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f A == (Corot, Landscape) /B&B (Detail)

MR AER T (BAREERER) Pirs, BREREARETHBERET . TN

PR AT, PECECE K —IRBL ARG R, WSRBOE R Y T R LA
IR E BB, T A BATRIERE, RIS BAT B, M a2 15 100 96 14 A st 2L
[l BERR B 2R 08 — Rl IO B SE A, B A R U B RO A, BRI SRR K
12 [R] IR 15 (8 8 2R iy B0 A BRUPE B B AR e Ao tE A B AR T, SR E A g

Lm
I
=

puiaih

His, K SOR SR A8 O AR R, B R BT E R, B AR BRI E
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EREEREIHEERA BRUEE, (FE#H) , HE

(Giacommeti, late oil painting) (Giacommeti, Caroline, oil painting)

o BB AT A RO &, BB A AR, B R R — i, AN EBR
B, TN T BUE, R TR T RS A R

BN MY, R KRE A, HEEAE TR E R, TEZ D, ®F—FEH AH#
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AR AR, BRI T R — R S p W s i, 170 575 4 10 B 3 s T SR s BLAE
HKTEERE, (B S WA R E, A [ ], R RETE; TR i i B4 &
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BHIFMESZE(C.Richter, Landscape)

BEFEHINERSEREERG.Richter, Visations, detail)
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T 1 Je 5 7 hol oE R S O L Bk TP fR , — e JBE T B A ) R S S R A A 0 2
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K& CEBFBES D (Mi Youren, Cloudy Mountains, ink on paper]
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F&Ea/Descent

2012
I HF/oil on canvas
120x90cm



A /Cold Mountain

2012
T EEF/oil on canvas
120x90cm
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i1/ Open Space No.1

2012
HEEF/oil on canvas
200x250cm
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BUAPE R BH 46 T TR AR AR, T — ELADEVR . EAA T RR T2, ARRR ORI RN A

M iZ 5%, B (syncope) : JO/2MHENRET (chaos) MEEaEIE, HME K, EiEH
WARRERER, ERNEa, EBre@ R TR UP, SR BTG

W, T A R EALIE R L RB M A G TS, SR A R R
B AR R AR, B CEE R E B EE B N, A TR RE, Jf
HEMEEEE, WFEEREEN EEER IR, AEEREBERZZ, EABR
P, WEE LAREEIRER, HESM e AmER, ST E AT B B
R, (BEMR R EEBOA TR T, FREMRE B EZS], HARACKEN
B, FARE AT, HAREREIRE (unground ) ZEEHIK, 2 E L ZEH
15 M PR A Y R U B R . [EE ARRB S R, SRR LA nE BT B RS, AR AR bR

IR e 2 T B o
T AR ST R BN A S B BUE, BE LES R A T R, IR AE LT H
B AR, EEUR AT REQN R S B SRR R A B2 T, R B AR TRk v ik

B R BER R o, ANE IR P T B RO S M B AT S I, T SRR AR
TR |, ¥ THEEE | f988l, AR ERT S, EIEREEEKRGHFER.
BOR, B SER e RIT B TR B R S AR, ISR B T AT RN, %
L TR BN A A, CURR IR T AR B AEOE , RS BTN S Y RE T
(chora) , %%,

MHACEZAY, SRS, RBMUTKERE] TEMASE (aporia) B Mg (witz) . &
J2 Ry (f] A A B BN i I R R B R T B R MRS L g A, AR
TEFE R 190740 T S 28 W O AG i, e FLbAT B T IRME AN Wl g N FE S st B, RS i)
AN 2 TR AT R AR R A B A8 T B A A s . TR A R AR TN T — R [ R A R
B, WRABAASEREESE, ACae S B T 24 g h /s8R R A —— A a8
FREEAE A RO, AT R W R —— M — RS SRR - R 2 i R S LR E
WAL, AT REZ RE——F RS BB W RSB NSNS, Al
fli—— A B R B R, AR S —— R HE RN E R DR =M
B, AR ——2H - DR EFBMEF (twombly ) HEESHAAIRELE, AAEz
W ——ig 2 A\ B R B A B 2T Y IR B, 5545

IESE R RN TR T AN AT R BN R, B ASRE, BELEIRAE AN, B RE P AR
SR i s p AR, EAUEET MBI 2, BE I TS R A i LUR

N—EE U CAMIP, Bk, SR EaliLfee, iR sis FEmHET .
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EEpiimE, (REHE) BRUEE, (REH) , HmE B
(Cézanne, 1904 - 06 Le Chateau Noir ) (Giacommeti, Caroline, oil painting)

FERg SRR L, MASBHEZERNARRS, 2EEmBEE, TREHEANGEE

H.

5
ci

FE 1 IS A B T, A SR TR A 5 O — e PSR, R BRI DE R, LR & T
HOEE - M Z IR IR MBS o A sl tho 2 AR IR I r, RPEARIE
SR A S G LT SRR E R R A 1Y, PG R A AR, R BRI
KAGEE A RS LG, TG L OB B AR . U v A O B 2 P T O 3R 4
Ak, Wk, WineReE it AR 2B, SR EBHN T K, fUEREA 6
BREARIESeSm S, ATTeEERMR. B 7 ERHERE AR SR, S b 42
AR T B H AL T2 B I S S B A W, BRIy, MG 3 T T B — g A B
(epiphany) . HR&GH EEMWH LB LEEMAEERN . B T7HEF, KAWL, M5
RO R R W B M B O R L, BORIE RS LUK SE AR MR pO e B LA SR B, it A2 3R
TERRIE B, R BB e RS TELMLA%, AT L% B s A 5.

RI{eE i SR Y T M e, BUAUPEROAG Tt oz T ENR T i R [P0 RS, EIERE Mk
2, WD mERER . AR AR U, (RBERIORN , SRR OR A R (B T, SLEA
Meglmang, BRTH [N (inform, unform, deform%%) . HIEZZHH
M, WRHBINRERBERNYE . MR, IRREEN T, e EEAR, Wik
VO RS IGR , BIT LB 2 R, OGRS ARIIRIE, A R R [ AR A AR, LB
TR P SR Y o e T SR B TR RIS B A B U —— i T T AR R A
F SRR
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45/ Enigmatic Wall

2006
HEHF/ oil on canvas
2mX1.6m

=2 " /Alien Realm

2011
T EHF/ oil on canvas
150cmx180cm



FIBRMEMAEERGESY, EFEMARMTIEERN k) R4 L, IMETEERM. mIE
FIETT MG NIES, SR OETT MR EE TS, S8R — e BRI g 5, ek
FIREE, PPN T DRk T, R IR T A s 1 A 20064F
ZEA i (iR ) FR RIS T B AR R A — TR DE VA & Bt s, AR — A SR
HURMG I R R T b, IEREHESEEEEE I BT RE R, TR — Tk A
IR R £,

MiEAN20124F, BIBREGF T A CHR () RIER, —FEE R B RN, —EE %
T A RZ AR T . AR (2 ) m201245E M B, FAMPTUAER], i EA A — R
BRI ERAE 25 M, — (APt AR B MR, — (8 R s B B, — {0 S 5T 30 i S B 4T B
T, WP d e RS B, — DIy A, — DI DIE AR, s e
BR, siFEWEAGRE, fERESEESFEISEA . mlmrhHEebE, PR REEE, HE
HATRE, B8 TR, EREGEEFEAN TN, ELENFEFWACH [HEEE ], W
FIAEE2ZAE (RS E RN ) RS, REEIERTHR, EX AR TP RE, g
B, PR — B4, —WBEREdE, EEMEA L EHIHE AT B e R ], PRAFIR
1. BEENW B NEGEAS, BEEDCRIAE B R, BRI A B IR!

BRIV T —JERe R [ % ] (field) , W& [#] (open) BT —MRARFEHILE, BEAHALL
FRAL T AN T A A R T IS I — W R R B FE R (chaosmos ) BYEEEL, S2EE 2L
SRV AR RS T ARl B T B I —(E AN v B AR Ay . AR e B B e, AR BIERTIAE, e
REATR, ARSI RR, JER S Rt A S EEh AT REAORRRE | & 248 TR 1T F £ i ML
Bl . B RRASIIRAER, AN M B AR, TR DA R AR, AR
SRAI IR B, A 2 BT R i v, — OIS IR E AR, — UIRRE GRS
WIREI R Cs . EH LB E, PR AR S, W [ 6UE | R A e IR 4%
BT R IR B SR TR 2 R AR , 15 VAR T CE DTS T AR AR ) R R B R A T AR A
HIRZS BRI ) RERT AR R 6 H A ER SR, R ETRE, ERDEAFRAUh e LREE, me
SEAE O PR B ARV, AR RO R, A RSO AE 2 A . R R N R AR I ) (R BHE
Aoy B CHRFIIRATI T IOATRE ) BTEK R R MG . T RIEER, ERAKA T AR
AR
ER IR, R —E SRR, BOE —E RS R, sE — R TR R T R
FH, —EREEAFEE AR T HM R, LR AR — B BB R R PR B B
MBHAE (HnbEfzm () , sy #oCie) , (g5 ) B CRieT) S%) , BB
WA EMNANEO, (EHEOERIHENE IR, HE (6 5 i — AR T B i S 2 T

NN

BRE

I

5
]
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B2 / Open Space No.2
2012

i H¥/oil on canvas
200x250cm
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#4216 / Open Space No.16
2013

FEDEF/oil on canvas
95x167cm
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3#/85 / Pervading No.5

2014
A EHF/ oil on canvas
150x130cm



FEI, BErP AT RE B, A A A BOR B — R AR, PRI, (IR AR A A U
SR AR T

mH, #EEHAEINEEG, ERPESR YNGR, SR RGBT i R B
ZIH, FEREA SR SR R A ], A AR BLE I S 2 [, ARSI A T AR B
HEE S 2 W, PPRR O GE, A, tRRERE ENPEG, BUMRa,
AHFERSE RGN MO, #aitke, Balga, A —EEinEaiEssy, &
AT

Hit, BIEICEEBT AarpResYs, — 8 (8 5 ULt S o B Lok ok [REEMR i, &R
—TEAMIP R Ty, 8 [ 5UE) B TORR ) AR, RS TR B T = A
AR R SR A T R T B AR A RS [ K A R, [ AR R

CEAERREER. ARG, LA RN, B2 ERE. BHNAE.
—— BB AT R R B B L R T S
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#4113 /Cold Mountain No.3

2012
TRESMF/oil on canvas
120x90cm



587 / Pervading No.7

2015
T ESHF/ oil on canvas
180x150cm
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K%/ Enigmatic Wall

2003
MR/ oil on canvas
80x80cm

88 2z +t/Monologue 7

2010
FEMF/ oil on canvas
180x150cm
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SR R A AR AT AR BB At A8 3 2 T AR KSR I = A P L

TG, 2200 14ELARA B CkEE ) AP 280 FRAR M E B M IR 52 o 15 2 B P R
B, ER—EEENREN e S B, Ak, ERAsaiE kg, [HY
BOEH, ER—MERE EHE A, (R BEES BN OMDE, MU —ERsin
Jerip AT, HEFE T T A AR AUR S RE—BtR, FIBEKEDCHIRZ R
R BB R SR, [EFRCE LSRRt i EB H—TEAE R B R
%, BIULEEWEBIENME, (AT BN R g T, (RS Bt FHRE .
Hk, A/E2004-2006 LAARIE M #87E S B AR IR H 3 5, 7000 35 10 23 [T — i (i e 1k el 4
&, BEHARZICREEAR, TR RN R B — R r Ot AR AR
SRICAF AR B o B B B B B SR M AR A R A R RO s IR R K, (B R DGR
PR
H=, ALE2007-201 145 BLRe ], @B arAa v 8, TP 7 RS RI A A5t te, =T
) 8RB R, HRAIE] AR e SR 2 LR AR R R, 1o i
BmIMASSE, MAmEERS ARG IRE, RN LI FE AR, JEHAS T
B, OB B R, DI SR EMAS & 7 %, R R 970E A E T
TR A G R RA I . FHEEEMRIMRER, SARMIR S, MEAEE—E T
BRI AT ARG BRSO IR Ve AN B 2 T SR T

TE A R B B A AR . R B SO A, SO AR R SR DL B B U 10 b

=

7o

Mgz, ME201 20l EAAgE, AT ZHIRBL, RL2AER b AR,
EARTUE AR, MR AR, EAMEELBIBIR A CART B, TR HKEEBEEE
Jer s, PG TR AR . TR ERAGE SR RS, DU RS ey o s S 1
A, HHEEEN EE AR O, B m e, T AR (M) W
FHER, MEARRIMR I SrA E R IR A, SEfE R g T —ABGRATHE
TEREPTHT B B2 —H AR BT, TOLFER IR AL I

FLA AR — P B A R R R Y, A AR AT AT, SE MR EAL
PIERRE S, MELEEH RN BB A T AR LI T A F RS, ER T
MESEAr, EARS G G S IGE, WA rUEEL, nsR T E A SR
775 T AR DURRR R RO (8 #8 M S A R S A A R AR B R RO E M, Sl ) GO
NHFTHIRREL .
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Rz Tz N/ Flowers of Evil 9

2011
fEMF/oil on canvas
100x80cm

BT — AP ER N W AMEEEME AR DR E G, BAEER OZERE K
FEHISRST, T e AEn] REUART] R IRk, A rT s BT il Z [ AL, RS R S AL
SRALEESA, BUBGK TS TG PR, AR R E R, S SR S AR A Y A
&, BRI EAEE, WEEET (Soutine) FIEFEH (F. Auerbach) SFEARK LR &
MBI RS, (BIER [ RIA) | A, (AU FEENE, A AT e i =, B 2
FHEO PR RE | PREE TR ) pOIEFE, o DI BN LR 20, SR [

[BAABIERIA R AER R [ EE |, SRR ESEINSOR B8 770, BERR5R
NG OB ERETT, AR BRI S 2 & JEAR T BRI BN G BIER
20124 RIS (i) ARAURIPER, TTLVE SR | S msfl | 2o =Ny s,

SRR, EAAE MY, [ANGER ARG S O AT B AR I EE R, ERCH,
AR GBI R M, MR BRI ER S R PR, BN #HRE, EXAE

B SCIORYERRE S, TE AP RE? BUBIRME T, FEWERIAGEE I ILTT B!
e B A, JuR I, — AT AT T A RO L B TR A PR R A A, TR

IHERER BRI R R A AR R, TP R E R IRk, AR, e



IR IR EAKF IR AR

(Cézanne, Late Water Color ) (Cézanne, Late Water Color )

AE R E R RE R 3, SO B, R A R B E Rk, SRR
R AL AE R rh, FFHEARREMRE, 152 T B 2T B A SE
Hot

BIR K AGESCE T AN, M2 BATHRITIERSER: —EREEEN, A
BB BT T M, rAEmEERa L, —YQRENEN, BEE, S-EMRE
BV ARFEANE R, MR RIEE, RIAER, rE ZarEmiEmeie, MR hEE
H, M BF TN E HAEMA PR A E M T R T A AR —— A0 6
FETISFEE, WMHRZE, BEEEE, MEEWIER, EEimiE, HRE—KTE
RELLIEAH P B2, ESRE R G LA SRR, BURERHEARA T, —E—45
LW, A, ASHEE, TR A AEERIEMR, SRR, BREE,
BN, FIEAYE, MRk, MECERIPRTTRERHRE, EF B RIS 5
SR A B

Fak, RRSBEURERB GO, BB RS A B

o, WEEAKMERIR, Sl A R . A0SR N, PR R AT
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i#21 / Open Space No.21

2014
HEHF/oil on canvas
110x160cm
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Rztz, BAIRLIAKR A AR R0 AR B, A B B T, 0 ) 22 BT 5 S R A
e BT 2215 IO SRR R R, R FARA0 . R ERFP R, R IEs, FEN—E A
G O A RIS RE A AR A B, (B T RIS, TR0 LA AT LA 25 2 HH 7OR 1 R it B
BHIRR? ARLe (R ) HEEAERZARA AL F AR KRB EAE . AN EERZTE RS W B A
CRTEM B AR LR T MRS LS ), E—E NI, mEEEARNROER S
FEMZPITT BB 2 A, (BUIPAEZRIRBAL, 2P CRE 5 A L, FOan o ag i A
SNTTRE, T EARS R RA, B, 00T, MEREAET . W RARREE
BT SZE TR TR R T . —HRERGREMNL, BRI RO, SEHERN
N REE, WA AR LA R B U T, g, (HE B TEE, WERAEFE
L, WEAS ARSI T EGIIEER T s —MEEPHEHET, ERERINRIIHR
RHIEFE, #RW, DURR AL, BREAT AARTRNBLERANRE; —A2&ER
AN, MR B A A A, BT A HE AR, EE T SRS E AR5
Wiz, TRAE PREAAG S, AEGENERIER, SREEgHE N A HE L, mrES
HARMRBL AR A AR I IEF AR PR I, &—ATTaeME, ERE R INeE,

Hak, SRS WHEmA LIRE ke, S00uE%k, —R i sk AR, (H20E
RIEMFE TR T, FraEmaEsl, s, S—UE, BE—IRZETHE
B R, S, AERAE, NESE, BRE, WEE, FERZSIEN, 1t
mEBIEYRAEY, AANETHGRE S, MmEWNkry [E | Xntkry [ # | —& @4 2%
W, REMRER I AE MBS, SORBM MR, (ET R R A SRk
7o

