永不焦虑的山水|胡昉
他把目光从闪烁的电脑屏幕上收回，又投向玻璃幕墙外灰色的天际线，厚重的云层正被一抹惨淡的夕阳缓缓涂亮，高楼此起彼伏，正延伸向无尽的远方，像自我繁殖的细胞，在快速复制和不断混交中造就我们生活的边界。 

按动键盘，主题公园在色彩中摇晃，积聚，旋转，弥散。 
一座不断被破坏和重建的城市，历史重重叠加，终于模糊得再也看不清。 
回到施工现场，那种虚脱之感加倍剧烈，也许是和即将峻工的欢乐对比太强烈所致。 

机械臂理想般延伸，插入大地的心脏。从未来的山顶瞰整个工地，曲折的河道已初现轮廓，章鱼般的生态建筑正在加盖波浪式合金屋顶，在阳光下闪着微光，整个工地具有一种史诗般的恢宏感，似乎只有这个时代才能凝聚起这么多力量去创造一个新的巴比伦空中花园。

他开始相信：历史上的奇迹毫无疑问是存在过的，它们消失了，但在几千年后会以一种新的面貌出现。①

我至今还清晰地记忆起第一次游夜间动物园的每一个细节：在扣人心弦的人与动物马戏演出之后，我和一大群游人终于坐上了前往“南非草原”的小火车，“在这神秘的夜晚，我们躲开大都市的繁华，来到了另一个世界，一个更加真实、自然的世界……”伴随着夜间动物园导游亲切的细语，我看到了在精心布置的灯光下悄然行走的羚羊、梅花鹿和雪豹，它们偶尔抬头看看我，在那个瞬间，我突然分不清是我梦见了它们，还是它们在梦见了我。

我也清楚地记得有一次，在参观了一连串城市轻喜剧的摄影棚之后，剧组的美术指导不经意地向我透露电视剧舞美设计要诀：“要比真实的更理想化一些”。

使我感到震动的是：在我们的外部世界发生如此剧烈变化的同时，人们能如此津津有味地品尝变化中的生活，如此孜孜不倦地交流加入新生活的方式，带着些许的惋惜、伤感、阵痛和兴奋，似乎一切适应现实的行为只是为了促成日常生活某种千古不变的修行：向前一步前程似锦，退后一步海阔天空；出世和入世依时替换，黑猫和白猫兼容并蓄，山水和城市和谐无间，矛盾在对立统一中轻轻瓦解。

水在中国思想史中是一个重要的隐喻，《老子》说，“上善若水”，水之所以善在于它“利万物而不争，处众人之所恶，故几于道”，而“道”是“万物之奥”；水无为但又滋养万物，以柔克刚，它是“道”最完美的表达。

《论语》中描述：“子在川上曰：逝者如斯夫，不舍昼夜”，孔子还说：“知者乐水，仁者乐山。知者动，仁者静。知者乐，仁者寿”。

山水在中国文人的眼中早已超越了它的物质性而成为理解宇宙的最好途径，在中国的一些历史时期，生活在当时世界上最繁华都市的中国人在物质的丰宴中已经“人欲横流”，而山水画始终成为中国人日常生活中保持心灵平衡的标志性艺术形态。在山水画中，人总是处于无名和微小的位置（尽管实际上不少画家以山水画求得入仕机会），而和山水画异工同趣的中国园林则巧妙地在闹市中开辟一个静谧的私人空间（尽管实际上它往往成为达官贵人颇具“主题性”的社交特区）。 

文人理想中的山水中国和现实中国总是奇异地融合在一起，在中国，大隐隐于市，小即大，破坏就是建设，一切都如易经般福祸相依，相互转换，未来就是现在，而过去就是未来……

中国人普遍承认：生命之无常和时间之流逝终究会带走一切，因此，及时行乐和舍生取义、无为和知其不可而为之、虚无主义和俗世主义如双面刺锈镌刻在这个民族的肌理上。

即使在文化大革命前后，山水画也并没有消失，相反，山水画因为被革命而继续了它的生命。山水衬托出灵魂的高远，我们看到伟人总是在“山雨欲来”、“风卷残云”的山水背景前遥望远方；而在另外一些看上去较为“传统”的反映祖国大好河山的风景画中，人物依然处于一个小小的位置，但是山水的灵魂变了：无论是雄浑的三峡风光还是妩媚的江南田野，都让人感受到出人类与天地作斗争的革命豪情，山水表现出中国人改造世界的力量。

