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袁佳维：玛塞拉·巴塞洛的自然考：发现一颗属于自己的“柳

德米拉星”

来源：HdM Gallery

撰文：袁佳维

引言：在将玛塞拉·巴塞洛（Marcella Barceló）的个案处理为女性生态绘画的过程中，策

展人袁佳维直觉性地结合了自己近期在科幻小说、哲学散文以及批判理论等方面的阅读与思

考，为我们理解艺术家创作中的若干核心母题提供入口。

①

孪生

Twinship
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©HdM GALLERY《塔拉波萨的星光》，布面丙烯和指甲油，130x140cm, 2023

Stars at Tallapoosa, acrylic and nail polish on canvas, 130x140cm, 2023

©HdM GALLERY

《萌动》，布面丙烯和指甲油，200x250cm, 2023

Muy’ingwa, acrylic and nail polish on canvas, 200x250cm, 2023

“难道柳德米拉拥有看到未来，或遥远过去的超能力吗？世上真的存在这种超能力吗？所有

的一切只是偶然的巧合吗？艺术家生动描绘出的行星的所有特性与宇宙某处存在过的行星

完全一致，真有这种可能性吗？”[1]

——摘录自金草叶的科幻小说〈共生假说〉(Symbiosis Theory)

在韩国作家金草叶的短篇故事〈共生假说〉（2019）中，身为艺术家的主人公柳德米拉（Ludmila）

倾其一生都在捕捉她记忆中的“那个地方”、“那个色彩奇妙的蓝色世界”、那颗未知的行星。

她将之称为“柳德米拉星”。当人们沉浸于“柳德米拉星”的美丽风景时发现，原来自己和柳德

米拉一样，最初的心智启蒙全部来源于寄生在大脑中的、从“柳德米拉星”来的“祂”：一个与

当下的“我”交叉参照的异地婴灵。

无独有偶，这种以兴起于上世纪七八十年代的“内共生学说”（symbiogenesis）[2]与“自体心理

学”（self psychology）[3]为基础、亦即融合了生物科技与精神分析理论要素的人物设定不仅
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是科幻书写的普遍题材，也愈发成为艺术家在与“后人类世”（post-anthropocene）的各种可

能性作斗争时所诉诸的诸多原型形象（archetypal figure）之一。

玛塞拉·巴塞洛（Marcella Barceló）的女性生态绘画便是其中的典型。她的成长轨迹也巧

合地呼应着柳德米拉的角色弧光。一方面，出身于艺术世家的玛塞拉从小为充分的创作条件

所环绕，能够积极尝试不同材料；另一方面，她在西地中海的马略卡岛（Majorca）度过了

受到自然庇护的童年，各种濒临灭绝的海陆生物还有礁石、地下湖泊、溶洞等由水形塑的地

貌系统都是她仰观俯察的对象。二者之间的潜在因果构成了她作品中的自传特征。[4]

©HdM GALLERY

《生灵》，布面丙烯和指甲油，80x100cm, 2023

Ikiriyō, oil on woodacrylic and nail polish on canvas, 80x100cm, 2023
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©HdM GALLERY

《过敏》，布面丙烯和指甲油，250x200cm, 2023

Pollinose, acrylic and nail polish on canvas, 250x200cm, 2023

诚如柳德米拉固执地不肯遗忘由“祂”带来的遥远影像，玛塞拉也始终将那个对青葱故土抱有

孺慕之情的“另我”（alter ego）置于核心，以隐喻其与自然缔结的脐带关系以及对于回归自

然的渴望。这种需要作为一种原始保护机制因此被直接投射为玛塞拉反复强调的孪生

（twinship）体验。
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在《塔拉波萨的星光》《萌动》《过敏》《生灵》中，肩并肩、背靠背的姊妹借镜于对方之

优长，作为互相增长之能源，便是这般脊令之爱的显化。她们既为一体又彼此分离。值得一

提的是，玛塞拉所勾勒的女性身体是近乎透明的，不受任何束缚而泰然站立，亦象征着艺术

家未受城市与工业环境滋扰的孩提时代以及其脱离现实的自由状态。

②

黄与蓝

Xanthos & Bluets
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©HdM GALLERY

