


INTRODUCTION

What we perceive as real, the psychological nature of how we engage with objects and material,
are running threads throughout the works of Nabugqi (b. 1984 Inner Mongolia, lives Beijing). Ranging
from handmade sculptures toinstallations made from assembling readymades, there is a pull for the
viewer to engage with detail and context, to be attuned to and reflect upon the spectrum between
artificial and actual. As such, Nabuqi creates realms that prompt our understanding of the world
around us and engage us in a play of spatial politics.

A core notion permeating Nabuqi’'s work is that of ‘presence’ as developed by Martin Heidegger
in his writings about phenomenology, understood as the study of structures of consciousness as
experienced from the first-person point of view. In Being and Time (1927; transl. 1962), Heidegger
argues that the concept of time prevalent in all Western thought has largely remained unchanged
since the definition offered by Aristotle in the Physics. Central to Heidegger’s own philosophical
project is the attempt to gain a more authentic understanding of time, considering time to be the
unity of three ecstases: the past, the present, and the future. The ‘presence’ to which Heidegger
refers is thus both a presence as in a “now” and also a presence as in an eternal present, as one
might associate with God or the “eternal” laws of science.

‘Do real things happen in moments of rationality?’ (2018) points most directly to this key tenet and
consideration. First exhibited in Shanghai and then at the Venice Biennale 2019, the installation is
composed of a green tarp and idyllic black-patches-on-white cow sculpture on rails, rotating amid
a fictitious landscape of pastures and blue skies printed on cloth. There is, on the one hand, a sense
of acknowledgement for what the objects and assemblage are, but there is equally a trigger about
what they’ve been and will be. This form of sliding visual interference raises a sense of deja-vu.
While we nod and recognise the scene we're also baffled upon closer inspection by its incredulity.

A similar dichotomy of experience is elicited by the work ‘Destination’ (2018), also presented at the
Venice Biennale 2019. A white beach billboard is perched at an angle, reminiscent of those luring
images selling an idyllic beach holiday. Jutting through the scene, however, is a palm, integrating
itself within the landscape by association but breaking it by disturbing the fields of sight. Upon
closer inspection, the palm is part of a cluster of further plants, hidden beneath the billboard and
behind it, as if backstage members of a visual theatre, one of whom has broken through the public
facade. There is a sense of association but also farce, a feel of being in competition with reality. It
also points more strikingly to Nabuqi’s play with nature, actual or man-made, it's incorporation into
her installations and dialogue.

In addition to a running interest in flora, Nabugi addresses our notions of habitat. ‘At dusk after the
rain... setting sunlight...wherelight spotsinall sizes...... fade,....washing out...and winding towards......
the end, as a sharphonking is heard... disappear’ (2017) is the constructed interior of a home,
arranging various layers of space on an abstract level. In a corner, a cube of plants is encircled by
a curtain with a white light shining from within. Suddenly turning off and on, the white light draws
focus to the space within a space and adds an element of theatricality, one that is heightened by
the original lyricism of the work’s title. Emphasising the interest habitat is ‘How to Be “Good Life”
(2019), an assemblage of household objects from lamps to a chair, carpets and bowls. As if popped
out of a catalogue, each object is nothing more than itself, but composed as a whole, points to an
alter mode of potential living.

Ultimately, Nabuqi plays with the optics and spectrum of observation, the programming that we
accept and also question. Through addressing the familiar - nature, domesticity - the viewer is
more deeply engaged in considering ‘presence’, how one perceives what is in front of them at
present, what it was before and will be in the future. Nabuqi’s elaborate installations thus point
to our epistemological idiosyncrasies and prompt, with wit and theatricality, a reflection on our
constructed norms.

Nabugqi graduated from the Central Academy of Fine Arts in 2013. Nabuqi’s work has been widely
exhibited in notable international exhibitions including: “Everything goes back to square one”, (West
Bund Museum, Shanghai, 2022); “Mirror Image: A Transformation of Chinese Identity”, (Asia Society
Museum, New York, 2022); “Feeling the Stones: The First Diriyah Biennial” (2021); “Noire Lumiére”,
(HOW Art Museum, Shanghai, 2020); “Study of Things. Or A Brief Story about Fountain, Brick,
Tin, Coin, Wax, Stone, Shell, Curtain and Body”, (Guangdong Times Museum, Guangdong, 2020);
58th Venice Biennale “May You Live In Interesting Times” (2019); “Cold Nights” (UCCA Art Centre,
Beijing, 2017); “Absent Paragraph” (Museum Beelden aan Zee, Den Haag, 2017); “Any Ball” (Central
Academy of Fine Arts, Beijing, 2017); the 11th Shanghai Biennale “Why Not Ask Again: Arguments,
Counter-arguments, and Stories” (2016) and the 11th Gwangju Biennale “The Eighth Climate (What
Does Art Do?)” (2016). She was nominated for the 2016 Art Sanya Huayu Youth Award.
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Selected Exhibitions



Geopoetics regarding a waterless sea
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Kiang Malingue, Hong Kong
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Kiang Malingue presents “Geopoetics regarding a waterless sea”, Nabugi’s third exhibition with the gallery.
Based on an eponymous novel by author Chen Sian written for this exhibition, Nabugi has created a new
body of sculptures and installations that investigates the changes of time, memory, spirituality and faith, the
distinction between land and sea, and the intertextual relationship between literature and sculpture.

Nabugi collaborated with Chen for the first time on the occasion of the Beijing Biennial in 2022, producing a
distinct series of sculptures including Thread, and Symmetry (Residence and Tomb) based on a perusal of
The Flame Within, an anthology of Chen's short stories. The foundation of the current exhibitionis a structured
collaboration: Nabugi first commissioned Chen to create a chaptered novel after conducting research in
Hong Kong; she then conceived a new body of work that in turn became the starting point from which Chen
expanded the novel. The exhibition’s title is derived from the novel, and the individual artworks are also named
after the chapters and elements that appear in the literature. Nabugi’'s long-term practice is characterized by
a concern for the diverse literary traditions of China and Europe—from The Black Dwarf by Walter Scott to
Autumn Night by Lu Xun—the current exhibition of “Geopoetics regarding a waterless sea” is another attempt
to nurture forms with words, and to rewrite stories sculpturally.

A group of six “How do humans obtain from the sea things that it does not possess” works addresses the
relationship between land and sea, rendered inseparable by the idea of desire in Chen’s novel. These slender
sculpturalpieces seemlike unbalancedtools orimprovised weapons,or somekind of key (Chen: “Tounderstand
this place, those who arrive from anindefinite future must rely solely on narrative. Is story. Iskey.”). Nabugi aimed
tocreate a series of sculptures as modest and quiet as “an existence of nothing,” incorporating in different parts
photographs taken in Hong Kong, including a view of Victoria Park, a fish tank at a seafood market, abeach, and
the statue of Queen Victoria. Using geography and local histories as metaphors, Chen’s narrative reimagines
the transformation of human and non-human beings as they flee from land or sea, while Nabugi’'s objects fold
Hong Kong, a unique destination, onto itself.

In recent years, Nabuqi has frequently used found images in her art, combining photographic and sculptural
forms through either incongruous or harmonious combinations. The four works in the series “Fish finding a
path ashore” continue the artist’s exploration of light sculptural forms since the exhibition “Cold Nights” in 2017,
layering found images on irregular cylindrical shapes. The artist first printed the images onto archival paper,
then folded them before coating a layer of clear resin over the surface to create uncanny oceanic forms that
are both floppy and plumb.

In Chen’s story, the Geo-cataloguer is an eccentric specialist who documents all topographies, a patient, calm
and even cruel observer of geological changes. On the esoteric map that he works upon day after day, “a
stream from thousands of years ago penetrates cloud-reaching skyscrapers; an overflowing muddy swamp
infested with sick flies houses a colossal, densely wired power station; boils underneath the hustle and bustle
of an urban district is a marching canal... Layer after layer, the topographies used to adhere fast to the earth
as skins immediately attached to bodies, but are bloodily peeled off before they have fully withered.” Nabuaqi's
response to this figure is Geo-cataloguer, a sculpture that is also informed by her table works shown at the
Centre Pompidou x West Bund Museum Project, Shanghai in 2022. The cast aluminium sculpture, which is
only 3 to 5 mm thin, represents the cryptic map in the story, an encyclopaedic chart that is at once ephemeral
and unbearably voluminous. For Nabudqi, it is a surface that is “fragile and manifold, in which one casually
becomes another without the possibility of definition.” The use of resin and clay in “Geopoetics regarding a
waterless sea” reintroduces the handmade quality of her previous works, which also aligns with the novel's
emphasis on the bodily, the haptic and the unearthly—in the novel, a rock describes its friendship with a bird:
“The companion’s language is gesture, speed, and itsimmersion of itself into the waves with all its strength. My
language, is permanence, solidity, and a barely noticeable tremor.”

