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The forum “Young Institutes” 
at Ming Contemporary Art 
Museum, Shanghai, 
October 10, 2021
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Plants in an old bloc in Shanghai, 
October 2021
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ᅃ௶Ǎߚ౎ؘؘˀ͔Ὂ˩ ੬ᥨඡට໬ຽǍ԰Ղ᡺᣿ þ̀ੈÿὊ̰ þͿÿ᡺҂ þ̀ੈ̓ÿǍ
ᤈڤำүᄊጸጻவþᭇႃਫ਼ÿ௧ࠒሙ੿ᓨషኖѳ֗ᓨష߭ࠒӑࣱԼὊႀʽ๒᮳ឦና஡
ӑሙ੿ᐧ͋దᬍНՃᡂҰǍᭇႃਫ਼௧௚े̽े௑࡙᜿ᄊጸጻᏨὊ˷ ௧ᤈڤ᝷ڳᄊԸᬷ̡Ǎ
᡻Ꮸ˞͵̯ཀྵੰᅌၹþ఻౞ÿੋᏨþழࠄ᧗Ὂܒᡵႍᄊឦˊ׸ᬆᓨషܸܹ̭֗ښ݉ݞੈ
ͻӭͯÿὊͮþᓨࢺХ̵ੋʹڄ఻౞ÿᤈನᄊឈලǍ�ǒᣯ๒Ǔឭþ఻౞ÿþฅૉ఻Тǌی
ష఻౞ÿ᧗ͻ˞Րሦᄊ఻౞ʷឈ࣢࣢ࠫऄᄊ௧ᔮ஡᧗ᄊ JOTUJUVUFúú᭼ͤளྲᣯЧૉ
þЦదྲࠀᄬಖǌ࣢֗౽˔̃ˊ὆DBVTF὇ੋᆑቃᮗ۫ᄱТᄊጸጻÿ3ǍþDBVTFÿͻ
˞þ̃ˊˁᄬಖÿ˨ਓ௑ᬥեᅌूཊᄊ͉ϙᝣՏǍᓨష఻౞Ὂᬥեᄊਓন௧ԝ᫈ᓨష
ᄊவरԣХᄬಖὊˁੈ̓ᄊၷำద͵ТᐏǍ

����ࣲᄊрܹὊ௑͊᫂ढ़ᝠѳ὆-POH�.BSDI�1SPKFDU὇঴ᄣᄊ್˗ᗰ὆5IFSFTB�
-FVOH὇ښ ���ᄊˌМ௑ӝԦ᫈ੈὊþੈ̓঴ښᝧ᝷᫂ढ़ᝠѳ௧ˀ௧ʷ˔఻౞ὊԻ௧
ښᬆὊͿᝀ४దᄾ൤ᄊ఻౞ՙὝÿܸښ ���� ࣲ̽ᄊឦܒ᧗Ὂ᫂ढ़ᝠѳڂ˞ˁ᫂ढ़ቇ
ᫎႇचС̚ᠫູᏫᭊ᜶˞ᒭࣂᄊ᭤ᖹѾভᣳઐǌ̂ԩᜂគѿ˞þ఻౞ÿὊʷመ˞̀Нᄞǌ
Ꮻ᭤ሓѾᄊॎগǍгड़ҒψӡࣲܳὊ᫂ढ़ቇᫎᄊҒᢶːʺ̋Ӣ᧗஡ӑ͜୧˗ॷԂᑟ۶
Ꮻᄌ˨࡙ڡ᭛ᒭᢶᄊాܭǍ����ࣲὊ᫂ढ़ᄊᔮ஡Ꭺባʽݠ൥ଡᤘὊþˁХឭ᫂ढ़௧ᫎ
ႇचὊˀݠឭ߲௧ʷ˔˗ॷǌ۳ࢺ֗ڡͻባὊరॠᤌଌᓨషˇႍˁ˗ڎᇫ͘ǌ˗ڎˁ
ˇႍǍÿ� Ӷౕे௑ၹþᳬᄇጚÿଡᤘ˗ڎᄊᓨషၷগ֗᫂ढ़ᄊͯᎶúúþʷ˔ڡʾ࿘
ቡᄊὊੈં߲ԷϢᳬ᥋Ὑڎᬅ఻౞֗Ꮵܱ௧ᄇ᥋ὙԳܱᤇదʷ˔ጚ᥋Ὂࡃ௧Ꮏషᯞ֗
ᎿషߦᬓǍ௄᝷௧ד˔ፇ౞Ὂज़൥ఌ௤Ὂज़൥ຉՌὊज़൥ΚᠻǍ<Ā>�ੈ̓ښᤈʼ˔ࡏ᭧
ᦐࢺښͻǍÿ� ឦඡ᧗ЍᄝᅌښˀՏጇፒᫎቈ೘֗ˀᜂ᜻ѷ᯴఩ᄊᒭ४Ǎ᜶ਇੇ̃Ὂѹ
ˊᏨ४̰ՊܫώҧǍՊݓ఩ᜉǌʷᢶ஥᯷Ὂ্௧వᮨژᓤǍे௑Ὂᤈ᧗ᤇదʷ࣏̏మὊ
࣏మ˗ڎᄊఏ௤ˀຍǌ᱓ᴝຉాᄊவरదయʷெԻ̿ణ̽᜵வᥧ˔ࣰࣰььǌঽˤˀ
ԫᄊጇፒǍ

঻৸˗Ὂੈզ᜹᝷ڳဘڤᄊʷͯႇच˟ឭὊࠄݝ᡻ᄊழᮣ˨̆ښܫፇՌ̀࣊֗ڤ
ᆑቃǌࠄ᡻֗ေ᝷Ὂႇचࣳˀࡑ఩̆౽ʷ˔ᮗ۫ᄊ᜻ѷǍᥧʷ҉ੈ঻ཀྵ̿˞ᒭڀࣂ҂
̀ӡїࣲᄊːʺ̋Ӣ᧗஡ӑ͜୧˗ॷ὆ੈࣲܺᣐ̀Ὂࣳ෥҂᣿ᥧ˔ဘڤ὇Ǎੈॽˀͱ
ਇὊ௧աڂ˞ܺ᣾ᤴੇڡҪὊఢፃᄊþణ̽ÿၷগ੦෥దԫੇ̭ܹ௿᥆ᄊᅼគ֗ឦᝓǍ
����ࣲ˨ՑὊे ᫂ढ़্҂ܫݞᄊԦԭ̡̾ڈ৵௑Ὂ᫂ ढ़ቇᫎຒຒԫ˞൤ፃᄊ׸ˊႇचὊ
ኖѳǌᆑቃ֗ࠄᰎᮊᄬѳК̀᫂ढ़ᝠѳὊپˀϸஆౌ þੇႇचÿˁ þ఻౞ÿː Ҟࣰь᭧ߘὊ
᱓ᴝຉా໸Кඵ᭧Ǎښᤈ൓᝷ڳ᧗ὊదᓨషࠒѹҩᄊਇϸҧࠄߦᰎࠉǌႯৱྐԧՑʽ
๒ѣဘᄊþಝీܱÿ֗ ��NM�PGG�TQBDFǌ௑̽Ꮏషᯞᄊܱणᮊᄬࠄʹ޵ᰎ֗ࠉᇫӝࠄ
ᰎࠉǌ࡙ ᜿ᝯऐ႑֧ߦវЪᮏᄊþҞవÿĀĀ൤ݠᤈڤ᝷ڳᄊՐߚúúࣲᣐᄊþ఻౞ÿúú
ၹळՂ౏᛫௚ᤈ̏ࠄ᡻ˁ఻౞ᄊˀՏǍ߲̓ᄊᄱᐑᎆ̆ʷመաࠀὊԁᦐˀ௧ᄇᄤߕᎿ
షᯞǍ

Ի൤ϸ್˗ᗰԦ᫈ᄊὊࣰьǌடฝǌሷڍᄊþ఻౞ÿї˫Զ̆ښߛ᜺ঐे˗Ǎ̰ซ
ฆᄊڡژʽၷ᫂ѣᄊ̃ྭὊד˔ˀᭊ᜶੽҂ᒭࣂᄊៃၷ˨ข֗Ԭ̃Ὕ὆ڎڀՑὊతᆸѭ
ᄊదТþ఻౞ÿᄊេ᝷Ὂ௧దͯѸѸᝣគᄊࣲᣐనԤ̮ፁᒭࣂþښ఻౞ࢺͻÿὊੈॢ̓
ᝍ᧖Ὂࣳˀ௧ࡂࡄ႕ॲࣜᅌݝЯᄊඵ఩ˀ఩Ǎڎښᝧ᝷þ఻౞੻Ѽÿݝᤝ᫈Ὂਇᡲڡ݌
ᎿషᯞੋᏨ۳᧛͘ὊᏫ௧႑֧ߦវ఻౞Ǎ὇ԁΧˀᢆКþ఻౞ÿ֗þణ̽ÿᄊ᭤൥ԁज़Ὂ
ᤈ̏᝷ڳ᧗ᄊࠄ᡻̯ཀྵదХᒭሦúúНՃǌቇᫎǌႇचǌాঃǌࢺͻࠉǌࣱԼǌᇫӝǌ
᧗ᄊþ఻౞ÿĀĀࠫᤈ̏̃ྭ౏ឭὊᎿషᯞੋᏨܒХᒭᢶឦښǌጸጻǌπ˭ᦊὊੋʹڄ
ጦьᄊÿ఻౞þ߲̓ښᄊ᜽᧙᧗ՙὊ௧߲̓ᄊࠫቡ᭧ՙὝݠ౧ˀ̃Џஷҫʷ˔ÿణ̽þὊ
ᤈ̏ࠄ᡻͘ݠ͵ᝣគ֗ଡᤘᒭᢶὝ௧աᤇ͘ښߛʷ˔СՏᄊሦ់Ὂԁþੈ̓ÿὝ�

2

␦ᓈഗՐцڤᕱ༽ຸා₞ςНፘ
ਝϒωŞ⑋ᮀַᕱ᪟དྷམཽşʑʘ␦
ᓈ⡕OK��AR᱄൮╃┧դᇁ⃩Ẕʙ⡕
https://mp.weixin.qq.com/s/WtK-

m59JEUOwC-MEFR0geXw⡕
2022 ୕ 11 ༿ 11 ໌ʑ

3

Merriam-Webster ⁩՛ς੔ insti-

tuteᕱਝϒ໯ “an organization for 

the promotion of a cause; an edu-

cational institution and especially 

one devoted to technical fields; 

a usually brief intensive course 

of instruction on selected topics 

relating to a particular field……”

4

 ຢωŞLongmarch space is not٭

so much a gallery as a center, a 

base, and a work station that looks 

to connect the art world with 

Chinese society, and to connect 

China with the world. The space 

functions as a “curatorial labora-

tory” dedicated to the fundamen-

tal questions of the relationship 

between curating, display and 

artistic creation, between practice 

and discourse, between objects 

and text, and between audience 

and artists.” ‘Homepage’, 25000 

Cultural Transmission Center, 

2005 <https://web.archive.org/

web/20051129031831/http://

www.longmarchspace.com/

english/homepage.htm> [accessed 

17 November 2022].

5

ڋቴ⡕ʘ᛺ڣ 798ʙ⡑ؤЉ⡣ຸ໩
֜Ꭼᙽ⡕2010⡒⡕p. 72ʑ

Last October was not as warm as this year. Halfway through my quaran-
tine, I could smell the scent of osmanthus as I reached out from my half-
RSHQ�ZLQGRZ��ZKLFK�KDG�EHHQ�çRDWLQJ�LQ�WKH�DLU�IRU�DOPRVW�D�PRQWK�QRZ��
The sweetness easily slipped into the nose with the wind as one stood on 
WKH�VWUHHWV�RI�6KDQJKDL��VHQGLQJ�D�VKLYHU�GRZQ�WKH�VSLQH��D�VKLYHU�RI�MR\�IRU�
OLYLQJ�LQ�WKH�KXPLG�DQG�ZDUP�UHJLRQ�RI�VRXWKHUQ�&KLQD��8QGHU�WKH�LQçXHQFH�
RI�+HLGHJJHU��-DSDQHVH�VFKRODU�:DWVXML�7HWVXUR�GHYHORSHG�WKH�VWXG\�RI�

“Climate” (fudo), in which he discussed in a quite essentialist manner about 
how human beings, being nurtured by the climate, geography and hydrol-
RJ\��DOVR�V\QFKURQL]HG�WKHPVHOYHV�ZLWK�WKH�QDWXUH��UHYHDOLQJ�DQG�REVHUYLQJ�
WKHPVHOYHV�LQ�LW��7KH�FKDUDFWHU�RI�WKH�&KLQHVH�SHRSOH�ZDV�FODVVLæHG�E\�
him as a combination of monsoon and desert—he witnessed how Chinese 
people spent their days in Shanghai in 1927 during the Northern Expedition 
launched by the National Revolutionary Army: they went on with their lives 

“unhurriedly” even when the heads of communists were hung on telephone 
poles and there was no government to count on.1 The streets were perhaps 
WKH�VDPH�WKHQ�DV�WKH\�DUH�QRZ��RQH�KDV�WR�VWDQG�RQ�WKH�VWUHHWV�WR�UHDOL]H�
that beyond the hellish news and political depression on Weibo, there is 
another landscape – osmanthus is in full bloom; old ladies are selling brace-
lets made from yulan magnolias in their baskets; and in front of enumerable 
doorways, the security guards and I wave our smartphones at each other 
tacitly, with no words or expressions exchanged.

The day after our quarantine ended, my friend and I attended a forum at 
McaM (Ming Contemporary Art Museum). The theme was “Young Institutions”. 
2QH�IULHQG�LQ�&KLQD�VDLG�WKDW��VLQFH�,�MXVW�UHWXUQHG��WKLV�IRUXP�ZDV�D�JUHDW�
chance to learn about the industry in recent years. After I passed through the 
PDJLF�FLUFOH�RI�SURMHFWRUV��PRQLWRUV��DQG�FXUWDLQV��DQG�FUDZOHG�LQWR�WKH�VWDLU-
way-turned-audience-seat, I suddenly noticed the slogans scrolling on the 
ZDOOV�RQ�ERWK�VLGHV��HDFK�VLQJOH�FKDUDFWHU�ZDV�çDVKLQJ�LQ�GLP�OLJKW�

1

Watsuji, Tetsuro, Climate and 
Culture: anthropological investigation 

(Beijing: Dong Fang Publishing, 

2017), pp. 123–27. First edition: 

Climate and Culture: anthro-

pological investigation (Tokyo: 

Iwanami Shoten, 1935).

… Even though you can’t see, we are closely connected to 
each other. Welcome to the alternative universe of !uid inter-
dependence and caring society, although you can’t see, we are 
closely connected to each other. Welcome to the alternative 
universe of !uid interdependence and caring society, although 
you can’t see, we are closely connected to each other…

9HUWLJR��7KH�ZRUGV�GURQHG�RQ��DQG�WKH�XWRSLDQ�DWPRVSKHUH�RYHUçRZHG��
7KH�VORJDQ�VNLSSHG�WKH�Ú,Û�DQG�MXPSHG�IURP�Ú\RXÛ�WR�ÚZHÛ��7KH�RUJDQL]HU�
of this event, Raiden Institute, is a platform for digital art curatorial and art-
ist incubation, sponsored by Shanghai FengYuZhu Culture and Technology 
&R��5DLGHQ�,QVWLWXWH�ZDV�WKH�RUJDQL]HU�RI�WKH�H[KLELWLRQ�KHOG�DW�0FD0�DW�
the time, as well as the convener of this forum. I was curious as to why 
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The latest Wechat post of Raiden 

Institute still describes itself as 

a “non-profit art institution”. 

“Raiden, OK! AR virtual jewelry 

Alpha testing invitation”, https://

mp.weixin.qq.com/s/WtKm-

59JEUOwC-MEFR0geXw, Nov. 

11, 2022.

3

The definition of “institute” in 

Merriam-Webster’s Dictionary is “an 

organization for the promotion 

of a cause; an educational institu-

tion and especially one devoted 

to technical fields; a usually brief 

intensive course of instruction 

on selected topics relating to a 

particular field……”

4

“Longmarch space is not so much 

a gallery as a center, a base, and a 

work station that looks to con-

nect the art world with Chinese 

society, and to connect China 

with the world. The space func-

tions as a “curatorial laboratory” 

dedicated to the fundamental 

questions of the relationship 

between curating, display and 

artistic creation, between practice 

and discourse, between objects 

and text, and between audience 

and artists.” ‘Homepage’, 25000 

Cultural Transmission Center, 

2005. <https://web.archive.org/

web/20051129031831/http://

www.longmarchspace.com/

english/homepage.htm> [accessed 

17 November 2022].

5

Ye Ying, Kiln Change 798 (Beijing: 

Xin Xing Publishing, 2010), p. 72.

practitioners still insist on using the term “institution” or “new institution” in 
today’s context of cross-boundary art and business practices in main-
land China.2 According to Cihai, an authoritative Chinese dictionary, the 
word ji gou ( ఻౞ , institution) “generally refers to an institution, group or 
other work unit”. When the word “ji gou”, acting as a title in the phrase ”yi 

shu ji gou ( ᓨష఻౞ , art institute)”, it often corresponds to the English word 
“institute”, which Webster’s Dictionary�H[SODLQV�DV�ÚDQ�RUJDQL]DWLRQ�IRU�WKH�
promotion of a cause”.3 The “cause”, when conveying the meaning of “cause 
DQG�SXUSRVHÛ��LPSOLHV�D�VWURQJ�VHQVH�RI�LGHQWLæFDWLRQ��7KH�DUW�LQVWLWXWH��E\�
implication, inquires in what way the method and purpose of art relate to 
our lives.

