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Editorial Advisory Board

The Shanshui Magazine editorial and advisory board is
composed of artists, scholars, and curators who share a
deep commitment to fostering cultural dialogue between
China and the world.

Their combined expertise supports the magazine's mis-
sion to rethink the role of landscape, ecology, and aesthet-
ics in the contemporary artistic context.

Members:

Giacomo Bruni - Founder and Editor-in-Chief, Huagiao
University, Quanzhou, China

Zuha Rasheed - Founder and Editor, Artist and curator

Angelo Capasso - Art critic and curator, Accademia di
Belle Arti di Carrara, Italy

Marco Meccarelli - Scholar and researcher in comparative
art and visual theory, Universita di Catania, Italy

Thorsten Schirmer - Artist, co-founder and board mem-
ber of the Akademie flr west-ostlichen Dialog der Kul-
turen, West Anhui University, Lu'an, China

Lu Yizhong [fi—H - Art Historian, China Academy of Arts,
Hangzhou, China

Jiang Shuzhuo #iA 5 - Theory of Art and Literature, Jinan
University, Guagzhou, Shantou University, China

Hu Jiang #H{L - Artist, contemporary Chinese mountain
and water painting, Jinan University, South China Agricul-
tural University, Guangzhou, China

Liang Jiyong %#:3&7k - Scholar, collector, calligrapher,
painter, art appraiser, qin player and historian, Chinese
University of Hong Kong

Together, the board works to ensure that Shanshui Mag-
azine remains an open platform for dialogue — where
traditional wisdom, artistic practice, and contemporary
thought meet to explore new forms of cultural and aes-
thetic sustainability.

Art is one of the deepest expressions of human
thought — a way to communicate ideas,
emotions, and visions of the world. Every artist,
rooted in their own culture, reflects not only
personal experience but also the intellectual
and spiritual traditions of their society.

At Shanshui Magazine, we believe that art is
a powerful tool for intercultural dialogue. By
exploring the encounter between Chinese and
Westernartistictraditions,weaimtobuild bridges
between two great civilizations and encourage
a renewed understanding of art and nature.

Chinese shanshui (mountain and water)
painting — with its 1500 years of history
— offers an alternative vision of the world,
where harmony between humans and nature
is central. This philosophy contrasts yet
beautifully complements Western aesthetics,
opening new ways of seeing and creating.

Our magazine presents contemporary
Chinese and international artists, research
on painting theory, and reflections on
environmental aesthetics. We wish to make
these ideas accessible not only to academics
but to anyone curious about the living
dialogue between art, ecology, and culture.

Through this magazine, we hope to promote a
form of artistic expression that helps us rethink
our relationship with reality, with nature, and
with each other — beyond cultural boundaries.



8 MANIFESTO

Why is mountains and waters painting of great value in the
contemporary world and why should the Village re-evalu-
ate it?

DISCUSSION ON THE IMPORTANCE OF BRUSH
]Ll- AND INK LANGUAGE IN HEAVY-COLOR
MOUNTAIN AND WATER PAINTING

By; Tao Anping

A FANTASY OF MOUNT BO 18 11 &

30 MA JUN PAINTINGS
By; Fu Xiaodong

PAINTINGS OF LIN XUEMING  #k = Hj
THE ABSTRACT CUBIST PAINTING: SEEKING THE WAY , SEEKING

LI. LI. THE ESSENCE
By: Aurora Vivenzio
THE UNION OF CHINESE AND WESTERN - THE FUSION OF AN-

CIENT AND MODERN

By; Giacomo Bruni

6 CHINA: AN OPEN CONCEPT OF ART

By: Matthias Drescher

IN THE FOOTSTEPS OF LITERATI WITH A
68 DIGITAL BRUSH

By; Wieslaw Borkowski
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MANIFESTO
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We find ourselves living in the era of
globalization. Thanks to the infosphere
we live in, with just one click we can be in
Togo, with two clicks you can be stud-
ying Sanskrit, with three you're already
updated on what's going on in Bhutan,
and with four more clicks you're listening
to a piece played with the duduk, and
immediately after we could be looking at
two whirling dervishes. In half a day we
become experts in Armenian music, Sufi
spirituality, Himalayan geopolitics and in
any other aspect of world culture.

Fantastic. Finally, a world without cultural
barriers, devoted to the exchange

and access of mutual knowledge. In

this global village without borders,

we dance to the beat of superficiality,
sloppy culture and of cultural arrogance,
where ignorance is adorned with two-
dimensional images, where the concept
of “knowing that you do not know”

has been abolished, although without
knowing.

It's important to note that, in this Village
the chief is western, the customs and
habits are also mostly western, and so

is the linguistic and material means of
communication along with most of the
intellectual expressions and world views
of its inhabitants. The inhabitants tend to
ignore what is found outside the Village,
not by choice, but by condition, not out
of lack of curiosity, but because of limited
means. The Village is truly global on a
physical level, it truly embraces the entire
earth’s surface, but in fact it remains

on the surface, it does not deepen, and
if it deepens it does it in its own way,

as it would in the centre from which it
developed. In fact, the Village is ancient
and full of History and histories, it has
always had multiculturalism, always

in expansion and translation, but only
recently has it reached global status.

The Village is now global, so everyone is
welcome but the rules to follow are those
of the Village head. Everyone can bring
something to the table, but it will still
have to be adapted to the matrix of the
Village.

With these premises, it is possible to face
and analyse infinite issues concerning the
actual state of the alleged globalization.
For instance, how it believes to know
different cultures, but in reality this
knowledge is based only on a store of
empty images which are then filled with
the world view of the aforementioned
head of the Village. The same goes for
that mercantile capitalism that has
arrived at every corner of the globe, but
gives the best of itself only if we follow the
needs of the Village.

We stand against a single world view,
when in fact there are many. The ones
that does not support diversity, but
translates them, one that does not make
them participate in the debate with their
own voices, but accepts them only after
a trial of metamorphosis. We are against
the imperialism of tastes and customs,

of judgment, of means of expression,

and of what to express, a situation which
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inevitably leads to a cultural flattening,
against this self-proclaimed global

Village. It does not have the ability to see
neighbouring villages, since it believes that
all possible villages are within itself.

We as Sino-artists (some of non-Chinese
origin, devoted to the study and practice
of Chinese painting), will focus on the
areas concerning our cultural sphere,
precisely that of Chinese art. Especially
those related to painting, with a particular
eye for landscape painting, which from
now on we will call according to the
Chinese denomination, Mountain and
Water painting.

“shanshui hua L 7K H#H*“

The main will is to communicate with the
Village through our art and our words, to
present one of the many shaded areas
with which it is scattered. Our task is to
find a language that is intelligible to the
Village as well as faithful to the original
meaning. Without smoothing its diversity,
without avoiding clashes, without
sweetening the pill. In this way it will be
the Village that will make the effort to
understand, and only in this way will the
communication be successful. In fact, we
trust in the Village's ability to understand
languages not forged by itself.

The reasons that drive us in this
campaign are varied and erudition is
not one of those. At best it can be a side
effect.

One of the biggest problems of the
Village is that it believes that movements
of progress and evolutions only exists
inside itself, that it has reached the status
of “modern”, and those who are not
indigenous come from a static culture,
backward and anchored to the past;
without the use of the means forged by

the Village and without its revolutionary
spirit no one can participate in the
dialogue of contemporaneity. Therefore, to
finally get into the subject, in the Village,
Chinese painting is traditional, therefore
linked to the past, unable to evolve,
something good just for the art history
books and museums, worthy of respect,
but with the same respect that is given to
archaeological finds.

There is no conception of a modern or
contemporary Chinese painting, also
because when the term Chinese painting
is pronounced, for some reason it is
always accompanied by the adjective
“traditional”, which clearly denies the
concept of modernity. Chinese art can
only be defined as modern if expressed
through the means and processes of
modern western art.

Revelation! There is modern and
contemporary Chinese art; mountain and
water painting has been evolveing for at
least 1500 years, and continues to evolve,
and other painting exppressions are even
older. As obvious as it seems, China is
extremely large, therefore there are many
centres of cultural irradiation, and for this
reason there are various schools within
China that follow different pictorial ex-
pressions. Consequently there is not just
one movement of contemporary Chinese
painting.
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Our main objective follows:

To spread the knowledge of
contemporary Chinese painting outside
of China, and to give voice to the great
artists of the last century as well as to the
new young artists.

