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Ma Desheng at his solo exhibition in Centre Pompidou in 2022

PREFACE

Woman or the Body of Painting

Jérdme Neutres!

In the art of Ma Desheng, Woman is somewhat synonymous
with painting: it is both the object and the subject of art.
The female figure recurs throughout all periods and styles of
Ma Desheng’s work, as this exhibition clearly demonstrates,
bringing together around thirty diverse pieces that span the
artist’s career from 1979 to 2024. Wood engravings from
the late 1970s, ink on paper from the 1980s, drawings from
the 1990s, acrylic paintings from the 2000s: “Woman” is at
the heart of all the mediums explored by Ma Desheng. This

makes the exhibition a true mini-retrospective of the artist,
viewed through the prism of the (tutelary) figure of women.

Sketched or precisely drawn, petrified or dancing, lively or
languorous, in motion or frozen, ghostly or present, almost
figurative or overtly abstract, mineral or corporeal, in black
and white or in colour: the female figure in Ma Desheng’s
work always occupies the entirety of the canvas. As if she
were the “raison d’étre” and the destination of the work.

On-site photos of Ma Desheng solo exhibition in Centre Pompidou in 2022 with a selected woman-themed ink paintings on show.




Ma Desheng at his solo exhibition in Centre Pompidou in 2022

A metaphor or a fantasy, voluptuous but without a face,
this woman seems to have become more universal, almost
mythological, over the years.

Initiated in China and then developed in France, the country
in which the artist chose to live and work from the late
1980s, Ma Desheng’s oeuvre is by essence a meeting of two
cultures. It is endowed with a certain universality which
is perfectly embodied by the “women” in Ma Desheng’s
paintings.

This exhibition in London comes at a pivotal moment in Ma
Desheng’s career, as his work has gained new visibility in one
of the most prestigious venues of contemporary art. The
Centre Pompidou, which currently holds nearly eighty works
by Ma Desheng in the collections of the National Museum of
Modern Art, dedicated a beautiful monographic exhibition

to the artist in 2022. The show took place on its prestigious
fourth floor, home to many universal masterpieces. For the

occasion, the artist was honoured by the French Republic for
his significant contribution to art.

Before the exhibition’s preview, Ma Desheng also gave
a performance on the theme of freedom. That same
year, the National Institute of Art History and Sorbonne
University jointly presented the first international academic
conference dedicated to Ma Desheng, directed by academic
Aurore Blanc. It is noteworthy that a young generation of
art historians is showing interest in Ma Desheng’s work,
demonstrating the enduring appeal of his work. In 2025, Ma
Desheng was again exhibited at the Centre Pompidou as
part of a historical exhibition dedicated to the Stars (Xing
Xing) Movement, which he co-founded with Huang Rui in
1979 in China. The Stars was the first contemporary Chinese

art movement, and it is clear now that it had an immense
impact on the development of Chinese art.

One can think that this exhibition in the new London
outpost of the 3812 Gallery Hong Kong will pave the
way for new developments in Anglo-Saxon museums
and in China. The star of Ma Desheng shows no sign of
dimming—it will continue to shine brightly.

1. Jérébme Neutres, Ph.D., Doctor in Semiology of text and image
(University Paris-VII), writer and curator of some seventy exhibitions
of modern and contemporary art since 1996; former director at the
Réunion des musées nationaux- Grand-Palais, France; former president
of the Musée du Luxembourg in Paris; former administrator of the
national asian art museum-Guimet, Paris.

Woodblock prints (above) and female form ink paintings (below), created
in Ma Desheng’s early years, are showcased in his Pompidou solo exhibition.




FOREWORD

Woman, the untouched touches on canvas

Calvin Hui

His “women” coil, twist, twirl, slither, slouch, snuggle,
recline or tower, exuding feminine sensuality in all its
forms—whether strident, tender, or submissive—leaping
off the canvas. Whether the bodies are lushly fleshed out or
delicately willowy, they radiate a palpable, lustrous energy,
emanating from pain, longing, euphoria, and fantasy. Do not
fault him for his sensuously bold depictions because this
is a nod to his attitude toward life and pay homage to the
intrinsic desires wired into every human. To Ma Desheng,
the creator of his Muses, this natural and provocative
energy fuels his wellspring of inspiration and passionate
pursuit of life.

| have personally known Mr. Ma for 20 years, and it was then
| collected the first piece of his Rock paintings. The paintings
and the spirit they convey remain eternal, with lasting energy
that continues to resonate. This is where Mr. Ma’s art truly
lies—nothing is ephemeral and hollow, as the themes he
explores are rooted in the enduring wisdom of life.

Art repletes Ma, serving as perhaps his most precious
outlet to express himself. He channels his life into the
image of stones, personifying them to give voice to his inner
world, recounts the tale of existence, and even celebrates
the beauty of the female form with reverent awe. His bold
appreciation of the female figure and women’s values
signifies and magnifies his admiration for what he sees
as the god’s divine gift to humanity—the most pristine,
natural, and organic embodiment of beauty in our universe
and nature.

On Ma’s artistic conscious plane, women are manifested
as highly refined silhouettes of a mythical Muse which is
beyond worldly interpretation and access.

Since moving to Paris in 1986, Ma continued to nurture
his aspiration of modernising Chinese art and elevating
its presence on the international stage. Away from

his homeland, Ma took the mission of promoting
Chinese contemporary art upon himself. This acute
conscientiousness reflected his deep sense of duty, born
from an enduring affinity for and gratitude to his country
— a sentiment he carried proudly as both a badge of pride
and a defining element of his art.

The shape of the “Woman” theme is both inevitable and
serendipitous. The initial eureka moment struck when
our gallery Co-founder Mark Peaker and | visited Mr. Ma
in his Paris studio last year. There, in his compact studio,
he unveiled his collection of “magnificent” female form
paintings. The striking contrast of his towering yet lushly
soft depictions of women left us utterly stunned, evoking
a visceral resonance that remains vivid today. What
captivated us most was a triptych from 2002 — one of his
earliest creations of the female form.

During lunch, Mark proposed the idea of an exhibition
dedicated to “Woman,” and both Mr. Ma and | were thrilled
by the prospect. In the end, Mr. Ma and | settled on a
resonant title: “Woman: Ma Desheng Solo Exhibition”.

Fair to say, the title christened for this exhibition holds
meaning far beyond its literal implication. The “woman” in
the context of Ma’s exhibition is laden with significance:
it represents the female form, the iconic muse that Ma
has artistically and emotionally tapped into throughout
his oeuvre; it also alludes to the artist’s life vision and
philosophy — one of resilience, of gracefully navigating
through throes of pain, and of uninhibited expression
through creative gymnastics.

In 2024, we hosted Ma Desheng’s solo exhibition, “Wish
Upon a Rock”, at 3812 Gallery in Hong Kong. This year,
we are proud to present “Woman - Ma Desheng Solo
Exhibition” at 3812 London—his first-ever large-scale solo
exhibition dedicated entirely to the theme of “woman”

showcasing his extensive body of female form paintings.
This exhibition also marks the inaugural show at our newly
relocated London gallery in The Whiteley, a historical
landmark transformed into a lifestyle destination. For
both the artist and the gallery, this moment is profoundly
significant.

