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Introduction

Best known for his “Zen Painting’ created during the 1960s—1970s, Lui Shou-kwan (1919-1975)
is widely considered the father of new ink art in Hong Kong. Art critic Pi Daojian writes that Lui
experimented with ink painting “some three decades earlier than the '85 Art Movement when
mainland artists began to engage in similar experiments.” Despite the artist having had fifty solo
exhibitions worldwide, major surveys of modern Chinese art tend to only give a passing reference to
Lui, marginalizing him and other regional painters who were active outside of mainland China. The
proposed exhibition—gathering masterpieces from the Hong Kong Museum of Art and Art Museum
of The Chinese University of Hong Kong—argues that Lui’s contribution is anything but marginal. His
paintings paved the way for the modern ink movement that epitomizes contemporary Chinese art in
the international art scene during the twentieth-first century. Perhaps more importantly, his grasp of
the historical development of Chinese painting gave him the vision to foresee the changing trends in
ink painting and its global impact. His 1957 publication A Study of Chinese Painting suggests that the
principles of classical painting contributed to the development of global contemporary art. This insight
radically departs from the two older camps of artists who either maintained the insularity of Chinese art
or eclectically grafted formal elements onto their works. On one level, this exhibition seeks to unveil
the thoughts and oeuvre of this visionary artist. On another level, this exhibition is a case study that

challenges an art historical discourse predominated by political history.



KB IE Landscape > 1971

LKA B Ink and colour on paper

191 x 364 cm

At SRR (IR AE ) > 1993.0248

Collection of The Chinese University of Hong Kong (Gift of Lee Gardens Hotel)
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Commissioned for the Lee Gardens Hotel, this painting references Hong Kong’s vibrant harbor with its plethora

of boats. Despite its execution in traditional brushwork, the ‘H’ composition—signified by two vertical mountain

ranges and a distant ‘horizon’ line—pays homage to one of the most luxurious hotels built during Hong Kong’s

colonial era.

B P E I IEEE Cliff 0fA/z Shan, Taiwan » 1971
IK A ALUA Ink and colour on paper

83 x 152 cm

AL > AC1976.0056

Collection of Hong Kong Museum of Art
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Lessons from classical paintings

Lui Shou-kwan’s interest in Chinese painting was inspired by his father Lii Canming (1892-1963).
Despite having learned from noted classicists such as Zhao Haogong (1881-1946), Lu Zhenghuan
(1887-1979), Huang Bore (1901-1968) and Li Yanshan (1898-1961), Lui was largely a self-taught
painter who would enlarge reproductions from catalogues. Some of his ‘copies’ on view were probably
inspired by the 1959 exhibition of Chinese paintings from the National Palace Museum, although
the displayed works were all photographic reproductions. Despite limited access to original works,
Lui Shou-kwan considered the study of classical painting as a basis for creating innovative work. Lui
likened the process of imitating ancient masterpieces to “deconstructing a wall, and using the bricks to
reassemble a new wall”. Lines and dots were among the basic units or “bricks” that the artist needed to
master before creating a new work, because these basic units were expressive in and of themselves. If
these basic units were not properly executed, they would significantly affect the overall result.

From these ‘demonstration paintings,” Lui reminded viewers that studying the works of ancient masters
was not only a matter of capturing formal likeness, but that it was also relevant to ponder the painting
process involving the posture, brush movement, and so on. If an artist internalized both the method and
the basic units, and could make adjustments at will, then the application of ancient methods would not
be at the expense of personal expression. As such, Lui was able to apply traditional brushwork to render
Hong Kong sceneries as expressive landscapes.
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To study the works of the masters is to learn and practice how they painted—i.e., to ‘go
into the methods.” The artist should paint what is in his mind by borrowing, utilizing and
adapting the masters’ methods, until at last he establishes his own method, which will be
the revelation of his personality. He will then ‘come out from the methods.” He goes into the
methods in order to come out from them. — Lui Shou-kwan
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He who delights in copying from the ancients and producing works resembling those of
the ancients is a fool. And a slave is he who thinks that the ancient artists had done all the
wonders and miracles, practiced all the skills and techniques, and there is nothing that
could be improved. — Lui Shou-kwan

RIVE Rabbits » 1948
JKE B LA Ink and colour on silk

43 x 257 cm

Arils CARTER > AC1976.0045
Collection of Hong Kong Museum of Art

.

MiFpEe (B E) Afier Guo Xit Early Spring » M % A % (8 F KW E ) Afier Huang

1968 Gongwang’s ‘Great Summits of Fuchun’ > 1968
JKEELLA Ink on paper IKEYLA Ink on paper

115.5 x 48 cm 120.75 x 60.5 cm

TR KA (Ao BRELLR TR AR (Ao AREL LR
PR A ) > 2014.0038 PRI A B ) - 2014.0039

Collection of The Chinese University of Hong Kong Collection of The Chinese University of Hong Kong
(Gift of Alice, Helen and Anne Lui) (Gift of Alice, Helen and Anne Lui)
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i 1 Z Ak WG JG 284K ) Copy of Ni Zans A
Secluded Forest after Rain » 1967

B EYA Ink and colour on paper

121 X 57.5 cm

AP (BEaR L BREET LR
PRI ) > 2014.0025

Collection of The Chinese University of Hong Kong
(Gift of Alice, Helen and Anne Lui)

