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Interview With Yu Bogong
July 2013 at Artist’s Studio in Heigiao

Yu Bogong interviewed by
Magician Space curator Billy Tang

Billy Tang: Rather than viewing each work as separate
entities, with the ‘Mandala Plan’ you envisage them as
components that build together a multi-dimensional
Mandala. The word ‘plan’in the title is very interesting
because there an assumption that you have very
concrete objectives that you would like to fulfill. Can you
talk about your motives for this ambitious project that
will span ten years from 2005 to 20107

Yu Bogong: The 2005 - 2015 Mandala Plan encapsulates
an attempt to create multi-dimensionality. The work
produced from 1995, the moment | just arrived in Beijing,
to the time before this plan together clarify a path, which
has merged together into this vision. The works before
were perhaps created in a situation detached from its
setting or you could say that sometimes the heart of the
matter was absent. The works were informed by ideas
of placement, casting aside, and a suspended form

of passivity. After a few years trying to clear up these
issues, | found that these problems were symptomatic
of a passive acceptance — a situation caused by a lack
of clarity. In terms of the image, it is similar to a cell
nurturing the production of a new world and illuminating
its desires. Other intrinsic factors determining the

plan are clarity, rhythm, and patterns. It is just like the
growth of a plant that germinates into a flower, it is part
of a cyclical process of rebirth. The initial idea for the
Mandala Plan was to try out and freely experiment in
different directions, which could be channeled through
a holistic structure. Spanning ten years, it currently
composes of five parts and each part will unfold
progressively in different periods of time. Movement

and action drive the unfolding of the plan - it is an open-
ended expanded form. What happens will be a gradual
overflow of meaning.

BT: The plan you describe seems extremely mutable.
In various traditions, the Mandala takes the form of a
diagram drawing or pattern used as a spiritual tool to
notate metaphysical concepts to create a meditative
space. You mentioned at this stage there are five
different parts of your Mandala?

YBG: The Mandala is the mental integration of image,
time and space. Part (1) focuses on the experience of
sound. Part (2) encapsulates both visual and auditory
experiences to explore and expand the path between
outside and interior worlds. Diagrams and models are
familiar forms to people — so in my previous work ‘Talk
to Yourself’ and ‘Measuring the World' intentionally
make use of these forms to construct structures in the
external world by orientating through our internal world.
Part (3) is called ‘Critical Point'. Part (4) was an attempt
in an exhibition to create another critical point in the
show where our material capacity in the space could be
converted into mental potential. In the space, the shell of
a Cicada was transformed into a meditative object that
emitted vapor inside the gallery, an electricity generator
was converted into a halo of light that illuminated
Mandala symbols, and a theatrical curtain and a rock
piece created dramatic connections that evoked the
imagination confronting notions of good and evil. Part
(5) was a work called ‘Emancipate Consciousness’.
Consciousness is the most effective means of
emancipation and is an installation consisting of a
barricade constructed by our ‘beliefs’. These five parts
will unfold during different moments and will gradually
deepen as the duration goes on. From the tangible to
the intangible, from matter to energy, from the spiritual
to a step-by-step way forward towards a freedom from
constraints - what happens finally is a culmination of a
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multi-dimensional entity — it is similar to a life system of a
new world that then flourishes.

BT: The body of work you have created in the last few
years reveal an idiosyncratic symbolic language. They
combine elements of Taoism with the Tibetan concept
of Mandala. Like Chinese philosophy, religions often
institute a school of belief and a code for living life, but
your practice seems deliberately more hybrid.

YBG: In the last few years, | have been deliberately
contrasting the humanity of the past | found in the
Neolithic Stone Age era with the dominant value system
of the outside world we presently face. On another hand
they work with the present moment by reconstructing
and reflecting mental perceptions of a person’s interior
world and on a metaphysical level — this question implies
a return to history.

BT: alue systems are intimately related to how cultures
form together. The current dominant system of values in
our world seem to be deliberately stretched in your work
as you choose a period of time that is furthest away from
the world today. Can you discuss this further in relation
to your work?

YBG: Today's world is slowly and progressively
becoming more integrated with the economy. It is a
world controlled by a few huge economic bodies like
the Europian Union, the Sino-US Economic Agreement,
and the joint Sino-Russian Economic and Regional Co-
operation. We are advancing towards a world whose
core is entirely economic — behind political conflicts
there is the economy that leverages it. It is a question
and predicament we have to face in our modern

civilization. Our pursuit to maximize profit has caused
a crisis in our reality: for example the relationship
between humans and nature, the relationship to the
climate and industry, or our habitat and our capacity to
mentally adapt. In our march forward, there are some
things that we have lost on the way. Culture can repair
the psychological vacuum that permeates a humanity
saturated by excessive demands - in the past, the
balance of our relationship with nature ensured that
these two sides were equally maintained. The recent
works like ‘Pick Up Your Weapons', ‘The Expedition),
and ‘Arrow of Consciousness’ all in their different
ways respond to the plight of today's world and look
at things that in the past we once took more notice to
acknowledge.

BT: With your work using Sand Therapy, the work is
an exercise of forming ‘worlds’ A person can use

this exercise to rationalize the differences between
internal desires and the outside world. You have been
developing this idea for some time now.

YBG: From the perspective of what is ‘interior’ and
what is ‘external’, we can then understand the efforts
and ideas | am attempting with the Sand Therapy work.
With the production process of the prop-like sculptures,
the clay is an enigmatic object like sand —itis also a
fundamental element you can use to mold interior and
exterior worlds. Clay mixed with water becomes a pulp
form you can mold with your hands and afterwards it
goes through a baptism of fire to turn solid into pottery.
The process itself is a form of exploration directed from
the inside to interact with certain kinds of intuition,
temperatures, and energies as the hand interacts with
the mud. With each installation, they possess open
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possibilities when placed together with other objects
to establish a scenario — a space produced by intent.
This kind of outward projection is channeled through
the producer as he or she installs an object through
placement, setting things aside - and as they encounter
resistant forces and forms of suspension - bringing
together the dual role of the internal and the external
so that a channel of communication and construction
naturally develop.

BT: Horoscopes have a particularly important status in
China as they help people understand their character.
Also in ancient cultures, the symbolic meaning of stars
and a way of ‘reading’ these stars has another use as
they help people find their place under the sky in order
to navigate. ldeas of notation, reading, and creating
symbolic frameworks to produce meaning in our world
seems to be a pertinent motif that connects more
broadly to your art practice.

YBG: In some of my work, | have used string and rock

to form star constellations to connect together how we
reference, symbolize, and form associations with the
past, the present, and future. The stars above the sky
continues to rise and fall with a star that still resides
within ourselves - it's a ray of light that continues to go
on. These concentric movements form an orbit around a
centre that is itself a composite of alternate overflowing
dimensions. The work is a psychological totem of our
inner state — it is precisely like a full Mandala cycle.

BT: The star constellation pieces also connect with
another previous work of yours, where in a black and
white photograph you assembled structures on the floor.
The picture | am referring to is a site-specific work you

made in a seemingly secluded area in the wilderness.

YBG: The black and white photograph forms a part of
my ‘Facing Nature' project, which was an in-depth study
of the Ewenki people who inhabit areas deep in the
grassland and forest hinterland. The Ewenki live near
the Artic Circle - they follow the track of reindeer and
migrate all year round in the wilderness. Their spiritual
fate rests with these reindeer and so their belief and
value system revolve around the preservation of nature
—it's a kind of respect and co-existence together. This
situation causes them to view all living things as far as
the eye can see as a constant abstract concept.

There is a profound form of consciousness that resides
internally within these people and through the passage
of time they develop a strong belief in the forms around
them. The materials and shapes | have selected to use
for the work ‘Free Stars’ have a simplicity to them that is
very natural. They are patterns that have been a constant
to our imagination within our outside world - they are
like co-ordinates or a lit candle flame. The point of their
trajectory is focused outwards, all around, or can also be
directed inwards.

BT: In another interview you briefly discuss the role of
individuality. | get the sense that individuality for you
is a notion that remains unresolvable as it is intimately
bounded to knowledge and experience. In your
Mandala, it seems to be a preposition that you are
continually seeking out?

YBG: There are similar issues to the journey and
nomadic situation of ‘On the Road’ with my project
‘Facing Nature’. This particular project required the
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need for exploration, observation, verification and
discovery. The culture and forms of these tribes

are fading away and face a situation where they are
becoming forgotten. It is a situation that involves issues
of political awareness, transformation of economies,
cultural assimilation, and different aspects related to
psychological forms of crisis The tribe has an aspiration
to return to their original tribe in Europe, but constrained
through ideological forms of pressure they have not
been able to fulfill this desire. Much of the nomadic
way of life has been transformed into tourism or other
businesses and the survival of these cultural forms has
been destabilized. The question is whether the survival
of these nomadic structural forms of life can withstand
the prominent issues of politics, the economy, and
culture. A state of individual consciousness is like the
route of a nomadic journey, the journey and nomadism
has defined moments of our evolution and our liberation
of the self. For me this kind of struggle through a

form of self-exile is necessary in order to develop a
consciousness in order to arrive at a new world.

BT: In your guideline for how the Sand Therapy work is
used. You specify the option that the participants can
photograph their results. In a way it is like the work has
the potential to create a unique portrait of a certain
population of people — a kind of psychological picture of
the masses and their internal state of mind.

YBG: With different participants facing the Sand Therapy
work and props, each response will create a difference.
With this work, | will have two sand therapy experiments
placed together. People will have the opportunity

to compare the results of what they have done. The
accumulation of photographs will enable the work to

reveal a multi-faceted psychological face. In this way,
this is precisely how the Sand Therapy work will help to
instigate the imagination.