As the gallery owner and curator of this exhibition, as well as
an avid fan and a long-time friend of Mr. Ma, | would like to
acknowledge Dr. Katie Hill, who is an established academic,
curator and speaker with an expertise in contemporary
art, and Dr. Jiang Jun, who is the chief curator of Chinese
Pavilion at the 60th Venice International Art Biennale
(2024), for their insightful articles and academic guidance in
shaping this exhibition.

| would also like to extend my gratitude to Dr. Jérébme
Neutres, a distinguished curator, for his insightful
Preface to this exhibition and for his generous support
in providing photos from Mr. Ma’s Pompidou exhibition.
Dr. Neutres took the initiative in curating Mr Ma’s solo
exhibition at Musée National d’Art Moderne at the Centre
Pompidou in 2022. In retrospect, the exhibition in Paris
offered a glimpse of Mr. Ma’s “Woman” series, with two ink
paintings featuring succinctly silhouetted female figures
and another sketch work communicating female form’s
lusciousness in delineated fashion. It makes our London
exhibition, with its focus exclusively on “woman”, as both
a curatorial continuation and a narrative extension.

| would like to thank my incredible teams in London and
Hong Kong for their outstanding dedication, expertise,
and team spirit in bringing this exhibition to life with such
resounding success.

Last but certainly not least, | am profoundly grateful for
the trust, support, and guidance of Mr. Ma. It is an honour to

represent him in both London and Hong Kong.

Among over 20 meticulously handpicked works on display
are Mr. Ma’s two rare woodblock prints of silhouetted,
goddess-like figures from the 1970s, along with his
signature ink paintings of voluptuous women—read as an
intimate dialogue with Henri Matisse, featured in his 1980s
oeuvre—Ilacing the exhibition with historical significance
and grandeur.

As the inaugural exhibition of our new space at The
Whiteley, “Woman” further consolidates 3812’s curatorial
DNA of “Eastern Origin and Contemporary Expression”,
with Mr. Ma’s East-meets-West artistic manoeuvre offering
a precise and potent interpretation of our enduring vision.

As the inaugural exhibition of our new space at The
Whiteley, “Woman” further consolidates 3812’s curatorial
DNA of “Eastern Origin and Contemporary Expression”,
with Mr.Ma’s East-meets-West artistic manoeuvre offering
a precise and potent interpretation of our enduring vision.

Launching us on an experimental artistic journey and
reaching a new height in our quest for cultural reinvention
and East-and-West artisitc dialogue, this exhibition marks
a groundbreaking and rewarding milestone in both Mr.
Ma’s artistic path and our own vision. Another message
distilled from Ma’s “Woman” series is that the theme
of “woman” defies eras and artistic zeitgeists, never
becoming obsolete from history to the present. Ma’s
“Woman” series is more than what meets the eye. As
Mr. Ma’s relentless reinvention of artistic expression
is steeped in his struggles, survival, and serendipitous
encounters with his envisioned, idealised yet elusive
female muses, the ultimate outcome of this artistic and life
wisdom lends us an enlightening extension for our vision
and horizon so that we could interpret and promote his
art far and wide in a globally accessible language.



ODYSSEY

‘The simpler and more natural the mind becomes, the better the world will be! Ma Desheng (2025)’

‘What is real is not the appearance, but the idea, the essence of things’, Brancusi

Dr. Katie Hill

Outlines

These works by the pioneering artist Ma Desheng, take
us on a journey from a female figure cast in sunlight in
a simple, black and white woodblock print to vast and
vibrant paintings featuring bulbous female nudes, their
physical and erotic bodies towering in the space. This
journey follows a path from innocence to awareness,
an odyssey from an earlier state of optimism to one of
awakening. Coming together in a range of series spanning a
period of forty-five years, the works emit a powerful visual
clarity, echoing the artist’s spiritual and artistic vision of
humanism, also expressed through his performances and
poetry. They range from the demure to the grotesque,
conveying the nude as an archetype or symbolic icon that
reaches from the ancient past to modernity, one that takes
on a perpetual fascination and mythology.

In the words of the artist: ‘la vie est nue’ (life is bare).? It
acts as an artistic trope through which we could interrogate
our existence and connection with each other and the
world. Through the repetition of this motif, it takes various
turns stylistically from small scale to large, from black and
white prints to richly colourful paintings in vibrant palettes.
These nudes contain, at different moments, lively sweeping
brushstrokes and smooth, highly graphic forms, sensuality
and formality, veering from the energetic and expressive, to
the discreet and clean-cut.

Culturally, these nudes by an artist in the global Chinese
diaspora living in Europe, have specific roots in a cross-
or inter-cultural experience that cannot be disentangled.
Stemming from a longer connection with globalised,
metropolitan culture, the interaction was woven into the
development of art in the twentieth century, with Paris
as the centre of that axis of European cultural exchange
between cultural hubs such as Shanghai and Tokyo. Ma has
been working for nearly forty years in Paris, the centre of

modernism in the 1920s. It is therefore no coincidence that
his choice of subject matter, a central theme in European
painting historically, is also integral to the development of
Chinese artistic modernity in the past century.

Many important figures in the history of modern art in
China, including Lin Fengmian, Xu Beihong, Pan Yuliang and
Zao Wou-ki (Zhao Wauiji), lived in Paris and were strongly
influenced by the exploration of colour, line and form
that characterised modern movements in art from post-
impressionism to surrealism, to pure abstraction. Indeed, as
stated in a touring exhibition ten years ago, ‘Their sojourns
in France caused a profound rupture with Chinese artistic
traditions, and their return to China had a major impact
on the formation of an entire generation of artists.* All of
these artists themselves painted female nudes. Ma’s nudes
could therefore be seen as a dialogue across cultures, at
the intersection of Chinese and European modernity,
asymmetric modernities that extend into the 21* century.

Picking up on strands of Western modernism in the
period following the Cultural Revolution (1966-1976) was
a concerted quest for artists, who were part of a broader
cultural movement seeking a new cultural language
of contemporaneity. Ma was at the forefront of this
development, actively advocating for freedom of speech
and artistic expression, together with other core Stars
founders, Huang Rui, Wang Keping and Qu Leilei. Their
singular use of line and figuration led artists in China back
to an international engagement with art, working with few
resources and little or no financial support, unwittingly
making connections with a migratory cultural discourse
developed previously by artists such as Sanyu (Chang
Yu).* The extent to which they had access to images of
Matisse’s nudes or Picasso’s linear drawings is likely in
older surveys on Western art, but the reference to these
world-renowned masters of Western modernism in 1970s’

China was crucial as a message for cultural liberation for
artists and it was a conscious cry for artistic freedom in a
grey, colourless world of Mao suits and enforced political
conformity.” These major figures are still of great interest
to Chinese audiences, as witnessed by the 2025 Picasso
exhibition in Hong Kong at M+.¢

Ma’s leadership at the time is captured in the photo of the
artist addressing a crowd in Beijing, 1979, his charisma and
leadership clearly on display, as he leans on his crutches,
completely disregarding his own physical disability.” The
year before, in December 1978, the Ministry of Culture
officially had announced permission for the use of models
in art education for the first time in decades, but this did
not mean that painting nudes was by any means acceptable
or normalised outside the academy.® Nevertheless, it was a
key turning point and softening of culture that led to huge
cultural developments in the following decade.

The small woodblock print Female Profile (Z%) (38.5 x 28
cm) from 1979 depicts an outlined female figure kneeling,
her arms bent behind her head, her shadow falling in front
of her, set against a bright sun streaming out fine rays
that fill the space, enveloping the scene. The work clearly
expresses the idea of hope, renewal and beauty, displacing
propaganda or socialist realist imagery at a moment of
profound cultural change, when political orthodoxy was
being challenged by humanism. The woman here is demure
and graceful - her face inclined in a modest pose. What
appears to be a textured ground achieved through carefully
cut, repeated marks, recurs in the later works, developed at
scale in his larger paintings, but already present in this small
print alongside his use of outline and neatly constructed
composition. The structure of time is present too, indicated
by shadow and the sun: the universal pattern of light and
shadow renders this nude as symbolic of the eternal, a kind
of goddess or figure of liberty representing a stark contrast

to the images of the sun personifying the deified figure of
Chairman Mao at the height of the Cultural Revolution.’