从文人眼中的山水到人民眼中的山水，这个深刻的转变使得中国文人的山水理想和中国革命家的理想山水紧密地融合在一起。作为中国政权中心的中南海，单就其颇富浪漫色彩的名字而言，就让人想到百川归海——对政治家气魄和国家凝聚力的一种隐喻——最深处还是和水的意象有关。

“孰能浊以静之而徐清？孰能安以动之而徐生？”（老子：十五章）
（谁能像水一样浑浊而沉静之后又慢慢澄清？安定而动荡之后又慢慢新生？）

与现在旅行团密布、永远人头攒动的苏州园林相比，意大利导演安东尼奥尼眼中1970年代的苏州园林呈现出一种少有的宁静，游园的人们似乎沉浸在此起彼伏的革命风暴之间的安详当中。革命，使得以前的私家园林成为人民的园林，无意中却促成了中国文人理想生活的普及。中国的历史早就告诉人们：和谐建立在动荡的基础之上，就像水同时具有破坏性和生育性一样。

今天，和千疮百孔的城市改造运动相随的，恰恰是城市规划师和地产开发商的山水社会理想（地产广告曰：云山诗雨，东方人居智慧）。山水社会理想在除旧迎新的都市中以各种变体表现出来：大面积的草坪、写字楼前的大型喷泉（瀑布的变体）、高架桥下呈几何图形的绿化带、城市中心雕塑（假山石的变体）、园林式餐厅……虽然我们的地产商已经开发出欧陆经典、北美风情，但最终俘获人心的还是小巧的园林、符合风水的布局和清雅自然的格调，在这一点上，中国人似乎无法逃脱历史和文化的惯性。

中国文人的山水理想从未真正实现过，但在今天似乎启迪了一个名为“和谐社会”的计划。从陶渊明的“采菊东篱下，悠然见南山”到杜甫的“国破山河在，城春草木深”，山水，从来是抚慰中国人心灵的良药，今天也成为抚平消费焦虑的配方。尽管售不出去的“山水楼盘”会给市场开发者带来丝丝焦虑，但从根本上来说，是市场向他们传授了新古典主义的秘诀，并让他们坚信：重要的是把山水理想可视化并具有实用性。

当我们谈论山水时，我们是在谈论城市。

如果说，山水画中所体现的精神境界在今天已遥不可及，那么，与其移情于狗尾续貂的新文人画，还不如在网络中找到养花种草、堆山叠石的乐趣（以山水精神而言，网络世界多么像一个精巧的布满交叉小径的中国园林）。既然不能阻止这个城市变得更粗陋，至少，每个人都应该学会把自己身处的城市当作石屎森林并从中找到和当年文人同样的乐趣：高楼是山，下水道是水，放几株盆景就可以把办公室空间当作园林。

“爱此风林意，更起邱壑情。写图以闲咏，不在象与声。”（倪瓒：《惟寅远寄佳纸命仆写图赋诗》）

愿山水能继续安抚我们的灵魂。

 ①摘自胡昉小说《镜花园记》

 《交易场域-珠江三角洲的当代艺术与文化想象》，香港艺术中心，2007, pp.65-71；再版于《城市新山水》，2007深圳·香港城市/建筑双年展，重庆，2007，pp.11-13
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Cool Shanshui|Hu Fang
He took his eyes off the blinking computer screen, and refocused them on the horizon beyond the glass-curtain wall. A dignified layer of clouds was warmly illuminated by faint traces of the gloomy setting sun. The tall buildings chased after each other, extending upward toward some indefinite point, reproducing and recombining like self-dividing cells to create the boundaries of our life.

