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"Every love must part ways. Every mountain shall
crumble. Every tree should bow. Every river will wither."
—Mingdai Baojuan ("The Precious Scrolls from Ming Dynasty")

We are presumably no strangers to the ubiquitous fabric
of folk, as it is scattered everywhere like feathers across
our cultural landscape. Its concept—the unofficial, self-
organized, and people-powered—has evolved countless
times throughout bifurcated histories. But now, what
do we truly mean when we invoke this term? Is "folk" a
heritage of a certain past tradition? A raw experience
native to spontaneously set rules? Or the wisdom from
the streets containing a strikingly strong capability for
self-direction? It almost evinces a dynamic check-and-
balance relationship that constantly flows between
tradition and modern, nationals and governance, and
between elites and the "masses."

The folk world is often depicted as one dismissed

by modernist discourses, yet this view seems to
underestimate its fluidity and unyielding vigor.
Historically, intellectuals have sought to enlighten the
masses, hoping to activate untold narratives. However,
what if we were to consider the experiences of the

folk as a legitimate subject of study and reference?

This exhibition intends to advance the proposition
"Folk in Order," as a way to at least acknowledge and
address the untapped potential of those unburdened
by a pursuit of refinement or discipline. It thus delves
into the relationship between the urge to create and the
spontaneous order in a folk-powered society. The "self-
awareness" of such a society sets itself apart from the
sophisticated knowledge constructed by elitists and
intellectuals.

Nonetheless, it holds no less promise of becoming a
shared aspiration, a compass guiding people beyond
existing orders and discourses. This self-awareness

likely shuns scrutiny and revision from historical norms,
showing the prospect a potential of evolving into a history
of its own right.

In truth, folk never severs itself from the past, for the
"past" is profoundly ingrained in the "present." The raw
experiences found among the folk serve to revitalize
lives worn down by modernity, acting as a counter-
modernization movement that reawakens feelings in
bodies trampled by modern progress. In this way, things
and memories from ancient times are resurrected
through contemporary rituals. Moreover, this experience
enriches the supposedly "bleak" fate of those who are
deeply involved—their physical and spiritual aimless
wanderings, and their transformation from technologies
of the self to inner revolution. What people truly believe
in when they place their faith in a divine moment
occurring within the mundane is, perhaps, the ability



to find meaning and value in their seemingly insignificant
lives, thus restoring the gentleness and comfort inherent to
being human.

Within this exhibition, what we have loosely termed

as "folk experience" manifests in a myriad of ways. We
witness contemporary artists collaborating with traditional
practitioners, trans-cultural creators drawing inspiration
from ancient cosmologies, cultural researchers immersed
in folk fieldwork, as well as folk artists producing "automatic
drawing" and the revival of historically forgotten folklore
sutra chanting... However, to reduce the experiences
formed within folk realms to mere aesthetics would be

a disservice. Instead, the issues intertwined in these
experiences—individual cognition, concepts of illness,

and real-life predicaments—shed light on the generative
mechanisms of collective order, self-healing, and spiritual
sustenance.

In light of this, the exhibition aims to reveal the hidden
facets of these diverse, folk individuals and communities,
capturing moments that allow us to engage with universal
questions. What exactly was the potential of art before it
became formally recognized as "art?" Where does the most
fundamental "urge to create" come from in those without
formal training? How do folk societies foster self-healing?
How does an individual find their place within a group?
Ultimately, this complexity may reframe the exhibition

as a broader inquiry into the human condition: Can the
spontaneous creativity and vitality of the folk be seen as a
wellspring for living an autonomous life?
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The album complies the "images of the mind"
Liang Shuo conjured up during his journey to the
countryside with his students in 2017. The form,
which emulates the shape of the heart, captures
the peculiarity of the landscape, while the "cardiac
muscle" suggests a constant state of layering and
burnishing in both the body and mind.
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T RTEIECLENE | 2017 | @i S HIERIS, | DT 12 JF | 33X 25 (X 24) X3 EkK

A Travel to The Mountains in Henan | 2017 | High-resolution
reproduction print | An album of twenty-four pages | 33x25 (x24) x3 cm
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In Fujian folklore, "Three Paths" is an important and
mysterious world, encompassing the four realms of
Heaven, Earth, Water, and Mountains. There exists
within it, a metaphor for nearly every turn of fate in life.
Humans enter this world via a glimmer of light, passing
through the realm of chaos where heaven and earth
meet—a series of rivers, mountains, and various paths—
before entering the underworld through a hexagonal
pavilion. After traversing the winding paths of the
underworld, they climb the celestial ladder to the Court
of Heaven, pay worship to the heavens, and, then, guided
by the princes and marshals, they enter the Eastern
Peak which governs fate. After successfully proving their
worth, they return to the river, enter the Water Palace,
and finally trace their steps back to the light through
which they first entered, the journey of reflection and
communion with the spirit, a pilgrimage for peace.

