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Foreword

Pearl Lam / Founder of Pearl Lam Galleries

What is Chinese contemporary abstract art?

The Western art world has often claimed that Chinese contemporary abstract art is secondhand, derived from
Western abstract expressionism. At the same time, academics, curators, and artists in the Chinese art world argue
that Chinese contemporary abstract is indebted to Chinese calligraphy or ink brush painting from the literati culture
of ancient times. This ancient culture is based on Daoism, Buddhism, and Confucianism, the very core of Chinese
culture—the philosophy of which is still practised by Chinese people around the world today. During the 8th century
Tang dynasty, the Chinese created art by pouring ink. The ink brush literati culture involved painting in some sort
of 'abstract' spirit, which was distinctly Chinese. With the introduction of Western art theory and practice, Chinese
contemporary abstract art reacted to and against Western theories to form its own singular range of expression.

We open Pearl Lam Galleries with an exhibition of Chinese contemporary abstract art to explore the differences in the
approach of Chinese artists to abstraction, and to delve into what such art shares with the West, as well as in what

ways it is distinctive.

We invited Gao Minglu, one of the leading scholars of Chinese art and an authority on Chinese abstraction, to curate
the exhibition. We also invited Paul Moorhouse, a leading English curator and scholar of Western abstract art, to visit
the exhibiting artists at their studios to see their work, and to answer the question: “Is contemporary Chinese abstract
merely an echo of the West!" In this catalogue, we have published the edited transcript of a dialogue between Gao
Minglu and Paul Moorhouse. We are grateful to both of them.

We hope the audience will enjoy the exhibition, which demonstrates the richness and variety of Chinese contemporary
abstract art from the 1980s until the present day.
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A Return to Humanity and the Natural World

— An Introduction to Chinese 'Abstraction’

Gao Minglu

In the past decade, ‘abstraction’ in mainland Chinese art has garnered
much attention in both the local and international art scenes, as
its history, major artists and representative works have greatly
developed and flourished. The exhibition at Pearl Lam Galleries Hong
Kong, Chinese Contemporary Abstract, 1980s until Present: Mindmap,
features seven mainland Chinese painters whose works represent
over three decades of the development of ‘abstract art’. The show
includes the artists' early and recent works and contextudlises their
development for the audience. With the exception of the emerging
artist Li Xiaojing, the participating artists in this exhibition were born
in the late 1940s and ‘50s. By the Cultural Revolution, they had already
begun to explore modern art, and in the 1980s, they emerged as the
representative figures of the Chinese avant-garde.

The exhibition's title, 'abstraction’, is derived from a notion perceived
by the audience. However, the ‘abstract’ art referred to here is not
the same as typical examples of Western abstract art. Recently in
mainland China, much discussion and attention has attempted to
qualify the essence of Chinese abstract art—so much so as to include
a number of Western experts and curators who have published
articles and organised exhibitions on the topic. So, what is abstract
art? What is considered abstract art in China! What are the
distinctive characteristics of Chinese abstraction compared to modern
Western abstract art?

To answer this question, we must first understand that 'abstraction’
became a mainstream form of modern art in direct response and
critique to the painting style of the Western realist tradition. In
Western modernism, against the backdrop of the classical realist
tradition, the development of abstract art elicits extreme conflict
and antagonism. In ancient China, even before Western modernism,
such separation, antagonism, and revolution did not exist—they
were not an issue. That is to say, abstraction is a product of Western
modernism. The core of modernism is the essence of freedom of the

individual spirit, which is the ideological core of the Enlightenment
of the 1/th and 18th centuries. It regards ideas and thoughts as the
highest privilege, able to conquer and master the external world,
including the natural world (including the human body itself). As such,
art critic Clement Greenberg asserted that modern abstract art
evolved from the philosophy of the Enlightenment. In short, abstraction
is a reflection of the external and conscious world. It can be defined
scientifically and rationally, described by geometric abstraction or
intuitive generdalisations, resulting in what is considered abstract
expressionism. Because abstract art is a direct manifestation of the
artist's state of mind, it is therefore regarded as the highest realism of
fine art. This is actually the underlying principle of modern Western
art since the Enlightenment.

Therefore, many Western scholars regard abstract art as a reflection
of human alienation in a capitalist society. For example, Adorno
believed that Western abstraction resulted from industrialisation
and its resulting division and alienation of humanity. Modern art
was in trouble. However, this dilemma still continues in today's era of
globadlisation, and is even more critical.

Before modern industrial society, mankind, nature, and the external
world were in complete harmony. Asian culture especially advocates
equality between man and nature, and harmony among all things.
This philosophy informs the development of Chinese landscape
painting. The purpose of painting is best described by Guo Xi's
philosophy on landscape painting aesthetics (/N NE%E, AKEIRER
buxia tangyan, zuogiong quanhe), wherein the highest realm of
the landscape ultimately expresses the similarities and differences
between the natural and spiritual world (B 5 0J J& keyou keju). The
tradition of venerating nature subtly influences the development
of Chinese contemporary abstraction. All of the artists included in
this exhibition, more or less intentionally or unintentionally, have
incorporated this awareness into their work. The past three decades

are witness to an important phenomenon of Chinese contemporary
art, where all developmental and natural changes inform the activities
and history from the '80s to today. This Yi Pai' phenomenon is like a
kind of great music desiring sound ( K&EHE dayin xisheng), a silent
protest against the political and capitalist redlity of our contemporary
society, and a means of preserving the self. Few scholars both in
China and abroad are interested in this emergence. Through my
research and analysis of this movement in recent years, I've defined it
as ‘Maximdlism’ (182 £ jiduo zhuyi) and a ‘School of Notion', or
‘Mindmap’ (Yi Pai’). The simple use of the Western term 'abstract art'
to summarise this movement in contemporary China would certainly
be inappropriate.

First, “Yi Pai’ (beginning with these works) does not advocate the
separation of principles, concepts, and redlistic compositions of artwork,
nor does it identify with Western concepts of art, abstraction and
realism. Although i Pai’ artists have individual means of cultivating
their artistic practice, they all attempt to reconcile these issues. A partial
explanation is that in Ching, traditional poetry, cdligraphy and painting
al advocate togetherness, not differentiation. Therefore, art is not a
reflection of the outer world, but is a restoration of a shared idea.

Qiu Zhenzhong is an important Chinese contemporary artist and
experimental calligrapher. In the 1980s, Qiu Zhenhong, Xu Bing,
Gu Wenda, and Wu Shanzhuan were regarded as the four leading
Chinese contemporary text-art artists. In 1988, Qiu used text
inscriptions from Shang and Zhou dynasty bronzes, which had yet to
be authenticated, to produce his Waiting to be Deciphered series. Just
as Xu Bing created fake characters, Gu Wenda produced miswritten
words, and Wu Shanzhuan re-contextualised different Chinese phrases,
Qiu Zhenzhong revitalised words not even publicly known. However,
his intent is not the words themselves, but his works are endowed

with the significance of the future where meaning is derived from the
pure beauty, form and composition of line. In the absence of semantic
distractions, we are able to appreciate the purity of form in the
characters. So this form of ‘abstraction’ is not artificially constructed,
nor does it employ deconstruction and destruction, typical of works
by Xu, Gu, and Wu; rather, the words and calligraphy themselves
possess an essential quality. Although Qiu’s later works no longer
use words as his medium, he continues to explore this restorative
method. Through his use of lyrical lines, he restores an essential act of
humanity—in its pure image.

Yan Binghui is representative of the 1980s avant-garde art movement
in China, as well as the 1990s ‘experimental ink’ movement. For years,
he quietly continues, not according to fashion. Following the literati
painting tradition, his calligraphy manifests one’s transformation into
the spirit of the natural world. Since the mid-1990s, Yan has been
using dry brushstrokes and richly layered ink textures to compose
repeated square and round forms suggestive of the eternal presence
of the heavens and earth, days and nights, as well as water and
stone. The irregular geometric forms suggest a relationship of
balance and perfection (X[EIH# T tianyuan difang ) and the thickly
layered ink is reminiscent of the perpetual significance present in
ancient stele inscriptions.

In the 1980s, there was a similar trend developing in painting and
other media. The ‘totdlity’ of Chinese aesthetic culture regards the
relationship between humanity and the origin of the universe as a
specific genre of art called 'Rational Painting. Zhang Jianjun is one
of the most influential representatives of this genre. Zhang's 1986
oil painting titled Humankind and Its Clock features different people
simultaneously looking up at the stars, representing the mystery of
time and space—a painting that greatly influenced his generation. In
the 1980s, Zhang created his Noumenon (Existence) series, which are
typical Rational paintings.
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The Rational paintings of the 1980s can be considered as Chinese
‘abstraction’—the term ‘rational’ referring to the concept,
contemplation and meditation embodied by each work. For
the Chinese artists and scholars of the 1980s, this is an essential
component of the modern exploration of Chinese culture.

Li Xiaojing is a young artist born in the 19/0s and an emerging
contemporary Chinese artist whose work has been actively followed
both in China and abroad. Her work encompasses the universe a
thousand times over—heaven, earth, humanity, universal forms, and
still lives. But in contrast with the narrative of the 1980s artists, her
works are micro-focused and closely linked to individual thoughts and
feelings. Her diverse compositions do not create strict hierarchy for
what is accepted or marginalised. Her paintings create a relationship
between ‘painting outside a painting’ and of the ‘voice beyond a
painting’. Sky, water, tree, and stone are all part of Li Xiaojing's
everyday life, for which she manifests a relationship between ‘painting
for the self’ and ‘painting within the self. Li Xiaojing conceals the
philosophical meditation of the 1980s in the form of personal diary.

Secondly, Yi Pai’ artists often reveal a close relationship between
their artistic practice and the everyday. In each work, we see the
constant repetition of the brushstroke, line, and form. Any work is by
no means more important than another, nor cherished as unique for
them. These artists practise mirroring the everyday, incorporating
their own personal perspectives, employing different materials, current
events and worldly interactions, which all naturally fuse together. As
the traditional Chinese saying goes: “Writing mirrors the writer, words
mirror the speaker, painting mirrors the artist”.

Since the Cultural Revolution, Su Xiaobai has explored modern art
forms and his paintings have won numerous awards. His recent large-
scale lacquer paintings are neither considered solely of the handicraft
tradition nor of abstract painting. On the one hand, his process of
applying many layers of lacquer and paint contribute to his role as an
exceptional traditional artisan. Every day, Su and his team explore
a variety of methods for using and applying lacquer—never bored
with the process. His studio is a contemporary version of traditional

artisan studios. On the other hand, Su is not concerned with exploring
the differences in representative and abstract painting; rather, he is
interested in discovering the essence of the lacquer medium itself,
absent of the artist’'s expression of the individual and any attempt
to express a universal significance. With each day of focusing on
the material (lacquer), he grows closer to the medium. This naturdal
dialogue is absent of the hypocrisy and duplicity of current art trends.
In this way, Su quietly presents his own critique of the extreme
narcissism endemic to today’s global and industrialised society.

For many decades, the landscape paintings by Li Huasheng have garnered
much attention and he is recognised as one of the leading traditional
ink painters of Southwest China. Since the late 1980s, Li's departure from
early landscape styles of traditional literati painting and move towards
contemporary 'abstract’ art has been the focus of many scholars. In the
1990s, Li stopped using visudl references and began drawing each day to
focus on the line on Xuan paper, the flow of ink, and the transformation
of painted lines into words that ultimately contribute to a unique style of
‘writing. There are no words, only lines. The meaning of such 'writing'
cannot be directly read; nevertheless, it forms a kind of personal diary
because of the implied feelings that are perceived. Li associates his
paintings with time, often referring to the seasons or a specific date
to name his works. Repeated lines and grids may seem ‘uninteresting’,
but are exceptiondlly elegant. Traditional Chinese painting embraces a
kind of simple line painting (&£ jianbihua), such as the meditative
painting by Song dynasty painter Liang Kai, Li Bo Taking a Stroll.
Although each brushstroke by Li Huasheng is a simple one, the
considerable amount of time and accumulated effort required to
complete a painting is like an unattainable meditation.

Finally, Yi Pai" artists deconstruct rational logic. Western abstract art
practice generally follows a linear course with a beginning and end.
Each painting adheres to strict compositions, which can be roughly
divided into three types: from concept to concept, from concrete to
abstract, and from external to internal. But this kind of linear logic
does not define what | refer to as Chinese 'abstraction’, a concept
that is derived from Asian philosophy that embraces synthesis and
simultaneity. As in traditional Chinese painting and calligraphy, literati

impressionist painting pursues spontaneity through simultaneously
expressed feelings, ideas, and techniques in order to effectively
captivate one's attention.

For example, Zhu Jinshi’s 'abstract' painting is not derived from a
purely logical composition; rather, he captures a complete picture of
each moment and feeling of everyday memory. Death Row (1985)
and Drawing Exhibition (1985) may seem quite 'abstract' at first, but
in fact possess narrative content, referring to a specific time, location
and story. This is Zhu's ability to effectively capture the experience
of a certain character or a moment in time. This experience is all
encompassing and accentuated with uninhibited delight on the
canvas, a delight that is accumulated in the everyday, an expression
manifested by the notes made under the painting or behind the canvas
by the artist. During the Cultural Revolution, Zhu Jinshi was an active
participant in underground cultural and literary activities and, in 1979,
emerged as a member of the renowned ‘Stars’ avant-garde artist
group. Zhu began creating abstract painting in the early 1980s and
has continued without interruption for the past three decades. His
works include installation and performance art, all of which maintain
focus on issues of the everyday. For example, his installations often
feature ink soaked Xuanzhi paper crumpled by hand. His installations
transcend the ordinary and flat qualities of paper to penetrate a
profound spirituality and temporality.

In this exhibition, the selected artists and works are highly
representative of the above-mentioned three aspects. In fact, there
are many similar artists working in China today. What is worth noting
Is that while each artist has his or her own merits, and embodies
different perspectives and philosophies, new paths are forged.
Thus, their respective paths naturally become a part of the Chinese
contemporary ‘abstraction’ narrative.

Chinese 'abstraction' (or Yi Pai’) attempts to define a new culture in
the 21st century. This culture transcends the inevitable destruction of
humanity. It also attempts to contribute to the aesthetics present in
everyday humanity. Therefore, *Yi Pai’ and Chinese 'abstraction’ are
not meant to reflect the aesthetics of the outside world; rather, they
are restoring the aesthetic relationship between man and the world.

Gao Minglu

Gao Minglu is a distinguished scholar of Chinese contemporary
art and, notably, the curator of China/Avant-Garde, National Art
Museum of China, Beijing (1989), the first contemporary Chinese
art exhibition to be mounted in China. He brought the first
landmark exhibition of Chinese contemporary art to the USA with
Inside Out: New Chinese Art, which was first shown at the Asia
Society Galleries and MoMA PS1 in New York (1999). Gao served
as editor of China’s leading art magazine Meishu in the 1980s,
and received his Ph.D. from Harvard University. Currently, he is a
research professor in the Department of the History of Art and
Architecture at the University of Pittsburgh.