I 12z bk € KL 55 ) River Pavilion in
Spring after Ni Zan » 1967

AL Ink and colour on paper

121 X 60.5 cm

T SORYPOR (AR L BREL LR
HEGEAEN ), 2014.0022

Collection of The Chinese University of Hong Kong
(Gift of Alice, Helen and Anne Lui)
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Having learned to paint in Bada Shanren’s style, one realizes that [the strength of the
center-tip brushstroke derived from] holding the brush upright with a locked wrist is not a
technique merely reserved for calligraphers. Upon modelling Ni Zan, one would appreciate
the beauty of the slanted brush. — Lui Shou-kwan




o é!'ﬁ ;%‘ %@“*ﬁ H RE QaREY Wu Zhen’s Fisherman s 1967
H FAYLA Ink and colour on paper
180 X 95 cm
FEPFXRPUOR (BRZ G- BREL L RERGELEER)
2014.0021
Collection of The Chinese University of Hong Kong (Gift of Alice, Helen and

Anne Lui)
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In May 1967, during the outbreak of the ‘Leftist riots’ in Hong Kong, Lui Shou-

kwan painted Wi Zhen's Fisherman. Yet his imitation of Wu Zhen’s painting is not

a depiction of the utopia imagined by Wu. Rather, Lui renders a landscape after

storm, in which a fisherman has emerged to continue fishing. As Lui notes in the
inscription, “Anyone with an aspiration should strive to stay alive and change the

world in order to prove themselves.”

Tl R CPWEY  After Wu Zhen's A Mountain Among Mountains’ »

s1a11
1L 1968
KiM nba
;ﬁi%:{;t{ JKBEALAR Ink on paper
wh ”;2
1iiaks 120 x 595 em
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440 20140040
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Lui selects a section from A Mountain Among Mountains—another masterpicce
by Wu Zhen—and highlights the texture strokes and dotting technique to feature
mountain ranges and vegetation respectively. In the inscription, Lui states, “Wu
Zhen was an adept at konggiang-drags, hemp-fibre strokes and vigorous execution.
His painting is at once untrammeled and full of strength... Later literati painters
painted bamboos in the shadow of Wu Zhen and turned to Huang Gongwang and
Wang Meng and Ni Zan for their landscapes. For robustness, however, they would
still refer to Wu Zhen.”
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Imitating a painting is like deconstructing a wall, and using the bricks to reassemble a new
wall. — Lui Shou-kwan

Wi seAs KW ILEY Mountains in Rain afier Gao Kegong > 1967
HKEAA Ink on paper

121 x 60 cm

FEFXRAWE (AREzLt BRELLRARGELEN)
2014.0024

Collection of The Chinese University of Hong Kong (Gift of Alice, Helen and
Anne Lui)
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In his imitation of Mountains in Rain after Gao Kegong, Lui narrates the lessons
that he had learned from the original work, and cautions that mistakes may conjure

unflattering associations. Lui’s analytical inscription provides important clues to

achieve desired results, thereby confirming that artistic expressionism—during the

Yuan or later—rests on sound technical execution.

P R Landscape afier Wu Zhen > 1968
TKERRA Ink on paper
34 X 94.5 cm

Bl SO0 (BRER Lt BREL LR AREGELE ), 2014.0036
Collection of The Chinese University of Hong Kong (Gift of Alice, Helen and Anne Lui)
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Another painting that borrows freely from a classical work is Landscape after Wu Zhen, which is derived from the
diagonal composition that contrasts solid landmass with a vast body of water. A probable source of this work is the
Fisherman at the Metropolitan Museum of Art.
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Hongren was the only painter since Ni Zan who could paint landscapes using mere lines.
— Lui Shou-kwan

WL 7K Landscape after Hongren > 1968 4F-

%z;"}; TKEELRA Ink on paper

22% 120 X 59.5em

gi; Fl PR RM (BRELL BREL I RERGELEN)
F4A 2017.0138

i:i Collection of The Chinese University of Hong Kong (Gift of Alice, Helen and

Anne Lui)
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It is in homage to Hongren that Lui paints this landscape, in which the wiry,

architectonic mountain projects an impression of monumentality.

AR Sailing Upstream > 1967

W AAA Ink and colour on paper

45 x 81 cm

B SORPIO (BRa L BREL LA RS
B ) > 2014.0032

Collection of The Chinese University of Hong Kong (Gift of
Alice, Helen and Anne Lui)

. CRUHA) REERRTRRREUAE (5RPRRF S
fift) R — WO R S (B5 A RAARRE © A R BSERY
TSR T EA SRR o

Sailing Upstream is a greater departure from the original, and

WK Landscape Afrer Zhu Tz 5 ca.1969 4F
KB LA Tnk and colour on paper

153 X 83 cm is likely modeled after a leaf in the album Landscapes depicting
Fils LM - AC1976.0051 poems of Huang Yanlii by Shitao: Lui frames the winding
Collection of Hong Kong Museum of Art stream with a larger boulder and overhanging cliff on the left.



Wi %5 17K Copy of Shitao’s Landscape > 1967
B EYA Ink and colour on paper

81 x 45.5 cm

BWT ORI (BRAL L BIREL TR
BRI ), 2014.0031

Collection of The Chinese University of Hong Kong
(Gift of Alice, Helen and Anne Lui)
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FKILT IS Autumn Mountains After Rain » 1967
B B Ink and colour on paper

120 X 44.5 cm

Bl RPN (BREaL L BREL LR
BRFi e ) > 2014.0023

Collection of The Chinese University of Hong Kong
(Gift of Alice, Helen and Anne Lui)
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Lui Shou-kwan’s imitation of Wu Li’s Murmuring
Stream Amidst Pine colours adds a personal touch on
the foreground by including a balustrade path with
a traveler. This addition effectively moderates the
upward thrust of the painting by emphasising the
level-distance perspective on the foreground.