IR | 2024 | FTAGL | 200X 200X 50 A | 4GLHIIE: HA2EIR

World of Three Paths | 2024 | Papier-maché | 200x200x50 cm | Papier-maché production:
Lin Rongming
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Temple of Lii Mountain depicts a spiritual landscape
of the "Wu (shaman)," illustrating a hierarchy of

the divine from top to bottom. The first and second
levels present the heavens and the Great Path,
featuring the Jade Emperor and the Northern and
Southern Dippers, along with the Three Pure Ones
who symbolize the Dao. The third level displays the
Three Altars Revered Deity, originating from the Sect
of Yoga popular during the Song and Yuan dynasties.
The fourth level is of the Three Ya (offices) of Liishan,
representing judgment. The fifth level features the
Three Ladies, the most important female "Wu" in
Fujian, who governs the origin of life. The passage in
the middle of the image symbolizes the birth canal,
with two matrons on either side watching over and
protecting the newly born. At the very bottom are
depictions of rituals about attracting and exorcising
evil spirits, as well as praying for rain.
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Bridge Panorama depicts the rite of passage that an infant
must undergo upon leaving the garden and being born into
the world. Each rite is represented by a bridge archway. In
ancient times, people believed that a person would go through
various hardships throughout their life, but that for each
challenging moment, there would also be a spirit or deity to
help guide them through it. While in the moment the trial
may feel like traversing a long bridge, once across, it becomes
nothing more than a chapter in their life.
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Bridge Panorama | Artist unknown | Early Qing dynasty | Ink on paper |
196x39 cm | Collection of Chen Huaxian

29



ERE

uerxeny NIHD

)

adoy euep

o

30

KRR, XIRIEME, GHEEE, R BB S
(R e, PR I AR T B A S R SR,
B R T IR AR A5, 1E B = IR IE O
THZ, 5z,

Mana or magic rope, also translated as "the Taoist
snake whip," or "The Golden Whip Saint," stems from
the Minyue people's worship of the oriental rat snake,
also known as "the Southern Dragon Black Snake, King
of the Dragons." As a typical ceremonial item used by
the southern sect, mana rope is believed to have the
power to command spirit armies. In the "Three Altars"
religion in Southern Fujian, it is used for ceremonial
tasks such as the opening of the altar and mobilizing
spirit armies.

TEFR | 2019 | ARHE, B4R | 500 JEK | HIfE: WML S | FRAEDIGE

Mana Rope | 2019 | Wood carving, twine | 500 cm | Production:
Zhangzhou Jiulong River Jinfa Temple | Collection of Chen Huaxian
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In Eastern philosophy, "Qi" often acts as a medium
connecting humanity and nature, but it can also
serve as a bridge between the material and spiritual
worlds. The images in Vital Essence #1 are composed
of countless subtle Qi lines that float out of a woman's
body and hover around her, seeking opportunities to
re-enter her body. The things that make up the world
are not so different from those that make up humans.
While people are products of their environment, an
accumulation of the surrounding world and their
chance encounters, they in turn also shape their
environments.
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\ |
Vital Essence #1 | 2019-2021 | Hand-e‘ngraved cowhide,
metal frame | 210x245x6 cm
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Inspired by the T-shaped silk painting unearthed from
the Mawangdui Han tomb in Changsha, Hunan, Cavity
(Not a Certain Object) employs various traditional lacquer
techniques such as carved lacquer, mother-of-pearl inlay,
and gold tracing. Pan Caoyuan is dedicated to exploring
lacquer art, a medium with thousands of years of history
which has become somewhat obsolete but is still a part

of the aesthetic consciousness of today's Chinese society.
Drawn to the "re-enchantment" quality inherent in this
natural material, Pan is deeply influenced by the funerary
art of the Warring States period and Han dynasties, and
attempts to re-examine the ancient system of "correlative
cosmology."

