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Liu Dan
Old Cypress from the

Forbidden City (detail),
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Foreword

13 ~

. , with its links to calligraphy, is one of the foundation stones
of Chinese civilisation. Its contemporary manifestations, diverse as they
are, therefore draw freely from the classical canon. The constituency for
appreciation of the New Ink Art, as it has now become, is a fresh generation of
connoisseurs which has begun to develop a broad interest in China’s history in
order to better understand the vitality of its contemporary culture.

Contemporary Chinese artists working predominantly in, or with, ink and
associated media, are much aware of the elitist connotations of this aesthetic.
The early cognoscenti and practitioners were the literati, the gentlemen-schol
ars of the past EZZ years, whose gatherings in elegant pavilions or studios were
dedicated to the art of living — relishing the fragrance of nature, the conversa
tional intercourse between intellects of similar power and tastes, the cornois
seurship of wine and tea, the study of antiquities and painting and the satisfy
ing mutual recognition of their own superiority. These ssalons” were indeed not
far removed in purpose from the drawing-rooms of f‘th century France where
the douceur de vikgached its peak under the civilised direction of the great
hostesses of the era.

This heritage of a certain lofty detachment from material concerns and, in
particular, the judgment of the outside world, has released the contemporary
ink artist from the pressure to sperform” for the new art-world consumer. Quite

to the contrary, he feels free to try to confront his central challenge — how to



render this traditional medium relevant and meaningful to the modern world —
without too great a concern for the demands of the market.

So this —rst comprehensive study of the New Ink Art in an institution of
international stature is exceptionally timely. It coincides not only with the
growing awareness of this vital contribution to contemporary Chinese culture
in general but in particular to the current revival of interest in artistic funda
mentals after the excesses of the last years. A new generation of art lovers has
become aware of the paradox that the ink artists, who return to the wellspring
of Chinese culture as a source of inspiration and creative refreshment are actu
ally, in Britta Erickson”s words: sthe most idealistic and intellectually daring of
China’s artists”.

And the consistent rhythm of experimentation that is in evidence in the
wide range of works in this exhibition, from the cultural sensitivity of Liu Dan
to the ground-breaking video works of Qiu Anxiong, describes a diverse output
that provides a cultivated audience with the opportunity to enjoy not only the
subtle connections with the literati past but also the artists” engagement with
the realities of contemporary life.

It is then the theme of this exhibition to de—ne just how innovative and
audacious the best of these exponents are. Just as Cézanne and Picasso assimi
lated the work of Raphael, Poussin, Velazquez and other old masters to develop
their own revolutionary language, so the ink artists are grappling with the
same challenge — how to express the transformation of their society into works
that are meaningful precisely because they take account of the past in order to
make sense of the present.

We are deeply grateful to the many lenders who have so generously parted
with their works for so long, to the distinguished scholars who have contrib
uted so generously to the value of the catalogue accompanying the exhibition,
and —nally to the Saatchi Gallery and to its director Nigel Hurst for opening its

doors to us and to Ink: The Art of China.

Li Jin
Spring in the
Michael Goedhuis Gard?pn_ (d)etall)




Chen KeZhan
Red — Autumn

(detail)
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Red Bamboo (and Other Ruminations)

” | visited the National Palace
Museum in Taipei — which houses many of the
greatest extant masterpieces of the Chinese ink
painting tradition — it was in the company of

an artist just beginning to make his reputation
as an experimental ink painter. «Before you

look at anything else,” he said, *You"ve got to
see this.” He led me to an ink painting by the
Song-dynasty scholar-artist Su Shi (fZS€-f fZf),
featuring a bamboo tree deftly brushed in tones
of vermilion red, rather than in the traditional
black. With great relish my friend proceeded to
relate an anecdote concerning a conversation

seemed to be asking a question whose implica
tions were similar to that of Su Shi’s: Is schair” as
a fundamental concept altered by the di"erent
ways in which it can be depicted (whether con
structed, photographed or reduced to text)? And
as for Su Shi, | would frame it like this: while his
critic was concerned with bamboo, Su Shi was
concerned with the idea of bamboo.

