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Professor LaoZhu (Zhu Qingsheng) was born in Zhenjiang. He graduated with a bachelor’s
degree from the Department of Fine Arts at Nanjing Normal University. He later gained a
master’s degree in art history from China Central Academy of Fine Arts and then a doctoral
from the Institute of East Asian Art History, Heidelberg University, Germany. Professor
LaoZhu works in creative modern art and specialises academically in the study of arts of Han
Dynasty. He taught at the China Central Academy of Fine Arts from 1985 to 1986, and began
teaching at Peking University from 1987. He is now a professor at Peking University, Director
of Institute for Han Arts Study and the Centre for Visual Studies. He is also the chief editor for
various publications, including the Annual of Contemporary Art in China and the Collective
Catalogue of Han-dynasty Art and Art of the Han Dynasty
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"Media" is defined in three aspects, namely the materials, the style and the concept in the
traditional Chinese media.

The so-called traditional Chinese media generally refers to Chinese ink painting. As a medium,
ink painting possesses the materials, styles and concepts in the traditional context. The analysis
of the three aspects of the traditional media is a mission of today’s art history. They are also a
basis for art critiques, for the description, narrative and analysis of the artistic facts of the past as
pointed to in art history. Art critiques (here referring to contemporary critique instead of
appreciation and authentication of traditions) are analyses of the contemporary significance of
the traditional media, as well as the criticisms on their existence as factors in contemporary art.
The two are interdependent and they inspire one another.

This article analyses from the perspective of art history on traditional Chinese media as
materials, and defines them from the perspective of art critique, with a focus that bases them as
a form of national culture.

As for looking at the traditional Chinese media as style, the article mainly discusses through
Panofsky’s theory of iconology, Wolfflin’s theory of formal analysis and Mitchell’s picture
theory in a comparative study approach, proving the "non-compatibility" amongst the three
study strategies and that study approach for the traditional media as a style. This clarifies the
tangling in studying Chinese topics with western theories. At the same time, the theory of
abstract expressionism is used to modernise traditional art history strategies, while certain
traditional theoretical factors are transformed into terminologies and theoretical systems that
can be understood in the context of globalised contemporary theories for the purpose of
formulation. (The approach is the complete opposite to the author’s study in the 1990s that
made use of Chinese terminology to look at Western art; it also opposes to his 2010s’ attempt
to study works in Louvre using the core values and creative principles of Chinese aesthetics.)
The article is a one-off attempt to probe into a transformation for the way to describe certain
traditional factors. The theory of the Third Type of Abstract is constructed on the foundation
of transformation of historic languages. In addition, the principles of "the one dimensional
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space" as proposed in the 2009 Beijing International Forum for Ink Painting are continued into
the issues of shaping, colouring, composition and spatial treatment in style.

On the aspect about traditional Chinese media as a concept, the issue has a completely
different significance comparing to the Western art seen as historic concepts. As luck would
have it, it is the breakthrough point where the traditional media exerts its universal significance
onto modern art. Its value rests with the differentiation on the explanation of art and the
Western conceptualization of "Art". As of today, all approaches of modern art are based on the
concepts from Greek and Hebrew notions of art, which believe that if art is not a phenomenon
as an expression of the world, it would be a set of signs that bears the load of deities and
external ideas. Traditional Chinese media as concepts is just how art escapes from reality and
transcends from day-to-day living, while at the same time has to extricate itself from any ideas
and doctrines to become a purely individualistic and free path. As such, using a historical
approach to study Chinese art as concepts would never be able to get in touch with the body
of art; rather, it could only be an object for studying and profiling when it complies with similar
signs in the traditional parts of Greek and Hebrew ideas. In art critiques, today’s contemporary
art, having gained their popular influence from Joseph Beuys and Andy Warhol, further makes
use of viewing the traditional media as concepts, as a way to break away from art as a means to
demonstrate concerns for the society or to reveal reality, which in turn complicated art into the
deadlock of becoming a governing and anti-governing tool and weapon in politics.

The theory of The Third Type of Abstract is only a preliminary breakthrough that forms an

inter-dependent and mutually conditional relationship with the fifth modern art revolution.
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Born in Germany, Martina K6ppel-Yang is an independent art historian, art critic and curator
living in Paris, France and Heidelberg, Germany. She has written extensively on the subject of
contemporary Chinese art and is the author of Semiotic Warfare: The Chinese Avantgarde
1979-1989. She is a member of the editorial boards for Yishu: Journal for Contemporary
Chinese Art in Vancouver, Canada, Red Flag Collection, a compilation of contemporary
Chinese artists' projects published in Hong Kong, and in the international advisory board of
the_Journal of Contemporary Chinese Art. She is also a board member of Asia Art Archive in
Hong Kong.
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One of the most-cited arguments in texts discussing the development of contemporary Chinese
art is that of political, economical and social change. Change as such — next to the search for
identity — is mentioned as the major leitmotiv in describing the development of Chinese culture
in the 20th and the 21st century. Being the quintessence of modernization itself, progress and
change appeared to be the adequate qualities to demarcate the new and modern China from
the old whose tradition and culture generally have been associated with the notions of stability
and continuity. This kind of perception of the Chinese modernity is based on a linear
conception of history and a determinist world view. It defines progress as the interplay of
contradictory factors that with the time are reconciled and thus trusts in a teleological sense of
history. But Dr. Képpel-Yang would like to consider history as a kind of non-linear dynamical
system, in which individual elements can be as important as far-reaching developments. The
lecture gives a closer look on artistic positions and strategies within the field of contemporary
Chinese art that choose traditional strategies, such as "advance through retreat" to develop
autonomous and sometimes marginal/ non-mainstream artistic positions. Dr. K6ppel-Yang
considers these positions erratic factors having the potential to change the long-term behavior
and the conditions of the system.
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Out of Place? Advance through Retreat. Traditional Strategies
and Practices in Contemporary Chinese Art

DB AR PREREBWHBLEERS

Martina KOPPEL-YANG
i R

Out of Place is the title of Edward Said's autobiography. He calls it "a record of an essentially lost or
forgotten world".! Said recalls places and people that for him are ultimately lost and describes his condition
as one being out of place in many respects. One such respect is language. Having grown with both the
Arabic and the English language, the experience of being out of place marked his life from the beginning

and in this very vital respect.

This kind of essential dislocation Said describes in his memoire is without doubt a postmodern
condition and a common experience in our contemporary world. What about aesthetic experience? What
about traditional media - here traditional Chinese media - in a contemporary context? Is their condition that
of an essential dislocation, too? Contemporary culture in general, and cotemporary Chinese culture in
particular, is hybrid, embracing elements of different places, different cultures and different times. I argue
that the apparent dislocation of traditional media in a contemporary context is actually a contemporary
condition and by no means out of place; and, further that it can be and that it is used as a very efficient

strategy.

The forgotten world is not lost for contemporary culture; on the contrary, it is a large cultural pool from
which Chinese artists draw inspiration since the late 1970s. I here only wish to mention Yuan Yunsheng's
Beijing airport mural "The Water Splashing Festival" (1979), at the time one of the most progressive and
controversial art works. Yet, the mural's elegant figures and free floating lines are inspired by Wei Dynasty
sculptures and reliefs. Or again, a few years later, Huang Yongping's "Roulette Series" (1985 - 1988), inspired
partly by Chan, Daoism and by Chinese geomancer compasses. Not to forget Xu Bing's "Book from the
Sky" (1987), an illegible cultural canon printed in the traditional wood block printing technique. Again, both
works rank among the most progressive and most controversial ones of the mid-1980s. It seems that this kind
of retreat into tradition has the potential to advance artistic creation onto a higher conceptual and aesthetic
level. Homi Bhabha describes this kind of hybrid works as expressions of "a moment of transit where space
and time cross to produce complex figures of difference and identity, past and present, inside and outside,
inclusion and exclusion."”” Bhabha wrote these words at the end of the 20th century, only five years after the

fall of the Berlin wall, in the aftermath of the postmodern debate, when globalization still was a large field to

! Said, Edward, Out of Place, Borzoi Book, New York, 1999: p. XI
2 Bhabha, Homi K., The Location of Culture, Routledge, London/ New York,1994: p.2.
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be explored. Today, these moments of transit, as Bhabha describes them apparently products of arbitrary
encounters, have evolved into systematic strategies. I wish to have a closer look on artistic positions,
procedures and strategies within the field of contemporary Chinese art that choose traditional strategies,
such as "advance through retreat", or practices, such as divination or the game and gambling to develop
autonomous and sometimes marginal/ non-mainstream artistic positions. I consider these positions erratic

factors having the potential to change the long-term behaviour and the conditions of the general system.3

The question of the relevance of tradition for contemporary culture is, as Bhabha points out in the
above-mentioned quote, always linked to the query for identity and raised in specific historical moments. I
here will not discuss the Chinese government's efforts of promoting traditional Chinese culture to build the
identity of the new post-WTO-entry China. I will have a closer look on individual artistic research and
creation and focus on three bodies of works by three different artists or artist groups: Huang Yongping, Yang
Jiechang and finally Zheng Guogu and Yangjiang Group. All of them employ traditional media, practices
and strategies in a different manner, and all of them do so facing a specific historical moment or a particular

cultural environment and situation.
The Contemporary Augur (Chan is Dada, Dada is Chan)

One of the most emblematic works of the 1980s is Huang Yongping's “Wet Method — ‘History of
Chinese Painting’ and ‘Concise History of Modern Painting” Washed for Two Minutes in a Washing
Machine, December 1, 1987”. As the title suggests the work is the result of a procedure designed by Huang
Yongping, namely Wet Method: the artist put two art history books, Wang Bomin’s History of Chinese
Painting and Herbert Read’s Concise History of Modern Painting in a washing machine for two minutes.
The resulting paper pulp, a mixture of both histories and traditions, illegible and thus semantically empty,
was Huang's striking answer to the question of how to relate Chinese tradition to modern and contemporary
Western art, and it was further his witty comment to two foremost topics in the Chinese art scene of the
1980s, namely the discussion about the modernization of Chinese culture and further the question of how to
free contemporary Chinese culture from too much cultural, historical and political burden. Right after the
Cultural Revolution with all its prohibitions, the curiosity and enthusiasm for all things related to culture,
Western and Chinese, the so-called humanist enthusiasm (renwen riging), had triggered the translation of
many important writings and books of Western literature, philosophy and art history. And also Chinese
traditional thought and literature was rediscovered through new editions of old books. New and old
concepts alike became available for the artists and led to a kind of semantic redundancy of the art works, the
ostensive excess of meaning (y7y7 fanlan) that was criticized by both artists and art critics. Semantic emptiness
was Huang Yongping's cure to semantic redundancy and his method of breaking free from all kind of

meaning systems, cultural, historical or political.

Huang himself had read translations of Wittgenstein and Pierre Cabane's Dialogues with Marcel

® 1 consider history as a kind of non-linear dynamical system, in which individual elements can be as important as far-reaching
developments.
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Duchamp, but also of Suzuki's Essays in Zen Buddhism, as well as other Chan Buddhist texts. As he states in
a conversation with Jane Debevoise: "I would say there were three solid legs (a trinity) of thought I felt an
affinity to at the time: Wittgenstein, Duchamp and Zen Buddhism. People often asked me why I would
combine these different philosophies together - I think, ultimately, I did it because they all discuss ideas
about 'ends'; about how and why things end."" A tangible result of this combination is the body of works
using chance as a main creative agent, the so-called Roulette Series. Wet Method is part of this series, too,
and was created by using such a roulette wheel. The major Western references in the Roulette Series are to
Marcel Duchamp and John Cage, but also to Wittgenstein’s language philosophy. These references inspired
Huang to pursue the de-personalization of the creative process and the elimination of the artist as an
operative subject, substituting chance as the major agent. Visually, the roulette wheel resembles a large
geomancer compass, but also a ready-made object (as does Wet Method), a concept originating with
Duchamp. In addition, as did John Cage for his Music of Changes (1951), Huang utilizes the divination
practice of the Book of Changes as a determining and formal structure: "The Big Roulette", one big
turntable mounted on a chassis, is divided into an inner circle with sixty-four segments, and an outer circle
with 384 segments. The number of the segments is based on the Book of Changes, with its sixty-four
hexagrams and six times sixty-four — 384 — places. On each segment Huang wrote an entry. The entries on
the inner circle having no relation to those on the outer circle, were chosen at random from different
domains and serve as instructions and hints to create works of art.’ The artist takes the position of a
mediator, with the work of art coming into being independently from him, quasi naturally. He acts through
non-interference or, to use the corresponding Taoist concept, through non-doing (wuwei). This concept is
further inspired by Wittgenstein’s non-related facts’ and denotes the causal independence of artist and work,
as well as that of the individual works of the artist’s oeuvre. In his handwritten notes of 1987, Huang calls this
different understanding of the notion of creativity non-related events (duli s]z1j1’an).7 While Huang's first
roulette was simply concerned with the independence of formal elements from one another and from the
artist, the later "Big Roulette" and "Small, Portable Roulette" had been conceived to investigate the
independence of time, of sequence, and of concept.8 In this regard, the rotation of the turntable and the
open nature of the creative process indicate the instability and imperfection of meaning systems. The
application of this kind of methodological chance corresponds to what George Brecht called “non-method”
and "no-system-system" in the work of Duchamp. It leads to an answer that is non-rational, that might be
self-contradictory, and that therefore cannot totally be explained with the systems of language and logic. In
this regard the non-method-method reminds us on Chan-Buddhist Koans. The Chinese philosopher Zhang

Ziyang discusses Huang’s non-expressive painting in his rather critical article "X Comments on Y" ("X ping

N Jane Debevoise, "Conversation with Huang Yongping", Asia Art Archive in America, October 15, 2010.
www.aaa-a.org/2011/03/03/conversation-with-huang-yongping/

% See Huang Yongping, "Reflections, Creation, and Events of 1987", published in: "Thoughts, Creation, and Activities in
1987", in: House of Oracles. A Huang Yongping Retrospective, Vergne, Philippe/ Chong, Doryun (eds.), Walker Art Centre,
Minnesota, 2005: pp.40-51.

