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WHO ARE

Introduction

WE NOW

By Lewis Biggs and Solongo Tseekhuu

Globalisation can be understood
specifically as an attack on cultures
that are close to ‘nature’, or that
continue to respect the values implicit
in ‘nature’. What are these values? They
are the attitude that humanity shares a
delicately balanced habitat with other
animals, and that the ecology from

backyard to planet deserves our respect.

It’s a holistic outlook, advocating a
sustainable rather than an exploitative
approach to resources. (Share what

you have, take no more than you need,
give back or give away what you can.)
This attitude, these ‘ecological’ values,
seem to have been a part of humanity’s
hunter-gatherer era, and of pastoral
nomadic societies, and were still present
in 15th century Humanism. They can be
summed up in the (non-theological) idea
of ‘Providence’: if you treat the ecology
with respect, then it will provide what
you need. What went wrong?

L

Jasapwnbir HapuiBYNAH aBY y3Ban,
6anranba ovp bytoy banransba opLumnx
SPX3M YAHAPBIT XYHAINCI3P UPCIH
coéna TYPSMIMMNaH AOBTIOX MO

onnrox 60nHo. SHS 3PX3aM YAHAP K
loyr xanaag 6anHa Ba? DH3 Hb XYH
TepenxteH bycaa aMbTaATAN TOHLBIPTIM
OMbJPAX OPYHOO ereempesp XyBaanLax
XOHANATA, rapar A3NXMUA99 Y3Yynax
GUOHWM XYHANSM oM. XYH TOPenXTeH
OMBbTHbI HT Tepern 6ereen AMbTAHTAM
3MHAOA HAT X Y39H TOrTBOpPTOMN Banansir
ASMKMX Hb XonUCTUK (Byxan) y3an om.
“BOANranuiH TOHUBIP”, XYH TOPONXTHUI
OH OBblH 9PUH Ye, HYYA3NM4YMH MAMYHbI
HUMUIaMTaN canwryi opucoop 15-p
3yyHbl EBponbiH rymaHnsma cyymansax
Teaun bancaap 6arB. YYHUNAT epeHXMia
Hb (wawHbl 6yc) “nessn aspanbiH”
CAHOA X AYTHIX GONHO: XapaB Ta
6anranb 9KONorna XyHAITraNTaM XaHAAX
adBAAC X3PArTan BYXHO3P TAHb XAHIAHA.

tOy Hb 6ypyy 6aiiB?

Who are we now?

The balance between city-dwellers and
rural populations tipped in the direction
of the urban, a process that continues
to accelerate. Fewer and fewer people
understand or value the complex and
dynamic ecology of nature/providence
as a set of values or a philosophical
model. Urbanisation is interlinked with
a greater massive change both in the
history of ‘humanity’ and in the history
of ‘nature’. The narrative that describes
the development of the natural world

is the science of geology, and there is
now a decisive body of evidence to show
that the surface of the planet entered a
new geological age around 1950, in the
decade following the detonation of the
first atomic bomb. This evidence comes
from many sources: from records of
radioactivity, of the use of fossil fuels, of
pollutants, of atmospheric and climatic
changes, and of the rate of extinctions
of species of plants and animals.

The name given to this new age is

the Anthropocene, from ‘anthropos’,
the Greek word for human. We’ve
entered the Age of Humanity, when the
behaviour of humanity has become

the dominant factor in the ecological
balance of the planet.

Who are we now? The b5th Land Art
Biennial.

How do we situate art, and specifically
art made in the Mongolian context,

in relation to Humanism and the
Anthropocene Age? How can we
characterise contemporary Mongolian
culture as a context for the art to which
it gives birth?

Any discussion of Mongolian culture
must deal with its history and with

BuaHuii emHex yen xoton cyypbLUMryabiH
TOO XO[©06HMUI XYH AMbII ABX rapax
6ok 9H3 yin aBL, xypaaccaap.
banranuiH AMHAMKK SKONOTMKT SPXaM
YOHAPbIH LLOTLL, N'YH YXAGHbI 3arBap rak
OMNIOX XYHASTrSA3N XYHUIM TOO Ynam
6araccaap. XomkunT Tk 6arraa Hb
“xyH TopenxtHui” Tyyx 6a “6anranuinnH’
TYYXWWH Qnb AnyUHL TOMOOXOH ©epunent
rapcaHTan xonbootou. baranunin
E€PTOHLMUIH XOMKITUWT reoNormmH
LUMHXIOX YXAAH XaM33H Tamnnbapnax
TYYX93p 0400 rapar AsnxuiH ragapra
1950 oHbl XaBbLLAA rA3AP3YMAH LUMHD
YeA OPCOHbIT 30PUMOT UITIAX LUMHXKITOX
YXAAHbl HOTONTOO 6Mi. DHS Hb AHXHBI
atoMbiH 6ember nenbapcHuit fapaax
10 skung ToxMocoH tom. Tyc HoTonroo
ONIOH 9X CYPBAIKMA CYYPUICAH:
Laupar MA3BXMHUH BMUNar, ManTMan
TYNWHWIA X3parnaa, 6airanb opuHbIr
6oxmnpayynary 6oanc, atmocdepbiH
6onoH uar yypbiH eepunent, ypramar,
QAMbTHbI TOPOI 3YMITUIH YCTaX 6y
y3yynant.

OHS WKMHS 9pUHA erceH Hap bon
AHTponoLeH, rpekasp XyMYYHISr racaH
ytratan ,anthropos’ rax yriaac rapantaii.
Bua XymyyHnaruitn SpuHa opx, rapar
J3NXUAH 9KOMOTUIH TOHLIBOPA XYMYYHMar
30H 6anpon AABAMIAMNArY XyY4YmH 3ymn
6omxkaa.

Bua xaH 637 [Tang Apt MoHronua 5-p
BueHHane.

Bbua ypnaruwir anaxryaa, MoHroneiH
OpPYMH Hexuena byTaaraax ypnar XapxaH
opLwoox, XymyyHnar éc, AHTponoueHuiH
9PUH YETaN X3PXx3H xonbox Ba? bua
MoHronbiH OpYMH YEMMH COEMBIT TOHA,
6ypanasH 6uin Gonox ypnarram xonbosx
X3PX3H TOAOPXOMNOX BO?

MOHromnbiH OpYMH YEUMH COErbIH

TYXaK xananuax 6on Tyyx, HyYAan4HMM
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nomadism: even Mongolians who have
lived in Ulan Bator for generations
remain strongly attached to the idea of
nomadic life, and return to the family
ger whenever they can. Ghengis Khan’s
land-based empire was the largest there
has ever been, with the role of the horse
being the same as that of ships to the
later European empires. But there was
a significant difference between the
Mongolian and these later empires.
Ghengis aimed to control peoples and
collect moveable wealth (animals,
cultural artefacts and artists); he had
less interest in ‘possessing’ territory
except in so far as it supported life.
There were no barriers within, or edges
to, his empire, only spheres of influence
under his seven generals. Similarly,
there are no barriers in the Mongolian
grasslands: families simply follow their
grazing flocks. If there is a “territory’

it is delineated and possessed by the
animals not the people.

Since at least the 19th century, there
were enclosures around Ulan Bator,
introducing the idea of territorial
ownership - and immobility - into the
landscape. It’s clear that the claim to
territorial ownership reflects a new,
non-nomadic way of life. Industrial
goods and modernism have of course
infiltrated Mongolian nomadic culture,
a process accelerated first during

the communist years and more lately
through tourism and globalised

commercial and extractive corporations.

Televisions and computers can be found
in most gers, and motorbikes have
replaced horses for some purposes.
Large areas of land have been disturbed
for mining coal and heavy metals,

and industrial metal and plastic waste
can be found littered across even the

6

axymWTan Hb xonbox ysaar: 6yp
YnaaHbaaTap xoTof OroH yeapas
OMbAAPCOH MOHIONYYYA Y HYYAINYHUM
AMbAPANbIH Y3351 CAHAATAN XYUYTaM
xonbooToi xaBa9p bereen xaa camrym
60MoMX00pP0o0 rapPT AMbAApPHA. YnHruc
XaaHbl 6AMryyncaH rypaHT ync TyyxaH
J3Xb XOMIUIAH TOM XYypPai raspbir 93naH
xamapy 6aricaH 6a Top yennH xynar
MOPMHbI YYPTMUT XOXMbIH EBpOnbIH
rYPHYYAWWr ganauraap xonbox 6arcaH
YCOH OHIOLITOM 3YMPNaBaM UXUI oM.
[oxn93 MoHronbiH 60M10H 34ra9pP XOXMbIH
rYPHYYOUMH xoopoHA 6ac Har ToA

anraa 6amcan. YMHrne xaaH xyH apabir
XSHONTAHAAA OBY XO416X 94 XOPOHIUIT
(man, coénbin g enruid, ypnaauma)
uyrnyymk 6annaa; TyyH4 aMbApAnbIr
TaTraxaac bycaaap rasap HYTrUnr
“cymtrax” coHupxon 6ara 6ame. TyyHuUM
TYPaH Yrnc aotop xun xssradp bancaHrym,
36BXOH “€COH eprner -eepee AAMXYynaH
Henee y3yynaar 6amxas.

YYHT31 aOuMnaap CasaxHbIr XypTan
MoHronbiH 631493p HYTArT XK1 XS3raap
b6anraarym axaa: amn epx SHIIMUHI3P
63nyMx Manaa JAraH apumIk,
MONaapad TaBKI9rASHI. DHS Hb BAPYYHHI
Teceeneng onnroxon 6apx 3apunm om-
XYH Hb MONOAA YHNUNOXa9C XSTPIXIYH,
Man Hb ©preH yyaam 6anranuiniH HypyyH
J29p AMap 4 apraryi WUMaH aMbapax
TYXau caHaa.

19-p 3yyHbl AyHA yesc YnaaHb6aaTapbiH
9PraH TOUPOHS XALLAA XOPOO ap
apaacaa 6uii 6ok rasap HYTar emunex
CaHad, CYYPUH AMbIPArbIF X660
HYTarT TaHunuyynas. [asap HYTrumr
eMurex anueBad LAAPANArd MAnyHbl
HYYOIMMH 0K XYW yn 30XMLOX Hb
ToLopxoW. MOHronbIH HYYA3nMYHWMI coéng
X YMNABIPUWH Bapaa, OpYMH YeuiH
y3an 6040 9pYNMMTINII3P HOBUYUH

Who are we now?

most remote areas of grassland. So
Mongolian life and culture is visibly a
hybrid of tradition and global industrial
standardisation.

If Mongolia’s wider culture is
heterogeneous, then so is art: traditional
(Buddhist) art continues to be taught
alongside soviet-style realist techniques,
and numbers of artists also work

across the gamut of ‘contemporary
international’ idioms including
installation, conceptual photography,
performance / actions, and Land Art.

By bringing artists to Mongolia from
other cultures around the world to
spend time with Mongolian artists in a
ger camp in a remote landscape, Land
Art Mongolia presents these artists with
an opportunity for mutual learning and
cross-cultural understanding.

The idea of a trans-cultural, or trans-
national, or inter-national art is a
Humanist legacy. Without a belief in
the commonality of human beings, it
would not be possible to make art that
communicates beyond one culture by
appealing to that which is shared by
all humans. If we deny the legacy of
Humanism, it means that whatever art
we make will only ever be understood
or appreciated by people from our own
culture.

On the other hand, the Humanist

legacy must be held responsible

(along with militarism, empire building,
commercial greed and financial power)
for producing globalisation and the
Anthropocene Age. And these forces
threaten each of the specific and unique
linguistic / craft cultures that have
evolved over millennia, and that are

OP3K, 9H3 YIN ABL, 9XN39J KOMMYHUCT
OH XWINYYAOUIH Yeap, HUND3 XOXKUM Hb
asinan xxyynunan 6a gasapynargcaH
xyaangaa, onbopnontbiH
Kopnopaunyaaap xypaacuaa.

OnoH, maraaryi nxaHx MoHronuyyyn
“A2BWMNTAT” 9AWWH 30CATTAM OPHbI
XYMYYCUWH aaun bapaa matepuantam
6anxbIr XyCHa. MxaHx aun rapT 3yparr,
komMnbtoTep 6akx 6a MoToLMKN 3aPUM
LWaapanaradp MOpUHr oprnox 6omxaa.
Maww epreH yyaam raspeir Hyypc,

XYHA MeTann onbopnontoop CyMTrax
X YWNOBIPUWUH MeTanm, XyBaHLAp
xaargneir 6anusspuiiH 6yp ancnaraMan
HYTraap 4 xascaH xapargaHa. Tuinmaac,
eHeeruiiH MoHronbliH ambapan, coén

Hb Yynamxnant 6a aasiapLicaH ax
YMNABIPUNH 3AX 393MTMIUH XONUMOT
rmbpuna 60ncoH Hb Toa xapargax 6anHa.
MoHronbiH epreH 6asinar coén Tepen
6yp 6anarviiH agunaap ypnar Hb

MeH agun basnar 6amnx ax: MoHronbiH
ynamxnant Yprar, TAHKA LWYT33H 3ypar,
30BMONTUMH PEanuncT xaB Masr 6yra
XOMTOAQ LBLIIMAH XONKUX MOHXYY ONOH
TOOHbI YpPaH 6YT29n4n ,0NOH YncCbiH
“koHTeMnopapu” onnronTsir 6ypaH
OYYP3H Y3yymk 6anHa. Janxuii gaxuHbl
6ycan coént opHooC YpaH byTtaanuanmr
GBYPGH ANCNArAMAn rasap HYTart
MOHFONn YpaH 6yTa3anygmiH XamT rap
6aaszan 6aripnyynaraapaa Ilang Apt
MoHronua ypaH 6ytaanugsa typLunara
CONUMLLOX, COEN XOOPOHAbIH OUMTONTHIF
6u1 6onrox 6onomxunr onrox 6arHa.
OH3 Hb @6pUIH BUeap rasap As3p
60X, BUAHUKA “6aNranminH ysamx™

raXx HIPMN3ASr TOP aAnca aXunnax sBL
6onHo.

Coén x00pOoHAbIH, YHASCTIH XOOPOH[bIH,
9CBAM ONIOH YHASCTHUM YPrArMiH 9HD
CaHAA Hb XYMYYHMSMMIH Y3MUIAH 6B
ynamxnan om. XyH TOpenxTHUA HAUTAY
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valued and recognised in different parts
of the world.

How do the artworks created for LAM
2018 contribute to the discussion on
human values today? In the globalised
world, many decisions - about finance,
the news, the formation and dissolution
of human networks - are made by
algorithms running on computers. The
unifying theme that brings together
the artists in LAM 2018 is a sense of
responsibility: an unwillingness to
delegate human responsibility to
algorithms or any other depersonalized
agency (the ‘system’, the bureaucracy,
the politicians, ‘them’).

