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Understanding Hong Kong Art
through Culture

oth art" appreciation and criticism in context

and art making are integral learning strands of

the Visual Arts curriculum. Students at basic
education level and senior secondary level learn
through art appreciation and criticism, and art
making to acquire a comprehensive experience and
learning of the art. It is expected that their ways of
seeing, making and thinking are to be enhanced,
students thus develop their positive values and
attitudes.

Art appreciation and criticism not only involves
viewers'directresponsestothevisualappearance of
an artwork, it also requires viewers’ understanding
that a piece of artwork might have different
meanings in different contexts. In the process of
appraising artwork or phenomena, students should
enquire about the social, cultural and art context
in history, which may have influenced the creation
of a particular piece of artwork or art phenomenon,
and the students’ current context for multiple-
perspective and critical interpretation.

The Arts Education Section of the Education
Bureau issues the Art Appreciation and Criticism in
Context Series to support schools to implement the
learning activities of art appreciation and criticism.
The Education Bureau, therefore, invited several
eminent scholars and research practitioners to
write for this Series, and provide knowledge of art
appreciation and criticism, as well as materials of
historical, cultural and art contexts. Teachers may
apply these materials with flexibility in theirlearning
and teaching. This Series includes understanding
different perspectives and strategies of appraising
art and learning about the cultural contexts of
China, Hong Kong and the West. This can serve as
reference materials for analysing, interpreting and
judging various artworks or phenomena. Artworks
from diverse cultural contexts are employed as
examples to illustrate how to select and apply
relevant materials for multiple-perspective and
critical art appreciation and criticism.

"In this book, art refers to the visual arts.
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What is Art Criticism? aims to describe the
theories and strategies of art criticism from
the contextual approach. Content of this
part includes: an overview of the relationship
among art theories, art history, and art
appreciation and criticism; different strategies
and perspectives of art criticism such as the
context of viewing, the context of creation, the
psychological, semiotic and phenomenological
perspectives, as well as the process of and
vocabulary used for art criticism.

Part Two Understanding Chinese Art through
Culture explores how Chinese culture: | Ching,
Confucian, Taoism and Buddhism relates with
art, the cultural factors embedded in Chinese
art, the effects of Chinese culture in the
evolution of Chinese art, and ways to apply
thematic approach to appraise Chinese art.

Part Three Understanding Western Art through
Culture introduces the evolution of art from a
broad context, the characteristics of Western
art and architecture, and some important
artworks. It also describes the historical,
cultural, economical and technological
contexts, and the views of art of relevant
periods of time, which might have effects on
the creation of art.

Part Four Understanding Hong Kong Art through
Culture analyses the contextual factors, which
influenced the evolution of Hong Kong art
from historical, social, cultural and economic
perspectives. The topics explored in this part
include:theeffectsofChinese, Westernand local
cultures, and globalisation on the evolution of
Hong Kong art; and the relationship between
some local socio-cultural phenomena, such as
the exploration of cultural identity, and art.

REABEFES  EMREAITUETEERRR
BHNELEEEMAXEE &

N

BHMEAE B
MRIThEE MR RAVER - TEMNRERMAIENE
Ko LUZERBABNEBRMEES  HEIHEN

REBBMBETESIMENITMNLLE -

FEAREFNMAFERR  RNAERFEA
BAMARR I HARREN » FRANEHE
T EL EALRTMRE -

RAFRENFTEHNBMEERIT » DI EB
HENEEX(CEME > JRAMSEERE 5
BRERSE—HIER  ERMEEMNEZE - A
HEBEBRMHAENANMRR2EME - D&
TR~ IR BEMARE  BARERED > U

Kigk TE288  WEOMEE -

BEREMAEH

Functions from Various Perspectives provides
guided analyses and comparisons of visual
arts work with functions and perspectives
from design educators, artists and popular
culture practitioners. It involves a broad
view of historical significance and human
values, studying the functions and aesthetics
of utensils, the need for development and
creativity in crafts, and the formation and
influence of trendy styles.

Parts Six to Nine are examples of appreciation
and criticism. They illustrate how to apply
knowledge of appreciation and criticism, and
employ various materials for multi-faceted
explorations and interpretation of artworks of
diverse genre, periods of time and cultures.

Knowledge and implementation strategies of
appreciation and criticism, and materials of
history and culture relevant to art provided
in this Series can be used together with other
reference books and Internet resources to
complement and verify each other. Teachers
may encourage students to read textual and
visual resources extensively to broaden their
scope of view, strengthen their art knowledge,
enhance their thinking skills, and develop their
ability and attitude of ‘learning to learn’.

Arts Education Section
Education Bureau
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The meaning of this ‘lovely’ sentence is
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not all self-evident. It depends on who said it
KT - BERFE2HENAMAH LR - BRI L and how it was. It may be romantic or cynical,

SEBHRm AL  TUEE BN E AN genuine or hypocritical, or simply no meaning
at all. These three words cannot tell us what the

HRBT2RBEESR - RIFEBRFNEER

sentence means unless we know the context in

SEAEEEESTHIER  AAE=ETLAR  whichitis uttered,
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Art is the creation of human beings. However,

the aesthetic value of any artwork is not

%ﬁf%/\ﬁﬂ’\]ﬁ”% . %ﬁzﬁ , EE'{EJ—_H:%?[E{}FI% obvious. Of course we can have an 'intuitive
and 'direct’ reception to any artwork as beautiful

MERKEBEABARTEMSBRE - BA > BT

and enjoyable without further remarks. We
BTES = TEE WM AEEMINE simply like or dislike it. We think it is only just a
__ o N . matter of personal taste. Art, unlike knowledge,
FRAREENRNEABREN  AREE—5 i g
is something not cognitive in nature. We do
Bt - AMARIAREHXAZERE - TN not have to learn to understand or appreciate

Sy B R YE BEDSEASENESETE o 254758 43R artwork. We just feel if it is agreeable or not. But
’ = X

Professor Cheung Chan-fai ) if we are asked to explain why we do or do not
The Chinese University of Hong Kong Rl ABLEARRANER - RMALAE
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like a particular artwork, we have nothing to say

except referring back to our personal taste.

Perhaps we do not have to answer such question.
However, if we further are asked how this personal
taste is formed we may be perplexed at what
exactly constitutes ‘personal taste’. In fact, we
are always influenced by the current fashion of
taste without any enjoyment for granted. Most of
our so-called personal taste is nothing personal
but uncritically naive. Paradoxically, the personal
taste is the internalisation of the common taste.
Personal taste in fact can only be understood
in context of the common. We do not have an
independent judgement as such. We are always
in the context of the web of cultural meaning,

value and taste.
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One of the aims of art educationis toinstill a sense
of independent judgement to our students so
that they might know for themselves the reason
and value why they like or dislike any artwork.
Art appreciation and criticism is not something
arbitrary but must be learned. The important key
is therefore to understand the context in which
any artwork is being appreciated. The cultural,
social, historical, psychological and philosophical
background of the artists and artworks serves as
the contextual nexus. With the understanding of
the context we can come to direct contact with
the artwork and then we can tell ourselves why
we do like or dislike this work; and why this piece

of work is aesthetically valuable or not.

| believe this series of books will serve the purpose

well.

Xi
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ecause of the geographical and historical

factors, while inheriting the Chinese traditional

culture, Hong Kong has been greatly influenced
by the West, and thus developed its uniqueness in art.
The art of Hong Kong is, therefore, a good source of
understanding the culture of Hong Kong, as well as
that of China and the West.

The Visual Arts curriculum encourages students to
study art of different time and cultural contexts for
enriching their art experiences, broadening their
scope of view, developing their ways of seeing and
making art, and multiple-perspective thinking, as well
as nurturing their understanding, concern and respect
for others.

This book contains artworks of eight Hong Kong artists,
who have unique contributions in art, creativity and
education, as examples of how one can relate one’s
personal cultural background and different areas of
knowledge for appraising works of art.

The Education Bureau is honoured to have invited
Professor Laurence Chi-sing Tam, MBE, the first
Chief Curator of the Hong Kong Museum of Art and
Museum Expert Advisor (Hong Kong Art) of the
Leisure and Cultural Services Department, to author
this book in which he shared his expert views about a
number of works by representative Hong Kong artists,
demonstrating several perspectives of appraising art
in context.

Teachers are welcome to use this book together with
the book entitled Art Appreciation and Criticism in
Context Series: Understanding Hong Kong Art through
Culture to help students develop their knowledge of
and skills in art appreciation and criticism in context, as
well as art making. More importantly, students should
be encouraged to explore more reference materials for
enhancing their interest in art, developing knowledge
and skills which can be transferred and applied to
different areas of learning, thus nurturing their skills
and attitude of “Learning to Learn”.

Arts Education Section
Education Bureau
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GENERAL
CONSIDERATIONS
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Professor Laurence Chi-sing Tam, MBE
The Institute of Creativity, Hong Kong Baptist University
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Art appreciation and criticism improve not
only our skills in observation but also our
comprehension and analytical abilities. They
are more than a test of our art knowledge. By
going through this process, students will learn
to establish a habit of critical and analytical
thinking independently and in a systematic
manner. It provides valuable training for
students in preparing them to take up future
responsible jobs.

Every artwork has its unique features. Such
unigueness attracts our attention. To pay
attention and to study an artwork carefully are
the first steps towards art appreciation and
criticism. We have to get to know the contents
of the artwork. Part of its contents may be
unique and full of interesting features while
some may be ordinary and commonplace.
Some of the contents can be obvious to us,
while some are inconspicuous and waiting for
us to discover.

We can ask some simple and easy questions
to stimulate students to think and help them
improve their skills in art appreciation and
criticism. Examples of questions are as follows:

B How much do | know about this particular
artwork? Can | describe the special features
of the artwork in front of me?

B Do | find this artwork attractive? What
makes it attractive to me? Why is it not
attractive to me?

M Do | know the artist? Is this artwork linked
to his/her personal experience?

B How much do I know about other works
created by this artist? What is his/her
contribution to the art world?

B Do | understand the subject matter of this
artwork or the message which the artist
intended to convey?

B s it a narration, a satire, a fable, a self-
expression, a reflection on current affairs or
a historical personage? Is it for education
or for visual enjoyment?
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B Do | agree to the method the artist used
to convey the message? Why do | agree or
disagree?

B Does this artwork remind me of other
artworks created by the same artist?

B Does this artwork remind me of matters
related to my daily life activities?

B Dol know the context of this artwork?

B Does this artwork remind me of matters
related to any social issues?

B Do | like this artwork? Why do | like it, and
why not?

B After studying the artwork, what do | learn
from it?

Appraising artworks requires us to observe and
think simultaneously. The moment when our
eyes come into contact with the artwork, we

jot down what we see and what comes to our

mind. Our mind responds to the contents of
what we see, and our resulting thoughts can be
described as rational or emotional.

In rational thinking, we are guided by our
knowledge and personal experience. In
emotional thinking, we are influenced by our
instincts and personal feeling, such as liking
or disliking, being delighted or dismayed.
Although the task of art appreciation and
criticism involves both types of thoughts, it is
rational thinking that plays the major role. We
consciously compare a certain aspect of the
artwork with relevant works that we have seen
before, or studied during art history lessons, as
well as people and events in association with
the work under consideration. Consequently,
the resulting ideas, when properly expressed in
words, will form a piece of art appreciation and
criticism. Because every artwork is unique, and
every observer is an individual, views on the
same artwork expressed by different observers
will not be the same. Art appreciation and
criticism are art in themselves.
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The educational value of learning art appreciation
and criticism is built on two key facts:

B Students learn how to acquire new
knowledge in various contexts; and

B Studentslearnhowtoexpresspersonalideas
and feelings properly and appropriately in
suitable contexts.

By adding Art Appreciation and Criticism in
Context into the Visual Arts subject, the scope
of the subject has been extended beyond the
learning of technical skills. Students who study
Visual Arts will benefit from these activities
designed to improve their intellectual capacity,
their organisational skills, and their ability to
express themselves verbally and in writing,
in addition to creating visual forms. In this
way, the educational function of Visual Arts
is further enhanced. The practice of doing art
appreciation and criticism will help students
establishahabitofindependentlogical thinking,
being analytical and observant, and expressing
their ideas fluently and creatively. Our society
today needs more young people coming out
of schools to be equipped with such qualities.
That is part of the significant reasons why Art
Appreciation and Criticism in Context has been
included in the learning process of the Visual
Arts in schools today.

The study of Visual Arts covers a wide range of
knowledge. It is a kind of general education by
nature, because Visual Arts is both directly and
indirectly related to all other school subjects
and is closely related to our daily activities. The
educational function of Visual Arts lies in its
helping students to apply thinking skills with
greater flexibility not only in daily activities,
but also in other learning processes, thus
allowing them to perform better in other school
subjects.

The following is my writing on selected works of
different categories by Hong Kong art masters
illustrating how to appraise artworks from
different perspectives. The most challenging
part for me in writing this book is not the
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choice of works but the selection of artists.
There are so many outstanding artists who have
contributed significantly to Hong Kong art. In
view of limited space, leaving out some very
important artists would be unavoidable. Hence,
| turn to the educational function of Visual Arts
education for guidance. Visual Arts has been
taken as a key subject in our education system
for whole person development, because the
subject provides opportunities for the students
to learn how to observe, to organise and to
think creatively. Creativity has always been
much emphasised in Visual Arts education.
However, it should be pointed out that if we
limit creativity within the fields of the visual arts

NUEBEMRE

1.
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Brief Notes on the 8 Artists:

1.

Luis Fushan Chan (1905-1995)— One
of the most significant self-taught local
artists of the earlier generation. His efforts
in pursuing new artistic expression did not
cease even at his very advanced age. In his
later years, he created dreamy landscapes
in a vibrant colour scheme. This opened up
a new realm of fun and interest in his art,
almost like that of an imaginative child. He
seldom discussed modern art theories, but
through his performance in art, he expressed
thoroughly the central spirit of modern art.

. . o . e NN 2. Yang Shanshen (1913-2004)— One of the
N = 4 5 = . alone, it does not go along with the principle 2. B2 (1913-2004) — EEEEE; £
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e . o | % o . ; Ro— o HESG 5 =4t L EERIR School of painting in Hong Kong. His works
ZMAIE  W—EAE - BF SERENEEAS encourage students to exercise their creative E4 HEZRBERM AR - BRAIR Dossess thpe paingtmg chagractergistics o Al
ability in other subjects besides Visual Arts. e . .
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, : : . e o ainting, namely: the rustic brushwork of Gao
’ EUbeCt of study in pmmaré oo seéondary AREANBRBAIEE - AEFERRYR Jianfu, the outstanding life drawing skill of
schools is not to train our students to become '
BIRBIEHBEENFEREEFERMNTM®  LI—CF  artists or art historians, but to provide a learning REIRHE Gao Q‘f@g’ afmd the ex}}réirdmgak:y p|ctorH\la|
o environment to cultivate their knowledge, composition features o e onuren. me
Ao ERTEN\GAREENEM R INUGTL - & wisdom and creativity, as well as to develop works have further enriched the contents of
I i S\ R B IR A S (A B S 8 5% the life of a whole person who is reasonable, 3. {U5HEE (1918-1999) — HBFIEMED A K the Lingnan School painting.
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KM EENEEEMAEBEMABNELE give my views on the chosen works. Among RIEIERS their ir/mprovemem Chinese ceramic art
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=4 o in creative activities in its wider sense. Since : o SRR '
this book has been written as reference reading HSEEE - M ERE AL 0 I8 S 4N L Ly Shouk (1919-1975)— Lead ‘o
- N o . Lu oukun - — Leader of the

materials for Visual Arts teachers, and not as
model sample exercises for students, | have
included in my writing also biographic notes on
the chosen artists and brief historical accounts
on Hong Kong art and art education related
to them. Hopefully, such information may be
useful as teaching reference materials.

AARAFER - B HPERIEMB
# O VARVABRBEEREENBEEE
L RNEBRGEER AT B SN K
MEZE - EZREHREESENEABIL
BHREAMFRANLEESE  KERKET

Hong Kong New Chinese Ink Painting
Movement. While he expounded Chinese
painting traditions with reference to western
modern philosophy, he taught that the new
spirit of Chinese modern art should evolve
from the profound art tradition of China, and
one should not rely too much on borrowing
or drawing from foreign sources. He was
a pioneer in opening up a new era for all
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Chinese artists to express themselves freely.
The New Chinese Ink Painting Movement led
by him has made Hong Kong the first place,
in Chinese art history, where school children
were given lessons on individual creative ink
painting in their reqular art classes in the
school time-table, and where a host (not
just a few) of Chinese artists performed new
Chinese ink paintings in their own creative
ways.

. Han Zhixun (1922 - )— A foremost Hong

Kong artist whose works are imbued with
philosophical contents. His works often
remind us of western art techniques, but
they convey Chinese philosophical messages
and Eastern thoughts. The artist mastered
the highly sophisticated skill in rendering
light and atmospheric effect through the
application of relevant art tools in his own
way. His paintings are the vehicles with
which he reveals his life experience and the
philosophy of our age.

. Wucius Wong (1936 - )— An outstanding

artist who establishes his personal art world
at the East-West crossroads. He combines
literati romanticism in Chinese ink painting
with practicality in western art and design.
His paintings reveal that he has grasped
the essentials of the art of the East and
the West, and evolved from them an art
form which is highly personal. His artistic
achievements not only bear witness to his
success as a prominent creative artist, but
also put forward an educational message
that we should make use of the opportunity
rather than getting lost at the East-West
crossroads.

. Zhang Yi (1936 - )— A senior Hong Kong

modern sculptor. His creative art is often
adopted from ancient Chinese cultural
relics, ancient inscriptions on oracle bones
and tortoise shells, or patterns on ancient
ceremonial vessels. He also likes to elaborate
the philosophical ideas hidden in the ancient
classic I-jing of the Zhou dynasty to impress
the viewers with their moral implication and

M (1947-) — ERERBMMRAIZTT S °
BRI H I RRIFIR A2 ER — 47t
B k- NERMKRREHNELIME SIAIK
B EHEREEENTEHEIN  EWFR
BEIKEZTEHR R AR -
XERMERBNERENABEFR Y — &2
MHVREE AR - AR > BREINMAE
e - EE R B LAV B2 3B
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dynamic quality. One often finds his works
related to modern life, impressive on the
one hand and mysterious on the other. He
is not only a successful sculptor, but also
noted for his print-making, especially in cast
paper relief prints.

. Dominic Man-kit Lam (1947 - )—An

outstanding creative genius in art and
science. He invented the Chromoskedasic
process,a new method of painting by making
use of light as a medium for artistic creation.
It can create a visual impact with dynamic
movement and dazzling colour- an effect
unattainable by the traditional painting
media. It can be taken as an extension
or a variant of new Chinese ink painting
in the age of technology. His knowledge
of ophthalmology and neuroscience led
to the creation of a new style of Chinese
calligraphy. His creative achievements in
arts, medical and genetic science have won
international acclaim.
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Luis Fushan Chan (Chan Fook-seen)

la BRiEE (GEEBRE) 01985
IKBROMEAR -/ 137TASD - I8 1 69AD - FAER
Luis Chan lllegal Immigrants, 1985
Ink and colour on paper, height: 137 cm, width: 69 cm, collection of Ying Yuan
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BrEECLH  ERCETEA - ERRERS
R MEMBR CEANACESELRRES
SENEBRARZINNEBENAE - REMBAGEL
WEHERL BREERZEZAOXNEGENR
REEEEARRH (B1b) - BIRMEEITEER

b FFigZ (EiEhRE) $ 1980
KBHEAR - 13136 A% 0 [ - T0ORS  IMKERE
Luis Chan A Mono Print, 1980

llegal Immigrants (Figure 1a) looks like a cartoon style
watercolour picture with shapes first delineated and
outlined using Chinese brushes and ink, followed by
the filling in of these shapes with watercolours. In fact,
Luis Chan, the artist, created the painting with a special
technique. Before painting any lines and colours, he first
formed some kind of textures without paintbrushes.
He then derived the composition from these randomly
formed textures. There are various ways to produce such
textures on a sheet of paper. At Luis Chan’s Studio, |
had the opportunity to observe the process of making
these textures. He did it by first applying a quantity of
deep dark colour, such as the thick undiluted Chinese
ink, at random, onto the surface of a thick plain sheet of
hard board. Then, he placed on it another sheet of plain
hard board and applied pressure so that the thick ink
sandwiched between the two surfaces would spread
out. When the boards were separated with the thick ink
still adhering to the surface of each board, all sorts of
strange and unpredictable textural forms were created.
These textural forms were then transferred onto a sheet
of painting paper by stamping (Figure 1b). That was how

Ink on paper, height: 136 cm, width: 70 cm, collection of Hantian

Pavilion
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Details 1 of lllegal Immigrants
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Luis Chan started doing his dramatic fantasy paintings.
Depending on the amount of thick colour or ink applied
onto the board, how the colour was distributed, the
thickness of the colours, the amount of pressure applied
to the top of the hard board, and the direction of flow
of the colour when the two boards came together, the
resulting effect of textural patterns in the form of a mono-
print could come out in myriad variations. These textural
forms became the basis of inspiration for the artist,
leading him into a world of fantasy, full of childhood fun

and surrealistic images. Although a lot of these textures
in the painting lllegal Immigrants have been covered up
by lines and colours introduced at a later stage some,
however, can still be identified (Figure 10).

This painting lllegal Immigrants is composed of two
parts, the upper and lower portions, with the hull of
the boat in the middle. In the upper portion, more than
ten passengers, men and women, young and old, are
delineated as having packed themselves in a boat far
too small to accommodate everyone. On the distant
green hill is an angler wearing a large fisherman’s hat.
His facial expression indicates that he is surprised, as if he
has detected something unusual (Figure 1¢). The facial
expression of each person in the boat is different. Some
look rather nervous and worried, because they realise
they have been spotted by someone on shore. Some

TOTSFRItMBIER - MBEARRRZE
WALBHEBEIAAT @ 4B -
AIBEBEE - 19788128 » #HEL2, 7004
MERCESRRMEAERBREEENE
BRI AEBRIKERREANEESS
MWERERER  EHEFI—ER » &RKEH
REEBFRATEN TIFEBR, - 1979
F2RTH XA —REHEN2,60088MER
Z TRES  WMBARBKE  FHERS
R o REFRKER  MILBERREITEERSF
BREBINIEEBER - 1979F7H - &BHIA
F-WAE > REBEREBHERFHENB B
EE - REREUREHRMBKRIKRBEES
o RtMAZRLUERSNESBEE > K
ZERFE  ERSORMNF - ERREBESL
Ly THREERE, - E1980FFBATER
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BIF IR IR EE R AR © S5 B 2 (A fn T g 2
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R AL B IR o MMPIREBRARMEEUNME -
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point to each other, as if they are arguing among
themselves on what should be done about their
situation. Some remain expressionless. All in all, none of
those people in the boatisin a happy mood. Itis because
they are a group of Vietnamese refugees fleeing from
the civil war or political suppression in their own country.

The Vietnam War ended in 1975. Many Vietnamese
people, who were afraid of being suppressed by the
Vietnamese Communist Government, escaped from
Vietnam to look for asylum in nearby countries. In
December 1978, some 2,700 Vietnamese refugees
arrived in Hong Kong on the vessel Huifeng. Hong Kong
was under British rule at that time. The refugees were
detained on board for nearly a month before they were
allowed to land in Hong Kong as illegal immigrants. On 7
February 1979, a further 2,600 refugees aboard the vessel
Skyluck arrived in Hong Kong. Again, they were refused
the right to land and were kept on board the vessel for
a few months. Eventually, the refugees were allowed to
land as illegal immigrants because the ship drifted onto
rocks and sank. In July 1979, Hong Kong was declared
the Port of First Asylum. An office was established with
representatives from the United Nations to look after
affairs related to refugees. After that, a large number of
Vietnamese refugees began to flood into Hong Kong.
Theyhoped that by gaining refugee status in Hong Kong,
they would be resettled in countries such as the United
States, France, or Australia. That was known as the influx
of Vietnamese refugees in the history of Hong Kong. By
1980, over 100,000 Vietnamese refugees had entered
Hong Kong. As the number of refugees continued
to increase, the United States began to set a quota
to limit the number of Vietnamese refugees entering
their country. There were heated debates and disputes
between Great Britain and the United States over the
refugee issue, arousing much international attention. The
Hong Kong Government later began to screen the status
of Vietnamese entering Hong Kong, and repatriated
some of them back to their own country .

Given the above historical background, itis not difficult to
understand why all those on board the boat, in the upper
portion of the painting, look unhappy and worried, and

12
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why they are scared when they see someone on shore. It
isbecause they are refugees coming from a ship depicted
in the top left corner of the picture. (That ship could be
the vessel Huifeng, or Skyluck. There is no indication of
that in the picture,) This group of people have left the
big ship and sailed out in a small boat to get ashore,
hoping that they might escape from being noticed by
the Hong Kong marine police. Would these Vietnamese
refugees be caught by the Hong Kong police? Would
they be repatriated? Their future is uncertain.