His major publications include History of Contemporary Chinese
Art 1985-1986, (Shanghai: Shanghai People’s Press, 1990); /nside
Out: New Chinese Art, (Berkeley: University of California
Press, 1998); A Century’s Utopia: Chinese Avant-Garde Art
(Taiwan: Artists Publishing House, 2000); Chinese Maximalism
(Chongqging: Chonggqing People’s Press, 2003), The Wall: Reshaping
Contemporary Chinese Art (New York and Beiing: The Albright
Knox Art Gallery and China Millennium Museum, 2005), The No
Name: A History of A Self-Exiled Avant-Garde (Beijing: Guangxi
Normal University Press, 2007) and Y7 Pai: A Synthetic Theory
Against Representation (Beijing: Guangxi Normal University Press,
2009), and Total Modernity and the Avant-Garde in Twentieth
Century Chinese Art (Cambridge MA: MIT Press, 2011). He has
organised several major exhibitions, including China/Avant-
Garde (1989), Inside Out: New Chinese Art (1998), Harvest:
Contemporary Art Exhibition (2002), Chinese Maximalism
(2003), The Wall: Reshaping Contemporary Chinese Art (2005),
Retrospective Exhibition of the No Name Group (2006), Yi Fai:
Thirty Years of Chinese Abstraction (2007-2008), and Yi Pai—
Century Thinking (2009), Mind Space: Maximalism in Contrasts
(2010), and Window in the Wall: India and China—Imaginary
Conversations (2011).
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Gao Minglu and Paul Moorhouse: A Dialogue on ‘Abstract Art’

Two major curators and critics, one based in Beijing, one in London, were invited to reflect
on abstract art as seen from the traditions of the East and West

PM:

GM:

In looking at this body of work which has been created
since the early 1980s, | am struck by the huge amount
of ground that has been covered in the last 30 years.
It is absolutely extraordinary. | sense that | am looking
at the language of abstract art in its early stage; it's
at a different point in its evolution compared to the
West, which has had a longer development. | find it
remarkable to see that abstract language is being re-
invigorated in this way. It has a virility and freshness
which makes me think that the dialogue between the
East and West might be of great mutual benefit.

My principal impression is of the diversity of ways of
working embraced in China by the term ‘abstract art’.
Take two of the artists that are in the show. At 31, Li
Xiaojing is the youngest of the artists and with her
work, | felt | was on familiar territory. This is an artist
who has absorbed Western abstract art to some
degree. In addition to completely abstract forms,
she also abstracts from nature. There are remnants
of iconic imagery, resemblance, figuration, and her
work seems to employ what, in Western tradition, we
would call metaphor—poetic metaphor. At the other
end of the spectrum is one of the older artists: Qiu
Zhenzhong. This is an artist whose work is rooted in
calligraphy, as well as Chinese brush and ink painting.
This is more difficult for a Westerner to come to
terms with because some degree of familiarity with
calligraphy seems to be entailed in an appreciation of
the work.

Abstract art in China can be traced back to the early
part of the 20th century. Take the 1930s when some
Chinese artists went to Paris, to Europe, to study
Western art. At the time, modernism in Europe for
many different reasons was very active. When the
Chinese artists brought this kind of style back to
China, there was a strong determination to combine
Western modernism and Chinese literati art with its
traditional landscape or flower ink painting. Or later
in Shanghai, there was also a group of artists who

Question:

GM:

were trained in Europe, and also in Japan, who dealt
extensively in abstract art. It's very interesting that
this kind of art then moved in the 1940s and '50s to
Taiwan. And in the '60s to Hong Kong, where there
was an ink painting movement, with a similar attempt
to reconcile ink painting and Western modernism.
The history is different on the mainland—with the
atmosphere in the '50s and then the Chinese Cultural
Revolution. Western modernism vanished; it wasn’t
allowed to be practised. But after the end of the
Cultural Revolution, and especially in the late "/0s and
early '80s, there was a reconnection with Western
modernism. But even here they wanted to discover or
try to make a connection between Western modernist
style and Chinese traditions from several thousand
years ago like pottery and Yangshao culture. They
thought that the patterns on pottery and Chinese
calligraphy, the Chinese language, had elements which
were similar to Western modernism.

As a movement responding to modernity, rather
than an individual or regional phenomenon, Chinese
‘abstract’ matured in the 1980s with its own logic and
philosophy. It continued to develop through the ‘90s
and the first ten years of the new millennium. Chinese
‘abstract’ was known as the ‘Rationalistic Painting’ of
the ‘85 Movement, and the ‘Maximalism’ of the late
‘90s to the present. Now, | use i Pai’ (‘Mindmap’ or
‘School of Notion’) to describe these two movements.
The artists featured here represent the movements of
the past 30 years.

Do you think you have to approach Chinese abstract
art in a different way from Western abstract art?

Well, just take for example Li Xiaojing's work. If you
look at the painting, it is very difficult to summarise
it. It may have an image in the centre, something
along the edge and, sometimes, there may even be a
partition down the painting with a sort of so-called

PM:

GM:

‘realist’” animal’s bone or something from the garden—
a plant or something. This is very confusing if you're
used to thinking about abstract in the Western way.
If you think this way, you are lost. | don't believe she’s
concerned too much about how to make the painting
balance, what should be at the centre and what
should be on the margin, or how to make this painting
logically whole so that it can be a symbol or metaphor
typical of Western abstract artists. There's no such
idea as wholeness. She’s concerned about the day by
day of painting—its process. Meaning does not come
from a logical composition within a painting’s surface;
rather, it naturally comes from her daily experience. In
this situation, meaning comes from meaninglessness.

| think meaning has been a central issue for Western
art and particularly for Western abstract painters.
Certain artists have found that meaning isn't entirely
within their control and this has produced a crisis
at certain moments. For example, the abstract
expressionists gave emphasis to the subjective
characteristics of the work of art: the emotional
characteristics, the inner state of the creator
implied by the appearance of the work of art. This
expressive content was being controlled—or the
artists were trying to control it—in different ways.
The crisis | referred to arose when the influential critic
Clement Greenberg suggested that meaning had
to be suppressed. Instead, artists were encouraged
to concentrate on the formal components of their
work at the expense of content. This was a problem
because the artists that he was talking about didn't
quite see it in those terms. As much as Greenberg
would have liked to have persuaded Barnett Newman
and Mark Rothko that the paintings that they were
working on were formal creations, meaning kept on
creeping back in. For Newman and Rothko, as well
as for many others, there was a very content-rich
element to their work.

| think that is a wonderful description of the logic
of Western abstract art philosophy. In other words,

Question:

PM:

giving up narrative content doesn't mean abandoning
an artist’s pursuit of subjective control of meaning.
Abstract expressionism, like classical realism, is
just a different way of presenting the truth. At the
beginning of the ancient period in China, however, the
philosophers, poets and artists already concluded that
meaning is always beyond language. The Chinese call
it BESI, SARE (v zal yan wai, yan bu jin yi).
Language, no matter whether it is written or spoken,
has never been able to match the fullness of meaning.
In all the arts, language has not been able to do that.
So coming back to art in particular, | think that it
is wrong to search for one meaning or to believe it
can be reached through a two or three-dimensional
object made by a human being. The crucial difference,
in fact, is between human centrism favoured by
modernists since the Enlightenment and anti-human
centrism, which is at the root of traditional Chinese
philosophy. Chuang Tzu (369-286 BC) wrote his essay
EYEm (“Of Wu Lun™), or “The Equality of Things”
more than two thousand years ago. He said: “Man is
a thing, or matter. Man is unable to fully comprehend
the nature of things because man is a thing. In other
words, it is the uniformity between man and things,
which limits his interpretation of them. The subjective
desire of modern abstraction, on the other hand,
is based on the dichotomy, or separation, between
man’s knowledge and a thing's nature™.

So far, we've talked about meaning. Can we talk
about something which is certainly important in some
strands of Western abstract art and, my guess, also in
Chinese, which is the relationship between landscape
and abstract?

The British critic Herbert Read explained this quite
well. He said that prior to Kandinsky’s creation of
pure abstraction, the artist working in a figurative
way configured his response to the world according
to observation. But from Kandinsky onwards, abstract
artists would re-configure their perceptions according
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GM:

to imagination. That was a crucial moment for
Read. Abstract art takes the artist into a kind of
landscape—the landscape of imagination.

This takes us back to meaning because once you're in
that internal landscape, you can literally lose your
bearings. You think you're in control, but of course you
quite quickly find that you are not because you don't
have external points of reference. You are exploring a
subjective landscape. A lot of Western abstract artists
often say they are creating space and exploring it at
the same time.

In ancient Chinese, there is no such term for landscape.
Landscape is translated from the Chinese J& &
(fengjing), which consists of two characters. J&, is wind,
while 5 is scene. There is never one character that
just means landscape. There is LLIZX (shanshui), which
is now translated into landscape. LI is mountain, while
7K is water or stream, or ‘mountain stream’. Gradually,
in the 9th and 10th centuries, shanshui became the
dominant topic and scene in Chinese art history.
Figure painting and flowers were okay, but landscape,
the LLI7K painting, became overwhelmingly dominant in
Chinese art history.

In Confucianism and Daoism, nature is the fundamental
focus—not only people themselves. What matters
is the harmonious relationship between nature and
humankind. They are part of the whole. It's not about
subject and object. | don't think that the move from
external to internal landscape makes much sense for
the Chinese artist. With Kandinsky and later in the
West, art is still based on the dichotomy between
subject and object, how to control the outside world,
to imagine something you're not able to control.
In Western Enlightenment tradition, human beings
as subjects first have to examine whether they are
able to control the outside world. Human beings
always feel that they have the ability to have control
over nature, and | think this underlies the tension in

PM:

Question:

GM:

PM:

Western art between external and inner landscapes,
or between an object and the mind’s image of it.
There may be a different way in which the external is
part of the internal, and vice-versa. More importantly,
perhaps it is not a linear move from external to
internal, or internal to external. | don't think this linear
move is pertinent to Chinese art (both ancient and
contemporary) because of a profoundly different
sense of nature. Is there a third way for us to interpret
Chinese contemporary art, in particular this kind of
‘abstract’ ?

You talk about the trajectory of the external to the
internal landscape not being a path taken by a lot
of Chinese artists. | think that is a difference from
Western abstract art where taking that path was
highly significant. The artist who most represents
that particular journey was Pollock who moved from
the depiction of external nature to the evocation of
an internalised landscape. And, of course, his famous
observation, “I am nature,” summarised the position
that he had taken.

Let’s look at some of the artists in the show, beginning
with Qiu Zhenzhong.

Everybody knows Chinese calligraphy is saturated with
meaning, especially ideological meaning, and is also
a language where the visual and the conceptual are
bound together. Xu Bing is an artist who plays with
calligraphy, first deconstructing, then reconstructing it.
Qiu Zhenzhong is different. He is not engaged in the
deconstruction of reconstruction. He just wants to choose
an object that is still waiting to be deciphered and to free
calligraphy from all meaning—to respond to it.

This may be an instance where one approaches the same
work of art and, by looking at it through two different
windows, obtains two different views. Talking to Qiu
Zhenzhong about his work, | understood that he was
engaged with ancient Chinese characters which, because

Question:

PM:

GM:

of their great age, had lost their meaning. He was
involved with forms that had separated from their literal
significance. | thought his work was fascinating because,
through his engagement with these forms, he seemed to
me to be plunging into the whole issue of representation.
| was struck by the way he was trying to discover the
potential of shape and line for meaning and, in so doing,
was investing these forms with new significance. | thought
that was a very interesting and fertile position to be
taking as an artist.

Can you talk about Yan Binghui? This is poised to use
Western terms—between abstraction and figuration.

Yan Binghui was trained in the classical tradition of
Chinese brush and ink. He told me that by 1985, he
had come to a position where he felt constrained
by that tradition and wanted to break out of it. So
he produced this extraordinary series of images
which he described as done very rawly and very
spontaneously—without premeditation. As | looked
at the work which came later, | began to form
the impression that subjective experience, private
internalised experience, was to some extent Yan's
concern. In that sense, | felt an affinity because that’s
a very Western preoccupation. As the forms in his
work became progressively simpler, | asked him
about those images which asserted characteristics
such as edge and line. These are very evocative
Western elements for expressing feeling, as well as
internal states, and Yan seemed to acknowledge that.
When his work began to incorporate great block-like
massive shapes, | thought this is an artist who is giving
material form to internal experience in a way that
contradicts Chinese classical methods. | think that to
some extent he acknowledged and agreed with that.
He said he was re-inventing tradition by shifting the
language to this internalised experience.

Let’'s compare Yan Binghui and Zhang Jianjun. Their
work in the show is from the same period. But

GM:

PM:

GM:

PM:

perhaps Zhang Jianjun’s work is much easier for
Western viewers to appreciate and understand—even
though it's filled with a sphere, circle or a square from
Chinese traditional Oriental philosophy.. You have to
remember that classical ink painting emphasises the
individual personal experience, which is why you have
81 different strokes, styles, techniques.

There is a very famous saying about black in China:
“ZEH A B, which translates as “black ink has five
different colours”. So five is a kind of symbolic
number and means that actually there are many
different degrees of this colour ink. Black is not
black—it's colourful.

| very much agree with that because there is an
equivalent in Western painting. Terry Frost, a well-
known abstract painter, used to always say: “Black
is to white as red is to green”. What he was talking
about was the contrast between the black and the
white. It's as vibrant as the contrast between red
and green, so it actually resonates. Qiu did this
extraordinary series of drawings based on Matisse,
which had been reduced to line in black on white.
For me, they were extraordinary because somehow
he'd captured and retained Matisse’s exoticism and
vibrant sense of colour within line alone.

About Zhu Jinshi, | think that you can say that he
wanted to capture everything. But at the same
time, he knows that there is a limit. You only have
brush and colour. Okay. But in his mind, there are
many things.

By the late 1980s, Zhu Jinshi seemed to have
reached a point were he felt that painting as a
form of expression was dead, so he shifted to
installation. In some ways, this was a progression
because the paintings had seemed to be seeking
a material presence. That's what | was getting
from the paintings. He was trying to give them
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GM:

PM:

GM:

an object-like quality and, when he began
making installations, he was extending that
material presence into space and investing it
with references. And then this extraordinary
thing happened in 2000, when he came back to
painting. It seemed as though the installations and
that earlier engagement with creating a material
presence now fed back into the paintings again.

As a result, we have these extraordinary, thickly
painted, massive paintings which distill very
complex experience into simplified, but highly
substantial forms that have immense physical
stature. | couldn’t help but be impressed by that,
and | thought it was absolutely marvelous.

Paul, did you visit Su Xiaobai?

Yes, | was very impressed by his use of lacquer. This
is a new material for me in an art object; but, having
said that, what | instantly found myself responding
to was its brightness, its highly reflective quality,
this sheen that inhabits the lacquer. Of course, the
artist distresses the surface as well. What came
across very strongly to me was the way the artist
constantly drew the eye to the surface: what he
called a ‘Vermeer—like" skin. It certainly felt like skin
to me. However, | couldn’'t help but respond in
another way because | knew about his relationship
with Gerhard Richter and Richter is an artist I've
worked with a lot. | know Richter’s obsessions and
| began to think: what does Su’s work mean to
me? There’s this lacquer-like surface, this skin-like
quality. Like Richter, there is a similar impenetrable
surface: an imperative to expunge specific
references from the art objects that he creates.

Lacquer, traditionally, has been seen in terms of
decoration. | think his work is trying to come closer to
the material itself because you have to devote yourself
many, many times to polish off everything. You can feel

Question:

GM:

his enjoyment of this close relationship with particular
materials. The second point is to try to discover a
certain amount of the poetically romantic nature of the
material, just like a human being. So that is finally the
reality of the work...to find something penetrable,
something that is very romantic.

Gao Minglu, finally, let me ask you: how important
is this tradition of abstract art in China?

| don't think this is only important for the Chinese.
Paul, even though this is your first time in China
and you are here only for a few days, you may have
found that Chinese cities are more industrialised
than European and American ones. The early
dream of Bauhaus has been realised here: the
box now appears in China everywhere. So it is
ever more important how to clothe mankind with
nature and something that comes from tradition.
We are all in Duchamp’s shadow, even the Chinese.
But | think in the future, we should get out of the
shadow and be more comfortable with a voice,
heart, and emotion which we have lost in this
global age—with something we can touch every
day. That is perhaps good for everybody. So what
I'm thinking right now is that is why | have curated
an exhibition such as this. In my mind, it is not
only about a certain kind of art style or dramatic
subject matter—that is not the most important
thing for me—but rather the way in which an artist
lives and thinks about art.

