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Dan Er: Greetings explores the language-like prop-
erties hidden within a diversity of materials.
Through decorative patterns, folk dance, and
carved stucco, Dan Er's work attempts to reveal
the historical and "dialectal" variations in visual
languages. Rather than archaeological and re-
search-based methods, the artist focuses on "em-
bodied" learning to acquire an entirely new lan-
guage and understand the variations in its
vocabulary, grammar, and structures, thereby
grasping the nuanced differences across regions
and cultures. Most importantly, by "speaking" this
language, she brings it to life.

Greetings No. 1: Image Library (2022) serves
as the cornerstone of the artist's recent practice.
Dan Er collected this repository of wooden print-
ing stamps over a long period of time. Having ob-
served and studied these patterns day after day,
Dan Er plays with their angle to generate endless
possibilities. Following this method of expanded
patternmaking, she has created a variety of draw-
ings, sculptures, and videos that demonstrate her
thinking about whole and part, center and periph-
ery, continuity and interruption.

Greetings No. 7(2024), Greetings No. 8(2024),
and Greetings No. 9 (2024) document Dan Er's
dance performances. In these videos, we witness
how the spirit of a culture momentarily occupies
the artist's body and manifests itself through the
language of her physical movement. Here, the art-
ist adopts a strategy of "yielding," positioning her-
self as a novice and surrendering to the otherness
of a different culture. By contrast, in the plastic
and metal sculptures in Greetings No. 10 (2024),
we see how histories of materials are erased and
ultimately homogenized. The historical depth of
plaster is replaced by the flatness of industrial
ready-mades, just as languages and expressions
are canceled, leaving only the endlessly self-rep-
licating sky in Greetings No. 6 (2024).

In Greetings, Dan Er seems rather to have tak-
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en on a translator's duties: by "listening," she ex-
periences the richly varied tonalities and subtle-
ties of an unfamiliar language. She is fully aware of
her own "ignorance," yet she chooses to work
within its limitations. The artist translates through
her body, offering a simple, unadorned greeting.
Perhaps this is the most appropriate tone she
could find.









@ (H=FE / HiFK 1-158) Greetings No. 1-158

@ (Ws=FEE / HiF 1-EE) Greetings No. 1Image Library
© (HEAB / B 2) Greetings No. 2
O (H=FEIB / HiT 6) Greetings No. 6
O (=AM / Bk 3) Greetings No. 3
O (=AM / Hik 7) Greetings No. 7
O (=B / HK 9) Greetings No. 9
O (I / Bk 8) Greetings No. 8
© (TR / Hik 5) Greetings No. 5

O (=T / K 10) Greetings No. 10
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Vil ST
1-158)

Greetings No. 1-158

2022 2022

FIE®, ENESK, NHEE Handmade Xuan paper, Indian ink, wooden print-
364x146 [EXSIE, H 618 ing stamps

HZARER Each 364x146 cm, 6 in total
Courtesy of the artist
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(1) (HESEFaI / B 1) RV SIREAIE
R, M 2018 FFEEIEHERES,
ZARRE CTEME SRR SRR
HRBSENER, BTE T TE
KA, BN, SHTTRESENREEN
5, wELI EAMFENARER, &
RELAERBAERFEPRESH 168 (9E
TREHFHEETIA.

An ongoing series begun in 2018, Greetings No. 1 consists of multiple
works on paper. Drawing from wooden printing stamps collected across
Xinjiang, the artist develops an expansive and rich visual language by ar-
ranging, reconstructing, rotating, and duplicating these patterns. The work
on view is derived from a single motif—pattern No. 158 from her archive.
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Greetings No. 1 Image Library

2022 2022
REZFHKARELR (LAELEER) , NESK, U.K. Somerset printmaking paper (velvet sur-
NEEE, 24K £, RE face), Indian ink, wooden printing stamps, 24K
75.5x57 EXE1E, #6318 gold foil, silver foil
HZARER Each 75.5x57 cm, 63 in total