Why is it important you may ask? For
starters, in order to make sense of the
term globalization. But above all, to enrich
the Village and to redefine its ideas of
intellectual absolutism.

Chinese art, together with all the other
intellectual expressions of China, refers to
a system of values that has come down to
the present day from ancient times. This
great apparatus of knowledge and ideas
has influenced and is still influencing

the world view of Chinese people and of
course also their artistic expressions.

The same discourse can be re-proposed
in a general way also to the evolution

of the western mind, a process that
probably was less coherent than the
Chinese one, which however led to

the formation of various expressions

of thought rooted in the conception of
the world that the Village forged during
its evolution. And this is exactly the key
point of our reasoning, once the world
interpretation system is established,

it is almost impossible to get out of

it, as it is invisible, and its boundaries
unrecognizable. Because it being the
only view you know, you believe that it

is the only view that exists. It's like those
unfortunate people who were chained in
the platonic cave. It wasn't until someone
came in from the outside, did they realize
the condition they were in.

This was also the case for China until the
mid-nineteenth century. China behaved
like the Village, just another Village that
did not see those who were outside

of it, except of course through its own
modalities. And even though external
cultural influences were accepted, it was
always retranslated in Chinese terms, just
like the Village does. As a consequence,
there was a sense of cultural superiority
compared to that which was not
Chinese. Until one terrible day, when the
barbarians arrived with cannons and
rifles and destroyed the armies of the
great empire. On that day, besides the
fall of many lives, many certainties also
fell in terms of value. Their system had
not protected them from catastrophe,
as it once did since the dawn of Chinese
culture. This was not the first time that
China fell into the hands of foreigners,
and every time the foreigners were
sinicized. Thus, their cultural continuity
persisted. However, the value system was
still slowly collapsing to the point where
it almost disappeared. Since then it has
rebuilt itself, but the system of the other
foreign villages took a hold as well, strong
of its modernity.

Accordingly, in contemporary China it
can be said that there are two systems,
the original and the imported one. The
same could be said for the world of art,
but art can be applied at will on any area.
This has created a unique situation where
the two worlds communicate with each
other, sometimes one taking over the
other, creating conflicts but also at the
same time a fertile ground for creativity.

It is exactly for this reason that we want to
make this new system of thought known
to the Village, only then will it be able to
see its own boundaries, so that it will be
able to ask new questions and give itself
new answers.
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Let's take a concrete example. The
ancient western visual arts and the
Renaissance up to modernity, basically
acted in the field of mimesis. In painting,
all the techniques to represent the visual
aspect of the surrounding world comes
together. Now coming back to the Village,
to top it all, there was this terrifying

yoke called Albertan’s perspective. The
Village gave a great deal of value to the
sight, making it almost the only tool for
perceiving reality. Establishing invisible
perceptual borders because they were
all-encompassing. However, at a certain
point artists and intellectuals got tired

of this conception, and thus historical
avant-garde was born. Unfortunately, not
knowing any other way of perceiving the
world other than the anthropocentric one
of the gaze, they found themselves in a
rather uncomfortable position, so much
so that the path ended with destruction
of the form and that of the painting itself,
and having to resort to new media to be
able to express themselves. It is precisely
for these reasons that in contemporary
era we refer to paintings as an “old

lady” who keeps up with new artistic
expressions with great difficulty.

So where is all this getting at? In China,
the influence of western art came
between the late 1800s and early 1900's.
The first to arrive was via Japan, the
realistic techniques of the Barbizon
school. And what were the most shocking
innovations for the Chinese? Mimesis,
focal perspective, chiaroscuro, and all
those techniques which at the time in
the West were considered regressed,
representatives of a system that in those
years the avant-gardes despised because
of its anti-contemporary expressions. Why
was this seen in China as revolutionary
and innovative? Because traditional
pictorial theories disgusted the view

and representation of form as perceived

by our eyes, therefore it was an almost
completely unexplored area.

China has had the good fortune of
meeting and accepting a different way of
interpreting the world, so why should the
Village be deprived of it?

Just how much could a new way of
understanding reality help the old
painting of the Village? A whole world
would open up, which should not mimic
the Chinese one, but be inspired by it.

So, we also take sides against the
supremacism of sight and consequently
against anthropocentrism. Our desire is
to introduce these new visions, these new
conceptions, and these new values. Not
that the Village is completely unaware

of it, but this knowledge is hidden in
academic publications, accessible only to
those interested in the subject, but very
far from the world of contemporary art or
anyone else.

To conclude, we will introduce one of
these intrinsic aspects of Chinese art
which can be of great help and source of
inspiration for our beloved Village. Why

is mountain and water painting of great
value in the contemporary world and why
should the Village re-evaluate it? In the
great pictorial experience of the Village,
landscape painting as an independent
genre born late, and died early. The fact
that in China it is already the higher

form of painting and has a millennium
and a half of history should make us ask
questions about how it has probably been
underestimated. Well, in reality it has

not been underestimated, in fact there

is no right and wrong in art, it has been
evaluated according to the means of the
Village head, according to its conceptions
and ideas. And it is precisely for this
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counter this destructive madness, but there is no contest.

In the Village there has recently been talk of environmental R o, Tl ! 2 . ‘i : e " has the
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concert on environmental beauties, therefore going against . 3 e o VRS, g ’ ; un ers tan ’D
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against that conception that sees man as the superior

creature and dominant in the ecumene. This new point

of view, at least for the Village, is one of the basic aspects

of Chinese ethics. Philosophy and aesthetics are found

in the texts at the base of Chinese culture, at the basis of

Confucian philosophy and Daoist thought and continues

to be repeated till modern times. A conception that does

not just appreciate environmental beauties, but its holistic

conception of the universe puts man on the same level as

any other creation of nature. In Yi Zhuan %1% (5th century

BCE), a commentary on Yi Jing 5,4, wrote that “the greatest

virtue of heaven and earth is life” (Kihz KEEIA), this is

to say that the greatest virtue is to create an environment

where all life forms and natural elements can coexist in

harmony.

For this reason, too, the category of still life does not exist in
Chinese painting, in fact for the Chinese artist it would be

absurd to paint lifeless subjects.

For these and other reasons, the Village and the artists that
reside in it will benefit from learning Chinese art. Mountain
and water painting will inspire them, the beauty of nature
will awaken the minds and set the minds in motion. The
boundaries of the Village will begin to appear and we can
finally begin to break them down.



Discussion on the Importance of Brush
and Ink Language in Heavy-color
Mountain and Water Painting

By; Tao Anping

Translated by; Zhao Tong and Ning Lizheng

The development history of tradition-
al Chinese painting reveals that brush
and ink has been an important formal
language since ancient times, and it
is the painting symbol and modeling
means that constitute the aesthetic
features of traditional Chinese paint-
ing. It is an indisputable fact that the
form of brush and ink is at the core of
ink painting. However, for heavy-color
mountain and water painting, brush
and ink is in a relatively complex sit-
uation. The non-brush and ink factors
such as color composition in heavy-
color mountain and water painting
and the form of brush and ink lan-
guage presents a contradictory and
harmonious, complicated and subtle
relationship. There are deep reasons for
this complex of brush and ink in heavy-
color mountain and water painting,
and | will discuss it from two aspects
of development history and cultural
symbols to explain the importance of
brush and ink to heavy-color mountain
and water painting.

1. The Evolution of Brush and Ink Lan-
guage in the Development History
of Heavy-color Mountain and Water
Painting

The origin of Chinese heavy-color
mountain and water painting ap-
pears as the form of linear definition
and color filling. From the earliest pre-
served heavy-color mountain and wa-
ter painting, the Early Spring ( (5%
i) painted by Guoxi #E) , we can
see that modeling methods featuring
rocks and trees are linear in definition

and color filling with small amount of
rendering. There was no series of brush
and ink language like texturing meth-
ods (cunfa #%i%,Chinese ink-painting
techniques), and the use of lines also
lack changes in Tie Xian Miao (8
the wire-like line drawing). Painting
styles with decorative interests peaked
in the Tang dynasty, in the descrip-
tion of Li Sixun ZHill and his son Li
Zhaodao Z=HiiE, mountain and water
painting became more reasonable
than that in the earlier period in the
application of colors and modeling.
The brushwork became more particu-
lar when depicting the frames. The
lines changed abruptly, and then the
painting technique of “small axe” Cun
brushstroke /N5EEVE appeared. The
emergence of Cun brushstroke indi-
cates that brush and ink, as an art lan-
guage, became the modeling method
and an aesthetic standard of heavy-
color mountain and water painting.
From the whole development history
of the mountain and water painting
during this period, heavy color paint-
ings relied on brush and ink to a lim-
ited extent. Brush and ink was subject-
ed to color while bright and heavy rock
colors dominated the picture.

