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Yow do we talk about death?
How will we age?
How will we depart?
W*hat does end-of-life care look like
in traditional cultures?

W*hat does death mean in the Global South?
Ay bringing together sociologists, anthropologists,
doctors, artists, and social workers,
can we foster a more pluralistic understanding
of death?
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Aringing Death Back info Life

Prof. Jing Jun Academic Advisor
School of Social Sciences,

Tsinghua University

The title of this exhibition, Bringing Death Back
into Life, seeks to break a long-standing taboo
surrounding the very mention of death. “Death”—a
singular, heavy word—is often avoided in every-
day vocabulary, as if its mere utterance might
summon unavoidable sorrow and dread. It carries
the pain and weight of fear, grief, loss, regret,
bereavement, repression, deprivation, helpless-
ness, and even total despair. To speak of death
is to tread the threshold of shadow and light. In
Chinese culture, this aversion has given rise to
a vast repertoire of metaphors, metonymies, eu-
phemisms, and rhetorical devices designed to
soften the sting of speaking about death aloud. In
ancient times, the words used to describe death
varied according to social status. The death of
an emperor was béng, evoking the collapse of
a mighty mountain; the death of a scholar-offi-
cial was referred to as bu lu, marking the end of
a state stipend and the cessation of public life;
while only the death of commoners was marked
by the word “die” itself—si. In modern days, the
phrase qu shi—"to depart from the world”"—has
become the favored euphemism, lending a gentler
tone to what remains an unsettling reality. Even
“death education” has adopted a softened lexicon,
rebranded as “life education,” to sidestep direct
engagement with mortality. This exhibition, how-
ever, chooses to confront death head-on—not for
the sake of sensational provocation, but to restore
death to its rightful place within the continuum of



life, inviting us to view death as not the negation of
life but rather an encoded extension of being alive.



BT HFOER

EE5 ERA ELEIN

TEFZXMHH, FTRAR— P RERIER. HIXN
REHNSEERRBRCREEHR, HEBERESS
INRX L X— AR B R NGIE, BRATEEREN
IMiE. e, ERNAEGH—D, FESBEHEALLE
MENEE, EAMIEEENARSE, BFFRAEE.
XHEESHNEWZH,

“WHTHEATE" (Bringing Death Back into
Life) BE&RIRT 20224 (MDY FELMEFAZR
AREHNEEHRS, ZRESREEREZT REXNEE
THHESSE, BN NEANERN—BD.

EURETERRNRAETET, AVTEFES

RZALBETERNEFTAR, A, FUDE-ZXRS
(Sharon R. Kaufman) £ (35BN ) FATHSHT,
NRETZ=ERBFE. —FAH, EXELEmD, 5—FH
|, A EREFRTCNESR. BT ek ? &
XA EREEENEILEE, (TBRE) R “FT—
EERER: T—IEELRE, ETHBIRSU
BUANAERTENNES B, IR XRAIET R
HTEEEMNXY), XENMEEIREZIREFRNF]
585, ‘If&kEXN #H—THERT L BX
IR, XFTIREFSNMEANSH. EERSRE, A
HREBE. GHEEASESE, XERBEI TN

25820 x%IR,

L, MIBETNMERNARL, R TEIRMER
EB——FN MY EBENBRET, EFENARS M
FET, IEWPIE/R- /A (Achille Mbembe) FT#R
B “TETBUA” (Necropolitics) , BE KA REM,
SEITHERIME, SN, BRMNEEIFEXM 2K
dEAmaEs, X—IBAMYINE TR HENEL,

Tt cEMEMEEEM, EFEERENX



SBFEREXMIERT, EXRERRANETHE
ANFE, BEXMES. B OMODEESRAERHN
HEK. MNEIRKFEBILZEE, EL MU DL
MARLE, CEEHR. XN EESETRRER K.
REFNNSET, AMIZET £, ERIMTFAENR
E, EMEBMARERRS S0,

ER—RBENMNZAIE, “RKIETHEOAER
HEEARFHEINFEEREFHZIEMAFOLRIE,
ICRTHREZAAXRZ HAZFE  BRXSHIHS
JuFR2 MBS, BE R G, RE. SE. BRIEA
SXMEFESMEN, UREZESTETAROBGR, et
MRE XM MBS, LT BAMIELT, FET
SRERXAR. BRAXHTHNEEEZFNANATT
BT,

RIHECHEEE E—UNRENBERELAK

BRITFARBETE, BIIEXEBENR—BES:
BB “58” ? A ERZHIEER “JE” 7



Aringing Death Back info Life

Zhou Wenjing Curators
Yue Mingyue

In many cultures, death remains a taboo. Our re-
sponses to it are often filled with fear and rejection,
as we attempt to resist this inevitable fate through
avoidance and denial—yet never succeed in es-
caping its approach. Death, as an inseparable part
of life, has long permeated every corner of human
history. It is not only a physical end, but also a phe-
nomenon deeply embedded in social, cultural, and
ecological structures.

The concept Bringing Death Back into Life is
drawn from the 2022 “Report of the Lancet Com-
mission on the Value of Death: bringing death back
into life”, which calls for a renewed understanding
of end-of-life care and societal attitudes toward
dying. The report advocates that the time of dying
should be embraced as a meaningful part of life.

Under the dominance of modern medical
technologies, pharmaceuticals and machines
have profoundly reshaped the conditions of bodily
existence. Yet, as Sharon R. Kaufman explores in
“..And a Time to Die: How American Hospitals
Shape the End of Life”, the contemporary medical
space is rife with contradictions: while it prolongs
life, it also reshapes the very face of death. Can
death with dignity truly be achieved? Tradition-
al cultures hold rich wisdom concerning life and
death. A Buddhist teaching encourages one to
contemplate all phenomena as impermanent, and
all phenomena as non-self—transforming the fear
of death into an insight into impermanence—and,
ultimately, transcendence. Palliative care restores



subjectivity to the dying process, emphasizing the
autonomy and dignity of the individual. Emerging
approaches such as “reverse care at the end of
life” further expand the meaning of death, fo-
cusing on how the dying express care for others
through parting wishes and final acts—such as
organ donation, simplified funerals, or ecological
burials—gestures that embody concern for both
society and nature.

Death is not merely the end of an individual
life—it also mirrors broader global conditions. We
face not only natural death, but systemic forms
of death—as articulated by Achille Mbembe’s
concept of Necropolitics. In a world reshaped by
global economic restructuring and labor migration,
hazardous forms of work are increasingly exported
from the Global North to Global South. This not
only deepens environmental degradation in Global
South, but also disrupts communities, undermines
social structures, and erodes individual agency.
Within the contexts of postcolonial and digital
colonial systems, the flow of global capital inten-
sifies inequalities, driving the extinction of tradi-
tions, languages, species, and entire ecosystems.
From the standpoint of the Global South, death is
not just the termination of individual life; it is the
collapse of social bonds, cultural memory, and the
very ecosystems that sustain identity and belong-
ing. These forms of death not only take lives, but
also dissolve the very foundations of being and
belonging, further depriving individuals of their
sense of place and identity.

Bringing Death Back into Life is an interdisci-
plinary artistic project initiated by the Center for
Medical Sociology at Tsinghua University’s School
of Social Sciences. The exhibition brings together
21 creators from the fields of art, anthropology,



sociology, medicine, and social work. Through a
diverse array of media—including film, installa-
tion, painting, interactive technology, and archival
material—the exhibition foregrounds aging and
death as central themes. It invites open dialogue
on end-of-life care, truth-telling at the end of life,
palliative medicine, modern death, the postcolo-
nial politics of dying, and the wisdom embedded
in traditional cultural understandings of life and
death.