Courtesy of the artist
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(2] SRRETHEES, HBERETAES
RIS BOARER, BHERT—F
EEREHENNEREE, ERARIEX
LR FRIEE FROSUEIREN FARES £, #
RINEIRFZ— S EHITRS ., SHTE
BENASFEYR, B/ EAZEETR
BESUHNERY, MEFE. SF. /\
BN, WOz ATREMERTE;
BB T A8, S5 RN
1, HBETRASTHELE, ERT
EEAY, LY. SEHSHN, BH
SRR T R AT IR B S ER,
MBI, REEMIRRS RBHSIE
FRAHL,

Through her years of extensive travels and fieldwork, the artist has col-
lected over 600 wooden printing blocks of varying forms. These stamps
have gradually formed an archive of regionally distinct patterns. Dan Er
printed these patterns on printmaking paper, indexing them sequentially
according to the order of their collection. The stamps are mainly carved
with geometric patterns and plant motifs. Widely used in religious and
architectural contexts, the geometric patterns can be iterated indefinitely,
as seen in the diamond, cloud, and octagon shapes. The plant patterns
are distilled from the essential features of local plants, flowers, and fruits
that are condensed or stylized into buta, palmette, or scroll motifs. These
stamping patterns permeate everyday life in Xinjiang, adorning everything
from clothing and domestic interiors to architectural elements and sacred
spaces.
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(T FB/HTX 2)

Greetings No. 2

2018-2025

2018-2025
FIER, BHE Handmade Xuan paper, pastel
150x99 EXKEIE, H 218 Each 150x99 cm, 2 in total
HZARER

Courtesy of the artist
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(3] XIBRMZMEHE AN —MAR. DURER.
BHRIOAREEEsRILRE, BEHE
REEBRANGEME, ATRENERH
SIBRATTT, BESRLENLSERE.
BATENYRR. ZAXAENEEER
L2IEERER, SHlTMERENXE
SRHTLPNIF, [ RAOXEEDNRD, GHE
MBEESREER, AL, XIEFRRX
MRAEFERMNSEEENLAZRHES
B REZ I EDR. XIERARE
5ReIZ5HEHXMERN. FE.
BLNBRABLERTD ., HHERAS
EXRETORTRN, RMKRATUEDR
B, RELEZLMERERE, BRaedtd
BARERS, tUEFRNERENE
[HEFEEF,

Atlas is a unique type of woven fabric produced in Xinjiang. An Atlas fab-
ric is made by segment: dying the warp threads with rich, vibrant dyes,
before weaving in the weft threads. Because the dyed warp threads are
not perfectly aligned on the loom, the transitions between colors display
a naturally staggered, blended look. The artist has created two draw-
ings of typical Atlas patterns on Xuan paper, building up layers of pastel
to achieve a diffused, ethereal effect. Vibrant colors are precious in the
vast expanse of the Gobi Desert, which is why Atlas fabric—a symbol for
spring and colorful life—is favored by Uyghur women. The weaving and
dyeing techniques of Atlas are intimately connected to the long history
of mulberry cultivation, silkworm breeding, and silk reeling in southern
Xinjiang. Locals often plant mulberry trees at their doorsteps; the barks
can be used as a natural dye, while the berries are a beloved fruit, provid-
ing refreshment for passersby and appearing in decorative patterns as
symbols of abundance.
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(T FRMB/HTIX 3)

Greetings No. 3

2025 2025

KR, UVITED UV printing on red copper sheets
100x150 [EX SR, H 418 Each 100%x150 cm, 4 in total

