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The Rearview
Landscape, or a Trip
of Ownership

Does landscape have an owner? Is it the person who owns the land itself, or the traveler who
takes in the sight? As a medium, landscape is colored by mental images both immediate and
remote, called up as one comprehends the world. Is the true order of the world hidden within
these representations? If we understand a journey as a process of transformation in thought,
then is it possible, on a trip in which one’s experience is predetermined, to move forward
gradually, poetically and furtively? The nine artists featured in “The Rearview Landscape”
present context-specific artworks arising from their own personal research and practice, based
on the representation of landscapes. They channel the sceneries observed both on journeys and
in daily life into a larger-scale investigation of the global order of manufactured landscapes as
shaped by nature, economics, culture, and politics. Through the overlapping of these landscapes
and the dialogue between them, the artists attempt to reveal hidden inner connections and
power games beneath the surface of our world. Participating artists include Vajiko Chachkhiani,
Liu Yujia, Ash Gavusoglu, Xiaoshi Vivian Vivian Qin, Shen Xin, Su Yu Hsin, Su Yu-Xin, Wang Wei,
and Tant Zhong.

How may we observe landscape from a global perspective? How do we think about this world
we live in, and we ourselves, who live in it? Peter Sloterdijk’s discourse on globalization may
provide us with a macro perspective. As he points out in his In the World Interior of Capital, the
earth is a natural, spherical, celestial body, which has been discovered, and then constantly
rediscovered, by the human imagination. After the development of modern colonialism and
the expansion of European states, the evolution of electronic information technology and
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the advent of orbital satellites in the postwar era ushered in a new age of globalization, one
encircled by media (or even digitized). Today’s tendency towards an integrated world of capital
resembles a greenhouse—just like Dostoyevsky's metaphor of the Crystal Palace—gradually
absorbing everything that originally was external into its internal space. It relies on the “stage”
and the pleasant illusion of its backdrop. Against this landscape, those within society undergo
an integrationist program of discipline, of economization and the standardization of commodity
markets, that maintains the strict and efficient operation of capitalist industry. Ultra-high speed
globalization has caused people to lose the perception they had in modern times of the vastness
of the world, and to despatialize the real earth little by little. In this era of acceleration, the
intensified interactions of people driven by desire, wrapped up in ecstasy and excitement, share
something in common with the contemporary collective claustrophobia described by Paul Virilio.
In fact, Virilio believes, since we have lost the “life-size” space that is a basic necessity for survival,
we have become “desolation tourists,” wandering aimlessly for an escape from the overcrowded
anxieties of globalization. “Migrants of happiness” flock to tourist sites with beautiful scenery to
get away from the interactivity of electronic screens, while “migrants of sadness” flee from these
tourist destinations, where they cannot survive.

The disconnection between the different regions of the world, caused by the pandemic, does not
mean that the internal connections of this system have disappeared. Bound up in the multiple
layers of complex reality in today’s society, can we pass through landscapes—which in our own
travels may be easily reduced to mere objects of aesthetic appreciation—and, according them
the full vigilance required to all historical, political, and aesthetic levels, move through the “real”
to remove the emptiness of consumption brought about by the commodification of memory,
arriving at the true possession of subject consciousness? In this exhibition, the nine artists move
into the landscape from different perspectives, examining various issues behind natural scenery
and images, including labor, migration, habitation, travel, territory, race, and ecology. Shen Xin
uses the backdrop of the environmental changes caused by global warming to discuss the
challenges faced by an island transitioning from an agricultural way of life to a tourism-based
model, as well as the inequality experienced by individuals in a post-colonial context. Su Yu-
Xin continues her observations on landscape painting technique and geological-archaeological
research into color mediums, narrating individual memories in tandem with the course of
ethnic integration throughout changing times. By appropriating abandoned buildings, Vajiko
Chachkhiani explores the lives of individuals cast aside by urban society and the psychological
mechanisms within the space of their private spheres. Asli Cavusoglu utilizes natural materials
and their physical metaphors to search for a certain “boundary” between land and maritime
territory, in addition to drawing comparisons between biotic invasions and reproduction, human
population booms, and urban gentrification. Through traditional rituals and folklore, Su Yu Hsin
questions the narrative logic of anthropocentric understandings of nature, going on to ask how
landscapes have been historically constructed. Liu Yujia unfolds a narrative about expeditions,
travel, and excavation that revolves around historical treasures buried deep underground and
jade as a symbol of Eastern culture. Within, she seeks out the enormous changes undergone by
both natural landforms and cityscapes, along with slowly vanishing cultural traditions.

Tant Zhong uses sculptural language to outline an expansive image that may collapse at any time,
serving as a metaphor for nature—constantly changing and in a state of generation—and the
world we live in as a whole. Wang Wei returns to his previous “Natural History” works, borrowing
the form of an irregularly shaped, grass-green platform in the primate habitat at the Shanghai
Zoo to expose the multiple relationships between viewers and those being viewed. Xiaoshi Vivian
Vivian Qin finds the spirit of the landscape dwelling within an oversized video game console.
She exchanges gifts and letters with the landscape itself through the interactive interface of the
game, and extends discussion within the work to touch upon the topic of doomsday survivalism.
Qin will also present a performance during the exhibition opening, echoing the Yuan dynasty
opera Eight Views of Xiaoxiang by laying down footnotes to the real life scenery and recounting
stories about observing the sea.

