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This exhibition has a profound academic significance, which Johnson Tsong-zung Chang
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MRUX—BERTIREGE, RINASRN—FRALTR, BEECRAEREAREEE, BFAEAMRE—FIXRR? XFHXR
BR—MREHLANXRR, BESAFTIEMEAN—FEE . WIIRTREBENE—EE LEHAEERIISH. XN
HREARHNE—NZEAR, BRMNERAEXEN. XEANEXHERNEE, hERAESTANEE, ENNEE.
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Folding—book is a traditional medium. As we are using our expression in contemporary language, will there be a

connection? The connection is not only limited to visual language, but also the artist's thought about the traditional
medium. How we take this as a challenge on a new level? This is a question for all of us. There is a deep layer of

culture study, which includes the medium and form.

Zhang Yu
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This exhibition brings us ﬁ’“io_-m- adition as a
-

n looks into future through each artist's

exﬁressme na_ir.iﬂvg.of history that define > 'now' and 'future'. In this case, Chinese artists share the

same idea as western peers. What is tradition? It depends on what is done and yet to be done. It is also to do with

the globalization and modernization and all the issues we are facing together at the moment.

The study of western art has become a core part of Chinese contemporary art. The way we optimize local culture

recourses to solve the contemporary issues has break the dualism of China and the West.

What makes this exhibition different is the way the viewers encounter the artworks. No matter on wall display or
on plinth, there is the intimacy experience and interaction between the viewers and the books. There are always
problems when showing traditional Chinese paintings in a modern space. Because the distance between the viewers
and the artworks will take away the vibrancy of the ink color and the tactile feel of the material. This exhibition has

provided us a excellent solution.

Ye Yongging
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BRIIRE S ERSEN RE X MANRIEMIRH . BRRIES
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—PHESHE. MEPRETEERBFER—TRESHE
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i, BRERIRE, BER—MEE. —MiEN. BB, BILERS
BEZH. BN SMABSHEZNNNE, HEFEE. IR
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LIANE =B ERFAIEIN
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T HE . HAMREE.
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2004-2005%, HAESBEIEME, HIOIKFERZARR1IFEE
B EMINERREEENER BU/RERIBHR, T
—LARTN, FEFERE LEOE—LERA. BRINKIBRIEHE,
KoE—MASMN), BEF—UHME=EX &%l Es5H
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X, EETRNILESF, HETREMITEREEXNMEZE,
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RAINTILIEEEXE, MENWFiB2EIBENX—F4, Open
BooksHtIb 4

FFERIE R, REMUBTREZERRSS: HEC, LURMIEE
FANISAIARA . RN ZARAIILKIFEINT, FEHES
SERTZEFRRY. FERIEIRE, BPIEZARRE=HE
CHAHEX LM RAER=E ST HTEE, MELMEFILH
FMREEFARSR, BXHEREEERBRAMRIX—RE
Z2 k8. EREEENHEZ £, ERXECIFRERIEZER
ERINBHAS . SEAMEMARREXLRENI R, REEE
FIRARTAYZ AR AR RE XEAIINE R .

2009%F, HAIMERAFNIMNEHELES, RENET/ETL
NBHIRTIE, EEB, BABNEAREWEI T AP
(—H2EEAGHRY, S—MUE120x320cmAKN) o
BT EEATERFEEPE—USEMEITICHBERER

MAX—IHRINZEARRK. BIBRIAL, EEB16MEARRES
ATXAMESF, 10RBERRE, MREEFE, 26%k8
BAFIL, 1kERE. KB EARREBTTH T HAMRAIE
E, MERFOHWE—F., METH—LAMKEKR, BTFHE
FRIRRBETER—2A, MF TRIRBAIMRUERT SIMARF
. XERE, BAWERMNMEEKRT, B2EPHI—LZ
AREFRELT —FMRAIIER.
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FMRBHOT—MEEF, SHTNERREIMANHEK. KB
BRI =%-AEE (Brendan Burns), IB&EEETgHF
(Richard Cox), FEFMIE fE52/R (Philip Nicol), EXF«3Hf«E
Hr5fE (Osi Rhys Osmond) IURIEFIIA-ZEER (Philippa
Robbins); RETE=ZAISFTIEBETT (Lucinda Cusdin);
SkERAFITANL SR 10EMN (Angela Gardner),

FNABRRTEDAMMMRIRT . —LZAREABSHIH
RERFEEIAMIN, XLEMREETENHENZARI—
i, AkEINRESEENEE LAERSZN. £=EE1
ZAENFE (BE) RS , MIUSFEAXER, A20t
LIRS ONPTIMERSICE—E

MEMT—H, XTREEIZENRFER.

REAMFRIRZ—DEHNEH, RYUMARREXIFKIRZE

— P EFNFITE, BXDSKEINTE, XRT2BHT
HBHZARRITIFZIMY. %—Eﬁf%@aﬂ'ﬂ%ﬂ$ EZEFR
REEEH, BEERET. XLECEFRITIFS AT GRAIER
7, BEFFENELM, ENAFRARNMUZEASERE, M
SEAHEREFE. AL, XNFR—DIERENTRE, BT
BENAFRTHR—NRE, Ho2ITEMIUXF— IR,
JUBZRRTFRAEGHNEFTENE. XFUNEHRED
M FEXMENAILE, ER2EMZARNXIER DM LAY
Rz, #UXFFRIRWIES, RS AN

ERRTEREREHTHRETE, FSME—DFEHITIX
—EARIEF TR, REIRE, NEXFNMRE=MEZNS
X: BAFEEF EL—NRPR, HEE5—PRE LA,
XA FEEAERM PG FITRIR T A—F; BT LUSH
REEREAF, FR—"22NEE, 83— RHELNEREER
&, MRTLURWARE, BTLUXEEPNE—D; &FEF, ©
MNETLMEAMENYMMERE, JUEEEE, BITLALIHER
ARG, BETPFZSNENHN, EREELRHE RIS .
E Gk IihzE, AMREBESFONR ., XLEHXFHF
PARBEARFBHURZARIEFR, HEEFEHLEIR, X
2, BEFENATHIERSSRE.