This kind of decorative color painting
style didn’t play the main role in tradi-
tional Chinese painting in later years,
and the Chinese ink painting popular
in the Tang dynasty was soon received
by literati painters. Jing Hao i says
in his Bifa ji (¥#7%id) : “There have
been people skilled in the method of
color according to the objects. And ink
painting didn’'t appear until Tang dy-
nasty. Trees and rocks in Zhang Zao's 7k
I paintings were all excellent in artis-
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KEE, Early Spring (F#&K) , ink and colors on silk, 158x108cm, 1072

|
=

Guo Xi

=

FIEETT e

I



(¥661-9681) SILUXZLILL (FH )Y ‘(PeUNgU1Ie) Bk oepoeyz Il

tic conception. The brush and ink was
very subtle from macro to micro. His
idea was vivid and unique, not much
importance was attached to colors.
There has never been such a brilliant
painter since ancient times.” In Record
of Mountain and Water Painting, Jing
Hao comments on Li Sixun :“General
Li’s theory is profound, his conception
is thorough and his brushwork is ex-
cellent, though clever, but too ornate
and lacking in ink.”> Wang Youcheng
FA& (Wang Wei F4E) even directly
put forward the idea of “The suprem-
acy of ink painting” (K24 1). With
the establishment of the aesthetic
mainstream of ink painting language
and the continuous improvement of
ink painting techniques, the devel-
opment of heavy-color painting was
greatly influenced by ink painting. So
people had to make a choice between
ink painting and color. As a result, after
the middle Tang dynasty, heavy color
painting had a deeper ink element.
The change in the form of heavy-color
painting actually represented the
change in the proportion of ink com-
position. Brush and ink became an im-
portant aesthetic standard of heavy-
color painting, and the color factor as
a formal characteristic of heavy-color
painting had even been suppressed to
the subordinate position. In northern
Song dynasty, color still played a lead-
ing role in heavy-color mountain and
water painting. However, in the period
of Yuan, Ming and Qing dynasties, the
status of color declined. In Shen Hao
TL#'s book Painting Dust (IH4) in
Ming dynasty, there is a description of

1 s e i AREE S g N RSEA IR

4, 1998. #6071k,

Yu Jianhua. Chinese ancient art theory.
People's Fine Arts Publishing House, 1998.
P 607.

2 mralde. R EEH AR AN RER TR

#, 1998. ZE608T1.

Yu Jianhua. Chinese ancient art theory.
People's Fine Arts Publishing House, 1998.
P 608.

the creation process of the heavy-color
mountain and water painting: “Paint-
ers can’t think of coloring at first during
the creation process of painting, but
if the charm of ink (5£#)) is adequate
at the end, coloring is allowed.™ In his
Random Writing In the Rain (F & i
%) in Qing dynasty, Wang Yuangi -
J74F says, “The application of colors is
the usage of brush and the conception
of ink (Z£%) to make up for the defi-
ciency of brush and ink and reveal the
brilliance.” It can be seen that color is
even subordinate to brush and ink. In
Tang Dai's [E1§ The Story Of Painting
In Details (Z:F k) in Qing dynas-
ty, it is said that “The key point to the
application of color is the light color,
not dazzling, so as to result in the spir-
it. The green is inherently heavy, and
if it is used excessively, the effect of
brush and ink would be damaged.” s
The sumptuous heavy-color mountain
and water painting in Sui and Tang dy-
nasties was out of fashion in Ming and
Qing dynasties, and ink became the
main modeling method and aesthetic
standard.

In the 1980s, with the opening of the
painting system, some painters de-
veloped a strong interest in Japanese
painting. In the Chinese painting world,
where color was almost blank, painters
were eager to add new vitality into the
stagnant traditional Chinese painting
with the help of the colors from for-
eign paintings. This is the return of Chi-
3 JERAE. o m e . VLIRS AL, 1985.
#5516 1. Zhou Jiyin. Summary of Chinese
Art Theory. Jiangsu Fine Arts Publishing
House, 1985. P 516

4 JARRE. i [E L YIRS R 4k, 1985.
52171

Zhou Jiyin. Summary of Chinese Art The-
ory. Jiangsu Fine Arts Publishing House,
1985. P 521

5 R, EE S LIRS R A, 1985,
52171

Zhou Jiyin. Summary of Chinese Art The-
ory. Jiangsu Fine Arts Publishing House,
1985. P 522
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nese heavy-color mountain and water
painting. Painters strengthened color
factor in the painting while weakening
or even canceling the ink language.
Meanwhile, most of the painters who
were keen on rock painting began to
reflect and even return after a while.
The production of rock color and the
emphasis on the beauty of the mate-
rial also weakened the painting and
performance of the brush and ink,
which seemed to be in conflict with
the traditional Chinese aesthetic per-
ception. The focus of the debate at this
stage was whether the traditional art
language of brush and ink could be
replaced by material, color, and com-
position form, which had to face the

concept replacement of the definition
of the traditional aesthetic character-
istics of Chinese painting, which may
eventually lead to the virtual demise
of Chinese painting. The final result of
this debate is that most painters keep
the brush and ink as the bottom line of
Chinese painting. Zhuo Hejun H#FE,
Xu Jun ¥#%, Fang Xiang J5 [}, Xue Liang
g% 5%, Yang Xianshun FH4G)R, Qi Enjin 4[5
B, and other contemporary heavy-
color mountain and water painters
pay attention to the harmony between
color and brush and ink in their works
and regard brush and ink as the nec-
essary language form. We can see that
the successful models of today’s heavy-
color painting all take brush and ink as

SHANSHUI

N
J
C
(o]
I
o)
C
-}
Al
et
it

a significant modeling means and ex-
pression of lyricism.

2. The Cultural Features of Brush and
Ink Language in Heavy-color Moun-
tain and Water Painting.

Brush and ink has always been one of
the core problems of ink painting, and
heavy-color painting seems to have lit-
tle to do with it. But with the contin-
uous extension of the connotation of
the word "brush and ink", it has been
regarded as a product of Chinese cul-
tural spirit and philosophical concept
and the pronoun of the aesthetic
standard of Chinese painting. It is the
most fundamental and main painting

language of Chinese painting. It is not
the patent of the ink painting anymore
but becomes a kind of aesthetic stand-
ard and cultural symbol to reflect the
accumulation of national traditional
culture spirit in heavy-color painting.

“All phenomena,” says Cassirer, “that in
one form or another can be revealed,
meaning perceptions are symbols, es-
pecially when perception is the rep-
resentative of some objects or the
embodiment and the revelation of
meaning.”sThat is to say, symbols not

6 ¥ ALBH, Ryt PUJ7RE L. RS
HRRAL, 1999. 558971,

Jiang Kongyang & Zhu Liyuan. A His-
tory of Western Aesthetics. Shanghai




Xu Jun #1&, Mountain dwelling (lLIJEE) , 64x64cm

only have the function of perception
but also embody some deep meaning.
And brush and ink is exactly the artis-
tic symbol with this feature. The for-
mation and development of brush and
ink language in Chinese painting are
deeply nourished by traditional philo-
sophical and aesthetic thoughts. Lao-
zi's %F “Five colors dazzle the eyes’,
and “The greatest music is silence, a
true image is nearly invisible”. All these
are the most original cultural supports
of Chinese art, which enable Chinese
people to form a unique aesthetic
orientation. The simple black-and-
white world presented by brush and
ink on the color is in line with the sim-
ple and profound philosophy of Laozi
and Zhuangzi ZE#%. When talking
about brush and ink, Zong Baihua 5%
#£ says: “All kinds of Cun brushstrokes,
including dots and lines, are used to
paint objects of the nature to a per-
fect result with the poetic mind, where
poetry is the atmosphere in a painting
scene, which has become the second
feature of Chinese painting. With the
grains of brush hooks and the light
and dark ink, Chinese painting direct-
ly expresses the mood of life, depicts
R g a5 e _ . _ : the spirit of the objects in the spirit of a
ST » G S T TS | s o P > of & simple, light, in a subtle way.” This par-
ﬂmg&%g\’ﬁ;&{\ By S e, i : . . ® agraph summarizes the unique artistic
e ' = | ' and aesthetic characteristics of Chi-
< nese painting contained in brush and
ink. And it emphasizes the function of
brush and ink to express the painter’s
subjective feelings and inner emo-
tions. It implies different aspects such
as the characteristics of the times, the
aesthetic orientation, the integration
of individual emotions, and carries the
overall national cultural characteristics
endowed by the times.