% With this notion Wittgenstein designates the logical independence of logical facts belonging to different dimensions of the
logical space.

7 See Huang Yongping "Reflections, Creation and Events of 1987", ibid. and Huang’s text, "A Paper on Art that Starts Out
from a Blank" (" Cong kondong kaishi de yipian meishu lunwen") exemplifies his thoughts. "An Essay on Art Starting from
Emptiness", in: "Thoughts, Creation, and Activities in 1987", in: House of Oracles. A Huang Yongping Retrospective, Vergne,
Philippe/ Chong, Doryun (eds.), Walker Art Centre, Minnesota, 2005: pp.52-54.

8 See Huang Yongping, "Reflections, Creation, and Events of 1987", ibid.
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Y") and names his method the "method of the probable mechanical chance". In fact, this kind of chance is
an effective method of separating art from tradition, of overcoming latent patterns, language and logic as
such.” This aim is best expressed in one of Huang's most famous quotes, namely "Chan is Dada, Dada is
Chan". This quasilogical equation, nevertheless apparently absurd, associates traditional Chinese thought
namely Taoism and Chan Buddhism with Dada and Neo-Dada both aesthetically and conceptually. In fact,
Huang’s Wet Method and the resulting dirty looking pulp represent the concept of anti-culture, crucial to his
oeuvre. Anti-culture is a concept he employed in a strategic manner, especially after his emigration to
Europe. Anti-culture is the result of the battle between Eastern and Western cultures, between tradition and
modernity, and the artist’s solution to transpose culture onto a higher conceptual and aesthetic level and thus

to generate a new culture, which we can consider hybrid and contemporary.

After Huang's emigration to France it was exactly this aspect that privileged the reception of his work.
His work was received immediately on a high-profile level. "Reptiles", his first piece exhibited in Europe in
the legendary exhibition "Les magiciens de la terre", consisted of traditional Chinese graves made from a
pulp of washed books and newspapers, further the washing machine used to produce the paper pulp. These
graves resembled reptiles turtles, hence the title. Postmodern discourses, such as post-structuralism and
post-colonialism, could easily relate to Huang’s composite method of de-construction the transformation of
texts into pulp and construction the creation of a different body of meaning. Huang’s combination of
Western language philosophy, Dada and Chinese Chan accomplished the questioning of meaning systems
and power generating structures in an original way. Further, the juxtaposition of traditional Chinese imagery
and thought with contemporary Western concepts was fresh and welcomed. Huang’s retreat into using
concepts and topoi inspired by Chinese tradition and his method of equating Dada and Chan, Western
avant-garde and Chinese tradition, actually articulated the main subject of postmodern and postcolonial
discourse: the deconstruction of overcome meaning generating structures and the search for new contents,
new directions and centres, and proposed the mirror-image crucial for a vital repositioning of Western

culture.
The Contemporary Literati (Absence and Presence, Retreat and Advance)

While Huang Yongping retrieves the aspects of non-interference, of the antirational and of semantic
emptiness from the field of Chinese traditional thought, Yang Jiechang focuses on the aspects of
self-sublimation, spiritual communication and the individual participation, all facets of literati culture.
"Hundred Layers of Ink" is the title of a series of large monochrome black ink paintings, on which he
worked for more than a decade. Yang exhibited these works for the first time at the "Les magiciens de la
terre" show in the Centre Pompidou in Paris in 1989, to which he had been invited together with Huang
Yongping and Gu Dexin. Yes, Yang actually had painted the first works of the series for this very exhibition
on site. For him, like for his two friends, this was the first time to appear on an international high-profile

arena. Being placed at a central stage surrounded by works of internationally renowned artists, like for

9 The article is published under the pseudonym Mo Zelan, "X ping Y", in: Meishu sichao 1986.3: pp. 9-12.
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example Anselm Kiefer, Sigmar Polke, Nam Jun Paik, On Kawara and Alighiero Boetti, he opted for
"advance through retreat" as his strategy. Based on his former paintings of the mid-1980s that attempted the
formal deconstruction of traditional Chinese painting through calligraphic abstraction he advanced
deconstruction on a superior level: In "Hundred Layers of Ink" Yang developed an extremely reduced
formal language - there is no imagery, only a simple shiny black ink square on a mat black ground. The
artist condenses Chinese painting to its basic elements: paper, water, ink, as well as to the action of applying
ink and water onto the paper, thus subverting the technique as well as the aesthetic principles of traditional
Chinese painting. By obsessively putting layers on layers of ink onto the paper he creates a black object that
does show neither skill, nor imagery, nor personality. The elimination of skill, imagery and personality is
nothing less than the sublimation of the self, the ultimate aim of the cultivation of personality the Chinese
literati practised through painting and calligraphy. The significance of such painting lies beyond its visual
qualities. Painting here is a kind of conduct, an act, and looking at painting an act of communication. Yang's
large inks further accentuate the spiritual qualities inherent in the painting process and in the material. Both
sublimation of the artist's self as well as the sublimation of the material and the aesthetic qualities of the
painting relates Yang Jiechang's works to Taoist thought and to Chinese tradition. Yet, self-sublimation is
nothing but the deconstruction of the ego. "Hundred Layers of Ink" therefore can also be read from a
post-structuralist angle. Hence, Yang's Chinese-style self-sublimation appears as a different approach to the
search for alternative concepts of a cultural or personal identity. On the aesthetic and formal level Yang's
monochrome inks could be related to the Western tradition, too. Reminding, as they do, on American
abstract expressionism these works easily could be misread as an illustration of the Chinese reception of
Western modern painting. Yet, there is more to these works than just a modermn stance. They combine
Eastern tradition and spirituality with modern and post-modern concepts in an elegant and efficient way.
Yang Jiechang's non-iconic paintings actually transposed traditional Chinese thought, such as Tao and Chan
onto a contemporary level. Creating as they do, a meditative, open space, void of any explicit utterance of
-isms and worldviews, Yang’s "Hundred Layers of Ink" presaged the end of the Cold War era and the
consequent fall of ideologically clearly defined blocks.

"Advance through retreat" for Yang Jiechang implies further the question of how to implant Chinese
traditional painting, traditional Chinese aesthetics and thought into a contemporary context. According to
him, the contemporary has neither time nor limits, and tradition itself contains current concepts."’ This
position is best exemplified in Yang's composite works and installations that usually consist of a traditional
Chinese meticulous colour painting or calligraphy and a multi-media part. These works are concerned with
current events, like for example "Crying Landscape" (50th Venice Biennial, 2003), or show the artist's
comment on the contemporary condition, like for example "Stranger than Paradise" (2010). Different from
Huang Yongping who chose non-interference as artistic practice, Yang opts for the artist's participation. For

Yang each artwork is an act of communication and interference.

10" Conversation with the artist, Paris, March 2006.
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After Dinner Art

"After Dinner Calligraphy" (Fanhou Shufa) is the title of a series of works and events by Zheng Guogu
and Yangjiang Group. The title alludes to the fact that the art works are the testimonies and results of
calligraphy performances and ad hoc painting using ink but also leftovers from a dinner, then preserved in
the medium of photography. "After Dinner Calligraphy" is a revival of the traditional literati gathering with
all its facets, with its soberness, drunkenness and ingeniousness. Yet the stage was not a bamboo grove but a
contemporary Hong Kong gallery. This short description of "After Dinner Calligraphy" could be read as a
programme of the works of Zheng Guogu and Yangjiang Group: There is no border between art and life,
between art and non-art, between high art and low art, between tradition and the contemporary, between
the global and the local. Art is an open process, as is life, it is an activity like any other leisure activity, a
game. This understanding of art is very close to that of the Chinese literati who were not professional artists

but officials performing art as a leisure activity together with their friends or as a form of self-cultivation.

The aspect of game and gambling, both important elements in traditional Chinese culture play an
important role in the oeuvre of Zheng Guogu and Yangjiang Group, too. Divinational board games, like for
example Liubo, had already been played by Han gentrymen, the Chinese chess is recorded as early as for
the Warring States period. "One cannot break the law without upholding the law. All laws must be upheld.
No law goes unbroken." (Bu Ii y1 fa, bupo yi fa, you fa jie L, wu fa bu po, 2012) is a recent installation and
series of events. This time Yangjiang Group invented different kinds of games as projects to be realized
during the exhibition period. There was a gambling game, a Chinese chess, a tea ceremony, etc. The centre
of this series of events was the title of the work written as calligraphy on the museum wall and then altered

through the on-going events and games.

Zheng Guogu actually is one of the most important trendsetters of the Chinese art scene. But instead of
moving into one of China’s cultural centres, he stays in his hometown, the remote provincial town of
Yangjiang in Canton Province. There he built his studio, the "Age of Empires” (2004 - present), an artistic
project in itself and conceived according to a game, the Internet game of the same name. Zheng initiated a
lively art scene in his hometown, including artists and amateurs who regularly participate in his projects and
in that of the Yangjiang Group, equally initiated by him. He thus promotes local and vernacular culture,
which one could also read as a result of the above-mentioned strategy "advance through retreat". This
strategy is best expressed in "My Teacher", a photo of Zheng Guogu squatting on the streets next to a
foolishly laughing youth, actually Yangjiang city’s village lunatic. By reducing himself to the stage of an
unintentional fool Zheng creates a space, free of standards and discourses. By retreating to Yangjiang, Zheng
has, on the one hand, created a space for non-mainstream, locally embedded artistic imagination and
creation, and, on the other, by including local outcomes in his projects, he has moved the local onto a global

platform.

The same is true for the traditional media and concepts in his and Yangjiang Group's works. Through

advancing traditional media and concepts onto a contemporary level he generates a kind of dislocation. And
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now we are back to the beginning of my argument - the apparent dislocation of traditional media in a
contemporary context is actually a contemporary condition used as an efficient strategy, advancing art onto
a higher aesthetic and conceptual level. As Zheng Guogu states for his "After Dinner Calligraphy": "When
you're in this mental situation you don't remember what you've done. It's exactly this distance and

unfamiliarity between your state of mind and what you are doing that draws you to a higher state of art."
I want to finish with the reinterpretation of one Yangjiang Group's work titles:
"One cannot break tradition without upholding tradition. Every tradition must be upheld. No tradition goes

unbroken".

Paris, Mai 2013
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Born in Hubei, Professor Pi Daojian graduated with a master’s degree in art history from the
Hubei Institute of Fine Arts in 1981. He then taught at his alma mater. In the 1980s, Professor
Pi cofounded the journal Art Trends. In 1998, he became a member of the Theory Study
Committee of the Chinese Artists Association. He began teaching at South China Normal
University in 1992 and has been invited to serve as guest professor and research fellow at
different universities and institution since then.
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"The Origin of Dao" is a process to reconstruct modernity in the creative scope of
contemporary art. It is a process that begins from the standpoint of Chinese culture. The "Dao"
used here seems to be closer to its most primitive meaning, as conveyed in the Appended
Remarks, Pt 1 from The Philosophy of Change, in which "Dao" was described as "what exists
before physical form is called the Way (Dao). What exists after physical form is called a
concrete thing". It is not entirely the "Dao of the sage" as advocated by Han Yu, nor the "Dao"
of Lao Tzu that he criticised much. "Dao" here in fact covers the entire scope of Chinese
traditions and culture, or to say a "Dao" that combines the ideas from Confucianism, Daoism
and Buddhism. This is a process that began with and travelled side by side with the
modernisation of traditional culture. Therefore, the objective of "The Origin of Dao", so to
speak, is a way of considering modernity from the Eastern or Chinese perspective. It is a
"modern way of thinking" towards traditional culture, and at the same time, a Chinese
narrative on "modernity". Based on these, the "The Origin of Dao" exhibition has an ambition
to create a platform, such that we could all reconsider the intrinsic sense of history, actuality
and methodology of Chinese contemporary art, as well as to establish a new starting point for
future art practises and its narrative.
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Professor Bai Qianshen graduated with a bachelor’s degree from Peking University and a Ph.D.
from Yale University. He is currently teaching at Boston University and is the author of Fu
Shan’s World: The Transformation of Chinese Calligraphy in the Seventeenth Century,
Making Friend with Antiquity and the Salon of Juanjuan: Thoughts on Classic Calligraphy.
The John Simon Guggenheim Memorial Foundation awarded Professor Bai the Fellowship
and he also received the National Endowment for the Humanities in the U.S. He is now
conducting a research on Wu Dacheng, a government official, scholar, collector, and