The exhibition draws attention to the role of the subject’s “viewing” in image production, inviting
the audience to re-examine their own connection to our current world through site-specific
works. “The Rearview Landscape, or a Trip of Ownership” is curated by UCCA Curator Yan Fang.
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Asl Gavusoglu

Deep Drown Discharge
2021

Etching on screen protectors,

plant-based watercolor on restored paper
Diameter: 150 cm

Tant Zhong

Down to Earth

2021

Ceramic, rope, fishing line, toy,

fishing accessories, iron anchor
180 x 180 x 280 cm

Su Yu Hsin
Mori
2021

Single-channel video, color, sound, pine wood
2145"

BNF
(REMRF=RE )
2021

BRHBINEREAR . BB
WhE. Azste
234 x 80 % 45 cm

E=NEl
(BRI )
2021

MR ARTHR. KR «
b= NN E 32

650 % 810 X 58 om
il i

(HrILE (R2EE) )
2021

W MEER. BE. KSR, TR,
BEAR. ZEEE. NERR.
ERSEMF TR FAR L

130 x 225 x 54 cm

HFH

(EEas (BATEE) )
2021

FEREIE. ENA. —AE.
Bk, B, HRER. FE. NS
TR NEHETHMABRIAR E
130 X225 x 54 cm

il

(B (FHE—
TCERE) )

2021

. WK, EfoEk. B K@K,
L R AT, AR S

FIERTARE
130 x 225 x 54 om

Pl
{ BE&RY%RB 2018-2021 )

2021

BIRMER. BIRL. A1) BRERTSIK.
AER. Ba. mE. SR, RE.
L SEMFTARFARLE
16x185 x4 cm

il

( AHERIEEE #1)

2021

. Rt UGS, S, IR,
HE SR T TR FARE
19%x303%4.2¢cm

Xiaoshi Vivian Vivian Qin
Landscapegotchi

2021

Installation, 6-minute single-channel video,

LCD monitor, resin, aircraft-grade aluminum
234 x 80 x 45 cm

Wang Wei

Higher Altitude Montane Forest
2021

Metal structure, plywood, cement,

tile, water-based paint
650 x 810 x 58 cm

Su Yu-Xin
An Open Ridge (Elephant Trunk Tunnel)

2021
Sand, coral pigment, white sugar, crystal dust,

sulfur, lazurite pigment, lithospermum lake pigment,

synthetic cadmium green, oyster shell ash,
and other handmade pigments on wood
130 x 225 x 54 cm

Su Yu-Xin
Wine-dark Sea (Gukut CIiff)

2021

Camphor tree lake pigment, eggshell powder,
massicot, oyster shell ash, soil, granite ash,
green sandstone, synthetic mauveine, and
synthetic violet on burlap stretched over wood
130 x 225 x 54 cm

Su Yu-Xin

With or Without the Sun
(Su'ao-Hualien Roadway)

2021

Sand, coral pigment, ferric oxide, white sugar,
crystal dust, sulfur, soil, red ore, tourmaline dust,

and other handmade pigments on wood
130 x 225 x 54 cm

Su Yu-Xin
A Landscape of Crafting White 2018-2021

2021

Conch powder, kaolin clay, white lead powder,
calcium carbonate powder, gypsum powder,
sandstone, propylene, titanium dioxide, red clay,
soil, and other handmade pigments on wood
16x185 x4 cm

Su Yu-Xin
Study of the Rubbles #1

2021

Sand, soil, seashell powder, grease, herbal ink, realgar
powder, and other handmade pigments on wood

19 x30.3 x4.2cm
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Su Yu-Xin
Study of the Rubbles #2

2021

Sand, soil, crystal dust, white sugar,

and other handmade pigments on wood
18.3x30x4.2cm

Su Yu-Xin
Collecting Yellows 2019-2021

2021

Massicot, camphor tree lake pigment, orpiment
powder, mandarin melon berry lake pigment,
eggshell powder, sulfur, and other handmade
pigments on wood

25x18x32cm

Su Yu-Xin

North Pacific Gyre

2021

Conch powder, green sandstone powder,
coral pigment, meretrix powder, and other

handmade pigments on wood
246x181x32cm

Shen Xin
Warm Spell
2018

Installation, single-channel digital video, color, sound
34'00"

Vajiko Chachkhiani

The Empty Bar (Part 1)

2021

Solar panels, batteries, electric cables,

dimmer, light bulbs
Dimensions variable

Liu Yujia
Treasure Hunt
2020-2021

Single-channel video, color, sound
53'00"

Liu Yujia
Fissured Landscape
2021

Ultraviolet print on brass
100 x 80 x 3cm (x 4)

Vajiko Chachkhiani
The Empty Bar (Part Il)

2021

Street lamps, plywood,

metal, solar junction box, cables
Dimensions variable
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BT AT “EIMEN: —BRETHRANAIRE IEESN
Scan the QR code to listen to the complete audio guide for “The
Rearview Landscape, or a Trip of Ownership”

wE, (GBmE) (B
2018, PR EBEAVISKE,
3493, BREZAFIRM.