Paul Moorhouse

Paul Moorhouse is Curator, 20th Century at the National Portrait
Gallery, London, a post he has held since 2005. From 1985 to
2005, he was Curator, Collections at Tate, latterly Senior Curator,
Contemporary Art.
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Fortraits (2007-8), all at the National Portrait Gallery. At Tate, he
curated the retrospective exhibitions: Anthony Caro (2005), John
Latham (2005), Bridget Riley (2003), Michael Andrews (2001) and
Leon Kossoff (1995). Other exhibitions include: Warhol/lcon: The
Creation of Image (Byzantine and Chrisitan Museum, Athens 2010),
Warhol Screen Tests (Potnia Thiron, Athens 2010), John Hoyland
(Royal Academy of Arts, London 1999); Francis Bacon (Millenium
Galleries, Sheffield 1996) and The Transformation of Appearance—
Auerbach, Andrews, Bacon, Freud, Kossoff (Sainsbury Centre, 1990).

Moorhouse has published extensively. Recent publications include
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Gao Minglu

Gao Minglu is a distinguished scholar of Chinese contemporary
art and, notably, the curator of China/Avant-Garde, National Art
Museum of China, Beijing (1989), the first contemporary Chinese
art exhibition to be mounted in China. He brought the first
landmark exhibition of Chinese contemporary art to the USA with
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as editor of China’s leading art magazine Meishu in the 1980s,
and received his Ph.D. from Harvard University. Currently, he is a
research professor in the Department of the History of Art and
Architecture at the University of Pittsburgh.

His major publications include History of Contemporary Chinese
Art 1985-1986, (Shanghai: Shanghai People’s Press, 1990); /nside
Out: New Chinese Art, (Berkeley: University of California
Press, 1998); A Century's Utopia: Chinese Avant-Garde Art
(Taiwan: Artists Publishing House, 2000); Chinese Maximalism
(Chongging: Chongqing People’s Press, 2003), The Wall: Reshaping
Contemporary Chinese Art (New York and Beiing: The Albright
Knox Art Gallery and China Millennium Museum, 2005), The No
Name: A History of A Self-Exiled Avant-Garde (Beijing: Guangxi
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Against Representation (Bejing: Guangxi Normal University Press,
2009), and Total Modernity and the Avant-Garde in Twentieth
Century Chinese Art (Cambridge MA: MIT Press, 2011). He has
organised several major exhibitions, including China/Avant-
Garde (1989), Inside Out: New Chinese Art (1998), Harvest:
Contemporary Art Exhibition (2002), Chinese Maximalism
(2003), The Wall: Reshaping Contemporary Chinese Art (2005),
Retrospective Exhibition of the No Name Group (2006), Yi Fai:
Thirty Years of Chinese Abstraction (2007-2008), and Y7 Pai—
Century Thinking (2009), Mind Space: Maximalism in Contrasts
(2010), and Window in the Wall: India and China—Imaginary
Conversations (2011).



ZHU JINSHI R&H

White Caligraphy EHEEEE (1984)
Oil on canvas i EHE
126 x 84 cm (49 3/5x 33 1101in.)

Zhu Jinshi

Alert to any suggestion that abstract art could be seen as simply decorative, Kandinsky
wrote: “The artist must have something to say, for mastery over form is not his goal, but
rather the adapting of form to its inner meaning.” ' Zhu Jinshi has given the imperative to
give tangible form to subjective experience its most extreme redlisation. In the early 1980s,
Zhu made abstract paintings that reflected his contact with the American painter Susan
Rothenberg and also his absorption of the example of other leading Western painters,
notably Cy Twombly, Per Kirkeby and Gerhard Richter. Zhu's work at that moment had
an urgent, expressive momentum, rapidly formed marks providing a raw, organic structure
within the space of the canvas. His subsequent abandonment of painting in 1986 seems
surprising but, in hindsight, can be seen as having its place in his overdll artistic progress.
During this phase, the artist made installations using a range of materials, both naturdl
and fabricated. This aspect of his work can now be viewed as part of the will to invest his
work with a greater material presence.

Following his return to painting in 2000, Zhu's preoccupation with the creation of @
complex physical entity now emerged with a new focused intensity. Working within the
Western tradition of oil paint on canvas, and recently using board for greater rigidity, Zhu's
paintings far outstrip his Western counterparts in terms of their engagement with paint
as substance. Often working on an expansive scale, Zhu applies pigment to a support,
building a chromatic surface to an astonishing depth. Individual marks and passages
project outwards in deeply textured and incised swathes. These are images that present
paint as a material fact—one that is at once sensuous, turbulent and visudlly intoxicating.
Yet the titles of these works are surprisingly specific: Shock on Hearing About Wenchuan
Earthquake; Fejia Village in the Morning, and so on. Such references are a reminder that,
though abstract, Zhu's work is rooted in metaphor. Experience—fleeting and internal—
is embodied in the inert substance to which it is committed, and in which it finds an
imaginative and deeply expressive equivalent.

"Wassily Kandinsky, Concerning the Spiritual in Art, translated by Michael T.H. Salder, New York, 1977, p 54.

Text by Paul Moorhouse
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ZHU INSHI %k&H

Black Zen No. 1 (left) BfE— (Z) (1991
Black Zen No. 2 (right) 28~ (#&)

Oil on canvas 7 HjHE

Diptych #Hi=

65 x 55 ecm x 2 (25355 x2117in.x 2)
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ZHU JINSHI &6 ZHU JINSHI £&H

Qinggong (Light Body Martial Art) E&I (2006) Red Leaves Mountain ATZELL (2006-2009)
Qil on canvas 77 HJAE Qil on canvas 77 HJAE
180 x 160 cm (70 9/10 x 63 in.) 180 x 160 cm (70 9110 x 63 in.)
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ZHANG JANJUN SRS

Zhang Jianjun

In common with certain Western abstract artists—Antoni Tdpies springs to mind—
Zhang Jianjun’s paintings have an arresting tactile quality. Paint or ink, applied
broadly and spontaneously to canvas or paper, form ragged, fragmented shapes.
Frequently, these monochrome forms float ambiguously within the indeterminate
space of the ground. Sometimes other elements, notably wooden pegs or papier-
mdaché rocks, are added. On occasion, the artist combines several canvases so
that they abut, creating expansive fields of painterly activity. At a certain point, an
emphasis on the hand-made quality of each mark gives way to an overall impression
of movement. The eye traverses the field, moving constantly between different zones
of activity as it would in nature when, for example, confronted by the surface of an
expanse of water.

Abstract marks, providing the evidence of the artist’s hand and touch, yield a
sense of forms flickering and flowing. Human nature and external nature are
brought together, revealing their sympathy and connectedness. Of this conjunction,
the artist has commented, “l flow”, an observation that recalls the words of an
earlier Western painter, Jackson Pollock, who famously asserted: “I am nature”. In
their respective ways, the invisible force that unites the individual and the world is
suggested. But Zhang's work brings to this equation a meditative quality that seems
uniquely embedded in Eastern modes of thought.

Text by Paul Moorhouse

Noumenon Series (Existence) No. 55 "B~ &%l No. 55 (1984)

Oil paint, Chinese ink, Xuan paper, sand, on canvas
mEmY, KE, BEHK VA
165 x 140 cm (65 x 55 1101in.)
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ZHANG JJANJUN sRigE
Noumenon Series (Existence) No.67 “FH"™ %% No. 67 (1985)

Oil paint, Chinese ink, Xuan paper, sand, on canvas
THEHERF, KE, B4 VA
120 x 100 cm (47 5 x 39 w5 in.)

ZHANG JANJUN SR{ERE

Noumenon Series (Existence) “B"~ &RZF| (1989)

Acrylic, Chinese ink, Xuan paper, wood, stone, papier-méché on canvas
MHAK. KE B4 K &E DA

84 x75x8cm (33110x29 12x 3 1101n.)
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YAN BINGHUI BiZ&¢&
Sun Suites No. 3 X[GAB= (1984)

Ink on Xuan paper E#KE
68 x 68 cm (26 4/5x 26 4/5in.)

Yan Binghui

Yan Binghui's work, like that of Zhu's, is rooted in traditional Chinese practices. In Yan's case, it
is brush and ink painting, which he continues to teach at Tianjin Academy. That said, his art can
be seen less as an exploration of tradition, and more as a reinvention of a specifically Chinese
sensibility. Trained in Chinese painting and calligraphy, Yan dates his mature work from 1984. In
that year he made a remarkable series of brush and ink paintings that seemed wilfully to mount
an assault on those constraints that he felt were imposed by the very disciplines he had carefully
acquired. Made quickly and with extreme attack, the images he formed were at once gestural
and also incorporated references to natural phenomena. These were followed in the early 1990s
by paintings that were no less raw in method, but more ‘rational’, to use the artist's own term.
They were also increasingly abstract, although Yan does not find that term useful in relation to his
activity. Nevertheless, in visual terms, these works expunged recognisable imagery, concentrating
instead on those characteristics inherent in the medium. The flow and texture of mark-making,
density of pigment and an evident interest in the expressive character of the edges of certain
forms—ragged and dissolving—all combined to create images with a powerful, intrinsic presence.

Subsequently, Yan's work has probed the limits of brush and ink painting, while also admitting
referential content, both subjective and metaphorical. Using a traditional scroll format, his Trapped
Heart series takes the form of massive rectangular shapes with an imposing expressive presence.
Other more recent works have extended that non-figurative vocabulary, incorporating a
range of organic shapes and explosive marks that seem no less invested with personal, emotive
significance.

Text by Paul Moorhouse
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YAN BINGHUI FEI&

Heart Wall No. 1 1[>BEZ — (1995)
Ink on Xuan paper E#KKE

178 x 95 cm (70 1110 x 37 /5 in.)

YAN BINGHUI BZ&¢&

Heart Wall No. 2 (M8 = (1995)
Ink on Xuan paper E#KE
183 x 96 cm (72 x 37 4/5 in.)
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SU XIAOBAI ER&48

Blossoming Purple #%%% (2003)

Oil and lacquer on linen and wooden plate
AR, FRAERY . K&

110 x 77 cm (43 310 x 30 1110 in.)

Su Xiaobai

Su Xiaobai has responded to artistic issues that have their source in Western
modernism. And, in common with Zhang, Su's response is informed with a sensibility
that seems specifically Chinese. Su's paintings—and some of his recent works are not
so much paintings as constructed objects—expunge all references to observed redlity.
Using lacquer as his prime vehicle of expression, he employs a painstaking, artisan-like
process in which layer upon layer is applied to a supporting ground or structure, built
up, smoothed and further layers added. The result is the creation of wall-mounted
shapes with some using a conventional Western rectangular format, and some
involving superimposed rectangles. Others are more irregular in outline and, recently,
several introduce a convex curve as part of the underlying structure. In each case,
the eye is drawn to Su's surfaces. Whether immaculate or distressed—as the result,
respectively, of polishing and abrasion—a veneer-like finish is asserted.

The implications of Su’s use of lacquer are complex. On one level, this material
permits the creation of a rich, visual sensuality. Colour, texture and reflection
combine, holding the viewer's attention but, simultaneously, repelling explanation.
Whether skin-like or assertively three-dimensional, the works have an insistent
but impassive physicality. They exist as entities, things in themselves with their own
autonomous nature. Though powerfully expressive, intimating qualities that range
from nobility and refinement to a sense of delicate fragility, they have a mysterious,
elusive character. It is as though pure appearance has itself attained a redlity of its
own. In that respect, Su’s work has affinities with that of the leading German painter
Gerhard Richter, with whom he had contact in the early 1990s. But Su brings to
Richter's preoccupation with manipulating appearances a response that is culturally
informed, the lacquer resonating quietly with associations that are essentially Chinese.

Text by Paul Moorhouse
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SU XIAOBAI %54

Concave No. 1 M—1 (2012)

Oil and lacquer on linen and wooden plate
AR RBEME. KE

160 x 160 x 18 cm (63 x 63 x 7 in.)

SU XIAOBAI &%

Concave No.2 M—2 (2012)

Oil and lacquer on linen and wooden plate
AR, BRABERE. K&

160 x 160 x 18 cm (63 x 63 x 7 in.)
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QIU ZHENZHONG EB#z
Characters to Be Deciphered No. 8
FEXF AT No. 8 (1988)

Ink on Xuan paper EH#E7KE

68 x 68 cm (26 4/5 x 26 4/5in.)

Qiu Zhenzhong

For Qiu Zhenzhong, the parallel trajectories of Western abstract art and Chinese calligraphy
have provided the basis for a remarkable synthesis. Steeped in the history and practice of
calligraphy, Qiu has placed writing at the centre of his art. Employing brush and ink, the artist
tests and explores individual characters, words and names, probing their significance and
expressive potential. At the heart of this endeavour are concerns that are specific to Chinese
history and culture. Indeed, the subtleties and refinements of Chinese calligraphy can be
bewildering to the uninitiated. But it is a measure of Qiu's achievement that such arcane issues
are made approachable to a Westerner. In part, this is due to the artist's evident awareness of
an issue familiar to European thought, that of physiognomic perception. Articulated by Darwin in
his book The Expression of the Emotions in Man and Animals (1872), this theory drew attention
to the fact that everything in nature has an expressive character. Objects (natural and man-
made), creatures, shapes and colours are all perceived as having emotional characteristics. This
idea is the basis of expression in Western art and in Qiu’'s work, it is refracted through writing
practices enshrined in Chinese culture.

In one remarkable painting, for example, on a daily basis the artist repeated his signature across
a large surface. The result was to create an image in which the formal variations between
each signature were apparent. As if signalling that the artist’s differing daily states produced a
variety of calligraphic outcomes, each signature could be read in expressive terms, as a litmus
of mood and feeling. Qiu’s exploration of the physiognomic character of Chinese calligraphy
was developed further in his ongoing work on ancient ideograms whose original meaning has
been lost. Such characters are separated from their literal significance. Engaging with these
now inexplicable forms in an imaginative way, Qiu's images instead mine each ideogram for
expressive content. In so doing, his work reveals an unexpected vitality in the written mark,
investing ancient forms with new possibilities of meaning.

Text by Paul Moorhouse
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QIU ZHENZHONG Ef#ix

Work 0019 Ef&a 0019 (2000)
Ink on Xuan paper B K E
45 x 68 cm (17 710 26 4/5in.)

QIU ZHENZHONG E#z +
Characters to Be Deciphered No. 9
FEXFARS] No. 9 (1988)

Ink on Xuan paper EH#KE

68 x 68 cm (26 4/5x 26 4/5in.)
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LI HUASHENG Z=gE4
0546 (2005)

Ink on Xuan paper E#EKE
97 x 180 cm (38 45 x 70 9110in.)

Li Huasheng

For Li, “only life is real”. His work is rooted in the primacy of experience
upon which the act of making art feeds. Though abstract, in every respect
his paintings are inseparable from the sensations of living, an internal
pool in which present feeling, memory and imaginative association seem
enmeshed. Among these artists, at 68 Li is the oldest and, like a number
of them, his artistic background had its beginnings in traditional brush and
ink painting. However, contact with Western art in the mid-1980s, as well
as his deep involvement with the culture of Tibet, produced a new way of
working, which reacted against his previous practice.