wo OTX00Tx09 | Un} T2A[Is ‘p[od

‘pread ‘read yo seyjowr Tenboe | 170z | (399[qO urera) € J0N) L11ae)

Bl

K 0T X00TX09 | &

FBESH | 1202 | (FEBESR) FF

=&

&

B



STLER |

uenfoe) NVd

8 (BTAREIIELMA) | 2024 |
i 50X 125X 4 JHDK, 4t 2 i

, RV, W, %,

8 (Tailed, Not Infinity) | 2024 | Lacquer, mother-of-pearl, silver, tin,
aluminum | 50x125x4 cm each, 2 in total
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Moving between the stylized procedures of decorative
art (which frames and fills space) and the spontaneity
of automatic writing, the artist renders fleeting
spiritual images in natural lacquer. Regarding

lacquer art as an ancient and complex language, Pan attempts to
depict an obscure world from the past through images that flicker
and whisper. In 8 (Tailed, Not Infinity), the artist applies the
ancient technique of natural lacquer, devoting herself to the time-
consuming and tedious labor to continually return to and affirm the
existence of transcendence.
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W 2000s | 84K, AKPERuRE, EmEBRIEAAA | 26 x29 HR

Butterfly | 2000s | Papercut with water-based dye, Chinese pigments on
Xuan paper | 26x29 cm




With a unique and modern twist, Xiyadie tells his
personal story through the traditional papercutting from
the Northern Shaanxi region. For the artist, his titular
moniker, the Siberian butterfly, is not merely a totem for
escapism and liberation but also an emblem of hope for
his disabled child. In Butterfly and Soaring, he depicted
his son transfigured into a butterfly who is untethered
from the shackles of sickness and takes flight. His
scenes often include structures like walls and frames

of buildings, entangled with nature, depicting pockets of
space to which one could escape and unleash unhinged
desires. With a symmetrical composition, Cave captures
the amorous union of two pairs of lovers whose lower
bodies intertwine into serpents' tails. Together, the duos
flank a large face sweating feverishly with passion and
desire.
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SR |1990s | B4, ARTERR), [EmERE AR | 29X 35 K

Joy | 1990s | Papercut with water-based dye, Chinese pigments on Xuan
paper | 29x35 cm

i | 2010s | B94E, JKVEReRE, EEBRIEANA | 43X 30 EK

Cave | 2010s | Papercut with water-based dye, Chinese pigments on
Xuan paper | 43x30 cm
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Just as many artistic creations historically stem from
"illness," in the case of Guo Fengyi's work, drawing
and healing also fuel each other. Skinless and organ-
less with indistinct body contours, Guo's subjects
seem to have been summoned upon the page by

the meticulous repetition of her intricate lines. All
five of Guo's works featured in this exhibition are
related to sacred figures, presenting a contemporary
representation of ancient Chinese cosmology and
perception of the body in her practice.
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Resulting from a collaboration between the
Easternization Movement and Cable Temple, 600 Years
Underground is a folk audio collection project focusing
on the Baojuan recitations of the mid-Ming Dynasty. The
Baojuan recitations originated from the Tang Dynasty's
Bianwen performances and reached their zenith during
the mid-Ming Dynasty. On the brink of extinction, the
lyrics and melodies presented here capture the profound
lamentations of our ancestors as they faced precarious
fates in an unpredictable world as well as the solutions
they devised to navigate their tumultuous lives.
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KHofitsd | 2023 | 1% | 45 248 RERERDE | 2024 | B8] 392158

Earth's Lament | 2023 | Video | 4 min 24 sec Weeping Skulls | 2024 | Video | 3 min 15 sec
—UIE | 2024 | (R | 45 4380 FICHSF | 2024 |58 | 29r 248
All Departures | 2024 | Video | 4 min 43 sec True Temple Self | 2024 | Video | 2 min 24 sec

JCRM (BP0 | 2024 [514 | 45328 KPS (FPAR) | 2024 | 81% | 247 44 %)

Infinite Boldness (Yang Yang Edition) | 2024 | Fiery Awakening (Yan Zhou Edition) | 2024 |
Video | 4 min 2 sec Video | 2 min 44 sec
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Instruments and Performers: Shen Jianhua, Zhang Jianhua, Chen
Liying, Chen Xuefen, Jiang Yuefen