Strong graphic qualities and the literal carving out of space
in the works also remain in his later paintings, lending
them a structural precision. Often, an abstract world in
the backdrop is evoked through a simple curved horizon
dividing the canvas between a sky and the earth marked
out through line and colour. Conceptually, these features
act as philosophical markers of the universe, aligning with
ancient Chinese notions of the cosmos (KMl heaven and
earth) and equally a modernist universalism that bounds
the pictorial in aesthetic formality, sealing it off from any
recognisable reality. These features run throughout Ma’s
paintings, drawing on key strands of his cultural inheritance.

Sketches on cardboard

Several sketches on cardboard made in the mid-1990s
precede the larger paintings, depicting a simple line
drawing of a nude, in different poses. Expertly drawn, the
outline doubled in yellow, the works show dynamism,
volume and depth in their composition, from front and
side perspectives. Notable is the curvaceous expression
of the legs and feet, the head reduced to a limp phallus,
the nipples emphasised as rapid squiggles, and the belly
button adding a fleshy detail, all executed in simple lines,
echoing figurative painters in the modern period exploring
the human form from both Chinese and Western art. The
emphasis is on line, and the rawness of the image is striking.
Why does the figure taper out, and why is the head shrunk
to nothing but a floppy-looking pin? The head is rendered
useless and flailing in a disturbing erasure of head and facial
features as essential markers of identity. The body’s outline
dominates the space amplifying its power.

The artist’s response to this question is reductive: ‘we all
think too much’ implies a return to being and feeling over



thought. It could be read asa contemporary Daoist response
of return to nature, but also a reminder of our animal being,
the head reduced to just another physiological appendage,
alongside our limbs. By privileging the fundamentality
of our physical being over the intellectual and refusing
to endow the figures with any recognisable identity, Ma
foregrounds body over mind, distorting reality in an anti-
realist interpretation, as seen in numerous works by Francis
Bacon and Henry Moore. Bacon uses his heads to express
agony or terror, and Moore’s, though featureless and small,
remain upright. Brancusi’s comments on the justification
to leave facial features out of his sculptural forms, give an
insight into his attention to form and beauty above all: ‘It
is such a pity to spoil a beautiful by digging out little holes
for hair, eyes, ears. And my material is so beautiful, with
its sinuous lines that shine like pure gold and sum up in a
single archetype all the female effigies on Earth/!* At the
forefront of the reduction of form, Brancusi’s work Portrait
of Mlle. Pogany (1913) was ridiculed at the Armory Show
in 1913 for looking like an egg.!" When Ma was growing up,
his cultural environment would have been saturated with
heavily political realism, so his turn away from this in his
formative creative emergence as an artist concurs with
his interest in Western modernism as an antidote to that
restrictive and didactic approach. His awareness of body
over mind/mind over body dynamic will be exceptionally
acute, since severe physical challenges for him have been a
central part of his life. These factors may have a bearing on
how we read his work.

The markers of the female body seen in Ma’s nudes - the
breasts, vulva and belly button - are also present in the
earliest female figure in the world, the Venus of Willendorf,
a small stone age artefact measuring 11 centimetres in
height, dating from 28000-25000 BC, held in the Vienna
Natural History Museum. The figurine, like others of that
time dotted around Europe, could be a symbol of fertility

or an early goddess. Baffling archaeologists, it is impossible
to verify its meaning due to the distance of time, leavingita
mystery from the ancient past. The emphasis on the female
form, though, clearly has a lineage of tens of thousands of
years as evidenced by this figure, endowing it with iconic
status, in the literal sense.

Rock nudes

A work from the 2000s, Lounge in Joy (2015), returns
to pure formalism, breaking up the form of the body
into rounded forms that are another major strand in the
artist’s work. In this work, the amorphous shapes form a
recognisable, dismembered body, fusing the artists’ interest
in primeval forms (the “Rock” series, developed over
many years) and life itself, via the body and our existence
through it. Its body parts are disconnected, each discreetly
balanced to form the whole, in a playful dialogue with the
artist’s own sculptures and the interplay between form
and non-form, representation and abstraction, two and
three-dimensionality, provoking a question to our visual
reception of imagery itself.

Set against a pale abstracted mountain and possibly a
lake or body of water, there is a suggested landscape. The
curvature of the rocks is modelled to increase the sense
of three dimensionality through dynamic thick strokes of
paint. Abody is a body of rock: how did we emerge? Where
did we come from? How are we related to the primal
world? Another work in the series, Pointe (2015), similarly
evokes rocks, but returns to a coherent (female) body, its
dancing posture indicated by her pointing leg, echoing
works by Picasso, Matisse and Sanyu. Here, the backdrop
is monochrome, in a deep orange, painted with thick,
textured strokes that create a contrast to the black and
white figure, which is carved out with sculptural solidity.
Though highly stylised, her arm points in towards the
crutch, indicating her sexuality.

A more recent work from 2024 returns to the aesthetics
of these two works. It is a simple formation of five rocks,
two large ones placed as giant calves positioned as bent
legs, and the three small ones positioned to form a head
or body and two arms. The reduced imagery immediately
evokes the female nude, without any literal representation,
merging the landscape with the body in an effortlessly
simple image, against a pale grey arc or horizon, suggesting
a world or planet. This work brings together the artist’s
engagement with the co-existence of the earth and the
body, in a timeless and masterful composition.

Colour nudes

In contrast to the rock paintings, several works from
2019/2020 are cleaner cut, smooth and colourful. One,
entitled Canyon (2020), is a succinct formal nude in bright
orange, cleanly outlined, against delineated sections in
two shades of bright green. Graphically, this work instantly
creates aesthetic impact with its emphasis on surface and
sense of design, with clearly outlined sections dividing the
space in a carefully arranged composition.

The series of large-scale nudes executed in 2013, are
painted in a range of colours in a more nuanced, mottled
aesthetic, into which the huge, outlined figures are
immersed, merging into the whole. These figures are
contorted into various postures, in which the limbs,
hands and feet are elongated and some of the poses are
highly eroticised and sexualised. In Hang Back (2013) the
figure is seen from behind, her large buttock and breasts
dominating, her back twisted over her folded legs, hands
on feet in an uncomfortable contortion of the body. In
Grande Odalisque (2012), the figure is lying on her front,
reaching to her feet, her legs bent backwards. In Look Back

(2012), her vulva is clearly visible from behind, with a spindly
hand reaching over to her thigh. In Unfold (2013), the
figure’s outline is exaggeratedly formalised through curves,

removing any sense of realism. The titles in this series are
more assertive in tone, appearing almost as instructions,
lending an uncomfortable relationship between viewer
and subject, explicitly exposing the potentially violent
male gaze on the female body. The exaggerated poses
emphasise the physicality of the women’s bodies and their
sexual power.

In Loving Nature (2003), the nude gets almost completely
obliterated pictorially, fusing into an abstract blur within
thickly laid paint, rendered through a strongly textured
impasto technique, with lines scratched through like
scribbles across the canvas. Here the painting exudes
a forceful energy, frenetically expressing the title that
integrates the body with the background, rendering
it as one. Life and form are thereby integrated as the
fundamental tenets of our world, as energy, life and earth
become one, as captured in the title of the work.

These works seem, indeed are, far removed from Chinese
cultural forms, signifying a global cultural turn in the 1980s
due to a shift in political circumstances and a new wave
of migration. In the earlier twentieth century, numerous
artists from China engaged in a kind of transnational
modernism and painted the female nude, developing a
distinct form of Chinese visual modernity. Lin Fengmian’s
(1900-1991) figures range from the cubist early works to
elegant outline female nudes that are more decorative in
style. Sanyu (Chang Yu, 1907-1966) painted nudes from the
1920s to the 1960s, his last nude reaching a record auction
price of 198 million Hong Kong dollars in 2019. Pan Yuliang
(1895-1977) stood out, as a female painter whose works
included radical self-portraits and female nudes breaking
the taboo of female sexuality and self-representation.

