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Foreword

Mind-Scape 111

“Mind-Scape” artist group exhibition concentrates on the
introspection in the process of creating from the artists
themselves: how to look closer with their eyes, how to sense more

with their mind and how to create by their hands.

“I shut my eyes in order to see", said Paul Gauguin, the master
of Impressionism who believed that artists should observe not
only the object but also the inner side of themselves in order to
create intensive experiences. The history, spirit and magnetism of
Chinese culture and spiritual traditions studied by poets, artists
and intellectuals had defined and altered their experiences and
continue to be interpreted by today’s artists as they understand

and encounter the cultural legacy of their ancestors.

An annual exhibition of 3812 Gallery, “Mind-Scape” rediscovers
the “naturalness” of Chinese spiritual culture and explores
the latest artistic expression. “Mind-Scape III” artists group
exhibition exhibits a series of contemporary ink artworks by six
participating artists; Wang Huangsheng, Sang Huoyao, Peng
Kanglong, Lin Guocheng, Yu Yang and Chloe Ho.

The artistic creativity of Wang Huangsheng, Director of CAFA
Art Museum is from rich experiences gained throughout his life.
“Moving Vision” and “Trace Vision” series depict curved lines
intersecting and encircling each other with controlled movement
and speed as they knit together compositions that are full of

tension and spaciousness.

As the prophet of “Jing Xiang”(Scenes of imagery), Sang Huoyao
has strict standards on selecting the water for his painting. The
delicate ink blocks revealed the beauty of ink properties on silk
cloth as well as the rich transparency and exquisite texture created

from the crystal intention and potent brushwork.

Taiwan artist Peng Kanglong treads an unfamiliar path. Instead
of diligently following blank-leaving (leaving blank on paper)
principles of traditional Chinese landscape drawing, he focuses
on the use of empty space. With fully filing the canvas with a lot
of lively details to the point of saturation, Peng creates the flower,

grass, mountain, rock, cloud and fog with spirit of vitality.

Lin Guocheng’s mastery use of a humble pen to draw
painstakingly detailed works, who has been inspired by both
traditional aspects of Chinese ink as well as western sketching
techniques. Notably, Lin draws upon his belief in the beauty of
nature, and mesmerizing in their detail and hauntingly beautiful

in their spiritual essence.

As a member of “Cold Ink Abstract Ink Art Group”, established
in Beijing in 2013, Yu Yang secks his inspiration from
minimalism and abstraction. An orderly and almost regimented
uniformity is at odds with the fluidity of ink, showcasing this
emerging artist’s ability to capture the unique nature of ink
with an unstructured blend of ink and colour wrapped around
wooden straps in a geometric order releasing tension to create an

unexpected suppleness.

Chloe Ho’s passion is revealed in the movement of her work.
Her unique combination of ink and coffee captures the
flowing essence of water, an integral component of ink art in
a contemporary and haunting way. Chloe’s interpretation of
established genres from classical literature to modernist art has
recognized her as a leading contemporary of Chinese ink art

development.

As the founder and director of Ink Asia, I am always exploring
and searching for future development of Chinese ink art,
especially its connections to our traditional heritage and
our immediate future. I would like to share my passion for
appreciating our growing acceptance ‘of” and pride ‘in’ our
cultural legacy and our strength to build from this a culturally
important future. “Mind-scape III” captures these elements,
which are the natural and spiritual fundamentals of our heritage
as expressed with a deep personal connection by each individual
artist. It is a journey through the imageries shown connected by
the relationship of nature and human, of open hearts and minds

from traditional influence to contemporary freedom.
Calvin Hui

Founder and Artistic Director
3812 Gallery
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[Excerpt] Electrified Lines: Moving Vision

Dr. Katie Hill

In Wang Huangsheng’s ink paintings, curved lines intersect
and encircle each other with controlled movement and speed,
the lines travel through space to form a singular yet mass
movement, coming and going as they please to knit together
compositions that are full of tension. Overlapping lines
are woven to cast faint shadows on the canvas; if stretched
taut; these lines extend boundlessly until they enter another
dimension. Appearing on an empty canvas, the cluster of
lines appear on a spacious void, the emptiness taking up the
top part of the painting. As if controlled by a magnetic force,
the lines tread a muddled path, this tension between the

material and non-material endows the lines with personality.