Shen Xin, Warm Spell (film still,
detail), 2018, installation, single-
channel digital video, color, sound,
3400". Photo courtesy the artist.
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RIFERRIEE LR “BBKT” o EINKPHRENZEAREAIMIE, EH I EIMERRIETE
BANT MERIFAANGUS . ( Z=HIIES ) B UCCA ZEEUME,

EAIT-SHFLR, (ZHEE) ($—45) , 2021, APRSRItIR. MBit. Bk, B, T8, RYT%.
Vajiko Chachkhiani, The Empty Bar (Part ), 2021, solar panels, batteries, electric cables, dimmer, light bulbs, dimensions variable.

“IRRIFNBLERRTOIRFEFE T X, FHARIERIRFEEN (BBS
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Vajiko Chachkhiani

“| became interested in psychology when | was on the cusp
of adulthood. At that time, | started to read Totem and Taboo
and Moses and Monotheism by Sigmund Freud. It was an
important reference that helped me to articulate something
about individuals, their inner lives, and how they are affected
by social, political, and historical factors. At a certain point
in my life, | started to consider how | could communicate the
reality that | saw in a way that would be an indirect rather than
a direct reflection of themes that articulated life experiences.
Historical and political conditions do affect and traumatize an
individual and form their psychological life, which is a load that
has to be carried. | am always interested in understanding a
person who talks and acts in a certain way but, in reality—in
that person’s inner reality—there is a feeling that something
else is going on. | think this creates a tension that is both
fascinating and destructive.”

Vajiko Chachkhiani’s installation Empty Bar is comprised of two parts, one inside and one
outside of UCCA Dune. In the outdoor portion, Chachkhiani incorporates an ordinary family
home from the disputed territory of Abkhazia into a geometric structure made of solar
panels, glass plate, and cables. The indoor component is a bar devoid of people. Instead of
bar patrons, curved streetlights seem to lean over the bar with bowed heads. The empty bar
resembles an uninhabited city street with flickering lights. The work investigates both the clash
and transformation of energy: it contains a replica of an empty home with a violent history
and streetlights over a bar illuminated by energy from the outdoor solar panels. The energy
from the sun outside activates the sculpture inside; the lights of the city seem to bring the life
outside into the personal, private realm. Empty Bar was commissioned by UCCA.

EA - SHTIER, (=HIEE )
(SB=Ep53 ) , 2021, BEAT. A#L
2B APHAERRTE. L45, RYAIE,
Vajiko Chachkhiani, The Empty
Bar (Partl), 2021, street lamps,
plywood, metal, solar junction box,
cables, dimensions variable.
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Liu Yujia

“A long time ago, | read a little book called Fog Over Kunlun. That
indefinable and mysterious feeling has always lingered in my
heart. After visiting Hotan, | went back to a few of the local sites.
| thought of Aurel Stein’s Serindia, which talked about his search
for and excavations of archeological sites in Hotan. Many of those
sites are located in the depths of the Taklamakan Desert. Later,
| wandered on the wind-swept plateaus littered with thousand-
year-old pottery shards near the Rawak and Damagou sites. |
thought of the fragments and cultural undercurrents that Stein
discussed in his book, which gave me the idea for Treasure Hunt.
They were related to treasures beneath the Earth’s surface,
and through excavation, humans build a connection between
geological strata and vanished histories. | encountered a
sandstorm; it was a magnificent, yet empty sight, like a storm on
Mars. Many ideas were produced in the course of these travels
and encounters, and | really enjoy this creative method.”

The single-channel video work Treasure Hunt centers on historical treasures buried deep
underground and jade as an Eastern cultural symbol in a narrative about expeditions, journeys,
and excavations. The video tells the story of early twentieth-century archeologist Aurel
Stein’s three digs in Hotan, Xinjiang, as well as the artist’s 2019 trip to Hotan to gather footage
of jade mining and trading. The work explores archeological excavations and jade mining:
two activities that connect humans to the deeper layers of the earth. The work envisions the
geological movements that we cannot see, and how the romanticized materials of wind and
sand connect vanished history and present reality.

Time is a very important dimension in this project. Liu Yujia shot in the area for nearly a
decade, recording significant changes in natural features and cityscapes, as well as gradually
disappearing traditions and cultures, making it seem as if a century had passed. Hundred-
million-year-old glaciers, the continuous Kunlun mountain range, deep gorges, dry riverbeds,
horrible sandstorms, ancient ruins, and still deserts act as the historical background of the
work, as Liu reconstructs a treasure hunt in the ruins of the present.

4637
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Xz - FEEE Asli Gavusoglu

CRBHEE ) BT I8E——ME 2021 FEXREHD/RBALEH SBEXRSRENEN . % Deep Drown Discharge was inspired by marine mucilage, a collection of organisms that arrived
SR Z MR RIEIA TS EERSEFNXER, FSLHAREABE NSkt E AD/REhLE in and occupied the surface and depths of the Sea of Marmara in Turkey in the summer of 2021.
HOasR, FEHEREMIZEAMSKNEERE . GRBHM) BEdHzITE, L TEARE The proliferation of these micro-organisms destroyed the relationship between coastal peoples
B, RISRERRESTIKERESIMEYER, CGREHHN) SEFBBEAE R IR and the sea. Many locals no longer swim in or eat fish from the Sea of Marmara. Deep sea
PRSI 2 AR, REEEYNEEE. A RIS o (IS4 5 R discharge was considered a primary cause of this natural phenomenon.