Key figures in the history of Chinese art who were immersed
in Parisian modernism, form the art historical backdrop to
Ma’s nudes and arguably contest the narrative of modernism




as a purely Western construct. Just as leading artists
such as Renoir, Matisse and Gauguin were influenced by
non-Western aesthetic forms that heavily informed their
work, many Chinese artists in the West drew on diverse
cultural sources in their subject and methodology. German
expressionism, for example, has been a source of interest
to leading painters such as Zeng Fanzhi. Emotionality is
depicted through the body in Ma’s nudes through the
elongated fingers and lively feet. Not only were the 19%
century painters such as Millet highly formative in China,
who was studied by Chinese art students in the academy,
but leading painters such as Francis Bacon, Anslem Kiefer
and Lucien Freud also strongly influenced painting in
modern China.

Modernity, the nude in China

Within the Chinese context, modernity has a historical
lineage dating to the collapse of the Qing (1911) and the
1920s exemplify a period of cosmopolitanism and rich
cultural exchange. When Xu Beihong drew sketches
of nudes, he did so to further the pursuit of realism to
accurately record the body, coinciding with the emergence
of a new art education system in China that brought in
life-drawing and the female model, famously initiated by
Liu Haisu in Shanghai. In the work of Lin Fengmian and
others, their take up of the nude opposed this idea of
realism, exploring how forms beyond or outside the real
could bring about a global artistic language of modernity
that refused a clear or prescriptive narrative.”” From the
1930s to the 1970s, it was forbidden to be associated
with modernism due to the cultural mores and narrow
ideological demands of the revolution. Only decades later
did the theme return, when figurative narrative painting
could be replaced by modernism again. Therefore, Ma’s
nudes do more than echo a Western path of modern art,
they act as a decisive position in favour of what modernism
stands for — cultural autonomy.
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In Lynda Nead’s study of the female nude, she points out
that, ‘the representation of the female body [in these
images] functions as a critical sign of male sexuality and
artistic avantgardism’" Interestingly, male subjectivity in
China has been a dominant aspect of contemporary art
narratives and production until relatively recently. Many
older generation female artists were largely overshadowed
by their male counterparts until more recently." Almost
all the works from the 1990s featured male figures, often
satirised in grotesque visual terms. Ma’s own (male) avant-
gardism speaks to an earlier moment in cultural history,
when realism was being superseded by modernism and
modernism allied itself with a global visual language,
defined neither by West nor East. Interestingly, his sense
of powerlessness is perhaps mirrored in these vigorous
female figures, who appear to be aesthetically, sensually
and spiritually idolised in these works, the small phallic
heads signifying a loss of male authority. Even though
a gendered reading of the works might beg the obvious
critique of male/female power dynamics after Laura
Mulvey’s formative work on the male gaze, another reading
could return to the idea of male awe and impotence in the
face of female supremacy as the ultimate life-force.

Ma Desheng’s works act as a form of cultural interchange,
threaded with multiple strands that make up modernity
itself, as a story of cultural refraction. Yet, in an old-
fashioned way, the artist has simply, in Clark’s words, ‘the
wish to communicate certain ideas or states of feeling’!s
He is a contemporary classicist in one sense, furthering
his own interpretation and vision, which draws on
modernism, Daoism, calligraphy and classicism. An added
dimension of his oeuvre is illustrated in Ma’s visceral
and eviscerating performance work La Merde (Shit), an
explosive and passionate critique. In it, the artist, from his
wheelchair, shouts in French ‘why, why, why is there shit?!
Itis everywhere, everywhere, everywhere!’, spitting out his

horror at the world in a repetitive rage.'® His strong and
wonderful spirit frequently spills out beyond the canvas
in his live work, allowing the audiences to experience his
charisma.

These works also contain a slow, internalised energy in
their rigour, variety and scale as evident by the robust and
decisive brushstrokes and forms. They display a strength
of hand, akin to what Clark describes as ‘so complete a
fusion of the sensual and the geometric as to provide a
kind of armour’.!” Despite the continual evolution of the
nude into more contemporary interpretations that now
include artists exploring femininity, gender identity and
queerness as discussed in a recent article, Julia Halperin
also makes the point that ‘Nudes are one of the oldest
and most stubbornly provocative tropes in Western art’.
Here in the work of Ma Desheng, an artist situated within
a globalised context of the Chinese diaspora, a crucial layer
to this history is added."

Endnotes
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2 Ma Desheng, in ‘Ma Desheng | La vie est nue’, Gallery Wallworks,
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Huang Rui, ed. The Stars’ Times, 1977-1984, Thinking Hands, 2007. p.41.
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‘Il faut imaginer Sisyphe heureux’ — A Pore Over Ma Desheng’s Art

Dr. Jiang Jun

In Ma Desheng’s artistic career, stones and the female
form have been two significant and enduring themes
that continue to this day. This article aims to understand
and interpret his artistic practice through the lenses of
existentialism and vitalism.

Born in 1952, Ma Desheng, like many of his contemporaries
in China, lived under the singular artistic norm of socialist
realism. The dogmatism of creation limited their attempts
at diversity in The rigid dogma of creation constrained
artistic diversity, reducing art to a tool for state
propaganda rather than a means of personal expression
and life experience.

China’s Reform and Opening-up in 1979 tore open the
already loosening ideological and cultural constraints,
ushering in an influx of new ideas, artistic movements, and
techniques. In Beijing, where Ma was based, this change
felt like an emancipation—a lifting of shackles that
allowed artists to explore individual expression.

In that same year, Ma Desheng and the young members
of the Stars Art Group staged China’s first avant-garde
art exhibition outside the National Art Museum of China.
Unlike official, collectivist narratives, this groundbreaking
exhibition championed personal expression, abstraction,
and artistic freedom, marking the dawn of contemporary
Chinese art. As Ma Desheng recalled in a recent interview:

“The Stars Art Group represented a
milestone in the history of contemporary
Chinese art. Beyond its art historical
significance, it also shed light on the
unfettered passion, ambition, and hopes

of a generation, which is emphasised in
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many of my interviews over the decades.
At the time, the Chinese art sphere was
still heavily swayed by tradition and
realism. As young artists, we sought a
more expressive and abstract approach,
to return to the essence of art and
create an entirely new artistic culture

and landscape.”

For Chinese intellectuals in the 1980s, existentialism,
Nietzsche’s Ubermensch philosophy, and Freud’s
psychoanalysis were undeniable sources of inspiration.
In an era when collectivist uniformity was still dominant,
existentialism urged artists to introspect and pivot
inwardly, seeking the true meaning of individual existence.
No longer satisfied with prosaic and formulaic depictions,
artists yearned to express their personal perspectives and
life experiences through their work.

Nietzsche’s blunt critique about traditional morality and
his vision of the Ubermensch (Overman) fuelled a deep
yearning for human liberation, which had been laying
dormant for long, inspiring artists to push the boundaries
of personal identity and value. They began putting societal
constraints on human nature into scrutiny, exploring
themes of self-determination and transcendence.
Meanwhile, Freud’s psychoanalysis illuminated the artists
with the significance of the subconscious, dreams, and
primal instincts—concepts that laid the groundwork for
the vitalism in Ma Desheng’s art which | will touch on
later. This enlightenment spurred artists to delve into the
complexities of human nature and raw emotions that could
be tucked away discreetly in deep subconsciousness,
rather than shying away from them anymore.

