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Dedicated to My Family

“Despite the ups-and-down in life, my faith will lead my
way and prevent me from getting lost.”
Hsiao Chin

| was born in Shanghai in 1935, but as my parents
passed away within five years of each other, | was
adopted by my seventh uncle at the age of 11 and
taken to his home in Nanjing. The political upheavals
of 1949 caused my relocation to Taiwan with my
uncle’s family. Today, 72 years after leaving Shanghali,
| have been invited to hold my solo exhibition at the
China Art Museum, Shanghai. The difference between
this exhibition and others | have held in China, is the
change in my mentality. The loss of my parents in early
childhood, the sorrow of being forced to separate from
my sister due to the war, the anger towards political
brutality, its questioning and criticism of the human
nature and human rights - all these are in the past and
have now disappeared from my heart.

| have lost count of how many exhibitions | have had
since the beginning of my career. China Art Museum,
Shanghai has chosen “Coming Home” as the title of this
exhibition, which makes me feel like a wanderer who has
been away from home for a long time and hears the call
of home. Perhaps, as | get older, | have more experience
and recognize a sense of belonging. Last September,
| came to Shanghai to see the exhibition venue. The
Museum Director Li Lei proposed a series of plans
including a five-year research programme and academic

seminars for me. | specially brought a large-scale work

“The Great Utopia” which | donated to the China Art
Museum, Shanghai. My intention is very clear: the world
of “The Great Utopia” is a just society where there is
equality, fraternity, harmony and welfare. This is an ideal
world, which belongs to, and is shared by, all of us. |
hope, through the influence of culture and art, to make
the entire community capable of positive thinking. | hope
that people will be altruistic and everyone will be able
to support and assist each other. Let us create an ideal
living environment, and let this start from Asia, setting a

good example to the world.

| have also donated a collection of my paintings from
various periods to the museum. To me, this is the
true meaning of “Coming Home”, so that the most
representative works of Hsiao Chin remain in his home

town forever.

| would like to introduce my own creative philosophy
in this way: “Taking the wisdom of Chinese culture as
my foundation, then after introspection and assimilation
of expressions of Western ideas, walking towards
infinity, while continuing to explore the eternal feeling
of innocence and let my career continue growing.”
This belief, long held in my heart, has guided my
artistic creation. At the same time, | strive to convey the
message and process of spiritual growth through my
works, to enhance the spiritual life of the world and guide
people towards the true meaning of life.

The great energy of the universe is an endless source
of inspiration in my creation. | hope to share this
spiritual energy with my compatriots in my home town of

Shanghai and give them encouragement.

Finally, | would like to dedicate this exhibition to my
beloved father and mother, and my dear sister Xuezhen.



N E R
S$E REZAT (LEERE) RFEK

—HBRSHNREBE, EAERBLIMINER BIRMPE
£, WEEPEETILE, Bk, BELEBREZHE
RNz, Bk, BEH.

HED, MIHDNRE, RERBIERZMMER,
REFLAEE kR Tt R B Kok AR EF XL,
TE BN GIEMR. KM AAHRE- -

WMRIRTHEFRSE W, BRRIZMERLFZEFN
T HEIREREEZR. BXERER (5188
REBR) MEBRQDAREE. FAEHSHEINE,
W ENLE R AR LT

AN S AT B, TR 1935 . SRMBIERT |
KR 2018 5. HWEERE 83 BMEAT, MTHY
—NibEME LEE, BETRERMAN. thiEES
SRS BAREEE. 7

AT R H

WE S FRHRSCRR AR ANM T, S FREFRE
AEHT, MIHRKERNEAD AT B A
K. MEXEHAN (5]) TEARESE, 1949
FOHEERERX—RETAE. FHRtbFEEERE
EFRF (PFEEZERR. BERRIEARXA) ME
SNEEM—RFEREIAN, KSNERMGRIF
MaBLLe T ST RR G ED, X4 T i m 57
REIRMMR. B IEREREHERENRNER, B2
AERIE,

DERYRE TR LZ LML ARIEBRKREBTIE,
BAFTAET. TENENRHNERDHEIRBERNE

MO 19525 17 SRR EIRE T SHITFHEMTT,
58 BN FrfE. BRER. IR BERE.
RRTERNEGEREFIMLE URZR” NEF
}\o

WENR: “BMBRBRMNE—TMEAREE, HiE ‘W
AEFEESRRZERN R AEAEFREZARIKL .
EABRNENES, PEFRERNAXEST, EXK
MZRETRmERT. RELEL, TEREZAESHE
B meE tEE—8. —LRHNNES, A2
ARFET —EFFOR, #Eih T —LEn ERNIARDN
KH. EFETERFENSERAMATELEF,
ERAEFEENRERBAEMBE K, FEEURMARKL
I — LR G ARIKRNNENE X ARERENRMY X
®U, BRZ WIS , HAREEFENZARAIL
HE BRWES HRERK. m BHRWS mE—
PDHEHUNEURE, TREVHRTWSHIAER
F, EW ‘AE&’ B2 PMEVERIE LR QT
Ao 7

ZHEZPEARZAREXEREZ —, 0HE=1
FRELESMILENIRZAREAG Rt 1E
8, AL TFRNBEIRBIFEVLENAY. BEEF
MMENBZAERATR: —ERAMRE —2IREBR.
REEREXRFENGFNE: “BERF-—R, A
—MBFERFENAUAFZRELANBOEZ ‘B , M
METFR—ENFEREEMBELRAE, mINEFEUR
‘B, BWAKLRFERE B SRIHERMN,
EHAZRZAABERAZR, BETECIERNAR,
BT RETZZARGIEREMNENEF. RIRY
—A, ZRANBFZRSETERE LN, F2R
NERMBRERE, BERAAT, BERSHF, B

EF¥H TR BEEAWRT/NE, KELLUEMEEE
BITERIRE F L5 YR 7

TFRXLEFZEZR—MHE, HELKE—IPARZART
B, BEXNMEERER #B1]EBENIKZARE

fE. FEI@IZH: “ 1956 F, BNBIN\NERK
HEMESREREZBRRLAN, ATHIHPEHIAK
IR, RERIL—PERREDNRIEER. - L&

wZE, REMAENRNN ‘FHER”  REZ: —.
ARBARGTHE, BHSEN, REZRFENNE;
— HERMNYERKERT, BSROEEEERSE
MPRM. X, “FHER £ 1957 FYIMKAL,
HFRF 1 ARNAERIERBESREITRIE. 7

MEAREE ‘RhEx" W&, FHRESTREEIE
FHRFE, MIttbEIER ETHFFRIRE.

AT EBEMAK

WFANE/FRBE - TMREFNKET R, UKLRE
FEEIRF. HESLMRBEEFE, FHT —PERRE
MzE), fRFTEEe, AG—AXTEXT, H&
KEZBETR. BHERESE, RANHLUASEENE
REARZRNBFFEERT, THEEMBERNIARZ
AREE. SNARETHARZRPLOEBESHE, KON
MR ZREERTERN T ERAFIRIK = FEHE
128 “BZARRONEE, HERRATREAR,
BREEMENARER, EERBFRARAN TR KX
RUARALURRIEME , MENERCIEZLHER, o
BIEEE, TEMBIEE, HHWREBRFAZNITE. 7
BREEN, FHMBESRENDMIRENZIEEEM. fb
UBZRFRMNGTRED T RYIMEFEME; MmRIRH



IWRT —H#HEAERTNIEEREXZEARR, FET SEOM
ZARRFENZR; MiEhHTEESR. BEH. K=
FHONRRZARER, HRREET B HS1EER;
IR — L INRFHN AR ZRAELS S ENEST
—LEHRZRED . XERMKAUBIARFEH D LA
TEONRARZARER.

W ENR A AR WETF th—EEER BRI A

1957 & “ZRHER" £REKL, 11 ARENFHE
[UEBMT T, EEEMNRYTE BRNTERES
IEMEBEZRER 2T B FE. BN FRIER.
FAR. 2R KRR BNIEREREREP AL
RAMZET RERTEARBEE MY RER RAINE R
&, ‘WY . “BTE NETH. 7R AR
NBLERATR L. ME, ITREEERNFPERAR
ZARET . WEEed (BFENPLLE) £FEN
TERZ WA AIRGEND? - NREBENERERBE
ERMER), BHIER? EHL L, EHEFLERZEE
BEAN, FUAEEREN], REZEHRA. BES5R
NERFNERESL! FE—FERATFHTER. 7
wER: “BRXTSZESMIANR. AR TEEEH
RESHIAEAH, F—EHERRINNEAENE, B
HEFHR. R RERFHIRT R ORI
REEKIZEENRRGEHRT 1o ZARFMERZ—1
FHERNCIEE, TRE—INEERMMEENAIH
SEERENERE. 7

B4k ‘BT MERESE R NNE, FERE
BEZNETARS T BATHXUIEHAE. KT8
REGIERERE, WETHERKFNNEBEREISF. BX
. AfE. BHF. XENFSETRETH+TZR.

XEREBEHSHHNTEL BKE. KIE. BzF. b
EIROM, 2FHAER, BE—DPALTZ. =4
B, BR_FAEFREILE. RAFR, BAFEE,
IR LT, TAEEH.

WEBRNEFENZARRT “RKHER" HKFESD,
EHEEE ‘ARER” MAR. BERFSREAIZEND.
BEBZEMA, MXTR THR. KES. BEH.
L. ARNMBIBEEEST. BXF. #BE. BERZ
REEMNEZEZZARRSM, MHEN. =RE. FAK
REEHES M. ANATIEMREZHBERRES X
MR SRE.

AT RAMRE

WHNHLENEELETHE LT ES. THTR
R THISCERZARK . RITHXUERFET IS
AT tIAEXRIME RAEMEEARREAIXL
. s E—4EMERSXE, RERENARDIANRE
XZARMZR, MBEREARRNHERKZEAR,

HEW: 1955 FREFAHFR, BETRSEN, B
EMERT W, REE. FREMI—LERREAR
R, ATRFNET. TREFFRZAREESN
RATRIAES, HHFSAREHEBEENENHNT
%, SRR SR . X R R RYch
EREMBERE. "

LW E 1956 FREFOMNMN IR, BHAXENEHE
KEBTHEANZHE, JUARSEHANTENBIIHR
H, NN ZAR AR AKRELERNEM EIHHTHN
LB, MBI, ARAHTZAKERNAERHTT

X WHMATHEEFIEER (HR) ZAREME, fi
BHEERARGHZEREN (XAEF) RUEMR
2R,

wE: ‘hELE, - MERARENZRK, ER
TMARN ‘BR fERENES. HRHNPELE XD
1, & ‘BR FRAPNE. . BR2E, Fz
ATRPE T, B ELENRAPIESENH
HRYE, 'EARZM, mEkZI)  BAARMEH
Xl 7 ikl “MAREXBEHALL L, MRp
HZALBRNEMAENAENE, SlEZERRZ
AREMAFBITAPRELE, SEAFERENHER
RER, EILTFFRFENPEZAXLEECFET
£S5 HHER EETNFEEBEMERRNE.

1960 TR, FHNEEBEFETIRENNE,
fiELEHRBEATRERINT . BREFMBENAER
AR, MEREERELEFRNTFBEH, WEHRA.
k. HDESAEENRRMEIIEEHER. £HNE
T, BRBEBARARYE, LFRGEMTENLEL,
ERAOHIEEBELRR CAE, X—X—R. —#
—&f. —F—FR, RAEXUHNRENEBRESEEE T .
£ 20 42 50 X, BUMMIAEEREX (RMMRER)
MEETHSRE HRERAEX) RE—RK, 250 F
KRR, BENPERENHHNEAREE, BEHEHRLS
ELEHNREERIMWSER. 1961 F, FHHEKXK
ZERKRFBEBRRRRRAN .. BABZREEZFRGHE
ARZETECID T —P ‘R MERRZARIEE (Punto
EAEWESE “RE ) . MNEESHR: WM
SRR EIERIER, RET THRE TR hz ‘AR’
M, HEENIALMERNESEF @G, ” i)
A CABIRERFEPZABRNFS, ZARIESE

NEAXBERAMEABEBIRE A Bit, flx2E
HERI . FBHIERRERZRE, NeTMA. XHF
A BRGZEEA RN, FIAFKBEHHUR—HRIR. 7
1966 5, ‘R MEFFRZAREHHEENT +ZRRE,
BRANNES +—PMERNZTARUZARARSM, &EX
A, MIBRE. Ee. BIRER. 5%
RN EREHNFREWSESH, 2RI ‘=~
ERFEAYINER, FIENTRBELEE, BEH
ZENERNEE.

RE ‘R’ NP ERZRBEHERNLZRIRET
N, BEREHAZEMMSHRZAREEAREARE
RPN —IORTE, RRBOXBNNAORBIERT o
EEFREBMIMIZARREX —HHANZARBEMEIED
AHKENERNE.

1967 FRBETAL, BEMETEEMLERANAMNE
—REREKE. 1973 FMAEFEERBEN, KM
W77 SMERNIRZERBBRARE i “H8,
LNARNTE, BRERFAEFTEMIMAIMR, ik
HxE RHEANERLD FRR. FRRHBKLE R,
BHEBENCIE, BLMRN, ILECHB4ERK—K
Hims. " B —RKREEN, ZHE—LRIPEIR
ZARHBET.

1977 FRHRED T KZ, th5SZENZARREFER.
AKFERZET SURYA EFRZARIEF. SURYA BX
NAFHNER. R “AMHRESLEENRIR.
XNHEKG, HE ‘R NEIMBTENESLRIMER
I's BRA 7 FRXEFMSPRNEREGRNRIAL,
wm, XREN ‘[T BERERTESMN ‘I8 L E
ZH ‘B



AT M E R

ZAMNEBRRRARYE, ERRtLEEMZLN. A2
BCHEBMZARESRENEMDZ. 1980 Fnt
EEIARE, FEAERSCARAEILEET ““HHERAR
WRZR BlE, AUREFRZNPEEARFTEHR
TEFNER. <BN=T%, FHFMLESIL. &
. B JER. BB TN RILEEARERE, it
MZ AR REZ NN RIEBIEE.

WEN: ‘REENNELEERRK, REAUORE
B —MEFEA, E—EEFEIRMBET X LT
my, BEZARRXUHBE L, RAKTIHERT F
EMEKT. ”

fi—ERIFEZANFALEMERN: “ZAR OF5R
BHZ R AERBPNIRRE. RBEEETHAEREN
EARRZRE o« FHEAENE, AXEmM LR
A, At ARBEFREBEMRERE MR UER
WEEEBE? AT AZARRFALLABINEENZES
REFIIE? BIAANEFLL, MERNIZA. - xie
ZR BEERY, BRAXBHREENRY SR,
FRAFZARRIEARALKITH IR, NMERE, MA
ENZH. ERBRIANER BE , BEIA, BB
TMESIZEAR X MEEXKNCOEENERN 8,
2 RE-LERFSKRIERIEENTRE (BB .
M@ KR TRRANBRESENE, BEHUTLE
ZARIRZINE, MREZERFEREZRRFZENTRIL.
hES%E, —AEXNERIERZNUE. ERMER K
BERECEN, BN ‘BiE ZFMAMmR? HEFE
LEHAEREMRANSENE, BREGZKEXML.
REMBRELT. 7

WmAEFHESENNEEREELHMEDRRLE
557

W ENRE AR

s BREVE ‘BTEMFE AWE;

* BRERABREARREGIANKANEH, HFEXE
KRR RATEH;

s MEEHILAC RS, BERKEMAHRZARER
(BHEZNR)

 INBEAREIEM TR E R 2B RN,

s BWMEAXFMIZE, MEMARESZLZAR;

* BERTIBHATTF M.

B, WHXURENKE, BRESKREHXYIX
MARBEFMARH. B PEEENE, HEITEEX
o i ‘FER, RTEAEEPESREAANER
K, MR EMADXUNIR: FHAMAET, &
B—ReA—MFAE— DI R M Tt sBR Y5
£, IPMEE, ZHHER, BEREZARLIEEHT
WT. " 2012 FREBOETERIER <KED> , fhik:
CCREF F-NEEF BE MR BREAEY
HIEX#HS, R PEEAHER, MEXMEREETX
RIEH HZMo oo AREPERKERE—ERAME,
mEsaStHREDRE.

1990 FRENBRLARMIRINEY, XAMHERT
EMFTEME RERE. XthEMBORZIHESF
BEEMHEN.

BN NET, ZNRFEHEFHENEER AR
HNEM, £opREMELAFER—RENEEE,

BITARFX AR,
fimEERIR, ERIfhHARN LS.
fBEERT PEAHNEN, MFRELHEthET.

HRBEREXMNEAN, ELTHAMBRHBMNEOCRERE
HIRK. ATFMES}, TARKESNEER? BET
KRB BRER ZIL, FEiR: BB KB BSA
£, f/IRNFPEZRE. 7

pe

FEZMKBETHREBEF KSZARNHLEITIEY
RBGR B IMEE!

RN ERYEFRXUZARAEEEREZT LI
RN B AV S e 4 B 2k !



11

Hsiao Chin’s Coming Home
Li Lei, Executive Director of China Art Museum,
Shanghai

A seagull flaps its wings and lands on the guard bar
of bulwark in the Bund along the Huangpu River,
raises its head, then turns around and faces me.

What | have seen in the eyes of Hsiao Chin is an
air of melancholy, unfolding images of his parents,
younger sister, friends, wife, daughter, as well
as the clouds of Shanghai, the rain in Taipei, the
sunshine in Milan and the blizzard in New York...

If you are not familiar with Hsiao Chin, he is
an art advocate, the son of Hsiao Yu-mei, the
founder of National Music Institute (now Shanghai
Conservatory of Music).

Hsiao Chin was born in Shanghai in 1935 and now
he returns home at the age of 83. Hsiao Chin can
still speak an authentic old Shanghai dialect, Hsiao
Chin says “I am still young”, which implies that his
state of mind never turns old.

Leaving hometown driven by a flaming passion

Hsiao Chin’s father died when he was merely 5
years old, his mother also passed away 5 years
later. As a result, he and his younger sister had
to live separately with their two aunts. His uncle-
in-law was then a senior Kuomintang official, who
took him to Taiwan in 1949. Hsiao recalls it was not
until his elder female cousin (wife of Wu Zuoren,
a famous Chinese artist and educator) took home
from abroad a box of crayon that he started to
learn drawing. Due to his parents’ gene and the
influences from his uncle-in-law, he had a profound

understanding of Chinese culture. At that time,
enlightenment and salvation remained the theme of
the era, as well as the aspiration for individuals.

Hsiao Chin has harbored a strong passion since
his youth. In 1952, the 17-old young artist, pursued
his apprenticeship under Li Chun-shan, a poor
teacher, and, together with Hsia Yan, Huo Kang,
Li Yuan-chia, Chen Tao-ming, Hsiao Ming-hsien,
Ouyang Wen-yuan, as well as Wu Hao, became
the first group of young men engaging in the
exploration and practicing of the “modern art”.

Hsiao Chin has commented, “We shared a common
ideal that we should promote modern art in China
and push Chinese art towards modernization. At
the time due to the long-term practice of self-
seclusion, Chinese art and culture had become
too conservative, out-dated and rigid, and that the
pursuit of formalization had put traditional Chinese
art at bay. While some early advocates for reform,
by either going abroad to learn the so-called
academism, or copying and imitating the practice
of the then modernists mechanically, others
adopted mechanically some western modernist
styles and forms to express some subjects of
traditional Chinese painting, but these practices
failed to secure a growth for Chinese art through
the nurturing of modern concepts. In short, the
modern concepts are objective laws governing
evolution, rather than subjective and conservative
ideas which could be abandoned, in the same
manner that life requires continuous vitality and
innovation for its growth.”

