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"What is in the painting reflects what is in the heart. The heart is our
awareness that embodies all the knowledge and emotions in both our

FERE DO TUEERENE L0 AT L SRR TS AR S E R R subconscious and conscious mind. The heart and the paintings are hand
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sema  mmem . in glove where the heart is the source of the paintings which in turn is the

== materialisation of the heart. Safekeeping the heart, the paintings are waiting
to be unlocked and discovered.”
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MIND-SCAPE V

Mind-Scape

Eastern Imagery and Contemporary Dialectics

Curated annually by 3812 Gallery since 2012, Mind-Scape is a series
of exhibitions with an astute perspective of academic history. With
the official opening of 3812 London Gallery last year, Mind-Scape
also marks its debut in the new gallery space, building on previous
intellectual subjects while assessing and affirming the core values and
aesthetic acumen of 3812 Gallery.

3812 Gallery upholds the notion of “Eastern origin in contemporary
expression”, which calls to mind the emphasis on the connection
to nature in Chinese culture and the trajectory of development
in its “confrontation to the here and now”. Notably, through the
modernisation of China and the constant engagement between the
East and West over the last century, the definition of “Eastern” is
eschewing the unilateral insider-outsider division. It embraces the
truths of Universalism, epitomising the Eastern values and spirituality
which manifest in the interplay between the social, cultural and
artistic spheres. As artists across generations continue to explore
new languages and approaches, opening up the door of imagination
in the East, materials and media are no longer the only expression.
“Contemporary expression” is not a superficial slogan, it is a new

horizon in the contested ground of artistic practice.

So where does origin come from? And where is contemporaneity
leading to? 3812 Gallery proffers an aperture through which the
structure of modern and contemporary art in greater China is
examined on the premise of Westernisation anchored in Chinese
values, ensuring a line of vision that allows one to discover the
sublimation of Oneness and the essence of conceptual imagery in
traditional Chinese art. Moreover, the gallery also emphasises the
distinguished non-representational characteristic inherent in Chinese
art, in which the quintessential Easternness is revealed intuitively
unrestricted by forms and styles. Against the contemporary aesthetic
and artistic criticisms, the East is reconstructing itself through the
geopolitical redistribution of history, culture, art and aesthetics based
on Michel Foucault’s Theory of Discourse and Edward Wadie Said’s
Orientalism. As such, the East, even in its self-evaluation, is no
longer about the aloofness of landscape and poetry. It has become
a new phenomenon of contemporary art embraced by creators and
the epitome of the rapid changes of society legitimised by aspiring

cultural movements.

It has long been the mission of 3812 Gallery to open a critical discourse
on the transformation of Chinese modern art to contemporary art
in the era of globalisation. To understand such complexities, on one

hand, the essence of Eastern spirituality needs to be identified in the

framework of traditional and modern formalism; on the other hand,
one must admit the end of the history of ideology and confront the
present with new subject matters and innovative ideas, and go beyond
the reductionism of the media. Presenting the group exhibition from
the angle of a representative of artists consolidating its portfolio, the
gallery is attempting to explore and visualise the underlying dialectics

within the development of Eastern modern and contemporary art.

What brings the eight artists, Sophie Chang, Chloe Ho, Li Lei, Liu
Guofu, Qu Leilei, Wang Huangsheng, Wang Jieyin, and Xue Song,
together are their shared artistic expression of diversity and multi-
dimensional articulation of the visual, aesthetic and cultural as
mentioned above. Incorporating Western abstraction into classical
Chinese painting, Wang Jieyin’s works are the starting point of
“Eastern origin with contemporary expression”. While the majority
of his works is still landscape, the artist does not limit himself to
traditional techniques and media. In the seemingly traditional
landscape compositions that can be traced back to Song Dynasty,
Wang tactically utilises the properties of oil and acrylic in such a
way that from a vantage point his works are rendered with intense
free-hand brushstrokes of the old masters. Yet on closer inspection
the use of patterns, colour blocks and layering technique from the
West are revealed, and the sense of serendipity, improvisation and
amorphousness permeating the canvas evoked by the ruptured
irregular forms are at once physical and visceral. In his endeavor
to harmonise Chinese traditional calligraphic style and Western
abstraction, Wang is recognised as one of the foremost artists in

introducing Eastern imagery to modern paintings.

In addition to breaking free from traditional formalism, Li Lei’s art
is also a liberation of the inner self, which is reflected by his use of
intense colours and expressive brushstrokes. In its bold yet meditative
composition of large colour fields and sporadic splatters, Li’s works
are highly spiritual, and a sense of dynamism penetrates the canvas in
the interaction between the highly saturated paint and ink. Despite
the difficulty in controlling the colours and emotional connection, the
artist never fails to stimulate the audience visually and emotionally
with his masterful use of contrasted colours, expanding his abstraction
into the realm of Expressionism. Relatively speaking, Liu Guofu’s
works are more recent in this group exhibition. If Li Lei is a wanderer
in search for spiritual redemption, then Liu Guofu’s works are the
pursuit of the Taoist spirit and the vigor of ancient paintings through
the veil of his misty and tenuous palette and jade-like texture. From
the momentous landscapes of the Song Dynasty to the ecstatic

paintings of the Yuen Dynasty, the artist has come a long way in the

journey to modernity, and what makes the artist remarkable is that
he has taken one step further in redefining the relationship between

brushstrokes and poetic resonance.

Unlike the above artists, Sophie Chang is better known as a Taiwanese
philanthropist and a successful businesswoman of a semiconductor
company listed in Fortune Global 500. And as an artist, her
background, together with that of another artist Chloe Ho, is rather
unique, because they first began with formal training in the West.
Inspired by the Impressionists, Sophie started to develop a personal
painting technique, where her skilled control of texture, the almost
tangible tension, the rhythmic colours and all-over composition work
seamlessly together to create a unique and alluring aesthetic. Abstract
at first glance, her paintings retain traces of representational forms and
subjects, alluding to a kind of decorative bas-relief. Using the abstract
expressionist approach to convey her emotions, a trait shared by the
most genuine artists to interpret their true self, Chloe Ho’s earlier
works hint at the footprints of both Jackson Pollock and Willem de
Kooning. However, Chloe’s art is firmly grounded in Eastern culture,
it is a repatriation to Eastern aesthetics. Her most recent works evince
the inextricable link between ink and a range of media of which the
interaction becomes part of the art. With more and more Eastern
elements in her art, Chloe consummates the depiction of nature with
her striking balance between chance and control.

There are two important elements in the transformation process
of modern art to contemporary art: the use of multimedia and
concepts in relation to contemporary culture. Known for his creative
appropriation of mass media prints and his use of burned and
fragmented materials in his collages, artist Xue Song is undoubtedly
avant-garde. Thanks to him, the reincarnation of art through the
act of burning seems to become a norm, but more than purely
destruction, Xue’s art is a practice of Cultural Decontructivism, where
his satirical criticisms of the post-modern era are communicated
through reconstructed forms, juxtaposing colour fields and labyrinths
of equivocal cultural symbols, his pine trees or mountains barely
recognisable, challenging the eye’s perception of the viewers. Against
the background of industrialisation and countless propaganda of the
mass media, the artist is melding his unique use of evocative colours

into his chaos-induced technique on the picture plain.

For close to forty years, The Stars Group always belongs to the first
page of the studies of Chinese contemporary art, leaving in our
memory the discourse of the Cultural Revolution, the fantasy of the
New Culture Movement and the era of Idealism. Since the first Stars

Group exhibition, Qu Leilei has long been raising questions about

personal, racial, national and familial issues. The reason for Qu’s
application of the traditional medium ink is not to simply revisit old
topics, but to capture the spirit and the cultural atmosphere of the
era. Chinese art scholar Michael Sullivan said of the artist, “he shows
how the Chinese medium of brush and ink, which is traditionally
a linear art, can, through skillful and extremely subtle gradations of
light and shade, produce those ‘tactile values’ that is at the heart of the
art that he admired”.

Wearing multiple hats in the cultural front, Wang Huangsheng is
an artist, museum director and art historian who has been following
the course of contemporary culture for many years, and his artistic
practice traverses the traditional, modern and contemporary realms in
multifaceted forms. His “Metaphor Visions” series for this exhibition
is the artist’s reexamination of the idea of boundary and authority,
suggesting his deep seated consciousness inherent in modern
intellectuals and his involvement in such important topics as the
culture, reality and history. These works do not serve as a symbolic
function of high culture, neither are they for visual pleasure, they are
rather the reconstruction of cultural memories through which the
politics and multicultural reality in the globalized environment can be
more closely ruminated, at the same time keeping us aware of possible

boundary-crossing behaviors in the society.

From the very beginning, 3812 Gallery has taken “Eastern origin
with contemporary expression” as the point of departure with an
aim to develop overarching narratives encompassing the modern,
postmodern and contemporary. The group exhibition “Mind-Scape”
is the gallery’s effort to bring ink art and its development under
the spotlight of globalization, through case studies and contextual
analysis based on the academic and operational judgement of an
institution. If an exhibition is a dialogue, then “Mind-Scape” is
a continuous conversation on Eastern philosophies and the ink
spirit. This particular edition is putting even more attention on
the multifaceted conditions of contemporary art practice in greater
China, as well as the development of the Asian market in the last
decade since the return from the post-colonial Orientalism led by the
West to the self-directed national and ethnic culture. However, this is
not a degeneration to nationalist protest, but a genuine reflection on
the transcendence of Eastern ink art after integrating with Western
approaches. How do we develop such discourse? The narrative of

“Mind-Scape” has yet to finish.
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ophie Chang, born in 1944 in
Taiwan. She works and lives in
Taipei.

Sophie Chang’s profound, artistic
style has evolved from many years of
meditation. This meditative process
has focused her mind on nature
and manifested in her unique ‘inner
landscapes’. Beauty is integral to
Chang’s expressive works and she
has developed her signature “Chang
Style Technique” to produce dynamic,
abstract landscapes with vivid colours
and brush strokes that express her
vast inner vision. Chang’s technique
‘shapes’ the paintings, layering new
paint on top of old. Chang combines
both abstract and Chinese painting
styles and this fusion of oil and ink
painting techniques, invites the viewer
to form a deep emotional connection
with the objects of her paintings.
Chang'’s first solo exhibition ‘Sincere
and Genuine Vows’ was held in Fo
Guang Yuan Art Gallery in 2011.
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MIND-SCAPE V

Sophie CHANG

Sophie Chang: An Introduction

Painting has always been an outlet for Sophie Chang’s emotions and
creative energy. Since she began to study painting in 2006, Chang has
developed a unique voice, technical mastery and considerable talent
based on her intensive study of the works of European, American, and
Chinese masters. Undoubtedly Chang has also been greatly influenced
by years of meditation and inner reflection, which resonates with the
Eastern philosophical and spiritual thinking rooted in Eastern culture.
Expressing her subjective mind and soul through abstract artworks
allowed Chang to focus her mind on nature, every brush stroke
capturing each emotional shift and each layer of paint creating the

unique ‘inner landscapes’ that have become Chang’s signature.