Existentialism, Nietzsche’s Ubermensch, and Freudian
psychoanalysis together formed the intellectual backdrop
of Chinese artistic creation in that era. There is no denying
that their influences have been permeating throughout
Ma Desheng’s lifelong artistic journey. Reflecting on his
work from the 1980s, he once said:

“l had two main creative principles.
First, to express genuine emotions—
whether social, humanistic, or deeply
personal. There were no strict
requirements regarding form; it could
be abstract or figurative, as long as it
was diverse and sincere. The second
was the hope and vision young people
had for the future of China. Given
our historical and cultural context, it
was only natural that we were filled
with anticipation for what lay ahead.
This passion, like a dormant volcano,
had been building for years, ready to

erupt.”

In 1986, Ma Desheng moved to Paris, embarking on a
new chapter in his artistic pursuit. Over the years, he
traveled extensively across Japan, Europe, and the United
States, participating in exhibitions at prestigious galleries
and museums, gradually cementing his presence on the
international art stage. Yet fate had a cruel twist in store.
Though Ma had lived with polio since childhood, he had
been able to walk with crutches. However, a car accident
in the US in 1992 left him permanently wheelchair-

bound. The incident dealt a devastating blow, leaving him
physically and emotionally shattered, teetering on the
edge of despair.

When many were concerned that he would collapse into
obscurity from then on, Ma Desheng, with extraordinary
resilience, waged an unwavering battle against all odds.
He drew inspiration from Michelangelo, who painted
the Sistine Chapel ceiling while lying on his back. Unable
to reach high canvases, Ma devised a method where
caregivers would rotate the canvas 360 degrees, enabling
him to paint freely. Seated in his wheelchair, he adapted his
movements, regaining his artistic muscle. Every day, from
10am to 4pm, he immersed himself in painting, spending
the remaining hours writing poetry. His unwavering
commitment to art was a testament to the Nietzschean
Ubermensch, embodying the philosopher’s belief that
true strength lies in overcoming suffering through sheer

willpower.

In 2002, Ma Desheng embraced his an artistic “rebirth.”
Converting to acrylic painting, he presented the world
with a series of works that diverged from his previous
styles. “Stone” gradually became his central motif,
merging with the female forms in compositions. Through
elaborate layering, structuring and reconfiguring, a tower
of humble stones biomorph into semi- abstract female
forms perching and standing tall, which appear to be both
a tribute to Henry Spencer Moore and an evolution of
classical Chinese aesthetics. In the meantimes, the subtle
impression of Chinese Exotic Rock Aesthetics oozes out of
his works. However, unlike Moore’s sculptures or China’s
scholar’s rocks (Taihu stones), his depicted stone do not
come in continuity or linearity, which sometimes makes it
difficult to discern a complete human figure.



Staring at Ma Desheng’s stone works from 2002 onward,
one cannot help but think of Albert Camus’ The Myth
of Sisyphus. In this seminal existentialist work, Camus
explores the absurdity of human existence through the
Greek myth of Sisyphus, who was condemned to roll a
boulder up a hill, only for it to tumble down each time
he neared the top. This endless, futile struggle mirrors the
absurdity of human life.

But Camus’ purpose was not to lament existence’s
absurdity—rather, he championed the idea and potency
of defiance. Though Sisyphus knows his task may not
bring him to anywhere, he persists. His rebellion against
absurdity does not change his fate but affirms his
existence. Through defiance, man transcends himself.

Camus’ philosophy found resonance in China during the
1980s, as intellectuals sought to make sense of their socio-
political realities. In 1981, scholar Guo Hong'an introduced
Camus in Sartre Studies, writing:

“Camus was a spiritual guide for an
entire generation. He walked toward
absurdity with the heavy, measured
steps of Sisyphus descending the
mountain. He knew that evil could never
be eradicated, and it was precisely for
this reason that he fought relentlessly
to defend human dignity and happiness.
He criticized capitalism while also

opposing proletarian dictatorship.”

For many, Camus’ ideas provided a lens through which
they could interpret their own experiences. Existentialism,

alongside Camus and Sartre, became a defining intellectual
trend in 1980s China. Looking back through Ma Desheng’s
life, we would realise the underlying root for his deep
attachment to stone reveals itself. The fragmented, non-
continuous pebbles in his paintings symbolise his own
paralysed body, don’t they? The 1992 accident, much like
Sisyphus’ boulder, was a cruel punishment from life, an
unforgiving crucible. Now, every movement he makes is
like pushing an immense weight uphill, every stroke on the
canvas requiring Herculean effort.

But Ma Desheng still creates. Isn’t he the very embodiment
of Sisyphus himself? Burdened, struggling, yet forever
climbing—unyielding in his defiance against fate.

Through years of relentless creation, he has deeply
engraved his defiance against the absurdity of fate into
every piece of hiswork. He battles fate with art as his means
of existence, displaying a resilience and determination
that is profoundly moving. His journey echoes the famous
existentialist assertion: “Existence precedes essence.”
Humanity must define itself through choices and actions,
giving life its meaning. Camus believed that, like Sisyphus,
one must face the absurdity of existence with courage,
shaping one’s own significance through action. Thus,
Camus wrote: “We must imagine Sisyphus happy.”

Beyond interpreting Ma Desheng’s work through the
lens of existentialism, the parallel dimension of “Vitalism”
provides another perspective. His stones hold multiple
meanings—they are abstracted female sculptures
reminiscent of Henry Moore, embodiments of the natural
world akin to Chinese scholar’s rocks, and totemic
symbols of fertility from ancient art. Within them, one can
see the influence of Freudian psychoanalysis, particularly
its revelation of human desire—an awakening for Ma
Desheng’s generation, who had lived under repression.

His work also embodies Moore’s “Vitalism”—a primal
life force suppressed by modern civilisation. In early
human art, the connection between the female form and
fertility worship is unmistakable, a theme Freud explored
in Civilisation and Its Discontents (1930). Freud argued
that while civilisation advances human progress, it also
represses instinctual desires. This perspective sheds
light on why artists like Picasso drew from African masks,
Moore from Mesoamerican totems, and Zao Wou-Ki
from ancient Chinese oracle bone script—all responses
to the constraints of modernity. “Vitalism” emerged as a
countercurrent within modernist movements, advocating
a return to nature and primal instincts, much like the
Romantic movement of the late 18th century.

“Vitalism” is a philosophy underlining the intrinsic energy
and dynamic essence of life, viewing it as more than just a
material composition but an inner vitality that transcends
physical form—a remedy to the toxicity of modern
civilisation. Henry Moore, a key proponent of this ideology,
was deeply inspired by organic natural forms—shells,
bones, stones, and tree roots—using them to explore
spatial dynamics and sculptural fluidity. When introduced
to China in the 1980s, Moore’s “Vitalism” found a dialogue
with the traditional Chinese philosophy of Daoist
naturalism. The Chinese interpreted “Vitalism” through the
aesthetic principle of Qi Yun (K#))
energy in art—and appreciated the organic flow of life
in Moore’s work. This resonance allowed Chinese artists

a concept of vital

and audiences to decode Moore’s abstract sculptures
through the lens of scholar’s rock aesthetics, similar to how
contemporary British sculptor Tony Cragg explored digital
sculptural forms. By engaging with scholar’s rock aesthetics,
Chinese artists absorbed and transformed Moore’s artistic
vision, influencing the trajectory of contemporary Chinese
art—including Ma Desheng’s own evolution.