In the same spirit, the present exhibition
is concerned less with the phenomenon of «ink”
in the Chinese artistic tradition as with the
eidea of ink” in that tradition. And the eidea of
ink” here is recognized as an aesthetic arena

that allegedly took place between Su Shi and onein which contemporary artists can freely

of his critics. *Why did you paint the bamboo in

negotiate with the tradition, in whatever way

red instead of black ink! Have you ever seen suchthat is meaningful or necessary to them, and on

a thing as a red bamboo in nature?” the critic
asked indignantly. Well”, Su retorted, *have you
ever seen such a thing as an ink bamboo?”

whatever level — whether material, structural,
historical, spiritual or cultural. The range of
artists featured in the show describes the way

From my perspective at the edge of the %of st this discourse has expanded in the last twenty

century, Su Shi’s alleged riposte struck a-phe
nomenological chord that reverberated across
time and place, buzzing certain keys in the
discourse of contemporary art. | thought most
particularly of the conceptual artist Joseph

years, attracting an increasing number of artists
with diverse backgrounds and with di"ering —
even diametrically opposed — concerns.

The «end of art” and «end of painting” argu
ments that took hold in the West in the f*Zs

Kosuth”s seminal f’E&T work One and Three Chawsth critics like Arthur Danto and Douglas

which presents di“erent existential possibilities

Crimp had a strong resonance in contemporary

for the concept of a chair: a real chair, a life-sizedChina, where the end of literati art and tradi

photograph of the same chair, and the enlarged
text of the dictionary de—nition of a chair. At
least to my relatively innocent mind, Kosuth

tional ink painting had already been advocated
more than —fty years earlier by reformists and
continued to be advocated by revolutionaries,

ff



Wilson Shieh
The Queen

(p.
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identi ed with traditional painting styles,

| should make some landscape paintings.
| went to the Internet to collect some
information about late Ming painting,
whose intentionally distorted or manner
ist style has been much admired. Having

selected some paintings from a web page,

| printed them together on  paper and
started looking for similarities between

the work and my own experiences. Details
in the images were often indistinct due to
low resolution. Since traditional brushes
and xuan paper were not available in this
out of the way area of Scotland (I couldn’t
see any [texture-stroke] brush work in the
paintings anyway), | just used a drafting
pen, which | was accustomed to and had
on hand. With dense pen strokes on coarse
handmade Indian paper, | outlined the
landscape to re ect whatever impressions
came to mind, from hot springs, tea tast
ing, mountain climbing, ower apprecia
tion, chess or the sound of breaking waves.
Figures in the paintings were composed

of cynics and monsters and were meant

to allude to the societal chaos in Taiwan

at the time. | was constructing narratives
relating to ancient scholars being banished
to the hinterlands, often combining several
classical works to outline a hybridized rar
rative of my own ideal of living in seclusion
amongst nature.

At the end of the day, metaphorically and
ontologically, it all begins with the meditation
on a red bamboo.

The Poetic Imagination in

Contemporary Chinese Ink Painting

~ “ ~
L]
” ’

however ancient and prestigious its historical
and theoretical , is perfectly suited to
address or re™ect the twenty-—rst century”s
dilemmas and contradictions. While a quality of
timelessness unveils itself through ink painting
S0 too does timeliness reveal itself through the
hands of this form”s contemporary masters.
What goes around comes around; the Book
of Change, the Yijingnforms the structure
of all Chinese ink painting, old and new, as a
cosmological key. All image-making is form-
making. It is ontological in essence. All form-
making is constitutive ofdescription and as
description at both general and speci—c levels
of potentiality and heterogeneity. The play of
texture and linearity, the core of ink painting,
is indicative of the phenomenon of energy, of
arterial pulsation, of life itself. Through such play
the theme of internal contrast and reciprocal
becoming is made manifest in all ink painting.
Such is the world of ink-painting, old and new.
The Michael Goedhuis exhibition  at the
Saatchi Gallery brings to the public a selection
of works created by virtuosi of the hand. The

are possible. Grace, suppleness, and vitality
must exist in order for the viewer to connect
with the work. No matter what the imagery,