Bringing Death Back into Life opens a contem-
plative space for unresolved emotions and shared
public imagination. Here, we invite audiences to
ask with us: How do we confront “death”? And how
might we, through this encounter, more deeply un-
derstand what it means to “live”?
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7ime to Die

Dr. Lu Guijun Diregtor of the Department
of Pain Management at
Beijing Tsinghua Changgung
Hospital, Tsinghua
University; Head of the
Palliative Care Team
In the Chinese spiritual cosmology, “life” is cel-
ebrated with endless praise, while “death” has
become a linguistic taboo. This fractured view of
life and death has left us collectively speechless
at life’s end. The Confucian maxim, “You do not yet
know about life; how can you know about death?
(RE4, EHFE?)” has been simplified into a wide-
spread avoidance of death itself, while the Daoist
philosophy of “leveling life and death (3F43%E )" has
faded into a diluted form of worldly consolation.

As modern medical technologies grant us the
capacity to challenge death, we have fallen into
an even deeper existential predicament: the bal-
ance between a “good life” and a “good death” has
been completely overturned. According to Chi-
nese Medical Ethics, one-quarter to one-third of
a person’s lifetime medical expenditures in China
are spent on futile treatments during the final two
weeks of life. This mechanical prolongation of life
reveals a spiritual barrenness in how our civili-
zation confronts the end of life. Our unbounded
pursuit of life has turned “rescue” into an assembly
line for death—we surrender life to technology,
only to lose both the possibility and the ability of
a good death (Z% ) and a good farewell.

Under the combined forces of traditional mo-
rality and modern medicine, this relentless fight for
life appears to be a manifestation of Xiao Dao (&
18, filial piety), but in practice it becomes a violent
stripping away of the dying person’s autonomy. At
a symposium on good death, Nurse Zhang, aged



o4, recounted her story in tears:

“Ten years ago, my father was diagnosed with
small-cell lung cancer. At the end of his life, he
suffered from severe respiratory distress, and by
standard medical protocol, a tracheotomy was
required. The resistance in his eyes, the way he
twisted his neck—we all knew he was refusing.
But as a medical professional, | had been taught to
go all out, and this was my father. When the whole
family turned their eyes to me, | made the decision
to proceed. I'll never forget the pleading look in
his eyes. But at the time, | believed | was repaying
his love with the best medical care possible. Two
days later, my father died in pain. This is a knot |
will carry for the rest of my life.”

Such cases are not isolated. These ethical
entanglements reflect the darker shadow of “Jin
Xiao (fulfilling one’s filial piety)”: bodily suffering is
sacrificed for symbolic performance, and the pos-
sibility of a genuine and compassionate farewell is
displaced by technology.

Structural disparities also shape how end-
of-life care is distributed in China. As of 2025,
less than 23% of hospice services are covered
by national insurance, and there is a shortage of
over 120,000 trained professionals. The urban-
rural gap is especially stark: in Shanghai, 71% of
residents have access to home-based palliative
care, while in remote rural areas, elderly patients
often lack even basic pain relief. The standard-
ized process of death in modern hospitals reduces
dying to the cessation of organ function, gradually
eroding both the ideal of “dying at home in peace”
and the healing rituals of mourning and farewell.
Meanwhile, at its core, palliative care is a return
to the original spirit of medicine. When medicine
ceases to resist death, and when death is returned



from the hospital to the sphere of everyday life,
the end of an individual life becomes a continua-
tion of cultural memory.

This is precisely the value of the exhibition
Bringing Death Back to Life: to liberate death from
the technical cage of clinical medicine and restore
it to the living world, beneath the vast canopy of
cultural imagination. We are in need of such rev-
elations about life and death: when each life can
come to an end embraced by love, and when each
final wish can be solemnly heard, we preserve a
sky of dignity above the ecological wasteland of

dying.
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On Life and Death

Zhi An Author

Fundamentally, | understand death as where noth-
ing is possible anymore. Life means there is always
a chance—be it good or bad, however unlikely.
Death, however, is the end of all possibilities. As
long as possibilities, whether real or imagined, are
not wholly negative, death remains a cruel reality.
As the saying goes, “There is always a way out for
the living.” Indeed, this holds true for the living,
but death closes every possible path.

The purpose of life lies in seeking out possi-
bilities for itself. This search—and the very pos-
sibility that life reaches toward—is profound and
vast, almost infinite. Yet the very reality of death
renders it finite. The world is directly and indirect-
ly perceived by each of us. | do not know when my
world began, but | do know when it will end. When
a person dies, the world sees it as his death—but
to the person, it marks both their own death and
the death of the world.

The issue is not whether what happens after
death are certain, but rather that the deceased
are unaware—unaware of both certainty and
uncertainty. The deceased may leave things in
this world, tangible or intangible, but they can no
longer control them; these belong to the living.
Yes, many who have died are still remembered
for various reasons, yet once perceptual memory
fades, the deceased become nothing more than a
name, or rather, a symbol. It is as if all that once
happened to them is no longer connected to them,
for they have long since ceased to exist.



Yet this does not lead to a conclusion of de-
spair. For the living, death is a fact yet to come,
while life is a fact now present. A clear understand-
ing of what death is, and its inevitable nature, may
offer us a measure of guidance.

As Confucius said in The Analects, chapter
Liren: “If one is granted an epiphany of the Dao (i&,
the Way) at dawn, one may die at dusk fulfilled.”
("ER[HE, ¥FERIR, ") A comparison between “the
epiphany of the Dao” and Death makes it clear
that Death lies beyond human reach, while “the
epiphany of the Dao”—however elusive—remains
accessible, for it still belongs to the realm of Life.
In other words, it is only in the pursuit of the Dao
that the question of attainability arises, whereas
Death admits no such question of permissibility.
Thus, conventionally, the sentence might read: “To
die at dusk, an epiphany of the Dao at dawn would
suffice.” Yet Confucius deliberately inverted this
order. | believe his reasoning runs deep: between
Death in its certainty and Life in its uncertainty,
one should live Life to the fullest, endowing it with
a measure of certainty—since Death eludes our
grasp, we reach for what can still be held of Life—
and it is in this reaching that the epiphany of the
Dao dawns.

Confucius also said, “You do not yet know
about Life; how can you know about Death?” (“z&
HAE, BHFFE?”) His emphasis always remained on
Life. The saying “If one is granted an epiphany of
the Dao at dawn, one may die at dusk fulfilled”
embodies the same spirit. The dawn precedes the
dusk, just as the epiphany of the Dao must come
before Death. He urges us to live out Life within its
finite span. Only then can Death possibly not be
the final conclusion. Before Death, there is Life—
and Life bears its own meaning.
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Jeremy Dennis is a contemporary fine art pho-
tographer, an enrolled Tribal Member of the
Shinnecock Indian Nation in Southampton, NY.
His work centers Indigenous identity, culture,
and the legacies of colonial assimilation, using
photography to stage cinematic, otherworldly
narratives rooted in Native oral stories, history,
and contemporary experience.
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Sacredness of Hills is an ongoing photographic
series responding to the persistent desecration
of Indigenous burial grounds in the Shinnecock
Hills—ancestral territory of my people, the Shinne-
cock Indian Nation, located in what is now known
as Southampton, New York.

