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Begin from the “form”,
Begin within the formless.

With “form,” 
With the form of “non-being,” 
With the form of “formless,” 
To create image beyond form, 

To produce great image beyond image.

“The formless” is an important concept in traditional Chinese philosophy. The Book of 
Change has stated, “... celestial bodies move to shape in the sky and landscapes are formed on 
the earth”, and Tao Te Ching also has it that “great form is formless”. !e exhibition “Forms 
of the Formless” presents such a group of artists: their ultimate intention is not to make visu-
al “forms” but to spiritually experience the oriental philosophy, intentionally or not. !e art-
works are records of their dialogues with the Inner self and the existence of being; they have 
gone beyond the visual “form,” and become “image”: the image of formless, the great image 
beyond image.

FOREWORD

Resonance Plan·Tianjin 2013 – Marlena Donohue, the famous American art historian and 
professor, has been invited to participate in the planning for the International Contemporary 
Art Exhibition “Forms of the Formless”, which is the extension and expansion of the same 
exhibition held during 2012 Sino-German Culture Year “Forms of the Formless – Chinese 
Contemporary Art Exhibition”. !e di"erence between the key words “Chinese” and “In-
ternational” for the two exhibition themes has been embodied no matter from the curatorial 
team composition or from the participating artists and the forms of exhibited art works. 

If the Chinese Contemporary Art Exhibition – “Forms of the Formless” held during 2012 
Sino-German Culture Year were a solo of Chinese artists toward the western audiences, then 
the International Contemporary Art Exhibition – “Forms of the Formless” to be held in 2013 
would be an international chorus of both Chinese and western artists. In the visual platform 
of “Resonance Plan·Tianjin 2013” , Chinese wisdom and western philosophy will face direct-
ly and collide again. Looking forward to the sparks of passion “Resonance” between Chinese 
and western artists and audiences, to light up the “World of Midnight” of contemporary art. 

                      
  Michael Suh

Curator & Executive Director MoCA Beijing
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!e top tier artists in this exhibition titled “Forms of the Formless” come from diverse global ori-
gins – Dutch, Tunisian, Chinese, Greek, and American.  It is clear that their excellent works both 
acknowledge and expand  modernism’s narrow de#nitions of pure form and re-contextualize ideas 
of creative abstraction in inventive, trans-global and yet intensely personal ways. 

How then might we best understand and imagine what is at the heart of an exhibition that in-
cludes cutting edge current art from the East and the West  in every imaginable post modern 
format, and whose premise it is to investigate art’s  role  in manifesting ideas of presence and 
absence, the tangible and the ethereal,  the formed and yet forming?  We can investigate from 
cross-cultural, cross-historical perspectives the complex de#nitions of these properties of existence, 
or ask why human beings have and continue to ponder them for millennia. 

Some of the these inquiries -- raised  in both deeply serious and funny ways by work included 
here --  are beyond the limited scope of a catalogue essay, which cannot develop every thread, fo-
cus on every idea or highlight every  excellent artist exhibited --  simply due to the constraints of 
space. However, the nature of being and its particular and intimate relationship to creative expres-
sion is a topic that I lecture on and publish about  in a variety of longer platforms. !e sorts of 
concepts important to the artists gathered here, the topic of this project, my wonderful dialogues 
with co curator Michael Suh (who shares these interests)  are in fact my academic passion. From 
that passion what I attempt here is an overview of the show, and an overview of the nuanced ideas 
it raises.

!ere are, of course, a variety of interpretations for an exhibition called “Forms of the Formless” 

Forms of the Formless

By Marlena Donohue

OVERVIEW

!e most common of these come from the tenacious in$uence on our notions of “lacking form” 
handed down from European abstract painting. From Western art history, the word “form” auto-
matically signi#es tangible media -  color, line, edge, texture,  ink, oil – and artists who  empha-
size primarily  -- if not exclusively --  the arrangement of pure marks/shapes in space. From the 
same context, “formless” refers to images or objects in art that are non #gurative, do not describe 
things or perceptions from our everyday world. 

!ese interpretations of form and lack of form come from the presumption that art begins  in 
classical realism, then matures towards the non #gurative; which is to say it becomes increasingly 
conceptual and advances from simply stimulating the eye via sheer skill and the familiar, to stim-
ulating higher, deeper faculties. Although the artists in this show certainly know and use aspects 
of this model, they and we now accept that these are distinctly Western European constructs. I 
am quite sure that past and present cultures not grounded in artistic or philosophic origins of 
realism—Asian, Islamic, Oceanic, African—are often confused or intrigued by this notion of the 
“evolution” of “avant garde” abstract art in 20th century Europe. 

In fact Asian art re$ects an aesthetic and philosophy that begins with and is at its essence engag-
ing the abstract/conceptual.  We see this in the presumed unity connecting a single abstract char-
acter to extremely complex ideas and things; we see this in the non literal multiple perspective 
points used in Tang Dynasty landscape painting,  whose goal was not to “record” Nature, but to 
enhance an experience of its unity. 

!is combination of rigorous technique and conceptual sophistication characterizes all the artists 
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selected here, regardless of their location/heritage. !e self revelation, or more accurately stated, 
the inquiry into the nature of selfhood that is a"orded by focused, disciplined, almost ritual mark 
making is evident in participating artists from a wide range of ethnic, philosophic and aesthetic 
backgrounds. Liang Quan traveled to West in the 80s and returned to China at the height of his 
country’s fascination with borrowed Pop Art. In spite of this, he began to create complex abstract 
works that very deliberately avoided being copies of Western painting styles, and over the last 
twenty years helped to set the example for a re-invigorated abstract painting tradition in contem-
porary Chinese art. 

Quan’s gorgeous current work creates methodical, vertical bands that look vaguely like vast, in-
#nite horizons, but there is neither Western paint nor predictable Asian ink in them. !e works 
are composed completely of small collaged sections of traditional rice paper, dyed slowly by the 
artist to various organic shades with tea. !ough stunning to look at, the works go beyond seeing/
viewing the static #ne art museum picture, instead animating for the artist and the viewer every 
experiential and mimetic sense -- smell, taste, touch.     

US painter Bonita Helmer achieves her churning, expressive surfaces with the focused consid-
eration to materials, color and light of a pointillist modern artist, however her materials are 
completely contemporary and her process of creation involves a balance between deliberation 
and chance. Helmer uses not only brushes but common spray paints, then lets these pigments 
crack and dry naturally. The resulting surfaces produce a tension between celestial fields and 
meteor-like, encrusted topographies suspended within them. A life long student of both physics 
and mysticism, Helmer is acutely aware of technique but sees painting – as does the artist Dai 

Guangyu --   as an act or a ritual of discovery. In the same manner, the painter and installation 
artist Qin Chong controls the quality of a simple line and the translucency of pigment with such 
assiduous and  focused delicacy that a reed-like stroke can make us think of forests, winds, the 
whole of Nature, both explosive and calm. 

Whether Eastern or Western in point of origin, the artists in this show connect ancient roots to 
the present, they bridge the so-called purity of modernist form to the zany hybridity of post mod-
ernism. Most prominently, these artists as a whole #nd ways to align or locate interfaces between 
their individual creative energy and the generative forces of Nature and the cosmos in general. 
Yang Liming creates sooty charcoal colored #elds that pulsate at their center with incandescent 
red, like visual models of light or energy in its both particle and quanta states. !e remarkably 
beautiful round abstract paintings by Huang Zheng look like storms or seas moving over some 
weightless circular void that we view from a great distance. 

Dai Guangyu’s installations, photos, and intense performance work contemplate the self, the 
nature of the evolving or enacted self in relation to the numbing conditions of mass culture. For 
him, each decision or step of creation presents an opportunity to know the self in an awakened, 
non habitual way. !ese ideas have been in Asian traditions for centuries and centuries; they in-
$uenced the best avant garde political, conceptual and performance artists, from Guy Debord, to 
John Cage, to Allan Kaprow—all students of Asian art and/or art-as-action. Some of Dai’s most 
famous photos show environmentally scaled Chinese looking calligraphy “painted” massively into 
waters of an industrialized bay or “drawn” into a snow covered city plaza with state of the corpo-
rate skyscrapers looming behind.  
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Lita Albuquerque is a pre-eminent, internationally noted Los Angeles based artist who often 
uses powdered pigments to make ephemeral, non lasting “drawings” on and around huge envi-
ronmental sites like Washington Monument or the Pyramids at Giza. A masterful painter from 
the important Minimal movement of the 1970s,  Albuquerque brings all the precision of that 
contemporary art style to a 40 year career employing eccentric media like semi precious ground 
stone, gold leaf, actual honey, and honey comb.  Her major works have included projected video 
environments; operatic scores performed outdoors by an entire chorus, as well as celestial star 
maps drawn with sculpted blue spheres into the actual surface of the North Pole.  In her “Bee-
keeper” video, a #gure in heavy white protective gear can be read as both a care-taker of these 
sacred insects and  a space traveler,who seems to evaporate into stardust. 

If such varied and compelling art uses both the techniques and philosophies of abstraction in 
such imaginative, diverse and complex ways, why, we might ask, does the art world tend so easily 
to imagine Western art history and its “invention” of abstract painting as the sole point of origin 
for conceptions of form and formlessness? 

!e reasons are complex. It is nearly common knowledge that by the 1960s, American Abstract 
Expressionism conveniently forgot its origins in the 1911 work of Wassily Kandinsky,  and pro-
claimed itself the prevailing standard of high art. Kandinsky, like many of the artists exhibiting 
here, saw pure form not as an end in itself, but as a portal to complex ideas and processes of dis-
covery simply not served by realism. However, the construct of “pure” formal art emanated very 
e"ectively in the mid 20th century out from the epicenter of New York’s Museum of Modern 
Art, and from the well constructed mythology of Jackson Pollock. !ese ideas were legitimized 

by the powerful and remarkably erudite critic, Clement Greenberg and his strict call for an 
advanced art that represented nothing, only form, because anything but form – social content, 
angst, joy, workers, mountains -- was by de#nition subject to misuse by tyrants, susceptible to 
misinterpretation and therefore “impure.”    

!e other obvious model for understanding an exhibition that counterpoints form and formless-
ness, is through Plato --  here the organizing premise involves $eeting physical “forms” of daily 
sensed experience able to communicate in greater or lesser degrees certain metaphysical univer-
sals like the Good, the Beautiful, the True. Western scholarship claims these ideas, but they in 
fact exist in a variety of ancient  ontological systems that have little to do with classical philoso-
phy. 

Annetta Kapon’s stunning photos of a still, eternal looking ocean near a timeless generic look-
ing edi#ce take us to ideas of Ideal Forms. In fact, the images are fully manufactured via digital 
photography,  and the primeval structures are shaped and staged by the artist from Greek feta 
cheese!  As a Greek woman investigating the looming impact of a ‘classical” heritage, as an artist 
and a lecturer in comparative philosophy investigating her own art historical roots, Kapon uses 
humor and irony to say that our 21st century still seeks the True, but it mostly constructs its 
world through convincing images. !e funny and visually stunning deception here is intended 
to remind us that the more appropriate questions today might well be: true according to whom 
and from what framing lens? 

!is sort of prescient critical inquiry into the premises of Modernism did not, of course, start 
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with these artists. !e social upheavals of the late 1960s that engulfed all of Europe regarding 
race, gender, politics, workers’ rights, civil rights challenged every aspect of the Western-Euro 
intellectual program. Questions were raised regarding everything from the Enlightenment’s sin-
gular trust in empirical fact, to the entire classical tradition of rational humanism, to modernist 
ideas of free will,  individual vs. collective accomplishment, and the Western tendency  to cate-
gorize cultures, art, people, ideas on the basis of the “high” vs. “popular.” 

Society’s fatigue with what must have felt like the su"ocating limits of these categories can be 
seen in the global and unprecedented rush to Warhol and all things Pop in the 60s through 
today. When the dust settled in Warhol’s era, the social realities of atomic energy, space travel, 
lightening fast change, rapid data and travel, accelerating digitized technologies able to collapse 
distances of time/geography moved us from modernity to what is commonly known as post mo-
dernity. Jean-Francois Lyotard cautiously announced  “the death of modernism” and predicted 
an odd potentially positive, potentially fragmented dialectic,  in which all things past would be 
pronounced almost immediately uncool, old hat, replaced by a global consumer culture eating 
up Pop trends, living through mass media, celebrating hybridity, inevitably blending  all bound-
aries between disciplines,  histories, styles, and nations.  

The exhilarating potential of our current era, where combinations of perspectives, diasporic 
travel, a fearless, interconnected sampling and mixing of disparate ideas bring fascinating ends is 
evident in the career and person of internationally collected, acclaimed and sadly late artist Luc 
Leestemaker (1957 to 2012). Leestemaker was born in the Netherlands, came from a long fami-
ly of artists and a country steeped in Dutch realism and the 17th century spiritual philosophy of 

nominalism— #nding the divine in the minutest of details. He transplanted himself Los Ange-
les, the mass media mecca, lived and worked literally under the Hollywood sign with a beautiful 
Chinese wife. !ere he  studied and perfected Dutch Baroque oil techniques as well as the paint 
application of Ab Ex artist Willem deKooning to produce wholly original and deeply poetic sur-
faces #lled with no more than luminous, transcendent colored light,  

Now,  in all this it must be mentioned that China has a unique place in the revolutionary hy-
brids of art, thought, history, and taste that #rst celebrated modernism and then morphed its 
ideas into post modernity over the last half century. China’s transitions from a feudal medieval 
structure to modern industrialization, to postmodern global economies took place in such a 
short and  contracted interval, that these momentous shifts were nearly simultaneous, dizzying, 
harder to fully grasp and understand as they unfolded. !ey are in fact still unfolding.  China’s 
long philosophical history of abstract thought and art, its roots in Confucian respect for study, 
it’s recent capitalist power and love of fashion brands are addressed here by Chinese artist/think-
ers with honest, serious introspection and at times good humor. !ese conditions are beautifully 
expressed in environmentally-sized designer hand bags,  sitting writ large like public sculptures 
and formed in silvery ‘new money’ surfaces by the artist Jin Shijian.

Cui Xianji, the #rst contemporary artist to have a solo exhibition at the National Art Museum 
of China is deservedly famous for a quite brilliant body of work based on squiggles in 2 and 
3-dimenions that are wonderful commentaries and metaphors for China’s complex social trajec-
tory.  Xianji’s calligraphic gestures in both 2 and 3 dimensions look very much like Asian char-
acters, but the artists  “pulls” and opens the line so we only partially recognize its Asian basis. At 
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times the gesture can look like a Jackson Pollock drip or a cartoon zip, so that in one idea, Xianji 
is able to intentionally nod at and comment on this remarkable admixture of ancient-Eastern, 
Euro-modern and  Pop legacies.  !e shapes often take sculptural form,  and when they do they 
crawl up walls, ooze out of museum ceiling #xtures, or “pour” in a tangled pool onto a museum 
$oor out of a huge, empty gilded frame the artist has suspended overhead.  

At the onset of this 21st century,  culture seemed intoxicated, fascinated and energized by what 
Fredric Jameson proposed were an unending sequence of fragmented,  disconnected and ever 
new ‘now’s.’ In the last #ve years or so, I have detected a sea shift in thought that is re#ning and 
interrogating this brave new world with a bit more subtlety, a bit more re$ection. Art, letters 
and science seem to be in concerted pursuit of substrate structures—experiences, models, ideas 
that locate us, if even momentarily, outside the whirlwind of digitized, visual, virtual, purchased 
particulars to what is underneath it all. One could say we see this in science’s interest in the so-
called most elemental bose particle and the related bose #eld that apparently gives mass it mass-
ness and #lls space that was once imagined to be void.
 
“Forms of the Formless” could denote an attention in art to this same unnamable overlap. One 
might accurately propose that the works in this show move both creator and viewer toward 
the intersection between, on the one hand,  an undeniable present that is phenomenologically, 
culturally, materially formed and reformed in time, space and history, and on the other hand, 
some in#nite but not empty set holding the matrix of all possible cases of creative expression. 
!e European avant garde tried convincing us that the portal to this rare, liminal space between 
two necessary conditions of human experience –formed and becoming formed – was through 

something that Walter Benjamin called  the constructed “aura” of pure abstract art. Much, much 
earlier, Western philosophers and theologians called this the realm of Ideal Form and situated it 
outside the “cave” of daily life. Much, much earlier still, Eastern thinkers called this substrate chi 
and supposed that it resided in all things and everywhere. 

Whatever words centuries have designated to sort out these unnamable intersections between life, 
art, and being, we can agree on this: !e artists exhibited here employ disciplined, sophisticat-
ed, elegant and tangible art to place creator and viewer in profound, unusual  contact with  that   
$eeting ephemeral space of unfolding daily experience, with the unimaginable expanses of deep 
space,  and with the inner spaces of consciousness. . . In other words then, these artists are expert 
exponents of “forming the formless.”  
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੅ÿयᄉࢹͺǌʼˆጡ˴Ӡࣱ̼ả੘Џ᥷धݼຆЙᆐቂᛠ˝ᓧశúúᤇʶ̴ణ᧾ྕᄉ
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বǋ᝭ॹᄉᐋ᠉֖ௐᫍᄉཌӾኍẲᤇ̎˞ᮤ̴ڙణᤂᄉͺֵ˖˶ʿறѢဗǌҁఴˆጡ
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ᄉᢵͳܚ

#FSFOJDF�"OHSFNZẟᳩ᭡Ạ࿗በን֖̠ࡘᓧశ᝿᝶ࠑ

Ꮱដ ��ဌᝒ౔ǋःௗ
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A large part of my desire to be directly involved in China’s contemporary art scene I owe to Dai 
Guangyu. 

I #rst met Dai in 2001. He had just completed preparing for a group exhibition Holding White 
at the Chengdu Academy of Painting in Chengdu where I went to see the #rst Chengdu Bien-
nale. In spite of the rather tedious biennale, I discovered him, his work and the work of those 
that he so generously defended. After seeing his original, subtle and challenging works and after 
commencing what has been a continually enriching conversation over the years, it became clear 
that I could not continue to work in the #eld of Chinese art from overseas. It was impossible for 
me to engage with creativity without working on the ground and taking my time to view and to 
exchange, in the way in which Dai Guangyu inspired. !at is to say, I owe much to him. 

!ere is nothing astonishing about being moved by Dai Guangyu’s work, as he is an artist who 
has established a deeply mature artistic approach. More than twenty years of creation have posi-
tioned him #rmly as an important #gure of Sichuan and of the 1985 New Wave Art Movement. 
!e slogan of this movement – ‘art forms are unlimited and nothing is prohibited’ – corresponds 
perfectly with Dai Guangyu, who proceeds to refine a language free of constraints through 
painting and installation, and where he expresses already a taste for ‘ink games’. In the 90s Dai 
Guangyu delved into performance art– his favoured medium of expression. The body, such 
a quintessentially direct medium that is in between being in action for his subtle works, and  
being a strong aesthetic force evoking the recurring themes of his work: the weight of cultural 
heritage, the obligation to remember, the marks of time…. At the beginning of the 21st century, 
Dai Guangyu is decidedly amongst the most important performance artists of his time.

Ink Body

By Berenice Angremy

Translated by Lauren Gollash

In e"ect, and this is one of the strengths of his work, there are no #xed or de#nitive limits be-
tween the genre of painting, installation and performance. !is gives his works the impression of 
being ‘in motion’. His installations are often open to an element of performance, and can then 
become an object, installation, painting or work of calligraphy. 

When Dai Guangyu left Chengdu in 2003 the art community in Sichuan, which owes him for 
having generously and e"usively brought together young, and not so young, artists outside of 
the major events, lost one of its main mentors. We are particularly indebted to him for events 
like Water Protectors in 1995 and 1996 which encouraged artists to be conscious of environ-
mental issues. He is also noted for events that received less media coverage such as People and 
Animals in 2000, Remains or Holding White in 2001 which focused on young artists and gave 
Chengdu standing as an important city in China’s contemporary art world. 
Since his move to Beijing, Dai Guangyu continues to work discretely but steadily at the margins 
of an increasingly mundane art scene. 