In terms of art, ‘figure / ground’ is a
phrase used to describe the relations in
pictorial composition. When used about
a human in landscape, in the context

of ecology, the same phrase carries a
charge of responsibility. What is the
relation between figure and ground?
does the figure complement the ground
or subdue it? Or does the ground
overwhelm the figure?

YOHAPT UTFAXTYMUIra3pP, COEN XOOPOHAbIH
xapunuaa, 6yx XyH TOPenxXTHUA
XyBaanuAaadr rax ypnar 6aiix 6onomxkrym
613 93. XopBas 6ua XyMYyYyHNar ECHbl ©B
ynamxnanaac Tatranssan sMap 4 ypnar
6yTo9CaH 36BXOH OBUAHMW eepcannH
COEnMbIH XYP33H, OMMTOrAOHO M3C3H Y.
Heree tanaap, XymyyHnar y3nuiH es
ynamxnan gasapwun, AHTponoueHuiiH
3PUH Yeuir 6uii 6onrocHoopoo
xapuyunara xynasx 8ctol (Munutapumsam,
rypaH 6amnryynax, dwrmnH Terneex
LYHAS, COHXYYTMIAH 3px Maaan). Oarasp
YOPMAWUNTYYL Hb X3A3H MAHIAH XUMUIAT
TYYIK MPCIH, ASNXUIH AH3 BYpUIH
X9COIT 9PXIMMANA3H, XYHANSrACIH
eBepMeL, oHLroi xan / rap ypnaruiix
coén 6ypt xop yuypyynaar. JIAM 2018-g
6yT93raACcaH YpaH 6yTasnyyn eHeernmH
XYH TOPONXTHUM YHS LSHUMH TYXam
XOManLUyynarT TOAOPXOW XOMXKI3raap
XyBb HOM3pP opyyrx 6aiHa.

Ypnart, ypaH 6yToanmiH 30XMOMXK
“nypcnan-gascrap”-a3p anrargaar.
XyHuiir 6atirans asap (aKonoruiiH
30PYMbIH XYBbA) 3YPruiiH 30XMOMXK LUMT
6aripnyynban MeH n Uxun snrargaHa.
Torean xyH 6anranuiiH xapunuaa
(soxnomskmitH onHoop) sMap TeBLIMHA
oplwmx B3? XyH 6airanuac unyytam
anrapax yy? anb acean 6anrans TYYHUHT
OOBAH OUMANSX YY?

Who are we now?

ARTISTS
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SHIRIN
ABEDINIRAD

IRAN

Shirin Abedinirad is a video artist who explores
self and identity, repetition and reflection.
Abedinirad was born in Tabriz, a city that, she
points out, was transformed from a provincial
center to an imperial capital during the Mongol
Il-Khanid dynasty in Iran. Mongol II-Khans
founded the Tabriz School of painting and
Rab’e Rashidi (14th century artist residencies).
Mongol rulers gathered artists and intellectuals
from different places in order to have a cultural
exchange. The Tabriz School style represented
the first full penetration of East Asian traditions
into West Asia. Iranians adopted Chinese motifs
in their illustrated manuscripts: landscapes,
cloud formations, rocks, mountains, flowers and
trees.

Abedinirad’s work for LAM re-contextualizes
elements that were once adapted and adopted
from East Asian traditions into Iranian art.

A sheet of transparent white fabric placed
around a tree catches the shadows cast by the
branches as the tree moves in the wind. The
wind catches the screen also, and its movements
form a counterpoint to those of the branches
above, creating a dance choreographed by
nature. The artwork provided the artist with an
interaction with the environment in a rhythm of
repetition and continuity. Her viewpoint is that
of the audience, with nature as the performer:
a merging of her subjectivity with that of the
surrounding natural world. As she says: ‘I

am involved in a silent dialogue with nature;

a dialogue with a mighty presence that was
beholding me.

10

LWupun AbeanHnpan Hb ©@6pUIH epTeHLIee JAXUH
AABTArAAAryrasap BMAeO Yypnaraap UNapxuunary
ypaH 6ytaany oM. Tapasp Tabpus xoton TepceH
6ereen Tabpus Hb UpaH aaxe Moxron Un Xaaw
YMNCbIH 333HT I'YPHUI Ye[ aiMIUIAH XUXHUT XOTOOC
933HT rypHUii TeB 60oncoH xot oM. Wupun
©6pUIiH YpaH 6YTa3n33 XOTbIHXOO TYYX COEN
60n0H ynamxnanaac caHaa aBaH eepuiiree
UN3PXUIUNCIH YpaH ByTIanuiir Tyypsuxas.
Tabpus xotoa ypaH 3ypruitH cypryynb 6onoH
Pa6e Pawuau (14-p syyHsl yeuitH ypaH sypaau
HapbiH ypnaH) 6aiiryynargax 6aiicaH 6a
MoHron 3axuparyng coénbiH CONUMLIOO XMINXUIMH
TYna eepuiiH 9x opHooc 6onoH 6ycan yncaac
ypaH 6YTa3nuua, CoOXaTHYYANNAT LYrnyynaH
yyynaar 6aiicaH TyyxTan. Tuiimasc 3yyH AsuitH
ynamxnan bapyyx Asua anx ryrsH Upanuyyn
3ypaauna XarafbiH YynHuii gopmaum, yynyynar,
yyn, LusLar, Mo 3ypcaH 3ypryyaaac Xuiaa
asaar 6oncoH 6aitHa.

A6eanHnpanbiH ypax 6yTasna sHaxyy

3yyH AzuiiH ynamxnant saHwnaac UpaHel
YpnarT WWHIACAH aneMeHTYyauiir 6ara sapar
eepuuUriceH anemeHTyyauir aryynaar. MoaHsl
apraH ToiipoHA 6aipnyyncan Ton LaraaH
AAaaBYY, CANXUHA HAWrax MOAHbI MOUPHIAH
cyyapwiir tycrana. Canxu Hb AaaBYYr xeenrex
9Cpar TaCPIruarn XeAenreeH YycraH bairanuit
ramxamwurt 6yxur 6yxurnana. bytaan Hb

amba 6aiiransTaii xapunuax xapunuaar JaxXuH
AABTAX, YPramknyynax XaMHINUir magpyynaar
6aiiHa. Tapaap eepwuiiH 6yT3ana33 y3aranuiiH
axurnary 6a 6aiiranuiir ron Tornory 6onroH,
9praH TolipHbIxoo 6aitranba yycax tom. LLnpun:
“Bu 6airanbraii, HAMAKT XAPAX XYYUPXST OPLUNX-
yiTai, YuMaaryii xapunLaH spbaar” raxas.

Who are we now?




Who are we now?




LAM 360° - LAND ART MONGOLIA 5TH BIENNIAL

BAT-ERDENE
BATCHULUUN

MONGOLIA

Artwork consists of a cotton thread stretched
between rocks on each side of the valley in
which the camp at Murun Sum is located. From
the horizontal stretched thread hang some
loose ends of cotton, floating out in the breeze
and undulating like waves. If you listen closely
to one end of the thread where it meets the
rocks, you can hear a murmur like the ocean in
the distance. This image of the thread across
the valley comes from the artist’s imagination:
what if land were ocean? The endless empty
Mongolian land inspires him to create a sea level
in the land.

The land was covered by the sea at one time,

as the presence of fossil sea shells among the
stones on the grass slopes tells us. And the sea
level of this artwork is over our heads - the
white thread can only be seen when you are
looking up, against the blue of the sky. As the
artist points out, even though Mongolians rarely
if ever experience what the ocean is like, they
nevertheless always compare their own land
with the ocean.

14

Bar-OpasHuiiH ypax 6yTaan MepeH cymbiH
XeHAniA 6aiprnax Xoép XaAHbl XOOPOHAOX
naaByyH wyramaac 6ypasHa. XaBTas cyHaaar
YTOCHbI X6BOX CIBLU33 X6A6NreeH AANaiH
npasnaraa mat 6aiinaa. XapBaa Ta xaa YynyyHAa
69X3NC3H YTACHbBI HAT TOrcrern oMpXoH COHCBON
arc XornblH 4ANAW WWT TYYHUITAW cOHcox 6onHo.
XeHaui nsaryyp xeBpex aHa 6yTaan ypaH
6yT29n4nitH Teceenneec yyaanTai. XapaB ax
rasap aganait 6aiican 6on oy 6onox Ba? Xenee
TanbiH xa3raapryit MoHronsiH yyaam Hyrar
TYYHWIAr aanaiir 6yTasxaf xypraxaa. Ox rasap
Hb H3I3H LarT ganaraap 6ypxaracaH 6aiicaH
6ereen xaf Hb YYNYYKCAH AANAIH XACAAHYYA
6awaar Tyxai xymyyc sapbaar. bat-OpasHa
Aanai T9HIMCKIAH xs3raapbir 6uaHUIA Aaaryyp
6yT33caH. Xex TOHrap eef xapaxaa LaraaH
YTacHYyYA canxuHbl agcaap xuicy GuaHuir
AanaiH ryna 6yt MaT MaapIMK TOPYYHS.
Janait TaHrMcHiir M3aaX Hb MOHTON XYHUIA
3ypxaHA xon 6aipar y ypan 6yraany ganai
TSHIUCTSI ©6pCAMNIiH OpreH Yyyaam Hytrad
xapsbuyyncad 6ainaa.
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BATSAIKHAN
SOYOLSAIKHAN

MONGOLIA

Soyolsaikhan Batsaikhan’s artwork combines
installation and performance, and addresses the
question ,Who are we now as Mongolians in our
own land?‘ The mirror represents self-scrutiny,
the attempt to see oneself along the road to
understanding oneself. The artist started by
installing different sizes of mirror into the land,
curved around, so that the person standing in
the middle can see many different images of
him or herself. This mirror installation then forms
the backdrop for the performed part of the
installation, in which Batsaikhan asks

people to put on robes and join themselves

to him through lengths of ribbon. In this way

he can be connected to many people at the
same time in his journey of self-reflection and
questioning.

But the ,outcome’ of the performance / enquiry
is that despite the fact that he looks just like the
locals who live on the land, his inner self tells him
that he is really the same as the foreigners

who are visiting Mongolian nature for the first
time.

The message of the mirrors is that the new
generation of Mongolians prefer Western culture
to their traditional culture, and they blend in
easily to urban living. Although Mongolians feel
like they understand how to live from their own
land, they have in fact lost their ability to really
interact with nature as nomads have done in the
past.

Are Mongolians no more skilled than foreigners /
tourists in living out nomadic culture?

18

YpaH 6yTaanuy CoéncaiixaHbl batcaiixaH eepuiti
ypaH 6yTa3nass eper ypnar 60noH yinanuiH
ypnaruiir xocnyynax bua eepcaniit rasap
HYTartaa xaH 60noB? xama3x acyynTeir TaBunaa.
Tapaap baiiranba 6yTa3caH eper ypnarraa

©6p 06p X3MXKI3HI3C BYTaX TONUIT ALWMINAH
eepuitH rapaag aypcaa Tan 6ypaac xapax
6onomxToiiroop 6aiipnyyncax araan TonuMHA
TYcax TOPXYY TYcran eepuiiH JOTOOA epPTeHL
60n0oH MeH YaHapbir 6ycaan UNTraH Xxapyynx
6aiinaa.

YpaH 6yTaanu eper ypnaruiiH ypa tana bycan
ypaH 6yTaanumarai ynaaH Tyysaap xonboraoH
HYA92 Tarnacax 6aipantaraap yWnanuiH
ypnaraa y3yyrncaH Hb TYYHWi 6ycaaraii 3eBxeH
TONUHbI TYcranaap 6yc oloyH caHaaraap
xonb6oraoH “eru, asax”oinronuox, caTranasp
xonboraox 6sacanranbir UNSPXUIUNCIH Hb
6ycanaap AAMXYYnaH eepuiiree TAHUH Ma3X
OlOYH caHaaHbl asnan 6oncoH oM. YpaH
6YT22N4KitH raiixam asnnbiH Yp AYHA XAMAraap
un y3araax Ayp Tepx aran MoHron xyH 6onosy
TYYHWIA LOTOOA MOH YAHAPT XAPUiiH Y33N caHaa,
COEn, aMbApPArblH X3B MAST WMHIaX Gyiir
MaaapcaH asaan 6aiis.

YpaH 6yTa3nuniiH eper ypnar, Yunanuiu
ypnaruitH xocnon Hb xaaniraap MoHron xymyyH
6un eepcauii 6aiiranb A3NXMHTIIraa xonbornoH
QX Tepex TepenxuitH 3eH aoTooA catrang 6awx

Yy WKH3 YeuitH MoHronuyya 6un Tepenx 3eH
6unar, ax ambapanaac TacpaH OpHeaniH
COENbIr YpUnaH aBy 6yYit Hb HYYANUIAH COENbIH

ryH yxaaH, 6oaut 6aiigan angaraox 6araaruitH
unapxuitnan 6oncoH.

MoHron apa TymaH 6un eepcauitH rasap
HYTArTaa XapuiH XyH Mat 60mncoH rax yy?

Who are we now?
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CAMILLE BIDDELL

ENGLAND

Canmille Biddell’s concern as an artist is to

resist the homogeneity of mass production
through the use of clay. She says ‘The repetition
and rituals linked to ceramics are meditative,
engaging and direct, values | find to be lacking
from daily life, which is increasingly mediated
through (digital) screens rather than tangible
experience.’ The artist worked in a children’s
summer camp in Mongolia some years ago.

Since in her view ‘ceramics often symbolise
sharing and conversation’ it seemed a natural
thing to organise a ceramics workshop for

local people during LAM 2018. Her artwork

was inspired by the way in which, as she says,

a ‘landscape can trigger memories or déjd

vu - sometimes when returning to a place the
memories can be stronger than the present,

like ghosts’. Memories and the present flow into
what may be imagined memories, until the past,
present and future merge. The rock formation
Biddell chose as a site reminded her of an
abandoned city or amphitheatre, a place from
which to look out across the valley. The clay
figures are based on people she had met before
in Mongolia and from whom she had received
some wisdom or kindness. The figures are a
tribute and thanks to these people.The clay
comes from Ulan Bator, from on site, and from
the UK, and is mixed with sand from the Gobi.
The scale of the figures in the landscape, and
the inevitable erosion of the clay back into dust
suggest the merging of subject and object that
can often result equally from the overwhelming
experience of a new culture, or from the
presence of the huge landscape. ‘Things that are
handmade bear the maker’s impression, and the
tactility of making is a reminder of the history of
their manufacture.’
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Kamunn bupnenn yiinasspnanuitH HaraH XaBuitH
6aianbir 9BASX,WNHIUNIX 30PUNITOTOM KEPAMMK
ypaH 6yTasny oM. Topaap x3A3H XUIUIHH 6MHe
MoHrona xyyxauiH 3yHbl 3ycraH A33p LaBpaap
ypaH 6yTa3n TYYpUBAX rAMXAMLLIMIAT AHX
maaapuaa.”’Kepamuk xuiixag opaor 4ABTANT, 3aH
Y#n Hb Bsicanran MaT COHMPXONTOM, 30PUNTOTOM
6a 6uaHN efgep AYTMbIH AWXUTAN AMbAPANbIH
X3MH3N33C Xamaaryi unyy rax 6u 6ogaor”
X3M39X22.