Towards the end of 2016, whilst in her studio, Chang accidentally
splashed a layer of paint on an unfinished painting. The next day, she
found that due to different rates of expansion and contraction, the

paint on top had cracked into various shapes, allowing the diverse

By 3812 Gallery

colors beneath to peek through. Surprisingly, the oil paint became
rough in texture, with the shrinking of the upper paint layer naturally
forming venous, mountainous patterns. Beauty is integral to Chang’s
expressive works and this unforeseen process provided Chang with
the spiritual nourishment to forge her own abstract vocabulary and
develop her “Chang Style Technique”. These dynamic, abstract
landscapes with vivid colours and beautiful textures have become
symbols of the shifting realities of the world and the artist’s nuanced

responses to and reflections on them.

2019 marks the first time that Sophie Chang’s paintings will be
presented by 3812 Gallery. In the ‘Mind-Scape V' summer group
exhibition in London, Chang will present three new works- ‘Green
Seeding’, ‘Mirroring Pond’ and ‘Floating Life- as part of 3812’
established stable of artists.

10

n

Green Seedling

Green Seedling: Green is a color. When we see green, we feel cool,
fresh, and without worry. Green seedlings are fresh shoots, a pure
heart. When we have a pure heart, we are not far from enlightenment.
For the pure heart, what matters is innocence and clarity. Morality

comes later.

People have simplicity to them, the true nature bestowed by the
heavens. In essence, it is tranquil and serene, bright like the sun and
moon. It is a steadfast heart, the heart before it moves into action.
Simply put, this is the “enlightened mind.” Commonly, all people
in the world are born good. This is the original good, the original
beginning, and the totally unblemished pure heart.

Green Seedling comes from the following passage by Budai: “The
hands fill the paddies with green seedlings, you look down and see
the sky in the water. The six tranquil directions form the path. To step

back is to march forward.”

The Monk Budai wrote this koan after watching farmers plant the
fields. The Way is rooted in nature, and permeates all lives, but the
life of the farmer is the closest to the Way. They know the heavens
and the seasons and they revere and worship them, planting in spring,
farming in summer, harvesting in fall, and storing in winter. Their
lives are simple, happy and content. This koan encompasses the great

mysteries of nature.

Mirrored Pond

“Mirrored pond” is a metaphor for the heart. “Open and uncovered”

it is like a mirror, bright and clear.

It originates from the following passage from Zhu Xi, Reflections While
Reading;

“A small mirrored pond, open and uncovered, where the sun and
clouds linger and leave. I ask how it stays so clear. It is because it is

constantly fed by a stream.”

The first sentence in this passage emphasises that because the water
is so clear, we can see the sunlight and clouds reflected on its surface,

just as the heart can penetrate a profound text to reach its meaning.

The second line asks how the water is able to stay so clear, as though
questioning how one’s mind can remain clear after gleaning insights

from reading.

In the final sentence we are provided with the answer: “it is
constantly fed by a stream.” That is to say, as one reads more books,
and understands the thoughts of sages from the fresh water of this
wellspring, one can understand the ways of things, and have the
endurance to continue the pursuit of knowledge and continuously
press forward. Only then can we clear out distracting thoughts, and

clear our minds.

Floating Life

“It comes with no trace and leaves with no trace”: where do people
come from when they are born? They have no trace. Where do they
go when they die? They leave no trace. Birth, death, all leave no trace.
“Coming is the same as going”: one day, a Zen master was going door
to door to seek alms, and came to the house of a benefactor just as
they had given birth to a son. The Zen master heard this, and began
to weep. The benefactor was not happy: “We have a new precious
child in our family, and everyone is happy. Why do you weep with
such sadness? It will bring us misfortune!” The Zen master said,
“I cry because your family now has another person who will die.”
Most people think of birth as joyful, and death as sorrowful. For
enlightened ones, birth is death. Where there is birth, there must be
death. Why only be sad when the death happens? This illusory life is
always destined to return to the earth. Birth and death are one and
the same.

“What is the need to further inquire this floating life? It is but a
dream”: human life in all its forms is an illusion. Life and death
are but dreams. The sea of woes is without end. We must not be

enamored of life, or dream of death. We must instead seek release.

Floating Life is derived from the passage by Bird’s Nest Zen Master:
“It comes with no trace, and leaves with no trace. Coming is the same
as going. What is the need to further inquire this floating life? It is but

a dream.”
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Mirrored Pond LHMFYE
Oil on canvas RELRE
91 x 72.5cm 91 x 72.5cm

2018 2018
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Green Seedling

Oil on canvas

Total: 194 x 260cm
Each: 97 x 130cm (in 4)
2018

Sophie CHANG

i

REHEY

EFHFT 194 x 260cm
&g : 97 x 130cm (H 418)
2018
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"It comes with no trace, and leaves with no trace. Coming is the
same as going. What is the need to further inquire this floating
litfe? It is but a dream.”— Birds Nest Zen Master

REFHEEEN A LR, » KERBFE—[R] ; (IABRIFESE » HIFEREH o B

Floating Life BE
Oil on canvas RELRE
91 x 116.7cm 91 x 116.7cm

2019 2019
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hloe Ho, born in 1987 in California,

USA, belongs to a new generation
of talented artists born in the 1980’s.
She works and lives in Hong Kong.

The fundamental idea of human
existence is at the core of Chloe’s
art, in which the artist explores the
ambiguity of identity through the
existential flow of ink. Chloe makes
a bold statement through the use
of traditional mediums presented
from an original perspective. Her
work always shows an eye for the
unexpected, yet aesthetically familiar.

In 2017, Chloe held her solo exhibition
“Ascendence” at Hong Kong Arts
Centre, organized by 3812 Gallery. In
the same year, she was the first Hong
Kong artist to receive the honour of
“Martell Artist of the Year in Hong
Kong”. In 2014, she held successful
solo exhibitions in Forbes Gallery,
New York and 3812 Gallery, Hong
Kong. Chloe has also featured in
group shows in the San Francisco
Bay Area, Hong Kong, Beijing and
Taiwan. Her works are held by
private collectors in England, France,
Switzerland, Singapore, Tokyo, Hong
Kong, America (Washington, New
York, Boston, Los Angeles, San
Francisco and Florida) and Mainland
China.
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Step Inkside

Chloe HO

By Calvin Hui
Co-founder & Artistic Director,
3812 Gallery

Excerpt from "Ascendence: Chloe Ho Contemporary Ink Art Exhibition" catalogue published by 3812 Gallery, 2017

To appreciate ink art, one must understand the terminology of the
traditional art form in a philosophical context of Chinese culture,
Shuimo ( 7K 28 ) - “Shui” (water) and “Mo” (ink) - reflects the
eminent role and symbolic image of water inherent in ink art. Still
and fluid, shapeless and endless, water is the fundamental element
in nature and the source of life; its properties and yielding nature are
the projection of life which the ancient wisdom believed is governed
by the force of Yin and Yang. In Taoism, “water does not resist, yet
it conquers all”; it brings vitality and maintains the circle of life. It is
through this profoundly philosophical understanding of water that
artists connect spiritually with nature, and use the medium ink to
translate their personal experience and inner world, the mindscape of

the artists.

The modernization of ink art is going through a critical moment.
Coming along its long history and tradition, connecting with
everyday life and the spiritual realm in the East-Asian societies, it is
necessary to understand how the transformation of ink art represents
and enhances Eastern aesthetics and value. Against the background
of this exceptional cultural offering, contemporary ink artists inject
new vitality and modern identity in ink art that nod to its cultural

heritage, discovering innovation within tradition.

Born in the 80s, Chloe is a young talented artist of diverse
background, Chloe’s father is Chinese and her mother is American
and her family has a long tradition of collecting Chinese ink art. She
was educated in both Hong Kong and the United States and after
completing her studies in the United States, she returned to Hong

24
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Kong and started her career as an artist. If Chloe’s multicultural
background is the canvas, then her passion for art, her psychological
complexity, and her broad and insightful comprehension of the world
are the individual brushstrokes that set her apart from the others.
Chloe is undeniably an ambitious artist who has established skills and
unique vision in contemporary ink art; her highly personal artistic
discourse can find its root in her family and upbringing shaped by the

sophisticated and diverse cultural environment.

Often immersing herself in not only visual art but also music and
literature, Chloe is conversant with both Eastern and Western
cultures and traditions, which has led her to the investigation of
human existence and the search for her own identity. As an artist
whose principle medium is ink, Chloe revers the sublime of nature
and the profundity of Eastern philosophy; and as an artist who
received Western education, she is bold in expressing herself with
unexpected contemporary media. To me, Chloe is the artist who
gives individuality to form and expresses her own understanding of
the connection between the spiritual and material world through her
unique approach. She embraces what the modern world has to offer
with open arms, yet she is not afraid of taking a path less traveled,
striving to find her own stance in the convergence of tradition and

modernity.

The fundamental idea of human existence is the core of Chloe’s art,
in which the artist explores the ambiguity of identity through the
existential flow of ink. In each step of our evolutionary progress, we
wear another layer of identity, burying our thoughts of many desires,
suppressing our hidden emotions, and concealing aspects of our true
self, our roots and human nature. Through her ink works, Chloe
communicates her view about the nature of human; in her works
Ascendence I and Ascendence II, at first glance, one sees a monumental
mountain; however, on a closer look, the mountain is composed of
individual men. Does the law of nature shape human, or vice versa?

The inter-relations between human, nature and the mystical universe
are the biggest subjects both scientists and artists are trying to
conquer. As science and technology continue to advance and decode
the law of nature, the question of where we came from and where we
are heading remain up for debate. We also question what art means
and how to value its aesthetics and spirit of craftsmanship in the

digital age.

By presenting digital works that were created based on her ink art,
Chloe helps the viewer to find the key to unlock the link between
past and present and the essence of what makes us human. In her
first attempt of creating a Tilt Brush digital art installation, Chloe
intended to engage with the viewers in a virtual dimension, where
she created a mysterious world of nature in what she described as
the void. Flowers pulsated with her heartbeat in a digital universe, a
fascinating manifestation of the relationship between human, nature
and the modern world. As Chloe explained, “The use of technology
relates to the show as a whole, it is very much about ascendence,
about how human beings now see technology as part of our evolution,
integral to our survival and how we are going to develop. It is about

human using technology to transcend their animal nature.”

Since the very beginning, it has been a mission to promote the value
of Chinese culture and aesthetics through my gallery and art fair
platforms in this rapidly changing modern society. Chloe’s art is the
visual presentation of the complexities of human existence, where
the ascendence of humanity is realized through the convergence
between innovation and ink, a medium with thousands of years of
history. From an art historical perspective, tradition and innovation
always hinged on each other, instead of rejecting each other. Artists
build upon traditional values to demonstrate innovative spirit. It
is a constructive process where tradition forms the backbone of art

practice that provides artists with a meaningful direction.