The ‘Moving Vision’ series has a pure uniqueness, strangeness
and light speediness to it, imbuing the composition with
an atmosphere of enchantment, pulling viewers from the
real, concrete world into the metaphysical world, bringing
to mind ideas of space and gravity, yet these two words are
only ever discussed among professional physicists. Professor
Wu Hong-liang once mentioned in an art book essay, “Aside
from the interweaving lines, the canvas of ‘Moving Vision’
6 is enveloped by a void of darkness, illuminated only by
the brightness at the centre, which is casted out in rays of
light, directing the viewer’s eye to a far-off light source. Faint
spots of light appear like comets, as if keen to explore the
mysterious unknown.” The painting emits light, or hints at

an eerie sense of space.

The imagery of the universe or metaphysical structure offers
a different interpretation of ‘exploring the unknown’, In
other words, the concept of never-ending fluidity - man and
nature undergoes endless transformation, space and time
intersect continuously. This reasoning reminds of Greek
philosophy, but also harks back to The I Ching. According to
Professor Yu Yih-hsien, “As one of six Confucius classics, The
I Ching includes rich and deep philosophies about fluidity of
time and the universe, philosophies that laid the groundwork for
the development of Confucianism and Daoism in the Pre-Qin

dynasty.”

If T and ‘Ching’ are at the heart of this classic, then art is the
medium through which Wang Huangsheng is transforming
his rich life experiences into ever-lasting creative power. Inner
freedom turns into endless possibilities. As this freedom-
inspired power is inexhaustible, it’s something that the
artist desires. In the 1980s, artists like Xu Bing and Huang
Yong Ping devised a new artistic language while negotiating

between the Eastern and Western way of thinking.

Wang Huangsheng’s works also encompasses cosmology,
abstract and conceptual art - the result of a multi-cultural
background - and most recently, subject matters inspired
by the sciences and humanities. Yet this focus can be
attributed to the milieu in which he was raised, and his deep
connections with Chinese philosophy and way of thinking.

That is, The I Ching, the origins of Daoism.

The I Ching had a huge influence on Western artists during
the 1960s and 70s, including the likes of John Cage, Robert
Rauschenberg and John Baldessari. Its influence on the
United States could be stated as such, “originating from Asia,
the new way of looking at the world transformed American
art and culture, inspired a rethinking of the self, identity and

masculine-fuelled American spirit”

In Wang Huangsheng’s art, the sense of individual identity
isn’t immediately apparent, yet in his explosive ink paintings,
the artist seems to have given an emotional response to
the destructive and disastrous nature of the 911 incident.
The brush is skillfully wielded across the canvas, the traces
of ink evoking images of collapsing architecture and loose
fragments. The malleability of ink allows Wang Huangsheng
to develop a rich visual language endowed with a strong
subjectivity and fluidity, at once appearing as a whole or in

fragmented remanents.
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Trace Vision 161003

70 cm x 140 cm
Ink on paper
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Trace Vision 160923
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Ink on paper
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Trace Vision 160924

98 cm x 98 cm
Ink on paper
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Moving Vision:
Heart Sutra-March in Spring

70 cm x 140 cm
Ink on paper
PR T

2016
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Moving Vision 150405

45 cm x 50 cm
Ink on paper
KE A
2015

#% - R 150405-2
Moving Vision 150405-2

45 cm x 50 cm
Ink on paper
KE AR

2015
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Moving Vision 150408

70 cm x 140 cm
Ink on paper
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e
Old Vines

98 cm x 180 cm

Ink and colour on paper
KEFE KA

2015
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Born in Shaoxing, Zhejiang Province, China

BERTEHENERESZR - AL
Graduated from China Academy of Art, Master Degree of Chinese Painting

FTHREMAAREZEEZE > FHERE KK BX—REMEA
Member of Artistic Committee of Chinese National Academy of Arts,
Vice-president of Chinese Imperial Art Academy,

National A-level Artist
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Currently works and lives in Beijing and Hangzhou
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Crystal Intention and Potent Brushwork, Predecessor of All Brushstrokes
— Status of Ink Wash Paintings by Sang Huoyao

Jia Fangzhou

While contemplating the paintings by Sang Huoyao, the
words by Popper sprung to my mind: "The art is in a state of
flux, and great art only changes under the influence of its own
subject.”" What is the art's own subject? These are, as far as |
am concerned, the numerous questions concerning the art
itself. In judging whether an artist has produced great works
and achieved attainments, you must see whether they have
made achievements in the “own subject” of the art. It can be
hardly said that an artist, once departed from the study and
discovery of the own subject of the art, has made worthwhile
contribution to related areas. Therefore, as an artist, he has to
settle down and immerse themselves in the advancement and

development of the art.