RPlK Landscape After Wu Li > 1967
B EYA Ink and colour on paper

(BRERLE - AL R RESIEAEE) > 2014.0026
Collection of The Chinese University of Hong Kong
(Gift of Alice, Helen and Anne Lui)
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Restoration of the former glory of Chinese painting had to wait six centuries until Huang
Binhong manifested the sublimity of brush and ink with his hard-earned understanding.
Yet, his paintings have been ridiculed as unrefined and simplistic. Personally, | think people
who know nothing about brush and ink cannot be engaged in any discussion of painting
and calligraphy, and those who know nothing about Huang Binhong’s painting are ignorant
of [the transcendence of] his brush and ink. In a matter of years, you will be able to tell if
there is any sense in these views of mine. — Lui Shou-kwan

(W BT ) FORE/INR Landscape of Ng Lung Wi % WL i 7K Copy of Huang Binhongs

Lake After Huang Binhong > 1969
KA ALUA Tnk and colour on paper
153 X 59 cm

il CARIEH AC1976.0050

Collection of Hong Kong Museum of Art

Landscape > 1969

AL Ink and colour on paper

153 X 83 cm

Bl RPN (BRaL L BREL LR
BEFIEAEE ), 2014.0043

Collection of The Chinese University of Hong Kong
(Gift of Alice, Helen and Anne Lui)

FrBEILE » FREAATAN D > MRESRAKIAE > MEIREMK BRI
ZUih e AMEEfG  BANKE L ZEEEKTAARERBZEIL - WRRAEE
NREX - HEEF > AR HASRARABIRZE - 8 [WHEL] &> HEE
WERTOR > fREELTSREFFNECERRIMEN > EEENKRIAZ - RIH
PBEZMER  MNBFORR > Kz & s RETDEE T IR RZIALR  BARE
EETACDE » RS ZERKZKMK—RZE - (BFEE)




Rather than seen by the eyes, genuine sceneries refer to those personally experienced,
understood and then conceived to suit the painter’s purpose. These genuine sceneries
within the realm of Chinese painting can never be produced through outdoor painting that
was imported along with Western realism after the May Fourth Movement, or by copying a
photograph, which is even more ridiculous. In Chinese painting, the genuine pine is within
grasp only after one has painted ten thousand pines, to quote Jing Hao. What is meant
by “landscape of the mind” is that the representation has long been embedded in one’s
heart for fermentation like a vintage and for fusion with one’s virtues and cultivation. Initially,
representation is inevitably painful because of the involuntary fusion involved. Once this is
overcome, the representation presents itself and an immaculate heart painting is produced
without your knowing it. This is a conscious synthesis of the merits of various masters to
inform one’s personal style. — Lui Shou-kwan

BR=UL% N After Huang Binhongs Landscape > 1969

B ELUA Ink and colour on paper

153 X 83 cm

FETXRFPUR (ARt BRGEL LR RHELEN)
2014.0044

Collection of The Chinese University of Hong Kong (Gift of Alice, Helen and Anne
Lui)
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After Huang Binhongs landscape pays tribute to Huang’s expert use of light and dark
tones to lighten and brighten up the dense composition. Lui deliberately leaves the
cliff on the right blank for a long inscription. The result is a visually refreshing collage
of image and words, while the content of the inscription once again reinforces Lui’s

mission to innovate and explains the process by which progressive change can be made.

B Landscape by Stamping » 1969

IKERYLA TInk on paper

153 X 83 cm

BT R (BRm Lt BREHR L LA RTELEN ), 2014.0045
Collection of The Chinese University of Hong Kong (Gift of Alice, Helen and Anne
Lui)
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Despite the ample use of ink wash, Lui’s solid grasp of brushwork was not lost on the

viewer. He masterfully controls the composition in order to conjure up a traversable

landscape with trees on the foreground leading to a distant house in the background.
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The purpose of painting a tree is not to represent the tree itself, but to express oneself
through the tree. — Lui Shou-kwan

AR Pine » 1969

IKERYLA Ink on paper

95 X 43 cm

FRHEP SOOI CCIEIRZES) > 2014.0013

Collection of The Chinese University of Hong Kong (Art Museum Acquisition Fund)
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The expressiveness in Pine is demonstrated through the swirling, circular composition
and radiant pine needles executed in swift brush strokes. The tree appears liberated
from the ground on which it is rooted. Subtle ink wash also softens the contour of the
pine, thereby rendering the pictorial space in a way that places it outside of the realm of
a believable landscape with topographical features.

B FEA Morning Trees on a Chilly Hill » 1972

% 4L Ink and colour on paper

153 X 45 cm

Bl SORZNOH (R R AL AR LR B RHIEAL) - 2014.0046
Gift of Mrs. Alice Chin Wan Tam, Mrs. Helen Chan Lo Ting, and Dr. Anne Chin Par Lui
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On one level, the mastery of the line is technical. But technique is the means, art is the
ends... Focusing only on the ends but forgoing the means will cause a painter to fail to
express himself; focusing on techniques only will render the art of painting pointless.

— Lui Shou-kwan
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In Search of Zen

Lui Shou-kwan was best known for his “Zen paintings’. While they are pictorially abstract, abstraction
was the means, not the ends, to reach transcendental understanding of and peace within oneself. Lui
did not consider his paintings to be representations of Zen, for he was not conceited enough to believe
that one could put Zen into a painting. Painting for Lui was akin to meditation. As such, his paintings
often served as a mediator to facilitate profound understanding or discovery for the uninitiated viewer.
This ultimate goal of evoking and raising deeper awareness of the self fundamentally differentiated Lui’s
works from those by his European and American contemporaries. Although their works bore visual
similarities to Lui’s, those artists may not have subscribed to such aspirations.

