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Collect Art was set up in 2017 as a way to further elaborate co-founders Calvin Hui and Mark Peaker’s

shared passion and philosophy in art collecting, one that moves outside the purview of the white cube.

A sister company of 3812 Gallery, Collect Art is a concept that reflect its mission to foster dialogues in
art and deepen cultural understanding with like-minded collectors, artists and friends based on four

core values - Appreciate, Collect, Cultivate and Share.

Published by 3812 Gallery with its debut edition in December 2017, Collect art journal is part of such

effort to bring the experience of art collecting to a deeper level.

Special acknowledgement to Christy Cheung,

Chief editor and writer of Collect art journal since 2017.
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Between One and Zero
ESHEZH

As 3812 Gallery gratefully enters its second decade, not only are we humbled by the amount of rewarding experiences and growth that the past ten years has
brought, but we also find ourselves pondering the two intriguing numbers that themselves make up the number 10. I’s and 0’s, the two components that form the
binary logic of computing, and enable infinite innovations within digital technology that are bringing unprecedented disruption to the art world.

These two unique numbers remind us that we are living through art history, where the definitions of authenticity, ownership, materials and even art itself, are
being rewritten. Such sci-fi and technological terms as the metaverse, AR, VR and NFT are suddenly buzzwords in art circles, and the interactions between artists,
their art and viewers, as well as the experience of art appreciation and collection, are all being radically transformed. The paradox between the unequivocal
nature of programming language and its tendency to break boundaries, leads us to wonder what it is that makes us continue to subvert existing orders, often at an
increasingly rapid rate. Then came the pandemics, which was a wake-up call for all of us to slow down and reflect on our responsibilities for both nature and one
another, to look between the binary of I and others, he and she, East and West, one and zero. Afterall, we are more similar than different, and human experience is
too complex and nuanced to be coded.

As a way to mark our tenth anniversary in this momentous year, we dived into the issue of human connection and investigated the role of art and technology, and
the combination of both for that matter, in this regard. We hope to initiate a meaningful dialogue in a broader social and historical context that focuses on our
common experience with both nature and machines, transcending differences and enhancing cross cultural understanding. We celebrated the anniversary by
opening a new gallery space in Hong Kong and organising Terry Frost’s first exhibition in Asia, where the relationship between the local and global is examined by
situating the St Ives school in a wider context beyond the town itself. It was then followed by Liu Guofu’s articulation of blandness, through which the artist makes
visible the mysterious force of nature and the fluidity of meaning in the convergence of Chinese and Western traditions. Liu’s concern for a world in flux is further
explored in the following two-part exhibition “After Nature,” a dialogue between artists from China and Britain during the rapid change of modernisation and the
multiplicity of our identities in the digital age. In London, we examined the past, present and future of Hong Kong ink art and also brought to the fore the urgency of
environmental protection through the works of Raymond Fung. These exhibitions set out to define the depth and breadth of our focus in the next decade, one that
not only looks forward but also connects.

This 10th anniversary edition reinstates the core value of the gallery as we prepare to embrace the unpredictable future. In “Origin and Originality,” we discuss the
inseparable link between tradition and innovation through contemporary ink art, and that art, whether it is ink, oil or digital, physical or virtual, is authentic when
it reflects the artist’s inner truth. These ideas are further elaborated in “Oneness” and “Art-ppreciation,” a discussion on the impact of technological advancement
in art and artists’ responses to it. In “Beyond Binary,” we reiterate our belief that art is the distillation of an artist’s personal experience, cultural heritage, local and
international influence, knowledge and belief, a wide range of factors that cannot be reduced to a single category. Rather than focusing on the dichotomy of East
and West, the articles in this section, from the survey of St. Ives school to the close analyses and comparisons between four Chinese and British artists, reveal how
artists communicate with each other across time and space, through the most basic elements in art, bringing attention to our connection and common experience.

10is a number that symbolises a significant milestone, and this year is as much a milestone for everyone as for the gallery. We hope that this special issue and the
upcoming programmes of the gallery will serve as a catalyst for deeper discussions on the topics of universality and coexistence, with both nature and technology.
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CHAPTER 1

Origin & Originality
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Eastern Origin and Contemporary Expression
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Ink as a verb
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Eastern Origin and

Contemporary Expression
RERME  EAXRERE

CULTURAL LANDSCAPE

Can it be argued that in the current pace of technological advancement, which not only precipitates the proliferation of digital
reproduction but also redefines the cultural landscape with the multiple temporalities and slippery system of signification (think
meme culture) of the cyberspace, that the question of aesthetics and its originality require a renewed investigation? One that is
not confined by time and space in their traditional sense? Can it then be held that contemporary art, in what is coined the post-
internet age, cannot merely be understood in chronological terms; but rather, it is a reconstruction of human experience seen from
countless different perspectives, a fragmented dimension where multiple universes coexist? Like shining a light through a stack of
overlapping photographic films, it is impossible to capture certain contemporary experience without also revealing the endless
others, of which meanings are under constant transformation and negotiation. Hence, instead of obsessing over finding the answer
to the multivalence of the shifting future, the question we should be asking is: what kind of light do we use to guide our vision in

order to make sense of the direction we are heading?
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Co-founders of 3812 Gallery

(Left: Mr. Mark Peaker; Right: Mr. Calvin Hui)
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“ORIGIN” AND “CONTEMPORARY”

Anchored in the notion of “Eastern origin and contemporary expression”,
3812 Gallery approaches contemporary art as a site of self-reflection and
cultural grounding that can initiate an Eastern aesthetic discourse outside
of the Western framework. While “origin” and “contemporary” seem to
stand in juxtaposition signifying the past and present, the essence of its
methodology will be overlooked if one simply dismisses it as a modern
inquiry into traditional values. As discussed above, contemporary art is more
than a chronological concept, it embodies the susceptibility to changes of
our hyperconnected world and the malleability of its perception and values,
when the line between the virtual realm and reality is increasingly blurred. By
emphasising the idea of origin, which indicates the fundamental of things,
the gallery underlines the creative instinct that comes from within the artists,
a quality that is grounded in one’s cultural root but also adapts and evolves
with changes. Here, origin is not a specific time and place, but a cumulation
of one’s belief, cultural heritage, identity and personal experience across
time that gives rise to his or her unique perspective of the world in relation
to the true self. Such singularity of the self also highlights the plurality within
Eastern aesthetics, a refutation of the monolithic understanding of Chinese
culture in the West. In its focus on the agency of an artist’s inner spirit, “Eastern
origin and contemporary expression” is a guiding light that leads the diverse
development of Chinese art into the precarious future, while preventing it from
being swept away by the relentless current of mass media culture.
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INK SPIRIT

Returning to the discussion of authenticity in the digital age where
reproduction of images is almost an ineluctable part of our culture, aesthetics
can hardly be judged by the degree of novelty. In fact, the question of
originality was already raised more than thirty years ago by the Picture
Generation as well as the Pop Art movement, where artists manipulated mass
media images to create new meanings rather than new visual languages.
However, when meaning itself is also an unstable variable in the 21" century,
where does the significance of contemporary art lie? Perhaps the answer can
be found in the word “originality”, a quality that is inseparable from “origin”.
Thus the origin of originality is the fundamental of human creativity, the
way we conceive, make connection and empathise; in other words, it is in
connecting with our human nature, our soul, that we find something truly
original. This is why ink holds such a special position in Chinese contemporary
art. More than an art material, ink embeds the long history of Chinese culture,
aesthetics and philosophy. In ink, Chinese artists find the origin of their
creativity, or what is called the ink spirit, which allows them to connect their
inner self with the rapidly changing world. And it is also for this reason that
for over a decade, 3812 Gallery has continuously endeavoured to promote
Contemporary Ink art as a historically and culturally important expression
of our time, strengthening the link between Eastern origin and the future of

Chinese contemporary art.
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from Material to Materiality
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A critical examination and an informed dialogue on contemporary ink art require not only a profound historical understanding,
but also a forward-looking vision of ink aesthetics. In its encompassing nature and fluidity, ink, like the properties of water, is an
indispensable substance as well as the philosophical basis of the art form. Ink art has been carried over through centuries, like
the perpetual cycle of water, passing on long-lived traditions whilst continuously absorbing streams of new ideas and influences,
merging the past, present and future. In its perennial journey that rejects a linear reading of its development, ink comes in a

myriad of forms and styles to an extent that as a medium, it can be unrecognisable.

Consequently, what defines contemporary ink is not the physical presence of ink, but the cultural identity embedded in the
material. Whether it is in solid, liquid or gaseous state, water maintains its essence in its most amorphous forms, a ubiquitous
and vital force that gives and sustains life. So contemporary ink art in its numerous forms, from traditional landscape to
abstraction and from sculpture to generative art, is a rich yet also intangible cultural heritage and an artist’s intellectual
investigation on the intriguing relationship between man’s spirituality and the universe, culture and nature. In other words, to
approach contemporary ink is to look beyond the properties of the material itself and instead examine its materiality, which
is innate to eastern culture. Examining the tension between one’s subjectivity and the physical quality of an art piece, it is only
through understanding the materiality of ink art, that we are able to realise its infinite potential and preserve its past tradition
without being confined to it. “Ink” should be considered as a verb rather than a noun, as it continues to metamorphose, pushing

boundaries of not only techniques and styles but also cultures and time.

Chloe Ho, Nature Embodied #15, Chinese ink and acrylic on rice paper, 2013
fAEE » ( BARIEEIR #15) » hEDKER « 5/ » #]7K 0 2013

Wang Huangsheng, Tracing Vision 161015, Ink rubbing on paper, 2016
FHEE 0 (JRZR 161015) @ AAAUKEIRED » 2016
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Resonating with the above mentioned materiality of ink and the associated dialectics of tradition
and innovation, Shitao explains in his Treatise on the Philosophy of Paintings that our predecessors
found their own expressions within the established rules, balancing between creativity and
tradition amid ceaseless changes of the world.* His prescient remark speaks to the notion that
art, even those that bear the weight of time-honoured traditions, responds to the progress of
time. Such vision is also shared by 3812 Gallery, which, over the past ten years, has collaborated
with a roster of artists to materialise the relevance and potentiality of ink art. Deconstructing
and reconstructing the language of ink through diversity of media and techniques, these artists
confront the binary between the old and new, East and West, integrating the Chinese culture of
millennia in the contemporary dialogues of globalisation and digitalisation. Below are just a few

examples of how they test the limits of this long-standing yet ever-changing art form.

Playing with spatial sensitivity and innovative techniques, Raymond Fung reinterprets traditional
shanshui landscape achieving an immersive effect and almost tangible textures. He creates an
interaction between the physical and pictorial space and reflects on global warming and recent
pandemic events. On the other hand, Liu Guofu’s adept use of oil in rendering light and shadow
owes as much to Chinese as to Western tradition, where, in making each and every meticulous
brushstroke so that one can visualise the movements of the brush, Liu manifests the way an
artist’s spiritual self is channelled through the dynamic yet meditative lines, the connection that is
at the heart of Chinese calligraphy. Despite the countless layers of paint and restricted palette of
white, blue and grey, his canvases are permeated with feathery lightness that alludes to Chinese
porcelain and jade. The misty atmosphere hints at an infinite depth or void that is hidden behind

the translucent surface.
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Calvin Hui, founder of INK NOW in INK NOW Art Expo, Taipei, 2019
TIKEBIREG ) AIEAGTRIEETE 2019 FAILREZREG
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If Raymond Fung and Liu Guofu translate the poeticism
of Chinese art with their new sense of space and texture,
then Hsiao Chin and Li Lei express their philosophical
depth with the bold use of colour, alongside their
minimalist and abstract expressionist styles. They not only
seamlessly incorporate traditional Eastern thoughts in
the modern expressions of the West, but also open new
paths for Chinese abstract art through their introspective
choices of artistic vocabulary. Whether it is calligraphic
brushstrokes or the geometric symbols, hard edge colour
blocks or undulating colour fields, Hsiao’s careful choices
of form, colour and contrast imbue his works with a deep
metaphysical depth in a modern mood, communicating
such notions as universal energy, transcendence, yin and
yang, with a renewed sense of immediacy. In contrast, Li
eschews the language of shapes or representational forms,
and directly expresses his appreciation of nature through
his gestural movements and colours, essentially performing
his love of poetry on the canvases. While both artists adopt
abstraction and acrylics as their principle style and material,
their works are nevertheless solidly grounded in Chinese
cultural heritage and share the same profound spirituality
of traditional ink art.
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Raymond Fung, Breathing (10)(11), Ink and colour on paper, 2020
WEKE (3R (+)(+—)) » IKERREHEA - 2020
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Moving to a younger generation, Chloe Ho and Yu Yang investigate the relationship between the forces of
nature and modernity by experimenting with a diversity of materials. Expanding the expressive power of
ink through their multimedia works, they touch on various contemporary issues, such as the environment,
materialism, identity, and gender. Human bodies, nature, animals, plants and universe are repeated motifs
in Ho's art. By using a combination of ink, coffee, acrylics and spray paint in both a controlled and accidental
manner, her subjects are often rendered in undefined and amorphous forms, simultaneously forming into
being and dissolving. Her work insinuates both the ephemerality of modern experience and the in-between-
ness of Chinese aesthetics. Conversely, Yu's art is calculated and precise, speaking to the grid and the self-
imposed order of urbanisation and the ever more rationalised human experience. Rather than arranging
colours and forms with paintbrush on the picture plane, Yu composes by organising painted wooden pieces in

the physical space, deconstructing the properties of ink and emphasising the literalness of an art object.