“Kepamuk Hb MX3HXA33 XYBAANLLAX, XOOPOHAOO
xapunuax xonboocsir xanaar” yupaac buaaenn
MoHron xymyycT 3opuynaH waspaap ypaH
6yT221 XapXaH XUIX TANAAp MIANIrasca?
XyBaanuax Hb 3yWTail 6onos yy rax 6oaxas.
Kamunn xansxpaa “razap HYTrMiiH TOFTOLL Hb
AYpPCAMX, M3APIMXKUIAT CIAPI3X XyuTan baipar
6a 3apumaaa MaaAar raspaa 3prax Mpax

Yen M3apPaMXK Hb UITYY XyuTait 6aix Hb 6uit”
raxsa. buanennuiti coHrocon uynyynar 6yxuit
rasap Hb XasrACcAH XOT 9CBaN aMmpuTeatepbir
caHArayynHa, TOHA33C XOHANNT TIp YUraap

Hb xapx 6onHo. Wasap aypcyya Hb MoHrona
ypba ©MHO Hb Yyynsax 6aicaH TAHUMN, MIPraH
YXaaH, HUHXUH CTran, XaikpTai Xxymyyc aaap
YHA3CN3%33. OArasp AYPCHYYAHUIT XMICHI3P
TSAr93p XYMYYCT XYHASTIAM Y3YYnX, Tanapxan
Unapxuitnx 6aiHa. byTasnuiHxas Wwaspsir
MonronbiH wasap, Ux bputanuiii waspbir
XOMnWH rapraH aeyaa.ToocoHuop 6onox wasap
xs3raapryi Tang 6yyx yea 6uanuii Taamarnax
06bekT cybbeKTbiH OMNronT MApTArACAH
catrargan tepyynHa. lapaap xuigar sying
6yT22n4KitH caTraN xaparaax, 6yTaax yeuiH
TOpex M3APIMXK Hb 6YTI3MMUIAH TYYXMHT ©ryynaH
6aiiHa.

Who are we now?
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ANA LAURA
CANTERA

ARGENTINA

The objective of Ana Laura Cantera’s work
Invisible Cartographies is to visualize invisible
information about the environment and how
humans use it. A central role in the work is
taken by the Life Guardian, a cyborg robot,
part mechanical and part living material. The
biotic part (the mushroom) is the brain of the
robot, continuously managing its behavior to
seek ideal environmental conditions. It walks
on the earth like a new species. It has a range
of sensors so that it can collect and store
information such as temperature and moisture,
as well as the presence of pollution.

The extracted information is turned into
movements and sounds: on the one hand to
control the speed and direction of locomotion,
and on the other to make different sounds
expressing discomfort or wellbeing. It is also
used for making ecological maps describing
where the robot finds the best conditions for life
(using GPS coordinates).

Although Mongolia is very clean in the steppe,
the robot detected a fractional percentage

of NH3 in the atmosphere, presumably from
ruminant animals. The information was used for
creating site specific maps in the robot’s area
of operation. Each map describes where the
mushroom ‘thinks’ it is the best conditions to
survive. Changes in NH3 level were represented
by a point (a stick], and these were joined with
string, following the direction of the high levels
of gas emissions. In summary, Life Guardian is a
metaphoric way to make visible human activity,
exploring natural resources, and visualizing
different aspects that require close attention in
order to live better in the world.

AHa Jlaypa Kepepa 6yT1a3anaas xypaanaH

6yi1 opyuHbI TANAApPX YN y33rA3ry Maaaanamir
X3PX3H AYPCNSX, XYH X3PX3H ALLUTNAXbIT
xapyynax sopunrotoi 6ainaa. Ypax 6yTaanuiiH
ron yypruir mexaHuk 6onoH xarac ambg a4
mMaTtepuanbiH xacraac 6yTtcaH Life Guardian
(Ambaapnbir xamraanaruy)- kubep po6ort, 233n43r.
BuoTtuk xacar (Meer) Hb po6oTbiH Tapxu Gereea
TYYHW 30XMCTON OPYHBIT SPSNXMANAXMIAH TYnA
©OPUIiH 3aH YHNWIir 6aiHra soxmuyynaar. dHa
Hb WIMHD TOpen 3yin MaT A3NXWIA A33pP ANXAHA.
3H pobort ycHbl PH, 61uunn 6uetan, temneparyp,
UMITUIAH XaMX33, 6oxmpaon 33par Maaaar
uyrnyynax, xagranax 6onomkroi 6anaar.
Bonoecpyyncax mapssnan Hb xenenreeH 6a
nyy 6omx xyBMpaH: Har Tanaac, 6anpLunbiH
XYpa, YUINan, Heree Tanaac eep Taary
M3P3MX, 3CBIN 3PYYN MIHANAT UNIPXUIANSX
oep eep AYyY YUMIT yaupaaH raprax 6osnHo.
OH3 Hb MeH po6oThIr AMbAPANbIH XAMIUIAH CAliH
Hexuen 6aiiansir (GPS-uitH koopauHataap)
UN3PXMIANCIH IKONMOTMIAH 3Ypruiir rapraxan
awwurnagar.

Xapuiiraap MoHron ync maw Lasap 6onosy
po6ot araap maHaana NH3-uiiH maw 6ara
©epunenTMiir Maaapy Togopxoungor. SHa
M3A33N31 Hb POBGOTBIH YN AXUANATAdHbI
Tan6apT 30puUYnaraAcaH raspbiH sypar (sypar
3YMH) -uiir yycraxaa awurnaraaar. faspbiH sypar
6yp MeerHuit aMmbApax XaMrMiiH CAiH HEXLIeNTan
rax y3caH raspyyabir untrana. NH3 tesumH gax
eepunent Hb uar (Moa) -aap unapxuiinarasx
6ereep aAraap Hb yrcaap xonboraoHo.
Xon6oracoH uar eHaep yraa anrapyynaar raspbir
TamMAarnaHa. JlyrHax xanaxag, Life Guardian
60n XyH TOPenxTHUM YN axunnaraar xapyynax,
6airanuitH HeeLMIr cyanax, A3NXUIMA camxaH
aMbAPAXbIH TYNA AHXAApnad XaHAYYnax
Wwaapanaratai eep eep Tanyynabir ToCOenexmir
oponaaor metagpopuk apra iom.
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VIKRAM DIVECHA
INDIA, UAE

‘Mala’ (garland in Hindi), a site-specific work,
responds to the landscape of Mongolia.
Drawing from the Eastern ritual of garlanding
idols, the artist has embraced the land with a
mala. A monumental 8-meter high granite rock
formation emerging in the valley neighboring
to the Land Art Mongolia (2018) camp, was

the chosen site for enacting this ritual. Sacks

of coal were strung across the mala, bringing
into conversation the changing relationship
with the land. Traditionally, living off the land
in Mongolia meant a sustenance earned from
the pastoral lifestyle - herding across the land’s
lush pastures. This notion has changed over the
years as the Mongolian State is also living off
the land by aggressively extrac™ting mineral
resources from rich subterranean deposits -
affecting rapid economic growth. The coal hung
on the mala was procured from the Chandag
mine near the camp in Murum Sum. Stretching
for kilometers as one drives past the mine on the
Eastern highway, Chandag extracts millions of
tons each year, and at present has exhausted
one tenth of her reserve.

Expressing gratitude for what Mother Earth
has bestowed upon one, a mala is often strung
with offerings - at times sources of energy one
lives upon, such as edible items. For ‘Mala’ the
artist has made an offering of a relatively new
source of energy in human history - coal. This
gesture highlights the resources on the land
and those underneath - one, which tends to
replenish, the other, not. The artist would like
to thank Maygmarsuren.D, Naymdavaa.J and
Surenjav for making this work possible. Their skill
in knotting, arranging and climbing introduced
a local aesthetic and knowledge to the work.
Supported by Richard Jochum, Elizabeth Prins
and Junichiro Iwase.
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Ypax 6ytaany “Mana” (XuHaun-aap XyHaaTranuiix
3yynt)-r 6yTe3x893 MoHron opoHa XyHA3Tran
Y3Yynax Ecnonbir YWnasH 9X HYTIMIAr TOBP3H
aBnaa. XeHauA opwmx 6aiiranuiti eeepmerw,
Tortou, 6onox 8 MmeTpuitH eHaepTait GopXUH
yynyynar nasp sHaXyy Ecnonoo yunasxasp
COHrox aBcaH 6aiHa. Ynamknan écoop 6on
MoHron HyyasnuauitH ambapan 63an4yaapuiiH
man ax axyiTaii canwryi xon6ootoii 6onosy
9AMIH 3aCTUITH XYpAALTAil Xerxun cepreep
Heneenx, rasap goopx 6asnar, opa rasap,
ALWIT MANTMAnbiH HOSLIUIAT TYPracrax saamMaap
6airanniir cyWTrax Hb XapxaH rasap asuy 6yir
Xapyynaxbir 3opbxa3. Mana-uiiH ron marepuan
6onox Hyypc MepeH cymbiH oiiponLoox
YaHaaruiiH HyypcHuii yypxairaac aBy upxaa.
HuiiT HeeLMiiHXee apaBHbI HarMir onbopnocoH
UYangaaruiiH yypxait xun 6yp casa cas TOHH
Hyypcuir Ypa syr apyy T33Bapnagar 6aiiHa.

Ox Janxuii 6unana Gyx 3ynnuiir xapamryi
62n3rnacaHA Tanapxnaad UNapXMHNaXuinH
33parued aMbAPAn TSTFSrY ra3paa XamprnaH
9HOPIXUMT XYCCaH Baiinaa. YpaH 6yTaany
Hyypcaap “Mana” 6yTasH xyH TepenxteH 60noH
6aiirannitH xapbLaar UN3PXUIANSXMIAT 30PbXKII.
Bekpam HytruitH apa 6onox M.baspmaa,
JI.Hampaeaa, CypaHxaB HAOPTAA XaMTPAH YpaH
6yT99n93 xuiicaHaaa TyhnbiH 6aspTail 6aiinaa.
Yuup Hb TSAHMI ©OPUIAH 3X OPOHTOMIOO X3PX3H
XAPUIILGH QXUNNAX M3ANST Hb TYYHUI 6yTa2n
60cox 6051COH HAraH WanTraaH 60ncoH oM.

MeH ypaH 6yTaany Peuapa , Bnusaber 6onoH
XXYHUYMpO HAp A3MXKMH XAMTPAH QXUANACAH Hb
TYYHA X939 4 MaApTaAxryi aypcamx 6oncoH.
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MICHELE
GIACOBINO

ITALY

As an artist and landscape architect, Michele
Giacobino is concerned about the land, the
ways in which humans use it, and in particular
the question of which humans decide how the
land is to be used.

In this work for Land Art Mongolia 2018, the
purely visual association between the green
rolling grasslands of Mongolia and the game of
golf is straightforward. But this artwork is not
about golf as a sport, or about the enormous
areas of land, and water resources, devoted to
golf courses around the world. The title Club
refers instead to the ‘club’ of G20 nations (20 of
the nations with ‘developed’ or more powerful
economies) whose attitudes largely determine
the use of natural resources - including the land
- around the world.

So, in Club, the use of the flags of the twenty
nations refers to he globalized culture of the
G20. As Giacobino points out, the homogeneity
of globalized culture leads people to seek out
the unusual, ‘exotic’ or ‘undeveloped’, adjectives
often applied to Mongolia. Since there are

also artists from almost 20 nations (not G20)

in this edition of Land Art Mongolia, come to
experience the land and its people, Club can
also be understood as a reflection on the artists
and Biennial workshop. Flags are an ambiguous
device, of course, referring not simply to the
marker of the golfer’s ambition, but also to the
territorial ambition and claims of nation states
to possess the land.

Giacobino’s artwork was present in the
landscape for only a few days, and the artist
was careful to return the soil to the places from
which it had been displaced.
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Uranu ypaH 6yTaany XXuakobnuHo oHroH
6aiiranb, XYMYYC YYHUIT X3PX3H awmriax 6y
Tanaap xypL acyynan xeHAeCeH C3ABI3P YpaH
6yT2anaa Tyypsuaar 6unas.

OHa yaaan 1apaap MOHron opHbl OHrOH 33pnar
6aviranuiir ron¢biH Tanb6anTaii 3yipnaH ypaH
6yT29n93 Knyb xamasH Hapnanas. byraan Hb
ronbbiH CNOpT, ronbdbiH Tanbai, YcHel Heel,
ASNXUIAH XIMXKISHWH ronbGblH KYPCYYAbIH TYXan
6uw 6aiinaa. byrasnuiin caHaa Hb G20 (20-H
“XerxceH” acBan UNyy Xyuupxar 3guiH sacartam
ync opHyya) 6airanuiin Heeuuiir, Tap AYHAAA
nanxuii 6aiiranb opuMHA 9Ars3p Yne yHAICTIH
X9PXaH XxaHAax 6yYi xaHAnarIr UN3PXMUNCaH
XOPWH YncbiH TYr aan6aar awmrnaH ypat
6yT99n393 HaPNAXKI3.

MeH ypaH 6yTaanuy MoHron rasap Hyrar aasp

20 yHASCTaH, ypaH 6yTaanuna eepcamiiH

ypaH 6yTaan, y3an 604100 UNapxMinaH eep
XOOPOHJ00 TYpPLUNAra ConunLoH, bairans 6onoH
coénbiH TYxai eepcaniti Knyboir 6uii 6onrox
6yi Tyxaii 6aiinaa. YpaH 6yTaanuiiH eryynamx
Hb ra3ap HYTIMIAH XYC3N SpMan3an, YHAICTIH
SICTAH OpLWKH 6aiiX, ra3ap HYTar 939MIUIAH
Tanaapx AABXAP YTrbir U3PXMATIKSS.