BIMEZS), T EEERREIRBKAIERFESL “OR” IEFE. (R5BHER) (2021) B ) : ) ) '

UCCA ZE6UE. In a series of etchings, Deep Drown Discharge depicts the aftermath of a natural disaster and

the organism specimens that scientists discovered when they first sampled the water. Deep
Drown Discharge uses natural materials and physical metaphors to establish connections
between the region and the organisms. Apart from drawing parallels between the territorial

occupations of biological proliferation, human population growth, and gentrification, it also

COGRBHER) MEBEEET: ABEE—iR, BEIERAO explores the existence of international borders and their connection to marine resources. Deep
SRR HCEMR RN ANER 55 FERED/RDE Drown Discharge was commissionsd by UGCA.

SALIMATESY BIISRAEBEEL. Alt, HEREIEAEEMH,
EACNEEEEGH, SRENABURITSHENAMES
5. EiRZl. BEENKEMRZE, BINS—UEREGE, iR
SRR, FSMRRARAESRER, IEABBEIEFM.

ERSEANIME ‘ALz’ f, REREFSARER, ETRR
BeERECHbEAER. ERE HUex, SFE, &
WEF P, HRELRITTHIFRPRE T RARN, XLEHE
it B R MR R R T BUATNSRE . mafigk:k
FAMKER . BREAEMTIRIAIEERE, FRRRE—E, AR
AR RARRH) . REFZREHENHNILABRES T,
R T SR SEEERRFH AL, 7

“The main idea in my work Deep Drown Discharge was that when people
come together and overpopulate an area, they do not give other creatures
the opportunity to live. This is very similar to the proliferation of mucilage
that suddenly emerged this summer in the Sea of Marmara. For this reason,
| wanted to use paper as the main material because it can be combined, like
a gathering of people or the amalgamation of many micro-organisms into
mucilage. After the etching, engraving, and drawing stages, | worked with a
paper restoration specialist and combined pieces of gravure paper to obtain
a circular form reminiscent of a petri dish.

In my previous project, The Place of Stone, | wanted to show how the color
blue was used in different times and geographies by exploring the origins of
lapis lazuli. In my exhibition ‘Pink as a Cabbage / Green as an Onion / Blue
as an Orange,’ | obtained natural dyes from the products of local agricultural

initiatives, which are developing political and financial models for agriculture ST (),
2021, FERRIPIE LR, PHESR
4 EAEYMKE, Bi2: 160om,
Asli Gavusoglu, Deep Drown
Disoharge, 2021, etching on

screen protectors, plant-based
watercolor on restored paper,
diameter: 160 cm.

and sustainable development. Textiles and threads colored with dyes
obtained from fruits, vegetables, and plants are woven together to form local,
natural fabrics. These painted fabrics, which evoked a market atmosphere,
advance a new model against an established system.”
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EFNE: Xiaoshi Vivian Vivian Qin

Landscapegotchi is Xiaoshi Vivian Vivian Qin’s latest work, which expands on her past

explorations of doomsday survival scenarios. In this game, landscapes are alive, and the
massive gaming device is where the spirit of the landscape resides. Through the game’s
interface, an invisible future giant exchanges objects in different landscapes, searching for a
collective survival strategy through the transfer of gifts or letters.

“At this point, more yellow leaves are clustered on the surface of the lake,
so autumn is approaching. The landscape moves toward us. An elderly
man fixing bicycles in a nearby village who has a mythical bird tattooed on
his arm mentioned that a lot of pufferfish lived where the opium had been
destroyed at Humen, at the boundary between the Pearl River and the open
sea. Around the time | was making this work, | would go drink tea in the
plots of nature closest to me, with the setting sun and the bats as company.
Sometimes | would climb a mountain near the factory, where there were
abandoned pavilions amidst the pines. Sometimes they were as large as the
universe, and other times, they were so small they seemed to nestle among
the grasses and mosses. The landscapes produced while drinking tea are
e (). 2, human landscapes. Sometimes, | imagine that the world has found absolute
6 HIMBITEERAR. RBDTEE.
i, fAZStR, 234x80x460m,
Xiaoshi Vivian Vivian Qin,
Landscapegotohi, 2021, installation,
6-minute single-channel video,

LCD monitor, resin, aircraft-grade
aluminum, 234 x 80 x 46 cm.

truth, beginning with the distant horizon; metaphor disappears, then we lose
music. However, music exists in every landscape. In Dongguan, a fragment
of pottery with a Kui-dragon design was unearthed in a lychee orchard in
Xiegang; a dragon’s eyes were found beneath the lychee trees.”

( REIRFRER ) REINFHIRIONE, EETIEFRPIRBEFEIRT . NRER, (K
RIRFHR ) PHERBFUNENRZ RIS 24 . — M FAIRBRKEAEL IR ERE
SRBRSHITY@MIR, HEMEXLEEHRIZRPSHEREFIRE .