Recording: Jimu

Cinematography: Jimu, Wang Xiaomeng, Zhang Wenxin
Photography: Zhang Wenxin

Editing and Production: Ge Kanglan

Visual Support: Ruan Qianrui

Equipment Support: Cable Temple, Tang Jingzhi
Academic Support: Tao Jin, Yuan Ningjie, Li Zhihong
Artistic Support: Yan Zhou, Yang Yang

Global Coordinator: Shan Qi



|

| |

144 et 2@ sta 3|
FIRHET | -K<aeg Rk
b A MR &

A

KIS o B o

Zp
)
-

FR-EERRE Ry

%
| REMEER | Sl
| REERE (RAEeeR
| I REDERR PHERER

_ﬁﬁﬁﬁ Harge
| AN TR
S B
| RS Bk dthilis)




3%

{{Z [eAILIED JONIE V ‘(-}aﬂ?%ﬁ@ﬂt)} ‘ oerx ONVHZ

52

fErpEIX, FERN—ERER T, a9
ZANREEENT ), —M THE IR
H OS2 AR M — R b, JLF A NS Fg e 8 b
T 759 M A R, & A RN, 8
X AT AT RIT A UG, DA EWEITE 2, ™
R T, XL H @A 8, AR
TR D S AT 12 i A S AL R A, IX R R AR Y
AKEAETAERRZ, HXITREEAE, B PARE
H R IR I

In the Central Plain region of China, on specific days each year
following the lunar calendar, many people gather in certain squares
to partake in rituals. Despite their inability to precisely articulate the
deity they worship, nearly all claim allegiance to "the higher-ups."
Engaging in diverse movements and emitting unique sounds, they
use these behaviors to establish a connection with the universe, seek
guidance, and adhere strictly to its laws. While these squares often
hold significant historical, mythological, and cultural value, on regular
days, they appear mundane. The majority of participants hail from
the lowest echelons of society; each burdened with their own poignant
stories, and the harsh realities they face which leave them powerless
to resist.
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This series of photographs continues Zhang Xiao's
ongoing study of Chinese folk society. What is
documented are not ordinary picnics, but objects
used for rituals. The worshippers use the most
common ingredients and beverages from everyday
life, arranging them into specific shapes to create
altars. Through these altars, they initiate a dialogue
with the universe. These ritualistic picnics provide a
stripped down and straightforward means of escape
in which they hope to find a way out of their lives.

WP | 2017-2024 | ZORGUME | FHIE 40X 30 JEK, % 20 1
Picnic | 2017-2024 | Giclée print | 40x30 cm each, 20 in total
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When Zhang Xiao first met Lao Zhang, he had been
sitting in the open air in the square for the past six
consecutive years. Whether it was severely cold or
scorching hot, windy or rainy, frosty or snowy, he
remained seated and hunched over. He felt that through
the act of sitting, he was carrying out a long-term
practice, and only in this way could his body and mind
find a sense of peace.

4| 2020 | 4K A% | 60 435
Sitting | 2020 | 4K Video | 60 min

“2014 R PI = A H, AR MITEDREE O,
TFEIR AR ¥, aHEa—1Ek,
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i, BRVF, L2EX AT NA B st A T R A
RiHE . 2018 HEK e 5 AR IRAESE S R ) — Ak <,
FR B 5 W 227, A R Jre AR i K e
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"On the fourteenth day of the third lunar month

in 2014, I traveled from Kaifeng to Zhoukou in the
morning. In the afternoon, I saw a cloud in the sky.
Within that cloud, there was a white-haired old man
who tossed me a pen and told me to draw. I had never
drawn anything before, nor could I read. But from then
on, my drawings kept improving." According to Wang
Yuxi, he suddenly acquired the ability to draw one day,
and these large-scale paintings were assigned to him by
the "higher-ups." For these free-spirited and technique-
agnostic paintings, we might not need to judge them by
conventional artistic standards. Perhaps, we can see the
act of painting serves as a solace for life and emotions.
In 2018, Zhang Xiao met Wang Yuxi at a temple in
Zhumadian and has been supporting and collecting his
paintings ever since. The works on display are from
Zhang Xiao's collection.
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JeR | AERANTE | ATHZKKY | 260X 314 JEK