painter-calligrapher in late Qing dynasty.
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The article looks at the day-to-day calligraphy of late Qing government officials such as Zeng
Guofan, Li Hongzhang, Su Tonghe, Wu Dacheng, Zeng Jize, etc., and analyses how the
traditional media reacts to artistic creation and exchanges before China enters into the 20th
century. It also explores on how these traditional media and modes influence 20th century art.
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Prof. Kao Chien-Hui, a Chicago-based art critic, art educator, art researcher and independent
curator. Her main researches include Ink Art, Modern Art History, Art Criticism,
Contemporary Asia Art. She was an Associate Professor of the Graduate Institute of
Interdisciplinary Art, National Kaohsiung Normal University, a visiting scholar at Montclair
State University of New Jersey, a guest associate professor in the graduate school at Tunhai
University, University fellow of Hong Kong Baptist University and an advisor of Asia Art
Archive, Hong Kong. Kao is also a writer, having published over ten books of art to date. The
books included Art and Culture in the Early 90's, The World Art Icons of the 100 years,
Between the boundaries: A Journey to the Contemporary Art, The Cross-Cultural Exchange of
Han and Tang Dynasty Weaving Via the Silk Road, After Origin - On the Topics of
Contemporary Chinese art, Nothing about Critique, Rebellion in Silhouette, The Essential
Guide of Utopian Art, Art- in the name of XX, Biennale Fever- The Alternative Voice of
Politics and Aesthetics and Institutes. Her major curatorial projects included the special subject
for the 7th Shen Zhen Ink Art Biennale titled "Com(ic)Media on Line", "Reshaping History-
Chinart from 2000-2009", and Taiwan Pavilion of the 49th Venice Biennale titled "Living Cell".
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This paper sets out an understanding of the Chinese cultural consciousness and attitude
vis-a-vis the current concepts of "Chineseness, Modernity and Contemporaneousness" in
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Chinese art circles. This paper will reveal, within four narratives on ink art, the illusion of
traditional media: its material meaning, cultural meaning and current meaning. Also invites an
understanding of the significance of traditional ink art in contemporary culture. Firstly, we
consider two different cultural mentalities in Chinese philosophy: Huainan School and Wang
Chong, as the original theoretical components of "Chineseness Contemporaneity". The paper
then presents the hidden influences of both compromising and confronting in Chinese
contemporary art’s "avant-grade attitudes". Further, it will analyze four different cultural
discourses in the 21st century within the realm of Chinese ink art: Tradition Renaissance,
Media Preservation, Crossing Culture and Individual Existentialism, in order to lay out the
conceptual transformation of the issue of traditional media. Then from the contemporary art
perspective, the paper will examine the transferred and renewed material and spiritual
meanings in tradition media. Lastly, concluding from the mentioned developments in Chinese
art, and consider the advancement of thought as the condition of contemporenity, the paper
argues that an awareness and further exploration of "The hidden situation of Chinese-Present /
Present-Chineseness" is symbolic of cross-media ink art and also points to a new and possible
reinterpretation of contemporary ink art which is beyond historic and contemporary barriers.
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B PEBEYCEE - TEMEARAEAT B EMATA T B LR LA - kK
HirRA (e —tHLPRENFPOERAERAARM) (KB R BF B X FE5Ha
FEEC840 F5 1979 #))~ (AR FTHEN) FEREHRLE - AR HREEHE
WEE~ BT AT L RBEEMEEM T PEETS R T ENEEY - FZE &
HEER | RBRAZ— - SREAARREMAL REHL22E  DALHREY £
ETARRZRABRABARAZEAREFESL -

Born in Shanghai, Shen Kuiyi is Professor of Asian Art History and Director of Chinese
Studies Program at University of California, San Diego. His current research focuses on
modern and contemporary Chinese art and Sino-Japanese cultural exchange of the early
twentieth century. His publications include A Century in Crisis; Between the Thunder and the
Rain: Chinese Paintings from the Opium War Through the Cultural Revolution 1840-1979 and
Arts of Modern China. He also maintains an active career as a curator. Among the
exhibitions he has curated, the best known are "A Century in Crisis: Tradition and Modernity
in the Art of Twentieth Century China" held at the Guggenheim Museums in New York and
Bilbao in 1998, "Reboot: The Third Chengdu Biennial" in 2007, and "Why Not Ink" in 2012.
He is a recipient of fellowships and awards from the Stanford University, National Endowment
for the Arts and Social Science Research Council in United States, as well as Leiden University
in Netherlands and Japan Society for the Promotion of Science.

W X K& | Paper Abstract

B At itk KEBE K KBERN EALRK TR T — B
“BE B AEE BT A G RR T LR T 15— 55 H R b3 2 A
FERA R AT HGAE  AREEEETEE L BRI L ERERBRTHNE
BHMBER TS R R S 0BATIEM - (218 — MBS BS54 05 R 2 A 4o i)
LR ? AU B B H AR kA K B AR A R A SR DT
By AT P KL AT B Ao BT P AT B o) P Ao 3 -

In the 1980s, the terms "ink painting" or "ink art" were overwhelmingly accepted in China to
replace the long-standing labels "Chinese painting (zhongguohua)" or "national painting
(guohua)". The reason for this shift in terminology seems to be that artists and writers in that
period thought that more neutral language would open doors to a wider art world, and create
more opportunities and expand the potential of the traditional media that had been used by
Chinese artists for thousands of years. Would such shift bring about changes as expected? By
analyzing two major ink art exhibitions, this paper will examine the problems and difficulties
encountered in practical ink art and its criticism against the context of contemporary art and

art market globally.
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! Kuiyi Shen, "Concept to Context: The Theoretical Transformation of Ink Painting into China's National Art in the 1920s and
1930s," in Writing Modern Chinese Art: Historiographic Explorations, ed., Josh Yiu. Seattle: Seattle Art Museum, 2009. pp.
44-52.
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* Chinese Painting Monthly (Guohua yuekan), No. 4 and No. 5, 1935.

% He Tainjian, "Zhongguo shanshuihua zai huake zhong datou zhi lunzheng", Chinese Painting Monthly (Guohua yuekan),
No. 4, 1935. p.6.

* Wen Fong, Images of the Mind. Princeton: Princeton University Press, 1984.
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° Lin Fengmian, The Future of Oriental and Western Arts, 1926. Here I quoted from _Jingdai Zhongguo meishu lunji, ed. He
Hualshuo, vol. 4. Taipei: Artists Publishers, 1991. p.43.

WJT Mitchell, "Introduction," in Landscape and Power, ed. W J.T. Mitchell. Chicago: University of Chicago Press, 1994,

1.

Ernst Gombrich, "The Renaissance Theory of Art and the Rise of Landscape," in Norm and Form: Studies in the Art of the
Renazssance Chicago: University of Chicago Press, 1966.

Slmon Pugh, ed. Reading Landscape: Country-City-Capital. Manchester, 1990.

Here I adopted Mitchell’s terminology. See W_J.T. Mitchell, "Introduction," in Landscape and Power, p.1.

% Martin Powers, "When is a Landscape Like a Body?" in Landscape, Culture, and Power in Chinese Society, ed. Wen-hsin
Yeh Berkeley: Institute of East Asian Studies, University of California, 1998. pp. 1-22.

! Wen-hsin Yeh, "The Spatial Culture of Neo-Confucian China," in Landscape, Culture, and Power in Chinese Society, ed.
Wen hsin Yeh. Berkeley: Institute of East Asian Studies, University of California, 1998. pp. ix-xv.

Powers p-3.
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"% Yeh, p-x.

u WJ.T. Mitchell, "Introduction," in Landscape and Power, ed. W J.T. Mitchell. Chicago: University of Chicago Press, 1994.
FP'1'4'

D\ Ibid. pp.2-3.

10 "Representation and Reconstruction: Li Huayi’s Recent Landscape," in Li Huayi, eds. Kuiyi Shen and Wen Ling. Beijing:
Beijing Center for the Arts, 2011. pp.120-124.
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7 Lu Fusheng, "On Huang Binhong," in Studies of Four Masters. Hongzhou: Zhejiang Academy of Fine Arts Press, 1992. P.
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18 Charles Harrison, "The Effects of Landscape," in Landscape and Power, ed. W J.T. Mitchell. Chicago: University of
Chicago Press, 1994, p.234.
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Ink as Cultural Identity
— With a Discussion on Landscape Painting in Modern China

Kuiyi SHEN

At the beginning of the twentieth century, when China faced a newly opened world, Western painting
was introduced into the new educational system, and ink painting, China’s strong native artistic tradition,
was confronted with strong challenges. Facing the challenge of Western art and culture, and the frequently
stated theoretical position that Chinese painting had reached a dead end, Chinese artists in the 1920s and
30s responding vigorously to a difficult situation, making an effort to revive and save their art by
institutionalizing it. It was essential that these institutions be modern ones. They included a modern
curriculum of art education, the construction of a modern form of Chinese art history, the organization of art
societies on an international model, organizing and publicizing exhibitions domestically and abroad, and
publication of art journals and exhibition catalogues. These modern structures were similar to, or identical to,
institutions erected to promote Western painting. In this sense, the new concept of guohua, a term with a
strong flavor of cultural nationalism, became one of the important components of the process of China’s

modernization, and represented a unique modernity.

When we discuss these phenomena in the art world, we must consider them in the context of the
political and social conditions of the time and the entire cultural environment from which they emerged. It
was only when the Northern Expedition succeeded in the late 1920s, ended more than a decade of chaos
under the warlord governments, for the first time since 1911 provided a central political authority with real
power, that Chinese society entered a comparatively peaceful and stable period of development. China’s
transformation into a modern nation became realistically possible; only on this foundation and in this
environment did the cultural nationalism of Republican Chinese intellectuals have the opportunity to
flourish. Developments in the art world were closely related to these changes in the larger social and cultural
environment. Gradual construction of the national educational system, establishment of the state-sponsored
exhibition and museum system, and the reexamination and discussion of the value of traditional culture and
art provide necessary conditions for the modemn transformation of traditional Chinese painting. Although the
dominance of Western painting was never really challenged since its reintroduction to China at the
beginning of the twentieth century, this effort to institutionalize the traditional art form of Chinese painting
was successful in guaranteeing its survival. The conceptual blueprint which guided construction of the

guohua renaissance was extremely effective domestically and internationally at that time.

In the 1930s, landscape painting, which declined during the late Qing under the challenge of more
popular genres of painting in treaty port Shanghai, returned to the center of the Chinese art world. It not

only dominated the mainstream of new guohua, but, considered to be a manifestation of the essence of
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traditional painting and culture, acquired an extremely important symbolic meaning.

As we all know, landscape painting (shanshui hua )17k %) has a long history in China. Chinese
painters of the past used landscape (shanshui \J17K) as a way to express themselves: their vision of the
environment (mainly natural) carried their entire cultural background, and was heavily symbolic. There
were many layers of possible interpretation of their works, depending on the viewer’s knowledge and

understanding.

In 1935, the Shanghai Chinese Painting Society organized two special issues for their journal, Chinese
Painting Monthly, on the aesthetics of Chinese and Western landscape painting. Many prominent scholars
and artists participated in this discussion. Among them, Huang Binhong (1864-1955), He Tianjian
(1891-1977), Zheng Wuchang (1894-1952), Yu Jianhua (1895-1979), and Xie Haiyan (1910-2001) wrote essays
on Chinese landscape painting; Ni Yide (1901-1970), Chen Baoyi (1893-1945), Li Baoquan, and Lu Danlin
(1897-1972) focused on Western landscape painting. Through reviewing the origins, history, and evolution of
Chinese landscape painting, they tried to find the similarities and differences between Chinese shanshui hua
and Western landscape painting. The discussion at the time focused on styles, formats, and techniques and
the discussants tried to use some styles and techniques of Western painting for reference, or find some
differences and even "weaknesses" to provide evidence of the greatness of Chinese tradition in order to

rescue the declining tendency of Chinese ink painting at the time.

By the early twentieth century, along with the decline of the imperial examination system, the social
structure that supported the Confucian class was abolished. Chinese landscape painting, which was regarded
as the highest form of art by scholar-gentry-official painters for more than a thousand years, also lost its glory.
Traditional Chinese painting, characterized by the Four Wang style of the Qing court, came to symbolize
conservatism. This, actually, was a natural result of a cultural environment that had been dominated by the
May Fourth New Cultural Movement since the 1910s, which advocated adopting Western science,

technology, and aesthetics to rescue and reconstruct the country.

Although the discussion in the 1930s did not reach any common ground, its importance should not be
overlooked. That landscape painting not only was revived as the representative core of traditional painting,
but moreover came to occupy a place in the mainstream of new guohua B % (national painting), had an
enormous symbolic value. Landscape became not just a category of painting, but a symbol of Chinese

culture.

A century ago, using the word shanshui in China was relatively simple, because it usually indicated the
ink or colored painting of natural scenery. At the beginning of the twentieth century, the word "landscape,"
which was translated into fengjing J& %, appeared as a Chinese art term, when western style oil painting was
introduced to China. In the circles of traditional Chinese ink painting, however, people still used shanshui
and avoided using fengjing. Fengjing became a special term used for the landscape painting in Western

media, such as oil or watercolor.
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Lin Fengmian (1900-1991), a French-trained painter and important art educator of the time, in his 1926
article, "The Future of the Oriental and Western Art," discussed landscape paintings in China and the West
and tried to use the term fengjing to replace shanshui' "Chinese fengjing painting originated in southern
China during the Jin Dynasty," Lin claimed, "and the beautiful scenery of the south set up a foundation for
its basic structure and formation. The grace of the Tang landscapes and the monumentality of the Song
landscapes were very unique at the time. The representation of the Western landscape painting was inferior
to that of the oriental. The first reason is that landscape painting is suitable to lyrical expression. The
strength of Chinese art is lyrical; second, compared to Western painters, Chinese landscape painters
enjoyed more freedom of expression. Western landscape painters depicted the natural scenery realistically,
representing the surface of nature. ... Chinese landscape painting, however, was the expression of personal
mood and imagination. ... The formal likeness was never their main concemn. Therefore, Western
landscape painting is the representation of objects; Oriental landscape painting is the expression of
impression."2 Lin’s opinion was rather extreme in some ways, but it represented many Chinese artists’ point

of view of the time.