Literature And Art Publishing House,

1999. P 589
7 SRAM RFHOD. Bl AR TR, 19815
12371

Zong Baihua. Strolling in Aesthetics. ~N
Shanghai People's Publishing House, 1981. ol
P123.
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Langer further elaborates on the art
symbol: “If a created symbol (a piece of
art works) is to inspire people’s sense of
beauty, it must be shown in the form
of feeling. That is to say, it must present
itself as a projection or symbol of the
vital movement and must make itself a
logical form similar to the basic forms
of life.”s As a logical form reflecting the
life form of Chinese painting art, brush
and ink has gone beyond the function
of form with the symbolic nature of
metaphorical features. It has national
features and universality and implies
the accumulation of the national cul-
ture, philosophy, and aesthetic spirit.
Therefore, it has not only become the
formal language of freehand brush-
work but also played a significant role
in heavy-color painting. Zhang Yanyu-
an ikt describes the artistic effects
of ink and wash: “no lead powder was
used for drawing clouds and snow, no
green was used for drawing mountains
and no five colors of nature were used
for drawing phoenix. But only the use
of ink can create five colors.”” He gives
brush and ink the function of omnip-
otent and even transcendent color.
Sheng Dashi &K= of Qing dynasty, in
his Record of Mental Journey in Xishan
Mountain, (ZLEMNER) says “Paint-
ing should be dominated by brush and

ink and supplemented by color. And

color can't replace the importance of
ink. So in great painters’ brushwork,
the more vivid cyan and green are, the
more they set off the ink."° It can reveal
8 W4FLPH, SRILTT. P S E. Bl CE R
1, 1999. 5633 71.

Jiang Kongyang & Zhu Liyuan. A History of
Western Aesthetics. Shanghai Literature
And Art Publishing House, 1999. P 633

9 JAFAE. b [ m iR 2 VLR R A AL, 1985.
#5227,

Zhou Jiyin. Summary of Chinese Art The-
ory. Jiangsu Fine Arts Publishing House,
1985. P 522

10 RS, o g2 LR E AR AL, 1985.
#5337,

Zhou Jiyin. Summary of Chinese Art Theo-
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the supremacy of brush and ink. Even in
heavy-color mountain and water paint-
ing, brush and ink has been elevated to
a leading position and become a signifi-
cant artistic symbol in Chinese painting.

Ernst Cassirer believes, “The world of hu-
man beings does not exist as a ready-
made thing, it needs to be constructed.”
Any kind of symbols is the embodiment
of human creativity, and people use sym-
bols not only passively to “react in fact to
the world, but also actively to grasp the
world in thought.”» The painting symbol
of brush and ink is the painter’s refine-
ment of nature and life. It comes from
life and goes beyond it. For contempo-
rary heavy-color mountain and water
painting, brush and ink painting carries
a profound cultural connotation under
the historical accumulation. It has be-
come a language form with independ-
ent aesthetic value and a synonym for
the artistic characteristics, performance
characteristics, and formal character-
istics of Chinese painting. So, if we give
up the artistic language of brush and
ink, it means that heavy-color mountain
and water painting is facing the crisis of
lacking the height and depth of spirit.
Chinese painters’ reliance on brush and
ink in heavy-color mountain and water
painting creation can be regarded as
a lingering complex related to cultur-
al inheritance. Therefore, in heavy-color
mountain and water paintings of the
past dynasties, brush and ink and color
have always played a big role—compet-
ed with each other, never leaving or for-
saking.

Epilogue

ry. Jiangsu Fine Arts Publishing House, 1985.
P 533

11 % 9LPH, SRAZTT. PEJ7EE . Bl 2 iR
1, 1999. 59271,

Jiang Kongyang & Zhu Liyuan. A History of
Western Aesthetics. Shanghai Literature And
Art Publishing House, 1999. P 592.
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The development of Chinese heavy-
color mountain and water painting is
a process of finding the best balance
between color and brush and ink. It
is impossible to completely abandon
brush and ink like Japanese rock-dye-
stuff painting. The profound traditional
cultural accumulation of brush and ink
has contributed to the complexity of
brush and ink in Chinese heavy-color
mountain and water painting. When
it comes to the creation of heavy-color
painting, in Heavy-color Painting and
Its Language, Xue Yongnian g#7K 4 be-
lieves: “Attention should be paid to the
center of the brush and color of the
heavy-color painting, and at the same
time do not forget the accumulation
of brush and ink in color, and what'’s
more, use this skill consciously.”2 The
history of Chinese art reveals that bril-
liant painting works are always the per-
fect combination of color and brush
and ink. The painter will not paint
with color completely, but works with
a complete combination of hooking,
Cun brushstrokes, dotting and dyeing.
These brush and ink techniques are
applied to the creations as the soul of
Chinese painting. Many such painters
have also emerged at present times,
some of them even add the element
of construction so that the shaping ef-
fect produced by brush and ink can be
constituted into the picture in a more
decorative and free way. Therefore, the
significance of brush and ink in heavy-
color mountain and water painting is
no longer confined to the category of
form, but also reflects the self-cultur-
al identity of the painter. The effect of
brush and ink on xuan paper can not
be replaced in other ways and its cul-
tural accumulation has achieved the
profound complex of brush and ink

12 BKAFE. B E A HAE S . AW

%2, 1998(7).

Xue Yongnian. Heavy-color mountain
and water painting and its Language.
Art Observation, 1998

in Chinese heavy-color mountain and
water painting.

Tao Anping [z

Born in 1971, Master of Fine Arts in Si-
chuan University, associate professor,
mentor for postgraduate students,
member of the China Artists Associa-
tion, director of the Sichuan Province
Meticulous Painting Society, director
of Chengdu Contemporary Meticulous
Painting Society, and deputy director
of the Landscape Painting Art Com-
mittee of the Chengdu Artists Associ-
ation.

Zhao Tong X fi

Born in 1998, in Songyuan, Jilin Prov-
ince, now a postgraduate student of Art
Literature Translation in Guangxi Arts
University, graduated from South-Cen-
tral University for Nationalities with
a bachelor's degree in economics in
2021, majoring in finance.

Ning Lizheng 737 1E

Born in Guangxi, China, in 1965.
Professor of Guangxi Arts University
Standing Director of Guangxi Transla-
tors Association

Mentor for post-graduate students
Member of English Teaching Steering
Committee for Undergraduate Institu-
tions of Guangxi

Member of Teaching Steering Com-
mittee of Guangxi Arts University

His publications include: 100 years of
Chinese Qil Painting, Son of the Moun-
tains--A Study of Art on the Yao Paint-
er Zheng Junli's Painting, A Survey of
the Masters and Masterpieces of the
Lijiang Painting School.
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A Fantasy of Mount Bo

Ma Jun paintings

By; Fu Xiaodong
l. Self-consciousness

Ma Jun 532 grew up with a passion
for traditional Chinese figure painting,
from immortals and strongmen to the
scenes of ordinary life. With early talent
and intelligence, he is able to follow
with his eyes and hands, and he claims
it is due to his natural disposition. He
received a rigorous education in fig-
ure painting from the Tang and Song
dynasties when he entered the Tian-
jin Academy of Fine Arts, and learned
the use of brushwork, the expressions
of colors, and the techniques of line
drawing. He understood that seeming-
ly strict and meticulous paintings are
all about writing and brushwork, and
the more he works, the better he gets.
He deeply enjoyed the pleasure of us-
ing lines and brushstrokes, and his lines
were full of charm and quality. Howev-
er, he was not limited to this. He often
delved into the library to study various
materials from ancient and modern
times, both domestic and foreign, and
was unable to stop himself from doing
so, thus acquiring a personal trajecto-
ry that was not limited by the various
fashions of the day.