Situated on the gallery’s rooftop space is It, a sculpture that is evocative of the many transformations that take
place in Chen’s chapters: fish that yearn for a life ashore, and Tanka people who fled the land thousands of
years ago. The Tanka people are aunique community of fishermen who make boats their home. Some scholars
have traced their origins to the ancient Yue ethnic group, who fled from the rule of Qin and migrated into the
sea. Chen portrays in her story the last Tanka, who emits the fragrance of squeezed shoulang yam juice from
his shirt, complacent and proud of his unique legacy and identity. This Tanka frowns upon Song Dynasty
scholar Zhou Qufei's account that demonises his people, and is yet pleased with naming himself after Zhou’s
words: “‘roaming between heaven and earth.” In the artist’s signature style, Nabugi's It reflects upon a number of
traditions of modern sculpture in terms of materiality and form, and shapes a paradoxical form that is stubborn
yet soft, firm yet hollow—a structure that stands by a “key,” a story.
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How do humans obtain from the sea things that it does not possess No.1
(AR R E R BRI Nol)

2024

Bronze, brass

Hif> =i

100x8x3cm

Ed1/3 (Editionof 3+ 1AP)



How do humans obtain from the sea things that it does not possess No.2
CAMfIA B RENE R B R No.2)

2024

Bronze, brass

il &

135x12x4 cm

Ed1/3 (Editionof 3+ 1AP)






How do humans obtain from the sea things that it does not possess No.3
(A EIE RN E R EHIEHFE No.3)

2024

Bronze, brass, collectible print paper, resin
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210x10x7cm

Ed1/3 (Editionof 3+ 1AP)






How do humans obtain from the sea things that it does not possess No.4
CAIRIRISEREE R B HIRE Nod)

2024

Brass, collectible print paper, resin
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135x5x3cm

Ed1/3 (Editionof 3+ 1AP)
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How do humans obtain from the sea things that it does not possess No.5
CAAIEBERIE R ERIEFE No5)

2024

Bronze, brass, collectible print paper, resin
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2025x5x5¢cm

Ed1/3 (Editionof 3+ 1AP)



How do humans obtain from the sea things that it does not possess No.6
CATEIFABRINE R BHIEREE Nob)

2024

Bronze, brass
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55x10x4cm

Ed1/3 (Editionof 3+ 1AP)



Installation view of “Geopoetics regarding a waterless sea”, Kiang Malingue, Hong Kong, 2024
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Image courtesy of the artist and Kiang Malingue. Photo by Wong Pak Hang.
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) Inétall_ation-view of “Geopoetics regarding a waterless sea”, Kiang Malingue, Hong Kong, 2024
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e Imége courtesy of the artist and Kiang Malingue. Photo by Wong Pak Hang.
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Field (Woods)

CIREF (Rt Ah) )

2018

Bronze

BiF

10x23x23cm

Ed.6/6 (Edition of 6 + 1AP)



Field (Slide)

(IREF (GB1%) )

2018

Bronze

HiF

10x23x23cm

Ed.6/6 (Edition of 6 + 1AP)



oetlcs regardlng a waterless sea Kiahg Malingue, Hdng Kong, 2024
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Field (Pavilion)

(REF OR=))

2018

Bronze

HiF

10x23x23cm

Ed. 6/6 (Edition of 6 + 1AP)



Field (Gate)

CIEREF (KF9) )

2018

Bronze

HiF

10x23x23cm

Ed. 6/6 (Edition of 6 + 1AP)



Field (Street Lamp)
(IREF (3)E) )

2018

Bronze

Hif

10x23x23cm

Ed. 6/6 (Edition of 6 +1AP)



Field (Fence)

CIERET (M) )

2018

Bronze

Fif

10x23x23cm

Ed.6/6 (Edition of 6 + 1AP)



Field (Umbrella)

(RE (F%) )

2018

Bronze

Hif

10x23x23cm

Ed.6/6 (Edition of 6 + 1AP)



Field (Park bench)
(RE (2B )

2018

Bronze

HiF

10x23x23cm

Ed. 6/6 (Edition of 6 + 1AP)
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courtesy of the artist and Kiang Malingue. Photo by Wong Pak Hang.
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Installation view of “Geopoetics regarding a waterless sea”, Kiang Malingue, Hong Kong, 2024
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Image courtesy of the artist and Kiang Malingue. Photo by Wong Pak Hang.
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Fish finding a path ashore No.1

( EFHERAYE Not)

2024

Collectible printing paper, resin, metal, LED
Wik ARFTENAB AR faths > £ /&> LED
30x30x240cm




Fish finding a path ashore No.2

(LR ERAYE No.2)

2024

Collectible printing paper, resin, metal, LED
Wit AR+ TENAE4R - 1aif5 > & /& > LED
40x40x200cm




Fish finding a path ashore No.3

( EFHERAYE No.3)

2024

Collectible printing paper, resin, metal, LED
Wik ARFTENABAR - faths > £ /&> LED
40x40x180cm




Fish finding a path ashore No.4

( EFHERAYE Nod)

2024

Collectible printing paper, resin, metal, LED
Wi ARFTENABAR > itfs > £ 88> LED
25x25x37cm



Installation view of “Geopoetics regarding g ec alingue, Hong Kong, 2024
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Geo-cataloguer
(tiSRERIRER)

2024

Aluminum

=

260 x170x80cm

Ed1/3 (Edition of 3+ 1AP)
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Installation view of “Geopoetics regarding a waterless sea”, Kiang Malingue, Hong Kong, 2024
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Image courtesy of the artist and Kiang Malingue. Photo by Wong Pak Hang.
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Installation view of “Geopoetics regarding a waterless sea”, Kiang Malingue, Hong Kong, 2024
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Image courtesy of the artist and Kiang Malingue. Photo by Wong Pak Hang.
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2024

Bronze
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75x58x100cm

Ed1/3 (Edition of 3+ 1AP)




NABUQ)I: ‘A Question is Also a Form of Sculpture
00 H Ak A

M WOODS 798, Beijing, China
AAREMETISE bR P E
22.3-306.24



M WOODS presents the first major mid-career survey of local Chinese artist Nabugi—a comprehensive
exhibition that when seen from one angle functions as sculpture, however, when viewed from another a
‘sculptural study’ appears with the shift of gaze, one that explores a decade of her artistic inquiry into sculpture
and its transformation amidst the rise of manufactured and mass-produced goods.

Curated by Victor Wang, M WOODS'’ Artistic & Executive Director, and developed closely with the artist over
the past year, this experimental mid-career survey unfolds as a multi-sided object. Further, on each surface of
this object, a series of ‘sculptural zones’ materialize, developing the ideas and questions Nabugi has explored
throughherart.Intotal, the curator and artist have selected over 40 pivotal works by Nabugqi, that come together
to create this unique physical experience.

The exhibition is constructed into two central thematic sections. The first floor of the museum is defined by
a new large-scale Central Hall sculpture commission, a microcosm of a larger system that adopts a green
screen-like outdoor environment, effectively turning the main gallery into an interactive public space. Here,
audiences venture both inside and outside simultaneously, challenging the conventional separation of urban
and rural areas. The Central Hall becomes both an interior world unto itself and a manufactured outside world,
filtered through a monument that emphasizes the interconnections between public space and sculpture.

The second floor offers an overview of the last decade of Nabugqi's work. It foregrounds key questions in
Nabuaqi’s art, such as the ability of sculpture to maintain its unique artistic identity in an era dominated by
manufactured and mass-produced goods. Additionally, it provides insights into the artist's continuous
exploration of landscapes and nature as sculptural entities, showcased through a diverse presentation of
Nabuaqi’s works. This curated look into the past features a selection of important works from 2014-2024, such
asthe A View Beyond Spaceseries (NO1,NO.4,NO.5,and NO.7-12). Featured pieces like A View Beyond Space
No.4and No.8 (Swiss Cheese Plant in a Plate)underscore Nabugi'sinvestigation into sculpture as a medium for
interpreting the complex layers of urbanized nature. A View Beyond Space No.4, a meticulously constructed
stainless steel landscape, reminiscent of a city skyline,immediately conjures thoughts of urban environments,
representing the continual encroachment of urban structures into natural landscapes. In contrast, the 2022
bronze sculpture No.8 (Swiss Cheese Plant in a Plate) presents a fragmented tropical flowering plant. Its
bronze sheen highlights the transformation of the Swiss cheese plant (Monstera deliciosa) into an aesthetic
object, bridging the stark, manufactured world of contemporary sculpture with the domestication and rapid
cultivation of this popular indoor house plant. Additionally, the East Gallery on the second floor will showcase
the interactive, large-scale work Board Game: Accidental Cases from 2022. This piece emphasizes play and
participation, offering a unique, hands-on experience with the artwork.