Mr. Li, one of the first practitioners of Chinese
modern art, and a of pioneering modern art group
"Juelan Society" in the 1930s, was inevitably a
man feeling oppressed in Taiwan in the 1950s.
However, his teaching was quite different from
others: individualized teaching and letting nature
take its course. Hsiao Chin reflected the learning
practice and once commented “I want to point
out an extremely wrong idea among teachers and
students that the collegiate teaching method serves
as kind of a 'foundation' to create works. What they
fail to see is that it is due to its nature of creativity
that art is nothing but art, and that copying can
never get one anywhere. To put it another way,
the collegiate approach can be equal to a binding
imposed on one’s thinking, which can only lead
to perishing of one’s creativity. when there is no
free thinking and imagination, how can there be
creative works to be expected?"

These phenomena led them to form a modern art
society which promoted free and modern artistic
creation. As Hsiao recalled, “in 1956, eight of
us who were students of Mr. Li were determined
to establish such a movement and organize
exhibitions to promote modern arts. After much
discussions, we decided on “Ton-Fan Art Exhibition”
as the word orientation refers to sun rise, through
which vitality and hope for a new art are can be
visualized, Secondly, we are all from the Orient, for
which most of our works are embodiment of oriental
spirits. In this way, the “Ton-Fan Art Group” was
founded in early 1957, and we hosted various art
exhibitions in Taipei and Barcelona the same year.

12
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While preparing for the establishment of the art
group, Hsiao was granted a scholarship from
Spain, and thus he began his study tour.

Driven by a dream

People may have attributed Hsiao Chin’s success
to his family background. However, this is not
the case. After arriving in Spain, he gave up his
scholarship and decided to practice art on his
own. He subsequently travelled to Italy alone and
settled down in Milan as the artist found that the
Royal Academy of Fine Arts in Madrid was quite
conservative and was not an artistic atmosphere
that fitted Hsiao's aspiration. At that time, Spain's
modern art center is in Barcelona, while the hub of
European modern art creation was in Milan, Italy.
The artists recalled “A voice from the bottom of
my heart tells me that | am out for arts, or creative
arts, and that it will get me nowhere if | go for a
diploma for a better living, and it may even hamper
my pursuit of art. So, the idea came naturally that |
should choose another school.”

There is no doubt that Hsiao is an expert at
language learning and communication, he had
managed to generate a livelihood by contributing
art related articles. He later became acquaintance
with a group of artists in Spain and began his
continuous exchanges with European artists. Hsiao
Chin visited Barcelona, Venice, Milan, as well as
other art centers in Europe, and soon founded his
representing gallery. He continued to learn more
about European modern art and gradually took on

a leadership role on some modern art movement
as an active actor in the mainstream of European
modern art.

One of Hsiao Chin’s charm is that he has been
helping others all his life.

In 1957 “Ton-Fan Art Group” was established in
Taiwan, the first exhibition of the group was held in
both Taipei and Barcelona at the same time. The
works of Hsia Yan, Li Yuan-chia, Huo Kang, Chen
Tao-ming, Hsiao Ming-hsien, Wu Hao, Ouyang
Wen-yuan and Hsiao Chin, made their debut show
in Taipei, but were criticized by the viewers of more
conservative nature, who labeled the show as fraud
and difficult to understand. Hsiao Chin recalled,
“But any responses are better than no response.
Also, it may clear the way for the growth of modern
arts in China, where many revolutionaries, including
Sun Yat-sen, had been regarded as a traitor at
beginning...Who is expected to push forward the
historical evolution except revolutionaries? A look
at our history shows that most of such pioneers
are in their youth, so | hope that our young friends
could aim high and strive for their ideals, and that
one should not be driven by fame and wealth.”

Hsiao Chin had said, “Though Western modern,
contemporary, avant-garde and postmodern arts
might be deemed to be lacking in a profound
connotation, they do show a desirable spirit to stay
aggressive, rebellious, challenging and innovative,
which | regard as the power driving arts that lead
the times. An artist should not only be the creator

of a prophetic vision, but also a driving force of
conscience and insights”.

The eastern values can be appreciated substantially
from a Western standpoint, Hsiao Chin hopes
that more westerners can understand the cultural
and spiritual connotations of the East. After the
exhibition was completed in Taipei, the artist
exhibited his friends’ works in other cities such as
Spain, ltaly, West Germany, Austria and the United
States for more than forty times. Hsiao Chin spent
great efforts in organizing these exhibitions where
he engaged in planning, contacting the relevant
parties, and even the framing and carrying of the
artworks. Youth, aspiration and ideal remained his
driving force, for that he was determined to not let
anything come in his way.

In addition to promoting the artworks of his peers,
many of his teachers and friends from home who
were also in Europe joined his initiative, such as
Zao Wou-Ki, Walasse Ting, Chu Teh-chun, Hsiung
Ping-ming and leoh Ming Pei. Hsiao also invited
many well-known artists from Spain, Italy, West
Germany, and Ecuador, such as L. Fontana, P.
Manzoni and E. Castellani to participate. All these
were designed to show the audience similarities
and differences between eastern and western
cultures.

Exploring for the unknown

The significant of Hsiao Chin’s contributions lie in
the fact that he is an artist who has never ceased

his efforts for thinking, exploration and practice.
His eastern cultural background and western living
experience offer him a wider vision to reflect on
deep-rooted cultural issues. he had been relentless
in seeking ways to promote China’s modern arts
by borrowing useful elements from the western
modern arts.

Hsiao Chin commented, “I saw many things when
| arrived in Spain in 1955, which drove me to a
period of critical thinking without producing any
paintings. Later, | was further inspired by other
abstract artists. In particular, | saw that non-
figurative art and American art at the time were
largely abstract works inspired by the rhythm and
beauty of Chinese calligraphy. My discovery had
prompted me to reflect on the modernization of
Chinese art”.

When Hsiao came to Europe in 1956, the western
realism movement had lasted for more than half a
century, and was arriving at its conclusion, forcing
many European artists to seek new ways while
drawing on much experience of their predecessors.
At this critical point, Hsiao’s arrival brought a
chance for the interaction between eastern and
western artistic practices. Hsiao also started to
create abstract works by applying eastern art
principles (cultural philosophy).

Hsiao says, “Chinese painting, as a profound
traditional art, is distinguished by its refusal to
give simple expression of nature. China’s ancient
drawing masters never make a drawing until the
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nature had become something integrated with
their mind and soul through deep observation,
experience and perceiving. And only by doing so,
shall their works mirror the spirits and charms of
nature, turn the natural wonder into masterpiece,
and acquire enlightenment.” He adds, “We should,
in the spirit of Chinese traditional arts, explore the
possibilities of giving new forms to Chinese art and
ideas, make attempts to give it new expressions
in modern arts forms, make our arts full of global
vision, as well as help them shine on the global
stage with updated value and significance. *

Since 1960s, Hsiao has shown great interest in
Laozi and Zhuangzi thought. His paintings use no
so-called eastern elements like Chinese characters
or patterns, but highlight the philosophy and
principles such as Yin and Yang, rhythm and other
factors. In his works, a dot may look like a deep-
planted pile, and a line may resemble a martial
performer. In short, the lines are expressions of his
state of mind, and the connotation and essence of
oriental culture are well embodied in the distinct
contrast between civil and martial virtues, motion
and quietness, Yin and Yang.

In 1961, Hsiao, together with the Italian painter
Antonio Calderara, Japanese sculptor Kenjiro
Azuma and Li Yuan-chia launched an international
art movement named “point” in Italy (Punto was
translated as "pontu" in Taiwan). Their declaration
said, “The pure nature of ideas and the reason
for creation lie in the understanding of the ‘finite’
condition in the ‘infinite’, and the reality of one’s

thought and the realization of the meaning of life.”
They believed that “Man is the ‘finite’ condition
in the ‘infinite’ universe, and artists should be the
spokesmen for the spiritual prophets and their
thoughts. Therefore, they should be a pioneer
in the exploration of ideas, spiritual pursuit and
understanding of life. In this way they can convey
their findings to others and do a due duty for the
human spirit evolution.”

By 1966, the “point” movement (Punto International
Art Movement) had seen a total of 13 shows
held, with the largest one attended by 26 artists
from 11 nations, and a regular team of attendees
consisting of Padamaino, Pizzo Bolognese, Wout
V., all founders from the movement. The move was
featured with its concept form that artists took the
“dot’ as the origin of the universe, from which all
possibilities were unfolded, evolving into subject
images.

In 1967, Hsiao went to New York, there he
remained diligent in thinking and practicing. In
1973, while studying Ch’an (or Zen) thought, he
saw that it fitted quite well with the modern artistic
ideas he had sought. He says, “Ch’an (or Zen)
had given me such an influence that | decide to
abandon western rationality as a restraint, and
give full play to my intuition peculiar to an oriental,
so that | could enjoy full freedom in my creation of
works and an unbound imagination free - from any
biases.” By approaching a new style, he started to
seek the truth of Chinese modern art.

In 1977 he returned to Milan, where he launched
SURYA International Art Movement with artists,
philosophers and humanists from many countries.
SURYA is in Sanskrit, with a meaning of “the sun”.
Hsiao explains, “The sun is the source of life
and energy. For me, it is a sign that my idea and
thinking around the ‘dot’ have further developed.”
Thus, he embraced again the approach to radiated
dot images, but the new thing was that now the
‘dot’ had assumed more ‘connotation’ and more
meaning of Ch’an (or Zen).

Coming home for transcendence

In 1980 he came back to China, and made a report
on Western modern art in the twentieth century at
the red-flag hall of Beijing Culture Ministry, bringing
a new image to the fine arts circle in China when
the reform and opening up had just kicked off. For
the following 30 years, Hsiao hosted a series large
exhibition in Taipei, Taichung, Kaohsiung, Beijing,
Shanghai, Guangzhou, and Zhongshan, and his
works were gaining popularity among the public.

Hsiao said, “I lived abroad for a much longer time,
and could have continued the expatriate life with
a calm mind. In terms of living habits and ways
of doing things, | got used to the western style,
however, in terms of art and culture, | remain a
Chinese and an oriental.”

He always emphasizes the importance of arts in
life, “Art, philosophy and religion are the means
of exploring the mystery of life. In this sense, |

agree with Cai Yuanpei that art replaces religion.
The mystery of universe and life are metaphysical
issues. Why only logics of philosophers and the
faith of religionists are relevant to explore and
meditate”? Why can't artists express through their
intuitive feeling? | think it can and that we should.”

Art, philosophy and religion are the highest level
of exploration and expression of human spirit, so
it should be right to express and explore it though
art.” He adds, “Xia Yang once commented that my
works are to interpret Tao, which | quite agree with.
But my interpretation is not based on quotes of
classical literatures, instead it is the findings proven
by my own intuition, or ‘borrowing some symbols to
record his own process of enlightenment’, as Xia
said.

If painting only confines itself to superficial
description and sketching, it is a contempt for
the depth of painting, and just students’ trick
and bauble learnt from art schools. By contrast,
Chinese painting has always been created based
on profound observation of nature by the artist,
his subjective understanding and experience of
meditation. Otherwise, where is the term “artistic
perception” from? It would turn Chinese painting
into something that is shallow, meaningless, and
vulgar if it is all about superficial description and
sketching.”

How to revive traditional Chinese painting on the
track of modernization?
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Hsiao gives six suggestions as follows:

First, to build the “daring to create” concept;
Second, to learn to understand the spirit of
contemporaneity of our times, and to be sensitive
to the spirit of future-ness;

Third, not only to build on our own traditions, but
also to absorb the global art trend and experience
(covering various times);

Fourth, to know the global trend of artistic creation;
Fifth, to stand in the position of humanities, and to
review and study folk art;

Sixth, to avoid pointless debate over trivial matters.

While talking, Hsiao, now an open-minded elderly,
would occasionally show disappointment and
dissatisfaction with the reality. He is a perfectionist
and idealist. He says, “For many years | have
harbored a Utopian intuition or idea that the east
and west cultures would someday work together
to bring about a new culture that is universal and
without geographical barriers. And | have seen the
conception become a reality in the aspect of art.”
In 2012, Hsiao created a huge work, The Grand
Utopia. He explains, “The Grand Utopia is a world
full of equality, fraternity, harmony and mutual
help, an ideal world that is for all and by all...And
| believe our nation will become a society of The
Grand Utopia and lead the world into the vision.”

The sudden death of his beloved daughter in Los
Angeles in 1990 gave Hsiao a heavy blow and
great grief. It also prompted him to think about the
meaning of life.

His style changed again from then, Universe
became the theme; the quest for life’s origin and
where it leads to seems presented orderly yet
intangible in his works.

He returned to Huangpu River, came back to
Shanghai where he was born.

He gazed at the seagulls wandering in the sky, as
if reflecting himself.

Looking through his melancholy eyes to see the
teardrops in his heart, after 60 years of struggles,
what can be given back to life? While thinking of
his late parents, younger sister and daughter, he
said, “I leave The Grand Utopia in Shanghai and
give it to you - China Art Museum.”

Note: Main sources of materials are derived from
Hsiao Chin's A Historical Dialogue with Art.

| thank Mr. Hsiao for his trust, Ms. Maggie Wu from
Hsiao Chin International Art Foundation for her
support, and Mr. Calvin Hui from Hong Kong for his
great contribution.
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Topology of Meaning of Life:
Retrospect and Prospect of

Hsiao Chin’s Art
Tsai Chao-yi

For me, the utmost important thing about painting
is not the act of painting itself, but to explore the
origin of one’s life, to record one’s feelings and
experiences and to envision one’s future through
the act of art-making.

Hsiao Chin, 1978

In an interview nearly 40 years ago, Hsiao Chin
talked about his attitude on painting and life. Now
approaching 80 years of age and at the summit of
his life and artistic achievements, the artist remains
the same level of intellectual and creative vibrancy
as he once again makes a profound statement
about art and life with Eighty Years of Energy as the
title for his retrospective exhibition. In a convincing,
decisive and ambitious manner, Hsiao Chin
declares his continued passion and commitment
for art which he has no plans of slowing down.

Looking at the longer span of Hsiao Chin’s life,
we need not be surprised that Hsiao Chin’s whole
life is defined by the pursuit of the meaning of
life through endless learning. Central to Hsiao’s
subtle yet critical enquiry through his abstract
painting is to advance the depth and scale of
his life experience, and to interpret and explore
the deeper meaning of life through the act of art-
making.

Born in 1935, Hsiao Chin co-founded modern
painting group Ton-Fan Art Group in 1956, and
is one of the “Eight Pioneers” of the association.
He is also a leading figure of Taiwan’s first-wave
modern art movement in the 1950s. Amid a time of
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hope for revolutionary changes, Hsiao broke away
from the conservatism of the art academy and
traditional painting styles to embark on a journey
of self-discovery through art. He has been living
abroad for 60 years, but has always looked back
on his Eastern cultural roots for artistic inspiration
while at the same time also incorporated the
reflexive, dialectic of the Western critical tradition to
develop a unique artistic perspective and creative
vision. The unique feature of Hsiao Chin’s art is the
accumulation of his 60-year-long artistic journey
which has seen the evolution of artistic styles,
his dialectical vision of modern painting and his
topological view of artistic form. His strong personal
style in abstract painting owes a great deal to
Eastern aesthetics and helps him win recognition
and praises from the Western art world.

Hsiao Chin had left Taiwan for Spain prior to the
founding of Ton-Fan Art Group (1956) and its
opening exhibition (1957). In 1957, Hsiao began
to write articles for the European Newsletter forum
of the United Daily and continued to do so for the
next two years. He also published articles that
introduced the concepts and developments of
the avant-garde in Wen-Hsing Monthly and other
print media, and in so doing opened a window
for Taiwanese readers to gain insights into the
history and development of European arts. In the
late 1950s and the 1960s, Hsiao Chin played a
groundbreaking role in promoting interaction and
exchange of Taiwanese and Western fine arts
through exhibitions. Observing from the centers
of European art world, Hsiao Chin has developed

a broad and diversified vision of culture and arts.
As an artist, Hsiao never ceases to look back
on Eastern cultures that have shaped his artistic
identity.

In 1957, Hsiao Chin, along with fellow members
of Ton-Fan Art Group, participated in the first Ton-
Fan Art Group Exhibition upon the founding of
this modern painting society. In this exhibition,
the artists upheld the core concept that “all the
national and geographical boundaries between
art forms will eventually collapsed due to frequent
exchange between various cultures of the world.
Nevertheless, the essential spirit of each culture
can still provide a strong foundation for new types
of art-making.” With this manifesto, members of
Ton-Fan Art Group demonstrated their strong
desire to return to their cultural roots while at the
same time to develop innovative art forms, as they
emphasized that the kind of modern painting they
practiced was a new art form which grew from
the soil of national culture, but appealed to global
audiences. Although they were motivated mostly
by Western abstract art, Hsiao Chin and his fellow
Ton-Fan members were ambitious in developing
their abstract painting brand which would be
distinguished from Western abstract art. They
looked upon Eastern cultural traditions both ancient
and modern in their quest for personal styles and
artistic vocabulary.

Launched by Ton-Fan Art Group and another
significant association, the Fifth Moon Art
Group, this new wave of modern art movement

is significant in the development of Taiwan Fine
Arts in a number of ways. The anti-establishment
attitude of these artists and their quest for
innovation resulted in the awakening of cultural
self-identification. Informed by Eastern cultural
resources, their artistic experiments have led them
to develop a set of aesthetic principles which
differed from those that had governed Western
abstract art traditions. Their emphasis on returning
to one’s own cultural roots in the spirit and cultural
configurations in the content is an essentially
Taiwanese experience as far as the modern art
movement is concerned. Their experiments on
the art form led them further into exploration of
new mediums and techniques. With burning
enthusiasm, these artists promoted the ideals and
concepts of the art group. Consequently, heated
debates between the Oriental and Occidental
cultures broke out amid their tug of wars between
the modern and the traditional, the innovative and
the conservative, opening up further debates on
the essence of art-making. Such debates also
marked the first attempts made by Taiwanese
artists to define the unique features of Taiwanese
art.

To understand Hsiao Chin’s creative and spiritual
journey, one needs to place his artistic experiences
in the context of the overall milieu of Taiwanese
society in which the artist lives and practices art,
as well as the artist’'s own subjective views on art-
making, with special attention to how the artist sees
himself and his personal styles, or how, while living
and practicing art abroad, Hsiao Chin re-oriented

his artistic approach in the cosmopolitan centers
of European arts and cultures. More specifically,
one should enquire into why the artist from the Far
East, having been through the direct experience
of interacting with Western cultures, returned
to Eastern cultures and philosophies for artistic
inspiration, and how he has actualized the Oriental
cultural traditions in art practice. One needs also
look at how Hsiao Chin has responded to changes
in the exterior environments and setbacks in
personal life with a unique set of artistic vocabulary
which reflects both his cultural heritage as well
as personal experience. This essay looks at the
inter-relations between Hsiao Chin’s personal
experiences and the evolution of his artistic styles,
exploring how he has achieved greatness of his art
through topological mapping of the meaning of life.

The point of origin: towards self-discovery

Hsiao Chin took up formal artistic training in 1951,
and in the following year started taking lessons
from Li Chun-shan, whose maxim was “to think
with your mind, to feel with your heart, to observe
with your eyes, and to finally deliver with your
hands”. Li encouraged students to explore their
inner perception and to find and develop their own
unigue voice in art-making. This teaching style has
helped Hsiao Chin gain self-awareness and set him
on the path to self-discovery in the early stage of
his art practice. His works of the 1950s covered a
wide range of genres, themes and styles including,
to name but a few, figurative portraiture, pictogram,
Mandarin opera characters and abstract ink-
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painting. Characterized by the handcrafted feel
of the lines, creative use of colors, transformation
of forms, intuitive yet emotion-filled quality, all
these work show Hsiao Chin’s anti-establishment
approach to art in that he made a brave attempt
to walk away from the traditional teaching style of
the art academy which had remained faithful to
conservative painting styles and realist techniques,
and instead to embark on a multifaceted
exploration of the avant-garde.