Indeed, as the works of Ho and Yu denote, the line between the real and unreal is increasingly blurred in
modern life, especially when we can no longer separate the real world from the digital and virtual one. Perhaps
observing the uncanny similarity between algorithm and water in relation to human life, Victor Wong and his
invention, A.l. Gemini - the first robot ink artist - began to experiment with tech ink creating landscape art. Like
water, data flows in and shapes every aspect of our life. In addition to the sublimity of mountain and water, we
see in Wong’s works the power of algorithm and its potential to push the limit of ink art while preserving its

legacy at the same time.

FER2MRUBEN T FEELERTEMHERRRERHEERNEZBAIRS - LUIRSENMEREAKE
FKIRDHER > tfIhEEISEE TEE  NRE  EYEE  57H U - AREZREZEAE B4
Y EMMFESIEAE  rEFRERBLUIEERIFELZER - UREDLYEGKE Brh &
BRANMILE - AR REE RS BRI FERERIIAL - BB S EABRINEBRRMIIPEESNPE
238 - B TFIEmBEBEETERN » RIEE LM ENHERCNEERFIMNE - URESEE
HALERE - TFEAEAEEAERLHEE X MEBBEYEZRBFERBEIFIORE  FEKENBIERY
ER R T A FERNFEEE -

EANEEEMTFAERT 2R - RELERZBIRRESNEZTTEOREY  THERPITHEE501E
REHREEEBOHE RS REGFE - R EERSINBIREEEKEAREEPEEANENLE  SRES
BT 2KEMATERKERE Al Gemini v IEFIIRERIBHIKENRESBIE o BURLUK—IRIRAMZE
EERMEENSHE  BRTHLIKOHRZE  RMEERENFaP R EE XN NEUREK
BIKEBMAERIE R N R RERE S -

Yu Yang, Disorder and in Order No.4, Ink on paper, wood, 2018
FE - (EFEEF No4) » IKEMHA K 2018
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Oneness

Wang Huangsheng, Daily-Practice, the Prose Poetries, Ink and colour on paper, 2018
EEE o (HER - #ES) 0 KEREMEA 0 2018

The recent boom of digital and NFT art is like seismic wave shaking up and
permanently changing the landscape of the art world, not only driving new tastes
but also challenging our belief system. Suddenly, an alternate virtual universe,
or metaverse, that has thus far existed only in sci-fi fictions is becoming probable
and much coveted for. This paradigm shift underlines the utopic desire of a
decentralised community, one that gives every being equal right of expressions
and access to resources. In a way, such technologically enabled movement
ironically reflects human’s primitive yearning for a world free of hierarchical
organisations and stereotypical social constructs, or what philosophers term the
state of nature, in which men act according to their human nature rather than
social contracts. Are we building all these super machines and virtual worlds
just to go back to the time before social organisation? While such technological
development is still in its infancy, it is not too early to ask what exactly we are
trying to achieve. Could what we are attempting to attain in the technological
space be found within ourselves and in nature?

Rooted in a tradition in which such introspective inquiry in relation to nature
is at its core, Chinese contemporary art offers a unique departure point to
discuss this intricate relationship between this technological revolution and
nature. As we enter the new year, not only do we need to fix our gaze on the
future, but it is also important to look inward into our true self and desires as
well as the past that brought us to where we are today. While humans are both
anxiously and enthusiastically anticipating the moment of the singularity, where
artificial intelligence transcends the ability of the human brain leading to the
convergence of man and robot, it is all the more important to be reminded of
the interconnectedness of the universe. If there comes a point when we have to
choose to be one with nature or machine, it would probably be the biggest and
last question for mankind.
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Victor Wong & A.l. Gemini, The Shouson Hill 05, Artificial Intelligence, Chinese Ink, acrylic & gold paint on rice paper, 2021
BEE ~ Al Gemini v (FBEIL05) » ATEEE  7KE - B5S) - SMEERHEA - 2021
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Hung i, Rich Tiger, 2010 (Detail)
5 (RE) » 2010 (BEB)

ART-ppreciation
ET —

To welcome the lunar new year and the beginning of its
second decade, 3812 Gallery presents the exhibition Blessings
which showcases 12 representative artworks of 12 different
Chinese contemporary artists that are selected based on
the four seasons, celebrating the perpetual cycle of nature
and its power to restore and rejuvenate. In their own unique
expressions, these works reflect on our deep connection
between Chinese culture and nature in the context of the
rapid development of our civilisation. These carefully selected
works prompt us to ask mindful questions about tradition
and innovation as we embrace the future.

R —FRIZRER - LUK B 8+ FHIRGE » 3812 SR
t TBREE) BB SESBEL RUFTEEREMRINE
BIE - (fFmIANZERRE  BESRHEE THONEHERBER
THEAENPREEREFER T AREEAEERENRE - 8
SENF B e E R IHBNERTE R LR BB AIREE -

3812 Gallery x Citi ULTIMA
3812 £ EpHITERHERTT Citi ULTIMA

In collaboration with Citi ULTIMA, 3812 Gallery has
designed red envelopes and calendars that feature
the 12 artworks from the exhibition, sending our
blessing to the wider public.

3812 EEFEATEHEIRT Citi ULTIMA &1F » 225t LL 12 {7
THEERENRIERESTENATENEE &K%
= B e
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Hsiao Chin, Hope, Acrylic on canvas, 1964 (Courtesy of Hsiao Chin Art Foundation)
wE o (FEL) HLERN 1964 (EHRE  BHERSEHESS )
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Artist should be the spiritual oracle and conceptual
voice of humanity. And | hope that the respect for
the universe, for nature and for life force conveyed
in my works can inspire enlightenment in those who
view them, and inspire them to look on the world with
the same compassion, positivity and joy.
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My creation is an aftitude towards existence ...
The context we live in reminds us
how much we need to take care of each other,
protect ourselves and enjoy the
beautiful times we spend together.

Hung Yi

Rich Tiger
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Hung i, Rich Tiger, Painting on steel plate, 2010 (Courtesy of Mr. Hung Yi Art Studio)
WS (FRRE) 0 SRR > 2010 (B A1  HSEEEMTIER)
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| hope my work's response to this scientific
advancement will rekindle interest in Chinese ink
painting in the 21¥ century.

»

UoNRIDRIAd- | Y el il

SEE

I
il

Victor Wong & A.l. Gemini

The Fauvist Dreams
of Gemini 01
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Victor Wong & A.l. Gemini, The Fauvist Dreams of Gemini 01, Artificial Intelligence, Chinese Ink, acrylic & gold paint on rice paper, 2020
BZIE ~ Al Gemini  {Gemini NEFENRZE 01) » ATERE « 7K « 5] « SMEERMEA » 2020
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Liu Guofu, Flower No. 9, Oil on canvas, 2020
2IEEx 0 (18- 9)  MEIHRE 2020
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Avoiding fashionable artistic expressions,

| display the prevalent spiritual status of Chinese
people in fantastic mental scenery ... The aura and
concern about humanism are permanent,

while the purpose stays the same the whole time.

”»

Liv Guofu

Flower No. 9
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Moving Vision emphasizes building a bridge between ‘cultivation’
in fraditional Chinese culture and freedom,

which is the ultimate ideal of contemporary culture and human beings.

Cultivation, which is a combination of self-cultivation,
moral character, artistic conception and craftsmanship.

”»

Wang Huangsheng
Moving Vision:
Avalokitesvara
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Wang Huangsheng, Moving Vision:Avalokitesvara, Ink and colour on paper, 2017

L (R BBE) 0 KEREHEZE > 2017
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Wang Jieyin, Green Skies, Acrylic on canvas, 2017
FEhE 0 (K) > LB 2017
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An artist’s painting is like a cross-section of a tree,
which reflects the free’s age in its rings.

The reason that painting is able to kindle such resonance
in others is that it conceals such a code of life within it.
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Wang lJieyin

Green Skies
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Raymond Fung

Ovur Land

Raymond Fung, Our Land, Ink and colour on paper (Polyptych), 2021
BKE Y (L) o KERREA (ZBERE ) 0 2021
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Through the absorbance and fransmittance of ink on the

paper that depicts the details of the natural scenery, (I
| hope to speak out for the desperate and helpless situation of the Earth. B
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Chloe Ho, Narcissus in Blue, Chinese Ink and acrylic on paper, 2019
fAIRISE » (BEKALY - FREIKEE - BT ] M4 0 2019
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It is a searching for self, broadly or personally,
it is an expression of human identity entwined with nature.

It is a look at the edge of human consciousness poised between
wakefulness and sinking into a fragile fluctuating center.
There we can find insights into
identity, needs, desires and vitality.
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Chloe Ho

Narcissus in Blue
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Burning is the means by which | create ... From destroying to rebirth, life
runs a circle. The images in my work have also gone through a circle when
they are "reborn”. They have been freed from their original meanings and
given new meanings. My work connects historical memories with realities,
contemporary culture, and modern perspectives.
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Xue Song

The Silent Morning in Autumn -
Feng Zikai's Poelry
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Xue Song, The Silent Morning in Autumn - Feng Zikai's Poetry, Mixed media on canva, 2018
B (FRILSSEPE—LFISHE) © RaRMER - 2018
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Li Lei, Mad Water - 20, Acrylic on canvas, 2017
 (JEIERIK - 20) » 5 EERSE S 0 2017
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The main questions that | think about are: 1. the origin and evolution of the universe;

2. the relationship between the spiritual and the material; 3. the relationship between time
and space; 4. The composition of life; 5. the individual life and life of the group; and

6. spiritual power and dissemination; 7. life in other space and times; 8. self-expression and
liberation of the self; 9. Sensory language and fransmission of the spirit, and so on.
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Li Lei

Mad Water - 20
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Tracking
Light Series #11
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Kassia Ko, Tracking Light Series #11, Ink and color on paper, 2020
BEE 0 (KANBIERT #11) » KEREMA » 2020

€€
Regardless of what is happening,
nature continues to move forward, and human also
keep moving on and living. We just need to find out ‘nutrition
in order to confinue to develop.

b4
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It is for certain that technology could be transformed into productivity
and economic power, while philosophy contributes to the politics.
Meanwhile, art can play an important role in mediating and healing the
tragedies brought by conflicts through evoking a time of reflection.