P, siefEgms, —$FrE, LHETENCRERL L, & LGV, TERGEN R
PSR HIEASE, AR R RS EEES, AEORHES, (BN
T, T EA L e A BT, TER— @ EER . a2, RER [ R
RADRE |, BT AR pAs, SRR | R, W, (B, mitEeE, A
NS, AE T WRAD A | T W IR e ) L R T LB I Ut R AR A
o HHEFRELINI A SRRy XEB, SR HAERAR BT,

FAR, B LU R RO  FGETH, A PRSI R A EE R AR
O, T IR R R K, R R EEOR N TR MR Gl B, BIBER R — 28R,
tedn (g3 ) e, S—REUITR B A, R T T R RS e 8 el (R T 5 R e
B, BT AR, B, L BmrBEEME, mEERERIE, #HUIKEZEE, T
AT B ) bR ORRE A RBEULR A B, (PR R PREMMFL, IE
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5783 / Pervading No.3
2013

T H¥/ oil on canvas
120x300cm
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LT
TR
LI FHT O AOAES
] ||'||1| A 0 0 A 1
|||.I|||II|| U A S
U "'"""ll {0 TN .I||||

ZIEk TE= ( Studio of Liu Guofu)



FEIE R AN 2GR E R TERKA T AAAERMESEGER, MIEKA T AR
9, mEthE AR RIT BAA MBI E—— R B R e, [z [ER [ 28R &
Rtk L, REFTHEMNT S, EABAMERES! SEHFSTHERME, AETERESE AR
[ELEE |, ARHGE— IR EAE ] — R M e T R RRIEAR, HEEE U, Ha
BRSO SE M FO A P B AR B R R, TR OB AR E, TSR SR SEl, FERL R B AR Z 1],
BUENEER, MEENEERIATTIIH MBS Ha R AR, FE TR IR,
RIS R SE AR TR TE R S B, ROROREE T H S AR R

fefk, EUAEM, BAE DT ENERE. BETE, BRTEMmBERANBIEE, BHEH
=, SOILEERAE, MR IR, B RESMELS, MR Em T, MR AR
B R 22 BRI M BL Ry ) ARG IT DB G T, WRIRMM P BLE , sk s, Fm
EAUAR LR T R e, AN H AR, TR R R R, R AT ZE . BB T HIZE
ANEAEA, AR/ RS, RN S0 A, S R B AR A EE BT

RN R RIS R R R, TS ER A BB B T—— /TR fERBREA, &
LRIEFMEN, AHTOERIASCERRESR . FRHLPAES IR AR WFE I
NEFAMN AR mFEHA LR, BOELE, HEEOEAMILIZ M, HUeRaE,
(Bf—EM AT U, DARSE HE A S SR O A SR P |

EEMTEMRLGZE S5 B8, S, &R, 8%, SFEmMERENELESEE, &
&, HQUZMEIFEREEGREE. SARSRARE, BETEANEGTERST R, D—HE
BB, EATERIVE, ARTHERNER, PIEKAEBYLm, W0EF %R
BE, aRAETRIRER A RER, DAE R AR, TRBOONEL, PREEATTEE, (HAIS
AR FTEM, FTETER, SIEARE, AEERNE. AR, HRgeRER
WHEE RS fEE R SRR SRS B e rh, SR A ar RIS SE RO
AS, (R EXROR AL RAEE

[ ARLEEA AR R A TT M R, AR MITAMA S, MIARA R 2 R 0Em A Bk
SRR . AR B SRR . AT AR R | — BB
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15/ Open Space No.15
2013

fEMF/oil on canvas
95x167cm
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4. TRERS Z ]
oA Pl b SR 2 1)



54

ug
T
3%
1%
¥l P
B2E(Gong Xian) F E4B(Wang Yuangi)
LKA Y CINRRKD

SRR A A, SEMRTIREENE, MY AG T IR B AE B R R G R B

IR EE R AR, ERE,  B B SK TE EA 1 F Ak v B S  AT EERR AA  E

B, FIHTHBESUGER [H2XE ) fE sl Bl [ ReEE2E, gFEzi]), A
B DL R, (HINA AR S, S s [ ) B [0E |, 9Bk s, M
AR R ], RREURARRL, (A H R R T B OO, TH, KB
JEUCKREE T A, TR BRI AD A R AT, (AR RS R R R B 1Y

Fk, SEHERGTK SR N 7 A . AR T EORE B9 e &z v, IR R 9 A SRR N
e 1R R Al i B 2, DUSUBGE B A — IR B EE . B BT AR [ ORISR | IR 2R 2 F A
T HE | RO R T, e (B R R SR G, P HUW E8E i Kb e b sk, H
P b oK B B S BN R A A BRI 2 2, TR Z R AE S, VR L S AE i, AR A
FLIFE o e s ke, S — A A AR, 5/ A AR E R P T I SR DR,
LRI AR R BN E TR, SRR R AR S T REYE, ELTATEEA T RESERK,



#E(Fan Kuan)
(EREN)

TREERM R, BRMAENRS, BESE, BE4AH. REFROFEERTERNE, S/Y
FI AR RO sRE, B2 rp o AR A A SR AR

PR, EHUKERAR S, QAR ET N E BRI 2, BBk B T BB AR %,
g ] < P FEUR AR A BRI [ 58 |, e DU T R G SR, (3 M S 20 o {1 2
FERIROR . — D5 T sk R BT 0 — Oy A2 N iE 2 i gl i s HH — s R A R EDE
& CHetn (g8 ) B2 (30 ), CiE7) 8 (RiE15) ), FEFIFAEECR IS LK FE L
o, BPACAIREH N TEMDUR, e ERE TAENER, BAEBMEHE T
e AR ] B, DL TAT AGE R M E AT RE 2 B 2B 2 i O RGBSR P 2 BBk
T BB ATk, R R R B B R, (EIAKR BRI 2 A%, S LUK PR A
e, FRBREBaGRE, ERESERONES, DA ORsid, SEAanE
PRMAT R ANAE | BB B ST A T R TR AR S A T AR, S O i B
WE, BFRENERYE, FRMEERAS UK, (AR BAMEEEME S, StREA
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130 / Open Space No.30

2013-14
fEMF/oil on canvas
200x300cm







5@/89 / Pervading No.9

2015
T H¥/ oil on canvas
137x200cm

58



TR, BRI R TR AT R, IR — I BRI, KBEADEBE— R R, AT
DASE e (A O BIR T 2E AR B LE D3 A R He pry rho O B Y i ) B R B SR
iz, Aledd RS (S5E) MR, MREEES, RERBARAT, meHHEH
R FIBRAEN B, PR SRR RS MURBA T B T A B e A AU R, B LR A R
B, WFEA R, PEEZ R T, BB AR dy b A FE A IR B B A DA Y R S 2
o, R AR BRSO AT G, TR R EL T A A e TR, AR SR T e
HORRAS, T W 2 SRBE U HO AN, Bl e B < |

S B S AE it B R AR 2 B R R R R %, SEIE R R, Ik
MMAH T, EFERWERENA, THELBRBERE SN, TUKAERE, W
AR TR, — TR, W AIBER T ar 0B, 2 BRSO TR R A B Y
BUREL ! EREANEREL R, RBETHEENAREE, ERIESRMRERNMNE,

BIBRA B BAERETI SR T AN ) rE 720, 05 U R PR A Sl — Tk
IR TS, TR A SRR R O, R R TR A, SR RO Uy, B
Farttgi PR DT SCEDR AL, ABIECHSEME M, BRAAFAT [ &ML ] .
R BACEZEMT, WHR B, MOREMIIHEL, R EAT AT A E BN L, Rk,
MR R R AURTAE T A SRt MR AL [ E DU ZEAN A B B AN RE 1 o

IFEM AL (dissipation) : EAME (disperse) , BH (drift sway) , ##H
(fragment) , HHFHRET AT ILEMIEI o, BRRBEE—K, AEHHIE (&R
FIFFKE T () ZFEM (o CGRg1s) F55) .

P2V B I8 e 7 R R BUAE(F # A0 S8 8, TN P pl (T A AL A B R BT PR A, o % AT P
Me— (singularity ) , MME—3FBLHMME—F B R AHTRELMEM A BEH B G, e
WIEA e FEEACHIIALEE (distance ) A, MU, NEATEMGER, &~
T G 1 e AR b R [ AT B R AT M — O 2, AN s B R i L, th
AN E AR e, (EATRARRS IEA E R R T, i e M, JF BN RERCE R, 29H
MBI A, VR EMTME— T, [ASXGFAERE BRI, TR RBEURH AT
o

oA R SR T B B — M AR B O e . R SRR AIRIE, AT
P BN, RIS T [ MISETAE | ROIEAE, &R T —1k |,
e O R A 2 e M AR LI p A e HO e, R LR RO A L A S A
A G A A PRI TS R 2 o PR T A BT B 5 S S T AR Iy S i, ST
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@810 / Pervading No.10

2015
A EMF/ oil on canvas
120x90cm

@811/ Pervading No.11

2016

T H¥/ oil on canvas
200x140cm
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FHEE MBI

— R RN, BRI R, S8 MR IEERRE, &6
PREFIH AR B, Th RIS RN SR Tl B AR |

FA A A S O AU U B SR B N R R R O AR MBI B, AP g p A
S A AR A B MR B O, (A RO EE GNP G, R R, HAR I
FOSE AR & T2 Bz, IER IR (vibration ) , 4[] B R BT A4 3 FRCBRL B AL 0T
LR T A AT AL, R T T AR R ST AR A R TR BB, B R B R A R
MRATE S, EBUUIEAS FHASE e T R WIRER L 2R, MURRRIG 5 i B s B e 7y
o EREAEMFEYGERMIES L, UHAR RS SER L, FFAP R,
H G5 10 Al L AR R B B 1 . S RMERF LTI B R B G LR A — R R, —
JITHE, BERE AR RRE, ERMEHHP#NERTSR, EERMMEMETT L
A HENERERE; Bn—0H, SNk, S—RMRiE, BRI AT E
filf; —UQKIE, —IRUE M T— KSR, AN —OREEERE TR &, (T2 H 5
BRI, EERI R ER, WENEE, HEE g, AXREE, SCE NIRRT, 55T RERR
%, AEELTTRRINRE, PP RBERNIZE, A& RE AR, K0S OB
HEE, RANMEERE TIHAGRE, ZRAERIRARER, 8T B A2 RS9
e {1 A 2 1 s L

AP B R U RE R, BRAGRBERT T, (R MR IEE RN, UPENEH S, TH
HRBE 2 WIS, PR T AR, ARMEIBEM R, CLFRIZI ST Er, B2 S s B g
YERHEE . AN [FFE B S B R GRS, PR REE, AR .
AP S AR U B R R AR RO R e B, AR IS0 F RO A TR b B S SR
K FHES LRI E AR, EFTRH M AR B A AR mLL, RS
HOBERL; MU EIREVES b, U2 @R mE TN, A EOb R, SEERaE, AR
HBE SR BB EE R A 2

WMERIE KN (CEE) RAMESLE ( CEEB10) 8 (Fg11) ) , FE T EAKNAR
P, FARRIBIRAECE P S R B, SRR BRI A P oe SEMOR &, S5 R AT L
i, Tttt R, AR, 2ROCE T RREE, OB ECEABEH GRS, TH,
T8 LU OR B S IR AR IR, fE— bttezrh, JNEREEH NAERKME, (HIE K0 XA
W& % B BRAE R (A i 2R R SRR S SR RS 2 v, Bl — T R A 0 B T B PR R 2K
PR HTASE T S 5, AR R — T e R i A —— g LU R T 2 — R e ——iE
FEATAERIARGE , SRR AT SR TP A RO R, BRI R A AL P I Y R B A

s
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EHEH BRI A ARRRMT, EMEGeErE, A ntEy, BESENAR, B
MW —EEE iR, SRSEEFIIE, 2K ET AR R

AL, BHMEL A CHEH (constellation) : BUEESS (condense) , M&AHELH
Ktk Cerystallization) , [HHETRIEHUR P 2 203 6 (articulation) o
B, AUSIHAEE IR EAES, BRI EEEE, OB FRRERS BN, (HRMES
BOPRL [ 2 ] ey mARRMEER RS M 22T S0 s, (B ERS
G — IR RO — A TTREAIE S, EMA &S, EA R FERESEEe, REHFem
RO REGIF A E R, MESEE—EE TRz, B2, SERUFAEKIES
IORE STl
e b, B¥EAET RN [ AR |, FHECTERIOARKNA RS, [ 2] 8
A7 A T AR 3 TR T R B S, R G [ #lmss |, 28700
SRR, R EBE R T 2B 00 R SR, (HiE 2 B p PR R, BRI
WEBBAIFA BN R, ETEHNEREGE 2. H, BEuREZEI—KNES, I
AEEIERENE, B mE A HS— e, ETRBz , s izrh (RS RZEENER
chora) .
— R E R T I R AR IR, SRR R A, AT RR i BT,
T HE I H BT A T AR RS ST
tean, ZEMfEm B2 D78, BUE BRI R, — AR 5 Rt 2 e A [ A
L UTBEAKHER, BERBMES . KEER LNBEREEE B2k, B
ST TH 2% 2 T R A5 M F00 BRI I, A Ty 14 B2 23 A oo BEORE 10 B SE ORI R o2 n bt o R
AR G B E Rat, CUPR A E NAERERS , (AHTE, B RulE s /NG T
B, B BAH AT R, R — R R RS — R ES [, BUR A, BT R TR R,
ZBR T MR . ERMENI H G BRI, SRR R EE, PR AR, B
A AE—H R R LG, T BRE U, WEEBZHGEAEMN, (HEEEMTs
(Y P 3 A B EE A T, RO i L T A R T B L B BRI . R 2R
B R, NS, s, 25, —EESHRN, WEPEGERBE, 28R
W), BREMBEEE, AT —&, BEaFEB RN, KEan, Me—EES
PERHT T, s .
AT BRI A B it , KRR A S BRI, A — R AR B, £
SRIG BT H B 10 5 B ——HE A0 IRe Pl A AR Bl B . AR LB MR B IR R A4S, BT EEN



i, QLRIRAET RIRIS, e SR B t:; AR, IREAE a4, IR
AEBLZ W HEIE, CHRERET OB, P B Rl b, B H 2 —RAH

S5 )

TAEAHEN] 193 04E AU FH AR B RO ZE AR 2 2, St el s (aura) s i — B2 — (R
B, BT RER A b, B M SR F AR AT DA 7 AHE R A AR L T AR g R e, H
PEOT A B — B A SR BE A S5 Ty ), — B BN s ST O A AR B4R R, IR HELE
FAA S BT A B A [ AR, R — T O R 7

JeR R, WERHARRE, ERKA T AR

BRI, EEILRERM R, RREAEENARNFER; LMHERE, ErRen
RBEETEE AR, (2 SRAURIAR EAT RO TH R B A A A 1 O — R R R [, A
S S A AT R, IRBE R BRI e R, A MR AP L, R eh B MR AT EL,
MORBAFAM REREAT 5, 487 28 A ek 7 Rl 7 L TR ) 1 P e

A £ - T T e Sz O T A T PR BN AT R Tl ke [ 2], R — (AR R B U E 2 Y
ik, HETAA O8N T, BEEF R RN B, R SR GREIKEE)
MY /INER B, IR RO Y A R S A 35 S R Z o 196 O4RAURY B SRR > BT LA T AR, At 2 A
PR A0 B T b AR A Y B SR SR R E A U SR R A A, BB E A
TR R, BB A E R SEMACR, B NIRRT R R AR B A B SRR TR R
BT, TR PG T i M SR T B BT R BB SR T, Al i [ O A SR S T SR T
A —2/NEA) (phrase) , FATEZET IS OB BARAOEE 7 (4%, HRAEE, HRAMA
P FEE SR FRORE w1k, TR RS TSI S TR 288 ) AT TR 0 ) D', — (R Wl R P AR a8 22 5 1 2
T

FMRAERI B AR T L, AR TR T8 ), ol (M8) , si—LERk, (HE
MFAER A BT AR, Tt AAMREIE S, BB R, (AMEE NIRRT A i,
AF I —REA, FHERANEL, EeF KA C LB EREERTPH.

MU BT, S0 S 0E A S A e AT I M S AL T i S B, R AR R
IR, (A REZ VO BT, CARBRMERE, B —KIEBADGRH
A, W EAR SRR, SRR AL, — ORI B R R, A BT SR
WA, g DU RS R R, BT T [ A RO ) AR SRR
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% 18

E B
#IViB EXVIIB
EVIiB FEXIXiE

[ (i8) L&E BRI —L BB E/process of painting Open Space No.8 in details)



W8 / Open Space No.8

2013

fEEF/oil on canvas
100x80cm
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IEECERR TR, (CMETE, AR, (ARBEE, WAEHANGRS.
mL TRR | MR, ERE TREHRA ], B A S ok 53 0 ah ) 8 A i
Bl: —IrEERUIFRHRN, EMBREMREER, AERSE; 5H—Jrml g Ly,
JE B 7 BE LTI AR D

S0 B AL H AR a5 B L B B R RE 0 A 1B O SUME i 2 R RS O B R A

o RO ERMES TP B S ORER [ IRET | BT 2R R B e e, R AT, T
PIE0 R AR A B A R R, BB R . i L0 MRk ML g T AR A R AR IS AR 28, B
A&, PLFEERHEERIEMAML, (AR RAS N, BHERRM, EeRFatidfl. H—7
TG IS AN [R] B, (BLSS — 07 T S SRR AR B AL, R a5 R B B R T
i ER B TR A E R . IR BER A, KSR R, (AR E 2T, TP T R
71, REfsR IR EE .