The contents of the lower half of the painting are a bit
complicated. Judging from the historical background
referring to Vietnamese refugees coming to Hong
Kong, one can see the reason for the artist to depict
two heads (on the lower right of the painting) wearing
different coloured hats and facing each other. Their
appearances are given Caucasian features. The head
on the left with golden hair wears a grey hat. She could
well be Mrs Margaret Thatcher, the Prime Minister of the
United Kingdom at that time. (Mrs Thatcher was known
among the Chinese in Hong Kong as “The Iron Lady with
Golden Hair") The person on the right with a tall blue
hat was probably the president or a high official of the
United States of America. The noses of the two persons
are touching each other. The lady keeps her eyes closed
while the man has his eyes wide open as if they are
considering some issues seriously or debating hotly.
These two figures could well represent the international
political scene when the Americans and the British could
not come to a consensus on how to settle the problem
of Vietnamese refugees. In the end, the United States
succeeded in reducing the number of Vietnamese
refugees accepted into their country. Consequently,
Britain was forced to maintain Hong Kong as the Port of
First Asylum.

On the left hand side of these two people, there are
two very large fishes, symbolising that the area is under
water, and yet there are a lot of people in it as if they were
ghosts. There is a wall in the lower part of the painting,
symbolising the frontier barrier separating Hong Kong
from China. The wall is partly broken, allowing people to
crossfrom one side to the other easily. This reminds me of
the influx of Chinese refugees to Hong Kong in the years
1959-61. During those years, China suffered from famine,
and a lot of people moved from China to Hong Kong
illegally. While most Chinese refugees entered the Hong
Kong district via a land route, some ventured to cross the

BREEE MU ER T B RD MBI A B E NI
8 MARZHRLARREHFERIR - LEK
ERARTES > AIREMFREPENZH
REMER  FNMEEBERS  MEEABRRS
B R - LI FERNAMENTIE - KIhid
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WALEEER @ MSERRBEMNEREF
X TERFARRES ) KX TLuis Chan 1985, %%

1d  (GEEBR) @F=
Details 2 of lllegal Immigrants

border by swimming across the Shenzhen River. There
was often news reporting that illegal immigrants were
shot down by Chinese border guards, or were drowned
in the river. In the painting, there is a fish with a human
head, representing the spirit of one of those unfortunate
drowned refugees.

Luis Chan seldom talked with people on subjects related
to politics or current affairs. His silence about it did not
mean that he had not paid attention to it. The contents
of this painting reveal the fact that this artist, who seldom
expressed his political views among friends, was fully
aware of what was happening in the world around him.
Through his special painting technique, assimilating a
child-like cartoon style, he depicted the international
event of Vietnamese refugees in depth and to his full
satisfaction.

Because he painted lllegal Immigrants with Chinese ink on
xuan paper, he also followed the Chinese painting tradition
of inscribing his name and the date on the painting. Since
he did the painting in a creative child-like cartoon style,
he did his inscription in a way distinctively different from
those found on ordinary traditional Chinese paintings.
Skilfully and artistically, the artist put his inscription on the

sail and the flag of the ship (Figure 1d). He did not write
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down his name and the year with a Chinese brush in
the normal way. Instead, he applied the English art
lettering technique to present his name and the year in
both Chinese and English. Under his Chinese name, he
added a red square seal bearing two Chinese seal script
characters, "xi bi", meaning "brush game”. At the top
of the flag pole we find, instead of the flag for one of
the two vessels, Huifeng or Skyluck, a red bat flying
there. “Bat” in Chinese is pronounced as “fu’, which
rhymes with the Chinese nickname of the artist, Master
Fu. It looks as if the artist was making use of his own
vessel for the conveyance of the refugees. In summary,
the artist was a benevolent person with a heart full of
sympathy and support for these unfortunate refugees.

Works of visual arts are frequently employed to reflect
currentaffairs.Veryoften, paintersenjoycreating paintings

KEROHEA & 1 135A% 0 [ 1 137AD  BEBMER

Luis Chan The Cock Speaks to the Duck, 1980

Ink and colour on paper, height: 135 cm, width: 137 cm, collection of Hong Kong Museum of Art
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that highlight the existing political landscape or social
injustice. Some painters are more aggressive in nature
and they paint pictures with inscriptions to provoke
public sentiments. Others approach the matter with a
milder manner and their paintings tend to be sarcastic,
causing ridicule, trying to arouse public attention and
to make people think over the problems. Luis Chan was
one of the latter. Among his other pictures on the same
issue of Vietnamese refugees, the most interesting one is
The Cock Speaks to the Duck (Figure Te). As we all know,
a cock and a duck are different species of birds, and they
make different kinds of sounds. There is no way they can
communicate with each other. No matter how long they
spoke to each other, if they could ever speak at all, they
would never resolve any problems between them. In
Fig. Te, a cock is talking to three people and a duck. The
three people in different coloured hats, representing
elders of different nationalities, are paying attention to
the cock. At the same time, the duck is turning its head
away without heeding what the cock is talking about.
This scene refers to the United Nations conference
on resolving matters related to Vietnamese refugees
coming to Hong Kong. When the United Kingdom was
requesting other nations to accept more Vietnamese
refugees into their countries, only the United States,
Canadaand Australiawerewillingto provide considerable
support. Other nations reacted differently. Some did
not heed the call at all. Their reaction was similar to the
situation of a cock talking to a duck.

Luis Chan was a successful self-educated artist. He was
fond of painting ever since he was a boy. However, he
had never studied with any art master nor attended an
art academy to receive formal education in fine art. His
only art training was in the form of a correspondence
art course from England during 1927. He became one
of the famous artists of local origin in the history of
Hong Kong after many years of incessant industrious
practice and experimentation. As early as 1940s, he
earned himself the reputation of “King of Watercolours”.
He performed a lot of watercolour paintings at various
locations in Hong Kong, Kowloon, the New Territories
and the outlying islands. His watercolours possess a
character of unadorned sincerity. His brushstrokes and
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1f BFiE= (KB3) 1975
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Luis Chan The Sun, 1975
Ink and colour on paper, height: 75 cm, width: 152 cm, collection of Huai Xuan
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colours often vary. Sometimes he depicted the subjects
with meticulous detail, and at other times he just made
a rough sketch. Many of his watercolour landscapes of
the countryside emphasise the atmospheric moods of
different seasons and the fluctuation of colours in the
morning and at dusk. He paid great attention to the effects
of light while sketching scenes of the waterfront and the
harbour. His mastery of watercolour techniques allowed
him to disregard traditional rules every now and then. In
his later watercolours, playful brushstrokes appeared from
time to time, pioneering those frolicking and dream-like
ink paintings of his later years.

For a number of years he also did paintings in oil and
acrylic, with different techniques, including collage, colour
splashing and aerosol spray, etc, as he was following the
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ML BEAIEREFFERSMAETBREER
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art trends of the different modern art schools prevalent
in Europe and America at the time. In his later years, he
turned to the use of Chinese painting media. This later
change was probably because he was in close contact
with a lot of his friends who were noted Chinese painters
and calligraphers 2. Among the Chinese artists whom Luis
Chan had associated with, the most senior and highly
respected in the Hong Kong art arena at the time was
Bao Shaoyou, who was thirteen years older than Luis.
Despite their age difference, they were close friends.
Luis Chan and Bao Shaoyou were the leading figures of
Western-style painting and Chinese painting respectively
in the Hong Kong art circle between the 1940s and
1950s. In 1975, Luis Chan was 70, while Bao Shaoyou was
83. During this year, Chan completed a semi-abstract
imaginary landscape painting in brilliant colours, using
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Chinese painting techniques and ingredients. The
painting carries an inscription by Bao Shaoyou. (Figure 1f)
It reads,
"European and American paintings in recent
years tend to emphasise abstract presentation,
full of surprises and emotional elements. Picasso
painted a person with an extraordinary eye and
other body features arranged in any way he
liked, and yet his fame is the highest of all. Is it
true that his painting embraces some concealed
incomprehensible philosophy? This painting by
Luis Chan is obviously not imitating Picasso. Is he
(Luis) trying to compete with the sage of Western
paintings? Inscribed by Shaoyou with a smile.”
Here, Bao hinted that Chan's art had reached a level
comparable to that of Picasso in the realm of modern
Western art. Bao's comment was a big boost to Chan,
prompting his determination to further his new painting
approach that blends both Chinese and Western art
techniques and concepts to produce his art of abstract
ideas and spontaneity. This kind of painting reveals the
childlike innocence and simplicity of his personality. He
applied his new painting technique to record events
he came across, whether they were happy, sorrowful,
serious or light-hearted. Sometimes, he portrayed the
characters of community activities or social events with
a touch of a sarcastic manner. lllegal Immigrants is a
typical composition belonging to this category in which
he successfully presented a summary of the key events
relating to Vietnamese refugees in Hong Kong during
the 1970s and 1980s as they came to his mind.

It was not until 1970 that he began to use thick Chinese
hemp fibre painting paper, and xuan paper profusely
in creating his dreamy landscapes in a vibrant colour
scheme. He then introduced unusual subjects of fantasy
animals, figures and fishes into these uninhabited
landscapes. Later on, he even used these unusual
objects as his painting themes. This opened up a new
realm of fun and interest in his art, almost like the mind
of an imaginative child. lllegal Immigrants is one of his
representative works of this type which reflects current
events. His efforts in pursuing new artistic expression
did not cease even at a very advanced age. He seldom
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discussed with his students and his art friends about
modern art theories of contemplation or self-exploration
but, through his art and his publications *, he expressed
thoroughly the central spirit of modern art.

He was proud of the fact that he was able to work his
way to become an artist of fame in Hong Kong through
self-education and hard work. On one occasion, he
openly said,
I'am a self-educated artist, and | have not
followed any noted master as my teacher.
Hence, | do not possess a certificate issued by
an art academy. My belief is this: If you are not
able to paint well, what is the use of possessing a
certificate? In contrast, if you can paint well, your
works will stand as your certificate.” *

In the first half of the 20™ century, people did not give
much attention to art education in schools. There was
no art academy in Hong Kong. There was only one
university, the University of Hong Kong, and its Fine
Arts Department was not yet established. Most of those
who performed visual arts were self-educated. The
above statement made by Luis Chan was, therefore,
very encouraging to the local young visual artists at that
time.

After going through the biographical notes, one must
admire Luis Chan who had the courage to leave his
family business and devote himself completely to art
as a career, particularly at a time when the community
support for art was insignificant. His success as an artist
was the result of his full devotion to art and years of
hard work and willingness to overcome the multiple
difficulties he faced during self-education. Students who
are studying Visual Arts in school these days should be
grateful that they are provided with the opportunity to
take formal art lessons.
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Endnotes

. See Leonard Davis (1911), Hong Kong and the Asylum

Seekers from Vietnam, Macmillan.

. According to the inscriptions on the existing paintings

by Luis Chan, his close painting friends in Hong
Kong included Bao Shaoyou, Chen Zhinghong,
Yang Shanshen, Zhao Shaoang, Fang Zhaolin, Zhou
Gongli, Zheng Jiazhen, Ren Zhenhan, Cen Feilong, Lu
Wuya, Wu Guhong, Ouyang Naizhan, Mai Zheng, Gao
Zhenbai, Huang Sigian, etc. All of them were noted
Chinese painters or Chinese calligraphers.

. Publications by Luis Chan include: Treatise on Painting

by Luis Chan, How to Paint a Portrait, A Survey of
Chinese Painting, The Art of Drawing, Lessons on
Watercolour Painting, Decorative Lettering and The
Art of Lettering, Evolution of Painting in 20" Century,
Techniques of Watercolour Painting, The World
of Luis Chan, Techniques of Drawing by Old and
Contemporary Masters, and Figure Paintings by Old
and Contemporary Masters.

. This statement is quoted from the article "My Silver

Jubilee Solo Exhibition: A Memoir of My 30 Years in
Hong Kong Art Scene”, by Luis Chan, published in Wah
Kiu Daily News, 1961.
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Biographical Notes on Luis Chan

1905

1946
1947
1952
1953

1954
1955
1957
1958
1960
1962

1966
1972
1974

1984
1987
1995

Born in Panama, Central America. His parents were natives of Pan Yu District of Guangdong
Province.

Settled in Hong Kong.

Worked in a law firm as stenographer. Did outdoor sketching in Wanchai and Causeway Bay after work.
Took correspondence art course from Press Art School in London, UK.

Became a member of Hong Kong Art Club.

Won first prize in the Hong Kong Art Club Annual Exhibition.

Held his first solo exhibition at the Gloucester Hotel.

From this year onward, he held solo exhibition almost every year.

Together with Mrs MacFadyen, he founded the Hong Kong Working Artists’ Guild.

His third solo exhibition at National Bank. Income from sales was donated to Northern China Relief Fund.
Started medicine business with family.

Moved to Macau together with his family during the War.

Held solo exhibition at Riviera Hotel, Macau.

Returned to Hong Kong after the War. Continued operating medicine business.

Joint exhibition with Yee Bon and Lee Byng. The 3 artists were hailed as “The Three Musketeers".
Elected Chairman of the Hong Kong Art Association

Closed his family business to become a full time artist.

Founded The Luis Chan Studio where he gave private tuition in art to students.

Founded the Hong Kong Art Group with 6 other artists.

Elected Vice-Chairman of the Hong Kong Art Club.

Withdrew from the Hong Kong Art Club

Founded the Chinese Artists Guild and was the Chairman for many years.

Experimented mono-print making under the influence of the French artist Jacques Halpern.
From this year onward, served as Honorary Adviser of the Hong Kong Museum of Art for more than
30 years.

Elected Chairman of Hong Kong Art Club.

Began painting fantasy landscapes with dreamy figures, fish and animals.

Hong Kong Museum and Art Gallery (today's Hong Kong Museum of Art) presented: “Luis Chan: A
Retrospective of Watercolour Paintings, 1938-1962".

The Hong Kong Museum of Art presented: “Luis Chan: 50 Years of Artistic Career”.

The Singapore National Museum presented: “The World of Luis Chan" exhibition.

Passed away in June.
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Yang Shanshen

2a 1HER (HRAE) 01981
IKEREHA &1 34.5A% [ 68.5A%  BEBITERE
Yang Shanshen The Recluse Lin Hejing, 1981
Ink and colour on paper, height: 34.5 cm, width: 68.5 cm, collection of Hong Kong Museum of Art
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Lin Hejing (Figure 2a) is a Chinese ink painting by Yang
Shanshen in the early 1980s. Yang was one of the two
leading masters of the Lingnan School of painting in
Hong Kong at that time. The other master was Zhao
Shaoang, who was a student of Gao Qifeng, one of the
Three Masters of the Lingnan School of Painting ' in the
early 20 century. Although Yang was not a student
of any of the Three Masters, his brushwork skills were
greatly influenced by Gao Jianfu, the leader of the Three
Masters, due to their close friendship. Furthermore, he
also studied art in Japan like the Three Masters. As a
result, art historians generally group Yang under the
umbrella of the Lingnan School of painters.

His painting style did not come from a particular school
or teacher, but is the result of a conglomerate of sources,
gathered during his long years of constant life-drawing
practices, construction of ideas, and serious research.
His paintings can be described as having possessed the
painting characteristics of all the Three Masters, namely:
the rustic brushwork of Gao Jianfu, the outstanding
life drawing skill of Gao Qifeng, and the extraordinary
pictorial composition feature of Chen Shuren 2. Hence,
his works, in many ways, have been considered unique
and have further enriched the painting concepts of the
Lingnan School. These features of Yang's painting style
are evidenced in this painting Lin Hejing. Here, the artist
made use of largely dry brush strokes to create a unique
compositional format of rustic quality, and applied his
highly sophisticated figure and bird-and-flower drawing
technique to unfold the story of a famous poet in
Chinese literary history.

Lin Hejing (967-1028 AD) was a recluse and a noted
poet of the Northern Song dynasty (960-1126 AD.).
He died at the age of 61, and the posthumous name
"Master Hejing" was bestowed on him by Emperor
Renzong (1023-1063) of the Song dynasty. He was also
known as Lin Bu, with a pseudonym Junfu. He was a
native of the Huangxian District in Fenghua City of
Zejiang Province. He excelled not only in poetry, but also
in prose, calligraphy and painting. He led a simple life
and shrank from officialdom. He enjoyed travelling, and
was particularly fond of plums. His affection for plums
was so strong that he spent most of his time in planting
plum trees, selling plums and admiring the beauty of
prunus flowers. At one time, he had planted some 300
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plum trees in his garden. He also wrote many poems
on prunus plants. In middle age, he retired to Gushan
in Hangzhou and led the life of a recluse. Having heard
of his literary proficiency, Emperor Zhenzong (998-1022
AD.) of the Song dynasty invited him to be the teacher
of the royal prince, but he tactfully declined the offer. His
fame as a reclusive scholar went far and wide, and his
integrity was admired by officials of the imperial court as
well as by scholars all over the country. Besides planting
a lot of plum trees around his hermitage, he also kept a
crane to keep him company. His crane was no ordinary
bird, as it could read the mind of his master and follow
Lin's instructions. There was a legend saying that when
Lin passed away, his crane wept to death in front of
his grave. Lin remained unmarried throughout his life.
Because he spent most of his life in the company of his
crane and his plum trees, people have recorded his life
story as “the man with the plum trees as his wives and
the crane as his son”. That was how the millennium-old
legend “Plum Wife and Crane Son” came into being.

Plum blossoms and the crane have long been taken by
the Chinese as auspicious symbols. Since plum flowers
bloom in winterand are able to endure the cold weather,
they have been taken as the symbol for endurance and
perseverance. The crane has been considered to possess
the features of long life. Hence, it has been called the
bird of longevity, or the immortal bird. Its elegant way
of walking has been compared to that of a virtuous
gentleman, and it has therefore been crowned with the
title of "bird with first class honours”. It has also been used
to symbolise a talented and venerable person.

Inthe past, this painting was classified under the category
of Chinese painting. Today, we call it a shuimo (water
and ink) painting, because the main ingredient with
which this painting was created is Chinese ink mixed
with water, although pigments other than ink have also
been applied. In the course of painting, the painter has
to grasp the control of the amount of ink and water held
inside the brush hairs, and an understanding of the tonal
gradation of the resulting ink brush stroke when the
brush containing a certain amount of ink and water is
applied onto the painting paper. Besides, the artist has
to decide how fast or how slowly he should move the
brush over the paper to achieve the desirable result. In
other words, at what speed should the brush move over
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a particular type of painting surface to create a certain
pictorial mood? What proportion of ink and water should
the brush tip hold? Under what conditions should heavy
ink and thick lines, or light ink and thin lines be applied?
When should a particular brush technigue or ink effect
be applied? Many of these questions will worry a novice
painter. However, for an experienced ink painter, all these
problems distil through his mind almost simultaneously,

Details 1 of The Recluse Lin Hejing: Flying-white brushwork in old tree trunk
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and he reacts instantaneously as if he takes no time to
consider these problems at all. Like his second nature, it
allows the painter to do exactly what he wants in order
to produce the most desirable effect in a personal style
that suits him most. That was what Yang Shanshen did
when he performed this painting Lin Hejing with brush
and inkin a form of brushwork style which was typically
his own.

Inorderto portray Lin Hejing, who was arecluse of a lofty
character, the artist chose to apply his brush strokes to
paint with light ink tone, and avoided the use of heavy
ink and broad brush strokes. When he applied his brush
to draw the trunk of the old plum tree, he exercised a
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form of brushwork known as "broken strokes” which
were produced by turning the stem of a fairly dry brush
while the brush tip was dragged along the surface of the
painting paper. In this way, a mixture of uneven brush
lines are woven together to create a form of irreqular
"flying white" effect to imitate the rugged texture of an
old tree trunk with years of weathering (Figure 2b). That
is one example of Yang's unique shuimo brushwork.

‘Lin Hejing" as a painting theme is quite commonly
seen among the works of many painters of the past. To
highlight the aforementioned special features of this
historical figure, he was usually depicted to be standing
or walking with a crane amidst several plum trees or
a forest of plum trees. An example of such pictorial
treatment can be found in a painting entitled Plum
Trees and Crane by the Qing dynasty painter Hua Yan
(1682-1756 AD. ° However, when Yang Shanshen
came to deal with the same subject, he presented itin a
completely different way. He emphasised the presence
of the plum tree in a more sophisticated manner. He only
painted a part of an old tree trunk, but letting it cross the
whole length of the painting surface. Growing out from
the tree trunk there are a few branches bearing some
blooming prunus flowers dangling in the air. Although
the plum tree trunk and flowering branches occupy
about one quarter of the pictorial surface, they would
not obscure the presence of the subject of interest, Lin
Hejing, because they are delineated in comparatively
light ink tone and colour. Thus, the painter succeeded
in presenting a fairly common theme in a highly unique
and yet elegant compositional format.

Realistic portraiture is a category in Chinese painting.
However, from the time of the Yuan dynasty, literary
painting which goes for expressiveness rather than
realistic depiction became more fashionable. Realistic
portraiture was regarded as a form of craftsmanship not
highly regarded by scholar painters. Thus very often,
when human figures appeared in a literary painting,
they were not depicted in their realistic presentation
but rather in a form of artistic impression with additional
associated elements to bring out the gist of the message
related to the figures. Such pictorial presentation
method was used by Chinese painters as early as the
Warring States Period, as revealed in several paintings
found in archaeological excavations of tombs during
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Ding Yanyong Lin Hejing, 2" half of 20™ century
Ink and colour on paper, height: 22.8 cm, width: 34.6 cm, collection of Art Museum, the Chinese University of Hong Kong
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the 20t century. One was a painting on textile material,
named by the famous archaeologist Guo Moruo as The
Dragon Rider*. In that painting, a man was depicted to
be riding on a boat in the form of a dragon to signify that
the man (the deceased person buried in the tomb) was
on his way to heaven. Similarly, when Yang Shanshen
was painting this reclusive poet, he did not strive to
portray the physical resemblance of the person. He
tried to make use of supplementary elements in the
painting to tell the life story and personal characteristics
of this outstanding Chinese scholar. He applied his
untrammelled brushwork to delineate a man in casual
scholarly attire, in loose sleeves, holding a small basket
fullof plums plucked from the nearby trees, while walking
towards his beloved crane, to represent Lin Hejing.

The behaviour of the crane depicted in this painting
is again different from most other paintings on the
same subject. It is customary for a painter to depict the
relationship between a pet and its keeper by painting
the pet facing the keeper as if it is a loyal servant ready
to serve its master at his summons. An example of this
can be found in the painting Lin Hejing (Figure 2c)° by
Ding Yanyong, another Hong Kong painter of the 20th
century. However, this is not the case in the painting of
Lin Hejing by Yang Shanshen. In Yang’s painting, the
craneis seenwalking in front of Lin freely as if it is walking
in the wild forest without hindrance and worries. On the
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other hand, Lin was depicted to be walking after the
crane, with his face directed towards the crane, showing
his care and attention for the bird. Such an arrangement
reveals that the relationship between Lin and the crane
is not that of an ordinary keeper and a pet. It shows the
parental care and love of Lin for his dear crane. This goes
well along the lines of the legend that the crane was
Lin's son.

[t is worth mentioning here that although the size of the
crane is comparatively small, it is, however, the focus of
the painting. We have noted above that the plum tree
trunk with the prunus flowers is very large in size, but
it only forms the background to bring out the subject
of interest, Lin Hejing, who is shown paying his full
attention to the crane. One may be surprised to find that
the crane seems to be walking boldly towards the edge
of the painting. In this way, it leads our eyes towards the
space outside the painting. The large tree trunk which
extends to the very edge of both the left and right sides
of the painting gives a similar visual effect in extending
the viewers' vision beyond the picture plane. This is not
in line with the general rule of pictorial composition
which leads the viewer's vision towards the subject of
interest in the painting. However, the painter has his
reasonin doing so. Should the viewer be attracted by the
contents of the painting, and accordingly let his mind
wander around the painting scene showing only a tiny
corner of the garden of plum trees, his inner eyes would
gladly be led by Lin and his beloved crane to go outside
the picture plane and join their walk into the plum
garden, or even the hermitage, a world to which both
the recluse and the crane belong. This peculiar feature
of composition is unique to Yang Shangshen, who tried
to present this rather common legend in a pictorial form
outstandingly different from all other painters.

Lin Hejing was a famous scholarin Chinese literary history.
His life story is well-known to most Chinese painters
and scholars. However, those who are not familiar with
early Chinese literary history may not be able to grasp
the message of the painting. To overcome this problem,
the painter put the biographical notes of Lin Hejing on
the painting for the benefit of general viewers. This has
been a common practice for Chinese painters painting
historical personages. We usually find such information
as part of the inscription placed on the left, right, or top
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Details 2 of The Recluse Lin Hejing: Calligraphy of Yang Shanshen

HATERSN  EREFEELT —ERAE
ENRESM - BAIE CEBREBEEER
g MR ELNNNRBRAEERH
N BREENERTALERAERRE

il

£ - BT SEREEBRTNREMER - 5
ERNHEFEE N RHAZEAETNESD
NMEEAREEMAVBRY - RFEEEBEEESH
R ES » RMNIERETB R A E AN
HEBERMEERS  CEAENBEREN Y RE
BRAMNHE  BRMRE °

e AR FNEERERRZIEMS Al —8
0 - BB EBRBE SR AEEERE - A
= - BNEAREE - MIFRIERMRE (E=
ALY ~ Ew T BMARE AR (FRE
) F- REPEFARMUSENEERT °
HEALNEY  BUETRBENTEMS °
RIFEL R (HAANIE) BIBEM TR » ERINELL
LEXRERHMMBRAR  BEEFEES
S AENES  BETHENTERNDTE
Ampk—fE (E2d) -

portion of the painting. Rarely do we find such inscription
placed near the lower edge across three quarters of the
whole length of the painting. Since the Chinese read
the vertical columns of characters from right to left, the
inscription creates a horizontal visual movement going
from the right side of the picture to the left. If we take
note of the size of the big tree trunk above, we shall find
its thickness gradually reduces as it goes from right to
left, indicating that its direction of growth in the picture
is from right to left, too. Thus, this inscription, which
was put in at the last stage in the course of execution
of the painting, not only adds a sense of depth to the
composition, but also echoes the direction of pictorial
movement of the plum tree trunk above. Besides, it
enhances the direction of movement jointly formed by
the two living creatures, the subjects of interest in the
painting and increases the sense of depth in the picture
plane.