Yu Yang

Ink Object -
Green Gradient
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Yu Yang, Ink Object - Green Gradient, Ink and colour on paper, reproduction painting, wood, 2019
FF o (KEVES - SRER)  KBREMEAR BRE K 2019



CHAPTER 4

Beyond Binary
8 i = 5%

Looking East: St Ives Artists and Buddhism
AR 77 @ BB R HT 2T R A

Reassessing St lves School through
the Works of Terry Frost
FBRIE - BRI E2MERSEEXRNSZIK

Chromatic Spirituality - The Transcendental Art
of Hsiao Chin and Mark Rothko
BIREN | BENER - BEREREMN

Abstract Realism - The Landscapes of
Wang Jieyin and Peter Lanyon

MRFEEH | TRIENET - FKBARE

The abstract art of Albert Irvin and Li Lei
H4F - EXAEENHREN

52



53

3812 Gallery’s upcoming exhibition

BBLR2ERMEKFEHRE

3812 GALLERY, HONG KONG 2022.02

Looking East:

St Ives artists and Buddhism

AR TS @ B RHT Ay R EA R

A cultural dialogue on the relationship between art, nature, philosophy
and universal ideals, to rethink cross cultural interaction and the role of

Buddhism in the history of British modern art.

ER—SBREREN - B2 BREEHBBNXEE  EFEEE
BB MBHAERRIRARIiE LEENAE -

In 1959, the great American artist Mark Rothko journeyed to meet artist
friends in St Ives, once a small fishing village in Cornwall in the far south
west of England. Rothko’s visit was only one sign of St Ives’ importance
to the modern art world. For forty years and more it was the unlikely
crucible where avant-garde and modern artists from around the world -
from Hong Kong, Russia, Japan - as well as well as other part of Britain -
lived and worked, arrived and departed. The artists in St Ives were part
of a larger movement of artists across Europe who left metropolitan
centres to discover different ways of life and experiences which could
feed their modernist appetites - and these groups included those who

abandoned Paris and settled in the south of France.

1959 5 » EHZEMZRBET - BHRBIEERICRE B EEMRPETR
& ATRHAY RN R B B R HE EE I Th B IR IR 24 57 M = AR RS 14
M2 — o BV RITBEREMARIRARAN—EI & T+
ZER EE—EREHEBMAISULIEE REHRSMINES gl
AA - LR EEEbERARIEHMIRARMRESERE - TIF - 1EE
RIETROFEZRILHE » 2R T 2 THBIRZMIRS B FREIRE
MHIZEENHE - BN KRHRRY M Z R 2 RN AT BMZESNEE D F -
b PIRER AR E P RERBENEENEELRE BB HRAEER
B PR EILE BRI AR EHERNEMER

Bernard Leach, Hamada Shoji and the Leach Pottery staff, St Ives, ¢.1960
Courtesy of Crafts Study Centre, University for the Creative Arts

BinE - 25  BRESMESFEENE THREKINEE » #1540 1960 4
B2 - AWEEMKE T ERFTFL

Terry Frost, Mark Rothko, Mell Rothko and Peter Lanyon at Paul Feiler’s Cornwall home, 1959
Courtesy of the Estate of Terry Frost

1959 & - 25k - RISETES « B0 - BETRL © IBEE - BETRENS - BOKTERE - BENERXRRP
BRI =t - BISESRIREE



A testament to the importance of St Ives in the story of modern art was the founding of Tate St Ives in 1993;
another testament is the number of museums across the world - from New York’s MOMA to London’s Tate,
from the Peggy Guggenheim Collection in Venice to Seoul’s National Museum of Contemporary Art — which

have work of these artists in their collections.

The modern British artists of St Ives have global recognition. This exhibition will focus on the post-war St
Ives artists with the glance back to the 20s and 30s. Held at 3812 Gallery Hong Kong, the exhibition will show
how the great post-war abstract artists of St Ives invented a way of making art that was true to the Buddhist
principle that they imbibed from the Hong Kong-born Bernard Leach as well as from the great Buddhist

scholar D.T. Suzuki who visited St Ives in '55.

1993 F A 7 AOZRAFER L R HR SEAMTEEEN BB B R I IR B E 214 - MR SR E i Rl T E—
LHFBUIEE - FIIBNRARGENE « RIFERAEMNE Bl - SRZEEMNE  BRE
BREMES » M2 T ELEMKAER -

BV KRHRREIRCEMRZERK - TXRBRES 3812 BRET  ASRER LiHiCEEE Y RHTE)
2 WLALLEIE 20 » 30 FAKEREIR 2B RAIRE © 1955 F - FEBLEERBEME - B (Bemnard
Leach) LIR ERAIFEEERE DT Suzuki IREEEICKRHET  EMHNEEBMEMRBMREAMRZHHEE - 105
EH—EEAEESHERBNEMBIFL

Peter Lanyon, Field Landing, Oil on wood and board with Perspex and metal, 1964 (Courtesy of the Estate of Peter Lanyon)
15 - Ek o (EBbR) > R EHE  BEEE « €8 1964 (EIRRM - 15 - BkEWREE)

St Ives, Cornwall, England Courtesy of Calvin Hui Bernard Leach, Rare early vase, Stoneware, dark celadon glaze with Trevor Bell, Image with Many Movements,
BOX7SKHT » BRIAREED © SuAERE B ARt FrelsE painted and incised design derived from Thai, 1923 Oil on canvas, 1959
RiviE - NF - (ZERERT) A% BESEME - 1923 &R - BE 0 (SE:EEER) 0 BLHE 1959
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Reassessing the St lves School
through the Works of Terry Frost

=Bl - IS ET RIS
B ERE K2R

The unimaginable destruction and merciless rampage of the second world war
had prompted artists, particularly those who came from the war ridden continent
of Europe, to question, or even distrust, the notion of beauty and the promise
of progress. From the primitive and decidedly brutish figures of Jean Dubuffet
and Karel Appel, to the distorted portraits and dismembered body parts painted
by Francis Bacon and Jean Fautrier, the traumatic aftermath of the war and the
inner struggle of the artists are as palpable as they are indelible. However, in St
lves, a small town in Cornwall, Southwest England, there emerged a group of
artists whose diverse practices are connected not by the horrific experience of the
war but by their engagement with the picturesque environment of the Cornish
landscape, as if nature had a way to turn unpleasant memories into unparalleled

creativity.

Terry Frost, who was captured by the Nazis while serving in Greece, moved to
St Ives in the 1950s to pursue his artistic career, a passion which he discovered
during his distressing time as a prisoner of war. Finding his personal expression
in this thriving artistic community under the influence of both local and
international artists, Frost produced a prolific oeuvre that is not merely a response
to the arresting atmosphere of the area; but more precisely, it is the culmination
of the artist’s intellectual inquiries and emotions triggered by the sublimity of
nature. His abstract works epitomise the distinctive yet variegated aesthetics
of what is collectively known as the St Ives School, with their interpretation of
the world and human existence explored through the fundamental elements
of nature, namely colours, shapes, senses, space and time, to look beyond the

darkest time in human history and seek solidity in these timeless qualities.

EETRERAEOKHERBITEZT SR AHERREBZHFHEENE
MARBEMBMRMS @ BIFFERER  EETEEENHS B EELIER
SEUREERE o #1E - #-7JE (Jean Dubuffet) ¥0-£EF - FIRE (Karel Appel) &
yamMmABERI B &R E - BERITEHT - 151R (Francis Bacon) s - @452 (Jean
Fautrier) FT#@RORII B G RBBNEIE - o] REIFREM KR HLUER
FIOERIE - AT ERERE AR AR SR/ NE IR T —#HE i3 -
MARETIHNEFMAR » MERERRERMBER SRS - HHkKE AR
1SR B RAY B S IR oY B (R ELRORIE D -

=i - IS ERBREERRIEE  EREEMIBE FRAEIES -
BftfEh SEIBEAMAIEAL - 1950 L » Z-ln - FIBITEHREECRER Wi
HEFREREMIRMAENE - FRIRIKFALLUREEBMEROTE ik - 6
BHTRESEREE T BRECHEERE - WAFT KRE(Fm - BLEEFTR
ZEOETREYRMSIAABNSSEAE - 2% 8 ANERTEEFDH
BRREBBENER - tHHREFREBRT B RIS RIRABS S RNEE—
BEEARNERTE RS ik - BE » ZEERE  REREEHAALE
NEE BHER NBES ERBENKE  EELKENSETERIBE -

Terry and Kathy Frost on a boat in St lves Bay
with Anthony in her arms and Adrian in Terry Frost’s arms
i - GRSEHSAISNEE - FHSEMSEES S REMBIERIM LD IR E LR RER

Terry Frost painting in front of an easel
{EERIZN - FRISETS

Courtesy of the Estate of Terry Frost
BRRM  =in - RISEERIREE



Although natural beauty was undoubtedly a significant source of inspiration
that challenged the aesthetics of this group of artists, it is the dynamic artistic
exchange and interaction with international movements that gave rise to
their diverse approaches and styles, greatly contributing to the development
of British modern art. Yet, as the centre of influence moved from Europe to
New York after the war, artistic discourse was dominated by Greenbergian
formalism which hailed Abstract Expressionism of the New York School as the
international standard of modern art. Despite the vigorous and experimental
artistic development that was happening at the same time in St Ives, the works
by these artists are often casted with a shadow of localism, hardly garnering
a well-deserved position in art history. With an artistic career of six decades
working alongside such visionaries as Barbara Hepworth, Ben Nicholson and
Peter Lanyon, Terry Frost provides a suitable entry point for a reassessment
of the historical significance of the St lves School: situating it in a broader
sociocultural context and critically examining the deeper meaning of these
artists” engagement with the place in relation to the global artistic discourse,

rather than a simple association of their works with the Cornish landscape.

Dominated by imperfect circles and semi-circles of highly saturated and
contrasting colours, Frost’s canvases reflect his decades long inquiry on the
interplay between colours and shapes which, to him, is entirely subjective.
Simply titled with descriptions of colours or formal qualities, the majority of
Frost’s works resist representation and suggested imagery, giving colours and

forms the full authority to communicate with viewers. The artist once talked

AEAZ EZEEmEEIHEHEMREXEN —EEZERBRER > BEESZK
MIBME RIS IE R 2 B P 7E B IR M EArE B PR BB E A AL
1 WEBKRE CHEET RERABMIEDRE - AN BSHES
L0 RBUNER 2440 0 Bl RSB IEMAS LIS (Greenbergian
formalism) Z£& » 1548595 (New York School) HihS RIREHB AR EM
MEPRIEAE - BERNKIMBIEKEESEDTNERENEMBE - KMEEN
DR LT EM SR DESESHIMA - SERAMMANEREFFESESE
# (Localism) Mb2%2 - EREATHENEMEES s - BEHFSHEEE
fiI - #EKEr 2 B+ (Barbara Hepworth) ~ RRIEE#x (Ben Nicholson) #1718 -
BsK (Peter Lanyon) S HERIEMHMNEMRLES » WAEHEFREIKTZIRMN
EREHERT —ESENIAL - BEEREZ NS ESF » #H)
MRNERELEMREZIRBMERBERHS2ENERESE  MA2MHE
1SA5BIFSAE R BB R R EBRY R S AELLES o

=l - GBRIRITSIEFmBER USENENHLENI FZERMEERRE
R T EREHTFHERNPRZ EEEREAAZR o bR AIFRERLL
HABNENERFREE  MARBRENERDE > FERTEASTE
REERERE RMAVER) - 2R EBARIALBEABEINRR : TURMFEBZH
PAEEHEEME » BMRKEEEAEBRTESEN - | SHERMFEEERE
TEmMmEZEN R AVER R, » BIFRPIPTE S ROAI A BRI R E K PIE RS
X TMEEBR—MEim 0 BULIERESR - 8 ERSBWRNDBETH
BREMS T Fin - BISHHHEE T —EEFRE  BEBOERESE -

about the perplexity of man’s preconception: “If you know before you look,
you can't see for knowing.” What he meant is how our received knowledge and
previous experiences determine the way we understand not only a piece of
art but also the world at large. After the war when artists were agonising over
the loss of beauty, Frost asked the fundamental question of what constitutes
the ideal. What makes us prefer certain colour and form over others? Is there
such thing as perfection in art and in life? Is modernisation really taking human
civilisation to a better place? In their imperfection and asymmetry, Frost’s rough
circles and semi-circles explore the artist’s existential concerns of man’s place
in the world by presenting us with a harmony that is made up of seemingly
irregular shapes and disordered patterns. While geometry is human’s way to
make sense of the world, nature operates in its own mysterious order where
every shape, pattern and line are unique and cannot be reduced into one single
formula. Such is the wonder of nature and the awe that it instils in us, and that
permeate the canvases of Frost and many of his peers from St Ives. Although
there appear more overt references to such natural elements as the sun, the
moon and trees in his works later in his career, the same intuitive treatment of
forms remains. They are often rendered in such a way that suggests the artist
is looking up from somewhere far below, emphasising the monumentality and

unpredictability of nature and confronting man’s anthropocentrism.