For the same reason that nature had for centuries lent itself to spiritual and intellectual enlightenment,
Lui considered landscape painting to be congruous with non-figurative Zen paintings. For Lui,
“landscape refers to natural scenery of mountains and bodies of water, as well as myriad forms of the
universe. Thus, it embodies the ‘natural form’ and ‘felt form.”” Therefore, the so-called naturalistic
landscape did not depict what one saw in front of his eyes, but rather an expressive work of a scenery
that one had internalized. Lui’s expressive landscapes were not abstractions for the sake of abstract
expressionism. Instead, his works used abstraction to evocatively challenge the viewer to ponder his/her
relationship to nature and to reckon with the power of its awe-inspiring unknowability.
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WA Unsoiled by the Morass > 1967
P LA Ink and colour on paper
33 X 95.5cm

TP SOREIOR (BRZ Lt ARGBL T REBRGEEERN) » 2014.0027
Collection of The Chinese University of Hong Kong (Gift of Alice, Helen and Anne Lui)

LT Y Portrait in Red and Green > 1967

B B 4A Ink and colour on paper

95.5 X 46 cm

FERCRAUR (BRZ LT BREL LK
PURFIEAEE) - 2014.0029

Collection of The Chinese University of Hong Kong
(Gift of Alice, Helen and Anne Lui)

4B Lotus s 1964
7K % B4R Ink and colour on paper
180.5 X 97 cm

Hil 2RI > AC1976.0063
Collection of Hong Kong Museum of Art
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BB - B> TR - RIEEL L ERNE > KEE-RBE > HEHE BEA
ERERS - E : BmE > REIRMEAART - BCBANBCERAR > ML

AR - (AFEIE)

A free painter is one who is not restrained by others. But that doesn't mean one is given
free rein. Because whatever a painter wishes to painter he/she must define his intent ...
With intention comes method, and hence there will be rules. Therefore, a free painter is not
restrained by others. One must set criteria for oneself. — Lui Shou-kwan
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EXMEAES , Af-£ZMORATE > RS - SRV IEFRER - TKHE
TEREBENEATEH  BATMAENLN » IRAAIREE - DR > HHRKBRKEAT
WM ZERIAN > —IRIOBBETE > HINEXRERUCAET KT RT ERHR
MEEE - (AF®RIE)

There are many ways to paint naturalistically. The artist's expression is actually not limited
by the object of depiction. Nature refers to the entire universe, including things that can be
seen as well as those that can be felt. The ancient masters, in exploring the true expression
of the universe, may create something that appears to be at odds with or distant from the
thing being depicted. — Lui Shou-kwan

JET-BAE Zhuangzi > 1974
IKE R EAAR Ink and colour on paper
139 x 70 cm
‘F T AN > AC1976.0059
Collection of Hong Kong Museum of Art

1970 SEACIR: B 77 O R ] 9 B o b R 77 A T ol 61 20 o e o
WPTEL > N TR THEERE ] - TR - BhR THR ] 5% - B ER
LR AMER WY ] 00X [ FEEKR O MBLIERIGIAZ -
ARG B~ B S E SRRSO T~ T 8 T8 RMmm R K5
EIEER LN ES - BT AER G -

Lui's Zen painting reached its maturity in the 1970s. This stage of his art shows the
assimilation of Western aesthetics and the Chinese philosophies of Zen Buddhism

ORI ek i a B I N

and Daoism, namely the ideas of self-transcendence, total abandonment, spontaneous
enlightenment and non-consciousness. The motifs of lotus, flame and butterfly,
the bold play of brushwork, spatial treatment of ink and colours, and abstract
forms in his works have extended the scope of Chinese ink painting with a strong
sense of modernity. Employing an abstract approach that breaks away from the
use of traditional brushwork, this work encapsulates the essence of Daoism — the

enlightenment of Zhuangzi from which Lui obtained true freedom.

B4 Zen Lotus > 1970

7K % ALUUA Ink and colour on paper

152 x 82.5cm

BSOSO (ST A2 B DA i 2R BEERL ) > 2014.0010
Collection of The Chinese University of Hong Kong (Gift of the Friends of the Art

Museum in honor of Victoria Firth)

fE CRAE) d o BFTRAIRIEME TATER RS o i35 B 2B UK Dt
e R L O A L

In Zen Lotus, Lui completely dissolves representational lotus imagery and instead
focuses on representing light emerging from or dispelling darkness, evoking the

Buddhist notion of dunwu—the moment of Enlightenment.




FTiBRIEEE » HARMELSIE - UM% > 5 % ZAHARE - ZHEAL
BERL) > AoRBEE - (BFEIB)

To express boldly is not to paint carelessly... [It requires much work] To read, write, create,
understand the ancients, observe changes in nature so that one can have the confidence
to paint boldly. — Lui Shou-kwan

Y Luminous > 1958 i (—) Zen Painting I > 1974
KB LA Tnk and colour on paper KA AL Tnk and colour on paper
25 X 60 cm 70 X 139 cm
FHE SR > AC1976.0046 il ARIHR > AC1976.0060
Collection of Hong Kong Museum of Art Collection of Hong Kong Museum of Art
A BRSO > BACR R B RS Bk A o
S LSRR~ R R R 2 i RaA L A R

Painting No.2 > 1969 - SR , NN
@ KB 6 B 1T B T BRE ST HE o SRR bl R A

Ink and colour on paper R AR IR o T R AR RN S
B> BHHAZE -

119.5 X 59.5 cm

s YA - Lui’s Zen painting is mainly derived from his splashing

AC1969.0041 ink painting of lotus. In this painting, Lui has used

a broad brush to apply ink when depicting the lotus
Collection of Hong Kong

leaves in an abstract manner. This abstract composition
Museum of Art . . .
represents the universe, earth, and the origin of life.