《热浪》，布面丙烯和指甲油，250x200cm, 2023

Heat Waves, oil on canvasacrylic and nail polish on canvas, 250x200cm, 2023

©HdM GALLERY

《夏》，布面丙烯和指甲油，105x210cm, 2023

Illa, oil on canvasacrylic and nail polish on canvas, 105x210cm, 2023

纵观玛塞拉中国首展“韶光”所呈现的二十余件布面、木板、纸本绘画，有两件丙烯作品以几

乎统一的金黄色调紧扣标题原文“Nothing Gold Can Stay”的字面含义“黄金之物不久全”。

在古希腊人的色彩认知中，黄并不是一个精确的概念。他们用“xanthos”这个词来形容变化多

样的各种黄——众神闪耀的金发、琥珀、泛红的火焰等，还有运动的、闪烁的微光。柏拉图

甚至将金黄与道德和神圣联系在一起，将其作为理想精神的符号乃至具有超越性，可以把人

提升至永恒的高度。[5]

在《热浪》中，这个颜色既传递了太阳辐射下的温度，突出落日余晖渐渐洒落且消融于澄澈

海面的过程，又足以勾勒玛塞拉潜入水下之时的皮肤轮廓。或者说，黄本身携带的文化线索

与叙事基因使其对此类构图最具控制力，也最能说明艺术家渴望能够以非人类的姿态与周遭

世界合为一体。

“柳德米拉早期作品所展现的行星形象较为抽象。那个世界的主色调是蓝色和紫色，拥有明

确形态的生命体和没有形态的生命体共存。地表大部分被海洋覆盖，发光的原核生物漂浮在

海里，染亮了行星。”[6]

——摘录自金草叶的科幻小说〈共生假说〉(Symbiosis Theory)

然而，在体量上更占优势地位的、统整此次展览主视觉的原色调其实是蓝。在同样以金黄色

调为基底的《夏》中，玛塞拉就将少量的蓝点缀在与自己共游的鱼群以及背景中连贯山脉的

脊背之处。这种反差强烈的明暗铺陈与冷暖对比常见于西方传统的肖像类型中，艺术家间接
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援引也在一定程度上渲染了自然的“人性”。

©HdM GALLERY

《无题(木灵)》，木板丙烯和指甲油，50x60cm, 2023

Untitled (Kodama), acrylic and nail polish on wood panel, 50x60cm, 2023
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©HdM GALLERY《内疚 》，纸上墨水和混合媒介，95x65cm, 2023

Culpabilité, ink and mixed media on paper, 95x65cm, 2023
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更重要的是，饱和度较高的蓝同时中和着艺术家也在频繁使用的其他两种间色调——绿与紫。

玛塞拉对于这一区间色相（hue）的把握十分敏锐，或与她长期通过潜水观察海底世界的感

知经验息息相关，但也根植于她从学院训练中习得的现代色彩系统。她的蓝通常趋近于明亮

的酞菁蓝，一种开发于上世纪三十年代的对现代主义运动造成巨大刺激的蓝。

可以说，玛塞拉通过蓝的多维演绎“认领”了孕育了其艺术生涯的自然。蓝标志着从黄昏到夜

晚的过渡，当带着一点紫色时又增加了威严感。如果说颜色是艺术家的宣言，那么在玛塞拉

的女性生态绘画中，蓝就代表了一种领地意识、一个完美去处（paradise），再次呼应着也

受到这个颜色主宰的“柳德米拉星”。

美国诗人玛吉·尼尔森（Maggie Nelson）亦曾作出类似描述，蓝的特别之处在于它孤独又崇

高，这种摇摆不定的气质指向了怀旧的未来，玛塞拉便是在不断回溯自身历史的过程中，提

示人类与自然的生命共同体，照顾自然即为一种纯粹的自我照顾。

“这半圈刺眼的宝蓝色的海，便是这爱的原初场景。蓝色确实存在，单是曾经见过它，便让

我的人生变得不凡。见过如此美的东西。看见自己置身于它们中间。没有选项。昨日，我回

到那里，又站在那座高山上。”[7]——摘录自玛吉·尼尔森(Maggie Nelson)的散文作品《蓝》

(Bluets)

③

食肉植物

The Carnivorous Plant
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《捕蝇草》，布面丙烯和指甲油，140x130cm, 2023

Dionaea Uniflora, acrylic and nail polish on canvas, 140x130cm, 2023
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©HdM GALLERY