ETEERMNEESREERCIIE ? EMNEET RO FETENEY ? 1A
L2 BRUEANIEXFE S E BEAFHIPEEL ? FEFIEEEFFRE B » B HSAIER
MEEREROEE 2RAEURRINEFE ZEmAFNEE - B/
B ZRE NGB R EROMAIIFERIE - SEAR TR A SRIERERNE 0 B
KEAAE—EE CHMHASERKE » BIE—ERK - BRNRETEE—E
THY  FREBCA—EE IR o SERREXREARIETIE o BISHIENEX
KSR ERHREMZAS I REANNRZIBEAEFF - BELE - B
SABAEEA TR BRREZI IR B EENEE  BhEEANEER
BFEADE WAEFUMENAEZR @ @B ANEENTTTEE  EEALR
HFIOESE ©

Terry Frost, Stacked Red Pisa, Acrylic on canvas, 1971
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A negotiation between representation and abstraction, Frost’s works challenge
the purely formalist reading of modern art that dominated the post-war era.
Living in the tranquillity of St Ives with its breathtaking seaside scenery after
undergoing many torturous years in prison, the artist experienced first-hand
the tension between nature and modernisation, and his works, like many of his
peers’, cannot be separated from such situatedness; however, being inspired
by certain conditions of a place does not necessarily suggest that the subject
matters are confined to the locality of that place. In fact, in his inquiry on man’s
existence through the subjective use of shapes and colours, Frost also converses
with the global art movements and art history. On one hand, his geometric
compositions with large solid forms responded to the colour field painting and
Minimalism prevalent in the late 50s and 60s; on the other hand, his approaches
reveal the artist’s rumination on the historical development of modern art.
For instance, his use of collage in works such as Suspended Forms (1967) and
Suspended Colour Collage (1968-70) pays homage to Picasso, who, together
with Braque, pioneered the creative method. However, unlike his predecessors
who used everyday objects as materials, Frost cut out unstretched canvases, on
which he experimented with colour relations, into various shapes and overlaid
them on larger canvases. His approach not only echoes with the modernist
emphasis of flatness, but also further interprets the Cubist representation of
three dimensionality on a two-dimensional plane through his careful choice of
colours, “suspending” the circular forms above an imaginary space above the

canvases.

({4

b0

= - BIBERS R E R IEE T B S (representation) M 5 (abstraction) 2
o BE T TEHERBHEREABRMMRE L ESE (Formalist) KA -
ERETZ2FRRKE  EREEFEEEERCHRNES/NE RS
BIEARERCZ RIS EEER - M ERBZEEREBKERNR
2 NEMBEBEEMR—E - A SE—ESNELRINORENA—E
ERZAEEELEIRIZIE - FE L i - HBISISTEEBRHIKINE
BNFEARRREABFENSEES RS REBINES RRMELET T —15
g o —HE thEFNLAEFUEANEEFRALR  BETHHERREK
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when you’re a prisoner surrounded by wires, and there are birds so free
and the trees and the clouds, it puts everything in perspective.

b4

While St Ives artists are often associated with the Russian artist Naum Gabo, who escaped his country and brought the ideology of Constructivism to Cornwall
during the war years, the connection between Frost and other avant-gardes should not be overlooked. The use of primary and monochrome colours and the
juxtaposition between a grid background and his signature imperfect circles, as seen in Stacked Red Pisa (1971), Summer Collage (1976) and Spring Dream (2002),
seems to offer an antithetical response to Mondrian’s utopian abstraction - the rigid linearity of the grids gives way to his curvilinear compositions, and between
the primary colours emerge more variations of hues, once again bringing forth his concern of the tension between preconception and perfection. Furthermore,
Frost’s recurring motif of the colour black can find its root in Kazimir Malevich, whose seminal work Black Square (1915) was chosen by Frost himself to be
displayed alongside his oeuvre in his retrospective exhibition. Believing in the supremacy of colour and shape, both Malevich and Frost considered black as an
all-encompassing colour that symbolises the origin of painting where no representation or logic is needed. Frost’s series of Through Blacks paintings, in which
coloured semi-circles with various degrees of blackness are aligned along horizontal bands of different dark hues, analogise the essence of art or what Malevich
coined the “new realism in painting” - just as there are no two identical colours among the semi-circles, despite all being mixed with the colour black, artis a
subjective decision and unique creation of the artist that comes from his or her inner thoughts. Not only do these paintings recall the hidden colours behind

Malevich’s black square but they also share the avant-garde’s belief in the purity of art.

Perhaps it was its remoteness from the battlegrounds of both the war and the art world that allowed St Ives artists to develop the kind of unique languages
that were entirely their own. Yet their achievements reached far and wide around the world and attracted many influential artists and critics to visit the place,
earning itself the name “the cradle of British modern art” and fostering meaningful cultural exchanges. To define their works based on where they were made is
to take away a significant piece from the timeline of art history. Last year, 3812 Gallery organised Frost’s first exhibition in Asia, making a case for a cross cultural
and multi-perspective understanding of art in the globalised art scene. The gallery will deepen this line of inquiry this year by surveying a significant group of
St Ives artists and their connection with Buddhism and Eastern thoughts. As much as St Ives artists should be re-examined through a broader perspective, as
demonstrated by Frost’s works in this article, the study of contemporary art should also move beyond the binary thinking of East and West, old and new. Instead

of asking where, we should seek for what and how local and global cultures interact and generate meaningful conversations.

HRETEATZRIGNE - N (Naum Gabo) TEEISHIFHARLEE 7 BAYEISR » Wi§ERIEE S (Constructivism) RIS REHERIAR - MEAMBERA USRI KRS
IRROZAMTRIBIR AR » AT 2T - HRiS IS A B BT 2 R 2 MRIBE R I A B/ NER - 20 (HERAVALERUE ) (Stacked Red Pisa, 1971) » ( EHHAL ) (Summer
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Chromatic Spirituality -

The Transcendental Art of Hsiao Chin and Mark Rothko
EFEN - EDNER - BHTRINEEZMm

Mark Rothko, Untitled, Acrylic on canvas, 1960 (Courtesy of Daugavpils Mark Rothko Art Centre)
BT - ARl (fERE) 0 A LEESTSD 0 1960 (B R1RM : B5 - BERIEMIHL)

Hsiao Chin, Il silenzio, Ink on canvas, 1962 (Courtesy of Hsiao Chin Art Foundation)

e (8) sk 1962 (BFRE - REBEE(ENESS)

One year before Picasso completed Les Demoiselles D’avignon, which would change the course
of modern art, German art historian Wilhelm Worringer published his seminal dissertation
“Abstraction and Empathy” in which he associated the aesthetics of different cultures with
their individual world views. As one of the first theorists on abstraction, Worringer asserted
that, whilst representational art reflects an artist’s confident understanding of the world as it
appears, abstraction points to one’s primitive fear or self-questioning towards the endless flux
of the vast cosmos. Or what he terms, the “spiritual dread of space”, which is often suppressed
by the progressively rationalistic thinking of human civilisation. Using ancient Oriental art as
a case in point, he explains that abstraction is an attempt to untangle the deeper order of the
universe by reducing the ephemeral materiality of the external world down to its purest form,
and compressing the illusory perspective until an image is no more than a flat surface. In other
words, abstract art transcends the material world and reconnects one’s inner and primitive self

to the universe, acknowledging its interconnectedness and its sublime yet unknowable nature.

EFERRTM (RHERN2P L) (Les Demoiselles D'avignon) » I (LB L 82 31 (L EfinEre
MEI—5& > EEBEMERRERE - R (Wilhelm Worringer) 25 7 #BRIBAAIIERRSC (R
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PTERAY MEZERIAURSTREE L - MMM R ARSI IEZH 3 M A AR 1L B ERHD
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BHAGREMR - AR 2iIERRAMREMNE—EBUNE LRSI $—EANR
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Hsiao Chin, Dancing Light - 15, Acrylic on canvas, 1963
W (Szi#E - 15) » B LB 0 1963

In my beginning is my end: the art of Hsiao Chin, Daugavpils Mark Rothko Art Centre, Daugavpils, 2020
TEFKAIBIMARIAVER - WERORA,  B5 - BRI - PBISKITRIET » 2020

Worringer constructed his theory at the inception of modern abstract art; the
style of pure abstraction had yet to emerge. His idea would be picked up by
Kandinsky in his “Concerning the Spiritual in Art” a few years later, setting off
a revolution in art. Nevertheless, his concept of spirituality in relation to space
brings the works of two important post-war abstract artists into an intimate
conversation. Believing in the transcendental power of art, both Hsiao Chin and
Mark Rothko utilised elemental forms, symbolic colours and tonal contrast to
convey the infinite depth of the universe. Their reductionist visual vocabularies
and chromatic grammar, engender a kind of spatial dynamic that takes viewers
beyond the plane of the picture itself, while their compositions remain true
to the quality of the canvases. Breaking down the boundary between the
material world and spiritual world through colours and sign systems, the two
artists profoundly answer to the “spiritual dread of space” by creating another
dimension where depth is not measured by perspective but one’s connection
to the inner self, as if the more one understands the wholeness of the world, the

further he or she can go into their paintings.

Born in Shanghai in 1935 and then moving to Milan early in his career,
Hsiao Chin made it his mission to foster cultural exchange between the East
and West. Throughout his career, spanning six decades, he has actively
engaged in Eastern traditions and philosophies, such as Taoism, Buddhism,
Confucianism and ancient mythology, and incorporated them in the modern
forms of expression he has absorbed from the West. His founding of the
Punto Movement in 1961, attests to his endeavour to bridge the two cultures
with the spirituality of Eastern thoughts, advocating meditative qualities and
philosophical expressions in art, in a series of exhibitions across Europe and
Asia. Hsiao’s prolific oeuvre can be divided into several periods; however, the
use of rectangular and circular symbols derived from the concept of “round
heaven and square earth” of traditional Chinese philosophy, as well as thick
and gestural brushstrokes or concentric chevron patterns representing the
endless energy of nature, continue to be the compositional basis of his works,

communicating the eternal flux and oneness of the universe.

Solo exhibition in London, 1965
1965 FHERRBUERE
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Courtesy of Hsiao Chin Art Foundation
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Hsiao Chin, Samantha nel giardio eterno-1, Acrylic on canvas, 1999
B (TORACERSTE - 1) 0 /5 EE5/ > 1999

Courtesy of Hsiao Chin Art Foundation
B AR : WPER SRS
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One should always try to explore the limited physical space to the ultima and to generate maximum
energy in the confines of space, to learn in a material world that tfranscends the boundaries of time,

and in so doing to grasp the deeper meanings of life.

And it is through my awkward brush work and the bright primary colours that | achieve such goails.