Looking at Hsiao Chin’s six-decade long artistic
career from a meta-analytical point of view, we
can see that many of his signature style elements
can be identified even from his early works, such
as an emphasis on intuition and introspection,
strong and vibrant colors, symmetric bilinear
forms, use of varied lines, a strong sense of
rhythm in the composition as well as uses of
symbols and symbolism. Under the guidance
of Li Chun-shan, who encouraged his pupils to
draw artistic nourishment from traditional Chinese
culture, Hsiao’s early works can be seen inspired
and influenced by traditional Oriental art forms
such as Buddhist statues, Chinese calligraphy,
traditional ink painting, as well as the costumes
of Chinese opera and folk arts. In 1957, Hsiao
began to experiment on incorporating the lines and
compositions of Chinese calligraphy in abstract
painting, as he created images which blended
together metaphorical and emotional content of
expression. In 1958, Hsiao Chin began trying to
shift from direct expression of emotion to a lyrical
and contemplative mode of expression which can

be seen articulated through symmetrical picture
composition.

Topology of Eastern aesthetics: reflection,
exploration and experimentation

Hsiao Chin developed an interest in Zen (Ch'an)
and Taoism and especially the ideas of Laozi and
Zhangzi around the 1960’s, drawing inspiration
from these eastern philosophies for his abstract
painting. As he broadened his interests to other
fields such as the science of the outer space, the
planets and the universe, Hsiao began to try to
combine his understanding of such knowledge with
his studies of Tibetan Buddhism, Indian Mandala
painting and thankga art in his work. Hsiao’s works
from the years between 1960 and 1966 often
highlight the contrast and harmonious balance
between dichotomous elements, featuring the sun
and other radiating objects and the rhythms of
lights.

This period marked a crucial turning point in
shaping the personal style and characteristics of
Hsiao Chin’s painting. Figurative aesthetic objects
were replaced by complete abstraction, and the
works were now focussed on the spirituality of art
practice. During this period, Hsiao Chin made the
quest for Eastern spirituality and modern artistic
expression his main artistic mission, and realized
these ideals through establishing a strong personal
style in his abstract paintings.

Hsiao Chin once recalled his parents and his

upbringing, which he called “a mixture of humanism
and mysticism”. The liberal-humanism of his father
and the Christian faith of his mother played a key
role in shaping his early creative development:

On the one hand, | am rather philosophical,
empirical and philosophical on the conscious
level, one the other hand, | am inclined to the
spiritualism, mythicism and synthetism of Oriental
religions. | seem to be born with such dichotomous
thinking; ever since childhood | began to develop
skepticism about my own life and the need for soul
searching.

Hsiao Chin, 1978

Throughout his artistic life, Hsiao Chin’s aesthetic
sensibilities have been characterized by the
dichotomous thinking, which can be seen
manifested through the composition of the image,
the symbols and symbolism as well as colors that
together create a visual counterpoint that evokes
dialogues, and adds to the work a subdued yet
strong sense of intellectual depth. In this early
stage, Hsiao Chin tended to resort to symbolism
and topological experiments of art forms in his
interpretation and representation of Oriental spirit.
He shifted from impulsive expression of feeling to
contemplation and introspection as he turned to
Zen (Ch'an) Buddism and the Taoism of Laozi and
Zhangzi for intellectual sustenance. Hsiao Chin
drew inspiration from the cursive scripts of Chinese
calligraphy that give rise to a sense of rhythm in art
composition. The artist builds a metaphysical world
with straight and curved lines, squares and cycles,

black and white and the shades in between as well
as penetrative black-leaving. The pieces in the
Solar series, created from 1963 to 1966, convey the
contemplative world of Mandala using the shape of
a radiating sun in contrasting primary colors, with
the symmetrical composition disrupted by acute
angles that symbolize spiritual jolts and expansion
of the fields of energy.

It is worth noting here that these years saw Hsiao
Chin embark on dramatic shifts in all areas of art
practice including his creative habits, approach,
medium and expressive forms. Such changes can
be seen to reflect a profound sense of nostalgia and
anxiety as he was confronted with a environment
and culture. On the other hand, however, Hsiao’s
topological exploration during this stage has also
helped him build a strong foundation for his future
art practice in a number of ways. First, in so doing,
Hsiao Chin effectively embarked on a mission to
advance his understanding of the dichotomous
nature of the world, which he articulated through
complex dialects between contrast and harmony,
tension and balance, conflict and peace, the void
and the solid, movement and immobility, Yin and
Yang, strength and weakness as well as finite
and infinity. Second, in his quest for balancing
analytical and emotional appeal, Hsiao Chin
challenged himself to more sophisticated use of
colors and symbols which would enable translation
of inner consciousness into metaphysical language
that was to further inform his future art-making.
Third, studying of Oriental cultures, philosophies
and religions has enabled Hsiao to develop a
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humanistic and spiritual vision of Nature and the
universe, and in so doing to set out the main focus
of his future artistic pursuits which would be to
develop a unique vocabulary of abstract painting
from a broader cultural philosophical perspective.

Intuitively minimal: the Eastern-ness in the Hard
Edge series

Hsiao Chin visited the United States for the first
time in 1966, and moved to work and live in this
country a year later. Feeling a strong impact of
cultural shock in American industrial civilization,
Hsiao Chin chose to reduce direct emotional
expression in his work in pursuit of a state of
meditation as he turned to a more calm, subdued,
simple yet powerful style. The Hard Edge series,
which Hsiao Chin developed in the years between
1967 and 1976, placed great emphasis on color
contrast, often featuring directional cones with
square or acute angles, or asymmetric shapes
which give off a sense of position and movement.
This period saw Hsiao Chin transforming the
tumultuous, depressing experience of the external
physical world into an inner reflection, as the artist
tried to articulate, through experimenting with art
forms, the juxtaposition of rationality and emotion,
invasion and absorption, finite and infinity, Yin
and Yang, motion and stillness, and the tension
that arise from these binary opposites. Hsiao Chin
calls this “intuitive expression of Eastern-ness”, to
be differentiated from the en vogue art styles of
the United States at that time i.e. the Hard Edge,
field art and minimal art which draw heavily on

mathematically-based rationality.

The drastic changes to Hsiao Chin’s artistic style
during this stage were a direct result of the artist
feeling a sense of spiritual stagnation due to the
lack of cultural-historical depth of American society.
According to the artist himself, the Hard Edge
series was “developed from a state of absolute
solitude and absolute resolution which was the
direct consequence of such solitude”. This series
is the hardest and sharpest set of works throughout
Hsiao Chin’s art career, placing great attention to
precision in color and form as well as disciplines
in the execution. As the artist has emphasized
himself, the Hard Edge series was intended to
construct “a symbolic space of the universe” which
is also “a self-contained world of living things”.

Swiss aestheticist and art critic GUnter Schénenberger
has once commented on Hsiao Chin’s works of this
period, “His paintings are always always supported
by a solid religious-philosophical foundation
which allows him to achieve more than a simple
mathematical structure. Most importantly, the
works are characterized by harmony and balance
between living creatures and the universe. Hsiao's
paintings serve as a starting point from which to
contemplate on the nature of modern life.”

It should be noted here that albeit largely minimalist
in design, Hsiao Chin’s Hard Edge series was far
from a field of emptiness. On the contrary, this
series is a rigorously planned and constructed
set of colors, forms and structures that reflect the

artist’s understanding of Eastern philosophies
as well as the dichotomous nature of humanistic
thoughts. With calm rationality, Hsiao Chin brings
into this series his multi-layered perceptions of the
reality. Inscribed in the rigor of the composition is
an intuitive hunch communicated not through the
rhythmic combinations of symbols as he used to do
previously, but mostly through rigorous structuring
of emotional expressivity that helps him achieve
a well-balanced combination of intellectual and
emotional depth, evoking imagination amid the
dialectics of the art form.

Infinity of Chi: phenomenon, essence and the
world

In the 1970s, Hsiao Chin resumed his interests
in Taoism and Zen (Ch'an) and began studying
Buddhism, hence re-discovered the subtlety and
profundity of Eastern humanism. In the years
between 1977 and 1990, Hsiao Chin created
the Zen (Ch'an), the Chi and the Landscape of
the Universe series, drawing inspiration from
the invisible, unnamable yet omnipresent vitality
which he calls the “power of energy and chi”
as he looks back into the origin of the universe
in his metaphysical and phenomenological
contemplation. In these series, Hsiao Chin often
creates dramatic grandeur with powerful brushwork
to convey the flows of energy in the universe.
Notably, he turns the blank-leaving into the main
body of the painting to visualize the Great Vacuity
and the what-is-not, making the invisible sea of
chi a tangible aesthetic form. In so doing, Hsiao

Chin observes the motion of the universe as well
as changes of attributes of all objects from both
the macro and the micro perspectives. To date,
the “infinity of chi” has remained the main theme of
Hsiao Chin’s art practice.

With a selfless state of mind, Hsiao Chin tries to
achieve the art of Zen (Ch'an) and Chi. By unforced
exercise of brush strokes and intuitive exploration
of color, the artist creates a spiritual space which
communicates the movement and changes of the
unnamable energies in the grand universe. What
Hsiao Chin pursues is not personal enlightenment,
but the creative connection between art and the
state of Zen (Ch'an):

Zen (Ch'an) has never taught me how to paint a
picture. Despite misunderstanding on the part of
others, | do not practice Zen (Ch'an) art. As far as
| am concerned, Zen (Ch'an) makes me see my
own inner mind with a clearer vision, allowing more
freedom for me show the true self on the painting.
Most importantly, it lets this pre-existing internal
energies be the driving forces of the brush strokes
and the colors without any constraints. It also
makes me unite with my own inner strength.

Hsiao Chin, 1983

For Hsiao Chin, the power of Chi and energies
signify the invisible, unnamable yet omnipresent
vitality of the universe. Observing from the
perspective of the natural law, Hsiao Chin’s
interpretation of Chi is to be comprehended in two
equally important contexts. First, he approaches
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the essence of things by way of observing the
phenomena of the external world, so that he could
penetrate through the physical appearance of
things to enquire into the relationship between the
physical being and the world. The inner essence
of art should go along with the flows of nature,
but not limited by the external appearance of
nature. Hsiao’s Zen (Ch'an) and Chi series both
look through the spiritual core of the world through
an intuitive and contemplative form of abstract
expression. Second, Hsiao Chin also observes
the external world from the point of view of the
inner dimension. The Landscape of the Universe
series features the artist’'s sentimental yet detailed
observation of the nature. Many of the pieces
under this series provide visual representations of
certain concepts. The seemingly simple shapes
intensify the emotional tension and spirituality of the
painting.

Hsiao Chin observes the motion of the universe
as well as changes of attributes of all objects from
both the macro and the micro perspectives. The
“state of Great Vacuity” in Hsiao’s paintings is
articulated in more than one way, and capable of
evolving. We can feel, from some series such as
The Magnetic Waves, The Showers, The Waterfalls
and The Storm Wind series, the powerful vibration
of the chi (i.e. the energies) in the infinite expanse
of space and time. Works in The Black Clouds
series and The Grand Volcanoes series feature
bursts of energy erupting across the face of the
planet. In The Whirpool of the Universe and The
Galaxy series, we get to feel the vastness of the

universe and the infinite spaces of the sky. From
the 1990s onwards, Hsiao Chin has tried to express
the “chi” in a variety of forms, which include
also circles that open up from the centers in a
radiating direction such as the whirlpool, endlessly
expanding and shrinking, inhaling and exhaling
in the vast space of the universe. For Hsiao Chin,
there can be a million ways of painting. To date,
the “infinity of chi” has remained the main theme of
Hsiao Chin’s art practice.

Passage through the Great Threshold: exploring
the meaning and eternal nature of life

In 1990, Hsiao Chin lost his daughter Samantha in
a tragic accident. The sudden loss of his beloved
daughter dealt Hsiao Chin a major emotional blow,
and drove him to a deeper spiritual quest for self-
healing and transcendence. During this period,
Hsiao’s paintings took a thematic shift from the
heavenly bodies to the earth as the artist looked to
explore deeper meaning of life. The works under
the Samantha’s Ascension and Passage through
the Great Threshold series show the artist's quest
for transcendence of mortal vision, which are rich
in philosophical ideas of transmigration of the soul
and religious ideas of redemption.

Once | have been through such heart-wrenching
experience and understand the nature of it, it
finally dawns on me that life is eternal and does
not end with death. Rather, the seed of eternal life
continues to grow on the brighter end of the Great
Threshold.

Passage through the Great Threshold, a testimony
to a new perspective on life, illustrate Hsiao Chin’s
new take on life and death, as well as his optimistic
outlook towards the future. As he translates his
positive inner voice into aesthetic acts, Hsiao Chin
employs color as the primary tool for creating a
narrative of emotional experience. This series
saw the artist trying on bright, vibrant colors and
free-flowing lines that glow with the promise of
a renewed spiritual life. Hsiao’s idiosyncratic
dichotomous thinking is visually articulated to
show his philosophical view on the holistic inter-
relationship and co-dependency between this and
the other side of life. The image is divided by a strip
of blank-leaving to create a sense of vastness. The
vast expanses of colors give off a sense of rhythm
that evokes poetic imagination of the infinite, as if
all lives were completely liberated in the free open
space and hence quietly extend their being into the
world beyond this world, once they had passed the
Great Threshold.

Passage through the Great Threshold marks a
significant turning point in Hsiao Chin’s creative
views. Prior to this series, Hsiao’s works have
tended to engage in the metaphysical exploration of
mysticism. From the 1990s onwards, his paintings
were further focussed on dialogues of emotional
and spiritual experiences. The Eternal Garden was
one of the themes that Hsiao Chin has worked on
with greatest depth and focus in the 1990s. It can
be seen as an extension of the Passage through
the Great Threshold series in terms of the aesthetic
form. However, this series differs from the Passage

through the Great Threshold in the sense that
whereas the latter series portray an unknown and
uncharted territory of one’s life, the former envision
a promised land with abundant vitality and energy
— a place where the artist, having been through the
most devastating tragedy, finds a profound sense
of spiritual belonging. The thematic shift in Hsiao
Chin’s works can be seen to reflect on changes to
his inner world.

As far as Hsiao Chin’s artistic context is concerned,
The Garden is not real in the physical sense;
neither is it created out of imagination or illusion. It
is rather more like a mirror onto which one projects
subjective thoughts. Or, it can be likened to a mind
field which contains an infinite amount of inner
energy. At this stage of Hsiao Chin’s life, the artist
began to write a new chapter of life in a way that
is both retrospective and prospective. Although
his state of being remained unchanged, the artist
began to engage in the dialect between the interior
and the exterior of self amid a constant flux of
boundary-crossing between the two. The Garden
is the place where the artist finds inspirations and
possibilities for contemplation, self-discovery and
spiritual attainments. It is also open to all kinds of
contingent existence, and especially to the grand
energy of the universe in which Hsiao Chin has
always placed great faith. In this sense, the Eternal
Garden can be seen as a unique space of special
importance. It connects the artist’s inner world with
the infinite and eternal space-time of the universe,
and adds a human touch to an Eastern worldview
which subscribes to the union of one’s soul and the
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universe.

Eternal energies: harmonious coexistence of all
lives and the universe

In many of his artist's statements made in or after
2000, Hsiao Chin has repeatedly emphasized the
inspirational impact of the “grand energy of the
universe” on his art practice. It should be noted,
however, that the “grand energy of the universe”
refers to not only the internal energies of the
galaxies and planets. Hsiao Chin places even
greater emphasis on the harmonious relationship
between human lives and the universe, as well
as the profound spiritual power that enables the
persistence and coexistence of all lives, objects,
cultures and religions with or without a tangible
form. Hsiao Chin’s works of this period often
employ mature yet diverse vocabulary of forms
as well as rich, strong cold and warm colors to
express the profound meaning of being as he
delves into the deep human consciousness and to
praise the sacred yet intangible energy that drives
the gears of the entire universe.

At this stage of life, Hsiao Chin can now grasp the
essence of Tao, and especially its emphasis on
tolerance and inclusion with comfort and ease.
For decades, he has studied extensively on both
Eastern and Western arts, philosophies, religions,
mysticism and space science, all of which are now
providing him with a solid intellectual foundation,
helping him understand the full essence of the
universe and the meaning of life itself. The spiritual

warmth and poetic temperament that fills Hsiao’s
works owes a great deal to the artist’s holistic
approach to learning and life.

Although “chi” continues to take the center stage
in Hsiao Chin’s painting, the artist no longer paints
with wild brush strokes, but instead slowly builds
up the image by interweaving subdued yet delicate
artistic contents and creating a dynamic between
these formal elements. Blurring of binary opposites
and mutual dependence of the two remains central
to Hsiao Chin’s idea of balance and harmony. As
the clear boundaries between the binary opposites
are dissolved, the energies — or Chi — would
saturate the seemingly simple yet profound and
penetrative work of art which beacons us to look
at a colorful, vibrant yet mysterious world in which
the feminine, gentle Yin coexists peacefully with
the masculine, stern Yang. Through the artist’s
uniquely personally touch, the eternal life energy is
thus given a new outlook in the work of Hsiao Chin.

Conclusion: art-making as an endless journey
of self-discovery

The changes and shifts in Hsiao Chin’s creative
style can be seen to provide a useful visual
reference point of the cultures and thoughts that
the artist has encountered in various stages of
his life. It can be difficult to analyze Hsiao Chin’s
artistic ideas by examining one single concept
alone, because behind the seemingly simple and
minimalist pieces of abstract art is a complex
system of ideas and ideals which is the product

of fusing together Eastern philosophies, Western
artistic forms and the artist’s personal history.
On the other hand, it would risk being imprecise
and over-simplistic if one tries to comprehend
the evolution of Hsiao Chin’s artistic style from
an overall perspective, because changes to any
specific art style of Hsiao Chin is usually associated
with changes to his other styles. It is particularly
worth noting here, throughout his artistic journey,
Hsiao Chin has tended to search for new inspiration
by selectively repeating, or returning to, his
previous art styles. Hsiao Chin’s art never repeats
itself and stands the test of challenges set out by
the artist himself, largely because Hsiao is capable
of turning an act of return into a new beginning.
A retrospective review therefore becomes an
important source of inspiration for future spiritual
and creative pursuits.

As far as Hsiao Chin is concerned, there is not
a governing rule that cannot be contested, and
there is not an artistic style or approach that is
un-negotiable. Hsiao Chin sees art-making as an
ongoing intellectual and spiritual journey. His only
belief is to be ready for change any time. Hsiao
Chin’s artistic life is best summarized by his own
comment that he has made many years ago,

Like the motion of this world and this universe, art
is an endless stream of work and a never-ending
journey of exploration. At every moment throughout
this journey, one would inevitably encounter
changes that bring about pleasant surprises as
well as challenges and confusion. There are more
twists and turns and changes to be expected in art

than in life itself, because art-making is a reflection
of the making of one’s inner universe.

An artist who is always ready for change and
challenge throughout his long, obstacle-filled
artistic journey, Hsiao Chin keeps an open, child-
like mind about the ever-changing world even to
this day. From his simple yet grand and profound
abstract painting, we can feel the scale and depth
of his spiritual universe. Embraced by the warmth
and glow of Eighty Years of Energy, we look
forward to join Hsiao Chin in his unfinished journey
of artistic exploration.
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A Profile of Hsiao Chin
Maggie Wu

There appears to be more often than not an
element of masochism in the personality of an
artist. Perhaps it is precisely this character trait that
gives the artist greater sensitivity and creativity.

The fine intuition of a creative artist enables him to
advance ahead of his time, creating a new path
for mankind and giving new inspirations to the
world. Hsiao Chin left his birthplace, Shanghai, at
the age of 11. The artist is now returning there at
the age of 83 as he has been invited to preside
over a monumental solo exhibition of his works at
the China Art Museum, Shanghai. When asked
to provide supplementary information for the
exhibition catalogue, the artist replied, “Please
include a commemoration of my father, mother
and sister Xuezhen.” Hsiao’s childhood was spent
in Shanghai with his parents and younger sister,
where the artist regards the city of Shanghai as
his hometown, where his memories of it have now
faded into oblivion after being abroad for so many
years.