Chloe has said that, “art is changing and not static” and her visionary
perspective towards art and life earned her the honorable title “Martell
Artist of the Year in Hong Kong” in 2017, recognising her cutting-
edge artistic vision and achievement as a young emerging artist who
is brave to reinvent tradition to make art relevant to contemporary
society. Chloe’s art truly reflects the essence of contemporary ink of
which the aesthetics and potential go beyond its physical property.
I hope Chloe’s Ascendence provides everyone a chance to discuss
shuimo’s contemporaneity and futureness in this digital age.

We welcome you to step inkside Chloe’s universe with us.
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The Dreamer =R
Chinese Ink and coffee on rice paper FRE K R ~ INWE ~ A A
124 x 203cm 124 x 203cm

2016 2016
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Ink Eruption

Chinese ink, coffee and
acrylic on rice paper
184 x 155cm

2017

Chloe HO

FOKHYIEEE

FREL KR DIE OB ~ AR
184 x 155cm

2017
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"In Taoism, 'water does not resist, yet it conquers all”
it brings vitality and maintains the circle of life.”
— Calvin Hui

HEBEGBHRTE—G | DKENSYMAIF) ; ERXMERED ) » LETR o

— FFRlEE

Volcano Xl

Chinese ink, acrylic and FREIZK 2 ~ BIHE ~ PO ~ A
coffee on rice paper 155 x 126cm

155 x 126cm 2017

2017
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i Lei, born in 1965 in Shanghai. He

lives and works in Shanghai. He is
the Deputy Director of China Art Museum
and a Professor at Tongji University.

For over 20 years, Li Lei has been
engaged in the creation of, and
research into Chinese abstract art.
He has endeavoured to combine the
core concepts of Chinese culture with
the international language of mature
abstract art and to create a path for
abstract art in China. His painting
series include Zen Flowers, Drunken
Lake, Shanghai Flowers, Memories
of South and Flames at Pompeii.
In 2014, he began to experiment
with space integration art, taking
spatial narrative, spatial expression
and spatial analysis as objectives
of his dramatic visual practice. The
development in Li Lei’s painting
has been described, and his style
identified as “philosophically eclectic
and ‘moderate’, a distinctively
Chinese kind of poetic abstraction”.
Li Lei has had solo exhibitions
in Beijing, Shanghai, New York,
Frankfurt, Linz, Boxmeer, Amsterdam
and Brussels.
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[iLei's Poetic

(excerpt)

III

It seems that poetic abstract art is closely connected with Expressionist
abstract art, but it can not simply be classified as Expressionism.
Because it goes farther and digs deeper. Li Lei’s paintings are not
only full of a strong Expressionism that obliterates the stable forms
of the representative world and reflects aesthetic values through the
unending trajectory of the language and forms presented by the life
of the self; but they go further in a transcendental pursuit, presenting
a pure and aesthetic idealistic psychology, creating a moderate, noble,
graceful and refined state. Li Lei conveys a modern desire for the
spiritual and beauty, using a pure and simple language. His work is
in harmony with the spirit of Chinese culture, bearing his ideals of

scholarly and poetic feeling.

It is clear that a poetic abstract painting language runs through the
whole course of Li Lei’s art creation. Twenty years ago, Li Lei was
a member of the Shanghai art movement ‘Print Corner’. His print
series Sunbird, and his oil-painting series Moon Snake created shortly

after, while having an obvious Expressionist style, at their aesthetic

LI Lei

stract Painting

By Gong Yunbiao

core and in artistic structure are imbued with an emotional poetic
quality. From the very start of his artistic career, Li Lei focused on
Expressionist painting rather than realist painting, attaching more
importance to symbolic meaning. Between similarity and non-
similarity, by the means of idealism, which adheres to the life essence
and the rich imagination of the magical world given by childhood,
Li Lei erects a reflection of the internal spirit and constructs a fantasy
world full of poetic flavour. Sunbird and Moon Snake are only

symbols, poetic symbols of the meaning of life.

Today, almost all Chinese abstract artists have been through a long,
arduous exploration to effect the transformation from figurative
painter to abstract painter. Li Lei is no exception. In fact, he very
carly on completed this transformation on his own initiative. In series
such as Sunbird and Moon Snake images have the characteristics of
simplicity and generality. They are usually not described in detail.
Instead, these works put more emphasis on overall composition, and
the inherent structure and spirit of objects. In fact, this is in line with
the spirit of abstract art’s ‘painting without objects’. Apart from in the

above-mentioned series, in many of his landscape paintings Li Lei also
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pays much attention to the expressive force of such formal painting
elements as figure and colour, brushwork and composition. He strives
consciously to explore formal self-discipline, and to decompose and
extract objects using dynamic shapes and lines, in order to hint at his

thinking on abstraction.

During the course of such exploration, Li Lei gradually realized that
abstract art has a freer and wider performance space than figurative
art. He understood abstraction as a kind of art that sees nature from
the perspective of the whole rather than a part, and sums up the inner
spirit of the nature by accumulating impressions of nature. Abstract
art is a Dao (“Way’) different to ‘utility’, and a

‘metaphysics’ beyond the physical. This is how Li Lei started on his
journey in abstract art. During the process of the transformation in
the form of his creative works, he did not reduce the meaning in his
art; on the contrary, he attained a poetic formal depth in the tension

between the form and the meaning.
v

Li Lei’s abstract painting formally began with the oil painting series
Zen Flowers, but he created many abstract pastel drawings before
then. While there are still traces of concrete objects in these works, the
impression given is that he pays more attention to subjective response
to and feeling for things, and puts emphasis on spiritual factors,
concentrating on investigation of the relationship between form and
human emotion, i.e., through the presentation of form creating an
experience of deep emotion. Furthermore, he focuses on the building
of light and colour visual effects by blending in a special texture into
the light and colour expression. He concentrates on the rich, bleeding
floating colours in their relatively regular colour blocks and layers,
producing compositions that complement force’ and ‘emotion’. Thus
he creates huge visual tension with dynamic structures that are both
conflictual and harmonious, both philosophic and passionate, from
which people can intuit rich musical harmony, melody and rhythm.
It is a kind of lyrical language constructed by brushwork and figure,
conveying an aesthetic world full of poetry. It is this world that Li
Lef’s artistic spirit inhabits.

In fact, such poetic abstract art is the result of an ‘intersection
between the perceptual and the rational’, a perfect rational expression
of creative passion through conscious self-control and painstaking
manufacture. Perceptual expression naturally has a perceptual
component, but in this context perception means refined and
sublimated perception, just as the ancients wrote poetry through a
process of deliberation ‘rubbing their beards, while seeking the right
word’. By the means of painstaking effort, through an almost purely
formal visual delight, and with a childish innocence, mingled with
determined willpower, Li Lei expresses poetic emotion filtered by

rationalism.

Li Lei is fond of Ch'an (Zen, or Dhyana). He has a deep understanding
of the aesthetic objective of ‘forgetting the world’ that is the state of
mind of ‘leaving all delusions’ emphasized by Ch’an. By sitting in
meditation, he can exhale the old and inhale the new with an open

attitude, and can clean out the accumulated dust in his mind. A

painting becomes purer and more refined after the object’s transition
from materiality to immateriality. He is well versed in Ch’an concepts
of action and form. He eliminates the limitations imposed by imagery
and attains the deep and ultimate Dao (“Way’), overcoming the obstacle
of the concrete image that restrains the jump into infinity, such that his

works become meaningful and vivid.

The influence of Ch’an on ancient Chinese aesthetics could be said
to be reflected in the creation of the realm of Chinese aesthetics.
Under the gradual influence of Ch’an, China’s literati started to
display in their works the poetic quality of Ch’an, an artistic mood, or
‘scholarization’. By mixing the essence of Ch’an with scholarization,
the experience of Ch’an was given more of a poetic quality. A two-
way process arose in the interaction of Ch'an with the poetic arts,
each influencing and penetrating the other, with the convergent point
the realm [of aesthetics]. As the result of Ch’an’s washing and filtering
of the emotional world, true nirvana-style feeling emerged, coming
into being in the form of a poetic quality, the aesthetic experience of
Chvan. Starting from Ch’an, Li Lei proceeds into the aesthetic field. By
choosing Zen Flowers as his subject, through a comparative method
of associative analogy, he enables that incredible, indescribable poetic

quality to appear in his paintings. How wonderful his works are!

The flower is one of the most important images in Ch’an, as well as
a very important aesthetic symbol in Chinese tradition. One of the
so-called ‘three realms of Buddhisn’, that is as in ‘when no one is on
the mountain, water flows and flowers bloom’ in the Buddhist gatha
for Eighteen Arhats Ode, it creates an artistic mood of neutralization
between ‘no trace in vacancy’ and ‘some sound in silence’. Many
Ch’an poems on flowers were written by poets in ancient China,
for example Jiao Ran of the Tang period. From these poems, we get
the impression that while the flowers are intoxicating, the artistic
conception goes even further and deeper. All phenomena are at peace,
and purity of personality obtains the moral character of poetry. The
relationship between Ch'an in the poetry and the poetry in Ch'an is
harmonious. This is what Li Lei wanted to express in his oil-painting

series of the Zen Flowers.
A%

In the study of abstract art, people sometimes tend to examine
the origin from the West, but ignore exploration of the broad and
profound spiritual origin in Chinese culture and art tradition. Li Lei
does quite the opposite. A few years ago, he produced two series of
abstract paintings under the general title The Way (‘Dao’) based on
the Daode Jing by [the philosopher] Laozi, one acrylic on canvas, the
other ink and wash on paper. Thereafter, he produced a set of similar
works to complement ancient Chinese poetry. From these works, we
can see Li Lei consciously absorbing the best abstract art elements
from Chinese traditional philosophy and poetry to enrich his poetic

abstract art.

Laozi states his central ideas at the very beginning of the Daodejing,
“The way that can be spoken of is not the eternal Way; the name that

can be named is not the eternal Name.
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It was from the Nameless that Heaven and Earth sprang; the named is
but the mother of the ten thousand things, each after its kind. Truly,
only he who rids himself forever of desire can see the Wonder; he that
has not rid himself of desire can see only outcomes. These two things
issue from the same mould, but nevertheless are different in name.
This same mould we can but call the Mystery, or rather the Mystery of
mysteries, the doorway to all Wonder.” He also says, ‘Great music has
the faintest notes, and the Great Form is without shape.” ‘Dao gave
birth to the One; the One then gave birth to two things, three things,
up to ten thousand.” From Laozi’s point of view, Dao is the Mystery
that can not be expressed in words, or grasped by concepts. The most
perfect music is the music that cannot be heard, the greatest form is
the ‘Dao’” hidden deep in nature that cannot be seen. The so-called
‘Dao gave birth to the One; the One then gave birth to two things ...’
treats ‘Dao’ as ‘nothing’. [The Daoist philosopher] Zhuang Zhou (4th
century BC) said, ‘In the beginning, there was nothing, no ownership,
no name; One was born, then the two things were born, and so on,
until ten thousand things were born.” The meaning here is similar to
that of the spirit of abstract art in nature. The ‘One Stroke theory’
posited by the [painter and] monk Shitao (1642-1707) in his book
Huayu Lu (‘Comments on Painting’) stated that this One comprised
all the paintings both within and outside Heaven and Earth, that
all paintings derived from One and ended with One. Drawing on
traditional philosophic theory, Shitao expressed the inexhaustible
power of ‘One Stroke, One World’.