This series began as a direct reaction to a
tragic event on August 13, 2018, when human



skeletal remains were unearthed during resi-
dential development on Hawthorne Road in the
Shinnecock Hills. Rather than approaching the
discovery with care or cultural sensitivity, the
Southampton Town and Suffolk County Police re-
sponded under the presumption of recent criminal
activity, further disturbing the site in search of
evidence. Alongside the remains, a 17th-century
glass bottle—an artifact from the early contact
period—was uncovered, suggesting that the burial
was Indigenous, sacred, and centuries old.

The Shinnecock Indian Nation, arriving short-
ly after investigators, advocated for the site’s
protection and urged local authorities to utilize
the Community Preservation Fund to safeguard
the area from further development. This was
not the first time we had made such a plea. For
years, our community has been forced to watch
as our ancestors’ final resting places are bought,
bulldozed, and built over—sacrificed in the name
of luxury real estate and economic gain.

The Shinnecock Hills are more than just
land—they are a living archive of memory, cere-
mony, and identity. They hold generations of our
ancestors, yet they remain unprotected by the
laws that govern and prioritize private ownership
over Indigenous rights and spiritual traditions.

Through this series, | confront the violence of
erasure and settler colonialism by reclaiming our
sacred spaces through image-making. | photo-
graph these hills not as empty landscapes, but as
contested sites—alive with presence, resistance,
and reverence. Each frame is both a mourning
and a reminder: of who lies beneath, of what has
been lost, and of the urgent need to preserve
what remains.
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Duan Yan (b. 1978, Hubei) is an interdisciplinary
practitioner working at the intersection of schol-
arship and artistic creation. She is currently an
Associate Professor at Hubei Institute of Fine
Arts, where she also leads the Micro-Program
in Art Therapy. In recent years, her research
has centered on the field of art therapy, with a
focus on developing context-specific systems of
practice and evaluation rooted in local realities.
Her artistic explorations span a range of media
including ink painting, oil painting, and ceramics.
Through these diverse forms, Duan continuously
investigates the symbiotic relationships between
human beings, nature, and technology in the
age of technoscience, using a distinct artistic
language to reflect on the essence of life and
the meaning of existence.

Eﬁz“:i.m
Duan Yan



Tracing and Reconstructing, 2025, cyanotype on waterproof

film, propylene, collage, 38x55 cm each, 12 in total.

Courtesy of the artist
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Tracing and Reconstructing takes the Yangtze
River as an eternal motif, fusing tangible fragments
of riverside civilization with abstract folds of time
and space to form a flowing poem. The concrete
jungle transforms into a circular array reminiscent
of treerings; neon light trails weave into the strings
of time, while the suspension cables of bridges
shimmer like golden harp strings, trembling with
the harmonies of civilization in the digital dawn.

The work’s deconstruction and reconstruction
echo the philosophy of the Yangtze: the verti-
cal order of concrete forests contends with the
chaotic sprawl of wave-like curves, mirroring
the eternal dance of life between predetermined
paths and accidental mutations. The morning light
refracted by glass facades breaks into a spectral
matrix, while its shimmering reflection on the river
reassembling into a Mdbius strip—symbolizing
hope reborn through the cycles of life and death.

The pixelated, floating buildings are both
digital tombstones of human civilization and
embryos of the metaverse, gestating new forms
of existence at the intersection of algorithms
and waves.
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He Jinwei was born in Nanbu County, Sichuan
Province. From 1989 to 1993, he studied in the
Oil Painting Department of the Sichuan Fine
Arts Institute, earning a Bachelor of Arts de-
gree. Since 1993, he has pursued a professional
careerin art, curating, art theory and criticism,
and university-level art education. He is cur-
rently based in Beijing (China), Seoul (South
Korea), and Turin (Italy). He is the founder of
Beijing Asia Art Scene Art Space. His work has
been featured in the 53rd Venice Biennale, the
Tashkent Biennale, and the Asian Art Biennale
in Bangladesh. He has held solo exhibitions at
the Long Island University Art Museum (USA),
the Museum Villa Haiss (Germany), and Long
March Space (Beijing).
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The History as the Present Series originates from
old family photographs taken in the 1960s, fea-
turing relatives of the previous generation. These
portraits, once cherished through oral memory,
have now become unfamiliar faces. The printed
“lace” patterns, like half-drawn translucent cur-
tains, veil the fading of familial memory.

History as the Present | & I, 2023, painting,

110x130 cm each, 2 in total.
Courtesy of the artist
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Han Wuzhou was born in a mountain village in
northern Henan in 1980 and now lives in the
urban-rural fringe of Beijing. His works spans
installation, video, and photography. He usually
uses everyday, readily available materials, such
as plastic, waste, consumer and consumable
products, for artistic practice and creation. Draw-
ing himself as a reference point, he reflects on
spaces of survival and responds to social issues.
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Aeon-1 is a staged photography constructed
using medications the artist takes daily. By
composing natural landscape out from chemical
substances, Aeon-1 presents an “unnatural”
vision of nature. Drawing from the artist’s own
physical experience, the work explores subtle
relationships between the body and the spirit,
the temporality and the eternity.

Aeon-1, 2017, photography, 150 x 120 cm.

Courtesy by of the artist
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Masuma Halai Khwaja, artist and curator. She
currently holds Associateship at the Mittal In-
stitute, Harvard University. Her art practice
explores pivotal moments in recent history, with
a particular focus on South Asia. Informed by oral
accounts and lived experiences, she counters
state-driven narratives and one-sided textbook
versions of history by addressing the psycholog-
ical and sociological undercurrents of conflict
and forced migration, as well as their impact on
languages, dress codes, religion, and mindsets.
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This artwork titled The Sea Will Be The Sea
Whatever The Drop’s Philosophy, showing sea
waves created from barbed wire, was concep-
tualized in reaction to the news of the sinking
of an overloaded fishing trawler off the coast
of Messenia, in a bid to smuggle migrants into
Europe in 2023. Sadly, more than half of the
casualties were Pakistani’ s.

The tragedy harkened stories of my grand-
father’ s migration from Mozambique to Indian
Gujarat via sea in the early part of the 20th
century and mother’s ordeal while migrating
from Indian Gujarat to Karachi via the Arabian
Seain 1947, during the independence of India.
My mother sat for many days on the deck of
an overcrowded ship. With very little access
to food or water.

Border controls and visas in today’s world
have long left behind theories of waterways,
seas and oceans connecting people. The open
seas that once encouraged travel have to be
traversed with caution so as not to accidentally
cross over into territories lying within jurisdic-
tions of alien countries.

Adopting the difficult position of the hopeful
migrant/asylum seeker, | view the water as an
alien hostile body to be traversed with caution,
taking into account their political agency. The



once open seas seem to take on new meaning,

one that is threatening and intimidating.
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Casting Nets At The Ebbing Tide addresses post-
colonial baggage and dependence on Western
validation. Moved by the many tragedies that
occur as migrants risk everything in search of
the elusive dream of the Global North, this work
has been created on a faded European tapestry.
Ruthlessly cutting up embroideries from Pakistan
and its neighbouring regions, | have reconstituted
the pieces to form new imagery that though alien
to its background, is poised as if in conversation
with the base, addressing critical regional and
political issues.



CEEBRIHMD , 2024, HRMBING, RILE, HH, 135x46/EXK,
HZARER

Casting Nets At The Ebbing Tide, 2024, textile collage, embroidery on
tapestry, 135x46 cm.
Courtesy of the artist
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Liang Shaoji (b. 1945, Shanghai) studied soft
sculpture from Maryn Varbanov at China Academy
of Art from 1986 to 1989. For nearly 30 years,
Liang has been engaged in the interdisciplinary
creation in terms of art and biology, installation
and sculpture, new media and textile. His Nature
Series uses the life cycle of silkworms as a
creative medium, interaction with the natural
world as artistic language, and time and life as
core concepts. His works embody a meditative,
philosophical, and poetic quality, revealing the
intrinsic beauty of silk.
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Stele, 2008-2014, three-channel HD

video, sound, 10 min 6 sec.
Courtesy of the artist
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This work began filming in early 2008. After re-
shoots in 2009 and an initial edit, it underwent
continual refinement until its completion in 2014.
The sighs you hear are my own voice.