The efforts in advancing the ink wash painting by Sang
Huoyao are patently manifest. Furthermore, this advancement
begins with, first and foremost, the area of ink wash painting
itself and those of the foundation and ink painting materials
and ink painting language. In this respect, those fond of
deep meditation and empty talk will take a dim view of it
in actuality, the development of ink wash painting is closely
connected with the materials and corresponding skills on
which it relies. The brushwork for traditional paintings has
a long history, and the advent of ink wash painting emanates
not from ink, but rather the “water”, which is time and
again ignored by people. Water, once mixed with ink, will
presents it in varying shades and gradations, namely the
“color application” and “breaking the ink”. The combination
of “water properties” and “ink properties”, with the water
revealing and touching off the nature of the ink, provides the

opportunity for emergence of the ink wash painting.

As can be seen above, the prerequisite for formation of
the ink wash painting is the extension of skills and media.
The beginning of color application in ink wash painting,
namely “ink properties” dependant on “water properties”,
has immensely enriched the expression power of the ink, so
much so that the monotonous color of ink is even superior to
multicolor. Compared to Gongbi (a careful realist technique

in Chinese painting) figure painting and “color ink wash

painting” of the “Jin Bi Shan Shui” (Bright Color Landscape
refers to a style of Chinese painting that involves or depicts
scenery or natural landscapes), the ink wash painting asserts
its superiority for the “Shui Yun Mo Zhang” (meaning to mix
ink with water to achieve various effects on the paper), which

is more akin to the nature charm.

The first impression of the ink wash painting of Sang
Huoyao is its "Crystal intention and potent brushwork",
whereby the rich transparency feeling and exquisite texture,
and the beauty of "ink properties” of the delicate ink blocks
revealed on the silk cloth. He is well-versed in the importance
of media upon which the ink wash painting depends, so he
spared no effort in tapping the properties of the materials, in
order to bring out its irreplaceable value. Just like a modern
musician trying to discover the unique tone quality and
sound effect of the instruments in its capacity as acoustical
generator, Sang Huoyao, confronting the ink wash painting
in his capacity as a modern artist and from a viewpoint of the
media, he went so far as to make special selection on water.
This is never heard of before, since we know that the ink
wash painters place strict demands on paper and ink, and
nobody is so picky on the water. In the River Water series,
Sang Huoyao made a special statement that the water for
mixing the mineral substance and soot ink was taken from
the Yangtze River or the Yarlung Zangbo River. Though
perception for difference between pigments and ink mixed
with these two types of "water” is negligible visually, it is
hardly a fact that he was just purposely to make a mystery
of simple things. It is just this concept on the media that led
him to a new mentality and the current status. Under this
condition, it is all too natural to extend the two-dimension

of the ink wash painting to the spatial installation.

The abstract ink wash panting by Sang Huoyao begins from
a piece of “square handkerchief” of delicate ink, and we
can see “endless” possibilities resulting from the continuous
folding and arrangement. However, this “endlessness” and
“possibilities” only emerge when the artist is determined

to abandon the predetermined "what to present" mind.

& K% | Sang Huoyao / 25



Crystal Intention and Potent Brushwork, Predecessor of All Brushstrokes
— Status of Ink Wash Paintings by Sang Huoyao
Jia Fangzhou

The crystal-like delicate form, rich gradations, and the
relationship between the squares through arrangement and
folding of the squares constitute the all-inclusive contents of
the construction on the works of art; the said "contents" do
not mean the additional contents outside of the form; rather
it is the aesthetics content arising from the form itself. It is a
construct based upon the meaning of the art itself, and is a
status indispensable to any art if any progress is to be made.
Sang Huoyao named it the “Jing Xiang” (literally situation
image); however, the “Jing” of “Jing Xiang” is, as I see it, an
as abstract. I once described the process "concrete-image-
abstract” as "realistic painting — frechand painting — situation
painting" in a speech I delivered; the "situation painting”
is a term coined by me; as above described, the "situation”
corresponds with the "landscape”, while the "landscape”
is real, the "situation" virtual. The "landscape” can be
witnessed, while the "situation” is invisible to the eye; the
"landscape” is the “image”, and the "situation" is the "image
outside of the image", to wit "situation formed outside of
the image". "Landscape” is the “small image” falling within
the field of vision, while the "situation" is the invisible
“large image”. Thus, the so-called "situation painting" is
the “invisible” “large image”, namely the abstract, macro
situation. The continuous arrangement and folding of the
"square handkerchief" by Sang Huoyao is just such a state—a
kind of “chaotic world” state, detached from the "landscape”