- Textby MWOODS
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Installation view'ofi:NABUQI: ‘A Question is Also a Form of Sculpture”, M WOODBS 798, Beijing, 2024
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Image courtesyiof the artist and M WOODS Museum: Photo by Zhao Yihan.
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Installation view of “NABUQI: ‘A Question is Also a Form of Sculpture”, M WOODS 798, Beijing, 2024
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Image courtesy of the artist and M WOODS Museum. Photo by Zhao Yihan.
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Installation view of “NABUQI: ‘A Question is Also a Form of Sculpture”, M WOODS 798, Beijing, 2024
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Image courtesy of the artist and M WOODS Museum. Photo by Zhao Yihan.
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Installation view of “NABUQI: ‘A Question is Also a Form of Sculpture”, M WOODS 798, Beijing, 2024
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Image courtesy of the artistand M WOODS Museum. Photo by Zhao Yihan.
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tallation view of “NABUQI: ‘A Question is Also a Form of Sculpture”, M WOODS 798, Beijing, 2024
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3 ge courtesy of the artistand M WOODS Museum. Photo by Zhao Yihan.
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Installation view of “NABUQI: ‘A Question is Also a Form of Sculpture”, M WOODS 798, Beijing, 2024
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esy of the artist and M WOODS Museum. Photo by Zhao Yihan.
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Installation view of “NABUQI: ‘A Questionis Also a Form of Sculpture”, M WOODS 798, Beijing, 2024
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Image courtesy of the artist and M WOODS Museum. Photo by Zhao Yihan.
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Installation view of “NABUQI: ‘A Question is Also a Form of Sculpture”, M WOODS 798, Beijing, 2024
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Image courtesy of the artistand M WOODS Museum. Photo by Zhao Yihan.
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Installation view of “NABUQI: ‘A Questionis Also a Form of Sculpture”, M WOODS 798, Beijing, 2024
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Image courtesy of the artistand M WOODS Museum. Photo by Zhao Yihan.
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Magic Square: Art and Literature in Mirror Image
Beijing Biennial 2022

4177 21018 X 2 Y B IR

ITREMEFER2022

FRIENDSHIP ART COMMUNITY, Beijing

BREEHAE IR
3112.22-12.3.23



Magic square is a square array of numbers originated from ancient Chinese “Luoshu” (characters associated
with the legendary Emperor Yu), in which the sums of numbers in each row, column, and diagonal are equal.
Magic square has been regarded as a symbol of the harmonious power of the universe since ancient times,
with many variants emerging in later generations that made a global impact on combinatorics, programming,
artificial intelligence, and other fields.

Asthetheme of thelliterary unit of the first Beijing Biennial, magic square is not only an embodiment of the writing
and text layout of Chinese characters but also the model of Beijing’'s urban spatial planning. The wonderful
symmetry and complementary relationship between figures in different squares echo the characteristics of
Beijing, a place where diverse ecology and culture have intermingled since ancient times. It is also reminiscent
of “Symbiosis,” bringing great inspiration to the theme of this Biennial.

The exhibition venue is arranged to reflect a magic square while still maintaining the original lattice structure
of the Friendship Art Community, galvanizing the discourse between art and literature through the mutual
reflection formed by the magic square. The exhibits come from nearly 30 artists worldwide inspired by literary
reading or writingandinclude new collaborative works completed by three groups of artists and literary authors
commissioned by this exhibition. At the same time, the exhibition puts the spotlight on the dual context of
significant ecological and environmental problems alongside the normalization of digital existence. It explores
the symbiosis between human beings and different life forms, human settlements and virtual spaces, as well as
historical heritage and future prospects through the interwoven imagination of literature and art.

- Text by Beijing Biennial
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Installation view of “Magic Square: Art and Literature in Mirror Image”, Beijing Biennial, Beijing, 2022
M7  2ME 2N E R RERS It REF R R 20224F

Image courtesy of the artist. Photo by Yang Hao.
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Installation view of “Magic Square: Art and Literature in Mirror Image”, Beijing Biennial, Beijing, 2022
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Image courtesy of the artist. Photo by Yang Hao.
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Solid wood, fiberglass, rope, acrylic
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46 x220x60cm
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Installatlon view of “Magic Square: Art and Literature in error Image”, Beijing Biennial, Beijing, 2022
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Image courtesy G.f the artist. Photo by Yang Hao.
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Symmetry (Residence and Tomb)
(H18 (BARIMNEE) )
2022

Solid wood, paint
BAVGE

202x58 x54cm

Ed.1/3 (edition of 3+1AP)



(Details EfRARER)
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(A
2022

3D printing plastic, paint
SDFTENZERI
150x73x60cm
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Trivial Loveliness

(AR ERIRIT)
2022

Textile, paint, acrylic
kY N NSy
200x136¢cm



Frieze London
MABELZEWEES
2022

The Regent's Park, London

fRBBWE A
1210.22-1610.22



Furthering her exploration of the domestic environment, Nabugi's new body of works emphasises the tension
between the subject and the object, and that between the sculptural and the functional-ornamental as she
theatricalises spatial relationships and gives birth to novel forms.

Known for creating meticulously slender, fluid sculptural forms for more than a decade, Nabugi has become
deeply interested in remapping the domestic environment and reconsidering household objects in the
last four years. In 2018, Nabuqi devised Do real things happen in moments of rationality? that ushers in the
animalistic-locomotive; In 2020, she paid homage to Richard Hamilton and presented How to Be “Good Life’,
a spatialisation of a new interiority; In 2021, for her solo exhibition “Ghost, Skin, Dwelling”, she presented a total
environment that unequivocally encouraged a reconsideration of life and home today, by placing within an
evacuated apartment a miniature fountain, a group of minimal benches, and a number of lamps that resembled
archaeological findings.

For Frieze London, Nabugi assigned new roles to furniture pieces and further theatricalises the relationship
betweentheactors. Atthe centre of the presentationis No.3-No.7 (Acrylic table, bowland others), atransparent,
circular surface that is occupied by small objects. The hard and soft objects suggest activities that play out
around the table, and a particular, eclectic lifestyle that as an organising principle leaves room for random
developments and casual sculptural gestures. No.7 (Light box with four birds) revisits the motif of the animal
— specifically that of the bird — that frequently appears in many of Nabugi’'s recent works. Combining in yet
another novel way a jagged, comb-like light box and repeated images of a bird, the artist continues her inquiry
into the inter-activity and reciprocity promised by sculptural and pictorial forms.

In the solo booth, No.8 (Swiss cheese plant in a plate)was the only artwork in bronze, a material Nabugqifavours.
It reminds one of the “Fossil” series floor lamps that appear archaeological in the “Ghost, Skin, Dwelling”
exhibition, and also of earlier works by the artist that require laborious handling before casting. Lastly, the oddly
disproportionate, protruding oval No.2 (Yellow leather sculpture)demonstrates Nabugi'sinterestin reimagining
the interior on a materialist level: as the only abstract, non-functional object in this home environment, this soft
anti-totem hovers and offers itself up to caress, encapsulating the bodily economy manifest in this theatre
where objects act as both props and characters.
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No.1 (Lightbox with four birds)
{No1 (BFHE4RERIER) )
2022

Wooden plate, paint, acrylic sheet, light box sheet, Led light panel
AR > & > BB iR 0 JERER 0 LediEIR
80 x 130 x15cm







No.2 (Yellow leather sculpture)
{No.2 (FHEBRZEMEE))
2022

Synthetic leather, sponge padding, brass
NERRE » BiBERY) > =il
210 x 30 x 30 cm




(Detail YEGRAMER)
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Acrylic sheet, bronze, fiberglass, fabric
DR > T o IR > &Y
40 x 200 x 200 cm










(Detail fEam#HER)



No.8 (Swiss cheese plant in a plate)
{No.8 (EEEFHHEEM )
2022

Bronze
Eif
60 x40 x40 cm




(Detail {Fam#AER)



Everything goes back to square one
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The Centre Pompidou x West Bund Museum Project presents an original project by Nabugji, entitled Everything goes back to square
one. For her exhibition in the Gallery O of the West Bund Museum, the Chinese artist Nabugi has created a set of new works that
function as an autonomous space, open for exploration, in which visitors can engage with the works in a free and singular way.

Nabugqi’s artistic practice began with a focus on objects and has extended to the relationship between objects and the body, as well
as the disparities of human perception in different spaces and environments. Her sculptures have often taken the form of furniture or
architectural elements rendered in smaller scale, such as buildings, staircases or theaters, which are sometimes covered with vivid
colors that convey a sense of fantasy. Among the diversity of these works, one common thread is the emphasis that the artist puts on
their relationships with the human body.

While this relationship is generally understood through the concept of use, Nabugi suggests that there may be other ways of relating
to the objects that are commonly surrounding people in daily life.

The new works on display will transfer the gallery into a “playground” of utopian imagination for the first time - a site of joy and
immersive self-exploration, featuring a combination of multimedia including sculpture, installation, architecture and design. Fueled
by imagination and game, Nabuqi is taking the visitors along on her artistic journey to explore the ever-moving limits between reality
and fiction, artwork and common object, private and public space. Thus, the key to activate the exhibition is to engage with audience,
they’re more than on-lookers, they’re participants and co-creators.