I read history through the silhouettes of silk-
worms.

History resembles silk thread—endlessly
unspooling.

History resembles cloud-trails—drifting into
oblivion.

Clusters of caterpillars writhe in slow motion,
their shadows coalescing and dispersing like fluid
calligraphy—an ancient Chinese “silkworm script”
that seems etched onto cliff faces or tattooed
into skin. This living script, born of silkworms’
movements, pulses with expression: Some arch
eagerly, probing the void; some twist in toil, crawl-
ing through resistance; some plunge perilously,
suspended between survival and fall... They
become allegories of history: heroic, monumental,
anguished, chaotic. As silk veils thicken until light
can no longer pass through, the silkworm script
vanishes. Leaving only a wordless stele and sighs.
Words outlive their utterance; history transcends
its telling. The wordless stele bears witness to
existence within existence; Those sighs—"All
things flow like this river! Gi&EWMETRK)"—whisper
the passing of time; All phenomena dissolve into
Kong (Z=—emptiness), and return to Yuan (;t—the
primordial unity).

Since antiquity, China has revered history,
literature, music, poetry. When words exhaust
themselves, we chant; when chants dissolve, we
sing; when songs fade, we intone. Thus | intone
history—Cao Cao’s “Viewing the Vast Sea”( {Wi&
#8) ), Liu Bang’s “Song of the Great Wind"({ AKX
), Chen Zi'ang’s “On the Tower at Youzhou” ({
WM EFR) )—all dissolved into sighs. This sonic
experiment resonates with serenity yet profundity,
desolation yet vastness—an aftertaste lingering
beyond time.



MR, AFHZAR, BERZEARARRAR., TH
RIZEARZR &M~ BRELMW, BARMERRLN
HEER L. R EmRBER. 2NN REEE
ER, BB "MFHEEZBRZZA, SIfFRRE
ERAE. WA Y. RYAHEN DT LS SR
m,ES, NZARITEEEMIOZS TERMMKX,

Lin Lecheng is a fiber artist and Professor at
the Academy of Arts & Design, Tsinghua Univer-
sity. Influenced by the “decorative” aesthetics
promoted by the Central Academy of Arts and
Crafts, he developed a distinctive style centered
on black-and-white decorative compositions.
Inspired by nature, rural landscapes, and folk
life, Lin advocates for “experiencing art directly
through the fingertips.” His creative materials
span a wide range of fibers, including metal,
plant, textile, and animal-based media. Over the
decades, his artistic practice has reached more
than 90 countries and regions around the world.
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The Taklamakan Desert, one of the world’s larg-
est, has long been known as the “Sea of Death”.
Though | had approached its edges many times,
| had never truly entered—until a grueling jour-
ney to Niya in 2024, which finally brought me
deep into this mysterious place where death and
vitality intertwine. Amidst flying sand, crashing
stones, and a darkened sky, | captured the light
and shadow of silence and death. Immersed in
such surroundings, | felt waves of emotion rise
within me—and, more clearly than ever, | saw the
tragic grandeur of all living things and of life itself.
The poplar tree, said to “live a thousand years,
remain standing a thousand years after death,
and stay unrotten a thousand years after falling”,
stands as witness to the weight of history buried
beneath sandstorms, and testifies to the enduring
flow of cultural lineage. This made me realize
that in the face of “death” and “aging”, what we
need most is a calm mind and a peaceful heart. |
often feel grateful for the gift of “survival” after
“cheating death”, and | prefer to view the cycle
of life and death through an aesthetic lens—for
in this eternal cycle of change, the continuation,
renewal, and return of life always persist.
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Liang Yun: Scavenger of Shadows and Light
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This video montage originated from an idea pro-
posed by Professor Jing Jun: In the film “The
Farewell”, a cultural conflict over illness disclosure
unfolds—a theme that resonates across numerous
films exploring how Chinese families navigate the
tensions of iliness and death amid divergent values
and generational divides. Could we gather and
reassemble these cinematic fragments, passing
the baton to one another in an attempt to portray
the emotional entanglements and difficult deci-
sions at life’s threshold?

As Professor Jing Jun has observed in his

research: it is in the name of xiao (&, filial piety)
that family members often claim the right to man (

f%, withhold the truth). Whether such family-based
medical decisions protect or deprive the patient
depends profoundly on context and circumstance.
This compilation offers no definitive answers—not
even those intended by the original filmmakers—
but instead invites viewers into emblematic mo-
ments when Chinese families must face illness and
death. In the gray zone between “To Tell or Not”,
perhaps all we can do is keep asking ourselves:
“If it were me, would | want to know the truth?”
“And what kind of truth could | bear to receive?”

Finally, we extend our deepest gratitude to
the creators of these films. It is through their care



and craft that such complex questions find both
nuanced expression and the possibility of shared

understanding.
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Lu Guijun is the Director of the Department of
Pain Management at Beijing Tsinghua Changgu-
ng Hospital, Tsinghua University, and Head of
the Palliative Care Team. He also serves as the
Director of the Department of Pain Management
at Xiamen Changgung Hospital. His work primar-
ily focuses on the diagnosis and treatment of
pain-related conditions and palliative care for
terminally ill patients. Throughout his medical
practice, he emphasizes patient experience,
quality of life, and the integration of medical
humanities with advanced technology.
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Holding a Living Funeral for Myself is a living
funeral conceived by Dr. Lu Guijun for himself—
both a personal ritual and a meaningful practice
of public education on death and dying.

As a long-time practitioner in palliative care
and a dedicated educator on death and dying, Dr.
Lu chose this unconventional yet deeply sincere
form to make a courageous appeal for facing
death more openly in Chinese society. As head
of the Pain Department at both Beijing Tsinghua
Changgung Hospital and Xiamen Changgung
Hospital, he has spent years moving between
clinics, lectures, and fieldwork, fully aware of how
death remains an often-avoided subject in China.
By physically lying in a coffin and experiencing
the ritual of death, Dr. Lu responds directly to a
common challenge: “How can you talk about life
and death if you've never died?”

This living funeral is not a spectacle or per-
formance for shock value, but a solemn and inten-
tional gesture of life education. By gathering loved
ones, colleagues, and companions to witness the
experience, Dr. Lu reconstructs the idea of “my



Holding a Living Funeral for Myself, 2021,
single-channel video, sound, 5 min 6 sec.

Courtesy of the artist
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death” from a first-person perspective—bringing
death out of abstraction and into the realm of life
decisions that deserve early contemplation. For
Dr. Lu, a “good death” (E4&) is not defined by the
length of life, but by the extent to which a patient’s
wishes and dignity are honored.