— Hsiao Chin

04

Hsiao Chin’s metaphysical expression achieves its most profound effect through
his signature high saturation and contrasting colour palette, which has persisted
throughout his long career. His sophisticated choice of colours not only
responds to the duality of yin and yang and chakra (the energy centre in the
body) colours from Eastern traditions, but it is also based on colour and optical
theories from the West, again bringing together elements from both cultures
and emphasising spirituality as a universal concept. In The Vibration of Sun, two
identical circles of green with concentric rings of red and yellow, are placed
horizontally in the centre of the canvas. The intense hues of red and yellow send
the circles forward whilst the dark blue background recedes into what looks like
an infinite void, and this depth is accentuated by flecks of ultramarine, creating
space for the concentric rhombus pattern of purple in between. The powerful
colour scheme enhances the symbolism of the round heaven floating above the
square earth, and both heaven and earth are enveloped by the bottomless void,
suggesting the wholeness of the universe. Furthermore, the purple lines of the
rhombuses contrast starkly with the yellow rings, causing an effect of illusory
motion as if the circles are pulsating, sending energy to the rhombuses which

are continuously radiating outwards, manifesting the perpetual cycle of life.

Hsiao’s hard-edge compositions in the 60s and 70s, partly influenced by
Minimalism and Op Art Movement during his sojourn in the U.S, can be
considered as the artist’s more rational understanding of the order of nature.
From the 90’s however, geometric shapes and bold straight lines give way to
undulating brushstrokes and amorphous forms. Having overcome the agony
of losing his daughter to a tragic accident, Hsiao created works that exude a
softer and more sentimental, but equally powerful atmosphere, conveying his
elevated spiritual state. Similar to The Vibration of Sun, La Forza di Vita-1 utilises
highly saturated colours and colour relationships, to lend the picture a sense of
hopefulness. The harmonious combination of the yellow colour field and green
strokes calms the rhythm of the composition, in which one can imagine the
artist steadily applying the brief and free flowing green lines as if they are steps
towards transcendence. The contrasting colour of bright pink at top centre,
draws viewers’ attention to the edge of the painting, inviting them to go beyond
the picture frame. Whether it symbolises the artist himself or his daughter, the
pink stroke appears to be floating on top of the vast green field, ready to leap

into the great beyond.
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While Hsiao uses vibrant and highly saturated acrylic colours to direct viewers to the infinite, Mark Rothko, using
a large spectrum of colours, applying layers of relatively thin oil paints on unprimed canvases to create an effect
between veiled and unveiled, giving his paintings a kind of mysterious undertone and oblique radiance that envelops
viewers in an immersive experience. Stripped of any recognisable image, the works of Rothko consist of only soft-
edged rectangles and colour bands. Alluding to doors and windows, which could be open or closed, these colour
blocks seem to be channels to the other side of the paintings, an undefined space, hinted by the subtle colours in
the background, that can only be accessed by one’s spiritual self. Despite the seeming simplicity of his compositions,
Rothko, like Hsiao Chin, also drew on a wide range of historical, philosophical, religious and mythological sources,
most notably Nietzsche’s idea of tragedies, Judeo-Christianity, ancient Greco-Roman culture as well as frescos from
the Renaissance. For instance, the contrast of primary colours and warm and cold tones in Number 10 (1950) and
Number 61 (Rust and Blue), echo with the juxtaposition of extreme emotions and dramatic turns of events typical of
tragedies in Greek theatre; at the same time, the feathery edges of the rectangles and the dark backgrounds allow the
colour blocks to appear floating, suggesting that there is another world hidden behind. Perhaps Rothko attempted to
invite viewers to look beyond the ups and downs of the mundane world, and extend our vision beyond in order find

the higher truth.
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ZER—EBEHEENHEER S BN FPRERBRZBNR  GRNEFRE —Emi RSt -
EHERESN—RINENERE D - RETOUURHRNEG  BIRAOFRRBRBEFNEIEERN - BL
ERIEEFIE - ITLTRSEIR - SUIRBESFR—2REE - —EAREENZ[ » REEZBE=2PHMY e
HER  WRE—EANELBRSTEESEMMA - BECHOEBEEUGEE - ERERNFED —5 > AR T XS
RIEESE ~ B2 RYMHERER RN RRAAEEDE  WAHNEESH - HFBENES LR ZER
FFHAROEEEE - a0 (1057 ) (19504 ) N (6l3k) (FEMEER ) PREMSEEHNLLIL  FESFEEE S
BRUBNRIGEEMEBIEEES 5 B BENEENESNREECRENEETET  BrESERBEES
—fEME5R - HEFEETREE S S R E R A Y RAIEE - RPN ESSERES - MBS EESHEE -

In my beginning is my end: the art of Hsiao Chin, Daugavpils Mark Rothko Art Centre, Daugavpils, 2020
MERRIFIARIRAIAIR : EVET, » B - BETRIERTPL  PEIESCULREHET » 2020

Courtesy of the Museum of Contemporary Art, Los Angeles, The Panza Collection,
© Kate Rothko Prizel and Christopher Rothko / DACS 2021
B iRt B EREMEE (GBI - © SIS - BERRIRTEETIESS - BERL/ DACS 2021)

Mark Rothko, Number 61 (Rust and Blue), Oil on canvas, 1953
B2 - BERL (61%% (SHENEER) ) HimE > 1953
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I'm not an abstractioinist. I'm not interested in the relationship of
color or form or anything else. I'm interested only in expressing
basic human emotion: tragedy, ecstasy, doom, and so on.

- Mark Rothko

BFE—EHSREIRE - RHEE  BRAUREMOMELZEEE
RREENDRREANBREE TR EEL  BHNLZS o
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Although their artistic visions are derived from different cultural sources, both Hsiao and Rothko initiate a
transcendental dialogue that speaks to the deeper meaning of humanity and universal oneness, and through colours
they open another dimension that reconciles the material and spiritual worlds. Rather than filling up space, they
create spaces to provoke thought. The two artists crossed paths in New York in the late 60s, but it was more than
half a century later that their works were brought together for the first time. In 2020, Hsiao Chin’s exhibition In the
Beginning is my End was held in Daugavpils Mark Rothko Art Centre in Latvia, where the works of these two important
post-war masters were placed alongside each other, picking up the deeply spiritual conversation that they left off

many years ago.
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Mark Rothko, Number 10, Qil on canvas, 1950
B5e - @R (103%) » #LilE v 1950

Courtesy of the Museum of Modern Art (Floor 4, 404, The David Geffen Galleries, © Kate Rothko Prizel and
Christopher Rothko / DACS 2021, Image: 2021, © MOMA, N.Y. / Scala, Florence)
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Wang Jieyin, The Fall of Loneliness, Acrylic on canvas, 2017 (Detail)
FapE o (MELR) » HLERH > 2017 ()

Absiract Realism

The Landscapes of Wang Jieyin and Peter Lanyon

With a thousand years between the beginnings of the genre in the East and West, Chinese ink landscape, or shanshui, and Western
landscape are two fundamentally distinctive forms of art, albeit with a shared interest in natural scenery. The emblem of Chinese culture
and its Taoist value, shanshui began to flourish during the Tang Dynasty. Having long been understood as a kind of abstraction, Chinese
landscape depicts the inner spirit, the mindscape of the painter through the subjective interpretation of nature, of its unknowability and
sublimity that symbolises the highest virtue and ideals. While the art form continues to evolve, this cultural heritage of spirit resonance,
the vital energy that channels from the artist to the painting, endures. On the other hand, landscape as a genre emerged in the West
during the Renaissance, when science entered the realm of art. To perfectly delineate nature was to demonstrate man’s mastery over
nature. Under the influence of Enlightenment, nature seemed to become secondary to reason and humanity for the most part of
Western art history; landscape in its conventional sense is considered almost a cliché in the modern era.

Peter Lanyon, Porthleven, Oil on board, 1951 (Detail) (Courtesy of Tate Modern)
1S - Bk (BRI ) o HREAR » 1951 (35D ) (ERZCR - SRR )
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Despite bearing upon the traditions of two divergent
cultures, the landscapes of Wang Jieyin and Peter Lanyon
evoke an intriguing dialogue as the two artists re-examine
their very traditions in relation to their time, without fixating
their views on either the past or future. Their reconstructions
of figurative elements into symbolic semi-abstract forms
envelope viewers, not in a framed space and time, but in a
cross spatial-temporal and multi-sensory experience. Their
sculptural compositions offer a multi-perspective narrative
to rethink the topography of human existence, one that is
intertwined with the past and present, ups and downs, seen
and unseen, and is constantly changing. Adopting abstract
forms to capture the intractable and indescribable reality,

their landscapes can be considered as forms of Realism.

Characterised by spontaneous and raw brushstrokes
juxtaposed with careful arrangement of overlapping
geometric patterns, the oeuvre of Wang Jieyin situates
viewers in a dimension that oscillates between the bustling
reality and an ethereal ancient landscape like a mirage
encounter. Seemingly emerging from the picture plane and
being erased simultaneously, the elusive images exude a
kind of tension that is not so much a negotiation between
the purity of nature and the rigidity of urban life, but as a
reconciliation between the distant past and the incessantly
forward marching present. A reminder that our culture, no
matter how fast changing, builds on our traditions, history

and shared memories.
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Wang Jieyin, The Fall of Loneliness, Acrylic on canvas, 2017
FhhE o (ME2LR) > HLERD 2017
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Contemporary Chinese painting differs from Western painting in its full acceptance
of hazy traces left by time and history as well as memory of natural evolution.
Between the carefree strokes and high antiquity, painting’s inner force allows for
inner purity and peace. Specifically, Wang Jieyin’s works incarnate the redemption

value of modernity through such ‘ink spirit.’

- Dr. Xia Kejun

»»

Coming of age in the remnants of the Chinese Civil War and later having
witnessed the chaos of the Cultural Revolution, Wang began his artistic
career in woodcut printing, where the intertwined but ruptured relationship
between man and nature was already the artist’s major concern, as seen in
his Eden series. With sharp and decisive lines, the artist crafted rudimentary
forms that allude to prehistoric cave paintings. Wang carries this sense of
primitiveness through to his painting practice, which has become his focus
since the turn of the millennium, and constructs a new kind of landscape
that is both ancient and modern in their traditional subject matters and
experimental approaches. Taking inspiration from traditional shanshui,
the artist maintains its poeticism in the silent interaction and aloofness of
the natural environment; the lack of fixed perspective and the use of blank
space and contrast similarly engender an imaginary dimension between
likeness and unlikeness. However, unlike the meticulous naturalistic
depictions in the thousand-year-old classical art form, Wang’s dreamy
imageries are composed of roughly outlined forms like afterimages, as if it
requires the memory and imagination of viewers to complete the works. For
example, in Song of Dawn and The Fall of Loneliness, rocks, mountains and
trees are sketched with only a few simple lines; small houses are outlined
directly on the background sceneries without solid colours. Seemingly
transparent or unfinished, they are the disappearing simplicity of the past,

existing only in those who seek for them.

EHEETEAENGRETRA  BRXEBT X REHANREL » R
B EERALRERLS - ABRRE - ABRXBAZEHEERNAXEA
WENEIER  ERREMRNEZEDIME  EXMEHN (FE) RKIHn
K1 - BRRFMRETAIRE > BMRLWEBLLULRNENEE R LM
HNEIRAZRE - EENENERERRBRERAMNE(FZ  BIFMBME
2000 FEMBMFES: - UWREL —EHSE  THEEREYNERTE
FEL BMBEGHEEEXRN - EERHILKEFERNER  BNREE
TEARBTNER B ERE  BPREEIENER  ANEBER
BRBEH  BRERGENMEG ZBEEEIIIEMEZTR - AT » &
HETEERNTRENETREAMNBAEREEFENE 3
NZOERZHERDPRISIVER » AR —15 > ARBERELL
BAEERS » FRESTAIE L Fm » AIANFE ( RER) A0 (MERR) - &
A RIS A RBASEERIFAIM LR NEREERERRNERSEN
ZE RBELES - EfUFREBRNERRTRN  REXTBREN
AERG  REERBESHEMIAS L -
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While Wang Jieyin retains the tranquillity and ethereality of traditional landscape with his drybrush
technique and earth tone palette that imbue the pictures with a kind of ancientness, on closer look, the
black lines are acrylic rather than ink, and they are swift and impromptu like graffiti; furthermore, the
artist’s repeated use of negative space or white paint to construct abstract line patterns, most notably
in works such as Grand Landscape and Dwelling 2, alludes to stencil images commonly seen in street
art. The juxtaposition of the old and new takes viewers through not only time and space, but also the
artist’s personal journey. The “carved-out” line patterns and the traces of pressing and rubbing recall the
practice of woodcut printing that Wang has studied for decades. The amalgamation of the two art forms -
printmaking and painting — narrates his artistic devotion that is built on previous experience and cultural
heritage. The allusion to manual carving also adds to the tactility of the semi-abstract forms, a way to
search for solidity in the increasingly fragmented and abstract modern world. Wang’s more recent ink
works, such as Xiao Shan Ping Hu and the Structural Landscape series, have a more abstract tendency,
using only geometric shapes or ink dots to form the entire picture like an aerial view of an overcrowded
cityscape. On one hand, these works are undoubtedly reflections of the rapidity of urbanisation; on the
other hand, the sublimity of nature continues to permeate the pictures with the power of the historically
charged material, ink. In Wang’s works, time becomes space, where the relationship between the past,

present and future is not linear; rather, they interact with each other.