“UERTIEZ), RIZRHE LEMEkES, RRIET . NEE[HEIT. ML
FEERBENSFTFE LLERES, thiERERERERNEE, HIN
WISINEN D RZL, WBEFSTK. FEENRIRIER, RISMF
ARNBEAEER, BESREFE, BMERETL S8 E—EL, @
WELA—ERS, BRRESNIREXWXL, GRMEBAN, RERS
BRZE, BFREHRR, AHXS. BREERERSETEIHIEE,
MEIRRIRIFLTFE, REEXT, RIONLEETER. IRSEREFES
— M REBFAEZL. EFRE, BREBREHETERENMEE, HRHT
S E ARG . 7

NS, (RERRR) (B
#ig) , 2021, 6 PHPITEER
&, RRDTHE. W5, M8,
234x80x45cm.

Xiaoshi Vivian Vivian Qin,
Landscapegotchi (film still, detail),
2021, installation, 6-minute single-
channel video, LCD monitor,

resin, aircraft-grade aluminum,
234 %80 x 45 om.
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“My initial inspiration for this work came from traveling with my family, when
we experienced firsthand the racial disparities in the tourism industry. We
observed the connections between workers in the tourism industry and
regional political and cultural contexts. We also withessed the limitations
of the desire for natural environments and of interpersonal exchanges.
The motivation for the work came from the discomfort we experienced. A
later work, Brine Lake (A New Bodly) focuses on various kinds of belonging
that are produced by statelessness. These alternative ways of belonging
are connected with the knowledge and usage of energy resources and
materials buried in sediments.

Brine Lake (A New Body), Warm Spell, and Commerce des Esprits all evoke
a ghostly presence. My intention was to establish the existence of judgment
without providing grounds for solid conclusions to be drawn. As a result, the
ghost becomes a vehicle. In Commerce des Esprits, the ghost abstracts the
function of animation, and in the other two works, it takes on the camera’s
point of view. These works made from a ghostly perspective consider
the relationship between humans and the environment, which is also the
primary concern of Brine Lake (A New Body) and Warm Spell. Void spaces
are hence created through ghosts, offering the possibility of imagining more
restorative relationships.”

JEMSM_F_211227.indd 16-17

Shen Xin

AEE, (GRIERR) (SapsMe) , 2018, ¥ KE, 349, BREE:
Shen Xin, Warm Spell (film still, detail), 2018, installation, single-channel digital video, color, sound 34'00". Photo courtesy the artist.

Shot on the Thai island of Ko Yao Yai against a backdrop of environmental change caused by
global warming, Warm Spell explores the economic and cultural challenges that the island
faces as it shifts from a predominantly farming community to one dependent on tourism. The
work evokes a ghostly presence, interspersed with the climate change disparities that exist
between high- and low-emission countries, as well as questions of how people of different races
experience tourism.

Warm Spell was co-commissioned by the Middlesbrough Institute of Modern Art and the
Salford University Art Collection. The work was supported by the Elephant Trust London and
the Rijksakademie Amsterdam.
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FERCY - Su Yu Hsin

FEEE “H Y7 (Mori ) RABOEBALOERREESSHHEBRAGCR. “F” (FiF) .
OGN LR (B ZAEDIRRENINFSRENAE, EEXKREES “Mori” ,
ERFEELIE. K. £E R KUK, RZR. BRMEREE . BRIEATIZRME
*%iﬁi%iﬁﬂlﬁiffﬁ(‘ﬁﬂEI‘@%M@%Q?’%E’\JET Frit—2 R RS UMTE D LT
BEEZARZRS - RERBENFINTILORIEABHFINEE “BFINAE=ART
$” S AERMBITRE, BHRNA— P EENE N EEMmFER e RE:
ERWEFRN—FMEESAENS, HARREESGTRARNS ORER.

“ESkRIR, SPAMBEER—RR ‘R, BEEIREN ‘i
£ EFRER. RHERBRERS IR ERZERR T IRZAY
FE, BUAMZBEESUANANERE, BFR=IETHESE

TS, F—8 ‘F, BIREERZEMERBGINNIER
REMMAENOMARINC TR, LMSEEF=RETZ

HEBL, (F/FR/4L)

RUETANE, BEERNANBA ST, X HESLE 01, BERERRES. A,
THIMRA, LM EESITEEINEG, RASBYRIXERME SuYuHsin, Mori, 2021,
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—BT7R. =8 ‘& EArEREEREIERREINENO
B, MAERXTFEENE. FIMARENEE, SRETIFEER
FRMMEI " HRIR SR ISR . AR BRMGRERT, X
MEFAANLEBREENHR . RIEREABTUREUNSE
FHBRAELFES, A2 MRBENINZER, BFEE%
E’\J§|‘Eﬂ B=ET ‘H, EHMNSMRERSENMEENE, 2
ARERSESANRE, RIS EHRIEENEE,

TREE: BXRX “FRMEEM” (Morisama ) , TNE(EFRMEN.