1960 AR E 1 B %Ak The ink plaques and the empty space produce a stark

MK S > J Rl
WT RN P04 E B I AR R - T4 Universe. The daub of red paint at the centre of the
RS TR LA S 4 2 TR AR B REHE T M - T splashing ink represents a flame or a lotus bud that
T 25 AR JU1 A2 Pl MR A IS VK SR A R T A o symbolizes the spirit of purity.
) 77 B 0 1] DA 55 2 vk A 2 T A R A
Wy P E RO E— AL o DU B BT
WRIETA » HFARBLAR o [ 22 R 5 -

In the late 1960s, Lui’s abstract presentation continued to evolve as he experimented with the dry effects of dense

contrast between space and forms that represent

the affinity and correlations between Man and the

black ink dragged by a bold brush on absorbent paper, and at the same time aimed for another extreme by sprinkling
diluted ink and colour on the painting in an unrestrained manner. In this case, Lui used a few mighty strokes to form
the main structure with heavy black ink, and highlighted his work with a spot of half-dilute red paint hanging above
in the upper centre. Determined to break through from the old forms and old modes of creativity, he opened up a

new path towards the world of modern Chinese painting.
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Kttt General Guan Yu

B ALRZR TInk and colour on silk

84 X 46 cm

TP SCRFE (BRAL L BREL LR
PURFIEAEE) - 2017.0139

Collection of The Chinese University of Hong Kong
(Gift of Alice, Helen and Anne Lui)

R 1 A 2 o 5 A R DA T AR A
EAFE - BTN EMRAE o b T X —
fil B SRR E A A > AREH TR
NEERW S BRI AMIGEZRIIALE
RAFEAIER o

General Guan is a rare figure painting by Lui Shou-
kwan, who shows his deference to the subject matter
through the ‘fine-drawing’ style and choice of silk as
the medium. To depict these time-honored Confucian
virtues of martial prowess and intellectual cultivation,
Lui shows the legendary general fully armored and
deeply engrossed—yet alert—in his reading while

gently stroking his long beard.
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B Zen s 1974

KB B4R Ink and colour on paper
83 x 153 cm

il LRI AC2016.0011
Collection of Hong Kong Museum of Art

BAFEEN 1950 AT IRBER T T A ZE &
BACEARBIE R K > AR A4S AR
D e FE R - DA 3 o [ 22 ) )37 B 1
AL T AR IR > I e m AR
TR B B -

Thanks to his exposure to Western art in the 1950s, Lui
was so fascinated with different modern art movements.
He then began to experiment with a new style of
painting by incorporating modern styles and techniques
from the West. His experimentation culminated in
radically new expressions that have marked a milestone
in the modern history of painting in China. Lui
finally stood out for his highly distinctive series of Zen

paintings.

TR In Search of Zen
KB B BAUA Ink and colour on paper
150 x 81 cm

B Z AR - AC1987.0049
Collection of Hong Kong Museum of Art



JEFN Luk Keng Village > 1969
IKERYUA Ink on paper

139 x 69 cm

FUEP SORPZNOR (EHPLS Denys Firth
HH) > 2017.0066

Collection of The Chinese University of Hong
Kong (Gift of Victoria and Denys Firth)

CEHR) Mz m 2 B
ERG LN G T 22 ) T R
W58 o fHR ERZIF RIS PRI »
TEERm R P R R - ok
43 B W T AR BRI 1L o I IE
Bl BREEENNE SRR
MRS E B CtIEZ o o

- Luk Keng Village is a poetic visualization of
BE Evening » 1965 the bucolic New Territories, with huts strewn

7K B 145 Tnk and colour on paper over misty hills rendered in largely abstract
94.5 X 30.5 cm forms. The painting is not totally divorced
Fe FRIEH - AC1969.0054 from nature, however. The light ink wash

Collection of Hong Kong Museu of Art o.n the bottom half of th? painting is most
likely a reference to the inlet, whereas the
darker washes on the upper half evoke the
image of the surrounding hills. Therefore,
this painting shows how Lui adapted and
internalized a modern trend in his painting

through sensitive observation and creative

REREEEE > NHZEAREBNETELEABRELR » IANARYR TV EHE
Ho ZERL—ITEAR - ERMYIE - £EEH - (2FRIE)

| always feel that the obstacle to painting en plein air is looking at nature through the lens
of the ancients, or forcibly incorporating old motifs into one’s work. When one fails to see
what is before him, one cannot be expected to paint a poignant work. — Lui Shou-kwan

16 1 ¥ W1 IK Shitaos Landscape Copied in
Essence > 1968

LA Ink and colour on paper

45 X 78 cm

WSRO (BRa Lt AREL L
S BRI ) > 2014.0041

Collection of The Chinese University of Hong
Kong (Gift of Alice, Helen and Anne Lui)
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BMNE 2L Painting from Life at Stonecutters' Island > 1967

JKEELRA Ink on paper

60 x 120.5 cm

BB HCRFIOR (BRA DL DR LT LRSI R ) > 2014.0028
Collection of The Chinese University of Hong Kong (Gift of Alice, Helen and Anne Lui)

H g“ﬁ’,‘*}‘f&ﬁ: e

1967

B B Ink and colour on paper

58 x 121 cm

BRSO (BRER L SRS R B RGEAEY ) > 2014.0030
Collection of The Chinese University of Hong Kong (Gift of Alice, Helen and Anne Lui)

KJGHE Tin Hau Festival

KB EA Ink and colour on paper
59 X 120 cm

il AR > AC1978.0133
Collection of Hong Kong Museum of Art
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A

AW R B RN

VBRI Memento of an Outing to Tsuen Wan >
1966

TKEELRA Ink on paper

120 X 59.5 cm

Fisp RPN (BRaL L BRELZ LR
5 R AR ) > 2014.0019

Collection of The Chinese University of Hong Kong
(Gift of Alice, Helen and Anne Lui)