EEBMZARYS, RERT —UEBEANBLENEZAR
=, MEM2MLNETEMNEREF. SMRAFTZRREE

EFEMOMFIRESN ., AXLEZAREH, BLEEZEH,
MmBIMIWFHARBBAE, BREE LT RET B CHIXASH
ZARXE, ODIMREF+HET. HBREKETEERAT
&, HJMNEBRIMARBDZARRAIEm, BEXPREEEEDD
FMEIE+RE.

EMMNNRESE=ZEERZARIEET, HOINMIRESMAE
(EEE) NEERNED, Re5=H4NZANENREALRE
M—#IE, 7« =45 (Sue - Hunt) . 7 * FEEMBEr (Sue
Williams ) B ZARUE 5FK—2 R EhENRE. 115
IBZA—IRIBEENXERZ R IR REMEADHEFHI
BT MU SERNES, MHF =W XM UARIFICHE
REBHTTRIT.

BRER, LZARMNBCRAE.
—NRFAIN R .

— AT FHERE

20145, ITRBESEHBAMIELT=ZZIREAIE (Logan
Art Gallery ) . BIBEREBAFESRE (ADFA <Australian
Defence Force Academy>Library ) , FBHRXAFHUIEAR
IBHTER, AREREIRE, KENZELH, Hile551B0
ZARAR. KRABITEEZENEE. B FRHEEMAIKEEXRE
ANAEE, BIIFEFXNTSAXTENMETE — M REAEHY
qek, BIT2015FURZ ENKETHE TELD .
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27425 (Open Books ) REHZEARRNIFEISAIER T A
WEmRLBERENR R, BRENBHBERE,; BAXEFNT
EREXNBALERARETESR, MEBDFBEERARE
RRETHEMENEN | BEIINFZEIIXRBEAMALEN
HANTWERRE . WFERR, ARPOZARLESHEEL ‘B
BEE IRE, RETHREPRLAERSHIX—FELZ L,

BHBERFSHLE. SHRNEMHRRINNALFS 20 HELER
Z2ARFRAE, FBTUABETORREHI=H ML B
R, HERMENZAFEKR - FEEHE (El Lissitsky )

1922 FEMMEIRAI (XFFNTIR (About 2 Squares ) )
R THENES . XUBPHZARTTNENRERINIRRE
EETXFHSNLE, BEREISTHNERAGEERESEICU
BIEEEAVZEIARE . AXRGHIRSMREGTFIRENELR,

S 5 7u7

8 MEREZE

ERENERUREFEENS P ERIILE
EESH, AMNEIELT BAREZEKD. BE. §F4E,
XA T ARG AT A . AERAIMERIE T, XAFRIEEE

U RAIZ SRR FEINILMERNE

EGIXFZEAEEEAMEENLR, XEMEZAR—EARE
BATRENME, MEABEZSEGNZENEKR, FEZAK
RUFEXHFEBEEFENER., RN, BEMNLEZ(E
FIRERZEBIELENENZBHITHLRIED, M “Cadavre
Exquis” XEHI7T Rz BAELE A EIRAEREIFR
W —HERK (XMERENGENT: ARERGRH—D
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BENEG, KREFBCRBETPEL, AFILBHI—UER
RizEE, MILEETE, BIENRAEREH. N—K, T
B2 5EHALMERINAMT 4, BEWERSH, T
BT NERR, BRIITHZME—ITINER. ) BahENX
(Automatism ) BIFEBILENEFNEENEEBHEIL,
EEEMEZARNREZ EARNE LB L FNESEIC#HT
R, XFXRAMEEMIEAEET, SHIEKFRE LM
BESEERINEEENER LN, NUsERmer RNSIM—
fhIRFE, ZI5HE - 255 EF (Rosalind = Krauss) 1£ ( J6FiEE
1R (The Optical) ) —BZ, FERANRE - KETIEARM,
DI TEREZARLPEEANNU—D A ZNARRZLE:

RIS FFIEEM B YL E AT B AT Gl ERY ( AR (She
Wolf) ) . (#ES A (Stenographic Figure) ) ## 58
HENAIREL, EEKHIERER ... ‘BHBE . HIESE
KFELE LRIBEFEATENE, BEHECESFEERIN
B, NEBE LXK, 3F B BEENRTEE LA,
BEFLHIFULE, TIX T EHLE X ENTHIZFE R IG 18R IRHE
BEREI. FAABE—B% £ , ERAAITEE: ‘B
5’ mAFMEERIEL, HAEBST (Andre Breton ) #5#
PEFEHIRED; BE R ZERI RS, RS ESET

( Polonius ) TE=x R FENIEIE . TEKIGHRELAZFHIAF -
BEMRBEZENIBEXE, BEZFATIELII—E, BEIXE
FIEARINT L, CHIKFEIEFSFEN ‘828 BmEEs

FREI LI, HEBEFEMESHIX T EIERRE.

£ (Open Books —Z ARSI EME ) HFEEN
HUEERRMNNIER, HRLGERSHAT SN ERE RN
PRI . MNRERENBEEN LS, BARIEAKFNERR
MEEFXHZH, MEENEIERGIENBRMEE, BATE
FEZARMERALEF, BI/KFEFEEERTNFEMRIRX
IZIE(ARRE? 1E ( Open Books — AR RS tbIHIFEMER )
HhRENFEMREITESRENIT T, SIHESEEE
HL, BIRSGFRE—FEEFNGRIERE L. NRRS
TR RN, EOERELEF LS, XUEMALIET XL
Hehpy—LE “HRiEihHEsT , EIXE, XFAER—XHINFmD T
YRBEREM. Thrt, HEEBWREIXLMRSFENG
HIRREVEHE, BIP—NERMBESEMEE ., XD BITFE5]
SRHAED—LXFEXUWERNEEBALL,

SAREXNEFEREIFFHABHERRT, BR2EM (Open
Books—ZARSMMNMFTERR ) NSREARMBEEE S
BIXiE. FIBMZAREISMRIEAERMEFEN BFd TR
%, EEEREEHRHNAA, ENE—ERERRETHES.
ERLURENSEGRRZENXER ., EREAMRSHERE
KXRER, FNESBEFHN( LB BHEERIT=H),
FEHEBAXNEEE — P TENNSRBEXFABHENE
BEBISEIE MR EA—PRIEFERENESUIALS

BE, RERMEIELEHERTTALR EMERTERI R
B, WNILAVZRINTRES OIS B SR EAT BRI .