In his later years, Yang Shanshen wrote an original style
of Chinese calligraphy derived from the fusion of several
ancient calligraphic forms. His writing conveys a touch of
the ancient scripts found on excavated ancient bamboo
and wooden strips, reminiscent of the scripts carved on
ancient measuring instruments, such as the “quan” and
the "liang” of the Qin dynasty (246-207 B.C). Also, his
handwriting reminds us of the scripts engraved on the
Si-san-gong-shan Stele of the Eastern Han dynasty (25-
219 AD) and the Hao-da-wang Stele of the Northern
Wei dynasty (368-534 A.D.). He wrote as if he was actually
painting. He took into consideration what would be
needed todress the painting with aninscription to create
the best visual effect in that pictorial composition. For
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this painting Lin Hejing, since an air of elegance was the
prevalent mood, he wrote the short biographical notes
of Lin in comparatively small Chinese characters and in
fairly light ink tone. The idea was to blend the inscription
with the plum tree and the rest of the pictorial elements
to form a united whole (Figure 2d).

Thus, we see how the painter thoughtfully applied his
outstanding sense of pictorial art in combination with
his unique painting skill to delineate the three subjects
of the painting (a scholar, his crane and the plum tree)
to tell the legendary story of a reclusive poet in a kind
of simple but rustic brushwork that goes well with the
main theme. What makes this painting so outstanding
is that Yang Shanshen managed to express his artistic
excellence in a plain and almost effortless manner. It is
not at all surprising that this painting was selected for
the permanent collection of the Hong Kong Museum of
Art at the recommendation of a panel of Honorary Art
Advisers of the Urban Council of Hong Kong.

The Lingnan School of painting dominated the art scene
in Hong Kong in the 1950s and early 60s. As mentioned
earlier, Yang Shanshen and Zhao Shaoang were the
two leaders of the Lingnan School of painting in Hong
Kong at that time. Yang Shanshen studied painting in
Japan in his youth, under the instruction of Domoto
Insho (1891-1975) at the Domoto Art Institute in Kyoto.
Whereas Zhao Shao-ang was a student of Gao Qifeng
(1888-1933) who studied in Japan under the instruction
of Tanaka Raisho (1868-1940), Gao picked up a lot of
the painting techniques from another Japanese master,
Seiho Takeuchi (1864-1942). In the early 1960s, a famous
western professor specialising in researching Asian
art history visited Hong Kong. He happened to come
across a large number of bird-and-flower paintings by
followers of the Lingnan School in exhibitions held at
the Hong Kong City Hall Exhibition Hall and Exhibition
Gallery. (These two exhibition venues in the City Hall
were meant for hire by public users.) They reminded him
of the painting styles of Seiho Takeuchi after the Meiji
period when Japanese art went through a reform with
the intake of western art. He was also aware of the fact
that both of the Lingnan School masters in Hong Kong,
/hao Shaoang and Yang Shanshen, were directly or
indirectly related to the Japanese art schools. Thus, he
came to the wrong conclusion that modern Chinese
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art in Hong Kong had its antecedents in post-war
Japan ©. Of course, that was a misconception, because
there were also many other very active and creative
Chinese artists who did not belong to the Lingnan
School in the Hong Kong art arena at that time. They,
too, contributed significantly to the development of
Hong Kong art in their own respective ways.

A general survey of the paintings of Yang Shanshen
reveals that his works convey a strong reminder of
the art of Chinese calligraphy. Yang, like Gao Jianfu,
often employed a drier type of brushwork to convey a
rustic, scholarly mood and a certain feeling of antiquity.
However, the brushwork of Yang seems to be more
varied and diverse. He was especially skilful in controlling
his brush while applying it to paint to produce the
“flying white” effect to enhance the textural effect. As
mentioned above, he was also skilful in creating unusual
compositional formats which often surprise the viewers.
In 2007, Zhang Su-e completed her book The Biography
of Yang Shanshen. She ended the chapter on "His Study
in Japan” with the following paragraph:

"Yang Shanshen was able to absorb and digest

the western painting styles and techniquesin his

ownway. Asa result, he was able to demonstrate

a breakthrough in his brushwork. He did not go

forthe delicate brushwork of Seiho Takeuchi, nor

his colourful and ornate styles. Yang's paintings

maintain an untrammelled Chinese classical

spirit with a traditional flavour””.
That is a fair and just statement made by the author.
Yang excelled in portraying subjects not only in classical
delineation with great detail, but also in bold and
expressive brush strokes. He painted a great variety of
subjects, covering landscapes, human figures, plants,
animals, birds and insects. He was a versatile Chinese ink
painter.

Yang was fond of painting historical figures. Besides Lin
Hejing, he also painted the poet Qu Yuan of the Warring
States period, the great lover Lady Zhuo Wenjun of the
Western Han dynasty, the Seven Sages of the Bamboo
Grove of the Jin Dynasty, the great poet Bai Juyi (772-846)
of the Tang dynasty, the great scholar Su Shi (1037-1101)
of the Northern Song dynasty, etc. While showing his
admiration of these outstanding personages in Chinese
history, he made use of his painting skill to unveil the
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virtue and other special features of these characters and
what they were noted for, so that their life stories would
be better known to future generations.

Today, it is universally agreed that it is our responsibility
to preserve the natural environment and to protect
plants and animals. Such thoughts were not so common
a thousand years ago. In those days, to show one’s
special love for prunus and affection for a crane were
regarded by the public as peculiar behaviour. As time
passes, people’s views and opinions have changed. Such
behaviour is nothing more than normal nowadays. To
recapture the behaviour of Lin Hejing in a Chinese ink
painting has a special meaning for us. It reminds us that
more than a thousand years ago, there was a Chinese
scholar who showed his love and care for birds and
plants. He has set an early example for us to follow.
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Biographical Notes on Yang Shanshen

1945

1959
1970

1978
1981

1982
1983

Born at Chigi of Taishan District, Guangdong Province, China.

Moved to Hong Kong.

Got acquainted with Gao Jianfu. Since then Gao became his senior painter/ friend.

Studied painting under Domoto Insho at the Domoto Art Institute in Tokyo, Japan.

Returned to Hong Kong.

Held a solo exhibition at Nanking Restaurant in Hong Kong.

Exhibited in Singapore and other cities in Southeast Asia.

Met Xu Beihong in Singapore and completed paintings jointly with him.

Moved to Macau when Hong Kong was occupied by the Japanese.

Founded the Xieshe Art Society with Gao Jianfu, Feng Kanghou and others in Macau.

Did outdoor sketching with Gao Jianfu, Guan Shanyue and others.

Returned to Hong Kong after the War.

Founded the Today Painting Society with Gao Jianfu, Chen Shuren, Zhao Shao-ang, Guan Shan-yue
and Li Gemin in Guangzhou.

Held solo exhibitions in New York, San Francisco, Honolulu in US.A, and Vancouver in Canada.
Founded the Chun Fung Art Club.

Awarded an honorary degree by the Chinese Academic Research Institute, Taiwan.

Solo exhibition at the National Museum of History, Taiwan.

Travelled around 19 countries.

Solo exhibition at the Hong Kong Art Centre.

Solo exhibition at the Hong Kong Museum of Art. The Art of Yang Shanshen was published.
Participated in the "National Inaugural Calligraphy and Seal Printing Exhibition”.

Solo exhibition at Taipei Fine Arts Museum, Taiwan.

Appointed member of the judging panel of “Contemporary Hong Kong

Art Biennial Exhibition, 1983", organised by the Hong Kong Museum of Art.

Published Sketches by Yang Shan Sum, Volume 1, in Hong Kong.

Moved to Vancouver, Canada

Solo exhibition at National Museum Art Gallery, Singapore.

Calligraphy on Poem of Du Fu collected and carved in the Forest of Stone Steles at Jingzhou, Hubei
Province, China.

Works collected by the National Palace Museum, Taipei, Taiwan.

Solo exhibition of “Lingnan Spirit: A Retrospective of Yang Shanshen” at the Hong Kong Museum of Art.
"Exhibition of Paintings by Yang Shanshen” presented by the Urban Council, Macau.

Received Achievement Award in Visual Arts granted by the Hong Kong Arts Development Council.
Received Silver Bauhinia Star awarded by Hong Kong Special Administrative Region.

Art Gallery of Yang Shanshen was opened inside Guangzhou Art Museum.

Selected as Honourable Citizen of Guangzhou by the Guangzhou city government.

Yang Shanshen Gallery was opened at Precious Ink Garden at Pun Yu, Guangdong Province.
"Exhibition of Selected Works by Yang Shanshen” at City University, Hong Kong.

"Exhibition of Lingnan Spirit: Recent Works by Yang Shanshen” at Miao-li, Taiwan.

"Exhibition of Recent Works by Yang Shanshen” at Macau Art Museum.

Passed away in June.
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He Bingcong (Ho Bing-chung)
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Records show that the history of the kiln site at Wun Yiu
Taipo, in the New Territories of Hong Kong can be traced
back to the Ming dynasty. However, it was as late as the
1930s when non-daily use pottery wares made purely for
appreciation purposes were produced in considerable
quantities from Hong Kong kilns. Soon after the Second
World War, some northern Chinese potters migrated
to the southern part of China. Some of them arrived in
Hong Kong and began making pottery figurines and
various vessels in kilns they had constructed. Around the
19505, there were three groups of Hong Kong potters
who made ceramic wares for appreciation purposes.
The first group consisted of potters from Fujian Province,
who brought to Hong Kong their techniques of making
white porcelain figurines of the famous Dehua ware
types. Their production included Buddhist and Taoist
figurines as well as other legendary figures. Reputable
potters in this group were the two brothers, namely, Xu
Shihua and Xu Shinan. The second group consisted of
potters from Jiangsi Province, with many of them from
the great porcelain production centre, Jingdezhen of
the province. They excelled in the production of under-
glazed blue wares, colour-glazed wares and sancai
wares ? reminiscent of those of the Tang dynasty (618-
907 AD.). A representative potter in this group was
Cao Mingluan. The third group included the Shiwan
potters from Foshan of Guangdong Province. They were
proficient in making all kinds of pottery wares, specially
noted for the production of large and small pottery
figurines and wares decorated with flambé glazes. Well-
known potters in this group included Liu Yuan, Li Chao,
Huo Liu, Pang Jirong and He Bingcong. Among these
three groups of potters, the Shiwan group exerted the
greatest influence on the development of ceramic art
in Hong Kong during the 20" century. Besides, Shiwan
potters also contributed to the art and craft education
in Hong Kong schools. Among all those potters who
migrated to Hong Kong, Ho Bingcong can be considered
as the most meritorious in promoting the art of Shiwan
pottery >. He was the creator of the Garden Delight
Teapot (Figure 3a) in this discussion. He was one of those
early Hong Kong potters who devoted much time and
energy in promoting pottery education, making pottery

~ a medium for inclusion in the art syllabus of the Hong
32 AFE (HEIE) X%  1970FR . BEMEEIMOE—ENBEEERWERE 0 chool curicu
W - 7 20ADGEESEFE) B 20AHERESB) BT 15AHES) - BHE Ong schoot cumeuium.
He Bingcong Garden Delight Teapot, 1970s S E1984F 8T TS AEERE G 4o BIE
Glazed ceramic ware, height: 20 cm (from bottom to handle top), width: 20 cm (from spout to handle end), diameter: 15 cm (melon body),
collection of Hui Xuan
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The development of contemporary ceramic art had a
pretty late startin Hong Kong. Forexample, no pottery art
wasfound inthe catalogue of "Hong Kong Contemporary
Art", organised by the Hong Kong Museum of Artin 1972,
The first exhibition of contemporary Hong Kong pottery
was presented by the Museum in 1984 under the name,
"Hong Kong Pottery Today"* Back in the 1960s, some
students of He Bingcong attempted to incorporate
western concepts in making their pottery, but such
attempts were not popular. With the exception of a
few, most Hong Kong potters at that time still adhered
to traditional Chinese ceramic forms and decoration
techniques. However, modern pottery art emerging
during that period gradually developed into a trend in
the latter part of 1970s. For the few potters who were
brave enough to break tradition in their pottery creation,
their ventures were welcomed by the art circle. In order
to help his students overcome difficulties in creating new
forms, He Bingcong suggested that they should make
use of mouldings of real objects as a basis on which to
build new pottery forms. It was through this method
that he succeeded in promoting his students’ interest
in learning the art of pottery in Hong Kong. We may
not consider such a method of teaching as something
special today, but it was a popular and friendly method
for students and teachers to apply in art and craft classes
in those days.

The Garden Delight Teapot was made by He Bingcong
around 1970. The body of the teapot was made from
the mould of a real object. Then He applied his free-
hand modelling technique to form additional attached
features that transformed the teapot into a work of art
in his hands. One of the main characteristics of most
of He's pottery works is that his production has both
functional and decorative value. This work bears strong
characteristics of the kind of pottery made in Shiwan,
where He Bingcong learnt the art of pottery in his early
years. Shiwan was noted for its pottery ware and figurine
production in China. In order to meet the demand of
the vast commercial market, pottery with both practical
and decorative functions was mass-produced in Shiwan
through a simple moulding replication method.

A typical Shiwan potters’ method of replication through
moulding is as follows: First, a clay model (such as a
figurine modelledin clay), or a real objectis chosen as the
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subject to be reproduced. Then, an outer shell covering
the entire form of the subject to be reproduced is
prepared, usually with plaster of Paris. We usually refer to
this shell as “the mould”, and the process in making the
mould as “casting”. For a simple shape to be replicated
or reproduced, the mould can be cast in two stages,
resulting in a set of moulds in two pieces. The idea of
having a two-piece mould set instead of a single piece
mould is to allow the replicated object to be separated
from the plaster of Paris mould without breaking and
ruining the mould. Hence, most of the pottery mould
sets found in a pottery workshop are in two or more
pieces. Knowing that the hollow inside the mould bears
exactly the same shape as the original object, potters
can duplicate the original object by either pressing a
thin layer of wet clay onto the plaster of Paris mould, or
injecting clay slip into the mould. The duplicated clay
form is then detached from the mould and left to dry
slightly. This is followed by a further touch up, when
supplementary parts and decorative elements are also
added. When completely dry, the pieces are fired in a kiln
attemperaturesaround 900-1,000 degrees Centigrade to
become bisques. The bisques are then glazed and fired
for the second time at about 1,280 degrees Centigrade.
Such pottery production procedure was actually applied
to the making of the Garden Delight Teapot. According
to He Bingcong, a real pumpkin was used as the original
object for casting the plaster of Paris mould onto the
inner surface of which a layer of wet clay was kneaded by
hand to form the body of the teapot. Hence the teapot
has a realistic appearance.

There are examples of Yixing purple clay teapots > with
their bodies imitating the shape of pumpkins, water
melons and gourds made by potters as early as in the
Ming and Qing dynasties, but rarely presented in such a
realistic format in which parts of the pumpkin stem are
used to form the teapot spout, the handle and the top of
the teapot lid. Similar pottery forms are occasionally seen
today, but it was a rarity in the 1970s. In Garden Delight
Teapot, the artist applied his modelling skill to transform
the ordinary teapot body in the form of a pumpkin into
an attractive work of pottery art, unveiling a piece of
his childhood memory of what he saw in the backyard
garden of his native village.
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Details 1 of Garden Delight Teapot: Small frog

On further examination of the teapot, it is noticed that
these sections of the pumpkin stem are not only skilfully
and properly placed, but also provide additional sources
of visual movement in a three dimensional composition,
in particular atthe section of the stemforming the handle.
It is interesting to note that the twisting movement of
the stem changes with the viewing angle. The pumpkin
forming the body of the teapot is ripe, at a stage ready
to be reaped. This is apparent by the fact that the stemis
getting old too, as it bears an angular ridge lengthwise.
However, the old stem still shows its sign of growth. This
is expressed by the two young stems growing out from
the old stem near the teapot spout. The growth of the
young stem attached to the other side of the old stem
has been cut short, while the other on the nearer side of
the old stem continues to grow diagonally downwards.
From this young stem, a tendril shoots out and extends
its length to twine round the stem for its support. By
playing with the pumpkin stems and the tendril, the
artist managed to bring the pumpkin back to life.

There are further attractive elements in this pottery work.
The casual appearances of the little creatures attached
to the teapot look as if they were left there by the artist
effortlessly (Figure 3b). Their presence has added a hint
of liveliness and garden atmosphere to the whole scene.
On top of the teapot lid that forms part of the pumpkin
is a small frog. It crouches firmly on the pumpkin with
its body and four legs. While its right hind leg extends
sidewards to maintain balance in its landing position, it
extends its left front limb forward to avoid its body sliding

3c (HEME) ZFE @2« B4
Details 2 of Garden Delight Teapot: Snail
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Details 3 of Garden Delight Teapot: Beetles

down the smooth round pumpkin skin. At the same
time, this frog keeps a close watch on the snail in front.
A black snail with a white spot on its shell is extending
its body and tentacles all out, and exerting its effort to
climb from the tendril to the young stem that joins onto
the old stem (Figure 3¢). On the old stem are two insects.
They are two beetles, one grey and one purplish red in
colour. The red one climbs onto the back of the grey one
and they are frolicking (Figure 3d). These small creatures,
portrayed in a lively manner, are so ingeniously arranged
that they form a natural relationship with the pumpkin,
its stems and tendril, to become a conglomerate whole.
It looks so natural, intimate and yet so lively that one’s
mind is easily led to the reminiscence of the delightful
moments in the backyard garden during childhood.

Let us look at this pottery work from an educational
perspective. By making use of some common plants and
small animal forms in his pottery modelling exercises, He
Bingcong succeeded in stimulating interest in these
animals and plants that people usually ignored. Since a
teapot is an everyday utensil in a Chinese home, family
members who are in contact with this Garden Delight
Teapot daily would naturally become acquainted with,
and more interested in, creatures and plants such as
frogs, snails, beetles and pumpkins. When they see them
in the garden or wilderness, a sense of familiarity and
intimacy will arise. In the classroom, He Bingcong liked
to use themes involving plants and animals. This can
be compared to teaching bird-and-flower painting and
landscape painting in Chinese brush and ink. Both tend
to make the students become more aware of nature in
their course of art learning. The idea is that in order to
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learn more about natural objects we have to get closer
to them, which in turn facilitates our understanding
and communication with nature. Being so, we may one
day realise the Chinese traditional ideal that man and
nature should survive in harmony. Such thinking comes
in line with our present calls for nature preservation and
environmental protection.

In his later years, He Bingcong attempted to create a new
form of ceramic art based on traditional wall vases and
painted ceramic plaques. He first shaped a pottery plant
or an animal figure, such as a branch of roses, loguats,
pine, bamboo, butterflies, crabs, or frogs in a three-
dimensional or high relief sculptural form. Then, he had
it attached onto a pottery plaque, which could be glazed
or unglazed, to produce various new compositions
(Figure 3e). Being an expert photographer and Chinese
calligrapher himself, He also tried different combinations
of two-dimensional art forms such as a piece of
calligraphy or a photograph with three-dimensional
ceramic works to create different wall pictures. In this
way, he successfully applied his favourite types of artistic
techniques to create his unique art forms.
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He Bingcong Roses, 1995

Glazed stoneware plaque, height: 47 cm, width: 32 cm, depth: 10 cm, collection
of Hong Kong Museum of Art
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He Bingcong seldom introduced modern western
design concepts in his pottery work. He persisted in
maintaining the rural charm of rustic simplicity in the
traditional characteristic of Shiwan pottery. Most Hong
Kongartists who have received western art education will
consider his works to be old fashioned or even “earthy”.
Yet, this is the special feature of his pottery works which
represent his down-to-earth personal character. To him,
the Tao of pottery is to cultivate one's noble character
and temperament. His motto is: Never get annoyed or
irritated. He once told his students,
"We should learn to live properly through
pottery making." and
"Pottery making is a form of self-cultivation.
Besides devoting oneself to mastering a skill,
one should learn to restrain one's temper, the
same manner as accepting damage and kiln
firing failures in good spirit. Thus, one learns not
towaverin one's proper course of life because of
external elements such as praise and contempt
from others. To be able to disregard praise and
contempt is approaching the great ‘Way' of
life. That is the final and main aim in learning
pottery.”

It is a Chinese tradition to lay great emphasis on the
moral standard and cultivated character of the artist in
the appraisal of art. In 2001, the Hong Kong Museum
of Art organised an exhibition of the pottery works of
He Bingchong under the title “The WAY of Pottery- He
Bingcong” to commemorate this great Hong Kong
potter for his contribution in promoting the art of
pottery, and for his exemplary character as an artist and
a man of virtue.

During his youth, He Bingcong learnt the art of pottery,
including model making, glazing formulae and firing
techniques, from several noted Shiwan masters, such
as: Liao Jian, Liang Huafu and Liang Shipei. After that,
he fell in love with pottery, and devoted his time to the
study of the clay types, clay preparation, modelling,
mould making, kiln making, kiln firing, glaze making, etc.
Throughout his career as a potter, he prepared his own
glazes for all his pottery works ©. For example, when the
modelling of Garden Delight Teapot was complete and
after the first firing, the bisque was then brushed with
liquid glazes He had prepared himself. The body colour
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was mainly rice-yellow, with additional green, red and
black glazes applied on relevant parts. Because the glazes
were based on the old Shiwan formulae, they lacked
stability in their colour rendition. The resulting colours
changed according to temperature and the amount of
oxygen entering into the kiln, forming a flambé effect .
Hence, the green glaze for parts of the pumpkin skin
came out in different tones. Some parts turned into blue
or grey. An experienced potter can foresee that variation
of colours and tones will take place in the case of flambé,
but it is still difficult to predict the final result of such
changes. The flambé effect as shown in Garden Delight
Teapot is most desirable. The variation of glaze colour
tones on this teapot enhances its visual interest, as well
as making the whole piece of work look more vivid and
lively.

He Bingcong was a versatile pottery master, well-
known for his outstanding modelling skill. He was fond
of realistic modelling, with works covering subjects
such as historical figures, animals, flowers, vegetables,
vessels, architectural models, industrial apparatus, etc.
He was highly specialised in modelling human figures.
He believed that the art of modelling historical figures
relies more on one's knowledge of history and relevant
classics rather than just modelling technigues. Before he
started modelling historical figures, such as Confucius
(551-479 B.C)) and the Tang dynasty poet Li Po (701-762),
he would first consult ancient texts and historical records
as well as paintings on the subject. He took great care
in depicting facial features, costumes and hair styles of
these figures according to relevant historical materials.
He was fond of modelling religious figures, as they allow
greater freedom for an artist to exert his imagination
and creativity. His representative work on religious figure
modelling is the set of Eighteen Lohans without glaze
(Fig. 3f) 8. He modelled each of the eighteen figures as
an individual character with different facial features,
expression and posture, without relying on colour
pigmentdelineation or decoration.Because the eighteen
figures are unglazed, they reveal more clearly the details
of artistic rendering in the course of modelling. The
Eighteen Lohans are now in the collection of the Hong
Kong Museum of Art.

He Bingcong was not only a ceramic artist, but a
scholar too. He was well-versed in ancient classics
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such as Shangshu, Liji liing and Daudejing, Buddhist
canons such as the Lotus Sutra and Fazhuji, medical
classics such as Zhiaobenkangmu, great novels such as
Fengshengbong yanyi and Shuihu juan. He also had a
good knowledge of other subjects, including Chinese
ink painting, calligraphy, photography, mathematics,
chemistry and physics. He was able to draw quotes and
formulae from texts of the above-mentioned subjects
without going to the library, and write an essay of more
than 10,000 characters at one stretch with ease. Because
hewasvery intelligentand had an extraordinary memory,
he was also knowledgeable in herbal medicines,
geomancy, astrology, face reading and secret language
used by blind people. However, he did not like to apply
his intelligence in making money. Instead, he exerted
himself in helping his relatives, friends and associates to
resolve their problems. He also cared for the poor, cured
the sick and provided them with free medicine. A lot of
the roof-top dwellers in the Wuhu Street in Kowloon, and
the poor settlers in the squatter area of the Diamond Hill
district would have remembered his generosity and kind
deeds.

As early as the beginning of the 1950s, He Bingcong
began to teach pottery lessons in schools. Many of his
earlier students are among the contemporary masters in
ceramic art in Hong Kong today. He was much admired
and loved by his students. He spent most of his life in
work related to ceramic art. These included his personal
pottery art creations, studies in potting, glazing and firing
skills and their improvement, ceramic art history, ceramic
education, publication and promotion of ceramic
art. He was invited to be the Honorary Adviser of the
Hong Kong Museum of Art from 1979. He contributed
tremendously to the Museum in realising the mounting
of some of the major exhibitions of Shiwan pottery,
and in building up the collection of art pottery in the
Museum collection. He emphasised the significance of
the education value of pottery making. His enthusiasm
in educating young people, teaching pottery art and the
history of Chinese ceramics did not abate even in the
very last year of his life. In recognition of his outstanding
contribution to Hong Kong pottery art, the Hong Kong
Arts Development Council presented him the “Lifetime
Achieverment Award in Visual Arts”in 1999.
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Endnotes

1:

At Sheung Wun Yiu Village, Tai Po, New Territories,
there is a Wun Yiu Exhibition Gallery, specially
established tointroduce the historyand archaeological
finds of Wun Yiu.

