolute freedom is neither unlimited openness after breaking free nor falling down in
vacant nothingness. Rising with the aid of wind and cloud, the carefree roc is buoyant and peripatetic; it shuttles back and forth through
size, identity and boundary; it understands universal principles and act according to rationality. Tang Nannan provided the fundamental
composition while Wang Tianwen unifies clouds, water, birds, beasts and objects in the image with one single spirit according to the
engraving lines, and fuses the figures. The way of collaboration is as the encounter of the cloud and the roc, in which they respectively
enjoy their own happiness. (Q) P
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EXRE WANG TIANWEN

RAEBI FT#WFE  Wind, Rain, Thunder, Lightning, Rainbow Handcrafted engraving on leather  90cm x 260cm 2017

(NREBIL) BRERER TR SENOEGEEKR, S5z EHNKEMESHER TTRIENEERF. R &5,
7K. BRI, ENEETRERER. IFNEGHSREAHENSZITMNRESENENEE, LRIX
BIMABR, EHEBFE—MENRIINNMENNENAR, TRBERATNECHZZBETESR, BBNSE
EEMATE, MAENDHSEAMRERNER, XN ERAEAMERIZNRIEEEREZ. (Q)

Wind, Rain, Thunder, Lightning, Rainbow is a traditional image in Chinese shadow play depicting the ritual of “rain-dispensing.”
Deities above the gathering clouds, in fact, represent consecutive phases of rain-dispensing. Wind, thunder, rain and rainbow
appear in sequence and occasionally there are dragons in the midst of clouds. From such images, people learn to see weather
changes as regular events governed by heavenly principles, and sunshine after rain as necessity; therefore, calmness and
optimism towards unpredictable fate are cultivated. Wang Tianwen intensifies symbolism of the image as Fate Theatre
by intentionally emphasizing a sense of weight in sculpture and coloring so that rolling clouds are thick but not stagnant,
and all dynamic elements are integrated into dense clumps. (Q)
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#Hk=F YAO HUIFEN

BEBALI R E
B

Skeleton Fantasy Show
Suzhou embroidery
100x100cm

2017

ERFEN (BEBOKE) RETFELEE LRAFTENEGRZ —. XFNEER
B ETNER EREs, BERTREALNEENEL. BREFEN
BEET, EEERIAFNEN, RENHALNEZAX N REEERZHER
@i LM AREIHRAEE, SETAEN, MEEELUATEELRES,
HERER AT EMACFERRIEREENEY, LB FMRENE
RS X—EBEFTERNAN, ME—FHEDPRX ERRLINEFENE. (Q)

Skeleton Fantasy Show by Li Song of Song Dynasty is one of the most bizarre image
in the history of Chinese painting. It is derived from the Taoist tradition of “Chuang
Tzu lamenting the skeleton,” which is usually reminiscent of brevity and illusoriness
of life. In Li Song’s image, however, the skeleton is rather a benign teacher, and the
child and the breastfeeding woman bring hope to the little theatrum mundi beside
the milestone by the road. Death is no more a horrible thing, but rather a reality
for the living to face with calmness. With its delicate stitch and magnificent lustre,
Suzhou embroidery is a perfect display of exquisiteness and extravagance. The
beauty of life reflected by lustre of silk, and the broad-mindedness exhibited in this
image conflict but reinforce each other, creating a unique strength. (Q)
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Twelve Images of Water Surging by Ma Yuan
Suzhou embroidery

20cm X 35cm each

2017

RAREXRDZEKERAZSERNNGR, BERE—MHNRNG, 8K
REFRFE—MMINHEBEN R TEOEEREH, (T=KE) RRET
BB REK XSS RE, MENERAZRIIZERIER. EREERH,
SPEERT, HLBEKRRIK, BE—TK, BEFAYMEFHIK, =
FENVERNENER ZBMBEMHIK, LETK, BMERTZER. LHISEEES
TSKE. KERBZREANL, ERIFEAIMIFHRELIAZNMESR., R
SWEEMRIESSENE, X217 U EAMR, BN RS RTIRIT. (Q)