It is said that Shitao drew his inspiration for and engendered his
‘One Stroke’ idea from a conversation between his Ch’an master
Li’'an Benyue and another master named Yulin Tongxiu. Yulin
asked Benyue, ‘If you add no strokes to the character for ‘one’,
‘—’, then what do you have?” Benyue replied, ‘A world of colour is
already manifest’. From Benyue’s point of view, ‘One’ completes the
transformation from ‘nothing’ to ‘all’. There is nothing before One,
and there is everything after One. Shitao came to understand that One
means painting activities, and that Being is the product of Not-being,
and all creatures under heaven the products of Being. Shitao focused
on self-determination and following the heart, and he expanded
his One Stroke theory into a complex set of painting techniques,
eventually becoming a great master of painting. As a contemporary
artist, Li Lei found great inspiration in Shitao’s One Stroke theory. In
his paintings, he cleverly changes a stroke into line, and then a line
into plane. He presents a vivid artistic mood through the techniques
of overlapping, crossing and interpenetration, and conveys a pure
understanding and experience of life in the comprehensive integration
of various painting elements. The painting language of his works of
this period is transformed from expressiveness into spirituality, and
gradually acquires his own abstract vocabulary. Li Lei’s works embody
the artistic conception of Shitao’s ‘Emotion inside the painting, and
heart outside the painting’, and ‘Even if brush is not brush, ink not

ink, and painting not painting, I still exist.”

Li Lei has understood the mysteries of the Dao, the profundities of
Ch’an, and familiarized himself with the secrets of Shitao’s theory of
One Stroke. In a spirit of being above worldly considerations, he has

enhanced his artistic conception, regarding the ‘traces of painting’ as

LI Lei

a record of the ‘traces of the heart, integrating painting with poetry,
and raising rational Dao and Ch’an to the realm of poetry. All this
can be regarded as the ‘mixing of emotion and rationality’ in Li Lei’s

creative abstract art.
VI

If we look carefully at the current situation for abstract art, we
can roughly identify two different trends: one the transformation
of Expressionist painting into personal schematic symbols, and
the other design with a rationalized cultural meaning, embodying
features of post-modernism. The artists associated with the former
pay more attention to the accumulation and exploration of individual
experience, with the schema a means of seeking the self. Whereas,
those associated with the latter pay more attention to analyses of
cultural background and implications, and to the rational design
of forms. For quite a long time, Li Lei undoubtedly belonged to
the former trend. In recent years, however, he has begun to actively
integrate the ideas of the latter into his creative works, and as a result

achieved a ‘mixture of two trends’.

In August, last year, Li Lei gave an interesting talk at a workshop on
sketching. He stated, “While those who devote themselves to abstract
art mostly start from a subjective evaluation, in the schema and the
handling, they easily enter a relatively narrow state. Where is the
freshness? Actually, it comes from the variety of real life. The name of
this activity is “cultural Jiangnan” [China south of the Yangzi River).
How can abstract art find correspondence? The essential way is for
the subject in the painting to connect with a sensation in the heart.
My first feeling is that the overall tone is green; the second feature
is water, the water of Jiangnan, so in my painting I am looking for
something that is liquid; the third [thing] is “diffuseness”, that is
shaped uncertainty. Through the combination of these three elements
I am seeking the culture of the Jiangnan in my mind.” This talk
summarized the ‘mixture of two trends” in his own words. When he
says, ‘The essential way is for the subject in the painting to connect
with a sensation in the heart,” this in fact describes the process of
constructing an inner heart image on the basis of the ‘thing-in-itself’
subject; and when he states, “Through the combination of these three
elements I am seeking the culture of the Jiangnan in my mind,” this
obviously takes a rational formal design idea intending to give it
the possibility of cultural meaning. Li Lei successfully realized this

attempt at a

‘mixture of two trends’. The series of paintings Memories of the South
(Jiangnan) finished in the workshop, and the series Image of Mt Wuyi
finished on Mt Wuyi shortly after, not only have visual symbols as
the main features in the paintings, but also embody Jiangnan culture.
Moreover, they have a strong personalized poetic abstract formal

beauty.

In fact, Li Lei commenced his attempt at a ‘mixture of two trends’
with his abstract ink series The Way (‘Dao’). With colourful regular
vertical, railing-like or crossed strips of coloured paper stuck to the

ink-dripped, refined surface of the painting, a relaxed force field is
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formed. These works not only achieve concision and directness in
their symbolism, but also, through the means of such elements as
the dynamic combination of stroke, line and plane and ‘occasional’
and ‘uncertain’ improvisation, create rich cultural connotations
and a musical, poetic mood. They provoke rich associations on the
meaning of life. In Li Lei’s recent works, this ‘mixture of two trends’
is more presupposed, and the combination of the two is therefore
more harmonious. This combination has not only provided greater
possibilities for his style and forms, but also greatly enriched his
individual language in poetic abstract art. Returning to ‘moderation’,
as discussed above, we have reason to conclude that it is just his
‘mixture of emotion and rationality’ and ‘mixture of two trends” that
are the staples for his ‘moderate’ style of creativity, and his unique
poetic abstract art language that is the aesthetic core. Moreover, is not

that indeed the character of Li Lei’s abstract art?
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Between Clouds and Water Series 5-06
Acrylic on canvas

50 x 40cm

2012

EKEEREZN
REARE

50 x 40cm
2012

Between Clouds and Water Series 5-11
Acrylic on canvas

50 x 40cm

2012

EKEEREZ+—
HEARE

50 x 40cm

2012



MIND-SCAPE V LI Lei 46

"The origin of abstract creation is the inner need of the painter. The
oaintings are to deliver the truth of his emotional experiences and to search
around the mystery of his inner world. | want to infuse my understanding
of the Chinese traditional culture into my works so as the Eastern thinking
method. My creation borrows the traditional Eastern philosophical concept
and artistic methods. It also reflects the self-contained yet mad contrast

between the precise and the abstract: black and white are interdependent.”
— L/ lLel
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Between Clouds and Water Series 5-02
Acrylic on canvas

50 x 40cm

2012

EXEEREZT
RER R

50 x 40cm
2012

Between Clouds and Water Series 5-04
Acrylic on canvas

50 x 40cm

2012
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HEARE

50 x 40cm
2012



MIND-SCAPE V

LI Lei

Between Clouds and Water Series 5-07
Acrylic on canvas

50 x 40cm

2012
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50 x 40cm
2012

Between Clouds and Water Series 5-13
Acrylic on canvas

50 x 40cm

2012
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50 x 40cm

2012
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iu Guofu, born in 1964 in Nanjing,

China and graduated from the
Qil Painting Department of the
Nanjing Institute of Arts in 1985. He
works and lives in Nanjing.

With a unique artistic language
that is at once sensual and spiritual,
Liu Guofu is one-of-a-kind in the
Chinese contemporary art world. His
oil paintings have been exhibited in
many major cities. Highlights include
a group exhibition in Kunstraum
Villa Friede, Bonn, Germany in 2014,
a solo show in 2011 that toured the
Jiangsu Provincial Art Museum,
Nanjing, Today Art Museum, Beijing
and the Shanghai Art Museum. In the
same year, he also participated in the
Parallel Exhibition at the 54th Venice
Biennale. In 2016, Liu Guofu was
honoured by renowned French brand
Martell as “Martell Artist of the Year”
in Hong Kong. He was commissioned
by MGM Cotai to create a large-
formatted painting for the MGM
Cotai Chairman’s Collection which is
permanently displayed in Macau.

Professor Xia Kejun, acclaimed
philosopher and art critic, once
described Liu Guofu’s oil paintings as
a magical spectacle: ‘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’
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Surfacing Colour:

On Liu Guofu

For painting it might have seemed that colour was all. In the history
of European art colour has always exerted a twofold hold. In the
first instance colour was essential in order to let bodies stand forth;
thus, to let bodies be sites of incarnation. Carnality depended on
colour. This is, of course, one of the great insights of Hegel’s Lectures
on Aesthetics; part of Hegel’s own engagement with the presence
of colour in painting traces the interconnection of colour and
incarnation. Equally, colour had a continual symbolic register. Colour
carried meaning; differing colours having different registers. Within
European art colour is bound up with at least these two possibilities.
However, the move from figure to abstraction meant that colour’s load
had been lightened. Abstraction, though perhaps, more accurately,
abstracting as a process, brought colour into its own. Nonetheless,
colour remained connected to what had preceded abstraction. There
is a set of complex relations that define colour and which, when taken
as whole, will be called the colouring effect. Even though the history
of colour continues to be written, that history is comprised of the

colouring effect.

If there is another possibility for colour, not just to the use colour
but to allow colour to make a fundamentally different demand on
thought, a demand that moves colour beyond the colouring effect,
then it has to hold back these different registers. That possibility has
to move colour beyond its presence either as a melancholy remainder

(which would be abstraction understood as colour announcing its loss

LIU Guofu

By Professor Andrew Benjamin

of figure and thus incarnation), or a symbolic register of its having
been repositioned as the decorative. The beyond — thus another work,
colour’s other possibility - is not a utopian aspiration. The beyond
occurs precisely when art’s work — i.e. the work of the work of art —
calls in ways that the conventions that have continued to sanction
responses no longer hold sway.

Paintings by Liu Guofu exert such a call. With those works what
becomes clear, is that colour can allow for forms of dispersal that
break with the attribution to colour of any real sense of either
solidity or unity. And, as a result, colour would no longer be a field
condition in which colours could then be presented ecither in terms of
juxtaposed blocks or colour/line relations. Nor, equally, would colour
be simply broken up and become, as a result, a plurality of different
colours. That fracturing of the unity of colour — remembering that
it will always have a plurality of different colours — would then be
reassembled or rearranged such that the work of colour would come
to be equated with the creation of patterns. Again, these are aspects of
the colouring effect.

In Liu Guofu’s work colour is importantly reconfigured. The forms
of dispersal locate the effect within colour such that modulations,
in fracturing unities, then draw attention away from the traditional
history of colour in painting. It is important to be precise here. The
movement is not from painting. On the contrary, it is another move

to painting. Now, however, painting approximates to the work of the
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surface. That approximation displaces the centrality of the colouring
effect. In the move to the surface therefore, there needs to be both

another account of colour and of the surface.

The surface in its traditional sense may have been that which
supported work. It could have been deepened by the operative
presence of perspective. The surface, again traditionally, can be
thought of as an empirical reality and thus as the bearer work. Equally,
the surface is there as a site that bears the creation of other surfaces,
which themselves hold imagined depths. The creation of imaginary
depths is what the work of perspective seeks to accomplish. (While
it cannot be pursued here the connection between perspective and
the colouring effect needs to be noted.) Here in these works, there is
another sense of the surface. Again, difference is essential. Liu Guofu’s
recent paintings work in importantly different ways. However,
the difference is not just the distancing of perspective. Capturing
those differences in writing is not a question of description. (This is
philosophy’s continual dilemma!) Paying attention to the work of art
necessitates heeding their call. The call of a work of art is a demand.
The demand to philosophy is clear; the call is to think. The project

therefore is thinking art. What here is a response?