From a comparative iconographic perspective, Moore’s
sculptures had a profound impact on Ma Desheng’s “Rock”
series paintings. Moore’s semi-abstract female forms, often
devoid of detailed facial features, de-individualised the
human figure, transforming the female body into a vessel
of life force and primal instinct—echoing ancient fertility
worship. Ma Desheng undoubtedly adopts this modernist
tradition, yet he did not simply replicate Moore’s style.
Instead, he fractured Moore’s smooth, flowing forms,
infusing his “Rock” series with a more primitivist character.
The stacked pebbles in his works evoke prehistoric
megalithic structures, such as Stonehenge in Salisbury—
silent, mysterious relics of ancient civilisations. His
compositions also recall weathered totemic stone carvings
from various ancient cultures, carrying traces of time and
memory, whispering the long history of human civilisation.

Ma Desheng’s art is a personal epic, written through the
language of stone and the female form. On the canvas
of existentialism and vitalism, he paints an intimate
dialogue between self and fate, civilisation and instinct.
His unwavering perseverance is not only an individual
triumph but also a testament to the era’s ideological
awakening, injecting a unique force into the development
of contemporary Chinese art. His works transcend cultural
and geographical boundaries, forming a bridge between
Eastern and Western artistic philosophies, where the
ancient and modern, the traditional and the avant-garde
seamlessly converge. In his artistic universe, stones are
no longer lifeless objects, but vessels of existence; female
figures are no longer mere representations, but emblems
of primal instinct and hope. Through art, Ma Desheng
proves that no matter how absurd fate may be, no matter
how oppressive civilisation becomes, humanity’s pursuit
of freedom and meaning never ceases.
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“Woman” Solo Exhibition

Ma Desheng

In my consciousness, women are goddesses, and no
compliment can truly reach the zenith of their beauty.
Every artist has the liberty to fashion their vision of the
goddess, guided by their aesthetic and creative instincts.
This freedom gives rise to a myriad of mythically marvellous
beings, each shaped by nuanced perspectives. In turn,
these creations define the distinctive artistic styles of
their creators. Art doesn’t require explanation—it must be

felt and reflected upon, leading to varied interpretations
by individual beholders. That is the true charm of art.

Since 1980, my “Woman” series has been in a constant state
of evolution and reinvention. In the beginning of my female
form creation, my depictions of women were primarily in
black-and-white ink. Later, | began experimenting with
acrylic on canvas, exploring more unapologetically vivid
colour palettes. For instance, Hesitation, Looking Back,
and Cloaked in Whispers, created between 2012 and
2013, feature subdued, hazy tones interspersed with
dappled specks of colour, bringing the graceful forms of
women into sharp relief. In recent years, | have ventured
into creating sculptural depictions of the female figure
adorned in vibrant and striking shades, with the intention
of revealing women’s enigmatic elegance and confidence
in a raw, minimalistic, and unfiltered manner, with few
frills. These transformations are not changes for the sake
of style but bursts of artistic impulses. Every form is born
from the soul of art. A style deliberately pursued is devoid
of soul. The naturally luminous form of women deserves
full credit for driving the shifts, elevation, and sublimation
of my artistic expression and language.

Since moving to Paris in 1986, France has become the
wellspring of my creative journey and the gem of catalyst
for my artistic breakthroughs. It is within France—and the
European cultural milieu in general—that | was profoundly
influenced and inspired by some of the most impactful
modern Western artists of the 20th century. One of them
is Henri Matisse (1869-1954), a leading figure of Modern
Art and a representative of Fauvism. My ink depictions

of women engage in a larger-than-life dialogue with
Matisse—a collision of black and white with colour that
results in a serene exchange with the master. However, my
colourful works of women transcend dialogue; they are my
presentation and tribute to Matisse, a parade of my women
before him. And | must clarify that | am not referring to
“paintings of women” but to “women” themselves. At this
stage, dialogue becomes redundant. Instead, the canvas
creates a parallel universe where Matisse and | can raise our
glasses of wine and silently admire each other’s creations
of the female form. As long as the soul of art remains clear,
it will possess its own unique language, one that is not
artificially pursued.

In the “Woman” series, | have fused the two lifelong
inspirations of my art— “stone” and “woman”—into a form
of expression that is both unique and thought-provoking.
Stones are eternal, and so are women. Combining the two
creates a “super eternity,” which is the inspiration behind
merging women'’s figures with stones in my art. Moulding
women into stone-like forms through biomorphism
represents my pinnacle praise for women. This concept
fuels my boundless creative passion and invites viewers
to engage in profound reflection. Such reflection goes
beyond recognising the physical beauty of women’s bodies
and forms; it ascends to an appreciation of the strength,
resilience, and noble beauty that women embody.

Throughout my life, | have pursued an ideal of natural,
eternal, and resilient beauty. The Earth itself began as a giant
stone, and it will end as one. From nothingness to existence,
and then back to nothingness—ultimately, nothing truly
happens. The highest spiritual state lies between being and

non-being, and this is the essence of my “Rock” series.
The “Woman” series naturalises, eternalises and idealises
the existence of women and their inherent values, which
all hinges and are driven by my earnest exaltation for
the elegance of female forms and virtues that women

represent.

| feel greatly honoured and thrilled to stage my solo
exhibition in London as the inaugural show of 3812
London Gallery’s relocation to The Whiteley. The selected
collection of artworks showcased under the ‘Woman’
theme this time, which come in large scale, are all conceived
out of my reverence and admiration for women'’s forms, the
ideologies they symbolise, and the qualities they embody.
On top of the ethos running through my Woman oeuvre,
| intend my art to naturalise, eternalise and idealise the
represented image of the female.

| hope people can pause for a moment, gather themselves
amidst today’s unnerving disquiet and disruption, and
retreat to the essence of nature—the most sincere,
pristine, and chaste state of mind. Only in that uncluttered
composure can we truly appreciate and immortalise the
everlasting pure beauty bestowed upon humanity by the

creator.

| place great weight on this exhibition as it centres around
“woman” — my first-ever global showcase dedicated to
this theme. It holds profound artistic and emotional hefts,
making it truly worth cherishing.
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Acrylic on canvas ffi [ 5 7]
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Happiness in Nature H4k 2 441, 2003 The Gift from Nature H4R ¥, 2003
Acrylic on canvas 7 b 7 Acrylic on canvas i _EJiE 55, 11
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Look Up {12

Acrylic on canvas fii_Ji 5% )1

162 x 130 cm




The Everlasting Trust in Nature H4RRIE &, 2003

Acrylic on canvas i b Ji v /7
130 x 162 cm




Freedom in Nature H%k =~ HH, 2003

Acrylic on canvas fii_Ji 5% )1
195 x 130 cm
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Acrylic on canvas 7 b 7 Acrylic on canvas i _EJiE 55, 11
150 x 200 cm 150 x 200 cm
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Acrylic on canvas 7 b 7 Acrylic on canvas i _EJiE 55, 11
150 x 200 cm 150 x 200 cm




2012

2]

Love H&
Acrylic on canvas i b J# 8 /1

180 x 200 cm

=
Q
(%]
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Acrylic on canvas i _EJBE 53 77
180 x 200 cm
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Acrylic on canvas 7 b 7 Acrylic on canvas 75 LB 7
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Cloaked in Whispers H-iEBR %%, 2013 Hang Back &%, 2013

Acrylic on canvas 7 b 7 Acrylic on canvas i _EJiE 55, 11
150 x 200 cm 150 x 200 cm




Acrylic on canvas #ii b JiE 55 /1

Unfold 47)i, 2013
180 x 200 cm

Contemplative Crouch k{2, 2013

Acrylic on canvas 7 b 7

180 x 200 cm
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Openness-1 Bijig-1, 2005

Acrylic on canvas 1 L& 7, 11
14 x 162 cm
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Unwind %%5th, 2007

Acrylic on canvas 1 LB 7 11
140 x 200 cm
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Grace in the Embers }&H1.2 #, 2012