In the winter of 2019, Theresa Leung, then director of the Long March 
3URMHFW��/03���DVNHG�PH�UKHWRULFDOO\�LQ�WKH�(DVW���WLPH�]RQH�RI������Ú:H�
were always debating whether LMP is an institution, but do you think there 
is a real institution in mainland China?” In the context of the 2010s, LMP 
KDG�WR�MXVWLI\�LWV�QRQ�SURæW�VWDWXV�DQG�VHHN�WR�EH�LGHQWLæHG�DV�DQ�ÚLQVWLWX-
WLRQÛ��D�IRUP�RI�SXEOLF�VHUYLFH�UDWKHU�WKDQ�SULYDWH�SURæW��EHFDXVH�LW�VKDUHG�
resources with the gallery, Long March Space. Meanwhile, more than a 
decade further back, the predecessor of Long March Space, 25,000 Miles 
Cultural Communication Center, was able to display its complexity in pub-
lic, as described on the English website of Long March in 2005: “Rather 
than a gallery, Long March is a center, a base, and a workstation, that looks 
to connect the art world with Chinese society, China with the world.”� At 
the time, Lu Jie described the Chinese art world and the position of Long 
March as such, “an underground independent one, which I call the black 
way; international institutions and foreigners are the white way; yet there 
is a red way as well, which is art museums and art academies. Across the 
obscured boundaries, all the structures intermingle with each other, and 
rely on each other. […] We work along all three ways.”� Lu’s tone of speech 
ZDV�æOOHG�ZLWK�WKH�VHOI�FRQJUDWXODWLRQ�RI�WUHVSDVVLQJ�DFURVV�GLIIHUHQW�
systems and being untamed by the rules. Right. To make things happen, 
entrepreneurs must borrow forces from wherever they can. The various 
PRWWOHG�DQG�SDWFKHG�RXWæWV�DUH�MXVW�WKH�FRORUV�RI�WKH�ORFDO�HQYLURQPHQW��$W�
the time, there was still some hope here, that China’s ambiguous and loose 
approach could one day replace the clean and everlasting system of the 
Western world.

In a trance, I heard a gallerist at the forum say that the novelty of her prac-
tice was the combination of market and research, practice and theory, 
EHFDXVH�WKH�JDOOHU\�VKRXOG�QRW�EHQG�WR�WKH�UXOHV�RI�D�SDUWLFXODU�æHOG��$W�WKDW�
moment, I suddenly thought I was back to the 25,000 Miles Culture 
Communication Center more than a decade ago (I was too young to expe-
rience it). I couldn’t help but think, whether the past ecology of “alternative” 
didn’t become a common knowledge and discourse because we suc-
FHHGHG�WRR�IDVW��$IWHU�������ZKHQ�WKH�MXVW�ULJKW�DPRXQW�RI�UHEHOOLRQ�GLV-
played by Long March got people confused, Long March Space gradually 

became a proper commercial gallery, with the curatorial, research and exper-
LPHQWDO�SURMHFWV�VXEVXPHG�LQWR�/03��DQG�WKH�FKLPHUD�ZDV�GLYLGHG�LQWR�WZR�
clean faces: gallery and institution. The rest sunk into the water. Back to this 
IRUXP��WKHUH�ZHUH�DUWLVW�IRXQGHG�SURMHFW�,PDJRNLQHWLFV��3DUDUDLOLQJ�DQG���PO�
off space, which emerged in Shanghai after the outbreak of the pandemic; 
the media lab and community lab of the Times Museum outreach program; 

“Instance”, which offers exhibitions, lectures, and study abroad consultation… 
Just like the name of the forum, young “institutions”, the quotation marks 
distinguished these practices from institutions. The concourse of them was 
the result of the denial, that none of them are white box museums. 

+RZHYHU��MXVW�DV�7KHUHVD�/HXQJØV�UKHWRULFDO�TXHVWLRQ�LPSOLHG��WKH�LGHD�RI�
a clean, tidy, solid "institution" exists almost exclusively in theory. Anything 
WKDW�JUHZ�RXW�RI�WKH�PXGG\�JURXQG�PXVW�æQG�LWV�RZQ�ZD\�RI�PDNLQJ�D�OLYLQJ�
and its own narrative. (The most relevant conversation I had about “insti-
WXWLRQÛ�DIWHU�UHWXUQLQJ�WR�&KLQD��ZDV�ZKHQ�D�\RXQJ�IULHQG�,�KDG�MXVW�PHW�
introduced herself as “working in an institution”, and I asked her about it in 
H[FLWHPHQW��WU\LQJ�WR�GLVFXVV�ZLWK�KHU�ZKHWKHU�ÚLQVWLWXWLRQDO�FULWLTXHÛ�æW�LQWR�
the Chinese context. She explained, with some embarrassment, that it was 
not an art museum or foundation, but a study-abroad consulting institution.) 
Even without stepping into the either/or situation of “institution” and “the 
alternative”, these practices in the forum had their own titles anyways: com-
SDQ\��VSDFH��JDOOHU\��PDJD]LQH��VWXGLR��SODWIRUP��FRPPXQLW\��JURXS��RUJDQL-
]DWLRQ��FOXE��RU�DQ�ÚLQVWLWXWLRQÛ�ZLWKLQ�LWV�RZQ�FRQWH[WÞ�$UH�DUW�PXVHXPV�RU�
SXUH�ÚLQVWLWXWLRQVÛ�RQ�WKHLU�KRUL]RQ"�$UH�WKRVH�VHHQ�DV�WKHLU�DQWLWKHVLV"�+RZ�
would these practices perceive and describe themselves if the idea of “the 
alternative” was not imposed in advance? Would there still be a common 
name, the “we”?

ᥖ˧ڎᬅኖ࡙͘ᝬὊ
þ᫂ढ़὘ʷ˔ᛡᡌ˗ᄊ᜽ᝀ࡙ᇨÿ
ኖѳᮊᄬጸੇᦊѬὊ����ࣲ
ᒱ៙᫂ढ़ᝠѳ

Zunyi International Curating 
Symposium, a part of the cura-
WRULDO�SURMHFW�Ú/RQJ�0DUFK��
A Walking Visual Display,” 2002
&RXUWHV\�/RQJ�0DUFK�3URMHFW
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Nothing to do
 with me

���� ࣲὊੈѸѸ҂͠சὊښኖ࡙ጇ឴ᆰܣǍኄ̄˔థὊੈᡲᯱ౏᜵̎ᄊՏୄߦೂᝯ
ኖ̡࡙ݍݘeে፥Ͳ὆0LXVJ�&OXF[PS὇ᄊʷኽ஡ቦὊǒՑ൹ඟ௡ऐǓ὆þ5IF�
1PTUDPMPOJBM�$POTUFMMBUJPO��$POUFNQPSBSZ�"SU�JO�B�4UBUF�PG�1FSNBOFOU�
5SBOTJUJPOÿ὇�Ǎ̰Ӓ̛ረ͠ࡐசὊੈᄊᢶ͋ᝣՏ̰ࡣˌ̡ԫੇ̀˗̡ڎὙ֗ᯱ౏᜵
̎Տߦ;FOBᄊୄೂᜂੈᝍ឴˞̎ฯЯᦊᄊ̞ࠛǍ;FOBࣜੈᤊሮ᧔᝻̀ᯱ౏᜵̎ᓨ
షࠒᒾ࣏eᔚᖈడ὆4IPPTIJF�4VMBJNBO὇Ὂᒾ࣏ᢶʽᄊᯱ౏᜵̎֗Ө̡ᛞᎆᝨੈ
ᆸᝣ̀ੈ֗;FOB˨ᫎᄊᐏጇὊࣳ˅Ὂᝨੈ̿˞ڂ˞ᒾ࣏ὊੈΧԻ̿ˁᯱ౏̎ǌᆋઢ
ᡕ֗෢ࣅᄊᔮெ൹ඟԋԾᄱଌὊ˷ካ໘ᡜ̀ិሮ᧗ᄊþՑ൹ඟÿǍិʽὊ˚ᤃᝯ໦ፇ
ౌὊᏥ࣎ቊཀྵᣁՔੈὊþͿڎ˗ښᄊՑ൹ඟፃᰎ௧̤˦Ὕÿ὆þ8IBU�JT�ZPVS�QPTU�
DPMPOJBM�FYQFSJFODF�JO�$IJOB ÿ὇ᥧ˔᫈ᮥᝨੈڈ৵úúੈὊՑ൹ඟὊ֗˗ڎὝ
ᤈڈ৵ݠՏቊཀྵંੈ੫҂̀Ӓ̛௹ᰴ࢏௑ᄊڡᨡᢼԕ᧗Ὂᜂ૘҂ԥᑮ২๏ǌᗀ̀ᅋ᪫ǌ
ˁپևᄊ̡ዝ୕ᐫଌᢓǌٙसनԡ᫇ՌǍੈڎ˗ښট˦͘దՑ൹ඟፃᰎքὊ൹ඟᏨ֗
ᜂඐปˌᡐᡌ̀Ǎ᜶ద̤˦þՑÿᄊፃᰎὊᬲ᥋ˀ௧Ցᇫ͘˟˧Ὕࡃொ˧˟ڎࣛ