!is #rst solo exhibition in Beijing #nally reveals over #fteen years of creation, whose uni#y-
ing thread are his ‘ink games’, unequivocally symbolic of Chinese culture, through which Dai 
Guangyu has formed a unique and creative body of work. Questioning the values that can be 
associated with ink (its meaning), Dai recreates its possible forms and functions. Brushstrokes 
are no longer the norm, quashed by an explosion of ink - a creation in itself. Ink falls, drop 
by drop, from the roof of a siheyuan onto a mountain of $our, recreating a three-dimensional 
landscape that echoes traditional painting (Landscape - Geomancy, 2001). Ink dribbles from a 
cracked vase, obscuring a misogynous ancient text (When Stillness Culminates Movement Be-
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gins, 2000). Ink creeps over a nuptial bed (Death Bed, 2001) or boils over from a kettle (Waters 
of Poetry, 2004) or a vase that the artist deliberately shatters (7’23’’, 2000 Shooting at Myself, 
2000). On white xuan paper, the ink takes the form of a calligraphy free of constraints, meta-
phor for an omnipresent culture which he reappropriates.  

Becoming more familiar with the universe of Dai Guangyu, the spectator succeeds in decipher-
ing the sometimes complex symbols in his works. !e artist manages to form his own vocabu-
lary through Chinese cultural idioms and his imagination: ink marks that spread across white 
paper; white $our; modern white collar man, his face painted white (western man) or gold (the 
nouveau riche) ; a man suspended by his feet, su"ering his upside down life ; food that symbo-
lises who we are, or who we are going to become ; as well as all those factors that change form 
over time. Dai Guangyu organises this vocabulary through contrasting mises en scènes which 
add an aesthetic dimension to his installations and performances. He succeeds to carry out with 
as much rigor a performance of a couple of minutes (7’23’’ ,2001) as an installation of gigantic 
proportions (Landscape - Geomancy, 2001).

!e transformation, or to be more exact ‘the state of being in process’ is a question that Dai 
Guangyu raises in this body of works. !e themes that are closest to him – culture, heritage, 
history, memory etc – all imply this question of ‘process’. What is surprising about his work is 
that the process is not merely illustrated, but rather put into practice. In other words, he does 
not talk about process, but rather he brings it to life in his work. His most powerful and poet-
ic installations thus tackle directly the issue of process whilst he leaves ‘time’ to complete that 
which he starts. A portrait of Dai’s mother is revealed when ice melts after several hours in It 

Passes Like Flowing Water (1997). Several days of an exhibition are needed for the ink to satu-
rate the white sheets in Death Bed (2001) or the text of Fangzhongshu, or for the $owers to wilt 
in When Stillness Culminates Movement Begins (2000). Likewise, even Dai Guangyu’s perfor-
mances can become installations once the performance has #nished, by leaving certain objects 
behind. In My Name is Red, My Name is White, My Name is Black (2007), Dai is himself in 
progress: once having covered the entire map of China with black ink, he completes his expres-
sion by elaborately painting his own body. 

!is exhibition recognising Dai Guangyu at Star Gallery is not easily classi#ed, and is as his im-
age: #ercely independent. 
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YUMIN

���� ࣱඋˉܸ̅ศᎾశߥᬒྱ਒˃ˉảဗܸࡏศǌ˖ڍᎾశࠑӨ͗ᬾ܇ᓧశށտ͗ށտảКڍ

᜾ᦉᦉ᫁ảࡘҫူ̂Щ࣡͗ߥ܇ᬾڍ˖տ͗ᮎ᫇ảށˉ˃܇ᬾڍ˖տ͗ҝ˞͉ảށ࠭ૈ܇ᬾࣉۡ

Ө͗͗տ܇ᬾࠑᄋڍảᔭށǒᎃ܇Ǒᬾڍ˖ 
 ảܸࠑ܇ᬒྱᐏᬾ܇ᬾڍ˖ ศᎾశߥᬒᆐቂၶ࠭࣍ả

ஓ૾ǌ

 Graduated from Tianjin Academy of Fine Arts in 1982, and now is living in Tianjin. Serving as the mem-

ber of Sculpture Art Committee of China Artists Association, deputy director of National Urban Sculpture 

Steering Committee, advisor of China Sculpture Professional Committee, standing director and concur-

rently exhibition director of China Sculpture Institute, editorial board member of Chinese Sculpture, 

member of Royal Society of British Sculptors, distinguished sculptor of China Sculpture Institute, and 

postgraduate tutor and professor of Tianjin Academy of Fine Arts. 

ᤂయᐎࡘ

����������ӵ๎ڍࠌᬄᎾశͺֵࡘ 
 ڍᳩảกࣄ

�������������ܷՎڍᬄᬾ܇Ԥࣱࡘ 
 ڍ˖ả᜴ࡢ

�������������̍ฮᬾ܇ᓧశࡘ 
 ڍ˖ảࢶࣸ

ᓧశᓫࡒ஠ӐᦉኃӠڍ˖������������� 
 ฿Ӯả˖ڍ

�������������˖ൖڍᬄ᝶ڲᬾ܇ᓧశࡘ 
 ᜴߶ả˖ڍ

SELECTED GROUP EXHIBITIONS  

2013        Louvre International Art Exhibition , Paris, France

                Datong International Sculpture Biennial , Shanxi, China

                Sculpture Art Exhibition in Asia , Guangzhou, China

                !e 10th Art Festival of China’s Ministry of Culture , Ji’nan, China 

                China-Europe International Forum Sculpture Art Exhibition , Xi’an, China
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Ю๯ˀॆ̼਒˦ǌੇᄉᤂͺǑၶeখ /0��	 ᛠٹ 
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Ǒᛠٹǒᤇ͇ͺֵ࣎భյဗፋܷࠑᄉ௦ʶሗథСþᛠҮᄉᓧశÿᄉ᜹এǌᛠٹˢቆӉả

Ժ៊þ٧ࠓÿảඇҁʶ˓ۡࣉᦏ੽ᣑᅋੇࠪᤇ˓ۡࣉᄉབৰ֖యय़ảՎௐ߱˶௦þᛠ

ᡋÿᄉǋሧҮᄉǌ߱ڙᤇ˓ۡࣉ᯾ᡛ˧Ր͗ᬣᅋᛠٹᐿՐ / ᛠᡋ᝭ेᄉʿறࣉۡ˓

ຊҪᏪੰࡘᅋͺֵᄉζোդ᧙ǌӜѾ̅͛ፑᄉͮ߿ழयảᏪ̾ͮሧᄉ࿃খ੆˝Цۋᄉ

þᛠҮᄉМРᓧశÿǌʼˆጡ �� ᡋጙǒͳဗ˿þᛠڠᄉǑܷܤᥲˢࠑᓧశڍ˖ࣱ̼

ҮᄉМРᓧశÿᤇʶഏএả̴ၸॡܲጙ͙ڙʶ˓ڠழࡘѢ̾ՐઈԮᡐ౎ҁԲʶ˓ڠழ

ፘ፝ࡘѢả࠱ᛠ˝বҪЙҁॆ̼ᓧశ˖੆˝ग़ௐᄉᓧశள᫔ǌၿ̅ͺֵʿᑞ᫁ˣᖿ੆ả

ᬣᅋጙ͙̯ႀڠ᮷Փ˲ڠᒯ̬ࣂፂᤩຑ੆˝࠵ஜ̠຀຀ᄉ᝭ॹǌᏪǑᛠٹǒѶ᯾ᡛ̅

ʶ˓ࣲۡࣉಫሗۡࣉᄉᔈᕘˀζোảౝ੆ʶ˓Ѿಧ௿᜹ԟˀҁឞۡᄉ௅࣡ၶา˧ þ̟ᛠ

ҮÿᄉഏএѶХథ៵ड़਒˦ảԵ௦᝭ᣑ˿ʶ˓ۡࣉᄉখऎảᖌ३˿ʶ˓ٿःǌ߱ ᄉþ᧗

ၶÿѶࣛᅋʶ˓Ԡʶ˓ۡࣉ᝭े֖ၶ֐ζোᡋՓʽʶ˓ۡࣉả͛ᤫᅋ̠ዜ஠௙ᤈር˖

̠ˀᒬཨ̠ˀᇪ͗Ꮕͳ֖ះԦࡘᄉ஠Ӑူএǌ

ǑᛠٹǒᄉধᏥ቉ᆠ͛ፑМРᓧశᄉʻ፤ቆᫍഏএảௐᫍ੆˝ФʿԺ੊Ꭴᄉጷ੆ᦉѫǌ

þᛠٹÿఴᢵ௦ၿ௃఺ˆႌᄉʿ᩠ᨁ੝ౝ੆ảͭ௦ФЮᦉᄉ֖ܡڗೱྫྷԁ௦థ఺ᄉၶ

᫁ྫྷ᠎ảᤇ̎ᔈᕘᬣᅋߢᓫᄉԪ૰ᤈЙҁၶখᣂٿᄉ࿃খảၿ௒ᄨҁ͓ᄾҁܬᔙҁᤄ

᭞вҁབཉᄉ፬உǌௐᫍᄉԪӐڙͺֵ˖३ҁ˿ͳဗảुុ˿ၶ֐ǋௐᫍᄉ፤ऎẟௐ

ᛠር˖ᄉধ፤Ԫጲ

úúॆ̼МРᓧశͺֵǑᛠٹǒѸͺៀ��	 ᓫᤤ 
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ᫍ˶௦౅஧ẠǌՎௐᬣᅋௐᫍᄉ଍ሧảþᛠٹÿڙʿՎۡࣉ˖ˀʿՎᄉ̠Ꮕ̖ၶ̈Ү

ˀСᐎảڙᛠር˖ͺֵᄉধ፤ጲᡸԦၶᅋ௙௬ᄉԪӐảఝܲᄉζোˀধᏥڙͺֵ˖ৗ

ཨၶԦảलԦੇ̯Ӭጥᄉၶখ˃ซՓ̠ǋᇪ͗ǋၶߚቆᫍᄉឰܲ᫇ᮤᄉຆЙধᏥǌ

ʿ᩠ᨁ౅஧ᄉ΍ၸả̯ྫྷူࡎ᭦ᝮảᑞક७֖ܡڗපѫᄉΥᙌγ૆Ф᜼᜿᜹ᠵবǌՎ

ௐԠ᫧ᤗᅋ௃఺ྫྷˀၶ֐ͳ˧ᫍᄉᅷᄳảͳဗڙˏ˓ழ᭦ǌФʶảʿ᩠ᨁ௦ࢹˉ஠௙

ᄉ̖ྫྷᏪడፂࠪᒬཨၶখᤴ੆ᆠڭảᏪڙᤇ᧖੆˝ᒬཨၶ֐ᄉ੽ᣑྫྷǌФ̃ả᫧ᤗ̠

ˀ̠ǋ̠ˀᇪ͗ڙ๖᠟஠Ӑௐ̼ǋڙൗభᄉᡸ᤬ʼả੝̖ၶᄉ጗ፆǋᅷᄳˀ᜿ৡǌ

ԓ஠ѮԦ̅Ǒˆႌᓧశǒẟ�ኃ ���������/0���� య 


Traditional city sculptures usually have distinct aesthetic pleasure and ontology self-discipline, 
and people more often view and enjoy them from the perspective of “otherness” in the face of 
these works; I don’t think that this way could touch the deep connotation and contemporary sig-
ni#cance expressed through public art. My recent work Life·Environment No.1 (Luggage) em-
bodies my thinking for the life, environment and living space, and re$ects my innovation in the 
context of public space form, and my inspiration originates from the gift of Mr. Yin Xiaofeng, 
an artist friend from Changchun. After an academic activity, Mr. Yin presented me a high-end 
international brand handbag, the possibility of which embodied in public share and universal 
public art promoted the creation of Luggage. 

Luggage is hoped to show everyone a kind of concept about “!e Art of Action”. Luggage means 
an empty bag, or can be called a “container”, which shall not only carry my enthusiasm for the 
city I have arrived at, but also appear in the state of “walking” or “moving”. !e information 
content of this work will be expanded following the increasing walking records of Luggage in N 
cities after stopping in a city. Di"ering from traditional positioning method, it becomes a typical 
“Public Art of Action” in the state of displacement. In 1990s, the Chinese artist Di Naizhuang’s 
Moving Red on Land has ever re$ected such concept of “!e Public Art of Action”, who used 
many red umbrellas to display in one place and then folded them and continued to exhibit in 
another place, the addition of behavior into contemporary art became a piece of art news at that 
time. However, because his work couldn’t be completed for a long time, it has gradually become 
a few faint memories with the red umbrellas $oating from one place to another place. While 
Luggage may stand in a city with its planted $owers/plants and information, to constitute a dif-
ferent landscape to participate in the daily life of the city, thus the concept of “Action” shall have 

Thinking Change in the Journeyằ
Talk about the Creation of Contemporary Public Art Works Luggage 
(Excerpts) 
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the symbolic signi#cance, which just records the attitude of a city and get a response. Its “rebirth” 
will be realized by bringing the city records and life information of one city after another and 
move toward the next city, to deliver the cultural concept of harmonious development between 
people and the nature as well as social groups in the process of human civilization. 

!e thinking of Luggage has broken through the 3D space concept of traditional public art, 
where the time is an integral part. !ough the Luggage itself is made up of stainless steel, the 
soil and plants inside are growing organic substances, these $owers and plants may enter into the 
status of ecological cycle along with the changing seasons, repeating the process of $ourishing – 
dormancy – revival – turning green – bloom. !e change of time is re$ected in this work, and 
the dimensions of life and time (time is also a material) are emphasized. Simultaneously, with 
the going of time, the Luggage” will interact and become associated with di"erent crowds in dif-
ferent cities, and the thinking lines of work will greatly change in its journey, more information 
and thoughts will grow quietly in the work, and then cause me to deeply think about a lot of 
problems such as people, society and living space from simple ecology. 

Speaking from the physical layer, the use of stainless steel can resist soil and water erosion to 
maintain its visual appreciation. Meanwhile it also elaborates the contradiction between inor-
ganic substance and life entity, which is shown in two sides. First, stainless steel is the product of 
industrial civilization and has once damaged the natural ecology, but here it becomes the carrier 
of natural life. Second, elaborate the entanglement, contradiction and awareness between people 
and between people and society both in the age of cultural consumption and in the journey of 
desire. 

!e original was published in the World Art (3-5.2013/NO.119). ᛠٹẤ൦ලቢ������ ࣱ
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ғܢ̋ JING
SHIJIAN

���� Ѣၶ̅˖ڍ᣸߰ᄴᳫࡢԝ 
 ဗ͉˖ڍᎾశߥᬒஓ૾ǋܲ፤ᛪဗᓧశࢹͺࠈ˞͉ảࢹͺ֖ࡏ

Ͱ̅˖ڍ౒ڍ˖ࢶෳႆ̂ူ͗ߥǌ

1960 Born in Shenyang, China. Now works as the professor and the Director of Multidimensional perfor-
mance art studio of Chinese Academy of Fine Arts, Hangzhou, China

ᦉѫ˓ࡘ

�������������কeገጭʼͺֵࡘảʼ๑ᓧశӯ᜾͗ảʼ๑ả˖ڍ

�����������Ǒ෇ຫคᓂúú̋ܢғͺֵࡘǒảष෇ॆ̼ᓧశᯝảʼ๑ả˖ڍ

��������������Ǒ᫝ឳᄉԺᑞúúсш ���� ሙǒảᛠ˝ᓧశả౒ࢶả˖ڍ

ᤂయᐎࡘ

������������ௐ̼ᐞϷúúॆ̼ᓧశ �� ࣱảʼ๑ॆ̼ᓧశӯྫྷᯝảʼ๑ả�˖ڍ

ڍ˖�ảܷᦏᎾశᯝảӑ̚ảࡘෳႆឥᝒᆐቂڍ˖᮲úڍ���������������

����úú̼ॆڙ������������ ڍ˖Ꮎశᯝảӑ̚ảڍ˖ảࡘෳႆԤࣱڍ˖

�������������þ௃्˧्ÿ˖̼ॆڍᓧశࡘảӴ࠶ᒽྱᓧశ˖ॶ�ảॳ͟ڍᕆ࣊ॳ࠶லܲࣉܺ࠶ảࠫ

���������������ʼᎾశᯝảӑ̚ả˖ڍ

������������þॹ෇Ӯÿ˖̼ॆڍᓧశࡘ�ảʼ๑ả˖ڍ�

SELECTED SOLO EXHIBITIONS

2012         “huai·su” the paper works Exhibition,ShangHai Art fair ,ShangHai, China
2009         Rowing a Boat——!e Art of Jing Shijian, ZhangJiang-Art Center, Shanghai, China  
                 !e possibility of reading——Frozen 2009 seconds,Action Art,HangZhou, China
 

SELECTED GROUP EXHIBITIONS

2013        Portrait of the times--30 Years of Contemporary Art, Power Station of Art,, Shanghai, China 
                China Oil Painting Language Research Exhibition” Dadu Museum of Art,BeiJing, China 
2012        “In time--2012 China oil painting Biennial” ,National Museum of Fine Arts, Beijing,  China
                “Incorporeal Shape --Chinese Contemporary Art Collection",Kunstwerk Carlshütte, Büdels-
                 dorf ,Büdelsdorf, Germany
                   “Dreaming of the South --Chinese Contemporary Art Collection”, Fanhua Art Exhibition,Cen-
                    ter，Shanghai, China

ᬵАeॳ᧖᣹ٿڙኔ̙ѽeᬟࠪ܊Фᗂ Ǒͅ˹зˀࢿऩǒᄉణՐᄉซ᧕˖੝ឬằþڙ൤ả

੆˿ʶ˓ጆፑǌÿ̴ᝌ᧕௦ằþͺ˝Ꮅ૰֖ʶሗ᫇ᮤ्ࠃʶሗ᫇ᮤᄉᎵ૰ả߱ᆷڙߚ

ᄉᎵ૰ả߱͂ᆷ्ࠃ੆˿౼ሗጆፑảᤇʶጆፑܪ౼ڙ௦ՓΧ΍߱ᤁҮᄉʶሗ௃กᆷ߿

ᄉຸ෻धԦᄉǌ;ଡѢᄉซ᧕˶ᝧ̠ਆᡐ˿ᥦ̎üቆᄆýᄉॸ᜵বảੇ͂ᅻ᥊ĀĀả

੝థ஠ఴ˖ᦏ௦�ü᧗᜵ᄉýÿǌڙ͂߱

͉ʹʶሗᓧశ्यᄉॆ̼਒˦ᄉᠱࣿảᦏʿԺᑞᤠሎʶሗԊԽবᄉӾ᝭ǌᄹͪˀ͛ፑ

௃͉ʹСᐎᄉʶሗॆʽᓧశڎϷǌڙᄰࠪःʼ௦ࠪ᣾ԜᄉʶሗᛩЌ੊Ѹளǌ

ʶሗᄰ̈ਕ౿ˀ̈ᄰ९ဖᄉʶሗ̈ҮҦǌᏪᤇሗ̈ڙߚᬄӐᄉᓧశѸͺᐿ௿˖ǌڍڙ

ҮҦᄉ಩ຸảڙԥ௡ࡎ൒ʼ௦ʶሗୋᑱǌৌৌᤇሗҦڎୋᑱᄉԓځ௦ԊԽӾ᝭੝௡Ԣ

ᄉల౎ᄉʿᆷ߿ઝউǌஊ෴ܷ̅˓ͳ਒ខˀ਒ংᄉѻறẲᛪৰ̼ఢˀഴዹ˿ধᏥᄉѻ

றả᧚ᨐᄉᄮ̯̼ఢ˿ஊ෴ᄉᄮ̯ǌࣂፂ੆˝ॆ̼ᓧశᄉʶሗጆፑǌᤇሗጆፑ඼ՎФ

߱ጆፑౝ੆˿ॆ̼ᓧశᄉஞͳܑ۪ǌ

ᓧశᄉ᫧ᤗߥả᭦ࠪ௦þ᭨֐ÿᄉជ඼ảڙΒˠᤇሗþ᭨֐ÿᄉழयảॆ̠͂˷਄̅

ʶሗࠪဗࠃ੺ѻᄉᤀՋảՎௐ˶݂ఽᅋ୓ංᄉൗభˀᛪ᣹ǌþतౝÿ੥௦þ᭨֐ÿᄉ

ᄫᄉảݟ౦þᓧశÿԵ̾ʶሗᄰԥᄉܥᮂᏪʿ௦̾ʶሗਥఄᄉѻறᄉ᝜৵ࠅ᜼ᤇ˓ˆ

ႌảᓧశᄉᡙ։ࡂጉཨ௃։ǌ

Ꮅ૰ቆᫍǋ͇̂ǋௐᫍԢᓧశழयả΍ᤇሗᛪ᣹੆˝ʶሗளᄉ᜼ᝇˀᛪ᣹ǌᤇሗþᎵ

૰ÿ௄Ӊդ˿ԓథ౅᠎཯̭ᄉᣀ૰ả˶࠼ណᅋݟՎளᄉѻறᄉԲ̭ܰ޴ảᤇሗ཯̭ʿ

̨௦ྫྷ᠎ᄉả˶௦ধ፤ᄉảԊԽব᧗ளᩖଋǌ

ʿԺᑞᤠሎᄉʶሗҦ᧙

ғܢ̋ ����� ࣱ � త � ௅̅౒ࢶ
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ả̯ڣࣸڙảᑡҮ̋ࣉᛣ᥊ڙả̠͂ၶาࣉ௦ሧҮᄉۡࡂᄉ༦᱇ả̠ࣉ౦ឬ̠௦ۡݟ

