K TR I R 2RI« SR /5 A
g

FAE1992 4 R MME AL B M R Z AR 5 BEUZ HAN, RALARUE
JERIER RS ZARTHE 10 . e, M GHIZE ARG A LR DIE B K &
S AP AE Y AT AR B vh SR QI R R A A, SE S e —RiAA iy, Iy 24 AR
AL g, SRERRRSUU IR T DR, b, i ZReI0E, Mq1rgs,
PR RAEMA TR ST . FEARATRI BT e IT, DAL, iy +5 B 0 XU 28 5
FARIT G A A Bk, TS SULEBRALAYEG, L2 P 2R 7R L, A
ISR, B DL SIS 2 ) S A (54 B 5 5 ALl il = 547 fk, - DA
B R P Aok WA MR T, RO EAR R — AT BIMEM EE T R —
20004F, ZRFAEARRUNTIE, (B, Mitghsg, TRIEMNAZBEAR, TG 17l
LR AR GAIE, X MEFZR RN, Fah NS S, HR T mfEIEAR R
LA RIS 3, ISP e & AR5 R IR M= X EOREF 1 — & HIX FHE R
I ZERIAAE, R SOES: ¢ SUERIDAE R i ig . BTL, B 1iix fiel B
ANRE T B PEA 356 bAoA £ ¢ R 92 R S g TR IR A SR IR RS £ I
R, MR AL RBRALI — R, Rt 22 e G2 R o AN [l R AL
AN HSEHEE, AR, R, MDA BTG REA A A G, 22 e AR T
JRNBITES 150, B USRI S sh A, (ERGDEE, DEFRENHINS E
22 A1 % B

HRHRET20004F HTHIERL, TR R HLGRY, RN BT IdR, Hyvefb
FO ARG 5 R SR il At A A BB A YD T B A BESS 10 A, TR EL A A
ISR ST, B THESORE, R RAEIS 5 N3l 7 RG- 4y 3. TA2000
FEOHR, M1 EENEAR BILREGIE, (655 H DUEREIE XS &4 T A8 5, AERBHHRR
R LA A @ (b BT A AP OB R E, BN ORIARL, IEAGTEZ)G A =
HIRKSHIRE /7 NPT, WFe 1 — R tiAB 7 5, AMb 2R — %51 H &
1 SR BB A 75 MU SRR FRBRE Pl P 28y, A (FErpEREGRAT) o (fE
hEFR XA o (EAARELIRA) o (ERHARI) F5E, (ERREEREN
g7, AR H B B AR B H B e RAE, e st ARG A mrg G, 2
Bk, 18 HAROTI2R, 2 B St r foT s a1 A
KRG LT, TofJeH, AV ikt E AL Bt g SIS SR, X R B
HAERARE LRI B QIR IS A Gzt MR (F7EX - dbad
FHN) 1R BRAE2003 45 HERI AR R TP —— <AL BUF A i B FE R, s — MR

TS EARX I QI ER R I FEXANEMRE, —UINERHA— T A S S5
PR SLIEGE , XML AT — PP T 2 R B RIATI B L3 T DL AR 2



ARSI B E BRI 4 . UL S AR 22 S A — Rl A ORI, T2 —Fh T A
NI RTSE . — PR R TE TR o XPIRT A0 G 1 IR B A A AT T R A B %) T Ak iy = A0

R A ZS, Mk A— R0 BT B — — FEAH L RS Bty b, BT Z HIK S
3D AP0 B U I G 114152 S 17N . a7 el i i1 2 R4 V3 1 O (R (A5 = | ==
O AT, AR5 E AL SRR — A8, — 05, AR
XA A IR AN, (HIE T RS BB A B BB X PR S kAT 1 i,
MR T AATRMES A e Tz, ZEMREAR, DU IES 7, KR 7 1(E
—kL A H JEAT S E ARG B S 5 — T AR PIRTGE, X SRR, 1A
P MR L FEVER A, 55— U7, A OB TR R 2 i s e b, 7R
OREARI) o, AbfTd@st B SR T S N & bz S3f gt i v
HOfF G0, i SRR R S E B SR, R H U DA% B S A BB A S e g 52
Wik, Bedttith, OO FIREE S, X a2 ] B e i i GG e o
JE IS SE . RERANZE ] G4k B S 22 AT IR IE, R TS AR AR 2 T B,
WA L G R B A &, WAk 17X — RAR ARy £ — — BRI i
B, FR AT, Xt e b S IR, X MR G IR
fiE 7 ] 2 G T o, BIEZEAR EFSIFME, 4k & a S0R ka2 A2
B, K, bR EERE S PTEGA IR SCAMAE T —Fel i 5 il Al = Beaax
B, RAET MM G ZE RS 1A RS R AR g 5