ZAUBJE Secluded Dwelling in Cloudy
Mountains > 1968

BALUZR Ink and colour on paper

59 X 24 cm

TP ORAWOR (BRA LT BREL LK
HEH AR ) > 2014.0033

Collection of The Chinese University of Hong Kong
(Gift of Alice, Helen and Anne Lui)

Fi B H Stone Apes Gazing at the Moon » 1968

B B4 Ink and colour on paper

23 X 46 cm

FPICRTFIOR (BT BREX LA
JEBILEEE ) > 2014.0042

Collection of The Chinese University of Hong Kong (Gift
of Alice, Helen and Anne Lui)

EBzSH > NOftS Bt REFZARMERKIZ=ZRMN S - BEZEE - &
REIRI > TR - MUBEZ X RER s EERRSEMAEE  SERZAL
NESRI - AFEREZIHHLAHE “ZAT—EX" - (aFRIE)

[The notion of] spirit resonance in Chinese painting is, coincidentally, the sum of the three
goals of global contemporary art: the dissemination of ideas, the expression of feeling,
and the grasp of comprehension. From a philosophical standpoint, Chinese painting
emphasizes spirit resonance but not beauty. This is truly the ultimate expression of art.
Western art has to wait until the 20th century to conclude that ‘Art needs not be beautiful.’

— Lui Shou-kwan
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Fr FRON VY 1 R A5

TER— it EARBE ARG M RIAT SR > A3 BARMRINNIEF Z— PG - fb
WAL AR - BAEE LA CCRMESO - DR - =R R E R SRR
FEEHATTTTER « EMEFHZAEME T RIENEE > BT 1966 440 R
TR R OCRA o M F R AR LM R R M s - B ARG T G £
LA SRR - T HABR A ERFI A b S HIE B - 3 XA 5 R Z AL i (2]
RBi o KL - ARiidh - B 5E (1912-1956) KE2UMAE “RKEkRK A FHER”
X B FRRIN R R — FHEBRRE I AR XA 2H AW SR - BARINN > 2
TR T AR A 5 ity T o ot PO T £ 9 D R 27 1 7 1Y LA B -t R A
KA o AL ELE S 2RYNERZARB S RAR LG > BABME— ST - L
M CNET IR ESRIT s AEEM ARRSUEERT > S TFRAEAREH —FE
1o M BRI > B (1775-1851) REHE “[EEDT BERNEENTE T ZARK -

Lui’s views of Western painting

As a painter who considered art to be a mode of universal expression, language barriers were no obstacle
for Lui Shou-kwan, who did not speak or read English. His understanding of western art was shaped
by his reading of Sir Herbert Read’s 7he Meaning of Art and Sam Hunter’s publication Modern American
Painting and Sculpture. He co-translated the former with fellow painter Li Shipeng, and read the
Chinese translation of the latter published in 1966. Based on his copious handwritten annotations on
Hunter’s book, Lui was not only concerned with the development and pictorial conventions of post-
war American art, but also the goals and intellectual foundations of individual artists. He often reflected
on their limitations in the process. For instance, Jackson Pollock (1912-1956)’s oft-quoted claim, “The
source of my painting is the Unconscious,” represented—in Lui’s mind—a limited mindset that was not
conducive to continuous artistic innovations. The true source of inspirations, Lui opined, came from
classical masterpieces, and this view was also supported by Herbert Read’s historical and philosophical
survey of art which endorsed the contribution of classical Chinese painting. Seeing a common thread
between classical Chinese painting and global contemporary art, Lui went a step further in suggesting
that Chinese aesthetics—as exemplified by Xie He’s ‘Six laws'—was relevant to modern artists, regardless
of their cultural backgrounds. To Lui, J.M.W. Turner (1775-1851) came closest to expressing the
Chinese ideal of ‘spirit resonance.’
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EEZEXSAFEELE  UATR - ETRZER > AT E - =RRE ; Fas
E—MEBEANERSTIMEIN « FFAREAR - R - k&~ Kz - XEH
RAL > TRRAZFaeEIL - MEMBH “M4” M W > EARMNEEBR - ARHK
B REEHREXLEMR G AIRAT o (BFRIE)

What differentiates the Guohua’s xiesheng and Western en plein air is that the Chinese
focus on breaking the boundaries of time and space. At the same time, the objects
depicted should accommodate the viewer's changing mood and behaviors [this may better
be understood as the objects depicted should resonate with different people]. As such,
the paintings can be associated with ten thousand things, demonstrating depth, vision,
unlimited possibilities that everyone can reach. The composition obviously derives from
nature, but it should also transcend it, so that it becomes the artist's expression. — Lui
Shou-kwan

W Waves » 1956

KRB @A Ink and colour on paper
25 X 47 ecm

T ZARTEA > AC1976.0061
Collection of Hong Kong Museum of Art

Sy YW Ripples Lapping at a Cove > 196
4L Ink and colour on paper

19 x 31 ecm

Bl SCRZNOR (PR AL REEL LR REEEE) - 2014.0034
Collection of The Chinese University of Hong Kong (Gift of Alice, Helen and Anne Lui)
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ZARBRFONE - REBIET 3 - BHMH > ZIRTHE > KFRBEELEXIBHFM -
(B5E®|IE)

The newest tend to be developed from the old. At least, it has been influenced by the old.
— Lui Shou-kwan

B ZAF Towering Peaks Wrapped in Mists » 1968

AL Ink and colour on paper

19 X 31 cm

TP SOOI (BRa L BREL LR B RGEA ), 2014.0035
Collection of The Chinese University of Hong Kong (Gift of Alice, Helen and Anne Lui)