《锐齿》，布面丙烯和指甲油，180x120cm, 2023

Dionaea Dentata, acrylic and nail polish on canvas, 180x120cm, 2023
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玛塞拉经常描绘的植物元素中有食肉的捕蝇草与多肉的仙人掌，在马略卡岛都并不鲜见，位

于南海岸的拉斯萨利纳斯（Ses Salines）还坐落着一处占地 150,000 平方米的仙人掌植物园

（Botanicactus）。二者的共同之处在于它们的叶子皆是出于自我防御机制而进化或退化为短

刺，为的是吞噬较之弱势的它者或抵抗它者的吞噬。尤其捕蝇草在生态系中同时属于生产者

与消费者，可以被艺术家用作是对人类生存状态的暗指，与孪生形象异曲同工。

©HdM GALLERY

《光的波长》，布上墨水和混合媒介，97x195cm, 2022

Wavelengths of light, ink and mixed media on canvas, 97x195cm, 2022
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©HdM GALLERY

《弧面》，布面丙烯和指甲油，190x130cm, 2023
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Ocelles, acrylic and nail polish on canvas, 190x130cm, 2023

玛塞拉对于此类符号的兴趣也许与她定义自己在客观环境中的“内在性”有关——在《捕蝇草

No.1》中她直接化身为这株食人植物的根茎——这也是她关注自然的前提：结构性的掠夺

与社会再生产、地球生态与政治权力。现行世界的运转秩序是非人类的，作为“一个吞噬自

己重要器官的食人者”[8]，以无法自我补偿或修复的自然为代价。
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©HdM GALLERY

《捕蝇草》，布面丙烯和指甲油，180x120cm, 2023

Fly Trap, acrylic and nail polish on canvas, 180x120cm, 2023
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《海葵》，布面丙烯和指甲油，200x200cm, 2023

Actiniaria, acrylic and nail polish on canvas, 200x200cm, 2023

玛塞拉的女性生态绘画在梦幻的风格表征下俨然对气候变化与温度攀升、极地冰架消融、海

平面上升、生物灭绝与多样性下降乃至变异、干旱、洪水、死亡地带等具体危机有所指涉。

比如，在《海葵》中，她嫁接了终生水螅且雌雄同体的珊瑚、沙生的仙人掌以及人类头骨。

这可能是这批作品中最接近于体现末日情境的一件，然而艺术家仍将自己定位在远景中的一

个紧迫位置，以确认一种充满矛盾的“共生假设”。

注释

[1] [韩]金草叶（Choyeop Kim）著，胡椒筒译：〈共生假设〉，《如果我们无法以光速前进》

（新北市：联经，2022），页 89。



下载来源 www.artdisk.cn 第 17 页 共 21 页

[2] 内共生体是指在其他生物体内部生活的生物体。马古利斯认为真核细胞起源于相互作用

的个体组成的群落，也包括内共生的螺旋体形成了真核生物的鞭毛和纤毛。因此它们被认为

是古菌通过内共生作用逐渐融入宿主细胞中形成的：“生命并不是通过战斗，而是通过协作

占据整个全球的。”详见[美]林恩·马古利斯（Lynn Margulis）著，易凡译：《生物共生的行

星：进化的新景观（Symbiotic Plant: A New View of Evolution）》（上海：科学技术出版

社，2009）。

[3] 科胡特提出的自体心理学主张三极自体结构，正常自体是镜映、理想化和孪生需求的平

衡。详见[美]海因茨·科胡特（Heinz Kohut）著，刘慧卿、林明雄译：《自体的分析（The Analysis

of the Self）》（北京：世界图书出版公司，2012）。

[4] Martin Mayorga, “It’s a grotesque wonderland world! (Interview with Marcella Barceló)” (14

May 2020), Dateagle Art, https://dateagle.art/marcella-barcelo-interview/

[5] Maria Michela Sassi, “Philosophical Theories of Colour in Ancient Greek Thought and Their

Relevance Today,” Ancient Philosophy Today: DIALOGOI 4.2 (2022), 155–175; Maria Michela

Sassi, The Science of Man in Ancient Greece, trans. Paul Tucker (Chicago and Londo: The

University of Chicago Press, 2001).