Sancai wares often refer to the type of Tang dynasty
pottery wares glazed in yellow, green and white, or
green, brown and blue. These early sancai wares
belong to the low-fired type (850-950 degrees
Celsius) pottery, not suitable for holding food or
drinks, hence were mainly used as burial objects
placed inside tombs.

For more information on the history of Shiwan,
see Introduction by Laurence Chi-sing Tam, p
6-10, Shiwan Pottery published by Hong Kong Urban
Coundil to mark the exhibition “Shiwan Pottery” in
1977.

See Hong Kong Pottery Today, published by Urban
Council, Hong Kong, 1984.

Purple clay teapot is a Chinese traditional pottery
vessel for serving tea. It is so called, because itis made
with a type of clay with a purplish colour. Purple clay
pots are fired at a higher temperature than that for
ordinary pottery wares. It is therefore denser and
harder than most other pottery vessels. Because
the main production centre is located at Yixing of
Jiangsu Province, this type of teapot is also known as
the Yixing teapot. Some of the early famous potters
of purple clay tea wares include Gong Cun, Shi
Tabin and Chen Hongshou. The most noted purple
clay tea ware maker in modern time is Gu Jingzhou
(1915-19906).

He Bingcong (2000) Glazes and Glazing, Hong Kong,
He Cheng Miu Ling, designed by Foremedia Design
and Production, printed by Ho Wai Printing and
Publishing Co. Ltd. It provides details of the various
methods of making glazes and glazing techniques.

The term “flambé” refers to the production of more
than one colour as a result of kiln firing of glazed
ceramic to which only a single glazing formula
has been applied. One of the most famous flambé
effects was the purplish red in a milky blue ground
glaze produced by the Chun kiln potters in Henan
Province in the Song dynasty (960-1279 AD.). This
special ceramic feature has made Chun wares so
famous all over China that Chun kiln has been ranked
as one of the Five Great Kilns of the Song dynasty.

For more information on The Fighteen Lohan by He
Bingcong, see Glazes and Glazing by He Bingcong,
re. Note 6, p. 87-93.
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Biographic Notes on He Bingcong:

1918

1936

1942-45

1946

1949

1955-71

1873-80

1974-78

1976-99

1977

1978-99

1986

1986-99

1991-93

1998

1999

Born in the Nanhai District of Guangdong Province. His original name was He Shuming, pseudonym
Nanhai Potter.

Graduated from the College of Education of Nanhai. Employed as a teacher at the Nanhai College
of Education.

Studied the art of pottery under the master potters of Shiwan, including Liao Jian, Liang Huafu, Liang
Shipei, and others.

In a national competition, his essay “On Art and Craft Production in Schools” was selected as one of
the five best theses on education in the whole country.

Moved to Hong Kong.

Founded a small ceramic factory, and worked simultaneously as an assistant engineer in Castle Peak
Ceramic Factory.

Taught Chinese and pottery at Trinity English College, Ta Tung Middle School, Railway School, Holy
Carpenter Vocational Training School, and Teachers' Training Course of Art and Craft Centre of the
Department of Education, Hong Kong.

Founded a ceramic factory at Diamond Hill, Kowloon.

Contributed articles on pottery art for publication in a monthly periodical Guang jiao jing. The
articles were later compiled into a book called Miscellany on Pottery Art.

Part-time lecturer of the Extra-mural Department, Hong Kong University, lecturing on Pottery
Making and Appreciation of Ancient Chinese Ceramics.

Assisted the Hong Kong Museum of Artin organising the exhibition “Shiwan Pottery”,and compiling
the catalogue for the exhibition.

Appointed Honorary Adviser of the Hong Kong Museum of Art by the Urban Council of Hong Kong
for 21 years.

Edited the book History, Lore and Legend: Shiwan Pottery Figures Donated by Mr. Woo Kam-chiu
upon the invitation of the Hong Kong Museum of Art, Urban Council, Hong Kong.

Annual exhibition: “Joint Exhibition of Works by He Bingcong, His Son and His Students”, presented
by the City Council of Shatin, and Shatin Arts Association.

Lecturing on "Ancient Chinese Ceramics” at the Extra-mural Department of the National University
of Singapore.

Appointed as Chief Adviser of Ming Yuan Ceramic Company, Singapore.

Adjudicator of “Hong Kong Creative Tea Ware Competition” presented by the Hong Kong Arts
Development Council.

Invited to lecture on Chinese Art and Archaeological Finds by the Cultural Research and Museum
Services Department of the City Council of Macau.

Provided expert research service on the Shiwan pottery collection in the Museum of Macau.
Awarded "Lifetime Achievement Award in Visual Arts" by the Hong Kong Arts Development Council.
Passed away in November.
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Lu Shoukun (Lui Shou-kwan)

EEER R (EH) NE (Bda) - EBIREZE

+H

MEEKEELR - IERE REEXEER

RESETENIMUNBERSR  MefLsEs

H
REENBENRE - ERRETEENES
BHARMNBEAN - ERHSSEMAN1964
FHKEE  TARASERERAHNKRE
BAIBEBIBM Y e RRRZEE

il

HRERBERMRENEGH -

—RMARXRLBRBORNPEHENER SR
BEUR T THFENTKESESHAEA
Y — 2SR AR ASENER  #1EXS
DRI SR K EESFEREL - ERAKES
RaSE—ENEERREARENRIFE - 4
TEHAERRENBERE H 2FENEERE
E—ERFHRNEZNMAT - EMBEPETZE
BENBEKEEAF  EHEBMREZ
BAFMSKEEMHFR - BPEKEZMAERN

HARSMBRPFEN—E -

da ZBFI| (FER) 1964
KEBEEEA - 5 1180.5A% » 8 197TAD - EAEMER
Lu Shoukun, Dilapidated Lotus, 1964

This painting Dilapidated Lotus (Figure 4a) belongs to a
category of Chinese painting called she-i shuimo hua,
or impressionistic painting in Chinese ink. Rather than
depicting the real appearance of objects, the painter
captures an impression of these objects (in realistic or
semi-realistic forms) with his brush strokes to express his
ideas and feelings. Such paintings often convey hidden
messages, and we are now looking at one by Lu Shoukun
in1964.1tis not Lu's bestknown work; however, ithas been
chosen because it helps us understand his background
thoughts and, in particular, how he derived the painting
technique for his later famous Zen paintings.

People interested in the development of Chinese art in
Hong Kong will remember Lu Shoukun, the leader of
the New Chinese Ink Painting Movement in the second
half of the 20th century. His abstract Zen paintings have
often been quoted as the most outstanding form of
Lu’'s paintings which also have a unigue and significant
status in the course of modern Chinese painting history.
They opened the door for further development of
the impressionistic style of Chinese ink painting into a
popular abstract art form. They also paved the way for
Chinese ink art to play a significant role in the world of
modern art.

The Zen paintings by Lu Shoukun are generally referred
to as two types: the wet brushwork and the dry
brushwork. The wet brushwork type (Figure 4b) refers
to the Zen paintings done with the brush saturated
with water and ink (or colour). By applying techniques
such as dotting, sprinkling, sweeping and splashing
ink and colours, and by manipulating the water marks
left behind by the dots and lines on the xuan paper

Ink and colour on paper, height: 180.5 cm, width: 97 cm, collection of Hong Kong Museum of Art
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ERAMEMNEET S RRERLEMASE ! resulting from the characteristics of xuan paper (i.e.

o s e i - = ) . ' iffusion of he pai Id|
BT EE (B4b) 2 LRk - absorpt\on and di USlOﬂ. o, vyater)t epa\nt.ergou d Qad
viewers to access the artist's intellectual aspiration which
= NEACNER ERAM K BER transcended the visual or physical world. They can easily
S BRI R B AR KRR B S 4D make the viewers fall into /the state _Of lmedita‘tion. The
dry brushwork type of Lu's Zen paintings (Figure 4c)
BKZ2 BHEEAELELANEHEEBEIE conveys his intellectual message, too. The paintings
_ . were executed with a comparatively drier brush that

SEEN I BEREEE DE>< ok tﬁj °

MR - RETERE EREROWIRET carried a defined amount of Chinese black ink diluted
REBNESEREZIEANEARR - 2 EHE with a little water, or sometimes undiluted. The brush
strokes tend to be quick and precise in their application
to express the momentous feelings or to present the
E 0 BERAURZIVESE  WRURIRENR philosophical thoughts about Chinese art coming to
the artist’s mind at that instant. In order to achieve the

(B4c) Fx_REREZBHMALBEAIKE

B ESNERE > RFBMOPHEPEEERN

4c EBFE () 01970

4b BFIE (iEzPm) 1970 KREBEEEAR 5 1 180Q7 » f 1 9TAD - HABMEER
KBEREAR T 15249  §8 1 83AD  BEBTER Lu Shoukun Zen, 1970
Lu Shoukun Zen No. 4,1970 Ink and colour on paper, height: 180 cm, width 97 cm, collection
Ink and colour on paper, height: 152 cm, width: 83 cm, collection of Hong Kong Museum of Art of Hong Kong Museum of Art
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tied in a row. The brush strokes applied in this dry type
of Zen paintings are usually precise and forceful. Most of
these Zen paintings are completed with a bright red dot.
This red dot is the spiritual essence in each Zen painting.
In view of the dynamics and strong visual attraction of
the dry type of Zen paintings resulting from the highly
contrasting colours, they are often quoted by critics
and art historians when Lu Shoukun's paintings are
mentioned. Now, let us look at the relationship between
the painting Dilapidated Lotus under discussion and his
dry brushwork Zen paintings.

The middle section of the painting Dilapidated Lotus
is made up of several heavy and broad brush strokes in
deep black ink, in different sizes and irregular shapes.
Probably when the painter moved the brush laden with
heavy black ink onto the paper, small drops of ink were
scattered around the nearby area by accident. Some
small dots were added later on to signify the presence of
mud and other elements of impurity in the pond. Owing
to the fast movement of the brush strokes over the
paper, some of the strokes show marks of flying-white,
and some show rugged and irregular edges made by
the dry and split brush tip. They can be associated with
the dilapidated condition of the lotus leaves which can
be commonly found in a late autumn lotus pond. The
same has been clearly indicated by the title written
in large Chinese characters on the upper part of the
painting. Some broad brown strokes represent those
lotus leaves that have dried up but are still attached to
the leaf stalks or floating on top of the pond water. The
few vertical brush strokes remind us of the half dry leaf
stalks or flower stalks. The leaves, flower petals and seed
pods have all withered and fallen off, leaving the stalks
standing there solitarily.

In the upper right corner of the painting is a group of
smaller brush strokes with colour scheme similar to the
larger broad brush strokes below. They remind us of
another group of dilapidated lotus leaves in a far away
corner of the pond. The whole pictorial composition
is that of a scene of a late autumn lotus pond. During
the summer, lotus leaves grow vigorously, with lotus
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scene, suitably described by the painting title Dilapidated
Lotus. However, the above is only a superficial message
of the painting. To get closer to the inner message of the
painting, one has to refer to the most attractive element
in the painting- the eye-catching red dot.

Other than the title Dilapidated Lotus written on the
upper part of the painting, this red dot, with an upward
pointed tip resembling a lotus flower bud, is by far the
most significant element that leads viewers to associate
the cluster of ink, colour splashes and lines with the
scene of a lotus pond. The bud not only signifies the
theme ‘lotus’, but brings vitality to the depressing
atmosphere of the painting. The bud represents that
very youthful stage of growth of a lotus plant. Its
emergence announces the coming of the plant's most
glorious flowering period symbolising youth and vitality
in life. The lotus bud stands in great contrast to the title
of the painting and the dying leaves and stalks together
with the dilapidated scene of the lotus pond. Besides,
this lotus bud, being depicted in bright red, is the most
attractive element in the whole painting. In reality, when
most lotus leaves wither it should be in late autumn, yet
lotus buds seldom appear at that time. The painter was
a learned scholar and should be well aware of such a
fact. He had his purpose in including a lotus bud in the
painting.

The lotus flower has a very significant position in
Buddhism. For a Buddhist to attain Buddhahood he has
to rid himself of the six impurities in this world such that
his mind enters a state of purity, and then he can arrive
at the state of enlightenment. Lotus flowers have the
character of coming out of the mud and yet not being
contaminated. Hence, the lotus has been considered as
bearing Buddha's nature. The father of Lu Shoukun was a
famous painter and calligrapher in Guangdong Province.
He was also a devout Buddhist. Most likely it was due
to the influence of his father that Lu Shoukun took an
interest in Buddhism and did many paintings related to
lotusand Zeninthe 1960s and 1970s.When Luwas lecturing
on Chinese Ink Painting at the Extra-mural Department of
the University of Hong Kong and the Chinese University

62



HBE - Re b AERHE
~, el l [
Examples of B /B 22 il
Understanding Hong Kong Art
through Culture

63

Ad BFR (E) F0ORF
KEBEEEAR 515020 B 81A%D  BR—FER
Lu Shoukun Lotus, year: unknown
Ink and colour on paper, height: 150 cm, width: 81 cm, collection of Take a Step Back Studio
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of Hong Kong, he often used quotations from Buddhist
sutras in his teaching. He mentioned the essay ‘I Love
Lotus” ' by Zhou Dunyi (1017-1073), the great philosopher
of the Song dynasty, several times to remind his
students that the world, or the sea of mankind, was full
of impurities. He also encouraged his students to learn
from the lotus the ability to emerge from mud without
being contaminated. In all, he took the lotus as a symbol
of purity, the highest life ideal that all should follow.

In the 60s of the last century, Lu painted a number of
Chinese ink paintings using the lotus as subject. At first
his lotus flower in his paintings can be easily recognised.
This painting Lotus (Figure 4d) was included in the
exhibition “Lui Shou-kwan- New Ink Painting” in 2003 at
the Hong Kong Museum of Art. It has on it an inscription
by the artist, reading, “Buddha has no countenance or
form”.Hencewelearn thatin Lu's mind thereis no definite
form to represent Buddha. If that is the case, how can a
painter depict the presence of Buddha in his painting?
What he could do was to borrow an idealistic form with
Buddha nature to be the Buddha image appearing in his
painting. Here, a lotus flower is depicted with a crown of
light or halo on top of it. Obviously, he chose the lotus
flower to represent Buddha in this painting. In most
other paintings on the subject of lotus, Lu painted a lotus
bud instead of the flower. The lotus bud is sometimes
in the form of a single pointed red dot, and sometimes
formed by two or more overlapping red dots. One can
interpret this red dot not only as the symbol of Buddha's
nature, but also a true gentleman, the artist's ideal, self-
realization, or his goal in life.

Now we understand why the artist placed a bright red
lotus bud,asymbolofvigourandlife,amidstthe withering
stalks and lotus leaves in the painting Dilapidated Lotus.
He did that with the intention to pass on his view of
life that one (including himself) should not give up
hope when one is surrounded by adversities. Also, one
should not despair over one’s failure because hope and
opportunities are always present in the most dilapidated
and difficult environment. This might have reflected the
state of mind of Lu Shoukun when he saw the degraded
state of Chinese art in the mid-twentieth century. Since
the Ming and Qing dynasties, painting had been taught
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through the copying of old masters"works. For centuries,
there had been hardly any evolution in Chinese art. In
the early twentieth century, some enlightened artists
such as Lin Fengmian (1900-1991), Xu Beihong (1895-
1953), and Gao Jianfu (1879-1951) made an effort to
revive the creative spirit of Chinese art by introducing
western artistic elements into Chinese painting. Their
work succeeded to a certain extent, but soon the whole
country was in turmoil amid wars and battles. What was
urgently needed was the restoration of the country’s
economy and civil livelihood, and there was no spare
effort to deal with revolution in art. The situation was not
much better in Hong Kong as in Mainland China in the
mid 20th century “.

After the Second World War, many Chinese painters
emigrated to Hong Kong from Mainland China. Many
of thermn made their living by teaching Chinese painting
through imitating and copying the teachers’ or old
masters’ works. It is true that copying is a quick way to
learn painting as a craft, but sadly the students failed to
learn how to create their own artworks revealing their
true selves. As a result, most paintings in exhibitions held
by young painters at the newly opened public galleries
at the Hong Kong City Hall were displays of imitations, if
not copies, of the works of one master or the other. There
was an absence of any creativity, not to mention any
free expression of one's own mind. That was the result of
teaching and learning painting through the method of
copying. Hence, western scholars thought that Chinese
artists at that time were followers and imitators without
the capacity to create new art styles independently. (See
Note 6 in the article on Yang Shanshen.) Witnessing the
downhill development of the art of Chinese painting
which had reached such a degrading state in Hong
Kong as well as in Mainland China, comparable to that
of a late autumn lacklustre lotus pond (as shown in the
picture Dilapidated Lotus, full of mud and withering
leaves), Lu Shoukun heroically took up the responsibility
of injecting new life into the dwindling Chinese art scene,
and started the New Chinese Ink Painting Movement
with his students. Similar to the Buddha-natured lotus
bud shooting up from the withered leaves, the long
awaited hope for a revival of the true spirit of Chinese art
emerged from the slumbering Chinese art scene.
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If we take the lotus bud as a symbol of a true gentleman,
the painting would mean that a gentleman and his
noble behaviour and spirit will stand up proudly in the
crowd, disregarding the fact that it is backward and
chaotic. His lofty character will act as a guiding light to
those in the dark, and will set a model for others to follow
for generations. Through abstractimagery composed by
the Chinese ink brush strokes, the painter managed to
accomplish his mission in conveying to the viewers his
thoughts and his ideals in life. That is the fascinating part
of the paintings of Lu Shoukun.

Having made an attempt to analyse the contents of the
painting Dilapidated Lotus with its hidden meaning,
implication and historical background, we may now
have a better understanding and comprehension of the
Zen paintings done by Lu Shoukun in his later years. The
red dot is always the most attractive element in his Zen
paintings. It sometimes looks like a lotus bud, sometimes
a butterfly, a flame, the sun -+ In fact, it can be anything.
In his Zen painting, the message presented by the red dot
has reached a level far beyond that of a lotus bud. One
may take it to represent one’s ideal, goal, enlightenment,
super-ego, transcendence or Buddhahood. As for the rest
of the black ink and colour brush strokes and splashes,
they make us aware of the material world in which we
currently lead our daily life.

As discussed above, we see how Lu Shoukun progressed
from the traditional impressionistic style of Chinese ink
painting, such as that of Dilapidated Lotus, to the new
abstractstyle, suchasthe Zen paintings,forthe expression
of his feeling and what he had in his inner mind. That
was a natural evolution for a painter, like Lu, who had
a strong Buddhist and classical Chinese philosophical
background. Now, when we look at Lu's Zen paintings,
we understand that he was not trying to explain to
us the meaning of Zen. (This is because the Chinese
believe that Zen cannot be explained, as it refers to self-
realization through meditation.) He borrowed the word
Zen to make viewers and all Chinese painters aware of
the presence of the essential quality of self-realization in
the art of painting. His Zen paintings of the 1960s and 70s
started off a trend in modern Chinese ink painting. Since
then, Chinese painters have begun to free themselves
from the bondage of painting rules and guidelines set
up by their teachers and predecessors, and to employ

66



HBE - Re b AERHE
~, el l [
Examples of B /B 22 il
Understanding Hong Kong Art
through Culture

67

de BFIR (B%Z) 1951
KRBEOER & 4TAD T8 148270  BRELLE
Lu Shoukun A Vision, 1951

Ink and colour on paper, height: 47 cm, width: 148 cm, collection of Ms. Alice Lui
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Chinese ink painting as a means to express their own
thoughts, beliefs and their nature as individuals.

Lu Shoukun began doing abstract ink painting as early
as the beginning of the 1950s, as evidenced by his
painting A Vision (Figure 4e) > which is one of a set of
four abstract ink paintings completed by him in 1951,
Although he had studied western paintings by Joseph
M. W. Turner (1775-1851) and Graham Sutherland
(1903-1980), he soon turned away from them because
he found their methods of painting were not to his
liking. However, he had never given up painting in the
traditional impressionistic Chinese ink painting style.
Later, even when his Zen paintings in abstract style had
won him international fame, he did not stop his research
and practice in traditional Chinese painting techniques.
Two years before his death, he still devoted his time to
complete amonumental landscape scroll that measured
185 ¢cm long by 83 c¢cm wide in traditional Chinese
ink brushwork. This masterpiece of Lu's painting in
traditional style was a demonstration to his students that
creativity would not be hampered even when traditional
brushwork was applied in painting. The devotion of Lu
Shoukun to the art of traditional Chinese ink painting, in
parallel with his Zen painting in abstract forms, has sent
us a very important message:

“Tradition and creativity are inter-related. The

new spirit of Chinese modern art that stands

as a symbol of the civilisation of China today

has to evolve from the ground of our profound

traditional art. It cannot be borrowed or drawn

from foreign sources.”
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Lu was proficient in the Chinese painting techniques
of many schools, art history and Chinese philosophy.
He was well versed in ancient Chinese classics and
the study of Chinese religions, covering Confucianism,
Buddhism, and Taoism. He also ventured into the study
of western philosophy, religions and art theories * Today,
itisa common phenomenon to paint in a personal style
distinctly different from the traditional Chinese painting
models or those of one’s teachers. However, under the
situation in the mid-twentieth century, Lu Shoukun was
one of the few innovators. As early as in the 1950s, Lu's
paintings executed in his personal styles were widely
exhibited in Hong Kong, Europe and America °.

In art education, Lu Shoukun advocated the ancient
art theory of following one’s own mind ©. He was firmly
opposed to apprenticeship and learning by copying
the works of the teacher. He stressed the importance
of being creative and independent in learning Chinese
ink painting. In 2010, the Hong Kong Institute of
Education presented an exhibition with a symposium
on "The Cradle of the New Chinese Ink Painting
Movement” 7 to introduce to the educator community
one of today's most inspirational methods of teaching
Chinese ink painting in junior secondary schools. In fact,
that teaching method was basically derived from the
art education theory put forward by Lu Shoukun half a
century ago. Lu's art education theory and Zen paintings
were obviously related to Zen Buddhism, which teaches
the theories of instantaneous enlightenment and being
truthful to oneself. These theories were exactly what Lu
Shoukun had emphasised, that a genuine artist should
state the presence of the self and be true to one’s own
nature. He had strong attachment to the essence of
traditional culture, but he also accepted new ideas that
came with the progress of society. In his teaching he
encouraged his students to take a critical and analytical
attitude in the course of learning. Most people admire Lu
Shoukun as a great Chinese ink painter of international
fame. But, his contribution to Chinese art education was
so much greater than most Chinese artists because his
revolutionary teaching method had quietly changed the
course of history for Chinese art education during the
mid-twentieth century.
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From his painting activities, his teaching and the New
Chinese Ink Painting Movement promoted by him, it
is obvious that Lu Shoukun was an outstanding artist
with far-reaching ideals. His motto of studying the works
of past masters was to learn how to surpass them. He
boldly shouldered the responsibility of rectifying the
unfavourable art scene in Hong Kong and in China,
when he noticed the prevalent trend of learning to
paint by copying the works of masters. So, while creating
inspirational paintings in his distinctive style, he devoted
much of his time and energy to lecture, attend radio
interviews, publish his art theory in newspapers and
magazines, and exhibit his works locally and overseas,
with a view to encouraging his fellow artists to create
works different from their teachers and earlier masters.
He stressed they should attempt to make use of new
media and techniques to create works to their own
satisfaction. When he was lecturing at the Extra-mural
Department of the Chinese University of Hong Kong, he
encouraged his students to create works independently
and, at the same time, he taught them how to appreciate
the true meaning of art from the works of past masters.

His teaching soon spread far and wide in the art
communities, mainly through the work of two art
societies formed by his students. The first one was the
In Tao Art Association © established in 1968. The second
society was the One Art Group ° founded in 1970. The
two artassociations met regularly on Sundays at Wah Yan
College, Kowloon to practise creating new Chinese ink
paintings, and organise talks, film shows and exhibitions
in order to promote the teaching of Lu Shoukun to the
public. Consequently, in the late 1960s many Hong
Kong artists (covering all age bands) began to take an
interest in creating new styles of Chinese ink painting in
their own way instead of copying or imitating the works
of their teachers. Some secondary schools included
creative Chinese ink painting in their regular art classes
(Wah Yan College, Kowloon was one of them), resulting
in the emergence of the "New Chinese Ink Painting
Movement" of the 1970s. Wah Yan College, Kowloon,
has been known as "The Cradle of the Movement".