EBERHEREARFEEE, RNRSIHILUMN 20 L
BEEmA—HERFFHN—BRRMAREhENX—IE
EXLANMS, ERZBEEZAZIH, SARNEEEEHE—
B2 2676 (heterotopias ) » FEEIBZH S heteros RIEARE,
topos ERBELLFT, BIEUNASHENBMHERITHME T E
Y., HEBINSERIERAM (Stonehenge ) ERFEFRAILE (ESL
B, EACHBETFHBENINE: CREGE XML (HAEE
PNALIRY) ; EEBARRNIGE ( BRRIRFERIEEE LT
B ) ; EBRAERNZEEEH—E (BER2THNRIER
bt 2FLEAIMAME ) ; FEELHATEEZN; CBELTHEA
KEHESIRTREXR,; CBIEAPENLRRERES
SR FRTAR BB SMERE 5. 3T SATFBEL S L AR AT RO BT R, 1R
R IARI, REBHIREIEELRAN, TEAREHZIE
oI LA A BHEFR

H

MRBAZEBIENZL, BBACI2EEBEM— ST
RS - mEjX (Jacques Derrida) X ERZE X BEHYIE & Hi b
e (Logocentrism) #zEzsh, BEMBANTE—EEHE
S5k EFERENESEEEN . XM5KENXREERIERES
SYhHE T ETECHEEAR, MiERX - &aURRE
XL FERIRIBMNRIEIES . EUENXITREEEST, &
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BIZIDEN - FHETRF (Mary Husted ) EENE+ 0P EMM (X
FRIMTERES P+ D DI, ERSWEERARIIEF) ,
MEBENEAMRBERARASBERIMIBE—ERAET
LIRE R BB S S Y BB FE? EREM T EX RS S, B
BIE—ERREFEENSERM, FBAEXREXFLTHOM
i, MEXTAMNEEBIITAMESIS. EXFERZT, XF
NEZEMTEREEEGADENAEE, RIAE, EBEMNHR
R—iF, ENRITANFAEZL: BEREFEFEBIBEHHARR
EEANNXF, BGB—FEETER,

EEBEHEERSS, EBEMNE—HFRERNLH, Lk,
EHPHLCEEXNZEXNE, REEBENLEHNNETERES
H, EAMNEHENZT, EERBE2M, HEE - R BT (Vittore
Carpaccio, 1472-1526) R EREZMERMERMN 2 — F( =
BEHTTHIES (The Vision of Saint Augustine ) ) &,
XM EARBL TGS . XNBHALRHSEFRK
FIEARPHE (Saint Jerome ) FE, SHMBEERTHAANKX
2, FHRENFEFRNELEEF, TARSHEERSREN
i, ERFHEET —EHE—IT 16 R, EIRINBAE
MFZEHBENAKIREAR TP EENEE. XNHHANEE
S5 RMNBRR N EEEANRATRNER . XPMNZEX
HPESERNEEHTENEY, BE2MRANMARBFS I FEIE
AR AT DV E MR HKRE . XMEDR AN
HRIECHRHNIENE X SR mPMERNER. Lirt, R

MWELUNARNBEERE, NTEBRXAIGIERERR, £—L85HY
Z(a), L—ERABIFEF. A, REXTHANES IR
T 19 HEEAZFRMIAMNERB A RKHE CEBEIME.
EARERHPFEMERRITH, PRUARMIZZEEEEEREES
RN, BIEHE T BA. BRIRMBEIA,

B —LAHR, ERENBREESHRANEEIITRIL. BEE
20 HETAIREFAVEHERT, EEANTF LK - Z4R]( Aleksandr
Rodchenko, 1891-1956) #9 { TAESREB (Worker's Club) )
FR2MMssR, SmE “HMER" —p—FmXE, XHoLL
FRIAMNNRER. EREZRITNMFHFS, FREFES
IBIERAZAERMIE, XUBEENZARNEMETUE D
MRS NEMZEAMIZZENAR, mMIANNERBLRES
MRENIEN—FR. ZARITZE2HTANEEFHE—LEH
HekRIAT. HANITE 1960 FRRF 1980 ERFFIARM
EBENEMMERIE, FAZAIRERNERENSR
TIEEARRNINEE. LOEX - B75ET (Joseph Kosuth, 1945
FE)ER (BEE (B=XBEWH) ) (Information Room
<The Third Investigation>) E2BIFREWIRAIPERER
FLb, WFEZREFEN] “THRILEFERIERIEFNEARK"
(know the artist in his / her artwork ) FfE G ERE1R R EE
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Can We Communicate

As An Angel 7

Chen Zijin

One Communication

'We can never communicate as an angel.' says scholar John
Peters in his book Speaking Into the Air, but have we ever been

able to stop looking for a way to 'communicate as an angel”?

Since November 2, 2013, Open Books—Artists and the
Chinese Folding—books has been on display at the Zhejiang
Sanshang Contemporary Art museum, which invited 67
artists from China and Europe to contribute 84 works of
art, totaling more than 200 individual items. During the last
year, the exhibition has been touring around Australia in
Queensland and in Canberra. The Chinese University of
Hong Kong is the fourth stop on the tour, before the exhibit

moves on to Wales and other destinations.

It is beyond our expectation that we would have so many
invitations from all over the world. Mary Husted began working
with folding—book in 2004, and by 2009 the art form had been
taken up by six other Welsh artists generating more and more
interest for an exhibition. By 2013, there was a resurgence
of interest amongst Chinese artists for folding— book.
Although this new level of interest by Chinese artists was
unexpected, it is an embodiment of modern notions of artistic
communications. It also supports my understanding that in
this era of close cultural ties between civilizations, we need to

look beyond the notions of colonialism and post—colonialism.

As global barriers between cultures disappear, new forms of
artistic communication emerge. Although we all preserve our
distinctive cultural backgrounds, we are all learning to share

our art in the same way—all roads lead to Rome.

Communication, undoubtedly it is best way to break down
cultural barriers, bridging the gap between our artistic

differences.

One Misreading

From its inception to touring around the world, Open Books—
Artists and the Chinese Folding—books has not only served
as a pure art exhibition, but also as a catalyst to talk about
cultural communication, by juxtaposing cultural differences

and coexistence, misunderstandings and co—occurrences.

This exhibition is strictly an exercise in the folding—book form,
and thus it aimed to eliminate the external difference, paving the
way for the possibility of convergence. However, the traditional
way of reading folding—book does not do justice to the diversity
of interpretation of the art form on display. Somehow, the
'misinterpretation' by European artists is a beautiful thing.
However, these new ways of displaying the folding—book are

being confused with the proper traditional display.