Through scenography, Gallery O builds a childlike indoor “playground” by combining the front hall with the inner hall, in an attempt
to evoke common activities of human life. The front hall brings together many elements of urban public space, such as pavilions,
landscaped terraces and children’s playgrounds, while inviting the public to experience the shifting relationship between body,
artwork and space, gradually establishing a personalised perception of these sites. Nabugi has designed the recreational swing as a
space for meditation or solitude, to separate the front hall and the inner hall. The work in the inner hallempowers visitors to controland
lead. Not only can they overlook the landscape of the city, but they can further combine and reset it to their liking. Passing through the
two spaces, from the inside to the outside, from the large to the small, the physical attributes of visitors are transformed accordingly.
In this way, Nabugi subtly blurs the lines between some established categories applied to human experience.
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Hybrid structure
CRMAAE)
2022

Plank, metal pipes
AR, EBEH
620 x 585 x 205 cm







Medlitation room
(BER=E)
2022

Oxford fabric, stainless steel, high-density foam, metal suspension accessories, nylon rpoe
42, A, SZESHA. BB G. EREMd
1830 x 130 x 150 cm
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Board game : accidental cases

(SR BASH)
2022

Aluminum, acrylic, fiberglass, printing on paper, rope, wood panel, paint
f8. mr/I. XIBH. AR LITED. BF. Kk, &

Table £F: 708 x 384 x 75 cm

Four seats EF (418) : 43 x40.5x45cm
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Upslope
(mesgz)
2022

Metal frame, plank, paint
ETEBRER. AR, &
500 x 500 x 100 cm






Ghost, Skin, Dwelling
WAEE > K2 8 > B PR

2021

Avenue Apartments Room 314, No.7, Lane 314, Tongren Road, Jing'an District, Shanghai, China
- RREEAR PE LSRR ZER{CE314FTIRIUE

1011.21-1212.21

“Turn a public fountain indoor, blurring the boundary between private and public spaces. Though BEAHEREREN—5 tE A EEEE—E-EFBEGIEE
still being viewed, it is no longer a cityscape that occupies a central point, and its connection with EHENFEE ENHEEEENRAREE TER ATELRE?

the viewer’s body has shifted. And what's wrong with that?
&t IE MR SR  FERKAZIE BB EE B
A floor lamp cast in bronze still looks like a lamp, complete with a bulb, a plug, and wires... But it —RITIUERERE. -
doesn'tilluminate the room; it just stands somewhere like a sculpture.

gt b
B A& 2 ¥

The function r lamps, however, look like useless furnishings, with lamp shades made of easily
accessible ointed pictures. —

Would painted stones or miniature landscapes improve your feng shui at home? Or are they just DR S L = T EETRY
inanimate pets positionec corner? | SR KRKETNE %—’f%ﬁ% e ARNCIE=E:
you consider the pane nche i colored inside or in BB R HILERR S IN—RE o EEMEEZ B2 B ERN ? BB AE
bttom half? Seats are indispe 2; otherwis above will lose thei Tt PR AR ©
meaning and opportunity to coexist with a l
body closer.
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Look through a window or a door, f he

similar information can they not

1
Viewing and using can h
in place, in contact, a

- Nabuqi
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vial Programme - Nabuqi “Ghost, Skin, Dwelling” pregénted by Sifang Art Museum, 2021.
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Installation view
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*Special Programme - Nabugqi “Ghost, Skin, Dwelling” presented by Sifang Art Museum, 2021
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*Special Programme - Nabugqi “Ghost, Skin, Dwelling” presented by Sifang Art Museum, 2021.
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Nabuqi: Ghost, Skin, Dwelling
Li Jia

Through the open window of a residence on Tongren Road in Shanghai, dwellers downstairs are seenin
groups of three or five, chitchatting with their elbows held, and balconies of the opposite building either sprout
bars hanging drying clothes or are obscured by potted plants. When the day is clear, breezes blowing through
the window carry a vague noise of the city, occasionally mingled with children’s cheers. All suggest a familiar
homelike moment, but once you turn around and look indoors, the scenario apprises you instantly that what
unfolds before your eyes is not quotidian: a roughcast flat of bare cement, bricks and building structure in-
stalled sporadically with unexplained bright-coloured objects which have replaced the customary household
items. “This s like a ghost's room,” you may blurt, and that is probably the first impression evoked by Nabuaqi’s
latest project. Some of her recent works, having been exhibited openly, are presented in an unfurnished
roughcast flat; the works, together with the way they meet audience, insinuate a thought-provoking connec-
tion with dwelling and domestic space.

Nabuaqi titles her show Ghost, Skin, Dwelling. 1t is not her first time to display works of art in a residential space.
In 2017, her art residency in Paris was concluded with a presentation in an apartment (which was also her tem-
porary studio then); she gleaned movements and sounds of passers-by in the street, amalgamated them into
photographs and videos, and juxtaposed the processed materials in aroom with objects like vagrant’s paper
cup, thereby bringing the outdoor living and activities in a realistic tableau into aroom. Not only is the room a
home that contains and safeguards a personal world, it also serves as an exclave where the artist can unbri-
dle imagination and experiment with creativity—in this project, moreover, the room itself has transformed into
an installation that invites audience to step in, and the intrinsic domiciliary traces, such as fireplace, sconce
and radiator, all hint at a sort of invasion incarnated by the indoor imageries and substances. Here comes the
grapple of the dichotomous spaces. Nabugi once attributed the inspiration of this project one of her favourite
novels—House Taken Overby Julio Cortazar. One day, the old house in which the protagonists had long lived
started to be gradually taken over by an unseen power, which ended up expelling them from the place. The
ghost-like nature of this unknown matter impressed the artist deeply—it can be perceived for real by human
senses (by making sound and creating vibration), though not visible, intelligible or catchable; it coexists with
human beings but is not controlled by them, and its behaviours and intentions are incalculable. In other words,
ghost speaks for the unsettled grey area between perception and substantiality, the latent core that refuses
to be swallowed by the logics of real life or the superficial functions of everyday spaces.

Under the skin of the common world, uneasy ghosts are lurking. Perhaps such imagery has haunted Nabugi
since the project in Paris? Four years later inside this dwelling on Tongren Road, it is carried out more explic-
itly and expounded to a greater degree—though by different means. Instead of breaking into existing rooms
with ready-mades and images, Nabugi configures the space with freestanding sculptures and installations
to imply the duality of the exhibition venue (i.e. residence/display room). Taking a review at her oeuvre in the
last five years, it is noticeable that her creations progressed along two parallel paths. One is the traditional
method of sculpturing that renders evenly textured materials such as bronze, aluminium and stainless steel
into freestanding sculptures; series including The Doubtful Siteand A View beyond Space are examples.
The other is to deploy a combination of ready-mades and daily articles within the space to build a new locale,
like in Do Real Things Happen in Moments of Rationality? and How to Be “Good Life”. Simply put, the former
method realises self-contained sculptural works which can move about in the space, while the latter sets up

holistic spatial locales where hardly can anything be attributed as art in the conventional sense or account for
ameaning independently. In Ghost, Skin, Dwelling, there is a sign that the two differing paths are crossing: in-
dividual sculptures and installations are combined in an original residence, by which, furthermore, arelationis
established between the works and the space. For instance, a group of bronze sculptures (the Fossi/series),
each with a slender rod extending from an either round or cylindrical stand, reaching upright or tilting up into
the air and culminating with a bulbous component on the end, is reminiscent of various forms of floor lamp.
Another group (the Drifting Seatseries) consists of seats assuming simplistic geometry (rectangle, circle and
cylinder); a further group (the Petseries), coloured with highly saturated red and blue, adopts rockery shapes
detailed with a miniature garden on the top. These are all associable with typical household amenities or dec-
orations.

However, these sculptures—let’s call them so—have unclear nature and boundary, for they lack what could
define them as furniture, decorations or sculptures at first glance. Maybe it is because they are purposely
placed within the same residential space (though not typical) that the assemblage of lights, seats and bonsai
seem reasonable? Maybe it is owing to their extremely ambiguous semblance and paradoxical core? Fossi/
No.2comprises shapes of light bulb, winding wires and plug, but the bronze material builds them into anything
but areal floor lamp. Like the colourful rockeries in the Petseries, they do not deliver any practical function,
but does that categorise them as plainly decorative? Obviously not in an exhibition context. Still, the appear-
ance of such decoration in an authentic living room filled with all sorts of other daily articles is notimpossible.
It depends on how the audience construe the relation between the objects and their surroundings—loose

or tight, for view or for use? Similar attempts trace back to her Two-way Entrysoloin 2018 where she ques-
tioned the objective autonomy of sculptures as well as the monosemy and absolute of spaces by letting the
audience into the objects/works. Ghost, Skin, Dwellingtakes it even further: it is not only the works that the
audience are going to engage in and define but the entire space. Be it intentional or coincidental, Ghost, Skin,
Dwelling has linked works and the environment, exercising aremix and revisualisation on the supposedly ab-
stract and transparent exhibition space to emanate a power that shatters the perception and habitude taken
for granted. An alien existence that prevails everyday spaces whose disturbance is invisible but discernible, a
ghostlike entity.

“Doreal things happen in moments of rationality? How do we comprehend the world we are in, and is see-
ing believing? When a given or imitated mood occurs, can it be regarded real too although its existence is
il-founded? How should we receive emotions that are aroused?” Nabugi once summarised what her then
new installations was seeking to explore with these questions. Ghost stands at the midpoint of a maze that
either directs viewers toward or diverges them from reality, and its invisible presence calls up the uncertainty
and diversity of perception, muddling up the original layering of things. The exhibition greets audience with a
cascading artificial fountain in the centre of the space. Bringing public facilities in the city landscape, such as
fountain, into a private space to alter the immediate experience and physical response of audience is a meth-
od of Nabugi’s that she used in previous works like Fountain: Night Garden (2020). The form of fountain here,
though, is more equivocal. In alobed pond atop a simplistic cylindrical pedestal, a figurine composed of geo-
metric shapes is pouring water—Nabugi found a model from a software for architectural design and scaled



it up by the pond-garden proportion in reality; therefore, the unprocessed geometric facets are maintained
and presented without change. The form can be found in almost any 3D modelling of garden design, being the
prototype of realistic construction and fictitious formation alike. Once a fountain is constructed in reality, its
preliminary conception, namely, the prototypical image is to be forgotten. Ghostlike imagery dwell in the most
ordinary and tangible objects. On the wall behind the fountain, a view of real fountain amid a garden in print
further attests to a radical absence or impossibility: a fountain that can never become real, a ghost that never
has a shadow.