New Chinese ink painting has become the most
popular art subject and the most representative form

RESRNPEBEE R —ERFAEABILA
MEEMTHER - FE—EEEE RIS
o BPRERRMERREE CRELE -
EREERESTEINESENBABIEA
RIfFRF AL - BEEMRE > aFERICHE
ABAFKEENERAETBEEPE KL
P E &= R EZ BB A AT E B B A
ERRER - R > HETAS =2 KAEHETH
THKEEES, > BRTEEMNE ERFHEE
ERERZMEE  RIEMWSEEABILAIEH

KB EAHT 0 -

IOTTEEBBTERN "SRABBEM, B
B KERENEENBH - BT E - S/
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BERN2THKESZLE - ERPEIEME
£ BXRA-HPEZM R P ERE K EE
NENEAXR—EEEEMNGERE " - &
FRNRERARBBNT _AHIKEEX
o RYEREN2BERSN AP ER
UERESENSELE - AN FERBERREIFT
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of Hong Kong art today. "The New Chinese Ink Painting
Movement", which promotes personal creativity, has
exerted its influence not only in Hong Kong, but also in
the art arena in Mainland China. The art scene in China
today has developed into a world of individual creative
activities, much like a myriad flowers all blooming
simultaneously. Contemporary Chinese ink art is making
itsway to occupy a prominent position with international
recognition. Lu Shoukun was undoubtedly one of the
major pioneers in opening up a new era. At the same
time, the "New Chinese Ink Painting Movement" led by
Lu Shoukun has given Hong Kong a unique position
in Chinese art history as the first place where people
showed an interest and gave respect and support to the
new ink art, and where a host (not just a few) of Chinese
artists performed creative ink art in their own way, freely
and individually '°.

In 1971, 27 creative new ink paintings by 12 Hong Kong
artists were included in the exhibition "Art Now Hong
Kong" organised by the Hong Kong Government for
circulation to 4 major cities in Great Britain: London,
Edinburgh, Manchester,and Bristol. That was thefirst time
in Chinese art history to have a batch of works in “new ink
art” by a group of Chinese artists officially representing a
region for an exhibition circulated to overseas venues .
It is noteworthy that among the 12 new ink painters
representing Hong Kong, besides the two senior artists,
namely Huang Po-yeh and Lu Shoukun, 9 of the other
10 younger artists were all students of Lu. Their works
demonstrated individual characteristics in a variety of
painting styles never seen before in Chinese art history. In
this travelling exhibition, organised by the Government
of Hong Kong, they sent out a message to the world that
Chinese contemporary painting had entered into a new
era in which Chinese artists had shattered the traditional
bondage in artistic presentation, and they would turn
to their heart (or mind) to unveil their own creative
ideas. That exhibition, in a way, reflected the significant
influence of Lu's teaching on the development of 201
century contemporary Chinese art. Without doubt, the
fact that Lu Shoukun'’s effort in invigorating the element
of “self” and “self respect” among Chinese artists through
the New Chinese Ink Art Movement, which subsequently
led to the revival of the International status of Chinese
art, will always be remembered.
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BffaE Endnotes
1 RCAKEN T ZES , PHEEXEND 1: In the essay, ‘I Love Lotus’, written by the famous
TR BT SRR - scholar Zhou Tunyi of the Song dynasty, there is

a paragraph in praise of the lotus: "+ | just love
BIEEMALK » FEBINE  RERR lotus, because it grows in slimy mud, yet is never

EMEL - LMD P—  ZFRRIKE
BFX > H2006FRHEBBREE © EF
EMBBERBMANEE - BERETF  %RE

of the paintings they had done in the 1960s when
they were in junior secondary 1 and 2. That exhibition
soon caught the attention of art educators all over
the world. In subsequent years, the exhibition was
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BEME FEHE  AREMAARI:

|

contaminated by it. It emerges from water with
pure charm, but is not seductive. Its branchless stem
is hollow inside and straight outside. Its fragrance
reaches far and wide, while resting there in a graceful
posture. It can be appreciated from a distance, but
not be played about with."

REFELZREHETIOR - BEREBR
B BEPXKRE - MERSHBELKRE &
E AR D BINETREHEMm
XA - 20105 EEBABEHRETH

invited to be staged in cultural institutions 14 times
in 7 major cities, including Toronto, Vancouver in
Canada, Beijing, Shanghai and Guangzhou in China.
The exhibition and symposium at the Hong Kong
Institute of Education (HKIEd) in 2010 marked the end
of the exhibition tour.

. r = i ~ =] == b = pRzK 5 E A
2 RTEHSETAPEERMBBIEHA, N raKBEEEEE | BRI a2y
FHH(2006)  (FIKBEEHNEE) - 2: See the article on “A Brief Discussion on Chinese R B — % o : The In Tao Art Association was founded with the aim
. . o BRE—R .
BRI - thORE 1 T6-17T o Painting and_ Modem Chinese Art Education”, in to promote the true spirit orAthe Tao (the Great Way)
Laurence Chi-sing Tam (2009), The Cradle of New of Chinese painting. When it was founded in 1968,
Chinese Ink P@/m/ng‘/\//ovemem, Wah Yan College, 8: TEEE D HEE AR there were 1 members aged betvveeh 19 and 68.
30 (BR)ADIIRMER 951 AR AR S K Kowloon, English edition, p. 234-238. o » _ B The fgundmg chairman of the As§ocwat\on was Tam
SEHM - AN 10684F » ERGEHT Chi-Sing, Laurence. Its second chairperson was Chou
BE — ARRELTNE - T EEE 3. The painting A Vision is one of a set of four pure A EREFNEEAT\E - BleeER Lu-Yun, Irene .
_ . o abstract Chinese ink paintings by Lu Shoukun in
PTREFAFNRAAHEERTE— A5 1951, now in the collection of Ms. Alice Lui. They are BEK - EAERAAEE - : The name of One Art Group was derived from the
R AR KB E o the earliest dated pure abstract paintings in Chinese famous art term "One Stroke” in the book A Record
inkin a series done by a well-known Chinese artist. of the Statements by Shitao. There were 8 members
9: —ERB(AEEEHRFT—FE MR when the One Art Group was founded in 1970. The
4: B2ZIE(2005) (EZEFE) 55 4: See Lgi Shou-kwan (2005), Handwritten /\/Zanuscr/_pfs ETSL - ZBEN19T0ERT » Blee s founding chairman of the Group was Cheng Wai-
by Lui Shou-kwan, Hong Kong, Kan & Lau Design kwok.
FEASIRETRAR B - 2F458H © Consultants, a volume in 458 pages. HN\A - BIEERATMR -
10:For details of The New Ink Painting Movement and
5. See Lui Shou Kwan in Ho-mong-kog Modern Edition the contribution of Lu Shoukun to Chinese art, See
5 RAEER wEAEEFNE) &5 No. 4, Hong Kong, The Hong Kong Modern Literature 10 BB KEEEBREERHPER T4 Chan Mei-lin (2011): “Lui Shou Kwan (Lu Shoukun)
BT B PR 0 1963 0 BT and Art Association, 1963, p. 64 (English section). MREG S e TR EREE RS and Modern Ink Painting”, Ph.D.thgsis/Art History and
Theory Department, the University of Sydney. See
7 E564 - 6: The theory of “learning from one’s own mind” was X(2017): "TEREBHEREAKEZES, 1 EHR also Flora Kay Chan (1991): “The Development of Lu
put forward in the 11th century by Fan Kuan, a SN E R BT E P BT o X B Shoukun’s Art”, M.Phil. thesis, Fine Arts Department,
famous painter of the Northern Song dynasty. He said, P TR h the University of Hong Kong. For more information
6: AL, NESEEHEBILRERLER - “Learning from your master is not as good as learning BREEEL®mN(1991): TERBIE on the artists related to the "Movement” and their
M - TEREEAAE  REMSY) B from nature. Learning from, nature, hovvgver, is/notas BE | BE BEABEMNE SEE paintings, see Hopg Kong Art 19/0-1950, Hong Kong,
good as learning from one’s own heart (i.e. one's own the Urban Council, 1981,
HENRME - RERZIRD ° mind.)" FBHRMNERNMMANIER  2HE(EEE
ey B ) == , . 11:See "ArtNowHongKong",asetof colourreproductions
7. The Cradle of New Chinese Ink Painting Movement 31970719800 &8I 1981 of works selected from the exhibition "Art Now Hong
T AFKESEFINEE) 2—FAZEHE—E is the name of a book and an exhibition. It is about Kong" (i) Introduction and List of Exhibits; (i) Ink

RENARE - EPNMEEKALERGH
ERZMEhaE - &7 |~ BXRIEEEL
BREEFE  BENEMESAE - EM
LUKEERERBTRPNEY - RELER
BRARPEBENNIECHRESE -
RBBLERNRBEMNEEZE  HRE
BUFRBEHELEECAKNKESE - —
L1960 FRREZBILHBEEEKE

a new method of teaching Chinese ink painting to
school students first practised in the 1960s. After
the students had mastered the skill of handling the
Chinese brush andink through drawingsin geometric
forms, they were taught life drawing technigue and
pictorial composition. Because students learned the
art of Chinese ink painting without following the
brushwork of their teacher, their resulting works were
alluniguely personaland in styles of their own. In 2006,
a group of former students who had studied Chinese
ink paintings under the above-mentioned learning
programme put together an exhibition consisting

1

REBBYEMETIONER " SEES

2 REFMINRMTLHERK: (&
mB#k M(T)KEE - R(TPESPTE
REREBRUOFKEEER ‘EwRACE)
ERECNR)  FHER(—R)  FEA(HR)
R AR (—1e) ~ SR T HE(R) ~ FTR SR (— 1)
SIEB(Z0R) ESME(Z )« REZE(TR)
TER(I) FHRER)

Paintings. According to List of Exhibits in (i), the new
Chinese ink painters representing Hong Kong were:
Huang Po-yeh (2 works), Lu Shou-kwan (6 works),
Lee Wai-on (1 work), Laurence Tam Chi-sing (4 works),
Irene Chou Lu-yun (1 work), Chui Tse-hung (2 works),
Kan Tai-keung (1 work), Ng Yiu-chung (3 works),
Wong Wang-fai (3 works), Leung Kui-ting (2 works),
Wucius Wong (1 work) and Jerry Lee Chung-chin
(1 work).
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1919
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1948
1952
1954
1957

1958
1959

1960

1961-64

1962
1963
1964
1966

1967

1968

1969
1970

1971

1972
1973
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Biographical Notes on Lu Shoukun

1958
1959

1960

1961-64

962
963
964
966

RN N

1967

1968

1969

1970

972
973
974
975

— s s

Born in Guangzhou, Guangdong Province, China.

Graduated from university in Guangzhou with a degree in economics.

Moved to Hong Kong,.

Completed a series of abstract Chinese ink paintings.

Expressed his views on art and art criticism in local newspapers.

His first solo exhibition at Hong Kong Hotel.

Published A Study of Chinese Painting.

Solo exhibition at the British Council Library, Hong Kong.

Solo exhibition at the Pacific Club, Hong Kong.

Exhibited at the "7-Artist Association Exhibition” in St. John's Cathedral, Hong Kong.

Founded New Art Studio to teach painting.

Solo exhibition at the Atherton Gallery, California, US.A.

Exhibited at a Taiwan painting exhibition.

Honorary Adviser of Association of Modern Literature & Art.

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

Solo exhibition at A. F. Gallery, Philadelphia, US.A.

Exhibited in “The First Hong Kong International Salon of Paintings’, organised by Hong Kong
Modern Literature and Art Association.

Taught art at Chung Shan Middle School, Hong Kong.

Not less than 28 solo exhibitions were held in museums, municipal art galleries and universities
in major cities throughout the United Kingdom, including 2 solo exhibitions in the Ashmolean
Museum of Oxford.

Exhibited in 6 joint exhibitions held in Tokyo, London, Ho Chi Minh City (formerly named Saigon)
and Hong Kong.

Appointed Honorary Adviser of the Hong Kong Museum of Art.

Solo exhibition at the Sino-American Cultural and Economic Association, Taipei, Taiwan.

Solo exhibition at the Hong Kong Museum and Art Gallery.

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

Solo exhibition at the Ashmolean Museum, Oxford, UK for the third time.

Solo exhibition at the Sally Jackson Art Gallery, Hong Kong.

Graduates from his Chinese ink painting courses at the Department of Extra-mural Studies of the
Chinese University of Hong Kong formed the In Tao Art Association and presented their first group
show at the Hong Kong City Hall to start off the “New Chinese Ink Painting Movement”.

Solo exhibition at the Glynn Vivian Art Gallery, Swansea, UK.

Solo exhibition at the Portsmouth City Art Gallery, Southsea, UK.

Solo exhibition at the Museum and Art Gallery, Newport, UK.

Solo exhibition at the South London Art Gallery, UK.

Graduates from his Chinese ink painting courses at the Department of Extra-mural Studies of the
Chinese University of Hong Kong formed the One Art Group.

Solo exhibition at Hugh M. Moss Ltd., London, UK.

Awarded an MBE by Queen Elizabeth Il of the United Kingdom for his distinguished contribution in art.
Solo exhibition at CJL Gallery, Hong Kong.

Published Lectures on Ink Painting.

Solo exhibition at the Covent Garden Gallery, London, UK.

Solo exhibition at the Ashmolean Museumn, Oxford, UK. for the fourth time.

Passed away on 26 September.
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Han Zhixun (Hon Chi-fun)

{H=z) 1986
AR = 10145 0 [ 120329 » BHEBITER
Han Zhixun A Moment to Be,
Acrylic on canvas, height: 101 cm, width: 203 cm, collection of Hong Kong Museum of Art
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BFI— G HAERNIRERKESE R BEAF
mEBEBENEE - EESHBRZEMER > LU
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&R (lz) B Fm (B5a)Rb - BRI
XAZ@AlR TA Moment to Bey o HICATRE(E
PR —% 4 - AR RRRENSE
WAME - ANEMDEF - FERBBERMY
Y o AR DUR A MF i — BT SRS B 1R

The title of an artwork is often used as the first clue to
reveal the hidden message, or what was present in the
mind of the artist. However, many modern artworks,
especially those of the abstract school, do not bear
meaningful titles but just numbers, such as “No. 11", or
"Composition No. 1. Theidea behind thisis that the artists
do not want viewers to be bound by the meaning of the
titles in the course of their viewing or appreciating the
work. In the absence of a title, the viewer's imagination is
free to perceive the visual impact of the artwork.

If we examine both the English and Chinese titles of
this work of Han, we will encounter yet another unique
treatment to a painting'stitle. The meaning of the English
title does not correspond to that in Chinese. Regarding
how Han dealt with the titles of his artworks, Choi Yan-
chi, in her book Space and Passion: The Works of Hon
Chi-fun has the following observation:

"ltisablessing to be able to indulge inthe realm

of abstract thinking. Hon (i.e. Han) is a man of

sentiments who works with subtlety. He often

employs enigmatic citations in his works, and

his paintings’ titles are all well thought out and

with purpose, so that the one in English may

not correspond to the one in Chinese and they

may not even explain the contents of the work.

In many cases, the discrepancy between the

title text and the visual surface is a ‘delivery’ with

the intention to find out who would respond

with a knowing smile. The multi-crossing

between the artist, the viewer and the painting

is thus formulated and evokes the exact kind of

mutual delight.”!

Taking the work A Moment to Be (Figure 5a) as an
example, the Chinese title is "HHz” which means “Let
It Be" or "Leave It Alone”. The English and Chinese titles
are not correlated. According to the observation of Choi
Yan-Chias described above, the artist did this on purpose.
He could have used a number for the title of the work,

B BXEELEREZHMEE  REMU—
LN6HE 2 RN TR RIRE - FIt - 20#58RE
BFMNRERMBNEF—HER  BREAR
ZENEE -

RSB HUE | TEEBEIO  RERARDT
BERBC?) - BHEEM BEENEELEHE
KRIF 2R - tEBFRRENTE
HBORMEARFH—EXRR - HEHERK
MERREAL - tBNE—FHRREMNIA
B IEECHFTHAMA—NLBER @ R
TESIAEABENEE - HRHERFEM
BRI > Rl CREERRRIINE
SRR HR > BERESH —EFANENE
AEE—ESIAABEEMNER - HEIES
BEMEEOR - MERMLARARARE -
EEEMENERNRERENT

—RIEfE:
EREAA/(HZ) HEENEREHERE
—EERN R RINE—-RREBE G -
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ENEEDRAE N 20329 101A9®
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ZERIF AN 0 BN EEEERIZER o LMK
L EHEERBT - EEEELE KRB
BANRES| S -

but he went one step further and employed enigmas 2in
the titles of his work to stir up viewers' interest in doing
a bit of mind searching. Hence, once captured by the
enigmatic citation in the title, the viewer would soon fall
into a state of meditation.

Han once said, "Painting is a creative pursuit. It should
go abreast with time. It should belong to the artist as an
individual * " Obviously, the paintings of Han Zhixun are
an outstanding demonstration of the artistic creativity
of our time. Even the way he dealt with titles of his
paintings is a sign of his creative urge. Han's works are
highly individualistic. They are the means by which he
expressed his desire to create and to reveal his passion
to be united with the universe, as well as leading viewers
into a state of thinking. It is impossible to unveil what
exactly was in his mind when Han painted A Moment
to Be, but | shall examine the painting to see if | can
detect how this painting successfully combines visual
elements with simple geometric composition to form a
fascinating and attractive piece of artwork. | have studied
the painting a number of times and my mind reacted to

it differently on each occasion.

The First Encounter:

This painting A Moment to Be is set in a rectangular
format with its upper area occupied by part of a large
sphere. In mathematics, it is called a spherical cap. The
area underneath the spherical cap appears like the
atmosphere. This is not a small scale painting, measuring
203 cm wide by 101 cm high. (Han has many paintings
much larger in size than this one.) As the spherical cap,
in a comparatively darker and heavier colour scheme,
occupies over half of the painting area, with its lower
boundary in the form of a curve bending downwards,
it imposes a strong downward thrust. Added to this is
the interplay of solid and space, as well as the contrast of
gloom and light between the upper and lower parts of
the composition. The painting thus carries a strong and

emotive visual impact.
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5b (EHZ) 5P
Details of A Moment to Be

MEREIEBERE > HETHRNIMELAR
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SWARBMAIEZBRTARE LNEL] > RNE
BREBNERENARKRR T L BEERN
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My attention was drawn to the prominent curve across
the lower portion of the painting. The curve is not a line
left behind by a brush moving over the painting surface
(Figure 5b). It only signifies the boundary between
the spherical cap, which is a solid body, and the space
in which the body exists. This boundary shows the
combined effects of light being refracted and reflected
in the air on the surface of the sphere, showing the
atmospheric influence on the light touching the surface
of the sphere before it reaches our eyes. Through the
outstanding painting skill of the artist, this natural visual
phenomenon is presented to us realistically. Enhancing
atmospheric effect in pictorial forms is one of the main
characteristics of the painting technique applied by Han.
Here, he highlighted this special painting characteristic
by capturing the effect of the reflection of light in the thin
layer of air around the lower portion of the spherical cap.

Through a very skilful handling of the minute changes
in the colour of the reflected light through air, Han
Zhixun succeeded in transforming a composition of two
simple geometric forms, namely a spherical cap and a
rectangle, to a scene that resembles a view in space. As
this work of Han Xhizun depicts the effect of light and
colours on a global form floating in space, it is natural
for one to relate it to Op Art, a popular modern art form
of the twentieth century. However, | had the feeling that
this painting is more than just a play of the visual illusion
in optical forms. Hence, | needed to study it further to
find out what makes Han's work so unique as to stand
out prominently in the art arena.

S5c BFEBERBRINEEES  1972GEKQERETFM
The syllabus of the “Basic Painting” course, 1972, Extra-
mural Department of the University of Hong Kong
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The Second Encounter:

[triedtolookatthe painting A Moment to Beata distance.
At first glance, it looked as if it were a photograph taken
from a spaceship. As a matter of fact, | have known
Han for many years. We had the opportunity to work
together, also with Lu Shoukun and Wucius Wong,
to jointly offer a 40-week course on Basic Painting at
the Extra-mural Department of the University of Hong
Kong during 1971 and 1972 (Figure 5¢) * From what |
know about Han, he is a very intelligent person and is
in constant search for the meaning of life. Although his
paintings of circular forms often lead people to think of
universal space, it has never been hisintention to capture
the images of heavenly bodies. In those paintings, he
used the global form to represent himself, or perhaps his
spiritual state. This made me think of his silkscreen print,
Sound and Silence (Figure 5d), which he did in 1975 to
symbolise the artist himself being all alone in a state
of solitude. Most people would take the global form in
Sound and Silence as a heavenly body in the galaxy of

5d #BEE (|E) 1975
HEDRRE = TOAS [ 52.TA% » BBBMTEER
Han Zhixun Sound and Silence, 1975
Silkscreen, height: 70 cm, width: 52.7 cm, collection of Hong Kong
Museum of Art
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the great unfathomable universe. However, | thought it
represented a state of mind of Han when he considered
himself and the universe as united in one, with no clear
distinction between the two.

As evidenced in Sound and Silence and A Moment
to Be the artist has succeeded in leading viewers to
enter two distinctive types of mental states through his
manipulation of light and spatial effects on a spherical
body. In Sound and Silence, we enter a world of absolute
silence and unfathomable serenity. In A Moment to Be,
we encounter contrasting elements such as tenderness
and strength, brightness and darkness, as well as
stagnancy and movement. All these contrasting
elements flood our view simultaneously, stimulating
our mind and activating our mental energy to search for
answers to questions evoked by the scene. Obviously,
the artist had mastered highly sophisticated skills in
rendering light and atmospheric effect through the
application of suitable art materials and tools, such as
the air brush. However, the paintings of Han Zhixun
go beyond the level of painting technique and visual
representations. They serve as vehicles with which the
artist conveys his ideals and inspire viewers to think
about themselves and the relationship between man
and nature.

Thistime, I tried to examine the painting in greater detail. |
noticed that the painter dealt with the distribution of the
reflected light on the left side, right side and the middle
part of the painting in different ways. It looks like a natural
phenomenon. In fact, the artist made use of his highly
proficient painting technigue to depict the distribution
of light and its refraction to deliver the message in his
mind. Also, the composition of each section is unique
and sophisticated. The following is a brief description of
what | observed:

The atmospheric layer on the left hand side of the
painting is depicted as relatively thick and dark. Hence,
no apparent detail is observed on the surface of the
spherical cap in this area and the distant space behind it.
There are mist and floating clouds on the right hand side
of the painting. Although they are rather thin and scarce,
they obscure our view from seeing clearly the right side
of the spherical cap and the distant space by its side. The
painter intentionally did not show any mist or cloud in
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the lower middle section of the painting. The edge of
that part of the spherical cap can be clearly identified. It
is covered by a thin and subtle belt of reflected light. The
lower part of the spherical cap is partially lit up through
the reflection of light by air particles.

The part just underneath the spherical cap is painted
orange, representing a cloud zone tinted orange by the
mysterious light coming from behind the spherical cap.
The orange colour of the clouds is reflected onto the
surface of the sphere, not only staining the thin layer of
air surrounding the lower edge of the sphere orange, but
also tinting the lower portion of the spherical cap surface
orange, making this region the most eye-catching part
of the spherical cap.

In this way, the artist presented a dramatic visual
phenomenon and created an instantaneous space
for meditation by capturing different lighting and
atmospheric effect in different parts of the spherical
cap and the space around it. That is the reason why
the painting was divided into three parts and each was
treated differently. The artist blocked us from looking
further into the scene of the painting on the left hand
side as well as on the right hand side. Consequently, our
attention is drawn to the brightest part in the middle
section of the painting. As the source of light comes from
behind the spherical body, we are left to wonder what
the source of light could be. To a religious devotee, he
would be led to meditate and to think of it as holy light
or Buddha's light that leads the way to enlightenment. It
provoked me to raise questions which | had never asked
before. What is the meaning of life? Why should there
be birth, aging, sickness and death? There are no easy
answers to such questions. We have to accept whatever
comes to us as facts of life, no matter whether they are
pleasant or not. As shown in the painting A Moment to
Be, the down-casting force of the heavy spherical cap is
like the mental burden we bear in daily activities related
to people and daily life. At times of adversity, such mental
pressure could be unbearable. However, the painting
also points out that behind darkness, there is light. If we
persevere and wade through the path of hardship, a
bright and rewarding future will always be there waiting
for us. | felt truly gratified that | was sharing a lesson on
life with Han while looking at this painting.
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The Third Encounter:

When | looked at the painting A Moment to Be again,
the great space of the universe came up to my mind
once more. | imagined that | was in a spaceship soaring
through the deep space at a hypersonic speed of
over 17,000 miles per hour. The scene in A Moment to
Be represents a snapshot of part of a planet, viewed
through the window of the spaceship approaching
the atmosphere of the planet. The idea of space travel
reminded me of the historical event of Apollo 11's
successful mission in sending men safely to the moon
and back in 1969. Back then, | completed a new Chinese
ink painting under the title Deserted- Moonscape 1 in
commemorating this great achievernent of mankind (|
was teaching at Wah Yan College, Kowloon at that time.
The painting was acquired for the permanent collection
of the Hong Kong Museum of Art in the same year.).
Since then, the moon was no longer just an object for
us to dream about. It became a real destination where
humans could leave their footprints. This was a great
scientific and technological breakthrough. In the 40
years that followed, scientists seriously studied and
investigated the possibility of establishing a space
colony. Much effort was devoted by the United States
of America to develop the space shuttle programme
with a view to transporting people back and forth to
the moon. However, due to financial constraints, the
programme was terminated in July 2011. In one of the
space shuttle launches, the American Space Shuttle
Challenger exploded shortly after takeoff, killing all seven
crew members. The disaster, which shocked the whole
world, occurred on January 28, 1986. The painting A
Moment to Be was executed by Han in the same year.
Was it a coincidence? Or perhaps Han did this painting
with a message about life philosophy in response to the
disaster.