If time is part of the materials in Wang Jieyin's imaginary landscape, then an artist’s bodily experience of
and sentiment towards an actual place, form the backbone of Peter Lanyon’s oeuvre. A leading figure of
post-war British art, Lanyon redefined traditional landscape by confronting the sole reliance on visual
perception in scenery painting. Combining the culture, historical events, geological features and his
personal experience of a place into one single composition, Lanyon introduced a distinctive approach to
abstraction that is based on his active engagement with the natural environment both corporeally and

culturally. Like Wang, Lanyon sought to represent the truth that may not immediately meet the eyes.

MRREBEEHNESPEORSOERBS  BEEHRE —EEEMRARSBRERIEE 8
WAL T RIS - BIKIFRAVER - (FRBERREZMNEEAY  BXEBREBASEE T HEFHEERMN

RE—RKBRME  BNERTERARE - BAGE—EHEE - BEREG - WERSEHAMEA
RERESE—E  SIA-EEENMKRF L EEFERENMEBAREERE ML EAERR
e MG ESNE 1 BUKEERRHIL ST NS A ARERNEN -

A TS MR EAEIDII R EE  RBETERIKAFRETE  FBEFEW T —ELZ
2 BF—F  BERGEERNMIFKE  E@ENGER—DEMADE ; ik B RBR
EFAaTHRALENRERASKIREER  EREPERR (RIK ) (WE (=) ) StFrad
EES THERNE RIEIREL - FTRENLE » TNMEFEREZFUREINZRE  FREBhAFEE
BITRAVEAIRIE - BB TREZITIAY ) AORIGE 2= AR BEENFNEIRAYRET - 03 NISE E5h 2 S e+
FHARLREBEE - IREMB@EEMBEMLAMEG » MR IOBERRIILERMARNEMNE
Mo ROBIRLR HFIMABMHNZ2R  CoHFBSEANSBFEERR A —BEAREAL
FMKRCIRSER T SREERNTS I - EHEEFAKEFERI CGRILF ) 71 GEBLLIK D) 71 -
BERMSKCAMER - RUAEF SRS R EER @ SN —REEEEHSENEHE - —5 |
BLFmEEEE R MUR T LARIEEE R 5 5—70H » REANEBREAZSEXKESEEERIENYHIEZE
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Wang Jieyin, Long Beach, Acrylic on canvas, 2015
FerE o (RIR) - HLERH 2015

Peter Lanyon, Headwater, Gouache on paper, 1962
18 - Bk 0 (KZIR) » KIBHEA - 1962
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| believe that landscape, the outside world of things and

events larger than ourselves is the proper place to find our deepest meaning ...
| want to make the point that landscape painting is not a provincial activity ...
but a tfrue ambition like the mountaineer who cannot see the clouds

without feeling the lift inside them.

- Peter Lanyon

b2

Peter Lanyon, Porthleven, Oil on board, 1951 (Courtesy of Tate Modern)
WIS - Bk 0 (BASRISZ) o HREANIR 0 1951 ([ERIRME ISR ENEE)

Born and raised in Cornwall, Lanyon was an important member of the St. Ives School, the cradle of British modernism after the war. Like his peers, Lanyon’s art is deeply
influenced by the idyllic landscape of the historic site in the Southwest of England, manifesting his close affinity to the Cornish coast; however, instead of pursuing pure
abstraction on an emphatic flatness of a picture plane prevalent at that time, the artist constructs semi-representational imageries which incorporate his knowledge and
multi-dimensional engagement with a place, creating a kind of depth that is not only spatial but also temporal and cultural. For example, in his work Trevalgan, what at first
sight appears to be an aerial view of the eponymous village in St. Ives, with patches of green fields and hedgerows floating on the sea of blue, slowly takes on a more complex
form, one where lands of various elevations begin to reveal themselves, suggesting different topographic features viewed from multiple angles as hinted by the horizon on
the left and the sky on the right. More than a delineation of natural scenery, Trevalgan is a record of human activities such as farming and mining that make up the history
and culture of the place. Besides the Cubist and Constructivist-influenced rendering, Lanyon also integrates his memory of the climate and environment, as well as his
movements and emotions at different moments through gestural brushstrokes and symbolic forms. Accordingly, the central spherical form composed of numerable elements
packed closely together is inspired by the Aztec goddess Coatlicue, the earth mother who is associated with agriculture and warfare, symbolising both fertility and death. Itis
likely that Lanyon, who served in the Second World War, was ruminating on the meaning of the irrational destructions of man in the perpetual cycle of nature, resonating with

Wang’s primitive language and evanescent landscapes.

To borrow Alois Riegl’s idea of artistic volition, rather than merely a depiction of nature, a more precise definition of landscape should be a depiction of nature through the
eyes of man - a subjective representation or personal expression, rather than pure mimesis. In fact, similar ideas were already proposed hundreds of years ago by a prominent
scholar of the Song Dynasty, Su Shi, who writes that, “if anyone discusses painting in terms of formal likeness, his understanding is merely that of a child."* Whether it is
figurative or abstract, East or West, landscape represents our history, worldview and cultural identity. By synthesising traditional and modern languages, as well as the steady
pace of nature and the relentless forward march of human civilisation, the landscapes of Wang Jieyin and Peter Lanyon expand our horizon, allowing us to find ancientness in

the new, vigour in ruins, and solidity in the increasingly virtual and abstract world.

HKFERAREED (Cornwall ) HAEFIALR @ REMEREEIRATHZAVEE —BLRATEIR (St. Ives School ) MIEZE S - IRMARE—R - BKRI AR IS MTa R AL E
SEEPRAEEEY A » (IR NMERXREBFEITRERE - AN ENRREREERER - £ TESEOEREMS > MEHENFERIEE @ SibE—EithI5H
THRURZAENEBEREEMAET A —BNMERTEH L BB RFE LA EASRE - PINEMRIIER ( Trevalgan ) 1 FEREIKENE S I SHE -
R ROSRIBFIEA SR ZEECRE T L ARXH2REERMAERE - TEISHTHFIREE LR - BRESEIEAEREINSEITE - ERADENTR
FIABHIRZE LBERTRTR - (Trevalgan ) MEREBARRNNEE  BO2THAREHMGCER » GIINEAILIE BFI AR ERRIESE - R 7 SR RBERMENE
FRE  KESMERBEINRENGE - URMERTEEVIEFNERE  BRERMAEBNKEILIIFREINLIES - MIERANEF  ERESETRBFSTRE
EIEEMALAIEREE - HERR B Wk if Coatlicue ' B A BMEXENEFERH  SHEEBTRT - 2IB"BAEX » REBEEDRE NBEKEILERNFERE
RhESEIFEMRIENES ) EREMNSNRRESHIRNRSELS TS -

BRAZEE (AloisRiegl) BREMETHIRE - BEHREWABANEE  ASBNERECEEZE  BEANARHXEZANEE —EEERN2RNEARE
B MAREENES - FE L BUNREEELEFIMBERABEENERFRIEL 85 THEBULL REREE -, THmEERERMKR =SS5 -
RASBEHRAERZRMNESE - HREFRE - BEERSERMRAES @ URKXEANTFRER AL BRMERTT - TSRS - BXNESEIER 7 HMA
I FERPIBEAEMEYTRELE  EREPHRIER  EASERMBRIOERTSERENME
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The abstract art of

Albert Irvin and Li Lei
T 4% - B A5 MR B

In Patmos, the reference to Irvin's early figurative influences is still

83

Albert Irvin OBE (RA) was hugely influenced by ‘St lves’ artists,
such as Sir Terry Frost and in particular the works of Peter
Lanyon. His familiarity with maps, acquired during his time in
the air force in the second world war, and seeing the ground
from the air, laid out as a flat expanse, stimulated his thoughts
about his use and direction of marks on the canvas. Though
they at first seem carefree, the directions and use of these marks
was considered, evoking a sense of space and travel through
which Irvin explored the urban environment he experienced on
a daily basis. Irvin eventually moved away from these figurative
sources of inspiration for his paintings, and as his good friend
Basil Beattie explained, Irvin 'recognised he was searching for
a language that wasn't dependent on looking and seeing and

strove towards other aspects of human experience’
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Albert Irvin, Patmos, Acrylic on canvas, 1987
DA% - B3 0 (IREEER) o B LTS 0 1987

AR - BXORE SR - BRSBTS - BB LS
M REREIR) EMRAVERFEMESTIE - BRHERAE
HiE > EXHEEBEMAEE R EAERE - LK
RS EMECM o BRI T MESH L ERIRECAE
% o BEESERBEURER  BRIGTIERAE BB BREK
BEXHRBARE  EMREBFRERESRNRTZ
B RBENEREER - lBEISHAER » B REHR
TUSKEEREEERARE)  WELEBOMRES o IEW
A9%F R EEZHE - tb& (Basil Beattie ) PRREIAY > [BX T&
MBS EESH—ENMKERBRENZNES  WEHH
= NERRIBUREEERIRE © |

clear in the bold, grid like lines of the painting, whilst the splashes
and gestural brush marks of his unconscious mind traverse the
canvas in his developing abstract expressionist style. The music that
was so vital to Irvin, helping to sustain his rigorous work routine,
is present in the rhythm and flow of the painting. The intense
painterly style and many layers of pigment epitomise the idea of
painting as the expression of the life force within the space of the
image. Irvin's works are a canvas of his hopes, joys, aspirations and

reversals-a drama in paint.

Though Irvin used vibrant, primary colours he did not wish for the
colours to be associated with any particular emotion, since the way
we experience colour is relative to and modified by context and
time, and a similar approach towards the use of bold colours can

also be observed in Li Lei’s work.

EXEHNKEMHEERERMBEMEIRTE TSR, - B
FKAREUIE BERRARIG  HESHEPREFMNNEBLIRE
MREREZNEREESEH - SLHEREXAERIEZER
EEN HEMFRRLZSEMHERENSRE - EXLRRINESE
RS L fE JE EmANAOEER RE BB ES 1 A FRREEEH
HFBE B IBEMGERL - MNBEIREREEH L -

EECXNAEFmTERTERENINEY  BMFAFEREAGH
FERBREBER  BAAMEeRNRZERENHETIRE
A MEMBFIELFENFRTEREUNKIESKERS -

Li Lei, Mad Water - 33, Acrylic on canvas, 2017
=% 0 (AKX -33) 0 o LEETE A 2017

HREEERHRENAE  ARNASTHEZHERKATE
-FE
Abstraction speaks right to the heart of visual perception,
and the figurative essence is often obscured by representation.

- Li Lei ,,
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Li Lei has described his paintings as 'landscapes of the heart'
and the improvised, winding lines, expansive primary colours
and unconstrained, gestural brushstrokes, alongside the more
considered, meditative brush marks within Mad Water-20 illustrate
the tension between Li's inner and external world. His painting
style evolved from combining core concepts of Chinese culture
and philosophy, and Western abstract art to depict the beauty of
nature within the commotion of 21* Century society. No distinct
forms can be identified. An abstract landscape, reminiscent of
traditional Chinese ink landscapes, is created layer by layer with
light and heavy, quick and slow strokes of the brush; through cold
or warm, bright or dark colours; the thickness and curve of the
lines. Li allows colour and brush reciprocity to reach a kind of tacit
understanding, diminishing the traces of conflict between them

and expressing the artists' inner world.