Ma Yuan, a painter of Southern Song Dynasty, has a good mastery of depicting
small misty scenes in southern China; not only are his paintings landscape
sketches, but also every of them displays rationalism with which heaven, earth
and the cosmos are observed. Twelve Images of Water Surging is not only
a pedigree of diverse hydrological forms like rivers, lakes and seas, but also
evidence that time has shapes and changes. In different images, water, be it
peaceful or violent, and be it broad or shallow, is still water by its nature. Being
non-aggressive and beneficial to all, water changes with calmness between
prosperity and adversity, and between motion and stillness. Silk and water
both embody utmost softness, and silk resembles water in its ability of forming
shapes. Silk from silkworms, “the God-given Worms”, turns to every possibility
of the world in the hands of embroidery maestros. Time is the real material of
embroidery, and thus embroidery is an adventure of mimicking forms of time,
using time as raw material. (Q)
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5FER WU JIAN'AN

BEE
SIRHING

500 Brushstrokes
paper-cut collage
390x195cm each
2017

(EB%) JERSEREERPITE MSEEXR" HWX—
TR, BREXMRINESNAFEEH . (FRTHNE—2
MHSZAKSERBEA. EKBENARE, BENRT. B
HORIE. B5CURALTRE, RBERTEERFUMREEHND
SHERES. AR, B, ROENIX-EZNTELH, SHD
Mt RRBIENRBIER, thEENSRHYIIBEESRE. F—
EHR—EHEE, FEREENMNRAIE LEZTE, HE5
MNWZ=AER L, XERETEY BE NEE, EEEEE.
FERS TAZERNTEZE. ARAHESNBBBRAOLA
#HE, FAERREESH N BOME, HENRRHE. XN
TDETERF, CRESTENBEEES. (FATREARLILIR
BIRRMEET™, KBHBEE "AF NI EHR, RULRREE
SREARBYIERG, TR BRK" g4, —1
ERPERGTH KWE" , EHAKRSIAEBEN “BHE"

The 500 Brushstrokes series is a continuation of Wu Jian’an’s long
term exploration of the relationship between individuals and a
whole, and a new experiment in materials and language itself. Each
brushstroke in the series is created by the artist or anyone who
wishes to be part of the work. There is no limitation to the sizes of
the brushes or Xuan paper, or the choice of ink or watercolor. The
only requirement is that each brushstroke must embody the writer’s
physical and emotional state at the time. Xuan paper can endure
the wildest strokes, and reveal the most subtle emotional changes.
Each brushstroke becomes a portrait. Wu Jian’an cuts them off from
a sheet of paper, and subsequently reassembles them into collages
on another sheet of Xuan paper. These strokes, detached from the
original context, overlap and interweave in a limited two dimensional
space. In the contemporary world with technological and social
progresses, individuals enjoy the right of not having a fixed identity,
and agglomerate into a diverse society by colliding, intertwining and
exchanging with each other. In the meantime, the “collaboration”
between ink and papercut, both symbols of the Chinese cultural
heritage, pushes beyond the physical limitations of brushstrokes of
various styles. A stroke that would be considered “faulty” in classical
painting and calligraphy, might become a striking “star” in this
composed surreal space. (Q)
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SpER5i7EE
COLLABORATION BETWEEN WU JIAN'AN AND TANG NANNAN

L
BULAEHENG , 200cm x 300cm ( £ ), B2 200cm (&)

Water Wave
Paper-cut collage, 200cm X 300cm (left), diameter 200cm (right)

2017

RS ZEEEFEN K BLEGEMRLA, XMUGRTENEAE LERRPUKKREHE
o MBRAREIEASF, SRBRKNIMZRERRORTHELETSKIBRM, FLE (K50
AR XX LT ANKRBREMNN, HERTEER LS ABRELHAREMROFGHE
BABRTZNMNE LI TXERELE, ENPRERZE, 8MEEHERFTRENOUE, #
RIS RKNERBE—REFB T — M HULHFEM T ENHE, HRFEE ERENSS.