ᥧʷ҉ᄊܿឦʷᄰੈښᢶʹ᧗ڀ஽Ὂ˞̤˦ʷͯᔮڎኖ̡࡙͘ᝣ˞ੈదþՑ൹ඟÿ
ፃᰎὊ˞̤˦ੈ̿˞þՑ൹ඟÿ̎ښฯ˨Яǌ˗ڎ˨ܱǍʷनݽὊੈेཀྵ͘ᝀ४᫈ᮥ
ஷҫ̆ੈࡃదఒҧ὘ᙊཀྵՑ൹ඟԦࠫ᠏کӑᄊ᜵வǌடʹভᄊᓨషԾὊͮੈᄊၷ֑ፃ
ᰎ௧ա˷ᜂþՑ൹ඟÿᤈ˔ឈឦлՐࣳ˅᠏کӑ̀ὝԻ௧ǌੈ˷ࣳˀᝀ४Ꮵ࣎௧ࡐᰴ
˚ʾڡԧ᫈Ὂ̵ࣳˀ௧ᡐ௑᰷ᄊေ᝷ࠒὊϢ̀ӿए੤ࢺᓨᄊᆑቃॢࣲܳὊþՑ൹ඟÿ
̵ࠫ౏ឭఞᤃ˫ᤰड़᜵வ˨ܱᄊ௄஝ၼ᥋Ǎ

ᤈ˨ՑὊੋ᝵௧ښੈ˞ڂʷ˔Ғ൹ඟࣛڎ᧗ၷ̀ߛїࣲὊ௑ˀ௑ښ:PVUVCF ʽզ
ࠫளᄕၧБ὆(BZBUSJ�$IBLSBWPSUZ�4QJWBL὇௽๪஡ቦᄊᝯᝍὊੋ᝵ڂ˞ੈጼ̆ద
̀̏ืඟፃᰎὊຒຒڡὊੈጼ̆ښþՑ൹ඟÿᄊ௑ቇᩲᎶǌԬ̃ᆡᆿǌ൵ఒഷၷǌ௄
Իᝓឭ᧗឴҂̀ᒭࣂúú˗ڎ˷దᤈ̏Ὂښᜂሦ˞þ὆Ց὇ᇫ͘˟˧ÿᄊဘࠄ᧗Ὂ˷
దᤈ̏Ǎᤈ௧ᒭࣂᜂ᧘ᤘᄊ᫞឴᣿ሮὊᏫੈᤪຒေᝍ̀ΎၹˀՏឈලᄊ̡ᄊ൘మǍᤈ
ͫ˫උ឴ਵளᄕၧБ౏ឭὊఞ˞᧘᜶ǍՑ൹ඟǌԝ൹ඟ᜶୮үᅼគ֗࣢គᄊ౞थவरὊ
ᝨቄڈ˨̡ਓគ҂ᒭࣃࣂવదᬥሜᄊᅼគǌѹᤵ̀࿘ྲˇႍǍᤈመࠫᝣᅼ൤˧ᄊᤝරὊ
࣢ᝨੈਇᥧԲþᝍஊনਇὊ̃ࠄර௧ÿ௧աԻ̿֗þՑ൹ඟÿᇌ᭧ǌေᝍࠫவὝኄʼ
ˇႍ෥దС̚Տʷ඀ԋԾὊЛုӯவԶ௧ʷ˔ᄱࠫͯᎶὊᏫˀՏဘڤ˨ᫎᄊϚᢽ֗ԦઈὊ
ᔪ᜶ज़൥ေᝍὊ˷ᭊ᜶̈́ᠻᏢឋὊద௑ϋ௧ေᝍࠫவښЦʹፃԋ̤˦ǌ˞̤˦᜶ឭភǍ

൥ᄰଌὊї˫௧ܸᬆेݠԷþˁՑ൹ඟឭг᜹ÿǍಖᮥࡃᮥ˟ʼࣲ࡙ࢷࣲࣹ����
̽ᓨషႍతþ̰˗ڎѣԧÿڀऄڎᬅᝬᮥᄊʷ൓࠽ត὘߲གѣ ����ࣲ̽नڎ˗ݽᓨ
షࠫࠒ᜵வភឦþ᭜ిÿᄊম঵Ὂ˷ંၷܸ᫂ښᬆᄊ̡̓὆ੈݠ὇ˁՑ൹ඟភឦᎥˬ
ৱਖˁᝣᅼᐏጇᄊৱॎ્҂௚᭧Ǎᥧࡓऋܸᄊʼࣲ࡙ࣳళᔉᠠҧඡՔܸᬆᄊᓨషࢺͻ
ᏨᝍౢþՑ൹ඟÿᤈʷឈឦǌืึǌߦሙὊੋᏨᝧ᝷߲˞͵͘ੇҪǌ˞͵˗͘ڎˀښ
Х˗Ǎʼࣲ࡙ᄊᄾ൤᭬ߕ௧ڎᬅे̽ᓨషጇፒ˗ᄊភឦిҧǍ˟ኖ̡࡙ᰴܣ௚ឭὊþښ
ੈᄺ౏ὊՑ൹ඟ˟˧ǌܳЋ஡ӑ˟˧ፌे̽ᓨషႍࣜ౏ᄊʷ˔˟᜶᫈ᮥࡃ௧ᓨషᄊ஋
෵ӑÿǍ7�Ꮻᤈ̏˟˧ᤪຒੇ˞ʷመਓគॎগὊþΎᒭࣂᬞКʷመ఻೚ǌյ౜ᄊü໬௄
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Okwui Enwezor,‘The Postcolonial 

Constellation: Contemporary Art 

in a State of Permanent Transi-

tion’, Research in African Literatures, 
34.4 (2003), pp. 57–82.
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᣸ᬅᄊ஋෵൤ᆸভýὊՑ౧௧þ̽े࠲ᓨషቇᫎᎶ̆ʷመࠆಊ˨ʾÿǍ8þࠆಊÿૉᄊ
௧ڎᬅे̽ᓨషႍᝨ஋෵֗ᇫ͘ᝬᮥЏᛡǍ

ᥧ˦Ὂ᜶ՂԸʷመԝ஋෵ӑᄊᓨషՙὝʼࣲ࡙ूូᒭࣳࣂ᭤᜶๼ාþՑ൹ඟÿὊᏫ
௧࣏మ҅ழ֗૎ଈឱݠþᢶ͋ÿ֗þ̵Ꮸÿᤈ̏ࣃፃЁӑᄊ᜺ঐᄊԻᑟভǍͮݠ͵૎ଈǌ
ЦኸúúࢺϢ҂ʼࣲ࡙ᄊԳʷ˔԰Ղþ̰̎ฯѣԧÿὝʼࣲ࡙ូၹᄊ̯ཀྵ௧ਅ࣢ᄊ͵ݠ
࡙᜿ǌஊ௢͘ǌႇвǌึނѹͻὊښˀՏڡགԸᬷᆑᝧǌᎄጕ឴వǌᥙឰᓨషז֗ࠒ
ၷѣ̓ࠒᓨషڎ˗౧̿þՑ൹ඟÿ˞ᝬᮥᄊ᜵வԥࣲ࡙֗஡࿹࡙෥దᝨݠҫКǍࠒߦ
ԠˁਖὊᥧ˦ᤂၹᄱͫவขᄊþˁՑ൹ඟឭг᜹ÿᑟաᝨ˗ڎᓨషܸ֗ࠒᬆ˨ܱᄊԠ
ˁᏨᣁԫὝᤈࡓʼࣲ࡙ᇨΓ̀þ˗ڎͻ˞᫈ᮥÿὊԂ෥దþᒭࣂͻ˞வขÿ὘̡̓࠻
ళдᅌԻᑟ࿁ᩲᄊ᮳ᬗनݽេ᝷ᒭࣂᄊၷำ֗ਖԪὊ࠻ళ᫞឴ᄾ൤ᄊ̡ᄊፃԋ֗ʹᰎǍ
աѷὊ᫞឴ளᄕၧБេ҂ᄊþऔඟÿ὆TVCBMUFSO὇ᄊˀԻ᜹ভὊʷࠀᑟᝨኖ̡࡙֗ᓨ
ష̓ࠒᡌѣʼࣲ࡙Ὂਇᡑ˗ڎᄊݙভǌ˹ేǌкඟ֗ࢺअ̡ࡏǍþՔՑ൹ඟឭг᜹ÿ
̯ཀྵ௧ᓨషጇፒЯᦊᄊ᫈ᮥὊၵᒰ௧ѿ̡ᄊᄊ᫈ᮥǍ