SREREA ML, MY IARMRR - TE L. R, IR
W, — MBS EAEN R, — Tl R AR kA TS PRS2 R E.
PRI A TR 2R, M1 H IR R R AR A& Bt 2 Tt S MRS P Y 32 B4
= ERFEREHREACENEMROH 2, e BERE—MERZMEPNRI, A~
AR AR SRR, Rk, EREERESHSAEEATBAZ B, (K
&WEHL200545%510) o, AR EAE GG TRTRT R — R 2 KR, B RZ2 a2 Fth s
R 22, BTSRRI S A, o RIS IR R P — 4, IFAUUKIN T20
—EIE, MR AT EN S, BRI AORE BN, HHEEMgE—T A
RETEREN b, KR SR BER BE ISR AT LAY, BB, B AR(ETR AmH et i, (Efil
PRI RE H fil, 2 HONAYRE WL G- A, RS S BB, SO T B B E B
AATRAARY 5%, X VPR Al 13t R A G- 5 R 2 0 WA IR I RIE, AT
AU XA S, FERRIHS RGE R BCOVBUR 5 U TR SRz —. TSk

TP G Rt 7 E— IR SR FEBLAH B ME—T LUROBAY B BN R Al . e —MEAEaR
SCENAEAFEES VRIS A2 ERIAR, S ARBAME BB T R8N A 5 Bl AR
Mo [ B ARRIRAE, FE «TEI2008R51) H, A1 BE " H R — R dr i A A L Y

WA, BUERE GRS R R — — BURA R T AR BR, X e



filii, EAS, BOR, BORTE N EARSAA TR I ST RAE, DU E AL S S
The, faan ANEAAE =#ECRA1) B 57, W AZI =AY LT A gk,
WHZHHENAE, 8% — — — PRIEMZE R ER—F.

H LT At T AE B A SR, AT 5 A 2R T SRR I I 5 e B — — e e A
o W U R AT DU A AZ 5, ik Ak AR e sk B i R, AT AR
Bt HAR SR B 1 BES A ZE A e R, S se Rl AN R X e o, RS DBy
PAIFEG SR AT . BATVKEANRF L ZARTITRIBEIIIR, X5 ARBAL,
KM IRSZER LI, B AR TR PR B B AE B T2 At SRR A ik 13t
[ Az i AT BB 2K B2 2 E

On the Compound Eye in Rong Rong & inri’s Photography
Feng Boyi

In 1992, Rong Rong moved to Beijing to become a professional photographer.
inri is Japanese and she, before moving to Beijing, was an artist and photographic
journalist in Tokyo. At that time, their individual works were essentially seeking a
creative basis for conception and media in their experiences of growing up and in
their current living situations. More often, their works came from the
contemporary culture of a region or their own countries, or they used the natural
resources of their mother culture. In addition, their individual artistic creations
and their experiences still develop from the places in which they live and their
specific acts. Therefore, their individual creative styles are related to a specific
region and situation. With the arrival of cultural globalization, and especially with
the deepening of China’s social transformation, the interaction between the
cultures of different countries, races, and regions has become frequent and
effortless. A nomadic culture of living and traveling and the search for the
Bohemian spirit in these travels has become one of the main ways that artists live
and create. In 2000, Rong Rong had a solo exhibition in Tokyo; there he met inri,
and they have been together ever since. inri moved from Tokyo to Beijing and they
started to live and work together. This blending of life with the displacement and
flow of living space makes up their creative method outside of their native cultural
environments and allows them to produce works that have a relationship with their
location at the time. Though this creative method has preserved a certain longing
for external or in-between space, it also maintains the native cultural quality that
is present in previous works. As a result, this creation cannot be simply evaluated
by saying that their works have a certain creative style and form derived from
regional tradition or actual cultural resources. Rather, these works are a
reenactment of cultural globalization and they are the result of different ethnic
cultures, individual aesthetic collisions, and the artists adapting to each other
after the displacement of their living space. Of course, they do not live in transient
space; the joint effort and characteristics formed by spatial variation is perhaps
founded on a displaced and mobile existence and series of emotions, and even the
multiple spaces and visions of an ordinary household.