(R8) WAENMUERZARRER—MER, CHTEXARE, SENBRE. —ABLA
—ARMEE, —ARF—ARF. ZARMNEAAERRRE, thERHMETRANTHRE, EX
MEZR, MENFERRNEENTURRIVE, TRERTEFRNENMIENESE. BET
FITEFAR, MEXLESTTHRT. HERNTZAKBENN—MIE, ERKRZE
SHIBNE, REMINGHEREETANMERPELNE, PLEEMFREH. SHEREE
ERABREXKN, ANEXRFLX: hXH 2" HAXERMDA inter-individual, RRH{=t
ERRNNER, LTERENBEENRER. AFRETERZEREINE, INMATERS,
WA AT o HEP, SR, AAER RS Q)

Water Wave by Wu Jiana’an and Tang Nannan looks like some sort of rockery, whose sharp edges
and corners seem to be a result of being bitten by water. Painters of ancient times, such as Chen
Hongshou and Ren Bo’nian, had a deep fascination for this shape and expressed it in an exaggerated
way in their paintings. As a matter of fact, Water Wave was drawn in the same way as these rare
stones are created: painters drew closed curves in various shapes with brushes on Xuan paper and
ripped the loops down form the paper before the ink dried up. After the painting was adjusted
and mounted, every loop was displaced. Misplaced holes and paper layers collectively triggered a
recursive procedure and brought dynamicity and intenseness to the image.

The collaboration on Water Wave was a challenge to the two artists. In literati gatherings of ancient
China, collaboration often occurred: one drew hills and rocks, and another added flowers and plants;
one wrote a poetry, and another inscribed. Artists built stages for each other, and also inspired
each other’s creativity by posing tough questions. In such relationships, existence of the Other is an
opportunity for the Self to expand its creativity and challenged their energies displayed in how they
understood and faced destiny. Coincidences and conflicts in the image are all traces of operation of
these energies. Literati gatherings served to train artists abilities of listening; by composing verses
based on a given rhyme sequence, artists got ceaselessly trained in playership with which they
went beyond themselves and learned to encounter by obeying rules and listening. The game can
even be said to be ethical in that it has something to do with benevolence and righteousness. Ren,
benevolence in Chinese stands originally for “two persons”, and it also means “the ability of feeling”,
especially feeling pain. Physical paralysis makes one unable to feel pain and the environment, or
makes him unsympathetic, as in an old Chinese say, Mamu Buren (paralyzed and non-benevolent). In
literati gatherings or in collaboration, one gets along with others and hopefully attains benevolence
and righteousness. (Q)
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The Heaven of Nine Levels
Handcrafted engraving on leather
540cm x 391cm

2008-2009

(MWEX) BE— N EEEENHNTNSRTEM, K EXERERE—EEERITN
YN, R HERETAAF, ZIXFE K ZNFRARTEY S, BEETHF
FERCARNFEER, RAG—ZEEEB K. SPEZNRERZ— NN DIFRRHET
SIVEE, SSERIECHERE RSO RSHHEEE. MINEIESRE RN TR
DRLIEES, B, AHS, RROYGES AL, SNEXRTEZEEEIRYHE, B
PEENNERB TERZ R, RFNRIEFHEALNNRE, R AMRAERIIIR. M
EAFHRMEALIERN, (Q)