BT: My last question is about communication. You have
previously given lessons as art work, some works have
taken the form of didactic blackboards, and in other
moments you use humor. You have mentioned before
the need to create a personal language to communicate
directly your own thoughts. | wanted to ask your views
regarding the void you perceive we have in our current
forms of communication. Are you trying to transcend
verbal language — there are many techniques in your
works where reality and the imaginary merge. Is the
issue of communication related to this?

YBG: The ineffectively of communication does not
necessarily imply that this has been instigated because
of communication itself. It is decided by how sensitive
the object of communication is to the content of what

is communicated. For the artist, communication of
language is completed through means of the work that
is present — that is also where the charm of art lays. Each
individual creative language that is established helps to
ensure that art continues to meet its needs - reality and
the imagination mutually transform one another. The
imagination doesn't simply come out from thin air, but
rather reality is used as a frame of reference and this is
also the context for communication. The imagination
transcends reality and it is the fundamental requirement
for the evolution of people. If there is no imagination,
people can no longer regard themselves as people any
more.
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An Interview Between

Ai Weiwei & Yu Bogong
April 5, 2007 Qingming Festival

Publication by China Art Archives &
Warehouse

Title: Yu Bogong: Karma

Edited by Ai Weiwei and Xie Wenyue

Ai Weiwei: Could please introduce yourself first? Things
like your year of birth and what you've been up to before
and after coming to Beijing?

Yu Bogong: | was born in 1970 in Sunitezuo Qi (tribe) of
the Inner Mongolia Autonomous Region where | finished
primary school education. | then moved to the northeast
and after graduating from senior high school in 1990, |
worked in Shenyang from 1992 to 1994. In spring 1995,

I went to Yuan Ming Garden, an artists’ village in Beijing,
where | stayed for about six months. | was employed
again after that for three or four years during which |
created some works with silk. My recent works include
installation and sculptures.

Ai: So you have never been professionally trained.
Yu: That's right.

Ai: What prompted you into doing all these? What was
on your mind?

Yu: | took to drawing in primary school and | learnt about
painting in senior high. | did apply for several art schools
but two years later | lost interest in professional training
and gave up.

Ai: Why did you lose interest?
Yu: The college education was different from what | had
expected.

Ai: What was your expectation?
Yu: | thought art should be more liberal.

Ai: What do you mean by ‘liberal’?
Yu: By ‘liberal’, | mean | can feel free to explore to my
heart's content.

Ali: So that is quite a personal concern. Why are you in
Beijing?

Yu: | used to go to Luxun Academy of Fine Arts for
lectures in 1993. There | learnt about the art community.
| thought of going to Yuan Ming Garden as | had some
friends there. So | went there in spring 1995. | did some

canvas painting and met many artists there. That’s how |
got started with artistic theories.

Ai: To be more specific, what are the things we need?
Yu: Well, you need to further explore your field of interest.

Ai: Your works are seldom optimistic, nor pessimistic.
They are humorous to a certain extent with certain
religious allusions. How do you understand religion?
Yu: Religion is really about the perception of a certain
school of thought. It is inclusive, but is also largely
dependent on your own understanding.

Ai: Why is it dependent on your own understanding?
What kind of experience, in your view, qualifies as
religious experience? Do you have such experience in
your daily life?

Yu: The first thing coming into my mind is a trip to Inner
Mongolia. In the depth of the untraversed inland, we
saw rolling hills, the serene sky and low-lying clouds. We
believed that the spirits were somewhere around but
that was just a vaguely intuitive feeling.

Ai: How do you view the nature and the sceneries? Have
you ever been out in the wilderness frequently?

Yu: | have. Once | went to a remote commune with a
friend of my father’s, who is a carpenter and who was
on a mission to repair furniture for a local. After supper,
we walked home on a stretch of snow for about three or
four hours. There were stars in the sky and snow on the
ground and the two of us were the only people out on
the road. We felt so close to nature.

Ai: How about that wooden sculpture with a black top?
Yu: They are speakers on the sculpture. | carved
different types of fruit out of wood and turned them into
loudspeakers.

Ai: And the blue ones?
Yu: That's a sandbox for psychological test.
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Ai: Where is there an aboriginal shelf? Is it for hanging
things?
Yu: Not really.

Ai: Is this supposed to be a setting?

Yu: It is a setting for psychological test in which the
participants are allowed to make use of the properties
on the shelf in a game of sandplay.

Ai: What is the nearby shelf for?

Yu: This is where you store the properties needed for the
psychological test, including an egg, a bowl, a figure of
Buddha, a sandglass, a flashlight, a small plane along
with other daily articles.

Ai: Do you believe in such mysterious symbols?
Yu: Yes, | do.

Ai: What do you think of allusion?

Yu: An allusion coincides with your feelings in a given
context. For example, a burning candle in a dim
surrounding may be indicative of certain anticipation.

Ai: It may be more appropriate to showcase your inner
world by allusions.

Yu: That's right. When you put in a given context, namely
an exclusive time/space, this piece of work enables

the participants to reproduce their inner world with a
variety of properties and signs. The entire process help
demonstrate one's psychological reality.

Ai: Games are always a real world that is disseminated
and then pieced together. Games provide a contextual
language. There is substantially a set rule in your work
governing the usage of language signs and all the items
(such as a mirror,a TV set or a loud speaker) as well as
their respective positions in the setting. I'd like to have
your view concerning the semiological rules.

Yu: The meaning carried by a sign is related to certain
experience. People with a different experience may
interpret the same sign differently. The signs and

positions defined in this work are mainly based on my
personal experience.

Ai: Is it necessary to develop your own semiological
system if you want to have or build up a world of your
own?

Yu: | think so.

Ai: Without personal signs, there won't be an exclusively
owned world with an ego.
Yu: That's right.

Ai: Are you building your own world?
Yu: Yes, | am.

Ai: What kind of world is it?

Yu: | feel that it is a world of personal signs, which
explains the “directivity” of your thoughts and provides
“clues” in a more direct way.

Ai: Talking about the directivity and the clues, are they
considered equally important? Why is it necessary to
explain the directivity of thoughts and provide clues?
How do directivity and the clues come into being?

Yu: | believe that the directivity and the clues of one
person, if further improved, can be felt by others.

Ai: It is necessary for them to be felt?
Yu: It depends.

Ai: Do you think a sign must take a concrete form? A
special element should take a special position. All signs
should be part of a ritual because they each have an
identity. What is the relationship between the signs?
Yu: | believe that only in a given context will these signs
be expressively meaningful.

Ai: What is ‘thinking of soul?’ Is the soul able to do any
thinking?
Yu: Yes, of course.

Ai: How does a process of thinking conclude? Do you
create the sign language to complete your thinking or
do you make them to inspire your thinking?

Yu: | personally feel that thinking happens at the earliest
stage. In the process of thinking, and through repeated
adjustments, the fist of any piece of work is finalized
and you become more certain of what you want to
achieve in the first place.

Ai: What happens after that?
Yu: The individual signs may surface.

Ai: And what comes next?
Yu: Your own thinking and perception will form your
own clues.

Ai: These cues only again lead to other thoughts, don't
they?

Yu: But they also lead to the consummation of your
perception of the world.

Ai: Will such consummation ever be within our reach?
Are we just seeing the segments of the entirety or are
we segments ourselves?
Yu: We are the segments.
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Mandala Drawing Lesson Notes
By Carol Yinghua Lu

Contemporary Art & Investment Magazine,
Issue 50 / 2011

Carol Yinghua Lu is an independent curator
and art critic based in Beijing. She is the co-
editor of Contemporary Art & Investment
magazine, contributing edjtor at Frieze
Magazine, and a frequent contributor to a
number of international art magazines such as
Contemporary, E-flux, and Today Art.

| chose to realise the planning of this particular exhibition
through learning to draw mandalas. This is an attempt to
enter the consciousness of the artist and to get to know
the artist’s works through his perspective and account. The
core of the works of the artistYuBogongisalsothecurricular
ofmycourseinmandaladrawings. Since2006,hisworkshave
alwaysrevolvedaroundthe schema of the mandala and the
order and the principles of the Five Elements. Using these
as the foundation, he develops a series ofobservationsandt
houghtstodepictreality,humanityandtheworld—-expressedth
roughnewschemasandorder. Duringfour one-hour lessons,
Yu Bogong instructed me on the subject of drawing
mandalas. In the first three lessons, he led me through

the creation of three mandalas that he designed; in the
fourth lesson, | designed my own based on the principles
imparted to me in the first three sessions. Throughout this
process, Yu Bogong and | discussed not just techniques and
drawing instructions — more importantly, this interaction
with the artist allowed me to partake intimately in his
knowledge of the Mandala and the Five Elements, and how
these two sets of value systems influence his perspective
of the world. Many of Yu Bogong's recent works are based
on this experience and understanding.

Lesson 1: “Association and Return”

This is a beginner's class, where | learnt the basics of the
Mandala and the Five Elements. The Five Elements is

an ancient Chinese theorem on matter — used mostly in
philosophy, Traditional Chinese Medicine, and divination.
According to its principles, all of the Universe is made up of
Wood, Fire, Earth, Metal, and Water in various phases and
configurations.[ Source: Wikipedia] It emphasises a holistic
view, and depicts the structural relationship and functional
forms of matter. The study of the Five Elements provides a
means of organisation and conceptualisation of the world.

Similarly, the Mandala is “a circular, all-encompassing
systemic layout used by different religions to illustrate
their model for the cosmos or to depict the universal

truth; it expresses the inclusiveness and interconnected
relationships between all matter in the Universe.” Mandala
is a Sanskrit word that means “circle”, implying essence
and possession or containment; signifying ‘limit’ and
‘completion’. [Source: Wikipedia] After gaining some basic
knowledge about these theorems, Yu Bogong led me step
by step through his method for drawing a mandala. The
mandala we created is a diagram combining both the

Five Elements and the Mandala schema, exploring the
association between the two. For this diagram, first we
determined a centre which we set as the origin and around
which we drew a circle. In a mandala, the circle represents
the sky. In accordance to the principles of the Five
Elements, we assigned the coordinates for north, south,
east and west and then —in their rightful relative positions
- installed the five elements, the four seasons, colours,
sounds, bodily organs and other items within the circle. At
each directional coordinate, we added a palace-like form,
signifying how ancient emperors used this natural order
to organise their work and life — which was in turn held

as an example for the whole country to emulate. With the
foundation lesson, we established a basic means, which
we will then apply to the analysis and understanding of the
Universe and life.