Untitled | Year unknown | Gouache on fabric | 260x314 cm

JiH | AEARATE | ATHEIKHS | 256 X290 JEK
Untitled | Year unknown | Gouache on fabric | 256x290 cm
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Neo-Folk Matrix series combines folk art and modern
technology, using fabric as a medium to stitch together
themes of gender, tradition, and personal narrative, while
exploring the relationship between female labor and
technology. The works are co-created by the artist and

her mother. The artist proposes the themes and designs
the compositions, while her mother incorporates her
expectations for the artist into the pieces. Continuing her
exploration of "Selfiction" from the previous exhibition,
the artist presents a multi-layered, fluid personal identity
through selfies, Al-generated images, and role-playing
characters. Using vibrant colors, primitive worship

of fertility, and blessings for descendants, the works
incorporate the aesthetics of folk art and ethnic minorities.
Elements such as the tree of life, flora, and fauna stem from
her mother's religious beliefs, while also conveying the
artist's exploration of nature and chance.
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VAWML | 2023 | A BRIZE, SRERPEL [ 114X 171 JEXK

Fallen Leaves Return to Their Roots | 2023 | Embroidery on fabric,
mixed materials | 114x171 cm
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HEAg | 2023 | A LHIZ, srabbkh | 130172 JEk

Moon Palace Fairies | 2023 | Embroidery on fabric, mixed materials |
130x172 cm
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PERMZARER | 2024 | 4 15, xRl | 143X 111 AR

China Neo-Folk Art Diagram | 2024 | Embroidery on fabric, mixed
materials | 143x111 cm
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JoH gl No.1 | 2017-2019 | Bz | 135X 183 3.6 Jik

T'ON Suraeap papnun

Untitled Weaving No.1 | 2017-2019 | Silk | 135x183x3.6 cm
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As a three-dimensional structure rather than just a flat
image, a woven object is a closely intertwined community.
The structural complexity of weaving reflects the pluralistic
and symbiotic nature inherent not only to our culture and
our social lives, but to our human existence as well.
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Hand in Hand | 2024 | WO ZARMIBE | 56 X 81X 3 JEK

? Vosuire el Hand in Hand | 2024 | Archival pigment print | 56x81x3 cm

H 2R, g
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: ¥, LGBTQ+ ¥
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Voguing is more than a dance.
Everyone who comes to

the Ballroom has their own
definition of it. Perhaps the
true essence of Voguing lies
in the LGBTQ+ community's
use of it to fashion for a new
sense of self within an Asian
heteronormative matrix.

Voguing Now | 2024 | WosZ EARMBE | 56x81x3.3 Jik
Voguing Now | 2024 | Archival pigment print | 56x81x3.3 cm
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FIBREOTSN | 2024 | WiflG, SR, W, WG, AEH, ARk, 11+ |
232x152x 110 JEk

The Clawed Forefather of Executions | 2024 | Resin, polyurethane,
lacquer, acrylic, artificial leather, wood, bamboo | 232x152x110 cm
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HHRGGHIG #2 | 2024 | B, BEs, W, A, AW, Ak, 1T |
250X 117 X117 Jiik

The God with Myriad Eyes #2 | 2024 | Resin, polyurethane, lacquer,
acrylic, artificial leather, wood, bamboo | 250x117x117 cm

@

In this series of works, the artist attempts to see artificial intelligence
as a vast and mysterious system to which we can address questions,
engaging in the process of "seeking gods." These gods are generated
by asking questions to a language model using stories created by the
artist, traditional myths, and various inquiries about faith through
texts and images. The gods are crafted into wearable installations
referencing the You Shen (Deities Parade) culture. For the artist,
this is both an interpretation of new myths and the capture and
decomposition of humanity's past experiences. "Data computation,"
a cloud-based folklore, is precisely the foundation that allows us to
question larger systems at play in our society today.
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HOFEIR | 2021-2022 | BSOEETESE, R, A | 17 536

Compound Eyes of Tropical | 2021-2022 | Single-channel animation,
color, sound | 17 min
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Compound Eyes of Tropical draws inspiration from
Taiwanese "yizhen" folk dance and the Southeast Asian
folktale The Mouse Deer Crosses the River. The work
integrates various versions of the story, creating an
animated puppet dancer, who is half-mouse deer and half-
fox, re-enacting the folktale's river-crossing scene through
the performer's bodily expressions. Viewed through the
compound eyes of a fly, the artwork traverses multinational
thematic stories and shows the multifacetedness of a unified
narrative. The work uses mirrors as symbol, to reflect the
fluid shifts in cultural identity, social status and race, both
localy and globally. seemingly different folktales
share similar un ructures, the work propose
the possibility of a shared connection betweeni.\twa
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| Experience Bites the Dust