L, SEE AR KA BB B AR, B R UL 2 AR K AN A8 TR
o BB [ SRR AR 2 I ORAFSR 7, R ATl BREAG = [ AE R T AR, B2
[REZE | AR . i, EFFARE R (R B RS — RO R A, T B R A R
HOSETS B AR e, SR AR EE, SIRTIREN , 2SS4 TR IRt

e A R A R BRI S e, Sl 1 0] 2 ) B SE25 PO PR A, A7 I 40 26 B g o
WHEEM, DT AR RPN ELERE R, DR AR IR DU B & ZE Ak P e B 4%
FERTTIE, BRI AAR AR, BELAANTRNE, SLAMRIERE, R EEGRE . &
TSR R, & E R A TS B S R B A A v R B

S LUIIRALE WAYE, A2 e ) SR 7 IR A O\ B SR A 28 — (I8 A — iR A e =k e i
AR A I ERT SRS . SRR ERS, (R ERER AR, AL
RS —iE, sl AR E A RS 5UE (envelop) ZHAEFEMR, &% ITEHE
HEE A, Ee—mEnEats, HER, WRMBENET T, 2Ear R, 2
re— AR E — R AR o

AR L, R RARER R, 0 E SR P REBCER BT L, 7 (BFE) fared
B ToEdk ], iERE BRI ST, , R NFERISEIE HIBERS , oERT s, (HRET KA,
FEREMERE CRITECEMEE) TITH AT AT REA & W S el iR S ——
s ] B ke ] G BE—EAERE, EBORG WA RE:, B

—
=
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KRG E R BB

LGP, A E AR I N EGE AT R R S O, R TR
MERETIA, SEHEEAE T GEREN ) PIrs B szl B TAUS RS, A8uE
T PR Mk BEH A ST 7 R

WMEBIEKACHS: [ MREAREERG . SERBATEFBRE . PEALLZHE: R
iR, |

ik, (i) RAIER, HFAEABRSEBRHE S S, THREMT 2, FRERE
TR AR, EXERR 4% |, WREGNREEERES, MRRFERTEEAER M
HOIRAE, BIIHBOCRER, , FARM SRR & 2 — T T A S 7 A 2R !
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B4 / Open Space No.4

2013

T H¥/oil on canvas
130x150cm
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5#26 / Pervading No.6

2014
FED#F/ oil on canvas
180x150cm







5. BiRERZ I
YO R i



74

Pa 75 i S A S T AR vk B AT G R AR, TR T — AR, BB &
TR, BEEIERIR LA AR MA@ R AT bk, (RO AT BH A 2R IR FE BT R
Ph? 5 e N EIE M B RE, TR IR AT UM, ER B AU T %, HEmHER
FHERW LB RO BORRR I LR T, AARSHTTEEMEEIEET, —HEA
FET FRRAT RIS AR MERE o T A7 B0 S A1 vt G BT 3 (1R 9 P B A o

AR AR IIA R T SR AURGIR i . — T3 TA A R 1 R A SR TR RN [ SR DU AE | Anfer
AEENSTH L, T TR sl R (AR B, T o B A SR A B PR DU S AR AR R BEL,
ZVIREs —UTTE, RGEATRE [ EEMERT |, BIHR I R R A Ul el i, R PR Ik — AR AL
AdE, WERIE AR, SR [ AGR | 9G2S, (EERERGZ NS, EERERR
HHIER . Al GE M HBAA SR 2%, IHZ%, BHZE,

BfFEE R (aura) ? JE&)EH (light aura) B (qi aura) WSS, &2 MR A A
B[S Edl | MR, EERELAHE [ R R @i @@ [ T% S ah i B ae, 5
it ACIB Rar ST B, O] TR AORE /S, X8 1191 B 78 T B S R v g AR ol P 7
FR (T an e e 2y LA —BHIRRLTE B T F AR, FAROCR RO LA A T ' Bt Y B
R R, (B EAREV AT IRy, U7 R AREACIE R SR 1 T BN AR, R
FAEBIEZBAEH], WTEFTREATE Sw? HOSHIL T 8w, dhEim iR i, MEMmG
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B7 / Open Space No.7

2013
o H¥/oil on canvas
120x300cm
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5782 / Pervading No.2

2013
AR/ oil on canvas
120x90cm
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i 33/ Open Space No.33

2014
HEHF/oil on canvas
100x80cm



B 31/ Open Space No.31

2014
FE#F/oil on canvas
120x90cm
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K / Wildwood

2014
T H¥/ oil on canvas
50x70cm
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¥R / Shadow

2013
T TEHF/ oil on canvas
120x90cm
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#48 / Open Space No.48

2015
@ MF/oil on canvas
137x200cm
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143 / Open Space No.43
2015

T H¥/oil on canvas
150x180cm
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150 / Open Space No.50

2015-16
A /oil on canvas
120x300cm
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@812 / Pervading No.12

2016
T EHF/ oil on canvas
150x180cm
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%813 / Pervading No.13

2016
REAF/ oil on canvas
180x150cm
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214 / Pervading No.14

2016
FED#F/ oil on canvas
120x90cm
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@816 / Pervading No.16

2016
T ESHF/ oil on canvas
120x90cm
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@815 / Pervading No.15

2016
EAF/ oil on canvas
130x160cm
















THE AURA OF SHADOW
TRACES

Phantom Brushstrokes of Liu Guofu

By Xia Kejun
Tran. by Jeff Crosby
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Exhibition Foreword

All bets in modern painting have been placed on the leaving of enchanting, breathing
brushstrokes. The brushstrokes of paintings are the beautiful gifts an artist leaves to the
world. When we see the enchanting, intoxicating brushstrokes of Liu Guofu, we finally gain a

true sense of the allure of Chinese painting.

Liu Guofu has continued in the great writing tradition of Chinese culture, from Ni Zan
to Gong Xian, while engaging in a dialogue with the great Western masters of Abstract
Painting, with the techniques of late Cézanne and Giacometti, forming his own techniques
and syntax: distant, stacked traces of shadows, like smoke in jade: like the shadow traces of
the phantom brush. Such poetic shadow traces are the remnant traces of existence, as well
as the "phantom brushstrokes" of writing: they are like dreams and illusions, like smoke and
jade. Each individual brushstroke appears useless, an absentminded flare, but in the end, they
come together to create a poetic remnant image. This is the "phantom brush" Liu Guofu has
invented. It forms the basic syntax of his painting. It represents an outstanding achievement
in contemporary Chinese infra-mince art, and shows us the true modern qualities and

international potential for a "Chinese-style painting."

When we approach Liu Guofu's artworks, whether it is the amazing Open Space series or
the Pervading series, when our gaze falls on the brushstrokes in the paintings, we are drawn
deeply within: fissures, shards of ice, fragments, non-action, destruction, devastation,
fragility, thinness, it all stacks together to form a unique stacked brushwork that forms an
aura-like thickness resembling a moss print or a trace of a shadow. It appears so light and
diffuse like smoke, transparent and solid like jade. In these shadow traces of the phantom
brush, air, light, water and qi proliferate throughout, dim shadows creating illusions of

distancing, of searching in confusion, the secret anguish of disorientation and boundlessness.

Liu Guofu’s painting has changed our perspective of observation and our means of perception.
Up close, we see that the brushstrokes are all chaotic, fragmented, disordered, restless, ruin-
like, disoriented. From a distance, the brushstrokes accumulate to form an empty tranquility
that is permeable, poetic, with the feel of jade, breathing in deep concentration. Such a
paradoxical tension—a piercing, torn sense of pain and an empty, transparent feel of jade —is
generated from a series of destruction and reconstruction, of repeated painting. These works
allow us to see the unique contribution of the purely visual side of modern aesthetics. This is

the aura of "reverse reconstruction." It is generation in destruction.

These brushstrokes appear empty, but each stroke is actually firm, like blocks of ice,



cold, fragile, fragmentary. This is conceptuality, a conceptuality richly imbued with a
vital sense of touch that embodies the tactile nature of life. Or, perhaps it is like ruins, not
graphic representation but dialectical brushwork, a deeper spiritual expression of the inner
perceptions of life. The color of the paintings emerges as a dark blue, the most alluring hue in
Chinese culture. It is the spiritual tone that lies between the fading of time and the yearning
to hold on, between the scattering of the winds, and the odes that hold together, between
the simplicity of the void and the beauty of transparency, between the pain of tragedy and
the passions of courage. It is a Chinese color in the truest sense. It appears abstract and
monochrome, but it harbors countless other tones within, all shrouded in this darkness, rich

with enchanting poetry.

It is as Liu Guofu has said: "Each person's brushstrokes are the traces they leave in the world.
These are spiritual traces. It was so with the great Ni Zan." Of course, it is the same spirit

with Liu Guofu.

This is Liu Guofu's first solo exhibition since his major breakthrough in infra-mince painting
in 2012. His reverse reconstruction in "phantom brushstrokes" and "infra-chrome" transforms
decay into legend, casts off the conventions of art history, dissolves the oil-based properties
of paint with the water nature of ink, while finding the eternal generation of nature within
dissolution and construction, fragmentation and coalescence, scattering and passage, light
and qi. He brings together the two poetic textures of "crystal" and "flame."This beautiful
dark blue awakens the aura of nature. This is a work of art that can stand in the world for the

infra-chrome aesthetics of Chinese art.
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Prologue

Infra-Stroke — Brushstroke as Syntax

When you stand before a painting, what is it that attracts you? Painting is so simple. It is
just paint exposed on the plane. You may be able to read certain phenomena from the paint,
but modern painting seems to refuse legible images, revealing only murky traces or "non-
images." Thus, everything appears to have become simpler. Painting has been restored to
paint, or the movement of paint, certain traces, the touch of the brush, or the brushstroke.
Return to painting, From paint to paint, what has bestowed this material with its energy?
When you face these material traces on the canvas, are you drawn in? How can these
brushstrokes be no longer subject to image representation and yet more than just the
production of texture, so that they can take on the poetry of transparency, the breath of infra-
mince, and the enchanting aura? In an era of the reproduction of images, perhaps this is the
only task for painting.

The brushstroke is the trace left in the world by the individual. The painted brushstroke is
a beautiful trace given to the world by the artist. The breathing brushstroke is a lingering

remnant of the world.

Western classical painting does not allow for the exposure of brushstrokes in its pursuit
of glossy painted surfaces. It was perhaps not until Rembrandt that we began to be deeply
moved by expressive brushstrokes. It is as if we can still sense the images in the painting
breathing, and feel the quivering of the brushstrokes. This is not the case with traditional
Chinese calligraphy and painting, which seems to reveal each instance of individual writing
from the beginning. If we look at what is possibly the earliest calligraphy model, Lu Ji's
Letter of Recovery, the slanted, staccato brushstrokes, made with a nearly bare brush and
once described as resembling coals dragged across the page, tell us of a heart that cannot
return to rest. Each stroke of the brush quivers. In later works, such as Wang Xizhi's Letter
Mourning the Death of an Aunt and Note of Distress and Indignation, Yan Zhenqing's
Requiem to My Nephew, and Su Shi’s Cold Food Observance, it seems that the brushstroke
has remained like the glowing embers of a fire that is rekindled in the eyes of the readers
from later generations. Later, in painting, from the discovery of the chapped brushstroke in
Song dynasty shanshui landscape ink-painting, to the written brushwork and strokes of Yuan
dynasty painting, the form has always consisted of mental traces of the Chinese cultural will
to write.

Why would the painter want to leave traces of the moment of writing? Is this an inscription
of the traces of the individual? Is this in order to make each passing moment shine with
radiance? Is it the abyss of absence? Each stroke of the brush, once written, bids farewell.

It is the absence of the body. Is the brushstroke thus a testament to the breath or character



of the individual life? Is this perhaps the labor of confronting the void? Is it perhaps even a
meaningless labor?

Painting began its entry into modernity with the Impressionists. Whether or not it was
inspired by the writerly nature of Eastern art, the brushstroke began to emerge, a simulation
of visual appearance. This can be seen in Monet's Impression, Sunrise, and all the way to
late period Cézanne. Van Gogh invented his own short, twirling brushstrokes —his own
"syntax," like the most enchanting musical phrase from a great composer that repeats in
endless variations in his other works to form a basic mental language. Western Expressionism
was not the only form to leave brushstrokes. Theirs were at the service of the emotional
expressiveness of form. Later, abstract painting would do so as well, though it did so in the
service of conceptuality or production, in order to leave a sense of texture, as done by such
painters as Auerbach and G.Richter. As for Twombly, whether it was his early smear painting
and painting of numbers and letters, or the large, twirling brushstrokes or large dripping
traces of paint in his later work, all of these brushstrokes served as testaments to the modern,

individual sense of existence.

To recognize a brushstroke is to recognize the singular existence of a painter in this world. It
is an affirmation of its irreproducible singularity. This is perhaps painting’s last strike against

the age of the reproduction of images.

In modern Chinese painting, this is why Huang Binhong (1865-1955) moved in his later
years from the "ancient line technique" to a virtually "blind" written line. This allowed the
properties of brush and ink to differ from one instance of writing to the next, and left blank
spaces in the gaps between lines, creating a rhythmic contrast between black and white. The
effect was that the overall painting contained the feel of shanshui landscape painting, but
the details of the brushstrokes appeared as if abstract, bestowing modernity to Chinese brush
and ink. This is also why Zao Wou-ki (Chinese/French, 1921-2013) used Chinese shanshui
brushing techniques in the 1960s to paint abstract landscapes filled with hints of natural
appearances, but, through the undulating brushstrokes, formed compositions filled with
vigorous energy that fused light and qi. These works affirmed the basic trajectory of motion
in Chinese painting, and brought the properties of water and abstraction to oil painting, while
maintaining the generative properties of nature. Zao Wou-ki shifted to color field abstraction
in the 1980s, and discarded the creation of natural conceptual imagery, but when later artists
returned to these more profound relationships between brushstrokes and imagery, Chinese
painting would go farther, because the questions of how to confront the broken individual
and redeem it with a more ancient and refined temporality, and how to transform classic
conceptual imagery, remained unanswered.

It would not be until Liu Guofu and his oil brushstrokes that we would see truly modern
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properties in "Chinese painting." When we approach Liu Guofu's artworks, when our gaze
falls on these brushstrokes, we are drawn deeply within: fissures, shards of ice, fragments,
non-action, destruction, devastation, fragility, thinness, it all stacks together to form a unique
stacked brushstroke that forms an aura-like thickness resembling a moss print or a trace of a
shadow. In these shadow traces, air, light, water and qi proliferate throughout, dim shadows
creating illusions of distancing, of searching in confusion, the secret anguish of disorientation

and boundlessness.

It is as Liu Guofu has said,
"Each person's brushstrokes are the traces they leave in the world. These are spiritual traces.

It was so with the great Ni Zan (1301-1374, great painter in Yuan Dynasty)."

Liu Guofu has continued in the great writing tradition of Chinese culture, from Ni Zan to
Gong Xian, while engaging in a dialogue with the great Western masters of Abstract Painting,
with the techniques of late Cézanne and Giacometti, forming his own techniques and syntax:
distant, stacked traces of shadows, like smoke from jade: the shadows of illusion. Such poetic
shadows are written "phantom strokes": dreamlike, cloudy like jade, each stroke seemingly
useless, just an indistinct trace, but they generate a poetic image. This is Liu Guofu’s
invention, the "phantom brush." It forms the basic syntax of his painting, and represents an

outstanding achievement in contemporary Chinese infra-mince art.



1. The Useless Brushstroke: Shadow Traces Generated in Destruction

As Charles Baudelaire states in The Painter of Modern Life, modern aesthetics differ from
classical aesthetics in that they find the eternity in the fleeting, the ephemeral. If a work of
modern painting does not sufficiently affirm and convey the fragmentary and fleeting, and
thus bestow it with a sense of the timeless, then it is not modern. Whether it is Cézanne's late
period brushstrokes, resembling flames on a tapestry or mosaic, or Cy Twombly's dazzling,
diffuse late period brushwork, the modern aesthetic demands we affirm the limitedness of life
and the eternity of nature. Chinese contemporary painting must allow for the generation of
this timelessness or eternity, while also maintaining the fragmentary feel of the individual,
and bestowing this fragmentary feel with new spirit. This is the painting of Liu Guofu.

Liu Guofu's works allow us to see the unique contribution of the purely visual side
of modern aesthetics. This is the aura of "reverse reconstruction." It is generation in
destruction. Up close, all of the brushstrokes are chaotic, fragmentary, disorderly, random,
ruined, disoriented. But from a distance, the brushstrokes stack together to create an empty
tranquility, permeable, poetic, with the texture of jade and concentrated breathing. How does
such paradoxical tension—between cold, tearing pain and the empty, transparent texture of
jade —take shape?