Lesson 2: “Balance and Control”

The mandala we created in the second lesson is a
representation of Yu Bogong's analysis on the challenges
to the completeness of the circle of life, as well as the
solution he proffers. He is of the opinion that the boom in
consumerism is damaging eco-systems, threatening the
completion of the circle of life and upsetting balance in the
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natural environment. At the same time, it is also
triggering political and power struggles between
regions and inside of systems, creating a host of
problems for society. The solution that Yu Bogong
proposes includes: cultural criticism and self-reflection;
sustainability and improved allocation of resources;
re-calibrating values and lifestyles. In the mandala
design Yu Bogong created, the outer circle represents
outer space, while the one in the centre represents
humankind and its activities. This is surrounded by

four circles that represent water, rock, living matter,

and the atmosphere respectively. After all these circles
have been established, Yu Bogong added other signs
to the picture — these represent broad areas such as:
“local conflicts”, “air pollution”, “human development”,
“the movement of international capital”, and “politics”.
The positions of these signs are set by Yu Bogong,
according to his understanding and interpretation of the
subject matter. In my view, the Mandala and the Five
Elements are both worthy theorems with explicit rules,
but in the resulting mandala rendered, the real meaning
lies in Yu Bogong's volition. In other words, the drawing
combines the two theorems with the artist's ideas — and
of these three components, it is Yu Bogong's ideas that
are completely subjective, which belong to his personal
experience and judgement. We could say that the
Mandala and the Five Elements can be replicated; they
can be grasped to varying degrees through study and
practice — but Yu Bogong's volition and experience are
unigue to him, and unfathomable to me.

Lesson 3: “Nature and Action”

The mandala in the third lesson has to do with self-
knowledge: understanding the make-up of people
from the spiritual level - including the ‘three souls and

seven spirits’ The drawing consists of three circles,
enclosing seven square forms with shafts radiating
outwards. They represent the soul and spirit that govern
thoughts, wisdom, body, and action. Signs representing
the subconscious and the conscious are scattered
through the soul and spirit - woven together, affecting
and shaping our behaviour and action. This drawing
also serves as a tool for psychoanalysis. The sketch
deconstructs self-knowledge and provides an overview
of the internal factors that shape a person, expressing

a desire to understand the unique development and
formation of character in individuals. This also makes
the drawing instructional both as a definition of human
behaviour and a mode of understanding the behaviour
of others.

Lesson 4: Self-Practice

In the first three lessons Yu Bogong led me, step by
step, through the rendering of mandalas which featured
topics of his choice. The origin, radius, the number of
circles, the distance between them, the content within
them, the signs and layout, amongst other things, were
all created according to the topic and set-up laid out

by Yu Bogong. In the learning process | was, in reality,
executing his orders like a machine. But for the fourth
lesson, Yu Bogong wanted me to create a mandala that
featured a topic of my choice, as well as a representative
set of signs according to my own design - based on
what | have learnt in the first three lessons. Yu Bogong
would also create a drawing along with me. In the

first three lessons, we worked together on the same
drawing according tohisideas.Attheendofthefourthles
son,thereshouldbetwomandalas-YuBogong'sandmine.
Forthefinallesson,we worked separately. Yu Bogong
worked on a drawing depicting the elimination of the

isolation of the material self, and the melding of human
and heaven. | did as | learnt in the first three lessons,
determining a point of origin on a piece of A3 size paper
and drawing a circle with a 110mm radius. But after
this step, | was stumped. | start to realise gradually that
the order and structure of Yu Bogong's mandalas are,
to some degree, a camouflage. From the surface, they
appear to depict the relationships between various
items through a set of signs placed within a boundary
formed from circles, horizontal and vertical lines. But
this association and positioning are built on Yu Bogong's
experience and knowledge - they are subjective and
arbitrary. This individual experience and knowledge
remain in a fragmented stage and has yet to be formed
into a theorem, which would enable it to become a
mode of understanding the world. In other words, Yu
Bogong is actually expressing his thoughts and feelings
through a structured diagram, and this so-called
knowledge has no basis for certainty or generalisation
because, in a sense, it cannot be ordered and then
replicatedandreproduced. YuBogongmayhavepassed
ontomethetoolsforrenderingamandala,suchasthestrai
ghtrulerthe triangle ruler, the compass, the pencil, and
others; and taught me how to use them. But he did not
instruct me on the inherent relevance of these tools or
some common rules that can be applied across different
situations. This has also been what | anticipated and
imagined about the lessons: if Yu Bogong can establish
some order for interaction and cross references based
on the expression of his knowledge and perception of
the world through the theorems of the Mandala and the
Five Elements, it could in fact become a philosophy.
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Yu Bogong: Crossing the
Riverbed

Leap Magazine
April Issug, 2009, p.202 - 205
Article by Guo Fang

Compared to the works on view in Yu Bogong's 2007
show “Karma” at China Art Archives & Warehouse,
those of his recent outing “Crossing the Riverbed” at
Beijing’s Magician Space assume more complex forms.
Yu has always been engaged in exploring connections
between the internal spiritual world and religion,
historical memory, psychoanalysis and cultural symbols.
This exhibition confirmed what was previously a nascent
move in this direction.

Yu Bogong started to create soft sculptures out of silk in
1996 with pieces like Shoes, Life Buoy and Graduated
Shit (2006). These beautiful silken materials did not
exude the reserved Eastern reticence that people often
imagine; instead a sustained tension lies sewn between
the quality of the materials and the objects they form.

A suggestion of religious ceremony peeks out from the
works" humor to leave a lasting impression. In “Karma,”
Yu started to shift toward installation and sculpture with
pieces such as Sound Box of Herbal Medicine, The
Blackboard (The Mandala Community), Inner Strength
and The Body (2006). Some of these memory-related
pieces are dislocated in space and time: The Body,
according to Yu, “tries to portray the conflict between
one's ambition and reality in a surreal manner.” In this
show, a convincing grouping of recent and new works
expands the scope of Yu's explorations to broader
territory, with some works even forming an entire motor
and symbolic system. Differing from other artists’

formal substitutions of three dimensions for two or the
complex for the simple, every change in the appearance
of Yu's work seems to grow from a deepening of

his investigation into the nature of the human spirit,
stimulating intelligence and elevating the spiritual world.

Two pieces chosen for this show are recent focused
explorations of the question of “sublimation and
individuation,” described Carl Jung as the process of
transcending the mutual repulsion of opposites to strive
for their integration. In his work Yu Bogong attempts to
realize an invisible and at times concealed inner world,
but one that can still be felt. This process resembles a

sort of anti-Copernican revolution, or the gradual Taoist
practice of “internal alchemy” (nei dan).

In the main hall, 7o the Origin uses an integrated system
of symbols in an attempt to construct an individual
inner world. Three sets of neon lights resemble a heavy
curtain, blocking out the world the viewer wishes to
enter. Revealed at one corner of this curtain is a red
liquid flowing through a tube suspended in midair, an
engine connected to a pump roaring and shaking like

a cornered animal and a round beaker in the middle
reflecting light onto the artist’s mandalas, hung on the
surrounding walls. Truth lies among these objects in a
dynamic that in science might be called a process of
conjecture, hypothesis and proof, finally concluding in an
inevitable causal relationship. The artist can bring into
play any kind of form, place it in a specially designated
environment and, before any explanation of it forms,

use one or several metaphors to declare its nature and
thereby allow it to cast off the limits of time, space and
fixed modes of thinking. Here metaphors allow the
visual imagination to make its own connections in a
four-dimensional world. There are at least three parts to
the piece. The red oil (blood) serves as a metaphor for
life and industrial society's source of power; the energy
released by the reworked generator when it is turned on
(it also provides power for the entire gallery’s electrical
system) is a metaphor for the Big Bang, evolution and
the driving force of social progress. The mandalas the
artist has designed express—on the level of individual
consciousness—a person gradually transformed from

a natural state to one of completeness inside and out.
On the level of natural evolution, the mandalas stage

a progression from cosmic origins to the boundless
universe—subconscious, shadows, culture, society and
religion—a passage through the Eight Consciousnesses
as revealed to different individuals resulting in final
purification as a butterfly. The piece introduces

the Octave Principle in the evolutionary process as
interlinked with the purpose of the round mandalas,
creating an internal connection to present the complete
process, as described by Yu, of “a) expression of the
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abstraction of time and space in primitive religion, b)
holistic inner-self perception and c) the only way to
achieve an absolute self.”

The end form of the materials used in the work creates
a field that expands and connects with their original
state. The materials composing the work are not of the
real world, but rather lie between it and a subconscious
world of the imagination. The artist requires material
symbols to help him to establish a defined relationship
between himself and the unspoken object. As this
system gradually arcs toward perfection, it forms an
integrated field, and an absolute world finally emerges
from the many relative ones.

Transformation, another work on display, presents a
more explicit description of this absolute world. The
artist uses a molted cicada skin to present the process
of individuation, the cycle of life through space and
time. Cicada nymphs, living underground, shed their
skin four times over two to three years of growth before
surfacing, going through the pupal stage, and emerging
with their wings before they re-enter the shadow world
(an adult cicada only lives for sixty to seventy days).
While the cicada’s lifespan is very short, its spirit cycles
back and forth. When the cicada skin on the gallery’s
wall breaks open in a puff of white smoke, the world
quiets for a moment; this is an integrated journey, a path
toward individuation, that attempts to separate us from
prior cultural experience (or inertia) and indigenized
traditional experience.