W Harbour > 1968

KR LA Ink and colour on paper
58.5 X 83.5 cm

BRI > AC1969.0053
Collection of Hong Kong Museum of Art

1960 AL > AR EHLIT K 29 - B
THELUKSEET T2 m i p B il
ACFTEM T RAL T - Lh EE R
FRIF B S o Hrh g st s m T
SRR PN S LA R > 0 b M R B AT O
3 TP 0 TR T 1 SN e 1) o L
S o W AR SAGE A H > H SR AT R A0 T G R )

In the 1960s, Lui Shou-kwan continued to experiment with a new style of Chinese painting by incorporating modern

styles and techniques in various Western art forms. As seen in this painting, he redefined the Cubist style that as far
as he understood with his own presentation of Chinese ink and brushwork. The harbour scene with Chinese junks
against the background of modern cityscape was simplified and geometrized, achieving a harmonious mix of Chinese

art and Western concept.
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SMEZ RN B RIE

BIR B AFEE AR SR B 2 I 5 SRR > B A I 028 0o P =S AR« Aty
SEAERBARRE - O R——X G ARTE 1958 £ 61 S HIHIRE F WK A R3] T 38
o FHAPE EAREFFIRLIC (1916-2013) HEILA S AR B P9 E Rk TE TR
MEEEE > WA RIEST IR > IT 6 AR TR AT A AR
PG ERY R R SRR © 1967 FAEZ TEAXDNEE AR T HRE AR - A
W T TUR R A A PRSKOR T AR o A% 22 AR B M KBRS Fl - 2B /R AE
EANE 25 AT R EERAEARY P E R o 7

AHhEG - e XA E R HEFIAE B REIE G LR ARG i H R
TEGNGE - BT LALE P 2 0508 BRI A9 SR < AR A S IS s T4y st
MXREMFEARL R Z A TG -

AU ) R 1962 4 12 A 4 B« “IUHERE D AT > B 1% » BR—
SR S SCH B BN % o X AR TR N o A AR SR F A
2o 2 AR TR Y (LR TR X AR AR 5 —FhE R RCREE > — R
G o IXRRIE MK o S TS Z AN - BUKE R SE A DS 5 IR K
BRI A o BT Z G RS S » 7

AL R/ AFREE > 2R
B fil ] BA 2R BT - 2T B X
S B E Ky > AR EE L b Ay ]
L ER ORI > A SRR o 7

PitEfe - AL - R OMEZ AR -
1963 4F 8 1 27 H : "X BRI A RS
A I R EARE N AR
22 A SRR ER—IA -~ AR TR
SAERFEBMIKZH > ZERF TR - B - WD - i BEAIR
WEMERBAFCZT > FIVIEH -7

N\

Michael Sullivan #323C (1) 5 Lui Shou-kwan B#H (1)

LB (HEsam el r N 0 ROLEN -2 s BB IEZ > BH0LE
BORTE T T B R o A I S A A T B LRSS FRA1EAS B FRAE
JHAH R KA FEI > BRI LA oh E AL R 7

R - K TERAETMMER RS MG Wi 7) > W& LA LEA A
X (BT8R ZANREEEFOVEEN 8D« L5 NEFRMT > ST
ERGHATH IR > L IZE] T A SRR -7
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Western views of Lui’s painting

Although Lui Shou-kwan never set foot in Europe or the U.S., he had forty-three solo exhibitions

there during his lifetime. His paintings were introduced to the U.K. by Major Geoffrey Barker, who

befriended Lui during his sojourn in Hong Kong from 1958 to 1961. Renowned Chinese art historian
Prof. Michael Sullivan (1916-2013) described Lui as a “direct descendant of the scholar-painters of the
Ming and Qing dynasties,” and suggested that Lui’s contact with contemporary Western art led him to

rediscover the abstract, expressionistic elements in the Chinese tradition as exemplified by Shitao and
Bada Shanren. Douglass Hall, the Founding Director of the Scottish National Gallery of Modern Art,
took a step further “to emphasise the debt of modern art to the Chinese” in an exhibition. Held in

Edinburgh in 1967, that exhibition featured ten paintings by Lui Shou-kwan, six by Qi Baishi, five by

Fu Baoshi, two by Zhang Dagian, among others.

26

Geoffrey Barker: “This preoccupation with Nature is apparent in all Lui’s work, abstract as well
as representational. So much so, indeed, that there is no clear dividing line between the two
categories. His trees and mountains condense into pure form, landscape drifting imperceptibly

into abstraction.”

The Northern Whig, Dec. 4, 1962: “It is the grace of the fine trail line of ink, the rhythm of
the brush, the sparse economy, or apparent sparseness in pictures that are really highly dense,
that give the charm to all this work. There is a uniformity of tone that with other artists might
become monotonous but here is charming; a judicious grading of effects, a clarity of atmosphere.
For some indefinable reason, for all their coolness and detachment from reality as we know it,
in town or landscape, there is a glow; these pictures radiate a warming humanism. They have a

geniality that is of universal appeal.”

Michael Sullivan: “The immediate appeal of Lui Shou-kwan’s pictures stems from the intense
vitality of his brushwork, and from the charm and originality of his response to the beauty of
Hong Kong, with its innumerable islands, and villages half hidden in the mountains that plunge

straight down into the sea.”

Sydney Goodsir Smith, The Scozsman, August 27, 1963: “His finest pictures here, and they
are of great poetic beauty, are those in which an incisive pen or brush is used to pinpoint or
accentuate a focus of interest—the huts of a village, a fleet of fishing boats—among the swirling
masses of surrounding mountains, cloud or water whose shapes are often amorphous but always
atmospheric and formally contributory. His pen sings a descant to the choir of his water-colour

washes.”

Dorothy Swan: “It is the selection of a single stroke at the center of less consequential ones,
the use of one combination of inks to determine the values of the whole, and sometimes the
reduction of strokes to a superb minimum that convince us that Lui can remain a spokesman of

the Chinese tradition while he has become a modern abstract painter.”