According to the traditional Chinese way of exhibiting, the

artworks were partly unfolded in the display cabinet in our
museum. In curator Mary Husted' s installation, the artworks
were displayed irregularly in a closet, a fresh experience for
a Chinese audience. However, this display method limits the
vertical or horizontal viewing angles, and the positive and
negative reading aspects. Although regrettable, there were
initially no objections. However, in the Australian exhibitions,
these artworks were suspended vertically, some were even
fixed into a cylindrical shape, which surprised me. In spite
of the limitations on display conditions, | was shocked by
the cultural miscalculation. Although misinterpretation of
the cultural context of the art work itself could be treated
as a form of cultural transmission, also it can also lead to
misunderstandings, which violate the original spirit of the

communication.

| later realized that the formation of the folding—book is what
mainly appealed to European artists. There have been
similar book art throughout their history, but using different
materials, different paper, and of varying sizes and with more
free creative space. From their perspective, the Chinese
folding—book is simply a new binding style with paintings
and its own synthetic materials. This kind of craft has existed
in western history for a long time, there are even some
professional organizations, art magazines, and curricula
in art education dedicated to the art form. In Sydney Joe

Zhu and | visited an art book collector. We were impressed

to witness thousands of different works of many different
classifications, and although we were unfamiliar with most

of them, we admired the creative thinking they represented.

However, despite its creative integration into western art,
the folding—book represents only a particular style of art in
western culture, not an entire category of art as it does in
traditional Chinese culture. In traditional Chinese culture,
folding—book is an embodiment of Feng Ya (X#) and it
was also part of Chinese literary culture, which is different
from European book art. It was inevitable that, when the art
form was introduced to the west, misunderstandings and

misinterpretations would arise.

In order to solve these misunderstandings and achieve
our goal of sharing, there are still many interpretive and
descriptive obstacles to overcome. Although there may be
misunderstandings due to issues of contextual constraints,

at least we are approaching the truth.

One Explanation

The folding—book is one of China's mounted art styles,
and during its long history, it has become one of the

representations of our culture.

Because of the small size of the Chinese folding—book, it
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is often called Xiao Pin (/\&) , leaflets or leaflets book.
Composed of folded rice paper, it can be read vertically or
horizontally. It usually comes in three styles: one is mounted
into upper and lower parts, called Push Awning (#Z=); one
is made by vertical painting, mounted so as to open from
the side, known as Butterfly Type (##=); another one is
integrally assembled, known as the Folding Scriptures (i
7(), a smaller version of which is called Zhe Zi (3F), which is
also sometimes mounted into a monolith, known as the Bulk
(BE).

Chinese folding—books are always made in even numbers
and in multiples of four, starting at 4 pages, then 8,12, 24 and
so on. The book is then divided into two volumes, with the first
and last pages left blank. Generally the book is mounted on
the front and back covers with a framed cardboard covering
made of ebony or Nan Mu (f7K) and with Song brocade.
This gives the book integrity, makes it easy to carry, and is

aesthetically pleasing.

This craft originated in the Tang Dynasty, in order to solve the
problems relating to the preservation of existing scrolls. Because
of most of the content of books at that time was scriptures, the

new craft became known as Folding Scriptures Type.

Ancient artists and collectors used the Folding Scriptures

Type as the main way to preserve individual works of

art, such as personal letters, folding fans, and so on. The
method became increasingly popular during Ming and
Qing Dynasties, when folding—books were mounted even
as they were produced. Later, as western sketches began
to influence Chinese painting, the folding—book became a

portable sketch book for Chinese artists.

In the traditional act of reading, a toothpick is inserted in
the gap between pages, gently opening and turning the
pages. There is a form of respect that comes from reading
without directly touching the book. This concept arises from
a tradition of independent thinking and sharing of knowledge;
either reading in solitary meditation or reading and sharing

with others.

In modern China, the folding—book somehow seems to have
been forgotten by Chinese artists, but there is no doubt that
it is still one of the symbols of traditional culture. It not only
serves as a collectible, but also as a tool for Chuan Yi Mo
Xie ({fE®E8E5), acting as a conduit to pass on the spirit of this
ancient skill. As contemporary art is gradually accepted in
china, the folding—book still holds a significant status, and

seems to be treasured by collectors.

One Expectation

Although misunderstandings are inevitable due to differences

in culture, whether we can misinterpret art, or whether we can
‘communicate as an angel' is perhaps the more important

point.

Despite the fact that the restricted framework of the exhibition
stemmed from European artists, the exhibit pushes Chinese
artists to find ways to deal with a global trend, forcing them
to resolve conflicting viewpoints such as conserving tradition
or innovating, or 'colonial' vs 'non—colonial' etc. It is hard
to escape this predicament but we should be careful not to

easily let go of our heritage.

We are left anxious and unsettled by our relationship with our
traditional art, and this is of our own doing. The only way out is
through an attitude of openness, communication, and vitality.
If there are principles that can be shared across cultural
boundaries, they should surely include open mindedness,

self-discipline, and harmony.

The folding—book is one of the embodiments of Feng Ya in
Chinese tradition, a pillar of our cultural heritage. However, as
Chinese painting and calligraphy are gradually disappearing,
where is the Feng Ya in Chinese art today? Chinese folding

—book may be an answer.

Opening a Chinese folding—book is like entering a space

where time was folded. In the original way of reading, the

first page will be covered while reading the next page;
unfolded and lying down on the table, that is the modern way
of reading. No matter how we open the book, 'open' is both
passive and mandatory, but always signifies openness. The
result of openness is mutual understanding and commonality,
the consequence of various needs and interpretations, and
unexpected liberation and growth in the future. The future
may lead to many results, but how many of them are realized

depends on the degree of recognition and sharing.

Openness is both an element of communication and of
misunderstanding, and also a way to measure the degree of
sharing between cultures. Opening a Chinese folding—book

is then also a measure of our openness.

To open is an act of desire; to open, is an act of expectation;
after opening, we find representation. Open Books —
Artists and the Chinese Folding—books showcases many
representations that unfold via more than 60 works

throughout time.

