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Morphic Traits

Pan Daijing’s work can never be expe- ,ition of light and sound. This sense

rienced from a sa'fe distapce but only of motion results from the fact that we
through an embodied experience.Sound, see the space twice: first as we experi-

light:c t_emperatutr_z,[arld all F,:‘.e smafll,hal— ence it in “real life”, then as it is recoded
most imperceptible transitions of Ner;, por \york, Her treatment energetically
cho_reog(aphles operat.e prlma_rlly onthe charges the space and makes it respon-
peripheries of perception. | might never sive. The relations between all elements

fully comprehend the works-but | €an 4, .+ compose these environments are

feel th?t'.“ living i“Sidde me. l'_rhe WOork’s 4 namic, entangled in a rhythmical com-
propositions are paradoxical: rooms ap- position. It is a kind of art that requires

pear, at once, empty and filled; encoun- , \, 051 o routinised forms of percep-
ters tend to be intimate and alienating at ;.. s;spension of disbelief, as in thea-
the same time. Although often described tre, or a desire for aestheti (’: estrange-
in terms of performance, her work is nei- me,nt Only this will allow the work to
fcher concernec! with presenta.tlon noris temporarily substitute for and partially
it concerned with the postal_glas of pro- integrate into the “real world”. Great
cess and documentation. | like to think 56" anq attention is put into creating
of her work as a fabric of overlapping this reality distortion field.

sequential and synchronous processes

or as rich and opaque transmissions. The seed of a work might be an image,

s . . asmell, a sound or a story stretched out
The Wg rlt( S naturar:'lggtl?ltat Is dthe gfrey into three-dimensional space, distribut-
zone ‘? ween ?X _' ! '.9" a.n. .per Or~ od into discrete moments, or dissolved
mance-installation: Daijing initially as- into an atmosphere, temporarily held to-

sesses a given space, then activates it ether by the carefully choreographed
by accentuating its qualities through the v vy grap




triangulation of artist/conductor, space/ haZy atrium of Berlin's Martin Gropius
container, and the witnessing bodies, 88U in 2020, where a friend of mine per-
The kernel expands into the witnesses’ formed in Daijing s'Dead Time Blue. Just
minds, where it replicates and lives on a few_ months earlier, I.had b(_aen at the
as memories, plant-like, each idea stem- Premiere of her opera Tissues in London,

ming from the same root but with leaves and its impressions were still resonating
coloured in different shades of personal within me. The individual performer had

interpretation. Such work may be frag- been dissolved in a meshwork of tones,
ile, but it’s not frail. “The work” (I want to yoice, space, and instrumgnt, all existipg
use quotation marks here, contesting any in both consonance and dissonance with

claim for unity and completeness) oper- each other. Now, i.n 'Ber!in, I was cgrried
ates across multiple dimensions simul- by the awe of anticipation and relieved

taneously; in the moment in which it man- to re-encounter traces of the previous

ifests itself, it simultaneously morphs giiﬁe ang i':as ﬁ:otagonhisttsr; In my head,
into another form and is distilled into a 2Ot WOrks builton each otherinaseam-
memory or a film, a photograph, another €SS continuation, pre-image and after-
idea, another constellation of still and IMade, forming a mesmerising landscape

moving images. Morphing is an effectﬁ"ed with disembodied and live opera

that sees one shape transform into an- voices.
other in a seamless transition. It's a grad-
ual process, now often used to describe oo
the special effects of cinematic anima- @1d choreographies in terms of land-

. i . ieai . This word, in particular, has de-
tion. This is why it seems so fitting a term scape X ’ X ’
for Daijing’s work, which engages and noted very different things throughout

: " : the changing histories of art. It was only
challenges animation and liveness. recently that | found the term “land-
scape dramaturgy” in Ana Vujanovic’s
essay Meandering Together, from 2017.
Vujanovi¢ ties the notion to Gertrude
Stein’s concept of the “landscape play,”
where the landscape on stage has noth-
ing to do with the “natural landscape”
but rather with the principles of collage
and montage as introduced in the cine-
ma and visual arts of Stein’s time. Repeti-
tion, multiplication, and simultaneity are
all narrative tools that we find in her per-
pe, but, like a meal, it will always have formances and videos. Timing is one pos-
to be made anew; the acts will have to sible key to connecting to her choreo-