[6] [韩]金草叶（Choyeop Kim）著，春喜译：〈共生假说〉，《如果我们无法以光速前行》

（成都：四川科学技术出版社，2022），页 35–36。

[7] [美]玛吉·尼尔森（Maggie Nelson）著，翁海贞译：《蓝（Bluets）》（北京：联合出版

公司，2022），页 4–5。

[8] [美]南希·弗雷泽（Nancy Fraser）著，蓝江译：《食人资本主义（Cannibal Capitalism）》

（上海：人民出版社，2023），页 140。

Introduction:When approaching Marcella Barceló’s painting as a case study of ecofeminist practice,

curator Evonne Jiawei Yuan intuitively alchemizes her recent readings and musings on science fiction,

philosophical prose, and critical theory into an entry point for us to access the central motifs

of the artist’s body of work.

①

Twinship

“Had Ludmila possessed some magical power that had allowed her to see into the distant past,

if not the future? Was that even a viable theory in this day and age? Could everything instead

just be an enormous coincidence? But then, what were the chances that an imaginary planet,

flawlessly conceived though it had been by a massively gifted artist, was virtually identical to

one later discovered in real life far off across the universe?”[1]

—Excerpt from Choyeop Kim’s supernatural sci-fi novelette “Symbiosis Theory”

https://dateagle.art/marcella-barcelo-interview/
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In the short story “Symbiosis Theory” (2019) written by Korean author Choyeop Kim, Ludmila,

the protagonist who has been recognized as an artist dedicates her life to painting “that place

lit in an anodyne blue glow.” It is an unknown planet pieced together by her fragments of memories

and she later dubs it by her name. When people feel immersed in the beautiful scenery of “Ludmila’

s Planet,” they realize that, just like the feminine lead, their spiritual awakening to innate wisdom

also comes from “them” parasitically embedded in the brain that were originally born on the “Planet”

—those alien infants cross-referencing the present “us”.

It is not surprising that such kind of characterization based upon the studies of symbiogenesis[2]

and self-psychology[3] arising in the 1970s and 1980s—literally infusing elements of biotech and

psychoanalytic thoughts—is not only a common topic in sci-fi writing, but more and more often

being appropriated into a certain form of archetypal figure by artists who are exploring new realities

of the post-Anthropocene.

In this vein, Marcella Barceló’s ecofeminist painting fully exemplifies the foregoing conception,

and her personal story also echoes Ludmila’s character arc. Raised in an artistic family, she was

encouraged to inventively engage with a variety of materials from an early age. Meanwhile, she

spent her childhood amidst the natural splendour of Majorca, an island in the western Mediterranean,

where endangered marine and terrestrial species, coral reefs, subterranean lakes, karst caves, as

well as other forms of water-sculpted landscapes, all deserved her close observation. The

underlying relationship between the two culminates in the autobiographical characteristics of her

works.[4]

Just as Ludmila stubbornly refuses to let go of the blurry imageries brought by one of “them”,

Marcella centres her artistic practice around the “alter ego” that longs for the verdant cradle of

her homeland. The allegorical choice conveys her deep connection to the natural world and her

yearning to return. It casts a direct reflection of her defensive affection or impulse and is projected

into the twinship experience that she repeatedly emphasises.

In Stars at Tallapoosa, Muy’ingwa, Pollinose and Ikiriyō, Marcella portrays sisters in solidarity,

either side by side or back to back, as they draw on each other’s strengths to foster growth,

a testament to their resilient bond. Though united, each figure retains her unique individuality.

Notably, the artist renders the female bodies nearly translucent, under no restraint and relaxed,

evoking her unfettered childhood and naivete, away from the grasp of urbanity coined with its

industrial surroundings, and the constructs of reality.

②

Xanthos & Bluets

In “Nothing Gold Can Stay,” Marcella’s debut presentation in China, two acrylic paintings out

of over twenty works on canvas, wooden panel and paper, are drenched in a sea of golden-yellow

tones, namely literalizing the interpretation of the title—“what is gold does not last long”.

Yellow was not a precise expression in the colour perception of the ancient Greeks. Instead,
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they used the word “xanthos” to describe a wide variety of yellows and their essence—the glittering

fair hair of the gods, the warmth of lynx stone, the reddish flames of fire, etc., with movements

and flickering shimmers. Plato even associated the golden-yellow with morality and sanctity,

as an epitome of the ideal spirit and even transcendence that links man to the ethereal, and to

eternity itself. [5]

In Heat Waves, Marcella applies various shades of yellow to communicate a touch of fever under

the sun’s radiation, highlighting the lingering light of the evening glow that dissolves into the

clear sea, all at the same time contouring the emphatic silhouette of her own body in pale skin

submerged in the water. Or rather, it is the cultural factor and meta-narrative carried by the

particular colour that gives the artist the most control over such compositions, which is also the

best illustration of her desire to integrate with the situated worlds in a non-human manner.