XuakobuHornitH ypaH 6yTaan xaaxaH
©JIPMitH TYpLL OPLUMH XOHACEH raspaa Topasp
60nrooMxTol HOXeH COpraacaH 6unaa.

Who are we now?
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SOPHIE GUYOT
SWITZERLAND

In her proposal for the artwork, Sophie Guyot
quoted a sentence by philosopher Hannah Ar-
endt: ‘The world is not humane just because it is
made by human beings, and it does not become
humane just because the human voice sounds
in it, but only when it has become the object of
discourse’.

Guyot’s art is concerned with how the words we
use reflect and inform our views - how language
forms our view of the world. This work for Land
Art Mongolia 2018 started with a series of infor-
mal conversations between Guyot and people
from different and distant cultures: the artists
of the biennial gathered in Murun Sum, Khentii -
who come from all over the world - and

the inhabitants of the region, with a culture that
still bears many traces of nomadism.

Although her personal focus in these conversa-
tions was to explore the idea of humanism in the
Anthropocene age, she found a deeper person-
al connection with people through her love of
horses, and the fact that horses play a central
role in Mongolian culture. In fact, the figure of
the ‘horse’ began to represent all the depth and
range of meaning of the figure of the human, a
kind of alter ego.

In Europe and New World, the word ‘human’ is
normally used to denote positive attributes, as in
Mongolia the word ‘horse’ also evokes a positive
set of values. Would we think differently about
the world and our actions in it if we used the
word ‘horse’ instead of the adjective ‘human’?
And ‘horse-ism’ instead of ‘human-ism’?

38
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The question mark that follows the word is
important: it focuses on the interaction between
the installation and those present, questions
them directly and invites them to take a stance.
Due to the unevenness and the differences in the
depth of the terrain, the word can only be read
from a specific point. The concept of humanity
expressed in this installation thus crucially
illustrates the question of perspective.

YpaH 6yTaanuy Codu laiiot punocoduy XaHHa
ApeHateiH nwnan 6onox “XyH TepenxTeH opLIMH
6yi1 n 6onoxooc nanxuit 6on XyMyYH TOPONXTeH
641, XYH TOPONXTHUI AYY XOONO COHCOIACOH
yypaac xyMyyHuiir opwuH 6ainrax 6aiiHa”
6yT22n1iiH 9X caHaaraa aBcaH 6yTaanaa
Tyypeuxaap 3opbcoH baiinaa.

Topaap 6uaHuMi xaparnafar xan, yrc 6uaHui yaan
604nbIr UNIPXUINK, ©8PAUIATres UNIPXUINNIX
xaparcan 6onpor 6ereea HYYA3NuYWH ApA
UPraauitH COENTON TAHUNLAH HYTTMIAH apA
UPraHTa| xapunuaH AHTponoueHui yeuniiH
XYMYYHU3MbIH Y331 6apumTRansir cyanaH

ypaH 6yTasnas Tyypsux ssaan 6aicax 4 aayyr
XaWprax xakpaap AAMXYYNaH XyMyYCTai unyy
ryH3ruit xon60o Torroox, Mopb Hb MoHronbiH
Co&np ron yypar ryiuatranar 6onoxbir HyyA3nuuH
apA ONOHTOI Yyynsaan onxk xapxaa.

Espon 6onoH LLnHa yeuiiHxaHa “xyH” xamaax
OMNronT YxamcapT 3epar LWMHX YAHAPbIT
UN3apXUnaH xaparnaraaar 6on MoHron opoHA
“Mopb” XaM33X OMUNrONT YxamcapT MeH UXII33p
unapxuingsr 6ainaa. Xapae 6ug “xyH” racaH
YrHUWiA OpoHA “MOpb” FAC3H YIUIr X3ParnacaH
6on nanxuit epTOHLMIMH TYxai, GuaHni yunanmir
eepeep 6oaox y3ax 6onoe yy? MeH “xyH-usm”
-UiiH opoHA “Mopb-n3m” rax yy?

Yr parax 6yi acyynt Hb uyxan ay xonborgonTon
6aiinaa. Acyynt 6uasHA XYMYYCHUITH XOOPOHAOX
XAPUIILAH YANUNan, aHxaapan Tesnepen,
TaAHMIr 6aiip cyypua unapxuiinax wyya éyc
XxapunuaaHg ypbaar. ©ep xoopoHaoo 60noH
rasap HYTrMiH anraaraii 6aiipnaac wantraanax
yynang 6uunracaH ypax 6yTasanuuitH yr
TOAOPXOW LAraac yYHwwmx 6onHo. SHaxyy eper

YpnarT XyH TOPOnXTHWIA y3an 6oaon xapxsH
UN3apxumitnaraax 6omnox Tanaap xapyynaxbir
30PUH X3TUIH TENeBWIAH ACYYanbIr TOApYYmx

XApYyyrcaH om.
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MARIKO HORI
JAPAN, SERBIA

Mariko Hori’s Fishing for the Earth constructs the
image of a solitary person in conversation with
the earth through the instrument of a fishing
line. As she says: ‘The fishing-line would break if
you tugged too strongly. It is necessary to keep
the balance and feel the weight of the earth.
Then, you will know that you can never ‘catch’
it

Hori wants to propose that we re-acknowledge
how great the earth is, and to have more respect
for it. We all understand how urbanisation has
resulted in there being fewer and fewer
opportunities to communicate with ‘nature’ -
that is, with a nature that is unmediated by
humanity, and still commands the respect of
humanity.

She says: ‘Lack of communication foments this
unbalanced relationship between humankind
and nature. It’s time to talk to the earth again.

This work provides the opportunity to think
about how to communicate with the earth - a
dialogue to guide us about where we are
heading. Through experiences like this, we begin
to view and think about the world from another
perspective, and this in turn may influence and
ultimately change our relationship to the world.’

The fishing rod is a tool for connecting nature
with humankind: one part is made of a branch,
connected to the part that comes from a ger. But
the rod is only a tool, and the work itself is about
the experience you have while you are fishing.
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Mapuko Xopu 6yT23n33 3aracHbl A3raar
AWMIIAH A3NXUATIH XAPUILIOH SpUa @pHYYX
6yi 6re xyHUI TOpXUIT Xapyymkaa. Mapuko:
“XapaB Ta xaTapxuii XyuTali TatcaH 6on sarac
A3ra3 rasapT ynasH Mep Tacpax 6ereen
TIHLBIPUMIT XQATANMX, ASNXUIAH XUHT MIAPIX
LwaapAnararai, XapuH Apad Hb Td rasap
A3MNXUIAT X333 4 “6apbX Yaaaxryi” ragruir
mafax 6onHo ranaa.

YpaH 6yTa3ny rasap A3NXWi X3YHI3H UX aryy
60noxbIr XyNaaH 36BLIESPY,XAHPNAH XYHASTraX
xycnas 6yTaanaas xapyynnaa. buaxuii cyypuH
coén 6aiiranb XyH X0€pbiH XapbLAaAr XonAyynaH
y 6aiiranb 3xa3 XYHAN3H Xalipnax caTranuir
Xapyynaxeir 30punoo.

Tapaap xanaxAsa: “xyH 6aiiranuiii wyya
XAPUNLAA XONACOHOOP XYH TOPONXTOH ASNXMIH
TOHUBIPTYMH XapbLAA 6COH HAMArAcaap baiiraa
yuup xymyyH 6ua 6aiirans sxTail AAXMH SipUX Lar
6onxas” ranaa.

TyyHuit 6yT29Nn BANXMHTINIaS XOPXIH XApPUNLAX
60nox caHaar UNapxXMitnaH 6UAHNIA UP33AYIAH
TYxai apua epHyynax 6aiie. bug apunucanaap
9X I9NXUIra3 eep eHLreec xapx, 6oaox, catrax
6a A3anXMI XYHUI XOOPOHAbIH XAPUNLAQHA
Heneerx, aprasa XyH 6uaHuii xapunuaar
eepuunger oM.

ByTtaana saracHbl yypra Hb XYH TOPONXTEH
6airansTain xapunuax xaparcan 6ereen Har
MoHron rapuiiH yHuir awmrnaH 6yTaaxas.
MapukoruitH 6yT23¢aH 3aracHbl A3rasHUM
Tycnamxaap 6aitranb axTai xonboraox TyxaiH
YHaT arwmH yyxan 6aiinaa. Upasayit 6on HaraH
xeBeryeec 6yTasracaH rax xoép aaxb 6yTaannss

Who are we now?

In her second work, The Future is Made from
Something Floating, Hori wanted to celebrate
‘the atmosphere and spirits’ of the place, made
up, as she says, ‘from everything which has
existed here until now.” And that includes
contributions from the bodies of humans
passing by in the present as well as those that
have passed by in the past. She imagines people
in the future feeling the presence of

her own contribution.

Hori 6yx lomc eHeer xypTan 6aiicaap 6aiiraa
6aiix 60mnHO raH caHaaraap” araap MaHaan
60MOH CYHCNar epTeHL” X3M33H TOMAITNIXMIAT
XyccaH oM. YpaH 6yTa3any upasayia eepuitH
6yT33n Hb XYHA HaM3pTal 6aliraaraap TeceeneH
YNAS3XMHUT XYCraa.
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The Future is made of something floating
Npasayn amap HArsH xeBCeH 3yunaac OyTHS.
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JUNICHIRO IWASE
CANADA

The purpose of the installation is to open up
conversations about the relationship between
‘human’ and ‘nature’ in our contemporary
context of globalization. More specifically, this
installation surfaces questions about being
‘balanced’ in the age of the Anthropocene. It
also throws into question how we can strike a
‘balance’, or more colloquially, ‘level the playing
field’, whilst preserving a moral ecology that
attends to the complexities and contradictions
inherent in our relationship with ‘nature’.
Ultimately, this installation hopes to yield insights
to address the theme of the 5th Biennale of LAM
3600- Land Art Mongolia: “Who are we now?”

Entitled Land Scale, this installation takes its
inspiration from a quotidian tool in carpentry
known as the carpenter’s level. This level serves
as a metaphor for ‘balance’ in his work, both
conceptually and materially. It is represented
as a long cylindrical container filled with just
enough coloured fluid to allow the water to level
itself horizontally in relation to the land. With
Murum Sum / Khentii Aimag in the background,
the installation will function as a barometer of
balance between humanity and nature and
generate meaningful conversations about a topic
that is more important now than ever before in
human history. Written in collaboration with Dr.
Maki Iwase (artist’s twin sister)
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OpumH LarmidH 4asapunansii 3puH yes YypaH
6yT9any4 XyHuxmpo xyH 6a 6aiiranuiiH ysnaaa
xon6ooHbI Tanaapx eper ypnaruir 6amrans

Aaap byTaax sopunrotoit barnaa. TyyHui

6yT99n AHTpOMOLEH-MIAH Lar yea Tynrapy by

XYH 6aMranuitH TSHUBIPUIT Xapyymxas. Tapasp
6airans xypaanaH 6yi1 opuHbl TOHLBIPT baiigan,
6airanstait ysnaax xonboo, XapuILaH yrununan,
YN OWNronLon, 36PYUNAeeHTII ACYYANbIT XOHASH
rapracaH. “bug xsH 63?” capaet [IAM 360
Bennanba XKynuxunpo ypaH 6ytaanas faspbiH Xux
X3M39H HBPIM3H, XUPUIAH MUXACH XYHWI TOBLIMHA
6arax xaparcan awurnaH byTaanaa.

TyyHuii awmrnacax apra 6onoH 6arasx xaparcan
Hb X1iicBap 60510H 6OAMT YOHAPbIH TOHLIBIPT
6ananbIr UNAPXMIANCaH 3yipnan oM. Araap
MOHAGNS YChir X3BTOS TOBLIMHA 6ANNTAxbIH TYnAa
WAAPANAraTai XaMxaaHa YpT LMAMHAP CABbIT
AYYPraH LAaHA Xaparaax XaHTUin aiMruiH
MepeH cyMmblH ras3pbiH TOBLUMHTIW TOHLLYYNSH
6aipryyrcHaap XyH TopenxTeH, 6airans opyHbl
TOHLBIPUIAH XMXKYYP BOMXK, XYH TOPEnXTHUiA
TYYX3HA YpbA 6MHe x2399 4 baiiraaryi 6aitranb
OPUYHbI TYXAH COOBUIAT XOHAOH XapyyncaH 6yTaan
601COH.

Who are we now?
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Who are we now?

MUNKHJARGAL
JARGALSAIKHAN

MONGOLIA

Mongolians used to be nomadic people. Now it

is the land of semi-nomadic people and newly
settled urban people, and the center of this newly
democratic and recently urbanized country is the
capitol city Ulaanbaatar.

The city is home to 1.3 million, more than 1/3 of
the country’s population and the half of that
1.3 million is the people who came to the city
unregulated after the democratic revolution.

The city lures more and more nomadic people
from the poorer parts of the countryside and
swells in population size while having very limited
space.

Naturally, there is a clash of civilizations in the
city. | wanted to show this clash with my artwork.

MoHron apa TYM3H 9pTHSSC YnamxnarnaH
MPCOH HYYASNYUH COENTOM XyMYYC 6arcaH.
YnceiH Huiicnan YnaaH6aatapT HYYASMN3H MP3X
cyypbLUcaHAap 6MA Xarac HyYAnUIUH Ynamxnant
6oncoop baiiHa.

Huticnan xot 1.3 caga xyH amTai, HUAT XYH AMbIH
FYPABHbI HAT X3CAT Hb APAYUIICAH XYBbCTAIbIH
LApaa XoT Yypyy opXK CYYpbLUMH AMbAAPCAH
XYMYYC IOM.

©preH yyaam rasap HYTarT ambaapy 6arcaH
HYYASNUYMH ApA TYM3H XOT Ypyy TACPANTTYHi MPX,
XA3raapnaramMan rasap HYTarT aMbAApPCAap I
6aiiHa.

YpaH 6yT23n4 XOT XeAeervitH aMbAPArnbiH Anrad
60MOH OPYMH LLArMIHH COEMbIH SAradr Xapyynau
TYYHWIA 36PUNUitH TANAAP ONOH ACYYAMbIF XOHASH
rOpraxsir 30pumnoo.
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RICHARD JOCHUM
USA

| propose to create a site-specific land art
installation, Rock Candy. The installation consists
of a pile of giant stones gift-wrapped in blue

and silver foil. The stones, found on the site, are
arranged in a circle with a diameter of seven
feet. By offering a shot of sugar when viewers
need it most, Rock Candy offers a gift, albeit one
that can be consumed only visually. The weight
of each stone physically discourages visitors to
carry the “candy” away.