ʶएۡࣉቇᡔԲʶएۡࣉǌ˖ࣉۡڙڍᄉԪ᭨˖ảԊԽʼፂԊ˿̃൒ܷᄉ᣺ᬑảॆ̬

ܷ᧙̠ۡࣉԯܘҪࣛ౎˿ۡࣉาҦˀၶ఺ǌඞࢹ໼੆˝˖ࣉۡڍᤈርᄉʶ˓ྱ൳௿᜹ǌ

Ꮺʼ˓ˆጡНǋʸӠࣱ̼ảᥦڣˠڍʼʽᄉᅻខ᭞ࣱʼࡢʽ˸ᤁҮảקᡐ˿ӡʹᅻ᭞

ᄉ᭞௢˧ൠǌ˶᝴࠱þѢۡÿˀþᤈۡÿͺ˝ʶሗԊԽဗ៵ᄉধᏥˀѻறả߱ଡΘፋ

ੇ͂ᄉʿ̨̨௦ʶሗᛪϷảᏪڙᤇ˓ᐿ௿ả̠ϡ˝˞ͳᄉᯏ໗༎ৰả௦ՠ̮థԲܰʶ

ሗ਒։ảԊԽᄉ᧗Ԯ਒˦ڙᤇሗᎵ૰ᄉᛪ᣹ʼảੇ͂ःᄹҁ̣˥Ặᤇ௦ᓧశ੝Сॶᄉ

՘Ặ਒˦ʹڙẶ᜹͔௦׬ʶᄉኔ಴ǌ

þ੝థᄉ्यᦏ௦ᄹᅋੇ͂ᄉ᭦ߗÿกॕႂڍ੺᝿࠶܊ࠑ௅e᣹Ю˶᝴᥊Ѣ˿ᓧశˀ

ॶ༦ᄉᄽ᭦̠ၶǌॆੇ͂ڙਕকԊԽˀॆʽᄉᒬ៷ˀᎤਲ਼ᄉ൤ௐảᓧశࠑᄉਥఄ௦ᄹ

ҁԁ̯ʿ᥊ឬǌ᜼᜿௦Ժϙեᄉảܥᮂ௦Ժ᜼᜿ᄉẲ᭦͔ࠪܲڎϷᄉ೚ူˀஞՋảူ

Ѣʶ్ᓧశধᣲ᜼᜿ᄉᒬੇ˧Ϸǌ΍ͺֵ੆˝ʶሗᛪ᣹ᄉழयǌ

In response to the Henry Louis’ question about the last note in the book Writing and Di"erence, 
“Here exists a substitution of questions, it indeed forms a system.” Jacque Derrida remarks, “As 
a substitution and a substitution of questions, they indeed form a certain system. !is system at 
certain points is what forces it to move. It is an unascertainable source. Your note reminds me of 
the necessity of absent voids. We know…they are ‘important’ in any text.” 

!e production of meanings in contemporary art in any form is to be inscribed by history. Al-
though some contemporary images seem to have no connection to tradition, they still respond 
to tradition as its addition or as an innovation based on tradition.

In the international art arena there is an interactive and dynamic force which encourages ex-
changes and interconnectedness. !e source of this interactive force is our concerns and feeling 
of uncertainty about our past and future, which is expressed as a kind of “breaking away”. Pol-
itics takes precedence over individuals; expression replaces and blurs critical thinking; money 
worshippers replace political ideologues.  !ese conditions have created a system of contempo-
rary art, which, long with other systems, constitutes the environment for contemporary art.

!e hermeneutics of art adopts a “revolutionary” vocabulary. We tend to harshly critique the 
current situation. We have strong desires to tear things down. !e goal of revolution, however, 
is to build things up. Art should sensitively observe the world and make wise judgments.  If art 
acts only as an oppositional voice, it will not be interesting any more.

!e substitution of space, events, time and artistic approach will o"er the artist new perspectives 

An Inescapable Force

By Jin Shijian

July 6, 2008, Hangzhou
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and languages. !is substitution can be material, as well as intellectual and historical. It will cre-
ate new associations.

If people are the soul of the city, they constitute the moving city. !ey live and move in the city, 
or travel from city to city. !ere are two major population movements in China’s urban develop-
ment in the twentieth century. !e increased urban population has injected new energy into the 
city. A unique phenomenon in China’s recent urbanization process is the large-scale movement 
of migrant workers from rural areas to cities. !e 1960s and 1970s saw the nationwide youth 
re-education movement. !ousands of young intellectuals moved out of cities to live and work 
in the countryside with great enthusiasm. !ese historical events are thought-provoking. !ey 
reveal something deeper: What made people move in and out of the city with great enthusiasm? 
When we juxtapose, compare, and interchange two historical events, what will we discover? Is 
this relevant to art? What is its signi#cance? !e only answers will be given by the viewer.

!e French #lm critic Serge Daney’s statement that “All forms are faces looking at us.” may have 
revealed the essence of the relationship between art and our mind. !e artist’s wisdom is some-
thing you can see, but cannot use words to describe. You can hear the image and you can see the 
voice. In order to create something personal and intellectually stimulating, contemporary artists 
face the task of rearranging and integrating a multitude of images. In this way, their work be-
comes a way of expression. 

іʹߥ˧ʶ
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Geometry I 
paper sketch
100 x80cm  2008 
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Geometry II      
paper sketch
100 x80cm  2008
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ሟ���᮲ QIN
FENG

����ࣱѢၶ̅˖ڍள Ẳႝ�����ࣱԩॳࣉౣ౻ڍஊउᥘឯ͉ᓧశܷ΍
�డ͉ஓ̅౻ౣᓧశܷߥ�	ॳ

ڍ 
ả���� ࣱѸतӑ̚ॆ̼ᓧశᯝẲ͉ஓ̅˖ܼᎾᬒᆐቂၶ࠭࣍ẟӑ̚Ạảֺ͉͹ܷ̍ߥฮ˖

ॶॆ̼ᓧశᆐቂտǌ

1961 Born in Xinjiang, China、Graduated from the Shandong Art Institute, Shandong, China；1996 
Moved to Berlin, Germany and Taught at Berlin University of Art, HDK/2006 Founded the Museum of 
Contemporary Art Beijing ; Began teaching and serving as graduate advisor at the Central Academy of Fine 
Arts in Beijing; Nominated and selected as research associate in the Fairbank Center for Chinese Studies, 
Harvard University.

˞᜵˓ࡘ

������(PFEIVJT�$POUFNQPSBSZ�"SU�(BMMFSZẟ͟ஙẠẲ&UIBO�$PIFO ႆङẟጰጝẠАᎬ̍ฮᓧశᯝẟ᣹

ડலẠẲ"�CSVTI�XJUI�UIF�'VUVSF	�ᯭຠˆႌႆङẠ����� АᎬ̍ฮᓧశᯝẟ᣹ડலẠẲᯭຠᓧశ

ӯ᜾͗ẟᯭຠẠẲ�ʼ๑Ꮎశᯝẟʼ๑ẠẲ�͹ᎬலྱᎾశᯝẟ᣿ᬀࠚẠ

ͺֵᜁ�ܷᔭӯྫྷᯝảጰጝܷᦏ͗ӯྫྷᯝảจܢᮏᎾశᯝảҪܹ̍ࢶӯྫྷᯝảᎾڍለྱ۲᧚͗ả

᣿А᥊۲࠶᧚͗ả�ֺ͹ܷߥ'PHHᎾశᯝả᐀᱔ܷߥᎾశᯝảԽࠚலߥᬒᎾశᯝảก۲ࠑڍڍ᧚͗ả

ᯭຠೌผӧ۲᧚͗ảᄆࠌஜӠࠑӯྫྷᯝǋᓧశ఺ౝԢ˓̠ኍஅᘨ

SELECTED SOLO EXHIBITIONS

2013 Goedhuis Contemporary Art Museum ，London；Ethan Cohen Art Gallery  New York；Crow 
Collection of Asian Art Museum, Dallas/2012 Crow Collection of Asian Art Museum, Dallas; Texas Art 
Museum, U.S.; Goode House Gallery, London

COLLECTIONS

Works collected by the BritishMuseum,the Metropolitan Museum of Art, Museum of Fine Arts, Boston, 
the Fogg Art Museum Harvard University, Yale University Art Gallery, Smith College Museum of Art, the 
Ford Foundation, the MacDowell Colony, the Annie Wong Foundation, the National Arts Foundation 
(France), the U.S. State Department (“Art in Embassies”) 

�ảԢึҮᄉጲ్ፆᎅảܚả�᫁ˣ̾౎ˀቷảႆڍ˖�ᓧశγ႐ᅋӡࣱᄉᓧశ͛ፑǌڍ˖

஠̠̾൤ழय౎ଠᤗઃৰᒬཨˀᇪ͗௿᜹̾Ԣ֖ះᄉ߾ߴǌᤇࣰ̎຀௃݈ᄉڎ៵ả઱

ॕᅋௐ̼ǋ�ஊ෴֖ᇪ͗஠Ӑᄉ࿃খǌ̬ܸả�КီСซˋழ஠ӐԢ�ᓧశ࠳ڙࠑ᧗͛ፑ

ᄉՎௐả�˶Сซᅋˆႌǌ

ၶ᜴᫁ڍ˖ڙӑả�ˌ፨˧ᡸʼᄉሟ᮲ảᙉཨ̾ՐֆຣൖᎾả�̴ᄉᓧశຆຆԩҁࠑ˸

౎ᛪ᣹̠ዜРՎᄉþᓧశឥᝒÿảၿߙណၸቿՁ֖஠࠼ڠˀ஠Ӑॕֽǌ�̴ʿற۪ڠ

൤ᄹѢþ஠ӐࢿऩÿˀᚷՋ௦̴Ѹͺᄉ˞ͳˀጲᡸ�ǌþ���� ࣱ౎ả̴ʿறࠃڠᰍள

ᄉපႆܚกǌ̴ᄉͺֵ̾ቷܚ˝˞ᝇảԀ΍ၸᄉ௦ෳॐả�ˈབྷả̴ᤆ௦̾ˋழЊገ

ᛪဗ֖॔௬පܚዴᇷǌÿ̾˹зय֖˖ڍឥܑ˝ನॶǌ�ሟ᮲ᄉͺֵ˶Хథ᜴ழઙ៵

ᛪဗ˞˦ảឥܑˀ्य᱊Ҧǌ�ᘧ൤౎ᛪ᣹ၶ֐ᄉͳᰍǌ�ሟ᮲ᄉࠑி˶Վᥦ̎ௐ̼ʶ

ಧᬱᤠҮᕤஜᄇ௢ሖǌᤇಧᄉၶ֐ፂԊࣛፋ̴ᄉͺֵܷࣧऎᄉৰਕቆᫍǌ᝴᜴ܲழઙ

៵ᛪဗ˞˦ᓧశࠑảᥒ᥄ൖฮੌ˼ả�ᓧశả௦̴͂ᛪ᣹˓̠ৰਕᄉࢹХǌ

ઙ៵ᄉ߿˦௦ፂ᣾ᬓԜ੊௦ኤӐᄉ᣾ርảڎ�៵ʿвѬڠࠃյဗԺᣱྫྷͳǌ�ᤇሗᛪဗ

ழयःၸҁ᝴ܲᓧశᛠ˝ʼ᭦ả�˶ॡՋ᤟ᝌឳൔᠵ˖ڍᄉፊႆả࠾Ф௦ॆ᜴ழ̠௃

กᣱѾ߱ᄉ஠ߥᐿ௿˧ௐǌࠑႆڍ�ảፂ᣾᫁యᆐνả�૘୞ᅋुᜇᄉˀᒬཨˀ̠ˀᇪ

͗ᄉਕৡˀᛪဗᳫܚảԠҪʼዴᒰᄉЮᦉዴᇷˀ̠஠ጹᓫǌڍ˖ڙ�ả�ᤇ̎௦ణԩ࠳

᧗ᄉႆࠑǌ˖̾ႆڍбᮅảԃᣈả�ˌả�ጭ्य˝˝̭޴ˀᣑͳảᤂࣱ˶థ࣊ႆڙʼǌ�

ඇʶቷѲᦏథ߱ᄉ៵ड़਒։֖ৰ௿̈௡˧ئảв̾௃ஜᄉጷՋழय्੆࿗ҁ्यˀឥ

ܑǌ�ᰳऎઙ៵ቿՁ्यᦏˀᒬཨፆᎅẤᲙả�ಝả�Հả�ᔈả�ᆂảࡢ�ả�ܷᒬཨˀʶͳǌ

ᘧ̾ᛪဗᓧశ̠ࠪࠑǋᇪ͗ǋᒬཨᄉူᝌˀᛪ᣹ǌ˖ݝ؝̠ڍѫዜᄉ˷਄ፘ፝ଠᤗᅋ

̾ʽᄉѫዜằࡢපả�ᐞϷả�᭡ྫྷả�ᔈᲙả�Үྫྷǌ੾กʼ˶ѫ˝ࢹቷả�з਒ǋܷนܚả�

ሟ᮲úúઙ៵ᄉளഏএằ˖ڍ᮲

$BSPM�%BNJBO

ᗂՏᓧ᝿ࠑǋን̠ࡘǋ᣿ᬀࠚӯྫྷᯝᓧశ঳ᄢ



078

࣯ቷኍǌ�ࠪሟ᮲Ꮺᝒả࠱�ᤇ̎͛ፑˀॆ̼ᓧశᄉፆՋᄉͺֵ̼Й᜴ழˆႌࣲ࠭लᚷ

Й᜴ழॆ̼ᓧశả࠾�Ф௦ˋழयᄉઙ៵ᛪဗ˞˦ảԺᑞ௦ణଋՐဗ̼ᓧశˀᛪဗᄉ

ώᝫᏧǌ

ጰጝઙ៵ีႆࠑᛠ˝ᓧశ੊ᛪဗ˞˦ᤁҮảܷ̾ࣧ੊ኤӬ्ᓣͺֵᏪᗂሥảխल᜹Ꮷ

᜹ࠢҁႆ˖ᄉࡎ൒ả̯Ꮺᮏᡛ႐൥ਤਤᤈႆǌඊݟả̾ᳫᄆઙ៵ႆ੆ࠑᄉ 'SBOL�,MFJO

ઐጭʼả�̾൤౎᣹ҁˋழႆᛪ਒ᄉ஌౦ͭҪʼ˿ुཉᄉࠪඊڙҪॐႆ໡ả�ႆ˖ܚڙ

Ҧ᧙ǌ˶᝴ጰጝઙ៵ᛪဗ˞˦Ꮷˀ˖͛ڍፑႆᄉዴᇷবಪ஠Ӑǋᇪ͗ᐿ௿߸КऩՎả�

ሟ᮲ᄉͺֵԁ௦΍߸КʿՎᄉ஠ӐˀᓧశዜۋৌҁᄉᚷЙảፆՋࣲͳဗ̅ধਆˀѸͺ

˧˖ǌ

ሟ᮲෸ᤙᥑຣ̴̅ᄉᳫᄆˆႌả�ᰳᬵᄉපጮڙ຀຀ᄉᐿ௿ʼึҮả�ࣰ֖ˀຆݗǌ�ॆ

̴ઁጲ్֖ࣧࡆஉܷᄉͺֵả᫺᫹ᅷᄳౝ੆˿༎Үʿ߶ᄉ௃ᬌቆ֖ᫍൗభឥܑǌࢼ�

ܷᏪኤӬᄉ्यቿՁˀڙᤳऎảழՓảڠ᠎�ʼܲԪᄉጲ్्੆˿ளᄉච៵ǌ̾ ᳣̍ጭả�

�ᓧశᄉҚᄫၿሟ᮲ᄉͺֵᏪડधࣿ࣪ǌڍ˖�౅ả޴˝ảˈབྷả�ኍኍܚả�бᮅả࣊ႆ

԰တᬵ஠௙ảࣄ�ඊ͟஠௙ả�۟Ԣ஠௙ảӧܭ஠௙௦˖ڍ஠௙˧ЎᢷảࣲѸበ͚ܷᄉ

஠ߙͳጆǌ̴ ᄉൗభ᮲௿ả�஠௙௿᜹ả�᜴᮲ˋප˧ጆѴ΍іܪ԰Ꮴ஠௙ᄉᚷՋˀРᕥả

᧗ளвဗ˿іܷ԰Ꮴ஠௙ᄉ͚ܷˀু߹ǌቿՁˀ஠ߙᄉ̓ᚷ̓ଋ̖ၶ˿ʶ˓Кளᄉڍ

ᬄবឥᝒ֖̠ዜРՎᄉ஠௙௿᜹ǌ�ᤇ˶᝴ˀԓ౎ᄉ஠ߙ਒ধథࢿᡯả�ͭ௦ᆷథᅋள

ᄉ஠Ӑ΍֐ả�ܷ͛ᅋ �� ˆጡڍᬄӐᄉᝬোǌᤇ੊᝴௦ၿ۪̅ڠবࢿऩ֖԰̠ᄉ਒ਜả

ሟ᮲ᠱ̀߱ளᄉ஠௙΍֐ả̴̾ᄉþ஠௙௿᜹ÿ͛᣹ల౎ˆႌᄉڍᬄӐᄉ஠௙ᝬোǌ

Chinese art has maintained certain traditional approaches to painting for hundreds of years. 
Painting has long been associated with brush and ink, calligraphy, and $uid markings to describe 
a lyrical landscape and the harmony of the universe sung by philosophers and poets.  Scrolls to 
illustrate ancient texts soon gave way to more prosaic images, their subjects de#ned by dynasties, 
politics and socio-cultural pressures.  Today, the world of Chinese art is more familiar as the 
multifold phenomenon of Chinese culture has entered into popular discourse and artists deter-
mine to create work that is appreciative of past traditions while looking to the global future.  

Qin Feng was born in Xinjiang in the far reaches of China’s northwest territory where the inter-
section of the Silk Roads brought many cultures together and would in$uence his art for years 
to come, despite travels that introduced him to the styles of Europe and the United States.  It 
is the subject of cultural di"erences that weaves its way through his work as he constantly ex-
plores how symbols and language can be used by artists to communicate universal ideas.  “Since 
the 1980s, he has been continually researching and experimenting with new ink painting and 
contemporary ink painting.  His creative method and expression utilize primarily the language 
of ink and brush… Even with oil painting, acrylic painting and Western painting, he still uses 
Eastern elements to show o" the expression of ink painting.”1  With Chinese calligraphy and 
ink brush traditions at its core, Qin Feng’s works meet the modern Western stylistic category 
of Abstract Expressionism.  Both depend on the almost ritualistic process of applying paint/
ink to the surface to express and re$ect the experiences of life.  For Qin Feng, whose family was 
constantly subjected to the atrocities of the Cultural Revolution, life’s experiences bring a wide 
range of emotions to his paintings.  For the Abstract Expressionists, many of them exiled from 
or a"ected by the events of war-torn Europe, the action of painting was key to their own mode 

4,1�)(1*�$�1HZ�'HŵQLWLRQ�RI�$EVWUDFWLRQ��&KLQHVH�6W\OH

By Carol Damian  

Director and Chief Curator 

The Patricia and Phillip Frost Art Museum 

Florida International University
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of personal expression.  Abstraction, by de#nition the simpli#cation or reduction of forms into 
images that do not realistically represent recognizable objects, has been used to describe many 
kinds of art produced over the centuries, and can be applied to Chinese brush and ink painting, 
especially to Western eyes that may not recognize its literary, traditional, or calligraphic sources.  
Sweeps of black ink and delicate linear details are applied by the brush of experts who have per-
fected their craft after many years of dedicated study.  Ink brush artists are among the most re-
vered in China.  Chinese paintings were done in albums, scrolls, silk banners, and on paper and, 
most recently, canvas.  Each brush stroke was given a name and combined in almost innumera-
ble ways to make up the structure of the picture.  Most strokes are associated with nature (birds, 
trees, leaves, blossoms, rocks, mountains, etc.).  !e Chinese love of classi#cation continues in 
the description of a number of basic classes of subjects: landscapes, portraiture, #gure, genre, 
birds and animals, $owers.  !e techniques also have classi#cations ranging from meticulous 
brushwork to outlines, splashed or spilled ink, sparingly dry ink applications.  For Qin Feng, a 
student of Chinese traditional painting, bringing these processes into the modern world led him 
to be associated with Western art, in particular, the Abstract Expressionists, perhaps the closest 
proponents of complex painterly processes.