Nabugi continues her discourse on the concept of “presence” that predominates in her creation and dialectic:
physical reaction to the environment, how experiences and memories are incorporated in the current site, the
mismatch of realistic and fictitious tableaux, the swing between perception and substantiality...however, it is
the haunting absence that is emphasised here and embedded in the core of “presence”. Nabuqi's writes in her
own account, “installations cast in bronze assume the semblance of floor lamps, geared with bulbs, wires and
plugs... but they do not illuminate the room; they only stand there like sculptures. Conversely, luminous floor
lamps comprised of disjointed images are like useless furnishings, revealing cheap fragmentary pictures.”
Bronze lamps have to fall between sculpture and decoration due to the deprival of illumination, whereas
luminous lamps light up nothing but the views on their lampshades; when an actual view outside the window
seems at our fingertips, those inside are locked in richly coloured pictures obtained from the internet. Back

to the question Nabugi raised, “how do we comprehend the world we are in, and how to distinguish the ‘pres-
ence’?”, probably the presence embodied by absence and paradox is to be looked at first and foremost—the
presence illuminated by art.

Aninteresting phenomenon is that until now a philosophy for the art of sculpture is still missing. Some think
that, because the art of sculpture is largely based on substance, it is hard to draw a line between sculptures
and other artificial or natural objects. For that reason, on the other hand, sculptures provide people with a
channel to “thingness” and “togetherness with things”. “Sculpture... enlivens space, uncovers the special-
ness and liveliness of it being in that space; its being-in-the-space constitutes its being-in-the-world, and
determines our being.” Nabugi’s sculpture first of all concerns presence, body and how substance and space
correlate and are perceived. In that sense, Nabugi’s practice contains the nature of “meta-sculpture”, being
constantly self-referential and self-formative. Her creation of sculpture is also a dialectic upon sculpture.
During an interview right before this exhibition, Nabugi mentioned that she never stopped questioning sculp-
ture closely, and the evolution of her creation reflects the dialectical path and track for sculpture too. She
used to understand sculptures as objects that take up space and take on size, like solid blocks and structures;
later, she came to find the relation of a sculpture and its space more significant. Now, she is inclined to see
sculptures as things. Sculptures assume their meaning through comparison with things. Take the sculptures
in Ghost, Skin, Dwellingfor example, they are scattered among functional furniture, functionless decoration
and uninterpretable existence, and the deciphering of them is subject to how people view, cognise and uti-
lise things as well as the differences thereof. With the break of absence-presence, truth-falsehood and es-
sence-presentation dichotomies, Nabugi has emancipated the invisible ghost sealed within things by anthro-
pocentrism.

“People’s external needs, such as house, tent, chair, bed...must impart a liveliness and have an intact percep-
tion and ego; therefore, building intimate relations with individuals of mankind endows objects that are inher-
ently external with a personal characteristic resulting from humanity.” Hegel's remark in Aesthetik seems to
have been reedited by the tightened cords of time from a different aspect. Since when has the appearance
of objects become abstruse? Our pursuits for intimacy, sanctuary and belongingness cannot rely on ob-
jects anymore. In the current society of late capitalism, facing objects directly is no longer possible; an object
deprived of its soul is nothing but a skin, a sign, a smooth mirrored world reigned by the order of symbolisation
as well asits emulated logic. To Nabuqi, sculpture harbours the possibility of seeing, knowing, discerning and
coexisting with objects. Suchideal is like a dream, but not unlikely. In the residence on Tongren Road, people
roam among fountain, bonsai and floor lamps, and bathe in the inpour of breeze, redolent of a homecoming.
“Home refuges dreams, protects dreamers, and allows us to dream in serenity.” (Bachelard, The Poetics of
Space). Like in Cortazar’s novels, bodies within the home need to regain how to coexist with objects too;in
that aged dwelling, after all, they were, are, and will be in coexistence forevermore.
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Pet (Red)

Y (A1)
2021

Bronze, paint
Hif %R
95x70x50cm
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Pet (Blue)
EY (BEEa)
2021

Bronze, paint
RN
105x40x40cm
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Bonsai
AR

2021

Resin, sand, water pump
s> 7 KR
140x83x83cm
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Peeper No.1
fal 32 Nod
2021

Stainless steel, print on fabric, paint, light tube
ARl B LT R IBE
220x55x55¢cm




Peeper No.2
faiE & No.2
2021

Stainless steel, print on fabric, paint, light tube
REgi - L3TEN R 1B E
180x25x25¢cm



Peeper No.3

fiFE#& No.3
2021

Stainless steel, print on fabric, paint, light bulb
Rl B LITEN 2158
50x105x105¢cm




Dirifting seat No.1

b RiE B EEE Nodt
2021

Aluminium, paint
$EAR R
65x140x140cm







Dirifting seat No.2
T BERYEERE No.2
2021

Aluminium, paint
fEiR R
100x140x30cm




Dirifting seat No.3
T RERYEEFE No.3
2021

Alummium, paint
- ER R
35x100 x30cm




Dirifting seat No.4
T BERYEERE No.4
2021

Aluminium, paint
BRI
40x50x50cm




Dirifting seat No.5
T BERYEERE No.5
2021

Aluminium, paint
$EiR R
35x40x40cm




Fossil No.1

1t Noi
2021

Bronze
5iR
147 x35x35¢cm




FossilNo.2

1tH& No.2
2021

Bronze
HiR
154 x 40 x30cm







FossilNo.3

{£H& No.3
2021

Bronze
Hif
54 x42x41cm







Fossil No.4
1t& No4
2021

Bronze
BiF
160x48 x100cm




Game and the importance of the joints
TRIA N A EE 4
2020

Copper, wood, stainless steel, paint
1> AREE> REREN R
118 x 88 x 112¢cm




Details A&




Details #BER



Installation view
BERE

Nabugji, solo exhibition, Edouard Malingue Gallery, Unit B2, 12/F, Blue Box Factory Building, Aberdeen, Hong Kong, 2021
mE, BE, FESE BERBFARAELXEAE12IEB2E, 2021






Installation view
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Nabugqi, solo exhibition, Edouard Malingue Gallery, Unit B2, 12/F, Blue Box Factory Building, Aberdeen, Hong Kong, 2021
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2020.04.23
2021

Acid-free cotton paper, acrylic, silk-screen printing
mERAIARAR R AR 4EEN R
81x105cm




2020.02.10
2021

Acid-free cotton paper, acrylic, silk-screen printing
BELAUARAR > R A EED R
78 x101cm



2020.02.11
2021

Acid-free cotton paper, acrylic, silk-screen printing
WELAUARAR > AR A ABEN R
70.5x101cm



2018.02.05
2021

Acid-free cotton paper, acrylic, silk-screen printing
mELATARAR > AW > AR AR ED R
60.5x75.5¢cm
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2019.08.26
2021

Acid-free cotton paper, acrylic, silk-screen printing
mELATARAR AW > AR A ED R
31.5x40.5cm




2017.04.03
2021

Acid-free cotton paper, acrylic, silk-screen printing
EELATARAR > R AAAEEN R
315x405cm
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2014.05.11

2021

1 Acid-free cotton paper, acrylic, silk-screen printing
WESAUARAR > IR AR AREN R

29 x40.5¢cm
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Fountain: Night Garde
IR I IRERTE
2020

Stainless steel, PVC cloth, wéfer spray device, dust screen, fibreglas '
AN > PVCHR > TRk A - B EEAR IR 8 45 _E[B] 7 47 E[1JeEL
Dimensions variable g
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Installation view, ‘Study-of Things: Or a Brie
Times Museum, Guango hina, 20
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Fountains originated in ancient Greece. They were infrastructural facilities for
ancient city-states to provide drinking water in response to surging population
demand for regular water use. The vast amount of resources and deployment
capability required for its construction have gradually made the fountain a
symbol of state power. When the distribution of water resources no longer
relied on fountains, it became a decorative public landmark. As a substance that
cannot be faked, water is placed together with other imitated forms to create
a place that does not belong to reality. The "fountain” as a work of art is the
appropriation and reconstruction of the image of the fountain—water pumps,
tarps, steel frames, advertising banners, all point to a gap with our physical
experience—the "fake landscape” brings a sense of conquering nature. Yet, it
was damaged by packaged industrial waste.
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How to Be “Good Life”
UMl RR 2 TR 4 0E
2019

Mixed media
ramE
Dimensions variable

Rta




Nabuaqi's How to Be “Good Life” continues the artist’s long-term exploration of the
aesthetics of private spaces. Since 2014, Nabugi has been developing a readymade
series: in a way that is seemingly much more specific and light-hearted than the
artist’s laboriously crafted sculptures, the empty, upside-down pots, wires and cables,
snacks, lightbulbs, fake plants, stuffed toys, life-size fibreglass cows, and, perhaps
most preeminently, the photographs printed on soft textiles cover or hinder one
another, constructing and contradicting each other formally and thematically.