H MACA %5 Supported by MACA
HZARER Courtesy of the artist
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(5] IR 2 EIRAORIE, thEBEANTM
FdIBeL, EEBTMNAR, EEPT
ZPERAME, FENtEHRWEE. &
EHASTER . BN BBRA D RE:
“RAZ BT RILEHEE. SRR
F 2023 EERIILKREER R
BE IS ERAIE FHRDEET —
KRB, FRA UV ITERABEDNTF
FRIRZ £, ATZHHMORELREE,
EZEMH KBRS,

The Tianshan Mountain Range is both a symbol of Xinjiang and the geo-
graphical center of Asia. Stretching across the Asian interior, it connects
multiple countries and regions in Central Asia while serving as a natural
boundary between forest dwellers, steppe nomads, and civilization in
desert oases. The Silk Road also splits here into northern and southern
routes. In 2023, the artist took a photograph at Tianchi (the Heavenly Lake)
beneath the Bogda Peak, the most representative and well-known summit
in the Tianshan Range. Using UV printing technology, the artist transferred
this image onto copper sheets, then manually bent and folded the metal
to create uneven wrinkles, transforming it into a "crumpled” landscape.
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(FEFRIB/HTIX 5)

Greetings No. 5

2025 2025

aE Plaster

Ik Dimensions variable

H MACA %5 Supported by MACA
HZARER Courtesy of the artist
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(0] AERERIE—MHLEXNFEHR=K
WZAR. MERTEE, BERERER.
BEMZ . MBERSFHS, RAMER
H=RNEEREPEEERANEEM
B, HERAES. BAEREGUKRER
FIREE A A K2 R P8 5 SCAAR EE AT
Ro 2023 F, ZAKIEEMHERIERN
BOKBEENZINESR, 2335,
HETRUABREFIAERIKRZN
RiEmE, HIRFEMMZIEREERZ.
EXRRER, ZARSEMERENE
RIS 51, URABTFRSHFNRETR
BREIEREEER, EXFETRTEL
ERS%M.

Carved stucco is an ancient Islamic decorative art that was introduced
to the Xinjiang region along with Islam. Plaster, found in abundance
throughout Xinjiang, has become a staple material in both local Islamic
architectures and everyday dwellings for its quick setting time, sculptural
flexibility, and affordability—qualities that sustain its use in contemporary
construction. Historically, the region of Kashgar has served as a crucial
crossroads and a significant meeting point of Eastern and Western civi-
lizations. In 2023, the artist established Kashgar as her base for extend-
ed fieldwork and study. Her persistent search led her to two folk artisans
with remarkable mastery in stucco carving, with whom she studied this
traditional craft. For this exhibition, the artist referenced the architectural
design and structures of indigenous dwellings in Xinjiang to make sculp-
tural works using plasterboards carved with various patterns, allowing the
motifs to flow and mutate across different planes.

21



(IR FRIB/HTIK 6)

Greetings No. 6

2024 2024

iEBA PET 5@A%, UV $TED UV printing on transparent PET sheet
100x5000 [Zk 100x5000 cm

H MACA %5 Supported by MACA

HZARER Courtesy of the artist
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(4] HRRERER B, EETRIER
BERUREE”, IMZTEZLKE
H3E, REARILE. SLER, Eit
LHE, EERSHETHIRA, HER
£ EERAES FIEEERNVHEZH,
ZARAMKRRER LBRTIFZEXRA
oHER, AMNFERTLREF, B2
THIE RIS LM, EEEBANE—FRR
BORNRE. HESHINE R RENE
BB T A £, ARHIE—FE
B B8, RZTEMNHWERZ, BRT
REAENEZSHIR.