In Dr. Lu’s view, a doctor’s role goes beyond
treating illness; it also involves building bridges
between the patient, their family, and the possibili-
ty of a peaceful passing. Holding this living funeral
is both a professional practice and a gentle chal-
lenge to the norms of silence: a way of stepping
forward, as a palliative care physician, to inspire
reflection and readiness in others. To speak of
“death” is not to be unfeeling. Rather, it is a way
to more fully understand what it means to “live”.
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Herwig Scherabon is a visual artist, who is cur-
rently based in Berlin. He creates immersive
audio-visual installations that explore themes
of object-oriented ontology, post-humanism,
nature, ecology, and technology, as well as the
agency and sentience of non-human beings.
His art invites viewers to consider their place
in the world and the role that technology plays
in shaping our experiences. Currently he holds
a professorship in Immersive Environments at
the University of Applied Sciences and Arts in
Bielefeld.
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In the winter of 2019, the annual burnings in the
Amazon rainforest made a major appearance in
western media. The new Brazilian government
encouraged companies to use land grabbing on
any unused piece of forest thatis not protected by
indigenous or environmental rights. Rubber or soy
farmers would burn down pieces of forest in order
to later regrow it as profitable monocultures. By
giving out a free pass to the industry the burnings
had an unseen peak early in the season with many
fires escalating and becoming uncontrollable.
The smoke and ash of the destruction was so
enormous that it caused black rain to fall in Sao
Paolo and other places.

The work which was funded by the Austri-
an Federal Chancellery is based on 3D scans
of plants, roots, trees and flowers taken in the
Amazonin 2019. They are frozen images of small
objects in a vast space captured in a short moment



of eternity. Those digital holographs are ghosts
more than objects and ghosts tend to tell stories:
stories of a faraway land with magnificent natural
landscapes and stories of deep futures where the
same mushroom that got captured in 2019 is now
fossil fuel for some hypothetical engine in a world
we cannot be sure will still exist.

As we leave all sane definitions of space and
time we can see the agency which is inherent in
all objects. Carbon based lifeforms transcend into
fossil fuel or burn away releasing their carbon into
the atmosphere. The mushroom is a mushroom and
at the same time it is global warming and black rain
in Sao Paolo. We can enjoy the breathtaking beauty
of nature on one end of the Amazon while the
other end is burning. Big ecological catastrophes
like the annual burnings have a non-local quality
to them which makes it easy for us to ignore and
forget. If we look at this screen we do not really
see plants but in fact we see the darkness that
lies within all life.

The Earth Will Spin Yet We Won't Be Here, 2019, 3-channel
audiovisual installation HD Video, sound, 2 min 30 sec
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Courtesy of the artist
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Song Min received her master’'s degree from
the School of Social Sciences at Tsinghua Uni-
versity. Her research interests lie in medical
anthropology and medical sociology. In recent
years, she has focused on topics such as reverse
care, palliative care, and body donation. Before
returning to academia, she worked as a funeral
planner for three years and spent another three
years in a palliative care ward. “The greatest gift
death gives us is the chance to reflect seriously
on how we live.”
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In early 2023, Professor Jing Jun of Tsinghua
University initiated a research project on death
narratives, collecting stories of individuals who
passed away between early 2020 and the end
of 2022. These oral histories focus on multiple
dimensions, including the circumstances of death,
life experiences, the course of illness, the final
stage of life, funeral arrangements, social support
networks, and the physical and emotional stress
experienced by caregivers. A total of 146 narrative
texts were collected, amounting to 485,000 words.
Many of these texts reveal the phenomenon of
reverse care at the end of life.

Previous research on end-of-life care has
often focused on how others care for the dying,
emphasizing the roles of medical staff, family mem-
bers, social workers, and communities. Reverse
care, by contrast, refers to the consciousness



Reverse Care, 2024, archival documents,

42x59 cm each, 2 in total.

2024, MR,

(RmEXIEY ,

Courtesy of the artists and the volunteers

and actions of the dying turning their attention to
caring for others. It encompasses four scenarios:
care for family members, care for medical workers,
care for fellow patients, and care for society.

Reverse care emphasizes the agency of the
dying, showing that even at the end of life, in-
dividuals still possess emotional initiative and
the capacity for action. They not only express
their own needs and wishes, but also, within the
limits of their ability, provide care and comfort
to others in return. This perspective challenges
the conventional view of the dying as passive
recipients of care. More significantly, reverse
care also addresses the profound question of
“whether death holds meaning”. By actively caring
for others, the dying achieve a certain degree
of self-transcendence, extending the endpoint
of individual life into a broader web of social
connections, thereby endowing death with new
meaning.

The works presented in this exhibition are
selected from these death narratives, each relating
to acts of reverse care. All materials originate from
oral recollections provided by family members
after the passing of their loved ones.
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Wang Zhigang, Director of the Department of In-
formation Art and Design at the Academy of Arts
& Design, Tsinghua University, and Director of
the Institute for New Media Performance Inno-
vation. With an academic background bridging
engineering and the arts, he is dedicated to
pioneering research in the field of new media art.
His creative practice seeks a delicate balance
between technology, art, and the humanities—
where rationality and sensibility converge. He
served as the lead of the Ministry of Science
and Technology’s “Technology for the Winter
Olympics” initiative and was the video director
for the opening and closing ceremonies of the
Beijing 2022 Winter Paralympics. Through the
fusion of technology and art, he has developed
a distinctive visual language that has earned
wide acclaim in both artistic and technological
circles.
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Skeleton Fantasy Show, 2018, new media art

2018, HRMAZARERE,

104.84x188.16[EK,,

(BEBELFRE)D |

interactive installation, 104.84x188.16 cm.

Courtesy of the artist
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The Institute for Creative New Media & Performing
Arts (IMPA), Academy of Arts & Design, Tsinghua
University, focuses on the protection and inno-
vative research of cultural heritage. In 2018, at
the Renascence of Traditional Culture: Tsinghua
University Cultural Heritage Protection and Inno-
vation Research Achievements Exhibition, hosted
by the institute, a contemporary art piece utilizing
interactive technology was introduced for the
first time, inspired by the Song Dynasty painting
Skeleton Fantasy Show. In this work, Skeleton
Fantasy Show was digitally reinterpreted through
interactive technology, focusing on the original
painting’s skeleton puppet section. By allowing the
audience to control the skeleton through inter-
action, they engage physically with the artwork,
which in turn stimulates deep reflections on life
and death, emotional attachments, control, and
the inevitable end of all things. This interactive
process enhances the audience’s interpretation
of the original artwork’s meaning and furthers the
exploration of its cultural value.
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Xiang Zhilin, born in 1999 in Lichuan City, Enshi
Tujia and Miao Autonomous Prefecture, Hu-
bei Province, is currently studying at Tsinghua
University. She has long focused on themes
of death and grief, and excels at exploring the
emotional, material, and sensory perceptions
of everyday life. This exhibition, Remembering
Bear, is a creative work based on her academic
research in the field of grief.

[CHI
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HER, REFRRESHEEPINKER, XMEE
FEESHSRENEA.

A Remembrance Bear is a small stuffed bear made
from the clothing of deceased individuals, com-
missioned and mailed by the bereaved to skilled
craftspeople. In 2019, a craftsperson known as
Xiao Jie began taking online orders, and later
founded a studio dedicated to making these bears.
The craftsperson performs a kind of emotional
support for the bereaved, playing the role of a
“soul-mender” during the process of creating each
bear. Made from the garments of the deceased,
the Remembrance Bear ultimately represents
a presence of the departed. Through stitching
and patching the clothing, these soul-menders
offer a tangible medium for remembrance—one
that provides comfort both through action and
symbolic meaning.

Xiang Zhilin invited bereaved individuals and
craftspeople to voluntarily participate in this exhi-
bition, resulting in the creation and display of six



“Remembrance Bears”. Photographs of the original
garments were taken, printed, and mounted on the
wall. The completed bears were placed in acrylic
boxes for preservation and displayed in front of
their corresponding images.