Answering the question in the negative is an opening. The refusal of
perspective as traditionally understood; equally, there is the undoing
of the history of either symbolic colour or colour’s relation to ecither
carnality or the decorative. If writing here were just an essay in the
philosophical, in which the negative was to predominate, then the
discovery of elements of impossibility or refusal would be all that
mattered. The negative would be the point at which the analysis
would be able to stop. Such a response would be philosophical in
a very restricted sense. More justice would not have been done to
these works. Something else is at stake within them. The difference
is that the limit of the philosophical comes to philosophy from art.
Equally, the intervention that these art works make occurs within
art with art. Here art responds to art’s history - understood, if only
provisionally, as limited to the history of colour. Another movement
in the history of colour is the ensuing demand. And yet, the nature
of the intervention opens itself to thought. In that opening, limits
are encountered, forms of negation may occur, however to stay with
them, is to allow thinking to stop. Such a cessation — an indulgent
holding to the negative - is not an adequate response to the call of art.
Here that call is to think; thus to think in response to the demands
that these works make to thought. To stay with the discovery of
limits, is not a response that allows for the particularity of the work to
endure. Works are named, Open Space, Pervading, Cold Mountains etc.
Each name identifies an object or series of objects. And yet, naming

simply identifies. It does not name the work’s work.
ply

At the beginning there is the refusal of the colouring effect. A refusal
that yields an opening. And yet, that is simply to name the point
of departure. There is still colour. Colour still insists. Hence the
question: What does it mean to say that the refusal of colours
becomes the insistence of colour? (The significance of this question
lies in the use of the plural colours as identifying the presence of

the colouring effecr.) However, caution is necessary. These works do

contain different colours. There are greens, greys, black, the effect
of white is also clear. It may be possible to identify other colours.
And yet, none of this is relevant. The claim is that the work’s work
is not in the colours. It is not there in the colouring effect since the
latter presupposes that each colour is a unity and thus that works
are comprised of either the juxtaposition of colours or the interplay
of line and colour. In the recent paintings of Liu Guofu there are
colours. They insist. However, that insistence is also their dispersal.
Dispersal does not mean that colour vanishes. On the contrary,
colour remains. Remaining by insisting within and as the work of
the surface. It is important to maintain the cumbersome formulation
— within and as — since what it identifies is the presence of colour
as integral to the surface as the site of the work of art. While colour
remains, it is no longer located as part of the colouring effect. There
are graduations and modulations of colour. Colour does not stand for
itself. Colour is absorbed within and as the surface and therefore, as
has been suggested, cannot be separated from the work of the surface.
It is as though what is occurring within these works is indifferent to
colour even though there are colours. The movement of paint, even
the creation of lines — the latter present as counter rhythms in, for
example, Open Space — are gradations and modulations of the surface.
Colour that is indifferent to the colouring effect is the precondition
for the possibility that colour insists within and as the surface. Depth,
which is bound up here with work of light — a lightening effect, even
a whitening effect — are all there as the surface. Now the surface has
depths. Neither the illusion of depth that would have been created by
the colouring effect, nor the recourse to artificial flatness as an apparent
opposite. Depth emerges as an effect of colour’s insistence. In other
words, it emerges as part of the work of the surface. Liu Guofu’s work

colour surfaces. There is surfacing colour.
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".multiole elements of temporality, all await re-emergence
in Liu Guofu's own painting, through the means of the
‘double shadow,” and the faint "shadow of breathing” of
ancient Chinese painting, and the ‘shadow of mindscape”
that the artist imagines in the solitude of his heart.”
— Professor Xia Kejun
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Q u Leilei, born in 1951 in Hei
Longjiang, was a founding
member of the Stars Group. He works
and lives in London.

The Stars Group was the first
ever contemporary art movement
to appear in China creating a
challenging, new artistic language.
Regarded as one of China’s leading
contemporary artists and a master of
contemporary ink painting, Qu Leilei
blends the descriptive, realistic styles
of the European Renaissance with
Chinese ink painting.

He has created four major projects
in the form of both paintings and
installations: ‘The First Half of My
Life’, ‘Brush, Ink, Light, Shadow’, ‘Here
and Now - to Face a New Century’
and ‘Everyone’s Life is an Epic’. These
have been exhibited both nationally
and internationally at venues
including The British Museum, the
Ashmolean Museum, The National
Art Museum of China, the Venice
Biennale, and the Beijing Biennale.
His works - “Lei Feng” of “Empires”
Series and “Journey” of “Facing The
Future” Series were collected by The
British Museum in 2015.
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enLIGH ITenment

QU Leilei

By 3812 Gallery

Excerpt from “enLightenment: Qu Leilei Solo Exhibition” catalogue published by 3812 Gallery, 2017

There is light, and so there is thought. This is called “enlightenment”.

Light can be external to people, and it can also be within the heart.
Light illuminates all things, just as it illuminates the mind. Thus, light
is at once reasonable, and inevitable. Light, in its essence, is like art. It
can be creative or subversive, two sides to the same coin. Qu Leilei's
art attempts to capture the essence of human nature through the
properties of light, so that the two may illuminate each other and lead

us on a pursuit of the presence of light.

Qu Lei Lei’s Facing the Future series, uses human hands to express
ideas which transcend class, race, gender and culture to represent
the opportunity, challenge and crisis of facing the world, and call to
explore the commonality of humanity around the world. The series
Brush, Ink, Light, Shadow depicts full-size nude figures in a return to
the pure pursuit of art, faces classicalism with a modern spirit, and
pursues the lighting and depth of European Renaissance painting
in Chinese ink and scroll paper, with a clear goal of expanding the

language of Chinese ink painting.

For celebrated art historian Rose Kerr, Qu Leilei represents a
successful fusion between the painting of East and West: “Some ink
painters have chosen to push boundaries by making traditional styles
more abstract or ornamented. By contrast Leilei has sought to blend
descriptive, realistic styles of the European Renaissance with Chinese

ink painting.”

The challenge in contemporary ink painting is in how to use a
uniquely personal style to present universal, profound ideas. Unlike
other artists who seek revolution in subject matter, Qu Leilei, dubbed
a “master of chiaroscuro in ink,” has chosen a much more difficult
path-to harmonize Western painting and Chinese ink art on a
technical level. “Light contrast” is a painting technique developed in
the European Renaissance which uses intricate layering of light and
shadow to create a sense of three-dimensional “verisimilitude.” Qu
Leilei employs the same technique in his ink paintings, rather than
in oil. In order to affect this clash between East and West, Qu Leilei
discarded the line-based principles of Chinese ink painting in favor
of forming brushstrokes from the three colors black, white and grey.
In traditional Chinese painting, these three colors represent yin, yang
and the balance between them. In Western painting, the light and

shadow in shapes conveys a three-dimensional effect.

How can Chinese ink painting without lines to support it use a
modern visual language to realize what Qu Leilei dubs “creative
heritage”? The answer is to use light. Traditional Chinese ink painting
does not depict light, but Qu Leilei employs methods that emphasize
the sense of light. The light, shadows and shapes in his paintings
all depend on light. Such distinctions as distance and volume are
distinguished through light. In this way, his works diverge markedly
from traditional Chinese painting. This is the “creative” side. But

deep down, Qu Leilei carries on the traditions of the Chinese literati,
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insisting on using only Chinese brush, ink and scroll paper. This is
the “heritage.” In this way, his paintings possess the verisimilitude of
Western painting as well as the spirit resonance of Chinese painting. “I
hope to use my own forms to create a quality akin to sculpture.” Qu
Leilei's insight into beauty explains what the “perception of beauty”
is-he sets these beautiful, marble-like forms against flower, plant
and vine patterns, not only creating contrasts between structure and
texture, but also reaching a touching harmony between circle and line,
motion and stillness. Michael Sullivan has called Qu Leilei’s skillful
interpretation of the integration between Western realism and Eastern
conceptual imagery a “new literati painting” that best approximates

the Chinese literati ideal.

Before the Renaissance, light only lingered on the head, limited to
the realm of the halo. But after the Renaissance, light was no longer
just decoration. It could cause transitions between bright and dark,
light and shadow, radiate real experience, and reveal burning passions.
What followed, whether it was in the round mental illumination
of Impressionism, or the direct penetration of Expressionism, light
has always remained the root of life and a symbol of eternity. As an
artist with a sense of historical mission, Qu Leilei is well aware of the
importance of “light,” and the importance of how it is used. Light is
a source of energy on which all life depends, and has been bestowed
with implications of enlightenment, freedom and democracy. Though

light is fleeting, it is also expansive and contagious. It can spread its

brightness infinitely in all directions, and extend its force so much
that it can be transformed into sound. And the times summon it. The

awakening of the humanist spirit summons it.

There is light, and so there is thought. This is called enlightenment.

In Michael Sullivan's summation, Qu Leilei has “combined brilliant
brush and ink technique with sympathetic insight into the character
of the subject.” Influential art historian and critic Chen Chuanxi says,
“To paint well and enter the annals of art history, one must meet the
following conditions: technique, originality or clear individuality,
beauty, and social influence. Qu Leilei's works meet the four
conditions for entry into the annals of art history.” Qu Leilei says, “I
just hope to express the reality of life with as much clarity as possible,
to present an interpretation of the world that also takes into account

the thoughts of others. I can learn more this way.”
With thought, there is enlightenment.

Art is a carrier for light, and also arises from it. We imbue art with
our insights and emotions, and internalize its power, making it the
presence of light. “Lei”, in Chinese, draws from the meaning and
substance of light in a pursuit of the essence of art. And so, there is

light.
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Hope Remains in Our Own Hands HEERMFP
Ink on paper IKEHEA
92 x 170cm 92 x 170cm

2018 2018




"There is light, and so there is thought.
This is called ‘enlightenment’”
— 3812 Gallery

B AmnBEH » LB RIE ©
— 3812 EFR

The Future Remains in Our Hands FR(EFHFIFF  Ink on paper K& ~ £ 110 cm x 180 cm 2018



MIND-SCAPE V QU Leilei 78 79

Mastering Our Own Fate ERECHME
Ink on paper IKEHEA
92 x 170cm 92 x 170cm

2018 2018
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W ang Huangsheng, born in 1956
in Jieyang, Guangdong, China.
He works and lives in Beijing. He
obtained his Masters in Art History
from the Nanjing Art Institute in
1990 and subsequently received his
Doctorate in 2006. He is currently
the Professor and Doctoral Advisor
of Central Academy of Fine Art and
was previously Director of CAFA
Art Museum. He lives and works in
Beijing.

Wang’s contemporary vision is
rooted in his past. Wang’s father,
a painter and calligrapher of the
Literati movement, was exiled to
the countryside during the Cultural
Revolution. Wang visited often,
learning poetry and painting at a time
when such practices were officially
frowned upon. One can sense Wang'’s
formal training in the quality of
his lines, the way the ink ebbs and
flows in varying saturations across
the paper, brush strokes that are
reminiscent of Chinese calligraphy.
He honors and establishes a foothold
in tradition, but finds self-expression
in a fluid, unrestrained yet controlled
touch that evokes both physical and
metaphysical depth, often with a
single extended gesture.

