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TAN Lijie (b.1991) was awarded a Master of Fine
Arts degree from the Intermedia School of the
China academy of Fine Arts, Hangzhou, PR China
(2017) and studied as an exchange student at
Kingston University, London, UK (2015). One-
person exhibitions of Tan’s work have been held
at the Salamanca Arts Centre, Hobart, Australia
(2023) and the Chinese University of Hong Kong,
Shenzhen (2022). Tan's work has also been
iNncluded in group exhibitions at the Salamanca
Arts Centre, Hobart, the Cipa Gallery, Beijing, the
Central Academy of Fine Arts Museum, Beijing and
the Djanogly Gallery, University of Nottingham, UK.
Tan's video The World was awarded Best Creative
(Drama) at the Global Chinese University Student
Film Awards (2012). Tan's video, Haussmann in
the Tropics is in the collection of the White Rabbit
Gallery, Sydney.
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Videos, photographs, animations and assemblages
by the artist Tan Lijie evoke multiple shifting
encounters between lived realities and enchanted
realms. The intersectional multi-dimensionality

of Tan’s work gives rise to subtly transporting
atmospheres as well as unfolding relays of
indeterminate thought and feeling. Spaces
combine, interchange and deliquesce; time slows
down, accelerates compresses, expands, halts and
reverses, sound intersects with silence and noises
on the edge of hearing; narratives begin only to
fade out, commencing differently elsewhere and at
other times, meanings, intentions and identities are
in plain sight but never made entirely emphatic.
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In Tan’s work there is a self-evident connection

to the deconstructive defamiliarizing techniques
of the European/American avant-gardes and
post-avant-gardes (photography and assemblage
are inherently disjunctive media); and, through
that, European romanticist visions of sublime
illimitability. Tan's work is also resonant aesthetically
with classical Chinese Confucian-Literati cultural
aspirations toward harmonious, mutually
sustaining, reciprocities between seemingly
opposed things. Overwriting the deconstructive
legacy of the Western/ized avant-gardes are
concerns about the controlling expectations and
devastating environmental impact of present-day
materially obsessed societies alongside a desire for
a more harmonious relationship between human
society and the natural world.

No one outlook in that trans-cultural parallactic
matrix wholly predominates over the other.

A Series of Disjointed/Reciprocating Notes on the Work of Tan Lijie
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Bougainvillea Journey
18/11/19
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Bougainvillea Journey
04/11/19
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2020%F12H8H

Bougainvillea Journey
08/12/20

Tan Lijie, &t BSAYEEE - RUFE Bougainvillea Journey (2019-2020). 30 unique Polaroid photographs displayed in
purpose-built vitrines, dimensions variable, each photograph 9 x 5.3 cm.
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“| accidentally found a family photograph. It was
taken at my parents’ first home near Shenzhen
Luohu Railway Station soon after my birth, with my
mother holding me in her arms on the balcony.

In the corner is a bunch of bougainvillea in full
bloom with ebullient colour, as if it were the main
character of the photograph. Now, after several
moves, there are still many bougainvillea on our
palcony.

In another photograph from the family album,
my mother wears a green uniform as an officer at
the border checkpoint with her hands behind her
straight back and a slight nod as always.

Bougainvillea has not only accompanied my
growth, but also the history of Shenzhen. The short
story "All Flowers Bloom in Wutong Mountain” in
the book Shenzhen at Latitude 22°27-22°52" North
by Deng Yiguang, includes the sentence,

‘Those beautiful flowers and trees finally sank

iNto a mountain of flower pulp, be- coming
flowery corpses floating in the Liantang River.” In
the story people escaping from mainland China to
Hong Kong fled through the blooming Wutong
Mountain. The chaotic crowd crushed the flowers
all over the ground and those who accidentally

fell were almost buried by the thick flower mud.
Perhaps influenced by my visual experience, |
unconsciously felt that the flower mud contained
bougainvillea, which inspired my work Bougainville
Story. It blurs plants and humans, bringing to the
foreground those people with hope in the panic of
historical moments.”

- Tan Lijie

Works
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Since the fifth century, giyun shengdong - a felt,
rather than fully cognised, vital-energy resonance
petween human subjects and Nature — has been
considered the ruling desideratum of classical
Chinese Confucian-literati poetry and painting.
Within Confucian-literati culture giyun shengdong
manifests a dynamic, ultimately harmonic,
reciprocity between the fundamental cosmic states
of yin — that which is worldly, negative, turned
away from the light and feminine - and yang - that
which is heavenly, positive and turned toward

the light. Such dualistic thinking, which has, since
the fourth century BCE, come to be associated
with the Chinese school of thought known as
Daoism, coincides with the poetic-painterly idea
of xu-shi — a formal interplay between substance
and emptiness in which each resonates with and
reciprocally enhances the other. Poetic-painterly
representations of Nature as part of classical
Confucian-literati culture seek to embody a non-/
rational — rather than wholly objective - sense of
what is naturally true and real.