Unusual in Nabugi’s practise and unlike other works in the series, both the title and the
form of How to Be “Good Life”allude to the history of Pop Art, particularly to Richard
Hamilton'sart. Theinstallationalsousesimages of the Pantheon, the Egyptian Pyramid
and of animals for the first time: for the artist, the images become empty signifiers and
the installation a flat film set, pertaining to reality that is fundamentally superfluous.
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Do real things happen in moments of rationality ?interprets the status of “presence.”
The existences of things are caused by connections between surrounding
environments and the interference of time makes certain that the existence is just the
incidental nature of these moments. With different combinations of spatial forms, the
artworkimitates the feeling of déja-vu or scenes buried deep in the mind to explore the
difficult definition of reality by offering feelings of presence for the audience. The whole
art-piece was made by simulation materials to build an outdoor scene that seems
close to the nature and reminiscent of childhood. Also, these materials connect with
the space to create certain enjoyable contexts through combinations of displays. At
the same time. It questions the uncertain boundary between the unpolished materials
and the artwork.
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Destination
S
2018

Steel frame, c-print, artificial plants, lights
R, B, RiEY), 1§
600 x 300 x180cm

Installation view, 58th Venice Biennale 2019

REIRG , 2019FF-8EH EHEER



Destination is an assemblage that continues Nabugi's exploration into the inclusive
environmental, and the artificial organic. Initially shown at a museum as an outdoor
installation facing a beach, the billboard of the Destination mirrors and mocks the
surrounding scene by presenting its own version of a tropical beach that is no less
unreal and artificial than the environment. The industrial, plastic and digital texture of
the work departs from the artist’s interest in the readymade in relation to the spatial,
and the act of occupation; the illusion-breaking palm and the numerous fake plants
beneath the billboard also speak of the anti-monumental nature of artist’s sculptural
practise.

M HAEm(RENFEER T 2MRXY BARARBERA GG RYBFRIRR UL
FARBEKEEXROR—REIEHRIVEMERS BREXRMERIIERRL
B e A BV (AR U EE S AR IR I B (h 7 BREIRE —EN (Em R AR
REZ TmAZERNERAD SRR R - FMI TR BRI BHEE RS R T 290
R EE— AN EY—(EBITARFRMRAEE MBI FmREpEREY AR
URESHEERNZSEEH ANt EZER T EMRXMEERN RICSHIEE-



= L L Ih\
o e L e e )

3 et & ¥ 5 ¢ % Sl
. o
e a L
'E-;'. ¥ ] ) f
g T ==
-+:';._‘:.::
P2

TR s Al L

Destination
#REh
2018



= O\l
...-,.. ... \ r._....._..r”....w . '_H‘“a__a.-—‘&_ _':q x ped

b g . ... - i | F bt G

] % ’ A e ....- % . __:__:.1 ..\\u\,ku..x.

,. . ,..~ N8y, A

5 ! %ﬁ‘h ‘.

Destination




Inhabiting Space, Space Inhabited
by Loic Le Gall

* A shorter version of the article was published previously in the journal CURA. 28 in 2018

under the title ‘Inhabiting Space by Nabugy'.

In China, a new generation of artists, often women, are focusing on questions of habitat and architecture, of
human being’s place in the often anarchic expansion of urban territory. Nabugi, who graduated from the Central
Academy of Fine Arts in Beijing in 2013, explores these complex relationships between space and body, and
perception of space. Based in Beijing, she herself has always lived on the outskirts - she uses the concept of
“village-within- urban environment” - and moves further and further out from the centre, as the city gets bigger.
Surprise and movement would easily characterise the urbanization of China’s capital city. The surprise and
movement are generated by the speed with which the landscape is transformed, and the inhabitants’ capacity
for adapting. For example, a neighbourhood can disappear within a few months, purging the inhabitants, who
nevertheless have to return there to work. Nabugi talks about “many empty shadows left behind”, shadows of
both people and constructions left in an in-between state. Although the artist’s work, paradoxically exuding
a calm impression, does not directly evoke this urbanization, it nevertheless reproduces the mechanisms of
it and feeds on this constant state of agitation. Nabugi documents these immutable evolutions and her own
primary investigations in a diary, a notebook of recordings from life, and a catalogue of forms. The drawings
offer keys or clues to an understanding of the three-dimensional practice. As a kind of reflection or respiration,
her drawn work enables her to experiment with potential space/ body confrontations, or new colours. Indeed,
Nabugi does not hesitate to use gaudy tones, pinks, greens and yellows that cut into the cold, conventional
space of the white cube.

In the series, ‘A View beyond Space’, Nabugi attempts to represent different notions of space within the same
sculpture. Thefirstis, of course, the physical space itself, tangible and real, existing because of the elementary
human presence. The second is generated by the spirit, a universe of the mind in a non-location that the body
cannot experience. The aim of the artist is to enable the viewer to be projected into an environment created
by a single piece of message: the sculpture. The lines, forms and surfaces of objects require this need for
interpretation, because of the human brain's capacity for analysis and mental agility. Sometimes, Nabuqi
fashions landscapes that recall the skylines of buildings or even the levels of platform video games from the
1980s and 1990s, such as Prince of Persia or Mario Bros as in No. 16 of the series. Some recurrent forms such
as narrow staircases without guardrails are obvious indications of movement and discomfort. The body is
constrained in a moment of transit which is not comfortable, yet evokes an escape, a straying as much as a
danger. Elsewhere, the sculptures are arid and demand more effort. In ‘A View Beyond Space No. 8’ (2015),

the details are invisible or absent. Is the hollowed-out structure sufficient in itself or must it be augmented by
another reality? That is the question.

More recently, with the installation ‘Floating Narratives’ (2017) presented at the Centre for Chinese
Contemporary Artin Manchester in 2018, Nabugi studies even more deeply the relationship between the body,
the space and the work of art. A collection of artificial plants, lamps, a fan and photographs that are distorted
and therefore difficult to understand “occupy the space”, in the words of the artist. With the artificial breeze
from the fans and the light generated by electricity, the work transcends its own physical characteristics,
it overflows, it floats. The installation therefore suggests an inaccessible and deliberate hidden dimension.
Indeed, one can feel the air and one can see an unnatural light: the ethereal. What, then, is the place of the work
itself in relation to the space and the body of the viewer? On another level, the artist plays with notions of ‘false’
and ‘true’. The illusion of landscapes represented by a photographic image adds to the fiction of the space, as
does the fictional nature of the plastic plants: an effect of Bartesian reality.

In her definition of space and, by extension, of landscape, the artist has eliminated notions of beginning and
end. Space stretches out infinitely, without walls or doors. In a way, especially as it relates to the construction
of a mental space, the work of Nabugqi has its roots in the works of Absalon (1964-1993) and in another way
in those of André Cadere (1934-1978). They both envisaged the need to inhabit space and escape from a
purely physical logic. Sculpture could be a witness or a tool, allowing access to another dimension. The object
therefore constitutes its own dimension while engendering an infinite mental field. Nabugi also questions visual
and sensory perception, “When we enter into different types of space, do we perceive the information through
visual means or is the body also a receptor of information?” The sculpture is not restricted simply to its visual,
physical or spatial characteristics, or even to an ideological or historic context. There is not just one way of
looking that produces a result but an infinity of ways, producing a multitude of interpretations. The spectator
does not find himself in front of a traditional work of art to be looked at, they are physically involved, becoming
in turn a participant and a constituent element of the work. In other words, the works of Nabugi do not appear
to belong to the family of classical or ancient sculpture or to that of Canova but rather to the participatory
installations of Bruce Nauman, or the mirrors of Michelangelo Pistoletto, which engage the visitor by including
their own reflections in the work.

During a residency at Dawan Art in Paris in 2017, Nabugi took up the theme of ‘Stay and Occupation’. These
words, symptomatic of her work, imply that every movement of the body has an influence on the environment.
Dynamics between individuals are altered when another person, a newcomer, shares a common space. She
then observes the Parisians, recording sounds in the parks, photographing the footsteps of passers-by, and
buying from the homeless the vessels they use to collect the money they beg for. Life and survival in the public
space, movements and appropriations of areas are at the heart of this cartographic researchinto a transparent
Paris. Nabuqi reveals the indiscernible, sometimes in a conceptual sense - inaccessible dimensions excluding
the body, as the constructions are purely mental;



sometimes in a political sense - accessible dimensions excluding the body, those of the ‘invisible’, the workers
andthe homeless.In 2018, an exhibition at the Shanghart Gallery in Shanghai offers anew understanding of the
concept of object in the artist’'s work. A series of objects from everyday life were assembled a prioriin a simple
way, and seemingly arbitrarily. In history of art, we speak of ready-made - an object used for its own quality, and
sometimes modified, the most famous example of which is the fountain of Marcel Duchamp, a urinal becoming
artwork when it is signed and decontextualized; and collage - the combination of separate elements of all
kinds. This new body of work by Nabugi could be compared with the assemblages of the American artist Haim
Steibach who participated in the 1980s in Group Material in New York, in the way in which the context and the
status of the object are codified. However, beyond the perception of our own body, Nabugqi then extends her
research toanenvironment that is not fixed and immutable like architecture; sheis theninterested in decorative
objects, objects that are supposed to embellish the space, or at least modify it. Here twisted, having lost aninitial
function, these objects create animpression of strangeness between impression of déja vu andimmersion. ltis
obvious that we must refer here to the Freudian notion of Unheimliche, elaborated in 1919. Indeed, for Freud, the
uncanny (Das Unheimliche) locates the strangenessin the ordinary. On the one hand, Nabugi draws directly on
the notion of perception, by titling her exhibition “Do real things happen in moment of rationality?”; On the other
hand, she evokes aterm that is not normally associated with art: the rationality. Here we must see an attempt to
interpret a broader philosophical concept and the definition of reality beforehand.