Yu Bogong's creative method usually begins

with reflection as he determines the nucleus of a
work through deep probing, followed by repeated
adjustments and finally resulting in a scheme for

the work’s execution. Besides drawing from his own
memories and practical experiences, Yu does not
simply assemble the knowledge (symbols) used in his
work but diffuses them outward, attempting to bring
about a transcendent scheme for spiritual awakening.

Borrowing from knowledge systems across disciplines
and fields and remolding them through subjective
perception, this approach is not as straightforward as
Western thought patterns and might at first create some
distance between the viewer and the piece. But this
false perception into which people are initially drawn is
in fact an equal interaction between the artist, viewer
and the work, a mysterious territory, which Yu doggedly
pursues.

Since the Enlightenment, people have become
accustomed to classifying knowledge. The well-

worn path of discovery, research, acceptance, and
incorporation into existing paradigms has become a
basic epistemological pattern, developed in the West
but later adapted to cultures and contexts elsewhere.
And yet we increasingly see how the complexity of

the real world has caused empiricists to lose their
bearings, sensual perception, and ultimately their ability
to systematically analyze and carefully predict. When
interpreting problems within single branches of learning
becomes strained from lack of evidence, an Eastern
sensibility born of “combining” promptly restates its
worth. “Crossing the Riverbed” can be seen as a re-
evaluation of this worth. Guo Fang
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Inner Circle

By Stacey Duff
Time Out, February 2010

Yu Bogong is a gentle, soft-spoken man whose
matter-of-fact tone betrays an explorer's
perpetual fascination with the universe. In
preparation for his show at White Space, has
been at nonstop for days and it shows. He
slumps slightly. He is unshaven. He walks as if
he's exhausted the outer limits of a dream. But
when he talks, it's always there-- a sense of wide-
eyed wonder about how things work, the visible
world and sights unseen.

'My exhibition is, in part, a response to our
current alienation from nature, he tells Time Out.
'l do think about people in ancient times were
more connected to nature than those of us today,
and that's what allowed them to derive

these systems. The 'systems' Yu refers to are
cosmological ones. Since 2006. His art installations
have veered toward influences from those ancient belief
systems. Most notably, he has spliced elements from
Buddhism and Hinduism to Tacism and the ancient
Chinese mnemonic device know as Wu Xing -- often
translated into English as 'the Five Elements' or 'the Five
Movements'

More specifically, a White Space statement about the
Yu Bogong show says: 'What underlines and hides
behind his works is a set of rules he has developed and
conceived... The basis of this set of rules is originated
from the mandala (circle designs with spiritual
significance) of Esoteric Buddhist tradition in ancient
India and China's Five Elements theory... Yu Bogong
identified and combined the similarities and differences
of these two value systems, and tried to establish a new
value system.’

Yu's aims sound a little mystical and grand. At its worst,
tinkering about with value systems turns nasty and
someone makes a cult out of it with followers, colorful
pills, orgies, stand-offs with law enforcement officials
and maybe even a documentary on music television. But,
when innocuous, as it is here, it's perfectly acceptable
stuff for that most widespread and glossy-eyed cult of
all- the cult that is currently most in search of something
to believe in - the Chinese contemporary art world and
the society in which it breeds.

The intricate and esoteric couplings of Yu's thoughts
are sure to seduce of the more philosophically minded
lovers of art. They will do so in the way some 18th-
century French aristocrats preferred removing two
dozen garters off their lovers' bodies to talking off a
simple chemise because a complicated love-making
session reminded them of playing chess. But what really
gives this work momentum, we feel, is not the show's
head-spinning hybrid mystical belief systems or its
cosmological razzle-dazzle.

Instead, it's the simple and tactile things that carry
Yu's work to the more everyday realm of the living- the
awesome and sweetly unassuming way, for instance,
that the artist translates his understanding of the Five
Elements and his passion for Buddhist mandalas into
stuff such as neon lights, hieroglyphic and calligraphic
musings on chalkboards and sputtering homemade
engines.

Yu never formally trained as an artist but entered the
art world almost two decades ago while doubling as a
worker in north-east China, soon migrating to Beijing

in search of his new-found calling. In that sense, he is
something of an outsider. His work here at White Space
- as it did last year at his solo show in Magician Space

- comes off as 'outsider art' in every positive sense that
that moniker has to offer.

The complexity of the work and particularly of the work
and particularly Yu's chalk drawings of manadlas on
chalkboards are not so much a total philosophy of life as
a catalyst for some serious artistic chicken -scratching.
Rather than coming up with a new, objective and
philosophically sound way of viewing the cosmos, Yu's
set of rules is-according to curator Carol Yinghua Lu -
‘arbitrary and subjective.

Somehow, it reminds this viewer of the time the
American novelist Paul Auster devised method to play
baseball using poker cards. It didn't replace the sport,
and wasn't meant to, but at least we now have a quirky
new entertainment on the table to talk about with our
friends. Likewise, Yu hasn't laid down the foundations
for a new perception - but what he himself perceives
and how he presents it comes off as some sacred and
trippy way to make a new game. It's a game that insists
simultaneously on its pedigree and its bastard blood,
its playfulness and its high seriousness, and finally its
ability to speak to viewers here and now.
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Crossing the Riverbed:
A Conscientious journey of
tracing the origin

By He Wenzhao

In comparison to existing or imminent impression and
judgment evoked in our minds, the works on display
might have their limitations or seem naive, yet the subject
the artist wishes to present in Crossing the Riverbed is
far more complex.

However this is not the issue here. What is so-called

a “problem” can often be solved, overcame, in order

to provide it with an answer. In this case, within the
framework of viewer, artwork and artist, if consumption,
exhaustion, transformation, and differentiation entailed
in the process of communication (presentation) among
these parties were to be equated with negative capital,
rather than cost, it would imply that we have already
abandoned any understanding or opinion on reality or
metaphorical relationship.

To elaborate on this discussion, audience’s discrepancy
and misinterpretation (or mis-appropriation) entailed are
precisely the basis by which communication is made
possible, while they are also necessary miscellany for
effective evaluation of the works.

Like the title Crossing the Riverbed, as well as, the two
works on display for this exhibition, our position as the
viewer is equal to that of the artist, and such distance
separating us allows us to talk about the other, while
introspecting ourselves.

Tracing back to the earlier works of Yu Bogong, the path
he has taken was obviously not wide, perhaps more
comparable for extreme car-racing, that were in fact,
blocked on many tracks. In the contrary, to claim his
creativity as taken a less traveled road, perhaps would

be the discussant’s convenient hypothetical strategy, an
attempt to limit or cap a theory, and to express one's own
opinion by diverging the subject, in order to effectively
attack, devour and confiscate art — a property of the
public arena.

Therefore, unless there is sufficient convincing evidence,
| would prefer to find an association or trajectory for his
work thus far, and to understand them in an identifiable
public system. However, does such trajectory exist? In
other words, are there others in art, disclosed or open, of
his generation, or is he truly unique?

Tracing back on Yu Bogong's previous artworks, it is easy
to come to the same conclusion that they are works by a
calm, self-efficient, and low-key yet controlled artist, who
is over-indulgent on a worldview of mysticism. Just as
experiences we have gained elsewhere, an easily proven
valid conclusion is often only a fagade, because we are
usually accustomed to the superficial characteristics of
our cultural apathy.

Unquestionably, Yu Bogong was faithful in working in
the medium of the ancient material of silk, the artist

is enamored with manipulating its various properties
(softness, smoothness etc) as well as its unique cultural
properties (i.e. for being oriental, traditional etc), and

by which to re-interpret the contrasting the rigid and
stern contemporary matters, yet infuses small dosages
of contradicting implications to such soft daily material,
granting it with individual will and social criticism.
Moreover, among his other works of different medium
and form, such individual will has been projected on the
used of religion, psychoanalysis, cultural symbols and
personal memories throughout.

Granted on such judgment, the quality in the artist Yu
Bogong and his artwork, in my opinion, does not possess
the essential characteristics of “calmness and self-
efficiency” or carefree spirit of Tacism. In the contrary,
his minimal and controlled formalism are his true drive, a
non-suppressing “impulse to trace back to origin”. Such
energy | claim as “impulse to trace back to origin” is not
the bourgeois nostalgia, nor is it excess feelings of the
revivalists, or it might even be irrelevant to mysticism at
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the knowledge level. What evokes such impulse

and invigorates it are precisely our naked bodies
exposed in the present without any protection that

is beyond the unreliable consumerism. For this very
reason, “impulse to trace back to origin”, if not for the
mainstream of contemporary art, or at least has always
been the undercurrent, as the consumption factor of
contemporary gradually strengthens, the undercurrent
represents and guarantees its fundamental non-
consumption inclination, it also guarantees art to
possess its spirituality under the consumption era.
What grants value to art is not any currency, but its
non-consumable voluntary spiritual core, our only
valid hard currency is our experience and soul in its
participation.

The previous discussion on Yu Bogong's artistic
affiliation and type, or the non-identified road he’s
taken, this is precisely the reason why he still belongs
to our generation rather than being a lonely alchemist.

To this matter, the two works on display (or the series
of work), 7o the Origin and Transformation, is Yu
Bogong's yet another journey to trace the origin,

or a goal he wishes to achieve. Unlike his previous
attempts and efforts, this journey seems rather abrupt,
perhaps a natural reaction to an accumulated energy,
instead of calling these works his creativity, it is better
to consider them as a successful breakthrough of his
years of isolation and stagnation. Formally speaking,
the two works shown in Crossing the Riverbed are not
only breakthroughs in quantity and representation,
more essentially, the works have entirely departed
from its previous flavor of “educational tools” (allow
the artworks to fully embody the artist’s ideas), but
completely presented as an independent “sensory
system”. The significance in such difference is
important, unless we are willing to ignore the
difference between a globe and planet earth.