ੈ֗þՑ൹ඟÿ֗ᝍὊ௧ڂ˞ ���� ࣲअ឴҂̀ʷ͋ᠫநὊઢ࣏ॴɎᬁઢڂ
὆3BTIFFE�"SBFFO὇ښ ���� ࣲ̽ѹҩ̀#MBDL�6NCSFMMBὊ˞ښᔮڎၷำᄊ᭤ᄇ
̡ᓨషࠒˡҩ࡙᜿ǌथቡೂವǌѣྠႇвǍੈਓܱڡԧဘઢ࣏ॴਫ਼ឭᄊþ#MBDLÿˀ̩
̩௧̭ܹਓ˧᧗ᄊᳬ̡ὊᏫ௧ӊ઺̀ਫ਼ద᭤ᄇ̡úú౏ᒭ̎ฯǌ᭤ฯǌҫҿඋ֗ਫ਼ద
ຉᛞᄊǌښ᜵வᇫ͘ᜂᥔᘉ֗᥌঄̀ᄊ̡ĀĀોᤈನᄊࠀ˧Ὂੈ˷௧ᳬ̡Ǎᤈ˔᭎৳
ʷᄰᡲᬤᅌੈǍ�ӧࣲ̿ՑὊ����ࣲᄊѺܮὊੈ͠ښச࿘ᒭᡲᬤ#MBDL�-JWFT�.BUUFS
຤ᛡ᫳͐Ғᤉ௑Ὂॷ᧗ঐԴᅌᤈԲភὊੈ˷௧ᳬᓤᄊǍپևງງููᄊᐩᓤʷՏҒ๙Ὂ
̡̓ஞ᩺੪ᴂǌᴏܦൡׯὊద̡ጸጻܸࠒᴏؗܦѣ԰ՂǍᥧ௑ϋᔮڎᄊኄʷᣃࣃۢ࠰
ፃ᣿ԝὊ຤ᛡ᧗ᱥ̡࠶ਖ਼԰ᎴὊͮੈᤇቈᅌᤩ௚ᭁᛨǌਖ਼ᅌ԰Ꮄ֗ൃᑛ੤ݓǍඈेద
̡࿏ႡڡᄺᅌੈὊੈ͘єᤃ UBὊᣐܦឭὊþZFBI
�*�BN�"TJBO
�BOE�*�GFFM�CMBDL�ÿ

,Q�������,�KDG�MXVW�DUULYHG�LQ�/RQGRQ�WR�GR�P\�0$�LQ�&XUDWLQJ�&RQWHPSRUDU\�
Art. The next month, I paired with a Malaysian classmate Zena to present 
RQ�DQ�HVVD\�E\�FXUDWRU�2NZXL�(QZH]RU��Ú7KH�3RVWFRORQLDO�&RQVWHOODWLRQ��
Contemporary Art in a State of Permanent Transition”.6 Having moved 
IURP�%HLMLQJ�WR�/RQGRQ��P\�LGHQWLW\�VKLIWHG�IURP�D�6KDQGRQJ�HVH�WR�D�
Chinese; I interpreted my collaboration with Zena as one with an intra-
Asian intimacy. Zena took me on a remote interview with the Malaysian 
DUWLVW�6KRRVKLH�6XODLPDQ��ZKRVH�0DOD\VLDQ�DQG�&KLQHVH�RULJLQV�FRQæUPHG�
my sense of connection with Zena. At the same time, this made me think 
that because of Shooshie, I was now able to connect with the British and 
Japanese colonial history of Malaysia, Sarawak, and Sabah, therefore com-
pleting the “post-colonial” aspect of the course. In the class, toward the 
end of the presentation, the tutor suddenly turned to me and asked, “What 
is your post-colonial experience in China?” The question confused me—
me, post-colonial, China? This confusion made me feel like being thrown 
LQWR�D�VXEZD\�FDU�GXULQJ�WKH�HYHQLQJ�UXVK�KRXU�LQ�%HLMLQJ�DOO�RI�D�VXGGHQ��
VTXHH]HG�XQWLO�P\�IHHW�OHIW�WKH�JURXQG��P\�JODVVHV�IHOO��ZLWK�P\�VKRXOGHUV�
pressed against those of others. My mouth opened and closed. How could 
,�KDYH�KDG�D�SRVW�FRORQLDO�H[SHULHQFH�LQ�&KLQD�ZKHQ�WKH�FRORQL]HUV�KDG�

6

Enwezor, Okwui, “The Postco-

lonial Constellation: Contempo-

rary Art in a State of Permanent 

Transition”, Research in African 
Literatures, 34.4 (2003), 57–82.
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long been driven out by Mao Zedong? What kind of “post” experience could 
there be, if not post-socialism?

That moment of dissonance kept reverberating in my body. Why would a 
British intellectual think that I had a “post-colonial” experience? Why would 
,�FRQVLGHU�ÚSRVW�FRORQLDOÛ�WR�EH�VRPHZKHUH�LQ�$VLD�EXW�&KLQD"�$W�æUVW��RI�
FRXUVH��,�IHOW�WKDW�WKHUH�ZDV�YLROHQFH�LQçLFWHG�ZKHQ�WKLV�TXHVWLRQ�ZDV�UDLVHG�
WRZDUG�PH��DOWKRXJK�SRVW�FRORQLDOLVP�RSSRVHV�D�KRPRJHQL]HG�:HVWHUQ�
world and a holistic art history, was my life experience also represented and 
KRPRJHQL]HG�E\�WKH�SKUDVH�ÚSRVWFRORQLDOÛ"�+RZHYHU��,�GLG�QRW�WKLQN�WKDW�P\�
tutor was condescending. He was not a trendy theorist. He had been doing 
research on Indian crafts for many years. “Postcolonial” for him was more 
like a myriad of pathways away from the Western world.

Since then, perhaps thanks to the years I spent in a former colonial empire, 
or the Youtube channels that elucidated Gayatri Chakravorty Spivak’s 
REVFXUH�DUWLFOHV��RU�SHUKDSV�GXH�WR�WKH�QRPDG�H[SHULHQFH�WKDW�,�æQDOO\�
gained, I started to see myself in the asynchronous, fragmented, brutal 
and unspeakable “post-colonial” narrative—which existed in China as well, 
in the reality that was called “(post)socialism”. It was a process of reading 
that retold my own narrative. I gradually came to understand the desires 
and feelings of people who used different vocabularies. This seemed to be 
PRUH�VLJQLæFDQW�WKDQ�XQGHUVWDQGLQJ�6SLYDN��3RVW�FRORQLDOLVP�DQG�GHFRO-
RQL]DWLRQ�DUH�DERXW�VKDNLQJ�XS�WKH�ZD\�DOO�NQRZOHGJH�DQG�FRPPRQ�VHQVH�
ZHUH�FRQVWUXFWHG��VR�WKDW�WKH�SRRU�FDQ�UHDOL]H�WKDW�WKH\�DOUHDG\�SRVVHVV�
hidden knowledge and have created unique worlds. This quest for cogni-
WLYH�MXVWLFH�RIWHQ�UHPLQGHG�PH�RI�WKH�TXRWH�ÚHPDQFLSDWH�WKH�PLQG��VHHN�
truth from facts”. Can we unite with “post-colonialism” and understand 
each other? The Third World do not share the same history, and the Global 
6RXWK�LV�MXVW�D�UHOHYDQW�SRVLWLRQ��:H�QHHG�WR�UHO\�RQ�WUDQVODWLRQ�WR�PDNH�
sense of the invasions and revolts happening on different sites, sometimes 
to understand what others are going through exactly, and sometimes why 
they are speaking.

7KH�WKHPH�RI�WKH������*XDQJK]RX�7ULHQQDOH�ZDV�Ú)DUHZHOO�WR�
Post-Colonialism”. The title was so direct. It was almost the most “China-based” 
attempt to respond to an international issue in the mainland contempo-
rary art world: it pointed out the resentment of Chinese artists towards the 

“hegemony” of the Western discourse since the 1990s and brought to the 
surface the lack of emotional and cognitive connection between people 
growing up in mainland China (like me) and the post-colonial discourse. The 
huge Triennale did not extend any effort to explain the term, genre, or dis-
cipline of “post-colonialism”, or to discuss why it was successful and why 
China was not part of it. The real target of the Triennale was to attain power 
of discourse in the international contemporary art system. The lead curator 
Gao Shiming said, “In my opinion, one of main problems that post-colonial-
ism and multi-culturalism have brought to the contemporary art world is the 

SROLWLFL]DWLRQ�RI�DUWÛ�7�7KHVH�LQçXHQFHV�JUDGXDOO\�EHFDPH�DQ�LGHRORJ\�WKDW�
“lapsed itself into a mechanical, dull, ‘rambling political correctness’, with the 
FRQVHTXHQFH�RI�×VXEMHFWLQJ�WKH�FRQWHPSRUDU\�DUW�VSDFH�WR�D�NLQG�RI�FHQVRU-
ship’”.8 “Censorship” referred to the priority that the international contempo-
rary art world gave to political and social issues.

7KHQ��VKRXOG�ZH�FDOO�IRU�D�GHSROLWLFL]HG�DUW"�7KH�7ULHQQDOH�HPSKDVL]HG�WKDW�LWV�
aim was not to eliminate “post-colonialism”, but to refresh and explore fur-
WKHU�SRVVLELOLWLHV�RI�RVVLæHG�FRQFHSWV�DV�ÚLGHQWLW\Û�DQG�ÚRWKHUQHVVÛ��%XW�KRZ"�
How could they achieve the other slogan of the Triennale, “Departure from 
Asia”? The Triennale still invoked the usual toolbox: exhibitions, screenings, 
catalogues, commissions, seminars at various sites, compiling pamphlets, 
LQYLWLQJ�DUWLVWV�DQG�SKLORVRSKHUV�WR�MRLQ�WKHP��,I�:HVWHUQ�ELHQQDOHV�DQG�
documenta on the topic of “post-colonialism” had not generated a sense of 
participation among Chinese artists, could “Farewell to Post-Colonialism”, 
which employed similar methods, transform them as well as participants 
outside the mainland? This Triennale demonstrated “China as an issue”, but 
without employing “the self as method”: people had not yet begun to talk 
about their own lives and feelings at the risk of mistakes, nor had they learnt 
real human experiences and histories of the others. Otherwise, reading 
Spivak’s discussion of the invisibility of “subaltern” must have been able to 
lead curators and artists out of the Triennale and start thinking about the 
women, the rural, migrant workers and the underclass in China. “Farewell to 
Post-Colonialism” remained a problem within the art system, even a prob-
lem of someone else.