He Tianjian in his 1935 essay for the special issue of Chinese Painting Monthly also attributed the
establishment of landscape painting to the growth of Dacism and Zen Buddhism during the Six Dynasties
and Tang-Song periods.8 He believed that the successive years of domestic war and ruthless political
struggles in officialdom were the reasons that many literati tried to seek spiritual sustenance in nature and

use landscape painting to express their feelings.4

By the Song Dynasty (960-1279), along with the establishment of the imperial examination system, a
tendency to highly value technique and formal beauty appeared in landscape painting. Various painting
techniques (brushwork) for depicting the landscape elements were developed. The Northern Song
landscape, which has been regarded as the golden age of Chinese landscape painting, however, was not
realistic or naturalistic representation as seen in Western painting, but an "illusion" or "image of the mind. "
The depiction of details was applied with formalized texture strokes. The formal expression of brushwork
itself, not the realistic presentation and likeness of nature, was appreciated by literati painters. In the Ming

and Qing periods, the conventions of brushwork were carried to extremes.

Since the twentieth century, as W. J. T. Mitchell pointed out, the study of landscape in the West has
gone through two major shifts.’ The first, led by Ernst Gombrich’ and associated with modernism,

attempted to read the history of landscape painting as a progressive movement of formal and stylistic

' Lin Fengmian, The Future of Oriental and Western Arts, 1926. Here I quoted from _Jingdai Zhongguo meishu lunji, ed. He
Huaishuo, vol. 4. Taipei: Artists Publishers, 1991. p.43.
> Tbid.
% He Tainjian, "Zhongguo shanshuihua zai huake zhong datou zhi lunzheng," Chinese Painting Monthly (Guohua yuekan),
No. 4, 1935. p.6.
* Ibid.
‘? Wen Fong, Images of the Mind. Princeton: Princeton University Press, 1984.
6 W J.T. Mitchell, “Introduction,” in Landscape and Power, ed. W J.T. Mitchell. Chicago: University of Chicago Press, 1994,

1.

Ernst Gombrich, "The Renaissance Theory of Art and the Rise of Landscape," in Norm and Form: Studies in the Art of the
Renaissance. Chicago: University of Chicago Press, 1966.
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evolution; the second, associated with postmodernism, tends to de-center the role of painting and pure
formal visuality in favor of a semiotic and hermeneutic approach that treats landscape as an allegory of

psychological or ideological themes.?

In the study of Chinese landscape, many natural features such as mountains, rocks, trees, water, cloud,
mist, as well as figures and animals, can be also read as symbols in political, religious, and psychological
allegory; meanwhile, the forms, compositions, and structures of painting might be linked with generic and

narrative typologies of Western painting such as the pastoral, the exotic, the sublime, and the picturesque.9

Martin Powers, in his article of 1998, deals with the rise of landscape painting as a new artistic genre in
the tenth century and draws attention to the discourse of landscape painting as well as to its social
signiﬁcance.lo Powers sees the rise of landscape painting in the Song as a displacement of figure painting
that was well established by the Tang. This development was the expression of a profound social change
characterized by the political rise of the civil service examination elite at the expense of hereditary
aristocracy. The new genre of painting, in other words, was the tangible product of a new way of seeing the

world through the eyes of a new elite, which turned art into a medium of social contestation.''

As Powers has noted, the realignment of the social and the artistic during the Tang-Song transition did
not take the form of different strategies competing with each other in the representation of landscapes in
paintings. It formed, instead, the backdrop of the fall of figure paintings and the rise of landscape as an
alternative artistic genre. The opposition between figure painting and landscape painting was accompanied,
meanwhile, by a shift in artistic discourse that was less the result of a break with the past than a
re-appropriation of it. Landscape discourse borrowed both from the old aristocratic language of social
hierarchy and aesthetic discrimination in the style of figure painting and from a long tradition of literati

literary theory that injected moral attributes into discrete forms, postures, and spatial positioning.
ry ry ) p P p 8

Because landscape was without artifice, its space thus "offers a site within which an educated but
non-aristocratic individual could negotiate issues of personal worth in the absence of overt signs of rank and
station.""? A lone pine in the tenth-century painter Jing Hao’s landscape thereby became the ideal medium
of a post-feudal, non-aristocratic imperial vision built upon a universalizing claim of moral integrity, because
moral claims were universal while rank and hierarchy were not. Because the Song discourse of landscape
painting was embedded in an aestheticism that was moral rather than ornamental, spiritual rather than
material, it lent itself to the service of this vision as the pictorial parallel to the mutual accommodation
between the court and its literati officials."

In recent years, art historians, in their studies of Chinese landscape, have also tried to read landscape

% Simon Pugh, ed. Reading Landscape: Country-City-Capital. Manchester, 1990.
¥ Here I adopted Mitchell’s terminology. See W.J.T. Mitchell, "Introduction," in Landscape and Power, p.1.
% Martin Powers, "When is a Landscape Like a Body?" in Landscape, Culture, and Power in Chinese Society, ed. Wen-hsin
Yeh. Berkeley: Institute of East Asian Studies, University of California, 1998. pp. 1-22.
" Wen-hsin Yeh, "The Spatial Culture of Neo-Confucian China," in Landscape, Culture, and Power in Chinese Society, ed.
Wen-hsin Yeh. Berkeley: Institute of East Asian Studies, University of California, 1998. pp. ix-xv.
12 Powers, p.3.
13 Yeh, p.x.
55



painting not only as a body of passive representation in historical context but a body of cultural and
economic practice that actively participated in "making" history. At this point, I agree with W. J. T. Mitchell’s
opinion that today, we think of landscape (here is shanshui), not as an object to be seen or a text to be read,
but as a process by which social and subjective identities are formed. What concerns us is not just what
landscape is or means, but what it does, how it works as a cultural practice. Landscape does not merely
signify or symbolize power relations; it is an instrument of cultural power. Landscape as a cultural medium
thus has a double role with respect to something like ideology: it naturalizes a cultural and social
construction, representing an artificial world as if it were simply given and inevitable, and it also makes that
representation operational by interpolating its beholder in some more or less determinate relation to its
status as sight and site. Thus, landscape always greets us as space, as environment, as that within which we

14
find or lose ourselves.

Nowadays the natural environment in China is difficult to reach. Vast areas around the industrialized
and urban zones have changed dramatically and do not resemble in any way the "mountains and water" we
used to admire in the hanging scrolls. Most of the contemporary artists live in big cities, and their works
focus on their environment, an environment that has changed greatly in the last few decades, causing the
disappearance of scenes and habits, which have shaped a great part of their life. It is just obvious that they
should react to all that has happened in terms of visual impact and living conditions, transferring their
feelings into the works. Landscape is a dynamic medium, in which we live and move. But it is also a
medium that is itself in motion from one place or time to another. In contrast to the usual treatment of
landscape aesthetics in terms of fixed genres, fixed media, or fixed places treated as objects for visual
contemplation or interpretation, we try to displace the genre of landscape art from its centrality in
art-historical accounts of landscape, to offer an account of landscape as a medium of representation that is
represented in a wide variety of other media, and to explore the fit between the concept of landscape in

. 15
modern discourse.

The landscapes we see in these artists’ works differ from the traditional shanshui, just as the
contemporary reality differs from the ancient one. Contemporary artists use landscape as a statement of

cultural power, through which the regional, national, and cultural identities have been represented.

If one sought to name painters today whose work well exemplifies the requirements of traditional
landscape painting, Li Huayi (b. 1948) would come quickly to mind. But, he is at the same time modern,
albeit in very different ways. Li Huaiyi’s work approaches our postmodern realities from a different
vantage point. He has a passion for the great masterpieces of Chinese painting and a love of the process of
painting. Beyond this, he engages intensely with the art of the past through his own painting, taking an
intellectual fascination with connoisseurship and appreciation much farther, into the spiritual and
psychological realms. Although such enthusiasms were not unusual among literati painters of the Ming and

Qing periods, and could still be found in the Republican period, it is extraordinary in the contemporary. Li

14 W J.T. Mitchell, "Introduction," in Landscape and Power, ed. W J.T. Mitchell. Chicago: University of Chicago Press, 1994.
F_p.l—4.
° Ibid. pp-2-3.
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Huayi begins with brush works much as did the Northern Song masters. Instinctively, mountain by
mountain, tree by tree, stroke by stroke, the elements of landscape are built by his brush into a unified
pictorial universe. Perfect order is never completely achieved.  As every painting comes closer to realizing
it, the pictorial world grows slightly more complex, and perfect order remains ever out of reach. One could
say that they possess the combination of instability and stability deemed ideal by the early Qing
individualists, but in this context, they seem to promise a transcendence of the chaotic metropolis that is our

modern environment.

In his "Digital series", Wang Tiande incorporates calligraphy into hanging and handscroll format
landscapes. They thoroughly interpreted Huang Binhong’s words, "I use landscapes as characters and
characters as landscapes (& & S LAKREF » A FH %’)."16 Their two-dimensionality Iulls the viewer into
anticipating what might be seen, but the works are both physically and conceptually multi-layered.
Comprising three components: the landscape painting: a diaphanous layer of xuan paper featuring another
competing landscape burnt through with a cigarette; and finally the two taken together as a single image.
Wang Tiande’s technique introduces an ephemeral, fleeting quality which is a meditation on creation and

destruction.

Living in the complex, hybrid culture of Hong Kong, Leung Kui-ting’s "Stone series" rooted in the
modern experience — in the landscape of fragmentation and desolation that is the legacy of civilization’s
conflicts. His paintings reveal the overlapping and mutual disturbance of differing world views. In these
woks what bewilders us is not the montage of the labyrinth, but rather the construction of a chaotic order in
which mutually conflicting and contradictory elements are forcibly integrated together into one world.  He
is engaged in a constant decoding and recoding of the traditional landscape structure. The images in his
work can be seen as logical manifestations of Hong Kong’s own cultural modernity—suspended in a cultural
melting pot amidst fragments of conflicting influences, what is experienced is not anxiety but a renewed

sense of pleasurable wandering.

Michael Cherney, a young American-born artist, chose a different medium to present. He photographs
Chinese landscapes — misty mountains, rural scenes, and Buddhist sculptures. As he said, "I hope [my work]
qualifies as many things: Chinese art, contemporary art, photo art, book art, and more." With a handmade
mask that blocks all but a thin line of content, he examines the single 35mm frame until he finds the right
sliver, the slice that he can and will translate into art. The sliver is scanned, digitally enlarged, and the
resultant image is broken into equal-sized sections. These sections, now akin to pages, are printed onto xuan
paper. These pages are mounted onto backing sheets, dried, and bound in a traditional accordion-binding by
Chinese artisans. On the most elemental level, Michael's method allows photography, where one fixed
viewpoint is a given, to serve Chinese painting tradition, which is not tied to a fixed perspective. Enlarging
the sliver and then sectioning the enlargement causes the fixed eye of the camera to lose its foundation and

serve the flexible perspective of Chinese tradition.

% L Fusheng, "On Huang Binhong," in Studies of Four Masters. Hongzhou: Zhejiang Academy of Fine Arts Press, 1992. P.
181
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No matter whether in expression of concept, selection of theme, application of skill, or use of materials,
these artists show enormous tolerance and adaptability. Artists worked with mediums as diverse as oil,
collage, installation, photography, and video, as well as traditional ink and paper. The formal possibilities of
the ink painting have been widely expanded. Here we are far beyond the terminological question with which
we began of whether to call a painting "national painting" or "ink painting." There is now an awkwardness

about whether we can even still call these works "ink art."

Artists have already gone beyond the debates about "brush-and-ink," and have leaped the boundaries of
simple dualities such as "traditional" and "modern," "East" and "West," "real" and "abstract," or "national"
and "international." Art that takes ink as its medium is no longer a refuge for self-cultivation. It is the same
as other contemporary art forms facing various issues of human life, nature, and society. It engages in
constant dialogue and communication with the environment and the people around it and is directly linked

to changes in contemporary society, politics, economics, and culture.

Actually, if we leave behind the anxiety that comes with the ink "complex", we will see a much
broader space for artistic expression. The choice of medium and method of expression are never the final
goal of art. In recent years, we can see artists using different media and artistic forms, from traditional
painting and calligraphy to installations, video, and photography, from detailed and realistic to distorted or
abstract, to confidently display their visual experience, describe their personal perceptions, express their
concerns in life, explore their spiritual aspirations, and raise questions about both tradition and modernity.
At the same time, they all retain a certain inherent relationship to the traditional culture. These artists
work has already become an important component in the process of constructing contemporary Chinese
culture. It stands as a symbol of Chinese cultural identity, but is not to be simply confined within the
bounds of traditional culture. Rather, it is clearly affected both in concept and attitude by contemporary
society. As with other forms of Chinese art today, it expresses the contemporary spirit of society and

culture.

I'd like to quote Charles Harrison's words to end my talk. Although his words were originally on
European landscape painting of the nineteenth and twentieth century, I think they can also be applied to
the situation here. "What may be of sharpest critical interest about the legacy of the genre of landscape,
both fo the continuing practice of painting and in the continuing practice of painting, lies not in the
intentional forms of picturing by which it has been defined. It lies rather in the precedents that the genre
provides for a continued engagement, in the context of the visible, with that which is contingently excluded

from possibility of being seen and represented."17

17" Charles Harrison, "The Effects of Landscape," in Landscape and Power, ed. W J.T. Mitchell. Chicago: University of
Chicago Press, 1994, p.234.
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Since the May Fourth Movement, artists in China have been borrowing the painting styles and
formats from various modernist and postmodernist notions from the west to revitalise ink
painting. Having moved from Guangzhou to Hong Kong in 1948, Lii Shoukun was determined
to explore new horizons for ink painting in both their contents and formats. The "Zen Painting"

series he completed in early 1970s unveiled the birth of "new ink painting" — a novel style of
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Chinese painting that differs from traditional ink art — a new leaf in Hong Kong’s art history
was turned over. Influenced by abstract expressionism, Lii Shoukun made use of Chinese
Taoist and Buddhist signs with a deeper cultural meaning in his abstract compositions. The
Buddhist signs convey the painter’s imagination of the universe, and express the unified
harmony between nature and human.