ink painting contains a dynamic that few other
types of artworks can sustain: that of becoming
and of simultaneity. This sensation of passing
through engenders feelings of transience,
tenuousness and loss. And yet if there is a cast
of melancholy to ink painting, it is more than
balanced by ink painting”s undeniable capacity
to elicit wonderment. While an essential
principle of the complementariness of opposites
(light/dark, open/closed, empty/full, East/West)
pervades many of the works in  as in Liu
Dan’s Tinkling of Jade-Pendamniskuo-sung’s
Universe is My Heart #0 Ch”ing”s Ten Thousand
Peaks of Red Leavas Hsin-hua’s One Day
other works privilege juxtaposed rather than
integrated clusters of changing elements that
resist reduction to a common denominator. Lu
Hao"s Landscape Series Nohun-yi Lee’s Mao
Triptych Xu Lei’s Tree of Blue Underijléizen
Shieh’s Ladyland Seaed Qiu Jie”s Mano the
Cotton Fieldor example, are works that have a
deconstructive element provoking the viewer to

process and technique of ink painting is arguably become aware of the logic of binary oppositions.

one of the most dicecult of the visual arts to
master; intractable in terms of the conditions
it imposes on the artist; no erasures or changes

Sensations of corporealisation and decorpore
alisation are part of the experience of viewing an
art form that doesn’t tolerate mistakes or reit

ft



Gao Xingji
Dream Mount]
(La montagn

réve), (p. )

erations. There is often a sensation of gossamer
translucency, an otherworldliness that pervades
such work as in Wenda Gu’s Ink Valley and Whiteco-exist within the genre in terms of approach,

Water Jia Youfu’s Work Liu Kuo-sung”s The Uni

Contemporary Chinese ink painting takes
many forms. In , panoramic variations

subject and content, yet each di"erence comes

verse is My Heart Naand Yang Jiechang”s Tomor with its own visual and psychic attributes, its

row Cloudy Sky series. Rapture su”uses Zhang
Yu"sDivine Light Series and Zhu Daopibglieate
Fragrancehile change and continuity wres

tle with each other in Wucius Wong”s Sky Land

own emotional acenities and registers.

Ink painting brings us into contact with
an immersive intimacy in which humanistic
themes of man’s relation to himself, to nature

Expression Qui Deshu’s -Panel Mountainsgapes and to the other are played out against the great
and in Yang Jiechang’s Tomorrow Cloudy Sky whieaekdrop of constancy and change. What has

a suggestion of apocalyptic doom pervades.

moved me more than anything in the viewing

Feelings of dreamy sensuousness are evoked byand the assessing of such diverse image making
Yang Yanping” s Autumn Song and Gao Xingjian'm , large and small, is a quality of deep

La montagne de réve in contrast to the tension
between the natural environment and the man-
made, seen in Qui Anxiong”s Flying Sdudstal

interiority that pervades all the work. John
Berger in his essay *The Place of Painting” (in
The Sense of Sight) refers to the condition of

gia and New Book of Mountains and Seas. Finallyevelation in measured and thoughtful ways.

several works in recall classical ink paint
ing”s relation to calligraphy and thus reassert-cal
ligraphy”s corporeal and physiological dimension
in updated and often quirkily irreverent ways as
in the paintings of Xu Bing, Qin Feng, Qiu Zhijie,
Wang Dongling, and Wei Ligang.

fE

He writes: ». . At the moment of revelation when
appearance and meaning become identical,
the space of physics and the seer”s inner space
coincide: momentarily and exceptionally she or
he achieves an equality with the visiliese all
sense of exclusion; to be at the centre.”

The Archaeological Inspiration
for Contemporary Chinese Art

. 2 e“ eeYincon - time was the soft hair brush, many other tools
temporary Chinese art. On the one hand, many were also used, such as sharp-pointed knives.
artists have taken an avant-garde stand that The phenomenal archaeological discoveries of
di“ers profoundly from the classical tradition the past century or so, have revealed a wealth of
in Chinese art history. On the other hand, a ancient inscriptions on metal, wood, bamboo,
number of artists, including the most radical stone and silk. These exciting new sources have

ones, claim that they are the true representatives enhanced the commporary calligrapher”s