and "image," and "image outside of the image". Thus, in

a manner of speaking, the abstract is a rational perception

of the nature and the world in an intuitive fashion. As Shi

Tao put it in the "One Brushwork” chapter of the Words j_‘]‘_ﬁ:ljj_‘]‘_ it b %‘%
on Paintings, "small but complete and crystal intention and =

potent brushwork", encompassing "all the brushstrokes". Sprmg Comes in both Shores

122 cm x 122cm
Ink on silk
KE A
2016
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PeAE IR T 3 9%
The Peach Blossom Spring No.3

60 cm x 163 cm
Ink on silk
KE R
2016
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FHIIEMEA X
April Sky of Jiangnan in My Dream

122 cm x 122 cm
Ink on silk
KE AR
2016
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A Scene of the Mountain South

122 ecm x 122 cm
Ink on silk

KE - HK
2016
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A Scene of the Mountain South ( Detail )




PALIRET 2 9
The Peach Blossom Spring No.2

60 cm x 163 cm
Ink on silk
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2016
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Between Cloud and Water

122 cm x 122 cm
Ink on silk
KE S BAR

2016
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The Peach Blossom Spring No.1

60 cm x 163 cm
Ink on silk
KE - HBAE
2016
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Currently works and lives in Taipei
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Autumn Blossom, Endlessly Flowing

Hao Yuxiang (Professor, Department of Language and Creative Writing, National Taipei University of Education)

Looking at Peng Kanglong’s paintings, there is a sense of
ambiguity that can’t be put into words; language doesnt do
Peng’s paintings justice, as an over-reliance on text will rob

viewers of the imagination required to appreciate his art.

This ambiguity is manifested in the artist’s negotiating
between two extremes. The subject matter that he explores
time and again, “flower” and “stones”, aren’t they located
on two ends of this spectrum? Soft yet solid, seductive yet
melancholic, at times dazzling for only a fleeting moment, at
times existing for eternity. Peng Kanglong organizes them in
a traditional manner, yet also imbues a sense of freshness by
injecting them with emotion; rather than appear awkward,
the different elements blends into and penetrates each other,
akin to how 'yin' and 'yang' combat and attract each other.
It's also due to this that when we look at Peng Kanglong's
paintings, an inexplicable sense of 'danger' creeps in, every
stroke appears as if it's haphazardly tottering on a wire, if
he was to lose control of the brush for just a spilt second,
or if too much pressure is applied at the brush top, or if
the brushwork appears too flighty, it would immediately be

banished to the secular world.

But it is also precisely this sense of "danger' that we can't help
but appreciate the artist's skill: how can one exhibit such
sophisticated level of control? Captivating and full of motion,
the flower petal is suffused with the promise of growth, with
every petal tip calling out to and flirting with the art viewer,
yet upon closer inspection, the flower also appears long dried
and shriveled up, wilting with the blink of an eye, blown
away to a faraway place, only leaving behind a ambiguous

and forlorn fragrance.

We're left startled. Beauty always fades, the pathos of things

. :
("mono no aware').

The exhibition's title ‘Autumn Blossom’ is particularly apt.
'Autumn Blossom' doesn't only mean lightness, but also
how line and ink appear solid, yet manoecuvre endlessly on
the page to invoke emotions, drawing out slight affectations.
There is a sense of illusion, as if the painting is coming alive
before your very eyes, whether flower buds, mountains,
rocks, clouds or fog, they all appear to be resisting the canvas'
force of gravity to float away, akin to the imagery of a slice
of moon amongst the dispersing clouds, with the passing of

time, a gust of wind gently rustles the paper.

Eternally mobile, air shuttles through flowers and leaves, past
the cracks between rocks and mountains, akin to respiration,

calm yet enduring.