These brushstrokes are so magical, but how do they come into being? On one hand, he
bestows oil paint with the principles of ink, while also infusing Western oil painting. It
recalls Camille Corot’s experiments in his small landscape paintings at the beginning of
modern painting, where he seems to have used watercolor techniques, seeping brushstrokes
and a humid atmosphere to blur his trees. These works highly resemble ink painting. Of
course, J.M.W. Turner in his late years also painted the moisture in the air and began to alter
the texture of oil painting, but Turner mainly focused on the expression of the sense of light.
Their work, however, was too complete, too comprehensive. It did not incorporate a sense
of fragmentation, and it lacked the thin, breathable sense of growth. Liu Guofu's works have
thoroughly absorbed time and the unknown, preserving the infinite natural growth of the
brushstroke. On the other hand is the dialogue between Giacometti and Gong Xian (1618—1689
,in Nanjin, also the city of Liu Guofu ). The former generated a spirit in the dissolution of
the brushstroke. The latter brought out a pure white light through thick accumulation of ink.
Liu Guofu’s shadow-trace or illusory brush appears destructive, but each stroke left on the
painting creates a harmonic beauty, a beauty of slightly dislocated chords. This is the poetry
of the "phantom brush."

These brushstrokes appear empty, but each stroke is actually firm, like blocks of ice, cold,
fragile, fragmentary. This is conceptuality, a conceptuality richly imbued with a vital sense
of touch that embodies the tactile nature of life. Or, perhaps it is like ruins, not graphic

representation but a decoupling from reality, an awakening of a deeper spiritual perception.
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For Liu Guofu, the value of art is not in its conventions and customs. Each time the brush
is laid to the painting, it leaves a stroke that was never left by any other before. It is
unknown. Many try to cast off the conventions of the history of painting and form their
own stylistic language that differs from others. These people always tend to construct,
repeatedly constructing over and over again. Liu Guofu’s approach, however, is destruction
and reconstruction. The two are carried out simultaneously: the more destruction, the more
deconstruction. What appear to be ruins are actually growth. This is the projection of the
inner spirit. It is like Yuan dynasty painter Ni Zan: his brushstrokes, a combination of a turn
and a chapped stroke, appear to be short and staccato, but they are full of infinite growth.

This technique of simultaneous destruction and reconstruction, or deconstruction and
reconstruction, is immensely important. On one hand, it confronts the destruction and
fragmentation of modernity, yet it also constructs. On the other hand, it avoids the decadence
of nihilism, while also avoiding the pure construction of classicism. Instead, it reveals both
simultaneously. One aspect does not exclude the other. Only modern people can affirm their
own dualist existence to such an extent: at once so limited and mortal (the human body and
desires), and yet so infinite and eternal (the concealed growth and energy of nature), The two
cannot be separated. They must be revealed simultaneously. This is the modern aesthetic in
the truest sense. It was there with late-period Cézanne, with late period Giacometti, and with
late period Twombly. It is just that it is more total in the painting of Liu Guofu: each brush,
each countless stroke of the brush, is fragmentary, but it lingers there, and we can see it,
we can grasp it. It has moved towards light and growth. These remnant strokes of the brush
are breathing transparently, colliding, and catalyzing each other. Giacometti disintegrated
shapes, but he did not turn to the growth of nature. His efforts were still tied to a certain
visual construction. Richter’s landscapes were too graphically realistic. They created
illusions, but those illusions were insufficiently fantastical. They lacked poetic flow, and
were insufficiently "emptied," too realistic. Twombly's flowing and crystallized forms were
too exaggerated, too cathartic. Perhaps they posses the "purification" qualities of the Western
modern aesthetic, but in the eyes of the Chinese, they are not soft enough, not inspired

enough, not subtle enough.

What appears to be destructive is actually non-action and aimless. What appears to be an
expanse of ruins is actually vitality filling the painting. Those indistinct appearances, those
tree branches and tree trunks, are all still growing. This differs from Walter Benjamin’s
thoughts on Paul Klee’s Novus Angelus laid out in Theses on the Philosophy of History.
Benjamin believed that the angel was watching the ruins of eras rise towards the sky, corpses
piling in a continuous disaster. The angel would like to awaken the dead and make whole
what has been smashed, but as the ruins continue to pile upwards, the angel is lifted by a

storm blowing in from Paradise that forces him into the air. This is the progress of history.



For Liu Guofu's painting, however, ruins are ruins, but ruins can also grow. How do the ruins
of disastrous change gain the ability to grow? How do we turn around when confronting the
ruins? How do we give them growth? How do we transform decay into magic?

The growth properties in natural scenery are the secret code to salvation. This is something
Theodor Adorno discovered in Aesthetic Theory, but was unable to clearly elucidate.
Only Chinese art has preserved this code of nature, the ability to touch off vitality in the
face of impermanence and change, to maintain vigorous vitality in the face of the shifting
clouds. The concept of vivid spiritual resonance is true vivacity that blooms in the face of
fragmentation.

In Liu Guofu’s studio hang the cloudy paintings of Mi Fu (1052-1107) and Mi
Youren(1074-1151), particularly Mi Youren's long scroll Spectacular Views of Xiaoxiang,
which he gazes at every day. Liu believes that the Mi-style expression of clouds is what
allowed Song dynasty painting to overcome its excess realism and find the most ample
expression of the vigor of life. The mountains appear hazyhazyand the vegetation sparse, but
the bony structure and bearing of the mountain ridges are at once majestic and soft. It is a
dialectic brushwork of "stone rolling like clouds" and "clouds rooted like stone," a brushwork
of poetic growth, and Liu Guofu has unlocked it. He has realized it in oil painting, something
never achieved before.

And it is lofty magic that has emerged from decay and decline. Chinese modern painting
since 1985 has mainly transformed magic into decay, or followed an anti-sublime aesthetic.
This is a trend taken on from American Pop art. Certain landscape paintings with modernist
leanings mainly express the morphology of corruption and decay. They are shrouded in a
nihilist atmosphere of rot and corruption. Even though some artists have attempted to return
to the natural emptiness of traditional Chinese Shanshui landscape ink-painting, their efforts
have been too simplistic and powerless. In Liu Guofu's works, we have seen work in the
opposite direction, to turn decay into magic. His works depict decay and waste, but they also

convey a noble and invincible beauty.

When all of painting has returned to brushstrokes, how can brushstrokes be used to think?
Brushstrokes are seeking, brushstrokes are breathing, brushstrokes are the root of life,
brushstrokes are the traces of life. The unknown quantities of the brushstroke must be
preserved, but not as a philosophical projection, because these are broken brushstrokes. Liu
Guofu considers his paintings to be highly abstract. That is because at the beginning, these
brushstrokes have no aim, and are not constructive, much like the painting approach of
abstract painting. But he cannot move to Western-style abstraction, because that would drag
him down into convention. And yet, magically, these seemingly meaningless brushstrokes,
after dozens of stacked instances of writing, present a different image. It gradually floats

to the surface, and though it does not construct a concrete image, there is in the end, the
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generation of visual form. This is what makes it magical: what it produces is merely a

"remnant image," at once both abstract and concrete. If the abstract brushstrokes merely

accumulated into an abstract form, it would be too conventional.

For Liu Guofu, it is sufficient for an artist to merely make a small contribution that differs
from art history, for creative artist, everything is cliché, as Francis Bacon said. Gilles
Deleuze also repeatedly emphasizes in The Logic of Sense that the only duty of art is to not
be ordinary. In other words, don't be cliché. As soon as it sinks to convention, art loses its
serendipity and generativeness, thus becoming a reproducible object. But there is nothing
more difficult than this. For painting, an art form with nearly a thousand years of history,
and for a painter who paints every day, to lift the brush is itself convention. How does an
artist distinguish himself from others? Liu Guofu’s contribution to artistic language, and his
distinction from others, is that he uses seemingly abstract, null brushstrokes to construct an
infinitely growing remnant image.

These brushstrokes remain as vague allusions. They possess secret pains of life, an inner
sense of rupture, of fragmentation, but they are also at once exposed and concealed.
Everything has taken on a veil-like hazy poetry. Painting must have illusion. If there is no
illusion, there is no art. This, however, is not artificial hallucination or illusion, such as the
illusion of depth in classical painting, or the 2 1/2 dimensions of Cubism, nor is it the pure
plane of Abstract Expressionism. It possesses depth, but it has been ever-so-lightly covered,
an imprint of a transparent veil on top of the plane, which still preserves the flatness of the

plane. Liu Guofu’s illusory phantom brush is filled with poetic, illusory brushstrokes.

Liu Guofu's works, in their stacked printing of visual impressions, and overlapping of
countless brushstrokes, have brought the subtle breathing of traditional ink painting, as well
as the temporal traces of fragmentary visual shadows. Richter’s painting is overly realistic
and concrete, but in the between the whirling shadows and hazy poetry of Liu Guofu's works,
we see diffusion forming into silk, and clouds expanding to become a veil. The dissolution of
forms while preserving the details of the brushstrokes corresponds to the hazy atmosphere of
traditional painting, but it is more vivid. It is the arrival of the diffuse colors and aura of light
from nature.

— — As Liu Guofu says, "It is the art leading you along. One brushstroke gives rise to
another, not the other way around."

Let us follow these brushstrokes, breathing with them, growing with them, and resonating

with the myriad things of the world



2. Syncope Writing and the Arrival of Open Space: the Emergence of Modern
Aesthetics

Modern art began with the confrontation of the abyss, and once it confronted the abyss, it
could not possibly obtain form from it, only the sense of syncope in the face of the endless
depths. Syncope is the dizziness or vertigo felt when facing chaos. When we face the syncope
state, if we can still obtain a kind of form, a formless form, and bestow the abyss with form,
this is the beginning of art.

Syncope is an elemental phenomenon of life that classical painting generally did not confront
or express, whether it was the noble, pure and serene greatness of ancient Greece or Rome,
or the perspective and lighting of Renaissance painting, it all tended towards the stable and
solid, and corresponded to narrative, just as traditional metaphysics sought verifiable truth.
But after Romanticism, art entered into modernity. With the death or retreat of God, and the
loss of the omnipotent perspective, there still remained the Foucaultian panopticist political
control, but art stood as a force of resistance against this political power. That is because
artists most keenly perceived that the world had entered into night, and a new chaos had
opened. The ungrounded (Ungrund) state of the world was exposed, and artists were the first
to confront this infinite abyss. This, however, could only lead to syncope, to endless clamor
and restlessness. It could not root out the syncope that arose from the chaos.

Twentieth century philosophy was the discovery and pondering of the chaos, or the pondering
of the impossibility of the chaos. Thinking had lost the roots of its own legitimacy, and so
it could no longer be like the rational ontological theology of the classical era. Thought
itself was lost and confused, constantly confronting in the chaos its own uncertainty and
indecisiveness, confronting the abyss and "untruth" of thought itself. It discovered "untruth,"
but it could not allow itself to slip into nihilism. This was a test of thought itself.

Of course, it was Friedrich Nietzsche who first opened the gates of the abyss and nihilism.
Martin Heidegger opened up the abyss of death, Gilles Deleuze discovered the undetectable
realm of the chaos, Karl Barth was obsessed with narcissism, and Jacques Derrida discovered
the undefinable chora.

But modern art experienced, to a more total extent than philosophy, this impasse (aporia)
or absurdity (Witz). This is why the connection between twentieth century philosophy and
art was expressed as philosophers having no choice but to ponder painting. Rainer Maria
Rilke's poetry, in its contemplation of Cézanne's painting in 1907, was the first to open up
that invisible world of the soul. The Duino Elegies were simply the syncope from facing
the fearsome angels and the valley of death. Philosophers of course confronted a series of
"unthinkable thoughts." If they were to avoid falling into the predicament of no thought, they
could only turn to art as a medium. For the possibility of impossible thoughts, Heidegger

contemplated the land in Van Gogh's works. For the visibility of the invisible, Maurice
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Merleau-Ponty and Michel Henry pondered Cézanne's depth and Wassily Kandinsky's colors.
For the expression of the inexpressible, Jean-Francois Lyotard pondered the discourse of
unconscious desire, and the sublime in the art of Barnett Newman. For the untouchable
touch, Jean-Luc Nancy and Jacques Derrida pondered the sense of touch. For the writing
of the unwriteable, Derrida pondered the spectralization of writing and the blind vision of
drawing. For the undesirable desire, Roland Barthes pondered the impossibility of Twombly's
narcissistic writing. As for the passage of the impassible, that is the predicament of Chinese
art which this author intends to open.

The absurdity and paradox of art is that it confronts the unthinkable and inexpressible,
and goes out to express it, to ponder it through painting, and to maintain the enigma of the
impossibility of expression in expression. Art also strives to bestow the syncope of the abyss
with form, an act which is sure to change all existing forms. Thus, we saw the emergence of

the frenzied, agitated brushstroke, the new techniques of dripping and coating.

In paintings, the presentation of syncope, and the experience of syncope, is the only mark of
genius.

In Cézanne's late-period landscapes, the entire painting is like flame, a scorching atmosphere.
The brushstrokes grow increasingly indistinct and fleeting, as if they are ceaselessly flowing
towards Mont Sainte-Victoire. Monet's late-period lilies also melted into the flames, their
shapes virtually invisible. The brushstrokes in the background of Van Gogh's self portrait
are also whirling, as if ready to swallow this self. Van Gogh’s sunflowers also appear to be
offerings to this whirling inferno. These are all passive experiences of syncope. Van Gogh’s
frenzy was followed by Antonin Artaud's drawings and self-portraits. After this, even when
Kandinsky was on the verge of entering into abstraction, the lines of the painting began
to be syncopatic. Only syncope could root out existing images and appearances and bring
a shift towards abstraction. As we reach the paintings and sculptures of Giacometti, the
portrait formed by the countless tiny brushstrokes on the painting appears to be swallowed
by the dark background. The darkness grows and approaches an epiphany of the soul. The
faces stacked upon Bacon’s paintings are twisting and tangling. It was still like this when we
arrive at Twombly. Whether it was his early smear painting, or his late-period untitled and
rose series. The whirling large brush lines of the roses convey an embrace of the frenzy of
the chaos, just as the rose is torn between lingering and inevitable passing as it decays and
transforms into illusions of dreams.

Even when struck with syncope from facing the chaos, modern painting manages to convey
a "formal" language of this syncope state. This is the heart of its absurdity. It is expressed as
follows: the world is an ungrounded abyss, but in staring into this abyss, it must maintain the
focus on this abyss, lest it become swallowed by it, and must also bestow it with a "form of

no form." This is the allure of art, and the highest challenge for the artist: Cézanne was filled



with doubt, Monet’s gaze was clouded, Van Gogh severed his ear and committed suicide,
Jackson Pollock dripped paint and drank profusely, Mark Rothko and Barnett Newman
committed suicide... It was only Twombly who, by returning to the free writing of nature,
seems to have avoided the destructive impulse of the abyss. How to face the abyss without

falling into destruction and insanity is perhaps extraordinarily difficult for Western artists.

In Liu Guofu’s early Tibet-themed Enigmatic Wall series, the image of the monk with his
back to us, running off into the distance, is being drawn away by a mysterious aural light,
the body being led away by a storm-like spirit. He cannot control himself. It is as if he has
fallen into a state of spiritual confusion, and yearns to penetrate the high wall that shields the
enigma. In the 2006 Alien Realm series, the tree branches are stirred by a fleeting aura. The
scenes are always wrapped in a melancholy air. It is this atmosphere that stops the viewer
from fixing their gaze and brings about a blurry, perplexing poetic beauty.

In 2012, Liu Guofu began painting the new Open Space series. It was at this point when
a more certain abyss, a more magical syncope began to emerge. In a 2012 work titled
Open Space No. 2, we can see a looping open area at the center, a seemingly collapsed
depression, a mysterious field of motion. An abyss of flowing air has been opened, as if a
cosmic energy has been discovered. Everything will fall into it, and everything can flow out
of it. It is perhaps like a black hole, or perhaps a gray hole. Incidents are about to unfold
around it. It tilts in the center of the painting, almost as if it can still rotate. Its instability
leads to syncope. Here, painting is returning to the chaos. The artist has discovered his own
"variety of chaos," as Deleuze discussed in the conclusion to his book What is Philosophy?
It maintains the flow of the chaos, but also generates new possible morphologies. This
revolving loop appears as if an oath, a looped ring, preserving the brushstrokes in a state of
tension between the ceaseless flow and the possible morphologies: it must at once continue to
flow and crystallize; it must have pillars of light as well as the turbulence of qi. This is a new
beginning for painting.

This has formed a "field" of energy, and "opened" a visual field. The Chinese language
provides marvelous echoes to this. It is the discovery of that original, intuitive "chaosmos,"
that undetectable realm which Deleuze and Heidegger attempted to open: life must return to
this source, vision must sprout anew, from the invisible to the visible, from the imperceptible
to the perceptible, forms of possibility flowing out from non-objectivity. This is the opening
of the painted plane itself. It is a suspended non-dimensionality. It is not the illusion of the
two-dimensional plane and three dimensions, but something that possesses the temporal
generation of the fourth dimension. Yet, returning to that primal flow of nature, that chaos
that precedes dimensions, everything flows out from there. Everything maintains the original
light waves of this chaotic flow. The forms of the myriad things in the painting are not

concrete images but "light waves," temporary concentrations in the echoes, whirling and
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diffusion. It is a gentle circle dance. It is the wedding dance that Heidegger anticipated in his
pondering of Friedrich Holderlin’s poetry and his interpretation Holderlin's Earth and Sky,
a gentle celebration. This ring of light softly dances in a circle on the painting, amidst the
breathing and vividness of the brushstrokes, like a thin layer of smoke, like a fluttering veil.
This is the poetic openness Rilke praised in his late-period works Duino Elegies and Sonnets
to Orpheus. For Liu Guofu, it stems from the poetic generation of nature.

