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By;  Hu Bin

The artist Lin Ruixiang has ti-
tled her recent series of works "

" (Yóu Yuán, "Garden Tour") 
and explained: "I use a mental 
'garden tour' to 'comfort this 
sense of decay that comes with 
spring.' 'All things revive' should 
be 'full of vitality,' so why does 
it correspond with 'decay'? This 
reminds me of the lyrics in The 
Peony Pavilion ( ): 

colors bloomed everywhere, but 
such beauty is all given to bro-
ken wells and collapsed walls,' 
which reveals a sense of wast-
ed youth and sorrowful melan-
choly."

Of course, the artist is not at-
tempting to express the so-
called youthful melancholy in a 
narrative way; this is only an in-
troduction, leading to the 'gar-
den tour' in her consciousness. It 
is somewhat akin to the ancient 
Chinese literati's 'lying tour,' 
where they used landscape 
painting to meditate on nature. 
And as she unfolds her paintings 

stone imagery, we suddenly re-
alize that this is not a tangible 
landscape, like the 'landscape 
of the full wall' one might ex-

serene, constructed with circles 
and dots of varying thicknesses, 
gradually weaving together a 
misty, ethereal forest-like image. 
Many of her paintings appear as 
partial views of landscapes, frag-
mented and unclear, but when 
shown as a whole, they take on 
a grandeur reminiscent of Song 
dynasty landscapes. 

In the structure of these inter-
connected patterns, occasional 
holes appear, like rock caverns, 
or like blank spaces in the paint-
ing; some parts are colored, yet 
the color layers seem to have no 

-
terpart. Overall, although titled 
"Garden Tour," the work is more 
of an internal "walking," akin to 

Qu ( ), where she doesn't 
emphasize reproduction or 
form-giving, but rather exists 
in a fused state of brushstrokes 
and perception.

Some of her works include an-
cient poems written with de-
liberately incorrect characters, 
forming another layer of rela-
tionship between images and 
words. These phrases convey a 
sense of nostalgic sorrow, yet 
are completely unrecogniz-
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able, turning into symbols of 
words that 'drift with the wind.' 
" " seems to be more about '

' (wandering) than ' ' (gar-
den). It appears to have both '

' and ' ' at the same time. Pri-
or to this, her works had most-
ly been themeless, presenting 
a 'state between certainty and 
uncertainty.' " " is the result 

to China, extending from her 
own thoughts. She studied in 

the cultural nourishment she 
received, she was neither pure-
ly Western nor fully devoted to 

traditional Chinese culture. The 
cross-cultural context led her 
to rethink some aspects of Chi-
nese culture. She was deeply 

theory of 'interstitiality,' and she 
also became fond of the Shi Tao 
Painting Notes ( ) 
and the story of Zhuang Zhou 

-
ing in them a triadic, interactive 
relationship, rather than a bina-
ry one. She carefully translated 
Pierre Ryckmans' Annotations 
on Shi Tao's 'One Painting The-
ory' ( ), and the concepts of 
'vulgar,' 'trace-less,' 'non-action,' 
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and 'faint' from the theory im-
pacted her. Ultimately, I believe 
the fundamental idea of 'One 
Painting Theory' was its inspira-
tion in constructing a painting 
as an impossible method, not a 
tool to embody or materialize, 
but more about representing 
a free realm built on one's true 
nature. At the same time, 'One 
Painting Theory' had a guid-

constructs her works. She con-
tinuously connects circles and 
dots to organize the relation-
ships within the paintings, in 
harmony with the relationships 

between 'painting,' 'ink,' 'brush,' 
and 'wrist,' as well as the paint-
ing logic of 'a single stroke on 
the paper leads to many paint-
ings following it.'

Interestingly, from Lin Ruixiang's 
reading, it is evident that she is 
more interested in books that 
interpret Chinese culture from 
a Western perspective, such as 

scholar Cheng Baoyi on Chinese 
poetry, calligraphy, and paint-
ing. Cheng Baoyi's academic 
background is connected to 
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goal is to reveal the deep struc-
tures and reasoning behind po-
etry and narrative, and the ex-
tended meanings that emerge 
from them. Roland Barthes, Shi 
Tao, Cheng Baoyi, and the occa-
sional works she has explored, 
such as Plato's theory of 'Ideas' 
and the Buddhist view of 'dust 
particles and emptiness,' form 

on subject-object relationships. 
Of course, this network is devel-
oped through her own perspec-
tive.

I am not trying to mystify Lin 
Ruixiang’s creative semantics, 
but rather to capture the rea-
soning and direction of her 
paintings within the shifting re-
lationships of her consciousness. 

" begins with a single 
point and gradually expands, 
setting the tone for a particular 
painting, and in the process, her 
mood and thoughts bring forth 
various images and words. She 

of this organization, yet neither 
'responds to objects' nor 'hints 

" natural-
ly contains emotions, but they 

they set up 'dreams.' Between 
the real and the imaginary, be-

the subject and the object.

“In March 2016, as everything 
revived and spring arrived, I felt 
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I should go out and tour the 

-
sons, I could not travel, and I felt 

already told us that everything 
we see in reality is an illusion; 
only ideas are real. And the Bud-
dha also told us the truth of 
'dust particles' and 'imperma-
nence.' So, I decided to take a 
mental 'garden tour' to explore 
the process from dust particles 
to illusions, in order to soothe 
this sense of decay that comes 
with spring.”
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"The highest and deepest level [of creation] is 
achieved when one acts halfway between inten-
tion and non-intention."
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