This is precisely the hidden Zen, Daoism and ecastern
aesthetics behind Peng Kanglong's paintings. Instead of
diligently following traditional Chinese ink's focus on the use
of empty space, Peng Kanglong treads an unfamiliar path.
At first glance, Peng Kanglong appears to fill the canvas to
the point of saturation, a mad wantonness, his brush going
wherever his mood takes him, but upon closer inspection,
this 'fullness' is conceived from an endless multitude of
'emptiness', between every dab of ink there exists a tiny creak

and space, “flower” and “stone” are thus allowed to soar.

Emptiness and solidity, motion and stillness, 'yin' and
'yang', are able to coexist, and develop, peacefully in Peng
Kanglong's paintings. A student of Western art education,
he returns to the Eastern way of thinking in his middle age,
he not only leverages the cyclical nature of the soaring of the
flowers and rocks, 'yin' and 'yang' in his paintings, it has also

become the resting place for the artist’s body and soul.
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Blue River ( Detail )

(323
Blue River

144 cm x 77 cm
Ink on paper
KE KK

2016
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Enshrouding Mist

74 cm x 142 cm
Ink on paper

KB AR
2016
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Scent of Night

78 cm x 144 cm
Ink on paper

KE MR
2016
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96.5 cm x 188 cm

Ink on paper
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2016
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Cloudiness

249 cm x 124 cm
Ink on paper
KE A
2005 - 2016
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Verdure Trace No.1

71 cm x 37 cm
Ink on paper
KB AR
2016

itz =
Verdure Trace No.2

71 cm x 37 cm
Ink on paper
KE AR
2016
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Born in Shantou, Guangdong, China
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Studied at Sichuan Academy of Fine Arts
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", Currently works and lives in Beijing
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LIN GUOCHENG’S
GROWING LANDSCAPE

At first glance, the literati sentimentality infused in Lin
Guocheng’s mystic, surreal landscapes are reminiscent of
classical Chinese landscape paintings. Yet a closer look at this
otherworldly labyrinth unravels influences ranging from that
of Albercht Diirer to Liu Dan, a prominent contemporary
ink painter who is known for his meticulous depictions of

Chinese scholar rocks.

It can be difficult to situate Lin within a particular era, whilst
his subject matters and compositions are undeniably Chinese,
he paints with an ink pen as opposed to a brush. In that
sense, Lin is hardly a traditional ink artist. On one hand, the
moisture-laden atmosphere of his landscape, the blurry, misty
outline of distant mountains and the textured swirling trees
are a homage to the forefathers of classical Chinese landscape
paintings. On the other hand, the way the way in which he
depicts the trees via the dense, repetitive lines bears clear
influence of European sketches. Furthermore, his selective
omission of details in certain areas and the meticulousness
in others amount to an almost comic-like spontaneity. In
essence, Lin’s works are free of the academic orthodoxy,
which in turn afford the possibility of these mystical trees

and landscapes.

The Chinese way of depicting depth and perceptions are
different from that of the European traditions. There
are three different types of compositions: gaoyuan (high
distance), pingyuan (low distance) and shenyuan (deep
distance), which are respectively: a view across a broad
lowland; view from a towering mountain into the afar; and
a ‘view’ past the mountains nearby into the distance. In a
way, Lin inherited the way traditional landscape painters
conceptualise sceneries. Sometimes, between the trees and

distant merge of a landscape, lies nothing but emptiness.

Lin’s ‘depth’ is not found upon creating a three-dimensional
space within that of a two-dimensional one via visual
deception, but a different sort of depth. Each of Lin’s work
encapsulates a world composed by a labyrinth of lines,
through which the viewer identifies objects of familiarity.
Yet the trees and the mountains in his works are never
fully complete, or even ‘real’, leaving the completion of the

landscape to that of our own imaginations.

It seems as though that his pensive, desolate scenes are the
works of a romantic literati-poet as opposed to (strikingly)
the works of an ex-computer programmer. Instead of
portraying what he sees via rigid forms and composition,
he allows the lines to grow spontaneously. His trees seem
temporal, forever retaining the possibility of growth. After
all, an eternity is composed entirely by temporalities. One

can say that Lin is almost painting with time.