Formally, Crossing the Riverbed can be separated

into two parts, the main gallery shows 7o the

Origin, consists of an oil pump (experimental glass
flask), oil path (transparent tracks), power outlet (an
installation of power generator and bicycle wheel),
and three Mandalas powered by generators (neon
lights installation); the attached gallery shows
Transformation, a work consists of four different giant
cicada slough (resin-fiberglass) resting in various
positions throughout the exhibition space, one of them
sprays white mists intermittently from its shell. During
the exhibition, the power required to run the space,
comes directly from the power outlets of 7o the Origin.

In fact, once the viewers take notice on details of 7o
the Origin, they would soon realize To the Origin is
comparable to the work of the Alchemist's secret
room, and what kind of suspect is embedded under
the stereotypical images. Among different reviews, this
strange artwork would present an entirely different
appearance. The red liquid pumped out from the oil
pump and passed through the transparent tubes,
implies for its biological properties, whereas the fact
is, the power generated by the shaking generator
moaning like sleeping beast makes one realize the red
liguid is none other than common gasoline. Therefore,
the work implies an intrinsic metaphorical relationship
between technology and energy; however such
technological imagination is insufficient to explain

the final religious significance of the white mandalas.
Moreover, the orderly carried information and signs
on the mandalas (point of origin and explosion,
transformation and integration, sublimation and
ascension) transcend any single cultural common
sense. As the symbols of alchemy appearing on

the generators, points to the refined enigmatic
“philosopher’s rock”; if we understand the working
principle of the power generator, we would associate
its internal physical process with the progress shown
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on the mandala, that is, the small scale visible cosmic
explosions.

Paradoxically, you can imagine everything, yet
whatever imagined is non-reversible or neglecting
other conditions of the artwork, by the same token, we
can understand it, yet unable to limit any significance
of this work.

The greater paradox is hidden under the title of the
work. Yes, To the Origin, however, one is unable to find
the beginning or the end of the noumenon, even the
mandala supported by the energy of all installations
also does not any a singular “complete” noumenon
significance, yet combing the three, would literally be
a western abuse on the original form of the Mandala.
Thus, the one returning to origin, wouldn't he be
pointing at the absence of the noumenon thus to
reflect on the emptiness of today's world from the
perspective of the origin.

Being in the space of To the Origin alone, what we
sense the most is perhaps the artist's anxiety and
contradiction on contemporaneity. However, as the
viewer turns to the space of Transformation, walking
towards the magnified cicada slough, and their still
poses, as well as the intermittently spitted out white
mists, everything calms down. Under such highly
oriental symbolism, partially we are overwhelmed with
rebirth and change implied by the “transformation

of the golden cicada” saying, partially impressed by
the signs of life from the “breathe” coming out of the
left body. In comparison to the complex and endless
information in the next room, what arises here is an
equally limitless or even magnified tranquility.
However, the relationship of both works should not
be neglected, perhaps would suddenly be revealed
through the tranquility in the transformation, the most
paradoxical aspect is, the momentum shown in this
work, is materialized in the white mists completed by

electrical power, originates precisely from the core
installation of To the Origin - the generator and its
system.

Try to imagine and understand the relationship is the
key to interpret the significance of these works.

Connected to the same power system, aren't 7o the
Origin and Transformation two coherent spaces?

The absent noumenon of 7o the Origin is the sign of
life in Transformation. In the contrary, the profound
tranquil consciousness of life in Transformation is

the origin of true sub-conscience in the mirage of
human knowledge and awareness. In other words, the
necessity to sustain a diverse and complex rational
world is to nourish the life conscience deep in our
soul, allowing to complete its final transformation, and
transcend our perpetual wandering between good
and evil.

The title of the exhibition Crossing the Riverbed
does not necessarily imply a river flooded with water,
possibly, it also be a dried valley scattered with rocks.

The impulse in Yu Bogong's tracing to the origin,
perhaps originates from the reconnected water
source, and infusing it to our instinct and awareness.

Distinguished from today’s various artistic trends

that are becoming gradually reliant on excitement,
works as such, which does not possess any “visual
art” appeal, but an effort to divert the obvious visual
givens to a height of spiritual view, is certainly a strong
dosage.
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A Glimpse Through Backlight
The world’s vista on the border of
you and ming

By He Wenzhao

If the most and the most attractive part of Chinese
contemporary art involves the sort of artists who know
exactly what the world wants and rejects, who gradually
have learned how to demonstrate their attitude or
stance very smartly and actively and who strives for
maintaining a charming posture in between conforming
and reserving, then, it is obvious that Yu Bogong has
deliberately distanced himself from the majority of this
sort of contemporary artists. Identical to a few of the
idealists among the Yuanmingyuan Artists, Mr Yu is
decidedly apathetic about researching the kind of supply-
demand relationship; moreover, in his artistic activities
that lasted for approximately ten years, subsequent to
Yuanmingyuan and till today, he has never developed
more knowledge in this regard (marketing). Quite the
opposite, as exhibited more and more clearly in his
artwork, Yu Bogong has given up on making his own
judgement on the supply-demand relationship (of the art
industry). Instead, he wants to go all the way back to the
original state of affairs where art is the life of the artists as
individuals.

According to the law of causation, a very understandable
consequence of doing so, is that Yu has endured such
loneliness and hardship that are beyond imagine to most.
Another consequence, which is also the major issue

this essay is trying to address, is that Yu Bogong has
entered an area in Chinese contemporary art where there
expression is insufficient, with the ordination or form, in

a Buddhism sense, perfectly attained via his artwork and
his contemplation. Attempting at calling for and bringing
life to his opponents who have long since beat up by
modernism and its advanced concepts, focusing on

and eventually crossing the physical border defined by
consumerism, Yu looks afar at the you ming and jiu jing of
the heart, the soul and the world.

Before digging deep into Yu's world of art, | would like
to pause, in order to clarify the two key words in this
essay. “You ming”, is a fundamental concept in ancient

China. Under many contexts, the word shares the same
connotation as “yin yang”", which covers various pairs

of antonyms such as day and night, dusk and dawn,

life and death, humans and ghosts, the bright and the
stupid, the good and the bad, etc. The most common
usage of you and ming, also how it is used in this essay,
comes from “what you and ming is, the image with or
without a form.” “You" is generally used when describing
“objects or things that do not possess a formality or the
formless side of such objects or things”; “ming” is used to
describe “objects or things that possess certain formality
or the visible side of such objects or things.” Herein,

“you ming” means the border which is either between
existence and non-existence, or between connection

or disconnection. “You ming” also denotes the innate
division of certain objects and things. In Chinese culture,
“you ming” is a visually vivid word, in particular. It has the
connotation of the transit in between the dimness and
the brightness, and therefore is more accurate than “yin
yang”, when used to express the intermediate color and
the uncertainty, resulted from the loss of absolute values,
in our times.

The usage of “jiu jing”, has some reference in Buddhism.
Great Treatise on the Perfection of Wisdom explains

it as, “jing jing, is the truth about all the rules” i.e., the
original state and the final truth of the ten thousand
things of creation. Buddhism has certain ways to explain
this concept such as “jiu jing is nirvana”, “Jiu Jing is the
body of law”", “away from all the sufferings one gets the
happiness of jiu jing", etc. In borrowing and using these
meanings, | would like to interpret and discuss about the
ultimate concern that is unseen nowhere in Yu Bogong's
artwork. In the era where this concern, or even, the
discussions of it, does not perfectly suit the zeitgeist,
the concept of jiu jing may help us understand more
clearly about the almost decisively isolated and insulate
contrasts and tension, showcased in Yu Bogong's artistic
practices.
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Herein, “You ming” not only denotes the visual effect
of the works, but also expresses the psychological
feelings and experiences generated by outreaching
the limits of the vision. More importantly, “you ming”

is about how the artist, from his own perspective,

sees the objects and things in the world and how he
would like to envision them. If the sight of the artist is
blurred, it is not blurred only for the sake of arousing
anxiety; it is, on the contrary, exactly the innate “you
ming” that enable the objects to convey the most
appeasing and curing messages. Whereas "“jiu jing”,

is the original force in the process of creation, which
sometimes can be construed as the ultimate meaning
valid in individual works and discussed individually,
but sometimes can also be interpreted as the dynamic
reaction. Jiujing is and will always exist in the works
and the meaning of works, maintaining the anxiety and
energy with which the artist, Yu Bogong pursues and
guestions in the sense of metaphysics.

Upon following the artist and his perspective into his
own world of art, | have made the necessary effort to
express as so, not as a matter of a general referential
tool, and definitely not in order to achieve a guarantee
of methodology for my own speech. What | intend

to do is to show my stance: from any objective and
predestined natural distrust, commentators are willing
to strive for the focus on an individual (not as what he
essentially is) and his spiritual realm, with experience
and perspective not without prejudices, with the
partial comparison of previews and reviews. Herein,
“you ming" is what | see, hence the limitations of my
very own vision.

From the personal/artistic experiences of Yu Bogong,
different people would acquire different information;
some would perceive Yu as an artist who does not
come from a professionally art-related background.
Without any concrete reasons, these people would

have some doubt about Yu's artwork with the
suspicion that his work is too distant from the normal
form of academics. Moreover, these people would try
to rationalize his works or simply turn their backs at Yu.
On the other hand, some people become interested

in the fact that he lost his parents at a young age, and
would put him under his personal context and try to
find clues that suffice to explain the characteristics

of his works. Others might specifically focus on how
he was treated quite indifferently for a relatively long
period of time; with this evidence, they try to argue that
the general lack of discussions about realistic issues
in his artwork is nothing but a sort of mechanical
reaction...