!e Abstract Expressionists of the New York School apply their paint with either spontaneous 
aggression (Action Painters) or with sublime attention to color (Color Field), in very large for-
mat works that invite the viewer inside the many layers of pigment.  An artist like Franz Kline, 
known for his large black and white abstractions, also used brush and ink with some tempera, 
often on newspaper, to achieve a style of painting reminiscent of Oriental ideographic writing 
but with dramatic intensity and energy.  Although the modern Abstract Expressionists of New 

York may appear to be of an entirely di"erent temperament than the Chinese traditionalists, it is 
the similarity that Qin Feng ascribes to as he brings both together – a meeting of East and West. 

Qin Feng embraces the black and white of Chinese ink painting and calligraphy, ancient art 
forms whose graceful, liquid lines $ow gently over a pale and passive support implying in#nite 
depth.  As he enlarges the strokes and the material upon which it is placed, whether canvas, pa-
per, or books, positive and negative join together as uneasy coe&cients .  A new variety emerges 
on the uniformly activated #eld as large, simple shapes juggle with abrupt shifts in the velocity, 
direction and texture of the strokes that give them life.  Working on hand-made paper, canvas, 
books and fans with traditional inks, acrylics, and mixed media that is referential to his subject, 
Qin Feng has vastly expanded the repertoire of Chinese art.  His numerous Landscape series 
(Desire Landscape, Civilization Landscape Book, West Wind East Water) have a"orded him the 
opportunity to incorporate in$uences from di"erent cultures, including ancient Mayan, Babylo-
nian, Egyptian and Chinese, all of which developed a form of script/glyph writing system.  Be-
tween the symbolism and the simple beauty of the scripts, images emerge that are international.  
Perhaps out of their original context, these images and painted objects begin anew culture’s quest 
for a means of communication, now complicated by the spectacle of our vast global environ-
ment and the new societies that have emerged in the twenty-#rst century.  
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ဌᣊ၃ WANG
YIQIONG

���� ࣱ � తၶ̅෇ᔙả���� ࣱඋˉ̅˖ܼᎾశߥᬒྟႆጆǌ

Born in Jiangsu, March, 1961.Graduated from Graphic Arts Dept., Central Academy of Fine Arts, 1990.

ᤂయࡘ᜾
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������������Ǒᯪࡒள̚ีԤࣱࡘǒảள̚ีᎾశᯝảӑ̚

�������������þੇ͂�e�����ú����ÿú˖ڍ߷ࣺᓧశᬶࠑᏅ �� ả߷ࣺᎾశᯝảӑ̚ࡘྱࣱ

������������Ǒᭅႌǒ���� ᯪڍ˖ࡒᜈᎵᓧశԤࣱࡘảॆ̼ᓧశᯝảӑ̚

���������Ǒ೎ᔈௐᫍǒڍᬄྟႆͺֵࡘảಪౣᐯả။ܢ

������������Ǒ! ߷ࣺᎾశᯝ ���� ॆ̼ᓧశ 8FJCP ǒả߷ࣺᎾశᯝảӑ̚ࡘܷ

������������Ǒϛݟ௙ܸ౎˙ǒॆ̼ྟႆᥘឯࡘảᘾᔚᎾశᯝảӑ̚

���������Ǒᡸᤈ˖ڍǒॆ̼ॕϷͺֵࡘảڗ᏾Фႆङả͎லںӯ࠶ảڗ᏾Ф

SELECTED  GROUP EXHIBITIONS

2013       How Far—Exhibition of Chinese Contemporary Photography,Songzhuang Art

               Museum, Beijing

               Free Breathing—Exhibition of Chinese Renowned Artists’ WorksảTokyo Art 

               Museum,Tokyo,Japan
2012       Titoni & Time— International Exhibition of Graphic Works, SwedenExhibition of      

               Contemporary Weibo Art, Songzhuang Art Center, Beijing

               If Tomorrow Comes—Invitation Exhibition of Graphic Art ,Beijing

               Burnout and Restart from Nanjing—Contemporary Art Exhibition,Nanjing

               Slow Pace: A Kind of Contemporary Art , Li-Space, Beijing

               Not Now—Invitation Exhibition of Contemporary Art, Beijing

2010       Path To China—Exhibition of China’s Contemporary Photographic Works,Istanbul, Turkey

̬௸ᄉᤇ˓ௐϊảੇ࠱ᥘឯ;͂ʶᡐԜԟҪʶ˓ࡘ᜾ả௦ԟҪảʿ௦ԟ᜹ǌᏅ᧖ᄉ੝

థ̠ᦏឯ;͂ԟҪả̬ࡂ௸ǌݟ౦;ᅓ˿ảྱѾ௦֖̠ݘᅓ˿ảᥦᤇ˓ͺֵࡂʿᎷՏ

˿ǌݟ౦;ܷ؞ڙᦤ෤ᄹ᜸ảեឬ੊ᑊեឬ˶ኪǌݟ౦;ڙ಺ૅả෤ᄹ᜸ᥦࡂኪ˿ả
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ᄹႂ᜼ᄉࡂኪ˿ảʼॱζᄉࡂኪ˿ǌ঳˧̬௸ᄉࡘ᜾ả᭤௃्ǌ

᜾ᄉᮤᄫ௦þ௃ॕ˧्ÿǌࡘ

ੇኃʶ൒ᄹҁ௃ॕ௃्ả֖̬ܸᑧߔ᧖๎ဗᄉ௃ॕ௃्ả঳௦֖௃ॕ௃ᢍᤇ˓्ߙథ

Сảᤇ௦஠ߙ᫝ឳᄉቆᎤჁథСǌ

̬ͭ௸௃ॕ௃्֖ӑ̚ᄉԠʶ൒ܷ᮲థСả᮲౎˿ảΤчΤчảን̠ࡘየܲܤᜁծҁ

˿ᔙࢶảॆ̼Ꮎశᯝᄉ௳࢕ᜁծʽာ˿ảጝ̬ݜ௸ᄹࡘ᜾ᠪ஧֖Ոᯋᦏᜁծ˿ǌ

ੇቢڙ᧘ܰш˿ �� ѫ᧾ảʿ˝̣˥ảࡂ˝˿᝼௙ੇథܲ϶ǌٿҁࡓ᧖ݝఋ֖׹ảᤇ

Զчшٿఋกǌ

Ϧᄹҁ˿ả̴ቇᅋᄔᛷ˞ڠௐϊե̠ឬảʶ˓ቃ̠෤ᛧనቇඇܸܳ᧖ᡪᄉгෂảᜁ࠴

ᦏчảڠ˞᫇;˝̣˥ᤇ˥ఋ֖ảቃ̠ឬảቇʼੇᄉᤇ˓ᇷᛧảᡪࡂʿч˿ảڠ˞ឬ

ੇ᜵ᇷᛧả̯൤ቃ̠ቇᡐ˿ᄔᜏᄔܷᛧǌ

ឬ௃ॕ௃्

ဌᣊ၃ ����������ả௸ �ằ��
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ᤆథþᓧశᔙयÿ! षˋảФ̴̠Фࠃᤆ௦˷਄᜹ᄹࡘ᜾ả੊Ꮷեឬǌ
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౎ᄽᄉ௃਒ᡪԜᄹ˿ảੇୱảᤇ௦̣˥ղẘ

ᤇ˓ழ಴ͺ˿ʶӡࣱả੝̾ᥦʶࣱảॡ̠ܲឬ෤ᄹҁੇảФڙੇࠃǌ

ဗࣂੇڙፂҁܪᦏڙảʿ௦௃्˧्ả௦෤्ả෤ᧇả෤ۋả˶෤ॶǌʶ˓෤థॶᄉ
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ᄆǋᄆᄆǋᄆոᄆǌמảతᳫ᮲ᰳảࠞпᑸతảʿឬᤇ̎ጁॶ̂˿ả౎Չͮ؞ԯᦤաả

ጙᄉả࣯ảѬ௦ả؞ảᇋảஞảᄕǌ

Ӡཁ˿ǌ

᣾ʶ͗ảࡘ᜾ࡂ᜵ଋᤂܥࡊ˿ảᤇ˓ܳࣂፂᡓ᣾˿ᄆܸảྱѾ௦ᥦሗڙֆНֆ௅ʽӤ

᜾ध࣪यảಧय෤̣˥ܷᄉӜѾảᄹᄹảᣀᣀảᑊΎіԱả੊ᏧॶࡘᄉݼԾधࢺཁٽ

ူʿࣰᛥả੊Ꮷ֖ᝢខᄉảʿᝢខᄉ˼੩ય֏ảཨՐࡂ௦Ոඈᯖ࣯ảᣀ۲᜴ځጙಒả

ཨՐ؞ణࢿᄉጙᦤảࡘ᜾ܹ੆ҩ˿ǌ

థੇ̬͂௸ᄉ੆ҩ՘ǌ
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Tonight at this moment, I would like to invite you all to participate in an exhibition, to be en-
gaged in it, not to visit it. All in the Wechat group will invite you to go for it, just tonight. If 
you already fall asleep, particularly sleep with your woman, this work, then, would be an anon-
ymous one. If you drink heavily without seeing or hearing of it, then just drop it. If  you are in 
the sauna, drop it. Or if you talk about art with others in high spirits, drop it. !ose who work 
till far night or gamble, or paint, or watch TV, or play Wechat, just drop! In a word, tonight’s 
exhibition is based on formlessness.

Title of the Exhibition: Form of Shadowlessness
!e #rst time I saw something shadowless and formless together with what it occurs to my mind 
is usually related with the character form of this “shadowless and traceless”. It relates with insuf-
#ciency of literary reading.

And yet, tonight’s “shadowless and formless” is related with the big wind again attacking Beijing. 
!e wind came, terribly cold. Curator Su Duozhuang was blown to Suzhou. Xiao Cui of Con-
temporary Art Museum was blown back home, with whom the appointment to see the exhibi-
tion material and to have dinner together was blown away, too.
I was standing in the wildness, frozen 45 minutes, for some unknown reason, just to prove how 
silly I was. Back in the room, how cozy and warm I felt. !is is what is called Frozen-Warmth 
Back Technique. 

When I was a child, I heard a story. A poor man without clothes to wear had to run during 
night every day. He kept running until he sweated. His landlord peeped at him. As he wore a fur 

coat and still felt cold,  he asked the poor man why you felt so warm. !e poor man said, Just 
wear my divine clothes and keep running and then you will not feel cold anymore. !e landlord 
asked for his divine clothes. Henceforth, the poor man began to wear the fur coat ever since.

Joy
Wang Yiqiong
Is because of
No barrier
No restraint
No hypocrisy
No vulgarity
No silly numbness
No silly “Hehe”
Joy is a self-awakening and self-ecstasy
Care and love
And is
A talk on your own legs

To be frank, our eyes are terribly damaged by Wechat. Whatever we see is hazy, even the shadow 
has no form. Mobile damages ears, brains and families. Now it seems that our ears are #ne. Fam-
ily is #ne, eyes are not #ne. Whatever we see is a $aw, including family. 

)RUPOHVV�DQG�6KDGRZOHVV

Translated  by Wang Yimei
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Family has a double shadow, not a crack.

Nearly one hour has passed. Except “Metaphysical” @Mao Mao @Nine Stitches @Meng Zhi-
gang, plus “Art Su Style” @ Zhang Dong, others are still used to seeing an actual exhibition,or 
hearing of an exhibition.

“Exhibition Heard Of” is my 2010 work plan. As I felt it was not worthy going for a then ex-
hibition, I thus just called them, listening on phone to what they spoke of, rebuked, or fucked, 
etc. Even though I was not there physically, I felt considerably contented with what I heard. Lat-
er I went there to see the show. Fuck it! What was that?

!is work plan extends one thousand years. So that year, many said they had not seen me, but I 
did exist.

Now, I am everywhere. Not in form of formlessness, but is formless, wakeup-less, no shape, and 
no heart, either. Even not to mention an invisible form and shadow of a heartless shape. So, 
then, what is visible #lling up the world appears appalling! Soulless, blank, pale, plain, white of 
whites...A sigh, black moon and high wind, severe winter and January. Let’s drop these heart-an-
noying things. Let’s drink a glass, red, dry, or whatever...Drink, Clash, Integrate, and Crumble...

At 10 PM already.

After a while, the exhibition will soon come to an end.This night is far longer than the day. 

!ose vernissages commonly begun at 4 PM or so on Saturday or Sunday have little di"erence 
from one another in form and style.You just take a look, move around, shoot the breeze a bit, or 
feel unbalanced, or say Hello to people you know or not. !en you just eat poisonous biscuits, 
trans-genic tomatoes, and then drink worst quality wine.Aha, the exhibition is so successful.

Is such as successful as ours tonight?

!is exhibition is now closed.

!ank you.

!e vibrARTion Project·Tianjin 2013----
“Form of the Formlessness” International Contemporary Art Exhibition

Curators: Su Duozhuang, Marlena Donohue
Academic Presenters: Xia Kejun, Tang Yao
Academic Committee: Curtis Carter, Bruce Bisley, Zeng Chenggang
Curator Assistants: Lu Manni, Zeng Xiaocui

Participant Artists:
Yang Liming, Qin FengảDai Guangyu, Jing Shijian, Cui Xianji, Li Yongzhengả Huang 
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Zheng, Tan Xunả Qin Chong, Wang Yiqiong, Wang Yimei, Jing YuminảGuan Jingjing, Lita 
AlbuquerqueǋAnnetta Kapon ǋLuc LeestemakerǋBonita Helmer

Exhibition Time:
Dec.28,2013-Feb.12, 2014
Venue:
Begins and ends at Taida  Contemporary Art Museum, Tianjin

Time will be falling asleep, while the formless wind comes and goes.

What is the di"erence between Mr.Su and Lao Li(any di"erence between Nut and Coconut?)

Time that we waste in waiting is another resource. “Form of Formlessness” is actually such a 
wait and waste. Waste of food is a shame, but waste of time is glorious and sublime. Why is that 
so? Because time is for wasting. Whoever is able to waste time is a wise person. While westerners 
measure every second with US bucks and Euros, the Chinese waste time and energy with teas Jin 
after Jin(one jin=1/2 kilogram). !is is the #rst resistance to be met in China against post-mod-
ern thoughts. It appears that we have endless time, or we never lack time, while where do such 
loads of hours come from? My attitude is to raise a question and in this way I am carried away 
together with “Form of Formlessness” artists. How about that?

I do not want to ask the rotten question again“ Where do we come from and where shall we 
go?”.

However, we ought to love our women more and their stockings.
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Wechat time

Wang Yimei

Lower heads reading Wechat

Speechless, Formless, Shadowless

Extends routes to that far and wide

!ousands of lanes and thoroughfares 

Continue lowering heads reading it

Speechless, Formless, Shadowless

And Endless

Wechat time

No more 

Uplift heads towards

Moon and Sky

Wang Yimei’s Wechat poem——
(Translated by Poet herself, Dec.14, 
2013, Noontime, ShanghaiẠ
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XIANJI
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ࣱඋˉ̅᭽ڍऴᄝܷߥᎾశߥᆯܢ 
 ဗၶาǋࢹͺڙӑ̚ǌ

Born in 1962 in Jilin, China.Graduated in 1985 from the Oil Painting Dept, Yanbian Institute of Fine 
Arts, Jilin, China. Graduated in 1994 from the Oil Painting Dept, Central Academy of Fine Arts, Beijing, 
China. Master Graduated in 2004 from the Oil Painting Dept, Hong-ik University, Seoul, Korea. Works 
and lives in Beijing.
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SELECTED SOLO EXHIBITIONS

2013         Cursive-Cui Xianji Documenta, Manet Art Museum, Beijing, China

�����������������"�%FDBEF�PG�$VSTJWF�8SJUJOH�t�$VJ�9JBOKJ
�:VBO�"SU�.VTFVN
�#FJKJOH
�$IJOB

2007         One’s Original Intention, Seo Hwa Gallery, Seoul, Korea

                 Suspension, Beijing MONO Modern Art Space, Beijing, China

SELECTED GROUP EXHIBITIONS

2013         !e Zero State - First China Installation Art Biennale, Museum of Contemporary Art  

                 Beijing, Beijing, China

2011         International Exhibition of Natural Art, Nature Art Cradle, Gongju,  Korea

2010         Tumen River International Art Festival, TuMenShiWenHuaGuan, Tumen, China  
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ឬằþᇩܾᏪය᧘ÿឬᄉ௦஠Ӑ֖஠௙૮ං֖ۻᖿՐả஠Ӑ֖஠௙ᄉܬТ઼֖ஐ᜵ය

ឰਕবǋᒬཨ֖̠বఴԓᄉؒবኍኍǌڙ۲ࠋ࢕˖ܼᎾᬒෳႆᆐνာѢ౎Րൣᥒ᥄˖

యảԀþᇩܾᏪය᧘ÿả੝̯̾ᤇ˓਒˦ʼឬ̴௦ၶᤶФௐᄉǌۋ஠Ӑᄉᣀڍ

ఴ൒ࡘ᜾Ǒ࿈ᕘӠࣱú۲ࠋ࢕ͺֵٿᮎࡘǒ΍ੇᮗ˝৲ऩả੝៊৲ऩᏧả̴ʹ̯̾ʶ

˓ਕ᜿˞˦Ꮷ֖þ஠௙ᄉ᧘ߔߦÿ੆˝˿ʶ˓᜹এ˞˦֖᠎ႠᏧǌ̴ᄉþ࿈ᕘӠࣱÿ

˞ᮤជảॆཨ௦Ӡᡛ᧘বᄉảͭ௦൤þ᧘বÿ᭣ग़᧘বả߱௦Ӡࣱܲґᄉþਕ᜿˞˦ÿ

֖þ᧘বÿᄉʶሗዴᇷ஠Ӑᄉᡓᡔả੝̾ੇਕ᜿̴̯þ஠௙ᄉ᧘ߔߦÿảᏪܷ᫁੆˝

઴థᒬੇᄉዴᇷ˓ͳ˿ảᤇ௦̠ᄉӣӧả˶௦̠ᄉ੆ཿǌ

ఴ൒ࡘ᜾˖ᄉल̠Сซᄉͺֵ௦ᬶᬾ܇ǋᛠ˝ǋᜈᎵኍ˝ʶͳᄉʶ͇ܷۋͺֵảڙͺ

ֵ˖ᓧశ̴ࠪ࠱ࠑᄉၶ֐Ԋር֖ধਆழय̖ၶ˿᧗ܷॕֽᄉʻ˓ቿՁবᄉԊԽ̠ྫྷ᧓

http://www.yuanartmuseum.com/EN/zlmore.asp?id=141
http://dict.baidu.com/s?wd=Gongju
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ူ̴ᄉቿՁ᝭ॹᄉảᤇࡂ΍३̴ᄉͺֵథ˿ளᄉᝇऎảၿ̴̅Վௐ᧓ԨܬՋᄉᛪ᣹ழ

यẟᬾ܇ǋᛠ˝ǋᜈᎵǋֽܥኍẠả̯Ꮺ΍३̴ᄉͺֵʿ्ͭय˗ࠜܬఽảࣲ˄ᖌ३

˿ຆऎúú̠বᄉຆऎǌ̅௦̴ࡂᡓᡔ˿Վዜᮤ౅ᄉͺֵǌ

஠ � ᥞࣰᇻ

������������������������������������������

More than a decade ago when writing an article for Cui Xianji’s catalogue, my assessment for 
his art was made based on his personal characters, at that time we were once neighbors and 
friends. He is a true and natural artist, and there is a touching true in his art. Since he is an 
ethnic Korean and his Chinese expression (both literal and oral) is not very smooth, he resorts 
more thoroughly his heart and feelings to the art, at this time he is a sensualist. Although he was 
already in the early stage of abstract expression at this time, which should belong to the abstract 
expressionism according to the academic classi#cation; however, due to the destiny of cultural 
spirit, the road of abstract expression for Chinese oil painters can only be from the intention to 
the abstract, actually is of half abstract type. !e formal transformation of his empirical world, 
especially the symbols and elements experienced in his childhood – the images such as snow 
country, log cabin and trees etc. appeared in his expression quite naturally – sincere, probabilis-
tic, natural and simple, making people feel that he is purely the son of nature, and he seems to 
have an instinctive sense of alienation and rejection to the culture and civilization. !erefore, 
a layer of meaning is not clearly explicated in my article – he is essentially a “wild child of civi-
lization”, of course it is not derogatory. !e sage says: “cozy and wild”, which means that after 
the damage and degradation of culture and civilization, the renaissance and salvation of culture 
and civilization will require the sensibility, nature and goodness of primitive human nature. Cui 
Xianji was just encountering the transitional period of Chinese culture when he graduated from 
the oil painting workshop of the Central Academy of Fine Arts, namely in the state of “cozy and 
wild”, so he is a man of the times in this sense. 