While Hsiao Chin’s paintings are rooted in the
philosophy of the East, he developed his own
artistic vocabulary and direction in the realm
of Western art. The artist’'s “Chinese Opera
Character”, “Beyond the Great Threshold”, “Chi”,
“Zen(Ch'an)” and “Landscape of the Universe”
series enable us to trace Hsiao’s various artistic
endeavors and life trajectories.

Hsiao Chin’s entry into the art world took place in
1952, when he began to study modern painting
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in the studio of Li Chun-shan in Taiwan. Mr. Li
employed an individualized teaching approach
aimed at bringing out each student’s unique
qualities. This began with the observation of each
student’s different traits and encouraging them
to express their individual styles in their artistic
productions. It was this free pedagogical approach
with respect for individuality that led Hsiao Chin
to develop his earliest abstract works in the mid-
1950s.

Hsiao Chin has played a significant role since the
inception of the Ton-Fan Art Group in 1957 and had
subsequently participated in the organization of 13
exhibitions for members of the Ton-Fan Art Group.
In retrospect, the artist would physically carried
around 30 paintings by various group members
to different cities in Germany, Spain, Switzerland,
ltaly and Belgium, forming endless exchanges
with audiences, art enthusiast and practitioners
at large. He describes this passionate endeavor
as his devotion in “carrying out a mission”. These
efforts continued for 15 years until the Ton-Fan
Art Group officially dissolved in December 1971 -
proof beyond doubt in Hsiao Chin’s strong spirit to
endure whatever it takes for things he believes in.

In Hsiao Chin’s speech at the group exhibition of
abstract art entitled “Formless Form” at the Taipei
Fine Arts Museum in 2013, Hsiao commented that,
“Chinese abstract art originated in Taiwan and
has guided developments in China.” It is not an
exaggeration that he has been acclaimed as “the
Father of Chinese Abstract Art”.

In 1956, Hsiao Chin, was awarded with a
scholarship from the Spanish government at the
age of 21. The artist embarked on a journey to the
other side of the world, hoping to develop an artistic
career in an unknown country. However, he was
disappointed by the conservative and traditional
teaching methods at the art institutes in both
Madrid and Barcelona and decided to relinquish
his scholarship funding to learn and practice art on
his own. In 1961, Hsiao Chin relocated to lItaly to
embark on another journey of artistic exploration,
building upon his own theories on Taoist thinking
and collaborating with like-minded artists and
friends in Milan to launch the Punto International
Art Movement. The word "Punto” is translated from
the same word in lItalian, meaning “point”. The
manifesto’s basic viewpoint was that art should be
a contemplative and introspective practice starting
from individual thoughts and serve as a medium for
the transmission of the human spirit. Before we talk
further about this movement, we must discuss the
Western art circles at the time and the changes in
Hsiao Chin’s artistic thinking.

During the 1950s, “Art Informel”, a term encompassing
a wide array of abstract practices, was in vogue
in Europe, in parallel to Abstract Expressionism in
America. However, by the end of the decade these
once vibrant art movements had lost their original
spiritual depth and vitality. This also reflected the
consumerism sweeping across both Asian and
Western societies. In Milan, Hsiao Chin met several
like-minded artists, namely the Ton-Fan Art Group
members Li Yuan-Chia, the lItalian painter Antonio

Calderara and the Japanese artist Azuma Kenjiro.
They were opposed to the emotional proliferation
of Art Informel and wanted to pursue a deeper
level of spirituality. Their declaration posits on the
notion that “Purity of concepts and reasons for
creation depend on the understanding of the ‘finite’
within the ‘infinite’ and on the grasp of the reality
of thought and the true meaning of life.” For them,
humanity was the finite condition within the infinite
universe. An artist should be a spiritual prophet
for humanity and the spokesperson for its ideas.
Thus, his exploration of ideas, spiritual pursuits
and contemplations of life should be ahead of
others. Only in this way could he communicate with
others and perform his self-proclaimed duty for the
evolution of the human spirit.

The Punto International Art Movement spanned
across the 1960s, with artists participating from
different countries. There is no doubt that it
was a vital exchange platform for artists and art
organizations from both East and West. Founded
in Milan, the Punto International Art Movement
gradually expanded to other European cities. The
second Punto exhibition, held in Barcelona in 1962,
was a large-scale exhibition with a total of 26 artists
from 11 countries. Hsiao Chin established deep
friendships with many of these artists in Europe,
including Lucio Fontana, the ltalian master of
Spatialism, who generously lent his works to Punto
exhibitions and drew attention to the movement and
expanded its influence through his distinguished
reputation.

In 1967, Hsiao Chin travelled to the United States.
Under the influence of Western Minimalism, an
extreme form of abstract art developed in the
USA in the 1960s, typified by artworks composed
of simple geometric shapes, he developed his
“Hard Edge” series, created with acrylic paint on
shiny metal plates. The artist worked intuitively,
creating symbolic cosmic spaces with a “static
and yet constantly dynamic” aspect in his symbolic
universe. The drastic changes of Hsiao Chin’s
artistic style during this stage were a direct result of
him feeling a sense of spiritual stagnation due to, in
his opinion, the lack of cultural-historical depth of
American society - yet he persisted in his pursuit of
artistic creation.

In the late 1970s, Hsiao Chin left the United States
and returned to Milan. After a period of reformation
and exploration, he returned to ink wash paintings
from the absolute precision and flat acrylic works
and progressed to the “Zen(Ch'an)”, “Chi” and
“Landscape of the Universe” series. In the 1980s,
Hsiao entered his mature period with the “Chi”
series, his “Whirlpool of the Universe”, “Shower,
“Chaotic Origin”, “Comet” and “Birth of the
Universe” series which are products of the artist's
interpretations of the creation and disintegration of
the universe.

In 1990, Hsiao Chin’s daughter tragically passed
away. The grief caused by this heavy blow almost
caused him to lose his ability to paint. However,
he came to realise that death is the beginning of
another stage of life. The moment this idea became
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clear to him, he described himself as “enlightened”.
As a result, his painting style evolved to a totally
new state, and he created a series of works that
are highly sought after by collectors. For Hsiao
Chin, every stage of life is a kind of “Samsara”, an
endless cycle of birth, death, and rebirth. “Passage
through the Great Threshold”, “Eternal Garden”,
“Spiritual Expression”, “The Bright Side” and
“Samadhi” all resulted from this realisation. Hsiao
Chin says of his work, “Whatever the change of
theme in the process of my painting: the artistic
conceptions conveyed in my paintings are in a
spiritual, temporal and intangible space. This
space has long been beyond bodily existence and
instead evokes the spiritual nature of mankind.”

Many of Hsiao Chin’s works focus on humans
and nature, humans and energy and depictions
of life - yet his paintings also have a more hidden
emotional expression. His advice to viewers
when appreciating his paintings is to begin from
their own life experiences. The inspirations will
be different for each viewer, allowing the works
to be interpreted differently. From the artist’s
point of view, such a multitude of different public
perceptions will work together to create a complete
circle. Hsiao Chin also feels that in recent years we
have learnt from the West, but during the process
have neglected our own profound heritage. The
artist posits that we must turn back and focus on
the art itself in order to fully explore the origins of
life and the pursuit of eternal life and energy in the
path of art.
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PAERSHITRIAN The New Fusion between East and West:
BiRRE, ELEPEAEANACMEES A Flaming Passion from Research to Individual Artistic Expression
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REIAY -2 REIAY -3
Chinese Opera Characters - 2 Chinese Opera Characters - 3
4% _E¥ i Crayon on paper 4% _E¥ i Crayon on paper

FHEFRXEZRES SR Collection of Hsiao Chin Art Foundation 27 x 39 cm 1956 26.5 x 36.5 cm 1956 FHEFR L ZRES SR Collection of Hsiao Chin Art Foundation



%\ - AO UA-91
Painting - AO UA - 91
7 _E5H% Oil on canvas _E% Acrylic on canvas
FEEF X ZAREL LU Collection of Hsiao Chin Art Foundation 65 x 55 cm 1959 110 x 140 cm 1960 BE I MNFAALGE Important Asian Private Collection



FEEF X ZAREL LU Collection of Hsiao Chin Art Foundation

T#-16

Untitled - 16

4K ER%. 27K Acrylic and Ink on paper
57 x 32 cm 1959

TY -89

TY -89

#_ERE. 2K Acrylic on canvas
110 x 140 cm 1960
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FEEFR XL E AREEL LU Collection of Hsiao Chin Art Foundation

N

Crouch

LA 2K Acrylic and Ink on canvas
140 x 110 cm 1961

b

Dive

A% Acrylic on canvas
140 x 110 cm 1961

FHEFF XL ZAREEL S Collection of Hsiao Chin Art Foundation
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All Ways Energy Heat
i LA Acrylic on canvas LA 27K Acrylic and Ink on canvas
63 EERUMNFAAYLGE Important European Private Collection 79 x 101 cm 1961 70 x 90 cm 1962

EE I IMFAAYE Important Asian Private Collection 64
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EERUMNFAAYLGE Important European Private Collection

"To contemplate is to
anticipate the future

with tranquility,
connecting our inner peace
and immanence."

The dome-like heaven
embraces the vast earth,

as if timeis set still.

The deep-ocean-azure is
reminiscent of the land.

Let the universe contemplate
the future with inner peace
and immanence.

B

Contemplation
7 _E &K Ink on canvas
80 x 70 cm 1962
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Itis empty and it is full, isn’t this a common phenomenon?

Nothingness
3 2K Ink on canvas
90 x 70 cm 1962
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Observation of Minimum
4% _ETR M Acrylic on paper
53.5 x 39 cm 1963

WHLD

Observation of Mystery
4% _ETRH Acrylic on paper
53.5 x 39 cm 1963
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By unforced exercise of brush

strokes and intuitive exploration of color,
Hsiao Chin creates a spiritual space
which communicates the movement and
changes of the unnamable energies

in the grand universe.

With a selfless state of mind, Hsiao Chin
tries to achieve the art of Zen (Ch'an) and
Chi through observing the motion of the
universe as well as changes of attributes
of all objects from both the macro and
the micro perspectives.

RZiE -1

The Origin of Chi - 1
%7 27K Ink on canvas
50 x 70 cm 1962
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RARPER, EREERE “BR” NI TEE, HRRRE
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XEGER, HIEEHERE “TR” WRERX; K2 “BUL
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ME, SRSFHARNENRE, MAEEEENEXMEX

THHRIE.
1HEE
Following
4% _ETR M Acrylic on paper
EZ I MNFAAYLGE Important Asian Private Collection 53.5 x 39 cm 1962

As | have followed my own explorations and pursuits, as well as the
tests in my life and inspiration from Buddhism and Zen (Ch'an), | have
grown increasingly aware of the tininess and insignificance of the
“ego” and come to feel that only when this “tiny ego” is in union with
the “great ego” of the universe can there be true meaning and value
to existence. | came to see the true significance of “absence of self”.
Thus, | looked at the mountains and saw mountains again, and looked
at the water and saw water again. | attempted to join with the universe
through a mindset of “absence of self” to experience the inspiration of
the universe giving me energy, and to use my painting to convey this
great, infinite wellspring.

HEMS

Admiration

4% _ETR % Acrylic on paper

51 x 38 cm 1966 EE I IMFAAYE Important Asian Private Collection
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Dancing Light - 7
i L Acrylic on canvas

110 x 140 cm 1963 EZFAANYLE Important Private Collection
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Dancing Light - 8 Dancing Light - 16
i L% Acrylic on canvas 7 _E W% Acrylic on canvas
110 x 140 cm 1963 90 x 140 cm 1963 EERUMFAALGE An Important European Private Collection 78

77 EERUMFAALLEL An Important European Private Collection



FZBRF - 18

Dancing Light - 18

7 _E A Acrylic on canvas
110 x 140 cm 1964

"Dancing Light was the most powerful
manifestation of my vigour and energy in
the 1960s, a convergence of my experience
and my philosophy of life. During the entire
process, | was at creating and experiencing
epiphanies, which ultimately sublimated me
to another realm.”

Hsiao Chin
in conversation with Sotheby’s, June 2017

79 FHEF XL ZAREELSULE Collection of Hsiao Chin Art Foundation
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FEEFAAYE Important Private Collection

The energy of “Chi” is a formless yet
omnipresent energy encompassing
within the universe.

One can trace back the origin of the
universe by embracing the mobility
that lies within “Chi”, and meditating
upon the metaphysical phenomenology
among the existence of all things.

Regardless of distance or alienation,
there will be a meaningful connection as
long as there is clarity on the consensus.

&

Link

7 _E® %% Acrylic on canvas
110 x 90 cm 1963
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The chanting of Aum resonates with its surrounding energy field.

Auuum!!!
7 EE % Acrylic on canvas
80 x 100 cm 1964

TRRZ #E

Unlimited Energy

#r _E A% Acrylic on canvas
101 x 135 xm 1964

BEIMFAAUGE Important Asian Private Collection
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Both the actual distance or space between
the two objects does not pose a problem
because one remains relative to oneself.

| create this work from my understanding
of the dichotomous nature of the world,
which I articulated through complex dialects
between contrast and harmony, tension and
balance, conflict and peace, the void and
the solid, movement and immobility, Yin
and Yang, strength and weakness as well
as finite and infinity.Regardless of distance
or alienation, there will be a meaningful
connection as long as there is clarity on the
consensus.

)

Two Elements

7 EFE % Acrylic on canvas

FEEF XL ZARE LS Collection of Hsiao Chin Art Foundation 120 x 70 cm 1964
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REZH 5K

Expansion of Energy

7 EFE % Acrylic on canvas
140 x 90 cm 1965

FEZH

Light of Hope

#r _E A% Acrylic on canvas
200 x 130 cm 1964
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Sun -6 Sun -8
i LA Acrylic on canvas LA 27K Acrylic and Ink on canvas
89  FWHEFRXILEAREESULE Collection of Hsiao Chin Art Foundation 114 x 146 cm 1964 110 x 140 cm 1964 gt ¥ RE1ER Collection of China Art Museum, Shanghai 90
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During the period of the Punto International Art
Movement, Hsiao Chin’s interest expanded beyond
Buddhist philosophy to the study of Buddhist art,
especially Tantric Buddhist art. The composition of
the mandalas of Tibetan thangka paintings and their
representation of the universe had a profound influence
on his abstract creation, and also led to the creation
of his Hard Edge series as an Eastern response to the
popular Hard Edge art in the West. In the artwork Dancing
Sun, Luce dell’ interno, and La proiezione, the sharp
geometric composition unleashes a surge of universal
energy, expanding spatial movement through spreading
out radiation, demonstrating Hsiao Chin’s ambition to
envelop Western abstract art in Eastern philosophy.

XBAZ B3l

Dancing Sun

7 EE % Acrylic on canvas

FEINFAAUE Important Asian Private Collection 140 x 290 cm 1965



st
Radiation

7 £ Acrylic on canvas o
70 x 85 om 1965 The Omnipresent Energy

- SR cH S

R TERTSE

Inner Light

i LR Acrylic on canvas
102 x 133 cm 1966

EE T NFAAUGE Important Asian Private Collection EE T NFAAUGE Important Asian Private Collection



58 Nz

Shoot the Sun Expansion of Force
7 £ Acrylic on canvas 7 _ER% Acrylic on canvas
97 FEZIIMFAAYLGER Important Asian Private Collection 131 x 103 cm 1966 102 x 133 cm 1965

EZ I MNFAAUE Important Asian Private Collection 98
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KARESRHINFIEHERE ERMREKN-HEHRIERERRE®
Inner thoughts are the energy of my existence,

energies could be sensed anywhere, spreading from

the inside towards the outside.
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AZE

Implication

7 A Acrylic on canvas
130 x 200 cm 1965
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ERRE

The Energy of Meditation
i LA Acrylic on canvas
160 x 130 cm 1964

i i
A Journey of Satisfaction Smooth
4% _EAM Acrylic on paper 7 LA Acrylic on canvas
47 x 65 cm 1969 66.5 x 47 cm 1969

BERUMFAAUE An Important European Private Collection



mig T
Four Pursuances Four Dimensions
7 % Acrylic on canvas 7 A% Acrylic on canvas
74 x 140 cm 1965 79 x 97 cm 1969 BEIMNFAALGE Important Asian Private Collection
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FHEF XL ZAREEL S Collection of Hsiao Chin Art Foundation

1967-1976 Fig (AR5 NLEFm, ENFREENEHENLE,

AIEMTRGH . ANSkEEEENRHEREFREPLISEMESHE,
(AR JLlREREDEIMEEES, ERALERE. RBASESEN
RRERRBLENER. tiji: “HRIIERERT—HENNIIET,

EMARENIER" , B "RIEENFEZE" . —TEHEERHN “&
L LR

The Hard Edge series, which Hsiao Chin developed in the years between
1967 and 1976, placed great emphasis on color contrast, often featuring
directional cones with asymmetric shapes which give off a sense of position
and movement.

This series is the hardest and sharpest set of works throughout Hsiao Chin’s
art career, placing great attention to precision in color and form as well
as disciplines in the execution. According to the artist himself, the Hard
Edge series was “developed from a state of absolute solitude and absolute
resolution which was the direct consequence of such solitude”. It was also
intended to construct “a symbolic space of the universe” which is also “a self-
contained world of living things”.

Poised to Roar

i EFE Acrylic on canvas

80 x 100 cm 1974

108



EERUMNFAAYGE Important European Private Collection

)

The Hidden Secret

1 LA % Acrylic on canvas
70 x 90 cm 1974

Fi5

Rise

7 L% Acrylic on canvas
80 x 100 cm 1974

EEFUMFAAYLE Important European Private Collection
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The Core Energy
fr _E A% Acrylic on canvas
100 x 80 cm 1974



W& -7

Untitled - 7
£BENRRE Serigraph
63 x 48 cm 1974

hR&-12

Untitled - 12
4BENhRE Serigraph
64 x 48 cm 1974

R & - 4

Untitled - 4
£BENRRE Serigraph
50 x 70 cm 1969

hR & -2

Untitled - 2
4BEMhRE Serigraph
44 x 60 cm 1973



EIRREE

Truth of the Origin

2% A% Acrylic on paper
55 x 78 cm 1972

a3l

Distance of Force
2% _E RN Acrylic on paper
55 x 78 cm 1973

EEZIMFAAYE Important Asian Private Collection

&b
Hhe

Gathering Energy
4% LA Acrylic on paper
37 x45.5cm 1974

EEIMFAAYE Important Asian Private Collection
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EZ I HHFAAYE Important Asian Private Collection
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mZHE-2
Birth of Chi - 2
4% _E 2K Ink on paper
57 x 76 cm 1981

FEEFXZAREL SR Collection of Hsiao Chin Art Foundation
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Phenomenon, Essence and the World
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For Hsiao Chin, the power of Chi and
energies signify the invisible,
unnamable yet omnipresent

vitality of the universe,

whilst the law of Nature

empowers the energy of Chi.
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x - 297

Chi - 297

7 EFE % Acrylic on canvas

123 FWHEFRXKZAREE SR Collection of Hsiao Chin Art Foundation 140 x110 cm 1983 .~




iR

Leisure of Chi

7 A Acrylic on canvas
110 x 140 cm 1983

125  EZRRMNFAAULE Important European Private Collection 126



R

The Two Poles

7 EFE % Acrylic on canvas -
127 70 x 210 cm 1984



A% - 301 #-151

Chi - 301 Ch'an - 151
7 % Acrylic on canvas 4% _E 2K Ink on paper
300 x 135 cm 1984 90 x 60 cm 1985

FHEFXZARE L LU Collection of Hsiao Chin Art Foundation
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FEEHTHE. 25, TEANTRKDERRE
HFrEEZ @, BANKRFHAYMEZTE
BI1E R BRRUKIR

The natural phenomena and the universe are
the sources of inspirations for Hsiao Chin, the
exploration on the vast universe, the nebula
and the infinite tension of space reflects the
experience of life itself.