Li's spirit of contemplation evolved in the 1990s when he developed
an interest in Buddhism, and through his practice began to
question the deeper meanings of life, death and reincarnation.
Whilst analysing the connection between the environment and
self, Li came to realise that abstract art gave greater freedom and
room for creative expression in comparison to traditional Chinese

art, where life-like depiction of objects was the norm.

As Li Lei says: ‘Abstraction speaks right to the heart of visual
perception, and the figurative essence is often obscured by

representation’

'Viewing his abstract painting is like looking at the calligraphy of
Huaisu, with line and colour covering the whole surface of the
painting, full of internal tension and rhythm, unrestrained yet
quiet. There is poetry in the painting, a poetic quality surging in
the flowing space; there is music in the painting, the solidification

of rhythm in the dense colour fields".

Li Lei, / See the Heaven on Earth 2, Acrylic on canvas, 2018
% (WBERXLARB2) > H LB 2018
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Albert Irvin, Beacon, Acrylic on canvas, 1994
AR - BN (BIE) - LB 0 1994
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-~ R 4 With galleries in both Hong Kong and London, 3812 Gallery is dedicated to fostering
| ! | cultural interaction and understanding between two of the largest art centres in the

world, by providing a platform for creative exchange and academic discourse. At the core

of the gallery’s approach is a cross temporal and cultural perspective that transcends

the boundaries between past and present, East and West, local and global, as well as
different disciplines of art. In exploring sameness in difference, tradition in innovation, we
strengthen human connection, weaving a multicultural fabric of endless possibilities.
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3812 GALLERY, HONG KONG

2021.02.25 - 04.07

The Art of Terry Frost 1948 - 2003 -

Here Comes the Sun
TBHER : Fin - #E2EEEMT—1948 & 2003

Curator; Calvin Hui

Special thanks to the Estate of Terry Frost and Philip Dodd

ERBA . FTRIRE
FRNGH - Rim - HBRIBRKFEERFNE - 31
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Taking as the point of departure Terry Frost’s repeated motif of the sun, the centre
of the solar system governing the orbit of the earth and the daily activities of human
life, this exhibition highlights the rhythm of nature that connects every part of the
world in its eternal symphony, guiding Hong Kong audiences to view Frost’s semi-
abstract works under the same light as that of the West. Like a force of nature,
Frost’s palette is at times monochromatic and absolute, at times eclectic and
unpredictable; his subjective use of colours reflects his philosophy in both art and
life and was affected by the mesmerising scenery of St Ives, where a burgeoning
art community was building, where a burgeoning art community was building
the foundation for British modern art through local and international exchange
since early twentieth century. The foundation for British modern art through local
and international exchange. Deeply informed by historical and contemporary art
movements, Frost’s works position the art of the St Ives school on an international
map and exemplify the universality of artistic expression. The sun in his works
sheds light on not only what is immediately in front of us, but also other parts of the

world with which we share the earth and breathe the same air.

As Philip Dodd, renowned British curator, commented: "Terry Frost is a major artist,
and friend of Mark Rothko, whose first exhibition in Hong Kong is a wonderful
opportunity to see his connections with the aesthetics of Asian art. As important
Western artists go East, they will be metamorphosed in a new context. In a
globalised artworld, we should be bringing Western and Eastern artists together,
seeing what connects them, what makes them different. The Frost show is an

exemplary case."

2= - B HTAS (Terry Frost) BEMFmPBEEAXGER - (FARBRAFO -
EXEEMKAETMABNBREES - EBLULHE @ X BEREEER
FHAPREZ B R —RBEAER  SIEEBERESBR T RE RS
BREMREm - BRISHReE—MBY  WRXBANHE  HEULER
TRJTEE - i EEATEER R M T 28 KR A B S & 2 M AL RN
METFRER - Eiticy) - B RIMEMTRERZED)  AMMBIRIRIEE © 5
BT ZHIHEEBERARMEISIEE - BSINEREERNEABRINESHNE
B PSRRI RIRNEME U RERZ £ BRBMERRNEEN] -
FRANKGETERSRARNSEY - BIRST K FREMAERITFERNE—
&z -

TEINFEZHE KR AIERNE - 242 (Philip Dodd) FreFem @ "2k - FISHIERE
BENEMEK » BEBT - BEERL (Mark Rothko ) H9iF & @ IESBHEERM
—(EHSHHE  BARGLRHEI RN 222 BAVREE - BEEEN
PO B Z R EIR T PISTERIEE TEELIIRNES - 2RI
RGP HPEZEFALTRLDEMRBEE—E  RIRLZEOHERERS
AOEISIE  RNEBME BT - |
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SONG ART MUSEUM, BEIJING 2021.03.13 - 06.13

The Artist as Astronaut: Hsiao Chin
FHAE

Held at the Song Art Museum in Beijing, The Artist as Astronaut was a large-
scale retrospective exhibition of Hsiao Chin co-curated by Calvin Hui and
Philip Dodd, featuring 79 works, including paintings, ceramics and sculptures
spanning nearly seven decades of the artist’s career. Additionally, the exhibition
also commissioned two immersive digital art installations by Hong Kong TECH-
iNK artist Victor Wong that brought viewers into both the outer space and inner
space of the artist, emphasising how Hsiao’s lifelong interest in the cosmos has
informed his art and philosophy; at the same time, in charting the trajectory of
his career, they demonstrated the impact and legacy of the artist in the broader

context of contemporary art.

"The Artist as Astronaut - Hsiao Chin" art talk was held by Sotheby's on the 16th
of March and featured Felix Kwok (Director & Head of Modern Art, Sotheby's Asia),
Calvin Hui (Co-founder of 3812 Gallery), and Wang Duan (Director of the Song Art
Museum), as they explored Hsiao Chin's influence on post-war Asian art and the

artist's first immersive exhibition at the Song Museum.

BEPEMREMEREE (193554 ) REOERE - TFEAHRD. IR
BOMAEMIEEERT - RIREERAIFERE - 242 (Philip Dodd ) LUK FFRIgESRE
HEKE BHEMNRZMEELCTEHAAFREEE - BEMBEEN
T9HER - EEEERZ2RARBUKEBMRERER EEBKETRIFRIM 4
IRV ENES  BEBZEARMRIOAIMER - @Bt FEHE
A EEBNIIEEET - (FRIDAEBNEZEM D EENF
EEETHSEREZNEREMER P EBEER -

BER 3B 16 ART TFHATRE ) RLEHKS - HEHLDNEIRAE
BB EEH KB » 3812 BEMAIP AT RIBe A EHBM A SR « 13
MR EATHAXEHH S RBERENTE  URMEREMEEINY
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3812 GALLERY, HONG KONG 2021.09.03 - 09.28

Hsiao Chin, From Beijing to Paris
'8 . WIERIIER) RXEMERmMmE

Curator: Calvin Hui
REA . FFalEe
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Hsiao Chin: From Beijing to Paris in our Hong Kong gallery allows you to
dive into the master painter’s otherworldly works created in the 1990s.
These works have been widely exhibited in major museums from the
Song Art Museum in Beijing, through the Daugavpils Mark Rothko Art

Center in Latvia to the Musée Guimet in Paris.

The sudden death of his daughter Samantha, in Los Angeles in 1990, was
a heavy blow to Hsiao Chin and left him with great grief. Since then, the
style of his paintings transformed again from this point. Making mortality
the subject matter of his works, particularly in his signature series such
as Passage through the Great Threshold and The Eternal Garden, he

continued the quest for the origin of life and where it leads to.

Bringing these well-travelled works into one space, the exhibition
in 3812 Gallery Hong Kong brings attention to the different ways
these international museums contextualised the works of Hsiao
Chin, initiating diverse yet interrelated dialogues and charting the

intercultural artistic development of the artist and the significance of

his role in promoting creative exchange between the East and West.

THRE IERIBR, 2EiEBnERL TE NHSR B A
HE) 00 FARMANFN —RIEFHIEIFR - ELFREEHRSUIER
EMERE - BEIREME (bR ) « BIRXTRETSER - BETE 24
Sl (RIBRAERE ) PN SR RN M I YIEE (B3R ) -

1990 5 B Z 23548 (Samantha) fEISIZEEEIN A AR
BALBIEXER  BEZRBRAEANEBEE  EMEBOTERE
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3812 GALLERY, HONG KONG 2021.04.13 - 05.07

In Praise of Blandness:

Liu Guofu Solo Exhibition
R2Z20E] — ZIBX(EmE

Curator: Calvin Hui

Academic advisor: Dr Joshua Gong
REA . Falze

EAGEERY : BB 1B
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A visual response to the book, /n Praise of Blandness, by renowned French philosopher Francois Jullien, who is known for his approach in reconciling Eastern
and Western thoughts, Liu Guofu’s eponymous exhibition interprets the aesthetics of the bland in Chinese culture through the interaction between the Western
material of oil and Chinese calligraphic brushstrokes. Seemingly in a state between formation and dissolution, between existence and nothingness, Liu’s rocks,
flowers and landscapes in muted palettes, refuse to be confined in certain forms; neither do they fit comfortably in the category of Western abstraction or
traditional Chinese poeticism. Such in-betweenness is at the core of Jullien’s notion of blandness which, according to the philosopher, has the power to neutralise

oppositions, hence opening up new possibilities.

Considered as a continuation of his show, Vibrating Double Shadows, three years ago in London, this exhibition marks a subtle change of perspective on Liu’s
canvas. From a distant view of misty landscapes, where only light and shadow are perceptible, to a close-up of rocks and flowers in his new series. It is as if the
cross country exhibitions are inviting viewers to step out of their roles as distant observers and actively explore each other’s culture in details, free from the

confines of preconceived categorisation.

BIEXURBEIBEEESEZRERNZ (Francois Jullien ) LIFBINRAS BEMEBN (R2E) —F  ERSRBBBAS MEMHFESE ZEE0
BE) - REBEHFECPFRAES o (FmefRM  EFER - TEATILIKEHERTE R - FREEEZBIKE  ERIERE—EFX - B
PIBE BTSSR EER » AR EERF2MHIE - SEARIEERRRZMRRANKAIRD - BRERIBEI /MR REE -

FREMR=FNEMRIES - 'IEXNEE  BHNEY, NTE  2AREERZEMRFRTPAMY L RIS NERES @ BIMRIIhE
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3812 GALLERY, LONDON

2021.11.02 - 2022.01.07

Between Breaths: Raymond Fung

SkE B

Curator: Calvin Hui
Academic adyvisor: Dr Malcolm McNeil
Special thanks to SOAS, University of London

ERA . 5TRIRE
BiiRER : ERATEL
RIS | MBARREIERM

An acclaimed architect and artist, Raymond Fung addresses the global concern for
climate change and environmental degradation in his first solo exhibition in Europe,
iterating the universal human experience with nature and shared responsibilities
for our home planet, through the common language of art. In explaining the
connection between cultural heritage and contemporary experience, Fung states
that “more urgent issues of global concern await Chinese painters’ exploration. The
Breathing series evaluates the challenges we face in protecting the environment;
whereas the Life series, as suggested by its name, calls attention to the critical living

conditions of all lives of nature and humans, flora and fauna.”

The exhibition title, Between Breaths, underlines the fact that we are breathing the
same air regardless of our identities, and that something as natural as breathing
should not be taken for granted. With his architectural sensitivity, Fung manifests
the brief moment between each inhalation that often goes unnoticed, offering a
contemplative space for reflection of the Anthropocene age. By combining the
traditional medium of ink with such experimental materials as cling-film, and
presenting the works in polyptych and carefully curated immersive environment,
Fung situates viewers in the intersection between tradition and innovation, the

cityscape and the natural landscape.