The exhibition Wild Scribble in the Decade – Retrospective of Cui Xianji’s Works made me 
quite surprised, and the so-called surprise is why he has become an idealist and doubter from 
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a sensualist and “the wild child of civilization”. !e subject heading of his “Scribble in the De-
cade” is certainly very wild, but this kind of “wild nature” is di"erent from that in more than ten 
years ago, which is a transcendence of spiritual culture compared with the “sensationalism” and 
“wildness”, thus I feel that he has grown up to become a spiritual individual with oneself from 
a “wild child of civilization”, which is not only the sublimation of people, but also the personal 
maturity. 

!e remarkable works in this exhibition is a piece of large-scale works integrating with sculpture, 
behavior and installation, in which the artist will manifest in a way of deconstructionism three 
symbolic historical #gures that have greatly a"ected his life course and thinking mode. !e in-
ternational communist movement with Hegelian “Historical Determinism” as the logical prem-
ise is a worldwide storm and stress, which accompanied the artist’s childhood and youth. For the 
reality of survival and the explanation of conscience, Cui Xianji created this work starting from 
the instinct and human nature. Seen from the outside Cui Xianji is against logic, but such logic 
is of “rational paradox”, namely the logic of alienation for revolution. 

Di"erent from this kind of expression patterns in recent years, the way of Cu Xianji is to ex-
press and clean up his symbolic memories according to the real human logic, which makes his 
works have a new perspective. Meanwhile, because he takes the method of compound expression 
(sculpture, behavior, installation and sound etc.), his works are not only rich and complex in the 
form, but also endowed with depth – the depth of human nature. Hence he has surpassed the 
works of similar themes. 

                                       By Deng Pingxiang
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SELECTED SOLO EXHIBITIONS

2012   Qin Chong Art Works 2000-2012 – Endless Polarity, He Xiangning Art Museum,        
                 Shenzhen
                 Interplay, Galerie du Monde, Hong Kong, solo exhibition at ART HK 12
2010   Whatever, Galerie du Monde, Hong Kong
   Whatever, Fei Gallery, Guangzhou
2009   United Nations Black and White, Beijing MOCA, Beijing Songzhuang

SELECTED GROUP EXHIBITIONS

2013    !e Zero State, 1st China Installation Art Bienniale, Tianjin Art Museum, Beijing   
                 MOCA, Tianjin/Beijing
    A New Ink Spirit, Beijing MOCA, Beijing Songzhuang
                Personal Structures, Palazzo Bembo, 55. Venice Art Biennial
   Encounters, Art Basel Hong Kong
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Concreteness and illusion are commonly used terms in traditional Chinese aesthetical critique 
on artworks, in which the unison of concreteness and illusion is an important criterion for 
outstanding art pieces. As Qing Dynasty painter Da Chongguang remarked: “concreteness and 
illusion are born of each other, where emptiness is elevated to transcendence.” Transcendence, 
being the zenith of exceptional artworks, is manifested in the interconnection of concreteness 
and illusion.

Can we use this language and the theories of traditional aesthetics to review contemporary 
art? Although the two may appear to be at the opposite ends of the spectrum, the gap can be 
abridged through reversal: the terms and principles of traditional aesthetics can be used to de-
cipher contemporary art, especially those artworks deeply re$ecting on traditions. And this is 
exactly what Qin Chong’s art does. !us it is appropriate to examine the works of Qin Chong 
with the language and theories of traditional aesthetics. Even more important is, that such read-
ing could connect contemporary art with profound cultural traditions, forming complex impres-
sions, intricate associations and meaningful concepts between the two.

Qin’s expression of illusion is at its most direct in the vague outline of shapes. His new series of 
oil paintings “remember” recall a number of masterpieces in Western art history, such as Van 
Gogh’s “Sun$owers”, Munch’s “!e Scream” and Millet’s “!e Gleaners”, all painted like shad-
ows, obscure and blurred. Unlike the usage of illusion in traditional Chinese aesthetics, Qin 
employs indefinite shapes to convey his specific ideas. In this series, illusion embodies many 
layers of critical meanings and self-re$ection. Qin’s generation of artists thrived on following the 
footsteps of Western masters. However, the masters’ works were only vague, fragmented impres-

Concreteness and Illusion in the Art of Qin Chong

By Prof. Dr. Peng Feng

sions to those young Chinese artists who had never left the country or seen the original pieces. 
Qin travelled and lived in Europe, where he had personal exposure to Western masterpieces and 
arrived at a more coherent, clearer understanding. Many Chinese artists developed their art from 
a misreading of the Western masters, and Qin was no exception. !e majority of Chinese art-
ists are still living in these unclear and scattered impressions without knowing it, while Qin has 
experienced the di"erences and tensions in between. His paintings are partially distinct, which 
may allude to his inner understanding of the con$ict between concreteness and illusion in West-
ern masterpieces. We can draw this conclusion of Qin Chong’s series “remember”: contemporary 
Chinese artists cannot free themselves from the influences of Western masters. Even though 
these in$uences are fragmented and unde#ned, they are barriers for Chinese artists to return 
to their cultural traditions. Regardless of the interpretation we adopt, Qin’s series of oil paint-
ings revolves around the illusory rendering in Western masterpieces and it points to the artist’s 
self-re$ection. Such re$ection is not con#ned to aesthetics, but it is also endowed with broader 
sociological meanings.

From the perspective of traditional Chinese aesthetics, illusion in Qin’s artworks is primarily 
conveyed through large blanks on paper. His recent series of ink on paper, titled “whatever” 
(wu-suowei) center on spontaneous lines and white spaces. Blanks are essential to traditional 
Chinese ink painting; it is through blanks that viewers experience the imaginary and the tran-
scendent in the piece of art. However, Qin’s series do not call to this transcendence. His works 
feature abstract, concealed lines that are rather uncommon in traditional Chinese painting. 
Taking it further, we can say that Qin’s simplicity and spontaneity help to decode traditional 
Chinese ink painting. His works are pure visuals in contemporary abstract art. And again we can 
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discern the critical perspectives in Qin’s art; here it is not the criticism of Western masterpieces 
but of Chinese traditions instead: the mysterious exquisiteness of Chinese ink paintings is demy-
sti#ed by Qin’s simple lines. Still, Qin Chong takes a di"erent approach from many contempo-
rary abstract ink painters, who strive to distinguish themselves or to reach beyond the limits of 
experience by resorting to repetitive dots and lines. His works are not as complex as traditional 
ink paintings, nor are they as reduced as minimalist art; in Qin’s view, both tendencies are con-
trived statements. In his art, Qin pursues spontaneity what can be summed up by the title of 
his series “whatever”. Both, traditional ink and contemporary minimalist ink emphasize careful 
design and the e"ect of tension. Qin’s artworks seek true liberation from any artistic rules, be it 
traditional frameworks or contemporary attitudes. In the pursuit of freedom, art must be liber-
ated from its own constraints before it can be freed from social conventions.

!e creation of illusion can be found again in Qin Chong’s installations like “past-future” and 
“birthday”, made through burning of paper. These installations represent the most down-to-
earth, yet innovative expression of concreteness and illusion, existence and emptiness, black and 
white in traditional Chinese aesthetics. !ey are also the most e"ective visualization of Qin’s 
artistic statements and his ideal of “wu-suowei”. !e burning of paper is a very natural process, 
leaving natural traces. !ese traces are the climax of Qin’s concentration on leaving whatever it 
is behind. If illusion is realized through addition in his oil paintings “remember” and through 
stillness in his ink paintings “whatever”, it is born of subtraction in these paper-burning instal-
lations. Among these three methods of expression, subtraction is more oriental in its essence. As 
Feng Youlan noted, “the way of decrease” (fu de fangfa) is a prevalent concept in Zen and other 
schools of Chinese philosophies.

By tracing the relationship between the philosophy of subtraction in classical Chinese philoso-
phies and the concept of concreteness and illusion in traditional Chinese aesthetics, Qin strong-
ly a&rms his artistic origins, rooted in Chinese cultural traditions. Qin’s use of symbols is not a 
shallow imitation of traditional culture; it is a reinvention of traditional culture in contemporary 
visual language. After living through the era of Westernization and Post-Colonization, we can 
see the true creativity of Chinese artists in the art of Qin Chong: the creativity based on the spir-
its of China. Perhaps, only such creativeness can be called the true contemporary art of China.

April 15, 2012, Beijing / Peking University
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Li Yongzheng was born in 1971 in Bazhong, Sichuan Province. He started studying oil painting 
in Sichuan Fine Arts Institute in 1989, and was graduated from the Fine Arts Department of 
Southwest Normal University in 1994. From 1998 to 2000 he studied in the graduate program 
of the Department of Sociology of Sichuan University. He now lives and works in Chengdu. 
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SELECTED EXHIBITIONS

2013          “Confronting Anitya - Oriental Experience in Contemporary Art”,MAG1900 Muse- 
                    um, Bologna, Italy 
                     !e First Auction Biennale, Shanghai World Expo Museum
                     Individual Growth – Momentum of Contemporary Art,Shijiazhuang Museum of 
                     Art, China
                     Extend – !e Orientation of Contemporary Sculpture, Datong International Sculp-
                     ture Biennale Datong, Shanxi, China
                     Extend -- Texture of Civilization , Datong International Sculpture Biennale Datong,  
                     Shanxi, China
                    “!e Awakening of Intuition”,Pingyao, Shanxi, China
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The world is infinitely complicated and life is limited either in terms of sensory capacity or 
thinking path. Now that is limited and if we are still helplessly restrained by stereotypes and 
prejudices, life will be more pale and uninteresting. People who are excessively inquisitive about 
the world can never be satis#ed with the experiences they already have. To stay in one’s own 
life routines can obtain a kind of mediocre and vulnerable safety, but Li Yongzheng is another 
case who is continuously stimulated by curiosity and can not help frequently “running o" the 
tracks”, thus su"ering from the great fear from his alone adventures and continuing to taste the 
inexplicable thrill by touching the unknown as he is unable to stop doing that. Once he gets ac-
cess to anything unknown, immediately they become known. So Li Yongzheng can only keep on 
his own adventure without stop. 

!is restless person is ingeniously supported by multidisciplinary knowledge background, so he 
often changes roles in his daily life, being both practical and ideological. Li Yongzheng is always 
alternating his status as a businessperson and a contemporary artist, sometimes splitting and 
sometimes uni#ed. He is sober-minded at one time but feels disordered at another in such com-
plicated relation, scouring with the bitterness and happiness, and continuing to expand his own 
time space. 

He used to be indulged in metaphysical thinking, so he deduces mysteries and presupposes 
the future from the accidental things and moments in daily life. He used to stick to the formal 
materials and symbolized one thing for another to compose exquisite “works”. However, as the 
$esh intuition and the society body are naturally united, he reverts to a person from an artist, 
back to the human nature from “spiritual vulgarity”. So people can #nd that culture, in essence, 

Enjoying Vivid Life and Forgetting Art�ằ

Impression of Li Yongzheng

By Du Xiyun  

is all false imaginations and the inborn intuition is seemingly rudimentary but actually the 
genuine sources of intelligence after they were truly enlightened. After his reaching the state 
that “to see a mountain as it is just a mountain”, he felt ridiculous about the pretentious “art”, 
so he tried to relieve himself from anxieties. He can follow his own intuition to do whatever 
he likes, no matter it is the so-called art or not. When he really forgets all those regulations 
about “art” which are not so convincible, the personality, livelihood and life then stand out 
genuinely.  

August 5, 2013
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1974 Born in Hebei Province. 1997 Graduated from the Sculpture Department, Tianjin Acade-
my of Fine Arts.
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SOLO EXHIBITIONS

2012        “Personal Experience”, at the gallery of Tianjin Academy of Fine Arts, Tianjin, China
2008        “Li Ming zhuang’s Plan”, at Liu Hai Su Art Museum, Shanghai, China

SELECTED GROUP EXHIBITIONS

2013         !e French winter Art Salon ,Paris Montreuil , France.
                “Confronting Anitya” !e 55th International Art Exhibition –La Biennale di Venezia  
                Eventi Collaterali di Palazzo Michiel
                “why not！ ”Auction Biennaie, Shanghai , China
                “Extension”, the International Biennial Sculpture at Datong, at Heyang Art Museum, 
                Datong, Shanxi Province, China
                “Flying Language” !e 3rd China Sculpture Almanac Exhibition National Centre for 
                the Performing Arts
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Ѣ౎ả΍ੇ͂ٿਆᡐᥦሗஂᦠੇ͂ͺ˝ᇪ͗੆տᄉၶาᄉ͈Ϙ᜹Ẳ߱Է͂ੇקՓज़ʶ

˓ఝݝᄉǋథཁఝଋᤂ̅ူਆᄉၶาǌÿ៣Ҽᄉᤇሗዴᇷච᠎Ժ̾ሥ˧˝ࠪᇷژǋ࢓

ᰳኍዴᇷ͈Ϙᄉζ̓ǌ̠͂ൣ௦᤯᣾ࠪ͛ፑ஠Ӑᄉζ̓ả̯͛ፑ͈Ϙ᜹˖ාԨॸ᜵ᄉ

Ҧ᧙ǌ

ẟᓫᤤẠ඀Ԥ؝ ����

Mr. Tan Xun tries to resume the personal dignity in the age of modern industry and informa-
tion through comprehensive material application, establishing our connection to the humanism 
tradition. “It calls us up from daily commonness and lets us think about the values of life which 
dominate us as social members. It calls us up towards a better life even closer to the ideal.” Mr. 
Tan’s spiritual temperament can be called one that cherishes the belief of the spiritual values like 
divinity and greatness. It is because some people believe in the traditional culture that they can 
draw necessary strength from traditional values.
                                                                                  

Yin shuangxi  

http://dict.youdao.com/search?q=temperament&keyfrom=E2Ctranslation
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៣Ҽ࡚̅ᥦሗҦڎஇᤴឥᝒᄉᓧశࠑả̴ᄉͺֵ঳௦ᝧ̠ਕৡǌڙͺֵ˖̴ͪ˪ᛡၶ

˿ʶሗዜͪ � ̊ᛠᄰၶ � ᄉ౅஧᜹ảᝧ౅஧֖౅஧ᖌ३Сᐎǌڙ៣Ҽͺֵ˖ả౅஧௦

ʶ˓ᒬᡛᄉࠃͳả߱Хథ̯᠎ਕҁ्খвҁ஠Ӑ֖ॶူᄉʿՎࡎ᭦ᄉ਒˦ǌ̴ᄉͺֵ

ʿ௦በᡛ̅இᤴ౅஧ᄉ᜼᜿஌౦ᝧ߱͂Փࠪበ᭦ᣀ૰ảᏪ௦᤯᣾ʿՎᄉ᜼᜿्य౎Ԧ

ଇ౅஧ᄉʿՎྱবảЌѫ΍ၸࣲ߱͂͛᣹Ѣ౎ǌ͛᣹Ѣ౎ᄉ᜹এԁ௦ʶሗᡓᡔ्य˞

˦ᄉူוধᏥǌ៣ҼᄉͺֵՓੇ͂ࡘᇧࣲ᝼ࠃ˿ʶሗԺᑞবảधஉ֖ူবᄉ౅஧᜹࠱

௦ᬾ܇ឥᝒᄉʶ˓቉ᆠԯǌ̴̼ᛪ˿ᬾ܇ឥᝒࠪॆ̼ᓧశឥᝒ᜺Ѷૌੌᄉٿः֖ʶሗ

థ͈Ϙᄉᝌфழ಴ǌ

��������������������������������������������������������ẟᓫᤤẠᄔҦ ����

Mr. Tan is an artist of language who tries to innovate language. His works are always inspiring. 
It seems that he forms a view of material similar to the “mutual generation of #ve phases” which 
is to connect some material with other materials. In Tan Xun’s works, material is a self-su&cient 
entity which has meanings of di"erent layers, from texture to form, from form to culture and 
psychology. His works are not to change the visual effects of material so that they are trans-
formed towards their opposite side. His works are to find and show the different properties 
through di"erent visual means. !e idea expressed is a philosophical thought beyond the formal-
ism. Mr. Tan’s works re$ect and con#rm a possibility that an open and sensible view of materials 
is an outlet of sculpture language. He represents a response to and a valuable solution of the 
challenge of sculpture language towards the contemporary art language rules.
                                          

Pili 

៣Ҽᄉͺֵ௦ʶሗٽ᧗ݍằࠪ౅஧ᄉஏਕ௦ኃʶ࠴ଡ၀úú̴΍ၸᄉ౅஧̯᧚࡚ǋᆂǋ

ఱǋလၔҁဗ੆ֵả៧ጆ౜˝ࠔคẲ्ࠪयᄉஏਕ௦ኃ̃࠴ଡ၀úú̴ူܪᄉࡢʿ᝶

௦܇ᤴǋ᪏੩ᤆ௦ᬾѦảᦏХథॡुᄉ्य਒։Ẳࠪॆʽၶาᄉஏਕ௦̴ᄉ˖ଡ၀úú

ᥦሗᘓᘧᄉ˖චڙþృ௙ࣺጆѴÿ̟ ፥፥ʿፏẲణՐʶ᧗௦Юڙᄉዴᇷච᠎֖஠Ӑѻறả

௦ͺ˝ᐿ௿֖ऄᘓᄉܷଡ၀úú៣Ҽၸ̴ᄉࡢảʶ̾᠕˧ǌФణளͺֵǑНӠ˓ጭ౓ǒ

˖ᄉࡢ෱ܷڠ௦ᤇ˓ٽ᧗ݍᄉፂЦ໥Ѣằᥦ̎உ͹ဗ̼นࡢܚප੠᭦ᄉႆڎảЊච๷

໤ảӯܷᏪቆ༦ảԁ௦ጭ౓งᕏᒬཨΥ๦Ꮺ੆ẘФ˖᳭ࣷǋ᤯ᤨᄉሆ਒ˀಪྫྷ᜹᥊˧

༂౓ả੝៊ʶᔈʶˆႌảʶ෡ʶᮋसảᄽ௦ݫ᜿ẘ

����������������������������������������������������������������������ӑ̠

His works is a quartet. !e violin is his sensitivity to the material, which covers widely from 
metal, stone, wood, glass to #nished products. !e second violin is his sensitivity to the from as 
his mountains, molded, wrought or sculpted, take certain forms. !e viola is his sensitivity to 
the current life since the profound energy lingers in Li Mingzhuang Series. !e last one, the cel-
lo judgment that he threads in his works through mountains. In 60 Paper Cups, the mountains, 
the rivers and the land present the classical performance of the quartet. !e paintings are like the 
modern ink paintings, energetic and vigorous, extensive and ethereal, all out of the soakage of 
tea into the paper cup. !e humorous and transparent Zen and the realization of truth through 
object investigation are wonderful as revealed in the poem “to see a world in grain of sand and a 
heaven in a wild $ower”. 
                                                                     

 By Bei Ren
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ృ௙ࣺ᝟Ѳúಎܿ˧ٽ
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� ృ௙ࣺ᝟Ѳ �����ᄆᨶᩑᤴ����DNY���DN������ ࣱ
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౏ᳩ௙ YANG
LIMING

���� ࣱѢၶ̅ࢵٽ 
���� ࣱඋˉ̅࣍ࢵٽᔴܷߥᓧశߥᬒ�ෳႆ˃ˉᖌͮߥܢߥ 
��ဗࡏͰࢹͺڙӑ̚ 
�

ᐋˉᓧశࠑ �

1975 Born in Sichuan Province, China.1999 Graduated from the Art College of Sichuan Normal Uni-
versity with Bachelor Degree in Oil Painting.