The works of Wang Huangsheng are
held in the collections of the Victoria
and Albert Museum and the British
Museum in London and the Uffizi
Gallery in Florence. He has had held
significant solo exhibitions; in 2019
‘Tracespace’ at Kunstraum Villa Friede
in Bonn, Germany and Boundary/
Space at Minsheng Art Museum,
Beijing in 2018. His works have also
been shown at the Eli and Edythe
Broad Art Museum in Michigan State
University and in many galleries
across China, Europe and the U.S.
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WANG Huangsheng

FLUX: Wang Huangsheng’s

“Moving Visions”

“Wrap the melon with purple willow leaves. Hold a jade talisman in
the mouth. Something fell from the sky.” — Zhou Yi of Yi Jing (Book
of Change)

“Upon those that step into the same rivers different waters flow
... They scatter and ... gather ... come together and flow away ...

approach and depart.” — Heraclitus (500 BC — 480 BC)

Flux comes from Latin and means flow:

- the rate of transfer of fluid, particles or energy across a given surface
- the state of constant change in which all things exist (Heraclitus)

- the simple and ubiquitous concept in physics and applied
mathematics is the flow of a physical property in space

Movement in space is part of our daily physical existence and as
contemporary travellers, we are frequently flying around the world
in relatively short periods of time, on endless journeys to this or that
destination and back again. Taking the notion of FLUX from both
Chinese and Western philosophies, science and mathematics, Wang
Huangsheng’s recent works are the creations of flow: in and out of
tradition, across space and time, invoking the visible and the invisible

worlds in nature and physical matter. His exquisite and beautifully

By Katie Hill

executed ink paintings are produced in the traditional Chinese way
with brush and ink on paper. They are highly refined works that retain
aspects of poetic tradition in Chinese painting over hundreds of years
but also enter the current engagement of ink in the rich expansion of

contemporary art practice.
II

There is a sense of departure in this series of works, made from 2010,
following Wang’s earlier ink paintings that sit more decisively within
the classical tradition, as exemplified with the fan cover painting on
paper “Moonlight Clear Like Water” in the 2006 “Heaven and Earth”
series, depicting scenes in a garden with small pavilions, shelters and
rustic chairs amidst grass and flowers, using the scholar-painter’s
vocabulary evolved from the Yuan dynasty. This painting along with
his flowers series exudes a romantic dreaminess executed with soft
loose brushstrokes, sitting firmly within the scholarly tradition of

literati painting that has been vigorously revived in the recent years.

“Moving Visions” and “Lines Visions” are no longer figurative in
a true sense. They deviate from lyrical themes, such as exuberant
flowers in vases. Instead, they veer towards, almost reaching a state of
abstraction. Hence the journey in Wang’s creative process is marked
by points of contact with the origins of writing (calligraphy) and
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painterly vocabulary (flowers and scenes), while heading towards an
exploration of line itself that interact horizontally and vertically from

a floating perspective.
(Moving) Visions

The whitling forms of Wang Huangsheng’s dynamic ink paintings
evoke a sense of contained movement and speed of line within a single
sphere, a kind of network or dynamic drawing of continuous lines
within and across that space. A cluster of intertwining, curvaceous
brush-lines flow in and out of each other in a loosened knot, suspended
over a faint shadow. One can imagine the rigorous line moving on and
on as if someone is pulling it into the unreachable dimensions outside
the field of vision. This cluster also appears in a void of context, a blank
ground filling the upper part of the large square paper. As though it has
its own life, there is a sense of tension between thing and non-thing, the
push and pull of the magnetic force.

Throughout “Moving Visions” there is a purity of form that is
whimsical and light but also tightly composed. A magical sense of
nature beyond the specific and visible world brings us into a physical
one, generating spatial and gravitational forces that are integral with
existence and ususally understood within the specialised field of
particle physics only. In a previous catalogue of Wang’s work that
brings together numerous works over a period of four years, Wu
Hongliang attempts to describe “Moving Visions Series No. 6”, in
terms of what it appears to represent: “as if the light comes from
afar, or attracting the viewers to view the distant place. The comet-
like smudged tailing in the background are probably the gathering of
light and search for the unknown.” ' The representation of light and
distance is a very common approach of artistic creation. However,
the literal meaning of a “search for the unknown” diverts us from the
philosophical structure of the painting. It can be found in Chinese
classical philosophy and ancient Greek notions of “constant change”:
time and space are irrevocably intertwined, a central idea in Y7 Jing,
one of the foundational texts in Chinese philosophy. As Professor Yih-
Hsien Yu says, “The book, one of the Six Classics of Confucianism,
contains abundant philosophical thoughts of time together with
a cosmology of creativity, which turn out to be the metaphysical
foundation of the two leading schools of the Pre-Chin periods,

. . 2
Confucianism and Daoism.’

If creativity and “constant change” are central in Y7 Jing, then Wang’s
works can be regarded as reaching the core of creativity deeply
embedded in human. At the heart of this creative pursuit is the
idea of an inner freedom that constitutes the ‘boundless’ potential
of change as a constantly dynamic force that is never delimited or
linear in nature. In the 1980s, artists such as Xu Bing and Huang
Yongping were seeking new languages to ally Chinese and Western
critical and philosophical thinking. Wang’s works also convey
ideas of phenomenology, cross-cultural understandings of what we
might call abstraction and conceptualism, and the current interest
of discussing the universe from scientific and cultural perspectives.
These ideas subsequently lead us back to the artist’s Chinese point of
view and identity. His deep understanding of Chinese philosophical

and artistic traditions is crucial to the concepts of the works,
extracted from Taoism, returning to Y7 Jing, that influenced many
contemporary Western artists in the 1960s and 1970s, including the
key figures John Cage, Robert Rauschenberg and John Baldessari.
Taoist and Buddhist ideas were translated in the West, especially
in America. “Art and culture were transformed by the Asian view
towards the world which led to the re-definition of the individual,
the (re)placement of the ego [...] and the re-evaluation of the

; 3
macho nature of American culture.”

No ego seems present in Wang’s works. But in his explosive ink
painting that was made as a seemingly emotional response to 9/11
attacks, ink is used to powerfully render the shattering nature of this
event with the giant dark splash-ink splotches, along with the printed
marks to describe the rupture of the buildings and the scattered
architectural debris. So, for Wang, the versatility of ink enables him
to express himself. This medium produces a wide range of visual
language that nevertheless maintains a strong subjective and painterly

quality; it is fluid but sometimes specific and semi-representational.
Lines (Visions)

“Lines Visions”, a series on newspapers, moves a step further away
from the spiritual home of literati painting. Differentiating the use
of lines through the brush, in these paintings, a different sense of
dimension is created, as though the layering on the flat and printed
surface of news, is an overlay, a kind of disturbance that echoes and
erases the drone of the media-driven stories about everyday politics.
This could be another engagement with the long-standing tradition
of dialogue and debate in educated circles in China, recalling the
Seven Sages of the Bamboo Grove — the withdrawal of poets from the

muddy life of officialdom. It seems to continue into the modern era.

MURMUR

Definition of white noise: a random signal with a constant power and

spectral density

In contemporary life there is a continuous low-level of noise, a sort
of buzzing around us that we often fail to cut out entirely. This noise
is perhaps a blur of everyday life, of activities happening around us,
like traffic whirring pass, televisions blaring out soap operas or news,
music from the car radios, people gabbling on their phones or clicking

keys on their keyboards.

Wang Huangsheng’s paintings capture a kind of murmuring that is
quiet and contained, yet also exude a force that is continuous and
unobtrusive, underlining the two layers of existence: space and time.
Space is rendered after the literati tradition of painting that opens up
blank space (Liz-bdi) to allow a spiritual and philosophical opening
to emerge. Over this are the ‘written’ lines, rendered simply in one
continuous movement, suspended over the space and sometimes
appearing to float punctuated by nodules—pauses in the brushstroke
that suggests a calligraphic tension, acting as points of departure and

s 4
continuity.
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One of the translators of Yi Jing in the modern period, Richard
Wilhelm, formulates the basic idea of Y7 Jing as “opposition and
compliance produced together by time,” which underlies a human
consciousness of contrasts, subject and object, the inner self and
the surrounding world. What is stressed by this idea of Y7 Jing is a
moderate attitude towards our understanding of contrast. It enables
us to avoid any extremes and head towards a harmony between our

inner self and the surrounding world.

Wang draws linear, two-dimensional and spatial, three dimensional
fields together with his brushstrokes. It is a method present in most
Chinese landscape paintings. The formal and visual equation of line
and space makes up its central thrust. Wang’s works retain a strong
poetic sensibility, and this is expressed through the words of the artist
himself in Unbound: Flowers Painting Calligraphy (Nighttime and the
Imagination). The suspension of time in Chinese philosophy is not
for discovering the essence of life but understanding a cosmological

structure of thinking.

Wang Huangsheng is a creative thinker, whose enormous contributions
to forging cultural change in the development of contemporary art
scene in China is based on a profound understanding of the importance
of conversation between different cultures, museum partnerships and
exhibition projects around the world. The imaginary world in Wang’s

works is engaging in these cultural dialogues as a murmur.

"creations of flow: in and out of tradition, across space

WANG Huangsheng
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In conversation with the artist in London,
UK on May 21, 2015.

Wu Hongliang, Boundless: Wang
Huangsheng’s Works 2009-2013, p.142

Yih-Hsien Yu, ‘The Yijing, Whitehead, and
Time Philosophy’, in Images in the Yi Jing
and Their Cultural Transformations, p.16.

Geri De Paoli, ‘Meditations and Humor: Art
as Koan’, in Gail Gelburd and Geri De Paoli,
The Transparent Thread. Asian Philosophy
in Recent American Art. Univeristy of
Pennsylvania Press, 1990, p.15.

and time, invoking the visible and the invisible worlds in

nature and physical matter.”
— Katie Hill
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Metaphor Visions 171001 BHR%RY) 171001 Metaphor Visions 171002 RERZT) 171002
Ink on paper IKEBHEAR Ink on paper IKEEA
45 x 50cm 45 x 50cm 45 x 50cm 45 x 50cm
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Metaphor Visions 171003 RG] 171003 Metaphor Visions 171004 REZRT) 171004
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ang Jieyin, born in 1941 in
Shanghai, China. He works
and lives in Shanghai.

In Wang Jieyin’s hands, the
painted surface generates a fresh
vet shadowy placenta, marked
by the naive compositions and
ancient colour tones of the murals
of Dunhuang and the swaying of
flowers in the height of bloom. The
silhouette-like compositions call
to mind the simplicity of Matisse’s
late period paper cutouts, but also
evoke the turbulent folds of clothing
in figure painting. Wang Jieyin’s
works embody the allure of Chinese
contemporary painting in their
ability to integrate fields of Western
abstraction with the freehand line
of Chinese tradition. In their naively
romantic and vividly poetic style they
revive the phantom beauty of nature
by mending the rifts in time between
fashion and timelessness, profundity
and fascination, ancientness and
sensuality.