The painted line plays a fundamental role in Li's pieces. Working initially
with grid-like structures, the artist compartmentalised the surface of his
paintings, creating square-shaped cell-like forms. Over a period of days
leading into weeks and months, Li patiently filled these tiny receptacles
with rapidly executed, spontaneously formed marks and ciphers. Some are
simply lines, while others coalesce into suggestive ideograms, and several
are recognisable representations of natural and human forms. Each has
the character of a thought or feeling made visible. Collectively, there is the
impression of the artist’s activity unfolding, naturally and with the unforced
regularity of daily existence. Subsequently, Li's work was distilled further,
the overall image being formed simply by traversing lines forming complex,
tightly organised grids. Each line is a trace of the hand that formed it, a
thread-like trgjectory resonating with transmuted life.

Text by Paul Moorhouse
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LI HUASHENG Z=#E4

0305 (2003)
Ink on Xuan paper T ALK ZE
148 x 365 cm (58 3110 x 143 7/10 in.)
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LI XIAQJING 2Z=figs s

Bird & (2009)
Qil on canvas 7 EJHE
150 x 150 cm (59 1110 x 59 110 in.)

Li Xiaojing

Li Xiaojing creates atmospheric images that seem poised at the edge of
recognition. Indeed, many works incorporate references to natural phenomenc
within a visual context that remains abstract, non-specific and elusive. Erratic
lines, transparent washes, dripped paint; and yet, at the same time, there are
rabbits, spiders, leaves, shadows, goat and birds. Li's delicately formed images
hover uncertainly, asserting a presence that is suggestive rather than material.
Ideas seem to have acquired form while retaining something of their original,
fugitive nature.

At 31, Li is the youngest of these artists, and in some ways her work suggests
those qualities of questioning, curiosity, freshness and wonder that are
remnants of youth. Merging non-figurative and recognisable forms, her
paintings have a quiet, reflective quality that probes the nature of familiar
things—insects, space, time, water—while revealing their strangeness. A
spider, enlarged and scabrous, occupies a painted world of spots, splashes and
scratched lines. Presented in this way, it is seen anew. Its physical features are
echoed in the context created by Li's painting: dark, scratchy, probing. There
is the impression not only of the spider’'s appearance, but a whole sense of
the creature and its world, a glimpse perhaps of what it is to be that living
thing. These are poetic insights, in which the mysterious essence of different
phenomena is, as it were, extended and given visible form. Li's paintings are
a reminder that such perceptions are possible only in a metaphorical visual
language that goes beyond the capacity of words.

Text by Paul Moorhouse
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LI XIAQJING Z=R#%

Paleontology BT4E#) (2009)
Oil on canvas 7 EHE
150 x 150 cm (59 110 x 59 110 in.)

LI XIAOJNG Z=hgis

Approaching Water i EITIsRAIZK (2010-2011)
Oil on canvas 7 EHE
150 x 150 cm (59 110 x 59 410 in.)
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ZHU JINSHI
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Pearl Lam Fine Art at SH Contemporary, Shanghai, China
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2008
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2004

2003
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1987
1986
1985
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China Contemporary Art, COBRA Art Museum, Amsterdam, NL
Hyper Design, The 5th Shanghai Biennale, Shanghai, China

The Glamour in Reincarnation, Sammlung Essl Museum, Vienna, Austria
Ruins, Today Art Museum, Beijing, China

Century and Faradise, Chengdu Biennial, Chengdu, China
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Time-Timeless, Egon Schiele Art Centre, Krumlov, Czech Republic

The Same Voice, Ludwigsburger Royal Palace Art Festival, Germany
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Beijing, China
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Chinese Contemporary Art, China Gallery, Berlin, Germany
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Mehrer Underground Exhibition, Private Space, Beijing, China

The 2nd Xing Xing (Stars Group) Exhibition, National Art Museum of
Ching, Beijing, China
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ZHANG JIANJUN
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1978

Present

2007

2005

2004
2003
2002

2001
1997
1995
1994
1989
1988
1987

201

2010

2009

2008

2007

Born in Shanghai, China

Graduated from the department of Fine Arts at the Shanghai
Drama Institute, China

Adjunct Professor, Fine Arts Department, New York University,
New York, USA

Lives and works in Shanghai, China

Selected Solo Exhibitions

Alternative Landscape, 140 sqm Gallery, Shanghai, China

Vestiges of a Process: New York, Shanghai, New Rural Area,
iPreciation Gallery, Singapore

Vestiges of a Process, Asian American Art Centre, New York, USA
Garden of Wishing Trees, Maiden Lane Exhibition Space, New York,
USA (in collaboration with Barbara Edelstein)

Vestiges of a Process: Chelsea Chapter, DTW Gallery, New York, USA
Mountain & River, Art Projects International Gallery, New York, USA
Sumi-Ink Garden of Re-Creation, He Xiangning Art Museum,
Shenzhen, China

Vestiges of a Process: Guangzhou Chapter, Guangdong Museum of
Art, Guangzhou, China

China Chapter, Museum of the Shenzhen Art Institute, Shenzhen, China
China Chapter, Art Projects International, New York, USA

Footprint, Galerie Deux, Tokyo, Japan

Water & Fire, Art Projects International Gallery, New York, USA
The Paradox of the Fish, Contempo Gallery, New York, USA

Nerlino Gallery, New York, USA

Harvard University, MA, USA

Nature, Shanghai Art Museum, Shanghai, China

Selected Group Exhibitions

Wu Ming, Form is Formless, Chinese Contemporary Abstract Art,
Contrasts Gallery (now Pearl Lam Galleries), Shanghai, China

Celestial Abstraction, Contemporary Art Museum, Rome, ltaly
Shanshui: Landscape in Chinese Contemporary Art, Kunstmuseum
(Museum of Art Lucerne), Switzerland

Sofia Paper Biennial, Sofia, Bulgaria

Traditional Landscape in Contemporary Expression, Ming Yuan Art
Centre, Shanghai, China

The 7th Shenzhen International Sumi-Ink Biennale, Shenzhen, China
Chinese Window: Big Draft Shanghai—Contemporary Art from the
Sigg Collection, Kunstmuseum Bern, Bern, Switzerland

Vestiges of a Process: Transition, Zendai Contemporary Art Centre,
Shanghai, China

The Great Celestial Abstraction: Chinese Art in the 21st Century, National
Art Museum of Ching, Beijing, China

Shanghai Art, Asian Art Museum, San Francisco, CA, USA

Ink Society, Sunshine International Museum, Song Zhuang, Beijing, China
Chinese Gardens for Living: llusions to Redlity, Palais Royal, Belgium

Yi Fai—Century Thinking, Today Art Museum, Beijing, China

A Starting Foint: Intrude: Art & Life 366—Dynamics of Change and Growth,

Zendai Museum of Modern Art, Shanghai, China

Mountain & Water, Dresden Art Museum, Dresden, Germany
Towards Abstraction: 1976-1985 Shanghai Contemporary Art, Zendai
Museum of Modern Art, Shanghai, China

Vestiges of a Process: Shanghai Shikumen Project 2008, Intrude 366,
Zendai Museum of Modern Art, Shanghai, China

Yi Pai: Thirty Years of Chinese Abstraction, La Caixa Forum, Barcelona,
Madrid, Palma, Spain

Rejected Collection, Ke Centre for Contemporary Arts, Shanghai, China
The 3rd International Art Festival, Ragjamangala University, Poh-Chang,
Bangkok, Thailand

2006

2005

2004

2003

2002

2001

2000

1999

1998
1997

1996

1995

1993
1992

1991
1990
1989

1988

1987

1986

1985
1983

Yi Pai: Thirty Years of Chinese Abstraction, Madrid, Spain

Language and Environment, Museum of Contemporary Art, Beijing, China
Crossing the Atlantic, Goldsmith’s College, London, UK

Entry Gate: Chinese Aesthetics of Heterogeneity, 1st Envisage,

Shanghai MOCA, China

Close to Home, BlockParty Brooklyn, New York, USA

Flowing River: 30 Years of Chinese Ol Fainting, National Art Museum

of Ching, Bejjing, China

100 Years of Chinese Sculpture, Shanghai Sculpture Space, Shanghai, China
The 1st International Sculpture Biennale, Xu Jia Hui Park, Shanghai, China
Foles Apart, Poles Together: Markers V, Venice Biennale, Venice, Italy

A Grain of Dust, A Drop of Water, The 5th Gwangju Biennale, Gwangju, Korea
10-Year Anniversary, Art Projects International Gallery, New York, USA
Breathe, New York University Gallery, New York, USA

2000 Years Fassed By in Silence, Diverseworks Art Space, Houston, TX, USA
Urban Creation, The 4th Shanghai Biennale, Shanghai Art Museum, China
The 1st Guangzhou Triennial, Guangdong Museum of Art, Guangzhou, China
East + West, Kunstlerhaus, Vienna, Austria

China Triennial, Metropolitan Museum of Guangzhou, Guangzhou, China
Variations of Ink, Chambers Fine Art, New York, USA

Markers, Venice Biennale, Venice, Italy

Metaphysics and Redlity, Shanghai Art Museum, Shanghai, China
Construction in Process VIl This Earth is a Flower, The International Artists’
Museum, Lodz, Poland

Cow Farade, New York Environmental Sculpture thematic exhibitions,
New York, USA

Milestones for Peace, Jerusalem Art Festival, Jerusalem, Israel

Transience: Chinese Experimental Art at the End of the Twentieth Century,
Smart Museum of Art, Chicago, llinois, USA

Language, Ethan Cohen Fine Art, New York, USA

Gadlerie Observatoire 4, Montreal, Quebec, Canada

Basic Elements, Art Beatus Gallery, Vancouver, Canada

Bank: Inside the Counting Room, Lower Manhattan Cultural Council,
New York, USA

Art Projects, International Gallery, New York, USA

Open Space, Shanghai Biennial, Shanghai Art Museum, Shanghai, China
Eastern Fusion: Contemporary Asian American Art in New York,
Hillwood Art Museum, New York, USA

Feace, Earth, Healing, Hiroshima Nuclear Explosion International
Memorial Exhibition, Hiroshima, Japan

Construction in Process #4, The Artists’ Museum, Lodz, Poland

Ruine der Kiinste (Art Ruins), Berlin, Germany

American Museum of Natural History, New York, USA

Annual Exhibition, Asian American Art Centre, New York, USA

East West Contemporary Inc. Gallery, Chicago, llinois, USA
Contemporary Chinese Art, Tokyo Gadllery, Tokyo, Japan

Open Up, Hanart TZ Gadllery, Hong Kong

China/Avant-Garde, National Art Museum of China, Beijing, China

Last Supper FPerformance, Shanghai Art Museum, Shanghai, China

Art Waves Gallery, New York, USA

Annual Exhibition, Shanghai Art Museum, Shanghai, China
Transformation in Shanghai Contemporary Art, Hong Kong Art

Centre, Hong Kong

Alisan Fine Arts, Hong Kong

Open Up, Pacific Asia Museum, Pasadena, CA, USA

The 9th Annual Joint Art Show, Tokyo Municipal Museum, Tokyo, Japan
Annual Exhibition, Shanghai Art Museum, Shanghai, China

1st Shanghai Young Artists Competition Exhibition, Shanghai Art
Museum, Shanghai, China

Annual Exhibition, Shanghai Art Museum, Shanghai, China

83-Stage Painting Experiment Exhibition, Fudan University Gallery,
Shanghai, China
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YAN BINGHUI

1956
1988

Present

2005
1998

1993

2010

2009

2008

2007-08

2007

2006

2005

2004

Born in Tianjin, China

Graduated from the Tianjin Academy of Fine Arts, Tianjin, China
Painting Professor at Tianjin Academy of Fine Arts

Member of the Chinese Calligraphers Association

Chinese Society of Modern Calligraphy Vice President and
Graduate Student Supervisor

Lives and works in Tianjin, China

Selected Solo Exhibitions

Yan Binghui: Ink Fainting Exhibition, Academy of Fine Arts, Tianjin, China
Modern Calligraphy Exhibition: Yan Binghui, Tianjin People’s Fine Arts
Publishing House Gadllery, Tianjin, China

Yan Binghui Calligraphy Exhibition, Academy of Fine Arts, Tianjin, China

Selected Group Exhibitions

Chinese Calligraphy in Context, National Art Museum of China, Beiing, China
Significant Change With Time: Innovative Ink Art Exhibition, Fine Arts
Museum, Taipei, Taiwan

Yi Pa—Century Thinking, Today Art Museum, Beijing, China

Non-Book Book, The 2nd International Exhibition of Calligraphy, Zhejiang
Chinese Academy of Art, Hangzhou, China

Road to the New Era of Chinese Fainting 1978-2008, National Art Museum
of Ching, Beijing, China

International Art Exhibition, Beijing Songzhuang Sunshine International Art
Museum, Beijing, China

Yi Fai: Thirty Years of Chinese Abstraction, Wall Art Museum, Beijing; La Caixa
Forum Palma de Mallorca, Barcelona, and Madrid, Spain

Mark -100, Chinese Ink League, The 2nd Songzhuang Invitational Exhibition,
Songzhuang Eastern Art Centre, Beijing, China

Iransition, Contemporary Ink Show, Academy of Fine Arts Museum,

Tianjin, China

Documenting Chinese Ink Painting, RCM Art Museum, Nanjing, Jiangsu, China
China, Japan, France Faintings Exhibition, Academy of Fine Arts Museum,
Tianjin, China

Fower of Performance Exhibition, 798 Bronze Age Gdllery, Beijing, China
Documenting Chinese Contemporary Art, Beijing World Art Museum,
Beijing, China

Experimental Ink Retrospective, Shenzhen Fine Art Institute Exhibition Centre,
Shenzhen, China

Proliferation of Spirit, International Modern Calligraphy Invitational Exhibition,
Seoul Museum of Art, Seoul, Korea

Critical -+ Compatible Fainting Invitational Exhibition, Beijing International Art
Museum, Beijing, China

100 Famous Chinese Fainters Invitational Exhibition, Nanjing Museum,
Nanjing, China

Modern Caligraphy Invitational Exhibition, Today Art Museum, Beijing, China
Works by Chinese Fainting Masters of National Higher Fine Art Institutes,
National Art Museum of Ching, Beijjing, China

Modern Caligraphy Exhibition, Chinese Art Gallery, Australia

Invitational Modern Calligraphy Exhibition, Jiangsu Traditional Chinese Painting
Institute Exhibition Centre, Nanjing, Jiangsu, China

2003

2002

2001

2000

1999

1998

1997

1996

1995

1994

1991

1990

1989

1987

1986

1985

Open Era Invitational Exhibition, National Art Museum of Ching, Beijing, China
Today’s Chinese Art Exhibition, China Millennium Monument, Beijing, China
The 1st Beijing International Art Biennale, National Art Museum of China,
Beijing, China

The 3rd Shenzhen International Ink Painting Biennial, Guan Shan Yue Art
Museum, Shenzhen, China

True Color Ink Exhibition, National Art Museum of Chinga, Beijing, China

20 Years of Experimental Ink and Wash, Guangdong Museum of Art,
Guangzhou, China

New Chinese Painting Exhibition, Liu Hai Su Art Museum, Shanghai;

Jiangsu Art Museum, Nanjing, China

The 2nd Shenzhen International Ink Painting Biennial, Guan Shan Yue Art
Museum, Shenzhen, China

Bashu Soldiers: Modern Chinese Calligraphy in Retrospect at the End of the
20th Century, International Convention and Exhibition Centre, Chengdu, China
Century Gate: Invitational Exhibition of Chinese Art, Chengdu Museum of
Contemporary Art, Chengdu, China