ᤂయ˓ࡘ

ᦉѫᐎࡘ

������������మՓల౎ᄉ˖ڍፊႆࡘúþॶবᒬཨÿả̬௅Ꮎశᯝ�ảӑ̚ả˖ڍ

�������������þఛᝌ�ÿ͌ˉ᝹᝟ˀ˖ڍᓧశ˧ᫍᄉଉᝦবࠪពả͟࠾லॆ̼ᓧశ˖ॶảӑ̚ả˖ڍ

�������������þᤂ᜹ˀнਆÿࢸ � ᓧశ˖ॶả੆ᦏả˖ڍ

����������þڙ 4BMJOFO ᄉᆐᝦ ����ÿảᖻ࠶ᕆࠑڍۿ஠Ӑႆङả་ڠѽả˖ڍ

�������������þʿԺ੊Ꭴÿ஠ᢾᎾశᯝध࣪ࡘả੆ᦏả˖ڍ

SELECTED SOLO EXHIBITIONS

2012         Red and Black, GREEN T. HOUSE LIVING, Beijing, China
2010         From Back to Forth, F2 gallery, Beijing, China

SELECTED GROUP EXHIBITIONS

2012         Self-essence Naturalism TODAY ART MUSEUM, Beijing, China
                 Close observation &Distant meditation CHAO ART CENTER ,Chengdu, China
                 Embedded creation Exploring the dialogue between corporate design and art Ullens center 
                 for contemporary art ,  Beijing ,China
2011         Salinen-symposium 2010, Kultur Land Salzburg ,Austria
                 Indispensable , !e Wenxuan Museum oping exhibition, Chengdu, China

ѻறʶࣧઙ៵ፊႆᄉ͕ҭẶ̃Ӡˆጡ̾౎ảੇ͂ʶᄯ᭦˙ᅋᤇ˓ᬱᮤǌઙ៵ả௄ᝌஉʹݟ

˿ፊႆả˶ማڠࠚԌ҃˿߱ǌॆХ៵ᄉᮤ౅ᜁҙ૿ảʶ˓ੇ͂ᑞलၸᄉѻறځገả˶ᬣ˧

ᜁᝌᬓǌʶѬᦏٿҁᒬၿảþᒬၿÿఴᢵԥᏪ੆˿ႌᬌǌ߱ᄹʿ᜸ǋԠ௃੝ʿڙǌ߱ڙઞ

ᬓХ៵ᄉՎௐả˶ᮊ੣ઞ૿˿ᓧశǌ߱෤థଡӣፊႆᄉ˃ˉবảᏪ௦Ժঢڠᬋͯ˿߱ǌឹ

ʿ͗઄ʶઁᮧ஧ᑊ๔˼ખẶגሗ᜼᜿ʿ҃ڙᤴẟ੊ᒧᤴẠᐎਆẶᅊґ᎐ጬᄉả௦ܷ࣍˧ͺ

੊ѹߥᏧᄉ๔ᲟẶ੊࣯ᑠ௦ࠪᓧశᯰ੅ڃᄉٗफẶྱѾ௦ả᜴ڙழᬝЙܑڇᄉઙ៵ፊႆả

ԁڍ˖ڙᓧశࠑ੣˖ảᬃҪẟुҪẠʼʶ႖ˋழሆ੊᥊ᄉឬᣮảᥦ҈਒ມ౿ᄉảԵᑞ௦᜹

Ꮷᄉᒬੇஉपǌᓧశࠑ᱑శ࣍ả᭤ʶԵᝒᣮ኷ߔảڥۇઁࡂᆵឬ੆þ౔ͺÿảၴᒯᴁҮࣉ

᧖Ặגڙࢻζ᝗ᄉ੾ࠑ௦̣˥Ặፋᓧశߥᡱ᮲અᠪǌͭ;Ѿ᫇ảᤇ̎þͺֵÿᄉধਆ֖Ꮎڣ

ઙ៵ảઙᛝᓉઙ࣯˿ᓧశảԵқʽʶ˓˓ቆวǌ

᜹͔ʶԱþੇ˶ᑞႆảࡂᡛܴࠇѻʶࣧઙ៵ႆᄉ൪ѱǌͭᤇ˓Աߔả;Ѿਆ̯౏ᳩ௙ͺֵ

ᄉ᜹ᏧᥦЇեҁǌᤇͮ ���� ࣱѢၶᄉࣱᣏ˖ࠑႆڍảඋˉ̅ෳႆ˃ˉả˶ʶвၸͺֵả᝼

૆̯ፊႆЮᦉảԜ੩धǋ੩᤯ধਆǌڱৰុᮤ౅ᄉ૸फ़ảᏪڍᄉ˃ˉবǌ̴ʿᡋऩࣁᅋᒬࠃ

ֵឳ౏ᳩ௙ᄉǑẩầầắúúẩầẨẨả/P�ǒảࡂᑞᖌ३ᤇಧ˃ˉúúধਆᓡব̈Үᄉ

োảෛধảࡕ൒ÿǌ߱᜵ය᜹ᏧþឳᤈԜÿằซᄫảѕᇷảࡎᎾͳᰍǌ߱ᄉС᪃ជả௦þࠅ

ᥦ̎ѹᄹຆጙǋఌᳫᄉႆࣧảі˪าᅋảϷ๑᭦ảʶࡎࡎ஖धǌੇ͂ᄉᅊᅒधݼԥԬ੝៊

þӬᓣុÿᄉਕ᜿˿ǌधݼả௦ซ਒Ҧᜁᬶ˖ҁᥦ̎࠴࠴ᄉበͳѠᡐʼả᜹Ꮷ࿆ݟ১ڙቆ

˖ảᅉభᅋ๑ʼʿϢคᡐǋʿϢ๖ܾᄉጹ࠴จ๞ǌ˧Րảจ๞ຆܪảյጛ፤࿃ཁ፯ᅋܷ࠴

தཁᄉጲ్௬ဗѢ౎ảᥦ௦̣˥Ặ௦๑ํẶ๑ึẶᤆ௦๑ᄉᬤࠚፆౝẶʶषᎩảʿԺ᜸Ꮺ

௃੝ʿڙảԁᜁᓧశ௬्˿ǌвຆ̎ảЏຕѢ౎ǌซ਒ảᤇ᧖ᄉҮជʿ௦࠰Ѣảʿ௦ཱᏣả

Ꮺ௦þຕÿẟˀþຆÿՎᮃẠảࣷࣷৢৢڠả̯๑ऄࡎࡎ௵౿ʼ౎ǌᐯ߿థ˓ᬤማᄉЏຸả

᭡ৗৗᚷՋᄉ௃ᬌúú౏ᳩ௙ᄉෳႆᓧశ

౏གྷ

����������þጙ֖ᳫÿ౏ᳩ௙ͺֵࡘảጋ̇ᢾᕏ̂ảӑ̚ả˖ڍ

����������þၿ᧖Ꮺܰÿ౏ᳩ௙ෳႆ˓ࡘả'� ႆङảӑ̚ả˖ڍ
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ԁ෤̠ᅻ᥊߱גڙЇǌੇ ͂Եᑞ̯ᎀᎀ๘ᡐǋཱ ̜˖ॶǋᏪ෤థຌఀ᣷ᎅᄉЏả࿮฽Фຆऎǌ

в̯ᥦᎀᎀᤱЙֆᥒᳫఌảԁʿђिᄉᑞ᧙ả࿮฽ФҦऎǌᤇ௦ᄽൣᄉᇷማǌʶሗጥዱၿ

ᓧశ˧੣ᎁᤴᄉʿԺᅻǌੇ͂ᜁᥦᇷማխᤈԜả˄ຆЙảвຆЙǌʶषႆ࣊ᄉЮ๯ảʶ˓

ᑞᜁ੩धᄉ௃ᬌǌ౏ᳩ௙ᄉˆႌảϷੇ͂ᄉၶߚảఝϷʶᯪថảФ߸ஞ֖ܸཨảৌৌ௦౜

ቪ̠˝ᄉᤴྫྷǌ᜵ଠፊ߱ảణݝύၸថ̠Ꭼͣྱ�e�ҹᖇᝌឬថൠþ਒៵ÿᄉᝒជằþܲࡎ

൒ᄉઙ៵ਕৰ᭡ৗৗᚷЙФ˖ÿǌ

ʿ࠵஠ብៀ᝶᣾౏ᳩ௙ፊႆᄉᮂˬবǌͭఝឞ᫇ᄉ௦ằ˝̣˥௦ᤇಧᄉᮂˬẶݟʹౝ੆ᤇ

ಧᄉᮂˬẶੇ̯౏ᳩ௙ᄉᮂˬ˖ảեѢ˿̴࿗ྱᄉͺఛก֖໥ݍกǌФನॶ਒ខả௦ʶሗ

Рௐᄉቆᫍবǌ਒Ԁ቉ᆠʶᓉᮂˬᥕ९ᄉጲবௐᫍảᏪतበᡐʶ˓๯હឰܲࡎ൒ᄉቆᫍǌ

ణጻảઁþԊௐÿᣀӐ˝þРௐÿǌᤇФࠃ˶௦ᮂˬᄉ௾᥅᫇ᮤǌʶᯪˬఛảݟʹ᤯᣾Ү఺ǋ

ᓫݍǋፆౝả᧗֖ܬԪݍảԜʿϢҪुͺֵᄉþЮڙ᝭ॹÿảᄯҁڙнн˧˖ảतበᡐ߱

ᄉڨᛥਕ֖ሶ߿বẶᤇ˓ե᜿ቆᫍ᫇ᮤảൣ᜵᭤ႆࠑᄉᮂˬਕ౎ᝌфǌٿҁǑẩầầắúú

ẩầẨẨả/P�ǒảᤇ˓ࣰ᭦ảᭉ᜵ੇ͂ϷᏥ԰ࠑߥᥦಧả࠴ॶҙѢ͔ܲᄉþઙ៵ਕৰÿǌ

ੇ͂ᄹҁằෳॐᄉ᠎ਕڙѸᤴࣷఌᄉ˞ុẲᳫጙ˧ᫍጹᦉॱݫᏪஞͳু߹ᄉ᣾ນСጆẲʻ

˓ՎॶࣲڒѴǋԠᜁࢺԾࠪሥڠѫҞảʿՎ्খᄉሶ߿ᫍả᠕ቇᅋҮᕤảၿ൤ᠱ̀ႆࣧʶ

ሗ࿗ྱᄉፆౝǌᥦҮᕤảఝᜁܸ఺෹໣ᓉௐᬤௐဗᄉፂጣǋ֖ʻ˓ᬤማुཉᄉЏຸ੝Ҫुả

;ᡔѕ᜼߱͂ảᡔϷᜁࣛᅋảᤝЙ߾ߴጪຆܪǌᤇЇả͋ ͹థʶष˖ڍ԰၀ảڙរ៨ڠ໥ݍǌ

ਏ৤ᄉ᏾హả੩ᆠጲব׮ʿՎុবᫍጪശ᡹ᡣả᭍ਡ˷਄̅ᜁൠڙཁ౿ảܪቆᫍ˖ᬣڙ߱

஼।ᄉਅবả᯵΍ࠅᎾˀধਆՋʶǌुՏ˧ảᤇԵᑞᜁԶϡþ्Ꮺʼᄉᮂˬÿǌ߱ຝಀᏪ

ुҦảପᇧѢʶሗ्Ꮺʼᄉڙߚǌ;३ၸ౏ᳩ௙ᄉழयảԜþЮեÿ߱ǌեảʿൢڙᝢᅻǋ

ఝ௦ڙतౝảੇ͂ᢵ᣷ᤇ˓ᘾ઱ဗࠃЮᥦ௃ஜဗࠃẲ੊ܹܲဗࠃຆܪʶ˓ʿԪᄉЮॶǌᤇ

͔ܲ஼।̓ጺ੆ᄉР૜ڣả̴ե᜸˿ǋႆѢ˿ảੇ͂ᄹҁ˿ǌ

౏ᳩ௙࡚̅̃ӠʶˆጡधݼѸͺᄉʶ̼˖ڍᓧశࠑǌ̴ ͂ᢵʼảᣖ࠵਒ខ्খধ፤ᄉ෉౿ả

ԁܲ˿ࠪ˖ڍ԰Ц஠ӐѸᤴবᣀۋᄉᒬ᜿ả̾ Ԣࠪ԰ज़̬౎ᓧశ֐ᤁᄉᝢᅻǌ۲̅ᤇʶཁả

౏ᳩ௙ͺֵ˖ᄉþধਆবÿảʿ௦ኤӬᄉஊ෴ٵؠảᏪ௦̠ࠪၶ֖ᓧశ಩ఴСጆᄉ੆ཿধ

Ꮵǌ̴؝൓ʶԱ̴ࠪͺֵᄉ᝿᝶ằþᎵᢵ̅ʶ˓ߣፏᄉܑڠ᧗ளࠅ᜼ᒬੇÿǌ௦ᄉảߣǋፏǌ

ᐨุᄉᤈӐ᝶இԪʿ˿߱ǌᓧశᑞϡᄉả௦ʿϢ᝼ࠃᥦຊҪڙᒬᢵ˖ᄉຆऎ֖ѫ᧙ǌၿ௦ả
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How are the strengths and weaknesses of an abstract painting to be assessed? This is the co-
nundrum which has been haunting us since the 20th century began. If it liberates painting, 
abstraction also furtively sti$es it. Peel away #gurative subject matter, and with it you strip away 
one of the critical elements we can refer to. It all comes back to ‘freedom’, but freedom ITSELF, 
perversely, BECAME THE LIMITING OF ARTS. (is itself limiting.) It can’t be seen, yet it is 
everywhere. At the same time as it demolished #gurative painting, it casually swept art away 
with it too. Freedom doesn’t have the technical e"ect of raising standards of painting, but it does 
have a frightening capacity to lower them. Who can’t smear a handful of paint on canvas? What 
kind of vision do we not associate with IMAGINATION? (creation? Or fabrication?) At every 
turn, we are confronted by the question of whether what we are looking at is the mature work 
of a master, or the youthful daubings of a beginner – or nothing more than the Art Circus’s 
contempt? In particular, as abstract painting is struggling to survive in the west, Chinese artists 
have to hand the implicit (imposed) pretext of the Higher Zen or the Tao of the East, where that 
painstakingly applied wash of colour can only be the viewer’s own self-abandonment. Leaning 
on their box of words, the Magicians of Art label bits of rubbish ‘masterpieces’, and are even able 
to provoke copycat investment from the markets. Abstraction has abstracted the blood and guts 
from art, leaving a dry husk behind.

One sentence from the onlooker – “I could do that!” – is enough to sign the death warrant of 
any abstract painting. But never expect to hear that said of Yang Liming’s paintings: this young 
Chinese artist, born in 1975, and a graduate in oil painting, con#rms with each painting his 
command of his own discipline. He takes no shortcuts through EXOTIC SUBJECTIVES, (ex-
otica,) but continues to open up and expand on ideas within the medium of the painting itself. 

,QŵQLWLHV�,Q�6LOHQFH�%OHQGLQJ
,QŵQLWLHV�%OHQGLQJ�8S�6LOHQWO\"
Yang Liming’s Oil Paintings

By Yang Lian

It is obvious from contemplation of his 2008-2011 No. 1 that his speciality lies in the positive 
interaction of ideas with aesthetic experience. !e key word here is ‘layering’: he wants the view-
er to read into the work. If you calm your breathing and focus your attention, you can lose your-
self in your #rst sight of these deep crimson and pitch black paintings: they seem to be living 
things, opening themselves up layer by layer, like the surface of the sea. !ough our sight rejects 
the monochrome, our eye is initially caught by concentrations of tiny 3-D projections, and we 
feel as if we are hanging in space, overlooking the incessant rise and fall of a vast ocean whose 
tiny waves endlessly appear and disappear. !en, from deep amongst the waves rise lines of dif-
ferent-sized dots which stitch the fabric of the whole work together, but what are they? Waves? 
Ocean currents? !e hidden structures of the sea? A net, universal and invisible, is brought to 
life by art. Deeper yet, it irradiates. It does not give o" radiation or illuminate anything, for this 
is a penetration, an in#ltration, a profound and measured luminescence tinting the deep sea. It 
surely has light source, but no-one knows where it is. We can only guess at its depth from the 
light that surges slowly up from it, illuminating its centre without de#ning its edges. Its strength, 
too, can only be surmised from the energy that gradually dies unweakening into the darkness 
around. This is a genuine mystery. A pure unknowability, made by the hand of art. We are 
sucked in by that mystery, deeper and ever deeper. THE CONTENT ON A CANVAS, (canvas’s 
implications may be) THE limitless THAT (, but they) can be opened up. Yang Liming’s world, 
like our own LIVING/LIFE, (existence,) or even more, like a poem, though complete and nat-
ural, just happens to be a created world of extreme arti#ciality. It would be best to borrow Rob-
ert Bly’s DESCRIPTION (explanation) of the  IMAGE (idea) of poetry (to describe this as): 
MULTI-LAYERS (many-layered) OF abstract feelings silently blending together.
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Other essayists have touched on the ‘musicality’ of Yang Liming’s paintings. Yet the questions 
still waiting to be asked are why that kind of music? And how is his music structured? In his 
music I have heard a composer and performer whose voice is unique. !e music’s core awareness 
is of a kind of synchronic spatiality that surmounts normal music’s adherence to linear time to 
set up a many-layered space of its own, and in the end, transform DIACHRONICITY (History 
-- NOTHING TO DO WITH “HISTORY”! DIFFERENT “LI SHI”!) into Synchronicity. 
!is is, ACTUALLY (of course), an issue common to all music: how does a piece of music mi-
raculously constitute its own feeling of balance and stability while endlessly a&rming and reaf-
#rming the ‘internal memory’ of the work by means of motif, rhythm, balance, repetition and 
variation? !e problem of audible space is resolved by reliance on the painter’s musical sense. 
Returning to 2008-2011 No. 1, on that plane we must peel away, as archaeologists do, every ‘ab-
stract feeling’. !en what we will see is the texture of the paint creating a dark, dim keynote; the 
subtle, seamless and all-inclusive transition to the deep crimson of the detail; three concentric 
circles juxtaposed and symmetrically partitioned, right to left, the stability of each di"erent form 
being penetrated by instability, to endow the painting with its own unique structure. It is that 
instability which makes the warp and woof of the paintings more visible, though it is as inter-
mittent as a revelation, and with its a&rmation of the three mysterious light sources, the more 
you look, the more you seem to be carried o" into the vast depths of the universe. Here, it is as 
if a Chinese harp were playing enigmatic and fantastic music. Penetrating into all space HERE 
AND THERE (everywhere), it skips freely from key to key, terrifying those ears which are only 
used to song as entertainment, smashing the inertia of linear melody, forcing a unity of aesthet-
ics and thought. To clarify, we might call this METAPHYSICAL music. (beyond form.?) Gentle 
yet forceful, it reveals A METAPHYSICAL (an) existence (outside of form YL: EVERYTHING 

IS A FORM). To hear it (inside you), you must LEARN THE WAY (make use of ) Yang Liming 
CALLED “INTERNAL LISTENING” (’s own methods): TO listen, IS MORE THAN TO 
UNDERSTANDING, BUT TO CONSTRUCT (listen beyond cognition, for the more we 
conceptualise it, the more there are) THOSE numberless realities inside this virtual reality be-
fore us – or (is it) the unchanging inner self SITUATED (deep) inside OF TOO many (, many) 
realities. (?) He has heard the #eld of resonance that is woven from multitudes of melodies, and 
painted it for us to see.