In 1964, 16-year-old Leung Kui-ting (Liang Juting) learned Chinese painting from Lii Shoukun.
In 1966, Leung began taking fine art and design courses organised by Wucius Wong (Wang
Wuxie) at the Department of Extra-Mural Studies, The Chinese University of Hong Kong. This
was when Leung began his 50-year of experience that took him through the peak of the New
Ink Movement during 1960s to 1990s. He also caught the chance to ride on the bandwagon of
postmodernistic art development, entered into the digital era, and stride into another creative
milestone.

Leung’s early learning was mostly influenced by two main forces. The first one was the abstract
ink paintings of Lii Shoukun, which took reference from abstract expressionism of the West.
The second was the design theory introduced into the composition of ink painting by Wucius
Wong. Based on such foundation, Leung segmented and reorganised the graphic space, and
introduced geometric patterns in an attempt to construct a new visual order. The graphical
imagery of Leung’s works is filled with signs and metaphors. This article tries to decipher the
signs in Leung’s art, inspecting into how he coordinated the visual art elements of the East and
the West, and discusses the breakthroughs he made in the existing modes of expression used in
graphical composition and spatial aesthetics. He emphasised, on one hand, the inseparable
continuity between Chinese new ink paintings and traditional culture; and on the other, stressed

on the close connection it has with contemporary culture.

60



ABBHFRMFAREZHKRE LK
Reading Leung Kui Ting’s Water and Ink Landscape in the
Digital Age

Christina CHU

anf

=k

R T ERE > FHERREERTARBEMEEE SR ELRESTRES  BTE
FEB BUFETREIHGTHRME - KEAE T IR & FH(1919-1975) 7% 1948 7% - B4
BRRESR  RLBAITHNEZBR LA EAWAMEBNLE - ERFTREINEABMALEFEHE
T ARRA A 1970 Ein sy (BE) AFIUARET RS BB GM ZB X Ak ki
BGKBEARFGREHRE - (BE) RAFH T HAKBES | 0923 ED wBRIFERESRY
Pt TR BATRETRGEEELMELNBHEEEMEALR A LE RBAIATER
MiE - BEMTLEEMEEG  UERRALS MR - THAREZ | BANEHS > TEHHNINMEL
TRENVBAREBAAGER  HHTEBA ML EEN—8 -

BERGEFMEMN BRI B LZHAKREGHNEHE - TP AT R REREBLE Tk
BRONEOEBRTEREAS LGB S AHE (2B 2 A RBE T LA BN - R RS
ABREA HBSA A QAR TAREHERSHIRE BE 89S BRABEAMEY - 3
R 1975 S tbth - RO PIA SR BB ENB > BRELAAE - TRIF(1936 £4) ~ A4 E
(19242011) ~ 373858 (1942 44 ) ~ REE(1945 FA)EH AL A BE - LRA RGN KR ESHY P
P

PERABERFHMNEL PAREEBY—fL» £BFETE > ERT 60 E/K35] 90 FE45
KEBEEGHWYR &S B LB EEAREYRBAELEE  FEZLW ERRAREME RGBT -
BB TRKE TSR AE NG > RSB BENE B FERE EHRE - #
BH ARG EERE  HEFRGRE AXTHABERERFERGB G L FogFikf gy
TR ERB AT AR RBEM AT ARGEEPEMEAZYERRLEHRBEAHKX -

e

REZMETEH

REZWN 1945 FARREN " ZREMAERARBMBEE S AFERIHT AR EBATR

‘BER (B HBBMEE (ACI76.0053) -
s S A K BT (1936 £4) > B (1935~ FEE (1920 44 B4R E (1936 £4) ~ 4 (1920 5 4)
L

61



Fosp B2 PE_FHARERE > CHMELEEARERENE > RARE S o 8RR K
BHAAIRBIH (1964 FA) LR LEHM B EREEFRASE Mﬂ%iﬁéiﬁi #1964 FB 467
TR A ERE S EREE - WFERL 0 N T IRERINRAZ B 0y gl Bk kA2
HEREERENILENEAZERNEE 198 &> FHLANMAMMOEAARTEHE IR A
WRMEAARE » bk T RNFHRELE » okt n s JFR T 4F -

SXPTES

REZTINL TR IERIREITGAOBE £ AZERLBRBFTHLETHHELRE
T BRI AKEHEB T BRI ESH UM A EAFEEH > B3 ALMTE L RE
E ISR o

%#ﬁl%ﬁ%%ﬁ%ﬁiT%%ﬂ~§ﬁﬁ@Aﬁﬁ%Tﬂ»uéi%*m%&mw%ma’
B SR ER MR SR IZ S B AR RANER MRS EE ° FaRstEn
EEMAE MANEERELRATH B EERESL][RE %éﬁWéﬁﬁéﬁﬁ%&i%%%
TA-RRENDE > XBAAHFaEMagER At NE - BB BSCRALEZBBAME
REESATF -

1966 7ty (iF2) UAKBR GRERJEMR > RREZRFHNERZ — - iwkEH

P dik b RAK NI ERR G > AleOGRBHE > W R Fa &k @ L2 REHEHRLOE
A EREE - RENAERREGTFRERM S EAHSCRARGHER  RBERDHHE
AW AN MMM ELES ﬁﬁkﬁﬁxkﬁ/ﬁkéﬁ%’bfﬂ M T AR MR EE o B RS
M EER NMANTEZEZER - REXWKETENRTHHL  CEL-HEBHRE 4
HayF@miEi (FE)EFRART RREESKE éﬁ%ﬁﬁ'&%ﬂ*@m#ﬁ’]* Bl Sl R EKR -

A RERDG NS TUAS R RO QBEENG ARG ERLNEERRDT
fek bt K AAARBRNE TS LEF RN FESRIBOREAR  BRMSED Y -
e S E A0 I B LR A -

I T B ER  RRAFESGGHEBETE - BROYZLIAHRELZNBE (ERARE
cEAR) F ARG NIRRT o, EXHRERR D CREARELE e
RIS DR R OB A BRI ER BT R EEN TR c EEMFAME
3&;‘%4& T WRR  REBFEPHHR > RELEIDWARNESHEER - GFEE) Rephre > SR

L RARRAMOHHERASERE S

1970 64 (5) A—MREBZENERES  TRERZIBARFMHCERE - (H) &
HIARKRD > Blh— - FEHERFABATTAKRS  BE-EKRE - Rk XEFEEL R
AL A A RFHARE AR RRBEE > RERALBNHGRE () TR LHERATHE
RRAEEWENRABDENN A GER b

PREE o (RMAERE AR R 2012 ABEAXRE -

62



1970 4%, > REX—F @BITKEEAME > XHBEBZPREIFERGT HEREREBITAY
[BEARER ] Hedh FERFARARGPE EEMEAREZGEE AL E G MR E P
BMELel w48 - REMIMEEE  FEARTAERZME  HALBELATMASHMAH
WREBOTE  HREEZA —BARARORE -  RREFHRFHEGARAH G - MF LR
BT UK EEE TR eBRT BEHE -

TR 1972 SFATE 69K Bk ik (4) PRZUR (&) RRRWFADH - Bf B X ey —
EEE (RG) B LTHEZTINEIMARMEBRRL R EBMES BAEM B4
HERMERPHEGRYERE(WE R - A)NEAEHE - (24) ERATRENK B &HFA
Wt DRE A E RARE  BARBATRENRBFEREBIS TR T EENEE - BAERATE
BRI FEAKREE AN —EEIRSY  FHELRKAER A  GRITH » SEAHEIAN—EET &
TLERAGEREAE - (GRE) FHB T REE -

Az E (&) B AR (GRE) AT EQAEBATHAER - (&) RURKRR
THEMMN SR - A3 EL > FRBAMERGELESME - WA o8 - B8 &
B AMAEE MAXBNESCERAGEGEREILEHFYEL -

(&) LAFRLAREFH—BBREARX - SARBLAEF REGTHZBREIGERE -
Rl =& > A — B~ —&B - ZB L | g R AR ZAT LA L EAEY o
Alatmei ] [ZE8REIRERLKRETH—EHEEES > EEREXEREACHAAZTEY
Frute EEER-

(%) ARRAELEZFREEYREREZ— RRERZFT FRBFET EHL2NERE R
BHOTRARR G Ed 484k AR R AR R o FALMER 1969 45 (&4 4 7)) 0 1972
% 1973 F R ey GG (o) (B (B @) () (@) (ZH) FTR/PNEHHRG
SEIAM

fd R

RROZFBRAGYRUAALEN ZZRP TR ARR RS - & KT R SHRER
HEERGEE RS AN ERIG ) ERT MM EMER (1903-1978) LEE4EELE  KELRRGF
BT FhfontEe REZTFYAMBR R BERERIS AP & 2R G LG5 M R4 R B A
EOF AR E A BERFRRY AR -

REZMN 1975 R —REHEFH > D ARBREE X mEe S5 E 1986 £ b FX
BlPBAAMELAR L LERRAR MR THDE  CRGBFTICEIRE RN &
TR K B EEERE - BERA - H T E B ERRMAMES T RAME
ALK B E T Ao B8 S F AR

63



BRSPEEFIRAMET [RBEBRR | B EWEE RAERRAELET TRAMLGES -
FFBHFWRET > B EREGEM R RE R @R o PRI LKegEE ST LK%
H Rl E HERKREF BT o

LB RRBRAAN O S s BERE kRt Es [ BMES YEEME -
1976 84 (BRE) UFRBLENSBIERER > AW Ea8esR—EEI I 3 - LEHELT >
ZRAN RO ELOER LB ENARBREAL  EhSLERBEE VXN TEERAS S - B4
VS # o

FHEREREFME R EREAA RARBATANME - RZURE CRIT) 09AIE R R KA F 8934
Ao %) B A R @ALEE T X FAEERAIE S R E R R 1977 F04 (FoF) (E3B) (#3) # (F
) FAFIB R - K BRBELHEGERS -

ZEIL 1980 FAEMREREESMRE  TERHARATHREFTNE - (E@) R&FE
— R B — AT & () Fo (HE) UAREWF R —EF@ BRI NEREHLLT
AR BT @ ey AR E AP IE - 1986 8 () FMAZAKR AN EFHMERREAAGENEAR L
BB ERALSETERESEMAEAEZMREMGEBAR - TR B LR FF R RIGNEY

AR

#1979 R4 R EIE AR FIEFR B LARNGAME o AT 0 RERA T K F 8905 KSR B I A4
MER AR EARFEROK BT EMARZETG T EAATREE T MR THRF
Ragwgsha o R EREHE > £ 1980 4K RERE XS RB)RMERAT > HB/ERL L ABBEEA
HRoHEBRLE MEATRENETAR 1987 £ REXEAER  REW)| > AHEAMERNE LR
MR THTMERLR ¥ 7 BN 28K BE - RBRE 6 I BEHREME
SWHERIHP R O BELAZNBEEZE  BRBRGEZ LG HE Y Lo

RARBERBHETLHMAKTR L  BRALYEITUNEZLAT OB K P OB LT AE8E4
WREHERETFB L > SRR TZRBES D BESELEIEERGRTHER -

HERMZBERALRA BB TR THARBER - BRAELEL  HBER
AT UFe B F G ERA S ER—EAHRI % — B £ o 128 % 64347 F 4o F 4 (1839-1906)
£k (1881-1973) R B EANBE A TR ABRKGRFEGMELORFHE G LR > HE R
ERGER -

1986 4345 (L EA) (BB D' ARERBRGLHEN S —ATE  BaT @A T aht
T Fo 5 TR % 0 S0 6 KRG @ABEE 0 BATS 0 IR RAE T A0 e RIE R
o UWRBFIFPRAGEERRLE - FIHWHEREHR > FEEKA T RBENE R I L RBEEEY
@ gk Ak@NEG AR AUAHENAGMER AR LGNER - BEESENEESEE®

CRBER (ZHLEAR) RAKE - B L

64



REFHHARARG  EEEBAA HEALEAERDEZPHTLS - B LEwHEzy
REERGREZE PR PRI FAERETACRER AL -

(EE 1)

FE®

1986

[l & 4 ]

o L

7 [ZBL B R B ANE- |
(e REREE) (B4 199%) - LA -

il
el

(=B B %) HERBRN (S@LK) AFBEAEGMGER - # (L F %) 2] 1988
Foy ONAT) A7) 3’f%%@%ﬁA’mﬂigﬂ%%@#%’f%%gﬁﬂmmuﬁﬁﬁ
T mAREXANGe®m > FRABINLEHBERNED HoaXAe P ZHIEMRE > CHZ
MlaypkE R = Bk H R BB EEREN A KA AEX k#%@*@m%*%%ﬂ o A
B EAMGEBBESN L RIELRFGME - 1995 F65 (o @LAK) % FHETHREZAA
BEMELHBAGERGER ) [ [ r@IRAERRERYEM LS é’u‘%u#ﬁ%f} °

(B8 2)

RER

[ @ kz — |

1992

& B sk

% 3% #4745 . (AC1993.056)

(& REZEE) (FH199) - LR -

5

RER FHAMBR(BEMZ ) FHEEER (oo EMz=) R ARE (oo ZRLAE) (ERE
EFEERRERER) (24 1992) - A -

65



Rk 3B 29

1995 %85 (F2oF+A) UABEREELBR HELALL  BELALG  RAMIA
Bk R ETHAREE TERE  —REARNEM AASEIR TN Hlmi kMM F Y ;
HEWEERIAML  RUBHRALR  ABADNGAL BERINEG ERLTFY
By R CRALLE RO AR SRR ROAT L EMAERKAERGLALHE L — B LT
RAEEEHAE  RORAGABEE  BhEEAD LS ROMENE T4 L@
R -