Pressing the keyboard, a theme park in color rocked, built up, spun around, and diffused.
The constant destruction and rebuilding of a city, where history layering upon itself, finally so vague it could never again grow clear.

Returning to the construction site, the feeling of collapse grew more intense in multiples, perhaps because the contrast with the happy world that was about to finish construction was too strong.

Mechanical arms extend, poking into the heart of the earth. Looking down at the worksite from the mountain of the future, the outline of a winding river already appeared in this octopus-like ecology of buildings, all covered with wavy alloy roofs blinking in the sunlight. The entire site had an epic expansiveness to it, as if only in this era could so many resources be concentrated to create these new hanging gardens of Babylon.

He began to believe: the wonders of history doubtless existed and disappeared, but after a few thousand years, they reappear in a new form. 1

To this day, I can still vividly remember every detail of my first visit to the night zoo: after watching an exciting circus performance, I rode with a large group of tourists on a mini train headed towards the “South African grassland”.  “In this mysterious night, we escaped the lure of the big city and came upon another world – an even more natural and realistic world…”.  Listening to the genial words of our guide, I watched the antelopes, deer and snow leopards beneath the dazzling lights of the night zoo.  As the animals looked back at me, I could not tell whether they were part of my dream or if I was part of theirs.

I can also distinctly recall a time when, after visiting the set of a TV sit-com, the artistic director nonchalantly revealed to me the essence of television dramas: “to be the idealization of reality itself”.

What I find most fascinating is that, while we are exposed to traumatic changes in the outside world, Chinese people readily adapt to these changes, forging new ways of living – albeit with a mixture of trepidation, sadness and elation – as if to acclimatize with reality meant undergoing the relentless test of everyday life, finding your balance as you go.  Just like the harmonious co-existence of birth and reincarnation – resolving contradictions in the unity of opposites.

Water is an important metaphor in Chinese philosophy.  Lao-zi says: “There is goodness in water” [“上善若水”].  Water is good is because “it benefits everything and treats the ills of the masses, as does the way” [“利萬物而不爭，處衆人之所惡，故幾于道”].  The way [道] is everything [“道” 是 “萬物之奧”] and since water serves to nourish everything, gently overcoming all obstacles, it is the perfect expression of the way.

In the Analects, it is written: “On the river Confucius says: the water passes by at all hours” [“子在川上曰：逝者如斯夫，不舍晝夜”].  Confucius also says, “the knowledgeable favor water, the benevolent favor the mountain.  The knowledgeable move, the benevolent are quiet.  The knowledgeable are happy, the benevolent endure” [“知者樂水，仁者樂山。知者動，仁者靜。知者樂，仁者壽”]. 

For the Chinese intelligentsia, Shanshui (the coexistence of Mountain & Water, in a kind of ideal landscape) have long been considered the key to unlocking the mysteries of the universe and reconciling the life of the individual and of society.  In Chinese Shanshui paintings (classical landscape painted in Chinese ink), human figures are placed in insignificant positions (though in fact numerous landscape artists sought fame from this genre); and classical Chinese gardens, taking their cue from paintings, became tranquil spaces amidst the hustle and bustle of the metropolis (even though these gardens often ended up becoming privileged spaces for the rich).

In China, the scholarly ideal of the Shanshui landscape blends with natural scenery in strange and interesting ways.  Like the way in which the I-Ching describes fortune and misfortune intertwining to create a future that is always breaking in the present moment.  To construct is to destroy, and the future becomes the past.  

It is a commonly-held belief in China that the transience of life and the passing of time are inevitable.  Thus, taking hold of the present should be the objective of both idealist and materialist alike.

During the Cultural Revolution, Shanshui paintings did not disappear.  On the contrary, the Revolution provided a new lease of life for this genre.  In order to reflect the triumph of the spirit, great people were often depicted gazing into infinite distance amid turbulent landscapes.  Drawing upon the traditional symbolism of Shanshui painting, these works in fact reflected the insignificance of human scale compared to the vast expanses of nature.  But the traditional spirit of Shanshui painting had changed.  Whether it be a vista of colossal constructions on the Yangtse River, or the beautiful Jiangnan farmlands, one feels the insistence emphasis on the romantic revolutionary struggle of man against nature.  In this way, landscapes became a way of demonstrating the power of New China to change the world.