Su Yu Hsin's video installation “ % ¥) ” (Mori) investigates the confluence of ecologies and place-
based affectivities in Yamaguchi Prefecture, Japan. The titles of the three chapters are different
characters with different meanings—* <F ” (to protect), “ & ” (forest), and “ #t ” (spirit)—but
all are pronounced “mori” in Japanese. Images of karst caves, groundwater, soil, villagers, the

n,-n,"

mountain-burning (or yamayaki) ceremony, scientists, traditional Japanese dancers, sacred
oaks, and forests are used to question how nature is interpreted through traditional rituals and
folk stories and to further explore how landscapes are historically constructed. The film uses
Two-Way Mirror Triangular Pavilion with Shoji Screen, an outdoor installation by American artist
Dan Graham for the Yamaguchi Prefectural Art Museum, as a model for the work's narrative
inflection and diffusion. Here, the landscape is a panorama that changes continually as the
viewer moves along a given path. It is a dynamic process and an internal mechanism defined by
our vision and interpreted by our minds and bodies.

single-channel video, color, sound,
pine wood, 21'45",

“As | understand it, each person might see the same scenery, but their interpretations
of the landscape are all different. My collaboration with the architect Rain Wu is based
on UCCA Dune’s viewing terraces and their spatial design, taking into consideration
the visitors’ paths and perspectives and how they might echo the spatial structures of
the locations filmed in the three chapters.

The first chapter, ‘Protect, discusses the protective gaze from the perspectives of
a bronze statue in the Akiyoshidai Museum of Natural History and local farmer Toru
Yoshimura. Through the mountain-burning (or yamayaki) ceremony held in Akiyoshi-
dai every March, this chapter considers traditional rituals for controlling natural
landscapes. This top-down perspective allows for the convenient control of objects,
because the connections between things are clear at a glance.

The second chapter, ‘Forest, is narrated by traditional Japanese dancer Jukanfuku
Hanayagi. She describes the construction of her father’s studio and encounters with
sacred trees, and she presents the wooden studio as a contemporary interpretation
of animistic belief in the forest (morisama). In our descriptions of natural things, we
use narrative as a way of connecting humans and nature. In the second chapter, |
envisioned viewers in a forest or a wooden studio, experiencing a space in which
sounds echo and viewers feel enveloped. The third chapter, ‘Spirit,” features a
conversation with local farmer Toru Yoshimura, in which he talks about current
difficulties with past concepts of community and the perpetuation of local traditions.”

2022/2/26 12:12 AM




____"IEEEN —— [T ([ [

YA Su Yu-Xin

In 2021, Su Yu-Xin started a new long-term project entitled “The Pacific Rim Landscape
Project,” which includes the works With or Without the Sun (Suao-Hualien Roadway), Wine-

CEERMT -LESFNACRANMT. HOE (RER) PURSHRFERR dark Sea (Gukut Cliff), and An Open Ridge (Elephant Trunk Tunnel). These oil paintings on

AR EASRAFRA R ERE, AT EREENKE. RENNBMEL wood are extensions of Su’s observations of landscape painting techniques and geological and
g, £rR (ERE) f, RFREEHLENAS, ERLEEERTEN. archeological studies of pigments and media. They are magnified scenes of the Suao-Hualien
HRECHEESAEZEAAERREZREE —UAEHEBAHN—RREZENE Roadway, the oceanside highway perched on a cliff in her hometown of Hualien, which has been
FREGHRHAEREZ—, 2TNELFRERZREE - 5 - HSFEASHER built, destroyed, and rebuilt since the Qing Dynasty.

HZBRRIINLE .
Based on the geographical anchor points and inspired by the complex labor practices involved
B EESHEES S&ISSIE: B TR LY, (h)/EEZ LA in the collection and manufacturing of pigment, Su repeats a pictorial motif—a coastal highway
e 404t ; ) S . = L =E HR, BET perched on a cliff. The highway is situated on a cliff that was produced by the Eurasian Plate
i;uﬁa}iigz{ iﬁ Sgﬁi@:tzzfgfézsiﬁigwizﬁmz"i%ﬂii and the Philippine Sea Plate pressing together. This reflects Su’s personal growth in a changing
- E’Jg; i’lﬂ-"j&,_ _%;;f_ﬁj;;ﬁ}_l }éféf;; ;&é éET—1; !;EFI;EBTI:; world, and her observations of the history of modernization, changing powers, and ethnic
FeR A R, XEBEITHER RSN B, BEEEERTREERRFE
Writ P EMIE S FE TN, BENMGIBRIED—F, BEXENIRSESARE,
{B4FRIEL, 7

assimilation on the eastern coast of Taiwan. This series marks a shift in Su’s work, serving as the
prelude to her new creative journey around the Pacific Rim.

T, (HERE (FE—
TERARE) ), 2021, . HHEE.
Sk O KERE. TR B
FEH . BEEHSEBF IR
FAMRLE, 180x225x540m,

Su Yu-Xin, With or Without the Sun
(Su'o-Hualien Roadway), 2021,
sand, coral pigment, ferric oxide,
white sugar, crystal dust, sulfur, soil,
red ore, tourmaline dust, and other
handmade pigments on wood,

130 % 226 x 5.4 om.