This ringed area is like a spiritual halo, or a mysterious jade necklace, a jade necklace
polished by thousands of years of time. An infra-mince jade texture has touched off a new
sense of touch. This jade ring has been faintly visible and opening throughout Liu Guofu's
works (such as the works Open Space No. 2, No. 15, No. 16, Pervading No. 5, No. 7 ),
always the center of gravity of a world of painting. In this center of gravity, there flows qi
and rings of light. The entire painting is filled with a roiling, flowing atmosphere. From the
depression in the center there flows a current of warmth like waves of light, as if the fountain
of life has been unearthed.

The color of the paintings emerges as a dark blue, the most alluring hue in Chinese culture. It
is the spiritual tone that lies between the fading of time and the yearning to hold on, between
the scattering of the winds, and the odes that hold together, between the simplicity of the void
and the beauty of transparency, between the pain of tragedy and the passions of courage. This
tone is Chinese color in the truest sense. It appears abstract and monochrome, but it harbors
countless other tones within, umber and gray, blue and green, but they are all shrouded in this

darkness, rich with enchanting poetry.

Here, Liu Guofu has discovered the energy field of life. A series of concentrations of qi
appear to be a transformation of the Mi-style clouds of Chinese shanshui landscape painting.
This is a dissolution of the ability to perceive shapes, a fusion of the "sense of qi" and "sense
of light," an unimaginable union of the elemental natures of ink and oil. The living presence
across the entire painting is leaping like flames, the breathing of the chakras.

"Art is repeated searching. It uses images, the energy of the earth, the spirit. It must always
break convention. Art is creation."

— —These are the words of Liu Guofu. And that is how his art developed over multiple

stages.



3. The Transformation of Touch: from Waterness to Oilness

How are these brushstrokes of Liu Guofu generated? Previously, his painting went through
three stages.

First was the individualistic image of the Lama in the Tibet-themed series Enigmatic Wall,
which he began in 2001. This emerged from the painstaking quest for the light of the Buddha
or the light of holiness in the exotic land of Tibet. This individual is lost, with no path before
him, yet he still doggedly moves forward, a drifter, a superfluous person, but since he aspires
to the holy spiritual light, he is wholly and fully drawn forward by a sharp halo, thus opening
up an inner spiritual space of illumination within the painting. From the beginning, Liu Guofu
has been extraordinarily sensitive towards light. In this period, he mainly sought out the light
of the unknown from images, from memories of youth. The painting presents a very complex,
very cinematic infra-image, and a texture of fogged glass, as if distant memories have been
cut off by time, but art will penetrate it.

In the next period, from 2004-2006, this image of the individual began to recede from the
scene, and that spiritual space was swept by that light of the Buddha. This light, however,
fused with natural light. In the soft, hazy light of dawn or dusk, the remnant light of the
natural world is able to linger. In this period, Liu Guofu clearly had a bit of that nostalgic,
cinematic light of Gerhard Richter, but the infra-mince sense of light had taken on more
purity.

In the third stage, from 2007 to 2011, he surpassed the Tibet series to open up a broader
natural scene. In this period, he painted such series as Monologue and Alien Realm,
returning to that moment of struggle between decline and flourishing in nature, into an
atmosphere where the two are virtually indistinguishable. He emphasized the expressiveness
of the language of oil painting, highlighting the textural details and written nature of the
brushstroke, and fusing light and qi. An inner monologue and an exotic landscape come
together in the brushstrokes of writing. This is a more expressive and more alive enhancement
of Zao Wou-ki's painting from the 1970s. The paintings, whether filled with complex
passions, or strident in the face of desperation, capture that moment of a thing's passing, or
depict the tension of a withering life that continues to burn bright.

This intermediate phase mainly unfolded in brushwork, in the cathartic traditions of Chinese
culture, in the literati aesthetic, and in the construction of overall atmosphere.

After this was the entry into lyrical infra-mince painting, begun in 2012. The entry into a
new phase in painting was a spiritual entry into the abyss, deeper and more internal, the
experience of a hidden pain. This was not only a new phase for Liu Guofu. He utilized
the penetrating or seeping properties of ink to change the character of oil paint. The artist
returned to the bleak, simple conceptual realm of Song dynasty painting, and brought the

layered permeation properties of Chinese ink painting into oil to produce paintings with a
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transparent texture of jade or the color tone of patina. Following in the footsteps of late Ming
dynasty painter Gong Xian, from Jinling (modern-day Nanjing), Liu Guofu created the Open
Space series and Pervading series, in which small clearings in a dense forest possess the
infinite vitality of qi, and the brushstrokes continue to grow. Meanwhile, a ringed form opens

up a mysterious field of total saturation overflowing with a jade-like light.

To push painting a step, or even half a step forward is extraordinarily difficult. Facing so
many masterpieces and masters, and this so called mature language, where does one find
possibility? This is why the West basically discarded painting and turned to conceptual art in
the latter half of the twentieth century. Richter integrated photography and painting, thereby
bringing a new form of vision to painting and heightening its expressiveness. Twombly used
the fervor of his poetic individualized writing to simplify the poetic tradition into twirling
lines and colors, and to bring the colors of oil painting to new extremes.

What about for a Chinese artist? Oil painting is not just the perceptivity of material and
the power of image, nor is it just contrasts of colors and tensions between perceptions. It
is a game between the visible and invisible, between the penetrable and the untouchable,
the ultimate strengthening or weakening of material. Liu Guofu faced this challenge. The
language of oil painting is accumulative. Each trace of the brush will be covered by the
brushstrokes that follow, revealing the thickness and weight of the paint, as in the highly
expressive practices of Chaim Soutine and Frank Auerbach. If this is the case, then what
if it were employed in "reverse"? What if it were only created in flat brushstrokes? If that
were the case, painting would be unable to avoid becoming pure schemas, lacking in the
texture and flavor of oil paint. In maintaining this "reverse" operation, the more times the
canvas is painted over, the "thinner" it becomes, but it gives an extraordinary sense of "infra-
thickness." What unique path of painting gives rise to this method of simultaneous addition
and abstraction, of the constant twisting and reconstruction of perceptual tension? What
kind of formal artistic language does it bring about? Liu Guofu's Open Space series, which
he has been painting since 2012, can give us insight into the importance of this "reverse-

reconstruction" artistic method.

The aim is to have the flavor and properties of oil paint, but in a way that is entirely different
from Western painting, whether it is the smoothness of realism, or the brushstrokes of
Abstract Expressionism, whether it is the thickness of accumulated paint, or the flatness of
flat brushstrokes. We must be able to smell the aroma of oil painting, but it must also have
the empty agility of water from Chinese culture. How can this be possible? Liu Guofu has
achieved this, making infra-mince painting a possibility.

Modern Chinese painting, particularly oil painting, has long been tangled in the struggle

over the so called localization and Chineseness of oil painting. For Chinese art to open up



a new realm of perception, it must face the textural perceptions of oil paint, the release of
living energy through oil painting, and the challenge of inventing formal language. It must
set out from the sense of touch, to transform a deeper energy of the material itself, making
this material for the reception of light to also take in qi, and to make this viscous oil take on
the permeative properties of water, so that concrete or abstract forms can be kept in a state of

transitive growth marked by poetic poise.

Liu Guofu's painting has altered the essence of oil painting, imbuing it with an Eastern
sense of beauty. Layers of transparent accumulation have left the marks of once opaque oil
brushstrokes in the diluting properties of water. All of the brushstrokes are on the canvas,
accumulating in transparency. Each instance is there, each stroke affirmed. But they do not
cover over the strokes that come before them. Owing to their infra-mince transparency, after
repeated applications, all of the previous brushstrokes remain. They stake but do not cover.
When most painters apply a brushstroke, the ones that preceded them are rigidly concealed.
Some people paint quite thinly, but this is only simple thinness. The accumulation of many
layers to create a sense of thickness that is still infra-thin is an entirely new skill. That is
because each stroke of the brush is applied in very thin oil. There is a clear delineation
between layers. It appears casual, but it is actually quite calculated. The brushstrokes interact
with one another, pushing out a white edge. These are not painted lines; they are imprints.
The different levels of force in each brushstroke create imprints with richly varied bearing
and atmosphere. The brush is never washed, and never carelessly swept across the canvas.
The countless brushstrokes create possibilities of form, their generation guided by floating,
drifting growth.

Next is the dissolution of paint and color for a total alteration of the properties of oil.

The relationship between the properties of oil and water is an issue Cézanne contemplated
late in life. At the turn of the twentieth century, Cézanne, having confronted nature for many
years, began to use watercolor to capture the vividness of nature. His many watercolor
landscapes and still lifes are, as described in Meyer Schapiro's breathless assessment,
natural, poetic and expressive, the revelation of a true natural talent. Cézanne always hoped
to convey this vividness of nature from watercolor in oil paint, but he did not have enough
time. How does one paint the infra-mince, transparent feel of watercolor in 0il? Should The
Bathers not be bathing in the water and light of nature? Should they not be more transparent
and infra-mince? We have seen Cézanne’s efforts in related paintings, but the results have
never been clear enough, and their influence not strong enough. Though Cézanne was a father
of Western modern art, it seems that since Cubism, much of modern art’s focus was on the
extraction of form, for example cylinders and cubes. The naturalization and infra-mincing
of materials themselves was forgotten in the West. Later developments in Western painting

were excessively influenced by several factors. First was technologization of imaging.
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Georges Seurat's pointillism had already begun, and though his drawings were strongly infra-
mince, and Richter's cinematic paintings were also quite transparent and penetrable, they
were too realistic. The key to the problem lies in flat oil painting. The atmosphere of the oil
painting was at the service of the transparent texture. The next factor was the shift towards
abstract formal language. This was the case from Pablo Picasso to Expressionism. Nature was
countered with abstraction, and that of course led to the loss of natural elemental shifts and
diffuse atmosphere. Another factor was the shift towards conceptual art. The instantaneous
ideas or social criticisms of conceptual art forgot about the emotional attachment to the
human heart and nature, and forgot the primal connection between the body and nature.
If there is a Chinese painting, and if there is to be a return of painting, it will be in the
confrontation of the issue Cézanne faced: how to more naturally convey the naturalness of
nature. One possibility is the return of oil to water, an alteration of the tactility of life.
Second is transparent accumulation. Oil paint is opaque, and brushstrokes cover those laid
before them. In general, the traces of the original brushstrokes cannot be preserved. Liu
Guofu's brushstrokes, however, are preserved. All of the brushstrokes are still there. With
this method of transparent stacking, each instance is present. Each brushstroke is covered,
but after repeated instances, they all remain. The painting is at once layered yet thin, and
transparent yet thick. These multiple layers are like stacked transparent veils. Some artists
attain emptiness, but it is simple emptiness. The true skill is to make something that is so
"thick," yet so "thin." There is great skill to infra-mince painting. It requires the reverse
application of techniques, and the discovery of new techniques for everything from texture to
brushwork.

Third is the layering of colors. When a color is applied, it contrasts with the lower layers, but
it is also transparent, creating a space of transparent depth. This space is not the space and
illusion in the Western sense. There is illusion and dislocation, but it is not created through
assemblage. Instead, the repeated layering of the oil creates many transparent, breathing
layers of space. It is like the Tang dynasty idea of seeing scenes through many layers of
transparent cloth, or the concept of "diffusion forming into silk, and clouds expanding to
become a veil." It is so superficial, yet so rich, drifting yet timeless. It has the poetry of the
southern moon glowing through the window screen, or the haze surrounding a cherished face
in memories or dreams. Classic poetry reemerges in a dismembered, fragmented way. This is
the moving power within.

Of course, these brushstrokes are created using writing methods drawn from the cursive
calligraphy of Chinese culture. The painting not only contains growing tree branches,
but also water weeds pulsing with mist. The elementality of the cursive writing and the
vegetation become one and the same. In some of Liu Guofu's works, such as Pervading No.
3, each brushstroke appears to be calligraphic writing. It is because of what Ni Zan called

"quick, lighthearted brushwork" that the painting maintains its vividness. Meanwhile, the



painting possesses a furry texture, in accord with Wang Yuanqi ( 1642-1715) ’s appeal to
fur in shanshui landscape painting. The "fur" here is a natural, vivid texture in which the
brushstrokes continue to grow. The brushstrokes seem as if you can reach out and touch
them. This tactile allure is what makes painting so enchanting. This stems from the growth
and allure of nature, rather than from human desire. This vivid poetry of nature possesses
modern significance. It dispels our everyday desires, bringing us back to the growth of nature
and preserving the vitality of desire without falling into reckless abandon. This growth aspect
of writing differs from the "chaotic brush" of such artists as Zeng Fanzhi. That is merely the
repetitive use of a particular brushstroke, or excessively broad shapes. That is still a Western
approach to brushwork. It lacks the subtlety and minute growth of the brushstroke from
Chinese culture. It still burns with desire. Liu Guofu's brushstrokes, on the other hand, stand
between chaotic cursive and withered vegetation. They appear broken and bleak, but they
possess an unstoppable propensity for growth within. There is a temporal sense of desolate
cold, the sense of ruin from withered grass, but because of the brushstrokes, these ruins have
absorbed the energy of chaos, and maintain their own growth.

Lastly, these brushstrokes also possess the rhythm of Johann Sebastian Bach. A great lover of
music, Liu Guofu spends his days in the studio accompanied by classical music. Whether it is
Bach or Beethoven, the music has been transformed into the brushstrokes. Perhaps the rhythm
and contrapuntal structure of Bach's fugues and canons find a natural, beautiful fusion with
cursive calligraphy. If we look closely, or listen closely, the tree trunks fixed to the painting
are like sound bridges, and the branches sway in the wind to musical rhythm. There can be
no art without rhythm. The artist, who must sit still for long periods of time, can engage with

great spirits in their solitude by listening to classical music.

The narrative of painting erects a secret relationship with music, This secret relationship
comes from rhythm. Liu Guofu feels that music is very abstract, but for highly intelligent
people, it is also very concrete, because it encompasses universal living emotions. It is akin
to expressing concrete living power in abstract form. The brushstrokes on the canvas appear
chaotic and random, but it is only a partial disorder between semblance and non-semblance.
Each brushstroke is actually clear and distinct, firm brushstrokes molding a soft, indistinct
thinking.

What is it that bestows these brushstrokes with rhythm? This includes agility, change,
growth, imagination, the confrontation of the unfamiliarity or abstraction of reality, and
finally, a return to the individual insights into life. Notes on their own are meaningless. The
sense of meaning is gained from the musician's arrangement of them. Through a magical
power of reality, it produces a state of difference, with implications that differ from reality.
It is the same with Liu Guofu's brushstrokes. Just as music dissolves sound, painting is

about releasing the energy of paint. These free and disordered brushstrokes create scattered
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forms but not scattered spirit. They are maintained in an uncontrollable state, but still
retain their agility and are rich with change. It is painted dozens of times, and each time is
different, the differences resonating as they accumulate. The growth is maintained, and the
painting is constantly in an atmosphere of permeation and extension, between the scattering
and concentration of the brushstrokes, and marked by living emotion. The details of the

brushstrokes appear abstract, but the whole alludes to a propensity for natural growth.

"Those artists are merely using abstract means to make abstract things, or concrete means
to make concrete things. They have not provided a differential logic of self-construction. It
is just monolithic historical experience. There is no experience of future growth." — —These

are the words of Liu Guofu.



4. Between Dissipation and Coalescence: or Between Giacometti and Gong Xian

The brushstroke is none other than life. The brushstroke is none other than intelligence. The
brushstroke is none other than the most delicate revelation of the secret existence of painting.
What principles underlie the arrival of this type of brushstroke, of Liu Guofu's unique
technique?

First, it utilizes the Daoist principle of "less and less." This is the principle of "the Dao in
opposites moves, and weakness is its manner." He is constantly applying paint, but inserting
water-based additives to make it appear increasingly "thin" and "transparent," to weaken the
paint itself. The painter must wait enough time for the paint to dry, but must also prepare for
the next layer. Each layer is left there, like countless transparent veils wrapping the canvas,
but the perception is always of a reduction or thinning.