My reconciliation with “post-colonialism” was at the end of 2019 when I 
came across an archive about Rasheed Araeen establishing Black Umbrella 
LQ�WKH�����V��$UDHHQ�RUJDQL]HG�H[KLELWLRQV��FUHDWHG�DUFKLYHV��DQG�SXE-
lished catalogues for non-white artists living in the UK. I was surprised to 
discover that Rasheed’s idea of “Black” included not only black people in 
today’s sense, but all non-white people—from Asia, Africa, the Caribbean, 
and all multiracial people, those overshadowed and obliviated in the Western 
VRFLHW\Þ�%\�WKLV�GHæQLWLRQ��,�DP�DOVR�EODFN��7KLV�VKRFN�KDV�IROORZHG�PH��6L[�
months later, in the early summer of 2020, as I marched alone among the 
Black Lives Matter parade in London, I recited the words, I too am black. All 
around me, light and dark skin tones swarmed together. There were people 
KLWWLQJ�GUXPV��SOD\LQJ�PXVLF��DQG�VLQJLQJ�LQ�XQLVRQ��6RPHRQH�RUJDQL]HG�
HYHU\RQH�WR�FKDQW�VORJDQV�LQ�XQLVRQ��%\�WKHQ�WKH�æUVW�URXQG�RI�TXDUDQWLQH�
in the UK had passed and few people wore masks in the parade, but I was 
still wearing my transparent raincoat, mask, and rubber gloves. Whenever 
someone looked at me suspiciously, I would approach them and whisper, 

“Yeah, I am Asian, and I feel black.”

7

Gao, Shiming, “Observations and 
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“The Limit of Multi-Culturalism”, 

Farewell to Post-Colonialism: 3rd 
Guangzhou Trienniale, edited by 

Wang Huangsheng, Gao Shiming, 
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ᢶॎ Body form
լࡣ˄ఢፃѣ᣿ʷవ࠵ឭǒ̭ܹʾӥϣඵǓὊ௧వ௑ቇᜂઉԯǌቈ҈ǌఀڤ໬໱ᄊᒭ͜Ǎ
ͮԬᤘᏨԂͫ˫ࣳˀᤚ࿉Ὂఀڤ᧗঴దᆸѧᄊጺᓬὊ࠿Х௧඾ߚᄊଆѵǍࠫភ֗ߚԲ
ၵᒰڂ˞᣿̆ᆸѧᏫनݽѬᜈǌܙၷǌా̔Ὂښ౽˔௑҉ὊߚԲଂኮ̀ၷำὊ࿇ܹݠ
ᇸ॥̾úú

ǊΙֹ̥ࢧѦႲǋ৒΍๭຾ᅶƴهƵ͐ᓯǥ ߖ৤ᓯ๕шŤ
ƴ̧๭ו૓⛙ᓯ৤ॿ⛮ཆŤ᤼᦭̤৵຾ͪ᠎᥊ᓯኴد౺̨౺
ᑆୌƈᆦ჆Дু᷐Ɖ̀ತ༌رᓯኴוƵǥ
౺຾Ꮮᑃఌ஍⁻཈ಖ೗ٻ⁻໋̹̽ཪǥಖ೗̤ӬᔼǊড়ภ֡
ᲄԹ૪ǋű໋ཪ̤Ӭᔼƴ⌾ႲᓯƵǊಡԹ ٴ⏏ࢦ ¥¥¥ ૓ຽ
๊ǋƴԶᓯ؅ูߝᐸΐ͏Ƶǥ౺̧ϟ͇᧔ખমഇႲŤ  Ǌ͇͵
Ъ಑ǋଧࢦऒഇႲŤڦ૩ॾ͡⎤≹ࣔ࿈ཆᓯӋ߂῿ճǥ
⁻๕Ť࢛ࢧᓯႲ⛦ࢯ๭̤≯ᓯǥ9

լࡣ˄Ὂǒ̭ܹʾӥϣඵǓ
	ԡՐ὘ǒܸߚઑ�ጚᓤࣸᳮጇѵ�ᡇߚú
᫂ኽ࠵ឭ�̭ܹʾӥϣඵ�ኄ̄ቦᔪ
ࣰᒭཀྵ඀Ǔ὇Ὂ����ࣲ
ᜉᎶὊ॑ܛԣࣹշ॑ǌࠈጮὊ
ጞ ����f���f�� ዛǍ
ᒱ៙ᓨషࠒǌᠠܸ˞ೂವԣ̎ฯ஡࿹ःǍ

:X�6KDQ]KXDQ��Today No Water 
(also known as The Big Char-
acters ( Dazibao), Red Humor 
Series, and Red Character – 
Several Natural Paragraphs 
from the Second Chapter of the 
Novel – Today No Water), 1986 
Installation, poster color and ink on 
rice paper, approx. 3.5 × 4 × 6 m
Courtesy the artist, Fei Dawei 
Archive and Asia Art Archive

9

ᢐ᪚ଡ଼✟⡕ʘЛऩΧ⏌ࡄ�ટέې
Өᄴʙ⡑2008⡒⡕pp. 9–10ʑػ

10

Şᖰਡ੔೼ཬẑ⡕੷໯೼਀ֻᕱʑ
Ẕढẘോᢤʑ೼഻ോᢤΦṓᕱ۽
೼۬ࡀᕱᑀࣩӧΞᄄ⁑⡕ṇṦֻ
ോΦṓᕱ໯śᖰਡᕱŜʑڳཬട
ᗵ⃐₇ΞśᖰਡŜ໯஖᜗ࡘ⡕ᇝ
ጇශкѩָᕱڝЮ໯ᖰਡᕱЏᕱ
Ⴚ཈ᕱࢶᘣΦᕱʑşʘЛऩΧػ
Өᄴʙ⡑2008⡒⡕p. 211–212ʑ

Ǌᄄ͸ᄯ∶Ἠ๭౺αᓯ๕Ϊ⁑ᑖᡀϱαᓯᗹጹ
……
ϟϱαຳẹ୳ۦŤᔛᔼႂ΍ᓯߝߔŤ͇׊ખ຾๕͠უᔨԚΐ
͏ᢽᤇఆణ
……
౺αἠᓬ΍ၣ႙ߝᓯԚ؅ከ๭૒ᛅᓯۦ
……
Ẵͪࢭάḏ๭౺α؛͠
……
α૩ḁᡍᡒ಴΍ړ
ļļǋ
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ܹᄦڡᄊ௑ቇ᧗Ὂᄬ᜽᪫݀ǌˁ̉ߚ஡Ǎ̵ѹᤵ֗͢ߚᡇߚὊᝨߚˀԻ᛫ਓὊͮឺᑟ
ឭᤈ̏ߚˀ௧ࣴᤂЈὝ஡ӑܸ᭩֑ᄊ࿉བྷಖឦǌ��ࣲ̽þ឴˺བྷÿ᧗ᄊ᜵வߦזᏢឋǌ
ॎڂὊᦐྭ̡֗֗ߚጼ੾Ԫᅌਓ˧ᄊ࿘ᜇǍݽߚፃเ᧗ᄊᄊࣹշ֗ՌՏὊڤࣲ࣊̽��
रᏫᜂѾၹǌᢶˀႀࣂǍ᜶ᖍ४ᒭႀὊॹᮌЏ̰ᤈʷᢶॎ˗ᤡѣǍ�

ෛᕾᄊͻֶǒپ౎᥋Ǔ὆'PVS�5SBDLT὇᧗ὊپጸˀՏ௑ቇᄊ˗ڎᨡ᥋̡ࢺᥓ᥅
̀ज़൥ǍUB̓न԰ឭភ̀Ὂڂ˞ᒭࣂᄊ᫳͐᧗ద̡൫ԝǌద̡๗ܿὊˀᅼ᥋௧ד᫳̡ࣜ
౏̀༫ԉǍǒپ౎᥋Ǔ௧ʷڤʼ࣫қὊͮ ᑲሏ̀͊͵Цʹᄊ̡ྭ֗ఀڤὊ෥దመீǌᐩᓤǌ
ࣲᴔǌʹগᄊጳጊὊ᜺͕̩̩ᑟ࣫ࡖښʽ᫞឴ԲߕὊඈԲភ̰ʷྟጦᓤᄊᑀఀʽ๏ဘǍ
གѤ࣫ࡖὊᑀఀԫᓤǌԲߕ๗ܿὊద௑᜶࣫ࡖԫᓤї൓Ὂොᳮʷ͘ЈὊ੦ѣဘழᄊឦԲǍ
їመᓤ॑ᄊᣃ૱˗ὊᆡᆿᄊࠫភᛡᤉᅌὊ឴ᏨԻ̿ૃєѣᤈ᧗ᄊ˗̡ࢺڎ὆$IJOFTF὇
౏ᒭ۠܋Ωඋ̎ᄊݘᎭඋ̎὆0SPNJB὇ǌᎿڎᄊЯӨ᣺֗࿇̵ࢷǌழ႞ᄊः࠷ҿ֗؏
̤úúੋ᝵ UB̓௧̭ݠ൤ښ᭤ฯፃเଭҰᄊ˗̡ࢺڎὊ����ࣲ̽ښᎿڎξናࣱܺภᨡ
᡹ᄊӨ̡ረඟὊ����ࣲξथӯ႞ᨡ᡹ᄊၷ̗थ᝺Фڀڡे֗ڄඟǍ�� ᤈ˔ᖆՐХݬᄊ
ቇ̡ᫎڂᄊᐑᬷᏫԫӑᅌನ᠂Ὂڸݠᤚೕᄊ̡̓ˀலӝѬᅌþͿ̓ÿ֗þੈ̓ÿǍ˗
஡ᄊԼឈእӭԡબ԰Ὂద௑ࣜᅌᩲѿߚὊᝨ̡ਇᡑ˗஡ᜂΎၹ௑ᄊመመ԰ඡˁॎগ὘