Ink-Exhibition of Modern Chinese Ink Painting, Malmé, Malmé City Museum of
Art, Malmo, Sweden

Inside Out: New Chinese Art, MoMA PS1, New York; Asia Society Galleries,
New York; SFMOMA, Hong Kong Museum of Art and other locations

Star of the Century: China Art Biennial, Ontario Chinese Art Museum,
Ontario, Canada

98 Shanghai Art (Ink) Biennial, Shanghai Art Museum, Shanghai, China

Modern Chinese Fainting to Welcome Hong Kong’s Return To China, Shanghai
Library, Shanghai, China

Back to the Homeland: Joint Contemporary Chinese Experimental Ink and
Wash Exhibition, Rim Art Gallery, SFMOMA; World Journal Art Gallery, USA
Three Modern Chinese Ink Painting Artists, Koblenz Art Gallery, Three T Art
Studios, Halle Museum, Museumsinsel, Berlin, Germany

Tension and Expression: Modern Chinese Ink Fainting, National Art Museum, of
China, Beijing, China

Exhibition of Works by Five Tianjin Academy of Fine Arts Teachers, Central
Academy of Fine Arts Gallery, Beijing, China

Invitational Exhibition of Contemporary Chinese Calligrapher Works,

Jiangsu Art Museum, Nanjing, China

Modern Chinese Ink Painting Exhibition, Ota-ku Museum of Art, Tokyo, Japan
Contemporary Cdlligraphers Invitational Exhibition, Shenzhen Art Museum,
Shenzhen; Beijing Museum of History, Beijing, China

Chinese Contemporary Art Exhibition, National Art Museum of Ching,
Beijing, China

Modern Chinese Calligraphy Exhibition, Tokyo Metropolitan Art Museum,
Tokyo, Japan

The 2nd National Exhibition of Calligraphy and Seal Cuttings by Young Artists,
National Art Museum of Ching, Beijing, China

Four Artists Group Exhibition, Academy of Fine Arts Exhibition Hall,

Tianjin, China

The 2nd Exhibition of Modern Calligraphy, National Art Museum of China,
Beijing, China

New Ink Fainting Works Invitational Exhibition, VWWuhan Museum of Art,
Wuhan, China

The 1st Exhibition of Modern Calligraphy, National Art Museum of Ching,
Beijing, China

SU XIAOBAI

1949
1965-69
1972-84

1984-85
1985-87
1987-90

1990-92
Present

2011

2010

2009

2008-09
2008

2007

2006

2005
2004

2003

2002
2001
2000

1999
1998
1995
1994
1989
1988

Born in Wuhan, Hubei Province, China

Graduated from Arts and Crafts School in Wuhan, Hubei Province, China
Wuhan Painting Hall, Wuhan Artists Association, Wuhan, Hubei
Province, China

Qil Paintings Studio, Hubei Academy of Fine Arts, Wuhan, Hubei
Province, China

Qil Painting Seminar, Central Academy of Fine Arts, Beijing, China
Postgraduate Courses, Dusseldorf Art Academy, Dusseldorf, Germany
Master Class, Dusseldorf Art Academy, Dusseldorf, Germany

Lives and works in China and Germany

Selected Solo Exhibitions

Su Xiaobai, Author Gdllery, Shanghai, China

Su Xiaobai, Eastation Gdllery, Beijing, China

Black on Red: The Artworks of Xiaobai Su, Tina Keng Gallery, Taipei, Taiwan
Su Xiaobai Solo Exhibition, Raketenstation Hombroich, Germany

The Dynasty of Colours, Langen Art Gallery, Neuss, Germany

The Dynasty of Colours: Xiaobai Su Solo Exhibition, Author Gallery, Shanghai;
Stadtische Galerie, Germany

Carify My Mind to View the Worid: The Artworks of Xiaobai Su,

Lin & Lin Gallery, Taipei, Taiwan

Kao Gong J—Su Xiaobai Solo Exhibition, Today Art Museum, Beijing, China
Cheng Huai Road Concept: Xiaobai Su Solo Exhibition, Tina Keng Gallery,
Taipei, Taiwan; Beijing, China

Great Form is Shapeless, Xiaobai Su Art Exhibition, Shanghai Art Museum,
Shanghai, China

Bon Voyage, Xiaobai Su Art Exhibition, Kama Gallery, Hamburg, Germany
Xiaobail Su Fainting Exhibition, Secretary Ma Fusi Gallery, Marburg, Germany
Large Paint: Su Xiaobai’s New Era, B. Special Feng Gallery, Disseldorf, Germany
A Lite Gallery, Munich, Germany

Ai Mute Gadllery, Barcelona, Spain

Secretary Ma Fusi Gallery, Marburg, Germany

China Column: Xiaobai Su New Works, B. Special Feng Gallery,

Dusseldorf, Germany

Xiaobail Su Fainting Exhibition, Mainz Parliament Building, Germany

The Boda Museum, Peter Castle, Germany

Xiaobai Su Art Exhibition, Barton Modern Museum, Solingen, Germany

Xiaobai Su Art Exhibition, Aaron Gadllery, Brussels, Belgium

T. Teton Gadllery, Disseldorf, Germany

Xiaobai Su Art Exhibition, Ai Mute Gallery, Barcelona, Spain

Rarely Very Much Xiaobai Su Art Exhibition, A Lite Gallery, Munich, Germany
Xiaobarl Su Art Exhibition, T. Teton Gallery, Disseldorf, Germany

The Heidenheim Gadllery, Dusseldorf, Germany

Open Fortal: Xiaobai Su Art Exhibition, Grand Theatre of Duisburg, Germany
The World Through the Eyes of a Chinese Fainter: Xiaobai Su Art Exhibition,
City Library in Dusseldorf, Germany

Selected Group Exhibitions

201

2010

2009

2008

2007-08

2007

2006

2005
2004
2003
2002
2001

2000

1998
1993
1992
1986
1984

1980

SH Contemporary, Shanghai Exhibition Centre, Shanghai, China

Chann George and Su Xiaobai, Lin & Lin Gallery, Taipei, Taiwan

Opening Ceremony, Tina Keng Gallery, Beijing, China

Retrospect and Prospect: Hubei Oil Painting Art Exhibition, Hubei Museum
of Art, Wuhan, China

ART Singapore 2010, Suntec, Singapore

SH Contemporary, Shanghai Exhibition Centre, Shanghai, China

Opening of A Special Exhibition, Geng Gallery, Taipei, Taiwan

Chann George, Wang Huaiging, Su Xiaobai, Lin & Lin Gallery, Taipei, Taiwan
Transforming Pictures: A Contemporary Representation of Iraditional
Thoughts, National Art Museum of Ching, Beijing, China

An Old and a New Branch of Another Spring, Future Gallery, Taipei B Museum
exhibition opening, Taipei, Taiwan

Inside and Outside, Xu Xin Art Museum, Singapore

Yi Fai: Thirty Years of Chinese Abstraction, Wall Museum, Beijing, China; La
Caixa Forum Barcelona and Madrid, Spain

Abstract China, Lin & Keng Gallery, Beijing, China

Bi-City Biennale, Shenzhen & Hong Kong, Urbanism Architecture, Shenzhen,
Hong Kong, China

Corresponding and Responding, Sino-US Artists Communication Exhibition,
National Art Museum of China, Beijing, China

Chishan Green Water, Sino-German Contemporary Artist Paintings Exhibition,
Libeck Museum of Fine Arts, Germany

The Third Space: Chinese Version of Abstract Art, Jindu Art Centre,

Beijing, China

Images of Wuyi: Chinese and German Artists Exhibition, Shanghai Art
Museum, Shanghai, China

This Shore and The Other Side, 11 Chinese and German Contemporary
Artists, Three Free Art Space, Shanghai, China

Cologne International Art Fair, Cologne, Germany

Abstract Art Exhibition, Shanghai Art Museum, Shanghai, China

China Beijing International Art Biennale, Beijing, China

Present Art Form, Berlin Capitol, Berlin, Germany

Eiffel Region Artists Exhibition including the Netherlands, Belgium,
Luxembourg, Germany and France, Luxembourg; Germany

Lin Zhai An International Festival of Arts, Beida Museum of Fine Arts,

St. Petersburg, Germany

Proximity Between the East and West Joint Exhibition, State Assembly Hall,
Mainz, Germany

Chinese Painting Centennial Exhibition, Beijing, China

International Sculptor Creation Camp Invitational Exhibition,

Bremen, Germany

State of North Rhine Artists Annual Exhibition, Dusseldorf, Germany

Inter ART International Art Exhibition, Moscow, Russia

Contemporary Oil Painting Exhibition, National Art Museum of China,
Beijing, China

The 6th National Art Exhibition, National Art Museum of Ching,

Beijing, China

The 2nd Session of the National Youth Art Exhibition, National Art Museum
of Ching, Beijing, China
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1947
1981

1995-97
Present

QIU ZHENZHONG

2010

2001

2000
1997

1996
1989

2012
2010

51

Born in Nanchang, Jiangxi Province, China

Graduated with a master’s degree in Cadlligraphy from the China Academy of Fine
Arts (then known as the Zhejiang Fine Arts Institute), Hangzhou, China
Visiting Professor, Nara Education University, Japan

Professor, Central Academy of Fine Arts (CAFA), Beijing, China

Director, Centre for Comparative Studies of Calligraphy and Painting, CAFA
Dean, School of Calligraphy, Shaoxing Liberal Arts College

Member, Academic Committee, National Art Museum of China

Associate Director, Academic Committee, China Association of Calligraphers
Consultant on Chinese Calligraphy and Painting, 2008 Beijing Olympic Games
Opening Ceremony

Lives and works in Bejing, China

Selected Solo Exhibitions

A Possible World—Qiu Zhenzhong Calligraphy Works, Jiangxi Normal
University Museum, Nanchang, China

Qiu Zhenzhong, Yantai Painting Institute, Yantai, Shandong, China

Qiu Zhenzhong, Keyuan Art Museum, Dongguan, Guangdong, China

Qiu Zhenzhong, Baotou Museum, Baotou, China

Qiu Zhengzhong: From Calligraphy to Modern Art, Nara Cultural Centre,
Naraq, Japan

Qiu Zhenzhong, Saint-Legar Gallery, Geneva, Switzerland

The First Four Series: Qiu Zhenzhong Calligraphy Works, National Art
Museum of China, Beijing, China

Selected Group Exhibitions

Pearl Lam Galleries at Art Stage Singapore, Marina Bay Sands, Singapore
Sequel to Lanting Preface, Brussels Royal Museum of Art, Brussels, Belgium
International Modern Calligraphy Works Exhibition, China Academy of
Fine Arts Museum, Hangzhou, China

Artworks by Central Academy of Fine Arts (CAFA) Faculty, National Art
Museum of China, Beijing, China

2008

2007

2006

2005

2004
2001

2000

1999

1998

1997
1983

Yi Pai: Thirty Years of Chinese Abstraction, La Caixa Forum Palma de Mallorcg,
Barcelona, and Madrid, Spain

The 6th International Shenzhen Ink Biennial, Shenzhen Museum, China

The 2nd Exhibition of Songzhuang Ink Artists, Songzhuang East District

Art Centre, Bejing, China

Exhibition of International Modern Color Ink Works, San Francisco Chinese
Cultural Centre, CA, USA

The Act of Writing and Non-Writing: The Open Space for Chinese Calligraphy,
China Academy of Fine Arts Museum, Hangzhou, China

Exhibition of Chinese Contemporary Art, Asian Gdllery, Sydney, Austrdlia

To Live in This Time: 29 Artists from China, National Art Museum, Berlin, Germany
Marks: 10 Chinese Contemporary Artists, Cornell University; Alfred

University, USA

Bejing-Dachau: Artworks by Chinese and German Artists, Dachau Palace,
Dachau, Germany

Works by 8 Artists from China and Korea, White Mountain Gallery, Seoul, Korea
Chinese Contemporary Art Biennial, Chengdu Museum of Contemporary

Art, Chengdu, China

Century Gate: Invitational Exhibition of Chinese Art, Chengdu Museum of
Contemporary Art, Chengdu, China

Status of the East Asian Contemporary Art of Handwriting: Calligraphy, Design
and Modern Art, Seoul Art Centre, Korea

International Calligraphy Expo, Jeonbuk Province Art Museum, Jeonbuk, Korea
Exhibition of Chinese Contemporary Calligraphy, Paris-Sorbonne University,
Paris, France

Tradition—Reflection: Exhibition of Chinese Contemporary Art, German
Embassy, Beijing, China

International Calligraphy Expo, Jeonbuk Province Art Museum, Jeonbuk, Korea
Japan-Sino Exchanges in Calligraphy, Tokyo, Japan; Beijing, China

LI HUASHENG

1944
1985
Present

2010
2006
2005
1998
1992

1990
1987

2011

2010

2009

Born in Yibin, Sichuan Province, China 2008
Visiting Professor, Sichuan Fine Arts Institute, Chongging, China
Lives and works in Chengdu, China

Selected Solo Exhibitions

Master Ten Cases in Chinese Contemporary Art, 800 Art Space,
Shanghai, China

Li Huasheng: New Literati Faintings, Alisan Fine Arts, Hong Kong

Li Huasheng, Alisan Fine Arts, Hong Kong

Li Huasheng: An Individualistic Artist, Chinese Culture Centre of San
Francisco, CA, USA 2007
Solo exhibition, organised by Hanart TZ Gallery at the National
Museum of Singapore, Singapore

Solo exhibition, Hanart Gallery, Taipei, Taiwan

Solo exhibition, Hanart 2 Gallery at City Hall, Hong Kong

Solo exhibition, Harvard University Museum; Yale University Museum;
University of Michigan; University of Washington; University of
Detroit Mercy, USA

Selected Group Exhibitions

Expression of Chinese Contemporary Art, Today Art Museum, Bejjing, China

Chengdu Biennale, East Chengdu Music Park, Chengdu, China 2006
Reshaping History: Chinese Art from 2000 to 2009, China National
Convention Centre; Arario Gallery; Today Art Museum, Beijing, China 2005

Trajectory and Qualitative Change: Contemporary Art Invitational Exhibition
in Celebration of the Sixtieth Anniversary of the Beijjing Film Academy,
Beijing, China

Ending Ink Painting: From Ink Fainting to Ink, Elephant Art Space,

Taichung, Taiwan

K- Gdllery@Art Shanghai 2010, Shanghai Mart, Shanghai, China 2004
K:Gallery@Art Beijjing 2010 Contemporary Art Fair, National Agriculture
Exhibition Centre, Bejjing, China 2003

The Great Celestial Abstraction: Chinese Art in the 21st Century,
National Art Museum of Ching, Beijjing, China
Unending Distance: The 3rd Exhibition of Abstract Art, PIFO New Art

Studios, Beijing, China 2002
The Pleasure of Transforming: Contemporary Ink Fainting, K- Gallery,

Chengdu, China 2001
Points & Crosses: Exhibition of Contemporary Painting in China,

Shanghai Art Centre, Shanghai, China 2000

Fost-Literati, 1st Linzhou Ink Painting Biennial, Shanghai Duolun Museum

of Modern Art, Shanghai;

Shang Elements Contemporary Art Museum, Beijing; Linzhou International 1999
Beilin Museum of Fine Arts; Linzhou Ink Painting Museum, Linzhou,

Henan, China

Back to Basics: Traditional Ink Wash as a Contemporary Vision, Red Gate

Gadllery, Beijing, China 1985
Traditional Ink Painting and Personal Feeling, East Area Art Centre,

Beijing, China

Yi PFai—Century Thinking, Today Art Museum, Beijjing, China

Contemporary Ink Fainting: 2009 Shanghai New Ink Fainting Art Exhibition, 1981
Shanghai Duolun Museum of Modern Art; Zhu Qizhan Art Museum,