Next is the transformation of the perceptual methods of traditional ink painting. In
the accumulation of layers of oil paint, that infra-mince atmosphere is ubiquitous. The
brushstrokes diffuse and scatter, filling every stroke of the brush with a sense of qi. Liu
Guofu has transformed the "interval transparency" of the roiling fog and mist in the "Mi-
style clouds" of Song dynasty painting. The rocks and mountaintops seem to be permeated
by the spreading clouds and thus separated. This is the result of Mi-style brush technique
of using a low angle, sideways brush, which results in moist, supple brushstrokes ( Open
Space No.8 No.30, Pervading series No.7, No.15) , Because of the gaps between, it seems as
if the entire mountain is leaping, allowing for full revelation of the vitality of nature. Each
stroke of the brush possesses growth. This is a method that Chinese artists have learned,
which differs from the Western methods, which emerged after Zao Wou-ki transformed the
Western language of oil painting. It preserves the potential for generation in the brushstrokes,
as if the painting could not possibly be completed. Those shapes, reminiscent of vegetation,
of atmospheric clouds, continue to expand, to grow. The preservation of the freshness and
growth of the brushstroke is the imitation of nature. This is the fundamental trait of the new
Chinese contemporary painting.

Next is the transformation of traditional ink painting techniques. While constantly thickening
the layers of paint, Liu Guofu also studied Gong Xian's ink accumulation technique. Gong
Xian was a leading figure of the late Ming dynasty Jinling School of painting. In his late
years, he developed a style known as "white Gong," which entailed layers of accumulated
ink. This accumulation, however, produced two contrasting effects: the areas covered in ink
appeared bleak and gloomy, but the unpainted areas around it emerged in the contrast as a
sense of light with a texture of pure jade (see Pervading series No. 2). The ink landscape
tradition generally placed no importance on lighting. It seems only Gong Xian did so. This
lighting was achieved through the use of the unpainted areas of raw scroll paper, and was of

course brought into being through the contrast with the thickly accumulated ink. Some have
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even conjectured that Gong Xian was influenced by the lighting in Christian lithographs.
Liu Guofu has transformed Gong Xian's technique. He also uses layers of accumulated
paint, but the use of thinning agents diminishes the oil property of the paint. The retention
of the blankness on the bottom level of the painting, its contrast with the surrounding grays
and blues, and the heightened sense of lighting through white tones, fill the painting with a
ubiquitous white jade texture. Liu Guofu perhaps also borrowed from Wang Yuanqi's formal
accumulation of concentrations of qi. These concentrations possess the growth of atmosphere,
owing to the sense of light inherent in oil paint, but because of the generative properties of
water and the brushstrokes, this sense of light has been infused with a sense of qi. Meanwhile,
the addition of a sense of twists and turns to a scraped brushing technique creates a series of
turning waves that unfold like waves of light and ripples in water. They are able to produce
a contrast with the central jade loop, like infinite energy and qi radiating from the center of
some chaos.

Finally is his transmission of the snowscape painting tradition. In this tradition, the snow is
not directly painted. That would be nothing more than formalism. Instead, the artist paints
the idea of snowy white. Liu Guofu's works seem to collect the white ashes of the burning of
spiritual passions. The artist has kept these ashes, which seem to still be warm. Liu Guofu's
inner sadness is expressed through the elegiac character of modernity. The blue gray tones
are the formalization of these remnant ashes. This passion which blooms in the face of bitter
cold and suffering brings painting back to its fundamental root, the mournful or protective
acceptance of the burning passions of materiality.

Liu Guofu's works flow with a great air of simplicity and gravity. After these ashes have been
received by the painting, it is like a snow-filled sky, like disappearing and fluttering flakes
of snow, but they have been collected by the artist, and after their baptism in Gong Xian's
accumulated ink technique, these gray-white concentrations bring a sense of the temporal
texture of jade, a sense of coldness. The cooling of the overheated revolutionary passions of
modernity is the modern transformation of the jade texture of life from Chinese culture. This
inner transformative power has collected infinite natural energy, and has the properties of the

concentration of spirit.

Liu Guofu's art also possesses Zhuangzi's transformative method of the "usefulness
of uselessness." It takes seemingly useless, obliterated brushstrokes and retains them,
transforming discarded, useless brushstrokes into great usefulness to construct the entire
painting. This method of destruction and reconstruction resembles Giacometti's painting
method, but Liu Guofu's brushstrokes are softer. He has more consciously utilized the
principles of "remnantization."

Modern art must face dissipation, the dissipation of things, as well as the uncertainty and

dissipation of art itself. Thus, the art of painting has faced, in the most total way, its own



crisis: the impossibility of fixing the appearance, and the uncertainty of art itself.

Dissipation is dispersal, drifting away, fragmentation. The world is in an unstoppable state
of passing away, turning into ruins, constantly dispersing (this is also why Liu Guofu painted
the Pervading series, such as No.15).

But why dissipation and dispersal? It is because the awakened modern individual can
no longer be controlled by any organization or group. The modern individual becomes a
singularity, and the relationship between one singularity and the next can no longer be
rearranged for any cause. They can only be connected by the distance of their dispersal. The
closer they are, the farther they become. There are no more alliances of any form, except to
affirm this dissipation. Ontological temporal dissipation has become the only theme for art.
There is no longer a whole, unified world, no more nostalgia for unity. Any unity will lead
to violence, and certainly to dissolution. The turning of this dissolution and dispersal, this
passing and fragmentation, into the only theme in art, without drifting into dreams of unity, is
the most total self-awakening of art.

Twentieth century philosophy is also an affirmation of this absolute dissipation of the singular
individual. Whether it is Nietzsche's wanderer, Benjamin's scavenger or vagabond, whether it
is Heidegger's "being towards death," or Deleuze's haecceity, whether it is Foucault’s surplus
of life, or Jean Baudrillard’s predestined materiality, whether it is Barth's lovers’ chatter or
Derrida's phantoms, all are affirmations of this inevitable dissipation and loss. It was because
of this that Jean-Luc Nancy and Maurice Blanchot discovered the non-acting, inoperative
community, the community of indescribable lovers.

In the painting art of the twentieth century, whether an artist’s work possess experience of
dispersal, whether it is a documentation of the artist's disposition, and whether it consistently
and absolutely affirms dispersal are the markers of an artist’s sincerity.

We see the total affirmation and expression of this dispersal: the once realistic and solid
lines and forms are no more. Even though Cézanne dreamed of the solidity and timelessness
of the classics or museums, the edges of the forms in his still lifes are not closed, but
scattered. His late-period brushstrokes vibrate in the empty air. This vibration is precisely
the cosmic resonance Rilke expressed in his elegies and sonnets. It is also the observation
of nature Cézanne wished to realize in painting. This dissipation has become the basic
language of painting, most clearly expressed in the brushstrokes of modern painting. It
has completely discarded the representation and realistic modeling of tradition. In Monet's
writing of vegetation in countless brushstrokes, and particularly in Van Gogh’s thin,
staccato brushstrokes, the strokes do not form a whole. Van Gogh’s portrait brushstrokes are
particularly scattered and broken. Giacometti cut so close to his portrait subjects, but his
individual strokes are dispersed. On one hand, it seems as if he is clarifying the focus, and
aiming to clearly shape it. We can even identify the subject. On the other hand, however, each

line, each shape, is made from brushstrokes before they have been smudged and dissolved,
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one instance of depiction after another, one instance of dissolution after another, each act of
dissolution reconstructing the possible subject, giving it more solidity. This reverse reshaping
confronts dispersal and affirms dissolution, but it also encapsulates, or internally reverses,
the possible focus of direction. This is only a potential concentration. It does not form
into a fixed shape. There is yearning for solidity, but it preserves an absolute affirmation
of dissipation. It still remains in a state of dissolution, with many intervals within. The
dissipation is for opening up these intervals in the plane, these non-dimensional intervals.
Even Giacometti's sculpture appears coalescent, but in the inner contraction of thinness and
length, it seems to be pulling itself apart. The many bumps and ridges appear as if they are
about to fall off. Sometimes the sculpture is so thin it appears ready to snap at any moment.
This is also an affirmation of dissipation and ruin. It is like Derrida's thinking on self-
portraiture and drawing. It begins with ruin. It is the concentration and disappearance of
thought.

After the whirling and scattering of lines on Pollock's giant drip paintings, Twombly's
painting further magnified the affirmation of dissipation. His early works were
extemporaneous smears and disintegrations of words. His middle-period works were the
darkening and dampening of color, the scattering of natural scenes. His large late-period
works were the downward trickling of color lines, an irrepressible downwards flow. There
was rhythm, but it was an affirmation of randomness and serendipity.

In Liu Guofu’s Pervading series (Pervading series No. 10 and Pervading series No.ll), we
see a naturalness of nature, the swaying of natural branches in the light. The lines of light
and branches are almost perfectly fused. It seems as if the painter is not actually painting
branches, but is instead painting the light of the world, the breathing of existence, the
scattering within the overlap of times. It is the coalescence of the fleeting moment, and the
branches contain the piercing pain of thorns. It is in a field of distraction, but it encompasses
an inner burning sensation. The artist has humbly concealed it in the growth of the branches
and the dissipation of the overall atmosphere. It has been concealed or protected within a
poetic illusion. As the painting is permeated by an air of spiritual aura, it generates a poetic
melody —these branches are like movements of the melody. This is an ode to existence, the
inspiration the artist has found in close listening to music, which he has transformed into
breathing rhythms, melodies and branches. These surging branches are also lines of natural
poetry. They seem as if prone to snapping, but they are so firm and tenacious, while also
growing in a reserved fashion. The painting is also shrouded in a dark blue, the poetic caress

of the spirit aura, poetic redemption from nature.

In confronting dissipation, the artist must form his own constellation: it appears condensed,
contracted or crystallized, but they are actually dreamily articulated between dissipation and

shimmering.



The constellation appears to be in conflict with dissipation and syncope, because syncope and
dissipation absolutely exclude any concentration or crystallization. If that is the case, why
must the artist form a "constellation"? Let us gaze at the starry sky. The countless stars are so
distant from each other, but through the projection of the imagination, they construct a series
of possible images. They glimmer, and some, like shooting stars, disappear. The imagination
projected on them is neither clear nor fixed. It is always in a state of change, like the rolling
clouds. But these stars also contain inspiration on eternal crystallization.

In philosophy, the constellation differs from Max Weber's "ideal type." It somewhat resembles
Nietzsche's free spirits of the future. The term "constellation" comes from Benjamin's
imaginings of Surrealist art, and was transformed into the "dialectic of the static image." The
constellation is a cluster of stars of ideas, in that the relationship between past and present
is merely a momentary coalescence, but this momentary flicker of a connection reactivates a
broken link between past and present, which were never directly connected in the first place.
This coalescence is dreamlike. It is not clear rationality. Or perhaps it is like a daydream,
always in a swaying state, constantly shifting (like the chora as considered by Derrida).
Twentieth century painting also attempted to bestow this constellation with different
morphologies. Whether or not we can rediscover the constellation, and construct possible star
clusters, will be manifest in artists’ abilities to imagine the future.

Take, for instance, the cube shapes or apple forms in Cézanne's works. Those stacked apples
are a "constellation" of pure color. They seem to still be naturally growing, still rolling
with a sense of flesh. The haystacks and water lilies in Monet's works are the last brilliant
elegies and chants before disappearance. This is also the case with Van Gogh's starry skies
and sanatorium trees. It is also the case with the lumps on Giacometti's sculptures. They
appear to be internally condensed, but actually, when these long, thin or diminutive withering
forms begin to walk towards one another, they create a phantasmic space. The thinner
they become, the more intervals are opened, removing the fat of space. It is the same with
Giacometti's portraits. The more disintegrated and repeated the brushstrokes, the more thin
and fragmentary, the more it shapes a clear, concrete shape and bestows it with solidity and
certainty. If we look closely at the brushstrokes, we find they are scattered, but they force
out the inner spirit of the concrete image. Thus, the emergence of the constellation reveals
and draws the distant soul closer. We see this in Giacometti's drawings as well. They are not
depiction but description, writing carried out one stroke at a time, evoking the Chinese use
of the brush. This is certainly not the palette knife. There is also the repeated dilution of the
paint, just like ink. The overall tone is dark, with gray and umber tones. It is a new writerly
technique, the writing or summoning of the soul.

It is also the case with Twombly's late-period paintings, where great swirling strokes of the
brush create whirlpools of love that shimmer like roses, pouring everything into their own

blooming —embracing the coming and passage of time. Those color lines that dissipate and
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drip downwards, those nearly vertical color lines, are subject to the earth's gravity in an
affirmation of the ephemerality of the body. That turbulent, whirling inward contraction, the
interaction between the flowers, and the blur swallowing the flowers from the central stamen,

are a daydream cathartic release and chant at the moment before the constellation scatters.

After Benjamin contemplated art in the age of mechanical reproduction in the 1930s, there
has always been a question of how to bring about the halo or aura. Technology cannot bring
about the aura. What about its opposite, nature? Benjamin did contemplate the possibility of
the natural aura, but Western modernity has never fully engaged this line of thinking. When
Chinese artists reactivate the naturalness of nature, and use new vision and techniques to face
nature, what kind of new aura will descend?

The halo or aura require the burning of the spirit. This is the aura from nature.

The spirit needs to burn. It will select a special material that can stand the test of its
scorching flames. The soul needs a body. It will entangle, temper and torment this body,
making it change. The world of art and this mortal world are only different in small ways.
Painting makes this difference visible. The moment of burning is fixed on a limited, two-
dimensional plane. The spirit and soul are revealed here, but they are still distant from us.
The allure of painting lies in this distant shimmer.

This difference, or "interval," established between the visible and invisible by the painted
plane, requires the artist to invent his own grammar, a syntax that belongs to the artist
alone, a musical phrase, like the phrasing in Marcel Proust’s In Search of Lost Time. That
is the moment a glimmer of memory illuminates the original scene. The reason Zao Wou-
ki was remarkable in the 1960s is that he took the once rigid oracle bone characters from
ancient China and transformed them through writing into painted brushstrokes, sometimes
with the broadness and astringency of chapped brushwork, sometimes with a cloudy effect.
This syntax produced an extremely vivid flavor of Chinese ink painting. Today, Liu Guofu,
a Chinese artist with a great love of Western classical music, is using his own unique
brushwork to create a phrasing that is his alone. We could even venture that it is even more
natural than Zao Wou-ki’s, possessing more concentrated spirituality, because that painted
plane emits a scorching yet cold halo, nurturing life from the beginning of the chaos.

In Liu Guofu's paintings, we have seen many "trees," as in Open Space No. 8, or tree
branches, but they are not actually trees or branches. They are remnant images of nature.
These are living forms that are still growing, but also internally coalescing. They have a blue
of flame, and radiate an enchanting blue light. These are creations of Liu Guofu's unique
brushwork.

On the level of technique, Liu Guofu employs the permeative and absorptive properties of ink

to transform the properties of oil paint. Oil paint is by nature covering and additive, but after



being repeatedly washed with the properties of water, the original paint has been wiped away,
but each brushstroke still remains, like the traces of ink painting. These remnant traces have
the breath of diffusion. A series of acts of destruction and erasure leaves behind countless
remnant traces. This is the construction of the painted plane through useless brushstrokes,
Zhuangzi's principle of the "great usefulness of uselessness." The shapes in the painting
are constructed through countless remnant traces. On the detail level, they are all useless
brushstrokes, but as a whole, they possess an indivisible remnant image.

These "tree-shaped" artworks are truly dense forests of atmosphere. This term from
traditional Chinese painting finds embodiment for both layers of its meaning here. On one
hand, it resembles a forest covered in fog, giving it atmosphere. On the other, the whole has

been diffused. Infinite possibility appears to flow through it.

Liu Guofu's transformation of this principle is actually along the same lines as the painting
and sculpting methods of Giacometti. The difference is that Giacometti's forms are mottled
or damaged bodies created by destruction or "chopping." The technique is primarily
disintigrative, while Liu Guofu's is absorptive and growing, indistinct and agile. These
infinitely disintegrated and reconstituted tree forms appear similar to Giacometti's works, but
they are more crystallized, and yet softer as well. This is quite magical. On one hand, they
are condensed into crystalline form, but on the other hand, they are so soft, and continuing to
thin out and empty themselves. How can this be? This is due to Liu Guofu's use of the dual
effects of ink and oil painting: oil painting coalesces, while ink washes and dilutes. Between
destruction and retention, the two form a tension, and it is this tension that shapes these

forms.

The painting is filled with forms like flowers of dancing blue flame. The scorching body
seems to be dreaming of an eternal, ageless cold shell. Here, Liu Guofu is consciously
maintaining tension between extreme hot and cold, creating depth in the painting between
the tangible and its rejection. This is the perceptual depth generated by the "phantom brush."
Thus, it is not the spectral body of Giacometti's works. Instead, it is a more richly spiritual
and vivid being. It is a tree sprite, smoky yet concentrated, the soul of the trees calmly
expressing.

In Chinese contemporary painting's efforts to rewrite modernity, it has attempted to begin
again from late-period Cézanne and Monet, to erect a connection between the absolute eternal
and fleeting impermanence with "nature" as the medium, and to turn back the direction that
was followed by Cubism and conceptual art to return to nature, to discover the elementality
of nature. These tree-like forms possess the atmosphere of life, of living things in the midst

of revival. They are Giacometti's phantoms reincarnated as living individuals with souls.

These tree shapes seem almost human. Is this the original Adam? It is that first elemental
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body into which life was breathed. This is the reshaping and reimagining of life. This is a
highly condensed body, but this body is still growing, interacting with the bodies around
it or with the atmosphere that envelopes the entire painting. This is the encapsulation and
fusion of which Cézanne dreamed. This is a newly created life form. It is even a Sarira from
Buddhism, a crystallization of the air of life. This is a sprite-like life form.