Nabuaqi’s sculptures have always found a basis in what the art critic Nicolas Bourriaud has called relational
aesthetics, that is, art that takes the sphere of human relationships as a theoretical or practical point of
departure. Nevertheless, more recently, the networks created between “work” and “spectator” have more
distended links, and the nature of the works is based on a more precise reality however full of doubts. And for
good reason, Nabugi's major series of work in 2018 is entitled ‘The Doubtful’. If the artist’s previous sculptures
were resolutely abstract, this new chapter is more tangible, using a category of forms less confusing for the
viewer. The vocabulary she uses takes up elements of the urban and the space, and defines another relation
of the occupation of the body in space. In “The doubtful site’ (engulfing and radiating shapes), the form recalls
one of the Greek theater, which had a very precise function: the place of representation. This is precisely what
interests Nabugi here, how to see and be seen, and what political notions (in the Greek sense of the term; that
is, what is related to the organization and the exercise of power in an organized society) are exercised? We
understand that through her sculptures, Nabuqiis part of a history of the art of the object and its perception but
also that she questions very current issues around the concept of collective and space appropriation.
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The doubtful site (engulfing and radiating shapes)
FrRerViIZF (BEM KRS BIAZAR)
2018

Aluminum, resin, sand
tm, s, W F
350 x350x40cm




Continuing from the “rhizomatous” forms of free-standing objects such as A View
Beyond Space (2015) and the notion of seeing the unseen in Memories, But not
from the past (2015) presented in the artist’s first solo exhibition ‘Parallel’, through
which the artist explores the dichotomous notions of center/periphery, accessible/
inaccessible, fragmentary/unabridged for Two-way Entry by means of assemblage.
Confronted with the reality of living in an ever-expanding urban environment,
where the notion of this architecture and public space are constantly evolving and
transforming. The series The doubtful site (2018) is presented as a constellation
of typical public spaces, that brings together a variety of public spaces such as the
stadium, the monument, the park and passages from our urban environment. While
each piece corresponds to a location where people frequent and gather, yet the
variety of textures, materials, forms, and constructs of these pieces invite the viewer
to make up one’s own perception of these sites.
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The doubtful site (engulfing and radiating shapes)
FrEe V15 PR (B EF ST aIAZAR)
2018




The doubtful site (central point)
FFERRVIZFR (FROE)
2018

Bronze, brass, resin, sand
HiR> S s W F
300x85x35cm




The doubtful site (horizontal channel)
FEERYIZFR UK 3878 No1)
2018

Aluminum, stainless steel
38, F 540
70x70x110cm




The doubtful site (horizontal channel)
B5ERIBFr K F@EZENo1)
2018




The doubtful site (perpendicular channel)
RIS FR (EHEE)
2018

Brass
=i
1830x90x90cm




u site (empty space)
|35 Ff (2E23h)

"0
2018

- Aluminum, iron, resin, sand
im, &, @fs, WF
210x130x115¢cm



The doubtful site (empty space)
FrEE VI PR (ZE 1)
2018



Floating Narratives
EEHIEE
2017

Mixed media
FES=Y vip S
290x280x270cm




A site, consists of lighting, images and drafts of wind blown from a fan, is unlike a
space occupied by actual objects, it “occupies” the space by aiming at creating an
impact within a certain parameter of the space rather than its physical property. The
content on these images (photographed sceneries) provides an indefinite narrative,
whichis taken further by the artificial plants in the space. These artificial plants can be
understood as derivatives from the images, floating above the physical space, so this
site constructed on fictional narratives portrays a “faux” wonder. Lastly, the narrative
comes to an end with a fake cut open lemon-drawing conclusion to this fictional
narrative between those real objects and the uncanny images.
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Floating Narratives
T AIEED
2017




Floating Narratives
e A
2017




Floating Narratives
pESEA NN
2017




2017

Suspended ceiling, mirrors, fans, lacquered metal frame, artificial plants, curtains, acrylic boards, light box, spherical lamps, LED lights, light-switching device
AERBIE, AR, BREEESR, RIEY, ©F, iR iR, B, IR IREBIE, LEDSE, BN EkE

Dimensions variable
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At dusk after the rain... setting sunlight... where light spots in all sizes...... fade, .....washing out... and winding towards...... the end, as a sharp honking is heard... disappear
TERNGER. . ARG, KNF—rIEHE BE, WO BB, ... AR ES, ARV EIREE.. EKRT
2017




| constructed the interior of a home. It's incomplete, with lived-in details yet remains
fragmented, that renders into various layers of space on an abstract level. The turning
on and off of its interior, exterior, stage, photograph, text (title of the work), mirror and
lightinggenerate certaincircumstantialtransformation. The curtaincanbeunderstood
as the perspective by which to looking in from the outside, or an object for projection
in its stage design; the sudden switching off of the light is like an abrupt pause in a
theatrical production, and the viewers ultimately become participants on this very
stage; moreover the mirror generates spaces that locates the viewer between reality
and theatricality, realized through the transformation of the scene; in addition, the
title of the exhibition draws from the description of an actual outdoor scenery... with
these various layers of spaces coming together, the site becomes an unreachable,
overlapping or displaced space. One’s presence on site, or absence from it becomes
an indecipherable condition, similar to the ambiguity between theatre and reality,
where often times, one perpetuates in an in-between state.
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At dusk after the rain... setting sunlight... where light spots in all sizes...... fade, ......

washing out... and winding towards...... the end, as a sharp honking is heard... disappear
TARBER. . ERE.. KNR—BRE...... BE, ... PR .. SRSEESER. ... AR RS, KA EIREE.. EKRT
2017







Stay and Occupation
EREELE
2017




Every displacement of the body involves “staying and occupation.” Whether traveling,
visiting and residing or migrating, in exile or wandering, every long or short-term
stay ultimately becomes some sort of occupation. One’s entry into a space implies
changing the habitual dynamics between individuals and their environment, just like
an intruder occupies a physical location, changing its outward appearance while also
bringing psychological fluctuations and imbalances. Every time we stop movement,
the space we have occupied is not only the terrain under our feet, but also the mental
space we share with others. This change does not only occur in one direction: the
occupier must also face the tensions of an unfamiliar environment, as well as the
impalpable interactions between him or her, the outside world and others.
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A View Beyond Space No. 16
ZEfE 59 B &= No. 16
2017




A View Beyond Space No. 16
ZEfEISMYE S No. 16

2017







A View Beyond Space embodies the existence of a paradox reflected in the two types of space created
in these sculptures - the realistic space that has immediate connection to the body, and the space in which
the body cannot access but only accessible through visuals and imagination. These views are abstracted
imaginations of spatial transformations, and not of specific places. The edges of these views represent the
fragmented interceptions of the sceneries, as well as the completion and the termination of these works.

(ZRSMIEASIGBR—EFRIET EREFERSMEFCEANER —REN NI EBEEHZN
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A View Beyond Space No. 1
ZEfE ST R S No
2016

Stainless steel, varnish
TR, E%
60x50x50cm



A View Beyond Space No. 2
ZEfE SN A S No.2
2015

Stainless steel, varnish
IR, ER
105x115x9cm



A View Beyond Space No. 3
ZEfESMYE=NO.3
2015

Stainless steel, varnish
R, B
210x14 x14 cm



A View Beyond Space No.4
ZEEIMI R SENo4
2015

Stainless steel, varnish

R, E%
400x80x10cm
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A View Beyond Space No.4
ZEEIMIRE =No4
2015

Stainless steel, varnish
REEH, BER
400x80x10cm




A View Beyond Space No.4
ZEfE SN B = No.4
2015



A View Beyond Space No.5
ZERESMYE = NoS
2015

Stainless steel, varnish
TR, B
220x156 x18cm



A View Beyond Space No.5
ZEREISMYE = No.S
2015




A View Beyond Space No.6
ZEREISMY R S NO.6
2015

Brass
=i
20x20x20cm
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2015
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A View Beyond Space No.7-12
ZEESMIE RN 712
2015

Stainless steel, varnish
TR, ER
130x10x10cm



A View Beyond Space No.7 A View Beyond Space No.8
ZEfESMYE = N7 ZEfESMYE = No.8
2015 2015




A View Beyond Space No.9 A View Beyond Space No.10 A View Beyond Space No.11 A View Beyond Space No.12
ZEEIMY RS No.9 ZEE MY R S No10 ZEfE MY R S NoM ZEESMY R S No12
2015 2015 2015 2015