Through his painting, Han raised many provocative
thoughts and meditations in my mind. He managed
to open up my mind to appreciate the value of my
existence and the greatness of nature. At the same time,
| came to realise how minute and fragile the Earth I live in
is, so insignificant, in contrast to the immense universe.
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There is also a danger of self-destruction through
environmental changes. At this point, the Chinese title of
the painting Let It Be rushed to my mind. As mentioned
earlier, human beings were trying their hardest to find a
new shelter outside the Earth to survive when needed.
Before we have the ability to overcome the forces of
nature, we have to take the attitude “Let it be” to accept
our fate which nature provides. There is a common
saying in Chinese: “Let us accept what comes to us.” Or
as in the message of the English title A Moment to Be,
we have to be prepared to face what will happen in the
future, including any unexpected disasters our human
race and the Earth willencounter. Hence, people on Earth
should all join forces and work together, leaving behind
our differences and prejudice, to make environmental
protection our common goal. Only in this way may the
human race survive and only then can we have hope for
a better future.

Han Zhixun is one of the most senior artists of Hong
Kong today. He is also one of the few leading masters
who began their artistic careers through self-learning.
He first did landscapes in oil in the 1950s. From the
1960s, he began experimenting with different media
and techniques to widen the scope of his painting
and print-making. In addition to using oil, acrylic and
air brush in his work, he combined the application of
different images, including Chinese calligraphy, silk
screen printing, collages, and even physical objects to
fulfil his creative passion. His later works often convey
philosophical messages and Buddhist thoughts, which
inspire viewers to explore the meaning of life and the
universe. He often employed spherical forms, colours
and light to express his passion and views about the
principles of nature and the universe, as well as his life
philosophy. In 1981, he summarized his paintings with
circles with these words,
"The circle is me, the form of my own being,
and the image that | value and cherish. It is the
milieu and space at the moment, the world of
perfection | seek after.”®
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Se EREE) (LLAS) 11987
BRFAA & 1 203Q% 8 812A%) » BEBIMTHEE
Han Zhixun When Mountains Roar, 1981
Acrylic on canvas, height: 203 cm, width: 812 cm, collection of Hong Kong Museum of Art
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Presently, Han has many artworks with circles as the
subject of interest. One of Han's most famous artwork
composed of circular forms is the large painting in

BidEE
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Endnotes

1:

See Choi Yan-chi (2000), "His Unending Journey” in
Space and Passion: The Art of Hon Chi-fun, published

by Choi Yan-chi, Hong Kong, p.49.

B9 (LUMEY (Bl5e) o sHE AN 19814E/ 18 horizontal rectangular format displayed on the wall 2 RREFRIEERBRALRARGHNDE A 2: Enigmas are some words or phrases like riddles or
N b = E=/&==} =3 . . . .
behind the entrance counter of the Hong Kong Museum RIEHER BU@RRT EREHEMNEE puzzles which BUddh‘S-t monks ofter e ter
BARAER » S IEAATIRES00ANE - 9 9 sermons to lead Buddhist devotees to think further
= o B = of Art. This monumental painting bearing the title When BAEIE- into the meaning of life.
200ANSHER - EMRYTEE (LE) -5 Mountains Roar (Figure 5e) was painted in 1981, in acrylic
on canvas, composed of a number of paintings and . 3. See Luk Hung-kay, Bernard (2008), Modern Art in a
—“++ o = > =z 2 - 3: %B;E/I%ﬁ (2008) $ «Eaiﬁlﬁ"]fﬁﬁéﬂﬁ 7?& ' '
BNELRTPNENERE W ENDEIH measuring up to 800 cm by 200 cm. In this painting, the N H e i Colony: Narrated by Han Chi-fun at the Millennium,
= v NG . . . .
BESEEN - (LB BB RS A GRS Chinese and English titles have the same meaning. The ERTEEL) - FEIRRBRAA R distributed by Stepforward Multimedia Ltd, Hong
- two-character Chinese title is probably quoted from the 17 881 Kong, p.81.
PETREER ) P TILISSE, —55 - tER famous essay "“On my second visit to Cibi" by the famous
R X oet and scholar Su Shi of Sona dvnasty. A sentence _ . b | ) N 4: See "Prospectus 1972-1973, Extra-mural Studies, the
Ht 7 - ABEASESSMER2EREEERY E that essay reads, "When mougnt;i/ns rci/ar the valley 4: B TEBRERINRRER - 1972-1973FER2 University of HongKong", Course No.40 Basic Painting
/ / r 48 , 3 B 5 ; _
g o AL - (LIB) BT (e echoes” As this painting is on display at the entrance BN RZRBA0N TEREE ,  BERER Workshop. pub\\shgd by Department of Extra-mural
hall, every visitor entering the Museum will have the SNREZER R 1972 « Studies, the University of Hong kong,1972.
S HH—EBACZNEE  BER ; ~ ;
= g opportunity to se’e’mand respondto\t,Throughoutth.e'se 5. The staternent was made by Han Zhixun (2005), in
AT BEAEEERDS - years, frequent visitors o the Museum must be familiar 5 WERIEEE (2005): (L RN Secret Codes- The Art of Hon Chi-in, Hong Kong,

with this dynamic painting with vibrating circular forms.
The art of Han must dwell deep in the hearts of many
Hong Kong art lovers.

BRI RENSUESEHELR B51 X BREEHE
(2007) "EEFEBNERER, B (RINFE:
BREEERRE) &% EAEMAZRE RN
iR E120

the Department of Leisure and Cultural Services,
p.51. Also see Tang Hoi-chiu (2007), “The Circle
of Perfection: Modernity in Artist Hon Chi-fun’, in
Conceptual Feeling Beyond Images: The Works of
Hon Chi-fun, Hong Kong: Chinese Civilisation Centre,
City University of Hong Kong, p.12
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Biographical Notes on Han Zhixun

Born in Hong Kong.

Studied at Wah Yan College, Kowloon, where he picked up some elementary skill in Chinese
painting from his school teacher, Mr Liu Jingzhi.

Began to learn painting by himself.

Joined as a member of the Chinese Contemporary Artists’ Guild.

Exhibited in “The First Hong Kong Arts Festival” jointly with Lu Shoukun, Kuang Yaoding, Douglas
Bland and others, at the East Pier, Hong Kong Star Ferry.

Exhibited at the inaugural art show at the City Hall Art Gallery and Museum.

Exhibited in the inaugural group show of Chatham Galleries, the first commercial art gallery in
Hong Kong.

First solo exhibition at Chatham Galleries.

Joined as a member of the Modern Literature and Art Association.

Awarded Gold Medal at the Third Hong Kong International Salon of Paintings.

Founded the Circle Art Group with Guo Wenji, King Chialun, Lin Zhunhui, You Shaozheng and others.
Solo exhibition at American Library, Hong Kong.

Part-time lecturer at Department of Extra-mural Studies, Chinese University of Hong Kong.
Received John D. Rockefeller Il Fund Fellowship to study in New York, U.S.A.

Solo exhibition at Willard Gallery, New York, US.A.

Solo exhibition hosted by Circle Art Group at Hong Kong City Hall.

Part-time lecturer at Department of Extra-mural Studies, the University of Hong Kong.

Solo exhibition at the City Museum and Art Gallery, Hong Kong.

Solo exhibition at the Department of Extra-mural Studies, Chinese University of Hong Kong.
Completed a large painting for the Hong Kong Trade Centre.

Second Solo exhibition at the American Library, Hong Kong.

Solo exhibition at the Hong Kong Arts Centre.

Solo exhibition at Fung Ping Shan Museum, University of Hong Kong.

Completed large paintings for Hong Kong Land's Jardine House, and for the Hong Kong Convention
and Exhibition Centre.

Shooting of "Hon's Orbit”, a documentary of his life and art, produced by the Hong Kong Museumn of Art.
Completed documentary “The Art of Screen Printing by Hon Chi-Fun’, produced by the Hong
Kong Heritage Museum.

Solo exhibition “Recent Journeys and Interludes by Hon Chi-fun” at the University Museum and Art
Gallery, the University of Hong Kong.

Suffered a stroke. Recovered and continued creative activities.

Published Space and Passion: The Art of Hon Chi Fun (Han Zhixun).

One of his works Volume and Time chosen by the Hong Kong Post Office to issue Hong Kong Art
Collections stamp products.

Solo exhibition “Secret Code: The Art of Hon Chi-fun” at the Hong Kong Museum of Art.

Solo exhibition “Conceptual Feeling Beyond Images: The Works of Hon Chi-fun” at the University
Gallery of City University of Hong Kong.
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Wucius Wong

6a TER (FEZ=) - 2000
KBEAEE 56725 [ 13545 HHEBIMER
Wucius Wong New Dawn No. 3, 2000
Ink and colour on paper, height: 67 cm, width: 135 cm, collection of Hong Kong Museum of Art
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A question comes to mind when we face this painting
New Dawn No. 3 (Figure 6a). Is it a Chinese or a Western
style painting? This painting is full of colourful dots all
over, making us think of those paintings in Pointillism
style, or a western abstract painting. However, when we
take note of the shapes of the hills, the way the clouds
and mist are depicted, and the effect of the ink and
colour washes, the painting delivers a strong flavour of
Chinese ink painting. If we think a painting is supposed
to reflect the background thought of the artist, we are
indeed on the right track. As the painter Wucius Wong is
constantly in search of a way at the crossroads of East and
West, it is of little surprise that we can find in this painting
elements of both Chinese and western painting. In 2006,
when the Hong Kong Museum of Art presented an
exhibition of the works of Wucius Wong, the exhibition
was given the title "At the East-West Crossroads- The Art
of Wucius Wong". A fully illustrated exhibition catalogue
was published to mark the occasion.

In that publication, Wucius Wong made the following

remarks on the title At the "East-West Crossroads”,

saying,
"The starting point of my journey was located
neither entirely in the East nor entirely in the
West. At every junction, | have attempted to
seek a path neither leading directly to the East
nor to the West. My artistic odyssey, with twists
and bends, has encompassed half a century,
passing through major historical events and
moments, including the Japanese occupation,
the liberation of China, the economic boom
in post war Hong Kong, and the handover in
1997.."1

New Dawn No. 3 was painted three years after the
handover of Hong Kong to China. A few months before
and after the handover of Macau to China 2 Wucius
Wong painted a series of paintings and called them
New Dawn. This is the third one in the series, dated the
year 2000. These paintings were done in a semi-abstract
style. They depicted scenes of the Pearl River delta area
at dawn. The painter was making use of the subject New
Dawn to express his joy and aspiration concerning the
historical events of the re-unification of both Hong Kong
and Macau with their motherland, China.
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6b (FIEZ=) Mz —
Details 1 of New Dawn No. 3

The most eye-catching part of the painting is the stretch
of cloud or mist traversing almost the whole height of
the picture surface. The main body of this cloudy belt
is actually at the location of the Pearl River. At dawn,
just before the sun rises above the distant hill tops, the
mist rising from the river surface forms itself into a belt
of cloud hovering above the river. This is the kind of
scene observed from a great height, such as through the
window of an aeroplane. As it is, the cloudy belt starts
from the lower edge of the painting, moving upwards
slightly towards the right. Its width suddenly reduces and
then expands again before it swings slightly towards the
left. After about three quarters of its left-ward journey,
and before it reaches the top edge of the painting, the
width of the cloudy belt reduces again. Part of the cloud,
thinning out, flows towards the top left corner, while the
cloudy belt shifts right-wards, gradually thinning out to
cover most of the upper part of the painting. By playing
with the gathering and thinning out of the cloudy mist,
the painter succeeds in creating the atmosphere of
dawn, as well as uniting different types of visual elements
in the picture plane into a harmonious whole.

Now, let us focus on the upper portion of the painting.
Above the misty cloud belt near the top is a stretch of
distant mountain ranges. The light of the early dawn is
seeping through the air behind the mountain top barely
visible from the riverside (Figure 6b). As the title of this
painting is "New Dawn", the sun has not yet risen high
enough to brighten up the sky. The orange colour of the
refracted light of the sunjust begins to show its presence
in the sky near the top of the distant mountains, but it
is not bright enough to cast its orange shade onto the
land or the river, or the stretch of clouds above the river
on our side of the mountains.
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Wucius Wong Divergent Waters No. 6, 1990

There are reasons for the thoughtful painter not to paint
a sunrise scene. He might have thought of the possible
problems and difficulties that both Hong Kong and
Macau would encounter after their return to China. If
everything in the course of the transaction turns out to
be smooth and successful as planned, a bright future will
be ahead of us. This new dawn will soon be transformed
into a sun rise with brilliant sunlight casting over the
whole scene. However, things may not work out as
smoothly as we would like them to be. The weather
may change with the movements of wind and clouds.
The sunshine may or may not come out following
this early dawning period. The outcome is, therefore,
unpredictable. However, the painter was full of joy
when he learnt that Hong Kong and Macau were both
re-united with China. Hence, in his painting of the Pearl
River delta region in early dawn, although the sun has
not risen high enough to brighten up the sky and land,
he portrayed a scene of joy and prosperity by showing
a bird's eye view of cities and towns along the banks of
the Pearl River lit up by shafts of multi-coloured light. The
land which should look dull and gloomy at this time of
the day is now glistening and shimmering through the
air. It conveys to us a sense of joy and hope for a better
future.

Ink and colour on paper, height: 68 cm, width: 140 cm, collection of Hong Kong Museum of Art

6d (FIEZ=) #Ez=
Details 2 of New Dawn No. 3
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In his early years, Wucius Wong studied Chinese ink
painting under the guidance of Lu Shoukun. Later, he
went to the United States to study art and design. On
his return to Hong Kong, he served at the Hong Kong
Museum of Art as an Assistant Curator, and then at Hong
Kong Polytechnic as the Principal Lecturer of the School
of Design. He was one of the major early designers in
Hong Kong introducing the principle of the Bauhaus
School® into our local design arena through lecturing
and book publication. A number of his former students
have become leading designers in Hong Kong today. His
landscape paintings often derive their composition from
western design concepts. He likes to divide the picture
plane into sections and re-assemble them to give a
new perspective in the composition, with added visual
interest.

A common feature of his paintings is the appearance of
grid lines. These grid lines divide the picture plane into
geometric shapes such as triangles, squares, rectangles,
parallelograms, etc. Sometimes these grids of varying
size are quite obvious and regular, but occasionally they
are not. Take for example, in his 1990 painting, Divergent
Waters No. 6 (Figure 6¢), the picture plane is obviously
divided into squares and triangles of different sizes.
There are many grid lines inside New Dawn No. 3, too
although these grid lines are not all easily identified.
Even so, it is not difficult to locate some of the grid lines
in this painting if we look hard enough (Figure 6d). The
frequent appearance of grid lines in this artist’s work
is an indication that design concepts have become
an inseparable part of his creativity in painting. The
combination of art and design has become a common
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Details 3 of New Dawn No. 3

personal characteristic of the works of Wucius Wong.
Furthermore, the use of grid lines in modern landscape
painting may convey to us a message closely associated
with our daily activities. We are living in the modemn
age of information-technology, with almost everything
connected to the internet. The visible grids in the
landscape represent the virtual communication network
around us and also around the world. Through the use
of the grid in landscape painting, the artist attempts to
remind us of the fact of modern daily life that we are all
living almost inside an invisible net!

By making use of the grid or network lines as part of the
compositional elements, Wucius Wong has integrated
the western design concept into his paintings. At the
same time, his paintings also impart glorification of nature
which is the tradition of Chinese landscape painting
where little or no human activities are included. The
large stretch of cloud and mist that has almost divided
the painting into two parts is a typical Chinese landscape
painting feature. On the left and right edges of the stretch
of cloud and mist there are sandy banks and hill slopes
projecting into the river (Figure 6e). They remind us of the
river bank and distant hills commonly found in traditional

AEHILEFTER (B6e) o LUK ~ LK > pnE
PELKE RNEERE - RNEEABEE S
HRERLKEFTIEREINSER  FEEAR
FEMER T ERRA R ©

PEIKESEIEATHIRE © RHBEMIRER
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I B BE  BIIRSHEENER - I8
Pz fERE L EHNEESE - RRERSEAR
MREFE > BREENEBIESE/\R ¢ HrIE
B (F¥T) UBRERNENREBNE
PR ARATMELRE - (=) KT E
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B R RNBRNCHER - EPHIR
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Chinese landscape paintings, thus giving the painting a
strong Eastern flavour.

In Chinese painting, there is a painting technique known
as moss dotting. It refers to the application of dots of
different sizes and in varying colours and ink tones over
the picture plane. The way to do it is to let the tip of the
ink-bearing brush touch the surface of the paper and
then remove the brush from the paper without letting
the brush drag along the paper surface. In the past, many
Chinese painters applied moss dots on rocks, hill slopes,
branches, tree trunks and tree roots to give an impression
of moss or grass. Sometimes the function of these dots
goes beyond the representation of the presence of
moss or grass. They are often used to represent trees
and shrubs growing on distant hills. Different distinctive
moss-dotting styles and techniques have been created
by various painters at different times, for example, Gong
Xian, one of the Eight Masters of Jinling in the Qing
dynasty 4, who was noted for his creative way of using
accumulative moss dots of different ink tones to present
hills and trees in a landscape painting. In this painting
New Dawn No. 3, other than the wide stretch of mist and
cloud, the rest of the picture plane is covered by different
kinds of dots in different sizes. These dots vary in colour
and in ink tone. Although they look like moss dots, they
are actually used by the painter to represent many other
thingsin this painting. They represent not only vegetation
growing on top of rocks, hills and the ground, but also
textural elements of rock forms and cloud forms, even
as glowing lights in the towns and cities, as well as light
and shade in the layers of mist and clouds. In addition to
the usual way of moss dotting, the painter handled the
dots in special ways making them look like little glistening
stones.

Upon careful examination of the glistening dots, | came
to notice that these glistening moss dots were formed
in two ways. Some were formed by first creating light
coloured dots, and then inserting a darker coloured
dot in the middle of each after the lighter colour dots
became dry. Another way was to add slender ink lines or
very small dots in different ink tone around the moss dot
leaving a white space between the original dot and the
newly added ink lines or dots. Either way would give the
moss dot a glistening look. Of all the Chinese paintings
that | have studied in Chinese art history, | have never
come across moss dots like this. | am, therefore, at a loss
as to how to categorise them. As they are, the land on
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Details 4 of New Dawn No. 3
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both sides of the Pearl River depicted in the painting
looks as if it is covered all over with colourful gem stones
shimmering in the dawn air (Figure 6f). Perhaps I should
callthem “gem dots" instead of moss dots. In this painting,
we have witnessed a new moss dotting technique not
seen before in the history of Chinese ink painting.

Wucius Wong was well versed in Chinese poetry and
modern literature from the time he was a secondary
school student. He co-published with his literary friends
the periodical Poetry Blossoms. Later, he turned his
artistic talent from poetry to painting. The paintings of
Wucius Wong reveal that he has grasped the essence of
the art of East and West, and evolved from them an art
form which is highly personal. He took in artistic elements
of both Fast and West, combined them and modified
them to fit into his personal artistic pattern. He is not
willing to be confined within Chinese art traditions, nor
is he happy to follow the popular trend of Western art.
He finally established his own art world after traversing
the East-West crossroads. His paintings not only bear
witness to his success as a highly individual artist, but also
put forward an educational message which enlightens
many Hong Kong artists, not only of today, but of many
generations to come.

1
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1. See At the East-West Crossroads- The Art of Wucius
Wong, published by the Leisure and Cultural Services
Department, Hong Kong, 2006, p.26.

2: The return of Macau to China took place on 20
December 1999.

3. The Bauhaus school was founded by Walter Gropius
n 1919 as a merger of the Grand Ducal School of
Arts and Crafts and the Weimar Academy of Fine
Art. The early intention was for the Bauhaus to be
a combined architecture school, crafts school, and
academy of the arts. As a result, the school became a
centre for creating a total work of art in which all arts,
including architecture, would eventually be brought
together with the emergence of a new functional
design concept which combines creativity and
functionality. This new Bauhaus design concept has
tremendous influence on subsequent developments
in art, architecture, graphic design, interior design
and industrial design.

4: The Eight Masters of Jinling refer to the following
artists who were active at Nanjing in the middle
of the 17" century: Gong Xian, Fan Qi, Gao Cen,
Zou Zhi, Wu Hong, Ye Yin, Hu Zoo and Xie Sun. Gong
Xian has been considered to be the leader of the
Eight Masters.
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974-84
984-96

Born in Taiping District, Guangdong Province. Originally, his name was Wong Chung-kee.

Moved to Hong Kong.

Took refuge in China during World War Il.

Returned to Hong Kong after World War .

Graduated from St Joseph's College, Hong Kong.

Co-published periodical Poetry Blossom:s..

Co-founder and chairman of the Modern Literature and Art Association which published the bi-
monthly magazine New Currents.

Solo exhibition at the British Council, Hong Kong.

Curated the "1st Hong Kong International Salon of Painting”.

Studied in the United States, and received the degrees of BFA and MFA in the Maryland Institute
College of Art.

Solo exhibition at Columbus Public Library, Ohio.

Returned to Hong Kong.

Solo exhibition at City Hall, Hong Kong.

Conducted art and design courses at the Extramural Department of the Chinese University of Hong
Kong.

Assistant Curator of the City Museum and Art Gallery, Hong Kong.

Recipient of the John D. Rockefeller IIl Fund grant, studied lithography in New York, and visited
museums, art schools, galleries, and many scenic places in the United States.

Senior Lecturer and, from 1977, Principal Lecturer, of the School of Design, Hong Kong Polytechnic.
Emigrated to the United States. Visiting Lecturer at several universities in the United States.

Solo exhibition “Mountain Thoughts” at Minneapolis Institute of Arts, Minnesota, United States.
Solo exhibition at Hsiung Shih Gallery, Taipei, Taiwan.

Solo exhibition “River Dreams” at Gerald Godfrey Far Eastern Art, London, UK

Solo exhibition “The East-West Journey” at Hsiung Shih Gallery, Taipei, Taiwan.

Solo exhibition “"Ancient Dreams” at Godfrey Far Eastern Art, London, UK.

Moved back to Hong Kong.

Adjudicator for the Hong Kong Art Biennial.

Solo exhibition “Vision of a Wanderer” at Plum Blossoms Gallery, Hong Kong and Si ngapore.
Honorary Adviser of the Hong Kong Museum of Art.

Solo exhibition “Ring of Fire" at Kaikodo Gallery, New York.

Awarded Emeritus Fellowship by Hong Kong Arts Development Council.

Part-time Professor, Department of Fine Arts, the Chinese University of Hong Kong.

Solo exhibition at Goedhuis Contemporary, London, UK.

Guest Curator for “Contemporary Hong Kong 2000- Solitary Peaks” exhibition at the Hong Kong
Museum of Art.

Solo exhibition "Dialogue between Paper and Canvas” at Hui Gallery, New Asia College, the Chinese
University of Hong Kong.

Council Member of the Art School of the Hong Kong Arts Centre.

Solo exhibition “City Dream” at Hanart Gallery, Hong Kong.

Member of the Museum Advisory Group, Consultative Committee on the Core Arts and Cultural
Facilities of the West Kowloon Cultural District, Hong Kong.

Solo exhibition “At the East-West Crossroads-the Art of Wucius Wong' at the Hong Kong Museurn of Art.
Awarded the Bronze Bauhinia Star Medal (BBS) for outstanding service over a long period of time in
the promotion of art.

Solo exhibition “Sky-Land Expressions- Ink Paintings of Wucius Wong" presented by the Civic and
Municipal Affairs Bureau of the Macau Government.
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hRFe
Zhang Yi (Cheung Yee)

Ta RE (HEITHEE) 11984
S & P 366AD 0 [l 1 244A% B 124405 EEBITER
Zhang Yi Sculpture 1- General, 1984
Bronze, height: 366 cm, width: 244 cm, diameter: 244 cm, collection of Hong Kong Museum of Art
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This unusually formed sculpture has been named
Sculpture 1- General (Figure 7a). Although it is given
a title of high military rank, it is obviously not a person.
It is taller than a normal sized person. When glanced
at in the distance, it can even be mistaken for a giant
spider. However, one would realise that it is indeed not
a spider upon closer inspection. Nevertheless, it does
seem to have eight long legs or claws supporting a small
armoured body. Protruding out of the top of the body
shell are two tiny rods, like a pair of eyes. Also extending
out from the top of the body shell are two strong arms
with powerful claws. If we gather the characteristics of all
these features, the picture of a crab becomes apparent.
However, this is not the common crab that we know.
This is an ideal crab form created by the artist who
studied and understood the appearance and features
of a real crab, followed by a mental process of analysis,
disintegration and reconstruction.

This sculpture is made of bronze. If we look closely, we
shall see that this giant crab is made up of many small
parts. Its fabrication method originates from the same
principle employed in the manufacturing of children’s
model kits. If this giant crab with eight long slender legs
were cast into one single piece of bronze, the casting
process would have been difficult. Also, the finished
piece would have been extremely heavy, and the task of
moving it around would have been very inconvenient.
At the same time, those long and slender legs would
have snapped easily at the weak points between leg
segments. The solution to all these problems is to break
the craband its legs down into a number of smaller parts
and then reassemble them afterwards. We can imagine
that in order to link up all the small parts of the giant crab
to make a artwork that is attractive-looking, structurally
sound and contains special creative features, the artist
must be facing a great design challenge. When my mind
is unsettled by the troubles the artist has gone through,
and I notice on the sculpture that every part of the crab
has been joined together at various spots using screws
and nuts, | cannot prevent myself from admiring with
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awe the artist’s overall thought and attention to detail
(Figure 7b). He has not only solved the construction
problems, but also given the entire artwork a special
feeling of a robotic era.