“Last year, | began to research linguistics and color perception. When
researching these subjects, Homer’s strange use of color in The Odyssey
cannot be avoided. In the book, he describes a bronze sky, charcoal-grey
lightning, and a wine-dark sea. In Wine-dark Sea, | wanted to paint that red
wine color, but using red wine itself didn’t work. | painted the burgundy-
colored sea and sky using a mixture of mauveine and synthetic cobalt violet.
Mauveine was one of the first synthetic dyes, discovered by accident by the
nineteenth century British scientist William Henry Perkin when he was looking
for a treatment for malaria.

2021, BFRFET EFOKPNE “‘RAFERSIL” , (HERE (FR - BED

) ) (2021) . (GEEEE (EATWE) ) (2021) 1 ( MFFOWLES (RE2E) ) (2021) Sometimes, painting can be a bit like poetry. In order to describe a specific
19 Eh B B RS . XA BRI T 5 P I K S EL ER M, L thing, artists have to work around the edges of that thing and not directly

engage with the thing itself, because some things will oxidize, age, or become
mottled before finally becoming difficult to identify. Sometimes, | have cared

RIS ENMRELFMR, BARSGEN—REBERRZ R, WA T BarTHALL
Sk, THHMERE . RIFSHIEENHEAR. EXLMREE. SIFFMREIRAMNMIEE RS

about color, yielded to texture, or conveyed material experience, but | could

FBROSIENF, —MEUEGEH eIl RN WREHR . XRRILSIE not translate light and shadow. These color components are pressed, joined,
EREMRIRETEMARIME ERIRE, RUFHESARERNIEFRR N ARBIKRT, &1 and layered onto the canvas, and even after the work is finished, physical and
IEFEE T L FENSEREBFEURER. NHBEESREMENHE . ZRINERITEE T chemical changes are continuously produced, a lot like geological activity.
FIRCIERIMN ERIERE T, TABE SRR AT FAEZIRNFES Building this kind of landscape is really difficult, but it is also very authentic.”
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BT, (BENS (AT
BfE) ), 2021, FERETE.
ESA. —HLE. ER, B,
HRER. BWE. NEREE
SAEHE. FRBHTARLE,
180 % 226 X 54 om.,
Su YuXin, Wine-dark Sea (Gukut
Cliff), 2021, camphor tree pigment,
eggshell powder, massicot, oyster
shell ash, soil, granite ash, green
sandstone, synthetic mauveine,
and synthetic violet on
burlap stretched over wood,
130 x 2265 x 5.4 om.
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Wang Wei

Higher Altitude Montane Forest is a site-specific work that Wang Wei created based on the
architecture of UCCA Dune. In his previous work, Wang examined zoos in different cities,
focusing on the relationship between viewing and being viewed, between the visitors and the
observed animals. The zoo display areas almost become like stages. By manipulating the
viewing angle and the interior and exterior lighting, Wang makes viewers feel as if they are part
of the attraction. In this work, Wang has taken the old, blocky, and irregular cement platform
in the Primate House at the Shanghai Zoo and replicated it in this cavernous exhibition hall,
fabricating a mountain forest inside the museum.

“In 2007, | made my first work about a zoo. In A Zoo, No Animals, | replicated
four nocturnal animal displays from a zoo. | installed the red darkroom light
in those dim spaces. This is a visual trick, because nocturnal animals do not
react to red. They still think that it is dark outside, but viewers can see the
animals by that dim red light. Of course, there are no animals in my work.
The information about the animals on the plaque was also removed. When
viewers walk into the room, all they see is an environment akin to the one in
which zoo animals live.

In several subsequent works, | used glazed tiles or mosaics, because placing
them in that context was quite absurd. These aesthetic materials have a
practical purpose in an animal enclosure, but they have also been part of the
history of the decorative arts, especially in the interactions between Eastern
and Western aesthetics. This later inspired my interest in Dongguan mosaic
walls. In these works, | have paid attention to the ideologies hiding behind
materials, patterns, and forms. | have long been interested in deliberate,
fortuitous, absurd, and awkward things that are closely tied to human nature.”

EB, (SREBHLR),

2021, 5. ATHR. Kifg . &RE.
kI, 650810 x58cm,
Wang Wei, Higher Altitude Montane.
Forest, 2021, metal structure,
plywood, cement, tile, water-based
paint, 650 x 810 x 58 om.
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h=ET Tant Zhong

FERIE ( BIBASEHD ) o, HRFESERESHRNVHET —B=HhEZNER: BERR

FRIBR R SER M RHARB B B REET — iR ZiE, MBEEERFMIRTEN . . . . )

B Ead BT ENR, REEI R, XSS, AR R “The impulse to collect and retain cannot entirely be considered a creative
- ,:_ . : ’ I_ . ° N E: o impulse, but this database of hoarded, everyday objects can be called

SRBABEE. RLEZEEHFLT N, MEAEZMTREF RIS (FRPERN

FURIRESREELATE, REMEARERMET ZERUEPASERENTRE. RIIMLNERE

up and used, with me as the go-between. If the completion of a work has
three stages, the first and third stages are perceptual and intuitive, but

PRERETIEAIH R, IR T R TURES RS, FETFHHAMRSSENE &R also often quick. The middle stage is rational or meticulous. [..] My works
HRNZBAIGRIE SIS are not necessarily ‘produced’ in the sense of moving from O to 1; instead,

| enjoy assemblages, a process of 1 + 1. These objects can be stacked like
building blocks or combined like words. In a complete sentence, different
characters and words have different functions in communicating meaning.
Some emerge as part of the fluidity and coherence of the sentence, without
having independent meaning. In my work, these objects are arranged; this is a
process of composition and construction, as in writing or painting.”