ဘੇྭఢ౞ੇొ࠻ᄊဘࠄǍ̰ᤈవ࠵ឭ౏ᄺὊࠫլࡣ˄౏ឭὊဘੇྭᤊᤊඋˀʽ
þဘੇߚÿޏҧܸࢽǍဘੇࣳߚˀʷࠀᭊ᜶ښ຤ᛡ˗ᤰ᣿ᜂؗੇ԰Ղ੦ᑟᤉК̡ᄊၷ
֑Ǎͻ˞ᤰᅼǌ᝽௚֗ಖឦᄊဘੇߚὊѹᤵᄾࠄǌ๗༤൘మὊ̡ښዝᄊၷำ᧗˗ᤪຒ
ᑀሏਓ˧ǌੇ˞ॎरǍ���լࡣ˄֗నԤ̓ښ ����ࣲϢᄊᥧ࡙ڤ᜿ǒ���ጚ����ᳬ�
��ᄇǓ᧗࣋໘̀ߚὊ࿇ݠʷྟ࿵ጚ˗ஙᗀᄊ˧ᐨǍլࡣ˄ባښᜂጚअᳬߚᄊܸߚઑᩔ

ෛᕾὊǒپ౎᥋Ǔ὆੕ڏ὇Ὂ���� ࣲ
ǒپ౎᥋Ǔႀࣹࢷ௑̽Ꮏషᯞ҄͊ނ
ͻὊᯫ൓ԧ᛫̆Ꮏషᯞరѯኄ̄ర
ǒ̞ࠛ௡ڏǓ὆���� ࣲ �థ὇
ᒱ៙ᓨషࠒˁࣹࢷ௑̽Ꮏషᯞ
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Shen Xin, Four Tracks
 (screenshot), 2021 
Commissioned by Times 
Museum as part of the Journal 

‘Constellation of Intimacies’ 
(Issue 2, April 2021) 
Courtesy the artist and Times 
Museum
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ࠫភࣳˀᤌ᠖Ὂੋ᝵௧ᜂ᮳՜٬̀ǍෛᕾંқڤҐѓ҂ᭆᗀᄊឦԲὊંඈ˔ᝈᓤ
ҐѓᒰʷᮨڱᓤǍښឦඡǌ԰ᮃǌϣᮐʷᡑᜂચ៶˨ՑὊឦᝓᄊఒҧ֗ࡍᬍὊ̿ԣ̡
ࠫឦᝓᄊܸࢽΚᠻ֗ᤈʷΚᠻࣜ౏ᄊᬞ᫸˷ఒ᭛̀ѣ౏Ǎෛᕾࣳ෥దгˁ౽˔ឈឦੋ
Ꮸᢶ͋ጘᎍὊUBښþࠫភÿᤈʷ஡ʹ˗ఒ᭛ѣืүᄊឨᝍˁေᝍǍښᤈྟᤚᗜᄊ᮳ژ˗Ὂ
ˀՏᄊᢶ͋֗ឦᝓᤪຒ්ಀ̀ज़൥ὊݠՏᓤښڱԫࣶ˗ੇ˞ʷྟА஥Ǎ

ࣲ̭௣ܹὊੈ̰࠵ӝڊಝ˗ʷ˔࿙ቌᄊᎋᬩΟᢶᨛѣǌᤡሏ̀ʽ๒Ǎ҂̀ОథὊ
ᄊഘܸࢽʷ೫ښǍڇ᜶ઢੈ֗Տͧԝ௴ມНࠀཐὊͮੈώͱᄊ੝ˌʷݠፃ༶བྷࣃࢷࣹ
ಞʾὊʷᏆࣲᣐ̡Ὂස᛭ǌ။ͬ఩֗᫂ᜑ̔ᩲᅌὊ෥̤˦̡ᐊܹὊ˷෥ద҉ਓොᳮǍ
ї˔̡᫇ᅌᅋᅓǌᮙೳ஽ᣁǌ௯үᅌϸழᱥ᭧౎ʷನۇʾᄊԥᒦǍద̡ឭʷܦὊþੈ
ᡲͿ଎բἿÿὊࡃ᭧ࠫ᭧᭥ᤃǌԥᑮҒՑѬनǌज़൥ᒜᄦ̉ખὊཀྵՑː̡ᄊᑙᒖዥᤌᅌǌ
஽ᣁᅌὊតڏᝨࠫவܿԝࣱᛦǌᑮ൦ሏڡĀĀᤈ௧ᰴԍπ˭ᦊጸጻᄊጷҪὊឭ௧π˭ᦊὊ
ͮˀᭊ᜶઱࣎ੋᏨळᕛ̡Ὂඈ˔̡ᦐԻ̿౏ᤈ᧗౛ᐫǌ౛ᢶ֗଎੤Ǎ࡝࡝ښᜂ଎ѣੈ
֗ࠫவጸੇᄊړॎǌԡ঴ᜂઢͱ˨ՑὊੈ ਓគ҂ᤈ௧ї˔థ౏తᣐ౛ᄊˁ̡ᄱܫᄊఀڤǍ
ʷ˔̡ᄊᛨᅌǌܱॎǌನ᠂ښᤈ˔᣿ሮ᧗Ὂԫ४ܺ᣿ॲˀᡜ᥋Ǎୄʽᑙᒖˁ੤ᒦὊ᫇ᅋὊ
᧘᜶ᄊ௧ϚզࠫவЯښᄊҧ᧚Ὂ᜶ड़ד᧗ԝὊ᜶דښЈ๗ܿǍᡲᬤᅌࠫவᄊᤉᤞ֗஽ᣁὊ
ੈ̓ᄊՐߚᦐˀг᧘᜶Ǎॽˀͱᝯភᄊੈ̓ឭᄊ௧þ׺ὝÿþֿճὊੈ᜶ψ̀Ἷÿþٝ
ٝÿúúឦᝓᜂઢڀ൥௑൥҉ὊੈܿښԝࣱᛦǌԂ˷ᜂͩ੤ઢͱǍੈ̓ॎ࿄ښʷᡑԫӑǍ

ళ๗ᬔὊͮෛᕾᘩ̀ʷԲˁ͵ԝ͵̰௄Тᄊᝍ࠻౎᥋ǓᄊతՑʷ࣫Ὂ༫ԉپǒښ

஑ข὘ᄾបᥓ᥅௑ὊͿੈښᅋᇸ˗ᄺ҂ज़൥ᄊ჌ᔫ὆In a sincere encounter, you 
meet each other’s pain in the eyes὇ǍेភឦˀՌǌ௄ขᡑ஍௑ὊͿ֗ੈ̯ཀྵѬ
̚ᅌ൥௑൥҉ǍతՑᄊࠫភ᧗Ὂ̡̓ˀгΎၹܸߺᄊឈලὊनݽѬࠫ̚வᄊᮼྭὊप
۫ᄊඵ౧֗ᯮநᤉК̀ᐦᐽǍᐡߕԫ̀ړὊᢶʹᄊښ᠂ڡ৘৘ஈԫǍ

þੈÿ֗ੈᄊឦᝓᦐˀ௧ࠀڍᄊὊ൤ϸੈᄊᐡᄕ֗ೕܒǍ

7KH�UHDG\�PDGH�REMHFWV�XVHG�WR�FRQVWLWXWH�'XFKDPSØV�UHDOLW\��)URP�WKLV�
QRYHO��IRU�:X�6KDQ]KXDQ��UHDG\�PDGH�REMHFWV�ZHUH�IDU�OHVV�SRZHUIXO�WKDQ�

“ready-made words”. Ready-made words did not necessarily need to be 
uttered as slogans in a procession in order to enter the life of a person. 
Notices, proofs and written slogans, ready-made words created reali-
ties and destroyed desires. They gradually departed from meanings and 
became forms in the everyday life.10 The exhibition 75% Red 20% Black 5% 