The foil used to wrap the stones resemble first-aid
emergency blankets, which are often utilized by
hikers, campers, and mountaineers to protect
themselves from the windy or cold outdoor
elements. The foil glistens in the sunlight and
reflects the environment. The reflective quality

of the blankets simulates the effects of a mirage
by giving the installation the appearance of a
displaced object glimmering in the sunlight from
a distance.

The project plays with the idea that things are
not always what they seem through the ironic
use of materials the stones are being protected,
not the people. At first glance, Rock Candy has
the appearance of a Pop Art sculpture that
seems out of place in the environment. Upon
further investigation, it is actually a site-specific
land art sculpture that draws the attention of the
visitors to its artificial, big and shiny presentation
but brings their attention back to the natural
environment of the site.
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By opoH HyTruitH oHunorT Toxmpox YynyyH Ynxap
aXIIbIH TecnuiAr 6onoscpyyncar. Tyc nHetannsum
QBAPra YYNYyHYyobir LIHXSP, MEHrerner ranrap
LlaacaHrf opoocoH beerHepneec bypasHa. TyxaiH
raspaac oficoH YynyyHyya Ho 7 GuitTuiin (toxoi)
AMAMETPUIAH ToMporT bartaHa. Y3aryass XamriH
X X3PIrLLaT Yeh Hb Ynxap ercHeep YynyyH
Ynxap 6anar 605HO, raBY YYHUIT 30BXOH HYAI3PIS
n naHa. Yynyy GYpUIH XuH y39ruasg ,4nuxapuir”
aBuy siBax bonomxryit 6onroHo.

Yynyyr opoocoH ranrap Laac sBraH asnary,
MaWXaHTaW asnary, yynuaan canxutai byoy
XYMTH33C XAMraanax aHXHbl TYCNAMKUIAH
HeMperuiir caHarayynHa. f[anrap uaac HapaHa
ranTraHaH 6aviranb opunHa TycHa. Tycrax aHs
YaHAP 39P3rN33HNIA dGGEKTUIT CaHaraYynx
TYC MHCTANNSLIMI XON00C HOPAHS rAnansax
6ampranbir Hb ©6PUNeH TABLCAH 3YMNCUIH ayp
3Ypruiir erxe.

On 3yiinc aaHaaa xapargox 6airaa wuras
6ainaarryi, ErTNoH XaparnacaH Marepuanaap
4ynyy XamraanaracaH, XapuH XyMyyc yryi.
Oxnaap xapean YynyyH Yuxap 6aiiranbn

rapy upcaH lNon Apt 6apuman wur y3araaHa.
NaBwpyynaH cyanax xapear, 3HS Hb OPOH
HYTIMIMH OHLLMOTMIAT LUIMHFOSCOH NAHA apTbiH 6yTaL,
6erees xyypmar, Tom, rananscaH bainanaapaa
Y33r4auiiH aHxaapnbir byuaan HYTar opHel
6airans pyy TaTtHa.

Who are we now?
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TANYA P.JOHNSON
SOUTH AFRICA, CANADA

“Coming from the direction of beginnings and
the waking winds, the blue air is filled with
small birds. Like bright thoughts. They are in the
slipstream of the story catchers: swan, hawk,
owl and sparrow.

These Old Ones move between the worlds and
show the people that grief and jubilation are
twinbrothers. The hollow bones of these

winged teachers can be used to travel to the

sky nations. And also sideways in elastic time.
While moving upwards through the white and
bleached bones, they told me, we can
simultaneously send roots down from the soles/
souls of our feet. Some of us remember how to be
this tall.

In this way, they said, we become the hollow
bones through which the spirits of the unborn
can see the dreams of the ancestors piled deep
inside the earth.”

The work that Tanya P. made in Mongolia
includes two components: story writing and
installation. It was informed by her experience
of living on the land near Murun Sum, and by
interacting with the people and witnessing

their ways of belonging to their culture. Tanya
spent her first two days there in a ceremonial or
ritualistic process, during which she wrote seven
Concentric Stories in flour, salt and water to feed
the land. Referencing how people move around
their gers, she circled a nearby sacred mountain
in a clockwise direction, inscribing the earth with
the stories as she went. Rituals of sweeping the
land and offering milk were also undertaken.
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laixam 6oaona axnNanasc YYCanTai capyyH
COMNXM YUFTIOH UPIX3A LIBHXSP araapT bauxaH
wysyyanaap AyypHa. Araap maHaana oplumx
TOAreap HALXAH WYBYYA JOMIMIAT ByTa3MY XYH,
LOHXOP, Wap wysyy 6onoH 6ansyyxaii bainaa.

Baraap AOMOIT WYBYYA ANXMUIAT33C AINXUIHA
HYYASMNSH ary Ayy MaT yit rawyy, 6asp
6ascranaHr xyMyycrt xypraaar. TaaraapuiH
RANOBYHbI IC TAHMSPUIAH OPOH Ypyy asnyynaraac
rafHa eep epTeHL, apyy aaryynax asaar. ysyya
6yLaH MpaxA33 099p epTeHUea by cyHcnar
6renitr eepToe WMHIA3H rasapt byyaar. Xymyyc
61 eBer 093CUIMHXIS CYHCTIN rasapT byycaH
TOPXYY SCAap AAMXYYNAH XON6orfoH epTeHLMIAH
T'YH 9pYY HIBTPSH OpAOT racaH boanoop ypaH
6yTaany MoHrong npsx XaHtuii aimruiti Mepex
CYMbIH Yyryymn uprafTai coén, Ec 3aHLLUMbIH
TANaap Ap1a epHyynnas. OxHui xo€p enpee
TOP33p ra3ap HYTArTA TAHUMLAH SPraH TOMPOH
AAXb [OMOOH XalpxaHg epren 6apbl, 6apux Ec
30HLUKUN YNAMXKMIANT IS PUIAT HAP 36B TOMPOH rapax
TYXan Grunx axannas.

CoHccoH 3yiinas rypun , gasc 6onoH ycaap
GUUYMH SPraH TOMPHbLI XaWPXAHA epren 6apbLly
6onroH TaBunaa. YyH3ac X0 YYCCH
Anthropomorphs Hb apTHMIF MoHronelH gomor,
ep byceiH ganasutait wysyy-fanbaiiH rax
HapPNaraAar WyYBYYAaac YpraH rapy MpcaH

oM. 3arasp Hb onaBop, 6aranuitH 3yuncasc
uyrnapaar. XerxM1inH HarACSH Xaparcnyya Hb
TYYXUIH 30pUYNANTTAN T99BPUIAH X3PSrcnuiH
6anragan oM. XyaanAaaHbl TYYX, YNASTA3M, XYHUN
XOAPUNLQH YANASI, 60pee 3aaX erceH NpoTokon
(MMHKIT @epPUiiHX Bl coBnooc yr xanax rax MaT)

Who are we now?

Story Keepersis a compilation of four
Anthropomorphs inspired by the ancient
Mongolian mythical and supernatural winged
bird-humans called the Galbinga. The
assemblages were composed of found and
natural objects such as chairs, children’s shoes,
printed wings, a horsetail, a swan skull; and
integrated musical instrument parts. The work
references the action of carrying and the story
keeper as protector against the narrative of
globalization.

Influences for this work also emerged from her
witnessing how Mongolian people express their
relationship to the cosmos and the unseen,
through temple and land offerings and in
Shamanism.

In Ulaanbaatar, Tanya traded artworks for the
Mongolian words that stimulated the invention of
the script she calls Wordmaps. She painted word
symbols, such as song, breath, story, laughter
and dream on the instrument parts.

The colours and motifs chosen for the installation
are suggestive of gerboxes and doors. In alluding
to these boxes, she speaks to traditions of
holding or containing both stories and treasured
family objects.

Tanya suggests ideas of sewing in her stories and
integrates binding, bundles and thread in her

works, symbolizing the thread that bind s humans
to one another, to their culture and to their world.

-MIT AryyricaH xaparcryyanir 6arraacaH yruiH
TOBUJION 3 HOPM3AAN TEKCT X HAPMSA3T.

OpyyncaH yreuidH yTra He Ayy, amberan, Tyyx,
UH234, Mepeegen oM. COHroCOH eHre, 3areap Hb
rapPnWiH XampLar, Xaanrsir caHan onrofor.

lapuitH xakpuarTt aypoaxaaa rap 6ynuiiH ag
3YMNCUIT TYYX, YHIT 3YWICHUIT 939MLLAST, 3CBAN
aryynax racoH CaHAaAr A3BLUYYNICOH. DHS axXuna
30PUYMK MUHUI YpaM 30puruiir (Maaasxasp
AGBXAPAYYNCAH) MOA39X MUHUI CAHAAHA
TYNryypnacaH caHcap orTopryiH Tanaapx
onnronT, apra 6apunbiH TANAApPX MUHUIA y33n
6oanooc yyaanTai oM.

OHa Hb APUYH CYM, CYYHWIi epren, MaaNarTan,
raxAas Typunararyi 6onosy beervitH wawmHa
AAANAra XMnaar.

Axnbir xonb6ocoH ytac ragar Hb 0€non, ANXUIr
X0n6ox TYYXWWH Frap YTac, XYH TOPOnXTeH Har
HaraHA29, TOAHWI COEN, rasap ypyy xonbogor.
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LEUNG MEE PING
HONG KONG, CHINA

[ would like to use formlessness as a tool for
creativity and to convey an attitude, in the

wild nature. A rope and wattles are elements
for people to initiate a dialogue with the sky
and the land, between the blue and the dark.
“Observation” is the transformation of creation.
What we will see depends on our own discovery
through imagination.

Blue Pupas

Video documentary 2’10 mins, 2018
Medium: pad screening, rope

Dark Pupas

Poems:

1. 1 am contingent: | am writing poems: Endlessly
starry night: Senseless at all

2. | see smiling lips for the fall of the night: Kissing
the edge of stars

3. A boundaryless map: Guiding one move
through arrays of stars: The sole eternity
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Bu ypnaruitt 6apar xanbap aypcryi 6ytasnuiir
MMM OHrOH 6aWranuitH GyTaana XMAXUIAT UNyYL
yanar. XagsH bypracaH b6aiiryynamx 6onoH yrac
XYMYYCT TOHI3p ra3apTai XeX LIBHX3pP, XAPAHXYWH
AYHA APUNLIOXAS XAHTANTTAN SHMUIMH 6aiix 6onHo.
SAxunrnant® Hb GyTeanuitH wKumxmnT oM. Buanwi
XAPAXbIT XYCCAH 3yhn 6on aypcnaH 60[0X, TAHWH
M3A3XYMrasc MAAHb LANTIAANHA.

Xex wasx

Bapumrar xegenreent aypcnan 2’10 cekynr, 2018
Texnuk: Oanrau, onc

Xap waex

Wynar:

1. bu xamraanary: bu xasraapry#i Tyrax ogot WweHe
Wynar BUYHS: OrT YTra yumprym

2. by xapaHxyii WweHen 6aacax ypyyrnbir xapx
6ariHa OpAbiH ASraHbl UPMSTUIT YHCOHS

3. Xun xasraapryi raspsiH sypar
TyyHuiir opabiH 6yx Lauparaap AAMXWH XeAT1exXeq
3anHa LlopbiH raHL, MeHx
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ZHENG LU
CHINA

Zheng Lu lives in Beijing but was born in Inner
Mongolia, China. He is concerned about the
loss of cultural diversity in Asia - including or
especially Asian contemporary art - resulting
from global homogenization. He would like to
provoke thought about this issue through his
work, and the trans-national / multi-cultural
character of LAM creates the perfect context for
this.

For his artwork, Zheng set up lengths of adhesive
tape stretched between rocks in the landscape
and left them there to collect whatever was
brought to them by the wind: visible and invisible,
organic and inorganic fragments from the
landscape, whether from hair from animals,
feathers from birds, parts of insects, seeds,
leaves, dust from the rocks, and maybe even dust
from humans.

In this work it is the wind, a dominant element

in the landscape, that becomes the ‘active
principle’, moving particles around as humans
are moved around the globe by forces that

may be powerful but also invisible. The two-
dimensionality of the collection of dust on the
adhesive tape makes it like a drawing. When
confronted by a two-dimensional recording, are
we able to imagine a full life in three dimensions?
Zheng’s attention to the inconspicuous is a way
to pay acknowledge and respect the diversity
of unique particles that together go to form the
landscape.
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BHXAY-biH BaaxkuH xoton ambaapaar ©sep
MoHron ypaH 6ytaany 3enr Ily angaroax

6y eepuitH coén 6onoH opunH yenitH AsuitH
ypnart rapy 6airaa eepunentuiiH Tanaapx
ypaH 6yTaan Tyypsury tom. Tapbasp JTAM 360
TOB AOXb beHHaNbA ONOH YHASCTHWI coén, Ec
30HLUKI XOOPOHABIH XONGOOCHbI TAnaap YpaH
6yT23n93 XMIX33p 30pbCOH. Tapaap byTaangss
Haangaar Tyys (Ckoty) awmrnaH xaaHsl sascap
Haanayynax 6arpnyynx canxmap TYYraaH MPCaH
lomc Bypuiir Haanayynax asax baiinaa.

ByTaann ysargax omc, yn y3argax lomc ,

OpraHuk 60noH opraHuk 6yc 3yinyyan, aMbTHbI
YC, LWYBYYHbI 641, XOPXOM LIABLX, YP, HABY,
TOOCOHLIOP, TOPTOT Haanmka3. bavranuitH
ravxamwwurt yaarasn 6omnox canxv “uasext
30punm” 6rii GONTOCOH Hb XYH TOPOINXTOH ASNXUH
A93p Xyunpxar 6OnoBY yn y33rAaX y3orafmiH
XY4Y99p A3NXMI AASAP LWITKUH X648k TOUWPOH
Spranaaar CaHAAr UNBPXMIAMKIS.

TyysaH [99pX IOMC XOEP XIMXI3CT 3ypar MaT
XapAraaHa. YpaH 6yTasny xo€p xamMxa3CcT 3ypruir
XOPOH X3P3B FYYpBAH XaMx33cT bananaap
6yToana xaHasan 6yxui 1 lomcbir bua TeceeneH
60p0% yagax yy? byx tomc razap Aanxuii 433p Har
HArH99 XYHASTIOH 39P3rL3H OPLUMH BAWX Yyxnbir
6YT23MMIiH ron caHaaraa 6onroxas.
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Who are we now?

JETTE MELLGREN
DENMARK

A nomadic home stays the same inside when the
household moves on, even though the landscape
outside changes. The ger is like a nest - a symbol
of life, a place where you can feel confident and
grow up safe.

