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Preface

Mind and Scape: the mind and soul, the spirit and elements, the scene
and landscape. The fusion of mind and landscape draws from tradition, harkening
back to the ways in which Song, Yuan and Ming dynasty literati painting sought
out possibilities beyond the approaches of Neo-Confucianism. As Dong Qichang
famously said, “when it comes to the magnificence of the scene, the landscape
(Shan-Shui or Moutain-water) surpasses the painting; when it comes to the ingenuity
of brush and ink, the painting surpasses the landscape.” He was demonstrating the
inevitability of the interplay between mental cultivation and the richness of the natural
landscape.

The group exhibition ‘Mind-Scape’ explores the spiritual dimension of
cultural heritage. The artists of this exhibition use open minds (shaping the landscape
with their hearts) to steep themselves in the spirit and allure of Chinese traditional
culture, whether re-creating the conceptual imagery of Tang and Song poetry in a
contemporary context, drawing from the atmosphere of literati landscape painting to
allude to a solitary mindset and firm individuality; using poetic catharsis to express
refined poetic sentiments; or fusing ancient and modern, East and West, seeking
elegance from traditional culture and inspiration from Western artistic civilization,
forging a new soul in the spirit of the era.

In terms of brushwork, drawing from nature, from ancient depictions, from
calligraphy and landscape painting, from absorption by the brush, from the fusion of
ink and water, from the permeation and infiltrate of ink on the scroll paper, a tension
unfolds from uncertain change and the flow of writing. This calligraphic tension
requires long-term cultural cultivation and the subtle transformation of energies.
It is not the tension between the seen and unseen in the West, but a question of
penetration.

For many months, the author has been exchanging emails and letters with
Professor Xia Kejun, and in these letters, Dr. Xia has used Mind-Scape to share how
to engage in the ‘three levels’ of seeing: “The first level, ‘seeing’, is actual seeing, as
if something has been seen. In the second level, ‘seeing yet not seeing,’ nothing has
been seen; it is the mind seeing, but how does the mind see? How does the mind
engage in seeing that is not seeing? It is an act of seeing that transcends the senses,
transcends vision, an act that wanders, that casts off conventions and wanders to the
heart’s content. It is seeing sight. The third layer is ‘not not seeing’ — it is still seeing,
but this seeing is adjusted to a new kind of seeing, a seeing of emptiness, the seeing
of the arrival of emptiness and the void, and opening towards it. It is like Chuang
Tzu’s concept of the fasting of the mind: listening to the ears, listening to the mind,
listening to the qgi. When that emptiness is concentrated, that vacant, empty waiting,
that is the third level. For this reason, the seeing of the mind-scape is the seeing from
one’s own mind to the empty mind. In that shift, the scene changes.”

Since the 20" century, the enhanced progression of modernization in
Western politics and economics and the integration of capital and technology have
worked to accelerate the unification of the globe, producing a crisis of modernity.
Excessive modernization and consumerism in today’s life have depleted spiritual
civilization and led people to gradually turn their backs on nature. The art of today
lacks spirituality, containing only contemporaneity, fashion and visual effect. It is
unable to express a new attitude towards contemporary culture! Likewise, Chinese art
today ignores the inner mind of individual lives, overlooks the nature as the subject,
and excessively imitates the West, turning its back on several millennia of Chinese
cultural traditions and losing those distant yet familiar spiritual qualities of the literati.

Now we need a new mind and a new scape, as well as the opening of new
relationships between ourselves, tradition and nature. If artists can carry on the
spirit of Chinese writing traditions, reacting to the rhythms of life and the harmony
of nature and expressing the philosophical spirit of the East, then they can create a
new language entirely different from Western abstract painting. This is a new attitude
towards art that can be expressed by Eastern culture, the eternal path that today’s
Chinese painters must take in their quest for Chinese culture and the direction that
we will take in the future.

Heritage is merely one level of artistic exploration. More important is carrying
on in that heritage and transcending it artistically. In this sense, from literati painting,
particularly ink and wash landscape painting traditions, there is a component that is
similar to Neo-Confucianism, in that it can open up a new channel for linkage with
modernity. Unfortunately, this channel was ignored long ago. The total westernization
that began in the Qing dynasty and was further encouraged in the May Fourth
Movement has buried the spiritual traditions of Chinese literati painting, and art has
been altered or led by Western perspective methods. That is why it is so important
now to rediscover the meaning of mind and scape.

During a visit with elder painter Qiu Shihua, he said to me, “Painting is an
act of personal cultivation. It is cultivated as a gate to enlightenment, a unified vision,
a pure nature, just like monks and walkers of the path; such an approach to painting
is closer to nature, is like the morning and evening practices of monks, day in and day
out, a simple, plain life. Painting is purity, the mind is pure and natural. Painting brings
me at one with nature, clearing my mind and allowing me to see minutia. Painting
clears the soul.” This reflects the timelessness enclosed in the mindset that the Mind-
Scape Chinese contemporary art exhibition aspires to. That which is substance is
empty; “man is ruled by the land, the land is ruled by the heavens, the heavens are
ruled by the Dao, and the Dao is ruled by nature.” This worldview corresponds to the
study of changes, and connects man to nature, man to the wellspring, man to eternity,
permeating the hidden life force in all things. There is no time or space. Nothing
exists but the mind.

Calvin Hui
Founder and Artistic Director
Winter 2012
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Chen Guangwu’s Yin-Yang Calligraphy
The Double Writing and Its Significance

Xia Kejun

23|24

Modern art, particularly painting, faces a great challenge. Beginning with
the great Jackson Pollock, it discarded with the brush, which opened up infinite
possibilities in art, but also led to the end of art. Thus, the question of how to use the
brush has again become crucial.

The secret of the written aspect of Chinese calligraphy lies in the fact that
a single brushstroke encapsulates a lifetime of cultivation and extreme sensitivity
towards change. That is, heaven and earth, present and history, individual and
the world, life and death, joy and happiness are all within that single brushstroke,
a brushstroke that cannot be altered once it has been laid. The formation of
this miraculous contact point has gone through the constant adjustment of the
atmosphere of an individual life, as well as the study of the ancient masters and the
persistent observation of nature. The vaporous, dynamic insights which result are
always changing, and they coalesce in the written form.

Because the primordial phenomenon of life is the coexistence of life and
death, of joy and suffering, when it is transformed into living form, it is the tumultuous
exchange and interplay between ‘Yin’ and ‘Yang’, perpetually in a state of chaos in
which the most basic states of these two elements are maintained. In this fusion,
the Yin and Yang vapors are at once both mixed and separate, countless fissures
emerging while an overall state of fusion persists.

This is also the secret of creative transformation in Chinese culture. It is not
like the methods of expressing transcendence and sublimity in Western monotheistic
tradition, i.e. the use of external transcendence to elevate the individual, though it can
never be reached, and one can only wait for a higher being to descend. In Chinese
writing, however, a single stroke of the brush, a single cultural idea, the holding of
a notion, is the entry into the profound state of ideas without ideas. Through long
term cultivation, it brings together heaven and earth, or perhaps brings out the self,
fusing the changes of heaven and earth into the strokes of the brush. It maintains
those changes, follows them, enters into that confluence point of the shifts between
heaven and earth, the individual and nature. This confluence point grows increasingly
sensitive, increasingly gentle, increasingly tense, because this is the internal fusion
of Yin and Yang. It is like the logic of the occurrence of the gift, as Heidegger writes,
the confluence and occurrence of heaven and earth, god and man. Because Chinese
culture has always maintained sensitivity to such changes, it has thus always been
sensitive to the coming changing world.

By the Qing dynasty, the late Qing and particularly the entry of Western
culture, however, this transformational method, this internal, creative transformational
approach, was covered over. But how does modern China not receive this external
transcendent space? In other words, how can Chinese culture not draw from the
Western transformational method, and instead reactivate its own cultural potential,
even its own ‘cannots’? The so called ‘cannot’ is the idea that through facing our
own ‘impossibilities’, our own inability to transform, we will become better equipped
to receive the other from the West, while also transforming it. How can we transform
something if we cannot? It is the act of making the other incarnate the self. This
transformation effects the voiding of the other, the ‘can-not’, the ‘transformation
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of nothing’. Only through nullifying the self can one effect transformation. This
nullification of the self is the yielding of the self, yielding being that last request of the
helpless, leading to the morality of the ‘reste’ (allowing to remain), and to the mutual
independence of the self and the other.

Could calligraphic art best respond to this conundrum? Perhaps so, because
the written aspect of calligraphy is the profound mechanism of creative transformation
in Chinese culture.

Pollock’s Drips and their Aftermath

The profound mechanism of Western modern art’s creative transformation
can be found in Jackson Pollock. The practice of outdoor life painting, which began
with the impressionists, opened the door to the confrontation of change in nature.
The expressionists confronted changes in living emotion; the formal extraction of the
cubists was also an expression of individual freedom, and this continued on to the
Dadaists, who opened up the world of the subconscious, but the sense of freedom
in art and the opening of the infinite fourth dimension were not total or clear until
Jackson Pollock. After imitating European expressionism and cubism, Pollock had
to discover the mechanism of creative transformation in American culture, and this is
what led him to hide away on Long Island and begin his experiments with drips.

This bold move to no longer touch the canvas was an astonishing
development: in several millennia, Western culture had virtually never broken
contact with the canvas; the brush and palette knife had always been in contact with
the canvas, but now, with Pollock, that contact had been broken. From the fourth
dimension, one could directly touch the second dimension, even the lines of the first
dimension, which could be infinitely twisted. What appeared to be a mere shift to
motion in painting, i.e. action painting, was actually a step away, and it led to the loss
of all meaning for every painting technique, as well as a powerful aftermath: though
abstract painting from Malevich to Mondrian had reduced realist techniques, modeling
capabilities and life drawing techniques to the absolute minimum, there still appeared
to be conceptual intent at work. Now, Pollock’s drips had taken things to the extreme:
there seemed to be no need for any techniques — even a child or a lunatic could drip.
Of course, we know that these drips created a conundrum. That is because Pollock
previously had illusory perceptions of color, and a lasting state of bedazzlement
with colors and shapes, and so he continued to maintain these dazzling movements
invisibly, alluding to them, the barely perceptible presence of form within this fusion.

The ‘brushless’ state of affairs brought about by dripping had dire
ramifications. It led all painters who followed to doubt and negate the use of the
brush, to the point that the use of the brush was no longer necessary. In fact, not
using the brush became a necessary condition of painting. The pressure to go
brushless was overpowering. Thus, painting entered into a crisis. Painting lost its
status as a singular technique. The singularity of contact between brush and canvas

was no more. This brought new opportunities and challenges to painting. The painting
of those who followed, of such people as Arnold Newman and Alberto Giacometti,
was painting that destroyed form, painting that destroyed painting. The painting that
followed had no choice but to confront the destruction and impossibility of painting, to
confront the extremism of brushlessness, even to give up on painting altogether and
shift to forms such as installation and cinema. If painting was to remain, how do we
reintegrate the brushless and the brush? This is the task of making painting possible
again.

Through later developments, as we have seen, this act of dripping and
brushlessness eventually led to the end of possibility in painting: this is in terms of
painting technique, painting subjects and painting refinement. This is because such
dripping brought painting to the extremes of abstraction, and the substantiation of
minimalism became a possibility: why paint when you can just place the object itself
in the exhibition space? It's fine as long as there is some substantial form. This is
why Western painting moved constantly towards its end, or perpetually lingered on its
deathbed.

Western painting, however, still had to continue. While it had to maintain this
active motion, it also had to reopen the plane, yet it had to allow for the existence of
Duchamp’s readymade. In effect, it had to contain three elements: one, serendipitous
or spontaneous actions or the opportunity to leave the canvas; two, reception of the
readymade, or the preservation of the readymade aspects of the material; and three,
a reopening of the two-dimensional plane.

The Double Writing of Chen Guangwu’s Yin Yang Calligraphy

The double writing of Chen Guangwu’s Yin Yang calligraphy confronts this
crisis and brings about new opportunity. Chen Guangwu engages in writing on two
layers of scroll paper, a technique | call Yin Yang double writing.

On the one hand, this approach maintains the act of writing. This is
important: it is continuity. Moreover, it is the practice of calligraphy models, paired
calligraphy, transformative paired calligraphy. This form, which appears to possess
the shapes of characters and the use of the brush, also entails persistent writing
effort. This is the development of transformative writing on the top layer of scroll
paper and on the writing of the previous decades. Whether it is learned from
modern Japanese calligraphy or from abstract transformation, it is a written form of
transformation, one that engages in a complex process of mutation. On the surface, it
begins with calligraphy, but Chen Guangwu has already noticed the problem of space
— the temporality engaged through the traditional act of beginning with a single stroke
and the transmission of the meaning of the words have both been challenged by
modernity. The problem is how to engage in spatial construction through calligraphy
characters, a spatial construction to which the forms and meaning of the characters
are subservient. The various elements of traditional calligraphy, such as the shapes
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of the written characters, their spread, the specking of the brushstrokes, the sense
of undulation, all of these await transformation in the spatial construct, but this is
no longer a single stroke of the brush but the repeated covering and rewriting. This
is rooted in a new understanding of the relationship between water, ink and scroll
paper: a stroke of the brush leaves behind the traces of a moment in time, but in
the repeated rewriting and copying, this so called singularity is constantly covered
over. The original meaning of a brushstroke is that it conveys the subtle touch of
that first contact between water, brush and paper. Since alterations are not allowed,
that subtlety requires long term practice and precise control. This is a stroke of the
brush driven by control of intent and the perfection of the atmosphere. The subtlety
of modernity, however, is richer. The relationships between the material qualities of
brushwork, scroll paper, water and ink have become more diverse, thus the alteration
or repeated covering perhaps makes things more dilute, emphasizing the properties
of water; or perhaps it makes them blacker, emphasizing abstract covering as a
property of ink and creating tension between legible and illegible; or perhaps it makes
them blanker, highlighting the properties of paper and making the empty spaces
in the character shapes more important, rather than focusing the attention on their
actual black shapes — this amounts to focusing on the blankness that is a part of the
character shapes, highlighting the metaphysical qualities of the blank space left on
the scroll paper.