But obviously, were we attempted to inducing such
experiences via the artwork, any thinking with even
the slightest sincerity, would not be enough to recover
the correlations among the various clues. At least,
they do not seem righteous as what they tend to be
mistaken for, at the first sight. Perhaps, it is exactly the
opposite, that we are so far from being responsible
for creativity when we care about our own decency.
Yet one reasonable complaint would be, that under
the prerequisite of preventing abuse, we still possess
certain reason to utilize all the clues nicely, creating
some proof that has the liability a bit more than
monologue, and in turn, proving that the artist is not
the monkey from Story of a Journey to the West, and
art is not some sort of religion. A part from the flower
of Udumbara, the sort of beauty that appears once in
every three thousand years, all the objects on earth
have their property in reality. This point, does not alter
due to the apparent supernatural elements in Yu's
works; the only distinction lies in the fact that coming
from and confronted by the realistic world full of trivial
nothingness, he refuses to comply with the spiritual/
historical attitude that shares the trivia, in doing his art.

So on top of this sense, we have reasons to be
suspicious, that there must be one simple thing that

is key to Yu Bogong's individual/personal life; the
influence of which is not only not conquerable but
also has a direct influence on how we observe his
works. At least, from our empirical perspective, this
sort of influence must from an origin that is more
encompassing than pure individuality. Then, naturally
does our question comes down to: where is the origin?

Because of intensity of the evolution that China

has been through in the past several decades, the
common ground between one generation and

the one prior or subsequent to it, has become
unprecedentedly narrow. People of each generation
grow up with very extreme distinction, with which they
formulate their own cognition/knowledge that varies
from person to person but to some extent tend to be
similar. People who were born in 1970's, compared

to people who were born in 1960’s or 1980's, can

be considered the one and only generation whose
cultural roots had been absolutely eliminated. The
period of history when this 70's generation started

to develop their cognitive knowledge base largely
coincides with the unprecedented speed-up of
modernization in China. As the 70's generation were
employed and started to ponder upon their own
values, what confronted or the general environment
they are set in, was also a particular time where be it
things or people had betrayed their history and had
lost their values, becoming so faceless that they were
almost not longer recognizable. The sudden cut-off
from the natural correlation to the land, was not the
most painful process for the people who were born
before 70’s, yet this generation was confronted with
this sacrifice, en masse. Therefore, it is safe to say that
people who were born in 70’s have been burglarized
and transformed in their spirituality, the reality they are
in, and the culture that they are familiar with.
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This very differentiation and the effect it brought,

not only come in pair with the samples of cultural
research and spiritual analysis, but also in a more
realistic sense, they help achieve the “semiin-tune”
and loss sense belonging anywhere for this particular
generation of people, especially in almost all the
creative fields. This generation has nothing and no
choice but sacrifice completely — as the heroic
idealism combined with the progressive/critical ethos
belongs to the older generation and the worldly spirit
and unreasonable post-modernism wisdom have
enjoyed a better development in the younger folks.

So how do we escape from the awkwardness? How
can we recover from it and construct the meaning

of our very own times? How can we leave certain
legacy that is not to be interchanged, before we are
consumed by Consumerism? And how, can we avoid
ending up like the dead bodies who are deserted on
the sidewalk of the progressive zeitgeist?

It is exactly under the circumstance where the
common ground has created great spiritual hindrance,
that Yu Bogong has chosen a path that only a few of
his contemporaries went on. Under the dual shackles
of idealism and the impulses of anti-intellect, Yu
Bogong has chosen the approach of more profound
introspection. As many of his peers who have gone

on the introspective way, but one after another, gave
up or bailed, Yu Bogong has persisted, with much
effectiveness and exceptional achievement.

In other words, set in the contemporary historical
context and abandoned in urban settings by reality, Yu
Bogong, depleted of roots and defined as a nomad,
strives to awaken the land under his own feet, which
once was taken out. Specifically, all the original
imagery that determines his reactive mechanism, pro
and con, and all the primitive impulses, much more
irreversible than fashionable, are, essentially, his own

corporeal memories and spiritual symbols, much
deeply inserted (into his soul). Thereby, with all these
attempts, Yu and others who were born in the 70's,

rid of and forced to sacrifice their own approach to
life, would have the opportunity to transcend so-and-
so historical phenomena, and on top of that, restore

a certain order, despite all the chaos and the diverse
reality of values and perspectives. Thereby, Yu and

his peers — their souls, their lives and their beliefs —
would not end up lingering in the desert created by
consumerism and progressive concepts; but they will
find a certain order with which they are allowed to live
in peace and recover from all the wounds, as opposed
to suffering from hunger and becoming as anxious and
lost as a homeless dog.

Having understood this, it is also understandable why
and wherefore Yu Bogong who played a profound role
in the beginning of Gorgeously Vulgar Art Movement
(Yansu Art), would bail on the movement just as it
started to show signs of prosperity and began to gain
much momentum and interests. Yu ventured into such
an experiment, resembling a pursuit of metaphysics,
which not only is not characteristic of the zeitgeist,
but also usually attracts much criticism and suspicion,
particularly in this era.

To think about the originality or spiritual appeal and
its influence, to understand how such request would
generate various realistic problems once it becomes
the pursuit of the artist's life, is, for us, a necessary
kind of preparation which suffices to provide a visual
background when we look back on Yu Bogong's
exploration in the art field in the past ten years.

Anyone who has some knowledge about the Yu's
creative in between 1996 to 2000, probably would

not cast any doubt on the possibility that, had he
made a more enduring effort in Gorgeously Vulgar
Art Movement, which was greatly appreciated several

years later, the layout of the movement would have
been rearranged. In effect, no later than 1955, before
Gorgeously Vulgar Art even became a genre, Yu

had just entered Yuanmingyuan; very sensitively he
discovered and grasped the most fundamentally
spiritual characteristic and spend several years in
creating a series works including Shit with Loads

of Long Hair, Fly, Vegetable, Viscera. Contrasted

with other artists who directly manipulate the vulgar
imagery and indulge in their own creation of carnival
effect, Yu Bogong chose silk as a medium; apparently
he cares more about the liberating effect Gorgeously
Vulgar Art has over forms, rather than the the
verisimilitude of the reality it creates, or the hypocrisy
of its criticizing will. The sanity and the introspection
exhibited in his ridicule, is what enable Yu's works

in this creative stage (1996-2000), particularly with
hindsight, not only to maintain the formality and

spirit of Gorgeously Vulgar Art Movement, but also

to acquire a more steady visual support, unlimited by
the movement itself. A viewer, without any knowledge
about all the discussions that have occurred under the
name of Gorgeously Vulgar Art as a genre, would still
be amused by works such as Vegetables or Shit with
Loads of Long Hair. In this sense, Yu represents some
wasted intentions that are under-expressed in this
genre. The lethal point of Gorgeously Vulgar Art is how
dedicated it is to laughing all heartedly, as a result, in
its later period, most people would like to have some
good laughs but cannot be bothered understanding
what it truly expresses. This is exactly the reason why
most artists abandoned this purely local movement,
joining the regular army internationale of Post Pop,
more than willing to be castrated by academic canons.
Although this sort of selling out has exchanged for
great commercial success, still for the art itself, the
energy has not been completely released in any single
respect, no matter in terms of forms or content.
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In retrospect, the conclusion is that as the Gorgeously
Vulgar artists shifted to the label of Post Pop on a
large scale, Yu Bogong had long stopped his creative
endeavors this movement. Instead, in the next two
years, he either deliberately or not deliberately chose
to remain silent and fade away.

Naturally all choices have some rationale behind them.

Yu Bogong's choice was no exception. In summary,
three factors contributed to his give up on Gorgeously
Vulgar Art. First, Yu cannot help but disagree with the
kitsch tendency of the worldly principles this artistic
movement flaunts. Second, Gorgeously Vulgar Art
and even the latter Post Pop, does not alleviate but
aggravate the anxiety brought by modernism and its
progress. Third, because of its decisive nature of this
movement, determined by its formality, Gorgeously
Vulgar Art is doomed to leading artists into a road
where spirituality and its holiness are much feared.
This is completely contradictory to Yu Bogong's
inward-looking and introspective nature.

For an artist who is sensitive enough and who is
highly loyal to his inner world, willing to make an effort
over a long period of time, any form of art which goes
against his heart is perhaps worth a try; yet, he will
never be truly interested in it, despite the expectable
success and the potential influence. The one-night
stand between Yu Bogong and Gorgeously Vulgar Art,
and the works that were completed and shown to the
world in the two years subsequent to the movement,
are a concrete proof of his own persevering pursuit.

Since 2002, having he concluded the period of
introspection vis-a-vis the stage of participation in
Gorgeously Vulgar Art, Yu Bogong has been trying to
explore and question the introverted field of human
beings and the spiritual/historical perspectives; he
has carried on in the field till this day, more so ever
broadly and deeply. Hardy could we find out the exact

intentions and intensity of his self-analysis at that time;
yet merely judging from his works post the beginning
of 2002, it is safe to say that this introspection, if not
subversive, is good to be ever existent than never.
Otherwise, even if on the Mao Tse-dong's Poems,
which consists of bones made of pine and have Mao
poetry written all over it, we could still find the artist,
who uses the flamboyant colors and visual imagery
full of conflicts, sneering at the paradoxical world, still,
The Developing Country, made with the the same
material, could be hard to understand. Apart from his
usual critique about realistic politics and imaginative
ideology, we can no longer see any grinning ridicule
in the possibility and metaphors of the four oars, laid
next to one another, not saying even one word, and
even, opposing each other. The thrilling point of the
artwork lies in the fact that it is up to the viewers to
sympathize with or recognize more deeply about the
addressed objects, as opposed to building a generic
common ground, even if the work still touches upon
some clearly political or realistic issues. Also, it no
longer possess the sort of self-explanatory relationship
which tends to take things for granted, typical of
Gorgeously Vulgar Art. Facing a piece of work such as
The Developing Country, if we attempt to continue the
usual arrogance in Gorgeously Vulgar Art, in terms of
our observatory vision, whereas demand to see a lot
more in here, not only is it impossible to achieve, but
also the attempt itself would be rejected by the work's
rational demands on us. Compared to the works by

Yu Bogong in the following years, this demand of The
Developing Country can be construed as modest. At
least it is far from touching the ultimately concerning
and torturing metaphysical interrogation, which is like
whipping on the flesh.