The Heaven of Nine Levels embodies a symmetrical mandala structure with one layer
embedded into another. Here heaven is depicted as layers of animal hides unfold one after
another. It takes a human shape, in precisely the same way as the character & (heaven) was
structured in Chinese. However, Wu Jian’an is not interested in clichés such as sameness of
different universes or unity of the human and heaven realms. The Heaven in Wu Jian’an’s work
is neither formidable nor unpredictable; Wu Jian’an describes it as an evolution of the will of life
and the will of power. From outside to inside, or from bottom to top, there appear salamanders,
frogs, and human-faced birds, more or less resembling human figures. The heaven of nine levels
becomes a food chain in which one level is devoured by another; as a whole they become the
heaven for Taotie, a monster known for gluttony in Chinese mythologies. This heaven projects
human desires, and is the heaven that Xing Tian opposes. This heaven is inside human bodies. (Q)
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ELWl &% 5%  Yashan Series Suzhou embroidery 70cm x 70cm each 2017

SERSHBSAEN (EWL) R, WESPEERREZTEN GEORE) | /KEET2ERNER, TREM L TRISEHE EILFH
BWEHE, BEETHARETOEHNIOE. HEIERETH T FIRKRZHEEER, XMUES ABIIRRERESRREBARENTER
. BRI (El) AERATXPOEHIFRAEXMR, MEERAKNRIE. EURTRERNEE, ARNEFESZL. BAEE
A CEZEEFE" » EAEEHMEBENNAFZEN (EORE) EXERRTHIS. EEXMRIINTHEREENE, MFaEi]
EHT XBENERRERE TEMUTRBNE R, RENERTEAK, SHERNTHETN-URZ; MRELERNER, R ENR
FETRAUEIEXR. BRREHNIANESD, MERCINHERE—RIES, HENE, 5SS, £560. ElLZE, 4E. Q)

Yashan is a collaboration between Yao Huifen and Wu Jian’an. The composition is clearly inspired by Li Song’s (active 1190-1230) Skeleton
Fantasy Show. In the eight identical compositions, various techniques in the history of embroidery are applied. Even new techniques
have been developed in making this series. This creative process constantly challenges the embroiders’ skills. The approach reminds us of
Monet’s Les Meules (Haystacks) or Rouen Cathedral. The title Yashan suggests a meaningful metaphor instead of a formal analysis. The
final battle in Yashan between the Yuan (1271-1368) and the Southern Song (1127-1279) marked the end of the Southern Song Dynasty.
The young emperor of Southern Song drowned himself in the sea in Yashan. Some even argue that after Yashan, China (Han) does not exist
anymore. It has also been suggested throughout the history of art that Li Song’s Skeleton Fantasy Show foretells the fall of Southern Song.
However, in the Yashan series the encyclopedic nature of the needle work seems to point out that civilization genes are hidden deeply in
subtle forms. The image in a work takes various forms, yet the embroidery techniques that create the forms might just be the same; the
same form can also illustrate various plays in the world. If forms are metaphors for an empire and individual lives, the needle work has its
own language. Embroidery continues, language survives, and resurrection is certain. After Yashan, there is still China. (Q)
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o |: 0hi 14

th of the Ga

t collage

MR AIE
R R SR S AR O SR e
YREBETRTY. B%
AR R
UM, {ELIE . BIBGE LA R K 8

BEX KTRETH —HIHE, RET 47, WAEERTS

KRR iR R IR T 528 3l H—758, (Q)

:-{g,.- ::1-15;. :
In The Birth of the Galaxy, the st.]‘épes"aind color pz mountain ranges remind us of The Nine-
colored Deer from Jataka stoﬁ’fes__.,i&sDunhuang ¢ 57. The small figures that assemble into
the overall composition are réb_e[li'oﬁ characters ing Tian, from Chinese mythologies. This
means that the narrative gf this grandiose work 1e source of power and its sacrifice. Across
the mountain ranges, the workgépicts conflict -historical fables. The galaxy mentioned in
the title had not yet take in the picture emerge until Yu the Great successfully had
controlled the flood, d h and named t ains, and oriented and regulated the water.
Only when the galaxy: > being, inces be settled, with tributes paid by land.
tic er i itics has always been associated with

del for ending turmoil. Yet in pre-
floods were vigorous. This work is

‘era progressed into historical era. (Q)
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#iE# TANG NANNAN