3812 Gallery co-presented an art talk with SOAS University of London as Malcolm
McNeill (Director of the SOAS Postgraduate Diploma in Asian Art, Senior Lecturer in
Arts Education) and Shelagh Vainker (Curator and Associate Professor of Chinese
Art, Ashmolean Museum) discuss the contemporary ink landscapes and artistic

development with Raymond Fung.
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MGM COTAI, MACAU

2021.07.16 - 10.31

MGM Chairman’s Collection
- "Awakening" Special Exhibition

ESBEEHE TEHE) 158
Co-curators: Pansy Ho, Calvin Hui
BEHREA | 88 - 5785

A landmark exhibition during Art Macau 2021, Awakening showcases a thoughtfully
curated body of work from the MGM Chairman’s Collection that illuminates the rich
history of Chinese tradition as well as the outstanding growth and forward-looking
vision of the country, highlighting both of its solid cultural identity and global
mindset. Drawing from the imagery and symbolism of a waking lion in Chinese
culture, the exhibition reaffirms the pivotal position of Chinese contemporary
art in the international artistic discourse through the cross cultural and temporal
aesthetics of the participating artists. At the same time, the first Greater Bay Area
Symposium on Contemporary Art was also organised during the exhibition period
to bring attention to the tremendous potential of the region in redefining and
strengthening Chinese culture in the contemporary context through collaborative

cultural policies, bringing our valuable past to the future.

"In this post-pandemic era where the world is gradually returning to normal, we
must all muster our courage, and use the shared language of arts and culture to
rekindle hope and revive our self-confidence," noted Ms Pansy Ho, co-chairperson
and executive director of MGM China Holdings Ltd., in her speech at the opening
ceremony of Awakening. As explained by Calvin Hui, the co-curator of the exhibition,
“Awakening speaks of ‘Eastern Origin’ responding to the specific context of the
times. Itis an expression of concern for the future, a forward-thinking, development-
oriented mindset. Awakening is also a stance of ‘contemporary expression,’ of
interaction and collaboration between art, scholarship, collection and a glocalized
market that pushes forward the development of the Chinese contemporary art
ecosystem.” Carrying the values and hopes of the past, present and future, the image
of a waking lion brings positive energy to the post-pandemic era, firmly grounded in

traditional values while confidently striding towards the future.

{3
DEMFER » EESRERDITEEMRATRAER -
E— S REAEENSORER » BESEEASCEEES -
. skt

In keeping with the spirit of the lion, MGM promises to help Macau
to become a base for exchange and cooperation, furthering the
fusion of cultural tourism in the Greater Bay Area, and promoting
the enhancement of the region’s socio-cultural development.

- Ms Pansy Ho
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CHAPTER 6

Artist Diary
BilxRHBEGR




Artist
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Photos: Courtesy of Chloe Ho,

Diary
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When does art happen? Does it take place at the moment when an artist picks up his or her tools, or when an artwork is
being displayed at galleries and museums? And by extension, does the meaning of a piece of art have a life span? Does
it begin to exist in the mind of the artist or viewers? And does it end when it is appropriated and taken out of context?
These are questions that artists have been trying to challenge by pushing the boundaries of art in all fronts since the late

eighteenth century.

The concept of art has become ever more ambiguous since, trying fruitlessly to catch up with the fleeting reality. Artist
diary brings attention to this fluid state of art, where it looks into artists’ creative process beyond the studio and gallery
walls. It discusses how artists respond to changes by revealing the moments before, after and in between the realisation of
a work of art. Instead of attempting to define art, this section aims to understand art as a process, a cumulation of thoughts
and emotions that is built on the experiences of one another. With the world getting ready to reopen, this issue focuses on

artists’ meditation on the pandemic and how it has informed their creations.

BN ARSE ? EERNREETANR—AELE  ERFRESHENEYERTHB—ZIRE ? #h - —H2HRE
EEE56 ? EEARAFERENRNEENEET) ? ECRIBAMBENER > SHNEGEEMIER 2 8 18 itic
REILZR » BifR—EERBIRES S HiE BRI R IRRH B IS L RRE o

HRBBLATE » BT S E SRR - AR EE LEREIRE - AESEDY - EMiR ARBEXREEERINE
R RERIREE » BUETEEMEBRBZINEREMROAEBRE @ WETHR T EMRNTEBRTEMERBIRAD « #HBE
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Yu Yang and Wang Huangsheng
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CALIFORNIA m#FEE=ZM 2020.05.21

CHLOE HO -

EMERGING FROM THE UPSIDE

DOWN IN THE CYCLE OF NATURE
REE—EXBANEIRER PR &

Chloe Ho
fARsE

Chloe Ho, Sunlight, Ink on paper
fAEsE  (B¥) @ KEHEAR

Staying in her second home in California during the pandemic, Hong Kong
artist Chloe Ho found herself absorbed in the grandeur of nature. Observing this
natural masterpiece day and night, noticing the changes through the seasons,
the artist was mesmerised by the steady and almost hopeful rhythm of its cycle,
where seemingly opposite elements are in fact mirror images of each other: life
and death, hot and cold, dark and light, they all give meanings to each other in

the perpetual cycle of oneness.

Realising that “the cycle is important and something to cling to, so far creating
happiness and new tomorrows in the face of sadness and loss,” Ho created two
paintings, Moonlight and Sunlight, on two sides of the same paper as a way to
express their deep connection. Painted in cold and hot colours respectively, both
Moonlight and Sunlight portray a female form in similar postures. They are like
film stills capturing a sequential movement, narrating the passing of time and the

hope for a better tomorrow.

Chloe Ho, Moonlight, Ink on paper
AEsE  (B¥) @ KEHER
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YU YANG -

TRAVELLING TO
TRAVEL IN TIME
FF—FBIFZE

Yu Yang
Fx

Yu Yang, Ink Object - Encounter No.2, Ink and colour on paper, reproduction painting, foil, wood, 2020
FE 0 (KEYE - 1BE No.2) » KERFZEMA  ERE 5 A 2020

The sudden onset of the pandemic had brought the country to a screeching halt.
Yu Yang therefore decided to take some time off to travel around Sichuan, China.
Taken by the magnificence of the Anyue stone carvings, which date back to the
Southern and Northern Dynasties, the artist felt as if he was travelling back in
time and reliving so many moments in history where art was the one and only
channel through which humans could make sense of the calamities, violence
and struggles of humanity. Yu talked about the catharsis in Picasso’s Guernica
and Jiang Zhaohe’s The Picture of Refugees, the way they are capable of releasing
man’s rage and grief and transferring these burdens upon themselves, carrying
through time these emotions as heavy as those ancient stones so stately sitting in

front of the artist.

Reflecting on the pandemic, Yu asked how contemporary art can heal this global
crisis the way the works of Picasso and Jiang Zhaohe “stitch up the wounds” of
human’s souls after the wars. Perhaps we can take a glimpse at his insight in his
recent Ink Object series — Encounter, in which different human experiences, past
and present are intersected through the artist’s calculated arrangement of painted
wooden planks that produces distinct visual effects depending on the viewing
angles, prompting us to understand the world through multiple perspectives with a

composed and rational mind.

Photographed by Yu Yang at Anyue Stone Carvings, Ziyang City, Sichuan Province, China © Yu Yang
FEERD) I BEBHRRAL © TF
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WANG HUANGSHENG -
CRISIS AS READYMADE
FEE—RHEER

Wang Huangsheng

Wang Huangsheng, Diary of an Epidemic 20200213, Ink rubbing on paper, 2020
F1EE 0 (ZEBREE 20200213) » #EAKEIRED » 2020

While some chose to forget the consequential impact of the pandemic by readily
accepting our new normal, which in turn is speeding up human’s migration
to the virtual reality, Wang Huangsheng dealt with the crisis and its ensuing
social climate head on with his Diary of an Epidemic series and Small Objects for
Epidemic Prevention series. As a way to document the precarious development
of the global crisis and the artist’s own thoughts and emotions, Wang created
new works on a daily basis using everyday objects which have become so

common in our daily life that we have lost sense of their significance.

Take gauze and oxygen tanks as examples. By recontextualising the medical
equipment, which we often take for granted, in his aesthetics, Wang brings to the
fore our wilful blindness to the imminent dangers and damages in our society. The
banal yet essential objects in his works not only signify injuries and traumas but
also our habitual attitude towards them, our hastiness to move on with the flow of
mass media and scientific advancement where crises are becoming an everyday
encounter. Approaching crises as readymade, Wang urges us to face our problems

rather than evading them by creating more.

Wang Huangsheng's Chuang/He 20200205 was sold in an online charity auction on 16 February 2002.
The funds it raises will be donated to the Beijing United Charity Foundation to provide supplies for the frontline medics.

20202 B 16 H » &% (A& 20200205 ) fE=HiEHEF « BEmZeR) -
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HONG KONG DEC 2020 OCT 2021

THE ART OF TERRY FROST

Wednesday 24 Mar 2021
6 PM (HKT) / 10 AM (GMT)

Mickelas Ovechard PHillp Dodd

Jolm Us a1 WiARK_ E00EN . COM

Webarar Ix B72 7649 7516
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LIFELINES
WANG HUANGSHENG
2019

IN MY BEGINNING IS MY END
THE ART OF HSIAO CHIN
2020

BETWEEN BREATHS
RAYMOND FUNG
2021
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UNCONFINED ILLUMINATION
CHLOE HO
2019
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HSIAO CHIN AND PUNTO
MAPPING POST-WAR AVANT-GARDE
2020

POETIC ABSTRACTION
LI LEI
2019

THE AHTIST
AS ASTRONAUT:
HSIAD GHIN

THE ARTIST AS ASTRONAUT:
HSIAO CHIN
2021

HERE COMES THE SUN, THE ART OF TERRY FROST

TERRY FROST
2021
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ABOUT 3812 Gallery

Established in Hong Kong in 2011, 3812 Gallery is recognised as the city’s
foremost gallery dealing in Chinese contemporary art. Launching 3812 Gallery
firmly onto the international stage in 2018, it opened the new flagship space in
London’s exclusive St James's arts district. Coinciding with the 3812 Gallery's
10th anniversary in 2021, it opened a brand new 3,600 square feet space in
Hong Kong, to expand its cultural and artistic landscape as an international
gallery. 3812 Gallery is dedicated to fostering cultural understanding of Chinese
contemporary art with “Eastern Origin and Contemporary Expression”. It
strives to establish international dialogue and exchanges by uniting artists,
academics, collectors and the general public through its thoughtfully curated
art program. 3812 believes that this sharing of cultural identity is essential in the

understanding and appreciation of Chinese contemporary art.

Our Name

People often ask what 3812 means? The name was born in 2010 in the French ski
resort of Chamonix when founders Calvin Hui and Mark Peaker joined friends to
ski the infamous La Vallée Blanche off-piste run. La Vallée Blanche route starts
atop the Aiguille du Midi where the treacherous ‘aréte’ ridge (3,812m) must be
navigated. The descent that day, under the clear blue skies and towering peaks
of Mont Blanc, as we carved our turns in the white powder of La Mer de Glace
inspired our passion and imagination. From this inspiration and in homage to

the challenges overcome, our name was decided, and 3812 Gallery was born.
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Li Lei, Blossom in Spring 1, 2, 3, Acrylic on canvas, 2015
=5 (HEIEM1-23) » HLE%H 2015



Hong Kong &8

Opening Hours BIRASRD
Monday - Friday 2Hi—Z2H8F 11:.00 am - 7.00 pm

Telephone 5%
+852 2153 3812

Address it Y ]
26/F, Wyndham Place, 40-44 Wyndham Street,
Central, Hong Kong
EBPIRERA 40-44 SRERMZEPL 26 12
Email EH#}

First solo exhibition in Asia
at 3812 Gallery Hong Kong

London @38

Opening Hours BIRAERD
Monday - Friday £8—Z 2837 10:00 am - 6:30 pm

Telephone &%
+44 (0)20 3982 1863

Address bk
G/F, 21 Ryder Street, St James's, London, SW1Y 6PX
R RSB EIBEN AR 21 8% SW1Y 6PX

Email &
london@3812cap.com

coming soon

Website #@id
www.3812gallery.com

Facebook/Instagram
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WeChat
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