be adapted to what’s at hand and how graphies. But, as the artist herself has
many participate in the feast. As the often str.essed, these efforts are merely
work morphs, whether by itself, by the supportn:g acts_ for what SL!s”an Sont_ag
arists hanc, or by the time of day, it 215 e Ralluinetory cotal” Ay oy
also affects its surroundings. denly retreat into the background in fa-
For Pan Daijing, every work is less a dis- YOUF Of an off-centre detail that catches
crete object or isolated instance but the artist’s attention. Reaching into cin-

rather a moment linked backwards and ema’s lexicon, Daijing characterises this

forwards to others. This thought was lin- f;:::s)i\;t?i: ozfolgmsligga:ge. :r?clis fzgxfésiz
ering in my mind as | stepped into the ;

gering in my mi pped! what links Vujanovi¢’s landscape dra-

Daijing often refers to her compositions

While these morphic traits are not mag-
ic, they are definitely more magical than
the classical model of broadcaster / re-
ceiver, which has governed both the ex-
hibition and the event space for a long
time. Because of its morphic traits, the
work cannot be captured; it is best ap-
proached through metaphor, something
that stands in for what one can see or
hear but cannot obtain. The essential in-
gredients can be condensed into a reci-
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n}aturgy[;cohDaijling’s ende?v%ur. 'Il'he idea ot with a certain collective jouissance
of awork that | am part of, that | cannot ;. +p6 mesmerised contemplation of

measure except with my own senses, “The End Of It All”; the feeling of being

that turns me, whether performer or au- doomed, of always being too late, for the

dience member, from the figure in the R
’ nd h Ir h ned many times.
foregroundintoadetailamongotherob-e d has already happened many times

Jects in the landscape. Her work exudes a deep distrust in the

organisation of the world. And this fuels
its morphic traits and activates its reali-
. 8 - N ty distortion field. “The only way to sit-
ganise their space-time during the per- uate ourselves as an audience in this
formances. All performers are present, world [the artwork] is to enter as one of

_but their attention is turneq inwards as the components of that unstructured
if they were unaware of being watched. world, to meander through it together

Long shots and distant views are repro- with A
; performers and other audience
duced through light that tenderly frame members,” as Vujanovié puts it. Ever so

silhouettes and cast long shadows. The gy, the work morphs the audience’s
scene might seem undetermined, and , o o ntion. By tempting the audience
9veryth|ng may a_ppear to be of equal members to position themselves within
importance. We \_Nltness her works :f\s an the landscape, Daijing’s choreographies
assortment of differently paced micro- ;oo the perspectival order that con-

ev:,_nts .a_n? seeT_lnegtlnco_r}fequ_enttual structs the landscape from the position
actions: interruptions, ransitions, Inter- ¢y, o first-person singular. Instead, she

yal,s, in-between moments. The audience j+,qyces an impersonal view. Perspec-
isn’t being told where to look.

tive creates reality. Perspective is how
. we approach or “think” the world. The re-
Then.e are usually no metatexts in her g 4 ¢ the first-person singular perspec-
work; .m.elth?r wall texts”n.or pamphlets 4,0 is individualism and anthropocen-
containing mL_lst-have . info 10 arrest yjom Within the artwork’s reality distor-
shallow attention. Moving among the i, fie|q, these modes are relinquished
performers, the artist observes the dif- in favour of an impersonal perspective.

ferent levels of uncertainty rising in

thpse present_. One mu_st take In EVerY- one biography of Pan Daijing states that
thing, every tiny detail. However, it is the artist is “[...] seeking a means of

usually not possible to see or hear all ;o o otion beyond the human condi-
;c)he materle;:s creattlad by perfo:jmercsi tion”. Eugene Thacker, whose resource-

ecause other people are around and ¢, ojjosophical exploration of horror
obstruct one’s gaze or because several s 1y quide to the borders of the human
scenes are happening simultaneously. o, qition, writes: “While we can never ex-
And, while everyone has their own indi- ;0 01,00 the world-in-itself, we seem to

vidual view, t_here is al\{vqys a wholle that e aimost fatalistically drawn to it, per-
no one can witness. This is not unlike the haps as a limit that defines who we are

; Cpmml? mp i . i
ways we experience the “real” or “im- o', an heings.” Anxiety and fear are

mediate” world outside of the artwork i S
A . > animportant part of that definition, and
which, constantly shaken by unthinkable Daijing knows this all too well. Her work

disasters, becomes increasingly difficult is often perceived as gloomy and haunt-
to comprehend. ing. This is apparent in her dedication