Shanghai, China

Water and Color Contemporary Ink Art Show, Today Art Museum,

Beijing, China

What Art Is Not—45 Questionnaires on Contemporary Chinese Art,

706 Factory, Beijing, China

Ink-Not-Ink: Chinese Contemporary Ink Fainting Invitational Exhibition, Shenzhen
Art Museum, Shenzhen, China; Philadelphia, USA

Ink is Not Equivocdl to Ink Fainting: Li Huasheng, Zhang YU, Liang Quan

Art Exhibition, He Jing Yuan Contemporary Art Centre, Bejing, China

Annual Report Exhibition of Ink Painting (1st Round), Huang Tie Times

Art Museum, Beijing, China

The 2nd Taipei International Modern Ink Painting Biennial, Taipei, Taiwan
Form, Idea, Essence and Rhythm—Contemporary East Asian Ink Painting,
Taipei Fine Arts Museum, Taipei, Taiwan

Yi Fai: Thirty Years of Chinese Abstraction, Wall Museum, Beijing, Ching;

La Caixa Forum Palma de Mallorca, Barcelona, and Madrid, Spain

Mo Yuan 100, 2nd Invitational Exhibition of Songzhuang Ink Alliance Masters,
Songzhuang East District Art Centre, Bejing, China

FPost Avant-garde, Chinese Contemporary Art’s Four Directions of the New Era,
Hong Kong

Restart, 3rd Chengdu Biennial, Chengdu Contemporary Art Museum,
Chengdu, China

Qi Yun, Chinese Abstract Art Exhibition, Shenzhen and Beijjing, China; Hong
Kong; New York, USA

Ink Narrative, Yokohama Art Project, Yokohama, Japan

Esthetics and Abstract, De Shan Art Gdllery, Beijing, China

Contemporary Cultural Venation China Version, Today Art Museum,

Beijing, China

from the Southwest: The Modern Art of the Southwest 1985-2007, Guangdong
Art Museum, Guangzhou, China

Revival: New Ink Art Shanghai, Shanghai Doulun Museum Of Modern Art,
Shanghai, China

Experimental Ink & Wash Retrospective, Shenzhen Fine Art Institute, China
The 1st Chinese Contemporary Arts Annual Exhibition, The China Millennium
Monument, Beijing, China

Korean-Chinese Contemporary Ink Painting, Seoul Museum of Art, Korea
Ink and Faper—Exhibition of Contemporary Chinese Art, Guangdong Gallery,
Guangzhou, Ching; Kunsthalle Weimar Germany, Germany

The 4th International Ink Painting Biennale, Shenzhen Art Museum,
Shenzhen, China

Prayer Beads and Brush Strokes, Beijing Tokyo Art Project, Beijing, China
Chinese Maximalism, The China Millennium Monument, Beijing, Ching;

UB Anderson Gallery, New York, USA

An Opening Era, National Art Museum of China, Beijing, China

The 1st Chinese Art Triennial Exhibition, Guangzhou Art Museum,
Guangzhou, China

Twenty Years of Experimental Ink Painting, Guangdong Museum of Art,
Guangdong, China

New China Fainting Exhibition, Nanjing Museum; Shanghai Liu Haisu Art
Gadllery, China

Shanghai Biennale, Shanghai, China

Century Gate: Invitational Exhibition of Chinese Art, Chengdu Museum

of Contemporary Art, Chengdu, China

The Cultural Direction of the Interactive Age, Sichuan Fine Art Institute,
Chongging, China

Tradiition and Innovation: 20th Century Touring Exhibition of Chinese Fainting,
Hong Kong; Singapore; USA; Germany

Contemporary Chinese Fainting: An Exhibition from the People’s Republic of
China, 8 Museums and Art Centres across the USA

10-Person Chinese Painting Exhibition, National Art Museum of China,
Beijing, China
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LI XIAOJING

1981
2005

2009

Present

Born in Shandong Province, China

Graduated with a bachelor's degree in Printmaking, Sichuan Academy of
Fine Arts, Chongging, China

Graduated with a master’s degree in Oil Painting, Sichuan Academy of
Fine Arts, Chongging, China

Lives and works in Beijing, China

Selected Solo Exhibitions

Save the Drowning Ferson, Shuimu Art Space, Beijing, China

Selected Group Exhibitions

+Follow, MoCA Shanghai, China

Yi Fai—Century Thinking, Today Art Museum, Beijing, China
Interpretable & Indication—About Language, Organhaus Art Space,
Chongging, China

Li Xiaojing and Fan jian Joint Exhibition, Yuz Museum, Jakarta, Indonesia
Floating Scenery, K Art Gallery, Chengdu, China

Being There & Elsewhere, Organhaus Art Space, Chongging, China
The 3rd Shanghai Duolun Youth Art Exhibition, Shanghai Duolun Museum
of Modern Art, Shanghai, China

Lovely Blossoms and Full Moon, Yuz Museum, Jakarta, Indonesia
Exhibition of Drawings and Faintings, H2 Art Space, Chongging, China
Infinite Visual Angel, KU Art Centre, Beijing, China

The Nominative Exhibition of Undergraduates from Art Academies,
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Arthropods EIfE1#) (2009)
Oil on canvas 77 HJHE
150 x 150 cm (59 110 x 59 110 in.)

LI XIAOING Z#s

Orion ¥ (201)
Oil on canvas 77 HHE
150 x 150 cm (59 110 x 59 110 in.)
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MEETTEL, BENERRABEBESEZINLLE
MIREFES T B U REL.

[FERE BRI ERFRXE]

LI XIAOING Z=Ehg#s

Bats and Grass $RIBEASE (2010-201)
Oil on canvas 71 HHE

250 x 250 cm (98 25 x 98 /5 in.) Total 18 pieces AHEE 18 14
18.5x 16 x 2.5 cm (7 310x 6 3110x 1in.)

27 x10.5 x4 cm (10355 x4 110 x 13/5in.)
19.5x6.5x2cm (77/10% 2 35 x 4/5 in.)

18 x 5.5 x2 cm (7110x 215X 4/5 in.)
18x55x25cm (7110x245x1in.)

18 x55x8cm (7110x215% 3 1101n.)
15x5x25cm (5910%x2x1in.)

15x5x4cm (5910x2x13/5in.)
15x5x65cm (5910x2x23/5in.)

16 x 55 %3 cm (6310%x215x1151n.)

16 x 55 x4 cm (6310x215%x13/51n.)

16 x55%x65cm (6310x215x23/5iNn.)

16 x55%85cm (6310x215% 3 3/0in.)

60 x 70 x 2.8 cm (23 3/5x 27 3/5x 1410in.)

50 x 60 x 2.8 cm (19 710x 23 3/5 x 1410 in.)
35x40x 2.8 cm x 3 (13 4/5%x15 710X 1410 in. x 3)
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LI HUASHENG Z=3E4

9803 (1998)
Ink on Xuan paper EA4LKE
97 x 180 cm (38 15 x 70 9110 in.)




ZFES

FELADR LETEZEERN. HBAE
mERNEZEENHNRGEERT, #A
Rz, EEERET H AR L A AR
BENTFEN, SREZE 7 BRGEM
TR, AELEHRE, RF 8L
FREFLBRAN—AL, HUMFHTR
ZA—H, HBHERRERKE.
NTERSB, MR EBEET 2%, &
AEXUBE TRANBR, NEEN
VR AR ERNRETTE.

FELDRBEHRBEEANT/NENIER.
EH, ARLUR TGS, BENX
R, RRARRIHNGE. 25
HEEBAMALESE, MOt ER]
EHANE, EX T BEMANNZE, —
ERe@ERERE H—LEMTEREX
T, B ERREARRE T RARM
AN, 8—EHEE BN D BSBR.
B, B2HRNEEEERUBEEGTAE
MEFRMRFLR, BTk, MmAE
miTRBEREN, BEZSEMIHEE
X, BRERTEEBRNERNE
T, BEZFBEETRINRE, A
BIRMEE, RBUZWHNEGEN T
HE.

[FERE BB HFHNERTRE]

LI HUASHENG Z=#4

0669 (2006)

Ink on Xuan paper E#KKE
Quadtych PUHiE

370 x 145 cm x 4 (145 7110 x 57 1110 in. x 4)




QIU ZHENZHONG ER#x QIU ZHENZHONG ER#zHr
Work 0161 1Ef& 0161 (2001) Work 0020 {Efa 0020 (2000)

Ink on Xuan paper EALKE Ink on Xuan paper E#EKE
68 x 68 cm (26 4/5 x 26 4/5 in.) 68 x 45 cm (26 4/5 x 17 7/10in.)
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ER =

AT MR EMAPEINEZEZMR 1 BBIRPHOAIEER., ENE
%=, ERSMBEHAENTO., BRRBBEAES, HPEF,
AEAMERT, ETERBNRR, ESEMANKRRAR. SEAEM
H PR E AR FRE. PEIE AR R BB A E
MAMERERMAER, EABHAESTERE, HBATUSELER
TRHNTIERESE, NHEEERNREESORENELE
Fryfk, ERXAEMNE (ASNHYNBERFE) (1872) T
@ A I 5 %ﬁﬁmﬁﬁLﬁ%%ﬁ BAFNEBYE T LUETS
RERER. U8 (BRNMATIHN) . &Y. B 8%, HERR
TEABREIN., B BEEANEMMBAIERPRIRRER
1888 A B SO IR TR RIME M BB T S BR L 2R

plan, EETHN—RER, EWREERNEATEREEMNR
H. BRI TIES m%%,f ZRRA ENBHBRERE,
BIAFRTR, nmﬁﬁ%m#%Tﬂ HEEAZTARNEETH,
BERRETIERR IO BMBENRE, ﬂ%%ﬁﬁ%%?%
METE, EEEAENBENEREEXT (BEXREREE) WER
hELEHE, BEFHNEFETE NFEEE THE. @u%ﬁﬁ
%ﬁmﬁTﬁ%L%wAE%#ﬁmmlﬁ HEETEIET 7

B, NERSES T HFEANER, BEEZNEFRE
%%T%mﬂ%ﬁéﬁo

[FARZE BT HHHER TR E]

QIU ZHENZHONG ¥z

Work 0127 fE& 0127 (2001)
Ink on Xuan paper & ALK&
64%x49.5 cm (2515 x1912in.)

28
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SU XIAOBAI %48

Cadmium Red and Holes BFLAVIRALE (2003)
Oil and lacquer on linen and wooden plate

Atk BRAEEFR. KE

91 %107 cm (35 4/5 x 42 110 in.)

SU XIAOBAI #5148
Red Pieces on Green #& ERHAT (2005)

Oil and lacquer on linen and wooden plate
AR, FRAEDEF . K&
234 x 92 cm (92 1110 x 36 /5 in.)

26
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A S<TH

HERPHENASTRARIZNERMEREOEL 7R, FkH
HEZBENBOAERE —RBHEX B, HFHEE LN
—LkigElrE, EZNEBREN—LEDH)  FIRTHEZFRR
MBENMELR, AR ERRENEETR BENTEMR
FELH, —RBX—EBHNZRHERIIEDSIET L, &G,
BY. BANHN—E., SREERAEBLNENR, —LEEEE
MERNEAE, —YLEENEEZNRAE. B —LEKRRTR
A, ik, A—EERNTRES EHRTOENZEK. TEZ
W—H., AFMEMEPELREHIRS . AHhEERRENERE
BR, BWICEREIRN, RAEEM T BERBRHIR.

HRERZNEERERH. —F7H, EEVMHESERMTEELEER
K, BF, HOIBNMREBEZES. R THRENIED, BEXE
e, BERBfNsi=fm, THBERAEEINXSEN
FhaE, EfNEE. NEEEEAENEYHFE. BARAEMEA
BRIINFEF N, MeEXME, AtHEB T —EHWN. B—
|TAFE, S RBARIINERN TS ESES—RBEE. B,
MEEmBANER T REFIERE RAFRF (Gerhard Richter) 7
TR REATERMOPRBEERR. T8, #&EEATH
EMmIMERNERET T XU EHNEE ZHRAEB LT, BSit
B EIRERNSCIHZIR.

[FARE BHEZFTHNEETRXE]

SU XIAOBAI E%EM

Moderate No. 1 /& —1 (2006)

Oil and lacquer on linen and wooden plate
AR, RABERF. KF

216 x 48 cm (85 x 18 9110 in.)

SU XIAOBAI %

Moderate No. 2 H1&E —2 (2006)

Oil and lacquer on linen and wooden plate
At BRADEEF. K&

214 x 38 cm (84 310%x 15 in.)

24
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RESR=

BAREERMAMBIRT N —5, HBE2ERNTEEENER BE
KEEREEHE ZFBEREH. MNEHITFEHERNER. &
ZHEHTEERNELE, BEXEZEREEB/EME L, 1984 F.
R RHEE BBV P, B—FMTR T —RINKEE, BLIEMR
UFEHMBEERBANR T RENEEF EN—BRR, BL/Fm
—HBimst, ARBHNAOE EFERKBR TEENAERE, ©hXRIR
TREANTERL. BTRBATFEREHNBLEER, SFETF
= LT BT —ARENE, EREMRAGEEDS, MER EENL .
B ER RS HRER, WAMIF AR RMRE—MEHMAA
ERtT4mE. NERE BEEMERBIRN—E _2NER,
BEEINMEXRGHEENALEE, RGEBREAENES, &R
WER, MHERNIER. SEURE T8 &INRR RN
BE, HEEMR T EERRRGRENINER.

fela. MHERRE T KEENBRME, BAMER KD NKEZRH
SFBMATEERIR L, EATLLEBBESRME, M 08T KT,

ERERNEE#HE, ARRAE UBRAEXRRINAXNERER, B
MAEERE R 7 IEREHIGEE KA T AANEMRAMAGRE HHEE,
HERKEANBRRE.

[FEREBBHINERTRE]

YAN BINGHUI BE%&
Square and Round, In and Out FEERI (1992)

Ink on Xuan paper EH#AKE
178 x 98 cm (70 1110 x 38 35 in.)

22
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ZHANG JANJUN SRigE

Water / Fire Series No. 8 7K / K &% No. 8 (1992)

=

Chinese ink, water, fire, watercolour paper £

76 x 56 cm (30 x 22in.)

Kook

ZHANG JANJUN SREZE
Water / Fire Series No. 10 7K / X %% No. 10 (1992)

Chinese ink, water, fire, watercolour paper 2. 7K. k. #E
76 x 56 cm (30x 221n.)

20
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=

iR

REBENEMM—ERTNMRENR, flUNLRE BERRG
(Antoni Tapies) . FHEHE R, EamEL —ERERSI IHBR,
BREE aEMIR LAEBENEERE, EhmEzR, B
BEEEEARENZETRE. AREEMN LR, WAL, &
BAROEREERT, BEENEAT, ERELEEHBEHE—
e, BERFEATHEMA VR, N2 8—2NATRER
o7, MKz EEBRER. AMPNREENEDNEREEM
i, RWMARBARBEE—HERRKE.

MR, R TERXNTFMBLARE, R 8RBT
R, NEFSNMER B AWER 7 —i&, 88 7 MMAENEERSE,
Hiy, BFxRER, OREY @ BEENESBES ABSEARIAS
MEZR N &S (Jackson Pollock) | M3 "FAEt2BEA" . #
FHEENRIEFIET, BEARNDESEAMBFRELER, B2
RAEMEA—BAERATAEETTRHELNEE R,

[FFEEFREBHIHERFRE]

ZHANG JANJUN 3RE=E
Water / Fire Series No. 16 7K / K& No. 16 (1992)

Chinese ink, water, fire, watercolour paper 2. 7K. k. #E

76 x 56 cm (30x 22in.)