[...] the first and most important of the six pictorial
canons [liufa] listed by Hsieh Ho [the historian and
theoretician of Chinese painting otherwise known
as Xie HeJ in the fifth century - “animation through
spirit consonance,” [giyun shengdong] - refers as
much to a rational correspondence of painting to
principle as to mystic responsiveness to the Taoist
[Daoist] way of the universe.”1

The pairing of yin and yang positions us in
potential ‘harmony with the turbulent energies that
act upon our life and the universe [..] reality is not
a succession of separate moments or an infinite
number of separate “things”, but a seamless web
of eternal change [...] “being” and “non-being”

are complementary [...] surrounding silence gives
music its form.”2

This contrasts not only with classical European
notions of framed pictorial representation but also
avant-garde defamiliarization and its comparably
non-/rationalist deconstruction of all settled
meanings including absolute differences and
metaphysical totalities.
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Tan makes continuous allusions to literary sources
in her work, both Chinese and none-Chinese.
The visual commingles with written language in
ways that are resonant with tendencies as part

of Confucian-literati culture to blur the boundary
between painting and poetry. In Confucian-literati
culture painting has the potential to evoke poetry
(both produced using the same ink and brush
techniques) and vice versa; the translation of one
iNto the other a constant challenge.

A Series of Disjointed/Reciprocating Notes on the Work of Tan Lijie
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Tan Lijie, Rain on the Platform (2022). Two-channel video, 3.00°, music by Deng Qipeng.
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“In the double-screen video Rain on the Platform,
heavy rainfall puts a stop to the rapidly developing
city, disrupting all seemingly orderly rhythms. The
white-collar workers in the morning peak rush
hour show urgent, anxious or dazed expressions.
The road has turned into a river, the sewer is
bubbling like a spring, but the park area across

the road has a different vitality. The work observes
the subtle tension between the city and nature.
The cyanotype images are developed by the sun
and played continuously at 12 frames per second
in the traditional film mode. This slow and ancient
production process is used to respond to the
increasingly accelerated pace of information, and it
depicts the group image of contemporary laborers,

just like Jean-Francois Millet's painting The Gleaners

(1857) depicts working people in the field.”

- Tan Lijie

Works



il

HRXNBIEH B FEME 2RISR e g =0 E
db R T LM SR S TR VB 2 F s AL
U EE > B 3ZIEE B 2 K28 W AE R P8 B
US| BB g BRE) . MR MR — (BN AT
GHYRE S BB EFAMESE E PRI E R
FE HER X NIMEL — 1 B TR BRI FE /5 UK
P AR R SRR A7 AR S AR R I A RE R
BB RIMGHIIARERMTM LB -ET=
TACHIBR & I 3 TTARE B RN R BRI
m B e R E R BB TR T AT
XALTEBIR R ER R

MEPETTRT = tHACRF A B i 18—l EHRE TR
191 2F HERIHAR] SO — B EE S E £ #IRY
T EEA - MR B AR E R EE R
(B [RIFRF > A0 ZENE 78 2 A SR Al > Ak 2R L
IKEFR AR FEUMN B EAIEEFo

B X iR 2 R B Y — 251 B M AR AR

Aesthetically resonant poems and paintings
produced by the Confucian-literati signal a capacity
on the part of their makers to bring the otherwise
disordered human mind through wu wei (effortless
action) into spontaneous accordance with the

Dao (way) of Nature and by association to build
and sustain a harmonious society in the face of

the febrility brought about by ever changing
circumstances. The harmonizing, nature-oriented
aesthetics of Confucian-literati poetry and painting
was also used as a sign of oblique, ethically

driven resistance to overweening (and therefore
disruptive) authority. Such resistance is exemplified
by the actions of the so-called Seven Sages of

the Bamboo Grove who retreated from their
administrative positions to debate Daoist ideas and
engage with Daoist inspired cultural practices as a
way of registering displeasure with political conflict
in third-century dynasticiimperial China.