It is in the sentimental temporality of his works, where time
slips away quietly amidst the whirling tree branches and the
distant misty mountains, that we are reminded of something
we have neglected in our daily frenzies. In Lin Guocheng’s
melancholic, poetic imageries, one recalls a purer, simpler

version of ourselves and the world around us.
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Hidden Fragrance II

229.5cmx 151 cm

Pen and Chinese ink on paper
SHEKE K

2016
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Form and Current - Between the Mountains and the Sea

236 cm x 152 cm

Pen and Chinese ink on paper
HEKE S BRK
2016
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B H A 201605
Form and Current 201605

152.5 cm x 72.5 cm

Pen and Chinese ink on paper
HEKRE MK

2016
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B ELR 201606
Form and Current 201606

152.5 cm x 67.5 cm

Pen and Chinese ink on paper
SHEKE KK

2016
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Born in the city of Ulanhot in Inner M¢ngolia Province
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Graduated from Central Academy of Fihe Arts (CAFA),
M.EA |of Modern artistic expression of Chinese painting and research on material
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Member of the COLD INK art group
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Currently works|and lives in Beijing
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Yu Yang’s Installations of Colour Stripes:

Ambience of alternating colours and rhythm of intermittent emptiness

Xia Kejun

In contemporary Chinese art and ink art, there is an absence
of rational inquiry, following what is ongoing in contemporary
art, on how to open up an aesthetics for a more enlivened,
liberating and colourful “in-between” space, a space between the
two-dimensional painting and theatrical space, a conversation
between traditional painting and contemporary conceptual art.
Yu Yang is one of the young artists who tackles this question

head-on.

With a rarely found coolness, Yu Yang reflects on the possible
effects of a breakdown of the conventional order of ink art and
ponders on the malleability of the natural and the artificial.
He follows the footsteps of minimalism and the happening art,
but he re-orders the relationship between space and plane with
the delicate vicissitudes of ink and the musicality of alternating
Chinese paints. His art is a full expression of the tension between
ink and colour in the modes of their aleatory combination and

regular ordering.

Yu Yangs works of the colour stripes are mainly coloured wooden
stripes formed in a checkered pattern calling to mind minimalism
and abstract expressionism. The spacing between the wooden
stripes, the transition between the stripes of colours, and the
overlapping of space and colours within the frame form a space
of interwoven colours, carrying a touch of the hue displacement
and the hollowed-out window-framing typical in Chinese culture
in addition to the inspiration from the above Western artistic
movements. The alternating colours create a unique aesthetic

sense of space.

The stripes are constructed as overlapping layers to leave an
impression of intermittent rthythm of colours in the following

ways:

1. Adding texture and volume to lines. Wooden stripes are
wrapped in black xuan paper or smeared with Chinese
crimson dye, and structured in a checkered, fence-like
pattern with various colours intervening the spaces between
the colour stripes. These are no longer merely ink lines;
combined with the materials, they obtain a certain size
and thickness and come to resemble the abstract lines of

minimalist paintings.

2. Detaching lines from the plane to become installations.
These coloured stripes are arranged in such a way that,
despite appearing to be ordered according to length and
proportion, follows no particular rule in reality and can be
assembled differently in different exhibitions, sometimes
even by the exhibition workers themselves. This is an
offshoot of the artist’s vision on rule and contingency as well
as the dialectic between intention and accident.

3. Contrary to horizontal lines, these vertical coloured stripes
carry a traditional rhythm, channeling the pulsation of
Chi into the rhythm of varying lengths created through
the assemblage and making of the colour strips, which
sometimes come in the form of found objects such as used
wooden stripes or blocks. They are arranged irregularly
to create a conversation of the concave and the convex,
between ready-made bricolage and painting. In the
combination of the fluidity of changing colours and the
sense of incompleteness conveyed by junk objects, they
speak to the uncertainty of modern experience.

4. In some cases, the room is filled by stripes arranged like
a paixiao in different colours, putting us in a space of
thythmic lines enabled by a conversation between the
acoustic and the visual.

5. As these colour stripes are in different shapes, colours
and lengths, sometimes retaining their original wooden
colours, they impress the audience with a sense of motile
disorder of alternating colours, creating a scene of rhythmic
de-structured experience of colours symbolising the
fragmentation of modern life. Labyrinthic overlapping
of layers and dimensions within the frame stretches the
traditional hollowed-out garden window pattern to the
limit, giving a sense of depth and perspective to what
is otherwise an two-dimensional experience found in

traditional ink art and Western abstract art.