BEEN 2000 F156 (B2 F) (@l EHEREGER ) - AEBEERANMYE S
WIEWE ST ER D S EEN RS SRR ANRMEA Y THREN R FEEE - 238884
RE-RBABAETELYESR SEERFELRARG—EELL > MICHERDYHMG - L
BrReE T BLR—EAH REBEN T HRE > R BE T LG R B A LI 5pE 8 R LUK
KB eETHR EARBHATY L L - NMERRE > SR BAMEIEERER—
BB RHARERLREETRERYRES K - AEB DL SEITRILE

VAl BRI AR RERERBEFARAN TR i RSl RA—EREMN LK
E%°EK@%%@L’KE WREMMEFRREENEL ATBHLEARBYGHR - RERZAR
FEBAREREEBATH LK AR L BAREHRPMEMAZIREZAFYEZEME -

FE®
[#H2 T |
2000
KB WA
141 x 70 cm
(2 #£0  FEXRKBAMER) (FH ETEH) 2001 - £ A -

BEXF B ELE PREEA L X5 HAF - bR PR EFRNEAHRBENBE -
BROCEFAERZRAS - EAMTRERERGERBER - RFEZEHNA LK EBER S
W > RBERZACHERAELSFE GG RARE -

CRE# (HZE) AAAKH AL (WE b RERAKRAER) (B EkE) 0 201 KA -

66



BT (HEH) e AE WA — KBS BT EERIATBC | [HEH ] BFmspzs-
[ FBIE2I  [HFRBZ— R o BT %5ETLEREL— B EHMM £ ML
BAAVERRI M FH AL A B ER - L AN E R EE - BRI R
AT B RIBMAEAE  BWRAL — o LLokoKM A A M R AR ERAR
RgfelK e Rhi B R ARE S ARETERG  IEA—BEEE  REREA L ELAIEY
B2+ fe ey B Ao 5 A R A g BIE RS — A R SR -

WAL FEATE o BT (ERE) B T AR WER - REE > @K ] [E R
WBHESRE S HIEE R RIEE0E 8 - 88 - BEE - [k @ R A RGHRE - %
TR EFAR2E  RERLRYERIRIHBESRG[ D I HEE LS A HARRIL] HT
W[ B A E L IR - RERA 2001 565 (BE) A5 7 PR ETHEYEHEF
BARRT I BA > BEAZEK FolE 098 RRE -

SR ARGAE  REZWAMFLEEIFRME 2004 £ > BREZHE LY (B) 278 Ex
FaE A RRE IR A GESEE FEY XA RB A R AKLF R (1403-1425) f£ /7
REBEEG R EAN - REGEZERRBANEN —FENRAIRBESREL AR GMES
EMEBEBRERAD  BIEFRE  4HXDERTHHLERWEE  ARAIZRERERE
REZAMFEZA  AREZAANRE  ALEFRPHMEUNET - LKBEF N LKRER
L BRATRRBENED R EETERFSBEMBILAE L > CHABDNHFSLBAEETY
gih-ftdmb REZRBHAITRSERRGFENF L 2 EHTERNELEREANE
o BT ERNW  ABDPNBETY > S BNNBEERERE SRS S EEMY
So%iE FERBEYRCEREBE ORI —hARNETE -

(B) AP R 2005 % LRRAELEY RE RS Y ABRA - B 5 (6247 (BB
4) ey A Ao SRR BRI R AL S G AP P 8 — B R G AA A A G e I EE AR
W2 BB R TN BH MARRKNELXE -

(3] 2011) A7) F S L —BafdER - ae bt FRAB R EFNEE » HRGGEL
BEEEARFEAZR R A DB R — BB o B TS R [ A o BB E X AT
EEBEANB ARFR  MEA B eTFEENBAIT B B REEFFHHES -
FFHT @ T ) —FRE KRB S o FTIRF XAE BT ] ATERE RAe ey T3]
WE O EABTBREERGFFZA B FLFHEARABRKE T 2ag o S EFTHREW
FEABREGWHBEI BB RBEER > SRR B ILESR -

T REE o (BE) RAKRE - (BE) (B S > 2006) - & HE -

67



(5 H 4)
EE R
[ &3 2]
2005-2006
KB A
70 x 35 cm
F AW
(BE) (B BFrsT > 2006) - & B A5 o

BRA 2011 04 (BIRABAE) P RRORERE—H RELERFNMYKRE ek
Bl a8k s — o e R (JEE 5)° o A BRIAAIER T o 4ol R A B KA — BB ASSRL o 42 2011 44 (32
A1) b BRI L TRGES  RAREFE L DKBBRERMRNG T EAK L LA%
W R RS 0 28 PRI B BT 00 B R CEE 24)° o BRI F AT BB R AR M Rk 0 B
Btk o BRARAY BRSBTS BRAE 0 TORER R L T ek  EIR ¥
FIEERAY LS - FEFRLARGRE BT HE N L LR B LR EG T ERE - By
E o ABRHE s ST R (BT B ARE R A ALy

(&8 5)

REZE

(954 +3085 082011 |

KEHA

2011

(REZEBE +885) (5 BT
2011) » & 31 °

(\ik GPS) A& — %%%+~*§%%%$mxﬁﬁwﬁﬁf°’%#ﬁ ' APV SA 3 A
WBEE TR ABGERES [ @ B R T ER R HAALGER - EAEE

P REE - (WE Y 08) A ALH o L B 3l
CREE () Higr R -
Y 2B (Lsk GPS) » Hilr ZiE

68



UERAKAD @ RER BRBOEFELSRERR EHNGRE LTS ER sS85 E -
PR BELSRE > REH - RER > IBRABEL YR BI S RERBRDYRE > E&
A~ ETHRESR - @ LOIER M E ~ MRl - A% A% - A - RERAETEF
B R HE > RBRHEENERENZYFEE -

(#EE 6)
RER

MLk GPS |
2012
KEBEHA
1100 x 143 cm.
et F AR

AYHENER  BRLBRT KV af 8RR Rlwnd  LAEERRAEE  HE
RERETDERBOBBRGRETEN > HH  BE L RS- ZAK  wER - T HH
Bl4EE - WP E MR B A R LK ERART BN 454 Bask > REMRALE PR
M RKRTHEETSEHMARESRE  RPELZABRABERIMERMERLAK B & RS
HRHEE  BAESHRLREZHE PR BRH M EF-ESERZP -

ERFENNGEE PRt eE AN #RICEIIS > BEENBE  RARE TH
Gb BEGBREMA - BAeig 0 2EITH > BETREGRESNE  FARGNTE  BER
A TR B A IRk E 0 A EE 0 Brd sk o B EIEM B 8RR K @i
AR RAER 20 WATERLTFOER  fFRGIRE AERARE  BRKA QMR
HESE AT ARG TR KRR RS R TR LA
ZRHARAEZ@Y—Iy > MARGHERM -

W RBEGR AT ER - £REGTHVREGN > Eeafliait—EILIYR—EKFRE
LY - Ewem T —ETWERG I - REZU 5@ he[ 8 | FhpAIS G 2@ LK IR

69



wh o BAESEENARGZAEZRMYBRAFE S Fased A HFILEYEE -BEER
KRR EN  REE 18 GPS | - EBR TR FRAED LR B3 - 3B - RFEAREL
BEGLIR A @ > R RE B S 0 HIRGERRREER - A ABREE PR K@Y 2R - (GPS
WILE) TRRAEZWEZTFNEE B Rel —EARRMEALS - FA-HEEFR  ©REK
EM ARG R > REZR[A] T | -[HR P8 IR AREARBETEAGTR -

S~
s

EXLERCHBARE R R RA 9T > 2R A EBANIIBEERE
MBI BAHREE TASAZNG BRI LR ETERNE T > N4 TRER
MHRBER - RPEXEIEHEETLAMNR  AEABLASALKGBXELE L > RFCRAFE
FER G AEN TR LA EULHE c A AR ELR EHEE > A —FEE CHE BN R
BREE - mEMIERNEIL A EEBRYEEEZ > REHEMN R ER > EHEB4GE
K RFRAFRGEMEZE -

BREAKRRGEE  REWERLEMRERG AR SERNE AT S LI &R
BREM > BRALZERR [ HAMEFMmELY il > LEHEHFELAMEL 5B ER
AR TEREPFRABE LS —EF " [HEGEAL|EEFAEE TG EREE P BRBTH% S e
B o

REEMASE  BRPEBT > RAHEER EURABENRT  REBEERE
HEF > FARE ENEHXRERNGEY Bl EAREE —IHEE KRR

2013-05-16

"UBER-MAKRE) (B H5E M 203) - 2397 -

70



&HE
LU Mingjun
Y% 5 B | Author Profile

GEHERA > B L2HL > w| KEEREREM P LB - i%"‘?‘#’l#ﬁi/@t
$ o~ ERIGTIE R A E T BYAR o KT *R#ii{éil‘kﬁ“i’ B, ~"TREaRs TR
o g REIRA R BRI R B TREE S | AP T
R4 F B (1990-2012) : A4tk ¥ & B 2013 F AR (& ﬁ":) BE EREgH R
WRE - #EA(EHARATIS  BRLARGZARET) (REARALEREIH4F) (L
FE) 4 -

LU Mingjun, PhD in History and lecturer at the Department of Fine Arts, Art College of
Sichuan University. Main area of studies: history of ancient Chinese literati paintings,
contemporary art theories and criticisms, etc. Organized academic events and art exhibitions
such as "Greenberg in China", "Visuals and Conceptions", "Eyes and Heart: The Field of
Vision of Contemporary Art and Phenomenology", "Objects and Lexicon: Visuals and
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So far, dissertations of scholars in China and abroad on contemporary ink painting are almost
inseparable from such two dimensions: firstly, the practice of ink painting, as a kind of carrier
and conception, embodies a kind of cultural identity and national identity consciousness;
secondly, the medialization (be misunderstood as materialization often) of ink painting
expanded the border of traditional Chinese painting, and became a reflection of its
contemporariness. This paper attempts to enter into the analysis of the visual syntax of
contemporary ink painting from different perspectives of the narrative of Chinese painting
history, and to touch their knowledge orders behind, as well as their differences and
discontinuities inside. Therefore, it is neither to establish a complete narrative, nor to divide the
new and old, superiority and inferiority, but to explore different formation mechanism and the
issues of modernity behind.
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Eve Tam graduated from The University of Hong Kong in Fine Arts in 1991. In 1994, she
received the "Art in Belgium Scholarship" from the Belgian Consulate in Hong Kong to work
with Jan Hoet, curator of Documenta IX, at the Museum of Contemporary Art, Ghent,
Belgium. She holds a graduate diploma in Museum Studies from the University of Sydney
(1999) and an M.A. in Cultural Studies from The University of Hong Kong (2003). In 2004 she
received a Lee Hysan Foundation Fellowship of the Asian Cultural Council, which allowed her
to work with several photography museums/institutions and their collections in the U.S.

She has extensive experience of working in museums in Hong Kong including as Assistant
Curator II at the Flagstaff House Museum of Teawar (1992-1994) and at the Hong Kong
Museum of Art (1994-1996); as Assistant Curator I at the Hong Kong Heritage Museum (1996-
2006); and as Curator at the Hong Kong Museum of Art (2006-2008) and at the Art Promotion
Office (2010-2012). She was also seconded to the West Kowloon Cultural District Office under
the Home Affairs Bureau and eventually to the West Kowloon Cultural District Authority from
2008 to 2010 and served as Curator in the two offices. She took up the position of Chief
Curator at the Hong Kong Museum of Art since January 2012.

W X K& | Paper Abstract
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Art does not belong to art history, it is a living culture and is part of the knowledge and
language system of a particular time and place. In the world of art, there are multiple visual

tongues, grammars and styles. In Hong Kong, the way of speech and mode of dialogue is rather
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different from its Chinese counterparts in the world given its special cultural background. I shall
try to elaborate on the Hong Kong way of speech developed under its life in-between two super
East-West visual language systems. My discussion will not be made in the art historical context
but rather from a visual cultural consideration of visual language as a living tool. I hope my
thoughts will help throw some light on other ways of approaching the issue of contemporary

and global development of the Chinese cultural tradition.
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Tradition and Locality — A Hong Kong Dialogue

Eve TAM

Art does not belong to art history, it is a living thing. Visual art is part of the knowledge and language
system with which people in a particular time and place speak, read, write, comprehend and analyze. Visual
knowledge is not scientific knowledge. It is more intuitive than intellectual for it does not come out of textual
thinking or from scientific experimentation in laboratory. It is a fundamental constituent of our mode of
living and being. People of different times and places speak their own language. For people sharing the same
ethnic or cultural origin, they use the same linguistic system yet there are different dialects which carry
special terminologies, local references and unique accent of their own. Similarly, in the world of art, there
are multiple visual tongues, grammars and styles. No identity can include everyone just as no one language
speaks to all. In terms of artistic tradition, often, it is only the majority and the largest denominators that we
are referring to. The way we understand with these visual denominators form our understanding of the

world and determine our imaginative potentialities.