On the other hand, something more remarkable has happened. If what
happened before was an extreme achievement, it was, like the Yang layer, visible.
Though the shapes of the characters have been constantly stretched out by
abstracted lines, rigid writing and elegant formalized language to bring rich changes
to the picture and making it reminiscent of rubbings from stone carvings or chicken-
scratch writing, the lower Yin layer, the other layer below, has not been touched at
all. The writing brush has not had any contact with that lower layer, but because of
the unique properties of the water-based ink and the medium, i.e. the properties
of seepage and penetration, all of the actions and efforts on the upper layer have
permeated down to that lower layer, like a Yin surface, leaving more subtle, flowing
traces that are marvelous beyond words.

This cross contamination between the Yin and Yang layers has brought
about traces on multiple levels:

The first level of traces consists of the leaving of the traditional character
shapes of calligraphy. From a distance, there do not seem to be any character
shapes, but up close, we can see a series of calligraphic character shapes, the
shapes of the calligraphy model. Through repeated covering and rewriting, these
shapes have become obscured or stretched out, warped, perhaps leaving only
punctuation, the marks of interruption.

The second layer of traces is the repeated alteration of these character
shapes to the point of basic illegibility. Here, the boundaries of the shapes come
into play multiple times. You do not look to the clear shapes of the characters but
to their surroundings and the different shades of ink, the splitting of ink into five
different shades through seepage and repeated application, which brings changes to

the surrounding edges of the shapes and the blank spaces left between them. The
varying shades of ink create subtle layers between them, and in the blank spaces
between characters as well as the areas between the borders and blankness, a rich
and subtle quivering takes place. Meanwhile, the minute fissures on the borders of
the character shapes amount to enchanting traces reminiscent of the speckle and
spatter traces of traditional painting.

Then there is the third level of traces: the traces which are not traces left
on the lower Yang layer. Chen Guangwu has not touched that lower layer. Instead,
through controlling the blankness on the upper layer, he has put more blankness
into action, rather than the shapes of the characters. This is the key to his creative
transformation. The secret of traditional calligraphy and landscape painting is not
the act of painting but the act of creating the painting that is not painted. The Yin
layer below is not intentionally painted. The painter has not touched that layer of
scroll paper, but through control of the ‘blankness’ between the character shapes,
the repeated rendering of this blankness — not the same as rendering the character
shapes — he has attained unexpected blurring of the ink. The traces created by
seepage into that lower layer were not consciously crafted. They are the unconscious
traces left by the writing process. These seemingly unconscious traces are always
spreading out, always flowing, and yet are so vivid and fresh, as if carved out by the
winds of history. They look like ruins, but they possess rich and subtle changes akin
to breathing.

We can see that Chen Guangwu has responded to the challenge after Pollock:

On the one hand, you want that dripping, that aspect of no contact. Chen
Guangwu attains this through the Chinese tradition of the unpainted painting, the
unconscious consciousness, the intent without intent, that invisible, uncontrollable
Yin. Though when he writes, he engages in subtle rendering of the blank spaces
between the character shapes, he still has not touched that lower layer. He is not
touching it but relying on natural permeation, the permeation and seepage of the ink
and water through the porosity of the scroll paper. This is the elemental nature of
Chinese traditional vaporization: it is vaporization, not merely the properties of water,
ink and paper but a vaporized operation drawn from the properties of the brush in the
hand. The vaporization and sense of gi have penetrated the ink and paper, leading
to a vaporous flow. Thus, that untouched layer is even more subtle because it has
absorbed the power of the Yang to bring about a softer, invisible side. Using the
penetration from Chinese culture, the artist has fused the Western tension between
visible and invisible. This is the most difficult: if it was too Chinese, then would be
merely the blurred effect of seeping ink; if it was too Western, then it would still only
bee the visible and invisible tension between the abstract and the concrete, but now
Chen Guangwu has fused the two. This is achieved through the vaporous duality of
Yin and Yang.

On the other hand, he has retained the written aspect of Chinese culture.
Without this written aspect, there would not be the mechanism of fusion between
heaven and earth found in Chinese culture. Though Pollock had the spontaneity of
the drip, there was no way to continue. The written aspect of Chinese culture has
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alway been ready to begin anew, lying dormant within every fresh instance of
inspiration. In this sense, it is like Chinese landscape painting’s conquest and
transformation of Zen art, which maintained the original impulse towards minimalized
brushwork but also maintained this air of the extra beyond what was left, and
confronted the richness of natural change. The new written aspect, having removed
many functions of writing, has brought about a boundless air of the extra that is
wholly unlike the ‘afterimage’ of the concrete and the abstract.

‘Yin Yang calligraphy’ reveals the basic principles of traditional ink and wash
painting: it is the integration of naturalness and emptiness. On the one hand, there
is the permeation of naturalization, while on the other, there is the remnantization of
the ink. The ink is not added; instead, the impossible possibilities of the ink expand
through subtraction and loss. Like the geometric refinement of natural subjects in
Western modernism, which led to cubism, abstract painting and then minimalism, can
a new universality be refined through the duality of naturalness and emptiness?

The Significance of Chen Guangwu'’s ‘Double Writing’

What revelations will Cheng Guangwu’s double writing harbor for painting
and art?

First, Yin Yang double ink writing makes ‘painting’ possible. Pollock
discarding brushwork led to the end of painting, but now, Chen Guangwu’s ‘Yin Yang
writing’ has incorporated the brush and the brushless, making painting possible once
again. It is possible through the input of brushwork and temporality, and endless
cultivation is a necessity — it is not attained through instantaneous concepts and
actions, but it is still serendipitous and spontaneous. It has left room for that which
is not intended or perhaps opened up a new kind of painting of the afterimage. For
instance, in oil painting, perhaps it could reopen the Yang and Yin on the boundaries
of the plane. The painted plane would remain the painted plane, not stretching
out into the illusion of depth or the stacking of color, yet not the colored planes of
American abstract painting either, but the plane as the plane, effecting a delimitation
of the boundary between Yin and Yang. On the one hand, it would seep into the Yin
depths, fully employing the penetrating qualities of water-based ink, but without the
illusion of depth; on the other, it would extend out to the Yang externality, yet still
remain on the plane. In essence, it would seep inside, yet remain on the infra-thin
plane, opening up tension on the boundary between the two.

Secondly, Chen Guangwu’s Yin Yang writing’ has catalyzed the artistic
spirit of Chinese tradition while also possessing a modern transformation, integrating
Western spatial constructs with the Chinese flow of time. Moreover, this Yin Yang
duality is reconstructed on the multiple levels of Yin and Yang: the first level is the
contrast between Yin and Yang, or the contrast of brushwork, the contrast between
black and white, light and shadow; the second level is the noumenal Yin Yang
contrast, that between gi and no qi, the distinction between the construction of the

image through a sense of vapor or through brushwork, like the contrast between
hooked chapping and pointed chapping in traditional painting, which led to the
divergence between the Northern and Southern Schools; there is also the third level
of Yin and Yang, the Yin and Yang of painting itself, not the dual construct of Yin
and Yang in technique or the question of noumenal vapor, but the confrontation of
painting itself, the question of whether or not painting is necessary, or a sense of
gi is necessary. This is the unpainted painting, the leaving of blank space, the use
of blankness to touch the boundaries of existing forms. This ‘Yin Yang duality’ has
even brought about four planes: the Yang layer actually has two sides, almost like
the supreme Yang and the lesser Yang in the Book of Changes. It is the same with
the Yin layer below, with a lesser Yin and a supreme Yin. The differences between
these four planes bring about rich contrasts. It is no longer limited to the single
plane of traditional painting. There are now multiple planes. It is multi-dimensional,
even though it is not. The contrasts between these multiple planes bring a richer
presentation of space, like the sense of space in a traditional screen painting.

The new spatial construct may also bring new inspiration. Chen Guangwu’s
calligraphic writing has also accomplished a triple transformation. For instance, in
the space of the character shapes, the first layer is a concrete character shape,
a replication of a calligraphy model with a typographic form and legibility, but this
legibility has been repeatedly rewritten, and this alteration has stretched it from
its traditional form to open up a new, spreading space. A space that was filled by
a single character has been pulled in all directions so that it forms a contrast with
the surrounding characters. The second level is that of the boundaries between
the existing characters in the picture. The individual strokes, have been repeatedly
rewritten and rendered using the varying levels of ink seepage, particularly at the
boundaries between the characters and the spaces within them, i.e. the contrast
between the blankness and the shapes, thus further activating the shapes of the
characters. Knowledge of traditional streaking techniques and calligraphy patterns is
not merely the ability to see the constructs of existing characters; one must also see
the constructs between the various blank spaces. Chen Guangwu has put this black
and white contrast to good use. The third level is the leaving of traces on the lower,
unpainted Yin layer through the Yang layer, which is achieved through permeation
and penetration. The lower layer has the remnant traces of the character shapes, but
they cannot be controlled. It opens up the executable Yang and the un-executable
Yin.

The revelation that Chen Guangwu’s double ink writing can bring to culture
is not only that Chinese culture must reactivate this Yin Yang duality, integrating
Western modernity’s dead gift and Chinese culture’s bestowment of life: what
Western modernity brings is mainly the gift of death, the return of undying death,
the free gift, while Chinese culture must reactivate the undying life, the bestowment
learned from nature, an art that integrates freedom and nature. This is the new gift,
the new cultural value that Chinese culture can bring.

BRFE | Chen Guangwu



BB

Liu Guofu

31|32

ZIEX - AR ENESR
BaE

PEIILKEFHERBANTIR - ERABAZH » BERHE LR TEF
g WRREBRIINBEEYL - RIIKEERFTH—E A EREnH
EEPREARUENE S  ERMAEESKERTIRLKENGEH  FEFE &
TEMNZRE  EARRM  AIRFEEANETEDER  AEFEACAOIIR
BESER o SIF KRB EMBABKT - BEERE - X 2003 FRBAEES - BE
WP R ETENLS  EHRAAREENSEEREXNIERES -
BERKRBEBRFHMIMEARNTS - REBRFUNEE BT —EftE
BRAGHBEESR -

FEIKEILKENES EXLERE "Rt BENES  ZRTERERE
BN BEXKBELEEEN  EAEEULGREENELZ K  BFER
REABERIMNES - BIILKEMHNRR (Qi-image) MR EIREEE
MBS BRI ENEE /LT E R (Sense of Qi) HIE S AR R HEREL -
ExlREB AR E (IR (Kairos of Breath or Energy ) - %= {8 B¢ B VR ERR - 8
REBEAMERNREEES > REREAHFEE I KEHRFENBRZFRREEES -
RIEMERENE > GEUA—EEMER  ER[EERNVSEEEATLIRBRL
NP2 BIBRNTR  EHRERNELER "EE ., WK - MASHE
EARES MR (Sense of Light) » #EAEHENEBHEM 2K » BIPHELL
WA REAR R EME s BEIXEEEIRERENRECK B
IRRENBARAZN BRI +HARABHEEEMBEREMNERZX  BEHRE
XK (FTBENERERENETAMNES  AARER) > AAEEILhE
MYHEA  BEHREELRENER -

iR TEEENGECEER KRS EEUNENITAIRMAR LR
PREHLLABE RN - “MBERTHEFIMANESLZR @ JEERBRIFBEHEAS
ERIKENRBERFTEHNNCRITREG » " ARG . BUNARATEME
BN R OER BRESEAMEMN TGRS - MEERER L EhE
£ RBERNAERERBERH LERABENRS - EEBEIRERTEERM
£ BUKENRBEORBAZDESEUHZHRN /BT - BRBERTERNE
CEBRHEMABFERNBE - FTREEMAVRD - MBALUBRERIARGE S
i BB 2R Y —BITRMBHRICZR  NAE-EHANEENEREENEX -
BRIEXRETREMREEABE  EHR 1980 FRCENBRISNE(LMAETE
ERRD » MEBERRNERR ERET R °