18
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ZHU JINSHI k&R
Whirlwind ZJCHRE, (1990)

ZHU JINSHI &6

Ginkgo in Dashanzi A WFHISRAH (2008-2011)
Oil on canvas 7 E#HE Oil on canvas # EHE
70 x 70 cm (27 3/5x 27 3/5in.) 100 x 120 cm (39 215 x 47 /5 in.)

16



KEA

MR IR T AW E U B AR A B, TR (Kandinsky)
i, EHRNERBHE, BETH, NEHRRNEEHES
. MEERRENESHAER, AL TRTEEEREED
TR SR, E5 TRHANE, BENLERY, RAlET
M HEE, R 7 REEEEREN BARE (Susan Rothenberg)
BMHBER, hIHEARTERRO%E SREORES F
Mtk (Cy Twombly), #4755 44 (Per Kirkeby) FIRA{ER A4S (Gerhard
Richter) , A EHMERES T —BOYNREMIT, tEHHE
RSP, iSLe— Bt AR E AL T —FEARIE T AR, 1086 At
HETIHE, SAEFAC, BEEER, BEmBEDEiERE
B REA-TEEMN. EEEKE, BHRE LS RFATHY
MR, BB ECHEREME EREAR, ENESHER
28,

2000 FEIFEE, TR L —LEMN. BEENHE. BEXAR
M LaErE WSERAANR ELAEEINNE. AHBEHMER
MEHE, HEBE TATHNET. RNEERREERA. S8
FEXEY LR EAEBFNLRENXTEINE. EHCEZININE
T, BEMAEEEMNERER 7ONENER, SBLEEEBRMER
—BMEFE, EARERE, WEEE, RELESAKBE, mE
MEEAERAE. (BREUIME) . (BRAINER) | BiE
BEZUFS, MAUIE AR BEAA IR Y, (BAIZREARN . 2 BRI/ O888R
HEREGHIMERRN, EERETHE T —ERGRRNMRZRR
AR EE,

A REHSE (BHPREE) 2F Michael TH. Salder, 1%, 1977, %557 &,

[(FEERE BB BB FRE]

ZHU JINSHI R<&H

Meditation Hall No. 3 == (1990)
Ol on canvas 77 HHE
65 x 55 cm (2535 x 2117 in.)



13

REE

ﬁ:ﬁ .

fRZE :

(S

ERBIE, BRPAR. PR BETHRIEMEE. tREEE
B—ESFEARNYE, REEEEREERRRLR, Hib
S .

—BABEENENER, BBMBES, MEFHTENIR.
B IRP A RmMAOIER, BREBMZAERTZENTETY, 2
AREMFRAR, EREEE. MXANEAMEFHARENE
FZENHN., HESMNERYATES, ERBEMRXANEL
R, UF—TEATRENRKEZEESR. B I ESHETNE
&, B NBFERAMSENTEME, Wil TELRMFH
=H, BRITEHE. REGEREHR, ERFERENLS,

BEXL,

BRAVBERE, EHEATNKE, BIRBERMARZME.

BRETAMENES, hHE 0% F, HCEHEACHE
GRTRIR. RIESHIT. FOMbAIETE—RIINAE, B
BT EAMADRA, LA, SREERN, RS
BETENBR. ARANELBR, SO REFHTN, B,
ARBE T —EHY, REEREEEHEAINN, MESNOT
BB ERME, REIAIGRIALR B L Y8 T A
ERMER, BEREFERAINNTERRNTE, HERT
AN, BT hRR T EY, ShOERBEERAE
REPOEITRS , TRARGE B R E 7 b — 8 B A 7y AR R A
Tk, BOMENEABBANEHER. RELEEREL,
0T 7Bk, EbEENES BASENENER, W

METHIE.

FUFEEFRGINRBEMTHRIE, RETMFANIEREZE
—RHRAMER. BhFREBNERHATERREN, EREXR
£5%, AERAAKRBEEGRSEENTME, BEREGER
BENMESRKENRR D BREANER, BEHKES 81ER
MZBYE, BHEESENTERRE, M —EKRHR,
TEBEZFZNHZEZY 200t | BEEWN 2ALERE
MEE | AR —ERINHT, SEEECHEHENER . £
FE CEZEH.

{REZE -

[SES

fRZE

[SEN

REE

HREZEE AREAHTGETHE—BHEFE. E20HR
EREGE BB (Terry Frost) BLHB. "ZEHNAGH
WABHNEE . AR EREEHNHEIL, EWAKEZ
FHHE—5&, REUEALBHN. AT EEUSFHRRE
RAORTEE SHERREOZK. HES, SHFETRE,
FAREEEEEE, I RE 7 BHHNRREEMEF
HURZLR.

KeEABEFERTPIEREZ RABRREL R, MEBFEE M.
“HEETRER, BRREINE—Y). EEF, MAEHTHEE
BRME. BALRENRIEERNZRETBLNEETE, BE
R R EBARZINEH.

NTERR, REABSIERRELANBECKHET Y. AT
MO TRE, ARETEH, BERE—REY, RREEUFE
SRMENEE, SHEAREETRIEN, MEESHET
fF— o RNmE, SMREEEERER, MREEMERE
REER=EH, HETHEY. BN 2000 FEIFEEE L6,
IS T RFSENRE., BHEER HKEMFHIMHREN
B ZETHNEE. RE RMARED TELBRRFE. R
BEVNNREE CMSEENEREENTENN. BHRE
SENFRERIGERNER. RUIRZBE) ENRE.

RE. RSEBBHRIMNIIEEA?

X, MEAREEME, BMCAET. HHAMS, E2EHN
mAM—EEF e, B2, HEEH, BRERLECHRE ©
NEERBESHRRFLERE, BERFENIOE. #MR 2
WROEREET TR0, AHFFRINBENEEHR—EH

(SN

Fl:ﬁ .

[SES

ANFEEER ARSI BEREENIR . WHBMAHA 4T
X WILE. REREGIE. BREEERTHIN, FRIH
B NSNS R |A4F (Gerhard Richter) FIBAR, MBS R
BHETRA. BHEBEFFERT L, HFEHREE. &OED,
HARREWREMT AR, BEWERNEE, SEWIUERNS
., CHEAFIER & BHEERUNTTRZNINE. B8
DI AR ERRIE R B AT R EZ MR LR 2R,

B L, RRARENN, MARENEAEERILERACH
DEREEEERNRERFERIVMBAS, ARRLAERBHNX
HWEANFTERZRNERE, R BRI I BN RME BRI Z
BREVMANER. F_HMEAMHNPERSFTENAE HED
EMRHACHAE, EREAMESERNRERE - X¥EY
FENMER, BREFFREN.

Ra—EfEE, TENHRENERAGZER,

R#E, BMEBERRE —AKHE, RESRREX, ROEHR
MEH TR TENEENBRECEBE TRE, BHTFHN
SRNFELAEERER. REATEMNIGETZETHEAE
TR &M, RFAEEEABNE T T, PEBAGISN, EFRR
RAR, BABZELMBNE T, BZEEEREHNEERAT
BHACKEEFNES. WERABER, HPLERFAEEEBHIRA
ERZEAIBOET. DFEHEEANSEHERE. HRBHTA
REBHEMNRE, AWER, ENEEEHEH EERWMAKIE
KEHGEVHBE—FLERAMEHBIEREEN - EEE
ME—EEHRAMESXBLEMN T ERMENREEHPE
7., BHENMEEZZMNHEE CAEBRTEHNBEA.

1R B 58T (Paul Moorhouse)

B 2005 FETREER BGRIE _THLHREA, MR 1985 FF 2005
FE, BERSENEEETEEA, BRIRSHRREA. MOKREE
ERBHR BUFEMWE sT8ImERM.

BRsiie_tHHCEBEHHER ERARZTIZRE, EREFMK
HgtE, tRENBEEE. 201200 F L. BHFEHKR | 2009 F
S AR, HR . 20072008 F CREEMHEGRE | EREE
WiiE, MREBHWEBREREE. 2005 F ZEE & | KR EBE
2003 F "HEFFHBF | 001F BRERERS | 195F RmHR
RK' . BEMREEIE. 20105, HAF SESEEHEYEN RE/
1B%° . 2010 §, FE88 Potnia Thiron |REAY "TRE. WEEEKE | 1999 F,
RESREWBRN O EFHE. CBR | 19% F REHEFET
BERN RAAETER L 1990 F, REEBHAIEBEF T OMN "R
it - REEH. 2ERL. BR. BEFE BRX

ERsHEESS ., BREEERE (KRERE—FHE) (2010) . (1%
e EFF—EBZRE) (2009) . CREZEHHEHR) (2007) . (&
BR&) (2005) | (FEEEBA—IHEITE) (2003) . (K@ X%
mEUEE) (2005) . (W AFI—E@ENLEE) (1998) . GEF)
(1990) . MiEHH R REBENEFE. (RERA—BFR) 201  (H
EEFBRAN—B4TE) (2010) | (B BEEH. HRIERETH
19521962) (E@FLRLE, 2009) . BESHHANFFH S2HNEZH LR
RN F, M MIEESEHE 2010 FHNEEBHRE R HREETH (B
ftgH—AfE) RAURE,

R

BERERETEERBAOARSE LERHENERD PERR
BHRE (1989)  LETEE—ERRBERE, FERRA HXE
E-AEEERHENRESEEE, nas BRI hENE
BE (1999) | ERELFAKTNGEERM PS BRERTL. b
LORALKRBE () BERpETRE, EAHASELSA. B
BEANZEASBHERKTHE,

TEHRYBIE ( 85 EHE) (6&F LEBARHMAL. 1990) . (#
R —— B B EAT) (IIMAT R KE AL, 1998) | (42 S3EFB)
(ZEEMRERE, 2000) . (FEBZEHE) (PR, EBEARH
RRtt, 2003) . (5. REIERZHAELEESR) (R, 2005) . (F
fEAE, RERR) O ( BR . —ERBRENESR) (EREEK
U 2007) (Bksp———ERBHRNER) (EAMESAZUER
£, 2009) . —HHLTEERTORREGE (FEE REETL
Betiprat, 201) ; RENTEREOE PERAEHE (1989) "4
BERH—REFENE (1998) , "HiUg. BREWME" (2002) , &
iRz FFE (2003) , “# HEEKRZH_TFEMNESLEE (2005)
‘mEEERER (2006) . Bk FEMRER=1TF" (2007-
2008) 1 “Ejk. tH4ZB4ET (2009) =B WME>tt” (2010) ,
ERAE. FEIREMET  (201) .

12



ATMRZEWMmH @

SRR B 5= H7 (Paul Moorhouse)

KAERMBRAMUEEZRRA. AR, s2WERE BREHZ
BIRE R TTES TR EM.

REE

SR

BRBENTFERVBALEAENER, RToES. BEHE
FEBE=THFEMSENEERNLZE, BERTENEN
&, BRI THRENEHRRAOBEERES LECKERT
—ERHNAT, ERNERENERNTENMEE. L &
FMREBES LEEFUEENARNMIEE N, SAMRE. ERE
MARRE ST A A SRS, R ZRRERE G T4
AN

NENFER E2REZTRFENEHNR, RYEBNIERSE
—EBABNRE, BNERRRW TETMREN, HEES T
—ENRA. RTEAMREL, RESNSERBRWL. 1
PE B TRUER. BERHMRRORE, BHNEMER 7R
MEATREERTAFNSR L m. Wi, BF—NFLH
RREM R, BIRP . AERERNEBEMEE. HAHTATES,
ERMEmItIEZSE, RRAEGHEEF —EN TR, TS
fRE MAER.

HERNHRERTERD —+HLFH, =+FK, —LfE
LMRETER, XBMNSEEAAEN., B, ARRZERER,
BONIRREZIFF AR, EPEEMKEEERAETEER,
AT ER G, $ATHNEREIEMTENAEMESHE
SFRSTELRER, FRELE, bAHEBRMNBEREZE
BREBR, BARZMET THRENAE. ERENR. &
—EHENTFRMA+FERRE TE2E, XTERNEB. B
—IGKEEES, HEHKEENATNERIZLES. B F
SEAAMARE, AANTFRORELEAEEE, AARRIE
HET, ERTHATH., EXELERRE, LHRLHFERAKM
INTFERY), BAFNRERTEXNETEEER, ERIEEESE,
FRABEELEALEATRRIZMNPE TFHNER (WA
MMEXH) zEZLBAR, BHERRES LNER. PEEE
M, AEEATRRIZELUNITE.

ERHRARMEREN—5EE), MAS—EEALIHTHHIR

Fx:ﬂ .

SE=Y:E

R, PEERER/N\TFREL T BCHNAEERMES, =2
PRFR . A+ ERMELCHE T EEEER. PER 85
HMRETEENMA+FRRESHNBZ IZMBAM. W5, K
ARIRKREREMZES. BENEBHRNAER TBE=+FEDN
EE,

RABBBABEUARREFMRENHN AR RERFENHRE
T 42

Pln=FEEENIEm, MRFEBEEIRE, AREEEMNE, BFT
BEEER B&OAE-LRA B8 FMIrEEE &M
BH T REIR NBYERIKEMNA, RSN, IR
REEUETHARREZHER, EREERS AR, WRMR
BEAE, BRERRT . BB HREFNTRER TS,
AEZAERD, TABZERE, NRERERE LRGEN
PR —ERAH LR (EEATHRERNXPRER) | HARH
EEL. AEFRBEIREERMEERNEE. BEINERE
—HHEE--EHNRE. SR IR REEERE LNSERE
MEAARREMNRAERR, BHEER SHRBERE.

BABREHAAFRMALERAATMRER, CREFEEN. —
LHFRER, BEFAITEE2AEMANERZS, TRERLER
BRRAELET B, FI MERERBEIEEMERANSERNTE
MEASIE. R ERUEIE, (ER PRI AR EER A S, B
BREAMANBREEUARNBDANARBERR R, SEH, 21
RIEAZNIEFE., EEZTRR T I EMHERE (Cement
Greenberg) IRHEBZMVBAEWESEZE, BATHNCHKEE
47, EMREZRZBATHREMSEIHMEFERA L. B
cEEE, NEMAHNETRANSHOLEERN, HSMAE
WAEEE RS A (Barnett Newman) FE7 ZZHRL (Mark
Rothko) EFZEHMAMEAZ. MMENEEREX LHAHE B
EEZWRE, R, ASMEGFRMEEMBRZERM, M7
HERSBELEENANBEREM,

(S

Fl:ﬁ .

REE:

HRARHNBREEHANREREIZMRAOEIMTZNB R,
BEz EATHREENE BAXERENAELEREL
FEMXHTIHEMNEFEAEENES. HE MRERREHE,
MHHAEBEEE &, ASBRHFBENAEAX. SHBERE

HRNEERE. A, ETFEHREH TR FA BHR,
ELFHER FRNERESBHESH. ATEGER B2 B
HEHN M ETER . EE ERENMNERSM, WK

EATEMFRERE, NEENTR, RESLASKETEE
FEEBBASEN—HF_Es - ENEREREREERS. B
HE—IEERNEE. BREL BRPREFEEFREEKES
DRk BREZEMAEEEENABEFROERZ. Bk, EFH
HED RAERAOFHEIESEENTEREZ—., BAANY.

ANEBRXMHEER KR GE, EEFEEREHTRBAE. AHM
BABYIE, b1, aREERIEF (ATTET369-286) R &
YMHEE— BEER—X, BEE=T MEHRBz—X%, BGE
EF " EEH, AEYRE—1. BMAR—B IsEEE
BEEEEER, HE MAEETERE. MEHRe RBRELRE
E—EEENEEEEE, i, DGRBIENESHNBEEREME

FTHRANDZHAINEDNAEINEZ. MERETZNTEHBER
BUAENBN#RMDEHR oo RNER L.