Acrylic on canvas 7 LB 11

200 x 180 cm

i 1, 2012

wa | ¢
Acrylic on canvas 7 b8 5, 1

162 x 130 cm

Goddess Nu

74



Burning Splay #8%%, 2012

Acrylic on canvas 1 -8 57 1
150 x 200 cm




Swing to Tunes [#]#H 5%, 2012

Acrylic on canvas #ii LB 7
180 x 200 cm
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Acrylic on canvas 7 b8 5, 1
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In the Waste Land 3t J5i##, 2014

Acrylic on canvas 75 b 7
162 x 130 cm

Pointe 47 %, 2015

Acrylic on canvas 1 B 1
180 x 200 cm
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Enchanting [, 2015

Acrylic on canvas 7 LB 5, 11
150 x 200 cm
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Gaze into the Horizon k3% 7, 2015

Acrylic on canvas 7 b8 5, 11
200 x 180 cm



Lounge in Joy 144K /N#H, 2015

Acrylic on canvas i L& 7, 11
180 x 200 cm
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Dancer £, 2020

Acrylic on canvas i L& 7, 11
162 x 130 cm
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“In my consciousness, women are goddesses, and
no compliment can truly reach the zenith of their
beauty.”
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Continuum o f Elegance 18R &, 2017

Acrylic on canvas 7 b 7
300 x 1000 cm, polyptychs (300 x 200 cm each)



Obscurity in Green #kH i %, 2017

Acrylic on canvas i 78 J1
162 x 130 cm




Gazing ahead of Dawn =3¢ Hi 5 B%ES, 2019

Acrylic on canvas i L& 7, 11
200 x 150 cm
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Canyon Ity 2 H1, 2020

Acrylic on canvas 7 b 7
162 x 130 cm

Ma Desheng is positioned against the large-scale artwork Continuum of Elegance.



Ocean of Compassion R {145, 2020

Acrylic on canvas #ii LB 7
150 x 200 cm




The Origin of the World 5L AJ#EH, 2020

Acrylic on canvas 7 b 7
130 x 162 cm

Openness-2 Bifit-2, 2024

Acrylic on canvas i _JiE 75, 11
130 x 162 cm



Female Profile Zr##, 1979 School Girls ZrE:4: 1981

Woodblock print AR % it 2 Woodblock print ARZ it 2
38.5%x 28 cm 23.5x 17 cm
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Demure %], 1984

Ink on paper #t_FK &
123 x 61cm




Poise in Flow {2 i iE, 1987 Waltzing #Ei %%, 1988

Ink on paper #% _F/k & Ink on paper #% F/K 2
68 x 94 cm 137 x 65.5cm
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Arched Rhythm fi#§, 1995 )
Sketch on cardboard F4%_E & .'r

70 x 100 cm




Posture of Curvature %54, 1995 Graceful Twist /B HEEHT, 1995

Sketch on cardboard F4¢_F & Sketch on cardboard 4% _F &
70 x 100 cm 70 x 100 cm
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Revealing Pleasure i3], 1995 Flatly Perky f§4&, 1995
Sketch on cardboard F4¢_F & Sketch on cardboard 4% _F

70 x 100 cm 70 x 100 cm




“In recent years, | have ventured into creating
sculptural depictions of the female figure adorned

in vibrant and striking shades, with the intention of
revealing women’s enigmatic elegance and confidence
in a raw, minimalistic, and unfiltered manner, with few
frills. These transformations are not changes for the
sake of style but bursts of artistic impulses.”
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) GETEAC BRI (EAE 19T 3AF A B e e
(the Armory Show) LAIATRAUREE M EIMIK . &
BT RAETE T, A G SO BRI R SR S
BUABITE 178 (Political  Realism) , [, ABrE2fT
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AR B AR DL R — 8k, SR NPT REE S
AT FR RSB R R MR o IR AR, 3L
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BB LM A NEIRPRE (Primeval Forms) [
B—IiR T RIICHRZE. SRASHAL
E I HE, B30 BT - A R . B2 o2
H CRYMER R Al B T — s A SOk p G, B
T ODESCEAEE) . TRREMSR ) . [ 4=
ME) ZMIRECE, BRI A S 52 2 (1 e R U
PEFE VB SE

FE— R B TR T LR B2 5 0L 78] 91 I R i 2L
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Modernism) , AIfELCPERREGE, SR MR
PR RBLAEIZ A AR (1900-1991) iy A EEfE
SEREYUR (Cubist) LR i 380 JEURS BE 20 S A 1 F) 152 7
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o BIANTEEIERTIF78 (German Expressionism)
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2. TR «Ma Desheng | La vie est nuey , ML
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com/watch?v=d-fAyljSFQs,
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«Prp gy (Apollo) HAF], 20074E3H, 4556 - 63E . 5|
B Philip  McCouar, AT EAREPURFaE: XA FEEMH
WY, R GEEhEEITY  (Journal of Art in
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13. Lynda Nead, «ZPEgind: 24k, JEERHMEY  (The
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1480, WAL 20244 AL AR Lisson 35 FRERI T {2 .

15.  Kenneth Clark, «#H: AR BTRY  (The
Nude: A Study in Ideal Form) , 1972 4, 45 260 B ( 583
B SCHDOT) — PEm) -

16. JEfET;, «LaMerde» , YouTube,
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for a more inclusive age) «ZHAJIEEEY , 202444 H3H .
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ABOUT MA DESHENG

Born in Beijing in 1952, Ma Desheng is an internationally renowned
Chinese contemporary artist living in Paris. The year 2022 proved to
be a milestone year for Ma Desheng, as the Centre Pompidou in Paris
held a solo exhibition in his honour. The French Ministry of Culture
awarded Ma Desheng the “Ordre des Arts et des Lettres” (Order of
Arts and Letters) in recognition of his outstanding contributions to the
art world. Ma Desheng’s works have gained widespread international
recognition and are held in prestigious institutions such as the British
Museum in London, Centre Pompidou in Paris, and the M+ Museum in
Hong Kong.

Ma is best known as one of the co-founders and core members of
the seminal Chinese contemporary art movement, the “Stars Group.”
On September 27, 1979, Ma Desheng and Huang Rui organised the
groundbreaking “Stars Exhibition” outside the iron fence of the small
garden on the east side of the National Art Museum of China in Beijing.
This exhibition caused a tremendous impact, marking a significant
milestone in the development and enlightenment of contemporary art
in China, and exerting a profound and lasting influence. Since 1986, Ma
Desheng has lived and worked in Paris.

In 2024, 3812 Gallery is honoured to officially represent Ma Desheng
and debuted “Wish upon a Rock - Ma Desheng Touring Solo Exhibition”
at 3812 Gallery Hong Kong in March. It is now touring to 3812 London
Gallery for his solo exhibition “Woman”.