Herein, the word ascribed to Yu Bogong, "metaphysics',
should be clarified as pre Immanel Kant — old and
disctating, ruling but not without analysis, untainted

by Science. In other words, it is the sort of spiritual

guestioning which relies on the staircase of human
progress, which does not falter despite the passage

of time, the sort of primitive setback which is not to be
conguered but often is ignored — much more fleshy
than post Kant until Martin Heidegger, the evanescent
"limited existentialism", still possessive of the strength
and aesthetics of Wuxian, long lasting deep inside our
chanting and marching consciousness of progress,
even able to decide our actions that seem totally the
opposite. In other words, the metaphysics that withers
under Science and Progress has not really withered
even for one percentage. On the contrary, as our
civilization has expanded into the unprecedented area,
the murky filed has been expanded accordingly.

From 2002 to 2004, with his The Developing Country,
quoting a seemingly uninteresting political joke, Yu
Bogong lightheartedly confirmed the existence of

a metaphysical monster imprisoned in our limited
corpus and easily released it. The effect of this
lighthearted behavior, in effect, has changed his artists
path de facto, resulting as and still benefiting this artist
that we see today.

Yet before that, in order not to be swallowed by the
monster that he created himself, the artist, Yu Bogong
still needed to do something, to make sure that when
dealing with the danger, he could be as flexible and
sober as Doctor Faustus who made a deal with the
devil Mephistopheles. To the artist, first and foremost,
he need to experiment on more artist possibility, in
terms of form and material, so that he himself has a
solid "body" to experience the profound prospects
exhibited by the metaphysics, to receive its offers,
endure its blows.

In contemporary art, often are the form of the artwork
and the material of the artwork discussed with

the same attention; in most cases, hardly can we
distinguish the determining factor in a piece of work,
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or what kind of specific characteristic forms or breaks
our cognitive Gestalt. We may as well know nothing
about cognitive psychology — in fact, this is the cast
to most of us — but no one should ignore that fact that
our cognitive approaches have been transformed by
civilization; compared to the aesthetic Classic Ages,
they have been serverly twisted. No human beings

in the precious ages are like the mankind today who
cannot get enough but do not have any general grasp
of the world we see. The sick world views, from an
idyllic perspective, have turned art to contemporary art,
and furthermore have deconstructed contemporary art
into sociology, anthropology or psychiarty, etc, which
are nothing but partial knowledge that is not what it

is supposed to be. Yet the real and direct touch, has
been more and more difficult to achieve, especially
when lack of a reliable medium. The present situation,
embodies it self differently on different artists, the
distinction being who can make a better use of the
unprecedented flexibility in art, in avoiding being
attracted to the seemingly magnificent trivia and
ending up in nowhere.

Yu Bogong is sensitive about the material. As early

as Gorgeously Vulgar Art, it was well-known that he
subversively used silk. Yet obviously it can be seen that
at that time the way how he uses silk as the material,
was mostly based on a paradoxical or comparative
sense. Yet in the early works that he created, this
method went into effect immediately. But it was not
until the woven objects that are set inside in Box, or
his using this material on different levels and in forms
in his later works, such as in The Cinema (20086), Life
Buoy (2006), Dollar (2006), Shoes (2006), did silk,
which does not possess any ideological content but

is a transcending object, got liberatingly interpreted.
Also on a broader performing stage, silk retained its
physical style and is empowered to converse with all
sorts of objects or materialized information or concept,
with more visual connotations. Such effort has also

been transfered into other replacing materials, such as
nylon, leatherette, fur; a trial of possibility from more of
a perspective of the the substance, as opposed to an
intervention of artists out of their own knowledge base.
On the other hand, the effect of using the material,
does not depend on some self-explanary meaning

or correlation, but it has to turn to the thinking on the
audience's vis-a-vis the message that the artwork tries
to send.

Ever since 2002, "pine" has been a lasting theme for
the material in the few years subsequently. Compared
to silk, pine is a stronger and more malleable materiel.
Yet, one point is not to be dismissed, which is, no
matter if it is silk or pine, undoubtedly it has a pre-
industrialization sort of property that has not been
completely rid of the Nature. Although the sort of
material like silk is a highly-advanced artifact, anyone
who is familiar with where this soft object comes from,
knowing how the silkworms who monger insatiably
on white mulberry leafs used to spit out the fabulously
beautiful object bit by bit, perhaps would understand
this without any difficulties. Moreover, no matter if it

is the silk that has been turned into artwork or the
neatly polished ping, it is nothing but a temporary state
outside of this life, or some living objects that are in
other states. Different from the industry products in
the era of industrialization, as soon as it is deserted,
eventually (or, even, very soon), it will resolve to the
dust, the earth, dissected and returned into its own life
sphere.

The way how Yu Bogong utilizes pine, in this sense,

is not that different from how he uses silk. But a
distinction not to be missed is that the attention the
artist lays on silk, its vision comes mostly from thinking
culturally. It is, the game acquired in the unutterable
hunger of la vie en rose. But pine, with the intense and
personal memory that Yu has, is an imagery coming
from its life memories and corporeal experiences:

on the farm where he spent his childhood in Inner
Mongolia, there was a pine forrest which seemed
limitless and magic to children. As a kid who grew
up in a cruelly cold and serene, natural environment,
it is imaginable how the pine forest would bring him
adventures and in the meantime, inspire his wishful
thinking. The comfort it brought, with a tint of light
aroma of pine, is forlorn, and lasting; especially that
now he is an artist, set in the loud and noisy urban
forrest. In effect, until 1995 when he moved to Beijing,
Yu Bogong had not spent any single moment away
from Nature; be it the pine forrest in early years, or
the Xing'an forrest winding endlessly. What is certain
is that for Yu and many of his contemporaries who
are thrown into urban life all of a sudden, the most
important years in their lives have some inseparable
link with the forrest and the land.

If we put an emphasis on — at least not entirely
underemphasize — the deep vista like this, it is
understandable how the artist would be so dedicated
to this material in the works with a curing function
(Sound Box of Herbal Medicine 20086). It can also be
revealed why in Yu's artwork, many times does pine
appear, symbolizing the energy (The Cinema, 2006).

Judging from the usage of the material, including the
other sorts of material that were added later, such as
mirror, sandstone, stone, fuel and even the stainless
steel and glass glue, we can discover that it is rather
the artist is trying to make us restore all the material
into the sense of minerals for our own understanding,
than the artist is thinking which artwork suits what or
needs what kind of material. Yet what he is striving
for, is to mobilize the different material that he sees as
different sources of engery and in a work that seems
totally still, he would express the existence of the
energy as well as its motion (Karma, 2005).

At least in my impression, artists who are good at
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utilizing material as such are rather rare. It might be
the exact reason why Yu Bogong, among so many
contemporary artists, is onw who can looks into
metaphysics without turning around, so much so
dedicated to questioning about the ultimate concern.
Or, besides his own hobby as a thinker and his
strength, the advantage of using material magically
could be the most valuable point.

Among the works that were done in between 2002 and
2004, as much as the new photography work called
Test-Tube Image Series deserves discussion, hardly
can we discover more than what we have already
made judgement about, especially considering the
fact that the artist has rarely reacted any deeply about
either the form or the theme. But as the artist rarely
touches upon directly any political topics, let alone
make any speech about it, in his subsequent works,
just like the rest of his works in this period of timethis
particular work, in Yu Bogong's eco-system of art, more
or less represents certain tendency. The difference
being, in later works, the so-called tendency, can only
exist as a question that is yet to be transcended or
conquered.

In Yu Bogong's artistic creation after 2005, until

the recent two works in the exhibition entitled with
Crossing the Riverbed, there has been a change
compared to his trials in the previous years. In this
stage of creating art, no matter the theme of the
artwork or the form or style, have been demonstrated
in a clearer and stronger way, resulting in a series of
rather heavily important works. What's more important,
is that he has a theme for his pondering in this era,
which is exactly the theme which uncovered the real
metaphysical question in Chinese contemporary art
which shuns and pretends to be shy and tries to hide
behind fashionable topics. And this question is what
this essay meant by starting with the phrase "the
world's vista on the border of you and ming".

Herein what is necessary to declare is what | consider
as distinguished topic at this particular stage, which
in short is "the cure" and "tracing the origin". As to
wherefore and what are these topics are about? We
may as well explain them by putting them back under
their own context.

At this stage, "the cure" and "tracing the origin" have
basically appeared in all the important works, to
different extent but with no exception, touching upon
or revealing the profound pondering in the artist's
inner world. Take Sound Box of Herbal Medicine (2006)
and /nner Strength (2007) as an example, the former,
from the naming of it to its exhibition, expresses in a
very direct way that the artist aims at "the cure"; the
latter, moreover, via paying tribute to a psychologically
analytical tool and symbolically restoring bits of the
artist's childhood settings, i.e. the tent, transforms

the "cure" inwardly into a sort of action which goes
throughout Time, Memory and Reality, involving the
people, the ego and the object. When the artist is
confronted realistic curing and recovering attemptin a
double entendre of of the body and the heart, as much
as we are annoyed or angered or provoked or even if
we choose to ingnore it, we cannot really avoid the fact
that we are indeed being affronted by the metaphorical
relationship by the artist and the artwork. More or less,
we are travelers who are in danger. And this attempt

of curing, must not be able to have an effect on just
anyone, but to all, it is a eyeball poking and therefore
desperate implication.