BPIEZIB B R R AT SEESR WEBEHNER - LEABERZ
REWKENRER - LEREARABFENEER » LUCRERBHIRG - B
PReBEEREE - FIFH TR -

KRG  FMEERFERMLER - MEBRBH LR - SIFRHH BRI
W RHEENFR  BEIBERNSES  BIRESEZH » 55 A/ ORI L

2B | Liu Guofu



W —RARFUFERZERE - B XEEEAEM B BEFERN—BHOCHTRS
BEHMAEREEESE - 8% BBV EESEENEIR - EXAFTE—EHLHE
2 LIRERERBENESR - KRAENBXBE » ZMMWBEE - EXBEER
AR ERSMF—BAE  BREZEMH - FRTEENER - A ARRA
FTRRERER : BF "elRZE  ZRRE ., MBS LEIHXHE BRSSP
R BENBEERNEE - MtE A2 E EEMA IRY —EZ=R
— LEBARREERRE MR T EENEE - UFRELEHXEINH
ABREEN - EBRNARLEZECEZECNACEERNE » ZEERMAVESR
SELBMRWES » IRV ARZI - MR - BRBAIRY
OER

BIFIRRIEE B T B ERE

B RABAZETBEEEBENRGITR - EREABBHMNEGS » K
—REZNEHEMERANGSE  MEX —EHANES | AHRREMZNE
ESEP IRYAEERNER -

EX - AIRGEERBEEVRARERLESES BOBNER - wA B —RERR
BEREFRNOIBER AT LURE -

BENRERE  AOMEBR - LEBUMEBES T & - EEHEEHMR
B SURRBREMES - RERBR—EzHEESHEAM M BHEERE » X
AR AR AR REZRRIRS -

H: AIREMEREEEZENES  HERANBEESEENREIR » LIE
EBZERTERENESE - Y BCEEMERRLE -

RWMPNBRETL RIS ENERTRE  BEEELETENRE - VBEXEE
EETSREESHND - BB THEERWERNWEE - SEESEMNHE » A
BAERN - BENTR-—BEETEEL @BE—RNWR  BESEENERUHE
BF) o BXAEERLRFER  BEMETBRESHTRERNIRN -

AmMEE EMBEEAEEE - MELaFRNMESEHQHE  EEmLR
BAHBGE - BEFEATERNES LEMNGREZ LIS ENOTR TR —ERE
ENENEKEERSA - LREBMPHNWRE  FTESECHNHNNEZT &
SEEEMEHERATRY KRNAFRERE  BEREBBESENAMERLK
M—RRE EHMEEERKHBEE  BEE - BAELRERENRET » ",
MEEWRYRENRE (AHERASENESER) - "R, MEAHESRZER
MmE—ERs (ARREREEMKAR) H EEENEE EHRYEENBEER (AN
REELMKESR) SRBHEUENEH -BRREG TECHEREMHRWAIBEEE -

BIFRFM LR RESHEERS T AAREBIZFEREIES » =
ERRECER  AESHEBRZVREZRZR - RLBRMIAT - ALREICRY
BR - BRLEEINEDER BERE "Rl BEAHEEMERIZERIA

BEE - BIERFERN —EEABAMRMERIR - MRARENER - BLRES
BERHRT B TEESHNHR - AEEBHMERR  Z7HRBEES - &
RMRZHIHIRR - MEEABH LB EREH R PR R ER S - BRERT
ENBE - EXATHHR—EENE  CERMFERE  EERATEEZRBNRIK
BREME - BIBRATEMNIMEXNCHEZRE R RV AW - 2/ (EE) RIE
fm ERBEEEBERRRENIKE - EXBABET » NERHAMNERE B
&= AVEERAURE  MEXEAEME - EREECRER 2D WEREET
HAHERREAUEBELBIRE - fWE—BRNNIE (R5) B—EH=E
MERE (KT) AEREEER T ERILIKEESHREZELUMNILEENT
HNEBHARERREHEK - BHY - ER- "ER,  RERARAKTENRR -

BZRIVEE  BIBERERE LEANTY BEESZEEFRNR - LAROARER
BE  RORRTARERBRAMUETRNSEATRENRS - EREER
BREME - BEERFENNINIES] : TEHARIMERR KRN IR BRI
XKD AEANEREETCNETICEE2RHBRARNER - 4 GHIBER
ERRNBRECRTR Y EENENEX  ERENAMREKBIBERITREX
4 MA BB R o

BIEIRFRLEMNES  BYFR—REZLMNERE  MEBERMSKEK » IPL
BERUFRERBRENEY - RFERAANES - EXHEREAANEEDER
MERER  FBRZH  EXACNERER @ HR—EEBLDHRBERE » A
HHNESECREESCHERWEHERS - BERBREZHNAOLRE  FAltE
=4 "HRE L (Ash, Cinder) M RE - ABEXRBHRFENTENBE XS ATEEET

MEBRBEEEREN  KREBRCREBEZHAEMBTINER - EREERRNSR
 REREERRRNVRAER 8 RIZBINEREBIE - BERBEMIE
» HEVRERBIMERE TR - BRAMANERBILIZE - ERREER K -
—REEMFES - EXRBERNNFERER - BEEWR  XEFLEMER
FIHR R Y @ REEEERNRD - B—RNEH - B—RNHE - BERTERE
HZ&RENKRD » EEAEEYN - BECERNEMBEERE | HEER - EREA
B NETBERRTE - ERFEE - WY "H& WREBASHRR  EXEBEE
B BEHE | MA - AAEEmEBNEBE "F5E,  FRTPEEHENE
R BERKBRAREER  BIFEA "X NEER  FEXRNEE KA
RANBAR  MEREEEZENHEN T —BHN "EENER, » £
VN

BEERIRET AN - ERNEBEOLT » BEEABREBESTIR
5

MEE 2012 FRHELERRBARTD - EEAE— R ELNRATEEEE
B - EMHOIRBESLUNBEIANBE - HR T KE—REEMBRIRS -
—ERBBE—EER - ENRBEEELARHET CIB) LEZHREK
RUBRIR - DIFEEME/MARUER - —REBNERESEED L 55
MARMERERBAMCARNKRI - ERTEE "E, RET - 880" Rk,
WEBGAER  EEEEENTEETEEFNRES - RNE[F L LERE
RPRNEA2ER Y ERNEMS - 52 "TEA. ERK -

Liu Guofu, ‘Advent’, Detail

2B | Liu Guofu



35| 36

TES  RBHLLBIBERMLITHIRE T REARREGNBESR - ARER
A BIBRHIFRE LY BRBARIEREE - WHAR Y BAMER - BLEITTEMN
BIFER—EER 2T BBMEACUMAERENCHARNRS EENERBET
BAREREASIRNER » HREB LENRIAR - E=&B T RAEEEMRS
MEZRIEES ERNERARBEES TASNEFRFTEXIMNZEA » BIEE
bz XARARSMRFEZMRIZER - AU UZRE - BRER " AL -
NEEHBRIFESURLE -

FIFAREHY —BRYPHNERE  HEREMEERREZYH "EEB, F BT
EEMNER  EEAKANCEFECMREENXMEE 2R - EEAXER - BEFE
2R AREMNER  EREREETERSSEMLEN "NEEAK A
DERRL - EEERHRGFIENAMEER—EES —REFNMLS - EER—
BERR - ERERBERNSE  AERERARE - BELFRUERK—FT
FZRNLIBAEZMNER  ERBEIAER @ 2R B r S TE TR BE
BlzBErER - R—ECERSAHREARE T  EHEPNERE-ZT T
BINRERENGT  ARERANEKS - FERAMARENESR - ARFTHER
FUPAREN "ERNETAE, NEE

BRI AR R EMEE - TRTYLENHEM : FRMSHEMN - EA
ABZFMER KRBT AENESR » BB EHARNEBFTALE » L HIKEE
BRMNTR r BREERNVEREER  @EVERERNEREN - E-EKER

SEZENRD » REERB BN  ERRRENEEN » ERERRETH
R B cENERER  BRFENSHEN  BEERINQETREEHRE
RABENEN  $ERNR SR - MA—KRKRE - EEENEEHMNA
ERBEE  BXBRRH - BEREENERAR » QI KIRRNARETHK  EXLL
FEEREANENRSNEEATERBELR  BEAE - "E-F, EGTE
WAEEE | ERBEMEIBRHNCE (Aura) - HREREBENEER !

BIER (Huz @) - FAEHEF > 130x150cm - 2013
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Liu Guofu’s Painting
Infra-Mince Fusion of Light and Qi

Xia Kejun

4142

Chinese landscape (Shanshui or Moutain-Water) painting sprouted with
the Tang dynasty travelers, who entered deeply into nature, symbolizing the fleeting,
toiling nature of life while alluding to the ordinariness and independence of the natural
landscape. For this reason, Shanshui landscape painting aimed to open up a living
space that could be wandered and lived in, for limited life to sojourn. To reopen the
spirit of landscape painting in our time requires the wanderer’s mindset. Entering into
modernity entails a passage through broad, empty wastelands and deserts, while also
traversing one’s inner solitude and vastness. Liu Guofu once spent several years in
Xinjiang, far from his home of southern China. The image of the lama that he began
painting in 2003 is an incarnation of the wanderer, the seeker of holiness in Buddhist
Tibet and faithful follower of the sacred light. Following the artist’'s conscious removal
of regional traits and concrete markers, his later paintings maintained this mindset of
spiritual passage while opening up a spiritual world that fuses the Buddhist aura and
the spiritual ether.

The language of Chinese ink landscape painting is mainly based on
vaporization, removing the sense of light in the proliferation of colors seen in the Tang
dynasty. Though there is ink light to be found on the surface of ink paintings, and
there is a sense of lightless light on the surface of the scroll paper and the stones, the
language is mainly that of a infra-vaporous rhythmic vitality. From depictions of the ‘qi-
image’ of the painted subject to the cloudy ink-blotches that fill the paper and on to the
diluted imagery, this language of infra-vapor or sense of gi brings out instantaneous
changes. This is the ‘Kairos of breath or gi’ that accords with the changes in
nature. This sense of fleeting temporality is similar to the shattered moments of
modernity, and thus modernity must draw energy from the sense of time in traditional
landscape painting in order to supplement its shattered narrative. Though this will not
necessarily push it towards the figurative, the instantaneous creation and destruction
of temporality can gain tangibility through the subtle changes of infra-vaporization.
This is the juncture that pushes traditional thinness towards ‘infra-mince’. The basic
language of Western oil painting is the sense of light. From the formally constructed
ideal light of ancient Greece to the visible and invisible sacred light from the classical
period, on to the painted light of the twentieth century that fused the body and painted
material, and on to the lightless light of abstract painting (so called black painting or
white painting, becoming a readymade), the light of Western painting has also moved
towards disappearing, a symptom of the end of painting.

The path to integrating 20" century Chinese painting is from the ink light
in Huang Binhong’s late period to Li Keran's use of natural lighting contrasts from
life, from Lin Fengmian’s insertion of a desolate air into oil paintings, to Zao Wou-
ki’'s abstract cathartic landscape paintings which accomplished a complete fusion
of the sense of qi in Chinese landscapes with the sense of colors from Western
paints, the ‘fusion of light and vapor’ has become a core path to the integration of
Western art, and one of the possible conditions for the rewriting of modernity in art.
On this path, in terms of oil painting, Liu Guofu’s sense of light and qi attains an even
more total spiritual fusion than that of Zao Wou-ki. Zao’s fusion was mainly on the
level of technique, infusing the flowing smears of oil painting brushstrokes with the
chapping, scraping, crossing and seeping of Chinese landscape painting. He opened
up the tension in the picture through the contrast between large, freehand black
brushstrokes and the white picture, and used a technique that combined permeation

2B | Liu Guofu



ZIER Ly BE
Liu Guofu, ‘The Cold Mountain’, Detail

43| 44

and ink washing to bring about a vibrant sense of vaporization that also possessed
the infinitely rich color lighting of minutely disparate colors. Liu Guofu’s fusion is
more total on a spiritual level. Zao, on the other hand, lost the tension in his images
in the 1980s due to excess emptiness, which was caused by a loss of tension in his
perception of life.

We can see that Liu Guofu has inherited this tradition; applying his own
development as he pays homage to the gi imagery of landscape ink painting from
the Sung dynasty; jade like textures and a fusion of light and qi create a patina of
time; he continues along the path of Gong Xian, a painter from the late Ming dynasty,
continuing to create new images.

The fusion of the sense of light and sense of qgi is not merely a brush
technique; it is also spiritual. In those untitled paintings marked by the aura of the
Buddha, the lonely nameless seeker (as a remnant of life) seems to hold a cry or a
shout in his heart as he wanders through the hazy emptiness. A sharpness seems
to want to pierce the picture, but it has been drawn in by a kind of soft light that
spreads throughout the entire scene. This soft light permeates and covers the picture,
softening the lament of the suffering seeker. This light has an aura-like purity.

The underlying blue-gray color tone is permeated by an internal white
light, softly permeating but also implying internal firmness. This atmosphere is like a
layer of membranous light that encases the images, giving a tactile sense of infra-
mince. The difference between the Buddha aura and the Western sense of light is
in the concept that “that which is form is emptiness; that which is empty is form,”
using a minimal amount of light to create a sense of purity that also possesses an
empty thickness which opens a crevice between aloofness and worldly involvement,
a crevice in which the light and qi can gather together and open up infra-mince
thickness. It is as if individual life has been bathed and cleansed by light, and this
bath of light flows through the shifting tones of white, enveloping our gaze or drawing
us inside. That light vertigo does not entice us; it clears us, clarifying our souls.