of China’s grand tradition, and that their spost-  familiarity and ease with di“erent styles of
modern” art is the only way that upholds and calligraphy. The concept of «tradition” has
continues that tradition. In the deconstruction inevitably become more ™uid, as calligraphers
and re-construction of the theocratic discourse, are able to draw on much wider sources to

as well as in practical terms, archaeology plays adevelop their own technique and style. This
signi—cant role. My article sets out to explore theparallels the development of the «Stele School”
interesting relationship between contemporary  of calligraphy beixue pgin the Qing dynasty

art and archaeology. which was inspired by the study of ancient
Looking —rst at the phenomenon known inscriptions on bronze and stongr(shixug

as «Calligraphy-ismsufazhuyiwe see that Some time later, at the end of the f’th century,

many Chinese artists have tried to use Chinese the discovery of oracle bone inscriptions (carved

writing, in particular ancient manuscripts, in on turtle plastra and ox scapulae) revealed for

their works. The classical tradition of calligraphy the —rst time the earliest writing of the Shang

is based on writing with a brush and ink on dynasty. The discovery of bamboo slips and

paper, and these are thought of as soft materials. silk manuscripts with inscriptions from the

But, before the invention and widespread use of Warring States and Qin-Han periods have also
paper in the fst century , most inscriptions increased the reservoir of ancient calligraphic
were written on a wide variety of materials, such styles. It is clear that many contemporary pieces
as animal bone, metal, stone, silk and bamboo. of calligraphy have these ancient sources as

In fact, most of the early calligraphic works that their inspiration: the Shang dynasty oracle bone
have survived are on materials other than paper. inscriptions, inscriptions on ancient bronzes,
Although the main writing implement at that bamboo slips, silk and stone stele, and the

f€



decorative styles such as <bird script”. We can seeXu Bing”s style is not derived directly from the

that archaeology has become a major source of
inspiration for new artistic experimentation, as
modern artists —nd stylistic models in the newly
unearthed archaeological material.

For many contemporary artists, archaeology
not only provides a stylistic model, but also
a conceptual framework. It has enabled an
extension of the territory of Chinese modern
art in a very fundamental way. In spite of the
adoption of Western smodernist” and spost
modernist” language and methods of expression
in China, the fact is that contempary Chinese
art, including calligraphic art, has grown up,
quite distinctively, against a Chinese cultural
backdrop. Even in Xu Bing”s Heavenly Script

Xu Bing
At the TempleA ﬁ a». -ﬁ % 1&1
the First Ruler
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there is a conceptual, as well as a stylistic link,
with the smagic script” of ancient Daoism. The

sion Otn the rpétgadltlon of the *magic script” can be traced back
ScCri see 1sen
Yuhg A Hlsto@o%he late Han period, in the %ond century

Chinese Calligra
(Hong Kong,

pp. -

gy%dthe *heavenly script” of the Daoist canon

- which was supposed to have been written in red

pigment by spirits of the other world. In Daoist
practice, secret codes and talismans were often
written in a script that was unreadable except
to the initiated. Mysterious and powerful, this
writing was decipherable only by an accem
plished Daoist master. Although the model for

f

canon of the classical calligraphic tradition, it
nonetheless borrows Daoist art and reinterprets
it in a new social context. It is interesting to
see how contemporary artists are inspired by
ancient popular religious practices that had, and
still have today, a strong in™uence on ordinary
members of society.

It is the deep obsession with China’s
spast” that has led the way for the success of
contemporary calligraphy both in China and
abroad. For some artists, this has meant a
deconstruction and subversion of the traditional
art. Wenda Gu has done interesting work in this
respect, and has taken Chinese calligraphy into
modern art installations. But, for many other
artists, the attraction of looking to the past lies
in —nding a conceptual and stylistic model, and
in recreating the cultural spirit of the original
writing. We can see this in the works of Gu
Gan, Wei Ligang and Qiu Zhijie, who are at the
forefront of the modern calligraphy movement.
In Gu Gan”s work we see examples of how the
artist employs and transforms di“erent types
of archaic scripts in order to achieve special
pictorial e"ects in the composition. In Wei
Ligang’s recent work, he has turned towards
the experiment of a ¢line-movement”; his
work may look at glance like a close relative of
western abstract art, but is clearly inspired by
the simplicity of the use of line in traditional
Chinese calligraphy. Qiu Zhijie, on the other
hand, seeks the direct correspondence with
the ancient inscriptions found on early ritual
bronzes and stone stele. The motivation of these
artists is to re-invent the essence of old tradition
in the process of transition. With the help of
archaeology, they have found modernity in
archaism. As the sinologist F. W. Mote pointed
out, srecovering the pastfugy is not just a
revival of ancient styles, but a more general
expression relating to one”s consciousness of