As to if we are living unhealthily, or if we are likely to do
better, is of course not the purpose of this essay. Yet

| sincerely believe that any single moment when we
loiter about the city without knowing what all this leads
us to, endangers us into become even more ill than we
already are.

Herein, the artist is only starting from he himself,

and only using the methodology of exhibiting curing
samples, almost tracelessly slipped through our

heart. Whereas the previous series of works, i.e. The
Karma (2005), is almost using the hand of a surgeon to
challenge us explicitly and force us into nowhere.

The Karma is colossal, keeping a record as such
among all Yu Bogong's works till this day. This
installation is made with leatherette, mirror and

glass iron, constructing a fantastic situation where a
buddha confronts a pack of wolves. As an installation
which revolves around and has certain distance in
height from the ground, from different perspectives
in the setting, the distance in between the budda
and the lingering or threatening wolves varies, giving
the piece of work a sort of ever changing visual
tension, tracelessly intensifying the contradiction and
the comparison that are resulted from quoting the
metaphorically cultural symbols; using the almost
form or the theme. But as the artist rarely touches
upon directly any political topics, let alone make any
speech about it, in his subsequent works, just like the
rest of his works in this period of time this particular
work, in Yu Bogong's eco-system of art, more or less
represents certain tendency. The difference being, in
later works, the so-called tendency, can only exist as a
guestion that is yet to be transcended or conquered.

Under most circumstances, such works as the Karma
would appear as a venture because of how obvious
the metaphor is. But herein, willing to take the risk ,the
artist obviously has a good command over it, making
this scenario which is endangered of pedagogy a
success, by excluding the spiritual dilemmas that are
still bothering our times: the fighting and the rip-offs
on the border of the good and the bad, yin and yang,
here in this metaphorical setting, has finally reduced
the visible and tangible field of Tacism, and rising
above, becoming us in a real sen — humans-objects,
humans-egos, objectivity-subjectivity — the first live of
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transforming and curing in the inner world.

For the artist, this is a profoundly egoistic see through
leading to the origin. This is just like how we throw a
glimpse in the sun, dazzled, puzzled by the vista of you
and ming. The allure does not lie in seeing everything
or having the possibility of seeing everything, but it lies
in the ecstasy and the sufferings, both get to be mostly
retained and postponed in the hindrance, limited by
our wishful thinking. It is exactly this sort of effort, a
movement toward the light, resembling the fish, inside
the dim deepness, that has reconstructed what in Yu
Bogong's life constantly renews and spreads itself —
the never world's vista on the border of you and ming.

The sort of effort the Yu Bogong is making, is further
embodies in The Cinema, which combined with The
Blackboard (The Mandalt Community), constitute
the soil of some metaphysical mirage: the memories
and the reality, hereby exhibit themselves as a
mutually consuming energy which also looks for

the connection, everlasting and rejuvenating. In the
tendency and in the coldly realistic settings, the artist
can still try to reconstruct his individual and social
privacy, and in expressing and pointing out, maintain
its holiness without giving in, in any form, just to be
complimented by the Society. This point is certain,
and is exactly why Yu can maintain his own limited
opinions and use them as a blessed kind of ability or
knowledge, continuing his conscientious interaction
with the world's mysterious and unidentifiable forces,
standing for both the individual and the society,
dedicated to saving himself but on top of that tracing
back to the truthful origin.

About the related works with regard to "the cure"

and "tracing the origin", apart from what | tried to
interpret in my other article about 7o the Origin and
Transformation, the works that possess this kind of
value and its deepnes include, Eight Little Spirits, Heart

Moves Before Body, Cocaine and Receiver. Eight Little
Spirits and Heart Moves Before Body, continued the
curing attempt of Sound Box of Herbal Medicine; the
attempt is better and more originally expressed. In the
deep vista of the Zen silence, they are filled with the
echoing of the realistic impressions and the ultimate
vision, with an even better visual beautifulness.
Cocaine and Receiver on the other hand, are more
appropriate to be interpreted with contrast to The
Inner Strength or the Karma, they, to different extent,
intensify the theme demonstrated by the latter two,
visualizing in a more implicit or complete way. It is so
that the artist's usage of cultural metaphors has been
more flexible and apt.

The new piece of work, Enter the Void (2009), as a
representative piece of work in the present stage of
creation for Yu Bogong, is well worth our attention. In
this piece, no real answer has been uttered as to the
guestion with regard to how the world's vista is caught
in his glimpse through the backlight or what you ming
is. But it does exhibit more openly what the inner
structure question could possibly entail.

Hardly can we pinpoint the what this fantastic piece of
work consisting Shuiqu willow, elm, bubble machine,
electric machine, water pump, stainless steel, timer,
etc. really is. Yet based on the similarity among
different parts, we can make our own judgement about
the possibility: an anti-physics physical installation, a
mathematics model, a flying machine that has the will
of flying but does not have the ability to fly, a bubble
machine that falls from heaven, a physical expression
of poetry, a martial artist of cubism that comes with
the wind.

Behind all these such-and-such sayings, we can see
the possibility brought to the audience by Enter the
Void, a visual product with its certain forms as all
sorts of appearances and connections of what things

are and what things are not. The will of the artist,
herein, is obviously, again, beyond the scene; it has

to be dependent on the suitable viewers, it has to
come to life when the moment comes. This, is what
distinguishes Yu from his fellow contemporary artist:
he does not pursue, nor does he even try to provide an
effective result. Herein, it is up to the viewers and their
ability to tell the you from the ming.

As demonstrated by this possibility, the contemporary
art that the artist Yu Bogong agrees and experiments
with is not yet and will never be what we normally
consider as contemporary art. It is more of an appeal
and invitation to our heart in the contemporary era,
coming from the ghosts of pre-modernism, with
origins to trace. Sometimes it can be a bit harsh, but
most of the time, it is like right now, with the glimpse
through the backlight. It is nothing but the ineffable
you ming in our hear.
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Private Philosophies

by Edward Sanderson

In my review of You Are Not A Gadget (at Pékin Fine
Arts), curated by Carol Yinghua Lu, | focused on the
connection of that show to Lu's work in general, and
mentioned Yu Bogong'’s At this Present Moment
running concurrently at White Space Gallery, which
Lu also curated and which I'll focus on here. The
spare surroundings of the White Space Gallery's
double-height room provides an appropriately ascetic
setting for Yu Bogong's collection of contraptions,
arrangements, tools and drawings.

The gallery is dominated at one end by a large, cream
sheet with a black border hung from the ceiling by
ropes at its corners, one of which dips down to shield
the area beneath its expanse. The ropes converge at
ground level in the belly of a small stone figure in front
of the sheet. The cross-legged figure emerges from the
rough stone from which it was hewn, the ropes passing
through its body to emerge in a knot tied behind it,
effectively acting as an anchor for the sheet billowing
before it. Along the back wall, beneath the sheet,

runs a long blackboard, neatly chalked with texts and
diagrams, charting the creation of mandalas—heavily
symbolic, schematic representations of the cosmos
and concepts, often appearing in the traditions of
Ancient Indian Esoteric Buddhism (here combined
with Chinese theories of the Five Elements). The
chalked inscriptions also appear on a series of circular
blackboards hung along either side of the room. In one
corner, a freestanding example stands alongside a set

of artfully abandoned geometric tools. In their form (and
possibly in content and meaning, also) these reminded
me of tidier versions of Joseph Beuys' pseudo-didactic
blackboard scribbles.

At the other end of the room, a four-wheeled engine
sits beneath a suspended mass of twisted, plastic
tubing pumping a golden coloured liquid through it up
to a balcony above. The wheels point in all directions
and sit splayed relative to the floor, working against
each other to prevent movement in any direction. The
engine rests on a metal structure atop the wheels, and
appears to be both electrical and petrol-powered, but
when | visited it was not running so it was difficult to
make out its exact purpose (although it was certainly
used for pumping liquid through the tube). On the
motor's black casing esoteric words and marks in
English had been added: “Appearance,” “ A Trinity,"

“ M Spiritual Territory,” “Original Point,” “= Natural
Conditions — Energy Release,” “Magnetic Fields.” On
the walls around this machine, mandalas similar to
those sketched out on the blackboards are re-created
in brilliant white neon, lighting up in sequence.

nou

The suggestion of a depth of information presented in
this complex set of works was somewhat bewildering
- | felt lost amongst all this arcane material, making it
difficult to understand and connect with it. | wanted
to understand the data being presented, but was very
aware that there was much left (perhaps deliberately)
beyond my grasp here.

It's apparent that | was not alone with this feeling, as
attached to the walls, a series of texts gave an account
of the curator’s own attempts to learn the systems
informing the works. There, curator Carol Yinghua Lu
describes four lessons with the artist, at the end of
which: “Yu Bogong worked on a drawing depicting

the elimination of the isolation of the material self, and
the melding of human and heaven. | did as | learnt in
the first three lessons, determining a point of origin

on a piece of A3 size paper and drawing a circle with
a 110mm radius. But after this step, | was stumped.”
The (unintentional?) humour in this situation becomes
a relief from the heaviness of the works, as Lu comes
to realize the systems act as a “camouflage” for Yu
Bogong's own “subjective and arbitrary” knowledge.
Lu concludes, “This so-called knowledge has no
basis for certainty or generalization because, in a
sense, it cannot be ordered and then replicated and
reproduced.”

Lu recommends the artist find some order amongst
his thoughts that can be used in more general
circumstances, and might eventually “become a
philosophy.” It becomes apparent through the curator’s
working through of the ideas inherent in the works,
that this installation is a set of experiments on the way
to understanding - the artist is simply expressing his
thoughts in a way that makes sense to him, practicing
them on real life. For the curator to engage with the
works in the way she has, adds a bathetic note to the
proceedings, potentially saving them from their own
overly arcane impenetrability.
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