“In many of her early pieces, Ludmila’s Planet is rendered in a more or less abstract style. Themes

of swirling blue and purple present it as a home to multitudes of creatures, some with stable

forms, and others with fluidly shifting ones. Much of the planet’s surface is covered by an ocean

teeming with drifting bioluminescent amoebas, to which the planet owes its peculiar blue glow.”

[6]

—Excerpt from Choyeop Kim’s supernatural sci-fi novelette “Symbiosis Theory”

However, the primary colour that is more dominant in terms of volume among all the exhibited

works this time is actually blue. In Illa, which also has a golden yellow foundation, Marcella

invests a small amount of blue to accent the fish swimming with her and the ridges of the continuous

mountain peaks in the background. This contrasting palette of light and dark, warm and cold,

is commonly seen in classical European portraiture, and the artist mediately invokes a degree of

“humanity” in nature.

Perhaps more crucially, the saturated blue in richer textures serves to balance the greenish and

purplish tones that frequently appear in the artist’s palette. Her keen grasp of this hue may be

related to her perceptual experience of observing the underwater wild through long periods of diving,

but it is also related to the formal study of the modern colour system that she has acquired through

her academic training. The preference for a vibrant phthalocyanine blue, a shade pioneered in the

1930s that invigorated modernist art, is particularly telling of her stylistic influences.

It is true to say that Marcella has “(re-)claimed” the nature which nurtures her artistic journey,

especially through the layered blending of blue. Blue marks the transition from dusk to night and

adds a sense of solemnity when tinged with a hint of purple. If one certain colour can be declared

as an artist’s statement, then in Marcella’s ecofeminist approach of painting, blue marks a domain

of serenity, a vision of paradise, and a nod to “Ludmila’s Planet” which is also dominated by

this colour.

Maggie Nelson, an American poet, has also made a similar description. The special thing about

blue is that it is solitary yet exalted, projecting a field oscillating between nostalgia for a distant

memory and compassion for a futurity. Through a constant look back to personal history, Marcella
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contemplates her intertwined existence with nature, suggesting that to have nature preserved, at

its core, to care for oneself.

The half-circle of blinding turquoise ocean is this love’s primal scene. That this blue exists makes

my life a remarkable one, just to have seen it. To have seen such beautiful things. To find oneself

placed in their midst. Choiceless. I returned there yesterday and stood again upon the mountain.[7]

—Excerpt from Maggie Nelson’s lyrical essay of prose-poems Bluets

③

The Carnivorous Plant

Marcella often features elements such as the Venus flytrap and cactus, plants well-acclimated

to Majorca’s landscape. Notably, the Botanicactus—a vast cactus garden spanning 150,000 square

meters—is nestled in Ses Salines on the island’s southern coast. These plants are characterized

by their spiny leaves, a natural adaptation for both self-defense and predation. The Venus flytrap,

maintaining dual roles as both producer and consumer in its ecosystem, is emblematic in her work,

perhaps a subtle allusion to the complex human psyche, mirroring the interconnectedness seen

in the imagery of twinship.

Marcela’s fascination with the symbolic meanings of such species may be related to the way she

defines her own “interiority” in the physical environment. In Dionaea Uniflora, she becomes

incarnate as the rhizome of the carnivorous plant, which is also the premise of her focus on nature:

predatory behaviour and social reproduction, the earth’s ecology and political power. She portrays

the current world’s systems as unhuman, “a cannibal that devours its own vital organs,”[8] with

its finite capacity for recovery, cannot always redress.

Marcella’s ecofeminist painting with its surreal qualities alludes to the existential crises of our

times: climate change, rising temperatures, melting ice caps, rising sea levels, biodiversity loss,

mutations, droughts, floods, barren zones, etc. Taking Actiniaria as an example, perennial hydroid

coral, desert cactus, and human skull all at once constitute an eschatological sign. This work

may be the one that most closely captures an apocalyptic vision, yet the artist deliberately places

herself as part of the scene, affirming the “hypothetical symbiosis” that is as compelling as it

is complex.
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