In the process of transformation, each re-
membrance bear underwent multiple migrations,
forming new connections not only between the
bereaved and the craftspeople, but also among the
bereaved individuals themselves, and even with
researchers. The graments, once intimately tied
to the deceased, bear the weight of personal and
irreplaceable memories shared between the dead
and their loved ones. The journey from clothing to
bear becomes a process of memory preservation,
while simultaneously forging renewed bonds with
the departed. Through this process, the chaos
brought by death—nebulous, obscure, and tur-
bulent—is reconfigured into clarity, safety and
stability. The remembrance bear serves as both
a vessel of repose and a bridge of connection—
reposing the soul of the departed while soothing
the living, restoring the severed bond between
the bereaved and the deceased, while rekindling
the bereaved’s severed social ties.

, dimensions variable.

Remembrance Bear, 2021-2025, clothes of the

bereaved (fabrics)
Courtesy of the artist and the volunteers

, 2021—2025, WEERY
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Yue Mingyue (b. 1996, Liaoning), currently based
in Beijing, is a fiber artist and a Ph.D. candidate
at Tsinghua University. Her practice regards
death as an integral part of the life cycle, and
continuously explores the deep interconnection
between “fertility” and the “female body.” Black
and red threads are recurrently used in her
creations, serving as symbolic leitmotifs that
carry meanings of lineage, memory, and inner
transformation.
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This work emerged from field research carried out
as part of the subproject “Traditional Aesthetics
and Modern Artistic Creation,” under the Tsinghua
University initiative “Palliative Care in Traditional
Culture”. During the fieldwork in the Garze region
of Sichuan, one scene kept reappearing before my
eyes and left a deep impression on me: under the
highland sun, elderly people slowly walked around
the mani’khor lo (prayer wheels). Their steps were
gentle, moving in sync with the shifting light and
shadows, as if performing a bodily action that
transcended ritual. Prayers for the deceased are
both a preparation for one’s own end and a silent
mending of intergenerational continuity.
Embodied Rebirth adopts the form of the mani
‘’khor lo (prayer wheel), but reinterprets it through
material and symbolic language. The work is made
from sheer fabric, a material that breathes, is
translucent, and evokes the fragile texture of skin.
The surface patterns draw from Chinese mythol-
ogies, funerary traditions, and the visual cultures
of ethnic minorities, presenting a collective icono-
graphic lineage of life. These images are neither
preachy nor merely ethnographic reproductions;



Embodied Rebirth, 2025, gauze, silk thread, stainless
steel, fluorescent tubes, 80x80x200 cm.

Courtesy of the artists

(ALY |, 2025, 2, 44, THN,

YT, 80x80x200/EXK,

rather, they co-construct, at a symbolic level, a
cosmology of origin, connection, and return.

The wheel’s rotation becomes a form of
embodied temporality—gentle yet irreversible,
much like time itself. It no longer functions as a
religious apparatus, but as a vessel of “material
memory”: silently witnessing the cycle of life, and
in its continuous motion, carrying the breath of
the living, the silence of the deceased, and the
possibilities of those yet to come.
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Blessed Be the Fruit explores the tension between
womanhood, fertility, and bodily autonomy. The
work is crafted from threads and red yarn to
create a soft, womb-like space. Abstract motifs
of wrinkled skin, the body, and blood invite the
audience to reflect on the life cycle from birth
to death, encouraging a reconsideration of the
processes of personal growth and aging, as well
as the embodied experiences unique to women.

Blessed Be the Fruit, 2018, gauze, thread, steel

frame, 400x400x170 cm.
Courtesy of the artist
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Yun Feng (b. 1988, Henan) lives and works in Bei-
jing. He received his MFA in Experimental Art
from the Central Academy of Fine Arts in Beijing
in 2016, and his BFA in Oil Painting from the Col-
lege of Fine Arts at Xinjiang Normal University in
2011. Working primarily with performance art and
cameraless photography, Yun Feng engages in
a sustained exploration of photogram process-
es. Using photosensitive paper as his primary
medium, he records performative bodily traces
through direct material interactions. His practice
interrogates the boundaries between ephemeral
action and photographic documentation.

- nlE
Yun Feng
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This work was completed in the summer of 2021
along the Chao Bai River near my residence in
Yanjiao. Using the cyanotype process, | captured a
90-meter section of wire fencing—each segment
rendered across 24 sheets of quarto-sized paper,
exactly matching the dimensions of a 1.6 x 3-meter
section of the barrier fence. During those days of
restricted movement, | meticulously produced over
700 such impressions. As photograms, the images
maintain perfect 1:1 scale fidelity to the original
fencing, documenting the interlaced silhouettes of
the fence and encroaching vegetation. In January
2025, the original work was burned by the Chao
Bai River. The exhibited pieces are reproductions.

(FFA) , 2021—2023, kI LTEHA,
160x300EK S8, 20,
HEARER

The Setting Sun, 2021-2023, cyanotype on
watercolor paper, 160x300 cm each, 2 in total.
Courtesy of the artist



Heading Toward Where the Light Is, 2025, black-and-white
silver gelatin paper, Blu Tack, dimensions variable.

Courtesy of the artist
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| heard from Dr. Song, a palliative-care doctor,
that when a patient is about to leave this world,
they usually tell the patient: “Just head toward
where the lightis.” This phrase has echoed in my
mind ever since. Similar concepts appear across
different texts. Yet as Epicurus stated, “Death is
nothing to us”—rendering this “light” an eternally
unreachable prophecy.

| wrote these words on my studio wall, living
with them daily. While organizing my studio, |
discovered stacks of exposed photographic paper
destined for disposal. Suddenly, the metaphor
became literal: Each sheet of photosensitive paper
fulfills its purpose by advancing toward light. |
thought of moths, those creatures perpetually
hurling themselves toward illumination. If no soul
can return to reveal the truth, then in this world,
these material traces become our most reliable
testimony.
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Zhang Muchen is an artist and associate pro-
fessor at the School of Design and Art, Beijing
Technology and Business University. Working
with kinetic installations, interactive systems,
and biological materials as media, Zhang focuses
on the creation and research of digital media
art and interdisciplinary art. His work explores
the complex relationships between environment,
artificiality, and life. These explorations have
been prominently showcased in exhibitions such
as the “Presence” WSK Art Support Program
(2024), “Human-Machine Integration: the Age
of Robotic Art” (2024), “Wandering—Digital Art
in Historical Spacetime” (2023).
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In the progression of modern medicine, what
Philippe Ariés termed “tamed death”—once oc-
curring within families and communities, endowed
with meaning through public rituals—is being
displaced by a medicalized model governed by
scientific rationality. With life extension as its
goal, medicine has reframed dying as a medical
event. Institutional and technological systems
now fully govern the final stage of life, extracting
death from public existence and imprinting it with
clinical intervention. Thus death transforms into
“wild death”: stripped of existential authenticity,
saturated with technological violence.

Within this regime of institutional and tech-
nological control over life, breathing, as the
most fundamental sign of vitality, becomes a
central clinical indicator for confirming life and
triggering intervention. This interactive instal-
lation draws inspiration from mid-20th century
ICU ventilators that assist or replace natural
breathing via mechanical ventilation. Centered
on the imagery of breath, the work remains silent



when unapproached. As viewers move closer
to its core, the mechanical respiration rhythm
accelerates from steady to erratic, culminating in
suffocation. When one nears the mask, the system
abruptly stops, leaving only the shrill whine of a
choked motor. At this moment, dyingis nolonger
a perceptible, witnessable personal experience or
natural process; instead, it becomes a technical
process orchestrated by medical professionals
where individual subjectivity is erased.