Il. Collection

We use our paintings to provide for
our collection, and use our collection
to nurture our paintings. Using a live-
ly and energetic line as a criterion for
the eyes, capturing the subtle nuanc-
es and curvature of the line, extracting
the spirit of the times and embodying
aesthetic concepts, taking the North-
ern Dynasties, which were a mixture
of various ethnic groups, as the basis
for ancient study and the aesthetic

ol &

conception in the Sui Dynasty as the
main vein, tracing back to its origins,
and exploring its evolution, for over 20
years, Ma Jun’s collection has covered
the simplicity of the Qin and Han dy-
nasties, the charm of the Wei and Jin
dynasties, the elegance of the Sui and
Tang dynasties, and the ancient styles
of different regions of Europe and Asia,
including sculptures, ceramics, ob-
jects, textiles, and accessories. Tracing
its branches up and down and back to
its origins, using physical objects from
different eras as samples, he experi-
ences the spiritual core of aesthetic
perception across different time and
space, and then delves into the line-
ar conceptions of different schools of
modeling. The depth and breadth of
the accumulation is astonishing. Ma
Jun’s collection is not only about ob-
jects, but also about its essence. Living
with it, he can understand its inten-
tion and imbue its spirit in his work. In
addition to playing with the classics,
there are also places where folk art can
be transformed. Its simplicity, rustici-
ty, and liveliness embody the intuitive
conceptions of primitive art as a whole
world. Its aesthetic object is maximal-
ly expanded on its main vein, that is, it
conveys the true meaning of tradition
and breaks through the barriers of ste-
reotypes.

l1l. Simplicity

The point of simplicity lies in refine-
ment. All of Ma Jun’s works spill out
in one breath, surging like a fountain,
encompassing all phenomena: the
large and the small, the refined and
the coarse, the near and the far, each
with its own measure of appropriate-

SHANSHUI

(f#1l1Y Boshan, Ink and color on paper, 47.5x38 cm, 2023




et
2
)
=
8
Q
=
D
g
Q
(0]
~
=
3
Q
=]
=
Q
=)
Q
[a]
=]
o
=
o
o)
gl
Q
O
(0]
o
W
W
X
N
=
(S
(o]
3
N
(@]
N
W

ness, without a unclear stroke imped-
ing the fresh and lucid spirit, without a
stroke of doubt, nor can a single stroke
be removed from the system. The over-
lap of lines and ink is used to seize and
cut between the various elements, and
also to bloom and expand within the
whole mixed unity. The abstract, func-
tional, and concrete aspects of the lines
are perfectly integrated. They are delet-
ed again and again, reduced again and
again, until the false is removed and the
true is retained, until the impurities are
removed and the purity is obtained. Like
a pot of broth with various ingredients,
though mild, it does not diminish its ar-
omaticity; the simple strokes do not di-
minish the meaning, but rather achieve
the unity of the mind and hands. The
difficulty of portraying figures lies in the
fluency of the strokes, and that implies
a deep and subtle meaning that cannot
be shifted in the slightest. It can be said
that the strokes are soaring on the wind,
yet also lofty and stable. Their weighti-
ness, abruptness, and nimbleness pen-
etrate to the minutest details, exerting
the power of a dragonfly landing on the
water, and this is a rare achievement of
ancient and modern times, known only
to those who have made great efforts.

IV. Pattern and raw substance

Ma Jun takes a straightforward, simple
style, clear and light, like phoenixes fly-
ing together among the mountains,
suddenly meeting a wild deer in the
woods, with a rising spirit. Instead of
chasing after the intense visual stimu-
lation of the spectacle of the consumer
era and the dense and massive stacking
of information, he absorbs the literati
tradition of the simple in its simplicity,
the majestic in its introspection, and the
power of reason and feeling behind it,
naturally rather than pretentiously. Ma
Jun distills the true purity of vitality and
the dripping expression of it in the folk
traditions of the ancient world, using the

(¥ E) Mountain and Forest Scenery, Ink and color on paper, 145x35 cm, 2023




(&) Fine Gauze, Ink and color on paper,39x49.5cm, 2023




(lL#kZE) Mountain and Forest Scenery, Ink and color on paper, 76x145 cm, 2020
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(i » F8) Hidden Swimming Ink and color on paper, 49x76 cm, 2023
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harmony of pattern and raw substance
to control the recalcitrant wildness.
The brushwork is smooth and sponta-
neous, the style is pretty and easy, the
ink is splashed and wielded, and there
is a core of the excellence both in form
and quality that mixed in a stylist way.

V. Style

Ma Jun'’s unique style has been devel-
oped through a long process of assim-
ilating historical clues and continually
experimenting and iterating. Based on
accidental triggers, inner compliance,
and accurate perception, he has re-
peatedly refined and condensed the
basic aesthetic elements to create
a clear, stable, and unique personal
structure that reflects the historical
cultural context. The relationships and
qualities between the points, lines,
colors, and surfaces that are woven to-
gether, as well as the increasingly pu-
rified language, construct a complete
inner spiritual world. With a modernist

aesthetic perspective, Ma Jun finds a
spiritual affinity with ancient art across
civilizations, absorbing the forms and
structures of folk art and creatively ex-
perimenting with form and style.

VI. Mount Bo

The conception of nature in the Han
Dynasty is “The Dao is without effort,
allowing things to follow their own na-
ture. Thus, we release fish into the river
and set beasts free on the mountains,
following their desires and nature. Why
not force fish to swim uphill or drive
beasts into deep waters? This would
violate their nature and disrupt their
dispositions.” (Of Nature, Discourses
in the Balance (itfii - HARRE) ) “l
speak of having the world because |
possess myself. When | possess myself,
the world also possesses me. | am in
harmony with the world, and when |
possess myself, | am in accord with the
Dao. To possess oneself is to preserve
one’s body, and by doing so, one be-
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comes one with the Dao.” (Searching
Out the Dao, Huainanzi (fEFg 1 « JRid
JII» ). During the Han Dynasty, people
believed that all things were manifes-
tations of the supreme god. The image
of Mount Bo was both derived from
the “primordial energy” of all things
and manifested from the chaos of na-
ture. Everything was interconnected,
with water turning into mountains,
mountains becoming spirit beasts and
immortals, and ultimately returning
to the primordial energy, complet-
ing the cycle of all things. By lightly
sketching out the most primitive ele-
ments of things, everything could be
transformed, allowing nature to take
its course. Ma Jun'’s outlook is reached
through his exploration and pursuit of
language, form, and the spiritual world.
In the natural ink, his strokes naturally
change and follow the method of the
unity of Yin and Yang to obtain their
Qi and take their momentum. From
the chaos, the strokes jump out of viv-
id images and swallow the universe,
born in nature, grown in nature, not

violating nature, simply natural. Since
the Han Dynasty, Mount Bo has been
a description and imitation of the ide-
al world of mankind, a microcosmic
model of the universe. Ma Jun'’s works
unconsciously refer to everything
on Mount Bo, where clouds and smoke
generate fragrant grass and feathered
people, mythical creatures and auspi-
cious trees; the figures in the paintings
forget the distinction between oneself
and the outside world; humans and
animals are subjectively intertwined
in one space; the divine and immor-
tals blend seamlessly in ink, and all
things integrate into a whole.

Ma Jun 5%

Born in Tianjin in 1975, graduated from
the Department of Chinese Painting of
Tianjin Academy of Fine Arts in 1998.
He is currently teaching at the School
of Chinese Painting of Tianjin Acade-
my of Fine Arts.




The form without the spirit is a

dead form
Jing Hao
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Paintings of
Lin Xueming #k2%H] Sk

——The abstract Cubist Paint-
ing: Seeking the Way , Seeking
the Essence

By;: Aurora Vivenzio

The paintings of Lin Xueming in Sihui,
Guangdong, are very much in the style
of the European 1912 Section d’Or cub-
ist-abstraction. The characteristic fea-
ture is the essence of the object that
can be extracted by breaking down
the pictogram, as in the Wetland Se-
ries (VBRI R (fig).

Like the last Cubist artists, their aim
was to achieve the essence of the ob-
ject by breaking down the form and
recombining it from different angles,
highlighting the use of colour.

After the '85 New Wave of Art, a new
wave of creation was formed, and the
trend of consciously using local tradi-
tional cultural resources to create con-
temporary art since the new century
has also manifested itself in the cre-
ation of abstract art. So this concept
of written abstraction allows Mr. Lin's
paintings to realise those elements
common to Western Section d'Or: that
is, to reach the extreme form of the
object, but without falling into pure
abstraction. If anything, it captures
the deepest essence of the object, and
thus the Tao as well.