In this colorful, folded time and space, what do we expect to

find? Open it and 'communicate as an angel' .
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How An ldea Became

An Exhibrtion

Mary Husted

When | was living in Hong Kong for a while in 2004-2005 and
visiting mainland China | became fascinated by the folding
and expanding books which artists use there. | brought back
several when | returned to Wales and have since filled some
ofthem. I gave away some to friends, one of them, Clive Hicks
Jenkins, and | remember sitting in his kitchen talking about an
idea for an exhibition of these books by various artists. Over
the next couple of years | thought more about it, and decided
to make it happen. In talks with the National Library of Wales
| found that the idea was attractive to them and went on to

develop a full proposal. Thus was Open Books born.

Initially | began with six Welsh artists: myself, and five
others, all of whom are known to me. | chose artists whose
work | esteem, all with very diverse ways of working. What
| envisaged is that each artist would do exactly what they
wished in their books, so that each is very different from its
fellows, but the size and shape of the books would be the
same. There should be a uniformity of format but considerable
variety in style and content. As | talked about this with others
the idea expanded to include artists | knew from both Hong

Kong and Australia.

In February 2009 | passed through Hong Kong enroute for
Australia, where | was spending a few months travelling
and working. In Hong Kong | bought expanding books in
two sizes for each of the artists. These were then given or
sent to each participating artist. As | talked with more artists
about the idea, a few others were added. When Open Books
opened in the National Library of Wales in June 2012, there
were sixteen of us in all, ten from Wales, three from Hong
Kong, two from Australia and one from England. Most artists
completed two books, as per the original idea, but some only

made one and a few of their books were passed on to others.

For the next stage of the tour of the exhibition, seven more
have been added: from Wales, Brendan Burns, Richard
Cox, Philip Nicol, Osi Rhys Osmond and Philippa Robbins
from England, Lucinda Cusdin and from Australia, Angela

Gardner.

We are no longer restricted to the original two sizes. Some
of the new artists have made their own books from scratch
or used different sizes. In China it will be shown alongside

local artists as part of a wider look at the use of the folding

book. It will be situated within The Sanshang Contemporary
Art Museum's annual Decanter Ink exhibition, which this year
focuses on the folding book within Chinese culture from the

beginning of the 20" century to the present day.

Like the books themselves, the exhibition is unfolding.

I am new to the role of curator and planning and staging
this exhibition has been a new learning curve for me. It was
out of my own working practice as an artist that this idea
emerged. | have always kept notebooks and over the years
have often exhibited them both at home and abroad. They
have become a substantial part of my artistic output and |
see them as a backbone to my work, not only as reference
and resource, but also as works in themselves. So it was an
almost organic step, to make an exhibition comprised entirely
of books, especially using the expanding book format, which
opened up new possibilities of unfolding an image. It seemed
an exciting idea to put together a show, not only of my own
experiments with this format, but of other artists' responses

to the same challenge.

The hanging of the show in NLW was an experience which
itself widened the way in which | viewed the possibilities of
this format. | realised that there were three main ways of
looking at these books: there was the intimacy of holding
the book in the hand and opening it page by page, reading
the details in the way we are used to reading a book; then
there was the possibility of opening up the whole book as one
panoramic image or succession of images where the eye
could take in the whole as well as the parts; and lastly came
a realisation that they could also be sculptural objects, to be
hung vertically or twisted and curled into curves or circles in
many different ways, to become in effect, objects occupying
space, yet with colours, ciphers and images ranging across
their surfaces. These realisations have fed back into my new
role as curator as well as my work as an artist. There are

layers of richness to uncover and explore here.

From Hong Kong we now have one artist who works within

the Chinese tradition of dry brush painting as well as two

whose work is entirely contemporary. The three Australian
artists all have long track records of practising and exhibiting.
All'in all these artists exhibit a wide range in style and subject
matter, which makes for a lively and inventive exhibition.
Some of the artists in this group are extremely well known,
others less so, but each shows a style, focus and individuality
all their own. Their books are wonderfully diverse. As the
show tours the different international venues, we are adding
new artists and new books from each. Thus the mix becomes

ever broader and richer.

In the Sanshang Contemporary Art Museum in Hangzhou,
where our books will be shown alongside works by Chinese
artists as part of their Decanter Ink exhibition, | will be working
alongside Sanshang's curator, Joe Zhu, together with Sue
Hunt and Sue Williams, who are joining me for the Chinese
step on our journey. We envisage this being a wonderful
opportunity for exchange of ideas between cultures and
traditions. Joe's essay in this catalogue examines this
concept and Frank Vigneron in his essay offers a wider

cultural and critical context.

My idea has been to let the artists speak for themselves. As
each book is opened and viewed we meet an individual voice.
As with the images, so with the text pages in this catalogue: it
is the words of the artists themselves that we read. As each
book is opened and viewed, we meet an individual voice, a

distinctive eye.

In 2014 the exhibition will travel on to the Logan Art Gallery
in Queensland, Australia and the ADFA (Australian Defence
Force Academy) Library in Canberra. On its return journey
to the UK it will show in the Hui Gallery, CUHK (Chinese
University of Hong Kong). As we travel we will not only add
new artists but will be collaborating with local curators and
artists. Sue Hunt has joined me as co-curator and together
we hope to take this exciting project on to fresh fields. We

have hopes of further venues in 2015.
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The Library As Cross-
Cultural Mediation

Frank Vigneron

Although they can always be seen as paintings and/or
prints, the artworks created by the participants of the Open
Books—Artists and the Chinese Folding—books exhibition
are also books; and even though this type of Chinese folding
books is often used to display images, and because they
are also often used to display the written word in the form
of calligraphy, the relationship between image and text will
very naturally spring to mind to all attentive viewers. As far
as | am concerned, my desire to make a sort of 'graphic
novel' out of the drawings of my own art practice stems
directly from the fact that | am writing with a pen on a table.
Blurring the line between the written sign and the drawing,
between linear narrative and abstract representation has
been a fascination of many artists of the 20" century, and it
is possible to see this endeavor in the same light. The book
About 2 Squares, published by the Russian Constructivist
artist El Lissitsky (1890-1941), in Berlin in 1922, is a case
in point: the reflection of the Russian artist was more on
narrative and representation than on written sign and
drawing, but there seems to be there a similar desire to avoid
words in order to create a story. The storyline is absent
from many of the books of this exhibition, but the choice of
colors and the juxtaposition of various types of drawings
and paintings, from the most complex to the simplest, clearly

create sensations of tension, suspense and repose between

pages. The changes of perception this will create in the eye
of the beholder could create the unraveling of something that
could be identified as a linear type of narrative akin to what

we experience when reading a text.