This crystallized life is an eternal body, like the "death fire" Lu Xun envisioned at the
beginning of Chinese modernity in Wild Grass. This is a death fire that still burns, an
undying concentration of life and death, a crystallization of eternity. But it also concentrates
the flames. It is the fusion of the two formal languages of literature that Italo Calvino found
irreconcilable in Six Memos for the Next Millennium—crystal and fire. It continually retains
residual heat, and can turn remnant things into ageless eternity. This is the embodiment of
Liu Guofu’s powerful spirituality.

Some of these shapes even come out from within the painting, radiating light from
immeasurable depths, exhaling the breath of dark orchids, coming from the great distance.
Could this be the image of the "ice-skinned woman of virgin grace" from Mount Guye that

Zhuangzi described in Carefree Wandering? She is cold and pure yet full of allure.

It is as Liu Guofu has said, "Abstract and concrete are both limitations. Having no boundaries
whatsoever is also limitation. Between semblance and non-semblance: the semblant or
remnant image."

Thus, the Open Space series and Pervading series does not fall into the distinction between
concrete and abstract. Instead, it empties the two. That is because it maintains the growth of
the chaos, and generates it as a "remnant image." Due to the dialectical tension in the image,
the appearances are in a state between chaos and growth, at once dissipating and coalescing,

vaporous yet fused. This is the arrival of a new aura.



5. The Beauty of Dark Blue: the Poetic Fusion of Light and Qi

Western classical painting used architectural compositional modes of perspective and fixed
colors to open up a symbolic space to take in the presence of the Christian holy spirit. This
continued until the Impressionists used natural light to open up new possibilities. But how
to open the depth or invisibility of nature? This was the problem that plagued Cézanne.
This was followed by the extraction of forms by the Cubists, which evolved into the pure
geometric abstraction of points, lines and planes, then by the extraction of deep emotion by
Abstract Expressionism and the substantiation of Minimalism. Throughout this progression,
the elementality and depth of nature were forgotten. This dimension still awaits reopening.
We have seen the return of this depth in the works of Liu Guofu.

The two-dimensional plane of painting still awaits a more total restoration. First is the
question of how to bring the "fourth dimension" from science, which Marcel Duchamp
contemplated when he abandoned painting, back to the plane. This amounts to the full
revelation of temporality. The absorptivity of Chinese ink painting and the simulation of the
growth of nature make this possible. Second is the opening of "non-dimensionality," that
bottomless abyss or chaos, which keeps temporality in a state of diffuse generation, like an
event on the horizon of a black hole, or the tremors of a "gray hole." It is just the flow of
diffuse remnant images, mere hints at form. But this remnant image must possess the beauty

of aura, the beauty of illusion, the beauty of emptiness.

What is this "aura"? It is the integration of the light aura and qi aura, and since it is
connected to the "reverse gaze" of nature, writing must return to nature. Why aura? This
term, which comes from the mysterious George Circle, and from long poetic traditions
tracing back to the Middle Ages, which was clarified into concept by Walter Benjamin, and
is connected to the poetry of Baudelaire and Rilke, why is it so important? At its beginning,
modern art confronted nature. The shifts in natural light brought an aura of light and color.
This is connected to photographic technology. But as Benjamin's research showed, Western
modernity then shifted towards technological reproduction, digital reproduction and cinematic
reproduction. How can that possess an aura. There then emerged an anti-aura, a non-aura
and a false-aura. The false aura that emerged in idol figures and Political Pop possessed
only display value, empty shadows and their cold allure. They had lost the true aura, that of
eternity.

Why is this so? It is because there are two possibilities for the aura. One is to move towards
technological reproduction, growing in symbolic and semiotic value. This led to the
simulation and illusion of the system of things. The other possibility is to move towards the
aura of nature, the aura brought by nature. Benjamin pointed this out, but few in the West

followed in his footsteps. It is in this passage: "If, while resting on a summer afternoon, you
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follow with your eyes a mountain range on the horizon or a branch which casts its shadow
over you, you experience the aura of those mountains, of that branch." This aura of nature
has not been thoroughly pondered in philosophy. Heidegger in his later years shifted towards
natural "releasement" (Gelassenheit), opening up to the growth of nature, towards thinking
on the elementality and scenes of nature. Maurice Merleau-Ponty and Gaston Bachelard's
thinking on the elementality of nature opened up a dimension that had long been suppressed
in the West, a dimension like writing. Writing must be linked to nature, rather than just
connected to technology —as it was with Derrida—or just connected to the desires of the
body —as it was with Barth. Otherwise, it will lead only to an illusory, nihilist impulse
towards death. This was the case with Pollock's drip painting, which possessed the most
thorough experience of the syncope of chaos, and a material expression of dissipation and
dispersal, but in the end, it led to a frenzy, and that is because the writing was not brought
back to nature. It did not allow for the agency of nature. It did not allow for natural growth,
rather than death, as the direction of the will, and was thus too much of an expression of
the subject's desire. Twombly in his later years was able to avoid the frenzied writing of
the body, and restored writing to nature. Whether it was the abstract landscapes or the rose
storms, these works appear to be torrents of desire, but they listen the most closely to nature.
The use of writing to absorb syncope, dissipation and constellation, and to be able to
reactivate the aura of nature, this has been the unfulfilled dream since Impressionism.
Monet possessed properties of nature, but the written aspect was insufficient. Cézanne had a
constellation sense of diffusion, and his late-period watercolors had a naturally flowing sense
of breath, but he never realized it as fully in his oil painting. The character of writing began
to emerge in some of his works, such as his small paintings of bathers, where the figures
were written like sketches. This is an aspect of Cézanne that requires greater understanding,
and is why we are proposing an infra-mince art. It was even more so with Van Gogh. Self-
emasculation or being engulfed in syncope led to suicide. Since he did not return to the
connection between writing and nature, he was unable to dispel the anxiety of the subject.
The aura comes from nature. It is the non-action of the will. Nature must be allowed agency.
The human subject retreats and yields, allowing a silencing operation of nature.

A new understanding of the spirit entails moving towards to an activated "atmosphere aura"
of natural elementality. Aside from awakening the natural ink view on nature from Chinese
culture, this also requires a rewriting of history, a return to Impressionism to begin again.
This is not a return to Impressionism’s simple reception of Japanese Ukiyo-e art. Instead, it is
Chinese artists returning to nature and writing to forge a new link between image and text, to
absorb the three forces of syncope, dissipation and constellation. This is the fundamental task
for future Chinese painting.

But this aura must come hand in hand with poetry. Without poetry, how can it possess the

discourse of modern Chinese aesthetics? How can it make a unique contribution to modern



aesthetics?

What is poetics? Poetics is an inner poetic essence. First, it is expressive. Without this
expressive nature, there can be no poetry. But what about the lofty expression and deep
emotion of painting? This is an explosion of the subject’s desire and vitality. Poetry
is contained by verse, especially the verse within, the constraint of the subject. In Liu
Guofu's earlier series, Alien Realm, we see thick poetry. In the decline and dignity of the
withering willow, both sadness and romanticism are present. Second is naive innocence. This
innocence is the poetry of nature, the growth of nature, rather than the self-consumption
and explosion of the subject. Poetics is the sense of overarching coexistence between man
and the world. Liu Guofu's painting stays always within poetic growth. Third is the realm of
ancient elegance, a realm from before humanity that transcends human desire but can purify
the human heart. This is the spiritual direction of the color tones in Liu Guofu's painting.
Finally, poetics is charmed memory, the infinite dependence on memory that forgets death.
It is a thought-provoking dialectic game between oblivion and memory. The dialectics of
Liu Guofu's brushstrokes forms an endlessly engrossing poetry between dissipation and
coalescence.

The most important task facing Chinese contemporary art at present is the reconstruction
of the inner relationship between poetics and art. Artists must allow modern poetics to
permeate their individual senses, production methods and notions of the possible, so that
contemporary art may return to its deep, broad system of literati aesthetics and emerge as a
new, comprehensive poetic art, and summon that coming and arriving "celebration of nature."
Let nature once again become the core of art. Let poetry rule art, rather than the desires and

concepts of the individual.

We have seen, in Open Space, that Liu Guofu has opened the energy field of life. A series of
concentrations of qi appear to be a transformation of the Mi-style clouds of Chinese shanshui
landscape painting. This is a dissolution of the ability to perceive shapes, a fusion of the
"sense of qi" and "sense of light," an unimaginable union of the elemental natures of ink and
oil. The living presence across the entire painting is leaping like flames, the breathing of the
chakras.

Waves of light ripple in the depression, and the light permeates the densely woven vegetation.
Like moss or lichen, it has a dark blue beauty to it. It is also a transformation of the Chinese
cultural view of the cosmos, with a round vault over a square earth. It constantly squares
the round and rounds the square, a flow of atmosphere and qi. This adjusts the square
plane of painting, making it as if the painting is revolving. From within the depression,

light waves flow forth, the mysteries of nature beginning to reveal themselves. This is the
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opening of non-dimensionality. This is a diffuse light, tree-branches of light (Pervading
series). The spreading branches simulate fractal geometry. This is sacred nature. It is a
further concentration of the concentrations of qi in Wang Yuanqi’s shanshui landscape
painting, an activation of Gong Xian's ink accumulation into potential growth in oil painting,
a transformation of the permeation and boiling of Mi-style clouds into flows of qi, and it
has found its own rhythm on the edge of the destructive change of modernity. Thus, it also
transforms Giacometti’ painting methods, but it pushes them towards the soft and sublime,
towards the silencing revolution. There is a depression in the plane, but it does not fall into
the illusion of depth. It nurtures the juncture of growth. The painting calls on us to soften
and meld our own perceptions into the light waves, to find sweet sleep in the branches. The

breathing shadows stir distant dreams. This is the arrival of the aura of natural poetry.

The new painting still must begin again from Impressionism, because that was the first time
the West confronted vivid, living nature. For instance, Camille Corot's landscape paintings
preserved the transparent qualities of classical art while also possessing an infra-mince sense
of breath, but Corot still fell into the visual shackles of perspective, and was unable to open
up the depth more internal to nature. For that, one must uncover a richly diffuse energy of
life. Once Cézanne began modeling in pure color, how would he continue to maintain this
transparent quality? We see this aspiration in Cézanne's late-period paintings, but how can
that be transformed into the transparent infra-mince feel in oil painting, while also presenting
the depth of nature? This method of infra-mincing oil painting is extraordinarily difficult
for Western painting. Later on, Gerhard Richter was only able to achieve transparency and
openness, but he lost the depth of nature in the process, with works that were too realistic.
This requires that the artist transforms the entire painted plane into a transparent veil, or even
a mysterious seven-layer veil. Only an artist deeply steeped in the principles of permeation
and permeability of Chinese ink painting can complete this task. The task of painting is to
preserve its pursuit of permeability and transparency on the plane, but not just through thin,
flat layers of color. It must be layers of stacked transparency, the more layers stacked, the
more it breathes in transparency. This can only be done by awakening the permeability and
growth of nature.

Liu Guofu's recent Open Space series has responded to this challenge. He has always pursued
the radiant, elegant textures of classical transparent painting techniques, and incorporated
the thin, permeable textures of Corot's landscapes, but also infused it with the Chinese
obsession with the patina of time and the texture of jade, to produce a new "diffuse color."
Liu Guofu has invented his own infra-mince painting technique, one that makes ample use of
the permeative principles of ink to alter the qualities of oil paint: many layers seeping over
each other serve to dissolve the oil paint multiple times, allowing it to release its internal

diffuse atmosphere. In this way, the painting conveys the growth of atmosphere, rather than



the mass and saturation of paint itself. It is no longer the piling and weight of oil paint, but
the thin, permeable and enchanting breath. After multiple imprints, the painting presents the
transparent texture of jade or the texture of patina. The small clearings in the dense forest
are overflowing with infinite vitality, opening up a diffuse, saturated and mysterious field
brimming with jade-like light. Liu Guofu's "phantom brush" has restored Gong Xian's dream
of a fusion between light and qi, and it is a sense of light that is alluringly foggy. It is also
the gray and gray-blue of ink. It at once possesses the white transparency of light (light aura)
and the dense diffusion of ink (qi aura). He has re-incorporated two seemingly irreconcilable
principles (forming a new aura or naturalized color tone), incorporated the transparent white
of the Western sense of light with the empty, spiritual and permeable black of the East to
form the dreamlike, soft beauty of "dark blue."

Dark blue is the most beautiful hue of Chinese culture, because she has accumulated the
contemplation and helplessness of time. This is the most poetic color. It has absorbed the
energy of black, but does not fall into the void. It has anticipation of light, but does not
fall into the impulse of sacrifice for the sublime. This is a new fusion of yin and yang, an
unimaginable integration of Western light and Eastern diffusion. Liu Guofu's "phantom
brush," between the lightly whirling vibrations or remnant shadows and hazy poetry,
dissolves forms while preserving the details of the brushstrokes, corresponds to the hazy
atmosphere of traditional painting, but it is more vivid. It is the first revelation of the fusion

between of the diffuse colors and aura of nature.

The opening of this new non-dimensionality of the invisible requires a new system of color,
like the color system that Cézanne discovered in his late years, which diverged from the
system of supplementary color or illumination used by the Impressionists, and shifted towards
the autonomous construction of pure ontological color and melted shapes, or a color system
of the depth of nature. Though it was later carried on by abstract painting, in Cézanne's late
years, this "depth color" was fundamentally connected with the elementality of nature. Later
developments in Western art canceled this connection. Now, in the appeal to a rewriting of
modernity, this depth color awaits reconnection to nature, and to be spread once again. This
is the coming of Chinese color or a new system of jade color.

There are multiple systems of color. For the West, there is the traditional system of
fixed color, where white presages the arrival of the sense of light. The prismatic and
complementary colors of the Impressionists were discovered by facing the shifts of light in
nature. Later, abstract painting utilized geometric or musical constructs of pure color, or the
unearthing of deep emotions, to move towards either tragic sacrifice, pure monochromatic
painting, or so deep into the "invisible" as to cancel out painting itself. If there is still to be
painting, then it must discover a new sense of color to reveal the "invisible." The West has

always lacked discoveries in this regard, and the later Pop art and conceptual art seem to have
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abandoned the task altogether. On the other hand, Chinese art possesses two color systems.
One is a system of mineral pigments related to Western fixed color, which later settled on the
"colored painting" system of blue, green and umber. The other color system was the "plain
color" system of ink painting, in which black ink is subtly differentiated into five different
shades for a prosaic, bland, yet elegant feel.

How, then, can we discover a new color system in oil painting? This is necessary for the
invisibility of nature. Modernity has made everything visible, controllable by technology, but
how can allusions be made to the invisible? How can it open to the world of the unknown?
In Liu Guofu's works, we have seen a new sense of color, one that possesses the color
contrasts of Impressionism, as well as the sense of umber, green and blue from the Chinese
fixed colors. But this is not the fixing of uniform colors. It also possesses the depth colors
of Cézanne, but here they are more diffuse, melded with the jade texture that is unique to
Chinese culture. This jade texture is an accumulation of human atmosphere. It is the patina
of time, and it possesses a texture of gloomy light. It more richly incorporates the temporal
light aura. Drawing from the flows of natural elementality, this new aura of color and light is
the natural aura Walter Benjamin dreamed of in the age of technical reproduction, and a color
aura which the West always lacked.

Unlike the color contrasts of the complementary color system, the umber or blue-green in
Liu Guofu's works is just a tone. The overall tone appears to be umber, but each stroke of
the brush, each color field, is infused with other colors. This is "diffuse color," a diffuse
color with primal chaos as the background, which continues to diffuse. This is more than
just the mixing of color. It also draws from the ink painting technique of coaxing multiple
shades from a single ink. There is one overarching base tone, but as the painting unfolds, it is
infused with other colors. It even draws inspiration from Cézanne's late-period watercolors.
Art historians have noted that Cézanne's watercolors appear more natural, more blended,
more innocent. For Chinese artists, they perhaps appear to have more of an ink painting
flavor. The infusion of the absorptivity of ink painting brings diffusion to the sense of color.
The entire painting is adjusted by the overall tone, as other related colors quietly fill the
canvas, presenting a diffuse sense of color.

Cézanne once said to Joachim Gasquet, "All the tones blend into each other, all of the
volumes interlock. There is a continuity... What is magnificent is to bathe a whole infinite,
immense composition like this one in the same muted, warm brightness, to give the eye the
lively impression that all these chests really breathe like you and me, breathing in the golden
atmosphere that saturates them. I’m sure that basically it’s the underpainting, the hidden soul
of the underpainting, which links everything together and gives this strength and lightness to
the whole ensemble." If Cézanne always doubted his ability to open up the inner mystery in
nature, I firmly believe that Chinese artists have already clearly opened up this base tone, this

underpainting in sunset tones marked by the void of modernity. This is the unique texture of



life Chinese artists have found through the incorporation of bleakness and suppleness, of old
wisdom and youthful love.