While traditionally literacy that is the proficiency to read and write in text, is an essential tool for
making sense of the world. In contemporary times, visual literacy that is the ability to decode these visual
norms and generate visual knowledge is becoming increasingly important. I shall try to elaborate on the
Hong Kong way of speech developed under its life in between two super East-West visual language systems.
My discussion will not be made in the traditional art historical context but rather from a visual cultural
consideration of visual language as a living tool. I hope my thoughts will help throw some light on other

ways of approaching the issue of contemporary and global development of the Chinese cultural tradition.
The Hong Kong Cultural Perspective

In Hong Kong, we speak two languages — Chinese and English, the two super languages are the giant
players in the globe. Yet whether in the days under colonial rule or after reunification with China, Hong
Kong people use Cantonese, the native Hong Kong tongue that is a Chinese dialect, for daily
communication. It is a “Chinglish” tongue which sets itself apart from the rest of the Cantonese-speaking
Chinese in the region. Meanwhile, people read and write in either Chinese or English. As such, in written
language, Hong Kong does not exist. She appears only in Chinese, or in English. Under such circumstances,
to a large extent, the local cultural tradition is only half told, half understood in written, formal

representation.

Negotiating between the two gigantic language systems, Hong Kong people develop a way of speech

translating and transferring syntax and meaning across the different languages. Often, it is not simple
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translation but transliteration (superficial intake) and even transmutation (meaning something else). Given it
is language with ambiguous, shifting concepts, more often than not, the Hong Kong dialogue is a witty
verbal play with deliberate slippage of tongue to create misreading and double meaning. It is a way of

speech that simultaneously communicates and mis-communicates.

Likewise, in terms of artistic discourse, visual reading and vocalizations in Hong Kong is very mixed.
As an open society, pluralism is highly valued. Artists draw visual references literally from everywhere,
including the two main visual encyclopedias of the Chinese and the West. For Hong Kong artists, they do
not see the cultural scheme of the two different traditions as conflicting propositions but parallels and they
are at ease of their coexistence. Hong Kong artists go in and out of visual traditions with a free spirit, taking
any good ideas available without prescribing preconceived distinction between the East or the West, right or
wrong, art or craft, high or low. The Hong Kong language is thus a creative space celebrating, accepting and

respecting differences and different choices.

In the Hong Kong context, differences are not seen in combating positions, neither is it seen in a
hierarchical cultural or aesthetic order. Albeit the fact that Hong Kong artist may have a more emotional
inclination towards his ethnic Chinese origin, he sees both Chinese and Western cultures as equals in an
artistic dialogue. He is a free individual trading between cultures without restricting to the Mainland or the
British, but also referencing the European, the American, the Japanese, the Korean, the Taiwanese, and
others alike; as well as from all geographical dimensions and cultural strata including the North and the
South of China, the popular and the fine art, the mainstream and the fringe, and a lot more. In all, Hong
Kong is a space of multi-culturalism and of cultural tolerance. It is a space that values relationship in a
networked world which brings stimulating mélange and pleasurable co-existence. Thus instead of being a
closed cultural entity celebrating homogeneity and defined by inherent boundaries, Hong Kong is an open
cultural site defined by its hybridity and boundless possibilities. It is a living space in free flow. It is
spontaneous, constantly changing and open ended. With spiritual liberty, each artist is a thinking individual
who makes sense of things according to their interests. They invent reading of traditions without any
conceptual, historical or national boundaries. Artist sees the world afresh, discarding all the accepted notions
or prejudices even when art criticism are still adhering to predictable narratives and conventional seeing and

reading habits.

Looking from this light, in terms of cultural dialogue between tradition and locality, Hong Kong artist
starts at a complete different departure point as his Mainland or Taiwan counterparts. Firstly, Hong Kong
artist stands in a different cultural position. As elaborated above, the seeing habit, the visual logic and the
ideological framework in Hong Kong is dissimilar to what Chinese artist experiences elsewhere. In all, he
lives and behaves as a different form of cultural being whose selfimage is at once a Chinese and a
non-Chinese. He sees himself as a Chinese, yet he also identifies with the West. For this reason, when he
borrows or adapts from whatever artistic tradition, he is both applying a Chinese/Western understanding
with a sense of emotional attachment, as well as a non-Chinese/non-Western sensibility with a sense of

impersonal detachment. Consequently, the work produced is simultaneously a continuity and discontinuity
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of any cultural tradition. It connects and disconnects, it is familiar and yet unfamiliar to both the Chinese and
the Western audiences. It is local as much as global. This duality of a “glocal” speech generated as a result of

a double existence is in essence a powerful super-language that speaks to the majority of the globe.

In the cultural dialogue, Hong Kong artist differs from his Mainland counterparts also in terms of his
experience of modernization. While modernization in Mainland has an abrupt start as a forced occurrence
and has taken a rugged path, it took a natural path as an internalized happening in Hong Kong. Similarly,
the process of globalization is a course of natural development undertook in every aspects of the Hong Kong
society while in Mainland, the process in economical, social and cultural arena varies hugely. Basically,
modernization or internationalization is come out of a common, lived experience shared by the general
Hong Kong community. It is not just borrowed concepts, nor is it appreciated by and beneficiary to just a
few. Whereas the issue of modernization could be very controversial in China, bringing a lot of value
conflicts and ideological challenges as much as patriotic reactions, such kind of cultural complex and tension
is not as strong in Hong Kong. Thus, while Chinese artist may still be struggling between "to be or not to be",

it is simply an issue of "being" modern and contemporary for Hong Kong artist.
ply g porary g g

Given the different cultural positions and background, Hong Kong artist also “borrows” from tradition
out of a different motivation and with a different attitude. While the Chinese artist may do so to achieve a
smooth transition of a historical, national identity, for Hong Kong artist, it is more of an existentialist
expression of his being in his time. In practice, with a stronger sense of historicity and hence being more
watchful of the various debatable implications on modernity and contemporanenity, Chinese artist generally
wanders between the path of evolution or revolution. Whereas Hong Kong artist, being essentially
a-historical and impersonal in face of such issues, trots on the paths unimagined and goes beyond wild
imagination to fashion remarkable metamorphosis. In terms of subjectivity, the Chinese artist is mindful of
and has a stronger urge for a discursive position in the global discourse. As a result, he has a stronger
outward-looking propensity for external cultural dialogue. On the contrary, Hong Kong artist, being
relatively inward-looking, takes a rather personal and local approach in art making, arriving at a fairly

internal artistic dialogue.

Unlike other Chinese cities which have a long history and rich heritage to tap on, the strength of Hong
Kong is her position as a cosmopolitan city with free flow of information which guarantees constant supplies
of new ideas. Information intake is in high speed in Hong Kong. New waves and trends are mixed with
borrowed traditions where old and new are relative ideas in constant movement. Owing to the high speed
and huge volume of information intake, concepts are absorbed rapidly with high efficiency. Many
disapprove this as a fastfood culture. Nonetheless, Hong Kong is full of energy generating from the intense
and dynamic interaction of diversified and divergent ideas. Lots of actions are taking place at the same time:
negotiating, playing, mixing, moving, adapting, copying and searching. Given its fast movement, it is at once

unspeakable, playful, energetic, swift, schizophrenic, dynamic, colorful, vibrant and inclusive.
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Chinglish - The Hong Kong Language

Just as Hong Kong speaks with a hybrid Chinglish tongue, the Hong Kong artistic language is also a
fusion of creative chaos. A chaotic anarchism it may be, hybridity is in fact a powerful creative force because
it does not settle down to one uniform voice, one-dimensional thinking. It speaks in multiple voices from a
multiple perspective. The hybrid Hong Kong artistic language has a few basic characteristics. First of all, it is
cross-disciplinary by nature. As artists in Hong Kong are usually active in different creative fields, they freely
and naturally draw references across the board from design, film, print, photography, folk art and craft to
advertisement, TV, cartoon, performance and street-smart alike. As a result, it has a strong inter-textuality

and inter-visuality in its body of language.

Besides, the hybrid Hong Kong tongue is also an artistic language of the in-between. It is between East
and West, here and there, this and that, now and then. It operates in a gap between a past which is not quite
over and a future which has not yet started. It is also between presence and absence, between visibility and
invisibility. It has multiple identities and takes an array of forms characterized by spontaneity, mobility,
instability, flexibility, ambiguity, diversity, impurity, multi-dimensionality, multi-referentiality and fluidity. It

is extrinsic and intrinsic, incongruence and balance all at once.

Given its in-between-ness, the Hong Kong artistic form is rather unstable and there is always a sense of
fragility in it. On one hand, it is fragile with its private, inward-looking sensibility; on the other hand, it is a
fragility that is an outcome of the delicate balance strike for the incongruent and independent parts taken
from different cultural syntax that comes into play. Moving from multiplicity to unity, artist manages to
achieve aesthetics integrity of chaotic forms which are otherwise disorganized or even in oppositions. It is not
a unified unity, but a unified hybridity which again, sets itself apart from the others. It appears
simultaneously as both East and West, either East or West and finally non-East and non-West but very

“Hong Kong”. It is an open-ended unity that allows ample room for individual interpretation.
Hong Kong Visual Language - A Speech, Not Text

Given it is come out of a lived tradition instead of a learnt convention, Hong Kong art is very much
related to daily and street aesthetics. It is also common that the visual reference and the subject matter are
drawn from daily experience and from the popular, local visual culture. As mentioned, artist takes reference
from fine art as much as from applied art, in particular design. Instead of ancient relics, commercial design is
more close reference to Hong Kong’s way of life and shopping mall becomes a special visual encyclopedia
in Hong Kong. The arcade is a new space and a new form of contemporary public life, one that is closely
tied to the living space of Hong Kong people. Local artist is not ashamed of learning from the “mall
museum”. Neither does he held himself aloof from the commonplace and the fringe or minor cultures like
calendar painting in the past, caricature or cartoon, illustration and photography, etc. Instead, artists are
great believer in the power of mass creativity. They form their own visual schemata by mixing and matching

different visual experience encountered in daily life regardless of their nature. Artistic pursuits are basically
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formalistic endeavors to satisfy personal curiosity in exploration of visual possibilities. As a result, they relish
potentialities of classical traditions otherwise unimagined. Moreover, works produced are not mere
representation of an art experience. They are really an account of the total visual experience in Hong Kong

that is closely linked to the city’s entire visual cultural tradition.

With this love of the daily mundane, a large number of Hong Kong artists like to give visual account of
very down-to-earth daily living experience. This makes their art a very private statement and sets it apart
from works of their Mainland counterparts which are often a loud statement in the form of monumental
pieces. In this respect, Hong Kong artworks tend to be less “vocal” and are minuscule in scale, speaking in a
rather quiet and soft voice. Of course the size of work is also related to the physical spatial constraint that
Hong Kong artists have to deal with. Yet artists are never bound by this physical constraint. Instead, they
often go beyond in search of a spiritual dimension in their works which are, consequently, characterized by
their contemplative inclination towards the inner, existentialist and spiritual realm. With its meditative nature,

artists often speak in murmuring and works are meticulously done with lot of minute details.

As art-making is an internal, personal dialogue, it is often very individualistic and introversive. Each
artist may go a divergent way for each makes art out of his particular interest. Each artist may adhere to an
artistic schema of his own. Unlike Mainland artists who see the reform of art as a way to reform the country,
hence seeing art’s importance for something beyond itself; Hong Kong artists make art essentially for its
intrinsic values, hence more artfor-art’s-sake. Artistic practices are individual endeavors and personal
undertakings which celebrate individualism and playfulness. As a result, works produced by the free spirited,
lighthearted artists are more self-referential. They look like scattered narratives without contributing to an
orthodox narrative or a collective impression. There are more personal styles reflective of a time rather than
dominant schools of thought, which do not necessarily respond to an art history or a single artistic tradition.

Rather, they are “unit ideas” captured and created.

Naming Hong Kong Art

In the academic sphere of the art world, this kind of Chinglish culture is not being recognized. To
begin with, Hong Kong is considered as a place without a history or culture. On the outset, it is a colonial
city and thus it is a truncated or disturbed narration to her cultural and historical origin. At its best, it is seen
as a deviation from the long-standing Chinese elite culture. For others, Hong Kong is regarded as an
immigration city with shallow cultural root, and its culture, a culture of Diaspora which lives on borrowed

time and place.

What is more, with its adaptive nature, Hong Kong culture is often referred to as a copycat culture. Art,
as a cultural product in this copycat culture, is imperfect copies of the ideal, perfect form. At its worst, it is
but copy of a copy which is doubly false. This view, based on the assumption of a pure cultural origin, fails

to acknowledge the fact that all cultures appear from somewhere. Every so-called mother culture is in effect
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a translation of an earlier culture. There is essentially no cultural system that is self-sufficient and that has
distinct boundaries secluded from other cultures. In other words, every text has a "before text". The
assumption of an original text or cultural origin that is authentically and authoritatively fixed with a pure
beginning is simply fault. This is especially true in contemporary times when cultures can no longer be
clearly categorized or isolated under globalization. It is thus futile to hold onto the idea of polarizing copying
and pure creativity. They are really two faces of the same moment which is mutually encompassing. In other

words, every new reading is in reality an ideological revolution and invention.

Just as there is no pure form, there is no perfect translation. Under the assumption of the existence of an
original text, all translations are seen as partial rendering of the original, they stand in the relation to the
origin as the copy. Yet, the assumption of stylistic purity is but romantic notions. In actuality, translation is a
movement without a pure start or a pure completion. It is an infinite, incomplete series of translations which
is a condition of being and becoming. Hong Kong art is often seen as a translation failure of the established
traditions. This thinking is limiting for it only sees what is lost instead of what is gained in the process. In
Hong Kong, the translator's loyalty is divided and split and hence it is not bound by the limit of any one

system. In this perspective, Hong Kong art is at once a successful attempt of cultural translation and a failure.