past models (¢The arts and the jtheorizing mode¢

of civilization”, in C. F. Murck (ed.) Artists and
TraditionsPrinceton, f'€). The contemporary

artist may consciously create a new model, yet
the past lives on in his or her works.

Is it right to talk about eneoclassicism” in con
temporary Chinese art? It is clear that we cannot
avoid the question of tradition. For almost two
decades, Chinese artists and critics, in particular
the younger generation, have moved away from
the heated debates of sis the tradition of Chinese
art dead?” to how can an artist *bring life to the
tradition”. Of course, in a new social context, the
tradition cannot be maintained inde—nitely. In
order to put contemporary Chinese art into per
spective, there needs to be some adjustment to
the rigidly de—ned boundaries of the tradition of
Chinese art. It would seem that . Eliot"s words
are —nding resonance with young artists in
China today. He wrote that stradition is a matter
of much wider signi—cance. It cannot be inher
ited, and if you want it you must obtain it by
great labour” (5. Eliot, *Tradition and Individual
Talent” in Selected Essays; New York, f'S%).

Li Xubai

Heart of Zen
Inspired through
Cloud and Water,
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Liu Kuo-sung
Red Soil Plateau (detail),
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Ink Painting, Politics and Technology

-£o o o> -Aoin
China as one of its great calligraphers, and
examples of his work are prominently displayed

yet continued to be vili—ed even in the aftermath
of his death.
Today matters have come full circle. There is

in spaces both public and private. Up through the now a museum in China solely devoted to Pan
late f'tZs and early f'EZs, Mao actively supportelianshou’s work. It forms part of the lakeside

this traditional art form, even facilitating the
foundation of calligraphy research institutions
in Beijing and Shanghai. It is thus an ironic
point of history that during the Cultural

campus of the China Art Academy in Hangzhou,
over which Pan used to preside — the lake itself
being one of China’s most famous beauty spots,
celebrated not least for the misty views that are

Revolution (f'EE-€E) Mao condemned traditionavocative of Chinese ink paintings. There is also

forms of calligraphy and ink painting as being
synonymous with elitist and reactionary
traditions. As a consequence, among those
artists who su”ered particularly during this

a bronze statue of Pan Tianshou by the waterside

and Pan Tianshou's son, Pan Gongkai, has
followed in his father”s footsteps and today is a
distinguished painter. Like his father, he served

period of upheaval were some of China’s leading as President of the China Art Academy and he
ink painters and calligraphers. One prominent  was later appointed as Director of the Central
victim was Pan Tianshou (f“€-f'€f), now Academy of Fine Art in Beijing — these being the
regarded as one of the most signi—cant Chinese two most important art academies in China. Pan
artists of the %oZth century, as well as one of the Gongkai’s powerful, boldly experimental work is

most important teachers of Chinese ink painting
and aesthetics. When the Cultural Revolution
was launched in f’€@E, Pan was serving as
President of the Zheijiang Academy of Fine Arts
in Hangzhou (now the China Art Academy), and
he subsequently was singled out for particularly
vicious persecution — publicly humiliated,
beaten, and paraded through the streets of
Hangzhou and other cities as a *Guomindang
cultural spy”. He died broken-hearted in f'€f,
before the Cultural Revolution reached its close,

represented in the current exhibition.

Whether living and working in China,
Taiwan, Hong Kong, or as part of the
Chinese diaspora in the West, many Chinese
contemporary artists cannot wholly abandon,
nor do they wish to abandon, the long, uniquely
continuous heritage of Chinese artistic culture
in which the media of ink and brush play such
a signi—cant role. At the same time, they do,
however, wish to confront the nature of the
extremely globalised world in which they live

%of
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Looking at the diverse styles, themes,
intellectual contexts and artistic careers of the
artists represented in this exhibition and the
accompanying catalogue, the viewer and the
reader will immediately become aware of, and
possibly be overcome by, the sheer range and
complexity of the works on display. But they

will also be rewarded by a deeper understanding Feng, Qiu Deshu, Qiu Jie, Wang Dongling, Wang

of contemporary Chinese art in particular and
Chinese society in general.