Interestingly, Mr. Lin's paintings grasp
the essence of the Tao, not from the
cold, geometric and rational abstrac-
tionclaimed by the'Kinko's' artists, such
as Kandinsky in Composition IV (1911)
(fig. 3) or Piet Mondrian (1872-1944) in
Composition No. Vil (fig.4) , the art of
Robert Delaunay and Sonia Delaunay,
but he always does so through the use
of free, discontinuous brushstrokes. A

Wetland Series, 22-10, Paper, Mixed media, 96,7x87 cm, 2022
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Wetland Series, 22-11, Paper, Mixed media, 93,6x86,7 cm, 2022

brushstroke that does not create a pre-
cise form, interrupts the composition
at a certain point and leaves a blank
section of the canvas where the tract is
embodied. The 'potentiality’ of matter
is expressed, leaving room for the im-
agination and all that is 'potential It is
in the fragmentation of form that Lin
Xueming first depicts the invisible and
allows it to become visible.

Perhaps this is one of the main differ-
ences between Mr. Lin Xueming and
the earlier abstractionists. Whereas
European artists believed that the es-
sence of things was inscribed in a per-
fect code (the so-called golden mean),
for Chinese artists the essence is em-
bodied in the void, untouched by any
rational scheme. Although some of the
ways of thinking and even language of
traditional Chinese art are already ev-
ident in the drip painting of Jackson
Pollock and the writing strokes of Mark
Tobey, the art of Pollock and Mark To-
bey, for example, still places artistic
thinking from the East mainly within
the framework of Western preconcep-
tions, and does not leave the concept
of rationality, the concept of reason.
Mr. Lin's paintings themselves become
the embodiment of a higher figuration
of harmony and harmony, of ethereal
emptiness.

However, there are some similarities
between Lin's views and those of Mark
Tobey. For both of them, abstract paint-
ing reveals the true nature of things
beneath the surface, a means of cre-
ating new worlds, and as such it must
be the result of an individualistic way
of looking at the world. For abstract
painting, any imitation or repetition is
a meaningless affair. For this reason,
Mark Tobey continued to create acrylic
paintings, while Lin Xueming had used
ink as his main medium for a period
of time in order to distance himself
from all the Western masters of ab-
stract painting; but unlike artists who
generally experiment with ink, he did
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W. Kandinsky, Composition IV, oil on canvas, 159.5x250.5, 1911
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not limit himself to the ink medium, perhaps touched by his
inner feelings and needs. Around 2008, he introduced acrylic
into the creation of abstract ink and after 2012, his direction
became clearer and clearer, as he completely abandoned the
traditional literati way of writing and ink, and instead united
the rational, clear and hard style of acrylic paint with the sen-
suality, randomness and softness of the ink medium in a chic,
fresh and forceful abstract composition by writing in rows. In
fact, Lin's art is not only about the rational and clear style of
acrylic paints, but also the sensual, random and soft look of
the medium.

In fact, Lin's art acts as a medium not only on a technical level in
the West and East, but also on a conceptual level. He explores
the potential for artistic expression arising from the combina-
tion of two heterogeneous media, acrylic and ink, rather he
seeks to realise a dialogue between the cultural spirits of East
and West through the tension between the two mediums.
The combined use of artificial materials (acrylic) and natural
materials (ink and wash) makes it possible to recreate that real
and vivid relationship between human and natural experience
through the ‘artificial. And this concept emerges in his Touch-
ing Mountains series (filill1) , a re-abstraction that combines
a narrative of a time based on the writing series of '‘08. «In 2005
Lin had a life-and-death experience in Tibet, which changed
his view of life and the world, including his sensitivity to the
microcosm and his perception of the “cycle of time”». In terms
of visual expression and spiritual construction, a basic frame-
work for the abstract expression of the human figure is slowly
formed. The “form” of this framework appears as the face of the
form, so that the original form of the “form” no longer exists,
but is able to express and resonate with people, and the pur-
pose of abstraction is thus achieved.

——The union of Chinese and Western - the fu-
sion of ancient and modern

By; Giacomo Bruni

Lin Xueming's #2428 paintings, at a superficial glance, im-
mediately recall the category of Western abstract painting. A
pictorial movement that rebelled against the form and rep-
resentation of the world around us. It changes the artist's plan
of action, abstracting him from reality by transporting him into
a world that at first was fascinated by basic geometric forms,
such as the line, point, square and the circle. It returns colours
to their primordial condition, to the elements that express the
invisible balances of the world. This type of expression is en-
riched by the artist's personal emotions and feelings, becom-
ing an inner language aimed at expressing the intimacy of the

Piet Mondrian (1872-1944) Tableau No. 4 / Composition No. VIII, oil on canvas, 1913
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painter, moving the observer accord-
ing to hiswill. In less favourable circum-
stances, this type of painting has been
limited to the pure representation of
shapes and colours, which could de-
light the eye, but without being able
to communicate any message or feel-
ing, becoming an empty commercial
object, which, following the modali-
ties of capitalist consumerism, exists
only to satisfy the market, becoming
a commodity and probably the most
genuine representative of the most
decadent aspect of contemporary cul-
ture. The birth of abstract painting in
the West sees, among other reasons,
a reaction to the traditional modes, at
least from the Renaissance onwards, of
traditional Western painting, which af-
ter Leon Battista Alberti's perspective
revolution, closely linked to the anthro-
pocentric vision that arose after the
medieval period, inevitably dragging
painting into the realm of the visible,
making the painter's point of view the
only channel of access to reality, and
thus, limiting the pictorial expressive-
ness for centuries, which finally led to
its self-destruction at the beginning
of the 20th century. On the contra-
ry, in the Chinese art scene, sight has
never been a preponderant element,
and the representation of the world,
of reality, has never been lowered to
the representation of the visible, as Su
Dongpo says: "He who discusses paint-
ing in terms of the similarity of form
has a vision that approaches that of a
child." (WELLEAL, W5 )LELL. ). This,
also thanks to the brush techniques
common to calligraphy, a purely ab-
stract art, has given Chinese painting a
degree of abstractionism that has en-
larged the artist's spectrum of action,
enabling the possibility of expressing
images and feelings, emotions and
concepts without having to abandon
and permanently destroy the form,
and creating a language in continuous
evolution, without drastic ruptures or

rejection of the past.

Lin Xueming, who was born and raised
in China, got to know Western aesthet-
ic expressions and thought and man-
aged to create a unique and personal
artistic language that combines the
key elements of these two cultural ex-
pressions. He created an abstract art
that evokes form and thus the world in
which we live while at the same time
communicating the artist's interiority
oh an abstract level, without being a
slave to either tradition. This technical/
expressive realm achieved by Lin Xue-
ming is a possible response to what
the goal of the Linghan School was (i%
FIHJR), the first school to create a uni-
versal pictorial language that would
unite the East and West. It was "the
union of Chinese and Western and the
fusion of ancient and modern" (F1ZE+
7, BLC 4. Lin Xueming unites and
Mmakes contemporary different tradi-
tions on different planes, starting from
the material ones, such as the picto-
rial materials typical of China like ink
and paper, and those coming from the
western world, such as acrylic colours,
bringing them into dialogue and suc-
ceeding in harmonising their expres-
sive peculiarities such as the fluidity of
ink, its tonal spectrum and its ability to
relate to water and paper, and at the
same time the strength and stability of
acrylic that almost ignores the pictori-
al support on which it is applied, but
which does not obscure the expres-
siveness of the ink, managing to enter
into harmony with it, almost assimilat-
ing its characteristics, creating a dual-
ism that does not conflict, but follows
the modalities of the relationship be-
tween yin and yang, the universal ar-
chetypes that do not enter into antag-
onism, but thanks to the relationship
between one and the other reach the
highest level of expression. The same
is true for painting techniques, in Lin
Xueming's works the brush is multi-
form and multicultural, it is central, it is
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Chushan (fiiliy 35,2015

flat,itis dry, itis wet, it is fluid, it is mon-
olithic, it is round, it is square, it has cal-
ligraphic and pictorial characteristics,
it flows like water and imposes itself
like slate, succeeding in expressing a
fundamental element of Chinese art,
that is the concept of variation (bian-
hua %24k) that is, as Shi Tao says: "the
continuous process of the force of cre-
ation, the flow and propagation of the
life energy of yin and yang. " (&4 &4
Z e, BIFHAREZRATH). The same
can be said for the composition, the
two-dimensionality of Western ab-
stract painting is projected into the
depth of the white of Chinese abstract

painting, as white relates to emptiness,
defeating the Aristotelian fear of hor-
ror vacui, hamely that "nature abhors
emptiness”, an all-Western conception
that only considers the physical and
material nature of things, which differs
from the Chinese one that sees empti-
ness as the medium where qgi can flow
and generate "a sense of spiritual res-
onance and vitality" (S#4:3)), the first
of Xie He's painting principals. In these
terms, Lin Xueming succeeds in creat-
ing a universal contemporary painting,
with solid foundations in both tradi-
tions, managing to give voice to both
without lapsing into anachronism, but

SHANSHUI

rather updating and enriching them
with his own vision, following the typi-
cal modalities of Chinese thought, that
is looking at the past without being a
slave to it in order to grasp the teach-
ings and visions best suited to our time
and interiority, as Tobey says: "To redis-

Chushan (fiiliy 109, 2015

cover the past is to move forward. There
is no surcease when we constantly de-
stroy what we have built. The future is
carved with the implements we creat-
ed be fore it was upon us. The past of-
fers the art student different roads, all
converging towards his present.”