Douglass Hall: “The unfettered freedom, with which Lui moves from the figurative to the
abstract, so that the two become almost interchangeable, is highly important to the theme of this



exhibition [in Edinburgh]. In reaching this equilibrium he has no doubt been more inspired by
his own tradition than by the modern western artists with whom he could be compared.”

He Z RIS Victoria Harbour > 1965
KRB AR Ink and colour on paper
56.8 x 120.7 cm

Ails ARIER > AC1976.0048
Collection of Hong Kong Museum of Art

TBZIE Floral Impression » 1967

WAALA Ink and colour on paper

59 X 40 cm

TP ORI (BRaLt - BRGLEREREEE
) > 2014.0020

Collection of The Chinese University of Hong Kong (Gift of Alice,
Helen and Anne Lui)
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EFFRIE Flowers Demonstrated > 1968

IK LA Ink on paper

35 x 45.5 cm

TP SCRFOE (BRAL L BREL LR
PRFIEEEN ), 2014.0037

Collection of The Chinese University of Hong Kong
(Gift of Alice, Helen and Anne Lui)
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B =Fk Three Autumn Beauties > 1969
AL Ink and colour on paper

91 X 52 cm

FWEFXRZROR (DR L LEW)
2018.0001

Collection of The Chinese University of Hong Kong
(Gift of Ms. Jenny Chin-Ling Lui)

ES (S ESERINIIR R kS A SRS RS
R T o (BRI SO SR B IRTEAS > 7
L RIES IS R

Inspired by Wu Changshi, the sumptuous ink-play
features heavy foliage without losing sight of nature’s

plasticity and the delineation of individual leaves.
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1969

1970

1971

1972

1973

1974
1975

FE B [E AR W L RANAAT A

T 55 [ AL e R T AT o
FEFER HR I EARTEAAT R o

il IR AN K B R A A L s > BN Il B o
1 95 [EA0 S0PE - [ AT o
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Lui Shou-kwan (1919-1975): Brief Chronology

1919
1946
1948
1949
1952
1954
1957

1958
1959

1960

1961

1962

1963

1964

1965

1966

1967

1968

1969

Born in November in Guangzhou, Guangdong Province, China.

Graduated from Guangzhou University with a degree in economics.

Moved to Hong Kong.

Joined the Hong Kong Yaumati Ferry Company and worked as an inspector.

Contributed articles on art and reviews on art exhibitions to a local newspaper.

First solo exhibition at Hong Kong Hotel, Hong Kong.

Published A Study of Chinese Painting.

Second solo exhibition at British Council Library, Hong Kong.

Founded “New Art Studio” to teach painting.

Served as Honorary Adviser for the Association of Modern Literature & Art.

Solo exhibition at Atherton Gallery, Menlo Park, California, U.S.A.

Organized adult art courses at the Chung Shan Middle School, Hong Kong.

Solo exhibition at Stanford Research Institute, California, U.S.A.

Solo exhibition at University of Leeds, U.K.

Served as Honorary Adviser for the City Museum of Art Gallery at City Hall, Hong Kong.
Solo Exhibition at Ashmolean Museum, Oxford, U.K.

Solo Exhibition at Queen’s University, Belfast, U.K.

Solo Exhibition at Sino-American Cultural and Economic Association, Taipei, Taiwan
Solo Exhibition at Commonwealth Institute, Edinburgh, U.K.

Solo Exhibition at Commonwealth Institute, London, U.K.

Solo Exhibition at City Museum and Art Gallery, Hong Kong.

Solo Exhibition at Luz Gallery, Manila, Philippines.

Solo Exhibition at Municipal Gallery, London, U.K.

Solo Exhibition at New Metropole Arts Centre, Folkestone, Kent, U.K.

Solo Exhibition at Abbot Hall Art Gallery, Kendal, U.K.

Solo Exhibition at City of Nottingham Gallery, Nottingham, U.K.

Solo Exhibition at Bangor Art Gallery, Bangor, North Wales, U.K.

Solo Exhibition at Museum and Art Gallery, Hastings, U.K.

Resigned from Hong Kong Yaumati Ferry Company.

Taught ink painting at the Department of Architecture, University of Hong Kong. Conducted
ink painting courses at the Department of Extra-mural Studies, The Chinese University of
Hong Kong.

Solo Exhibition at Sally Jackson Gallery, Hong Kong.

Solo Exhibition at Scottish National Gallery of Modern Art, U.K.

Solo Exhibition at Ashmolean Museum, Oxford, U.K.

Graduates from his ink painting courses with the Department of Extra-mural Studies at The
Chinese University of Hong Kong formed the “In Tao Art Association” and presented their first
group show.

Solo Exhibition at Glynn Vivian Art Gallery, Swansea, U.K.

Solo Exhibition at Portsmouth City Art Gallery, Portsmouth, U.K.

Solo Exhibition at Museum and Art Gallery, Newport, U.K.
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1970

1971

1972
1973
1974
1975
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Solo Exhibition at South London Art Gallery, U.K.

Graduates from his ink painting courses with the Department of Extra-mural Studies, The
Chinese University of Hong Kong formed the “One Art Group”. Lui served as an Honorary
Adviser.

Solo Exhibition at Hugh M. Moss Ltd., London U.K.

Awarded an Honorary M.B.E. by the British Government for distinguished contribution in art.
Solo Exhibition at CJL Gallery, Hong Kong.

Published Lectures on Ink Painting.

Solo Exhibition at Covent Garden Gallery, London U.K.

Solo Exhibition at Ashmolean Museum, Oxford, U.K.

Passed away in Hong Kong on 26th, September.