At —rst glance indeed, the exhibition seems
to encompass such a great variety of styles
that the identi—cation of a central thesis might
appear an elusive target. Let me however-sug
gest several possible approaches to elucidate
the concept that the curator, Michael Goedhuis,
has tried to present — the vitality and relevance
of ink art to the world today, both for China
and beyond.

Zeng Shanqing, Zeng Xiaojun, and Zhu Daoping.

>T ¥

These artists use ink and other media and
combine Chinese and non-Chinese styles.
Artists in this category include: Huang Yong
Ping, Chun-yi Lee, Leung Kui Ting, Li Jun, Liu
Kuo-sung, Liu Wei, Lu Hao, Pan Hsin-hua, Qin

Jinsong, Wei Ligang, Wucius Wong, Hong Chun
Zhang, and Zhang Yu.

~

Artists in whose works the historical and
cultural relevance of the medium of ink is
guestioned and the physical and chemical
properties of ink are explored. They include:
Chen Guangwu, Gu Gan, Wenda Gu, Qiu
Zhijie, Wang Tiande, Wei Qingji, Xu Bing,
and Yang Jiechang.

A good way to begin developing a grasp of the

big picture may be by dividing the artists in the
exhibition into the following broad categories:

~ ~
- (X L

Another possible way to begin our journey is
perhaps to further divide contemporary Chinese
ink painting (including but not limited to works
featured in this exhibition) into the following

These artists rely on brushwork and ink or colour stylistic or thematic categories, keeping in

washes and include: Fang Jun, Gao Xingjian,
Jia Youfu, Li Huayi, Li Jin, Tong Yang-tze, Li
Xiaoxuan, Li Xubai, Liu Dan, Liu Qinghe, Lo
Ch’ing, Wu Yi, Xu Lei, Yang Yanping, Yuan Jai,

%0E

mind that some artists belong to more than one
category, as indicated in the list:

Fang Jun, Ho Huai-shuo, Leung Kui Ting,

Li Huayi, Li Xubai, Liu Dan, Liu Kuo-sung, Lo
Ch’ing, Tong Yang-tze, Wang Dongling, Wang
Jinsong, Wucius Wong, Zeng Shanging, Zeng
Xiaojun, Yang Yanping, and Hong Chun Zhang.

Yoo 2" e”

Liu Kuo-sung, Gao Xingjian, Gu Gan, Qin Feng,
Wang Tiande, Wei Ligang, and Xu Bing.

S :t V“ ”

Gu Gan, Li Jin, Li Jun, Liu Qinghe, Li
Xiaoxuan, Wang Dongling, Wang Jinsong, and
Zhu Daoping.

S L] L]

Liu Kuo-sung, Qiu Deshu, Yang Jiechang,
Zhang Yu.

T N Te- o o 0ot

Jia Youfu, Liu Kuo-sung, Wenda Gu, Zhang Yu.

(E " ~ .."@a

Yuan Jai, Pan Hsing-hua, Xu Lei
€ © - .A L] L] L] ”

Chen Guangwu, Wenda Gu, Qin Feng, Qiu Zhijie,
Wang Tiande, Yang Jiechang

‘ ~
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Huang Zhiyang, Chun-yi Lee, Li Jin, Lu Hao,
Miao Xiaochun, Qiu Zhijie, Qiu Jie, Wei Qingji,
Wu Yi, Xu Bing, Hong Chung Zhang.