Author | Wang Huan
Translator | Xu Sixing

I want to start this piece with a moment when experience
failed me. For an extended period, I busied myself with a
cross-cultural study on secret societies and the inner drive
of art, which took me to a place that now only seems to have
belonged in a novel. I didn't know exactly the questions I
wanted to tackle from the get-go; the twists and turns along
the way brought back memories of my first fieldwork:

It was an ordinary plaza, one that could likely be found

in every Chinese city. What made it truly special was its
atmosphere: nearby, there was a blend of sutra chanting,
local operas, cries, laughter, and shamanic drumming,
with sporadic murmurs echoing from afar: "Ah—Yah—-Hi"
"Ei—Yah—Ho—Hey" (phonetic transcription). Giant scrolls
of paintings covered the ground, each strange-looking in
its own way, eyeing the tourists with human-like anxiety.
People gathered in the plaza exchanged with a carnival-
like fervor their obligated "missions" that brought them
here. They were modern-day seekers of immortality or, as
the locals called them, "maniacs." I apologize if my clumsy
language might have failed to capture the scene, but one
thing was certain: the air was thick with a near-frenzy,
animistic aura, which virtually rendered everything modern
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about the city out of place. I asked the crowd about the
rituals, paintings, and symbols, and the responses were
invariable: "I don't know, the 'deities' sent me," "I never
studied painting, one day just I 'suddenly’ knew." It was not
a standalone case; almost all my inquiries dissolved into
what seemed to be uniformly rehearsed answers, almost
tricking me into believing that time had fallen in a loop.

How do you recognize a community you have never
encountered, an experience so alien?

Do they fit Walter Benjamin's description of the flaneur?
Can we access them through Georg Simmel's notion of the
stranger, Foucault's conception of the infamous man, or
Robert E. Parker's marginal man? While the borrowing

of these concepts was based on experience that appeared
"legitimate," it felt like a hasty and irresponsible solution.
I quickly realized that the theories at hand were almost
failing me, so much so that "experience" had become a
hindrance. At a loss, I panicked. I thought it was going to
be a straightforward process—I would collect first-hand
data in the field, bringing them back to my office, and after
that, it would just be a matter of time spent in front of my
desk. But in truth, no existing theoretical coordinates seem
to correspond to a reality so wild that, whenever I ran into
"researcher's block," I was left with no choice but to return
to the field. Even then, no breakthroughs were guaranteed.

After several failed attempts to make sense of this experience,
I began to question what it really meant to "be at a loss in
the face of an inexplicable reality." Was I afraid that the
authority upheld by theory might crumble before the flesh
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and blood of lived experience? If so, I was probably just
haunted by the goddamned pursuit of the problematique,
fearing that my current command of knowledge wouldn't
lead to a "correct" conclusion. But how can humans be
reduced to mere conclusions? Perhaps there is no shame
in acknowledging our ignorance. Perhaps it is necessary to
transform "failures" into something else.

I have encountered many such inexplicable moments,

often in places not directly related to art, which, as a
matter of fact, do not necessarily require the presence of
those involved in curatorial work and criticism. In recent
years, I have found it increasingly difficult to locate the real
problematique in a space "readymade" for art. I have grown
wary of empirical knowledge purified by technology and
started reassessing the need for direct "field experience."
With this in mind, I developed an unprecedented interest in
sites that have yet to be "artified" over the past three years.
I was curious: what exactly was the potential of "art" before
it became formally recognized as "art?" For a while, when
people asked me what I was working on, I would answer
reflexively: something not about art. Indeed, I wasn't sure
if what I was working on counted as proper work, let alone
art. I traveled to cities and rural areas that I had never
been to, encountered cultures beyond my comprehension,
and met individuals who may not conform to mainstream
values or belief systems. At the same time, I saw "art"—

art that emerged outside the established regime, which
served religious rituals or solely the purpose of self-healing.
Variously referred to as primitive art, art brut, naive art,

or outsider art, these works have maintained their own
consistency regardless of the terminology, across historical
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periods and geographical regions. It turns out that, in

the folds of urban life, untrained vigor can trigger radical
political actions; spontaneous impulses can drive vital
creativity. Except that our imagination struggles to situate
such experiences in the mainstream discourse.

Humans tend to fit the unintelligible into a familiar
framework that at least feels graspable. Once an exceptional
experience arises, it inevitably gets shoved under

magical realism. However, if countless such e