Yang Liming belongs to the #rst generation of Chinese artists STARTED TO WORK SINCE 
THE BEGINNING OF the 21st century (has produced). !ey have been less contaminated by 
ideology, and have a re$exive awareness transformed by the creativity of classical Chinese cul-
ture, as well as a recognition of the destiny of all art down through the ages. Because of this, the 
‘ideological content’ of Yang Liming’s work is not empty political posturing, but a mature re-
$ection on the fundamental connection between art and life. He approves of this description of 
his work: ‘!e renewal of close examination of the self while LOCKED (situated) in a territory 
isolated and cut o" SITUATION ( from the world outside)’. Yes: isolated and cut o". Shallow 
theories of evolution can’t change this. What art can do is give non-stop con#rmation of the in-
creasing depth AND WEIGHT of ONE’S (the) self (and the complexity of its component parts 
-- YL: WHAT‘S THIS?). So the sea of his art is $owing, not away, but into. It disputes with no-
one, but is in amicable and equal discourse with the mighty soul of Art. On the THINKING 
(ideological) level, he has a sure and certain grasp of time and space: to be free of the logic of 
linear time does not at all mean that time has simply been denied or made to vanish, but that 
time has been absorbed and contained, has become an organic layer within space, initiating in 
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its vast wandering the life force that is everything and everywhere. !is inclusivity is extremely 
challenging, for as an artist who rejects adherence to fashion, his ego is directly exposed to the 
scrutiny of all the great classical masters. Can he stand up to this scrutiny? Yes, Yang Liming is 
self-aware enough for this. His paintings are, #rst and foremost, paintings. !at is to say, they 
do not draw on second-rate philosophical excuses for support, but return to reliance on the skill 
of the artist’s hand, seeking to be QUALIFIED FOR (judged ) BOTH (neither on) CONCEP-
TIAL AND TECHNICAL JUDGEMENTS. (concept nor on execution – although,) the more 
elevated the concept, the more it has to BE CONFIRMED BY (con#rm) the completeness of 
the form! Having reached this point, his attitude to the East is the same as his attitude to the 
West: not splitting THEM COLECTIVELY (into groups), but a complete INTROSPECTION 
(rethinking), and a synthesis. !e Western tradition of oil painting and the insights of Chinese 
philosophy are both in his genes, and are both resources he can draw on. And why not? If we 
are innately hybrid creatures, the surely we can gloriously transcend both halves of our joint 
heritage. Perhaps this is the reason that the intellectual JOURNEY INSIDE OF (force of ) Yang 
Liming’s work leads to visual beauty FINALLY. !e canvases, are, each one, outstanding, lovely, 
simple yet rich, serene yet animated, with the emotions implied by the ideas, and ideas $owing 
from emotions. (I originally wrote, FEELING AT THE DEPTH OF THINKING?  from the 
deepest emotions of thought.) Yang’s insight is expressed in this sentence of his: ‘I used to want 
to paint black blacker, but now I want to paint black transparent’. Will we too get to see the 
hidden source of the light? Black is light itself, if you have the strength to create it. !e bound-
lessness of life is assumed into the ONE of art, and from the heights (depths) of the ONE our 
being here is made manifest. Is this ‘Eastern thought’? Or could it be the original realm of the 
human spirit?

15th November 2011
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Why should we think about “Nature”? 

Nature is a common word in the modern society, but modern people only notice its meanings in 
natural science, such as the works of God, the realm of nature, or being of itself, without a"ecta-
tion, unconstrained, etc. 

Nature in English was originally a Latin word, referring to the internal characteristics developed 
by plants, animals and other world features, while “Nature” in Chinese is from “Tao Te Ching” 
written by Lao Tsu, referring to external presentation of the development law of all creations and 
the development path to be followed by all creations. It occurs to us after comparison that Na-
ture in English tends to be more scienti#c, while that in Chinese is more philosophical, despite 
their similar implication. 

!e original idea of Nature in English is the development characteristics of plants, animals and 
world features, such as weather and geology, which can be explained with science. All these form 
the so-called “Realm of Nature”, including the organic world and inorganic sphere in natural sci-
ence, excluding human societies studied in social science. While “Nature” in Chinese also con-
tains the development law of the universe as well as that of human societies. In “Tao Te Ching” 
written by Lao Tsu, it suggested “Human beings follow the Earth. Earth follows Heaven.Heaven 
follows the Way.!e Way follows the way things are or the Nature”, telling people that social 
development should follow its internal law of development. So what is the relationship between 
“Tao or the Way” and “Nature”? Why should the Way follow the way things are? As a matter of 
fact, “Tao” refers to the law of changes and development of everything on earth, while “Nature” 

Nature
                                                    
By Huang Zheng
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is just the operational process and external presentation of the law of development, namely “Te”, 
so “Tao and Te” re$ects the unchangeable law of development and the highest principle of hu-
man society development. “Nature” in English tells us the transformation and correlation among 
substances as well as the law of development of all substances, while “Nature” in Chinese tells us 
the relationship between substance and energy, between body and mind, between physical prop-
erty and humanity and between ecology and life. Here, natural science is closely connected with 
philosophy, which touches on our existing environment, our bodies, our emotions and even the 
signi#cance of our life. 

So we think about “Nature”. 
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Сంం GUAN
JINGJING

������Ѣၶ̅෱Ӯǌ������උˉ̅˖ܼᎾᬒ

1983 Born in Henan Province. 2005 Graduated from the Central Academy of Fine Arts.

ࡘ˓

������������ႆԺ̾ТằСంం˓̬���ࡘ௅Ꮎశᯝ��ӑ̚

ᦉѫᐎࡘ

�������������ኃЛࡒຆڍڡᬄපܚԤࣱࡘằ᭞ࣱܚឥ��СࡢతᎾశᯝ��ຆڡ

����������������௃्˧्ằ˖̼ॆڍᓧశࡘ��ຫӑᎾశᯝ��൦ල

����������������᥀ᡔằ���� ڍ��ᔭۿᓧశᓫ��ྕʷۿፊႆ��ྕʷڍ˖

������������������ ࣡˧ằ௃࣡ࡘᛠࣰࡘலԤࣱࡈގࡒ � ˋழፂᰍˀॆ̼ᓧశࡈގ��ல��਒ܷѽ

���������������ᒬڙˀᒬཨ � ॆ̼ፊႆ˴̠ࡘ��௙ڒᎾశᯝ��ʼ๑

������������ᘾᘘằᯪڍߔࣺࡒᬄ͗ᝫࣰᛠࡘ���ЊЦᎾశᯝ��ӑ̚

SOLO EXHIBITION

2013         Painting for Stimulation, Today Art Museum, Beijing

SELECTED GROUP EXHIBITIONS

2013         Ink Artworks from the Younger Generation—8th International Ink Art Biennale of Shenzhen, 

                 Guan Shanyue Art Museum, Shenzhen

                 Forms of the Formless: Exhibition of Chinese Contemporary Arts, Hubei Art Musuem, Wuhan

                 Moving Beyond: Painting in China 2013, Edinburgh Arts Festival, Edinburgh, UK

                Parallel Exhibition of the 55th Venice Biennial: Confronting Anitya—Oriental Experience in 

                Contemporary Art, Venice, Italy

                Comfortable and Natural: Nine Person Exhibition of Contemporary Painting, Ming Yuan Mu

                seum, Shanghai

2012        Duchamp’s Inframince in Painting – First Zhuangzi International Conference Parallel Exhibi-

                tion, Yuan Dian Art Museum, Beijing

Сంంࠪፊႆܸၶஏਕảᤇሗஏਕࣲ᭣ࠪ̅Хͳྫྷᄉ੝ਕˀ੝ᅻảᏪ௦ຸ̅ࠪဗࠃ੊

ᒬཨ౼˓਒៵ᄉᒬ᜿ǋઙԨԢѕགྷǌᤇ᧖᭦ࣲ෤థಪౣͣಪ੝៊ᄉ्यᒬ।ả౼ሗ਒

˦ʼảФৌৌ्੆˿्ࠪयᄉᆠ֖ࠪڭឥᝒᄉуୢǌݜॡܲႆ᭦ảᔩʿጹҪຆቂảᄹ

ʼԜࡂ௦ʶሗþ௃กÿ੝˝ǌॆཨảੇ͂˶Ժ̾ឬþ௃ก˧กÿˢ˝þᒯกÿǌʿ᣾ả

ቷᝎᄉᐘܷݜڙᄉả߿ᣏᄉСంంảᄉᆷ႔௬३᣾ᰳ˿ཁǌͭథʶཁ௦ᐯࣱͮ߿൤ݟ

਒ˀஉጪ֖ௐᬤௐ௬ᄉԫᤗᢍᤛ˖ảѠဗ˿ᓣॐڰ᭦˧ᫍᄉषҦˀу቉ảࣲᘓդ˿௃

ቃᄉ਒ংԢᑞ᧙ǌఝ˝ᬱᑞԺ᠛ᄉ௦ảᤇʶ਒ংԢᑞ᧙ᤆ஖௬ᅋʶሗ्Ꮺʼᄉஞͳবả

ᏪФᐿՐᄉᡓᡔব௃Ⴀ௦ᒬ᜿̅ᆾྞӐဗࠃᄉԥᄴԢၶ੆ǋੰषǌ

ԩ͛ፑፊႆᄉॕֽảСంంͺֵఝܲԨ౅̅පܚảځ൤ఝܲᛪဗ˝ᳫᄆˏᓣảϥ࠶ᣘ

̾༥ᓣǋᗯᓣǋ᳦ڗǌͭᤇሗኤผǋညবৌৌͳဗ˿਒៵ԢФថব˧᠎ǌൣ௦ځ൤ả

Фఝڙ਒ᄉ௦Ѹͺ᣾ር˖ᄉϥཨবǌϥཨЌ໗˿Ժᑞảͭ˶ᬤդᅋ൴ॼǌ൳ʿᅻảថ

বఴᢵࡂ௦ݟ൤ảФ௄Ժ̾܇ۋʶ˓̠੊ྫྷả˶Ժ̾ୟᜇʶ˓̠੊ྫྷǌ

੊᝴௦ځ˝ᓧశܸࠑၶᄉஏਕবảˀФឬ௦ڙݜథ਒Ӝѫ᜴ழઙ៵ˀ˖ڍз਒පܚả

අ߰ឬФࠪ൤಩ఴ෤థᒬ᜿ǌৌৌ௦ځ˝ʿᒬ᜿ảԥᏪХథॡܲՐ᜸˧௙֖ຆ҈ͳᝢǌ

௦ˏሗ஠Ӑ᧖᭦ᄉˋ᜴ảఴ෤థ͉ʹСጆảͭܚፑප͛ڍ˖֖៵ᄹ౎ảþ᜴ழઙݜڙ

̠ዜዴᇷణᰳཁʼᦏ௦ᄰ᤯ᄉả௃੝៊्यảఝ௃੝៊ˋ᜴ழǌՎʶሗዴᇷาҮả᜴

ழၿ̴͂ᄉ஠Ӑ֖ধ፤ழय̴̾͂ᄉ्यᛪဗѢ౎ảੇ͂ၿੇ͂ᄉ஠Ӑ֖ধ፤ழय̾

ੇ͂ᄉ्यᛪဗѢ౎ảݟ൤ᏪࣂǌÿԺ௦ảԀΦᤇಧảቊ̾˝ʿՎ᜴̅ழઙ៵ፊႆᄉ

௦ảСంంᄉѸͺ௃Ⴀ௦۲̅ఝᰳዴᇷՓऎᄉѸͺǌݟ౦ឬ᜴ழઙ៵ፊႆఝซ᧗ࣰ᭦

਒˦ʼᄉકઇˀԥԬᄉពảᥦ˥СంంѸͺ௬ཨ௦۲्̅Ꮺʼࡎ᭦ᄉᒬ᜿ˀᡓᡔǌ౼

ឳСంంͺֵ

᱔௙и
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ሗ਒˦ʼảݜ˧੝̾ʿᝢՎ࠱ᒬॅࣁ˝ઙ៵ᄉᔴ႘ả˶ൣ௦ݜ˝ځᝢ˝˖ڍපܚ਒ܑ

ᰳ᜴̅ழፊႆ͛ፑảݜᝢ˝ảþੇ͂԰̠ࠪ߾ߴǋ֖ࠪះᄉᮖৡҦ௦ᰳ᜴̅ழᄉảԵ

Ժ৸԰̠ኤᤉ༂຀ǋቆ༦᤯ᤨᄉ਒ܑảੇ͂ဗڙॡᬱͳ͗ҁ˿ǌÿ൤Ԁþܸ̠Ջʶÿ

੊ͷᔭௐ੝៊ᄉþ᥊ॶՋʶÿǌ˶ᬱযảࡉክᛪ᭦ʼСంంఝབᛱ̅ᛪဗ਒៵ảͭᰣ

᧖úúʿክ௦˞ͳảᤆ௦ͺֵúúԁ௦ʶሗᐖሽǋࣺ᧗ǋᰳ᠛ᄉ԰Цච᠎ǌߔ

Сంంឬảþ̠Ժ̾࠱ዴᇷาҮᐐڙᒬᢵၶาᄉᏅͳ᧖ả੊ᐐ͂ੇڙၶߚᄉྫྷ᠎ᇪ͗ả

˶Ժ̾߱࠱உᤩҁੇ͂ᢵՐఝࣸ᫪ᄉቆᫍǌ˶᝴௦ᒬᢵᄉߣፏਕᤔ΍ੇ͂ՓܸԦ᫇ả

యЫڙఝຆᤉᄉቆᫍ᧖Ԧဗ̠ዜᒬࣁᄉ௡Ϸ֖౎ԊǌࡂϷڙᕜᓸᄉ௑᧘˖ảੇ͂ఝᑞ

ਕԩҁᒬࣁᄉڙߚǌХ៵ᓧశ˖ੇ͂᭦ࠪᄉ௦ຝఋѬࠃᄉਕ߽ˆႌảᏪڙઙ៵ᓧశ˖

ੇ͂Ѷᭉ᜵ᡛܴᄉҺච֖Ꮼॶảځ˝ੇ͂಩ఴᄹʿҁੇ͂᭦ࠪᄉ௦̣˥ảԁᑞਕԩҁ

߱̾௃ܪʿڙᄉुܷҦ᧙ଌ҃ᅋੇ͂ǌઙ៵ʿઙ៵ʿ᧗᜵ảၴᒯᓧశʿᓧశ˶ʿ᧗᜵ả

ʿ᣾௦̣̾˥ಧᄉழय߶உᒬࣁᄉব༦ả᧗᜵ᄉ௦ੇ͂᭦ࠪᄉ௦̣˥Ặݟʹ᭦ࠪẶÿ

᭦ࠪẶᤇʹݟᤇಧʶ˓ௐ̼᧖ảੇ͂᭦ࠪᄉ௦̣˥Ặੇ͂ः᭦ࠪᄉ௦̣˥Ặੇ͂ឞڙ

̎᫇ᮤ᭦ґảူবᄉᒬ᜿௦ःཨᄉảͭࠪʶ˓ᓧశࠑᏪᝒảԺᑞఝᠺ̅ʶሗਕবᄉᄯ

᜿ǌ൳ʿᅻảᤇሗਕবᄉᄯ᜿᭣ͭ෤థٿᥗஊ෴ảԥᏪఝХஊ෴বǌ̣˥௦ஊ෴Ặͺ

˝ʶሗ੾ᓧảʿክ௦˃҃ảᤆ௦ඞ˞ảʿክ௦ᝢՎảᤆ௦કઇảॅ಩ᤆ௦ʶሗ੣ൿả

Фఴᢵࣲʿᑞ੆˝ᄫᄉǌ̠੥௦ᄫᄉảʶ˓ᓡݝᄉ̠ᫍሡࣿ੥௦ᄫᄉǌځ൤ảᓧశఴ

ᢵ˶ʿ௦ᄫᄉả˄ԀΦ௦߸੆ᄉͺֵ˶ʿ௦ᄫᄉǌඅ߰ឬѸͺᤇʶᛠ˝ఴᢵ੥௦ᄫᄉǌ

ᥗஊ෴বảͭ௦Фࣲʿᑞͺ˝ஊ෴ảఝ᭣੾ᓧǌٿክᤇʶᛠ˝௃กࡉ

̯ᤇ˓਒˦ʼឬảСంంឃයᄉʿ௦ஊ෴ảఝ᭣੾ᓧảᏪ௦̠ԢФၶߚఴᢵảඅकឬả

ᤇ௦ʶ˓ఝᰳ਒˦ʼᄉஊ෴ả௦ʶሗС˪̠߶ᢵበ֐ǋࣳለၶาᄉఝᰳᄉ्Ꮺʼஊ෴ǌ

ᤇ௦ʶሗԥஊ෴ᄉஊ෴ǌݟ౦ឬ᤯࣡਒˦ʼᄉஊ෴ఝܲឃឰ̅ాҦ஦́੊Юڙᄉԥᄴ

ˀ੺ѻᄉពảᥦ˥Сంంᄉஊ෴Ѷ௦ʶሗዴᇷՓऎʼᄉકઇᄉஊ෴ǌٿ᣾ܿᄹảࠃᬄ

ʼᤇಧʶሗᒬ᜿ǋᤤસൗឃයఴᢵ˶௦ࠪ̅᜹এᓧశԢФڎϷᣀՓᄉٿःˀᡓᡔǌ
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Guan Jingjing has an innate sensitivity for painting. !is is not a sensitivity of sensing or knowing con-
crete objects. Rather, it originates in a self-aware grasp of images extracted and condensed from human 
reality or nature. !is is not a matter of Greenberg’s so-called formal discipline. Instead, one could 
say it is none other than a destruction of form and a collision with language. Many of her canvases, 
upon cursory inspection, appear to be done in a “lawless” way. Of course, we could say that the “law 
of lawlessness” is the highest way. But to appraise the still-young Guan Jingjing this way would seem a 
bit e"usive. Yet one point is assured: in the reckless abandon of her forceful brush, and in her narrative 
traces shading into and out of view, the tension and clash among blocks of color, with implied reserves 
of will power and energy, are brought out strongly. Even more admirably, this will power and energy 
evince a metaphysical coherence, and there is a transcendent quality behind them, knowingly rendered 
from a fragmented reality by means of re$ection. 

Under in$uence of traditional painting, Guan Jingjing’s works often take their subject matter from 
ink art, so many are presented in black and white, occasionally set o" by gray, blue and umber. Yet her 
pared-down forthrightness is precisely what embodies an imagistic, poetic essence. !is is why she pays 
heed to randomness in the process of composition. Randomness is #lled with possibility, but it also 
harbors cruel forces. We must realize that this is also true of the poetic: it can give form to a person or 
thing, but it can also tear a person or thing apart.

Perhaps due to our artist’s innate sensitivity, rather than distinguishing between Western abstraction 
and Chinese free brush technique, it would be more #tting to say that she does not self-consciously 
choose one or the other. Not being self-conscious, she can reap the bene#ts of hindsight and #nd in-
depth lessons therein. In her view, “Western abstraction and Chinese traditional art came out of two 

A Reading of Guan Jingjing's Works

By Lu Mingjun
 Tr. by Denis Mair

di"erent cultures, and they had no connection at all to begin with. But the human spirit at its apex is 
not partitioned o". So-called forms do not dictate anything, and there is no hard-and-fast distinction 
between East and West. !e activity of spirit is one, but the West expresses it through its own culture 
and forms; we express it through our own culture and thought processes, using our own forms, that’s 
all.” Even so, I venture to say that Guan Jingjing’s creative work is unlike Western abstraction, in that 
it reaches into a higher spiritual dimension. If we say that Western abstract painting stresses resistance 
and opposition in a planar sense, then Guan Jingjing’s work is obviously founded on a metaphysical 
level of self-awareness and transcendence. Perhaps she does not agree with those who would categorize 
her work as abstract, because she believes that the intentional realm of Chinese ink art goes higher 
than the Western tradition of painting. She believes that “our ancients had a higher realization of the 
cosmos, of harmony, than was found in the West. Regrettably, we moderns have a hard time grasping 
the ancients’ realm of attainment, which was far-reaching, pristine and full of negative capability.” !is 
is the “union of heaven and mankind,” or what Yu Yingshi called the “union of Dao and mind.” It is 
no wonder that, despite Guan Jingjing’s obvious passion for expressionist images, one #nds classical 
qualities—solemn poise and high-mindedness—deep in the bones of her subjectivity and her work.