FHEF XL ZAREEL S Collection of Hsiao Chin Art Foundation

L - 8

Magnetic Waves - 8

7 EFE % Acrylic on canvas
39 x 67 cm 1984

The Grand Shower
7 _E A% Acrylic on canvas
90 x 110 cm 1985

EEFUMFAAYLE Important European Private Collection
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X

Volcano

i _EA & Acrylic on canvas
140 x 110 cm 1985

FEEFX L ZAREL S Collection of Hsiao Chin Art Foundation
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The Dark Cloud

4% _F 27K Ink on paper
76 x 107 cm 1985

KEZR-10

Giant Black Cloud - 10

4K % Acrylic on paper
75 x 107 cm 1985

EZ I IMFAAYE Important Asian Private Collection

RKEZX-1

Giant Black Cloud - 11

4% _E 7% Acrylic on paper
75 x 107 cm 1985

EE I IMFAAYE Important Asian Private Collection
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Together

4% _E % Acrylic on paper
50 x 68 cm 1985

[&)iIR

The Same Origin

4% _ER % Acrylic on paper
39 x 54 cm 1990
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B E SR ZIN
Peace in the Movements Milky Way - 6
7 £ Acrylic on canvas _ER% Acrylic on canvas
BERUNFAA UG Important European Private Collection 70 x 90 cm 1988 90 x 140 cm 1989 FHEPRXLEARE S SUE Collection of Hsiao Chin Art Foundation



Passage through
the Great Threshold

Exploring the Meaning and
Eternal Nature of Life
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KIRE

Passing through the Great Threshold
7 A Acrylic on canvas

90 x 110 cm 1994

FTRZEEERNDNLIGhREENEGEING
F, “BEXRR" BREEIEENKR, FEMNH
£, ECHEXEN—TEE. BEFHNERAR
EEamPRANIE, KXTHEXREBARTH
FHRREE. “BEAMR” FHEEFEEA. HR
WEHHF—EHRE “FXRANEER" , MEST
BERZRR, BELTRENSR “KRIN A “X
BAfRE" o

Passage through the Great Threshold references
the passing of the limits of life and death, it is
a process from birth, death to immortality. The
depths of the painting represent the ups and
downs of life that correlates with the abundant
energy of nature and the universe. Passage
through the Great Threshold expands towards a
bright and joyous world of the Eternal Garden,
breaking the inherent limits and expands
towards the Bright sides.

144



a] B AL B AR
Homage to Freedom Transcending Beyond the Great Threshold
i LA Acrylic on canvas 1 E7A % Acrylic on canvas
145 110 x140 cm 1991 80 x 110 cm 1996 EINFAAULE Wuhan Private Collection 146
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Bz

Light of Spring

77 £ Acrylic on canvas
70 x 90 cm 1995

ERRFRIZEN £ an B R A& R E R R,
EUFHEHRERREBIRBBS A ERDEEWL.
DERHERERFEGEFHN “BE" NERR
R, HZBHIMEXKIEENERBER,
&L TIEEIRAE, LAEMERAELSR, EEN X
R” WAz, EwmEERFESE, XFHEX.
SWMERFE, HER—UINTE, ELC, BBE
BREEE. REETLRERBERFIRVFRTERE,
ER—HBBETLRR. RAG—HRER. 3
ZBRASETZE, KRBT, KENES, HA
RARABUE, thit, MBETEE “KR” EL
BRI ERE o
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The Great Threshold series explores questions
of eternity and the infinite sublimation of life,
showing the artist’s quest for transcendence of
mortal vision, which are rich in philosophical ideas
of transmigration of the soul and religious ideas
of redemption. With the efforts of self-discovery
and a spiritual quest for transcendence, Hsiao Chin
contemplates mortal visions and understands that
life is eternal and the energy of life does not end with
death. Rather, the seed of eternal life continues to
grow on the brighter end of the Great Threshold.
With the endless adventure of abstract art and self-
reflection, throughout his lifetime Hsiao has been
pursuing the ideal realm of “Nature and Man in One”
greatly beyond the boundaries of life and death.

Eamz BN
Contemplation of Life

7 _E A Acrylic on canvas
60 x 80 cm 1996

150



BERUMFAAULE Important European Private Collection

KAHITER - 71
The Eternal Garden - 71
7 E % Acrylic on canvas

70 x 90 cm 1997

KARTER - 76

The Eternal Garden - 76
# _E A% Acrylic on canvas
70 x 90 cm 1997




KAHTER - 77 KAHITER - 79

The Eternal Garden - 77 The Eternal Garden - 79
7 £ Acrylic on canvas 7 _ER% Acrylic on canvas
85 x 65 cm 1997 75 x 90 cm 1997 EZ T MNFAAUE Important Asian Private Collection 154

153  FHEFXLZARELSYE Collection of Hsiao Chin Art Foundation



EEZIHHFAAYE Important Asian Private Collection

Xk AHITEE - 4

To the Eternal Garden - 4
IHIZ T E T Glass Mosaic
120 x 80 cm 1992 - 2015

/
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EARARTER - 15

To the Eternal Garden - 15

IKIE T, T Glass Mosaic

120 x 80 cm 1992 - 2015 BEIMFAAUGE Important Asian Private Collection



ROk ARITER - 11

Flying over the Eternal Garden - 11
7 _EA M Acrylic on canvas

110 x 140 cm 1996

BEERUMNFAA YL An Important European Private Collection



kMK AHITER - 18

Flying over the Eternal Garden - 18
7 A Acrylic on canvas

110 x 250 cm 1998

159  EZILMFAAYE Important Asian Private Collection
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W, XEEFFARBXNMEI=E, KiLAERNFHATH
FETRATRNFHEHNZEES, I, ZREEF, REF
o EEIEFLUFRNBORS RNCSHENEH, SHE
ERME, REU—MEXNEFEEREI, RILENER
‘WRET 5 “WinT SHEREERXEKENTEFEERE,

“‘BE" BEIEEILMBR, TEELONBGZE, BEER
— M RESTFETEBENER, BEAEEBLEIEN
—AibH. BFEEMNLIL Samantha, HitEdrTELLEL
RiE, BEN “TR” BXIEZH, EHEEFTFEE, X
TR, —VINARE, T, KEERIFBEELE,

(KAMTEE) NEFTFHETEEZHE, HEROZFAEHN
FRE. ME, XZEFREBEXNMEI=E , RiLAERTE
Mt R 57 EATIRNFHEIN=HEELS, FALL, Samantha
EEERF, REFRE. ”
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“To me, this is a restricted creative space embedded with
distinguished meanings, which allows my inner spiritual world
to connect with the borderless universe and time. After all, life
is eternal and does not end with death. Therefore there is no
death, but just non-presence. My idiosyncratic dichotomous
thinking is visually articulated on canvas which is divided by
a strip of blank-leaving to create a vastness of existence. It
shows my philosophical view on the holistic inter-relationship
and co-dependency between this and the other side of life.

The Garden is not real in physical sense; neither is it created
out of imagination or illusion. It is rather more like a mirror
onto which one projects subjective thoughts. Or it can be
linked to a mind field which contains an infinite amount of
inner energy. All lives are completely liberated in the free open
space and hence quietly extend their being into the world
beyond, once they had passed the Great Threshold.

The Garden is a place where I find inspirations and possibilities
for contemplation, self-discovery and spiritual attainment. To
me, this is my own restricted creative space embedded with
distinguished meanings, which allows my inner spiritual world
to connect with the borderless universe and time. Therefore
Samantha never left, she is just not here.”

Hsiao Chin
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TRk AR
The Eternal Garden of Serenity

7 A Acrylic on canvas
200 x 270 cm 1996

EZIHHFAAYE Important Asian Private Collection
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EZIHFAAYE Important Asian Private Collection

IAEMELIS - 21

New Spiritual Magnetic Field - 21
7 EFE % Acrylic on canvas

60 x 70 cm 1995

EXRZER

Meditating Beyond the Great Threshold
#r _E A% Acrylic on canvas

80 x 100 cm 1997
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B AR - 5 B AR - 8
Transcending Beyond the Great Threshold - 5 Transcending Beyond the Great Threshold - 8
7 L% Acrylic on canvas i L Acrylic on canvas
167 110 x140 cm 1999 100 x 120 cm 1999 EZ T MNFAAUE Important Asian Private Collection 168



JERRTRE - 2

The Bright Side - 2

i LA Acrylic on canvas
90 x 110 cm 1999

FHEFX L ZARE L LU Collection of Hsiao Chin Art Foundation



SRR E - 3

The Bright Side - 3

7 _EA M Acrylic on canvas
130 x 160 cm 1999

171 BEIIMFAAUGE Important Asian Private Collection 172
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Far and boundless, shall a large restrained area or an unrestrained small round
dot be considered as boundless?

KEZEKRBR -2 TR
Infinitely Crossing the Great Threshol - 2 Endless
i LA Acrylic on canvas i EA % Acrylic on canvas

173 90 x 110 cm 1997 75 x 90 cm 1998 174



AR -9 h&E-5

Transcending Beyond the Great Threshold - 9 Concerto - 5
7 £ Acrylic on canvas 7 _ER% Acrylic on canvas
175 EZEILMFAAYE Important Asian Private Collection 110 x140 cm 1999 110 x140 cm 1999 BEIMFAALGE Important Asian Private Collection 176



B L REREL - 38
The Gathering Samadhi - 38
i LA Acrylic on canvas i EA % Acrylic on canvas
177 EZEIMFAAYE Important Asian Private Collection 51 x 71.5 cm 1999 140 x 110 cm 2000 BZMFAAYLGER Important Asian Private Collection 178



% -23 Z%-29 % -30

Xuan - 23 Xuan - 29 Xuan - 30

2% A% Acrylic on paper 2% _FTA M Acrylic on paper 4% _F A Acrylic on paper
85 x 60 cm 1997 58.5 x 85 cm 1997 61 x 60 cm 1997

FEEFX L ZAREL S Collection of Hsiao Chin Art Foundation



EZIHFAAYE Important Asian Private Collection

EEEE

Chorus

4% _ETR % Acrylic on paper
54 x 39.5cm 1997

Surround
4% _ETR Acrylic on paper
35 x 50 cm 1998

EEIIMFAAYE Important Asian Private Collection



G iR - 17

The Tsunami Magnetic Waves - 17
4% _ETR M Acrylic on paper 4% _ETR Acrylic on paper
183 WHEFRILZARES UL Collection of Hsiao Chin Art Foundation 66 x 98 cm 1998 34 x 46 cm 1999

EEIIMFAAYE Important Asian Private Collection 184



Eternal Energies

Harmonious Co-existence of
All Lives and the Universe
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Ry - 2

Metaphor - 2

4%_ERN% Acrylic on paper
57 x 44 cm 2001

187  wEEPRXAZEARES LU Collection of Hsiao Chin Art Foundation 188




EZIHHFAAYE Important Asian Private Collection

RE

Discover

4% _ETR % Acrylic on paper
59 x 50 cm 2000

EH

A Turning Point

7 _E A% Acrylic on canvas
140 x 110 cm 2001



FHER-8 rAREE W
The Whirlpool of the Universe - 8 Red Tension
7% _E % Acrylic on paper 4% _ER % Acrylic on paper
191 EEIFMFAANUGE Important Asian Private Collection 59.5 x 66 cm 2001 44 x 58 cm 2002 FEEFF XL AREEL LU Collection of Hsiao Chin Art Foundation 192



N L

S SEHI - 77
Comet-13 The Whirlpool of the Universe - 77
4% _E 27K Ink on paper 4% _E 27K Ink on paper
193 142 x 78 cm 2002

96 x 65 cm 2003 194



1R IR 2 BIEN

Homage to the Sirius

% _ER % Acrylic on canvas
80 x 100 cm 2005

MENEERNTREFHERNE, NTE2RM
BRERE, TAMHRER RBRTLEZE,
M2 AFRABERHENER, LAHRE, 5
ETBRAEFERIT,

(fF#ileim) (2001). (AMXRIREHH)
(2005) . (i) (2008) THEARKTEE
BENEZEER, EMAERAEMN+ER “E
B REAXMT “R” KEA, Fmy s, Ko
FHESA—RAIIKNFEHERSEAI KB
FHEBE, METEMESSPHERKES.

BE T EFRE—DBRZHEIR,
REZERE T,

That distance is representative of
wisdom and tranquility.




FHEIER
The Whirlpool of the Universe
4% £ Acrylic on paper

80 x 149 cm 2002 #

2R -5

The Black Hole - 5

4% _E 2K Ink on paper
77 x 142.5 cm 2004

197  EZEILMFAAYE Important Asian Private Collection EZIIMFAAYGER Important Asian Private Collection 198



Hsiao Chin has spent his life exploring the
universe, diving deep into both scientific
and philosophical studies, and reflecting
his thoughts in his paintings. The artist’s
rationality is reflected by the hard-edge,
geometric composition in his artworks, which
he complements with an expressive colour-
splashing technique.

La voltice spiritual (2001), Homage to the

Sirius (2005) and Essence of Heart (2008) are
some of his most significant artworks of the
2000s, have a composition that resonates
with the symbolic utilisation of “Point” since
the Punto period. In this painting, Hsiao Chin
expresses his ambition to unify the external
scientific exploration of the world with a
deep internal reflection on the universe, the
two colliding and connecting to unleash a
boundless energy in his work.

FEHINE R

La voltice spirituale

7 _E A Acrylic on canvas
130 x 160 cm 2001

ERROMFAAYLER

Important European Private Collection




BERUMFAAULE Important European Private Collection

1ILJT
Essence of Heart

7 EFE % Acrylic on canvas
115 x 160 cm 2008

ey

BEL-3
Wisdom Heart - 3

4% _ETR % Acrylic on paper
57 x 62 cm 2006

B -2
Mercy Heart - 2

4% _E )% Acrylic on paper
46 x 64 cm 2006

FEERR XL ZARE S L ULE Collection of Hsiao Chin Art Foundation
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The beauty of the universe -

The most fascinating piece in the series
where the color red represents

more than just passion,

but a form of sincere and universal love.

1&&

Passionate Encounter

7 LA Acrylic on canvas
120 x 135 cm 2010



REHTIR ZHik

Iggy - A Journey of Infinity
7 LA Acrylic on canvas
200 x 270 cm 2014

Lzt

Light of Heart

i _EA % Acrylic on canvas
200 x 200 cm 2007

FEEPR L ZARE S S ULE Collection of Hsiao Chin Art Foundation FEEFX L ZARE LS Collection of Hsiao Chin Art Foundation



$RIA - 6

Milky Way - 6

% _ER S Acrylic on canvas
140 x 107 cm 2002 - 2011

FZ R

Soul of Light

7 L% Acrylic on canvas
120 x 180 cm 2009

FEEPR L ZARE S S ULE Collection of Hsiao Chin Art Foundation



TR #
The Origin of Descent Raise
i LA Acrylic on canvas 1 LA % Acrylic on canvas
209 EEIMFAAYLGE Important Asian Private Collection 65 x 93 cm 2000 - 2012 110 x 140 cm 2010 210



:0p;]

The Front

4% LA Acrylic on paper
39 x 54 cm 2011

EZIHHFAAYE Important Asian Private Collection



Kl i
Grand Wave Leisure
4% _E % Acrylic on paper 4% _ER % Acrylic on paper
HEEFRX I ZAREL SR Collection of Hsiao Chin Art Foundation 295 x 136 cm 2012 62 x 34 cm 2012 EEIHFAAYE Important Asian Private Collection



REZ = Kz
Joy of Energy Grand Fortune
7 L% Acrylic on canvas 4% _E 7% Acrylic on paper
215 110 x 140 cm 2014 295 x 136 cm 2012 216




EZIHHFAAYE Important Asian Private Collection

REF

Vision

4% _E % Acrylic on paper
39 x 54 cm 2013

fTid

Passing Through

4K )% Acrylic on paper
39 x 55 cm 2013



A EESS 153
A Sentimental Future Enticement
i LA Acrylic on canvas 1 LA % Acrylic on canvas
219 88 x 110 cm 2013 80 x 110 cm 2013 EZ I MNFAAUE Important Asian Private Collection 220



RE HFE

Depth The Rising
i LA Acrylic on canvas 7 _EA M Acrylic on canvas
60 x 80 cm 1995-2009 90 x 110 cm 2009 BE I MNFAALGE Important Asian Private Collection




KARTER

Eternal Serenity

4% _EA M Acrylic on paper
79 x 110 cm 2012

#k - 10

Light of Divinity - 10

i _EA M Acrylic on canvas
130 x 160 cm 2015

HUNFAA UL Hangzhou Private Collection
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FEAEHR -2

The Suite of Universe - 2
77 _EA M Acrylic on canvas
150 x 200 cm 2015

EZIHHFAAYE Important Asian Private Collection




BEIMFAAULEL Important Asian Private Collection

FHEHAM-3

The Suite of Universe - 3
i LA % Acrylic on canvas
135 x 205 cm 2015

FHEZAM - 4

The Suite of Universe - 4
7 L% Acrylic on canvas
140 x 200 cm 2015

BEIM

FA AU Important Asian Private Collection



&R
Moon of Spring

77 £ Acrylic on canvas
130 x 162 cm 2016

BRI MR

Important Asian Private Collection




il

Purple Heart

7 _EA M Acrylic on canvas
160 x 390 cm 2016

233  BETHHFAAUKE Important Asian Private Collection 234



fRE
Joy

7 A Acrylic on canvas
235 EEIIMNFAAUGE Important Asian Private Collection 200 x 372 cm 2014




LY gEEZHib
Leap The Center of Energy
i _E A% Acrylic on canvas 7 LA Acrylic on canvas
237 100 x 80 cm 2000 - 2012 130 x 160 cm 2016 238



KE

The Grand Utopia

i A Acrylic on canvas
200 x 480 cm 2012

g EF REER Collection of China Art Museum, Shanghai
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“The Grand Utopia” is a just society of equality, fraternity,
harmony, welfare and of mutual aid. This is an ideal world,
and this world belongs to everyone, for mutual ownership
and mutual sharing. Confucius raised this ideal more than
2000 years ago, but it was thwarted by human selfishness
and intransigence.

The creative meaning of this painting is to express the hope
that the influence of culture and art can help the whole
community to have positive thinking ability, and to wish
that everyone can selflessly help each other. Let us give
ourselves an ideal living space, and let this effect starts
from Asia, and thus give the world a good model. This is
why | use the name “The Grand Utopia” for this painting,
let us encourage each other in our endeavors.