The Literati were the administrators of dynastic-
imperial China from the end of the third century
BCE until the overthrowing of the state’s last
dynasty, the Qing in 1912. In addition to
administering the Chinese dynastic-imperial state in
accordance with the principles of Confucianism the
Literati where also expected to be adept at a range
of liberal ‘arts” including ink and brush shan-shui
(mountains and water) landscape painting, poetry,
calligraphy and music-making.
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In contrast to and in combination with the
characteristically deconstructive disjointedness
of European/American avant-garde and post-
avant-garde art, Tan’'s work engenders distinctively
reciprocal affects that retain a specific, culturally
grounded, potential for transformational re-
Imagining along more harmonious lines - albeit
one that does not confront directly. Avant-garde
defamiliarization and Confucian-literati aesthetics
are consequently both deconstructed, in part,
beyond themselves. The significance of the
unfurling of protection (parapluie) against rain

is both denotative (of itself] and, to a culturally/
politically knowing audience, connotative of
something else.

Tan continues to live and work in her home city of
Shenzhen at the border between mainland China
and Hong Kong - an interstitial space resonant
with the indeterminate significances and affects of
the artist's work.

A Series of Disjointed/Reciprocating Notes on the Work of Tan Lijie
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Tan Lijie, % &34 B Rain on the Platform #1 (2023). Print on paper, 65 x 100cm. Tan Lijie, 3 &1 7R Rain on the Platform #2 (2023). Print on paper, 28 x 19 cm x 31 pieces.

Works
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Tan Lijie, ‘S 5055 —245fE Let it be Forgotten, as a Flower is Forgotten (2023).
Six prints on paper, each 70x100cm.
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“In the loose bougainvillea flowers, I am like a
hunter penetrating through the thin veins of the
petals, strolling in Deng Yiguang's novel All Flowers
Are Blooming on Wutong Mountain describing
Shenzhen stowaways: "What a beautiful flower
and tree, and finally turned into a mountain

of flower pulp, and the Liantang River is full of
flower corpses...” In the flower pulp, | catch rabbits,
ants’ tentacles, pigeons, butterflies, or lovers,

and get the wonderful scene in my pocket. The
cyanotype production used in Forgetting Her, Like
a Forgotten Flower is the closest to nature among
all the photographic development methods, it
converts the energy of the sun into rich blues and
preserves them on the paper.”

The title Forgetting Her, Like a Forgotten Flower

derives from the poem Let it be forgotten by the
American writer Sarah Teasdale (1884-1933)

Works
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THE CURATORS

Lynne HOWARTH-GLADSTON is an artist, curator
and academic researcher. She has exhibited

her paintings internationally, including in China,
the UK and Australia and was co-curator (with
Paul Gladston) of the exhibitions ‘New China/
New Art: Contemporary Video from Shanghai
and Hangzhou', Djanogly Gallery, University

of Nottingham, UK (2015), ‘Dis-/Continuing
Traditions: Contemporary Video Art from China,’
Salamanca Arts Centre, Hobart, Tasmania (2021)
and ‘Enchanted Realities — Tan Lijie Selected
Works,” Salamanca Arts Centre, Hobart, Tasmania
(2023). Her Ph.D. thesis is the first to engage
critically with the work of the nineteenth-century
potanical painter Marianne North. She was a
contributor to the BBC4 documentary, Kew's
Forgotten Queen: The Life of Marianne North
(2016).
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THE CURATORS

Paul GLADSTON is the inaugural Judith Neilson
Chair Professor of Contemporary Art, University

of New South Wales, Sydney and a Distinguished
Affiliate Fellow of the UK-China Humanities
Alliance, Tsinghau University, Beijing. His numerous
pook-length publications include the monographs
Contemporary Chinese Art: A Critical History
(2014) - awarded ‘best publication” at the Awards
of Art China (2015) - and Contemporary Chinese
Art, Aesthetic Modernity and Zhang Peili: Towards
a Critical Contemporaneity (2019) as well as the
co-edited collections Visual Culture Wars at the
Borders of Contemporary China: Art, Design, Film,
New Media and the Prospects of “Post-West”
Contemporaneity (2021) and Rethinking Displays
of Chinese Contemporary Art: Diversity and
Tradition (2024). He was an academic advisor

to the internationally acclaimed exhibition “Art of
Change: New Directions from China,” Hayward
Gallery-South Bank Centre, London (2012).
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Co-organised and supported by the Judith Neilson Chair in Chinese Contemporary Art, University of New
South Wales, Sydney and National Chen Kung University Art Center, Taiwan.
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UNSW Judith Neilson Chair of Contemporary Art Editions
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