Figic
FIERER + BRI
RY8JE&

What's the Sea

Video animation

ink on paper and interaction
size variable

2015

£ (F8i0) P, FEERIFHR LB AREMITERTH
K, XEBREGE, FRE. BE. M. ARFLNET.
AENEEESL, BTEEE, KNEEMITBERERR,
BEROKBMRZHBRNERKFAEFENE, ERFINENX
B, —HESEAXBERN TEFNAEER. 2EmEE
RSN TZREFIINEICEE—E, BCNREIZTF]
FREERIKSBENHFEE, BMETEEE, FEXEREFR.
EMTUEET ‘2P, BLSNERTFRRBERES, #—TE
KX EE. FERBHTRERBEN—RITEY, HRERAX
MHRIFREFTT. (Q)

In “What’s the Sea”, Tang Nannan invites children all over the world
to paint the sea as they imagine. The children are from places
including Taiwan, the Philippines, Fujian, Hangzhou, Tibet, America
and others; some live by the sea while others live far from the sea
where the sea is nothing more than a fancy. The imagined sea is
created collectively by generations of artists. Children’s paintings
of the sea contain as well all emotions human beings have for the
sea since ancient times. Tang Nannan creates this animation work
by compiling more than 4,000 paintings collected from the children
and adding transitional frames with new ink and wash painting
techniques acquired from the children. As the project is being
expanded, more children will be invited to paint the sea and thus
the animation is further lengthened. A series of workshops during
the Venice Biennial will be a new addition to this project. (Q)
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7#@® TANG NANNAN
ﬁqﬁ BUESREREE RIRE Morrow Return Sculpture and ,*o installation 180x50x35cm 2015

&

) 4
—NEEEE A R TAL, BT R R T (R A O R A AR R B BB S R IR TE Ry B
AT ARG 2 E SO RIEE, BEEE NS 2L, FILE2ESHRND. NN ESEX RS
WS HEAFR; REERELTE, N —RBEEER, EALERERDS. Q)

A statue stands, with his face to the wall, gazing at the only existent oil barrel in the Chinese Pavilion
seascape onto the exterior of the barrel. As a matter of fact, whatever he is looking at, all he sees is th
ocean-observer can reach, all he sees is his inner world. The inner world and the outer world confront e:
put it: “Keeping your eVes away, the flower falls to quietude along with you; Once you have your eyes on

it,
you realize that it is inside your heart.” (Q)







7% TANGINANNAN
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* Size variable
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- %F‘,Eﬁ* ﬁ:wéstfa%&siﬂzaﬁit Fo 33t O]
L ﬂAjJE’JAﬂ5 Bl TFARER. /EYIEBD@VFEEZIE—IJ
S TR EAEE, RE 2 ﬁaﬁqﬂ;@&a@ kst 8
: —ﬂlAigﬁﬂ:b%o HIRIMEITE ML??CEEVK\ 2
g mxﬁ% b ‘mm@ﬁ

N
a\

L ‘.‘\. - h g - - w i
& = P % The 3 terial of Grovwn.g o/ — M B ck is construction waste from bea Fragmeﬂs o h
: LN \C&%ﬁd red bricks have gained,C rounded appe: fter 30
. i - : vr~ % years of seawater pohsfﬁng‘,Tonﬂs of S )| d romycoastal arm ered f
- evew; in the exh|b|t'lonﬁﬁa IFaspiled tp by the wall outside the hall, uniﬂed W|th
" = “ the exteriol red brick wall ofthe Chigese Pavilign rdino delleVerigini asif the Iowgr
part of the brick wall were poll&(ﬁnt&cobbles%y . Crafted by nature ‘é‘ human .

‘!‘@ togeth??= these “cobble-like bricks” are somethin<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>