There is a fairly complex and very rich relationship between
the image and the written sign, a relationship that has
often been explored by Euro—American artists and maybe
even more often by Chinese artists since the juxtaposition
of calligraphy and image is a constant in Chinese art. In
Europe, the connection between writing and drawing was
a part of many of the communal activities undertaken by
the Surrealists and the method of 'Cadavre Exquis' could
produce very interesting results as much in poetry as in
drawing (the method consists in producing a simple drawing
on the top of a page, folding the sheet so as to hide part
of the drawing, then giving it to another artist to continue
and so on until the page is full: the fact that none of the
artists participating in the creation of this communal image
knows what the others have done until it is finished insured,
according to the Surrealists, that only unconscious acts had
been perpetrated). Automatism, maybe the most compelling
notion created by the Surrealists, has led to many artists
in the Euro—American world to explore the presence of

the word in painting. The central problem asked by that

relationship is how the position of the written word, usually
reserved to the flat horizontal surface of the page, can
become something entirely different once it is applied on the
vertical surface of the wall. Rosalind - Krauss, in The Optical
Unconscious, analyzed that difference within the Euro—
American dichotomy between nature and culture by taking

examples from the works of Jackson Pollock:

Both She Wolf and Stenographic Figure date from Pollock's
opening encounter with surrealist notions of automatism,
most concretely explained......as ‘automatic writing'. Writing,
which differentiates itself from pictorial images by orienting
itself to the horizontal surface of the table rather than to
the vertical field of vision, should, by all logic, go very far in
defeating the ‘image’. That it does not was a long—standing
paradox of surrealist theory and something quickly observed
by Pollock. For as soon as writing is framed' it becomes an
image: either 'writing' turned into a decorative picture of itself,
as in Breton's presentations of schizophrenic production, or
a projective matrix within which to see images, as Polonius
saw the camel in the clouds or Leonardo the figures in the
fire. If writing stands to painting at the right angle of horizontal
to vertical, it does so, as has been remarked, through an
opposition of culture to nature, its horizontality removing it
from the ‘natural upright field of vision to the more culturally

processed domain of the written sign.

The images as books created by the artists of the Open
Books—Artists and the Chinese Folding—books exhibition
are not as clearly discriminated as the two forms considered
by Krauss. If the horizontal and flat surface of the book is
considered to be part of culture in Euro—American thinking,
and if the vertical and upright nature of the framed image
is seen as part of nature, what happens to these Chinese
books when they are manipulated by artists and curators
to be sometimes flat and horizontal and sometimes upright
and vertical? The Chinese books of the Open Books—Artists
and the Chinese Folding—books exhibition are sometimes
shown entirely open and flat, sometimes hanging from the
wall and sometimes standing, accordion—like, on a table.

If what Krauss says is true, at least in Euro—American

philosophy, then these books occupy one of these cultural
'in—between' where questions about the validity of a nature—
culture dichotomy do not seem to be relevant. In fact, it
is another matter that appears to be more relevant when
considering these books and what reactions they might
trigger in the spectator. This question may also lead us to
some interesting considerations on the possibility of a cross—

cultural mediation.

Although my own practice revolves around the idea of non—
religious spirituality, it is obvious that many of the other
participants of the Open Books—Artists and the Chinese
Folding—books exhibition have other concerns. All of these
artists however, thinking in terms of what the book has to
offer as both an art object and a medium, must have reflected
on notions such as writing and meditation and how they
relate to visual exploration. The very theme of meditation
is never far away from the idea of spirituality, whether it be
religious (in the sense of related to a specific religion like
Christianity, Buddhism or Islam) or not, and will therefore
offer the writer of this article a perfect opportunity to think
about how that sense of spirituality can be manifested and
emphasized. Any visitor to temples and churches will have to
agree that the simplest way to create a sense of spirituality
is in fact to think in terms of how the space itself of such
architectures is capable of creating something different from
the outside world. It is the perception of the space of a temple
or church that creates the sense that one occupies a different

kind of world.

Turning away from religiousness but still considering the
possibility of spirituality, it is also quite easy to discover
that it is in the works of one of the most influential thinkers
of the 20" century—and one of the least religious—that a
very useful concept, one that has also helped many of the
artists involved in creating installations, has been shaped:
the idea of 'heterotopias'. From the Greek 'heteros', meaning
different, and the 'topos', meaning place, an heterotopias
represents a kind of place that Foucault defined in a set of six
propositions. Stonehenge, the very ancient array of raised

stones in the South of England, would be the perfect example
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of an heterotopias because it fulfills all of these propositions:
It is a space endowed with meaning (it is not simply an
array of raised stones); it can work in different ways (it is
both a place of tourism and scientific enquiry); it juxtaposes
incompatible spaces (it is both an ancient site of worship and
a field); time does not have any signification there; it is closed
and separated from the outside world; and it puts itself apart
from the rest of the world by either being a space of dream
or by being a space of perfect efficiency. When reflecting
on the idea of heterotopias, it becomes quickly obvious that
any circumscribed space could become one as long as its

context made it clear that it was a transformed site.

If books are obviously the heart of the library, can they
constitute a heterotopias by themselves? In spite of the
'logocentrism' observed by Jacques Derrida in Euro-
American civilization, it remained that the book and its
pages have always been a sacralized medium with an
obvious link to the eternal. This connection with the eternal
found its preferred space in the library or the study and
Michel Foucault was quick to see these spaces as ideal
heterotopias. In the context of the present exhibition,
especially because of the way Mary Husted chose a format
that could only be seen as very obviously Chinese (such
books are so rare in Euro—American culture that they will
seldom be identified as books), it becomes very interesting to
study the basic constituents of the library to see if it can also
be seen as a cross—cultural heterotopic space. The library
has in fact always been a privileged space of meditation in
both Euro—American and Chinese civilizations because of
the centrality of the written word and the act of meditation it
leads to. But the importance of the written word in this context
could not hide the role played by the image in that space, and
it was obvious that the library and the study were also a place
of observation: the world was in the library because of the

words but also because of the pictures.