Rong Rong’s works before 2000 were full of bitterness, struggle, and hardships.
His photography from the East Village is a record, a portrait of his true existence.
His Ruins series is chillingly beautiful longing, the internal reflection of his living
circumstance. inri’s raw works and performance display the turbulent divisions and
splendid passion behind her refined and calm countenance. From 2000, the art
they created together caused changes in each of their previous creative styles. If
Rong Rong and inri’s past creations strengthened internal experience and were
influenced by concerns with living conditions, then, after they started to
collaborate, the mirror image formed by the viewing mode of the “third eye” was
full of encounters with each other. This gave form to their series including mosaics
of their bodies and natural environments with regional symbols, such as In the
Great Wall, China Series, In Jiayuguan, China Series, In Mount Fuiji, Japan Series,
and In Austria Series. For these photographers, their works are not made to show
off their bodies nor are they symbols of self-satisfaction, but rather, the works are
the combination of the lives and emotions of two people; they are the self’s
attempt to open itself to the Other and to the fullness of nature. These works are
also the revelation of the self to the other sincerely and candidly. These works
appear spontaneous and unrestrained, yet they concentrate on the passion and
romance of nature and discovering each other. This discovery often represents
artists’ emotional dependence and worry at every stage in the creation of a work.
Their We are Here-Beijing Series was created in 2003; at the time | was curating
Beijing Tokyo Art Project’s opening exhibition, Beijing Afloat. This series was the
first series of works created on the site of the 798 Art District. In this series, all
experience has a true sense of the world outside the self. This sense acknowledges
and understands difference, as if previous anxiety or feelings of grief and anger in
the face of hardships had never existed. Cultural diversity and difference is not a
source of pain, but rather it is a precondition for understanding, thought, and new
dialogue. This new creative consciousness allowed them to transcend looking up to
or down on each other and enter a new stage of looking straight at one another.
This unintentional and successful formative process was founded on this mutual
respect. For them, this difference and similarity opened new space. They used the
lens, a “compound eye,” to photograph each other and each of their encounters
with nature and their lived landscape. Their collaborative method gives their works
a romantic exterior, but the circumstances of the work and the context of
narration itself overturns this romanticism, thus deconstructing their individual
memories, dreams, and imaginations. This uniquely beautiful romantic language
reflects their combined vision and another side of nature and reality. These
encounters of theirs, this joint scenery, cause us to discover the beauty and poetry
of this world’s diversity; they pull us back to a previous and true residence. In
Liulitun Series, they use their own bodies to strengthen the clear interpretation
and direct appearance of the demolition and building as fate in the present society
and in the process of urbanization. The series is also to a despairing appeal for the
settled situation on which they depended. Being distorted, and to different extents
being anti-distorted, is the visual result of the conflicts of being moved and
manipulated and their longing for free living. In juxtaposing private space and the
space of social reality, their curved bodies overlap, implying the unification of
reality and fantasy, which forms the repeated tone of this series of photographic
works. The series is based in the absurdity of reality, but it also somewhat
transcends this absurdity. This is documentary photography’s answer to sociological
writing, this artistic transformation and promotion symbolizes their re-exploration
of reality and memory. It causes art to become primary, but it also causes social
phenomena to be reduced to footnotes. Therefore, the meaning of their
collaborative photographic language lies in the use of a new visual conception and
method to represent a reality and the recording the spiritual and emotional history
of their own living space.

The body and art have an unbreakable bond, and photography has always had a
visual logic related to light, color, and a sense of reality. It is a manifestation of a
supra-conceptual universal existence; it is a language of images that uses the



representation of the body to transmit inexpressible feelings. In deciphering Rong
Rong and inri’s collaborative photography, their own bodies are one of the primary
media in all of their “compound eye” creations. Artists that have used their bodies
as a creative theme have long existed, and the body is a direct and concentrated
representation of the self. The changes of time and the corresponding recognition,
appeals, and even ideology of the body, have all incredibly and voluntarily
appeared. In Rong Rong & inri Series 2005, their bodies and their spirits have an
“in-between” relationship. The body is the space in which the spirit lives and that
which thought controls. There is not only a single thought in the other person, and
the artwork is not only dependent on a single self, but rather it relies on their
double bodies, their double-pupiled lens to find and take photographs. This is the
natural law of uniting the spirit in two bodies. Because the body can see and be
seen, when looking, the body can imagine itself, and when touching, it can touch
itself. This is the self’s “ability to see” and “sensory perception.” The body
understands the self, forming the self and transforming the self into a relationship
that these artists depend on. This perhaps is a feature of their multi-perspective
viewing and display of the body and compound eye. Thus, the concept of the
socialized body becomes the realm of political and cultural activities in the modern
social system. The body seems to provide the only solid basis for self-recognition; it
is the only thing in the real world upon which we can rely. In this era which
establishes life’s meaning on young, sexy bodies, the external appearance of the
body has become a metaphor for the self and the longing for freedom. All of this is
a symbol for the body. In Untitled 2008 Series, Rong Rong and inri focus on at the
process of the birth and continuance of a life, or they seek the symbolization of a
pregnant life, like a celestial body in the universe. This focus, frame selection,
freeze-frames, and enlargements become the symbols of them, as artists, staring
at the world and the universe. The works become the continuance and sublimation
of their own lives. In From Liulitun to Three Shadows Series, continued births
made their family grow from a couple to a family with three sons. In addition, the
founding and operation of Three Shadow can be read like a family genealogy.

Recently, | heard that Rong Rong and inri’s home in Caochangdi and their Three
Shadows Photography Art Centre faces demolition; this is truly an encounter with
fate. Perhaps only Rong Rong and inri can truly understand that the static frame
only records an instant. Through these works, people can only see a fixed time and
space and a visual image. The facts are ever this simple; the reality that moves
people continues to happen. We can never experience the limits that
photographers can reach. This is deeply unsettling because you may suddenly
discover that the depth and breadth of real life is always outside our expectations.
The power of artistic imagination becomes a weight that our collective life can
bear.