The invisibility of nature, in the bleak realm of time, emerges as the "color of dusk." In
lamenting the passing of painting, Cézanne remarked that we have all been shrouded in the
color of dusk. He was right. The future painting is shrouded in this color of dusk, while also
nourishing infinite vitality. In the gray-blue, gray-green or Chinese dark blue tones of Liu
Guofu's previous works from 2012-2013, we have already sensed the arrival of this color
of dusk, but it is not a morbid gravity. To the contrary, it is the adjustment at the moment
of "transition." Modernity is always in a state of transition and adjustment, pacing between
timelessness and impermanence, adjusting between desolation and brilliant recollection,
filling the painting with the tension between biting cold and scorching heat. He has infused
his more recent works since 2014 with umber, green and blue more richly imbued with natural
elementality, as well as mist and rain, beautiful and thought-provoking. We could even say

i

this is a new "biomimetic color," containing synthesis or mimesis of the vitality of nature. It
has reconstructed the Chinese aesthetic sense of color between semblance and non-semblance,
though it is closer to non-semblance, more diffuse, more infra-mince and transparent. It has
a sense of ancientness. It is a condensation of the temporality that precedes nature. Thus it is
cold and bleak. It is the "patina color" of time. This encapsulation of the transparent white of
time is a modern embodiment of the coldness in Chinese shanshui landscape painting.

In the works from the Pervading series, we see countless details like branches amidst a
diffuse atmosphere. The repeated covering of brushstrokes and the seeping between them
brings a fluid atmosphere akin to ink painting. Each detail is its own world. Some details even
evoke Dong Yuan's Images of Xiaoxiang from the Five Dynasties period, with that remnant
flavor of mist over the vegetation. These countless brushstrokes seem to be sparking each
other. An infinite potential is contained within the painting. The growth of the brushstrokes
is an expression of the vitality of nature. Under the condition that the overall "diffusion" of
the painting is maintained, countless "vaporous" details unfold, but the overall painting still
concentrates on an open, plaza-like space in the center, to the point that the blankness in this
area seeps out into other parts of the painting. This is the permeation of "infra-white."

Today, no one has restored Gong Xian's dream of fusion between light and qi to the extent
of Liu Guofu. Another Nanjing native, Liu Guofu has carried on the remnant tones of
the late Ming dynasty in his work, and taken them through a modern transformation. The
vertical lines have a descending force, but it has been muted by the white and blue-gray
tones. This sinking feeling concentrates the burning of passion and cold contemplation,
bringing a powerful visual chill. This is the tranquility that follows the burning of modern
individual passions. The sense of space in the painting also incorporates Western space with
the blankness of Chinese color. In the process of emptiness, it avoids the limitations of the

concrete, as well as the vapidity of abstraction. Between semblance and non-semblance, it
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veers closer to "non-semblance," and yet it allows the echoes of the brushstrokes to expand,

filling the phantom brush with remnant meaning.

Dark blue encompasses the most magnificent "color of darkness" from Chinese culture (as
in Open Space No. 2, No. 30 and Pervading series No. 15), forming the base tone of the
painting. This enchanting tone, after highly infra-mince technical rendering, gives a smooth,
clean finish to the painting, a sense of jade texture, calling us to touch it. This sense of touch
echoes the essential properties of the traditional snowscape painting, "as if made from white
jade, bringing clarity to the soul." This jade ring opens up more than a plaza-like open space.
It is the eye of the soul. It comes from the heights of the soul, and these great heights induce
syncope, a feeling of looking back on this scene from a century into the future. It is that last
remnant image seen by a departing soul looking back one last time with infinite longing for
life. It is the enchanting syncope. It is the most beautiful sight in the mortal world. It is the
poetry of Li Shangyin's verse, "The warmth of the sun coaxes jade mist from the blue fields."
This is the aura of temporal accumulation, marked by the jade texture of the patina of time.

Or perhaps it is a brownish yellow, the intersection of warm and cool, as in Open Space
No. 37, the spreading tree branches as if washed in a syrup of jade, the lights and shadows
blending together to bring a haze down over the entire scene. The painting is permeated by
an umber flow, enchanting and intoxicating, as if seeing is not seeing but is instead sipping
a fine wine, and we can breathe together with the diffuse light in the painting. Gazing is not
viewing, but instead allowing the gaze, the body and the mind to be absorbed by the painting,
enveloped by it, bathed by it. This brownish yellow is an illusory projection of time, a dream-
like scattering that also contains the backwards gaze of advanced age. It at once possesses
"ancient elegance" and the "emerald hue of youth." This is the modern manifestation of the

"bleak resplendence" of Chinese culture.

Another aspect in which Liu Guofu's painting possesses modern aesthetic significance is that
it is Chinese painting in the truest sense. It must confront three elements: decadence, ancient
elegance and growth.

This is a decadent, vulgar era. No individual is a success. Defeat and decline are the essence
of existence for the modern individual. The artist must express unavoidable, ineradicable
decadence or traumatic memories, dejection or irretrievable loss, the lateness of the hour
or the incontrovertible fact that the hour has long passed. In the West's first narrative of
modern artistic aesthetics, it received this decadence. This is the decadence and dejection
captured by such works as Baudelaire's Le Spleen de Paris. From Cézanne and Van Gogh, on
to Surrealism and then to American Abstract Expressionism, whether it is Newman's "zips"
or the blurring of the boundaries of Rothko's color fields, all are affirmations of individual

trauma and defeat. The West's second narrative of modern artistic aesthetics was dominated



by decadence. It was, on the one hand, anti-sublime, setting out more consciously from the
decadence. This was the case from Dada to Neo-Dada, on to Pop, and then to Twombly.

If there is a new Chinese poetic painting, it is that which uses ancient elegance as a balance
against the decadence. In this vulgar era, it cannot entirely set out from ancient religion, but
it cannot be entirely without faith, either. Here there emerges a poetic solution— "ancient
elegance." It is distantly ancient and elegant, but not classical. It is not the classical elegance,
but it makes classical appeals. This is a more remotely ancient yet refined experience. Only
by encompassing the great elegance of remotely ancient temporality can it resist against the
vulgar tide. But it does not transcend the vulgarization. This is a new, inner transcendence,
just as Liu Guofu's painting appears so refined, but is at the same time also so contemporary,
as it has taken in the references to fragmentation and dispersal.

Ancient elegance can also move towards technical operation. It just needs the balance of
natural growth. Liu Guofu's painting has continually ventured deeper into the abyss to touch
of natural growth and the growth of the fusion between light and qi, so that nature can absorb
the fluids of natural existence from its roots, from our breath, from the illusion of beauty
or the unique phantom brush, and from our very nerve endings, to dissolve our desires and

anxieties.

Liu Guofu’s painting, with its reverse reconstruction of the "phantom brush" and "infra-
color," simultaneously dissolves and constructs, fragments and condenses, makes him a
leading figure of of Chinese contemporary "infra-mince art" and the "aesthetics of infra-
mince color." Together with Qiu Shihua and others, he has revealed how Chinese painting

will move out into the world, into an absolute bearing.

153









[ ES

1964 AT RIA, 1985 BN B B B 208, BUTIE, LA

el e
2016
2011

TR
2016

2015

2014

2013

2012

156

(HEFE—2IB R EE ) , 3812, Filk

(HZFRE2016) , BWEHR, 38128, &

(g EI2016) |, iU ESEMNTEE

(MSESE——EEEHNR) , HrEELR

(BIMFAETHEDWE) | 3812FREMEE, &k

CHYF L —BeRER TS ) , RGeS, B8, RE, TR
TR ) e R EsgsH) , ERRILHASNN, EE, TH
(V. AMKMEER) , Tabula Rasa, JL5, FH.

ChEEe) , mHEATRG, dost, PR

(lEtazese) | ety , dumt, i,

(aMzB) , BUliERER, 3812 #E, il

(BIERGEDHRE) . 3812 B, &k

(38128 iR ) , (HIi#H2015) , FHEFHRE L, Filk

. F2) , BRI, 3812 HE, &k

Crbfy B —— AR B R ACAT S AU ) | B, P

CULE M LB ——r B RS AR ) | MBI R RO, it
(T 5:5) M RBEHTS IR | o SR QAT A, L AR
(ZER-FARAEBIEH ) | RFEEM O, A0, PR

(IR I ——F6 122014 I I P E AT R ) | BSHEE AT A B L
L+ 8/, BINKBRE, 3812 RBHIHE, ik

(3812EEMRHR )Y , (HEiZ|H2013) , FHETHEE L, &
CREORIBEER2013 — FEME) |, Ak, 3

(st - TLEREREWIITR ) W SERE, B, s

(i) | SRITEMTAY, g, P

CHREESCIAE T HIBZT | —— B R TR ) WISt mt, s
Cir——h R #2013) |, BE, BTH, HE

CH P —— RS AR ) R REATRO, A, R E

CREESCAE [ IR 2T ) —— R R REATR ) | <5 RSt dunt, P
CREME AL MBI ) | TTHSEHTET, Jt,
(I ——201 2 B R ) | BB EE RS i, 88,

O AR —— R A P A 2 ) 4 H G, At s

(IR 2 T—— B R AN B e ) 5

CHE P BN AR SR AR ) | JBES A SEAN I, B R




2011

2010

2009

2006

2004

(PR RS —— PR R ) | AL E A, duat, P

(BB R ——RE . UM B . B PUHLKE R ) |

Rt (BT EE R ) |, SR BT, e,

(ESAR B RHT B AE R « TATR—— TSI =R N2 ) |, BeHT, FAFI

CORPERRITY | BRIIEHTER Ryl LSS, o P B, v e R

(RRUEREHHTR R ) | WA O, B, PR

CCpicRE R - PR ) R R, ALRT,

Tty | AR |2 - A A ERAT AN , (20, 26 R 90 Fit . JBITAN . 0, m99E2008
CEE——T 50 - pUAB2008 HRIE RSN I SN 20 ), FRIEARSEIN G, jE T 25 T8RN o0
AR, HE2007

B G——P BT 32007 (EATE) R EFREMIRAE) | LESEm, 1E, PR

A ——m R R A B O ) R Qe B, s
(BRMEG—— P ESRIEES R ) | e, L, PR

CHREh A5 R ) TR EMTAT jE o, I (Rt st ) | R BSEii e, dbae,
B (CEEADE R ) | R be, s, L (R E R E SRR ) | B SN I,

157



LIU GUOFU

Born 1964 in Nanjing. Graduated from oil painting department of Nanjing Institute of Art in 1985. Currently lives and works

in Nanjing.

Solo Exhibitions
2016 Phantom Brushstrokes: Liu Guofu Solo Exhibition, 3812 Gallery, Hong Kong
2011 fantastic scenery-Jiangsu Provincial Art Museum, Beijing Today Art Museum,

Shanghai Museum of Art,China

Group Exhibitions
2016 Abstraction China2016, Shanghai Mingyuan Museum
Summer Show 2016, Artists Group Exhibition, 3812 Gallery, Hong Kong
2015 Painting Salon of Liu Guofu, 3812 Contemporary Art Projects, Hong Kong
Within sight-Chinese new painting at post financial crisis era, Taylor Art Foundation, Paris, France
Zoom In- Chinese new painting at post financial crisis era,
Chongqing Changjiang Contemporary Art Museum, Chongqing, China
Inframince: Aura of Nature, Tabula Rasa,Beijing ,China.
China Color, Asia Art Centre, Beijing, China,
Chinese Infra-Color Esthetics, Zhuzhong Museum, Beijing,China
Space Matter, Artists Group Exhibition, 3812 Gallery, Hong Kong
Painting Salon of Liu Guofu, 3812 Gallery, Hong Kong
3812 Artists Group Exhibition, Fine Art Asia 2015, HKCEC, Hong Kong
Mind-Scape 2 Artists Group Exhibition, 3812 Gallery, Hong Kong
2014 Social Landscape, Chengdu, China
The heavy footprints --- The invited exhibition of Nanjing International Art FestivalO,
Nanjing, China
Dialogue 5:5, Kunstraum Villa Friede, Bonn, Germany
Empty Cold---- Infra-mince of Snow-scape, SOKA Art Center, Beijing, China
vibrARTion Switzerland 2014-Forms of the Formless:
Exhibition of Chinese Abstract Art, art-st-urban Museum for Contemporary Art, Swizerland
2013 3812 Artists Group Exhibition, Fine Art Asia 2013, HKCEC, Hong Kong
Hong Kong Pavilion at Masterpiece London, London, England
Mind-Scape Artists Group Exhibition, 3812 Contemporary Art Projects, Hong Kong
YWSZ:the Jiangsu contemporary art study exhibition, Zhejiang Art Museum, Hangzhou, China
Moving Beyond, Zhangjiang Art Museum, Shanghai, China
Forms of the Formless----- Exhibition of Chinese Contemporary Art,
Hubei Art Museum, Wuhan, China
Moving Beyond: Painting In China, 2013, Summerhall, Edinburgh, UK

Blank to Blank---- Inframince Exhibition II, Soka Art Center, Beijing, China
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Mind-landscape, 3812 Contemporary Art Space, Hong Kong, China

Forms of the Formless--Exhibition of Chinese Contemporary Art,

Sishang Art Museum, Beijing, China

Infra-Mince: Duchamp and Chuang Tzu, Yuandian Museum, Beijing, China

The 4th Guangzhou Triennial: De-Chinese imagination,

The Exhibition of Contemporary Chinese Art, Guangdong Museum of Art, Guangzhou, China
Ink-Boundary, Dadetang Art, Huafu Art, M50 Art District, Shanghai, China 2011

The Will of china--China Contemporary Art Invitation Exhibition,

Museum of contemporary art, Beijing, China

Meeting with Nostalgia, tour exhibitions of contemporary art in Nanjing,

Hangzhou, Chengdu and Chongqing, China

Nanjing Contemporary Art Annual Exhibition, Centre of Contemporary Art Shangdong, China
Parallel Exhibition of the 54th Venice Biennale--Cracked Culture?, Venice, Italy

You West, I East, Shenzhen Art Museum, Wuhan Art Museum,Xi’an Art Museum, China
Nanjing Contemporary Art Annual Exhibition, Centre of ContemporaryArt Shandong, China
Spirit of Cultural Tradition- China Version, Nanjing-Beijing, China

Spillover the East Four People Artwork Exhibition, Ann-Brian Art Museum,

Port Elizabeth and Wellington of South Africa

Corresponding Nanjing & Chengdu, 2008 Qinghe ContemporaryArt Exchange Exhibition,
Nanjing Qinghe Current Art Center, Chengdu No. 10 Gallery, China 2007

China’s Neo Painting, A Triumph Over Images

Art China Painting Nomination Exhibition, Shanghai Museum of Art, China
Autorotation-Nanjing Qinghe Current Art Center Open Exhibition,

Nanjing Qinghe Current Art Center, Nanjing, China

Varied Images--China Contemporary Oil Painting Invitation Exhibition,

Shanghai Museum of Art, China

Selected Chinese Canvas Works Exhibition,Jiangsu Provincial Art Museum, Nanjing, China
South & North-China Oil Painting Exhibition,National Art Museum of China, Nanjing, China
Land Rich in Beauty Oil Painting Exhibition, Jiangsu Provincial Art Museum,Nanjing, China

China Contemporary Art Invitation Exhibition, Nanjing Museum, Nanjing, China

China Contemporary Oil Painting Invitation Exhibition,Liu Haisu Art Museum, Shenzhen, China
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BT / Opening Hours: B —% H. / Monday to Friday 10:30 am ~ 7:30 pm EHI/N / Saturday 11:00 am -~ 5:00 pm
“Hal / Telephone: 1852 2153 3812

Hihk / Address: FHEPE B EEREM 85 / G.F, 118 Queen’s Road West, Sai Ying Pun, Hong Kong

EH / Email: info@3812cap.com

#8yh / Website: www.3812gallery.com

Facebook: www.facebook.com/3812gallery

WIE9% / WeChat ID: cap3812

MRS E / Artron Page: shop.artron.netv/8516

38123k © hRMERTA , BHEI&SE© 3812 Gallery. All rights reserved. 2016
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ABOUT 3812 GALLERY

3812 Gallery is an ultra-contemporary art space located in a traditional neighbourhood in Sai Ying Pun, Queen’s Road West, on
a slope that was once called "Squirrel Bridge" or #{f#% in Chinese. 3812 Gallery is unique in Hong Kong, with its own garden,
terrace, a private salon and a dedicated exhibition space with a ceiling height of more than 4 meters. Aside from gallery exhibitions,
we offer a diverse range of cultural programmes and collector’s events.

3812 exhibits artworks, design pieces and collectibles from both the 20th and 21st century, our interest spans from that of modern

to contemporary periods with a specific focus on ink art.

OUR STORY
Founded in 2010 by Mr. Calvin Hui and Mr. Mark Peaker, 3812 Gallery is recognised as one of Hong Kong’s leading contemporary

Asian art galleries.

THE NAME

So what’s with the numerical composition of 3812 I heard you asked: The name was chosen after a group of friends completed
the Vallée Blanche in Chamonix, France. The starting point to this off-piste run is a long, precarious ridge, 3812 meters above
sea-level. As we descended in the shadow of Mont Blane, crafting our paths admits the powder snow as though an artist’s brush
travelling across the canvas. That moment, the inspiration for 3812 was born and the name is an homage to that memorable day in

the French Alps.

FHEMEREAREN 118 ST G/F,
No.118, Queen’s Road West, Sai Ying Pun, Hong Kong
aga lle 'Y www.3812gallery.com | Facebook: www.facebook.com/3812gallery | WeChat 1D: cap3812