. to nuanced dissonance in music, to rum-
Indeed, moving through the landscape of ), ojectronics and mourning voices, to
Daijing’s work is quite similar to doom- droopy tone-in-tone fabrics and dimly
scrolling: there is uncanniness, concur-

Aside from the collective moments of ar-
rival and exit, the audience is free to or-



lit spaces. On a dramaturgical level, the different; it is different from the world

effect of doom is created through the I"habited by, for example, the tortoise.
compositional / choreographic role of Here | quote from th'e artist’s statement
the landscape and the device of imper- on the work In Service of a Song:

sonal perspective. This detached way of
experiencing is deeply disorienting and
requires far more than an embrace of
aesthetic estrangement or the suspen-
sion of disbelief. Of course, these are still
needed because, as noted earlier, we are
all part of the landscape; nobody ever
witnhesses the whole. The work remains
hidden in plain sight.

[...] a musical work without sound.
It invites the viewer to experience
the possibilities of sonic imagina-
tion. Four improvised performances,
each lasting thirteen minutes, took
place on consecutive days inside
a soundproofed installation. Sur-
rounded and filled to ankle height
with soil, the structure appeared to
have forced its way into the building
through the floor, like a plant grow-
ing through a crack in the concrete.
Inside this installation [...] the artist
was joined by an array of sculp-
tures [...] and her own tortoise, the
only living organism to witness the
performance from inside.

Nevertheless, it’s undoubtedly there,
here and now, and it requires everyone
to reorientin relation to its unstructured
world —one in which there is no barrier
to demarcate or mediate between that
which Thacker calls the “world-in-itself”
and what Vujanovi¢ refers to as the
“thingness of the world” —and the im-
mediate reality, which we can perceive

with our sensory faculties. Accepting to As th? aud.ience circ.ulates the pers.pex
be part of something that one cannot shed in which the artist moves and sings

comprehend equals accepting to be for and with her tortoise, their shifting
doomed. However, if doom is a dominant views des'tabilisg ? plearly displa_yed
condition, it may become generative, a ground. This multiplicity of perspectives
beginning rather than an end. Surrender- will later be highlighted in an installation

; ; E ; .~ of the same work that includes four vid-
ing, one might gain acuity of perception
and develop new sensitivities or super- eos that capture the performance event

it i .. from different angles. For the audience
natural capacities. By giving up the magic
circle of Ec)he stagechhe %e?forman%e outside the box, the only stimulus acces-
score, and even the hierarchical order of SiPI€ iS the visual strata. As described by
gaze, her work amplifies the blurriness th? artist, it geqerates hallucinatory de-
of the individual and that which lies be- t2ils of the auditory elements. The tor-
yond it, reaching for a different kind of toise stands for a radically different per-
connection to the world spective on the same event: The animal
’ is known to be incredibly sensitive to vi-
bration, hearing only the sound frequen-
cial. Early on, she invites other-than- ¢Y Fange between 50 and 1000 Hz. What

human agents into play. The streetlights S ©n display in the perspex shed is that
in front of the Pavillon Sicliin Geneva had V‘_’h'Ch lies beyond hL_m’_lan comprehen-
akey role in her ensemble of performers sion. And notably, this is not the horr?r
for Tissues I: A Prologue (2018).Her pet °F te unhuman or the supernatural. It's
—a tortoise —starred in the perfor-Just another nature. And according to
mance In Service of a Song (2017/18). Pan Daijing, it is music.

Since reality is constructed by our sen- . .
sory faculties, the world as inhabited by N ¢hronological terms, In Service of a

ahuman being does not only look or feel S0N9 is the forerunner in a series of ex-
periments in how we navigate through