According to Zhang Yi, the author of the sculpture, every
fabrication procedure in the making of this gigantic
monster crab was performed solely by himself, without
any outside help. This crab is divided into sections made
of smaller components that are assembled separately,
the design of which is mainly determined by his personal
ability and his limited working area and equipment. He
spent as much time and effort as he could to create a
satisfactory wood-carved model that looked the same
as his ideal crab with all the required components
fully assembled. Then he covered each component of
the wooden model with clay to form a moulding unit.
After removing the wood, molten bronze was poured
in to fill the space inside the empty clay mould. Once
cooled, the clay mould was broken off, leaving behind
the component of the crab in solid bronze. Even though
each component is only a small part of the giant crab, it
is still several tens of pounds in weight. Now one can see
the amount of work required and the arduous process
to complete more than one hundred components in
the creation of this sculpture.

In this respect, it reflects the intelligence of our Hong
Kong artists and their persistence and devotion to art.
Back then, Zhang Yi had limited labour and material
resources which he could personally afford, and he had
to work within a confined area in the densely populated
living environment of Hong Kong. Moreover, at that
time there was no Arts Development Council ' as there
is today, nor any public organisations to provide financial
support. Given all these constraints and problems, the
artist could still accomplish such a large scale metal
sculpture: his perseverance is truly impressive and
admirable. Only a truly sincere and devoted artist could
possess this dauntless spirit to work with such energy
and stamina for the completion of an artwork. Therefore,
Zhang Yi's sculptures often deliver a sense of simplistic
truth with heroic vigour and evoke viewers' admiration.
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A crab belongs to the crustacean family. At the front
of the shell is a sawtooth-shaped edge. A crab has five
pairs of arthropod limbs, with the first pair consisting of
claws at the ends for use as pincers. There are phrases in
Chinese in which the word "crab" is used to represent
a military general or leader. According to one of the
ancient stories about gods and devils, the army under
the command of the Emperor Sea Dragon consisted
of shrimp solders and crab generals. There was also a
legend about appointing a crab as the general to guard
the seashore 2

The use of crabs as cooking ingredients in recipes has a
very long history in China. Many ancient scripts recorded
the use of crabs in cuisines. In the Song dynasty, the poet
Su Dongpo (1037-1101 AD.) wrote the following verse
in one of his poems, which reads,
"If you do not visit Mountain Lu, you fail to live
up to the expectation of your eyes; if you do not
eat crabs, you fail to live up to the expectation of
your stomach.”
Nowadays, crab dishes are enjoyed by many people.
Many Chinese ink painters like to use crabs as subjects in
their paintings. This is evidenced from the Yellow Shell*
painted by Xu Wei (1521-1593) of the Ming dynasty. Qi
Baishi, a famous modern Chinese ink painter, is also an
expert in painting crabs. Crabs were commonly used
in pictorial forms and decorative containers to provide
auspicious meanings in ancient Chinese handicrafts.
Many traditional handicrafts are decorated by combining
the ears of a mature rice plant and a crab in a pictorial
composition to symbolise harmony, because the
Chinese characters for “ears-crab” and “harmony” are
homonyms. Subsequently, lotus flowers and lotus leaves
are combined with the ears of a rice plant and a crab to
produce a picture composition that gives the meaning
of "harmony year after year” (since the Chinese character
for lotus is pronounced the same as the Chinese
character for year), which is an auspicious blessing and
conveys good wishes.

Obviously, this bronze sculpture with the name
Sculpture 1-General does not bearthe abovementioned
auspicious meaning, nor raise any food-related thoughts.
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Details 2 of Sculpture 1- General

food markets. It does not even look like the Vancouver
crab in Canada, nor the emperor crab in Australia. As
mentioned before, the whole sculpture is basically
modelling a robotic animal, because of the dominant
presence of the joints of screws and nuts. The creator
has intentionally extended the pincer arms from above
the shell instead of from its sides. This enables the pincer
arms to extend upwards. They look very different from
those found in normal living crabs. The positioning of the
two pincer arms looks a bit like two microphone-stands
on a performance stage. The crab claws on the pincer
arms are so arranged (Figure 7c) that they look like two
singers singing their winning songs loudly and proudly.
Undoubtedly, the artist has attempted to make use of
the form and style of this mechanical crab, Sculpture
1— General, to announce the successful achievement
of the modern robotic engineering and technology of
the time. Nowadays, robots are found in many different
manufacturing industries, such as car manufacturers,
as they take over many manual tasks that humans find
difficult.
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forrm and formation of his crab as follows:
“In my mind, the crab is not necessarily a crab. It
could be a person, a god, a building, or even an
abstract piece of structure.”

This statement might sound unreasonable at first, but,
in fact, the artist has exposed, in only a few words, the
Creative ability hidden within the heart and mind of
any artist. In other words, when an artist is immersed in
his creative work, his view of the form and contents of
the object goes far beyond what a normal person can
see. The object has become the catalyst of his personal
thoughts. Indeed, the artist's feeling and imagination
about items that come within his vision are often the
source of his creativity.

Having seen the Sculpture 1- General that comes with
a feel of the robotic age, we cannot avoid relating it
to issues close to our lives. As the development of
microcomputers matures, more and more advanced
robots are designed and constructed. Eventually, robots
will replace many human operators. Wouldn't this
speed up the severity of unemployment in our modern
society? Perhaps one day, just as described in some
science fiction, these non-human robots will become
tyrants and sideline us. What will happen to the future
of mankind in this world? | hope these questions are just
my imagination, and will never turn out to be true.

Zhang Yiis one of the senior artists in Hong Kong. Back

1963, he and his fellow artists such as Han Zhixun,
King Jialun, and others, founded the Circle Art Group,
which soon became an influential group in the Hong
Kong contemporary art scene. His art involves the use
of different materials, including metal, stone, wood and
paper as his parallel creative activities. The subjects of
his creative art are often adopted from ancient Chinese
cultural relics such as the ancient inscriptions on oracle
bones and tortoise shells, or the sacrificial vessels used in
ancient religious ceremonies, etc. He also likes to borrow
the shape and form of a human figure, a snake, a tortoise,
a crab, etc. to elaborate the philosophical ideas hidden
in the ancient classic Yi-jing of the Zhou dynasty or their
moral implication at that time. One often finds his works
impressive on the one hand and mysterious on the
other. Zhang Yiis not only a successful sculptor, but also
noted for his print-making, especially in the type of cast

paper relief prints.
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Zhang Yi Ming, 1981
Bronze, height: 300 cm, width: 319 cm, collection of Hong Kong Museum of Art
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He has spent many years working at various higher
educationestablishmentsin Hong Kongonarteducation.
He was a former lecturer at the University of Hong Kong
and the Hong Kong Polytechnic, and the Chairman of
the Department of Fine Arts at the Chinese University of
Hong Kong. In 1988, he was awarded the Sculptor of the
Year Award by the Hong Kong Artists’ Guild. In addition,
he received the Honour of MBE from Queen Elizabeth Il
of the United Kingdom, for his exceptional achievement
and contribution to the development of art in Hong
Kong.

His works have been widely collected by many large local
and international Institutions, and are on public display
at various locations. One can easily find two of his works
on display inside and outside the Hong Kong Museum
of Art at Tsim Sha Tsui. The Sculpture 1 — Generalis now
on display in the fountain pool surrounding the Space
Museum and directly opposite to the main entrance of
the Hong Kong Museum of Art. Ming (Fig 7d), another
one of his metal sculptures, is exhibited on the wall at
the entrance hall of the Hong Kong Museum of Art. Ming
is a wall-hanging relief bronze sculpture. It is so full of
variety and movement that visitors to the Museum are
often captivated by its enriched contents and stay in
front of it for a long while. It is one of the most popular
exhibits in the Museum.

The fabrication methods for both sculptures Ming and
Sculpture 1 — General are based on the same principle
employed in children’s plastic model kits. The finished
work of Ming is also made up by assembling a series
of small parts. Zhang Vi reduced a very large and
heavy bronze relief wall sculpture measuring 319 cm
x 300 cm into 60 similar sized rectangular panels. The
Sculpture 1 — General uses screws and nuts to link up
different parts, whereas Ming uses a much simpler
method by arranging the 60 panels of equal size into 10
rows of 6 each, placed together side by side.

InChinese, the word “‘ming"refers to an inscription carved
or cast on a vessel to caution oneself or to praise the
virtues or merits of others. It can be found as a motto or a
maxim framed beside one’s seat, or a message engraved
on one's tomb as reminders for the descendants. Here,
the artist used ancient Chinese characters as the starting
point, and designed some pictorial compositions with
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these pictorial compositions with the inscriptions
found on bronze vessels of the ancient Shang and
Zhou dynasties. There are a total of 60 different pictorial
forms # in the sculpture Ming, including variants of
ancient inscriptions on oracle bones and tortoise shells,
utensils, the daily activities of the ancient Chinese,
the symbols employed by ancient priests or wizards,
abstract symbols, signs etc. The purpose is to capture the
attention of viewers, and stimulate their imaginations to
think about the past.

/hang’s ability to create works that cover a great
range in time and space, from the modern age-related
Sculpture 1- General to the ancient civilisation-related
Ming, sufficiently reflects his broad vision and profound
feeling for history.

1:

BREMRRR (BBERR) BIIN19954F
6 REBNEEHEE cFaRE B
B8 HENSOTEMRBNBIHE Wik
FHEBHRHE MR

© RHEGFEIBERE CERMNIST4H)EN

(BEEE)  REEAR ARBEMLF (1624)
et

RSB (1521-1593) X &£ R ML AN

BEELD RERRZERFESMFEA IR
MEZERZEREERMNAKRLA RE
R EAAS - REATAEN (EFE) RER
Bt =Y -

4: sREH (88) R - (RTH)

1: Hong Kong Arts Development Council (HKADC) was
established in June 1995. It is a statutory body set up
by the Hong Kong Government to support the broad
development of the arts in Hong Kong. Its major roles
include grant allocation, art education, advocacy and
promotion of Hong Kong arts and public interest in
arts.

2. See Feng Menglong (active in 1574 AD.): Jing-shi
tong-yan, a novel of the Ming dynasty, published by
Jian-shan-tang, 1624, chapter 40.

3: Xu Wei (1521-1593), alias Wenchang, pseudonym
Tianchi Shanren, and Qingteng Jushi, was a famous
poet, painter and calligrapher of the Ming dynasty.
His free and yet dynamic brushwork influenced the
paintings of later painters such as Bada Shanren, Wu
Changshuo and Qi Baishi. The painting Yellow Crab
by him is now in the collection of the Palace Museum
in Taipei, Taiwan.

4. The description of Ming by Zhang Yi. (see next page)
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1936 AREREEMNT

1958 BERUMBERBEMREE -

1960 ERRBEAFES "ERTPHEMRERE L BE -

1963 ERBEMKAIATESR ©

1964 REBBYEMEBETERE -

1965 NEBR BB R IBERRITER -

1967 RIEREFRNEXEMBETEE -

1968-73 EHEBRBRPXKRERIZER -

1969 NEBRBRTEE -

1976 TSP IRBENRIR(THA
REBBMPOLRTER -

1978-83 AEBEBELERALRFTBREBRFER o

1978 REBSBMERTERE -
REB=FETAFTEERRTERE -

1979 T SE B BT A8 BE MBE B 467 ©
REBEtRERERBTAER -

1981 ERREBEMEEN "HBEM - 1970 - 80, BRERH -

1983 THREBPUARBEMER -

1984-92 AEBPNARBEMARE -

1985 ReEairmmEmaiTERE -

1987 REBTATHREEETEE -

1988 EE BB AEE T EB1988MAIRFE, -

1993 NEBEMERT TREME  HRBH L RE -

1994 REeEEEImIEMERIT " REMFREL °

1996 FRRERERSRNAASEYEET '+ EBONEREMREE

1999 ReEaivmmEmaiTERE -

2005 ReEaltBBBMROEBTEE -

2008 REBRZESBRT "TRENEN, BE -

2009 EIEBRER I EHEEBYERER -
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Biographic Notes of Zhang Yi

1936
1958
1960
1963
1964
1965
1967
1968-73

1969
1976

19/8-83
1978

1979

Born in Guangzhou, Guangdong Province, China.

Graduated from the Fine Arts Department of the Taiwan Normal University.

Exhibited at the "Pitttori Cinesi Contemporarie”, Roma.

Founded the Circle Group with some Hong Kong artists.

Solo exhibition at the Hong Kong Museum of Art.

Solo exhibition at the Commonwealth Institute, London, England.

Solo exhibition at Luz Gallery, Manila, the Philippines.

Taught art at Extra-mural Department, the University of Hong Kong and the Chinese
University of Hong Kong.

Solo exhibition at the University of Hong Kong.

Part-time lecturer, Department of Fine Arts, Chinese University of Hong Kong.

Solo exhibition at Hong Kong Arts Centre.

Senior Lecturer, School of Design, Hong Kong Polytechnic.

Solo exhibition at the Hong Kong Museum of Art.

Solo exhibition at Pacific Gallery, San Francisco, United States.

Awarded the MBE by Queen Elizabeth Il, United Kingdom.

Solo exhibition at the Print Makers Gallery, Taipei, Taiwan.

Exhibited at "Hong Kong Art — 1970-80" at the Hong Kong Museum of Art.

Lecturer, Department of Fine Arts, the Chinese University of Hong Kong.

Chairman, Department of Fine Arts, the Chinese University of Hong Kong.

Solo exhibition at Hsiung Shih Gallery, Taipei, Taiwan.

Solo exhibition at Yuen Long City Hall, N.T. Hong Kong.

Awarded "Sculptor of the Year Award", 1988, Hong Kong Artists’ Guild.

Exhibition of “Zhang Yi Sculpture: Ancient Imagery, Modern Vision” at the Hong Kong Museum of Art.
Exhibition of “Works by Zhang Yi" at Taipei City Art Gallery, Taiwan.

Exhibited at the "11th Asia International Art Exhibition” at Metropolitan Museum of Manila,
the Philippines.

Solo exhibition at Hsiung Shih Gallery, Taipei, Taiwan.

Solo exhibition at Guan Xiang Art Gallery, Taipei, Taiwan.

Exhibition of “The Art of Zhang Y1", at Exchange Square, Hong Kong.

Museum Expert Adviser of the Leisure and Cultural Services Department, Hong Kong.
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Dominic Man-kit Lam
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Dominic Man-kit Lam A Brighter World, A Brighter Tomorrow, 1981
Chromoskedasic painting, light, developer, fixer, height: 40 cm, width: 60 cm, collection of artist
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My first impression of the painting A Brighter World,
A Brighter Tomorrow (Fig 8a) was that this painting
differed from the works of all other painters | had ever
seen. Although it looks like sui-mo-hua (Chinese painting
with ink and water on highly absorbent paper), it was
actually executed without the use of ink, watercolour, oil,
or any kind of dyes or pigments. Instead, it was created
with a completely different kind of modern materials.
The method with which this painting was created
first appeared in the early 1980s. This new method is
known as the Chromoskedasic (meaning colour by light
scattering) process which is based on the mechanism of
Nanotechnology . Its inventor is the artist of A Brighter
World, A Brighter Tomorrow, Dominic Lam, who is also
a scientist.

Dominic Lam's story of inventing this new painting
genre is very educational. In 1980, when he was in a
photographic dark room making some black-and-
white photo prints for his ophthalmology research,
he noticed some unknown and unexpected colours
appearing on the photographic paper. In those days,
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Previously, people did not realise that black-and-white
photographic paper could be used for brush painting
and even for painting in colour with the use of light.
The Chromoskedasic process can be used by itself or in
combination with other painting techniques, as well as
other mechanical or electronic equipment. The painting
A Brighter World, A Brighter Tomorrow is a good
example in this respect. Here, the painter first painted a
galloping horse with Chinese ink on xuan paper. He took
a photograph of the horse painted on xuan paper with
a mechanical camera using a roll film. He then enlarged
the image of the horse in the developed film onto a
fresh sheet of black-and-white photographic paper.
Before the image on the photographic paper was fixed
by the fixer solution, he applied the Chromoskedasic
process to introduce additional pictorial elements, such
as light, clouds, mists, waterfalls, running streams, rocks
and cliffs to complete the composition. In this particular
case, in order to bring out the major pictorial motif (the
horse), the background elements are not shown so
clearly (slightly out-of-focus) as if they are veiled by the
mist of the waterfalls. Within the misty atmosphere in

HENFER TEN A BB RIS - — many photographers had experienced the same when EBEREZWMN - AREMSE FBEEENT the painting, parts of the upper middle portion of the
they were doing dark room photo processing. They waterfalls are lit up by the reflected light | Id I
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8 would discard the damaged photographic paper and BRZ Rz RREBNEBFR BEBEHE colour. The horse is portrayed to be galloping towards
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forget about the whole thing, without finding out the
cause of the problem. Being a scientist, Dominic Lam
had the habit of finding out more about things that he
did not understand. The appearance of the mysterious
colours on the paper provoked his inquisitive mind to
investigate the cause of this phenomenon. Since he had
studied physics for his M.Sc, he knew that the colours
could not be caused by dyes or pigments. After many
experiments using different photo processing chemicals
such as developer, stabilizer, activator, and fixer, he
realised that different colours could be produced on
the black-and-white photographic paper by applying
these chemical solutions in varying concentrations with
the proper control of time and light. With much trial
and error, Lam soon learned to control the production
of these colours and began producing works such
as A Brighter World, A Brighter Tomorrow. It was not,
however, until he met Kodak scientist Dr. Bryant Rossiter
that Lam understood the mechanisms underlying the
Chromoskedasic process. They wrote an article together
for Scientific American in 1991 2. Thus, the discovery of
the Chromokedasic process was made known to the
world.
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the lit up area.

Horses are commonly used for riding, drawing carts
and carrying heavy loads. In ancient times, horsemen
or cavalry played an important role in warfare. There are
rmany anecdotes on horse painting in Chinese art history.
Among the famous ancient horse paintings were the
White Shining Night by Han Kan of the Tang dynasty, the
Five Steedsby Li Gonglin of the Song dynasty, etc.* These
paintings are noted for the painters’ ability in capturing
the character and the innate strength of the animals.
The representative horse painter of 20th century China
was Xu Beihong, who was responsible for a Chinese art
reform through his efforts in incorporating Western art
ingredients into Chinese painting. Today many Chinese
painters of horses tend to combine Western and Chinese
painting techniques. They apply the Western life drawing
principle to capture the physical form of the horse, while
using the Chinese ink brush technique to enhance the
liveliness of the painting. Hence, their horse paintings
are distinctly different from those by the earlier masters.
When painting a horse, it is customary for the painter
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to concentrate on depicting the form, movement and
characteristics of the animal. If we look at the horse in
A Brighter World, A Brighter Tomorrow, we shall notice
that the artist painted it in comparatively fewer strokes
than other past and present horse paintings. Here, the
painter is not trying to capture the details of the horse,
not even the proper proportion of the different parts of a
horse. Here, the horse is used by the painter as a symbol
to express an idea in his mind, namely freedom.

To create an impression of galloping, the artist painted
the horse in a few brush strokes very swiftly but precisely
so that they merged to give the powerful steed a fast
moving appearance. We can imagine that the speed of
the steed is so fast that it is quite a test on the part of the
painter to capture its galloping posture. It is admirable
to see how the artist applied his brushwork like a
calligrapher executing abbreviated script in Chinese
calligraphy in the course of his painting the horse.
Although not intending to capture the type of horse,
its appearance and the proportion of its body parts, the
painter still needed to take all these into consideration
and had them all summed up in his few brush strokes.
For example, when galloping, the four hoofs of the horse
are moving so fast that it is almost impossible for human
eyes toidentify their shapes and positions. So, the painter
only depicted two of the four hoofs in the image, leaving
out the other two, implying the fast movement of the
hoofs in galloping.

The horse inlLam's painting has a strong and sturdy body
but, because itis transparentand high above the ground,
visually it is light and elevating. As the surrounding
scene with its rocky banks and running water are all
softened by the misty atmosphere, the horse stands
out prominently in the composition. It appears that the
horse is not running on solid ground but galloping in the
air, portraying a famous Chinese idiom: "heavenly horse
galloping through the sky”. The posture of the horse
shows that it is half running, half jumping, or, perhaps,
dancing. It is an image symbolising freedom and vigour.
No wonder Perry Lam, a famous writer in Hong Kong,
commented:
"A Brighter World, A Brighter Tomorrow
portraying a heavenly horse galloping through
the sky’ embodies Hong Kong people’s sense of
entitlerment to freedom, which is born in their
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mind as the natural condition for survival--
Freedom is what makes Hong Kong, and this is a
painting that Hong Kong can be proud of." 4

This painting also reflects the confidence, gratification
and vision in the mind of the artist at the time. The
artist did this painting not long after he had discovered
Chromoskedasic process. Before that, Lam had studied
Chinese painting with several masters in Chinese
traditional painting styles, and he was thus proficient
in mastering the Chinese brush, especially in painting
bamboos and orchids. However, Lam was not satisfied
with what he had learnt and was struggling to free
himself from the confinement of traditional Chinese
painting. The discovery of the Chromoskedasic process
signified such a breakthrough, leading him to develop
a completely new type of painting. Since the horse,
a friend to mankind, is a common Chinese painting
subject, and horse racing is closely associated with the
daily life activities of the Hong Kong people, it was not
surprising that the artist who grew up in Hong Kong
chose the galloping horse to be the subject of this
Chromoskedasic painting. The great joy and gratification
that the successful completion of this painting had
brought him can be envisaged.

The Chromoskedasic process allows the production
of many visual forms and colours that are not possible
with other painting media. More importantly, Lam’s
invention is not just a technical operation, but a
conceptual breakthrough leading to the integration
of artistic creativity and scientific technology as the
direction of future art development. After decades of
experience in artistic and scientific research, the artist is
now able, at will, to apply the Chromoskedasic process
in combination with other media and technologies
such as oil paint, enamel and computer technologies, as
well as his formerly acquired painting, to present what
comes to his mind spontaneously onto black-and-white
photographic paper. The artwork produced as such is
called Chromoskedasic photopainting, distinguishing
it from Chromoskedasic paintings, which are produced
solely from the use of black-and-white photographic
paper and solutions. This can be observed from one of
his recent works applying the Chromoskedasic process
on hisimaginary journey through the universe under the
title Moments in the Universe 2011: 6 (Figure 8b). The
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8b M (FHERE2011275) 2011
?ﬁt?ﬂgﬂ?/as ’ l% 12@&} /Fﬁﬁ 23@\5} ’ éﬁﬁ%ﬁ

Dominic Man-kit Lam Moments in the Universe 2011: 6, 2011
Chromoskedasic photopainting, height: 12 cm, width: 23 cm, collection of artist

BRI (FRYEH) EETANM RIS
MEBEAER SHEABEKEENELFEBRARN
@ AT KB EERTBEBEHIRR - 4
EREMNEREARMEAEERENARENR
HWEFMBABEKEERAITIEE LABH
FRHIRKER - RS —HIARERERES - L
TS HESE AR SRANE R ER 2 SN b - [EUtE
I ERMREVKESRBERR T2 -

HERYT B EUKEEERLNZR - BINBRAR
DA e KRt ERRBNRFNEKEE AT

FHAM RERERHIK BN PTAARAEF
EREMZE -5 — BTt R E (En R

most significant aspect of his recent work is the fantastic
play of forms and colours in the picture plane. Take the
blue colour as an example. It varies from the deep dark
blue of the mid-night sky to the sky blue of a sunny
mid-day, diffused by refracted light from the firmament.
This can never be achieved with the use of traditional
colour pigments. The star with its surrounding meteors
shooting through the sky like fireballs, veiled with its
own emitting gas, is depicted in a combination of red,
orange, yellow, green and indigo as never seen before.
These colours are combined to create a visual attraction
that leads the viewers to join the painter to experience
the voyage of discovery in a universe he has created.

A Brighter World, A Brighter Tomorrow was painted by
making use of the play of light on a sheet of black-and-
white photographic paper, which is completely different
from the media used in Chinese ink painting, and yet the
colours created through the Chromoskedasic process
have the same spreading and diffusing effects as in the

HEMMENERCRZ2EEEKEEFHEU

Y75 > (BANE EPATRIRERIE LR BRRIFHY
HREEENR RIIERRNEBRIKEER - Al
e—#r B AILBAR R B BIKEE  FERT RS
IR A EBAVESR  ERANEZE -

£ (FERLI) A T HBEEHMER T34,
“F TEBEXREZINBATIEN T, F AR
RERSEMAEERMNRTR  SRIBEN
BAEMBMERMMES EEEX2MAERER
RKEBMHEIPEEAREZ R

FPREELEREAR BTEREE BB 17
ENER FREAREL -HESH BlEEE:
ENRIfiTiES il EEBPSER BB L & EENE

afeeling that there is much freedom within the painting.
In both Chinese ink painting and Chromoskedasic
process, the painter has to exercise good control of
speed and timing to make the best use of expected and
unexpected situations. These are some of the marvellous
common features found in both painting types.