Known in ancient times as the "Onion Range," the Pamir Plateau means
"Roof of the World" in the Tajik language. Multiple major Asian mountain
ranges converge here, forming a massive knot. Because it sits at the bor-
ders of China, Tajikistan, and Afghanistan, the region has historically been
an essential passageway for commerce between Western and Central
Asia. While on the Pamir Plateau, the artist took numerous photographs
of the blue sky and white clouds. She then digitally replicated a selec-
tion of photographed clouds and extended the composition to evoke a
boundless sky. The reproduced image of clouds was then printed onto
an inexpensive, ready-made industrial material, deliberately producing a
mechanical, repetitive visual effect devoid of variation and suggesting the
sky's inherent barrenness and limitations.
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(T EB/HTIR 7)

Greetings No. 7

2024 2024

BEERR, TE, §F Single-channel video, color, sound
2567 2 min 6 sec

H MACA 51 BT X Supported by MACA and Hunsand Space
HZARER Courtesy of the artist
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(6] EXENXENERS S, £EES
MR AR ESE, BEFNNER
SE. SRRTF 2023 FEEHERAY
1 2 A B IR RIDIR IS S MR EIE, 13
IRAKIEZ RS RR M, AMEET
—ERSYASENERER, HRZ
RE, EPITREH, SARBECHS
EREBE, RHBIREMEE,
HESHEENNE. BS5RMESM
AES LB TR, BRHLRE, SR
REEBEEREEIMEMATRITHIELRR
%, RN T IR EERE.

Surrounded by the formidable barriers of deserts and the Gobi landscape,
the inhabitants of desert oases endure the encroaching influence of their
natural environment. They yet possess an optimistic attitude toward sur-
vival and are often brilliant singers and dancers. In 2023, the artist studied
Uyghur dance in Kashgar with renowned local dancer Mayra. Taking into
accountthe artist's physical dexterity, Mayra selected a beloved tradition-
al melody and created a customized choreography to match. During the
learning process, the artist treated her body as a material to be shaped
by her teacher, experiencing how the rhythm, expressive qualities, and
gestural language of Xinjiang dance became inscribed within her body.
After her return to Beijing, the artist dressed herself in the traditional cos-
tume designed by Uyghur dance teacher Guli and filmed her dance per-
formance in a studio.

25



(T FEB/HTX 8)

Greetings No. 8

2024 2024

NBERMR, BE, TE Six-channel video, black and white, no sound
AT Duration variable

H MACA 51 BT EXHEF Supported by MACA and Hunsand Space
HZARER Courtesy of the artist
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(8] EFIHERREEN, —MREH, —
FEIERMBEETLRGS), XBWFEE
HENERINNIG. BTEMUERNEE
ohiE, #BEESISAZRBAMELSAFEEN
RN, (MRl / Bk 8) Xi¥
SR FRRERAET . ZAKAY
SHAAE T HSEFNaFHFEN
EH, 7 REMERRZRMPEEFEUERR
HE5l, RIMNHERMNEZBRIER,
MRIKKRBEERTT, EHEFAE.

Learning Uyghur dance requires countless repetitions of even the sim-
plest gestures, a glance or hand transition, as part of the foundational
training every beginner must undergo. Each seemingly basic movement
reveals subtle shifts in the emotions and expressions of the body. Greet-
ings No. 8 focuses on the intricate hand transitions in Uyghur dance. Pre-
sented as a six-channel installation, the video shows close-up footage
of the artist's wrist movements. The split-screen arrangement creates a
sequential progression that moves from the center screen to both sides:
the resilient energy travels from forearms to fingertips, rippling outward
like waves in water.
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(T FEB/HTIX 9)

Greetings No. 9

2024 2024

BEERR, BH, kF Single-channel video, black and white, no sound
55 55 sec

H MACA 51 BT EXHEF Supported by MACA and Hunsand Space
HZARER Courtesy of the artist
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5 (Kl / Bk 8) FEMMIEHE
THXFIEARRE, (HEE /B 9)
EZMEN T IHEFMXAEZEFE. @
TFHHEFETAE, “WEE HENS
shidfehiRIRE, RITEEFKITH
RiEBIE, ZAREEETFRGMHEE
B, G, HFSHEIES, NARM.
AE5 ERNESEASSFIKRAIEZ:
FREMBEARENRERE, G —B—
EHEOAIR

Unlike the regional dance of Kashgar in Greetings No. 8, Greetings No. 9
turns its focus to the dance styles distinctive to the Turpan region. Re-
nowned for its vineyards, Turpan inspired the "Grape Picking" dance,
which captures and celebrates the season of harvest. The artist's per-
formance features eloquent neck movements, wrist turns, and hand ges-
tures, all executed with meticulous control. Through only coordinated
movements of her eyes, head, and upper limbs, she evokes the experience
of the harvest: the picking and sampling of fruits from vines and the taste

of both sweetness and tartness.