Her quest for connection is not just so-
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a world that is not there for us alone and Strengthening this sensation, time is

how we, as humans, inscribe ourselves . .
PN N L considerably slowed down in all facets
within it. The reality distortion field of her of her work. The performers’ movements

work makes it possible —or necessary — o\ oke long-exposure photographs, leav-
to coexist with the world-in-itself. In Ser- {5 e o e

vice of a Song reminds us of the coex- ;qipje s worth noting here that, in an
istence of myriad ways of perceiving the early interview, she refers to the dancer
real. Adding another element to her bod- Noah Eshkol \;vho was famous for her
ily sensorium, Daijing often records her inimajist dance choreographies and
surroundings with a handheld video cam- |, o vise graphic dance notations inspired
era. Even during her own mus':lc perfor- by architecture and second-order cy-
mances, sh_e recqrds Ijer audience. Her bernetics. The treatment of individual
work _conS|sts primarlly of affects an_d body parts as separate instruments, of
experiences — not only concepts, techni- moving the human body in an “unhuman”
cal riders, or musical scores. She records way, reverberates in her gestural chore-
her audience because she is looking for ogréphies However, her performers
patterns that systematise experience, never dance in that \;vay. If it were not

thei';z and h;a'rs. Durir}qtrfhhearsa[cs{ she confusing, | would say they morph like
would sometimes revisit these patterns moving images. Nevertheless, Daijing’s

with each performer individually and re- images, live and recorded, often seem to
lentlessly. The observations of affects emergé from a void, as f’or example, in
emanate into poetic gestures such as o self_nortrait Metzal ’2023 ’
Footnote (2023), a mix of bone meal and portral ( )

volcano powder dried up d”p!"“g from The artist experiments with the princi-
the wall at Grazer Kunstverein. It sug- ples of extreme reduction, minimum
gests that the walls have been sweating, o, nyrast, and the imperceptible. She is
oozing struggle or desire in reaction to an expert in the simple but impactful op-

sometging they hslvehwitnessed. Thi eration of subtraction. The darkness of
seven drops resemble the seven notes of 4o ook ground and the lack of clarity in

the major scale, pulled down the wall by o |angscape hint at the images’ imagi-
gravity; their shape is a manifestation of |, .ive construction. Her images are nev-
uncertainty. The wpter (:Jarlos Kong re- er literal. We might interpret them as
members these drips being “suspended . qreams or liken them to narcotic

!ntanl_matllon ',ctbasmally time morphing 5 1ycinations or to digital emanations.
Into visual matter. The first thing that comes to my mind is

I . that they may be made for a different
Pan Dajing’s work never follows a single kind of eve.

tempo. Itis a reminder that various sys-
tems in our bodies, including the cardio- Similarly

i X her landscapes usually stand in
vascular, metabolic, and reproductive p Y

h hei “veripheral i stark contrast to the norms of the con-
systems have their own “peripheral Cir-, o \+jona| gallery space with its hyper-

cadian clocks?, which cycle through ac- ;ijant jllumination. Daijing’s attraction
tive and resting phases. In fact, the same ; "+ o chold states, such as penumbra
is true for the trillions of cells and mi- gloaming, and gloorr!1 invoke the reverse.
crobes that make us who we are. The |, yho qark we don’t differentiate easi-
impersonal perspective offered by her |, g t\y0_channel video Moss (2021),
work assumes the potential liveness of 1" \vas later partly integrated into
ﬁverythlng ﬁ,nd gvgrycr)lne. It exprezses the five-channel video installation Grief

ﬁw every_t Ing[ Is o:‘. pf;ese.nt and, at; ¢ssons (2023), begins with a whistling
the same time, latently effective. sound and the image of a lighthouse



rhythmically roving over arough sea. On
the second screen, a flickering light re-
luctantly reveals a large and presumably
empty indoor space housing an ominous
apparatus. An abrupt cut suggests the
clashing or colliding of times, and the im-
age changes to a long and damp con-
crete tunnel. The camera looks towards
the light at the end of the tunnel or to
a looming apocalypse. Like the poetic
streetlight, the singing tortoise, and the
sweating wall, the shelter-tunnel might
be a hallucinatory detail. None of the
above may ever take shape (again), re-
maining visual echoes in the head. We
create them as we meander through Pan
Daijing’s reality distortion fields and
stare at the performers’ dimly lit faces,
trying to make out where they move. In
Moss (2021), they crawl and walk over
vast fields of red rubble, their bodies al-
most the size of small rocks.

Daijing’s morphic traits reveal the ob-
scurity of the world. Her works, in their
different shapes and shades, ignite our
fascination with all that remains inexpli-
cable and out of reach. Diminishing the
individual and letting the surroundings
come to the fore, the impersonal per-
spective offered by her work is not about
the end of a fractured, brittle self; rath-
er, it constitutes a form of sublimation.
Her spiritually nourishing doom is akin
to awe, a mechanism for collective sur-
vival in an unstructured universe.
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