From the landscape viewed through the eyes of the scholar to that viewed through the eyes of ‘the people’, so called, this enormous change brought together the ideals of academic Shanshui and Chinese revolutionary fervor.  The central Chinese government is located at Zhong Nan Hai (meaning Middle Southern Sea), and this high sounding name itself conjures up the image of a thousand tributaries conjoining at the sea – a metaphor that gives a certain aura to the nation and its politicians – and it is here that we once again come across the importance of water in Chinese thinking.

Who, like water, can become calm after turbulence?  And after that calm produce new life?[Lao-zi: Chapter 15]

Great changes have taken place in the now touristic Suzhou gardens since the days when in the Italian film director Michelangelo Antonioni filmed a tranquil Suzhou in 1970.  Chinese people seem could at least draw breath in the eye of Revolutionary hurricane, tread water in this sea of changes.  The revolution turned the private garden into a garden for the people, thus inadvertently achieving the popular adaptation of  the traditional Chinese scholar’s ideal life.

Today, urban planners and developers have appropriated the tradition of Chinese Shanshui painting (with estate agents producing ads with slogans like: “Cloudy Mountain Poetic Rain: the Eastern Philosophy of Life”).  The ideals of landscape then, have become prominent in urban renewal: large expanses of lawns, big fountains adorning office buildings (representing waterfalls), green belts under overhead crossroad bridges, sculptures in the center of shopping plazas (emulating rock mountains), Chinese garden-style restaurants… although the developers have utilized modern European and North-American styles, the pretty Chinese gardens remain their favorite, with their balance of yin-yang and their ‘natural’ design.  In this respect, the Chinese cannot escape from their historical and cultural traditions.

The principle of Shanshui as conceived by the intelligentsia has never actually been realized, nevertheless it seems to have inspired recent government plans for a “harmonious society”.  From the poet Tao Yuan-ming’s verse “Gather the chrysanthemum by the east fence, leisurely view the south mountain hence” [“采菊東籬下，悠然見南山”] to Do Fu’s “A lost kingdom would not affect the mountain and river, the spring brought dense vegetation in the city” [“國破山河在，城春草木深”].  Can we say that Shanshui is a part of the “Chinese soul” and that, in modern times, it is the best remedy for hyper-consumerism?  Whether or not a “landscape development” will meet with success, the very fact that nature is involved transcends the secret classical canon of Shanshui in the realm of practicality.

When we discuss Shanshui, we are in fact talking about the city.

If one cannot touch the spirit of Chinese Shanshui painting in the world of today, I would prefer to trace mazes on the world-wide-web, as if to construct an individual garden , rather then the landscape paintings of the modern intelligentsia, which amount to replacing mink hair with a dog’s tail bristle.  After all, when one talks about the spirit of landscape, the web might certainly resemble just such an intricate network of little paths, of the kind you would follow in a Chinese garden.  
If one cannot break the uniform grayness of this city, at the very least each individual should learn to perceive that he is in a certain situation of Shanshui, and to rediscover the fascination of the ancient scholars.  In the city, the skyscraper is a mountain; storm drainage is flowing water; a few artificial plants can transform an office into a garden,as Ni Zan(1301-1374)’s poem indicating：

Love the inspiration of the windy forest, 
Feeling the undulating knolls and ravines. 
Painting is like singing, 
Without worrying about sight or sound. 
愛此風林意， 
更起丘壑情。 
寫圖以閑咏， 
不在象與聲。

With the wish that Shanshui might continue to pacify our souls.

1. Cited from Hu Fang’s novel Mirror Flower Garden.

Trading Places –Contemporary Art and Cultural Imaginatries of the Pearl River Delta, Hong Kong Art School / Hong Kong Arts Centre, 2007, pp.65-71; Reprinted in Urban New Landscape, 2007 Shenzhen & Hong Kong Bi-city Biennale of Urbanism/Architecture, 2007, pp.11-13