29



(I FRIR/HTIK 10)

Greetings No. 10

2024 2024
PVC #ifik %%, WIXEHR Matte paint on polyvinyl chloride decorative cor-
RIAI% nice lines
H MACA %5 Dimensions variable
HZRKER Supported by MACA
Courtesy of the artist
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EHRERGNEEERIRTR, BERFE

“IREBEEB AN, MELIRE ORI
HEZ., ERIZHRATFIANMHE, &
HRARERMY . SEARAYIRIKE T Hl M AR ENK .
BRI PVC BifL & 2MBALR
PEANENTE, ZRRERNTLAES
GBI PVC Rifiksk, HWUERETZ,
EEEENBRRERSH, NEEAHER,
FAESHARRSHIME,

Uyghur visual culture embraces the principle that "everything visible to
the eyes deserves thoughtful decoration." However, long-lasting materi-
als used in traditional crafts have gradually given way to cheap, eye-catch-
ing industrial products. Brightly colored PVC trim has now become a ubiqg-
uitous material for daily construction needs in Xinjiang. For this piece, the
artist worked with red and green PVC decorative strips, using heat to
quickly bend and reshape them into different sculptural configurations.
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Conversation
with Dan Er
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Wang Jianan: Could you share a few words about how you
started this project?

Dan Er: Around 2008, | was working collaboratively with
Zhuang Hui on the "Yumen" project, spending extended pe-
riods in the Qilian Mountains that span Gansu and Qinghai
provinces. This region sits precisely at the administrative
borders of eastern and southern Xinjiang, and from Xinjiang
itself, we frequently encountered tales whose veracity always
eluded our judgment. It wasn't until 2016 that we were finally
able to embark on a journey to visit the celebrated Buddhist
grottoes and examine the ancient manuscripts. It felt at once
deeply familiar and entirely new.

The sense of familiarity came from my childhood love of
the cartoon The Tales of Effendi, and now | was finally visiting
Effendi's homeland. Who wouldn't be thrilled to retrace Xuan-
zang's footsteps from Records of the Western Regions with
their own feet? For anyone passionate about travel, the names
of those tireless, erudite explorers would always remain un-
forgettable. This feeling of mine was further intensified by my
high school years in Baotou, Inner Mongolia, where students
of diverse ethnic groups formed intimate bonds in our daily
lives. We helped each other whenever someone was in need,
and spent our weekends together in game arcades or discos.
I was drawn to their frank and open personalities, and admired
their natural talents for song and dance. Even now, decades
later, | still find myself nostalgic for those good old days.

What struck me as both new and foreign during my jour-
ney was encountering an entirely different yet self-contained
cultural system. My curiosity sparked in me an irresistible im-
pulse to learn and engage.

As an artist and a "transient visitor" to Xinjiang, what |
first need to confront and examine is how to grapple with a
complex geopolitical relationship and serious cultural issues.
That's why | keep going back to Xinjiang, to have the life expe-
riences that this land gives me.

One day, | suddenly remembered an old proposal titled
"Hello, Lanka." It was a project | intended to launch during my
travels through Sri Lanka, when its distinctive culture capti-
vated me. Though | eventually abandoned my plan to finish
the work, the profound imprint of cultural diversity persisted.