As far as | understand nomadic life is about
responsibility for the family, for the animals,

for the community. It is respect for nature

and concern for life. In the ger everyday life is
transparent. You cannot hide, you do not need
to pretend - as everyone lives close together in
the same nest. When the family moves on it is
because it is necessary for your animals to have
new grass - not for you to discover new land.

This kind of collective responsibility you share
with one another in such a big family is what
is most missing in modern western consumer
society, | think. In that part of the world the
religion is individuality.

When life gets too complicated we tend to seek
for a more simple version. Often we search to
find our inner self by travelling in our mind or

in the outer world as individuals going back to
ancient or foreign cultures. We are ‘taking off like
nomads’, we say - travelling around the world,
free from responsibility - only concerned about
ourselves and our own goals. But is this nomadic
life? Or do we misunderstand and disrespect
what is most essential about nomadic life?

Xaawuiirasp 6aiirans Aanxuin eepuneramer y
HYYA2MYMH apblH rap Ar N X3B33P OPLUMHO.
TagHuWiA rap WYBYYHbI YYP AT AMbAPATbIH 9X
6anar TamMAar, aloyn ToTropryit ecex cyyLl Hb
6onpor 6vnaa. YpaH 6yTaanunitH XapcaH
HYYZSMAH ambapan 6on 9x A3NX1i, AMbA AMbLTAH,
Xypa3anaH 6y opunH, rap 6ynass xapuyunaratai
XAHAOXAAC FOAHA TOArS3PUIT XAUPNAH XYHANSH
aMbJpPax ECOH oM.

MoHron rapuiiH ax amMbOpan XaH93C Y
XAMOAPAXryi aHrMKiH Gereen un Tod WYBYYHbI
YYP®H 49X aMbAAPAbIF caHarayynam. Hyyanuin
aMbJPAnbIH X3B MASIT LMHWIAT 3P3H xaixag 6yc,
XAPUH ©6PCAUNT Hb TXISH TITFAIY MArbIr JATAH
HYYZSnnaaart opLumHo. XetraruitH 6ogona
3HBXYY Sran dMbApPAn OpyYnH yeuiH EBponbiH
coéng HaH aytaraax 6akraa MaT caHargaHa.
TyyHuI xapcaHaap COENT HUIraM XaT3PXMi
TeBOrTal 6ereen SHrMMH AMbAAPBIT XYCIMXKITSX
Hb OMOHTAA.

“HyymenuauitH 3amaap “ xamMasH Aanxuii gasap
QSINAH X3CYYYUIK, OPOH OPHLI COENTOMN TAHMMLIAH
©6pCaniiH 1YY XOONOMr COHCOH, I0TOO ePTOHLIOO
H39H BPX Yeneer MaAPIXMIT OPONALOT U SH3
yMnaan 6yxaH 36BXeH ©6pPUiiH TeN1ee aMUH
XMUY23CBH XYBUIH COHMpPXONS XeTneraceH banaar.
Tarsan HyyAanuuH apa 6ac yyHTsi agun 6aigar
yy? ScBan eep CoENT ApA TYMSH 6Ypyy ornrox
XYHASTraNry# xaHaaar yy? HyyaasnunH apasix
aMbadpnbiH 9x 6ynar loy Ba?
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SENA PARK
NEW ZEALAND

My idea started from a fantasy of an untouched
land, Mongolia, where | had never been or
experienced. As a foreigner or visitor, | ask myself,
how much will you be able to understand local
cultures and adapt their culture?

| am interested in the natural environment
and Mongolian people’s lifestyle. However,
my curiosity for the natural environment is
juxtaposed with my longing for city life and
connections with people.

This idea and my artwork were inspired by
my family’s settlement in New Zealand as
immigrants. My work represents how much

I understand and adapt their culture in my
way. And it is about newly created culture, or
culture diluted by cross culture with limited
understanding and little knowledge.

CeHa MapkuiH 6yTa3MnMiiH CaHAA OHIOH 33pnar
MoHron rasap wopooHooc axnanTai. l[afgaanbiH
304MH TOPa3P MoHron HYTrMIMH COENbIr XaPX3aH
OMMNTroX, TYYHT3! X3PX3H 30XMLIOX YoABAPTAM Haiix
6on racaH acyyntaap AyypaH baiis.

YpaH 6yTtaany 6aiiranb opunH, MoHroneiH
XYMYYCHIH OMbAPAIIbIH X3B MASTUIAT COHUPXCOH
X34ui 4, 6airanb opyHbI TANAAPX COHUYY

30IH TYYHW# XOTbIH OMbAPAN 60MIOH HYTFUIH
XYMYYCHUIH XOOPOH/bIH XAPHUMLLAA XON6oor Xax
6annaa.

CeHaruith ypaH 6ytasng Hb Lnne 3enangan
LLAraauymricaH TYYHWUI rap Oyn XapXaH OpLUKH
cyyxaac yyaantan. Topasp 6yT99na99 X9anirasp
TYXAMH YNChIH TANAap Xa4HasH 6ara Magnar,
M3/93n3NT3M GONOBY LUIMHS COENA X3PX3H
©6pUIiHXe8Pee AACAH 30XMLIOX balraar xapyynx
6airaaraa TYCraH xapyyrnkaa.
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ELIZABETH PRINS
SOUTH AFRICA, TAIWAN

Elizabeth Prins’ engagement with the land took
the form of building a movable survival shelter;
then taking the shelter for a walk; and recording
some impressions - visible and invisible - that
were found on the way. The entire sequence had
a ritualised and performed aspect, inducing a
kind of self-awareness in the people around the
artist (the audience for this land art).

Prins says ‘l utilize and appropriate found
objects, concepts, lyrics and techniques - inviting
the audience to move within or around a space
of speculation.’ The strangeness of a lone walker
armed with a metal detector taking an inverted
bath tub through the grassland was certainly
an invitation to re-frame the landscape and
speculate as to what hidden knowledge it might
reveal. In general, Prins uses her work as a
means to develop her understanding through
‘recalibration’(as she calls it), a process that for
her also involves making material objects.

The Principle of Original Horizontality deals with
attempting to understand three kinds of power
(at least): the power of the elements (wind, rain,
sun, running water); the power of fossil and other
mineral fuels; the power awarded by ownership
of resources; and maybe also the power inherent
in the possibility of reframing our experience as
often as we can.
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Onusabet MpHHIMIH rasap HYTIMIAr xamapcaH
OpOrLLOO Hb XeA1eX Xoprofox 6amp 6apwux
xan6apwiir 6uin 6onrocoH. llapaa He xoproaox
6aripbir aBaaunx erHe; 6onoH y3aranuinH 6onoH
YN Y339rAax 3apuM catrargan 6uucaH. byx nac
LAPAAnan Hb XYXUIYUcaH, ryduaTracaH Tanbap
6aiicaH bereen ypaH GyTaanuaniiH (9H3 raspbix
YPNaruir COHCOryabIH Y33r4na) XyMyycT eopuiiree
eepTee M3P3X YOABAPLIT TOPYYNAST.

Prins-uiH xancHaap “Bu 0bbekT, koHuenw, ayy,
apra TEXHWKUIT alamrinax 6onomxTon 6ereen
Y3STYMIAr Ypariunax 9CBan spraH TOMPOHA00
yparwnyynaxsir ypuanx 6anHa” raxass. Ha
Hb ra3PbIH rAAAPrYYr HAXMH H33H UNpPYYNax,
HYYraman 4ang MaAnarviir Teepenayynax ypunra
tom. EpeHxuitnee lNpuHc eepuiiH axun yypras
“naxuH aasTaunax” samaap (TyyHWI HOPNacH33p)
OMMroNTHIr TONOBLUYYNSX APrd X3parcan
6onroH awurnaaar 6eree TYYHL 30pUYNcaH
maTepuannar obbekTyyabir 6uin 6onrox yin ssu,
oM.

OXHWUIM 30H YAHAPbIH 3APYUM Hb ANEMEHTHIH
xyumH yagan (canxu, 6opoo, Hap, ypcran

yc) racaH 3 TOPMMitH XYUMH YAAMbIF OMMTOXbIF
XWMUYSSA3T. YynyyxcaH bonoH bycan spasc
TYNLWYYAWAH SPUYUM XYY; HOOLIMIT OMuIIex

SpPX ONITOCOH 3PX; MATaAryn 6ua eepcaniH
TYpLLNAreIr anb 60nox onoH yaaa eepunmnxk 6onox
60MOMXUIH XY4HnH yagantai 6arix Gonox om.
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MEGUMI SHIMIZU
JAPAN

82

Megumi Shimizu has lived for 16 years in China,
so Chinese philosophy and mythology, as well
as her life experiences there, have influenced her
work and thought.

This work emerged from her feeling about the
Fukushima nuclear meltdown after the tsunami
of 2011. The Japanese government collected and
stored the

contaminated soil and prohibited contact with
the soil. The community between human beings
and the soil was destroyed.

Shimizu had the idea that the soil should be
allowed to move again. So she used the local soil
to dye fabric (and then removed the radiation)

- the colour of the mud staying in the material. A
corresponding process in Mongolia meant that
white fabric was dyed with local soil, and both
fabrics were made into flags.

The performance she choreographed involves
people carrying flags made of these fabrics in
the wind. In Mongolia, the expression “washed
by the wind" refers to the way that the wind can
heal, restore, clean. People and objects, animals,
landscape, air...anything can be cleaned by a
strong wind. So the artist believes that a strong
wind can shake flags and people under the sky
and across the land. She trusts that both the
pollution of the land and the direction taken by
human beings can be changed / cleansed by the
wind.

Marymu Wumunuy Xaranaa 16 skun ambaapcan tyn
XATanblH r'YH YXadH, YIrap JOMOT, AMbAPAIbIH
TYpLUNAra TYyYHW# axun, 6ogon caHaaHa Henee
Y3YYmKas.

OHaxyy axknn 2011 oHbl LyHAMUIMIAH Aapaax
DyKkyWMMArnitH LOMUIH Aan69paNTUIH TYXai
COTIrAN33C Hb YPraH rapy Mpxaa. AnoHs
3acruitH rasap XopACOH XepCUIr LyrnyynaH
XOAramX XePCOHA XYPIXUIT XOPUINocoH baiiHa.
XYH TepenTteH 60MoH Xepc XOEPbIH XAPUMLLAA UIAH
ycTraraas.

LnmuLya xepCuidr AAXMH XeAernrex CaHad TepeB.
UiMaac TyYHWIT OpOH HYTTUIH LLIOPOOToop
Aaasyyr byaaxaa (Aapaa Hb LaLpar MasBxuT
BoanChIr apUrax) LWABPAH OHre AAABYYH A39p
ynass. MoHrona yyHTal TeceeTanrasap LAraaH
6ec fJOABYY GBAH OPOH HYTIUIH LLIOPOOToop
6yanaH, xo€p aaasyyr sanbaa 6onroH xuMcraxas.

TyyHuit garnacsH Tyc y3yynbap 6on aHs bec
AACBYYraap XMACSH TYrMir 6apuH CanxuHA
anxax oM. MoHrona ,canxuap yraax® xamaax
UN3PXWIANaN Hb CANXM AHArAArY, HOXeH CaPraary,
LISBOPIIArY FSCH YTTBIr aryynHa. Xymyyc, ysaraan
IOMC, aMbTAJ, ra3ap HYTAr, Aradpbir ... AMApP Y
SYMITMIAT XYYTSH canxu LaBapnax yagHa. Uimaac
YpaH ByTa3my XYuTaH Canxu TOHrap AOOPXM

TYF, XYMYYCHWT XOO COMryHM XMIACTax YOLHA X
6oanor. [aspbiH 60XMpPAON, XYH TOPENXTHUH
YMITYYNSNT CANXMAP ©epuUNereH LSBapnaraax
YOZHA r3A3IT TOP UTTBNTIM.
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ODMAA
URANCHIMEG

MONGOLIA

I've made a big Wing. Wing can move to different
place of nature. Meaning: Everything is moving
and marginal. All movement is substantive. So
everything is important. You belong inside the
whole. The whole belongs inside you.

Work: My work’s content is the continuation of
my previous concept research work “Movement
itself is balance”. | attach big white wings to the
Mongolian nomadic shelter ‘ger’. In my previous
work, | attached little wings to a sheep. When the
sheep moves its body, the wings were

moving like it was flying and that seemed to me
like the wings gave the animal more freedom

and expressing the animals innate majesty and
characteristics.

Content: Everything is created by movement.
There are unseen movements, changes, and
shifts happening all around us. Our nature,
society, and tradition, all things move and
change. In modern times, everything moves so
fast. Industrialization brought upon us global
warming and we are trying to find ways to
counter the warming and survive with it.

Our earth heals itself. It creates balance within
itself and over it but humans are destroying that
balance. We should give our earth a chanceto
heal itself. We can find a way to live with

our nature from nomadic culture. The mining
industry is destroying our nomadic culture and
environment but the culture itself has a power to
survive it.

So | represent the movement by the big white
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wings to show the object’s innate characteristics
and majesty. Everything moves but we don’t
recognize it. So | will attach wings to inanimate
objects to show that they move. Also the wings
represent the notion that everything has
opportunity to restore its balance.

ambj ynasx yaasaptai. Tuiimasac 61 Tom LaraaH
AANABYAAP XOANTOSHWIT AYPCNaXA23 0bbeKThIH
LIMH3X YOHAP, CYP XABXMAHT Xapyynas. byx

3yin xenenaer 60moByY 6UA YYHWIr XYnasH
3eBlIeepaerryi. Tuiimaac 61 ambryii syinc apyy
AAnaByaa ganrsH xapyynax 6onHo. TyyHunsH
AANABY Hb TAHLIBOPIS COPraax bonomx byxuit byx
3YUNWIAT fannax 6aiHa.

Bu Tom sxuryypuiir xuiicaH. Wing eep eep rasap
ypyy wumkmx 6onHo. Yyna: byx syin xenenx,
axuy 6aiiHa. byx xegenreeH Hb 6oanToi tom. Byx
3yin uyxan tom. Ta 6yxanass notpoo 6artaar. OHa
6yrn TaHbI foTop 6aiHa.

Axknbiv 6aiip: MuHnid aknbii aryynra 6on
MWHUWIM ©MHOX KOHLENL-MIAH CYAANTAQHbI OXUI
“XemenreeH 6on eepee ToHUBIP” oM. By TOM
LlaraaH Aonasyad MoHronsiH HyyaanuaniiH
xoprofox 6anpaHg xuiaar. MuHuin emHex axung
61 XMXKXUTX3H AANABYTAN XOHb CYYNracaH. XoHb
Hb TYYHWI Breniir xegenrex 6aixan Aanasy Hb
HUCIX BYW MIT Xeaerx, AANOBY M3T AMbTAbIH
XYBbJl UINYY SpX Yemneer ery, ambTabiH TOPEnxXuitH
CYP XABXIIQH, LWAHX TSMATYYAUAT UNSPXUANSX MOT
COHArAGB.