¥




Lin Xueming succeeds in this process,
without succumbing to sterile copy-
ing, but generating a fresh and rich
fruit, pleasing to both East and West,
bringing them into harmony, perhaps
getting close to the goal Huang Bing-
hong hoped for, namely that 'in this
way it will be possible to avoid wars
and massacres. That is why | say that
art is the best way to preserve life. Not
only does it make our nation grow, but
it can also elevate the happiness and

Chushan (fililiy 40,2015

Chushan (fitlli) 20,2015

longevity of all human beings." (LA AT DL 4
Fl g, BRI T . AL, 2R & A
FRAETTE . AMERFRR P ERE, HAEFRRK
2 NEAEAHEAE . )
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China: an Open
Concept of Art

By: Matthias Drescher

Taking a walk is for contemplation and reflec-
tion, and it may at best offer a friendly surprise.
| don't have to know every single footstep, but |
want to trust the path, even if it leads far away.
In fact, we can even go for a pleasure walk in
China - even non-Chinese like me, if we develop
the necessary trust.

Mine came about quite abruptly: in the descrip-
tion of Tang-era civil service careers, in "The Chi-
nese World", by Jacques Gernet. High officials
were selected in nationwide examinations and
appointed throughout the empire. They had to
master the classical scriptures and be able to
write ad hoc poetry. Many became friends with
each other, corresponded for life and sent each
other their poems and paintings. A man of let-
ters spent his retirementin a rural idyll to pursue
music, calligraphy, poetry and painting. What
he created was intended only for connoisseurs
and it was shown off or given away with care.
Today it is the epitome of ancient Chinese art.
Even if the practice was more differentiated - it
was the basic pattern that fascinated and cap-
tured me for the culture as a whole: Educated
Chinese made their own art. Painting, poetry
and music were not the privilege of special-
ised "artists", but they were important means
of expression and essential for exchanges with
friends. Even for his career in real life, an official
had to be able to write poetry.

Ancient China showed that art can be practiced
in a different way than we are used to. Lay peo-
ple, too, are able to express themselves artisti-
cally. They need not remain mute, and those
who start early enough can articulate subtly.

1 One of the best examples is even pre-Tang: the
"Gathering at the Orchid Pavilion" for the Spring Fes-
tival in 353, Invited by the calligrapher Wang Xizhi,
learned guests camped on the bank of a stream,
floated little boats on it, drank wine, and improvised
poems whenever a boat landed by them. Wang
Xizhi published these poems with a preface that
wistfully evokes the springtime mood and is still
famous today as calligraphy (2ZF) .

Cui Zizhong #F &, Xiuxi at the Orchid Pavilion (2= &) 30x259cm




Moreover, they will better understand
the works of others.

Certainly, the literary ideal is only one
aspect of Chinese culture and it was
based on complex traditions. But that
is precisely why it helps to grasp those
traditions. And although Eastern and
Western art have different roots, and
although creativity is so important
in the West - the self-understanding
with which a Chinese official painted
or wrote poetry remains captivating.

It can inspire our own lives and at the
same time it will foster the confidence
which we so urgently need when deal-
ing with China.

Wen Zhengming XMW, Xiuxi at the Orchid Pavilion (%58 24.260.1cm

Matthias Drescher

An essayistic writer, focussing on cul-
tural history and on intercultural per-
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This [traveling among the mountains] is also called
the joy of the benevolent and the virtuous man. The
wise man follows the Dao in spirit, the virtuous man
understands it; the shape of the mountains and wa-
ters show the Dao's charm, and the man of virtue
takes pleasure in it.

Zong Bing.



In the Footsteps of Literati with a

Digital Brush

By: Wieslaw Borkowski

Under the steady rhythm of a laptop
keyboard and the gentle glide of a sty-
lus across the screen, a new panorama
comes to life. On the digital canvas,
horizon line shifts, mountains pierce
the clouds formed of empty space,
and rivers chart their courses - each

digital brushstroke a testament to the
fusion of cryptoart and Chinese moun-
tain and water painting. The person
behind the screen is Baiwei, an artist
whose work resides at the crossroads
of tradition and technology. There's
an inherent spontaneity in his creative
process, a luxury afforded by the digi-
tal art realm, where creativity isn't de-
pendent as much on a physical studio,

_—
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tools and materials. With each piece,
Baiwei invites us into a conversation -
a dialogue between the old and new,
East and West, human and Al, that un-
derpins his artistic vision.

In the realm of digital landscape artist-
ry, the process of creation begins long
before the digital brush touches the
surface of a screen. For Baiwei, it com-
mences with the gathering of raw data
- numerical fluctuations from the cryp-
tocurrency market. He usually extracts

R

these data points from global crypto-
currency platforms. Then he elegantly
weaves them into the initial fabric of
his artworks by transposing the data
trends onto the canvas. They serve as
a scaffold for each landscape’s horizon
line, influencing artwork’s structure
and composition.

The data not only provide a solid foun-
dation for the artist's work, but they
can also serendipitously contribute
to the creative process in unexpected




CHRONCL_ASH (3)

ways. Baiwei recounts a memorable
instance when a trending pattern of
a cryptocurrency $SASH mimicked
exactly a symbol related to a famous
project based on it. Upon noticing this
curious coincidence, the artist swiftly
created an artwork featuring a Song
style snowy landscape, capturing the
essence of the data's tale. The piece
was promptly published and soon col-
lected by a renowned Chinese crypto
collector.

Construction of the base landscape
structure is always done by hand. It
relies on an equal contribution of the
artist's imagination and converted
trending data. For Baiwei however,
the most challenging aspect is not the
initial creation of the structure and
composition; it is the identification
and projecting of a style that could
best serve the canvas and enhance
the narrative woven by the data.

Amidst the challenges lies the joy of
creation. For Baiwei, the thrill comes
in the work with processed outputs,
especially overpainting raw landscape
with waters and mists - shanshui’s
soul. The artistry required in shap-
ing these elements lends a distinct
character to each artwork, breathing
spirit into the digital panorama. The
landscapes are not merely data rep-
resentations; they are living, dynamic

.« ecosystems, a testament to the artist's

4 passion for synthesizing diverse ideas.

# The most recent example of a com-
| plex Al-collaborative project is “Mem-
oirs of Bull". It marries Ethereum data
and history with the power of Al to

™ birth a poetic cryptoart chronicle of

~ the bull market year of 2021. The col-
lection is not only steeped in the aes-
thetics of Asian art but also carrying
its profound heritage. The collection
comprises of 12 paintings, each ech-
f oing the month-specific ETH/USDT

trending data. In each artwork’s de-
scription is an acrostic poem en-
crypting the history and key events
that occurred in the month it de-
picts. Imprinted on the landscape are
“classical” seal signatures: a peculiar
collection imprint, artist's name seal
and Ethereum chop. One will also
notice short calligraphic colophon
written in Baiwei's original cryptic
English writing, which he humorous-
ly calls Bk (baiti - “Bai script”). These
few “characters” describe the curren-
cies (ETH to USDT) and the month of
trending.

Not only visual elements echo the
collection’s rich legacy of Chinese
mountain and water painting; to em-
phasize the collaborative nature of
this artistic dialogue, the artist ena-
bles collectors to add their signature
seal and a new colophon directly
onto the painting. This operation is
possible thanks to a dynamic block-
chain contract, while the inspiration
originates from Baiwei's deep-rooted
admiration for engaged nature of the
literati culture and the provenance of
ancient Asian art.

The idea for “Memoirs of Bull”
emerged from Baiwei's exploration
of the cryptoart terrain and the nos-
talgia for the prosperous bull market
of 2021. Although experienced with
data-based projects, the artist hasn't
yet tried the newest tools recently
developed in Al domain. Exploring
a new potential of human-machine
collaboration became the driving
force for this experimental collection.