In Christian monasteries, the library was as much a place for
meditation as the church itself; it was in fact a place where
some of the major paintings of medieval times were made

and even the Renaissance could not forget that the library

was a place of illumination as much as enlightenment, as,
for instance, in a famous painting by the painter Vittore
Carpaccio (1472-1526). In The Vision of Saint Augustine,
the Venetian artist represented the great philosopher of the
early Western church hearing the voice of Saint Jerome
advising him of his imminent death and ascent to heaven. He
is surrounded by a multitude of objects, in pure Carpaccian
fashion, and by the few books an educated man could have
in the early 16" century when printed volumes were still a
luxury. The enclosed space of this room is only related to
the outside by the hardly visible windows on the right—hand
side of the picture. This space is uncluttered and perfectly
adapted to the lightness of early Renaissance buildings,
but a modern viewer might be a little disappointed by this
openness and by the very few books it comprises. This
impression is only the result of our modern world and the
huge amount of printed material it generates; in fact, but
it is only a purely personal point of view, more space and
less books might be a much better environment for the type
of meditation reading requires. All the same, the Euro—
American idea of the study today comes from the way 19"
century book lovers furnished their libraries. Because of
the fact that reading was an activity of the middle—class,
the study had become a much smaller place, cluttered with

books, prints and writing utensils.

More recently, the library or study has often been
represented as a refuge from the chaos of the outside world
and even works from Modernist architecture in the 20"
century, like the Worker's Club by Aleksandr Rodchenko
(1891-1956), have been conceived as an 'out—of-this—
world' place, a space where culture could expand the
worker's horizon. But in the case of Rodchenko, there was no
question of using the library as an artwork; with this 'piece’,
the Constructivist artist was manifesting his desire to blur the
line between art and craft, in perfect revolutionary fashion,
and the Worker's Club was very much part of the modernist
project: art/craft as an effort to change people's life and
improve society at large. When one turns to other libraries
in the late 1960s and 1980s, the library used as artwork

has taken on very different functions. Joseph Kosuth (born

1945), with his /nformation Room (The Third Investigation),
simply made of tables with many rather damaged books on
top of them, questioned the traditional desire of the art lover
to 'know the artist in his/her artwork'. Kosuth believes that a
painting or a sculpture does not offer any hint of who the artist
may be, because too much of what the artwork looks like was
created by the cultural environment of the person who made
it. Since the cultural environment is, in the final analysis,
what makes the artist, there is no point making an artwork
any longer: it is much quicker to simply submit the spectators
to what has shaped the artist's mind, i.e. the books he/she
has read. Of course, the result of such an analysis is entirely
pointless for Kosuth, since none of these books will give any
clue about either the artist or whatever artworks he/she might
have produced. The heterotopias created by that particular
library is a space of impossibility, but, as much as any other
heterotopias, it is also a space of meditation and, in that
sense, Kosuth's Information Room functions the same way

as any other library.

In the Chinese world, the library of the literati served a
purpose entirely similar to the Euro—American library: it
is a space of the mind. It was the place where books and
paintings were kept, and most of the scholar's meditation
and writing were done in these rooms. The representation
of the library or study in painting might give more clue as to
how Chinese artists understood that particular space. It was
always represented as a remote site even though some of
these same rooms were in reality situated in a house built
inside a bustling city. The point was to represent the library
and its occupant as someone only occupied by the life of the
mind, the surroundings of this space being as important as
what it contained. For instance, in a Portrait of Wu Xizai ( =
BE#; ), by the 19" century artist Wan Lan ( 5. ), the library
communicates with a patio open on a garden. The only hint
given that this painting is the representation of a library is a
single book open on a table; this clue only was enough to
signify the space of the library, a space that is strictly in the
mind. The library was so much the signifier of everything
Chinese scholars represented in their own culture that the

emperors of the Qing dynasty, all of them of Manchu descent

and therefore 'barbarians', used that setting to show them
in the guise of a benevolent ruler, i.e. a cultivated man
whose values were the same as their cultivated Chinese
subjects. The Kang Xi (EEE&) emperor is shown, in a famous
anonymous court painting, wearing the garments of the
traditional scholar and surrounded by the venerated objects
of Chinese culture: the books. In this picture, the library is
not so much a refuge as a place where one can get a better
perspective on the world. This picture also shows, by the
way, a major difference in the arranging of the books in
the two different civilizations: they are standing and side
by side in the Euro—American library but lying down and
one on top of the other in the Chinese one. In fact, Chinese
painters were so certain of representing a heterotopias when
they were showing books that they did not feel the urge to
circumscribe a space to do so. For instance, in the Portrait
of Qiao Yuanzhi (77752 ) by Yu Zhiding (828 ), the sense
of heterotopias is actually enhanced by the absence of

background, a traditional device of Chinese painting.

From all these different usages of the library, from the rather
messy environment of Joseph Kosuth's reading room to
the entirely open space of the Portrait of Qiao Yuanzhi, it
was obvious that the creation of a space of meditation did
not even need a closed place to function as a heterotopias
as long as the book' presence was obvious. Thinking of the
function of the books as object in the creation of a space of
meditation, | was reminded also of the great Argentinean
writer Jorge Luis Borges (1899-1986) who, completely
blind by the end of his life, still found joy and solace when
surrounded by his books. Even a blind man could be steeped
into a space of meditation in the physical presence of books.
It was clear for Mary Husted that there was no need to build
a closed room to create a space of meditation and the choice
of giving Chinese books to European and Australian artists to
interact with was a brilliant strategy, a strategy made all the
more significant by the presence of the Open Books—Artists
and the Chinese Folding—books exhibition in the Sanshang
Contemporary Art Museum in Hangzhou where an ideal

heterotopias was created with the simplest of means.
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It All Starts With a

Folding-Book

Joe Zhu

There are things in our life that we only think of as historical
concepts, but they are not that distant if we really pay

attention. The Chinese folding—book is one of these.

Even though we have all kinds of books to write or draw upon,
the folding—book still holds a special place that resonates
for most Chinese people. It is not uncommon to find folding
—books in ceremonies such as weddings and openings;
guests will write on these folding—books at the reception
desk. The content would usually be blessing wishes, or just
names and dates. The folding—books become a platform
where people exchange ideas with each other. Even though
we are in an age of Social Media, at these special events,
still folding—books have their undisputed meaning, just like

the ceremonies.