Guan Jingjing says, “People can focus spiritual activity on the group in which they live, or they can 
focus it on the material society in which they survive. !ey can also banish it to the broader expanse 
of the world that outlives them. Perhaps our sense of isolation forces us to ask questions of heaven, in 
hopes of #nding a projected image or source of humanity in a more expansive realm. !is is just like in 
a barren wasteland, where we are more aware of our existence than ever. In representational art, we face 
a warm, pragmatic world of the senses. In abstract art, we need plenty of courage and patience, because 
we de#nitely cannot see what we are facing, yet we feel it controlling us with pervasive, massive force. 
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Whether something is abstract or not is unimportant; even whether it is art is not important. What 
matters is what means we use to put our spirits at rest. !e important thing is to know what we are 
facing, and how to face it.”

In an era like this, what are we facing after all? What should we be facing? How should we face it? 
When confronted by such questions, rational self-awareness is surely called for. But more than that, an 
artist must rely on heartfelt intuition. We need to realize that such intuition does not evade politics; 
on the contrary, it is quite political. What is politics? As a skill, it may take the form of autocracy or 
democracy. Whichever it endorses or opposes, it boils down to being a means and cannot in itself be-
come an aim. Only human beings are the aim; only a decent intrapersonal order can be the aim. !us 
art in itself is not the aim either; even a completed artistic work is not the aim. It might be better to 
say that creative behavior in itself could be an aim. !ough such behavior cannot avoid being political, 
in itself it cannot serve a political end, and still less as a political skill. 

In this sense, Guan Jingjing does not seek ful#llment from politics, and still less from mastery of a 
skill. Instead, she seeks it in humanity itself and humanity’s survival. It bears saying that this is poli-
tics in a higher sense: it is a metaphysical politics that deals with how people can #nd a decent place 
for themselves and lead happy lives. !is is anti-political politics. Suppose we say that conventional 
politics is taken up with power struggles or with self-examination and critique, then we could say that 
Guan Jingjing’s politics is a politics of resistance in a spiritual dimension.Looking back over her works, 
I realize that in the self-awareness found here, in the commitment to a choice, there is a response to 
and a move beyond conceptual art and its pictorial derivatives. қࡢ ������۱ડ����Y��DNں᭦࣊������� ࣱ
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ảڍၶ̅Ꮎݜǌࠑ܇ᬾ֖ࠑǋႆࠑА۲௦ˆႌᗂՏᄉᜈᎵͺֵ֖ဖܑᓧశͣ࠶eᬀ܈˟

ǌࠑᐿ௿ᄉᓧశڍᳩܷ᫁ả௦ʶՏХథКီ᜼᧘ᄉХథܲࣄڍல֖กࡈӑ᭣቉ڙ࠴̯

���� ࣱ̼ảᬀͣ࠶А۲ѢဗڙҪࢶᓧశႌảԟˀ˿ᓧశԽʼᗂՏᄉþЏ֖ቆᫍᤁҮÿǌ

ᤇͮᓧశࠑԽថᓉᄉХథថ਒ᄉͭ፝ߚௐᫍॡᆀᄉᮧ஧ڰ΍ݜॡ௉ࡂᡄ३˿ᡁ᝗ảᤇ

̎ᮧ஧ڰ௦ၸ౎៵ड़বڠþಕซÿ᧗᜵ڠཁảݜ੝ၸᄉ௦Хథᒬࣁᱤ௙ྱड़ᄉᗯᓣ֖

ຆጙᓣӦ᠛᧚࡚֖Ф̴ܸཨᮧ஧ӆҾᄉіʹ्࿃ǌ���� ࣱ̼௉యảݜڙԟˀᄉӧᄨᮏ

ጡএᆿᮉᄫ˖ả࠱ݜᎾڍᯪᦏᄉழ࠸ᆿ᝹᝟˝ፋ̠Ӿ៵ຆ҈ᄉ̜ጙᓣ 7 ಴ảឞͺڎ्

ˆКڙ᧗͉ảԩᐏ̾ށᜁڠႌՉˆڙፘ፝ࠑʼܷஉऩॐǌᤇͮᓧశܷ͗܇ᬄᬾڍڙֵ

ႌѸͺМР֖ᜈᎵͺֵảӉહڙݜՌᖻ԰Ꮴᄉܷ᧚ٽ܈ߙֆþႆѢÿᄉܸ஠ڎԟҪ˿

Տ˝þ4PM�4UBSÿᄉܲ޴ͳࡘ᜾͗ảࣲ̼ᛪᎾڙڍþधᎬڍᬄԤࣱࡘÿʼᖌ३̙థᄨՏ

ᄉþधᎬԤࣱݑࡘÿǌ

ᜈᎵͺ܇ᎾశᯝѸͺᄉᬾڙͺዴᒰᄉ҃ࣁ᜾᣾ᒬࡘᄉ˞᜵ӯྫྷᯝ͔ܲڠႌՉˆڙࣂݜ

ֵ֖ઙ៵ႆͺǌݜᄉͺֵ௦ణ·ᄉሒ̠ᘨֵǌݜ३᣾௃ஜᄉݑᮉảӉહ̠̽೔ࠝ̾ය

ᄉࠑڍᓧశ۲᧚͗þМРڣ੝ᓧశݑÿẟ���� ࣱǋ���� ࣱ֖����� ࣱẠǋࠑڍᓧశ۲

᧚͗ߥݑ᧚̾Ԣڙ਒ܷѽ΃᱔ᠤ૾̀ᄉԩ̠஛̓ᄉ܊፤ྱડeડ๕᧖۲᧚͗С̅᜼᜿

ᓧశᄉߥݑ᧚ẟ���� ࣱẠǌ���� ࣱ � తảᗂՏᄉฦుᆃॆ̼ᓧశӯྫྷᯝݜ̀૾ځ൳ᕥả
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Lita Albuquerque is an internationally renowned installation, environmental artist, painter and 
sculptor. Born in the US, raised from a very early age in Tunisia, North Africa and Paris, France, 
Albuquerque is a multi national artist of global scope. In the 1970s, Albuquerque emerged on 
the California art scene as part of the art historically noted Light and Space movement. !e art-
ist won early acclaim for her epic and poetic ephemeral pigment pieces created to symbolically 
“mark” signi#cant environmental sites with the artist’s now signature geometric gestures of blue, 
crimson, semi precious metal and other natural pigments. In the 80’s, Albuquerque’s massive 
bright red chevron encased the US capital’s obelisk in her Washington Monument Project, a 
work highlighted at the International Sculptural Conference. !e artist went on the gain sig-
ni#cant world commissions for public and installation works around the world, including the 
celestial map she “drew” around the ancient Great Pyramids in Giza as part of an multi media 
exhibition called Sol Star that represented the United States at the International Cairo Biennale 
and won Albuquerque the prestigious Cairo Biennale Prize.

She has exhibited elegant conceptual gallery-based sculptural installations and abstract paintings 
in dozens of major museums worldwide, her work is the #nest private collections, and the artist 
is the recipient of countless grants and awards including the coveted National Endowment for 
the Arts Art in Public Places Award (1983, 1984, 1990), a National Endowment for the Arts 
Fellowship, the esteemed Civitella Ranieri Foundation Fellowship in the Visual Arts awarded in 
Perugia, Italy (2002). In June 2004 she was honored by the renown Museum of Contemporary 
Art in Los Angeles for contributions to art, and recently in Nov. of 2013 Albuquerque received 
the Distinguished Women in the Arts Award as part of the 8th MOCA Women in the Arts 
event hosted by actress Sharon Stone. 

Lita Albuquerque’s work is included in !e Archives of American Art at the Smithsonian Institu-
tion and is collected by prominent Museums and Foundations including the Whitney Museum 
Of Art, !e Museum Of Contemporary Art, Los Angeles, !e Getty Trust, !e Frederick Weis-
man Foundation, !e Los Angeles County Museum Of Art, !e Orange County Museum, !e 
Laguna Art Museum, !e Palm Springs Desert Museum, as well as numerous high pro#le world 
embassies and major international corporations. Albuquerque’s works appear in large scale exhi-
bitions of top contemporary art  held at the Hirshhorn Museum, Washington D.C.; San Fran-
cisco Museum of Art; Musee d’Art Moderne, Paris; Asahi Shimbun, Tokyo; Corcoran Gallery 
of Art, Washington D.C.; National Gallery of Modern Art, New Delhi; L.A. County Museum 
of Art; and Museum of Contemporary Art, L.A. Albuquerque is a noted educator and has been 
on the core faculty of the Fine Art Graduate Program at Art Center College of Design for the 
last twenty years. She recently completed a collaboration with astrophysicists from the Spitzer 
Science Center at California Institute of Technology (CalTec) for a project called OBSERVE, 
and produced a stunning multi media operatic and visual performance with the members of Los 
Angeles Coral staged at the Hubble Telescope. Other major shows and collaborations are too nu-
merous to mention, and future projects and honors include a large scale museum-wide exhibit 
in the 2014 at the Center for Art + Environment featuring her Stellar Axis: Antarctica project in 
conjunction with a major Monograph of the artist’s ephemeral works published by Rizzoli and 
the Nevada Museum of Art. 
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Bonita Helmer is a Los Angeles artist who studied painting at the University of California and 
Antioch University, earning her BFA from Antioch University in 1978. She continued with 
graduate work at Otis College of Art and Design, where she worked with Mitsumi Kanemitsu, a 
renown teacher of a style of expressive abstract painting that regards the non #gurative gesture as 
both a disciplined technical process, and a means of existential and self investigation.

During post-graduate studies at the noted Otis College of Art, Helmer met and studied with 
Francoise Gilot – Pablo Picasso’s wife and muse – who is a committed abstract painter in her 
own right. As a developing artist, Helmer became Gilot’s assistant in painting classes that Gilot 
taught at the University of Southern California/Idyllwild Campus. Gilot introduced Helmer to 
the use of universal symbols in art and Helmer and Gilot remain colleagues today. Other signi#-
cant in$uences on the artist include a close friendship with Dr. Jonas Salk, Nobel Prize Winner, 
who introduced Helmer to the close inter-relationship between scienti#c discovery, philosophy 
and art. As part of her spiritual and artistic research on the origins of the universe and the na-
ture of human experience, Helmer has studied physics and astronomy extensively via classes at 
UCLA, while continuing her life long personal investigations into science and mysticism.   

Helmer’s work has been exhibited nationally and internationally in Tokyo, Paris, New York, 
Chicago, San Francisco, Los Angeles, and Washington, DC.  Her work has been the subject of 
solo overviews in major international venues, including a 10-year retrospective at George Billis 
Gallery, L.A./N.Y., a career overview at L’ Espace Bateau Lavoir in Paris, sponsored by the Ecole 
des Artes Decoratifs, and a ‘featured artist’ exhibit of painting at the International  Space Con-
ference in Washington, DC. 

Helmer’s works have been part of numerous group exhibitions, among these a large scale exhi-
bition of contemporary abstract art at Gallery Q in Tokyo, as well as shows at the French Con-
sulate, the Orange County Museum of Art, the UCLA Center for the Arts, and the Museum of 
Latin American Art – all highly discriminating cultural institutions located in Los Angeles.

4IBSE�PG�-JHIU�����1BOFM���PG�EJQUZDI��BDSZMJD�TQSBZ�QBJOU�PO�XPPE�QBOFM�����Y���DN

Џᄉᆾྞ �úԤᐎႆႆ౛ ����ఱ౛ʼᄉපব໡ � ໡�����Y���DNؤ



226

4IBSE�PG�-JHIU�����1BOFM���PG�EJQUZDI����BDSZMJD�TQSBZ�QBJOU�PO�XPPE�QBOFM�����Y���DN

Џᄉᆾྞ �úԤᐎႆႆ౛ ����ఱ౛ʼᄉපব໡ � ໡�����Y���DNؤ



228

'SBHNFOUT����

GPVS�QBSU�BSSBOHFNFOU����BDSZMJD�BOE�TQSBZ�QBJOU�PO�DBOWBT

ᆾྞ �ú�

Ӊહٽᦉѫ࣊࣌��ʼᄉපব໡ � ໡ؤ



230

ǋᜈᎵͺֵǋ୉ॕ֖ॕϷǌᤇͮᓧశ܇eӴᗵẟ"OOFUUB�,BQPOẠᄉͺֵӉહᬾ܈ݴ߶

ฦుᆃǌᒬ̅ࡏᑸᬵЦảဗ࣎ၶ̅ࠑ ���� ࣱ̾౎ڙࣂݜᎾڍ֖ܰڍԟҪࡘ᜾ǌᬓሤ

౜ԟҪКီᎾశᯝǋӯྫྷᯝᄉาҮܰảݜ˶௦ʶՏԩ࠳஛ᄉߥᏧǌӴᗵ௦ݗᗓலᓧశ

᝹᝟ߥᬒᆐቂၶᎾశጆᄉКᐋஓ૾֖ҝ˞͉ảڙݜឞጆᄉᛠஊᐋ᠉Ӊહஓ૾ࠃ᡺֖ူ

᝶ழ᭦ᄉាርǌ

ǋฦుᆃॆߥܷ׍ӯྫྷᯝǋശᛣ᝟Ѳẟ4JEF�4USFFU�1SPKFDUTẠǋᓹҪܹ࿆ڙᄉͺֵడݜ

�᜾˖ॶẟ-"$&ẠǋѢԯᓧశẟ&YJU�"SUẠǋ᭻Аலጩᓧశ˖ॶẟ8FYOFS�$FOUFSࡘڠ

GPS�UIF�"SUTẠ̾Ԣڙ་ܷѽ̍৘ࡈˠҨᄉᓧశԤࣱࡘẟ"SU�#JFOOBMFẠኍࡘڠѢǌݜᄉ

ഏএᓧశ୉ॕͺֵڙࣂᎾࡘڠܲڍ᜾ảڍڙᬄʼڙࣂ԰ࣄǋΨᎬலǋበᬜࠀǋ࣎ᑸǋ

กڍǋಋۤࠦǋจПǋ਒ܷѽ᜴֖ာྤࡘ᜾᣾ǌ

Ӵᗵڙࣂᔙအޚ᭻৆Ꮎశᯝẟ4IPTIBOB�8BZOF�(BMMFSZẠǋᬀݺலྱబǋ಺ᥦֺྱᎾశ

ᯝẟ"SNTUSPOH�4DIPFOIFJU�(BMMFSZẠǋกڍᆐቂᬒẟ5IF�'SFODI�*OTUJUVUFẠǋડலᠾጩ

࣯ல᝟Ѳẟ-BT�$JFOFHBT�1SPKFDUTẠǋҪ֖ߥܷࢶ෱ࡿẟ3JWFSTJEFẠúú߱͂ᦏ௦ฦు

ᆃ᭣࣡ᗂՏᄉॆ̼ᓧశ૵ཁúúˠҨᄉК᭦˓̠ͺֵ˖ࡘ᜾᣾ͺֵǌݜ˶డ̅ͮڙӛ

ЧۿᄉӴᏬ۲೎ᬟܷ֖ߥே᧚ࡢᄉӮᦉ˧஺ẟ4PVUIFSO�&YQPTVSFẠɣ Ҩ᣾˓̠ͺֵࡘǌ

Ӵᗵ઴థ܊ᖻฦ۲ࡈ஠֖͟ܢߥஙܷߥ஠ߥᆯͮߥܢảڨ˝ᔭឥ˃ˉǌݜᤄٿᎾߥڍ

˷ᓧశảݗڙᗓலᓧశ᝹᝟ߥᬒᖌ३ᎾశͮߥܢߥảڙҪߥܷࢶฦుᆃѫಢᖌ३Ꮎశ

ᆯͮߥܢǌݜడᖌ३ܲᮉᓧశࠑ᯾ᯝߥݑ᧚̾Ԣ᜴ழࠑڍᓧశᐎՋ͗ݑẟ8&45"'Ạǋ

ᓧ శ ̂ ҫ ẟ"SU�.BUUFSTẠǋݑ จ ฦ А � А ડ ல ጩ ۲ ᧚ ͗ẟ5IF�1PMMPDL�,SBTOFS�

'PVOEBUJPOẠᓧశ̾ݑࠑԢҪࢶᇪӜ۲᧚͗ẟ$BMJGPSOJB�$PNNVOJUZ�'PVOEBUJPOẠᄉʶ

ᮉ᧗᜵ݑҴǌ

Annetta Kapon works in sculpture, installation, photography and video. !e artist was born in 
Athens, Greece, and now lives in Los Angeles. She has exhibited in the United States and abroad 
since 1982, and in an addition to an active and global  gallery/museum career, she is a respected 
academic. Kapon is Full Professor and Assistant Chair of the Graduate Fine Arts Department at 
Otis College of Art and Design, where her administrative duties encompass teaching classes in 
both studio and theory. 

Her work has been featured at the  Jewish Museum in Greece, Side Street Projects,  the Universi-
ty of Chicago, LACE (Los Angeles Contemporary Exhibitions), Exit Art, Wexner Center for the 
Arts and the Art Biennale held in Sydney, Australia to name a few.  Her conceptual video work 
has been screened extensively in the US and internationally in Cuba, Russia, Lithuania, Greece, 
France, Cambodia, Poland, Italy and Spain.

Kapon has shown work in comprehensive solo exhibitions held at Shoshana Wayne Gallery, 
Armstrong/Schoenheit Gallery, !e French Institute,  Las Cienegas Projects, and the Univer-
sity of California, Riverside,  all highly regarded venues of contemporary art in Los Angeles. 
Additional solo shows have been mounted at Carnegie Mellon University, Pittsburg,  as well as 
Southern Exposure in San Francisco.

Kapon holds a B.A. from the Aristotle University in !essaloniki, and an M.A. from the Uni-
versity of London, both in the #eld of English.  She returned to study art, earning her second 
BFA from Otis College of Art, as well as a secondary MFA from UCLA. She is the recipient of 
numerous artist residency fellowships, plus WESTAF, Art Matters, !e Pollock/Krasner Founda-
tion artist grants, as well as a signi#cant grant from the California Community Foundation.
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Annetta Kapon
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!e late and critically acclaimed painter Luc Leestemaker  was an internationally collected and 
exhibited Los Angeles based painter native to the Netherlands and transplanted to the US late 
in life. . In his homeland of Amsterdam, his personal passion and career arc  re$ected a deep 
interest in and active engagement with visual art and creative culture. He founded an Amster-
dam-based performing arts center; organized the European art collective called Hart Poetry and 
was the founder and head of Leestemaker & Associates, an Amsterdam based consulting #rm 
specializing in the arts.

Leestemaker relocated to the US in 1990, becoming newly interested in the Dutch still life 
painting tradition of his homeland. Carrying on a long standing line of serious painters in his 
family, the self taught Leestemaker committed himself to painting full-time. Extremely well 
versed in his art historical precedents, Leestemaker studied intensely the work of fellow Dutch 
artists Mondrian and de Kooning,  who upon arriving to the US were equally drawn to avant 
garde ideas regarding expression through abstract gesture. 

Years of intense study led to his earliest densely painted abstract expressionist compositions. 
These investigations were followed in subsequent decades by what the artist titled the Inner 
Landscape and Trans#guration series, inspired by the artist’s study of Mark Rothko as we;; as 
17th and 18th Century Dutch and English landscape painters like Constable and Ruysdael. 
Almost instantly, Leestemaker gained international critical note. In his highly sought after ma-
ture works, the self trained Leestemaker  came to thoroughly grasp abstract oil and varnishing 
techniques with a near Dutch master subtly and #nesse.   !is is in fact what distinguishes the 
late artist’s globally collected and exhibited signature canvases:  stunningly executed and deeply 

emotional compositions suggestive of both sublime natural horizons and in#nite, transcendent 
expanses of colored air and light. 

In 2006 the award winning Canadian composer Vincent Ho (Composer in Residence at the 
Winnipeg Symphony Orchestra), used four paintings of the artist as inspiration for a chamber 
music work in four parts, titled “Four Paintings By Leestemaker.” Funded by the Canadian Arts 
Council this work was performed at a number of music festivals throughout China. !e video 
artist and animator Edber Mamesao choreographed a 20 minute visual interpretation of this 
composition and a DVD version of this compilation is part of a new substantial hardcover book 
about the artist’s life and work, published by Skylark Press. September 2007 saw the world pre-
miere of “Breaking !rough the Canvas” at the Pasadena Museum of California Art; a choreog-
raphy by Lineage Dance Company, inspired by Leestemaker’s paintings, set to music by Vincent 
Ho.
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