Breath, 2014-2025, installation, wood, TPU airbag,
bellows, oxygen mask, motor, 200x200x160 cm

Courtesy of the artist
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Zhang Xiaotao (b.1970, Chongqging) centers his
artistic practice on exploring the ultimate fate
of humanity. Through painting, animation, and
new media works, he conducts interdisciplinary
visual experiments that engage with Tibetan
culture, archaeology, and digital art. His works
have been exhibited in major international ex-
hibitions including the 55th Venice Biennale,
the Asia Pacific Triennial of Contemporary Art,
the Moscow Biennale, and the Ars Electronica
Festival in Linz.
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Sakya is a cross-disciplinary, cross-media new
media art project developed by artist Zhang
Xiaotao between 2006 and 2011, in collaboration
with Professor Xu Tianjin from the Center for Public
Archaeology at Peking University and Professor
Zhang Jianlin from the Shaanxi Provincial Institute
of Archaeology.

Through fieldwork conducted in Sakya County,
the artist and his team collected documentary
footage and visual materials that became the
foundation of the project. By integrating archae-
ological research with digital art, Sakya responds
to the material pressures and existential crises
faced by contemporary humanity in the context
of globalization. At its core, the project poses a
fundamental question: in an era shaped by tension
and contradiction,how can digital art reconstruct
the underlying connections between the physical
and the existential, the individual and the world,
the global and the local?

Over the past decade, Sakya has traveled
across continents through exhibitions and screen-
ings. This ongoing journey—traced through the
artist’s own embodied artistic practice—has
become a way of measuring the world through
art itself, and ultimately, a profound inquiry into
life and death.
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Zhang Dan (b. 1978, Wuhan) is a university profes-
sor, artist, and filmmaker. His early work centered
on contemporary oil painting, with a consistent
painting consciousness that permeates his artis-
tic practice, gradually expanding into sculpture,
installation, and interdisciplinary fusion of tech-
nology and art. He believes that his background
in painting grants him a unique observational
perspective different from conventional paths,
enabling him to develop distinctive aesthetic
judgments and interpretations when engaging
with tech-art. Using technology as a medium
and incorporating the abstract consciousness of
painting, he responds to the spiritual fractures
and wounds of the era brought by technological
progress.
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Courtesy of the artist and the volunteers

The Flower of Life, 2021, conceptual
documentation, dimensions variable.

2021, #EXH, RIAIE,
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In a dim exhibition hall, a beam of light pierces
through a rotating kaleidoscope, casting slow-
ing blooming floral patterns that shimmer with
devastating beauty. These patterns originate
not from natural petals, but from scabs and skin
fragments bitten off by three volunteers suffering
from mood disorders during moments of anxiety,
self-harm, and isolation. What signifies exfoliation
and waste in medical contexts is here reborn,
reappearing in vital forms—not merely a visual
reconstruction, but a philosophical resonance of
“born from death”.
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Zheng Que (b.1995, Harbin) is a mysterious
urban beauty, known for her work in perfor-
mance, installation, video, and text. Her creative
practice revolves around three key concepts:
space, locality, and humor. “Space” represents
the problem, “locality” offers the perspective,
and “humor” serves as the attitude.
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Death is a definite endpoint. Yet this work shifts
the gaze backward along the temporal axis, toward
the structural tensions exposed in the state of
dying: time becomes viscous, space congeals, and
subjectivity, gradually overtaken by institutional
and caring systems, begins to falter. Everything is
suspended in a state awaiting judgment—difficult
to confirm, even harder to recognize.

Within the work, the act of viewing itself is
drawn into a parallel structure. The memory foam
flooring drags the viewer’s steps; its softness,
depressions, and resistance induce hesitation
and delay. The buffering of movement weakens
the continuity of time. The viewer’s body, before
conscious thought, enters a zone of temporal
deviation. In the face of death, we are always
too late. The work incorporates this belated-
ness as a structural dislocation. The body is first



temporalized by space, and what we are left to
confront are traces that have already happened,
but have yet to be fully determined.

A semi-transparent black box is suspended
above the center of the space, encasing a wax
block shaped by breath. It is the sealed space of
unexpelled air—at once a blurred fossil of infor-
mation, and an unverifiable structural residue.
The transparent underside compels the viewer to
look up. This viewing posture mirrors the gesture
in the video below: heads tilted back, mouths
open, breathing toward a structure that offers no
response. The viewer oscillates between looking
up and looking down, seeking access through the
cracks between remains and delay.

The work suspends the temporal, spatial,
and subjective structures of the moments before
death, constructing a compressed disciplinary
logic of perception. Viewing is redirected by the
spatial structure into an angle that never fully
aligns. The structure does not explain—it encircles
the viewer in a relation that is always slightly
slower, slightly later, slightly lower.

Dislocation, 2025, video installation, memory
foam, wax, acrylic, dimensions variable.
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Zhou Wenjing, artist and curator, holding dual
Master’s degrees from the Ecole des Beaux-Arts
de Nantes in France and the Sichuan Fine Arts
Institute in China. She has curated Sino-French
art exhibitions such as Emotional Communities
and Inventing Downtown. Her work focuses on
issues of identity, gender, the body, illness,
and power, as well as the complex relationships
among them. She engages with social issues
through diverse artistic practices including ex-
hibitions, writing, and curatorial projects.
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In recent years, the overuse of antibiotics has
emerged as a major public health concern. Antibi-
otic overuse refers to situations in which doctors
prescribe antibiotics without proper medical indi-
cations, or where patients take antibiotics for too
long or in excessive combinations. Such misuse
can lead to at least four significant harms: drug
side effects, allergic reactions, secondary infec-
tions, and antibiotic resistance. Although China
accounts for one-fifth of the global population, it
bears one-quarter of the world’s drug-resistant
tuberculosis cases.

The problem is more severe in rural areas
than in urban ones, and even more pronounced
in ethnic minority regions than in typical rural

FRAE, 200x200EXK

(RBECHZER) , 2025, HfE,
BUK, 46x38x12[ENKFH, oA,

HEZARSERERR



Doctor Me, 2025, drawers, common medicine boxes, 200x200 cm

overall, 46x38x12 cm each, 9 in total.

Courtesy of the artists and the volunteers

areas. Ina 2016 article “The Role of Doctor-Patient
Relationships in Rural Antibiotic Overuse: A Case
Study of Five Village Clinics”, Professors Jing Jun
and Huang Pengcheng specifically point out that
in close-knit communities, village doctors often
cater to patients’ demands for more medication.
This dynamic arises from the mutual interchange
of social roles: the rural doctor serves as both
the guardian of the farmer-patient and the one
protected by them. This reciprocal relationship
of mutual sheltering should be recognized as one
of the key structural causes of antibiotic overuse
in rural China.