White�RUJDQLVHG�E\�:X�6KDQ]KXDQ�DQG�KLV�IULHQGV�LQ������ZDV�FRYHUHG�
with words, like prosthetic limbs scattered in the swamp of scarlet color. 
:X�6KDQ]KXDQ�VWRRG�LQ�WKH�VSDFH�æOOHG�ZLWK�GD]LEDR��ODUJH�EODFN�FKDUDF-
ters on red backgrounds, his eyes looking straight into the camera lens, 
DQG�LQWHUWH[WXDOL]LQJ�ZLWK�WKH�FKDUDFWHUV��+H�FUHDWHG�SVHXGR�FKDUDFWHUV�
and falsely written characters, to make the text incomprehensible. But who 
FRXOG�VD\�WKDW�WKHVH�FKDUDFWHUV�ZHUH�QRW�OXFN\"�7KH�VORJDQV�RI�WKH�IUHQ]LHG�
Cultural Revolution, the translations of Western philosophy in the “reading 
fever” of the 1980s, the advertisements and contracts in the market of the 
����V��FKDUDFWHUV�KDYH�DOZD\V�EHHQ�VXEMHFWHG�WR�WKH�GLFWDWRUVKLS�RI�PHDQ-
LQJ��:RUGV��SHRSOH��DQG�REMHFWV��KDYH�DOO�EHHQ�XWLOL]HG�LQ�GLIIHUHQW�ZD\V�
DJDLQVW�WKHLU�ZLOO��7R�EH�IUHH��RQH�PXVW�æUVW�HVFDSH�IURP�WKLV�ERG\�IRUP�

“Today No Water” has a meaning to people. Since I was a kid, 
I had red and swollen imprints on my shoulders, just like any 
kid my age (not those from carrying a gun in the movie River 
Scout [Du Jiang Zhen Cha Ji]).
I have reasons to miss the stretcher and the two barrels. On 
the stretcher was written ‘Carry out the Cultural Revolution to 
the end’; on the barrels (in waterproof paint) ‘Fight until xxx 
year, month and day’ (what happened elsewhere). I not only 
carried water for my own family, but also for auntie Zhang, a 

‘"ve guarantee household’, in response to the national cam-
paign to follow the role model Lei Feng.
At that time, the taps were locked in summer.9

9

Wu Shanzhuan/International Red 

Humor, Today No Water (2008), 

pp. 9–10.

:X�6KDQ]KXDQ�RQFH�SXEOLVKHG�D�QRYHO��Today No Water. It is an autobiog-
raphy in which time and space are collapsed and punctured, and scenes 
are riddled. However, the narrator didn’t seem erratic. There were always 
exact and solid details in the scenes, particularly the sequence of Chinese 
characters. The dialogues and words even started to divide, multiply and 
K\EULGL]H�EHFDXVH�WKH\�ZHUH�WRR�H[DFW��DQG�WKHQ�WKH\�WRRN�FRQWURO�RI�WKH�OLIH�
at some moment, like god’s decree—

10

“For me, reality is what I learned. 

Please read the newspaper. I 

compared what was written in the 

newspaper to what I was sur-

rounded with, and I realized that 

what was written in the newspa-

per was ‘real’. Later I discovered 

that this ‘reality’ was based on 

the destroyal of whatever else 

that could become the desire of 

real human beings.” Today No 
Water(2008), p. 211–212.

ᲟᮻᲳὊʽ๒଎੤ำүᄊર᠛὆̡ښ
����ద଎੤὇ὊࡃЈדЈὊד ࣲ

2X�)HLKRQJ��ç\HU�IRU�7XL�VKRX�
in Shanghai (it happens where 
people travel), 2022
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In Shen Xin’s work, Four Tracks, four groups of Chinese railroad workers from 
different time and spaces encountered each other. They started to talk as 
people in each team died or disappeared, not knowing which group brought 
on the calamity. Four Tracks is a three-act play, but divorced from any spe-
FLæF�FKDUDFWHUV�RU�VFHQHV��ZLWK�QR�FOXHV�WR�UDFH��VNLQ�WRQH��DJH��RU�SK\VLFDO�
appearance. The audience could only read the sentences on the screen, with 
each sentence emerging from a solid-colored background. As one clicks on 
the screen, the background changes color, and the sentence disappears. 
Sometimes it takes several color changes on the screen and a period of 
silence before a new sentence appeared. As the color kept changing, the 
fragmented dialogue went on. The audience could piece together that the 
Chinese workers here were from Oromia in Ethiopia, Nevada and Utah in US, 
.XOOX�DQG�.DVKJDU�LQ�;LQMLDQJÖSHUKDSV�WKH\�ZHUH�WKH�&KLQHVH�ZRUNHUV�QRZ�
providing economic assistance in Africa, the Chinese immigrants building 
WKH�3DFLæF�5DLOURDG�LQ�WKH�8QLWHG�6WDWHV�LQ�WKH�����V��DQG�WKH�FRQVWUXFWLRQ�
FRUSV�DQG�ORFDO�0XVOLP�ZRUNHUV�ÚEXLOGLQJ�WKH�UDLOURDG�WR�;LQMLDQJÛ�LQ������11 
This inexplicable space changes its appearance as people gather, and the 
people who have fallen into this dreamy land kept distinguishing between “you” 
and “we”. The Chinese lines are simple, awkward, sometimes with misspelled 
words, reminiscent of the various tones of Chinese:

11

Shen Xin’s email, 1 December 

2022.

“The Pan-Asia Railway is a another legacy of our time.
…
But you’re so greedy, staring into others’ lands and claiming 
them with no shame or guilt.
…
We started out on an equal footing with the white settlers.
…
Failure is one way to describe it.
We should keep searching.
…”

The dialogue was incoherent, perhaps swallowed up by the wind. Shen Xin 
cut the theater down to scattered utterances, and cut each character down 
to a patch of color. After tone, accent and pause were abstracted altogether, 
the violence and limitations of language, as well as human beings’ great 
reliance on it was exposed, as well as the pitfalls that come with it. Shen Xin 
was not entangled with any single term or identity, instead they exposed 
misunderstanding and understanding in the form of “dialogue”. In this misty 
landscape, different identities and languages gradually contaminate each 
other, like blocks of color that become interwoven patches of light in the 
midst of change. 

7KLV�VSULQJ��,�VTXHH]HG�P\�ERG\�WKURXJK�D�QDUURZ�JDS�LQ�WKH�IHQFH�RI�P\�
FRPSRXQG��DQG�HVFDSHG�IURP�6KDQJKDL��%\�-XQH��*XDQJ]KRX�ZDV�DOUHDG\�
scorching hot, but my landlord, who took care of my lover and I, strongly 
insisted that we should go with her to Xiaogang Park. A group of young 
people were practicing there under a huge banyan tree. Among the sweat-
VKLUWV��\RJD�RXWæWV�DQG�ORQJ�VNLUWV��WKHUH�ZDV�EDUHO\�DQ\�FRQYHUVDWLRQ��QRU�
was it a deliberate silence. They were rotating their necks with their eye 
closed, letting their arms dangle like fresh noodles. Someone said, “I’ll push 
with you!” And they stood face to face, legs split backward and forward, with 
forward knees touching each other. Then they stuck their arms together, 
rotating, trying to make each other lose balance and lift their feet… This was 
WKH�H[HUFLVH�RUJDQL]HG�E\�+LJK�3UHVVXUH�&OXE��$OWKRXJK�WKH\�DUH�D�FOXE��
there is no need of application or referral for anyone to come here to loosen 
their shoulders, relax their bodies and push hands (a Tai-chi practice). After 
being pushed out of the circle between me and each new friend and getting 
SXOOHG�EDFN�VHYHUDO�WLPHV��,�UHDOL]HG�WKDW�WKLV�ZDV�WKH�PRVW�UHOD[HG�PRPHQW�
,�KDG�VSHQW�ZLWK�SHRSOH�ZLWKLQ�PRQWKV��2QHØV�RXWæW��ERG\�DQG�DSSHDUDQFH�
EHFDPH�LQVLJQLæFDQW�LQ�WKLV�VLWXDWLRQ��:LWK�DUPV�WRXFKLQJ�DQG�H\HV�FORVHG��
the most important thing was to listen to the partner’s inner force, where it 
goes, and where it ends. Following each other in and out, spinning around, 
our names didn’t matter. When we made involuntary utterances, what came 
out of our mouths were “Huh?” “Oops, I’m falling!” “Ho ho”—language was 
pulled back to the here and now, and I was losing balance, but also being 
dragged back by new friends. Our forms were changing together. 

,Q�WKH�æQDO�VFHQH�RI�Four Tracks, the calamity was not yet removed, but 
Shen Xin hid in there a method of relief that had nothing to do with the 
whereabouts of the play: in a sincere encounter, you meet each other’s pain 
in the eyes. When the conversation goes astray, and the language stops 
IXQFWLRQLQJ��\RX�DQG�,�VWLOO�VKDUH�WKH�VDPH�PRPHQW��,Q�WKH�æQDO�GLDORJXH��
people stopped using grand words and started sharing each other’s food. 
As exotic fruits and spices entered the gut, the bellies rounded, and the 
terrain of the body was quietly changing. 

1HLWKHU�Ú,Û�QRU�P\�ODQJXDJH�LV�æ[HG��MXVW�OLNH�P\�EHOO\�DQG�P\�GUHDPV�
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