FZBREh 2017

Dancing Light 2017

7 A Acrylic on canvas
120 x 450 cm 2017

M ‘?7‘7;,”;

BEFAAYE Important Private Collection
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Thoughts Orange Light
M#E% 4 Ceramics MR 4 Ceramics
25 cm 1998 & 20 cm 2002

s —

FHZ=
The Clouds of the Universe

M4 Ceramics
@ 20 cm 2002

FHX

The Wind of the Universe
MR 4 Ceramics

& 20 cm 2002

INF FRNE
Small Universe The Small Clouds of the Universe
Ma# % 4 Ceramics Mt Ceramics

& 32 cm 2002 & 25 cm 2002

FEEF XL ZEAREL S Collection of Hsiao Chin Art Foundation

5=

Dark Clouds
MtRE 4 Ceramics
@ 20 cm 2002

EEiER

The Purple Whirlpool
M4 4 Ceramics

@ 32 cm 2002

FHEFXLZAREL LU Collection of Hsiao Chin Art Foundation
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Wiz 23

Grand Fortune Brightness of Heart
P 2 Ceramics M2 %4 Ceramics
32 cm 2002 33 x 50 cm 2006

RH =1
Mixed Sun Truth
PRz 4 Ceramics FEMR 4 Ceramics
@ 35 cm 2002 @ 32 cm 2007

249  FHHEFXAZEAREL S Collection of Hsiao Chin Art Foundation FYEF XL EARESL LU Collection of Hsiao Chin Art Foundation 250



i % E3 K

Hope Destiny Riding Great All
£F%8 Bronze %8 Bronze %8 Bronze £A%E Bronze
40 x 35.3 x21.6 cm 2013 40 x 37.6 x 22.3 cm 2013 40 x32x 31 cm 2013 40 x 32.3 x 38 cm 2013

Tz FI&E Fath 1% 35 fa
Possibilities of Foreseeing Transcend The Other Side Lean
$8%E Bronze $FZE Bronze $i%E Bronze % Bronze

40 x 32.3x 19.6 cm 2013 40 x 29.3 x 34.5 cm 2013 40 x 32.3 x 19.6 cm 2013 30x26 x 18 cm 2013
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1911 £ 3 BFERIERN KBS/, FHE—AFRBZFREE, L= AR
Group photograph taken at the provisional Nanjing Presidential Palace in March 1911,
with Sun Yat-sen (front row, 3 from the left) and Hsiao Yu-mei (front row, 1% from the left)

CKEE%> , 4 EEK, 32x20.5¢cm, 1955
"Self-portrait", Ink on paper, 32 x 20.5 cm, 1955

1935

AT LG, REFRFl.

SURW ARG (1884-1940) , #FH, PELLEH
RYEEMBREANMFRE - 1927 F, ¢IHFHE
E-RUETINEEFLTLEREENE—E

SEREE (S EBERER )

1949
EXESREES, AR ZhEEGILRIIH

Fo

1951
ABILIMERE:, TREAREHIRHE 1R,

1952
ABIEHRAHEMEEE, AEXAHRARE
RZ¥ho

1956

FR, #RIt5EMR, RK, T, KER,
W, REASCERERNGIDPEE MRS
EHE “RHER .

7R, RERFBFEZe, #OEE, ELS
BEIZARFEBRRRT, REFAZE.

11 A, BEBESR.

1957
REEBRPZEIZZRZRIMRT, REFTHA
¥, ANRERFEERK.

2%, SNEESREEFSRERZANE;
FRERBERT AN RERZERREARR. B
NRA «GILEKAHRY BE—RFBEXAETTHIE

1935

Born in Shanghai; father Hsiao Yu-mei, a pioneer in
contemporary Chinese music education, founded China’s
first music school, the Shanghai Conservatory of Music, in
1927.

1949

Accompanies uncle Wang Hsueh-ting to Taiwan; transfers
from Taichung No.2 Middle School to Taipei’s Chengkung
Middle School.

1951

Enters the Art Department at Provincial Taipei Teacher’s
College; learns sketching from Chu Teh-chun for over a
month.

1952
Joins Li Chun-shan’s Antung St. studio, commencing formal
study of modern art.

1956

Together with Hsia Yan, Wu Hao, Li Yuan-chia, Chen
Tao-ming, Hsiao Ming-hsien, Ouyang Wen-yuan, and

Ho Kan, participates in the founding of the first Chinese
abstract painting movement, the Ton-Fan Art Group. In
July, receives a scholarship from the Spanish government
and heads to Madrid; upon discovering the extreme
conservatism of the Academia de Bellas Artes de San
Fernando, Madrid, resolves not to matriculate there and in
November moves to Barcelona.

1957
Once again, perceiving the conservatism of the Escuela
Superior de Bellas Artes La Lonja, Barcelona, determines
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‘RRER BIEF, EETEESTHEER 1957.12.06-12.16
Invitation Card of “Ton-Fan Art Exhibition”, Galerias Jardin, Barcelona, Spain, 6" to 16" December, 1957

REBEBAEEMELD (AEZEASH 7 BRI Z=hE. FREMR. . R BRI 22, 78 FH%)
Members of the Ton-Fan Art Group with Li Chun-shan (From the left: Ouyang Wen-yuan, Li Chun-shan, Chen Tao-ming,
Li Yuan-chia, Hsia Yan, Huo Kang, Wu Hao, Hsiao Chin, and Hsiao Ming-hsien)

1937 FBF LB - RAKASFHNAKRTRE
Family photo of Hsiao Yu-mei couple, Hsiao Chin and his sister Xue Zhen in Shanghai home, 1937

2RSS,

2%, CEEZHSMBLAORER, KEIT

fNEFBERZ—; FRABESN—RIINAEBD R
(UNARTFRITEHNSEMRE) . HEERE
BIHHEN DA% (Mataro) ERIEZEITETE

FRDE.

FK, “S—RBARTaR E8ItEBEDZHL
=l & R B B R o

1959

FREBRAFHETIR, WR2HRDRFEZH
FEE (galleria Numero) .

=F, ZBK=Z.

1961
5EXFERFRRAHA (A. Calderara), HA
BEAREZFREARRARFTESEIDAZ—FTE
ZEEEpr ‘"7 (Punto) ZARizn), BEEKF.
. W= SdtERY; HESNEPET.
EE. WEZZARRMIMA

B, ERZAREBEDRFITARZEXNE;
HENORER (G. Marconi) , A5 %iT%
FE54.

1962
S5EXFIRBRERLERE.

1963
T D/RERSA/RIE (M. D Arquian) fi#
H4 R E AR BEL.

not to pursue schooling and loses scholarship. Participates
in French Circle Maillol Association and Royal Arts
Association in Barcelona. In the same year, Hsiao
participates in the Barcelona IV Jazz Salon and is selected
as one of the top ten outstanding painters; also, takes part
in a series of Salon de Mayo, the most avant garde national
exhibition at the time in Spain. Becomes the first ever one-
man show at the Matar6 Fine Arts Museum near Barcelona.
At the end of 1957, The first Ton-Fan Art Exhibition is held
in Taipei and Barcelona’s Galeria Jardin.

1959
First solo show in Italy at Florence’s Galleria Numero;
moves to Milan.

1961

In Milan, co-founds Punto International Art Movement along
with the Italian artist Antonio Calderara, Kenjiro Azuma,

Li Yuan-chua; exhibitions are held in Milan, Barcelona,
Albissola, Florence, Taipei, Rotterdam, Macerata, Roma,
Bologna, and Zurich; and numerous Spanish, French and
Dutch artists join the movement. Holds his first Milan solo
exhibition at the Galleria Salone Annunciata, meets Giorgio
Marconi, with whom he enters a long term collaboration.

1962
Marries the lItalian painter Pia Pizzo.

1963

Marconi and M. d’Arquian assist Hsiao Chin signs an
agreement with Galerie Internationale d’Art Contemporain,
Paris.
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1964 1 AEEX5EMREERBECRIE
Sanyu and Hsia Yan visited Hsiao Chin’s Solo Exhibition in Paris, January 1964

1964 £ 1 AR E5EMABTER
Hsiao Chin and Hsia Yan in Paris, January 1964

KBy , &5, 61x76cm 1968
KEDRK FEUER
"Contemplation”, Acrylic on canvas, 61 x 76 cm 1968
Collected by Marconi Foundation, Milan

1969 FRETF A=
Hsiao Chin in Milan,1969

1976 &, FHE5H <FBLRF) BEEIES
Hsiao Chin and his sculpture of the Hard Edge series, 1976

1977 £ 4 57 B, ®"HBZREETEKXF Galanate Pozzi TEE
Hsiao Chin’s Ceramic Exhibition in Galanate Pozzi Studio in Italy, 7 April 1977

1978 £ 10 B, BFTHIBEEBRH
In Ting Yung-Yin’s place in Hong Kong, October 1978

1964
HERIE=1A, HAEIARZREERETIE.

1966
BB ITEFXFE, HFEHESEB(Signals
Gallery) BH .

1967

EREBANRE, BEE 1972F; ®AANBE - #
2@ E (Rose Fried Gallery) 2#{T1MRH 5=
&1k,

B, @)U (Samantha) AL it

1969
EAARKSRZENENERZREAREE LR
o

2, SBTEEHRE.

1971 - 1972
TAREZFIMRIT ZRZ A AR RE R

1972
FEERSALBMNLREB R LB R R,
FE, SE2AFSUMBULDHEZALER.

1978

£ K Z 54 R # (. Tison). & # #r 12 (C.
Rubusti). Z1& (R. Geiger) & &2 67 “SURYA
(KBR) EFFZARNIEED -

=F, NBREAE. BEEE. £RHK. &
HERFRREEIEZANE, WIZR. Xk #H
BRE, FHPIZRBEIZIRENFEL.

1964
Works in Paris for three months; holds solo exhibition at
Galerie Internationale d’Art Contemporain.

1966
Works in London for six months; exhibits at the Signals
Gallery.

1967

Visits New York for the first time, remains there through
1972; daughter Samantha is born in New York.

Solo exhibition at Rose Fried Gallery, New York

1969
Teaches painting and drawing at Southampton College of
Long Island University; Separates from Pia Pizzo.

1971 - 1972

Teaches visual theory at Milan’s Istituto Europeo di Design.

1972

Teaches painting and drawing at State University of
Louisiana, United States. Travels to Mexico to study Aztec
and Maya architecture and art.

1978

Founds the SURYA International Art Movement from

Milan together with J. Tilson, G. Robusti and Kengiro
Azuma. Returns to Taiwan by an invitation to be first

artist to participate in the National Reconstruction

Council; proposes the construction of art museums and
the sponsorship of various international arts exchange
programs. Major solo exhibition at the National Museum of
History in Taipei.
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1980 £ 12 AR B FALTRABRF
Hsiao Chin in Chu Kuan-gian’s home in Beijing, December 1980

1981 £ 4 AR EFEMEEGL TEA
Hsiao Chin with Li Chun-shan in Changhua, April 1981

1983 F5R1EA (H ). BEIAEN (L) AR TRIZAZER
Group photo of Hsiao Chin, Wu Zuoren (middle) and Kenijird Azuma (left)
in Accademia di Belle Arti di Brera, 1983

1986 11 A, 5", A tH. ®KEZFEREFTILR
With his 2", 5" and 7" sisters, cousins and other relatives in Beijing, November 1986

1986 £ 4 B, WEHSLILDTEEH T ARBR
Hsiao Chin and his daughter Samantha in Copenhagen, April 1986

1986 FiFFSFAMIREIFRMK (Nikolaj) I EINZ
Solo Exhibition in the Nikolaj, Copenhagen, 1986

B «Firey , 1988 F5/-&Z ZARRIE GNERIRE
Lithograph print “Fire”, collaborated with Denmark artist, 1988

1989 F£ 12 22 H, BFEMAENRREXHESSMBHAIL, FHHK [ZREHME
Hsiao Chin received the “Art Achievement Award” presented by Li Chun-shan
Foundation of Contemporary Painting Award Ceremony, 22™ December, 1989

1980
FEAEIERE LS R A gt N+ B FE
&, XZHE 31 FREIREREE KB
BF, AR AEALEHER T L
2R,

1981
FLhSHREERIEE T +HBAFRIRL.

1983-84
ERARFSREEE L ZRZREIT Z AR MR
B 2T o

1984-85
ERRFIEME L ZARZBEEFRITE AR,

1985
THAEARZEZ ZARZRBIRME E 1996 F.

1986
FEBHAERS MR LEE - BRFRRL
&) FEHEARL.

1988

EHBE, SMBAFIRZARERZHMBRE, 7
BRI TERY. EXZDRERERSFITRE
=t+EAFEHE.

1980

Participates by invitation in events in Beijing and Shanghai
commemorating the 40th anniversary of father Hsiao Yu-
mei’s death, Hsiao’s lecture in the Red Flag Hall of the
Ministry of Culture on 20thcentury Western art is well
attended. This visit is Hsiao Chin’s first return to China in 31
years.

1981
25th anniversary joint exhibition of the Ton-Fan and Fifth
Moon groups, Taipei.

1983 - 1984
Teaches art dissection and picture analysis at the
Accademia di Belle Arti in Urbino.

1984 - 1985
Teaches Art Decoration at the Accademia di Belle Arti
Albertina in Torino.

1985
Begins teaching printmaking at the Accademia di Belle Arti
di Brera, Milan until 1997 as a fully tenured professor.

1986

Hsiao is invited by the Chinese government to take part
in events celebrating 100th anniversary of the birth of Sun
Yat-sen. Travels and exhibits in Brazil.

1988

Exhibition of Contemporary Italian Artists, Moscow: visits
Leningrad (St. Petersburg). Major 30-year retrospective
exhibit at the Studio Marconi, Milan; exhibition catalogue is
published by Gabriele Mazzotta Editore.
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1990 £ 12 A 26 H, BFALRPREFRER, XFERXIBEGRBENX

Unveiling ceremony of Hsiao Yu-mei’s bronze statue in Beijing Central Conservatory of Music, 26" December, 1990
1990 12 26 H, 5%%FB (RIEAXFER) « FHEFE. &FEK. REAEEFIEtRPRERER

With Fei Xiaotong (anthropologist), Yu Runyang, Qian Weichang, Chen Lv’ben in Central Conservatory of Music Beijing,
26" December 1990

1990 5 520 H, WHETHREREET Vigevano KAER K

Hsiao Chin with Walasse Ting at the Vigevano Auto Show , 20" May, 1990

1994 FRHFAZXE - HBIEREE ERR T EELSR

At Beyond the Great Threshold in Memory of Samantha Hsiao in Milan’s San Fedele Gallery, 1994
1994F 5 B3 H, BFIERPRERZRHRE

At the exhibition in Beijing Central Academy of Fine Arts, 3 May, 1994

1995 6 A 11 H, BT AZEESR, ERNEME 30 ARKEM

Hsiao Chin in front of his 30-meter-long painting at the exposition in Milan, 11" June, 1995
1995 F 6 B 15 HE gtk

Painting on ceramic plate, 15™ June, 1995

1996 F£5 Sam Hunter &% T EMETAS ( EEFFAM )

With Prof. Sam Hunter at Princeton University (New Jersey, U.S.A), 1996

1996 £ 5 B 18 H, FiEREZEIB/NALAME R LS TERFEIE

Hsiao Chin married to Austrian soprano Monica Unterberger in the village of Ebenau near Salzburg, 18" May, 1996
1996 EREFEARFIRENZAE B P RGREESE TR L

Hsiao Chin demonstrating painting on ceramic plate at the Arte Fiera Bologna ltaly, 1996

1990
ZIUH R AL A .

1991

BFZILERZITE, FHOET —RIIL “E
RIR” BOFtE, BRERZH X

2%, FALERABREGILSTHI=THR
FRE.

1992
AEEENENFHIETEBRE.

1994
FER A REARF B KA A E EARZ B 7w B2
TEBRE, ERAFSEREREPERL.

1995
AL EARTBEAT THERDIE 1953199418 .

1996
S B, 5HEREERER
(Monika Unterberger) 1f Bt FIZ51E.
108, SBTEBZAERERZAHRAET
BREHR -

1998

FHBEFE Galleria Il Ponte, B 22 Di Meo & JEF2¢
TR, REEEEBHET I EARIES(T 1958
- 1998 EIEE" .

1990
Daughter Samantha dies in Los Angeles.

1991

Aggrieves by the death of his daughter, creates a new
series under the theme The Great Threshold, relating
his new outlook on life. Holds the 35th-year anniversary
exhibition of Ton-Fan and Fifth Moon Groups in Taipei.

1992
Hsiao Chin Retrospective Exhibition, Taiwan Museum of Art
in Taichung.

1994

Retrospective Exhibition, Hsiao’s first exhibition in China
at Beijing Central Art Accademy and Hangzhou Chinese
Art Academy,

1995

Hsiao Chin: the Odyssey 1953-1994, Taipei Fine Arts
Museum.

1996

Marries to the Austrian soprano Monika Unterberger in
May. Teaches painting at Graduate Institute of Plastic Art in
Tainan National University of the Arts from October 1996 to
2005.

1998

Exhibition at Galleria Il Ponte in Florence, Galerie Di Meo
in Paris and a retrospective exhibition from 1958-1998 at
Institut Mathildeh in Darmstadt.
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1998 SF45FHE 22 Di Meo B MNR 5, RHERLRERH

With Zao Wou-ki at Hsiao Chin solo exhibition opening ceremony in Di Meo Gallery Paris, 1998

1999 {7 # 5 R BB RIFAANTESASHTRERH

Chinese sculptor Liu Kaiqu and friends visited Hsiao Chin in Milan, 1999

1999 F 6 H8 H, BFLBENE AERTERLTRE]

At the exhibition "The Momentum of the Ton-Fan Art Group' held at Shanghai Art Museum, 8" June, 1999
2000 £ 12 A 30 HIEFR A 60 BFLSE R

At the Memorial Concert of Hsiao Yu-mei, commerating the 60" anniversary of his death, 30" December, 2000
2002 £ 6 H 29 H, F3:E Vallauris kR E &

Ceramic work exhibition in Vallauris France, 29" June, 2002

2003 FHEFEEIASLNRE

Solo exhibition in San Francisco, U.S.A, 2003

2004 £ 4 A7 B, R TEKXF Pesaro &

Hsiao Chin painting on ceramics in Pesaro ltaly, 7" April, 2004

2005 £ 8 A 26 HIEFI REARENRE

Solo exhibition at Guangdong Art Museum, 26" August, 2005

2002

HEAXZDREREMET 1958 - 2002 4 @ 1F &
mFRE, BiE3ZAREERET 2001 XiELE
IEER, RIARRAE ER3E1T 1958 - 2000 4% £ 1
mEE, RAZEBRNRFEZATEETH
R

2F, RAEBEXZREARK.

2003
HEAE 6 PARFEEDKEANRIFIER

2004
‘“RPLEHIER 1958 - 2004”7 £ EIBERIE
Ri.

2005

1B7H, #EXFEBRERT ‘BEXFALEZE
Bt fHE.

8B, “W#1954-2004 JBRZ IR I &RE
ARIEZE Do

2006
“EESE - FEE B 1955 - 2005 fEdbEep
EEAREZAT.

2008
WHEBRR ERAHDRIDBAZET.

2002

In 22nd January, the Milan Province’s Oberdan Space
dedicates to him a ceramic sculptures exhibit, Milan’s
Mudima Foundation dedicated him a recent large size
painting exhibit, Milan’s Mudima Foundation dedicated
him a recent large size painting exhibit, Milan’s Gio
Marconi Gallery dedicated him a retrospective exhibit of
paintings on canvas and also Lattuada Gallery in Milan a
retrospective exhibition of Hsiao Chin’s work on paper, both
from 1958 to 2001. National Fine Art Prize from National
Culture and Arts Foundation, Taiwan.

2003
Tour exhibitions in 6 universities in Taiwan with delivering
speeches.

2004
"The Journey of Hsiao Chin’s painting 1958-2004" at the
Shanghai Art Museum.

2005

In 7th January, Hsiao was conferred by the Italian President
C.A. Ciampi the honorable title of “Knight of Italian
Solidarity Star”. Hsiao Chin Retrospective Exhibition 1954-
2004 at Guangdong Art Museum.

2006
"Glory to the Source, Hsiao Chin 1955-2005" Retrospective
Exhibition at National Art Museum of China in Beijing.

2008
Hsiao Chin Retrospective Exhibition at University of Parma,
[taly.
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1.

HRYEFRXUZRESR” AR
The office of Hsiao Chin International Art Foundation
2012 SFAIFEREEE <KE)»
Creating large-scale painting The Grand Utopia in 2012
GRE 75 BmE—ARZE fEmz—
Artwork featured in “Infinity of Chi: Retrospective of Hsiao Chin” exhibition

2009
- TR BBREKS = FRET

2010
BT RAREEET ARZE—BEXMEHE R
5: FE 7S BEE" .

2012
AT ZRAREFTEEMRZARR.

2013
BALRRRMEBEBET “KEEE" B

2014
BESHERTZEmESD FEKEREE .
BERIBREXLEESED FHLRAE

”
o

BRIERZARPLOED “WR - FE - K7
BEIARZARER” -

o O

2015
EAWEEE ‘W8 ST HERR .
ABERESD N\ THEBFHER B2 MR

2016
B 3812 @HZ RETLRAEE2016" MR,
AILKEEED “FHFEBRATFNEA

KMAE “EREME" .