CgEE TN OCYRER ROMEIITASIE AL
EYERWERITE, B  BEER R
MSIRETT LB AR, RRRenT ¢
BB AR — RIS RE SN, i
E-MESAMBERIETENN, BEthe
Hoikfy; TIRASESS 7 IR,
BERE O [ | ERABWER R —EE ‘5
B (MNOF), BRES “Aa’ (1+1).
XL SEBE ISR, TLURES
WiRiE. E-BEENEFE, FENZ5E
REEERE Y ARNRE, SHEEHTFE

o N e, b, BITRRTLRIERIA X, SIEIAL
s e B SEANEITIRG . REERENEINET
ey ‘B, XSBEMLET—H, BE—
o e MESEETE, 7

In Down to Earth, Tant Zhong creates a scene suspended in mid-air: boats of fired ceramic and
readymade everyday objects seem to be wandering in a vast ocean. The ships are enveloped
by an expanse and a heavy steel plate is suspended from a fishing line, which renders this solid
object precarious. The artist uses materials at hand to build and play, selecting them in much
the same way as primitive peoples chose straw and mud to build houses. The readymade
objects used in the installation come from real life, but, because they are toys, they can also be

RS, (M),

2021, &, BF, 9L,
MRRE, BERM, i,
180 x 180 x 280 cm,

. ) . ) . i N Tant Zhong, Down to Earth, 2021,
in which we live becomes a predictable ecosystem, and the fragility of the materials in the ceramio, rope, fishing ine, toy,
fishing accessories, iron anchor,

installation reflects a world that is always on the verge of collapsing or spinning out of control. 180 X 180 x 280 cm.

incorporated within the artwork. Here, the naturally generated yet constantly changing world
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RATERS: MEHEWELIES FflE): 20225F4F17TH  14:30-16:45
EARR: BT 155 UCCAIPEZERTE

Public Programs

Performance: Eight Scenes Session 1: 16:00-16:30 2022.313
Artist: Xiaoshi Vivian Vivian Qin Session 2: 16:00-16:30 2022.3.27
Venue: UCCA Dune Session 3: 16:00-16:30 2022416
H’:_’ h_;’;zi,?'ﬂ k ; Colors from Deep Time: Time: 14:30-16:45 2022417
i Pastel Making Workshop Venue: UCCA Dune
Artist: Su Yu-Xin

T, (E@EIREA2018-

2021) , 2021, #GRR. Biet.
[ R =1 R TZ =N
Sk, Ft. BLSHMFIR

BERL, toxgsnton. EMEBRIRE HES M UCCA BB MRS ARSHEWERETIEAR , LS ENHE,
v EIUE S MEATSE AR S AR BRI

powder, kaolin clay, white lead
powder, calcium carbonate powder,
gypsum powder, sandstone,

Please visit UCCA's official website and WeChat account, or inquire with the museum staff for

propylene, titanium dioxide, red more details and registration information. Program schedule is subject to change. Please refer to
olay, soil, and other handmade )
pigments onwood, 16 X 185 4 om. our website and WeChat account for the latest announcements.
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UCCA W ER—ERFIPEZ TRIZEARIE , B OPEN BINESFERRIT , HRTHOK—RII
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iERYIEME . UCCA RHERSEAVRII MR ZARYIG , (EREIERAIMAR | i EERIETFHEH
EESEMRRNEN KR, FMEAFSSERNZERG. EARIER UCCA B EK R
FIBRIEsER IR 3

About UCCA Dune

UCCA Dune is an art museum buried under a sand dune by the Bohai Sea in Beidaihe, 300
kilometers east of Beijing. Designed by OPEN Architecture, its galleries unfold over a series of

0,98 ‘PUNOS $10]00 ‘08

cell-like spaces that evoke caves. Some are naturally lit from above, while others open out onto
the beach. As a branch of UCCA, China’s leading independent institution of contemporary
art, it presents rotating exhibitions in dialogue with its particular site and space. UCCA Dune
is built and supported by UCCA strategic partner Aranya, and located within the Aranya Gold
Coast Community.
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UCCA P EEARTE
&I E B F
ucca.org.cn

FEiHFME : dune@ucca.org.cn
FHiFFAIE : 0335-7522652

A=ZREH 9:30-17:00
(16:80ZLEAIE ) BE—IAE
B UCCA &8

iBihia UCCA BNz A EBHEZE

members@ucca.org.cn

UCCA Dune

Aranya Gold Coast, Beidaihe
ucca.org.cn/en
dune@ucca.org.cn

+86 0335 7522 652

Hours of Operation:

Tuesday to Sunday, 9:30-17:00
(Last entry at 16:30)

Closed on Mondays

For more information on

UCCA Membership,

please visit our website or contact
members@ucca.org.cn
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