Coincidentally, the first Uyghur phrase | learned,

" jewdois>l " pronounced "yaxshimusiz," carried the same
meaning: "hello." This greeting, sounding both inclusive and
reserved, embodied my hopes for world peace in our collec-
tive future. The small seed planted in 2018 has since sprout-
ed, and gradually, | have begun to transform these aspirations
into tangible action.

Wang Jianan: When did you start collecting wooden printing
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stamps? What special meanings do their motifs hold?

Dan Er: | began my collection around 2016 and 2017, and
I've now got over 600 wooden printing stamps, in all sorts
of shapes and sizes. One of my most treasured pieces is a
spouted water ewer shape, which carries distinctive religious
connotations.

To truly discuss the meanings of this tradition, we must
revisit the fundamental criteria that religion and the natural
environment impose upon human action, consciousness, and
values. Islamic aesthetics prohibits figurative representation
as a religious taboo. This has forged a unique alternative ar-
tistic path and experience all its own.

They are crafted primarily from durable hardwoods that
grow plentifully in the region, such as pearwood and peach-
wood. The designs generally fall into two categories: vegetal
motifs and geometric motifs.

Vegetal motifs include: almond (badem) motifs, hon-
eysuckle motifs, scroll grass patterns, cotton boll patterns,
pomegranate flower motifs, grapevine motifs, sunflower mo-
tifs, and many more. Aimond (badem) symbolizes auspicious-
ness and happiness. The scroll grass patterns originated from
Greek culture and later evolved into quintessential Islamic
decorative elements. Local agricultural products such as
pomegranate, grape, and rose also carry different auspicious
meanings. One may address any Uyghur female as "Guli,"
meaning flower.

Geometric motifs include circles, squares, diamonds,
cloud patterns, octagons, and various other forms. The Uy-
ghurs believe these abstract geometrical elements establish
a connection to the divine being, serving as access channels
to the spiritual realm. The repetition and layering of these geo-
metric motifs demonstrate the ubiquitous and omnipotent
power of the Creator.

Wang Jianan: Can you tell us about the pattern and motif col-
lection you've assembled? What's your typical work method
for creating art with patterns from the collection? Are there
outside references or other sources of inspiration?

Dan Er: Through years of continuous accumulation, these
stamps have evolved into an image gallery, in the form of an
archive documenting noteworthy regional aesthetics. I've
washed each of these wooden printing stamps whose visible
marks of use speak to their inherent temporality and symbol-
ism, and cataloged them in the order | acquired them. Before
| could notice, this assemblage grew into a comprehensive
visual library. For me, it functions as a key to unlocking an al-
ternative world, helping me decipher artistic expressions that
employ vegetal and geometric motifs as their fundamental ar-

4]



chetypes. These designs have also become reference points
through which | trace connections and distinctions with
neighboring artistic traditions from Northern India, Kashmir,
Pakistan, Iran, and beyond. Through this process, the inter-
connectedness of ethnic communities and the vastness of
the geographical landscape become more tangible than the
stamps themselves could initially convey.

Inspired by the Uyghur concept of using "finite" means
to convey the infinity of the Creator, | actually became freerin
artmaking. To foster a better connection with these objects, |
hung their paper-transferred images where | could regularly
contemplate them. Identifying these naturally-derived sym-
bols became a source of genuine pleasure. Yet | remained un-
able to predict which stamp would captivate me on any given
day. This unpredictability led me to develop a methodological
approach of derivation: extracting numerous interpretations
from a single symbol, and discovering new meanings through
constant recombination of several symbols. Most of the time,
the visual and spiritual experience of this derivation process
was largely unforeseeable. In the end, it would always yield
two images: the complete image formed through rubbing and
its negative counterpart created by the untouched white pa-
per beneath.

Greetings No. 1-158 (2022) exemplifies this process.
Through successive repetition, rotation, translation, and tem-
poral progression, the pattern became increasingly abstract
and farther away from its natural referent. Simultaneously,
it seemed to draw closer to the Creator, evoking a sense of
rhythmic extension into eternity.