Doctor Me presents the commonly stored
medications of nine families from various urban
and rural regions. Inside each family’s private
drawer lies a small, personal pharmacy—more
or less filled with “self-prescribed” drugs. This
work also represents a micro-history of domestic
pharmaceutical practices over times. Visitors
can squat down and carefully read through the
contents of each household’s drawer. Through the
close observation of these everyday medicines,
rough portraits begin to emerge: Is this an elder-
ly person living alone? A middle-aged couple?
A man or a woman? A rural family or an urban
one? A low-income household or a more affluent
one? A family with children? What illnesses has
this person experienced? How do they medicate
themselves or their loved ones? How many types
of antibiotics are tucked away in this drawer—and
how were they obtained?
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The inspiration for this work came in 2011, when |
accompanied my mother to have her intrauterine
device (IUD) removed after more than 20 years
of use. Following the removal, she experienced
severe hemorrhaging, which had a serious impact
on her health. The event was a profound shock to
my family and prompted me to begin research-
ing the IUD as an object. In creating Women'’s
Series: Intrauterine Device, | chose copper—a
typical material used in IUDs—and referred to
historically documented forms to fabricate around
300 life-sized replicas. These were placed on an
exquisite blue velvet background. The IUDs appear
beautiful, like finely crafted jewelry, yet carry a
certain sense of irony.
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Women'’s Series: Intrauterine Device (IUD),

2014, copper, 140%120 cm.
Courtesy of the artist



FEAR, FEARKERE, ‘Uﬂz)\”%ﬁ?{’ﬁ'ﬁ
SNERAR, AHELZAFNECETETRRE. E
)uﬂ],mzsﬂ’]ﬁfﬁ‘ﬁ RERSIEIMEE ((%ﬁ))ﬂ’]

FARER(REA) . AXZEFRF (mFT) NEE
EARBERT(1992), BFERELEIAF AR H
M. 2004FEZAXZLERA (RA) 3P Z&CDC
M B LB R (R IE0).

Zhuang Kongshao, a professor of Renmin Univer-
sity of China, dedicates himself to the cross-bor-
der research of anthropological writing and im-
age, especially in tracing the ways of metaphor,
intuition, and sense by insight in documentary
films and paintings. He is represented by The
Silver Wings, an academic sequel to Lin Yaohua’s
The Golden Wing. His anthropological docu-
mentary, Dragon Boat Festival, was selected for
the Mead Film Festival (1992) and published by
the University of Washington Press in the same
year.The medical anthropology documentary The
Tiger Day (with essay) which he directed won
the China-UK HIV/AIDS Prevention and Care
Project & CDC Asia Best Practice Award in 2004.
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The artist utilizes fine artifacts excavated from
the Neolithic period in China, dating back 6,000
to 7,000 years, to recreate the life, death, and
emotional world of a man and a woman in a family
in the netherworld. If viewers are familiar with
the archaeological context of China’s Yangshao
culture, you will be able to grasp the origin of
the artist’s conceptual intention, and discern the
delicate emotional threads woven throughout the
imagery.

Joyful Interaction of Souls, 2025, oil painting, 100%120 cm.

Courtesy of the artist
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Joyful Interaction of Souls
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Stork and Stone Axe Painted Pottery Jar

Unearthed in 1978 in Yan Village, Linru County
(now Ruzhou City), Henan Province, this burial
vessel dates back to the early Neolithic period.
Itis made of red sandy earthenware, measuring
47 cm in height, with a mouth diameter of 32.7
cm and a base diameter of 20.1 cm. One side of
the jar’'s outer surface is painted with images of
a stork holding a fish in its mouth and a stone
axe. This is the earliest and largest pottery
painting discovered in China to date. It is part of
the collection at the National Museum of China.
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Painted Pottery Spindle Whorl

The Quijialing Culture is the first Neolithic ar-
chaeological culture in the Yangtze River Basin.
It is named after the Qujialing site in Jingshan
City, Hubei Province, where it was discovered
between 1955 and 1957.
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Pottery Ball
Belonging to the Yangshao culture, it is widely
found in the middle reaches of the Yellow River.
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Carved Ilvory Comb with Swirling Patterns
Belonging to the Dawenkou culture of the late
Neolithic period, this comb measures 16.2 cmin
length and 6.1-8 cm in width. It was unearthed
in 1959 in Dawenkou, Tai'an City, Shandong
Province, and is housed in the National Museum
of China.
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Cross-Patterned Twin Jar

Belonging to the Machang type of the Neolithic
period. Unearthed at the Dayuan site in Minhe
County, Haidong City, Qinghai Province. The
two jars are connected by a cylindrical tube at
the belly and share a flat strap handle at the
rim. The interior features red and black painted
cross and dot patterns, while the exterior is
decorated with red bands and black linked arcs.
Height: 7.7 cm, mouth diameter: 9.6-10.2 cm.
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About Research Center of
Medical Sociology, Tsinghua
University

Established in December 2007
with the approval of the School
of Humanities and Social Sci-
ences at Tsinghua University,
the Research Center of Medical
Sociology approaches health-
care and medicine not merely

as biomedical concerns but as
complex social phenomena.
Positioned within the social
sciences and humanities, the
Center is committed to engaging
critically and constructively with
the structural challenges emerg-
ing in the development of public
health in China.

The Center is directed by Pro-
fessor Jing Jun, a Ph.D. graduate
of Harvard University and the

F.NHEE, EERE. 25FF
EZTERNERKBSS5HON
AHDEPIAR. AT HISEH
REIELIE. MRINEREIEA,
SR ERm. SRR R, 2R
BER. Mo)ACREE, URSHEIR
SMEFRERM, POSERE
EREKR. ERRRHRZIERAE,
ERRPRXEARENEBER.

EER, AREORETHRER
ftRIBXFFEEE, EFRIGEX
R ECRE. EBHFEEHRTL
B, FHAEBENETEIZEMAIE
FEMB, 2025 %, REH—SH
MBEXREWHIERRERR. &
WHSE S /@ L 75 EA RS R

first recipient of the Cheung
Kong Scholars Programme in the
field of medical anthropology

in China. Over the past decade,
scholars from a wide range of
disciplines at Tsinghua Univer-
sity—including law, sociology,
psychology, public administra-
tion, journalism, and econom-
ics—have actively contributed to
the Center’s research, academic
training, and policy develop-
ment initiatives in the realm

of public health. The Center’s
research portfolio has included
topics such as SARS, HIV/AIDS,
infectious diseases, hepatitis

B, tobacco control, and health
among migrant populations.
More recently, the Center has



focused on aging and eldercare.
It has undertaken a number of
major national research projects
and published over 100 academ-
ic articles in both Chinese and
English.

Currently, the Center’s primary
research focus lies in the field of
aging and eldercare. Recent ini-
tiatives have explored palliative
care, the quality of death, mutu-
al-aid eldercare models, and the
translation of training materials
for palliative medicine. In 2025,
the Center plans to launch new
research efforts aimed at ad-
dressing policy, professional,
and communicative barriers to
the development of specialized
end-of-life care in China.
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Special thanks to

MACA Founder Ms Che Xuangqiao,
MACA XF Philanthropist Godien
Chan, MACA XF Patrons Cao
Zian, Long March Project, Chen
Tianqi, Lorina Deng, Gao Yulun,
Jessica, Jia Mingyu, Jorya Li,
Sun Jing, Wang Shiwen, Tracy Ye,
Sofi Zhihui Zhang, and Yao for
their support.

About MACA

MACA is a non-profit art insti-
tution located in the 798 Art
District of Beijing and officially
inaugurated its space on January
15, 2022. Occupying a two-story
building with a total area of 900
square meters, MACA unites art-
ists, curators, and other art and
cultural practitioners from around
the world. Through its diverse,
ongoing, and collaborative ap-
proaches, the Center establishes
a new site on the contemporary
art scene. Guided by the “work of
artists” and backed by interdisci-
plinary research, the Center aims
to bring together a community
passionate about art and devoted
to the “contemporary” moment so
as to respond proactively to our
rapidly evolving times.
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Visitor Information

MACA

706 Beiyi St, 798 Art Zone,

No. 2 Jiuxiangiao Lu,

Chaoyang District, Beijing, China

Opening Hours

Tuesday to Sunday 10:30-18:00
Last Entry 17:30

Closed on Monday

Follow Us
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