Although the above similarities have been noted, they
are still markedly different. Because the Chromoskedasic
process is to paint with a good use of light and silver
particles, the resulting colours and forms are much more
refined and complex. The effects of the Chromoskedasic
processare spectacular, resultingin colours, tones, depth,
contrast, rhythm and myriad different visual effects, as
evidenced by Figure 8c. Although this Chromoskedasic
photopainting resembles Chinese ink painting in such
aspects as colour diffusion and spontaneity, vet the
visual impact with dynamic movement and dazzling
colour effects are unattainable by any traditional
painting media. This new genre of painting born from
the marriage of art and science can be regarded as
an extension or variant of Chinese ink painting in this
modern age of technology.

XY (B8c) hETEER L BRI EA M BT  Ccase of Chinese ink painting. Hence, in this painting of Be I;f; @ﬁ%iuifg ’%0-1;3/\53 -
T . . . ®E 128393 08 23R 2
- S the horse, its misty background of running water and Dominic Man-kit Lam Life 2017 No. 6, 2011
A2 # & BX = rocks conveys a visual effect that is highly sensuous, and Chromoskedasic photopainting, height: 12 cm, width: 23 cm, collection of artist

122



S - b AERE
~, el l [
Examples of BY /5 22 il
Understanding Hong Kong Art
through Culture

123

RzheeEdnRL  BEENEIGEENZEAR
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ME - BIRERREIAZTENER - ZERHT
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8d M (EELUR) 02008
FEKBEER & 48250 B I90AD  RKER
Dominic Man-kit Lam Rhapsody of Happiness, 2008

In the lower right corner of the painting A Brighter World,
A Brighter Tomorrow, the painter signed his name with
two Chinese characters "Man-kit" with a seal bearing the
character “Lam” carved by the artist himself. If you have
the opportunity to see how he writes his name with the
Chinese brush, you will be surprised by another creative
aspect of this artist, i.e. his Chinese calligraphy.

Chinese calligraphy has along history of several thousand
years during which different forms of script evolved with
myriad different calligraphic styles created by master
calligraphers through the dynasties. With the progress
of science, the invention of printing and the use of the
computer, the practical function of Chinese calligraphy
has diminished. However, as an art form, Chinese
calligraphy has its timeless value. Hence, since 2009, it
has been included among the list of intangible cultural
heritages by UNESCO (United Nations Educational,
Scientific and Cultural Organization). Most people learn
the art of Chinese calligraphy by practising the various
forms of calligraphic scripts, and follow the calligraphic
styles of earlier masters. After grasping the gist of the rules
and characteristics of different scripts and styles, they

Chinese calligraphy, ink on paper, height: 48 cm, width: 90 cm, collection of Hantian Pavilion

—BA/N\TERE LAEEENFITHHIAEEE
RIEER - AR IRBEEEE S I MREES
EREY FNKNEFRELAZL—EMK
FEIRT A BB SRR RNT - RATHEZEH
IRHD B RS F0% - MO R LUE BRI TR SRR
ERENTRE/ N EEER X FRENEIEMN
A AlMBECEENEE (B8d)-

MERYERE R AABERTREMAPE
MER - thEZRERAESHESER B5E
BEN—ENAZBERERANRGE - thiEL
FLHEFAEAPE - tICEEFEA—BEN
B BT MERIORE T ERAVEIRA AL
B - B FER—REEER TR
N ERRPFE AR BURAIFEEMES - fis
E—REBEPHNETATNNSINESINER
MARAEZ AR - LIRS R B BFE X
DEAREENEEIERED - B AHEERN
SRRV AR R T NN ENE R - AR EIE
mh X FRIEMEAE—E/NBITE - B M
HRRASOENME —E2MNPEE EZ2MER
NEREMEIRY (El8e) - EREBARONE L.
AEBAIBE /MR OEEE ) 2!

MR R EMANRIET S - R T ER I
BTN TRERLSNRZEEN ERE
HEHREMNNEEaNAIR- BE L\ +4F
RBEREMAFEEBNMNERE — tE X
RPEEEBMAFMR—BE2FTNE EER —

LEBEER SEEHENES AR RERR

then try to free themselves from the rules and writing
habits with a view to developing their personal styles. By
that time, the rules and writing habit have been so firmly
imprinted in their brains that it is practically impossible
to get rid of them. The most they can do, instead, is to
make modifications and perhaps some variations, not
to mention freeing themselves from established writing
habits or founding a new school of calligraphy different
from those established by all the masters in the past.
What we consider impossible, however, turns out to be
possible in the calligraphy of Dominic Lam.

Lam is a professor of Ophthalmology and Neuroscience.
He understands how the human hand works with one’s
sight following the direction of the brain. So, when he
writes, he turns the paper round by 180 degrees. In this
way, the brush strokes of the character and the direction
of the running of the characters are all inverted. As
the angle of view of the eyes in the execution of the
brushwork is changed, the way in which the brain and
the hand co-ordinate with one another to perform the
brushwork execution will have to be re-adjusted in order
to write the characters in an up-side-down fashion.
Recently, Lam, with the paper turned up-side-down,
closed his eyes when he wrote Chinese characters. In this
way, Dominic Lam succeeded in shattering his former
writing habit, and he is able to write the characters in
a completely new fashion that suits his personal style
most. (Figure 8d)

8e MXHER (MLME) P "8, FHNEBEW
Showing how the character "#U" in Rhapsody of Happiness is
being executed by Dominic Man-kit Lam
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ABEL (BRATFRE) - AT LEL &
SRMEIREAKE2MIRKE R H—EHTS
) R RERZ2BRR R A NE -

AEEEMBHXAHAZNRRER RAOFAE

BRI R ENENREM LSRN ARKE
REMBRANER

of Chinese calligraphy which requires the calligrapher
to hold the brush vertically when writing. He often
holds the brush in a slanting way when he executes a
heavy broad stroke. By doing so, it is possible for him to
achieve varying ink tones easily within one single heavy
brush line. However, he holds the brush vertically when
he executes thin and long lines. He does not follow
the order in which the strokes within each character
are normally applied. As he treats each character as
a picture, he changes the order and position of the
component strokes according to the composition of
the character. He also treats a piece of calligraphy like
a painting, so he often alters the size and position of
the characters to create a certain visual effect which
he has in mind. He turns the angular components in a
character into curves, square and rectangle components
into circles and oblongs. He also replaces the various
forms of short strokes and slashes with dots of varying
sizes. By playing with light and slender strokes against
heavy and broad strokes, he creates visual contrast and
movement. Occasionally, he transforms a dot or part
of a character into a small picture. In this way, Dominic
Lam has succeeded in creating a completely new style
of Chinese calligraphy (Figure 8e). Let us call this the
"Calligraphy from the Mind"” of Dominic Lam.

Dominic Lam is undoubtedly an outstandingly creative
individual in the art arena. Apart from holding more than
30 one-man shows, and showing his works in numerous
joint exhibitions, he has made important contributions
to the art world as a whole. As early as the 1980s, he
created the Chromoskedasic painting- a new painting
genre in world art history, and founded a completely
new school of Chinese calligraphy - “calligraphy from the
mind". He is a truly multi-talented person. Not only does
he excel in art, he has also made important contributions
to science and the medical world (re. Biographic Notes).
His invention of the Chromoskedasic process will bear
significance and impact not only on the development
of Chinese ink art, but also on the global development
of modern art. As we are living in no ordinary time,
but an age of information-technology and scientific
creativity which has no precedent in human history, we
can envisage that art through science will prevail in the
coming new age of modern art.

1:

AR R —PIERANES  EENER R
MK ARIREY - B AR RIRRET 95 Rk
FELURER - RER TRz —K —
{& = 100,000,000 °

DB E XTE A [Crromoskedasc Painting ©

EREEZRKB HERENBRE 2
B MR £ Rossieter, B.: "Chromoskedasic
Painting¥T ¢ 2 | » &5 (Scientific American
(B M55 1991511 R

(RRE) REREREH(706-7834F)

B RIE - AKE H30.84%
fE:33.5A%  "RERA ) REXRTEE LR
BT - (FmI KB RE R S8R

(REE) Rt REHFAE (831049-1106)
AU - ARAKE /1 29.32%9  F 1 225
N BNR AT ES AL RAENR
55 fFEREBR Gt = B1eE -

CRMOHE TEREBMBEMREE 8RN

CERMEAFIY 2008F8H17H » (20084532
H3) -B4Te

1:

Nanotechnology deals with developing materials,
devices, or other structures possessing at least
one dimension sized from 1 to 100 nanometres. |
nanometer=10 millionth of a meter.

For more information on Chromoskedasic painting,
itsdiscovery process and scientific principles, see Lam,
DMK, & Rossiter, B.. "Chromoskedasic Painting”, in
Scientific American, 1991, November Issue, US.A.

Night Shining Brightis a horse painting, ink on paper,
height: 30.8 cm, width: 33.5 cm. It was painted by
Han Kan (706-783 AD). "Night Shining Bright" was
the name of one of the favourite horse of Emperor
Xuancong of the Tang dynasty. The painting is now
in the collection of the Metropolitan Museum, New
York, USA.

Five Steeds is a painting scroll done by Li Gonglin
(1049-1106 AD) of the Northern Song dynasty, ink
on paper, height: 29.3 cm, width: 225 cm. The five
horses were offered as tributes to the Northern Song
imperial court by the bordering tribes on the west
of China. The painting is now in the collection of the
Palace Museum, Taipei, Taiwan.

See Perry Lam: "An Artwork Embodying Hong
Kong People’s Sense of Freedom.” in Yazhou
Zhoukan (Asiaweek), vol. 32, August 17, 2008,
p.47/.
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MR T REE Biographic Notes on Dominic Man-kit Lam
1947 EREREEET - 1947 Born in Swatow, Guangdong Province, China.
1953 VAN =l 1953 Began learning to paint at the age of six.
1964-70 AN A R S 15 S R ER L | Ay TR ERFE - K B BB AL )y T R 44T 1964-70 Went to Canada and U.S.A. to further his study in 1964. In the following 6 years, he completed university
1970-72 B RT A B A B AR /e T T B B TR courses leading to his acquiring the BSc in Mathematics, MSc in Physics and PhD in Medical Biophysics.
197793 E%Wiﬁﬁ%ﬂ%éﬂ%i@ﬂ& IR EEM%&& ’Xii%i@ﬁﬁ%ﬂ_&._%ﬂ&qﬂuﬁﬂIZ%K?EE ’ 1977-93 Professor of Biotechnology, Cell Biology and Ophthalmology at Baylor College of Medicine in Houston;
1980 RTLEL BRARRERBN AR ER R RERM - Founding Director of Baylor Centre for Biotechnology, Texas, US.A.
1982 SR ELLEHTARRRAT B B A AR R IR S TR 2R B R 1980 Invented Chromoskedasic process, a new painting method in which colours can be generated with
1982-83 BRART #EOBLAILAGE (BRTEEAE) - light on black-and-white photographic paper, without the use of material pigments.
1984 BB E—REDRRAR WEREEEMAEDR R R 1982 Accompanied Dr. David Paton, founder of Project Orbis, the charitable ophthalmic Flying Hospital to
1988 e ERERESGIRERR ASRARED  IAIBBEYREMER ERERE - China for the first time.
BREBREE Y RE - 1982-83 Completed the painting Prunus, Bamboo, Orchid, Ganoderm and Rock jointly with Zhang Dagian,
1989 XA BRI BRI B) = - Zhao Shao'ang and Guan Shanyue.
PR AR S A Y EEEES - 1984 Founded the first biotechnology company in Houston, and was named the Father of Texas
) B | 47 vl A R, = O Biotechnology.
122? 201 ;isziﬁgggizﬁ REGHAREERNRL BERAAES 1988 Accepted the invitation of Nobel Laureates: Professor Yang Zhenning and Professor Charles Kao to
i‘ H o E'ﬁ:;ﬁﬁ ) establish a research institute for biotechnology in Hong Kong. Was the founding director of the Hong
NARTIEAR RS R T B Kong Institute of Biotechnology.
1996 R REIEE BRI R Sl iR OB TR R E - Took part in the planning of the Hong Kong Science and Technology Parks.
1999 EREEMRGS  RAEMER IR = E Y ER it REE FREARMEZEIN 1989 Received the U.S. High Tech Entrepreneur of the Year Award.
NANAIAREER o —- Received the U. S. Presidential Medal of Merit.
BT RERHEA(WEQ) - & AR EIAE - AXE 201 MER BB L Y ERR RO ZEH 0 o Appointed a Member of the U.S. President’s Committee on the Arts and Humanities.
PEPIEMESZREER A BR[O A R ER AR ST S TEE 1990-2011  Held more than 10 solo exhibitions at various exhibition venues in Hong Kong, including Hong Kong
19992000 FSRYITEEIIL BT T T BT EE M AEER | R Convention and Exhibition Centre and the Hong Kong Baptist University.
2001 HEAIOREDTEEXE (RA%) RAT—HESEEN HEREY— IEXERAR TS5 1 Was named Man of the Year by Asia Society.
S BT IR R A T B LR — o Solo exh?b!t!on iat Ex@bmon Gallery ?f Houston Qn\verswty. A |
] - B S5TY (TR 32 80044« B 88045 B (BEELLITY (B : 25044 1996 Solo exhibition “Arts in the Academy” at the Nauonal'Acaderrlwy of ?cwemes,}/\/a;hmgton, D.C,USA.
200102 TERRA <<3Lj_( R R 1999 Was selected as one of 99 most accomplished and influential artists in China in the 20th century by
- 950A%)  PEE SR R AR N REV R BB R H975 5750 - Chinese Academy of Art, the Artist Association of China and the National Palace Museum.
2003-04 IR N ER AR IR I RR 2R T "MK BT e B R L - Founded the World Eye Organization (WEO) to prevent and treat eye diseases for the poor. (By 2011,9
2004 EERFREMER (FRRENENE DsgFR- eye centres and research institutes have been established by Lam in China.)
B RRESREFA2008I REEGHRTIER (RN G  BELE) @ WA il Solo exhibition “Bliss of Vision I In Celebration of Macau's Return to China and the Establishment of the
5 AMERE (THERE 2 Ik - IR ) puse s - World Eye Organization”, at Macau Landmark Convention and Exhibition Centre.
2005 R e e R TR o 1999-2000  Solo exhibition “Millennium Exhibition: The Art of Dominic Man-kit Lam” at Guan Shanyue Museum,
W RS ET TR B - Shenzhen, PRC
2006 FAE TR S AR ERAT TIB B S+ | BB R - 2001 Lam’s patent on “Edible Vaccine” was named by Time Magazine as one of the ten most important
5007 HAP A B2 T TSR | (B - LZZEEZ?QS in the 21st century, and by MIT as one of the five patents that will transform business and
b g e e L e s y.
/ﬁ’éibfﬁ;ﬁ%{/ﬁﬁﬁ%@? rﬁﬁgm_M@ﬁ@EJ ) . 2001-02 Completed two huge paintings entitled This Land is Our Land (heigth: 250 cm, width: 950 cm) and A
2008 HEBME GRrth) BrESEREHeE RN 7 2 S8 EMR AR REEER - Galaxy on Earth (heigth: 800 cm, width: 880 cm in quadruplets) for permanent display at the Diaoyutai
2009 B ZBBBFENEBH B EMasonBEE (FHERZIK) State Guesthouse in Beijing.
20M PRI 28 BT AR/ ERAT T SRIPB 28 - MOV ERAMT L (IR - 2003-04 Exhibition of “Nano Art: The Chromoskedasic Paintings of Dominic Man-kit Lam”, at George Bush Library
EABSTRIFE AR A RSN HEER  EItREEFEREE (FERERZKR) LUVEED - and Museum, Texas, US.A.
BEARERREREAEMAREETES 2 AZB A - 2004 Invited to exhibit at the 4th Shanghai Biennial Exhibition.
2012 EEENEESEEREROLETENES NG TAAEEE - Invited by Beijing Olympic Committee to design a logo for the 2008 Befjing Olympic, thus designed
ETHRREES BEASRENE BED (TFEREY IR A EMBZRE T — ERiHR) & a logo Olympic Spirit: Ode to Happiness, as well as a featured artist and created the painting entitled
2012 (ff8) BANTE 2R R S —E 18 - I654201 280 BRI %kBarbican Centre@it Millennium Olympic Odyssey. from Athens to Bejing.
2005 Solo exhibition at Shanghai Duolun Museum of Modern Art.

R BRI ERERT PRS2 AR EF MO -
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2006
2007

2008

2009

2011

2012

Solo exhibition “Vision of the Mind" at Shanghai Hang Lung Plaza.

Solo exhibition “Dominic Lam’s Recent Works” at Linda Art Museum, Beijing.

Solo exhibition “From Tang to Mao: A Millennium Poetic Odyssey by Dominic Man-kit Lam" at Today
Art Museum, Beijing.

Solo exhibition “Bliss of Vision X: Chromoskedasic Painting and Beyond: Recent Works of Dominic Man-
kit Lam” at Beijing Art Museum of Impetrial City.

Lam’s Chromoskedasic painting A Brighter World, A Brighter Tomorrow was selected as the cover of
the 2008 calendar of the Sports Federating and Olympic Committee of Hong Kong and new year
card.

Invited for a solo exhibition, Lam’s huge Chromoskedasic Painting Voyage of Discovery: Universe was
exhibited at Louis Vuitton Maison in Hong Kong.

Solo exhibition “Enchanted Time and Space” at 128 Gallery, Shanghai.

Invited to exhibit his works, Nine Court Diagram and Voyage of Discovery: Universe at Beijing Library.
Appointed Fung Hon Chu Endowed Chair of Humanics, Institute of Creativity, the Hong Kong Baptist
University.

Invited for a solo exhibition at the Hong Kong Convention and Exhibition Centre to celebrate the 151
Anniversary of Hong Kong's Return to China.

Invited by the International Olympic Committee as a featured artist, and his painting Millennium
Olympic Odyssey II: From the Great Wall to River Thames was awarded a Gold Medal from the Olympic
Fine Arts 2012 (London) and exhibited at the Barbican Centre, London during the period of the Olympic
Games.

Invited by Shanghai Art Museum to give a one-man exhibition entitled A Vision of Harmony: Dominic
Lam’s Artistic Voyage”.
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Luis Fushan Chan 9
Luis Chan lllegal Immigrants, 1985, Ink and
colours on paper, collection of Ying Yuan

Luis Chan A Mono Print, 1980, Ink on paper,
collection of Hantian Pavilion

Details 1 of /llegal Immigrants
Details 2 of /llegal Immigrants

Luis Chan The Cock Speaks to the Duck, 1980,
Ink and colours on paper, collection of Hong
Kong Museum of Art

Luis Chan The Sun, 1975, Ink and colours on
paper, collection of Huai Xuan

Yang Shanshen 25

Yang Shanshen The Recluse Lin Hejing, 1981,
Ink and colours on paper, collection of Hong
Kong Museum of Art

Details 1 of The Recluse Lin Hejing: Flying-
white brushwork in old tree trunk

Ding Yanyong Lin Hejing, 2nd half of 20th
century, Ink and colours on paper, collection
of Art Museum, the Chinese University of Hong
Kong

Details 2 of The Recluse Lin Hejing: Calligraphy
of Yang Shanshen

He Bingcong 41

He Bingcong Garden Delight Teapot, 1970s,
Glazed ceramic ware, collection of Hui Xuan

Details 1 of Garden Delight Teapot. Small frog
Details 2 of Garden Delight Teapot. Snail
Details 3 of Garden Delight Teapot. Beetles

He Bingcong Roses, 1995, Glazed stoneware
plaque, collection of Hong Kong Museum of
Art

He Bingcong Eight of the FEighteen Lohans,

early 1970s, Stoneware, collection of Hong
Kong Museum of Art
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Lu Shoukun 57

Lu Shoukun Dilapidated Lotus, 1964, Ink and
colour on paper, collection of Hong Kong
Museum of Art

Lu Shoukun Zen No. 4, 1970, Ink and colour on
paper, collection of Hong Kong Museum of Art

Lu Shoukun Zen, 1970, Ink and colour on
paper, collection of Hong Kong Museum of Art

Lu Shoukun Lotus, year: unknown, Ink and
colour on paper, collection of Take a Step Back
Studio

Lu Shoukun A Vision, 1951, Ink and colour on
paper, collection of Ms. Alice Lui

Han Zhixun 75

Han Zhixun A Moment to Be, 1986, Acrylic on
canvas, collection of Hong Kong Museum of
Art

Details of A Moment to Be

The syllabus of the “Basic Painting” course, 1972,
Extra-mural Department of the University of Hong
Kong

Han Zhixun Sound and Silence, 1975,
Silkscreen, collection of Hong Kong Museum
of Art

Han Zhixun When Mountains Roar, 1981,

Acrylic on canvas, collection of Hong Kong
Museum of Art

Wucius Wong 89
Wucius Wong New Dawn No. 3, 2000, Ink and
colour on paper, collection of Hong Kong
Museum of Art

Details 1 of New Dawn No. 3

Wucius Wong Divergent Waters No. 6, 1990,
Ink and colour on paper, collection of Hong
Kong Museum of Art

Details 2 of New Dawn No. 3

Details 3 of New Dawn No. 3

Details 4 of New Dawn No. 3
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Zhang Yi 101

Zhang Yi Sculpture 1- General, 1984, Bronze,
collection of Hong Kong Museum of Art

Details 1 of Sculpture 1- General
Details 2 of Sculpture 1- General

Zhang Yi Ming, 1981, Bronze, collection of
Hong Kong Museum of Art

Dominic Man-kit Lam 115

Dominic Man-kit Lam A Brighter World, A
Brighter Tomorrow, 1981. Chromoskedasic
painting, collection of artist

Dominic Man-kit Lam Moments in the Universe
2011: 6,2011, Chromoskedasic photopainting,
collection of artist

Dominic  Man-kit Lam Life 2011 No. 6,2011,
Chromoskedasic photopainting, collection of
artist

Dominic Man-kit Lam Rhapsody of Happiness,
2008. Chinese calligraphy, ink on paper,
collection of Hantian Pavilion

Showing how the character “EX" in Rhapsody

of Happiness is being executed by Dominic
Lam
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EZBRERE Biographical Notes on Author

EEREHIR © MBE
BERREARE AIRMER

1933FAREIN - 1956 EFHEE = RANSIERR
EMBBREBE)RE - 1965FEMBAKREXE
T o 197T0FEBRERHEEMELEL - 1975642
L RBEYEEEL - 198TEER MMM A2 EY

FEEEERRT -

1993 R L EFFMAETHAER MBE 847 0 DI
GHYHABBMARMABTHNER

1956-TTFEENBEECEREZMREE  SIEES
ANBHHAE - BBBULABHHKEERE AT
BEMERRRRAFKBESERILA - 19684
B TTEER, AEER  ERSRVETIHHE
B THKBEES, - 197 EXEEBEMERE
£ 1985FEARZEEMBEER @ TETRE
BB BLIME - BBFEAXYE  BBEEEM
iy E19934RAK o

BEEBREBMALEBZNRBRECEAER
8 BEBETSRRTABHANEREXMESZE
ZESEM - RATEBFIITRERERULER
EBYEIHER > BRI RBREMERRE
BENEBRABEBMSUEB I REERESE -

BEREL TWIRE ) BRRMERKES - HIU
AREBALER - (FREBRENERZHI A
B - 258 | (IKEEEFNEE) -
(PETKEBBMTER - H8)  (CHHEHEEER
HEZRMNER) » (BOARERE) - (K&
REMERNEERNZTER) F -

Professor Laurence Chi-sing Tam, MBE
Institute of Creativity, Hong Kong Baptist University

1933 born in Guangzhou, Guangdong Province, China. 1956
graduated from Northcote Training College, majoring in art
education. 1965 BA degree in Classical Chinese, University
of London. 1970 MA degree in Chinese Art History, University
of Hong Kong. 1975 MA degree in Museology, University
of Toronto. 1987 Fellow of Museum Management Institute,
American Federation of Arts, University of California, Berkeley.

In 1993, awarded the MBE insignia of honour by Queen Elizabeth
Il of United Kingdom for outstanding contributions in Creative
Art and Art Education.

1956-71, as the art teacher of Wah Yan College, Kowloon, he
initiated a new approach, incorporating the principle of “whole
person general education” in teaching new Chinese ink painting
that promoted creativity and individuality, into the regular
secondary school art curriculum. From 1968, as the founding
President of "In Tao Art Association”, he assisted Lu Shoukun in
promoting the "New Chinese Ink Movement". Was the Assistant
Curator of Hong Kong Museum of Art in 1971, promoted to be
the first Chief Curator of the Museum in 1985. He completed the
planning and establishment of the new Hong Kong Museum of
Art, the Museum of Tea Wares, and the Hong Kong Visual Arts
Centre before he retired in 1993.

He had served as the Honorary Lecturer and Degree Examiner
of the University of Hong Kong, Adviser of the Department of
Designof HongKong Polytechnic,and Adviser of the Guangdong
Provincial Museum Planning Committee. At present, he is the
Museum Expert Adviser of Hong Kong Leisure and Cultural
Services Department, Honorary Professor of the Institute of
Creativity of the Hong Kong Baptist University, and Member of
Cultural Committee of UNESCO Hong Kong Association.

His paintings often developed from the principle of
‘construction versus destruction” to unveil his life experience
through depiction of grottoes and valley landscapes. His works
have been widely shown locally and overseas, and collected
into numerous public and private collections. His publications
include: The Cradle of New Chinese Ink Painting Movement,
A Stronghold of New Chinese Ink Art: Hong Kong, Background
Notes on 20" Century Chinese Painting in Hong Kong, Six
Masters of Farly Qing and Wu Lj, The chapter on Yuan Ceramics
in Grove Dictionary of Art, etc
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