Chen Yindi: Do the motifs and patterns we're looking at now
also go back to the Tang dynasty? Can you tell us about further
examples of cultural exchange?

Dan Er: A careful examination of the vegetal motifs reveals
that they predominantly derive from locally grown plant spe-
cies. During the domestic flourishing of Islam (generally dated
to the Tang dynasty), these motifs underwent significant ex-
pansion and reinforcement of both their formal elements and
symbolic meanings.
Speaking of cultural exchange, | really want to talk about
the ingredients | always keep in stock in the kitchen:
Foods whose Chinese names start with the character
"hu" (a premodern term for the peoples living north and
west of the Han heartland):
walnuts (hutao), garlic (husuan),
coriander (husui), cucumbers (hugua),
sesame (huma), peas (hudou),
black pepper (hujiao), carrots (huluobo)...
Foods whose names start with the character "xi" (west):
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watermelon (xigua), zucchini (xihulu),

tomatoes (xihongshi)...
Foods whose names start with the character "fan" (a pre
modern term for "foreign"):

sweet potatoes (fanshu), tomatoes (fanqie),

guava (fanshiliu), papaya (fanmugua),

chili (fanjiao), peanuts (fandou)...
Foods whose names start with the character "yang" (a
term for "foreign" or "overseas" used during the Qing dy
nasty):

potatoes (yangyu), round cabbage (yangbaicai),

onions (yangcong)...

Wang Jianan: The three video works featured in this exhibition
center on Xinjiang's local dances and performances enriched
by their extensive history and continuous evolution over a
long period. What insights did you gain while learning these
local dance forms?

Dan Er: I've always believed the people of Xinjiang possess
an innate gift for dance, as if they began their movements to
music even in the womb. Initially, | thought this was only a fig-
ment of my imagination, until my expedition revealed many
toddlers barely steady on their feet yet already stamping to
rhythms, twirling their tiny wrists, and expressing joy with
natural grace. In that moment, | realized my previous thought
was not a pure illusion, but a legacy passed down through
generations.

The pandemic and shifts in my personal life delayed my
plan to visit Xinjiang and deeply engage with Uyghur dance.
Before beginning formal instruction with Mayra, my only
backup solution was to study under two teachers in Beijing,
Guli and Lily. During this period, | managed to do classes
once aweek, foran hour and a half at atime, where | repeated
practicing each movement, beginning with fundamental hand
positions and footwork. Much of the time in these sessions
was filled by my relentless inquiries about Xinjiang's music
and dance. Through the patience and expertise of these two
instructors, | developed a foundational understanding of Uy-
ghur dance's essential structures and expressive elements.

From April to June 2023, | spent two months in Kashgar,
studying the Kashgar style of Uyghur dance—the most rep-
resentative style—from Mayra. As our time together drew to
a close, she created a special custom dance for me, choreo-
graphed and set to music she had carefully selected for me
alone.

During our sessions, the young and beautiful Mayra
consistently emphasized that she wanted me to discover
the beauty and joy of dance—first to experience it within my
heart, then to manifest it through my body. While I'm thankful
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for the relatively good looks my parents blessed me with and
my natural capacity to find happiness in everyday life, I've nev-
er fully mastered the art of bodily expression. Perhaps, when
growing up, | got used to staying quiet in groups, rather than
being overly outgoing, as a way to protect myself.

My daily interactions with the Uyghurs, with their positive
spirit and outward-facing joy, gradually dusted off the layers
of social "grime" that had weighed on me. Eventually, | found
myself able to translate inner feelings directly through phys-
ical movement. Although my technical skills still demanded
considerable refinement, | had finally grasped that rare state
of "body-mind unity." It was a long-forgotten feeling most of
us briefly possessed in childhood before learning to navigate
the world through calculation rather than instinct.