Liu Guofu’s paintings have been through several stages.

The first stage is the individual image of the Lama in his Tibet series; these
paintings portray a journey that seeks a hallowed spirituality within an imagination of
a foreign land — Tibet; the artist’s pursuit of a Buddhist aura; to find a place where our
soul is revealed in pursuit of pure divinity.

What follows is that the individual image fades away allowing the presence
of the Buddhist aura to instantly sweep through; retaining peace and nature.

The third stage transcends the previous Tibet paintings; generating a vast
tableau with a richer sense of nature; integrating a sense of light and qi together; a
deeper journey of the soul; expressed with stronger strokes capturing a passionate
scene of intricate love or a scene of absolute desperation; each portrayal grasping
the sorrowful fading within an illuminating moment; depicting the burning tension of
an unconquerable desire refusing to wither.

The fourth stage leads the style of ‘infra-mince’, or conceptualism without
definition; Liu Guofu returns to the dynamism and tactile conceptions of the Sung
dynasty; using jade textured strokes that form transparent layers Liu defines his
incomparable style and impression.

From the clear image of the lama to the nameless wanderer and on to the
absence of the subject in the picture, the smooth surface retains only the traces that
the seeker seeks, or perhaps only the reverberations of breath. This is the remnant
temperature of the quest. That firm, unrelenting breathe remains always on the
picture, and though it is faint, it lends strength to the seeker’s soul and allows light to
maintain growth in the picture. Those tree branches are nothing less than forms for
life to breathe and grow.

For this reason, the tree branches in the picture are not tree branches, but
blood vessels or nerve fibers for the breath of life. When there is no trace of man in
the picture, the tree trunks hit by light bear the remnants of breath from life’s quest, as
if lightly caressed by a passing life. It is this subtle sense of breath, passing through
the golden branches, this soft light and tone that bring the hope of life and shadow. It
is the warmth emitted from one who has engaged in an arduous quest. Though the
picture appears so infra-thin and infra-empty, in its fusion between sense of light and
sense of qi, the ‘light’ brings internal depth (especially embodied in the gold), while
the ‘gi’ spreads the light to every part of the painting (embodied in the gray and white
of the picture). On this infra-thin picture, they bring the touch of thickness (like the
blue-gray in the picture). This is the color tone of the spiritual. It fuses the thickness of
vastness and firmness.

The light in Liu Guofu’s art allows the aura to speak for itself, wavering
between coldness and passion, perhaps making it shake, or perhaps seeking out
natural things for direct expression. Those shadowy visages of branches, those faint
images of lotus flowers are all quivering life forms, and the aim of painting is to ‘write
out’ that rhythm that stands between the two forms of tension in these life forms.
The subject of Liu Guofu’s writing is that burning, stabbing sensation of the sparks
of the soul, the burning of the brush handle. Only through allowing the self to burn
as well can we ward off the cold. These are the burning brambles, like god speaking
to Moses through the burning bush in Jewish tradition. It is the magical voice of the
soul. This radiant bush has always been burning, and has been reduced to ashes,
but these withered, even black ashes continue to smolder. The pursuer of that aura in
Liu Guofu’s paintings is a remnant life, and those tattered branches and leaves in his
untitled series are the burned ashes, either struck by lightning or burned away by the
fires of time, but they still burn bright, and they will never fade away. Among Chinese
contemporary oil painters, | have yet to see a single one who is so richly imbued with
the dejected and pessimistic qualities of modernity, or can convey the lofty desolation
of Shanshui landscape painting with such clear form and spiritual power. This is truly
an ‘otherworldly landscape’, the most magical spectacle of the soul.

In the paintings that followed, Liu Guofu spiritually entered into that
bottomless abyss and through persistence and tenacity, presented all of the possible
tensions between elements that could result from the fusion of the senses of light
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and qi. Whether tattered flowers or withered branches, they are merely after-image
allusions to form, opening up the tension of living perception between fierce burning
and piercing cold; presenting a state of emotional endurance between terse writing
and empty allegory; opening spatiotemporal layers in the picture between confused
scattering and the gathering of spirits; opening up a protruding sense of touch on the
surface between the contraction of the bluish-gray and the leaping of the grayish-
white.

The otherworldly scenes in Liu Guofu’s works are not landscapes in the
normal sense but afterimages of the soul. Those things that look like tattered, broken
lotuses are merely the vestiges of nature. The painter is trying to let the ruins of
nature burn once more. In the extreme cold, the accumulating layers of snowy white
are revelations of sadness from so many individual lives. This snowscape has been
caressed by a boundless, desolate spirit. They are the cold memories that remain
after the burning of passions, and so they are a testament to the cinders of life. Only
the gaze of the dead soul of the survivor can see such an otherworldly scene.

As the painter’s passions turned inwards, towards the internal radiance
of the spirit, the afterimage resulting from the integration of the sense of light and
qi grew richer. The traces left behind by repeated coverings and scrapings of color
form a shattered, scarred atmosphere; it is the modern transformation of the ‘water
stains of the leaking house’ in traditional calligraphy. Each remnant is broken, but
this is an affirming breakage, as the remnant traces tenaciously remain, and thus,
the accumulation of temporality takes form. After pausing and examining, each
time begins anew, yet it also maintains the previous remnants and tracing, forming
richness and tension between the brushstrokes. Each refreshing, each remaining,
is to form a surface tension on the painted plane. The painted plane is infra-thin, but
the layers of colors are so thick. This is deep penetration into the chaos, repeatedly
breaking the chaos while also maintaining it, forming a visual living perception of the
‘afterimage (or Infra-image)’.

This is particularly evident in his works from 2012; there are a myriad
of details within the heavenly yet clouded atmosphere of the picture; repeated
overlapping of strokes penetrating each others presence; bringing forth an inspiring
sense of the use of ink; every part of the painting is alive; some parts entwined with
the images of blurry trees screened by cloud and smoke; seemingly endless strokes
hold an infinite dormant power within the picture; a vitality of nature; yet a dispersion
of space within the strokes creates a void, a question?

The works of Liu Guofu capture the fading breeze of the style of the late
Ming dynasty; adding his contemporary evolution; his downwards spiralling lines
convey a sense of freefalling; safeguarded perhaps by the white and blue-grey
brushstrokes; creating a sense of ferocity blended with peaceful meditation; a visual
odyssey; the calm that follows the zeal of modern life; the sense of space the pictures
generates is a combination of the Chinese void and Western space; free from
restriction and the emptiness brought by abstraction; allowing the brush strokes to
continue their journey.

BIER (HE) FE
Liu Guofu, ‘Spacious IV’, Detail

Liu Goufu crafts his unique and wonderful colour of blue-grey as he
constructs the essence of the picture; a fascinating tincture that becomes even
more polished, possessing a sense of jade after the polishing process; capturing
the sense of infra-mince; a jade like texture that becomes an eye to the soul; as with
a deceased spirit looking back to a life now lost; reluctant to leave; gradually the
images of life fade; an alluring sense of disappearing and the most gorgeous sense
of our mortal being.

Liu Guofu’s paintings fusing the senses of light and qgi have brought forth
multiple temporalities. First is the temporality of age: entering his forties, the artist
has experienced much of this mortal coil, and is able to bring emotions marked by
such experience into his paintings, finding individual forms to embody his maturity
and insight. Then there is the temporality of the painting material and texture: this
is the tension between the gray and the gold, the contrast between blue and white.
Next is the temporality of the picture’s mental realm, the living sentiments that exist
between the vast desolation and the tenacious transcendence. There is also the
temporality of painting, which is most clearly manifested in his recent paintings: long
covered paint is filled with a saturated atmosphere like so many masses of air; they
permeate through the rich, subtle color transitions but are also tightly controlled. The
many layers covering each other appear as if they can never be completed, yet they
also seem to possess a certain internal air that endlessly seeps out from inside the
picture, extending infinitely. ‘Infra-mince’ has gained its internal thickness. This is our
aura; precipitated by time, the jade like texture — the patina of time.
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In this era of consumerism, as nature has receded, so has tranquil
poeticism. Now the elegant atmosphere of the landscape can only be found in
landscape painting. In this era, if one does not take the route of visual effects and
superficial appearance, he can only express his inner aspirations, fusing distant,
elegant tones into the invisible inner monologue. Painting can thus only extract that
poetic ambiance from nature and fuse it with the artist’s corporeal experiences. Thus,
in Liang Quan’s abstract mental landscapes entitled Eight Scenes of Xiaoxiang, we
have seen the return of classical poetic ambiance.

The classic motif Scenes of Xiaoxiang condensed all poetic landscapes
of natural life. The painting Xiaoxiang by Five Dynasties painter Dong Yuan was
hailed as “prosaic and innocent, a vivid recreation of the Lower Yangtze Region”
.The subjects of the eight landscape paintings by Song dynasty painter Song Di
also revolved around such eight famous scenes as Xiaoxiang on a Rainy Night and
Luoyan Bushes on the Sandy Beach. Later, Dong Qichang also returned to this
theme with Eight Scenes in Autumn. This came to represent the highest pursuit of
ancient Chinese art: the poetry of the prosaic and empty.

This is not just an issue of persistence or technical polish in art; it is a desire
for a new prosaicness which is only possessed by an artist approaching the end of
his life. This is the ‘late style’ seen in such great artists as Beethoven, as identified
by the likes of Theodor Adorno and Edward Said, a style that an artist enters when
he experiences time in the fullest way. In Chinese culture, on the other hand, this late
style period is intentionally approached more quickly, as we saw with Ni Zan, who
at the age of forty began his late style paintings, lamenting the passage of time and
affirming the limited nature of life, though in the Chinese case, the passion for life is
stronger, marked by a desire to make this passing time return and to attain that vitality
found at birth, opening up an infinitely saturated remnant time between sadness and
anticipation, triviality and new life. Here, it is as if time as stopped, as if it gathers up
in layers, the infinite unfolding within the limited. This is what Dong Qichang meant by
‘drawing nourishment from the clouds’. The ability to paint with the tenderness and
innocence of youth in one’s later years is not something that can be learned; it is the
destiny bestowed on the artist by time. Today, Liang Quan’s work best responds to
this desire from the depths of art. In terms of the inner desires of life, this marks the
first sense of his transformation and return.

Liang Quan’s works do not depict the scenes of the Xiaoxiang region but
create abstract allusions, as the richness of layered time is hard to put into words.
The allusions in each artwork title inspire the imagination of the viewer, and each
time is different. Liang refined the pencil-like, simple brushstrokes of Dong Qichang’s
late period landscape paintings, condensing the Western use of tense color field
boundaries to create a soft, uneven feel, a sense of vapor, softening it with a light,
elegant color tone, so that the overall picture is tuned by the blankness between color
fields to create a lingering, otherworldly harmony. This is the second sense of return
and transformation of the ancient prosaic conceptual realm, opening up folds of time.

Unlike his past works, Liang has added fields of green to his new works; it's
not so much the color green as the ‘idea of green’. This marks the return of the ‘sense
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of green’ from Song dynasty painting. If we knew that the sense of green found in
Song dynasty painting created an undying vitality as well as bringing the peacefulness
of a noontime nap, you would be more astonished at the ‘greenness’ that permeates
Liang’s works — at the reemergence of the ‘sense of green’, that sense of dreary
peace within passion. Between the cold grey and the soft green, layer upon layer of
folded color fields softly bump against each other, quivering mysteriously in the subtle
color contrasts like the breath of life.

Such character only comes with age: in the firm reserve of the cold grey,
amongst the shifting sands of this mortal coil, the grace brought by the green is
stunningly beautiful, leaving a lingering aroma that wipes out the regret of receding
nature and passing time while bringing a hint of distant hope. This is the gift that art
gives to old painters, the return to the freshness of youth. This is the third sense of
return, one which is linked to the cultivation an artist pursues in life.

In the fourth sense, Liang Quan’s Eight Scenes of Xiaoxiang uses vaporous
folds to restore the poeticism of ancient landscape painting, applying a Western
abstract rendering of boundaries to the profundity of nature and Zen blankness
in Chinese landscape painting. In this way, the blankness of Chinese landscape
painting reverberates between the Western abstract color fields, permeating the
tension of lines with prosaic elegance, and thus opening a new path towards the
abstract through the ‘poetry of nature’. This is a phenomenal transformation. Through
montage and modulation, the artist moves towards a tranquil, silent poetry while also
completing a creative transformation of tradition.

The fifth sense, which is also the fifth fold, is that the classical elegance
of this series asks us to appreciate it with a playful and easy attitude. This is a
restoration of ‘savored reading’, an approach unique to Chinese culture; in order to
properly interpret the gist of a painter’s latest work, the viewer first must slowly enter
into the distant realm of the picture, and when the slowly reading eyes connect with
the remote distance of the picture, the joy of understanding emerges. When looking
over the painting, the viewer relaxes the body and listens to the breath of the painting.
This is savoring, the savoring of the infinite flavors emanating from the enfolded lines.
Meanwhile, the color fields are quietly modulating our breathing, bringing us to nature
as their solidity defines our lines of sight and rate of breath. Liang Quan’s works aim
precisely for this art that effects a transformation of life’s energies in this overheated
era. The picture opens up a tranquil space for the soul, slowing us down to take
pause and move from heat to coolness.