A Memory, But Not of the Past
i, BREEEN
2015

Mixed media

FES=Y Vg S

Main structure I E&43:187 x 183 x 94 cm
Mirror box SR FE843:12x 20 x12cm




Eachobjectisindependentinitself,butwhentheyarearrangedasagroup,connections
are established. Establishing some kind of scene taken from the fragments of
memories, while also making these fragments “present”. This “presence” only exists
in the relationship between objects, and because this relationship is temporal,
once these objects are separated, the meaning of these works would also become
irrelevant.
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A Memory, But Not of the Past
IS, BEREBEEN
2015




A Memory, But Not of the Past
soiE, BREEEN
2015



Tangerines

T
2015

Brass
=i
200x8x9cm
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Tangerines
¥
2015



N
5 o

%

R

v

¥

i

L1

i\

L\

AR

R\

\1

Object No.3
188 No.3
2014

Nylon ropes, mechanical devices
[EREME tRIEEE
Dimensions variable
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Object No.3
Y188 No.3
2014

Object 3was a mechanical installation made in an approxinamtely 150 square metre
space, where black nylon ropes were slowly moving, while pulled by mechanics. It is
difficult to differentiate which is the moving rope when situated in the work, the control
of vision is not effective at this time. A constantly shifting sculpture, whose moment is
shaped by time.
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Kiang Malingue | Nabuaql

EZZE 10 Sik On Street, Wanchai,HongKong | Office N°| &% +852 2810 0317
BEHEH 105 | BiF &8
Open: Tuesday-Saturday 12-6PM
kiangmalingue.com and by appointment.

Bornin Inner Mongolia, China, 1984. Lives and works in Beijing, China.

Education

2013 Graduate from the Central Academy of Fine Artsin sculpture studio, China

Awards

2020 BVLGARI AVRORA AWARDS, Beijing, China
2016 Shortlisted for Art Sanya & Huayu Youth Award, Sanya, China

Solo Exhibitions

2024
“Geopoetics regarding a waterless sea”, Kiang Malingue, Hong Kong
“NABUQI: ‘A Questionis Also a Form of Sculpture”, M WOODS 798, Beijing, China

2022
“Everything goes back to square one”, West Bund Museum, Shanghai, China

2021
"Ghost, Skin, Dwelling“, Edouard Malingue Gallery, Shanghai, China

2018
“Do real things happen in moments of rationality?”, ShanghART, Shanghai, China
“Two-way Entry”, C-Space+Local, Beijing, China

2017
“Absent Paragraph”, Museum Beelden aan Zee, Den Haag, the Netherlands
“Stay and Occupation”, Dawan Art, Paris, France

2015
“Parallel”, C Space, Beijing, China

2012
“Static”, Eastation Gallery, Beijing, China

Group Exhibitions

2024

(Upcoming) “XSWL’, White Rabbit Gallery, Sydney, Australia

“China, A New Generation of Artists”, Centre Pompidou, Paris, France
“KEEP SEE, KEEP SEEING”, G Museum, Nanjing, China

‘Jingan International Sculpture Project”, Shanghai, China

“Frontier”, Start Museum, Shanghai, China

2023

“From the other hill”, Gurdian Art Center, Beijing, China

“A Theatre of Waiting”, The Cloud Collection, Nanjing, China

“Chengdu Biennale 2023 - Time Gravity”, Chengdu Art Museum, Sichuan, China

aranya plein air art project, aranya-jin shan ling, Chengde, China

“Projection”, Sifang Art Museum, Nanjing, China

“Steadfastly Revise for the Standards in Nonproductive Construction”, Long March Space, Beijing, China
“Uncanny Valley”, Gegosian, Hong Kong, China

“l feel the way you feel”, Perrotin, Shanghai, China

“Zoo | Amusement Park”, Cloud Art Museum, Shenzhen, China

2022

“Magic Square: Art and Literature in Mirror Image”, Beijing Biennial, Beijing, China

“Pure Reason”, Special project of the 4th Hangzhou Triennial of Fiber Art, Zhejiang Art Museum, Hangzhou, China
“LOVELOVELOVE”, U2 by UCCA, Beijing, China

“Mirror Image: A Transformation of Chinese Identity”, Asia Society Museum, New York, US.A.

“Rhythm and Refrain”, Song Art Museum, Beijing, China

2021

“Feeling the Stones: The First Diriyah Biennial”, Riyadh, Kingdom of Saudi Arabia
“SCAPE Public Art Season 2021: Shadows Cast”, Christchurch, New Zealand
“The Principle Of Hope”, Beijing Inside-out Art Museum, Beijing, China

“INTHE MIDST OF IT ALL”, G Museum of Art, Nanjing, China

“Inthe Labyrinth”, No.549 Shaanxi Road, Shanghai, China

“Like in Paradise”, HOHENRAUSCH, OO Kulturquartier, Linz, Austria

2020

“The Curation Workshop ll: Sample Cases from OCAT”, OCAT Shenzhen, Guangdong, China

“Noire Lumiere”, HOW Art Museum, Shanghai, China

“Study of Things. Or A Brief Story about Fountain, Brick, Tin, Coin, Wax, Stone, Shell, Curtain and Body”, Guangdong Times Museum,
Guangdong, China

“A Composite Leviathan”, Bridge Project, Los Angeles, USA

“Golden Flow”, CHAO Art Center, Beijing, China

“Condo London”, Sadie Coles Gallery, London, UK

2019

“May You Live in Interesting Times”, 58th Venice Biennale, Venice, Italy

“China Landscape: Selections from the Taikang Collection 2019”, Taikang Space, Beijing, China

“A Turning Moment: Urban Narratives in China Contemporary Art, 1995-2019”, Shanghai Duolun Museum of Modern Art,
Shanghai, China

“Pull Up the Stake”, Qi Mu Space, Beijing, China

“Treasure Island Phantoms”, CLC Gallery, Beijing, China

“Garage Sale”, Sandwich Gallery, Bucharest, Romania

“Sleeping with a Vengeance, Dreaming of a Life”, Wirttembergischer Kunstverein Stuttgart, Stuttgart, Germany
“The return of guests: Selections from the PSA Collection”, Power Station of Art, Shanghai, China
“Pal(ate)/ette/”, Shanghai Gallery of Art, Shanghai, China

“Have a Nice Day”, Stey-WFJ, Beijing, China



2018 Collections
“All Are Digging for Gold in the World”, Youpin Space, Wuhan, China

“Sleeping with a Vengeance, Dreaming of a Life”, Institute of Provocation, Beijing, China White Rabbit Collection, Sydney, Australia
“After Nature”, UCCA Dune, Qinhuangdao, China Power Station of Art, Shanghai, China
“Final Del Juego”, Hongkun Museum of Fine Art, Beijing, China New Century Art Foundation, Beijing, China
“The Legacy of Architectonic Futurism”, BANK Gallery, Shanghai, China Fosun Foundation, Shanghai, China

“A World in a Grain of Sand”, Fosun Foundation Collection, Hainan, China Start Museum, Shanghai, China

“NOW: A Dialogue On Female Chinese Contemporary Artists”, CFCCA, Manchester, UK Taikang Collection, Beijing, China

“Access Through A Detour”, Magician Space, Beijing, China M+, Hong Kong

Museum Beelden aan Zee, The Hague, Netherlands
Inside-Out Art Museum, Beijing, China

2017

“Under the Sky-Contemporary Art Scanning”, Inner Mongolia Art Museum, Hohhot, China

“Shanghai Dandy”, Don Gallery, Shanghai, China

“Zhongguo 2185”, Sadie Coles Gallery, London, UK

“Cold Nights”, UCCA, Beijing, China

“Drawing Pogo”, Taikang Space, Beijing, China

“Any Ball”, CAFA Museum, Beijing, China

“Likeness of a Thought”, Telescope Space, Beijing, China

2016

Art Sanya Huayu Youth Award 2016, Sanya, China

“Dragon Liver”, Phoenix Brain, Shanghai OCAT, Shanghai, China

“Slippages”, Pearl Lam Galleries, Shanghai, China

“Why Not Ask Again”, 11th Shanghai Biennale, Shanghai, China

“Abstract Q&A”, Star Gallery, Beijing, China

“The Eighth Climate (What Does Art Do?)”, 11th Gwangju Biennale, Gwangju, South Korea
“Soft Haze”, Thomas Erben Gallery, New York, USA

2015
“The Aliens of Courtyard 23”, Institute for Provocation, Beijing, China
“Perched in the Eye of a Tornado”, Ying Space, Beijing, China

2014
“Black Dwarf/Part Two”, Star Gallery, Beijing, China
“Go to Mars”, Songzhuang Museum, Beijing, China

2013

“Black Dwarf/Part One”, Star Gallery, Beijing, China
“New Paper”, Pekin Fine Arts, Beijing, China

“No Difference Il -Floating”, Li Space, Beijing, China

2012
ART NOVA 100, Yue Art Gallery, Beijing, China
“Cold Encounter”, SOKA Art Center, Beijing, China

20M
“Made of Paper”, Gallery Beijing Space, Beijing, China

2009
“Fragile”, Angela Li Gallery, Hong Kong

2008
“My LOGO Contemporary Art Exhibition”, Beijing, China
“From Zero to Hero”, Star Gallery, Beijing, China
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