"Dance when thirsty; dance when hungry; dance with a
full belly; dance among friends; dance after reconciliation;
dance if you are happy; dance if you are not—for once you
begin to dance, everything will be forgotten in the air" This
seemingly simple and common psychological expression
contains tremendous energy and philosophical depth, fre-
quently transporting me into a meditative reverie.

Wang Jianan: While in Xinjiang, how did you find local mentors
and study plastering techniques with them?

Dan Er: On just my second day in Kashgar, | began approach-
ing anyone | spotted working with plaster elements. For days,
however, my inquiries led nowhere. Though reason told me
that discovering a true master of this ancient craft would re-
quire fortune's intervention, I've never been one to abandon a
pursuit once begun.

My past experience taught me to seek out the material's
source for clues. So | headed to the town's largest outdoor
market for construction materials, approaching each vendor
for useful information. Though many plaster merchants were
Han Chinese, | eventually discovered a few Uyghur vendors.
A Uyghur woman who, despite her broken Chinese Manda-
rin, offered me generous assistance. Through her husband's
connection, | was introduced to one of his friends, Exmetjan, a
young, handsome boy. Upon understanding what | would like
to learn, he immediately set aside his work and drove me to
meet his mentor Mehmet, who would soon become my teach-
eraswell.

| really enjoyed this meandering journey of mine.
Throughout my search, | encountered individuals of diverse
ethnic groups, ages, and genders. Learning about their vary-
ing perspectives and responses to the same event was like
examining a perfect cross-section of society.

My two mentors are brothers, and | primarily apprenticed
under Mehmet's elder sibling. Only much later did | discover
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through others that these two are highly respected and fa-
mous masters of plaster carving. Then | realized how lucky |
had been.

In the days that followed, my mentors would tell me in
advance whenever they received a commission, inviting me
to join them on-site. | accompanied them to various construc-
tion projects, working alongside them in a way that offered
an intimate experience with all types of traditional Uyghur
rammed-earth architecture—especially a kind of civic dwell-
ing called "Aywan" and its interiors. Additionally, as an unex-
pected privilege, | frequently shared meals at the homes of my
mentors' clients, savoring delicious authentic Uyghur food.
Not a taste experience | could have easily gotten in restau-
rants.

When not on a construction site, | would study at my men-
tor's home or visit simply as a guest. My favorite "classroom"
was outdoors, atop their roof, where | could gaze toward the
distant horizon. My mentor kept several pigeons—not for
meat, but for sport—and these quietly cooing birds became
my little friends. He would often sit on a small stool and teach
me with hand gestures while drinking his tea. He'd use his
few phrases of Mandarin to talk to me, and I'd use my few
phrases of Uyghur to reply. So three languages intertwined,
and we didn't really understand one another. But with the
plaster carving we both loved, we didn't seem to need much
language.

Without personally experiencing each step and proce-
dure, one cannot truly transform a visual and conceptual lan-
guage into deep psychological cognition. While learning to
draw with my mentor, | could not fathom the technical know-
how at the heart of this artistic expression. Only when he in-
structed me to attach a perforated sketch to the plaster sur-
face and transfer the design, did the illumination strike—from
Morocco all the way to Xinjiang, the same materials, methods,
and techniques are used.
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About the Artist

Dan Er is an independent artist. Born in 1983 in Northern Shaanxi, China,
she currently lives and works in Hebei.

About the Curators

Wang Jianan is the Associate Curator and Researcher at MACA.

Chen Yindi is the Assistant Curator and Researcher at MACA. Her re-
search explores how nature has been seen and represented in different

cultures, especially in relation to the intersections of mythologies and
queer ecology.
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About MACA

MACA is a non-profit art institution located
in the 798 Art District of Beijing and officially
inaugurated its space on January 15, 2022.
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artists, curators, and other art and cultural
practitioners from around the world. Through
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so as to respond proactively to our rapidly
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