In this era, painting brings us a lulling poetry that allows us to engage in
poetic meditation in everyday life. These artworks, marked by Liang Quan’s ‘late
style’, open up a world where ancient poeticism can once again nourish our lives by
awakening the nature that has long slumbered in our souls, poetically adjusting them
and reshaping the character of our lives.

The enchantment of China’s culture lies in the fact that it has always
followed the changes in time and space, especially changes in the atmosphere, but it
has always bestowed these changes with a form, one that is not set, but changeable,

producing an active form (vivid metamorphosis) or a form that is maintained as vivid
metamorphosis. This flexible ability to change is an intuitional sense of form. But with
the arrival of the Western rational order, this intuition must accept rationality. In order
to remain metamorphosis, it cannot fall into the rigid structure of rationality, but on the
other hand, it cannot merely preserve its traditional vaporous methods of change. It
must activate rationality, continuing to produce new metamorphosis while maintaining
a rational structure.

This is the tone of form, a slightly inflective tone, the ‘infra-mince’ (infra-
thin) of which Duchamp spoke, bestowing the void with profound form. Setting out
from traditional scroll paper and ink painting, Liang Quan has responded well to the
demands of fine-tuning and activeness in this form.

1. The synthesis of rationality and intuition. The contemporary artist’'s contribution
lies in the use of resources and forces of a different quality to reawaken one’s own
traditions. For Liang Quan, this entails using the rationality of Western geometric
abstraction to activate the internal forms of his own culture’s art by awakening
the intuition of his own culture within the comparison of changes between these
abstracted shapes. This is the fusion of rationality and intuition that forms the basic
spiritual form of the Chinese artist. Rationality is a construct possessing logic and
geometric form. Liang Quan creates a horizontal grid laid down by a ruler, like the
ruled line paintings of the Tang dynasty. These are the traces of rule and measure.
There are also block grids in the image. Chinese culture, however, is marked by
Daoist intuition and Zen Buddhist serendipity, a subtly changing form of intuition.
By breaking the balance of the grid, it creates infinitesimal change on the borders,
while the slanting and shifting of the color fields brings changeability to the picture.

2. The rational warping of geometric shapes. Through some comparisons, we
can see that Liang uses Mondrian’s geometric constructs to create an abstract
painting, using a denser grid and different color fields to create shifting contrasts,
but the disorderly geometric shapes and the contrasts created by their different
ratios create tension in the picture. In the dense blocks, he uses the soft changes
of traditional lines, as well as the layered blending of colors attainable in ink and
watercolor painting. Whether it is the disorderly layout of the color fields or the
undulations of their edges, they all effect a softening of the hard geometry.

3. The flattening of the formal language of chappings (texture-folds of the stone
surface). Another aspect is the chapping technique from traditional Chinese
landscape painting. By condensing the sense of protrusion in traditional landscape
painting and calligraphy brush techniques (what Dong Qichang called the use of
the brush to create protrusion), he is pressing down the latent depth in the picture.
He is learning from cubist relief effects and collage techniques, but putting it in
the service of the surface. This is in keeping with Clement Greenberg’s entreaties
to return to the flatness of the surface. By retaining the surface on the plane, he
turns that surface into one with depth and folds, in effect enfolding the surface.
He compresses the protrusions in the landscape painting texture of the chapping
technique, flattening it, but there are still subtle undulations. The changes are
no fewer, merely more minute, and when the rich layers of color are added, it
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maintains the expansion of the picture.

We can compare his art with Wen Jia’s color painting Village Among the Paddies
at the Shanghai Museum. It is as if, after being flattened out, its infra-mince depth
has become more apparent.

On the colored stone formations and protruding mountain shapes, through
flattening the constructs and maintaining the surface, this surface maintains its
extension, but now it has a subtle sense of undulation and breathing, a sense of
vibration. This is the miniscule, elemental vibration.

4. The fusion of infra-mince and remnant lightness. The integration and mutual

alteration are not only on the formal level, but on the level of spiritual qualities
as well, in terms of the integration of lightness and abstraction, the integration of
rationality and intuition in terms of infra-mince with remnant lightness. Duchamp’s
‘infra-mince’ is a thickness that is ‘thinner than thin’, something that exists more in
concept than in perceptible reality, like the thickness of a shadow. The thickness
of infra-mince is the boundary between the self and others, an indistinguishable
delimitation, the In-On-Out of the ‘line’ in ‘on-line’, and the imperceptible
movements and shifts between the three. It is virtual, requiring more refined and
delicate perception. This usage of delicate contains implications of temporal
intuition, as well as perceptions of subtle changes, i.e. the infra-mince, so we
can use Duchamp’s infra-mince to translate these delicate and minute changes
or transformations. Liang Quan’s works contain rational constructions, as well as
traces of traditional lightness and dilution.
In the West, who possesses the spirit of lightness more than Duchamp? On
the one hand, the readymade discards with distinctions of beauty, ugliness and
creativity, and on the other, it brings everyday life into art, or transforms art into
everyday life, even the act of breathing. Here there is a need to resurrect the
traditional coordinate system of lightness: from Ni Zan to Dong Qichang, and
on to Hong Ren in Zhejiang Province, and all the way to Liang Quan’s modern
transformation.

This is connected to Liang Quan’s unique understanding of print art from
his past as a printmaker. There is a kind of applique technique that in French is
called ‘chine colle’. Here, the term ‘chine’ or ‘china’ means ‘thin’, while ‘colle’ is
applique or collage, so the term roughly means “thin application.” This engraving
technique evoked associations with Chinese traditional mounting techniques for
paintings, and Liang Quan took the complete method of mounting, and he has affixed
and juxtaposed the entire process and components, from the core painting to the
mounting paper, inside to out, or rather, outside to in, creating a ‘decorative’ logic of
intersecting borders that is remarkably in keeping with Derrida’s idea of a ‘paragon
(parergon)’, opening up infra-mince thickness in the picture.

In the works entitled ‘Old Tea’, there are round shapes on the surface,
but they are breathing. In the everyday, breathing life, abstract forms have been
transformed to gain a sense of breathing, using simple lines to fill the forms with a
sense of breathing, constantly changing, while its traces linger as a kind of aftertaste
in the broad expanses of white. Each shape, permeated by ink, appears to still be
breathing the slightest breaths. They have the thickness of infra-mince, like bubbles

in water with the temperature of a person’s breath.

Liang Quan’s works are the best response to the question of how to open up
the infra-mince within traditional ink painting, because the contact between the water
and the scroll paper forms a three-fold blankness:

The first level is the blank material itself. Blank scroll paper is a fabric-like
readymade. The blankness of the scroll paper must be retained. Liang Quan’s works
cut the scroll paper, and as a readymade, the scroll paper expands in more diverse
ways. It is no longer a complete piece of scroll paper but many pieces of different
sizes.

The second level is the blank foundation, which is the result of the unique
properties of water. When water is added to the scroll paper, it virtually becomes the
‘foundation of the picture’, in that the scroll paper fabric becomes the canvas base,
but since it is natural water, with no color or taste, as it permeates the paper, the
paper retains its blankness. The permeation, application or light spreading of the
water, in this space between something and nothingness, is like the breath of the
orchid, a delicate sense of breathing, of life and of relaxation. On this level, Liang
Quan opens up an intermediate thickness through the addition of water or diluted ink,
or through subtle shifts in the borders, or through color contrasts or the blending of
colors.

The third level is objective blankness. If the object is abstract, and maintains
an empty allusiveness, that is the objectiveness of the picture. The relationship
between the object and the foundation, if the depicted object is not figurative but
mere abstract traces, a light trace, non-objective, then the blankness of the medium
remains, except that now, this third level is enriched by the permeation of water and
ink. Yet the blankness of the material as a readymade is retained. It can absorb
myriad spirits (vaporization and transformation). Traditional landscape painting held
snowscapes in high regard, as they marked a pursuit of emptiness, of a void. This is
the heart of Chuang Tzu’s mystery of the empty room filled with light. Liang Quan’s
paintings are abstract paintings. They do not lean towards figurative images. The
blocks in the picture are merely abstract constructs, allusive. Also, in order to maintain
lightness or infra-mince, it is covered by broad expanses of blank scroll paper (once
again we have returned to the blank scroll paper from the beginning), repeatedly
covered and adjusted, once more retaining the blankness of the infra-mince.

Liang Quan has a good grasp of infra-mince. This seemingly non-existent
empty space is integrated with the traditional transparent sense of vapor, because
the remnants of this blankness, as well as the contrast between the blankness and
the ink, create a subtle sense of light and vapor. In those works that have diffuse
colors and ink, the low level fusion between light and vapor is the state of infra-mince,
possessing a semblance of the delicate, or the illusory.
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In contemporary art thinking, aside from the constant concepts and
phenomena that are constantly bursting forth in the mind, and the various questions
of art forms, experiments, avant-garde, style and technique, there are other
questions, such as who am I? What am | doing? They flit past rapidly and uncertainly.
Before | have a chance to step back and observe the latest noise, something new
emerges to take its place. Reality is eternally shifting.

In his lectures to Ananda, the Buddha once raised an example to
demonstrate that everything is an illusion, that the true nature of things is concealed,
indiscernible and incomprehensible, that this is the unchanging truth of existence. |
understand this truth of existence as the transcendence and universality in the spirit
of cultural arts, which can be transformed and eternally expounded and relied upon
in our new creations. It is omnipresent yet exists nowhere, and is the essential nature
of art for art’s sake, and is reflected in us and our creative activities as both thoughts
and beliefs. Who are we, where are we from and where are we going? Such ultimate
thoughts constantly push us to look back on reality and history, to raise countless
doubts, criticisms and affirmations of reality and history, to constantly confront the
efforts and pursuits we engage for the future. In this state we must maintain reason
and bravery; a clear understanding of the value and meaning of life, of the world and
the universe, of time and space is indispensable. It is both depth and height, a realm
of being, so to speak.

Whether it is the strength of the noble sage from Confucianism, the unity of
man and heaven from Daoism, the enlightenment of Buddhism, or the redemption
and godly love of Western Christianity, all give individuals wisdom and transcendence,
rather than the confusion and perplexity of reality. | think that in contemporary
existence, contemporaneity is inevitably presented through the characteristics of
reality. More specifically, the so called contemporary is our existence in reality, and
the question of contemporaneity consists of all of the real questions of our reality and
the possible questions which point to the future that an artist touches on in the pursuit
of contemporary art. | am talking about essential questions. In the art of the past and
that which has come down from cultural tradition, the things that possess fundamental
value and significance are not only what we use to look back upon reality with an
eye to the future, but are the basic accumulation of our constantly shifting and
renewing thoughts and concepts. An individual cannot produce ideas and creations
out of nothing; these are the result of steeping in and drawing nourishment from the
civilization of the past. Simply dredging up a few fragments or admonitions from the
seas of tradition in order to serve as links between the past and the present or future
is not enough: among the flood of so called ideas and research into tradition and
modernity, there is no shortage of opportunistic criticism and problematic sampling of
tradition, and in this era of information, the spiritual essence of tradition has certainly
come under attack. Preservation and change are not merely stances, they are also
methods.

The thrashing and devastation of tradition that arose from various historical
and political causes has led to all manner of ignorance and hatred of tradition,
obscuring our understanding of the spirit of traditional art, and as a new civilization is
catalyzed through postmodern thoughts, the transplantation of internationalist forces
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and the spread of information technology, the spirit of Chinese traditional art and
cultural ideas has fallen into the awkward straits of identity confusion. A century of
muddled national politics and social ideology has not only rooted out the noble and
timeless qualities of traditional culture and art, it has stripped people of the character
traits that lead to persistence and security. Cultural confidence has come under
constant attack. This is a tragedy, not only for a people, but for human civilization.

| have never believed in comparing the heights of Eastern and Western
civilization, only in civilization’s progress and development. Everyone possesses
creativity. Prejudice, shallowness, narrow mindedness and ignorance turn people
boorish and wicked, conservative and backwards. Looking back over Western culture
and art, through constant rethinking and endless social renewal, though it has been
through many periods of turmoil, it has always moved forward, entering modernity
without a break. The emergence of modern and contemporary art is clearly a great
contribution of Western civilization, and it is the reason for and value of its allure.
What about China? Today’s art is still shrouded in fog, obscure and kaleidoscopic as
it stifles independent, free artistic and cultural confidence. The immature morality of
economic society and the wicked qualities of human nature act together to suppress
normal conduct among all Chinese people, paralleling the statement that Chinese
artists have it the worst in the world. Even so, that is not the reason for the lack of
depth and confidence in contemporary Chinese art, and it is certainly not evidence
of exhaustion, hopelessness and suffering among Chinese artists. No matter how
deflating the external and internal conditions become, they have nothing to do with
self-redemption, let alone spiritual freedom and ideals. Whether it was Qu Yuan
and Sima Qian or Sappho and Homer, let alone Xu Wei or Van Gogh, that spirit and
power, that sense of self-affirmation, is so powerfully and eternally imprinted on the
historical space, an undying wellspring for thirsty souls.
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A person with independent awareness and perceptions of life will not lose
their power and audacity in life. | think that as | face my own pursuits and the splendor
of reality, | believe in one thing, which is that with true enlightenment in life, we cannot
lose the vitality and creative power of life, much less self-confidence. As long as we
do not submit to splendor and illusions, art can be an ode to life, and what you can
sing and how you sing it are all up to you. Neither concepts nor technique are the

sole testaments to your contemporary status, nor are they adequate reasons to be
self-satisfied. | think that one must draw from the existence of life, and face history
and reality with passion and ambitious wisdom, coolly and independently maintaining
one’s own choices. | think that the purity of heart advocated by Wang Guowei is
exactly the medicine that is needed to replenish the blood of Chinese art. One must
follow his heart and maintain his ideals.