Naming Hong Kong art is especially difficult under this purist standpoint for nothing is “pure” in Hong
Kong. For one thing, many of the Hong Kong artists are not pure artists in the sense that they are either
self-taught artist without a formal fine art academic background; instead they are professionally trained in
other subjects or disciplines. Or, they may be part-time artist who support their artistic creation with a full
time or free-lance job. Many of them work as worked as designer, architect, commercial photographer or art
administrator and art lecturer or tutor. Some of them are even doctor, engineer, radiographer, etc. While
Mainland artists are contemporary intellectual elite, many Hong Kong artists are amateur artists especially in
the early days when most of the local artists did not have formal, academic art training. These self-learnt
artists do not enjoy the same social position as the financial elite or other professional elites like doctor and
engineer. They are only considered as people who take an alternative or fringe venture to the social norm
that is in drastic contrast to the mainstream values in Hong Kong. However, it is because of such a
background that allows Hong Kong artist not to be confined by a pure fine art perspective in their way of

thinking and looking at the world.

The fact that Hong Kong culture does not eamn itself a high status in the academia is also because it is
still not able to develop a standard of its own. As a result, it cannot but subject itself to being measured or
benchmarked against either the Chinese or the Western scales. With such a cultural setting, the position of
Hong Kong is, at its best, described as a melting pot of the different traditions, and its product the hybrid
“East-meets-West” cultural mélange. Hong Kong art is a kind of cultural hotpot as described by some art
critics in the past. The name “hotpot” reveals the fact that it is not an haute-cuisine but a popular, local dish.
This simple narrative of “Eastmeets-West” is only partially true for it is blind to the complexity and

sophistication of it as an alternative cultural edition with its own Hong Kong aesthetics. It is a narrative that
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discards the cultural magnitude or importance of Hong Kong art as a pointer to new possibilities and

creative realms.

The construction of a Hong Kong art narrative is also difficult because it is basically unspeakable,
un-namable. On one hand, as mentioned its “in-between” and fluid nature makes it hard to escape from
being defined and measured against the orthodox, pre-dominating East-West cultural giants. On the other
hand, given it speaks in overlapping voices, its double speech makes it hard to attain any definite depiction.
Moreover, proper naming is tricky because the hybrid Chinglish is a forbidden language in the official world.
Again, from the purist point of view, the crossbreed language is considered as improper, indecent, even
uncivilized, chaotic and heretic. It is only good for informal exchange and dialogue, not writing. At its best,
it is only a sub-text. Yet more often, it exists only as slang. It is valued for its colloquial expressiveness but
never as a formal text. In the words of Ackbar Abbas, a scholar in cultural studies describes in his book
Culture and the Politics of Disappearance (University of Minnesota Press, 1997), that Hong Kong art and
culture exists in a space of “dis-appearance”. It is not totally invisible; it is present in an absence. The reverse
is also true, it is absent in the present form of appearance. This “dis-appearance” is intrinsic for the
“in-between” nature of Hong Kong culture. While playing around with the familiar and the unfamiliar, the
recognizable and the unrecognizable, it escapes any fixation, definition, classification or discursive clarity. It

exists in the land of nowhere and yet everywhere.

In all, naming Hong Kong art requires a different set of values and perspectives. Nevertheless, in
certain extent, Hong Kong art is resistant to such a naming process for the establishment of a cultural
narrative could be understood as the fixing of differences which is a kind of multicultural managerialism. It
reflects some sort of opposition to the turbulence created via cultural encounters which resist and manage by
fitting things into discrete spaces that can be defined, regulated and organized in order to retain stability.
This is contrary to the nature of Hong Kong artist whose interest is more on keeping things in passage, not
stoppage. Consequently, Hong Kong art is in constant movement or motion, ever in negotiation, always in
progress. If it has a history, its history is a process not as statement. If there is an identity, it is a fluid, multiple

identities instead of a fixed, single identity.

The Hong Kong Way of Speech and Global Dialogue

After all, what we can learn from this Hong Kong approach in the revitalization or reinterpretation of
tradition and as a strategy for a global dialogue? First of all, we need to understand the different dimensions

of the Hong Kong way of speech.

To begin with, the Hong Kong speech is an adaptive mode of speech. It is essentially not revolutionary
because there is nothing to revolt against. Rather, it is more guerrilla-like for it is opportunistic and is highly
mobile in moving across various cultural traditions, across any media, disciplines and art forms. Having no

cultural precepts, it is very responsive to changes and new influences. It is open in attitude and it takes an
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adaptive strategy in cultural productions, taking a mixed approach to make everything becoming part of its
own. In a way, Hong Kong art is like water which can fit itself in any container. Its flow is not just a process
of continuation, but that of adaptation and transformation. At times, it could be a metamorphic process
which is concurrently reviving and disintegrating, revolution and transfer, copy and invention. Very often,

the vibrant movement generates high energy which makes Hong Kong art lively and dynamic.

Subsequently, Hong Kong’s way of speech is an inclusive tongue. It is a form of speech that befriends
with all narratives, all cultures. It treasures diversity and pluralism. Artist is interested in finding a new beauty
in the orchestration of different visual languages, always aiming to arrive at the greatest common
denominator. There is only an assorted formula, there is no absolute law. The only guiding principle for all
is innovation. As a result, it achieves a total approach in cultural production. It is visual unity that is
constituted by independent parts in a holistic optical relationship. Without resolving to a strong subjective
structure defining others as alien, Hong Kong artists see differences and parallels in a holistic way, almost as
a seamless and harmonious entirety. Cultural difference becomes free members interacting to form a
cultural coherence. In the contemporary time when the world cultures are moving and interacting together,
we can no longer make sense in a compartmentalized way. The boundaries of cultures have become fluffy
and where things are hybrid and fluid, we need to manage information in abundance and communicate in a
highly sophisticated, receptive way to sustain our connectivity and relevancy. Hence, instead of drawing
definitive lines among different forms of visual experiences, we should perceive visual culture in its entirety
and in turn articulate a total experience. Confronted with different visual possibilities, Hong Kong artist
strives to arrive at an integrated artistic resolution. Under this light, in the postmodern world where
everything goes, Hong Kong art can be considered as a pioneering manifestation of how an integrated

aesthetics could be developed.

As far as it is inclusive and accommodating, the Hong Kong way of speech is also popular and
democratic by nature. It embraces chaos and rebellious behaviour without retaining ideas to one
authoritative framework. Works are a form of visual debate as much as visual dialogue. Art-making is a
method of inquisition, a way to pose questions rather than producing answers or conclusive definitions. It is
always in the process of becoming and carries a strong sense of becoming, being neither a completion nor
finality. In this respect, it is valuable for being a speech, not a text. It is an open dialogue, not a closed

statement.

Being open and experimental in attitude, Hong Kong art inherits the same “can-do” Hong Kong spirit a
well as the “laissez-faire” approach that denotes its economical and social performance. It is at once an
efficient and pragmatic language that Hong Kong artist employs. He is ready to make the best out of every
tradition and under any circumstances, without any historical or ideological burden. Though he may be
bound by limited time, limited space and a limited local history, yet he enjoys freedom playing around with
a wealth of cultural resources. It is therefore also a fun-loving and playful language and artistic dialogue is a
free play of visual elements which is not unlike a visual pun, or a stream of consciousness amalgamated in

visual synthesis. In all, it is a mode of speech that is always in excitement and ecstasy.
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Final Words

In all, seeing itself has its history. The discovery of the visual strata is a primary task of art history. The
Hong Kong history of seeing is a co-existence of different ways of seeing in a period. The artist's eye
formulates the history of visualization and his mode of perception and artistic articulation is originated from
the Hong Kong language. The Hong Kong way of speech has a syntax and vocabularies that are
distinctively dissimilar to others. It is both East and West, and yet neither East nor West. It is, after all,
nothing but very “Hong Kong”. It is a form of speech that connects with the East-West canons and yet
escapes from the monotonic narratives. It brings new ways of seeing, new values and above all, it shows an
alternative path that art can take. Consequently, it formulates a new form of visual literacy and alternative

ways of being in the contemporary time.

After all, the Hong Kong speech is a “glocal” speech. In terms of urbanization or globalization, it is the
most thorough in the region. Hong Kong has an international outlook, yet locality is in full expression in its
cultural development. Under the pressure of globalization where the world is becoming alike, locality will be
increasingly emphasized. Moreover, in a world of increasing cultural interaction, the nurturing and
demonstration of peaceful co-existence and blissful co-creation is essentially in order to arrive at a global
cultural communion. As such, Hong Kong will be a pioneering reference for all to generate more artistic

traditions and to empower fringe cultures in developing a pluralistic global culture.
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Contemporaneity implies the close observation of our era. However, such observation is done
from a distance, at an alienating perspective. One could say that such alienation helps us look
at things as they are, from which we find the threads of thought for this “alienated perspective”.
We distance ourselves from theatrical performances (Brecht); we take an alienated look at the
city (Walter Benjamin), and we estrange ourselves to explore our era (Giorgio Agamben).
Being this kind of observers made us contemporaries. It is this kind of art — this kind of
untimely art — that created art for our times.
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(Original title: What is modernity? Whose modernity?)
The question of “What is modernity” is an inquiry into manifestations of modernity. It looks at

» «.

the notions of “individualism”, “desire”, “utilitarianism”, as well as other alternatives that

oppose to them, etc.

On the other hand, the question of “Whose ‘modernity’?” would delve into the destinations of

» o«

“modernity”, such as “western centric”, “capitalistic”, “technical and materialistic”, as well as

other alternatives that oppose to them, etc.

It further explores the effect of viewing the artistic interests of the cultural variations between
the East and the West under such contexts. From the understanding above, it is possible to
explore the expected effect of modernity through the different artistic interests between
cultural types - the East and the West. This article only discusses the contexts above.

In the other word, as is limited by the discussion, this article will not relate to two aspects: (1)
The relationship between art work and artistic ideas; (2) The relationship between artworks
and marketing (exhibition, critique, collection and auction, etc.).
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CHANG Tsong-Zung

Y% 5 B | Author Profile
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BB R R (72010 LB FR 2011 EMEHR 2012 LBEFR ) IR LBE
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Chang Tsong-Zung is a curator, guest professor of China Academy of Art in Hangzhou and
director of Hanart TZ. He has been active in curating Chinese exhibitions since the 1980s, and
was instrumental in establishing the international image of Chinese contemporary art of the
1990s. Chang’s recent curatorial projects include Guangzhou Triennial 2008 "Farewell to
Post-Colonialism", "West Heavens" projects of India-China social thought and contemporary
art (2010, 2011, 2012), the 9th Shanghai Biennale 2012, “Hong Kong Eye” a Hong Kong
Contemporary Art exhibition in London Saatchi Gallery (2012), and Inter-Asia projects of
Asian modern thought (Since 2012). His ongoing researches include the “Yellow Box” (since
2004) series of projects about contemporary art practice and Chinese space, and Jialitang
Ritual Studies, researches on Confucian rites and aesthetics (since 2012).

WX K4 | Paper Abstract
AXMABERTH THE, T HEAL > U TER, BOARERGEE - 55
B M A AR R 4R P B ey g o

Through the case of “ink art”, this article will discuss how the “international” has moulded the
“local”, and the general shift towards local artistic production in the interest of the
“contemporary”. Chang will also delineate some strategies available to Chinese art.
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4:15pm - 5:30pm
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Date: 2013.5.17 (Fri)

A —BRARM - B EKME?

JEL 2T
i R AR itk ?
AR Wst R T AR A AR
A ek BELE L
et
AR

BEARMT

Venue: Lecture Hall (B/F), Hong Kong Museum of Art

10:10am — 11:45am

Session 1

Moderator and
Commentator:

Speaker:

11:45am —12:00nn
12:00nn — 12:45pm
Session 2

Moderator and
Commentator;

Speaker:

12:45pm — 2:15pm

Abstraction, Concept and Medium: Tradition and the Contemporary

Professor Johnson
Chang Tsong-zung

Professor LaoZhu
(Zhu Qingsheng)

Professor Manray
Hsu

Dr Martina
Koppel-Yang

Professor Pi Daojian

The Third Abstract: Trace as first Phenomenon
from Ontology to Beings

Mutants and Aliens - Love and Pain in Cultural
Globalization

Out of Place? Advance through Retreat. Traditional
Strategies in Contemporary Chinese Art

The Origin of Dao - The Intrinsic Sense of
History, Actuality and Methodology of Chinese
Contemporary Art

Break

Calligraphy and the Contemporary

Professor Shen Kuiyi

Professor Bai
Qianshen

Exploring Issues in the Traditional Media and
Modernity through the Day-to-day Calligraphy of
Government Officials from Late Qing

Lunch
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2:15pm — 4:00pm

Session 3 Ink Art and the Contemporary

Moderator and Professor Bai

Commentator: Qianshen

Speaker: Professor Kao Beyond Historical and Cultural Annotations
Chien-hui Cultural Scope and Material Practice in the

Contemporary Field of Chinese Ink Art

Professor Shen Kuiyi The Practice of Ink and Its Dilemma in the

Contemporary Art World
Dr Christina Chu Reading Leung Kui Ting’s Water and Ink
Kam-leun Landscape in the Digital Age
Dr Lu Mingjun History of Painting —

Tradition and Media — The Visual Syntax
and Knowledge Order of Contemporary Ink

Painting
Ms Eve Tam Tradition and Locality — A Hong Kong Dialogue
Mei-yee
4:00pm — 4:15pm Break
4:15pm — 5:30pm
Session 4 Another Modernity or Contemporaneity?
Moderator and Professor Pi Daojian
Commentator:
Speaker: Professor Wang What is contemporaneity?
Min’an
Professor Zhang An Examination of the Presupposition of Modernity
Zhiyang in Contemporary Art
Professor Johnson “Shui Mo”, Art of A Historical Era
Chang Tsong-zung
5:30pm — 6:00pm _
Session 5 Epilogue

Moderator and

Professor Pi Daojian
Commentator:; J

* Authors ’names arranged according to the symposium programme rundown
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