2009
Hsiao Chin Retrospective Exhibition Viaggio in-finito 1995-
2008, Triennale di Milano, Bovisa.

2010
Infinity of Chi: Retrospective of Hsiao Chin at Kaohsiung
Museum of Fine Arts.

2012
Abstract Art Exhibition in Taipei Fine Art Museum, Taipei,
Taiwan.

2013
Great ALL Exhibition, Lin & Lin Gallery, Taipei, Taiwan.

2014

Hsiao Chin Eternal Energy, Lotus Art Gallery, Kaohsiung
Taiwan.

Infinite Energy ,Kuo Mu-sheng Foundation, Taipei, Taiwan.

2015

60 Years of Abstraction, Harmony and Form, De Sarthe
Gallery, Hong Kong.

Eighty Years of Energy, Hsiao Chin’s Retrospect &
Prospect, National Taiwan Museum of Fine Arts, Taiwan.

2016

Endless Energy, 3812 Gallery, Hong Kong.

Novel Energy: The End is the Beginning, Tina Keng Gallery,
Taipei, Taiwan.

Awarded "Second Class Jing-Xing Medal"
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5% "XE
) "B

s

3 eR AR

OO R

A HISTORICAL

Dl GUE WITH ART
% R

2017 £ 9 B, FLEBHEZARERT «KGERNALXNIE HBLHEE 2018 F ‘@R ZARKERIED
A Historical Dialogue with Art Book Launch and Press Conference of Coming Home Retrospective Exhibition at
China Art Museum Shanghai, September 2017

2017 £ 9 B, FEABZRBLEN KFZRHHENE FHhikms
A Historical Dialogue with Art Book Launch at Hong Kong Arts Centre, September 2017

2017

EFH3BI2EMEN “EENANTER—IHEHE
mE” .

&8 3812 @ WA RN B E AR AERE
HEEEFINFREREMESD “MNHEREE:

MR ZARILE 1955-1985" &,

7 R, B «EZARNBHEE (B TH) » .

8 B, BMIAFEILEZARP L,

9 R, BEZARPLET KSZARNFHLEITIE
HREERR.

9 R, MEZAREHT KEZRFHLEIE #
PERE2018F ‘@R KERIER.

11 A, SEEFNZHRZBED KEFE-
WEBITERY .

2018

20, EHEUSED B LR Bk- M
EHH RIS

3R, & 31 2EEEAHE R LRI
EEPEEREENHD B LAKR

2017

1960's, An Important Era, 3812 Gallery, Hong Kong.
The Origin- Hsiao Chin Art Archival Exhibition, 3812
Gallery, Hong Kong.

Publishes “A Historical Dialogue with Art”.

Founds the Hsiao Chin Children Art Education Center.
Holds “A Historical Dialogue with Art” Book Launch at Hong
Kong Arts Center, Hong Kong.

Holds “A Historical Dialogue with Art” Book Launch
and 2018 Coming Home Retrospective Exhibition Press
Conference at China Art Museum, Shanghai.

Eternity Preface, Hsiao Chin’s Solo Exhibition at Central
Gallery, Taiwan Kaohsiung International Airport.

2018

Zen. Art: Bright Light-Homage to Ascendence, Hsiao Chin’s
Solo Exhibition, Tsz Shan Monastery, Hong Kong.

To An Infinite Ascendence - Hsiao Chin Solo Exhibition,
3812 Gallery, Hong Kong

Coming Home: Hsiao Chin Retrospective Exhibition, China
Art Museum, Shanghai
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1957
AT BIKREARIE

1958
Oi&E#/RE% - & (Fernando Fé) E R

1959
B ZRrEEF (Numero) & &R
ERHT/NG (Il Cavallino) & &

1960
=ESESBMEFERZE (Senator) @ E

1961
ZOERERNE (Trastevere) EJE
RALXE - 51 (S. Matteo) &5

T ERERERE (Hit) &
KEmNKEED R (Salone Annunciata) & R
EEFIR 245 B E 2 & S5 (Dorekens) @}
EEBINFFRB L E @

1962
ZOX - B (S. Luca) B

1964
BRYRZARER
KZLWFE (Ariete) B

1965
Fafriik BEE (Maribor) 2R1E

1966
ERETEA (Il Canale) & JBp
EER G ERDF R (Falazik) &

1957
Museo Municipal de Mataré Barcelona

1958
Galleria Fernando Fe, Madrid

1959
Galleria Numero, Florence
Galleria del Cavallino, Venice

1960
Galerie Senatore, Stuttgart

1961

Galleria Trastevere, Rome
Galleria San Matteo, Genova
Galerie Hilt, Basel

Galleria Salone Annunciata, Milan
Galerie Dorekens Antwerpen
Galerie Senatore, Stuttgart

1962
Galleria San Luca, Rome

1964

Galerie Internationale d'Art Contemporain, Paris

Galleria dell'Ariete, Milan

1965
Museo of Maribor, Yugoslavia

1966
Galleria Il Canale, Venice
Galerie Falazik, Bochum

1967

A% 2 RAE3ERIF (Brechbuhl) &8
MAMRGERR (Wirth) & B

K= O/RE R E

AAE R - 3EHF (Rose Fried) &

1968
SR %IKET (Pollock) & e
R4 ERTREF (L.Stevens) B

1969

K2 O/R%& 2 (Marconi) &

A2 75 B 2N L REERR (Benson Gallery) &g
RIS HE

1970

B =% (Orez) BB

FE T M AR (Centenary) Zp5x

EEE R AN Z R (Falozik) &5

e FBSHR4F (Gent) £ 52 (Fonke) &iER
KEDREREBBREDHFZ (Santandrea) &
IEY

1971
BEARXFMEZFHR K EARIE (Galeria d'Arte
Mederna)

1972
1% = FX AR VA 8 B
1973

kZfE{afs (Schubert) @i

1974
B 22k 7 (Beaubourg) &R

1967

Galerie Brechbuhl, Grenchen
Galerie Wirth, Berlin

Studio Marconi, Milan

Rose Fried Gallery, New York

1968
The Pollock Gallery, Toronto
Lawrence Stevens Gallery, Detroit

1969

Studio Marconi(Grafica), Milan
Benson Gallery, Bridgehampton, N.Y.
Galerie Senatore, Stuttgart

1970

Galerie Orez, Den Haag

Cetenary College, Hackettstown, N.J.

Galerie Falazik, Neuenkirchen (Luneburger Heide)
Galerie Fonke, Gent

Saidio Santandrea and Studio Marconi, Milan

1971
Galleria d'Arte Mederna

1972
Galerie Brechbuhl, Grenchen

1973
Galerie Schubert, Milan

1974
Galerie Beaubourg, Paris
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1975

BAFREEIHIEANE

B AF B HR A KE (Plazzo del Diamante)
BT

BAFIENEZAEE (Pancheri) &

1976
PRI A (Punto) &E R

1977
KERBEARE. GREEEBRLEN EHTFR
(Zarathustra) = EF

1978
Bt EEYIEER. I EE
OEEREME (Kandinsky) & &R

1979
TEE RER Y B.14 B
BAF DR EARTE

1980
I F (Ideogrammal) & JEg
B ALARE xR E B

1981
=EIn S EE
BEAFMENEZHMERE (Pancheri) E &

1983
EE SRR S EER
B FaEEW - fimE (Tina Presser) & i

1975

Museo Civico d'Arte Moderna, Modena
Palazzo del Diamanti, Ferrara

Galleria Pancheri, Rovereto

1976
Glaria Punto, Valencia

1977
Palazzo del Turismo, Studio Marconi and Galleria
Zarathustra,Milan

1978
National Museum of History and Lung Men Art Gallery, Taipei
Glaria Kandinsky, Madrid

1979
Galerie B.14, Stuttgart
Pinacoteca Comunale, Macerata

1980
Galleria Ideogramma, Turin
Printmakers Art Gallery, Taipei

1981
Apollo Art Gallery, Taipei
Gallerie Pancheri, Rovereto

1983
Galerie Sanatore, Stuttgrat
Galerie Tina Presser, Porto Alegre

1984

f & =Bl Hil ST (Aegidius) &
BEAFIBEETIARR - (AN (Edo Pagono) &
JE

KEDRERER

1985

BAMBEIKRF

FEREX R A O

RAFIL " =" @

o= E R Z FAFEARE (Museum Waterland)

AIEHIZEARE (ETHRER )

1986

FAMBIRT R (Nikola)) BT
K= £ 17 (Mercato del Sale) B R
BAMARIER (AM Niemeyer) E

1987
BT A T4 32 2% (Pulizer) R
ERZIEE

HBFR L7 B8 BB

1988
k2 ORBER (1959 F 1988 @FHE )

1989

B %% &774 (La Chiocciola) @i
R IhET - 248 (Ruth Mentha) &
=E AW
BRHERZARBAERAF

1990
AT " =" B

1984

Gallerie Aegidius, Randers
Galleria Ezio Pagano, Bagheria
Studio Marconi, Milan

1985

Universita di Messina and Libreria Hobelix, Messina

The Hong Kong Institute for Promotion of Chinese Culture,
Hong Kong

Glarfa Punto, Valencia

Museum Waterland, Pumerend

Taipei Fine Arts Museum (with Walasse Ting), Taipei

1986

"Nikolaj" Comune di Copenhagen
Galleria Mercato del Sale, Milan
Galeria AM Niemeyer, Rio de Janeiro

1987

Galerie Pulitzer, Amsterdam
Alisan Fine Arts Ltd., Hong Kong
Galleria Ideogramma, Turin

1988
Antologica 1959-88, Studio Marconi, Milan

1989

Galleria La Chiocciola, Padua
Galerie Ruth Mentha, Muri-Bern
Lung Men Art Gallery, Taipei
Contemporary Art Gallery, Taichung

1990

Glaria Punto, Valencia

Galleria Alberto Peola, Turin

Ente Regionale Studio Universitario, Macerata 576
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#MIEERT (A.Peola) E B
OERE XS

R RFE

EEZEEE (H. Feldmann) &R
BHRIARZARBRBBRAF
AR TR IRON E BB

1991
fnfrhi4t+= (La Crocetta) & 8B
PR G HT 5 4 7 ) 24 51 R

1992
ABEMEARE FHEERE

1994
1995
éjtﬁiﬁ%*ﬁ u%iﬂﬁ"llﬁﬁ; 1953-1994 "

1996
aitmE1EES
1997

AiEmHEIIZRFL

1998

3 B TEAT B

E22% - 1§58 (Di Meo) E

TEEIA BRI S EARTE 1958-1998 B E

Chin-Hwa University, Hsinchu, Taiwan
Galerie Feldmann, Bern

Contemporary Art Gallery, Taichung
Lung Men Art Gallery

Yun-Han International Art Center, Taipei

1991
Galleria La Crocetta, Gallarate
Pulitzer Art Gallery, Amsterdam

1992
Antologica 1955-92, Taiwan Museum of Art, Taichung

1993
Alisan Fine Arts Ltd., Hong Kong

1994
Central Academy of Fine Arts, Beijing
China Academy of Fine Arts, Hangzhou

1995
The Odyssey 1953-94, Taipei Fine Alts Museum, Taipei

1996
Dimensions Endowment of Art, Taipei

1997
Dimensions Art Center, Taipei

1998

Galleria Il Ponto, Florence

Galerie Di Meo, Paris;Institut

Mathildenhohe (retrospective 1958-1998), Darmstadt

2002

KEG/REEEE

KEWEIG (Mudima) ZREE S
KEFR#IA (Lattuado) & &
KEZEBBRRFE (Oberdan) ZAR= (g

2003
CEROCHER RIIHER

2004
EB/EARE FHoEHER 1958-2004”

2005

ITREARTE “FFE) 1954-2004 AR 1
BARFRMAETIZERE FHHRER
BAFIMEANTREHEES FHHER"
RISEARTE “HEh 1954-2004 3R ik

2006

ERFEEARE “RE-FEHETEBUR 955

2005”
BIERARRER HEAIL

2007
REDEEREHT “DZEBR

2002

Marconi Gallery, Milan

Mudima Foundation, Milan
Lattuada Gallery, Milan

Milan Province's Oberdan Space

2003
Towards the Spiritual World series anthological exhibitions

2004
The Journey of Hsiao Chin's painting 1958-2004, Shanghai
Art Museum

2005

Hsiao Chin 1954-2004, A Journey back to the Source,
Guangdong Museum of Art

Hsiao Chin, Museo Civico, Villa Colloredo Mels, Recanati
Hsiao Chin, Palazzo Acquaviva, Scuderie ducali, Atri
Hsiao Chin 1954-2004, A Journey back to the Source,
Zhongshan Museum of Art

2006

Glory to the Source, A retrospective exhibition of Hsiao
Chin 1955-2005, National Art Museum of China, Beijing
Hsiao Chin Solo Exhibition, Lin & Keng Gallery, Taipei,

Taiwan

2007
Exhibition of heart theme paintings, Spazio Mazzotta, Milan
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2009

K2 4iE= F R (Tiennale di Milano, Bovisa)
“TL PR Z ik 1955-2008” (Viaggio in-finito 1995-

2008)

2010

BTN EANE ‘KERZE BRMBERT—
e 75 MR

2011
BIERARMEEE “FFE 1955-2010 tEamR"

2012
AAEHIEAE “FTZT AEMRZA

2013
BALRRRMEEE “KAEE"

2014
BN ZZE FE - KEEE
BERIEAAREXLE RS S FY - TIREE”

2015
FEEEEN R, ME SN HEpR
ABERE \HEE FHER - B2 DR

2016
T 812 EE ‘- TIRER 20167 MR
AILEKER ) - HREE - KA 1R

2009
Viaggio in-finito 1995-2008 on die occasion of Triennale di
Milano, Bovisa

2010

Infinity of Chi: Retrospective of Hsiao Chin, Kaohsiung
Museum of Fine Arts

The WAY is Not Merely Between Two Points, Lin&Lin
Gallery, Taipei

2011
Hsiao Chin 1955-2010 Art Works, Lin & Lin Gallery, Taipei,
Taiwan.

2012
Abstract art in Taiwan, Taipei Fine Art Museum, Taipei,
Taiwan.

2013
Great All, Lin & Lin Gallery, Taipei, Taiwan.

2014
Eternal Energy, Lotus Art Gallery, Kaohsiung, Taiwan.
Infinite Energy, Kuo Mu Sheng Foundation, Taipei, Taiwan.

2015

60 Years of Abstraction, Harmony and Form, De Sarthe
Gallery, Hong Kong

Eighty Years of Energy, Hsiao Chin’s Retrospect &
Prospect, Taiwan Museum of Fine Arts, Taiwan

2016

Endless Energy, 3812 Gallery, Hong Kong.

Novel Energy: The End is the Beginning, Tina Keng Gallery,
Taipei, Taiwan.

2017

EA3BI2EE “ERNSTFENR-FHERR
& 3812 BN TR - WEZARERR"
BEERIIFPRER KIEFE - FREEIER

2018

EERLS H TR PR - BAEEET MR
3 A, HEIBI12EMENFKEH R “BIRFE
EBpEZARE ‘ER ZRKE

2017

1960's, An Important Era: Hsiao Chin Exhibition, 3812
Gallery, Hong Kong.

Eternity Preface, Hsiao Chin’s Solo Exhibition at Central
Gallery, Taiwan Kaohsiung International Airport.

2018

Zen.Art:Bright Light-Homage to Ascendence, Hsiao Chin’s
Solo Exhibition, Tsz Shan Monastery, Hong Kong.

To An Infinite Ascendence - Hsiao Chin Solo Exhibition,
3812 Gallery, Hong Kong

Coming Home - Hsiao Chin Retrospective Exhibition, China
Art Museum, Shanghai, China.
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1957
Btk (BESR)

1957-59
B Z. ZEARAME (BEZH)

1961

MZEERER (LEZE)
LEEMBARRE (RiFZ)

—HhARO/ A—EireER (W - XREH)

1963

HESRZE (RNEREARE)
HRZRE (BRKREE
FLBEERAZRINER

1964, 1970, 1986
$£=. B. tREFVERE=FR (KZK)

1964
HE=EEEAELL TS (Scipione) L@ KRR ( D&

)

1965
S BEPRMRER ( BEERTR )

1966
‘FRZIUT & CXNERZARDS )

1969
SErRBERMERER (285)
BHBREZARER (ST )

1957
IV Salén de Jazz (Barcelona)

1957~59
[, I'land Il Salén de Mayo (Barcelona)

1961

The Pittsburgh International Exhibition (Pittsburgh)
Gran Prix de Peinture et Sculpture (Monte Carlo)
Internationale Malerei 1960/61(W.Eschenbach)

1963

Chinesische Kunstler der Gegenw art(Museum Leverkusen)
Art Contemporain (Gran Palais, Paris)

VIl Biennale di Sao Paulo (Sao Paulo)

1964, 1970, 1986
3rd, 5th & 10th International Color Prints Triennial
Exhibitions(Grenchen)

1964
[II Piemio Scipione Nazionale di Pittura (Macerata)

1965
VI Mostra Internazionale di Grafica (Ljubljana)

1966
Musische Geometrie (Kunstverein Hannover)

1969

16th Annual Exhibition of Pannsylvania Academy of Fine
Arts (Philadelphia)

IX Festival de Arte '69 (Call, Columbia)

1970
BrtEERER (HERMERE)
BZEEFIREEIL (BRREELR)

1970-77
F—E2F/\BEFZABES (BER)

1973-1974
EEEFREES K #HREx)

1974
SHZIM: HRRER (K2)

1975-78
Art First ZARE5S S (KER)

1975
MEEXZHREHEER (K=

1977
EtE2ENFZE (Z5)
BARMARIRE R ( BRI )

1978
‘EHfRg. FEET R (4A2)
— At/ \EFFRER (1BFER )

1978-79

ABAR (K=, —At/\; BERREE, —Ath)

1980
YREFREERER (A1)

1970
17th National Print Exhibition (Brooklyn Museum, New York)
|Il Salon International de Galeries Pilotes (Lausanne and
Paris)

1970 - 77
| to VIII Fiera Internazionale d'Arte (Basel)

1973 - 74
Ikl (Dusseldorf)

1974
Asia Oggi: Rassegna di Grafica Contemporanea (Milan)

1975 - 78
Arte Fiera (Bologna)

1975
Momenti e Tendenze del Costruttivismo (Milan)

1977
X Quadriennale Nazionale d'Arte (Rome)
Grafici Italiani Contemporanei (Ljubljana)

1978
Ancient Heritage, New Directions (New York)
International Prints Exhibition 1978 (Messina)

1978 - 79
Exhibition Surya (Milan, 1978; Macerata,1979)

1980
Contemporary International Original Prints Exhibition (Taipei)
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1981
B« AR THRBEFER (&)

1982
MEZARAFIDEBEUE ( BiEHE)
MESN SR ERER (EEEAE)

1983

BAFZARE (#8#)

B EROMMENER (BERE)
‘BEERRRAGZ R R’ (BRI )

1984
B R E PrhRE R ( h3RATRUAAR )

1985, 1987, 1989
B =. NEEFRENFRE (/L)

1985
MRRHRENEERR (X - TKEME)
Br=EihRATEZRRE ( fihfK)

1986
—HNAR~N\EHERZRKE R ( BEFARRKRE )
HEIARZAR (FEARE)

1981
Ton-Fan & Fifth Moon 25th Anniversary Joint Exhibition
(Taipei)

1982

Exhibition "Homage to Matteo Ricci by Chinese
Artists" (Macerata)