The question of heritage and contemporaneity is not one of technique,
and certainly not one of concepts. It is actually a very simple traditional question, a
question of recognition and enlightenment. There are no purely new ideas or purely
new creations. Everything stands within history, within time and space. There is only
unending life and unending change. All that is great and all that is groundbreaking
is born within a set time and space. When one can maintain true, brave and
independent depth, when one can maintain love and confidence, nothing else
matters. That is to say that the history of civilization is a history of constant progress.
No matter how much suffering, war and evil are encountered along the way, they
cannot stop the power naturally bestowed upon life. In this light, art is so infinitesimal,
so simple.

History gives me power, reality gives me courage, and life gives me wisdom.
There is no contemporary or traditional, only the future and ideals. | feel free to create
out of insight into my soul. It feels wonderful to be unfettered, to be full of sentiment
and sincerity. It reminds me of a poem that Su Dongpo wrote to his younger brother:
“Who knows what life is really like? It must be like the flying swan when it alights on
the snow or mud. It leaves a few tracks here and there, but when it takes flight again,
who knows where it will go?” Such broad mindedness and self-knowledge is the
sweetness that fills my heart. Though | have painted many paintings, | have always
felt that there is nowhere on this path that | belong. | dare not stop, and this is the
wellspring of excitement in my life. As | watch the world change each day, all | wonder
is who am 1?
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Chong Siewying, ‘One Tree’, Detail

w75

4

% | Chong Siewying



REHE (BR) » LB ER - FEKZ - F18 138x138cm » 2012
Chong Siewying, ‘Twilight’, Charcoal and Acrylic Medium on Paper mounted Canvas, 138x138cm each, 2012
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RFER (—IRED - Bty RESEOEER - FEmALAS » 100x200cm » 2013
Chong Siewying, ‘One Tree’, Charcoal and Acrylic Medium on Paper mounted Canvas, 100x200cm, 2013
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IRFHE (M) - Bk KB HEER ~ THEARA » 260x414cm » 2012
Chong Siewying, ‘Infinity’, Charcoal and Acrylic Medium on Paper mounted Canvas, 260x414cm, 2012
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RFBE (M) - B KB DER ~ EARA - 100x200cm » 2013
Chong Siewying, ‘Going South’, Charcoal and Acrylic Medium on Paper mounted Canvas, 100x200cm, 2013
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IR (REE) - Bk B OERK) ~ REARAS - 138x138cm » 2013
Chong Siewying, ‘Dawn’, Charcoal and Acrylic Medium on Paper mounted Canvas, 138x138cm, 2013

RFR (B [P
Chong Siewying, ‘Dawn’, Detail
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Chong Siewying
Infinity
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The mention of Chinese landscape painting conjures up images of stylized
mountains and loosely applied brushstrokes adhering to the formal philosophical
principles of balance and harmony. A contained expressionism, employing ink and
carefully considered mark making to create an impression of a landscape; sky, water,
plains, or those infinite monuments to eternity, the lush mountains of Southern China.
These paintings are a tranquil homage to nature, which often reflect the interiors they
inhabit more than the world that they revere.

In comparison Chong Siew Ying's landscapes have been literally wrenched
from the mountain. Their sheer scale pulls the viewer into the painting. The visible
traces of brushstrokes move frenetically across the canvas, smudging through
horizons into inky black tempestuous storm clouds. There is a visceral sense that the
hand that formed these worlds, sullied with the dark stain of the charcoal, also felt the
cold shafts of stone, wind and water that inspired them.

Chong Siew Ying'’s collection of landscape paintings is not simply trying to
replicate reality, nor imitate the past, but it is seeking a truth that exists in essence,
rather than concrete form. An ideal reflected in her choice of medium and process,
charcoal and acrylic medium. Charcoal known for its immediacy and the ease
of which it can be effaced, and acrylic medium, a lacquer like, difficult to control,
transparent resin, that binds, seals, or renders translucent. There is a physicality
to this process that is tangible to the viewer and a rawness to the materials that
transcends the confinements of imagery.

Like so many artists Chong Siew Ying travelled to Europe to further her
creative education, she studied at the Ecole des Beauxs Arts in Versailles in Paris,
before working as an apprentice and teacher at Atelier 66.

It was 19t century European painters, such as Turner, who first rudely
disrupted the contemplative nature of the occidental style landscape. Turner was not
interested in depicting beauty, he wanted to capture the human relationship with the
landscape, not simply trying to depict something beautiful, but to capture the very
magnitude of nature itself, or in the words of Kant, Turner was trying to recreate the
‘Sublime’.

Chong Siew Ying’s landscapes are an imaginary legacy, an amalgamation
of European and Asian ideals that reflect an internal search for identity. Having
been born in post-independence Malaysia to Chinese Malaysian parents Chong
Siew Ying has always been submersed in a multitude of languages and cultures;
Hakka at home, Mandarin at school, and Malaysian and English with friends and
acquaintances, and French in Europe.

Diaspora and identity are recurrent themes within Chong Siew Ying’s work.
She is renowned for her large-scale portraits of beautiful Chinese women framed with
the colours and classic floral and fauna motifs of Peranakan ceramics and textiles.
The manner in which these women were painted in monochrome against colourful
backdrops hints at a sense of romanticized nostalgia, a longing for a China that didn’t
really exist.

Chong Siew Ying’s work does reflect a continued investigation into her
identity. Our memories are often intrinsically linked to a place, buildings, but also our
environment, our landscape, our homes.

Like all true artists, Chong Siew Ying is seeking her own narrative; she
experiments with her medium and process, and has the courage to risk breaking from
a style and genre that has gained commercial and professional success to develop
something new.

&5 | Chong Siewying
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MEERE ROV - S5 ~ &K - 487K - 112x62cm - 2012
Lin Guocheng, ‘A Tree at the Entrance of the Village’, Pen and Ink on Paper, 112x62cm, 2012
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MEIR (AEBERY - % - /K~ 47 > 150x400cm » 2012
Lin Guocheng, ‘A White Colt Passing a Crevice’, Pen and ink on paper, 150x400cm, 2012
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MER (DEIHZ=R) BER MBI (LEE) B
Lin Guocheng, ‘Divided Space’, Detail Lin Guocheng, ‘Introspection I, Detail

WMEIRE (D EIMZERE) - 2 - 2K - BRI - K% - # > 79x109cm > 2012
Lin Guocheng, ‘Divided Space’, Pen, Ink, Acryllic and Watercolour on Silk, 79x109cm, 2012

HERL (BFBE) R
Lin Guocheng, ‘A White Colt Passing Crevice’, Detail
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WEIRE (A3 » % - 2K - L7 > 82x82cm » 2012
Lin Guocheng, ‘Imitating Shi Tao’, Pen and Ink on Paper, 82x82cm, 2012

MEIRL (ALEE) - $8E - 2K - 4L7K > 115x95cm » 2009-2010
Lin Guocheng, ‘Introspection I', Pen and Ink on Paper, 115x95cm, 2009-2010
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Lin Guocheng's Paintings
A Growing Lanscape

Xia Kejun
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Landscapes, mountains, water — nature; an essence of life that should
never be observed externally, we must breath and grow alongside; nurturing and
being nurtured in return; a way of life, to see an object from an object; a sense of
connection and cultivation — Tao; an observation of life and of the world; growing
together; in our youth we look at a living tree with its branches and roots spreading;
in years to come we observe the same tree, stronger and taller; it is a constant in our
life; we grow together.

Lin Guocheng’s paintings breathe with the artist; from the blank canvases
he gradually starts a journey; an object within an object; his exploration of space; to
discover a point at which to start; his free and random method unfurl a myriad of lines;
growing the plants and trees within each landscape; textures, patterns and structures;
a circle of energy — another breath — jingluo; each stroke upon the canvas, some
weak, some strong; others rushed some calm reflecting the expectations of the artist;
a conception of forms, of objects created in to new forms under his hands; painting is
a process of allowing the brush unlimited space for growth; to evolve alone; a rhythm
of breath from the artist.

Lin Guocheng never disguises his fascination with trees; one tree may take
him many days to paint; feeling the essence of the tree as it absorbs and nourishes
itself from the earth, spreading upwards towards the sky; Lin Guocheng’s hand never
knowing the path; as the tree grows freely; unburdened and strong; changing from
season to season; sometimes a blossoming delight; sometimes cold and lonely; an
image of an old man with the expectations of old age; a life lived upon its branches; it
stands erect like an eternal sculpture; an immortal part of the presence of nature; Lin
Guocheng awakens the spirit of nature; reflected in his works ‘Introspection I'.

As opposed to man-made objects; nature’s growth comes from within; Lin
Guocheng’s paintings seize the freedom of nature; adjusting the temporal dimensions
of his works; a relationship between the painter, the canvases and the audience;
capturing an expression of breath that forms a new rhythm for the resonance
between earth and heaven; Lin’s works are named ‘Introspection | (Sit and Watch)’
and ‘Introspection Il (Essence of Qi)’; created with a wonderful artistry of lines;
Lin Guocheng has inherited the traditional drawing techniques but chooses to use
modern pens as his creative tool; modernity shared with tradition; his images capture
the soul of his creativity; using the highest achievements of Chinese landscape
paintings Lin’s paintings effect a sense of calm; an intent without intention; an
observation drawn from the artist’s heart; he restores a sense of vision similar to
touch; adjusting the ‘qgi’ to reflect his concentration of life and all its energy so that
every detail can be observed; allowing more detail and meaning to be explored and
appreciated; Lin’s control of line drawing is masterful; nurturing and growing; his pen
the plough that sows the seeds to be nurtured; an artist hearing the voice of nature
as his works become a patient process of cultivation.

Chinese landscape paintings have their own unique forms of language; a
traditional view with a spiritual atmosphere embraced with cloud, mist, mountains
and water; Lin Guocheng embraces this tradition with his sense of touch and texture;
working with charcoal, pencil, ink, wash and water colour his delicate touches give
us a sense of originality and poetic interpretation; Lin’s lines reflect an atmosphere of
free growth and randomness; this is a complete understanding of Chinese landscape
paintings by a Chinese painter.

Lin Guocheng'’s paintings reflect the passage of time; sensing the continual
loss of nature and our urban domination of the land; Lin captures his moments of
time using his heart, his hands and a simple pen; Lin Guocheng’s paintings engrave
a moment of time; retaining an innocence within his paintings; a line, a moment, an
eternity — a pen.