Wang Jieyin’s works have been
exhibited around the world and
collected by important institutions
such as Le musée de Gravelines,
Bibliotheque nationale de France,
USC Pacific Asia Museum, Portland
Art Museum, National Art Museum of
China and Shanghai Long Museum.
In 2019, “Grand Landscape” Wang
Jieyin’s solo exhibition organized by
3812 Gallery was successfully held at
the Hong Kong Arts Centre.
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WANG Jieyin

Wang Jieyin's Grand Landscape

and His Contribution to

Chinese Painting

Modern Chinese painting has gone through two phases and two
generations of artists: the figurative expression represented by Huang
Binhong (1865-1955) and Sanyu (1941-1966) in the first half of
the 20th century, and the abstract nature represented by Zao Wou-
Ki (1921-2013) and Wu Guanzhong (1919-2010) in the second half
of that century. In the 21st century, Chinese painting is led by the
“third generation” artists with their even wider and more original
contributions. These include Wang Jieyin (b. 1941), Shang Yang (b.
1942) and Qiu Shihua (b.1940). Wang Jieyin differs from the other
artists for his extraordinary contribution not only through his oil
paintings but also through his ink works, especially the large sized
works represented by the Grand Landscape series.

The “third generation” painters in China are more self-conscious.
Aiming at “contemporary expression of Eastern spirit,” they revive
the naturalness in Chinese cultural tradition. Facing the damage by
industrialization in the modern age, they reconstruct a mindscape of
nature through nature’s elementariness and poetic artistic state, as well
as poetry of ruin and damaged nature. Wang Jieyin's oeuvre reveals the
density of dark night, remains of ruins, the bitterness of earth, traces
washed by time, magic urban mazes and boundless haze of the world.

It also represents remote reminiscence of forceful and vigorous literati

By Professor Xia Kejun

landscape as well as tenacious and indelible traces of nature. Accepting
time while resisting it—such is the internal spiritual strength and the
metaphysical quality of Wang Jieyin’s painting. Damaged nature can
create a condition for redeeming modernity. This precisely incarnates
contemporary transformation of Eastern spirit and the value of

“grandness.”

The works of Wang Jieyin reveal how a detached and relaxed master
remarkably contributes with great vigor to the “original language” of
painting, as well as his profound “great love” for nature. In repainting
Cézanne and reconstructing the depth of nature, the painter finds
new links between observing nature and notions of life. With his own
casy and free character and ordinary plainness of painting alongside
his passion for a piece of discarded canvas or Xuan paper, his intuition
for the blank parts in ancient landscape and his memory of traces
of ancient murals, the artist starts from the primitive," manual
fecling and black and white tones of his woodprints, and revives an
artistic state which is quaint, carefree, magnanimous and fantastic.
Through construction with abstract dots and a montage of urbanized
meandering spaces, the classical vivid spirit resonance and poetic
artistic state are expressed in brand new ways in our contemporary

age. Through his comprehensive imagination, Wang Jieyin creates
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implicit tension and eternal poeticism between abstract composition
and natural mist, between reminiscence of quaint images and cursive
blurriness, between improvisational happenstance and dignified
elegance, between carefree play and rhythmic construction, and

between a sense of hardship and childlike crudeness.

Works from the Grand Landscape series adequately incarnate the
“threefold grandness” in terms of their gigantic dimensions, revival
of the great value of Eastern spirit and extraordinary contributions to
the “original language” of painting. They convey the contemporary
value of Wang Jieyin’s painting in terms of reflecting on modernity:
it preserves cultural memories of the traditional landscape, reflects
on the disaster and ruination brought by modern industrialization,
while observing the haze of modern city. In confronting the situation
of “hybrid modernity,” Wang Jieyin’s painting integrates memory
of “pre-modern” landscape painting, abstract thinking and spatial
superimposition of “modernity” as well as a magical vision of
“post-modernity,” creating his own formal language and profound
reflections full of tension. Through his concern for waste and the
redemptive effect brought by the reminiscence of quaint temporality,
he manages to reverse our perception of life, bringing back again the

aura of painting.
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Gorge and Lake RS 58B
Acrylic on canvas HEREG
10 x 180cm 10 x 180cm

2017 2017




MIND-SCAPE V WANG Jieyin 100

"They reconstruct a mindscape of nature through nature’s
elementariness and poetic artistic state, as well as poetry
of ruin and damaged nature.”

— Professor Xia Kejun
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Time on the Green Island IRERFS
Acrylic on canvas HEREG
60 x 90cm 60 x 90cm

2017 2017
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ue Song, born in 1965 in Anhui

Province, China. He works
and lives in An Hui Province. He
graduated from the Shanghai Drama
Institute, Stage Art Department in
1988 and is one of the leading artists
of contemporary Chinese Pop Art.

Xue Song is well known for
his innovative combination of
contemporary and traditional
elements where calligraphy, folk
art and ink paintings meet modern
techniques. He began his initial
experiments with collage after being
inspired by Western art, especially
Pop Art and the works of Robert
Rauschenberg in the 1980s. He is
acclaimed as the first artist in China
to bring western collage onto the
contemporary Chinese art scene.
After a tragic destruction of his
studio by fire in 1990, Xue started
to incorporate charred remnants
of past work, books, and other
belongings — remains that served as
a constant reminder of the past —
while “burning” and “collaging” have
become distinctive elements within
his artistic language.

Xue Song’s works are collected by
the Museum of Fine Arts, Boston,
University of Southern California
Asia Pacific Museum, Bonn Museum
of Modern Art, Germany, China Art
Museum, Shanghai Art Museum,
Long Museum, Hong Kong M+ Art
Museum, Bill Gates Art Foundation
and other institutions. He has held
solo exhibitions in Shanghai Art
Museum, Xi’an Art Museum, MOCA in
Singapore, The Ueno Royal Museum
in Japan etc. In 2019, he held a solo
exhibition “Xue Song: Phoenix Art
from the Ashes” at Long Museum
West Bund, Shanghai.
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XUE Song

The Inspiration from Fire:

Regenerated Images

— Xue Song's Art

The meaning of image looks so intricate and profound in Xue Song’s
art, that from a certain perspective, he is both the terminator of the
readymade image as well as the creator of the regenerated image and

its meaning,.

In the realm of Chinese contemporary art, Xue Song’s artworks are
unique. The uniqueness is apparent in two aspects: first, a creation
method different from the majority; and secondly, the cultural
tolerance, criticism and metaphorical colour of his works. The
creation of the former is like some kind of divine enlightenment,
while the latter is like the consequential extension of a lush, pictorial

scene after the divine enlightenment.

Readymade pictorial images and texts go through a process of
selection, disintegration, burning, restructuring, collage and
drawing, to eventually produce a new image which meets Xue Song’s
requirements in both the creative process, as well as the necessary
process for us to read and understand his works. The production
procedure, which seems like pipeline to outsiders, includes, in each
of its steps, the historical thinking and judgment of the artist, based
on current culture and reality. Through this process, Xue Song’s
sensitive grasp and clever creation of complex images, all kinds of old,

new, Chinese and foreign elements are embraced. It is precisely this

By Jiang Mei

kind of creative process, in which meanings are generated from the
production method itself, that makes Xue Song’s art an integral part

of the Chinese contemporary art scene since the 1990s.

As a painter, the formation of Xue Song’s artistic style carries certain
extraordinary colors. It seems that it is a creation of God from behind

the scenes.

Xue Song’s early art experiments started in the latter half of the 1980s.
At that time, the modern art movement in China was flourishing
like a strong fire. The idea of establishing something new or different
and creating new art, were burning hot in the hearts of many young
people who were eager for art reform. Xue Song was no exception.
From the prints he was able to access at that time, which provided a
very limited introduction to Western contemporary art, he searched
for nutrients to fuel his creativity. He kept close relationships with
his comrades in art, and through mutual encouragement, explored
different methods of expression. In 1985, the solo exhibition of
Rauschenberg, the American Pop art master, was shown in National
Art Museum of China in Beijing. It was a big event for the Chinese
art sector at that time. Xue Song made a trip to Beijing specifically
to experience the exhibition. It can be said that during the period
from the late 1980s to the early 1990s, Xue Song was searching hard
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for his own art language. By that time, he had begun to experiment
with the modern Western method of collage. Xue Song said that he
instinctively preferred this method, hoping to combine this foreign
art form with his own Chinese experiences. It was a reflective and
experimental stage during which Xue Song had not yet found his own

ideal way of art creation.

At the end of 1990, the crucial moment to Xue Song’s creation
finally arrived. What happened was like a divine enlightenment--- it

unexpectedly came from an accidental fire in his day-to-day life.

In an interview, Xue Song described in detail the impact of this
accident on his artistic process. He said, “The use of this method
to produce works originated from a fire which occurred in the
dormitory where I lived. If that big fire in 1990 had not occurred,
my art journey would probably have taken another form. The fire
burned a lot of my belongings. These physical things embodied all
of my footprints within a period during which I moved from a small
place to big Shanghai. The fire burned my joy and pain, as well as my
depression and dreams. All of these, accompanied by the memories
of my yesterday, were gone with the wind. What remained were the
burnt traces and the burnt smell. I discovered some kind of ‘mark’
from this fire, I found a language form that enabled me to speak... I
found some damaged books, bed sheets and art pictorials at the scene
after the fire. There were all kinds of messy odds and ends. I took
these residues back and studied them patiently and started to put
them into a collage on the canvas.... This was the initial experiment.
It was quite exciting similar to an experiment of a scientist to some
extent. I felt in meditation that something new was going to happen,

so I could not help often working overnight.”

Obviously the “fire” accidentally opened the valve of inspiration for
Xue Song’s art creativity. Fire is such a magical element: when it is
burning, it is magnificent and intense; when it burns out, it becomes
deserted and desolate. For Xue Song, although the fire buried the
footsteps of his past life, through the process of collecting ashes and
residues and making them into a collage, the memories seemed to
emerge again. They interact, struggle and mingle with present feelings,

to form a new face laden with complex connotations.

Whether in Eastern or Western culture, fire has dual implications. It is
the symbol of Purgatory or hell, whilst it is also the glorious medium
of the sacrifice of the saints: the Phoenix Nirvana. For Xue Song,
fire’s dual characteristics of destruction and regeneration embody a
potential worthy of exploration. The fire was an accidental event, but
it brought Xue Song a series of predictabilities to his later creations.
Through this process he gradually formed a mature, personal, creative
methodology and mechanism through which to present his artistic

metaphors.

Since the fire in 1990, Xue Song has found his own art language and
creation method from the ruins. Through the restructuring of, and
the making of collage from the residues collected from the ashes, Xue
Song created the first batch of experimental works with individual

color. Composed of the fragments of personal life memories, these

works seemed on one hand to be a certain kind of liberation and
farewell to the artists past yet also foretold a new start to Xue Song’s

artistic style.

Later, he began his long, thorough process of collecting, rearranging

and reconstructing pictorial images.