Yu Yang’s colour stripe works are a multitude: rhythmic colour
stripes arbitrarily overlapping each other, mixing colours and
structures. With the basic tones of black, white, earthy ocher and
landscape blue-green harking back to Chinese aesthetics, Yu Yang
draws on monochromic abstract art to reinvigorate the expressive

nature of Chinese colours in all dimensions.
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The Bending Artistic Conception No.1

140 cmx 100 cm x 3

Ink on paper, wood

MAKE - K
2016

WL HEE Nol () “
Fi# | YuYang / 71

The Bending Artistic Conception No.1 ( Detail )




 No.2
Blending No.2

160 cm x 120 cm
Ink on paper
K&~ AR
2016
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— % B 1 2ml & No.l
A Tube of Paint and 2ml Ink No.1
118 cm x 100 cm
Ink on paper, wood
MAKE - K
2016
| 1 1}
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— XA A1 2ml & No.2
A Tube of Paint and 2ml Ink No.2

118 cm x 100 cm

Ink on paper, wood

BAKE K
2016

— X A #Fr 2ml & No.3
A Tube of Paint and 2ml Ink No.3

118 cm x 100 cm
Ink on paper, wood
HAKE K
2016
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Currently works and lives in Hong Kong
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"C" is for Craving...

Mark Peaker, Co-founder & CEO, 3812 Gallery
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Chloe Ho is an artist of diversity. Upon meeting her, one is
immediately struck by her splendor. Because she is of Asian
ancestry, one does not expect her to be over six feet in height;
yet this is Chloe. She is neither timid nor shy, neither meek
nor reserved. Rather she possesses an effervescent elegance
reminiscent of bubbles in a champagne flute, each one
travelling its own path towards the surface. Chloe is every

bubble.

Chloe's paintings represent her natural artistic talent yet
also refer and pay tribute to two artists who have greatly
influenced her: Francis Bacon and Jackson Pollock. Chloe’s
bold, graphic and emotionally raw imagery is akin to Bacon's,
whereas her Abstract Expressionism, combined with her
attempts to introduce new media and her disdain of an easel
in favor of crawling over a canvas on the floor, are homages
to Pollock. Chloe captures passion in her work but shields
it beneath a layer of self-doubt. Her works are fluid, almost
breathing as they convey an intimate moment of reflection—
a young person looking ahead to when she is old and looking
back on a life already lived. She captures the tempest of time

with an evocative elegance.

In Chloe's pen and ink drawings, she continues this
meditation on time. Movement becomes an essential element,
like seaweed caught in the flow of currents. That movement is
sometimes smooth and harmonious, while at other times it is
jagged and dissonant. Chloe embraces her own vulnerability,
turning moments of heartache—emotions that most of us
hide from others—into creations of beauty. While we seldom
allow our yearnings to surface, Chloe has the courage to

expose hers in her art, for all to sce.
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FATFH [&II
Parallel Universe I & 11

297 cm x 56 cm x 2

Chinese ink, coffee and acrylic on rice paper
BIKE oo W& A

2016




84 / {83 | Chloe Ho

RIR
Wellspring

124 cm x 205 cm x 2
Chinese ink and acrylic on rice paper
B %A
2016

{7 B3 | Chloe Ho / 85



2l

Blue Mountains

61 cmx 198 cm

Chinese ink on rice paper

HEKE AR
2016
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TR HNL 2 8 T
On Mount Olympus II

94 cm x 120.5 cm

Chinese ink and coffee on rice paper

FEKE gk AR
2016
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The Dreamer

124 cm x 203 cm

Chinese Ink and Coffee on rice paper
EIKE ek~ AR

2016
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On Mount Olympus I

59.7 cm x 84.5 cm

Chinese ink and coffee on rice paper
FRIAKE e A

2016
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Tiger Mountain

&

121 cm x 182.5 cm

Chinese ink and coffee on rice paper
FRIKE ok AR

2016
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3812 Gallery is an ultra-contemporary art space located in a
traditional neighbourhood in Sai Ying Pun, Queen’s Road West, on
a slope that was once called “Squirrel Bridge” or # 1¥#& in Chinese.
3812 Gallery is unique in Hong Kong, with its own garden, terrace,
a private salon and a dedicated exhibition space with a ceiling
height of more than 4 meters. Aside from gallery exhibitions, we
offer a diverse range of cultural programmes and collector’s events.

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

contemporary periods with a specific focus on ink art.

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

Asian art galleries.

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

the name is an homage to that memorable day in the French Alps.
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