FREREL | Lin Guocheng
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Chen Guangwu

1967

Born in Liuzhou, Guangxi

Currently lives and works in Beijing

Solo Exhibitions

2011
2009

2005
1999

‘SHELL’, Alexander Ochs Galleries Beijing, Beijing

‘Knots & Lines’, Alexander Ochs Galleries Beijing, Beijing
‘Minimal Oriental’, Alexander Ochs Galleries Berlin, Berlin
‘Chen Guangwu Special Exhibition’, U Gallery, Shanghai

‘A solo exhibition’, Asia Center of Art, Manchester, UK

Selected Group Exhibitions

2013
2011

2010

2009

2008

2007

2006
2005
2003
2002

2001

2000

‘Mind-Scape’ Artists Group Exhibition, 3812 Contemporary Art Projects, Hong Kong
‘Chen Guangwu, Das Grosse Lernen’, Konfuzius-Insitut Nuernberg-Erlangen,

in Cooperation with Siemens AG & Alexander Ochs Galleries Berlin / Beijing,
Nuernberg-Erlangen, Germany

‘Tao of Nature: Chinese Abstract Art Exhibition’, Museum of Contemporary Art, Shanghai
‘Chinese*, Alexander Ochs Galleries Berlin, Berlin

‘Preface to the Poems of the Orchid Pavilion’, Museum of Asian Art-SMPK, Berlin

‘The Era of Ink Painting: 2010 Shanghai New Ink Painting Art Exhibition’,

Duolun Museum of Modern Art and Zhu Qizhan Museum, Shanghai

‘The Orchid Pavilion: the Art of Writing in China’,

Royal Museum of Fine Arts, Brussels, Belgium

‘CHINA - Ein andere Blick’, Kunstverein Augsburg, Augsburg, Germany

‘Red Storm’, Rijksmuseum Twenthe, Enschede, Netherlands

‘Art Summer 2009’, Hellerau - European Center for the Arts, Dresden, Germany
‘Mahjong: Contemporary Chinese Art from the Sigg Collection’,

Peabody Essex Museum, Salem, Massachusetts, USA

‘Vermella Part’, Art Xines Contemporani de la Colleccio Sigg,

Fundacié Joan Mir6, Barcelona, Spain

‘Form, Idea, Essence & Rhythm: Contemporary East Asia Ink Painting’,

Taipei Fine Arts Museum, Taiwan

‘Chen Guangwu - Fang Lijun - Liu Wentao’, Museum of Asian Art, Berlin, Germany
‘Under the Sky’, White Space Beijing, Beijing

‘Die Wahren Orte I', Alexander Ochs Galleries Berlin, Berlin

‘China onward the Estelle Collection: Chinese Contemporary Art, 1966-2006’,

Louisiana Museum of Modern Art, Louisiana, Denmark

‘Contemporary Cultural Venation - China version’, 2007 Credit Suisse Beijing,

Comprehensive Art Exhibition, Today Art Museum, Beijing

‘China International Gallery Exposition 2006’, Beijing

‘Mahjong: Contemporary Chinese Art from the Sigg Collection’, Kunstmuseum Bern, Switzerland
‘Prayer Beads and Brush Strokes’, Beijing Tokyo Art Projects, Beijing

‘China — Tradition und Moderne’, Ludwig Gallery, Castle Oberhausen, Germany

‘Variation of Ink’, Chambers Fine Art Gallery, New York, USA

‘Avant Garde Calligraphy’, Lower Gallery, Arvada Center, Denver, USA

‘Take Part II', Gallery Urs Meile, Lucerne, Switzerland

‘Borrowed the View’, Chambers Fine Art Gallery, New York, USA

‘The Art of Scholar: Ming Dynasty and Chinese Contemporary Art’,

Rhona Hoffman Gallery, Chicago, USA
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EEES Liu Guofu

1964 HAERER  FE 1964 Born in Nanjing, China
1985 BENERAMBLRESE 1985 Graduated from Oil Painting Department of Nanjing Institute of Arts
WATE | BERER Currently lives and works in Nanjing
{El = Solo Exhibition
2011 (2= -BIBXREAEREY  TEHEXEME /RS AXIEE / BExMtE » PR 2011 ‘Fantastic Scenery’,
Jiangsu Provincial Art Museum / Beijing Today Art Museum / Shanghai Museum of Art, China
FEBR
2013 GO - B) BITRBE - 3812 EREBMIER » &S Selected Group Exhibitions
2012 (EE—BER) > JTHEMNE > FE 2013 ‘Mind-Scape’ Artists Group Exhibition, 3812 Contemporary Art Projects, Hong Kong
(RNRIR— 2012 hEBRFRE) » BRE2EEMNE > FE 2012 ‘Duchamp’Inframince in painting, First Zhuangzi International Conference Parallel Exhibition’,
(R —PRERENEFER) - B Yuan art museum, Beijing
(CENERMN=FF : ZEFEREG-PEERRMERRE)  EREFEMHE - FH ‘Chinese Expressionism - 2012 Qil Painting Invitation Exhibition’, Phoenix Art Palace Museum, China
(£ - R) EBM50KEBE T (L&) FE ‘Form of the formless - Contemporary Art from China’, Germany
2011 (PRIRE-—FEERBBR) - tREAEEE - PR ‘The 4th Guangzhou Triennial: De-Chinese Imagination, The Exhibition of Contemporary Chinese Art’,
CHEBERERY) » B ~ b ~ BED ~ EENHCRE » E Guangzhou Museum of Art, China
(ARERBMEER) » BRERBAHO » PE ‘Ink - Boundary’, Dadatang Art, Huafu Art, M50 Art District, Shanghai, China
CHERRRIST E = SRMA ? ) » %8 54 BEEITEHRE - FTE > Bl 2011 ‘The Will of China - China Contemporary Art Invitation Exhibition’,
2010 CIRATRERD - RIIZETEE / BUESRAMIER / AR ML » B Museum of Contemporary Art, Beijing, China
(ARERBMEER) » BRERBAHO » PE ‘Meeting with Nostalgia’,
2009 (UIRAET - PEIRRAY » BN - bR > RE Tour Exhibition of Contemporary Art in Nanjing, Hangzhou, Chengdu and Chongging, China
CRHERT - MAEREY - RGHR - MK BLEME ‘Nanjing Contemporary Art Annual Exhibition’, Centre of Contemporary Art Shangdong, China
FPRBEAE ~ FBETAN - BUER - FIE ‘Cracked Culture?’, Parallel Exhibition of 54th Venice Biennale, Italy
2008 CHIE—RIR - AR 2008 - BRIEREMERMIRED - 2010 ‘You West, | East’, Shenzhen Art Museum / Wuhan Art Museum / Xi'an Art Museum
MREMEREME / AR Z=BHIREM PO - PE ‘Nanjing Contemporary Art Annual Exhibition’, Centre of Contemporary Art Shangdong, China
2007 CGRBER - PEIFTAEE 2007 F "SAirER L R EBMBMIRERE) 2009 ‘Spirit of Cultural Tradition - China Version’, Nanjing - Beijing, China
Eigiints - PE ‘Spillover the East’, Four People Artwork Exhibition,
(B% - SNELXIEFRERY - SNEAXME  BR » P Ann*Brian Art Museum, Port Elizabeth and Wellington, South Africa
2006 (BENER - PREERHERFRR) - DEXEEE » P 2008 ‘Corresponding Nanjing & Chengdu, 2008 Qinghe Contemporary Art Exchange Exhibition’,
(REVRERZRBRE) - AR » )1 » FE Nanjing Qinghe Current Art Centre / Chengdu No.10 Gallery, China
(FEILMEREFER) - PR - bR - FE 2007 ‘China’s Neo Painting, A Triumph Over Images 2007 Art China Painting Nomination Exhibition’,
2005 (REBTILHERY  BAEME > JTH » PE Shanghai Museum of Art, China
2004 (PEIEREMEHER) > mREYE > R P ‘Autorotation - Nanjing Qinghe Current Art Centre Open Exhibition’,

Nanjing Qinghe Current Art Centre, China
2006 ‘Varied Images, China Contemporary QOil Painting Invitation Exhibition’,

Shanghai Museum of Art, China

‘Selected Chinese Canvas Works Exhibition’, Jiangsu Provincial Art Museum, China

‘South & North - China Oil Painting Exhibition’, National Art Museum of China, China
2005 ‘Land Rich in Beauty Oil Painting Exhibition’, Jiangsu Provincial Art Museum, China
2004 ‘China Contemporary Art Invitation Exhibition’, Nanjing Museum, China

‘China Contemporary Oil Painting Invitation Exhibition’, Liu Haisu Art Museum, China
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(BE - FIT FNEEY  FEFEMEE - R
(RALE - PRBREMENER) - REFEMERH - bR
CEEERA - PRBREME) - LEEREME > bE
(R - EREEARE) - FAETH £ » 2
(RN R) » KRBITE/EE - &
(EAMR EHZRE - 21 HCHPRZEM) - BEEREMNE - BAF
(FRENEY » X BHER - B

2010 (RS - FES AXEBEY - SBXEME > bR
(HBEERE S : 2000-2009 FRIFBIFTEAY » BIREZHEF O > bR
(FEERZ2IIN=TEER) - RERKENE - BF
(BRZMAE) - RKBERE B
(BH— 5E>) SHatb iR RBEEERT > AN
(RIEXBE) » KRBT/ - B8
<(?¢%EE’JEE%’& HMREME=RIE) - REMNEMERE > bR
(RRET - MREMTAARY - PESEIE - it/‘?l
(EYZE - SRIBRBMEERE) - BB 2R - 22

2009 (- REBAMRERE—AEZE) - REFRMER - bR
(BIK - MEMER =14E) - la caixa form 1788 » HEBE / BERS / BEE - MILF
CGRBLIZRIN 282~ BIRAEREESE) - RPBIE B8
(798 HAEREY » 798 B4f7R - LR
(KB - HR) - EEZRIBAEIE - BE
(BIERY » EB B, Drexel K2 /KD T = Y8

I

105 | 106 EL TR | Artist Biography



107|108

Liang Quan

1948
1982

Born in Shanghai, China
Graduated from San Francisco Art Institute, Master Degree

Currently lives and works in Shenzhen, Hangzhou

Solo Exhibitions

2011
2006
2005
2004
2001
1994

‘Sailing~Afar - Liang Quan’s New Works’, PIFO New Art Gallery, Beijing
‘Liang Quan’s Solo Exhibition’, Zhu Qizhan Art Museum, Shanghai
‘Liang Quan’s Solo Exhibition’, M.Sutherland Fine Arts, New York
‘Liang Quan’s Solo Exhibition’, Mies van Der Rohe Haus, Berlin

‘Liang Quan’s Solo Exhibition’, Kunst House, Nirnberg, Germany
‘Liang Quan’s Solo Exhibition’, Alisan Fine Arts Limited, Hong Kong

Selected Group Exhibitions

2013
2012

2011

2010

‘Mind-Scape’ Artists Group Exhibition, 3812 Contemporary Art Projects, Hong Kong
‘Contemporary Chinese Ink Painting Joint Exhibition’, VA Gallery, Hong Kong

‘Phase of Heart - Abtract Art Group Exhibition I’, Va Gallery, Hong Kong

‘Stay Away’, Va Gallery, HK

‘At Rest - The Fifth Exhibition of Chinese Abstract Art’, PIFO Gallery, Beijing

‘Biennale of Sydney’, Sydney, Australia

‘Duchamp’Inframince in painting, First Zhuangzi International Conference Parallel Exhibition’,

Yuan art museum, Beijing

‘Chase the wind and clutch at shadows’,

The 15th anniversary of the China International Fashion Week, PIFO Gallery, Beijing

‘All our relations’, 18th Biennale of Sydney, Sydney, Australia

‘Trans-Media: Work by Zhang Yu and Liang Quan’, Enjoy Museum of Art, Beijing
‘Super-Organism’, CAFAM Biennale, CAFA, Beijing

‘Chinese Abstract Art Exhibition’, University of Minnesota, USA

‘Echo: Minds-in-Hands’, PIFO Gallery, Beijing

‘Visible Soul - The Fourth Chinese Abstract Art Exhibition’, PIFO Gallery, Beijing

‘Tao of Nature - Chinese Abstract Art Exhibition’, Shanghai Contemporary Art Museum, Shanghai
‘Liang Quan and Ma Shuging Exhibition’, FAETH Gallery, Germany

‘Metaphysical Entity’, Da Xiang Art Space Taichung, Taiwan

‘Heavenly Abstraction - 21st Century Chinese Art’, Rome Contemporary Art Museum, ltaly
‘Power of the Middle’, VA Gallery, Hong Kong

‘Negotiation - the Second Today’s Documents’, Today Art Museum, Beijing

‘Reshaping History - Chinart from 2000 to 2009’, China National Convention Center, Beijing
‘Thirty Years of Chinese Contemporary Art’, Minsheng Art Museum, Shanghai

‘The Power of Simplicity’, WELLSIDE Gallery, Shanghai

‘One Day in June’, Columbia University Graduate School of Architecture, New York

‘Back to the Essence from Ink Painting to Ink’, Da Xiang Art Space, Taiwan

‘Unending Distance - the 3rd Exhibition of Abstract Art’, PIFO New Art Gallery, Beijing

‘The Great Celestial Abstraction - Chinese Art in 21st Century’,

National Art Museum of China, Beijing

‘Array with No Objects - Academic Inviting Exhibition of Contemporary Abstract Art’,

Hubei Museum of Art, Wuhan

Selected Group Exhibitions

2009

2008

2007

2005

2002
2001

1998
1996
1991
1989
1988

‘Where the Spirit Lives: Exhibition on the Occasion of 100th Anniversary of Abstract Paintings’,

PIFO New Art Gallery, Beijing, China

'Yi Pai: 30 Years of Abstract Art in China’,

la caixa forum Palma / la caixa forum Barcelona/ la caixa forum Madrid, Spain

Daxiang Art Space, Taiwan

‘Ink, Not Ink - Chinese Contemporary Ink and Wash Exhibition’,

Shenzhen Art Museum, Shenzhen / Today Art Museum, Beijing

‘Double Exhibition of Abstract Art’, Osage Gallery, Shanghai
‘Form, Idea, Essence, Rhythm - New Aspects of Contemporary East Asian Ink Painting’,

Taipei fine Art Museum, Taiwan

‘Narration in Ink and Wash’, Yokohama ZAMA Gallery, Yokohama, Japan

‘Yi Pai: 30 Years of Abstract Art in China ™, Wall Art Museum, Beijing

‘Ink and Paper’, Weimar Art Museum, Weimar, Germany

‘Ink on Paper - Contemporary Ink and Wash’, Palace Rihour, Lille, France

‘Ost+West - Ausstellung fuer die Zeitgenossische Kunst aus China’, Kunstlerhaus in Wien, Austria
‘Chinese Experiencing Ink Painting Two Decades’ Retrospective’,