Since the 1990s, the pace at which China opened up accelerated
and the nation soon entered into a period of rapid development in
its market economy. The desire for consumption began to spread
through society and fashion, advertising, entertainment, press, film
and television were produced and imported on a large scale. The
pictorial information gradually appeared everywhere and encroached
on people’s vision. The education of heroism and idealism from the
past appeared pale and outdated in the face of the flooding material
desires. Xue Song was sensitively aware of these changes and the
variation of culture and spirit emerged behind them. He adopted an
artistic approach from the perspective of his own observation and
thinking and attempted to reveal in his works the spiritual confusion

and ambivalence brought on by this huge cultural change.

In the early 1990s, the “Mao” series was the most outstanding of
Xue Song’s works. Xue Song was born in the 1960s. He spent his
childhood and adolescence in an environment of a heavy political
atmosphere and the experiences during those ages would be branded
deep on one’s memory forever. However, unlike their fathers and
elder brothers, the majority of them did not have real experience and
understanding of the political lives of that era because they were still
too young at that time. Therefore, for them, most of the memories of
that era are more matters of outer form: for example, leader portraits,
model operas, big-character poster (Dazibao), Red Guards and the
collective life centering on units. In the “Mao” series, Xue Song,
through burning, painting and collage (composed of the newspapers,
historical pictures and text data he collected), formed sharp and
embracing images of “Mao” with colors of Pop art. In the “Mao” series
images are composed of many layers of information from the modern
time. It is because of the ideological connotations carried by the
images themselves and the “plurality” and “diversity” in sociological
terms, shown by the details of the pictures, that the images have
such complicated implications. In Chinese contemporary art, there
are many representations of “Mao” image due to the complexity of a
whole generation. Xue Song is therefore unique in producing “Mao”
image in such a way and in providing a level of interpretation which

enables the viewer to explore the many connotations.

Since the mid-1990s, Xue Songs art vision has expanded. In addition
to the appropriation and conversion of the typical symbols of the
Cultural Revolution period, urban fashion, the symbols of Pop culture
and digital technology have also become the subjects of his expression.
Pictures of movie stars, Coca-Cola bottles, Arabic numerals and so
on were composed through a process of burning and collage. The vast
background and history of urban development and worldly varieties
became the ‘flesh and skin’ of these subject images, while the black
ashes became strikingly deep, heavy profiles. All the ruthlessness and

ridiculousness of history, the fast passage and mutability of time and
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the pleasure and suffering of life are quietly stated by these colorful

fragments of pictures and typical images.

The humanistic theme is an important aspect of Xue Song’s creative
process. Particularly in recent years, the explorations on this subject
have become increasingly significant. In his expression of this theme,
Xue Song usually proceeds with a light, pleasing aesthetic. Yet the
selection of materials and the artistic operation are so distinctive, we
can begin to read the emotions of criticism, ridicule, warmth, mercy,
humor or expectation, all from the busy and complex information
within the pictures. The creator’s own attitude and position obviously

loom there.

Reviewing his works of the 1990s, the works of Xue Song focusing
on cultural themes are just one of many branches. In the typical
works such as the “Dialogue with the Masters” series, he wittily and
humorously re-presents the famous works of the Eastern and Western
masters in his own style. In Xue Song’s ingenious layout, the classic
works of Magritte, Xu Beihong, Picasso and Mondrian emanate a
different atmosphere. The external appearance and the meanings
portrayed within the pictures make an interesting comparison in a
playful tone.

Observing Xue Song’s works after 2000, we find that the works with a
focus on the Chinese literal materials beginning to increase constantly.
In the series “Calligraphy”, “Ancient Poems and New Paintings”,
“Symbol”, and “San Mao”, Xue Song borrows images and words full
of lyrical color and warm emotion for use as the subject images of the
pictures. These possess the Oriental aesthetic connotations with which
Chinese people are familiar. For example, freely rolling cursive strokes,
Feng Zikai’s cartoons: which are filled with literati sentiments, the
optimistic, the kind ‘bitter child” Sanmao and natural, quiet literati-
landscapes are all used. Meanwhile, he expresses a cultural psychology
arising from the convergence of a wide variety of feelings; through
the collage of debris from the burning of prints such as copybooks,
pictorials, books and fashion magazines, through subjective bright
colors, and even through such affirmative or negative symbols as
arrows and crosses. While these works convey a deep sentiment for
Chinese traditional culture and aesthetics, they also show our burden

when we face the huge cultural fault between history and today.

In particular, it is worth noting the exploration of the theme of
‘landscapes’ developing in his recent works. Between the images of the
traditional landscapes and the background collage of debris of prints
in the past, there is a relationship of comparison, but no conflict.
However, in his new works, this peaceful relationship is completely
broken. The modern high buildings, cars, yachts, even warships and
warplanes, openly invade into traditional landscapes which have been
tranquil and elegant. They appear in the wooden bridge, streams,
slopes and clear sky and seem strange, unexpected but interesting.
These symbols of modernity look like they have incautiously fallen
into a time tunnel and accidentally arrived at this scenic and peaceful
“Peach Blossom Land”. Here, Xue Song appears to use a cunning, or
even mischievous, way to rehearse a scene of one sci-fi film for us. In

these comic and dramatic scenes, the aesthetic collision and cultural

XUE Song

conflict from the temporal and spatial dislocation bring irresistible
amusement to the audience, and yet at the same time immerses them

in deeper reflection.

Shanghai is the city where Xue Song has lived for many years. Its
history and real face have long been the key points of his concerns. In
fact, the numerous images about the past and the present of this city
consistently appear in Xue Song’ works. We can even say that Xue
Song’s thinking about the various issues on modernity and tradition,
come mostly from his emotional experiences within this city. For
those works which take directly the movie stars and the cultural elites
of the 1930s as their subjects, and for those which reflect historical
memories, urban changes and the life spectacle of consumption,
these images and documents about this city are there to serve as their
background and cushion. From Xue Song’s works, we can seemingly
listen the breathing of this city through different ages and touch the

inner pulse of its development.

In Xue Song’s new works on the theme of people and cities, such as
“Jump”, “Rising”, “Joyous” and “Flying Over”, we see Shanghai’s past
and present. This is a group of works with similar composition: at the
lower part of the picture is a group of forest-like high-rise modern
city buildings. The sky is composed of many densely packed historical
pictures reflecting the various lives during the previous regime of the
National Party; and single or multiple men and women floating over
the city in the posture of walking, jumping or dancing. Since they
are out of context, their behaviors look quite incredible. What do
they want to express in such an action? Do they want to escape from
this city or to land on this city? Or they are caught in the emptiness
between history and reality? It seems that Xue Song poses many

puzzles for us in these pictures.

Similar to the method of viewing ordinary paintings, it is necessary
to complete the viewing of Xue Song’s works through looking them
at a distance and very closely. The difference here is that for general
paintings, the observation from far to near is for the purpose of
capturing the vivid strokes and the colors in subtle changes, while for
Xue Song’s works, the target of such observation is the suspense and
puzzle he poses in the details. The macroscopic and microscopic views
see two worlds respectively, the contrast between such pictorial images

resulting in semantic supposition and a deepening of connotations.

Since the twentieth century, following the ups and downs in the
development of Chinese history, Eastern and Western cultures and
arts have encountered several rounds of collision and integration. In
the materialization process for the establishment of Chinese cultural
value with contemporary attributes, several generations of Chinese
artists have made unswerving efforts and explorations through a
variety of means and approaches. Now in the twenty-first century,
following economic globalization, the contemporary art wave, led
by the European and American cultures, begins to sweep across the
world. In such a trend, China, as a third-world country, was facing
an extremely big challenge. How to build up the confidence and
contemporary value of Chinese art and culture has become the key

issue that Chinese intellectuals and artists are facing.
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Xue Song has travelled 18 years on his personalized journey of art
creation since he was inspired by the ‘fire’ in 1990. Facing our vast
history and numerous worldly scenes: society, politics, tradition,
culture, fashion and aesthetics, Xue Song either interprets history
from the viewpoint of reality or uses history as a metaphor for reality.
Borrowing the power of ‘fire’, he explores the reality and illusion of
art from the destruction and regeneration of pictorial images. Here,
on the foundation of a foothold in the reality of China, Xue Song’s
artistic themes and content are continuously deepened and developed.
And, in a long-term process of refinement and absorption of new
elements, his artistic style has grown to exhibit distinct characteristics,

which possess both Chinese character and international colour.
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The Silent Morning in Autumn - FRILZHAE—
Feng Zikai's Poetry LrIERE
Mixed media on canvas REHESEN
180 x 80cm 180 x 80cm

2018 2018
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"I discovered some kind of ‘mark” from this fire, | found a
language form that enabled me to speak..”
— Xue Song
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The Blue-green Landscape HikLZK
Mixed media on canvas REREEN
60 x 120cm 60 x 120cm
2018 2018
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About 3812 Gallery

Established in Hong Kong in 2011, 3812 Gallery is
recognised as the city’s foremost gallery dealing in
Chinese contemporary art.

2018 was an important year for 3812. In November,
the gallery established a new space in Wyndham
Street, Central, Hong Kong, and in a major step,
launching 3812 Gallery firmly onto the international
stage, opened the new flagship space, 3812 London
Gallery, in the exclusive St James'’s district.

3812 Gallery is dedicated to fostering cultural
understanding of Chinese contemporary art with
“Eastern Origin and Contemporary Expression”. We
strive for establishing international dialogue and
exchanges by uniting artists, academics, collectors
and the general public through our thoughtfully
curated art program. We believe that this sharing
of cultural identity is essential in the understanding
and appreciation of Chinese contemporary art.

Our Name

People often ask what 3812 means? The name was
born in 2010 in the French ski resort of Chamonix
when founders Calvin Hui and Mark Peaker joined
friends to ski the infamous La Vallée Blanche off-
piste run. La Vallée Blanche route starts atop the
Aiguille du Midi where the treacherous ‘aréte’ ridge
(3,812m) must be navigated. The descent that day,
under the clear blue skies and towering peaks of
Mont Blanc, as we carved our turns in the white
powder of La Mer de Glace inspired our passion
and imagination. From this inspiration and in
homage to the challenges overcome, our name was
decided, and 3812 Gallery was born.
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London @2

BEREFE Opening Hours

Brh Telephone
ik Address

BE Email

Hong Kong &

BEREFRE Opening Hours
B5h Telephone
#idk Address

BE Email
fEnk
H(E5% WeChat ID

2H—ZFE2H A Monday - Friday 10:00 am - 6:30 pm
EHA/S Saturday 11:00 am - 2:00 pm

+44 (0)20 39821863

B AT 21 58 SW1Y 6PX

G/F, 21 Ryder Street, St. Jamess, London SW1Y 6PX
london@3812cap.com

EH—ZF 25 Monday - Friday 11:00 am - 7:00 pm

+852 2153 3812

ERPIREERM 40-44 5REFPEE 168

16B, Wyndham Place, 40-44 Wyndham Street, Central, Hong Kong
hongkong@3812cap.com

www.3812gallery.com
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