Chat GPT-4 played the first violin in
this creative process, conceptually
establishing human-Al dialogue as
the project's foundation. Seeming-
ly a simple chatbot function offered
unlimited brainstorming powers
and kept surprising with unexpect-
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Memoirs of Bull |

ed inspirations. It had an influence on al-
most all aspects of “Memoirs”. Aside of the
conceptual work in the collection’s back-
ground, GPT-4 was directly responsible
for composing encrypted acrostic poems.
That process was not without challenges.
Initially, Al's poems lacked finesse and di-
versity, however, when Baiwei began to
refine the data and discuss with Al about
structural and stylistic changes, the results
improved significantly. To ensure the poet-
ic quality, with each set of improvements,
a poem was blind-checked through a new
chat and asked for constructive criticism.
Here's an example of a piece written for
March:

Majestic peaks of code and blocks arise

Amazed punks in awe, Nifty's dazzling
heights

Revered Beeple's sweet 6-9, Kovan's prize
Casting shadow on the bullish terrain

Hodl! Here comes a decentralized
domain

As for the visual side of Al palette, the
crucial element was DeepDream, an old
but trustworthy tool available since 2015.
While it sometimes present technical
challenges and issues with outputs, this al-
gorithm seamlessly melded selected Chi-
nese painting styles onto prepared land-
scape structures, prepared by the artist in
advance. In order to maximize the quality,
panoramas were processed in multiple
separate fragments. Selecting the right
Chinese painting style to superimpose
on the painting is a challenging task and
there are several factors the artist would
usually consider: purpose of the artwork,
driving inspirations of the moment, con-
text of used data, desired aesthetic effect,
whether the work is a standalone piece
or part of a larger collection. Working on
“Memoirs”, decisive were the artist's recent
inspirations of appreciating Ming dynas-
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ty's Qiu Ying (fL3%) mountain and water
paintings.

Next in Baiwei’s tool palette were various
upscaling and filtering algorithms, utilized
to adjust and further refine the visual al-
lure of the paintings. These unexciting
tools provide simple utilities which never
surprise nor fail. Worth mentioning is the
fact that generated effects are always far
from satisfactory for the artist, and after
this step comes the manual perfecting in
a graphic software. For the “Memoirs” it
took several weeks.

After polishing the paintings, it's time for
the controversial text-to-image Al gener-
ators. Creating a signature seal with such
tool was always unacceptable for Baiwei.
However, the specific nature of “Memaoirs
of Bull” deserved an attempt. The artist
started from describing the collection to
GPT-4, asking for a seal's shape and con-
tent suggestions. Surprisingly, chatbot
proposed to base it on ritual tripod caul-
dron (ding #), a quite unusual design
which also felt like a perfect fit! Then, text
prompts were put through the tools such
as Midjourney, StableDiffusion and Dalle
to generate various seal imprints. From all
the outputs a few images were combined
and processed in graphic software. Using
a fine brush and an eraser, Baiwei made
sure that lines realistically imitate marks
of knife carving. The last step was ensur-
ing the Collection Seal is correctly scaled,
looking natural and balanced on the can-
vas. With this final touch and exporting file
as .png, the collection “Memoirs of Bull”
was ready for release.

Baiwei's original approach results from his
diverse background in the fine arts and the
tech industry, where he co-founded a VR
startup, FXG. That's why a fusion of tradi-
tional Chinese painting and cutting-edge
technology sits at the heart of his work.
It's a dualistic confluence of old and new,
bridging gaps between centuries-old ar-
tistic practices and the futuristic potential
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of the digital age.

His active engagement with technology
affords him the ability to exploit the lat-
est tools and innovations in service of his
artistic vision. This dynamic relationship
also fosters an environment of unexpect-
ed inspiration, encouraging the synthesis
of ideas from disparate fields. The incorpo-
ration of artificial intelligence into his cre-
ative process marks the latest evolution in
this exciting journey. Through “dialogues”
with Al, Baiwei has unearthed new crea-
tive methodologies and spontaneous in-
spirations. The acceptance and trust he
places in the Al's contributions form a cru-
cial component of his artistic process.

Concurrently, Baiwei embraces the trans-
formative power of blockchain technol-
ogy, a vital player in the digital art scene.
The blockchain's immutable and trans-
parent nature allows his data landscapes
to be permanently stored on-chain, main-
taining an authenticated record of their
creation and all subsequent transactions.
The robust provenance provided by block-
chain echoes the traditions of Asian art
history, once again drawing a striking par-
allel between the old and new.

Another interesting example inspired by
Chinese mountain and water painting is
the “CHRONCL:ASH" collection. It consists
of 12 separate artworks representing 12
months of SASH cryptocurrency trending,
seamlessly fitting together into a contin-
uous morphing long scroll (chang juan
£+&). Functioning as a cryptoart chroni-
cle stored on blockchain, this project im-
mortalizes community voices inscribing
them into English colophons, one on each
painting. Moreover, future collectors are
allowed to imprint a new signature and lit-
erary description. “CHRoONCL:ASH” blends
a few different Chinese painting styles
which symbolizes significant changes in
that cryptocurrency’s situation across one
year.
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These cryptocurrency landscape’s
connection to tradition extends be-
yond the mere visual and aesthetical
aspects. In a subtle, conceptually pro-
found way, Baiwei links it to the values
of the ancient literati culture. Beside
intrinsic digital provenance, the plas-
ticity of the blockchain’s contract al-
lows a variety of interesting “mechan-
ics” to be applied to digital art. This
creates seemingly endless opportu-
nities for new forms of expression, art
appreciation and engaged collecting.
One of the technical possibilities with
so called dynamic contracts is editing
of its metadata, effectively the ability
to update a digital artwork. Drawing
inspiration from the antiquity, Baiwei
enables the collector to imprint new
signature seal and add calligraphic
colophon onto the original artwork,
the process repeated each time the
artwork changes ownership. For those
uninitiated in the classical arcana or
lacking the required skills, the artist
makes the writing and crates a custom
signature chop. Such engaged art col-
lecting not only revives ancient tradi-
tions, but also produces a meaningful
chronicle surrounding rapidly chang-
ing market trends and community of
people who came in the artwork’s pos-
session.

The synthesis of traditional art forms
and modern technology, as exempli-
fied by Baiwei's work, presents a fasci-
nating frontier in the realm of creative
expression. This convergence marks a
significant evolution in the art world,
setting the stage for limitless explora-
tion and innovation.

Traditional Chinese landscape paint-
ing, steeped in history and symbolism,
finds a dynamic platform in the fluid
and ever-changing landscape of digi-
tal technology. This provides artists an
opportunity to navigate and express
the interplay between form, structure,

and narrative in unprecedented ways.

In this context, Al emerges as more
than just a tool—it becomes a creative
partner. The co-creation process fos-
tered by Al allows for an exploration of
new artistic methodologies and inspi-
rations. This partnership does not seek
to replace the human hand but to ex-
tend its capabilities and horizons, add-
ing another layer of complexity and in-
trigue to the creative process.

Similarly, the advent of blockchain
technology is revolutionizing the art
world by providing new ways to au-
thenticate, store, and transact digital
art. More interestingly, it adds anoth-
er dimension to the art piece itself. It
becomes a dynamic canvas that can
carry the narratives of its creators, own-
ers, and even the market trends of the
times, much like the ancient scrolls
carrying the colophons and seals of
literati painters and collectors. This
strengthens the bond between the art,
its creator, and its audience in a unique
and engaging way.

The incorporation of cryptocurrency
data into the very fabric of art brings
a unique dynamism to the creative
process. It serves as a metaphor for the
fluctuating realities of the digital age,
offering an innovative avenue for the
interpretation and representation of
value and change.

As we delve deeper into this exciting
terrain, the fusion of the old and new,
the East and West, the physical and
digital, continues to spark dialogues,
stir inspirations, and redefine art. The
blending of tradition and technology
does not merely signify the evolution of
art; it stands as a testament to human
creativity, resilience, and the ceaseless
pursuit of self-expression.

Memoirs of Bull Seal

Wieslaw Borkowski / Baiwei (1 £) is a Polish artist reveling in creative dialogue of
East and West, tradition and technology. Mastered in Sinology at Warsaw Univer-
sity and in Traditional Chinese Painting at China Academy of Art, was the first for-
eign student in Department’s history to receive the Grand Prix for the best gradu-
ate artwork. In 2017 cofounded “FXG”, a VR company with creative vision elevating
the standard of art in tech industry.
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