The Chinese Response-Paintings by Leading
Overseas Artists (Hong Kong)

1983

Exhibition Italian Art (Berlin)

3rd Biennial of European Graphic Art (Baden-Baden)
Exhibition Astrattismo Razional e Fantasia Concreta
(Ganna,ltaly)

1984
7th Norwegian International Print Biennale
(Fredrikstad)

1985,1987,1989
2nd, 3rd, 4th International Biennial Print Exhibition
(Taipei)

1985

Exhibition Formation of Modern of Comtemporary Art
Museum (San Geminiano, Italy)

XIII Premio Nazionale Citta di Gallarate

1986

Itinerari d'Arte Contemporanea 1986/87 (Lisbon and
Oporto)

Contemporary Chinese Painting (Hong Kong)

1987
B=tTREAZEENFR (KZ)

1988
BRAEARZARE (RHNZAE )

1990
BAFERZRRE (BHFAEEIEANRE)

1989~1993, 1990~1995, 1991, 1994
EFR SHAKT & ( S AR, BEH. M. K=)

1991
KH. ARA=1THERAEEE (&4dt)

1995
“GERRZHER, SEZFS” R (IHR R Mz EARE)
NOFRKZZRE (K=)

1996
AMELHIRRE ( K=ZRARZE )

1997
FrE=O+TREFHEE (&)
MREXRE (65 )

1998

BthmEER (G4t)
EBERWER ( LE)

SR EFRKBERER (R)

1987
Biennale Nazionale of Milan

1988
Contemporary ltalian Artists (Art Palace, Moscow)

1990
Exhibition Italian Contemporary Art (Taiwan Museum
of Art, Taichung)

1989-1993, 1990-1995, 1991, 1994
International Shakti Exhibitions (Copenhagen, Aarhus,
Gallarate, Milan)

1991
Ton-Fan & Fifth Moon 35th Anniversary Joint Exhibition
(Taipei)

1995

Exhibition L'informale Materia-Gesto-Segno (Civica
galleria d’Arte Moderna, Gallerate)

ANnni'90 - Arte a Milano (Milan)

1996
Due Secoli di Incisione (Brera - Milan)

1997
Ton-fan Group 40 anniversary (Taipei)
The Grapbic Arts exhibition (Tainan)

1998

The 15th Art Exhibition (Taipei)

Shanghai Biennale (Shanghai)

The 1st International Ink Painting Biennial (Shenzhen)
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1999
ERPEARE (A )

2000
FLEERENERR (AE1E)

2007
FHEERFRERFR (RAMNRBDEBRTZ IR
THHLEEARIE)

2008
BALRRKRERE “EFHRN—F&F - AL BIEARR
BXRR

2013
W ZEE - REE (S8 )

2014
AERIEEEZARRL ‘R - FEB - KHE — &2
MRZARERE"

2016
I 2 2016, 3812 @R, Hik

2017
MEPEZIAE: MERERERE 19551985 (LLFIRH AR
EYINELY))

1999
The Famous Painters Exhibition (Tainan)

2000
The 7th Venise International Biannual of Architecture
(Taiwan Pavilion)

2007

5th International Engraving Biennial (Museo di Arte
Contemporanea e del Novecent, Monsummano
Terme, ltaly)

2008
New Year Exhibition Opening Ceremony (Space B,
Lin & Keng Gallery, Taipei, Taiwan)

2013
Collection Exhibition (Lotus Art Gallery, Kaohsiung,
Taiwan)

2014
Exhibition of Taiwan’s Masters of Modern Art (Liang
Gallery, Taipei, Taiwan)

2016
Fine Art Asia 2016, 3812 Gallery, Hong Kong

2017

From China to Taiwan: The First Avant-Garde Abstract
1955-1985 Exhibition (Museum of Ixelles, Brussel,
Belgium)
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1962
B> , X Z2F, BRFHARE, K= K
128" (East 128) HkRitHAR

1963
GRED , 30 RBMREF, YR 8 KR EME R IE,
KZ S AL AR AR

1965
GRED , 30 RFIRKF, K= “RJE - BHREE)
bR At AR

1966
! ZASANRRY , WRFHZ 9 TJIFR9
SKIRARE, K=SEELH R L AR

1972
CABARNREY , BR 2 KFESZ ARE,
KZSLE AL AR R

GRY , 30 HREERE, KEAZMBHRAHR

1976

GRY X ARERERRTF, At
Rt R
CRIKHZEENREY , 3 FREE, FHE
EnhRiE, FFEEHTZAREARAEL AR

1977

«HEY , 30 BRT, WOR S KR ENARENIRE,
K= TR e EIRR AR

GRED , X BERFT, WR7 IKREIHRE,
B ACALEE ST DT hRAL H BR

GRZHEY , 30 @0, WR7 KRS MmRE,
DN = E S AR AR

1962
Tao, text by Lao-Tze, collected lithography by Hsiao Chin.
Milano: East 128.

1963
Hsiao Chin, text by Kurt Leonhard, collected 8 original
prints by Hsiao Chin. Milano: Grafica Uno.

1965
Hsiao Chin, text by Kurt Leohard. Milano: VanniScheiwiller.

1966
Oh! CheVertigine, collected 9 poems and 9 aquatints by
Hsiao Chin. Milano: Grafica Uno.

1972

Un Processo di Penetrazione, collected 9 lithographies by
Hsiao Chin. Milano: G. Upiglio.

Hsiao, text by G. Schonenberger. Milano: Prearo.

1976

Hsiao, texts by G. Schonenberger& E. Albuzzi. Taipei: Lion
Art Books.

Cinque Serigrafie di Hsiao, text by L. Serravalli. Jesi: Arte
Nuova Oggi.

1977

Ch’an, text by E. Albuzzi, collected 5 silkscreens by Hsiao
Chin. Milano: Studio Marconi.

Hsiao Chin, text by Giulio Angelucci, collected 7 aquatints
by Hsiao Chin. Pollenza (MC): La Nuova Foglio.

Ch’an di Hsiao, text by ItaloMussa, collected 7 aquatints by
Hsiao Chin. Macerata: Triade Accedente.

1979

GREN: EZIF , S0 BER, DERENE
A H A L AR

GRZIEEEY , X BIIEF. FE. FRMHF.
PERAERLIE EE 2R - SR P D AT DU AR AL
HihR

Git: HARKIW , 3 - Rl FIRFRIE,
K ZAPED HARAEH AR

1980
GR: TRz B4y |, X BEEF, R IKF
EAME, #MXFEMEER

1985
GREZFEEY , 3 KR MER. FH
R4, FABELREROEHMR

1986
GRE);: K>, X ZBFEEURER, WRS
KR ZTRARE , ABMOCF HARFL AR

1987

CGRED , X WHRETF, AR BOATVK
and Reklam H iRt R

1988

DURMIERSZIR - B4 MR AL AR

1992
GREy |, 30 MRKREERN, K=ZLEH
Rt bR

1979

Hsiao Chin: La Poesiadel Tao, text by ElverioMaurizi.
Macerata: Coopedit.

La Via di Hsiao, texts by Aldo Tagliaferri, Hsiao Chin, E. Albuzzi,
G. B. Belgrano, E. BiffiGentili. Pollenza (MC): La Nuova Foglio.
Hsiao- MaestriContemporanei, texts by Enzo BiffiGentili&
Francis R. Lee. Milano: Vanessa.

1980
Hsiao: Pensierilnvisibili, text by E. Maurizi, collected 3
etchings by Hsiao Chin. Torino: Ideogramma.

1985

Hsiao Chin: A Neo-Taoist Approach to Painting, texts by
Cheung King-Hung, Ling Nien-Tung, Hsiao Chin & Yip Wai-
Lim. Hong Kong: The Hong Kong Institute for Promotion of
Chinese Culture.

1986
Hsiao Chin: Il Senza Forma, texts by Lao-Tze& Giovanna
Giordano. Messina: HobelixEditrice.

1987
Hsiao Chin, texts by Hsiao Chin & Lao-Tze. Copenhagen:
BOA Tryk + Reklame.

1988

Chuang-Tze: IdentitadelleCose e delle Opinion, text by
Chuang-Tze, collected 8 tempera paintings by Hsiao Chin.
Bergamo: El Bagatt.

Hsiao Chin, text by D. Salvatore-Schiffer. Milano: Mazzotta.

1992
Hsiao Chin, texts by Flaminio Gualdoni & Michel Gaudet.
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CGREMMBR1959-1992> , 30 FEREZE—
D EEERBHE, 5EEIERBLR

1993

CGEFEFNER , X ERNEHHE, &
AZBE LR

CHZHIEY . X WE, AEEMEAKRIELMR

1995
CEHRFHIR 1953-1994y | >0 MR, s,
BAtH M EARIEH M

1996
GEEDY , X HEH. WS- 5K EE,
BIZARALHRR

1997
GRE): BRERE> , 30 Ll - M5 EEN,
AIEFHITZARPLEMR

1998

CGRED , X " - RFF RS - 8,
TEEAWATE T IR ARHAR

GRE;: BANEMPARIETAZRAER |
S BRI - PR AR A, 2 R FEAT AR
HihR

2000
GREREINEEY , BRESFHNLR, &
EFHFITZARPOHM

2001
CERY , WR 4 KFEMmARE, X S- 8EHIA,
BXFfEA1E Colophon Hki it AR

Milano: I'Agrifoglio.
Hsiao Chin 1959-1992, texts by D. Salvatore-Schiffer, Chen
Yan-Pmgé& Ku Shih-Yong. Taichung: Taiwan Museum of Art.

1993

A Taoist Way to Color, texts by M. Gaudet& Ku Shih-Yong.
Hong Kong: Alisan Fine Arts Ltd.

Essays and Notes on Art, text by Hsiao Chin. Taichung:
Taiwan Museum ofArt.

1995
Hsiao Chin: the Odyssey 1953-1994, texts by Yip Wai-Lim
& Hsiao Chiung-Jui. Taipei: Taipei Fine Arts Museum.

1996
Hsiao Chin, texts by Hsiao Chiung-Jui, Sam Hunter &
Chang Fan-Wei. Taipei: Dimensions Art Center.

1997
Hsiao Chin: Gathering Force, texts by Sam Hunter & Huang
Hai-Ming. Taipei: Dimensions Art Center.

1998

Hsiao Chin, texts by Klaus Volbert& Sam Hunter.
Darmstadt: Institut Mathildenhdhe.

Hsiao Chin: La Molteplicitadella Vita nellaSemplicita di Un
Gesto, text by Andrea Alibrandi. Firenze: Il Ponte.

2000
Hsiao Chin: Overseas Collections, conversation with C.S.
Tseng. Taipei: Dimensions Art Center.

2001
Il Biccbiere di Ciada, text by Sebastiano Grasso, collected
4 etchings by Hsiao Chin. Belluno: Colophon.

2002
GREDY , 30 HZER - ARRLHME, K
= DR H AR

2004
CGHE GFEhLmHTE 1958-2004) , 3T FERH-
T, ERRAELR

2005

GRE: DRERZERY , X M-, 5
ZieiE C- HEb B AR T E AR

GEEY , X N80, BRFISmFE ML E
RNIEL AR

K EN 1954-2004 VIR ZHRY , 300 WHREE K fh
B, JARERIBLAR

GEEY , X N-1&7, BAFIPTARF B
kB R

CRE) 1954-2004 JBREZHRY , FF: AMERE, H
WZEARIEL IR

KBAFEY , S AE, AAtRHREMAEEMR

2006
GRED CGRIE FRECTEBIRE 1955-2005) , 3¢
WM, BALRRRE LR

2009
CGRED , X M- LK A FHEFER, C- HEL
AR AR

2002
Hisao Chin, texts by Vittorio Fagone and Pei-Ni Beatrice
Hsieh. Milano: Mazzotta Editore.

2004

Hsiao Chin (Hsiao Chin’s Painting 1958-2004), texts by
Hsiao Chiung-Jui& Jiang Mei. Shanghai: Shanghai Art
Museum.

2005

Hsiao Chin (Percorsi di Autocoscienzanell’ Anima), text by
Maurizio Vanni. Firenze: Carlo Cambi.

Hsiao Chin, text by Nerio Rosa. Racanati: Museo Civico.
Hsiao Chin 1954-2004 / A Journey back to the Source, texts
by Pei-Ni Beatrice Hsieh & Sun Xiao-Feng. Guangzhou:
Guangdong Museum of Art.

Hsiao Chin, text by Nerio Rosa. Atri: Assessoratodella
Cultura.

Hsiao Chin 1954-2004 / A Journey back to the Source,
preface by Zheng Ji-Si. Zhongshan: Zhongshan Museum
of Art.

The Other Portrait of Hsiao Chin, text by Pei-Ni Beatrice
Hsieh. Taipei: China Times Publications.

2006

Hsiao Chin (Glory to the Source, A Retrospective Exhibition
of Hsiao Chin 1955-2005), text by Hsiao Chiung-Jui. Taipei:
Lin & Lin Gallery.

2009
Hsiao Chin, texts by Maurizio Vanni & Aldo Tagliaferri.
Siena: Carlo Cambi.
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2010

CRKEZE: FH7SEHMR , X FH. 8
MR A ETIEF], BEDIZERELR

2014 GiF# - KEREY . X FE, HEET
LB AR

2014
GREVTIREEE> , 30 WE), AERILHAL
XHEER

2015
C\TREEFENEM - R, 3¢ BRAHAR/M,

AEENRIE

2016

GREFREEARTRAERY , X W8, Adt
K& B

2017

CGZARMFBEISEY , X0 FE, EEERE

2010

Infinity of Chi: Retrospective of Hsiao Chin, texts by Hsiao
Chin, Pei-Ni Beatrice Hsieh & Aldo Tagliaferri. Kaohsiung:
Kaohsiung Museum of Fine Arts.

2014

Hsiao Chin: Eternal Energy, texts by Hsiao Chin.
Kaohsiung: Lotus Art Gallery.

Hsiao Chin: Infinite Energy,texts by Hsiao Chin.Kuo Mu
Sheng Foundation.

2015

Eighty Years of Energy, Hsiao Chin’s Retrospect &
Prospect, texts by Tsai Chao-Yi and Chiang Po-Shin.
Taiwan Museum of Fine Arts.

2016
Hsiao Chin Novel Energy : The End is the Beginning, texts
by Hsiao Chin. Tina Keng Gallery.

2017
A Historical Dialogue with Art, texts by Hsiao Chin. Punto
Press.
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EEANBMRENE. KEBSIEMER AL
BAMZLEIZIREARTE

T E RER Nt LSRR
EEBHZIAE

TEE RN R ILEATE
EERFEREZARE
MEXRZEZRABEANE

TEE BRI EARTE

T E T RIBAFEIE R EANTE

AT B EENIREARTE

MR RAIEANTE
BAFBREARFAMEATAEARE
AL EARTE

aith s EE
BARFF LA HIZEATE
BAFRERHILEANE
BRARFBRAHARE

BARF D EAET I EARBRAFEARE
FEBPERIITIZIENE

ZERE SIFBREZARIE

EEZARIE
FRER/RM R E SR EYE
SHHSLE SRZERIE
BAFBRERTIZEARTE
BARFEBZERHILEARTE
XERERERREANE
HSRRBATAYE S SHEARIE
BAFEBHKEMERR R HREARE
EERRRAEEHTIEARE
BARFEDEBEINEARTE

EEHSEEXRZANS
R E AR RS RATE L E B IR
BRAaEENE

BAFHTEL BBEMEB T EARIE

B4

B

Museum of Modern Art, The Metropolitan & The Public
Library, New York

Galleria Nazionaled’Arte Moderna, Rome
Staatsgalerie- Stuttgert, Germany

Philadelphia Museum of Art, Philadelphia

Stadtisches museum, Leverkusen, Germany

Detroit Art Institute, Detroit

Art Gallery of Ontario, Toronto, Canada

Stadtisches Museum, Bochum, Germany

Museum Haus Lange, Krefeld, Germany

Museo de Arte Moderno, Barcelona, Spain

Musee Cantonal des Beaux-Arts, Lausanne, Switzerland
Centro Storicod’ArteVisiva dell’ Universita di Parma, Italy
Taipei Fine Arts Museum, Taipei, Taiwan

Museum of History, Taipei, Taiwan

Galleria Civica di Cagliari, Italy

Museo Civico d’Arte Modena, Modena, Italy

Palazzo dei Diamante, Ferrara, ltaly

Galleria Civica and Universita di Macerata, Italy
Randers City Museum, Randers, Denmark

Fogg Museum of Art, Cambrige, Mass., U.S.A.

Hong Kong Museum of Art, Hong Kong

National Museum of Wales, Cardiff, U.K.

Museum of Modern Art, Skopije, Macedonia

Galleria Civica, Marsala, Italy

Galleria Civica, Gibellina, Italy

Rose Art Museum, Waltham, Mass., U.S.A.

Museo de Arte Contemporaneo, Villafames, Spain
Museod’Arte Moderna e Contemporanea, S. Gimignano,
Italy

Stadtisches Museum, Monchengladbach, Germany
Museod'ArteModerna, San Mario, Italy

Kunstverein, Dusseldorf, Germany

National Library of Wales, Aberystwyth, U.K.

BAFKRZDEHEREER
BAFIRRRAEESS
FIIZABEEER
HEZARE ( LBEAE)
IAREANE

HlSEARE

BT EANRTE
FERPEEAE

Taiwan Museum of Fine Art, Taichung, Taiwan

Museo Brindisi, Spina, Italy

Fondazione Antonio Mazzotta, Milan, Italy

Fondazione A. Calderara, Vaciago(NO), Italy

Dimension Endowment of Art, Taipei, Taiwan

China Art Museum, Shanghai

Guandong Museum of Art, Guanzhou, China

Zhongshan Museum of Art, Zhongshan, Guandong, China
Kaohsiung Museum of Fine Arts, Kaohsiung, Taiwan
National Art Museum of China, Beijing, China
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wE ‘BR ERKE
Hsiao Chin Coming Home Retrospective Exhibition

Epeafr

EEREZRE. FHEGFXLZEAESES
WhinEadis

3 3812 @R

ERA

Hak (F8) « BREH (B8 « #EE (B
REILIENE

ERIM. RBET. WERE. BEeE. KE

(=)

SRR, L. HOIE. EHR. BEE
DS XEE

(S%H)

HEZ. HFi. PEE. RIEE. BRERR. BFEW
(%)

B

W T2, ERBN REE

EmBEIGRIRE

FHERXAZAESS (B fER)
it

GEE

LAY
20183 H16HESHB2H

WRARPRA, BREDLT

=

CHINA ART MUSEUM, SHANGHAI

HHBE BRI AT

Organizer

China Art Museum, Shanghai; Hsiao Chin International Art Foundation

Co-organizer
3812 Gallery, Hong Kong

Curator
Calvin Hui (Hong Kong), Qiu Minyu (Shanghai), Jojo Chung (Kaohsiung)

Curatorial Assistant

Ren Jianshun, Wu Xiaoli, Xie Guogiang, Fan Xiaochun, Shen Yiqun
(Shanghai)

Robin Chung, Tsai Bi-hua, Chen Yi-xuan, Tsai Huei-ing, Yang Shan-zh,
Hong Heng-jie, Liou Yu-chi

(Kaohsiung)

Kary Woo, Elaine Du, Agnes Wu, Yuke Wong, Hanson Chan, Crystal Tang
(Hong Kong)

Writers

Hsiao Chin, Li Lei, Tsai Chao-yi, Maggie Wu

Image Courtesy
Hsiao Chin International Art Foundation (photographer: Chung Jian-hui)

Catalogue Designer
Dorothy Chan

Exhibition Date
16 March — 2 May, 2018

© 2018 China Art Museum Shanghai

© 2018 Hsiao Chin International Art Foundation

All Rights Reserved. This catalogue, or part there of,
may not be reproduced in any manner without the prior
written permission of the publisher.

38121e