Perhaps the most salient feature of contemporary
Chinese ink painting is the audacity and
radicalism inherent in the artists” analysis,

not only of the very nature of ink painting, but
also its theoretical parameters (explored in Xu
Bing”s "An Email on Modern Art and Education”
—rst published in the proceedings of the %0ZZ’
Beijing International Conference on Art Theory
and Criticism, pages S€t-S'S). Several artists in
this exhibition have been included in a series

%0€

Liu Kuo-sung
Rhythm of the
Moon,



Li Huayi
Autumn Mountains
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Qiu Zhiji E ey
Ten Poe - i
by Su, Shi -
(P ) i L
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of shows, both inside and beyond the Chinese- of this tradition take the work of Gao Xingjian
speaking world, which address the role of ink in for example. Gao received the Nobel Prize for
contemporary culture. As clari—ed by Pi Daojian,literature in %.ZZZ and now lives in Paris in
curator with Huang Huansheng of the exhibition semi self-exile. His style of painting can be
China: Years of Ink Experiment, — held at characterised as belonging to the great literati
the Guangdong Museum in %.ZZf, the term «Ink tradition of Xieyiliterally swriting of the idea”)
Experiment” was intended to highlight the fact  which allows him to create subtle, intuitive

that the experiments of contemporary Chinese  settings that hover between —gurative and
artists go far beyond simple ink paintiagd now  abstract art in a way that has been done by many

extend to expressive ink art, abstract ink art, of the great masters in Chinese art history. His
conceptual ink art and installation ink art. paintings explore the expressive possibilities of
Traditionally, the ink used by Chinese art ink and wash, advanced chiaroscuro shadings

ists for calligraphy and painting was made in and subtle textures.
the form of dry ink sticks — chie™y pine soot and On the other hand, other artists are
water-soluble animal adhesive — that were groundchallenging this traditional use of the medium
with water on an ink stone to produce liquid ink. of ink, using video documentation and
Contemporary artists also now use commercially installation in conjunction with ink on paper as
prepared liquid ink for convenience. Artists in Qiu Zhijie"e Ten Poems by Su Shi
control the density, texture and quality of their Wenda Gu, who is here represented by two
ink and, by extension, its tonal variations and it of the monumental paintings that exemplify
is this ability by which the quality of their work  the intense investigation he has conducted into
has traditionally been evaluated. Ink”s liquidity  the nature of art and language since S, also
of course poses tremendous challenges for the deploys other materials in complex installations.
practitioner in addition to the demands placed on At Bates College in %0273 for example, his Ink
them by using a pliant brush made from animal Alchempresented glass vials of ink created from
hairs. The Neo-Traditionalists in the exhibi human hair where his intention was to unify
tion are particular heirs of this grand tradition biological ink (from hair) with the materials of
of Chinese ink painting which goes back, as an subject (the common denominator of humanity)
elite art-form, more than a thousand years. Liu  and the medium (ink for painting).
Dan, Li Huayi, and Zeng Xiaojun are all painters Re™ecting on the development of ink
who trace their cultural lineage back to the great painting since the early f”Zs, the artist Zhang
masteipieces of the Song dynasty, while at the  Yu has written: sExperimental ink painting
same time responding to the pictorial impera grows out of the root of Chinese art and culture.
tives of the contemporary world. At the same time, experimental ink painting

For a related but di"erent interpretation di“ers from the formal language of traditional

%0

Chinese painting..it opens a new path outside  through the incorporation of Euro-American

the traditional system of ink paintings and takes stylistic and ideological innovations that have
the resources of Chinese and foreign art as the value in newly de—ning Chinese ideas about
starting point of exploration..so, it transcends  beauty, the diaspora, trans-nationalism and

not only the physical and metaphysical, but also global culture.

the Eastern and Western. What it possesses is But it also leaves us suspended with

new concepts, new ways of understanding the  questions, the answers to which, in the dramatic
world, new modes of speaking and new views of transformation of modern China, have yet to

cultural value”. be formulated: how extensively can tradition
The exhibition certainly provides a great be re-invented before it is subverted? At what
opportunity for the public to examine these point is creative re-invention an act of betrayal?

artists in order to explore the extent to which And —nally, how has selective borrowing from
this work can be seen as a bold and relevant the Chinese classical canon and from Western
embodiment of the zeitgeist of a new generation cultures enabled contemporary Chinese artists to
of Chinese people in the Chinese-speaking world make work that is relevant and meaningful not

as well as in the diaspora. It also describes the only for their own society, vital as it now is, but
enrichment of an essentially Chinese aesthetic for an increasingly globalized world?
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