Aryynra: byx 3yiin xenenreeHeep 6uit 6ongor.
BuaHuin spran TolipoHa 6omnx byi xenenreeHyya,
©0pUNenTyya, WUITKWUIT XeAenreeHyyn 6ui.
BuaHWi MeH yaHap, Huiiram, ynamxnan, 6yx
3YWN xeflenx, eepunerneHe. OHee yen 6yx syin
MaLL XYPAAH Xeaemx 6aiHa. YAnaBapXUnT Hb
GUAHUIT JBNXMIH Aynaapang XxypracaH bereen
6ua aynaapnsir 6yypyynax apra 3ambir 0fox rax
opongox baiiHa.

MaHai ganxuit saraanar. SHs Hb e6pPE6 BEPTEE
6aiiraa TaHUBIpHIT 6Kt Gonrogor Gonosy
XYMYYC 9H3 TOHLBIpUIT angarayynaar. bug
A2NXMIras 9araax bonomxuir onrox éctoi. bua
6arranvacaa HyyA3NM4YAUMH COENOOC AMbAPAX
apra 3ambir o510x 60MoMXKTON. Yyn yypxanH
canbap Hb MOHAW HYYA3NYAUIH coén, baiirans
OpPYHBIF CYMTraX Bairaa 6onoBy Coén Hb eepPes
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ALLARD VAN
HOORN
NETHERLANDS, USA

Here, | collaborate with a Mongolian throat singer
living in the US, inviting him to step into public
space to harmonize with the city sounds that

he encounters; air conditioners, water pumps,
electricity generators and all other buzzes and
hums that we find in the urban environment,
which now becomes his substitute landscape of
yurts, yaks and grasslands in which he grew up.

Where overtone singing traditionally is used

to lull babies to sleep, lure wild and semi-
domesticated animals and help gain the

favor of the spirit of the place, applying the
harmonization within the built environment
becomes an attempt to discuss the liminal space
between being part of a system and not being
part of this set of codes.

This idea discusses the process of assimilation,
where the rules, culture and history of an
individual are recomposed in a new living
environment. Through this recomposing
performance existing sounds in the city are
appropriated and enriched with traditional ways
of mapping the space, spiritually connecting to
it and functionally using it as a sound-board.

It is as much about blending-in as it is about
conserving one’s cultural heritage.

The resulting performance constitutes the Urban
Songline that effectively describes the migratory
path of the throat singer as a ‘Displaced
Harmony'. It is the space between the cultures,
between the countries that is described in this
act. This space is universal and is relevant to all
peoples migrating into new territories, voluntarily
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OHp 61 AHY-n ambaapaar MoHronbiH xeeMuinuTai
XOMTPOH CXXMINAH, TYYHWUIAT X39p TANAAc OfoH
HUWTUIH Fra3ap YPUH TYYHUIT XOTbIH asnryytam
Xer HUIAMYYN3XMIAT 30PbCOH; AraapKyYynary, YcHsl
WaXyypra, LAxMraaH MOTOp raaj] XOTbiH OPUMHL
6aiix byx HYPrasH, XYHIraHaX AYY 0[00 TYYHUN
6COX TOPCOH rap, Capnar, 63anuaspuiir oprox
HyTar 6ornos..

Hanx xyyxnss byysainaxan Ayynmar, HYTrMMHXad
39pNar, XArac rapLyyncaH aMbTAbIH COTIAMWIAT
TATOH OHFOJ CAXWMYChIH XAMP UB33MWUIT AYYJaAxX
X06MUI BAPUITAXCAH OPYMHA 9B 30XUPIIbIF GUi
60nrox Hb CUCTEMUMH X3Car BANX, SHS LLOTLL KOAbIH
xacar 6y 6aix XoEpbIH XOOPOHABIH M3APITAIX
TOAUN OPOH 30MH TYXAW SPUNLLAX COABUIAT

6ypayynHa.

OHa caHaa Hb XYBb XYHUIA AYP3M XYpaAM, COEn,
TYYX Hb OMbAPANbIH LWHS OPUYMHL AACAH 30XULIOH
YYycax SBLbIH TYXQM XSNSINLYYNTMAT OPHYYIHS.
OHaxyy LYTAMNLSH HUANSX YIANANSSP XOTbIH AYY
YMM33 Hb OPOH 3AIH 3YPAKUNTBIH YNAMXKIIANT
apra samaap 6asxkuH, CyHCnarasp xon6oo
TOTTOOH, YYPrUIH XYBbA AYY YMM33 TYcraapnary
agun 6aitHa.

XoH HOTrHUIA COENBIH YNAMXKIANbIT XAOAFAmX
6aiiraa Hb eHre Taapy bywr xapyynHa.

YyHuii yp ayH 6onox tornont XotsiH JyyHsi
YUTMBNMIAT BYPAYYMK XOOMUAUMIH HYYATIMIAH
sambir ,lLumkuntuintn 9. 3oxupon’ 6onroH yp
awurTanuraap AypcnaH xapyynHa. SHs yrunaana
AYPCANCaH 3yin 6on coén, Yync xoopoHAbIH OPOH
30 oM. DH3 OpOoH 30t YHMBepcanb Gereen LWNMHI
HYTar ASBCrap Nyy HYYASMN3X, CAH YPbIH
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or forcibly dis-located.

This work is executed by Allard van Hoorn in
collaboration with Tamir Hargana, a Mongolian
throat singer living in the United States.

Special thanks to Byambakhuu Darinchuluun -
Mongol Heritage Foundation New York & David
van Leeuwen. This project was made possible
with the generous support of the Embassy of the
Kingdom of the Netherlands in Beijing, People’s
Republic of China and the Mondriaan Fund.

6ytoy anbannaraap LWKWIMKUH cyypbLUcaH Gyx
XYMYYCT3l Xon60ooToM.

Tyc axnbir Annapa Bax XoopH AHY-a ambaapaar
MoHronbiH xeemuity XapraHeliH TamupTtait XamTpaH
ryiuatracaH 6onHo. MeH MoHron ©8 coénbir Hbto
Vopk naxs CaHruiiu JapuHuynyyHsl bambaxyy
6onoH Jlasua BaH [199B9H HAPT OHLIFOMNOH
Tanapxbs. Yr Tecen Xaran ynceiH baskuH xot

naxb HupepnanabiH Bant Ynesit Onunk CaitabiH
fam 6onoH Monapuaan CaHruiiH ereemep

TYCcnamxadp Xsparxkus.
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RONALD VAN
DER MEIJS

NETHERLANDS

Ronald van der Meij approached the

Biennial’s theme through the perspective of
traditional nomadic music in its contemporary
manifestation. Music has always been an
important means by which nomadic peoples
can transmit and keep alive stories, emotions,
expressions of the landscape and their history.

Like a ‘modern nomad’, the artist travelled by

car and tent for 14,000km, from the Netherlands
along parts of the silk road into Mongolia. The
journey was intended as an inquiry as to what
was left of the traditional nomadic life and its
music. His photos and audio field recordings from
the journey form a part of the answer, along with
the range of nomadic instruments he collected,
which are a testimony to the diversity of nomadic
cultures in central Asia.

At the end of the journey, he found that the
traditional nomadic life doesn’t exist still in the
way that he thought it would. Yes, in Mongolia
there are nomadic herders using gers, and also
people using them to escape the hot cities in
summer weekends. But Mongolia is transforming
fast, and he saw the nomads trying to adjust to
this technocratic age which leaves little space for
playing traditional music.

The artwork consists of the collected instruments
along with the natural elements of the steppe.
Modern solar panels and traditional materials
combine to create pitch and sound. They are held
together using construction techniques derived
from nomadic tent the artist investigated during
his journey.

The location brings the instruments to life in a

sound composition determined by the rhythms
of nature (sun, clouds, wind). This ‘play’ of the

oL

Ponanba BaH aap Maiic tyc bunHeann
HYYOSNYANIAH YNAMXKIANT XOrKMUIH
KoHTEMMopapu buenan caaasp oponuox baiHa.
Hyynanuug xerxmee eB YnamxiaH ynasax,
TOPXYY XOrKMM Hb OMbJ TYYX, CITTan Xennen,
HYTAr OPHbI UMSPXMIANAN 6 TYYHWUI TYYXUIAT
XOAranax Yyxan yyparrai 6aix npcaH. ,OpumH
YewiH HyyasnuHuin® agunaap ypax bytaany
MOLLUKH XONerNeH Xa9pasp MAWXaH 6apuH
HunepnaHaaac ToproHbl 3aMbiH X3CTUIT AAWPAH
Monron xypran 14,000 km TyynaH mpxaa.

OHa aanan HyyASNYHMIA YNnamxIIanT ambapanaac
I0Y YNACSH, XOrKMM Hb IMApP 6OMOXbIr CYAnax
cynanraatsl 3opunrotoit 6ais. TyyHui

asnnbiH $OTo 3ypar, Xa3pHitH ayano buunar
SPANXUUMIIMAHX Hb XAPUYITbIH HAT X3C3r

6ornox 6a Tapa3p HYYASNYANIH Topen BypuitH
XOMKMUMH 39MCaT LYrMyyncaH Hb Tes AsniiH
HYYA3NUYOUIAH COENbIH ONIOH TepenT banansir
rapunnHa. AannbiHxaa Tercreng HyyAN4YHUN
ynamxsianT aMbApan TyyHUI Teceemnxk bakcaH
LUMT XaATanaraax ynasaryi 6onoxerr 1apasp

omk xapxa3. Tuim 93, MoHrona manuung ropss
X3parnax, 6ac XOTbIHXOH 3yHbl AMpanTaapad
XANYYH raspaac JAWKWH rapT ambaapaar. [9By
MoHron xypnaH eepunergex 6aviHa. Hyyasnuma
SHOXYY TEXHUKUIAH SPUH YETSH Xen HUINYYNaxuiur
XMUSSH YNAMXKIANT Xerkmee Tornoxod 6ara opoH
301 ynA39x bairaar Top aH3aapcaH 6arHa.

Tyc ypnaruiiH 6yT23n Hb X93p TANbIH 6GANranmiH
SMeMEeHTUIT AryyncaH XernkM1iH 39MCTUIMH
uyrnyynraac 6ypasHa. OpunH yeniH HapHsI
XOBTQH, YNAMXKMANT MATEPUAN XOCHOH AYY

aBuar 6yTasHa. YpaH 6yTaany asnnbiHxaa TypL
QXWUINACAH HYYASMYHMIA CYYLLIAAC CAHAQ ABCAH
Apra TEXHUKIP 331 TATAX XOKMUMH 39MCTYYOUIT
6aripnyynae. barpnyyncaH rasap Hb XerkMHMH

Who are we now?

elements shows similarities to human music

- the resulting composition of pitch and tone

of which the instruments are capable. This is,
after all, similar to the way in which people
respond to their environment. Here the modern
and traditional go hand in hand in looking for a
universal language for humanity.

39MCryyAa4 OMbAPAN aBYPAH barranuiH
xamHang (Hap, yyn, canxu) Halpan xerkMuiir
6yT23H3. Darasp Max6oanYabIH 9HS ,TOrMONT"
XYH TOPONXTHWI XONKMUIAH aAnn Tanyyasr
XAPYYmK 4aABAPNAr 33MCTYYANKAH AYY OBUAHDI
HOMPIBIT YYCraHa. DUACT Hb AYTHAIX3[, 3HS Hb
XYMYYCHItH 6aiiranb opunHAOO Xapuy ynnasx
apra 3aMTai TecTai 6aitHa. OHA OpuKH Ye, oB
ynamxnan rap rapad 6apuLaH XYH TOPenXTHHUIA
€PTOHLIMIAH XSMUIT XAMH SPINXMIIHA.

YpaH 6yTeanumniti 6uusspt TynryypnaH 6uums.
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WU SIOU MING
TAIWAN

Wu Siou Ming’s Plants Summit is intended to
mimic the ‘Earth Summits’, the most important
global conferences called to discuss changes

in climate and the environment. However, the
human beings at these summits remain in a
highly ambiguous position on the environmental
issues under discussion, because their system
of values normally prioritise human comfort and
short term economic gain over the long term
guardianship of the environment.

The artist posed the question, therefore, whether
plants might discuss environmental issues
themselves? Initially he imagined a conference
of plants, later reduced to just two plants in
discussion (male and female). Their conversation
touches on the environment, survival, satire,
fear and death, expressing their anxiety and
helplessness toward the contemporary world,
and

becoming an argument that will not stop.

If plants were really able to talk to humans, then
what kind of position would they place humans
in? Science has made progress in understanding
how plants communicate with each other, but
has not yet managed to decode the content

of communication. We are quickly growing an
‘internet of things’, but wouldn’t it be a great idea
to grow an internet of plants?

By CeoH MuHruiin ,Ypramnbit uyynra®
6YT99n1239P33 XAMIMIAH YyYXar OSNXMIAH

Lar yyp, xypaanaH 6yi opuHel Tanaap
xananugar “Hanxuitn Yyynran” xamaax xypmbir
Aayypainraxas. ey yr yyynraHaap xyH
TOpernxTeH 6airan, opyHbl Tanaap MaLl Yyump
6utyynar 6aiip cyypb HAPUMTIAH SPUALAHA.
Y4np Hb, TOOHWIA YHIT Y331 Hb XYHUIA TOB TYX,
60rMHO XYraLaaHbl 9AUMH 30CTUIMH aLIMr
XOHXOOHA OpLUnX 6a 3Ara9puitr 6amrans opyHbl
yYpT XYralaaHbl TOrTBOPTOM XAMraannadc unyya
y39x bairaa axaa.

Tuiimaac ypaH 6ytaany ,,Ypraman Maragryi
eepcaee baiiranb opyHbl TYXak spunuaxan
Xypax yy?*“ racoH acyyansir A3BLyYcaH H6aiiHa.
AHxaH[OO TOP33P YPramiibiH YYYMraHbIr TOCOx
6aiicaH 6on fapaa Hb YYHUIAraa Xo€p YprambiH
(ap, 3M) xapunuaH sapua GonroH ToBuMk39. Tag
Galirans opunH, aMbA rapax spmMan3sn, értnon,
aigac 6a yxan caaBa3p SPUIILIAH OPUMH YEUIH
epTeHLUeq aiaac, apraryi baaans opcHoo
UN3PXUINSH TErceLryit MapradH yycraHa.