Guangdong Museum of Art, Guangzhou

‘Shanghai Fine Arts Biennial’, Shanghai Art Museum, Shanghai

‘Chinese Modern Print Exhibition’, British Museum, London

‘Exhibition in Headquarter of the World Bank’, Washington, USA

‘Exhibition in the University of San Diego’, San Diego, USA

‘Chinese Modern Fine Art Exhibition’, Churchill College, Cambridge University, UK

‘Beyond the Image: Liang Quan, Lui Chunkwong & Yan Shanchun’, Osage Kwun Tong, Hong Kong
‘798 Beijing Biennale’, 798 Art Area, Beijing

‘Water and Ink - Abstract’, Shanghai Duolun Modern Art Museum, Shanghai

‘Ink, Not Ink’, Drexel University, Philadelphia, U.S.A / Museum of Warsaw Royal, Poland
‘Guangdong Contemporary Art Exhibition’, Guangdong Fine Art Museum, Guangzhou

'Yi Pai: Century Thinking’, Today Art Museum, Beijing

‘Chinesische Tuschemalerei Der Gegenwart’, Staatliche Kunstsammlungen Dresden, Germany
‘Savoring Images with a Pure Heart: Contemporary Chinese Ink and Wash Invitational Exhibition’,
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Su Shengqian

1969 Born in Anyue, Sichuan Province, China
1988 Graduated from Oil Painting Department for Si Chuan Fine Art Academy
Since 1998 Teaching in Fine Art Department of Zhe Jiang Normal University

Currently lives and works in Jinhua of Zhejiang Province

Selected Exhibitions

2013
2012

2008
2007
2005
2003
2002

2001

‘Mind-Scape’ Artists Group Exhibition, 3812 Contemporary Art Projects, Hong Kong
‘Fine Art Asia 2012’, 3812 Contemporary Art Projects, HKCEC, Hong Kong
‘Sit and Watch the Rising Clouds’, Group Exhibition by Contemporary Artists of China and France,

The Upper House, 3812 Contemporary Art Projects, Hong Kong

‘Clue on Buddhist - Su Shenggian Exhibition’, Eye Level Art, Shanghai
‘Nirvana series - five person exhibition’, Eye Level Art, Shanghai
‘Status - Oil Painting Solo Exhibition’, Zhejiang Normal University

‘Oil Painting Solo Exhibition’, Zhejiang Normal University

‘360 Ten Person Art Exhibition’, Shanghai

‘HIGH’, Rockbund Art Museum, Shanghai

‘False Truth’, Solo Exhibition, Shanghai

‘Zhejiang Youth Oil Painting Exhibition’, Hangzhou

LR E | Artist Biography



11112

RFER

1969
1990
1994
1996

HAEREEY - BRI
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B2 63 SERER
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BR
2011
2010
2009
2008

2006
2003
2002
2001
1998
1997
1996
FEMR

2013
2012

2010
2007

2006
2005

2004

2003

2002

2001

2000

1999

1997

(FERY » Valentine Willie =7 » ¥rhnik

(ME (&) Y » Deprez-Bellorget & » B22

CUVEY » Ernest & Young TENEITINERE - AN
(AES) » Valentine Willie =57 » S » FrI0n
(3RF5ZE) » Byron Cohen BERZEMTHER » HIEH » £H]

(R YE/ZRIZEFT) » Valentine Willie T - &S - BRI
{$52324%) » The Substation » ZTANK

(BEED > [BIZR) » Valentine Willie =57 - S - HARKFHLS
{Freeman TENEFRIBESREY » Red Mile B » HEE4SETHL » 2EH
€96/97) » Valentine Willie & » HEW - BRFAE
D.Maraval T/E= » B2 » AEH

Cafe Panique EJ - B22 5 A

Maison TCHA » B22 » %]

G - BY BIRBE - 3812 EREMIER - B8
(EBRELITT A2 REES 2012) » 3812 EARMIER -
BEEERREBDPL > BB
(BEBBIBEME 2012) » HEZZREDL - B
(BB H AR RIEES 2010 - B& - ER) - EAZEEEDL - &8
{Scope Miami - FIff B EMBEE) - BM% > K
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CREFY » BIZRBTERR - HEE » Bk
(E&Y - Valentine Willie S8 » HEEW - BRI
CIETRERMT 2003) » Melbourne connection Asia » SBRERZN » SEIM|
(TR - BATEYE - BB - T
Mercat de les Flors » EEREAN - I ; Circulo de Bellas Artes » B8 » FILS
(55« RFHEE Noor Mahnum Mohd G » HEAEBER - HINEK
(EREY » Lorimer Station T/EZ » s » 4RK) » £H
(HIRE)Y » Valentine Willie 28 » FE » B Fas
ChELE @ 5R55HEL Frederique Boumeester) -
Valentine Willie EJF - HEEE » HRAER
{Rimbun Dahan S F1EE) » B# > HRE:
{FRANCASIA - 7B 228 FEaiiEEfiTER) » Ariake Frontier Building » 3R » BN
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Chong Siewying

1969
1990
1994
1996

Born in Kuala Lumpur, Malaysia
P.J.College of Art & Design, Malaysia
L’'Ecole Des Beaux-Arts, Versailles, France
L’Atelier 63 (Etching School) Paris, France

Currently lives and works in Kuala Lumpur and Paris

Solo Exhibitions

2011
2010
2009
2008

2006
2003
2002
2001
1998
1997

1996

‘Infinity’, Valentine Willie Fine Art, Singapore

‘IDYLLE (Part Iy, Galerie Deprez-Bellorget, Paris, France

‘Frame of Mind’, Ernst & Young Asian Art Outreach Exhibition, Singapore

‘IDYLLE’, Valentine Willie Fine Art, Kuala Lumpur, Malaysia

‘Chong Siew Ying’, Byron Cohen Gallery for Contemporary Art, Kansas City, USA
‘MANY SPLENDOURED THINGS’, Valentine Willie Fine Art, Kuala Lumpur, Malaysia
‘Mirror’s Edge’, Substation, Singapore

‘Going Away, Coming Home’, Valentine Willie Fine Art, Kuala Lumpur, Malaysia
‘Freeman Asian Artist Fellowship Exhibition’, Red Mile Gallery, Vermont Studio Center, Vermont, USA
‘96/97’, Valentine Willie Fine Art, Kuala Lumpur, Malaysia

Atelier D.Maraval, Bagnolet, France

Gallery Cafe Panique, Paris, France

Maison TCH'A, Paris, France

Selected Group Exhibitions

2013
2012

2010
2007

2006
2005

2004

2003

2002

2001

2000

1999

1997

‘Mind-Scape’ Artists Group Exhibition, 3812 Contemporary Art Projects, Hong Kong

‘Fine Art Asia 2012’, 3812 Contemporary Art Projects, HKCEC, Hong Kong

‘ArtHK 2012’, Hong Kong Convention and Exhibition Centre, Hong Kong

‘Fine Art Asia 2010 - Once Contemporary’, Hong Kong Convention and Exhibition Centre, Hong Kong
‘Scope Miami - International Contemporary Art Fair’, Miami, USA

‘ARTSingapore - The Contemporary Asian Art Fair’, Singapore

‘JEJAK’, Galeri Nasional Indonesia, Jakarta, Indonesia.

‘00:15 SUPER STAR, in aid of World Wildlife Fund’, Rimbun Dahan Gallery, Kuang, Malaysia
‘CHONG SIEW YING & JOEL COULOIGNER’, Maison des Chanoines, Landunvez, France

‘You Are Here’, Valentine Willie Fine Art, Kuala Lumpur, Malaysia

‘The Sovereign Asian Art Prize Finalists Exhibition’, Hong Kong

‘Footsteps’, National Art Gallery, Kuala Lumpur, Malaysia

‘Portraits’, Valentine Willie Fine Art, Kuala Lumpur, Malaysia

‘URBAN ART2003’, Melbourne connection Asia, Melbourne, Australia

‘Of Shadows And Images’, Konstmuseum, Malmo, Sweden; Mercat de les Flors, Barcelona, Spain;
Circulo de Bellas Artes, Madrid, Spain

‘LAUGHTER: Works by Chong Siew Ying and Noor Mahnum Mohd’, iPreciation Gallery, Singapore
‘Spring Dialogue’, Lorimer Station Studio, Brooklyn, N.Y., USA

‘HEADLIGHTS’, Valentine Willie Fine Art, Kuala Lumpur, Malaysia

‘Oil and Ink: Chong Siew Ying and Frederique Boumeester’, Valentine Willie Fine Art, Kuala Lumpur
‘Rimbun Dahan Residency Exhibition’, Rawang, Selangor

‘FRANCASIA, Encounter of Asian Artists in Paris’, Ariake Frontier Building, Tokyo, Japan

‘Through Our Eyes’, Galeri Petronas, Kuala Lumpur

‘Oth International Biennial Print Drawing Exhibition’, Taipei Fine Art Museum, Taiwan

‘4th Triennale Mondiale D’estampes Contemporain’, Chamalieres, France

‘Euro-Estampe 97’, Biennial Prints of Europe, Lorient, France

Gallery K. Trythall, Hvasser, Norway
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Lin Guocheng

1979
2002

Born in Shantou, Guangdong
Studied at Sichuan Academy of Fine Arts

Currently lives and works in Beijing

Solo Exhibitions

2012
2010
2008

‘The Sounds of Nature’, 3812 Contemporary Art Projects, Hong Kong
‘The Tree’, CIGE Fine Art Asian Young Artists’ Exhibition, Beijing
‘Joy of the World’ solo exhibition, Red Bridge Gallery, Shanghai

Selected Group Exhibitions

2013
2012

2011

2010

2009

2008

2007

2006

2005
2004

‘Mind-Scape’ Artists Group Exhibition, 3812 Contemporary Art Projects, Hong Kong
‘Fine Art Asia 2012’, 3812 Contemporary Art Projects, HKCEC, Hong Kong
‘Sit and Watch the Rising Clouds’, Group Exhibition by Contemporary Atrtists of China and France,

The Upper House, 3812 Contemporary Art Projects, Hong Kong

‘Gaomi: Alternative Landscape’, 2011 Xiancheng Biennale, Shandong

‘Hands On No.3: Obsessive-Compulsive Disorder’, DDM Warehouse, Shanghai
‘Immersion’, NUOART, Beijing

‘Emerging Artists, Part II', MK2 Art Space, Beijing

‘The City: Manufacturing Urban Landscape’, Art+ Shanghai Gallery, Shanghai
‘Introspection’, SZ Art Center, Beijing

‘Mirrored’, True Color Museum, Su Zhou

‘Remix and Share’, Inter Art Center, Beijing

100 Tales in Animamix’, Linda Gallery, Beijing

‘Youth of China’, Red Bridge Gallery, Shanghai

‘Mapping Asia: 33 Young Asian Artists’ Solo Show’, CIGE, Beijing

‘New Interface IV - Here Comes Spring’, Red Bridge Gallery, Shanghai
‘Dream and Reality’, Moon River Museum, Beijing

‘New Interface Ill - Searching the Future’, Red Bridge Gallery, Shanghai
‘Infinite horizons’, KU Art Center, Beijing

‘Hands On’, Shanghai Binjiang Creative Industries District, Shanghai

‘New Interface - Landing of Up Generation’, Red Bridge Gallery, Shanghai
‘Contemporary Art from Chongqging’, Macdonald Stewart Art Center, Canada
‘Red Peppers of Chongging’, Qindao Museum, Qin Dao

‘Facing Reality’, Chongging Museum, Chongqing

‘Dragonair Airlines Budding Artists Contest’, Shanghai Fine Arts Gallery, Shanghai
‘A Bird’s-eye Survey’, Wuse Art Workshop, Shanghai
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SBREHESILES - 8 3,812 AR
Vallée Blanche, Chamonix, 3,812 meters above sea level

About 3812 Contemporary Art Projects

The creation of 3812 was formed by a moment in time that for Calvin Hui is
a lifetime memory; in the winter of 2010, Calvin stood with friends precariously upon
a ridge of ice staring down at the magnificent Vallée Blanche (The White Valley), 3,812
metres above sea level. To ski there in the shadow of Mont Blanc was like stepping
into a beautiful painting where ski turns carving in the snow left a signature much as a
painter leaves his brush strokes upon a canvas. Captivated by this moment, as Calvin
skied at the height of 3,812 metres, he saw a new horizon and a fresh perspective,
here he chose to pursue a new chapter in his life and 3812 was born.

3812 Contemporary Art Projects is located in Wong Chuk Hang, with 7,000
square feet creating one of the largest contemporary art spaces in Hong Kong. Calvin
endeavors to find and actively promote artists who have the potential to develop in
the long term; as well asbuilding a bridge for artists, galleries and collectors through
exhibitions and art projects; inspiring the public to think about the outlook and
development of contemporary art.

In recent years, Calvin has organized a number of successful exhibitions, “As
| have learnt to reflect on and draw inspiration from my understanding of art, | have
discovered a passion for Chinese culture and art, this exploration of my own history
has helped me to understand Chinese art and its relationship to our culture, as well
as the development of contemporary art which draws upon our past traditions whilst
embracing our new role in the world”. It is his passion towards traditional Chinese
culture, which has lead to the development of this exhibition.
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