Solo Exhibitions

2025
2024
2022

2020
2019

2018
2016
2015
2014
2013
2010
2007
2001
1999

“Woman — Ma Desheng Solo Exhibition”, 3812 Gallery, London, UK
“Wish upon a Rock - Ma Desheng Touring Solo Exhibition”, 3812 Gallery, Hong Kong
CENTRE POMPIDOU, Paris, France

“Réve blanc, dmes noires”, A2Z Art Gallery, Paris, France

“Au cceur des pierres”, A2Z Art Gallery, Paris, France

“L'’édme hors des pierres”, A2Z Art Gallery, Paris, France

“Ma Desheng”, 10 Chancery Lane Gallery, Hong Kong

Art Paris Art Fair, A2Z Art Gallery, Grand Palais Ephémeére, Paris, France
“Entre terre et ciel”, A2Z Art Gallery, Paris, France

“Ma Desheng”, A2Z Art Gallery, Paris, France

“1992-2002: Renaissance”, A2Z Art Gallery, Paris, France

“BlackeWhite+Grey: Ma Desheng (works of 1979-2013)”, Kwai Fung Hin Art Gallery, Hong Kong

“Selected Works”, Gallery Rossi-Rossi, London, UK

“Story of Stone” - solo exhibition of Ma Desheng”, Hong Kong Arts Centre, Hong Kong
“Ma Desheng”, Galerie Jacques Barrere, Paris, France

“Ma Desheng”, Michael Goedhuis, New York, USA

“The Paintings of Ma Desheng”, Michael Goedhuis, London, UK

Group Exhibitions

2025

Taipei Dangdai Art & Ideas, Taipei Nangang Exhibition Center, Taipei

“When Schiele Meets Peking Opera Figure: Global Modern and Contemporary Masters
Exhibition”, 3812 Gallery, Hong Kong

“Abstraction in Dialogue”, 3812 Gallery, Hong Kong

Abu Dhabi Art Fair 2024, Saadiyat cultural district, Abu Dhabi

“Artistic Freedom: The Stars, Beijing, 1979”, Centre Pompidou, France
“Summer-Scape”, 3812 Gallery, Hong Kong

The Treasure House Fair, Royal Hospital Chelsea, London, UK

Art Basel Hong Kong, Hong Kong Convention and Exhibition Centre, Hong Kong
Art Paris Art Fair, Grand Palais Ephémeére, Paris, France

Bordeaux + Art + Design, A2Z Art Gallery, Bordeaux Exhibition Centre, Paris, France

“L’encre en mouvement, Une histoire de la peinture chinoise au XXe siécle”, Musée Cernuschi, France

Art Basel Hong Kong, Hong Kong Convention and Exhibition Centre, Hong Kong
Asia Now, Salons Hoche, Paris, France

Art Paris Art Fair, Grand Palais Ephémeére, Paris, France

Art Basel Hong Kong, Hong Kong Convention and Exhibition Centre, Hong Kong
“Love in the Dream I”,10 Chancery Lane Gallery, Hong Kong

Art 021, Shanghai Exhibition Center, Shanghai, China

Asia Now, Salons Hoche, Paris, France

Taipei Dangdai, Taipei Nangang Exhibition Center, Taipei

Art Paris Art Fair, Grand Palais, Paris, France

“Les Etoiles 1979-2019 - Pionniers de I'art”, Les maisons du voyage de Chine, Paris, France
Frieze Masters, London, UK

Art Basel Hong Kong, Hong Kong Convention and Exhibition Centre, Hong Kong




2018 Art Geneve, Palexpo Geneva, Geneva, Swiss
2017 Art Paris Art Fair, Grand Palais, Paris, France
TEFAF New York Modern and Contemporary, New York, USA
2016 Frieze Art Fair, London, UK
Art Paris Art Fair, Grand Palais, Paris, France
Busan Biennale, Busan, Korea
2015 Art Paris Art Fair, Grand Palais, Paris, France
2012 Art HK - Hong Kong International Art Fair, Art HK - Hong Kong International Art Fair, Hong Kong
Art Miami, Miami, USA
Galerie Frank Pages, Geneva, Switzerland
2008 Foire de Paris, Grand Palais, Paris, France
2001 “China without Borders”, Michael Goedhuis Gallery, New York, USA
2000  Tokyo Gallery, Tokyo, Japan
Galerie Leda Caricio Fletcher, Milan, Italy
1999 Michael Goedhuis Gallery, London, UK
1998 Galerie Florence Arnaud, Paris, France
1996 Michael Goedhuis Gallery, London, UK
Ethan Cohen Fine Arts, New York, USA
1995 Galerie Bellefroid, Paris, France
1993 Galerie de France, Paris, France
1992 Galerie Claudine Planque, Lausanne, Switzerland
Suisse Galerie Facade, Paris, France
Galerie de Casa Garden, Macao
Phoenix Gallery, New York, USA

Public/Corporate Collections

Centre Pompidou Collection (Paris)

M+ Museum M+ Sigg Collection (Hong Kong)

British Museum (London)

Musée Cernuschi (Paris)

Musée des Arts asiatiques (Nice)

University Museum and Art Gallery, The University of Hong Kong (Hong Kong)
Musée d’Art et d’Histoire de Melun (Melun)

Fukuoka Asian Art Museum (Fukuoka)

Ashmolean Museum (London)

Casa Garden (Macao)

Fonds municipal d’Art Contemporain de la ville de Paris (Paris)
Association du Mouvement d’Art Contemporain (Chamaliéres)
Musée d’Histoire Contemporaine (Paris)

Espace Saint-Jean (Melun)

Fondation Oriente Sociedade Nacional de Belas-Arts (Lisbon)
France Centre culturel frangais, curated by UNESCO (Firenze)
Cité internationale des arts (Paris)

Bibliothéque Publique d’Information (Paris)

Museum of Oriental Antiquités (Stockholm)

Osaka Contemporary Art Center (Osaka)

Brooklyn Museum (New York)

National Art Museum of China (Beijing)

Beihai Park (Beijing)
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Silver Lining —#4E:#%, 2002
Acrylic on canvas #fi |- J# 55 /1,
130 x 89 cm

p.-22

Need a Shoulder to Cry on
EREER, 2002

Acrylic on canvas fii b B v 11,
89 x 130 cm

p.-23

Rise and Fall #&{k, 2003
Acrylic on canvas i _-JE 7 7
114 x 648 cm, polyptychs

(114 x 162 cm each)

pp. 24-25

Stand Fast EZ5f, 2003

Acrylic on canvas ffi _FJ# 5 11,
97 x130 cm

Unification of Nature
HAAIA &, 2003

Acrylic on canvas i _I-JE 75 /1
114 x 162 cm

p.30

Happiness in Nature
H#A 241, 2003

Acrylic on canvas A _t-JE 5 1
162 x 114 cm

p.-32

The Gift from Nature

H 481935577, 2003

Acrylic on canvas i _I-JE 75 /7
14 x 162 cm

p.33

Loving Nature

T K H, 2003

Acrylic on canvas i _F- g /7
130 x 162 cm

p.35
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Look Up {4, 2003

Acrylic on canvas ffi_L-JE 7 7
162 x 130 cm

p.37

The Everlasting Trust

in Nature H 2R MB35,
2003

Acrylic on canvas i _FJE g /7
130 x 162 cm

pp- 38-39

Freedom in Nature
F148.2 1, 2003
Acrylic on canvas i I FE 7 7
195 x 130 cm

p.-41

Look Back [H] ¥, 2012

Acrylic on canvas ffi_EJE 5% 1
150 x 200cm

p-42

Nestled in Peace
MR, 2012

Acrylic on canvas i _I-JE 78 /7
150 x 200 cm

p.42

Grande Odalisque
K4, 2012

Acrylic on canvas fi_F 5% 77
150 x 200 cm

p-44

Sprawl in Serenity

FEA, 2012

Acrylic on canvas i _t-JE 7 7
150 x 200 cm

p.45

Self-Love H%, 2012

Acrylic on canvas ffi_EJFE 5% 77
180 x 200 cm

pp- 46-47

Entangle #ii%%, 2012

Acrylic on canvas ffi_FJ# 5 /1
180 x 200 cm
p. 49

Solo Pleasure ., 2012

Acrylic on canvas fii_FJE 51 1
180 x 200 cm

p-50

Intimate Reach
fif§ 2 3, 2013
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Acrylic on canvas
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“Throughout my life, | have pursued an
ideal of natural, eternal, and resilient
beauty. The Earth itself began as a
giant stone, and it will end as one.
From nothingness to existence, and
then back to nothingness—ultimately,
nothing truly happens. The highest
spiritual state lies between being and
non-being.”
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