AHREARERE., AKX K, HEADWMREMKH, F
HERPEMREN, TAZEHEEN, ASMBERZENE
RNEA?

B YT R 2R B4E  (Herbert Read) # b2 RBEBIEFIFE.
foit, FEREHE (Kondinsky) MIAEMIR BT, UERITHRIE
MBHRRBEECHERSE EifFmTHENACHERNER,. 2
BREHFELIR, MRBNRERBESREERE BT,
EHEEMS S —EMRNRZ, MREFTKEHRTE TXE
BRENESR g, ERERMAR, BOERMATDH
HEEDR, AR —BMRERBENENERSE, RHKETH
@, RARACYUEZR—Y), BERIRIRERFIFWLL, BR
ERBIENZRY, RERR—EIBEMENER. REZATH
FEMXEERMPERESHNERF XHHLETRR.

(SRR

Fx:ﬁ .

SR

PR EGEETR, H%F Landscape, it JAH BN
B EBY, landscape WA X BIZERE S, THMEFTAHNR., —
BeRE, —EExerx. XEEBNPERFTIMUERTEASOR
B, PEIPLWLKEHE WZEM Landscape, B =, HEWLKEMNT
ERFHNEREL, AAMLHHHL, WAKTS ST EZEA
FPHEE, \VEMEHEDLE, BEFHENTESTEHNT

B, BREWKE,

ERFXMERT, BARAEHREREN, MAEEEARS, EEN
BAMBANG—HR. BAEIIMIEIINE AR EESEEZ
AL SEMMRNGE, B2, AFEIXHT TEEFNE
MESEE, EREHFESHREBMRER, BREREHINE
HRNERES, GRESNEELET. FE_TOBNAE
Z bW, BRREREERFSIENET, ZRRREELEDN
RE., AANERTEEEEE T ABRIBNSEE, ARER
BEMABRGALERAAMEENE . ERMRE TEFTEN
EINERSAAIEEIZ B, SHEEZBMNBREE Z BHAE
DR, WHABE—BARNEREESTN, CRRINEARAE
N—#, RZAR, BEEENE, AN EREZI AR
N ERIINEEMNEITERE, N5, TRITERBBAKYE, &£
BREAIAMEFEMTERRSNHENBER, AP —ERE
UEETEENEAINERY T, ARYBEREFEIEMNIE
R, AMRARZAF —FBERBTREEREE, TEERM
REDHEE WMR 240

RATAM BN AL, REFEBHRIFFWL., HBED
TERAFTENAEN—F AARNROERZENL. BE
MREREZER SR, AN EERNEEER T NEBRD
BEN. B MR E BHEAR MBETERSHMENNE.

PR ERERNEBRIE,

FEEERIBIRT. AMBHNETHEZEEE5EENEEN,

TEZBERER LSS CHUEREBNE RS E—EN—&
EE. WKOEZBAELAENRNR, cHXREELEME A
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HRX, BRENFXEESEMAMEMEELLERERAE L. EERPRATUBIRETELRNERL. 2% BRUERIIEXSE, BK, B&KT
NENRSITEMRAE—RIINER, EO—BERBTMAMSHIEE, KiBEARNAERES ZMIAZEN. SLEENBEARTENKH
AR, BREMMAEBEIRE. MEHER, BEMEMNRESS BUMEFFTERNRGER. EHERERLETEABHAN: XWEA, FUEA,
SWHA,

HERMEXERMBRRARARENEX, CRREEREELESE, EFRBANETRKEN BE . EMRTSEANKREIER, BREME
PHRE, AR, BRXAERTRIRNREBEREBITENENZR. HB%, —AEEHFEXAEEITEN T —EERIEEA, MERMIA—ESE, —
ERFERRXRMENSBREMTE, RETE, MNITEZEHEER (BLR) THHNEATLS. 7—7H, XERINTRATEmRENES
MEERLERE, Bk, MEHERNRN HBHAE & FARERREWRFMERNABENEAESHERRLBREE. MNP (KZ) SBFFHZEN

MEREE. SRMBANYE, SHRELRTESKHBNAEENERIEMKRE Db REMAAEEERUCM IR AL EP AETONER,
FELANERUKERTEREIAMER. MHNERREINERKEBER 2 —., AT, RN\ TEREHFHE. FTEENZHLF 7T FHNERXAE

RILZKES, EmAEER MR 2, FsIE2ENBREE. L TERT FTEAFEIFEOIREELRN2R SXAEERLEL FITEL
BT, BERNRER. RN T —EBEIHN ER X BRREF. REL&HF. Tl B F% RATUEERENRR. BRH—TTH,
ey "ER S XEEAN B L EARANTEEEEFINEARERZ. Tl FELQEAEY (LW (FEUL) ) IEEB AP EwRMAE
i, BEEASINSETUFR HE | BEARER. PEERE & BFE @ HKURKREEN (Faaw) . BE—BE8E. TELANTG—EH
%, BEREEFBEREANKE. TREER, SEMEEXMER, UEBZ,

Ra, BREMTERETER, AAHKRENEE—REEMBE, SEAMAL EEABKRNER, ERBEBERBIM=E. B2 #
AREMR. RN, EEHENBMEETTESRASENTE HR . PE #HR XIRHZDVEFE, BRLAEMENMEREE, ENEH
HEREER, BREBRE —T7F (Spontaneously) #&IE. Hi BUAFREEREFER, DIVEER, SETEEXN.

o, REAH R BExeTENBEMANEEERLEN, MELRESEH XBEACENE-—HHNAELES —SMbRyEIER S, ttw,
(GLR) (1985) M (ZEREE) (1985) MAEUEE HMR  EERLEEREATHN. EARKE. WENEE. EXRSAHE-AYIEFE
MR, BREHE -G, MEERIEBIIEN L, B2 EERREATHNEE, Ml KREFAEFEZNIZZEEENEARTERL. KO-
979 FHER. PEEZLEMLE EEEE NS, FEXENE MR THTIEERINIXEEE. REAR/\TERVFERAERREE.
=tHERR AR, HEORFEEEFIZTREFLANER, B2, MHNEE TREMEE—F HIEAFTRNS2H, LW, MEERERIERE,
BREAFSBMNRESERKEERRE, L, EXNMEMEMFEMEREN T HERRRE MBS,

AREE, BFAMEENERREEEARRE, HNERELA=XFEMAT., HE, TERUNEHRESHZ. EHIRNE. EXRSRNEN
RER—1E, HAENAELE, XAAENER, EREFCENENERE, MPNSENERAARMER 7 PERER #HMR BHNEL.

TE R BN (HERRK) AZESH - T —HEHHX. SBRXUEGBEART OCEENBIEE. ANRThHREEN —BEAER —HALREE,
L, BIRANPE R AEXIRFINMMERNESZ, BRECRERAMAMERBARNES,

SE=b

SRHERETHERENNRNLEE, BETEENERS TEREKRKEHNR (989) | ERTEHEERRENREE, FRREA UEE—RE%
EEMENRETEXE, makh HEERE—PERENE (199)  BEXRETANDNHEERM PSIERER DO, MBETEERTXHE (£
) MEmEERE, BEHMA2ELEM, RREELZEREENERKFEIR.

TEHBYEIE ( 8O XEE) (& LEARWHRL, 1990) | (WEERBE—PEFER) OIMARMRSZHRE, 1998) | (BLESTH) (2
BEMRERRMT, 2000) | (FEBZEFE) (PR, EBARBRE, 2003) | (& FEEREMHNELIESR) (FRxx, 2005)  (BAEHE 5
J|HRRA) . (BB —EAXRRENESL) (EAMSARHRME 2007) (Skm——EEBEFENER) (EAMSASRHRE, 2009) | —+#

APERMPHNRAETNS REE. MEETSREMRE, 201 | REMNTIEREBEHE TEHRRBMR (1989) | "GIBERE—PEFEHNRE
(1998) . gl BREBMES (2002) , "HEZEIZE (2003) . PEEREM_TFNELSERE (2005 , EREGOERT (2006) |

BRk—REHRER=TF" (2007-2008) M BIk. LS (2009) BT MZzLT (200) BB PEESRT (201 |
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EAHE MR

BRI THk, REXERN R EHse 7 BRMERRENBAET. HTHEL, TEEHRMRKREERNMACEAED KA. Baiad 88
WFIRREN (TEMRER, 0 ERES. ER) RERBETRTRETERENLAEREMEN #R EREEBE-TFRAENER. RESR
EMRFHNANCHNIER., SHEEETUEIMMANEREKE. AARBNAZHZRENRENTFEAR, A TFREENENR, FEXNUKRED
RS ELRERREREN, \TEROANRTEFHERNREAY). AR AFEHIEFEFTH.

EERERGER MR BHE BRUETAMNEERE. A, ERNFE #R EREBMARNAGMRERI A&, EERETEKRE,
ARTEMRENAENNREBRI, EE-ERSEEMREA B2 EAT, IXEMRIEHARE, L FARHMRERN, AAZTEMHER

£ PEMRERMATERIZHMREMMEL, AEMEMH 40

CEEEEE, RMEEFERE, WHER IFALUARERERNIRZ— SEARLARKIZNAE EXEARBECEHATE 58 &
mEtH, AW, HRBEENERNZMSMBENE INDBABHEANRARIZMESHANIBMERN. £TEER, EEATREKERZ
BT, BESE. ¥ EpHBHIETHFEN, AR —EME. N, MRIZEANRRIZNEY. BERIZNROREA. BABEANTIE
B, BTt T/ HLERESHNEEZ D, ERRANECABERRSEN, €U LULRMEESHER, SFEAR (EABERANSRES) |
i, fREFNERXBMOABHICERESEERRMRENNESZ0OR., M52, MERRETRITFHHIILRRUTNBRE, ERTLUEREMN
EMERE, SRR IHMROER, TUEERNHE, LNXRBIZNMFER. CRARMREBNERERR 72N RTEBNEABENRE, ATH
FEMEEERS TEEIRZNBREN, SHEEERIZIRASTRRENNRE.

L, REAFLELHMRENRRHERTZLEHAMRMORB, i, EARRR, AFTMRENRHERES IR TEMMEXNMHENDN
ANEDRMFUHER., BREBBATHE, AMEERARES KRNERUERNDERE, MERERSE.

BERIZEHEDAET, AEMBR. SNEEFRMEAR, HrfRAXN, TRRAG—. DAL, ABHARRFERN, L, fEELKE, mELL
KEH, 8 ATEE. LBRE | LWKNESRABZE TFIE . BERHAANEROESRAHEZE T PEHER HR BHHAIE.
BRETNENXBZZ DD ARERMEEEREIAZMBANERT, BEREE=TFR, PHEARENPTIFTEEN—FERR. MEEERKHN
BRBUOBRER T —E/N\TFRESKNEFNEL., SERRBEREBAEFE EHEAHLERIREARFTRENEZRT, ERFAN
TENARX, NOBIRINRE R FRBE AR, EFR, WEAETRMOTEELRRNEGE, S&HB BEE% (Maximdism) A1 “FIk" (School
of Notion, 8 Mindmap) ZREE—HR. WREBEHAATHN HWMREHR ZHRE—TEHERER. LHEHIEE.

ME “ME” BFSE

[—]

BE, BIK (MEENEMBE) RATREMRRIE. SISHNSERRBREY, FREEASRSEN. MREMNSE IR BHBIEIBEMH L,
REFREMANAEBETHER—AE IRERGEEHLRR., BOREAZHETAETE, Fomi. BENEEEIRAZMAFTBE, AL,
WARHRIINER, MEERTBESHE.

e ot

BRAZTEERREENDERAARNRREZR. £/\TFER, BIRPMHFK B0E RUEEHRRTEEARXFTERHNERES. BRPE
1988 FRIAIER BT MM X T IMABHTEENXFERMRIG T (F5EXF) R, MEKERT. BEBHENT. RLFECIHFETGEEEN
—i%, BMRPEFERBEAFESEIRBNT. B2, HENFAEFERS, MERT I EERRRENTUSENMEE, MENTE, RITEZE.
BEMEM T, ATREEZETE AMTUERREMAENTE. FMERN #HMR EARTEARBBELE RN, SNEHFHMENBIE, Rk
R 2P, MEFMBEAFEGNELARE., BROVNTHERLEEEARMEERER. BREHERBATERXTREY, BENALE T ERER
k. MERFENERERANSRBOR—EBAERR.

BAXREE/\TFRTPENBHRENREADZ —, BEATFRN HRKE WIRERER. ZEHIHAE, TaEE, GEERXABSEPHNEERR
MEACECRERBEANEAEMH. RATERDHE BREEZHABTHNESERNRAENEE2XEENIER, MELEEERNT. BER, &
7R BRMAKARGKENE. W, BEREMNATFRNER BENARAZEMRSIE KEH®TT NBE MEENESELA—ERLUE
REBZIKIERIK.

INTER, EhENEMENNERTD, BERLMED, BBRA XU E L (Totahess) BB ABMFHAORM B B ENEMDIK, YiE Etgs
(Rationdiistic Painting) , skEB B HPRBFENRETAD Z—, FAHE1986 F skEERIE VaE (AFMMBFHNE)  EFFEEENARKIIETHER,
RETAFHEZEBNAZ, SRIERFZETHZERA. NATERREBANE aE (B) R, MR EteE | "EHesE HEP
B OmR £/ TERRREK,  TEMN BWRELHE (Concept) | #E (Contemplation ) F1IRFE (Meditation) . ©R&/\THERFEM#D THEHKE
TR SCH IR RIE R R AV A A ER .

FEHFELTFREENFEENR, BETHERENNHS. OFRGBNERZE TEBANSNEE. BREREMTTFERT. X, . A FHER
MEBEYHE., B2, MN\TEFREHHXNZARNEALR, HAERUFEMRE EnEaEANSENRZ. BEZEK, BT OMBEHNERER,
AL eI "EANZET M BN ZE NEVE. X K B AENTERNEEEEARH. T HTFRHENE B ERER A
HPEE MER, THEFLE/N\TFERNEERREAN T AERENBEABTERZF,
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2 2
Hl 5

MBRTZR / W FIRER T

ARTPEERMRER

ARBRFALEEN PEERMREBEMED  ERRNATHREBIZEN. o
2 PEHBEHANSESE KREAZRZBHRABPEERBREMNEN P EEREEMKX
2E EZERNAZHNERK, ARXAZHZRMEERTEXHMZONE. B, #=
RET  BLEHBERBVESNMAAEREANLEE, ®/\BLHNES  PEXHFHA T
RERM, XAERZRE BEEFTRZEERE MR BER  EREMIMNTEZEMR.
[EZRARMNERMBENSIA  FEERBMRENERZIASTEHERNTE X
HERNESF T BHEN T BCBEBBENRESNEENES.

LWPIETEERMRETREFEARMSR | LMRRPEZHREHMRIT T
REMZFE  UEPFEERBRENUIBT R EBRE.

HHEBFE T HEEINTEHENNZREE. PEMRENTNER —SRBBIRIREIR
RRE, BMTBEBHERNRERREA. ATHRENEERE - BRARFLEED
SREBMRNITEE | DUEEBRBESAFANEMER 2% . "BETEERMRENR
BEEATNIIE " EXEMT | RFAREITLR T SRBBUIRERE - BREHLTE
MERE R, RO HESMm.

HHEFEZHEEEINARE, mE/\TFRESTEERMRBNNESIEMZ L.
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