XapBa9 ypraman yYHIX33p XYHTOM SPUILIOXK
yaagarcaH 605 T94 XYH TOPONXTOHr AMAp

6aip cyypuHa asaaumnx 6on? LLnmknax yxaau
YPramibir XOOPOH00 X3PXSH XAPUILLAAT TYXait
J9BLUIMNT raprask 6yt 60M10BY XAPUALIACGHBIX Hb
GyTUMIT XapaaxaH Tainaaryi 6aitHa. bug a4
3YWNUIH MHTEP CYMXa3“-HA XYPAAH 6COH OpX
6airaa, raxas9 YpramriblH MHTEP CYMXI9HA eCenT
rapraean Aaapryi ouw rax yy?
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AKMAR
NETHERLANDS

Akmar made a diptych on the steppe of
Mongolia. Both works consist of 300 marking
flags of 80 cm high.

A marking flag has a dual meaning, it can mark
something that happened in the past (here it
happened) and mark something of what is to
come (here it will happen).

The work Home from Memory is located on a
mountain hill. From here you can overlook the
valley, the endless landscape of Mongolia.

In this emptiness the artist wanted to test her
memory. She redefined the floor plan of the
house in which she grew up.

In her memory the place seems to be close in
reality Akmar has not been there for more than
15 years. The expanded floor plan, with only her
body as a measuring instrument, appeared to
be similar in shape to the original house. The
surface, on the other hand, had become more
than twice as large. In the installation of Home
from Memory Akmar led several visitors around.
This role was ambivalent; did she spoke here as
someone who had knowledge of a house from the
past or had she become a broker who showed
the place of a new house to be built.

In Home from Mongolia, the artist placed the 300
flags in a circle with a diameter of 30 meters.
The installation lay in the lee of a mountain, a
protective spot.

A visiting Mongolian on his motorbike asked
what the flags meant on this spot. He did not
wait for the answer of the artist, but answered
his question himself: * The circle is an important
form for Mongolia. Everything is round: the
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YpaH 6ytaany Akmap 6ara HacaHaaa rap GynuitH
XAMT ©6pPUIH 6COH TOPCOH HYTar ,6aLWmH

60rOH XaWpPTA OA0N MOPUHOOCOO XArdLIAH
uaraauuncat. TyyHuii JTAM 2018 oHg xuiicaH
YpaH OyTaana eepuiiH HYYANMNSCAH TYpLUNAra
HeneenceH baiinaa.

Mapnaax ynamxnant HyyASNYMH ApAa TYMHUIA
aMbAPAN aNbAfaH LLAraaunanTai aMap HarsH
xonbooryit 4 MoHronbiH epreH yyaam rasap
HYTrMir xapaag Akmap eepuitHxee 6ara HOCHbI
AYPCAMXKUIT 9PraH CaHax xonboH 6oxnoo.

Tap633p YnaaH TYruir awmriaH xoép 6ytaan
xuitcaH.byTtaan 6ypass mxun TooToi Tyr
awurnanad. AxHuii 6yTe3n93 HOrooH eBceep
XYPO3NSrACSH rasapT MALl TOM XSMXI3TH

TOMpOr 6YT33COH Yunp OMPTOH XAPAXah AMApPTYH.

ToWpruiH XaMxa3 Hb XYHUI xaMxkaaHg byc
MOPbJbIH XSMX33H/ IOM LUMT COTIaraan TepyYIx,
ar n 6asipblH ©MHEX MOPbJbIH MAPLL MIT
XapargaHa.

Xo€p aaxb ypaH 61935193 MOH HOTOOH 3YIIaH
A99p YNaaH Tyryya awnrmaH 6ytaacsH bereen
Topaap bara HacHbIXAa aYypcamxug 6yn rap
OpHOO Tamgaar 6onroH 6yTaacsH. Tarw 6yc Tarw
eHLerT xanbapaac 6yTax 9Ha YpaH byTaan
XMXUT XoHAMNA 6akraa “rap’™wiir caHarayymx
6aiiHa. Xuiiceap 60510BY reOMETPUIMH AYPCI3C
6yTax TYYHWI ypaH ByTasnyyasa 6ara HaCHbIX
Hb AYPCAMXTAM XONI600TON CITraN, MAAPIMXK
LWIMHIOX93.

Xaunpxantai Hb 9Aresp 6yTaaNYYA4 TYYHUI
COTran XeAnen Xaparaadr Yump X00poHA00

Who are we now?

seasons, the earth. | think it’s a holy place. But
it can also be the place where the great Yurt of
Genghis Khan stood.”

Videos were made of both installations.

L -

xonborgox Hb caaf 69pxWaanTait MAT XaparaaHa.

R
‘\: .
Listaions BT AF0T, L1 10,8353 Hent Mengabia
i foom Moy | 130 508

. gl s | |50 S0
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TETSUO YAMASHIGE
JAPAN

People in Japan believe that there is a holy spirit
that lives in stones, trees and all other things;
this has been a part of Shintoism and folk belief
since ancient times. We call it “Tsukumogami’

or ‘Yaoyorozu no Kami’ (eight million gods),
meaning that people appreciate and respect
long-lived objects.

When Tetsuo Yakamashige arrived at Murun, he
was given the suggestion that before starting
to make his art, he should make a sacrifice of
milk to the Mountain which faces the camp. So
he started asking the people living there about
the spirit of the mountain. He learned that
some rocks have names and also there is a rock
bearing Tibetan script written between 300 and
400 years ago.

He asked the family of Mega (who runs the camp)
to draw an image of the spirit of the place, (if
they have an image. Mega’s grandchildren didn’t
understand what was meant, maybe...) Their
image of spirit was just the scenery that they
usually see every day. Probably, they wouldn’t
have any images of spirit.

Only Mega drew wild sheep because the god

of the mountain is a sheep. He also informed
Yakamashige that there is a mountain which is
more powerful and holy than the mountain at
the camp. Then the artist decided to go to the
longest river in Mongolia and the holy mountain
mentioned by Mega in order to shoot some video.

These are the experiences resulting in the land
art documented in the exhibition - a video,
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drawings and an installation in the landscape by
Mega’s family.

Collaboration by Gantumur Magsarjav &

Saruul Choijamts Maygmarsuren Dashdorj

& Saranchimeg Surenkhor Gegeenkhusel
Khishigbaatar & Bayasgalan Batsaihan with
great thanks from the Artist

fnoH aaxb xymyye uynyy, moa, bycan byx sying
QPUYH CYHC OPLLAOT F3ASIT UTFBAaT. DH2 Hb
apTHui LLloHTOM3M, apAbIH UTraN YHIMLUNUIAH
Har xacar 6aiicaH tom. bua “Llyknumoramu” 6ytoy
“Aapousy Ho Kamu” (Haiiman cas Gypxag) rax
HapnaAar 6eree sHS Hb XYMYYCUIH XYHANSH
Xanpnagar 3yimnc ypt yaaaH aMbaapaar racaH
yTraTai om.

Tauyo Hamawmrs XaHTuit aimrmith Meper
CYMOHJ MPX 68pUIMH BYyTa3M93 aXNyynaxuiH
OMHO TOHAXWIH YYTbIH CABAATT XYHASTraN
Y3YYnaH cyy eprex 6ainaa. Tapasp yynceiH
COBJATWIH TONAAP HYTIMIAH APAAAC ACYYX SXIaB.
Tap6a3p yynbiH 3apuM Xah Yynyyn eepuiiH
HapTai araad TyyHunaH 300- 400 sxunuitH emHe
6uuycaH TeBa ycraH 6UYSSCTIM XOAHbI TYXal ONX
M3X93.

Tapbaap MepeH cymaHg sycnaH axnyynaar
Muitraa 6onoH TyyHui rap 6ynasc acyynaa.
Mapgaax yynbiH CABAMMIAH TANaap ay 393 HAp
M33X Hb toy n 6on. TagHui xysba TIPXYY
Y33CranaHT CABAMMIH OYP TOPX YN M3A3raax bax.

Muitraa ypaH 6yTasnumng 3ycrnaHrmiiH Xxaxyy Aaxb
YYJIblH CABATAA XOHBTOW 3YWPNSH 33PN3r XOHWHT
3ypaH 6yTaacaH. MeH Topbasp 3ycnaHrmiiH
XOXKYY YYrblH CABATAAC UMYy UIYY XYYTaM,
apWyH caspartan yyn bairaa rax dkamaluma
Xyyunae. HYTrmiiH apablH XYyY4yuncaH ronsiH
SPIUMH XAXYYrUiMH XAUPXAHL OYMH YpaH ByTaany
SHB TYxaW 6apUMTAA HIBTPYYNST XMIH YNAS3X93p
WMIHAna.

TyyHuit xuiican 6apumTag knHoHA MoHronbiH

y3acransHt 6airans ayHa Muiiraa 6omnoH rap
6YNIMIAHX Hb CABAMMIT AYPCANCcaH 3ypar 6omnoH
eper ypnar 6arrcaHaac ragHa HYTrUitH apayya
6onox M.fantemep , Y. Capyyn ,J.MarmapcypaH,
C.Capanuumar X. lerasHxycan, b.6arcaiixaH Hap
UMH COTraN99Ca3 TYCANCAHA Tanapxax baiHa.
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from 2000 to 2011; he has been
commissioning art for public
spaces in a regeneration context
since then. He has been curator
for the 2013 Aichi Triennale,
Nagoya / Japan. In 2014, he
curated the 2014 Folkstone
Triennial and is curator for the
2017 edition. He will be advisor to
the Land Art Mongolia Biennial

in 2018.

Marc Schmitz

Marc Schmitz is a conceptual
artist and initiator/director of
the Biennial Land Art Mongolia.
He studied philosophy and

fine arts in Munich and Berlin.
Marc participated in several
Art Biennials such as Busan
Biennial, Beijing Biennale, the
Sculpture Quadrennial in Latvia,
Trio Biennial, Rio de Janeiro

/ Brazil, Nakanojo Biennial /
Japan and Marrakech Biennial
6 beside others. In 2013, he
participated at the Giardini /
Venice Biennial, Italy. He was
honored with solo exhibitions at

TEDA Contemporary Art Museum

Tianijin, the Zendai MoMA,
Shanghai and the Concert Hall
in Perth, Western Australia.
Schmitz was artist in residence
on several occasions in Korea,

at the Peace Art Hotel, Shanghai

or at the Goethe Institute, Hong
Kong / China.

Dolgor Ser-Od

Dolgor Ser-Od studied
traditional painting at the Fine
Art Academy in Ulaanbaatar.

Besides painting, Dolgor
developed spatial interventions
for different Land Art venues.
Dolgor is co-founder of Land

Art Mongolia. She has exhibited
internationally in Korea, China,
Japan, Azerbaidjan, France and
Germany in private galleries
and museums such as Pori Art
Museum / Finland. In Mongolia,
her work has been awarded with
the ,best painting of the year” -
price in 2001 and is represented
in public art collections such

as the Khaan Bank Collection,
Badamhind Museum, or the
collection of the Parliament
House, Ulaanbaatar. She is the
founder and CEO of MNG 360°.

Uli Seitz

Curator and art advisor,
production director to Land

Art Mongolia since 2015. The
professional field of activity
includes many years of
experience as an independent
gallery owner for contemporary
art and art in public space

first in Stuttgart, then in Berlin.
Before this, she served as
director for two international
fine art galleries in Berlin.)
Organisation and P.R. at the
Berlinische Galerie / Municipal
Art Museum Berlin; Organization
of exhibitions for IfA (Institut

fiir Auslandsbeziehungen) in
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England. Academic basis: history
of art, American literature,
philosophy, inter alia, at
Tubingen University; graduated
as magistra artium.

Solongo Tseekhuu

Solongo Tseekhuu is an assistant
curator based in Ulaanbaatar.
She graduated in fine arts at
the Mongolian State University
of Art and Culture, UB. Solongo
holds an AA from City College
of San Francisco, CA, USA,

and MFA from San Francisco
State University, CA, USA. She
has been chief curator and
Foreign Affair Relationship

Head Manager for the ‘Union of
Mongolian Artists’ since 2014,
Solongo is chief curator for the
Mongolian pavilion at the Beijing
Biennial, and the Cheongju
Biennial/ Korea (both 2017).

Azgerel Tsamba

Azgerel Tsamba graduated in

2001 University of the Humanities

as a German language
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translator in Ulaanbaatar,
Mongolia. In the same year she
begun to teach German as a
foreign language at her
University. Afterwards she
graduated MA in Business

German language translation. In

2006 she worked as a translator
and an office manager at

the Center for International
Migration, Ulaanbaatar.
Meanwhile she gave lectures

at the National University of
Mongolia as a german teacher.
In 2009 she started to study at
Technische Universitdt Berlin in
doctoral studies for Technical
german language.

She participated in LAM 2010,
2012, 2014 and 2018 Biennials as
a communication manager and
translator.

Ariuntuya Erdenebileg

Born in Mongolia

She graduated traditional
Mongolian painting at the
University of Fine Arts in UB, she

lives in UB, she worked in Mottoo,

she is working in political site
who can do web developer and
social marketing manager now.

Bat-Orgil Battulgg ———

Bat-Orgil Battulga is freelance
photographer based in
Ulaanbaatar, Mongolia. He
Graduated Institute of Finance
Economics of Mongolia

in 2010. After graduation,
Bat-Orgil was interested in
photography and started
working as photographer. He
had several solo exhibition as
well as publishing books and

catalogues. In 2017, Bat-orgil won

the first place from *Diversity of

Cultural Expression and Freedom

of Art” by UNESCO.

Who are we now?

Land Art Mongolia 5th Biennale

Participated Artists

19



LAM 360° - LAND ART MONGOLIA 5TH BIENNIAL

Supported by:

We like to acknowledge the support of the following institutions and individuals:

The Prince Claus Fund

The National Mongolian Modern Art Gallery

Embassy of the Kingdom of the Netherlands in Beijing.
Mondriaan Fund Netherlands

Art Jameel UAE

Ville de Lausanne

Canada Council for the Arts

The Arts Development Fund of the Home Affairs Bureau, the Government of the Hong Kong Special
Administrative Region

Ministry of Culture Taiwan

Prince Claus mobility fund

BUM Art Gallery Ulaanbaatar

ECO Camp Khentii Aimag Murun sum

UB INN Hotel Ulaanbaatar

Danish Arts Foundation

Schweizerische Eidgenossenschaft ¥
Confédération suisse E‘ —
Confederazione Svizzera I I I
Confederaziun svizra

Swiss Agency for Development

and Cooperation SDC
LliBeiLlapbIH XONKANIAH areHTnar

APT FANEPEWN

Canada Council Conseil des arts
> for the Arts du Canada

N
DANISH ARTS FOUNDATION -m.‘h’um riberg
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