Of course, this kind of exchange becomes more interesting
among artists. In early 2013, | was lucky enough to see
the exhibition of Michael Sullivan's private collection in
Hong Kong University. Among all the art works of the great
Chinese art critic's collection, a folding—book drew my
attention. Displayed unfolded on a desk, the viewers could
easily spot different works on different pages by different
artists. There were words written by the artists showing

their gesture to the current owner, of course. | couldn't help

but imagine the moment when each individual page was
created and handed over to Mr.Sullivan, | could almost
hear their dialogue and even the laughter. This is a perfect
example of the tradition that started from the Tang dynasty.
Literati would exchange small pages of works as gifts, the

collected pages would later be mounted on folding—books.

As a favored notebook / sketch book for centuries, it is hard
for our generation to understand that its popularity was due
to its portable size and ease of carriage. Even with modern
technologies such as the iPad, many Chinese artists still
keep the tradition of folding—books. Among the exhibitions
we held at the Sanshang Contemporary Art museum, we kept
asking artists questions, no matter what their artistic medium,
about folding—books. To our surprise, many of them keep
folding—books of their own, even if they are not engaged with
traditional Chinese painting at all. There is an oil painter who
uses ball point pens, drawing the magazine covers he saw
during travels, from Gangnan Style to Die Hard, to the death
of Chavez. These interesting fragments of time remind us
how we are affected by cultural or political events. There is
an installation artist who kept his little folding book of abstract
painting, in which the emaotional color became the source of
inspiration. When we asked artists to join the Open Books—

Artists and the Chinese Folding—books exhibition, we always

received a similar answer: this is something serious, the
folding books are no ordinary exhibition art works, it is too

intimate for us.

These are but three examples which illustrate the central
themes and reasons for this exhibition: in a digital age when
people are used to storing information on their camera phones,
the folding book always invokes a subtle resonance among
Chinese viewers; it is a unique way of both documentation

and narrative; the gene flows in our blood.

Early this year, Professor Zhou Jin introduced Open Books—
Artists and the Chinese Folding—books to us. This project is
truly inspirational for us, because Sanshang Contemporary
Art museum has started an annual program focusing on the
study of contemporary Chinese ink paintings and all related
areas—the first of which was Decanter Ink in 2011. Now
Open Books—Artists and the Chinese Folding—books brings
us an international platform on which artists from different
cultures can interact with each other. As hosts, we would like
to respond to this idea with the involvement of more Chinese
artists' works. There are several reasons for this. First, with
the Chinese folding—book (which originates from China),
Chinese artists from various disciplines have created work in

their own distinctive ways. Second, with works from different

cultures and eras, the comparison will show us some very
exciting effects that can only happen in an era of globalization.
There is no right or wrong when it comes to creativity. There
are only cross—culture experiences and individuals' unique

angles of taking on a traditional medium.

The origin of Open Books—Artists and the Chinese Folding—
books also resonates with Chinese tradition. A foreigner took
back the folding—books, shared and interacted with friends,
and this has finally led to this exhibition. It is a modern version
of the ancient literati tradition. In this case it started from UK

and now comes back to China.

The initial thought was to have four episodes to the exhibition,
dedicated to the early 20" century masters, traditional Chinese
painting artists, contemporary Chinese artists and finally
Mary's books. But during the preparation for the exhibition, we
became more aware of the potentially dynamic effect of putting
all the books together, to form a celebration of all the works.
What could be more exciting than to see a young artist' s work
being displayed alongside Chinese masters? We couldn't help
but imagine the whole exhibition like a huge folding—book, not
unlike Michael Sullivan's book, in which art dialogue tells the

story of a wonderful trans—cultural idea.
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Artists Books an
Open Books

Sasha Grishin

The earliest form of the book in Europe was the rotulus or
scroll, while in China it was a folding—book, which in the
West is called a concertina book. In Europe the scroll faded
from prominence in the 4™ century, while in Asia in the Tang
dynasty, in both cases it was superseded by the codex,
the concept of the modern book with consecutive pages
between front and back covers. The rotulus and the folding—
book then entered a half-life and were employed for legal
and ceremonial use or for special occasions and in more

recent years have become popular with artists.

Although in one sense the transition from one format
to another may be explained in terms of technological
efficiency, in the manner of storing and communicating
information, on another level, it marked a profound change
in the way we perceive things and the shape of time. The
codex page dictates our field of vision, you cannot proceed
further until you have turned the page and have opened up
a new arena in which to proceed, where you are generally
provided with another almost identical amount of material
which can be viewed in a single instant. You can turn over
the pages quicker or slower, but the exposed field of vision

remains constant. With the concertina book, the shape of

time becomes fluid, you can focus on a single opening, a
fragment, or pull it apart and open up what may be termed a
continuous narrative or a complete field of vision. The whole
artists book can be arranged like a sculptural object, opened
up and viewed in three dimensional space, from above, from
the back and the front and from every possible angle. Our
perception of this book as an art object is very different from

our perception of a codex.

The artists whom the Welsh artist, Mary Husted, has
brought together in this exhibition, all engage with the
concertina format in their exploration of the artists book. The
forty—six artists come from Wales, England and Australia,
as well as a large contingent from mainland China and Hong
Kong. On a formal level and in the use of iconography, it is
not difficult to differentiate the work of Chinese artists from
the Europeans. Perhaps a more fundamental difference lies
in the differing perceptions of space and time existing in the
Chinese folding—books, in contrast to their European and
Australian counterparts. A glance at some of the exceptional
books by Xu Bing, Ding Yi, Hua Jun, Wei Ligang, Yu Peng,
Wei Qingji and that of Liu Qinghe, the last one laced with its

gentle humour, they all comment on fixed sequential time,

where we are presented with images for meditation. Like
icons on a stand. It is a contemplative frozen space where
we are invited to peel away the levels of meaning until we
encounter an almost ineffable core. Take, for example, Yu
Peng is suspended image of the Buddha floating in space,
present, but absent at the same time. The calligraphy is
a carrier of energy, where the slightest increase in the
pressure alters our perception of the whole scene and an
ethereal child seems less corporeal than the bird at his
foot, yet it is the former is presence which gives a sense of

definition and wholeness to the entire scene.

It may be argued that for the Chinese artists these scroll—
like books are like second nature and it is a tradition in which
they have been brought up and one which is intimately
related with traditional Chinese scroll paintings. For the
western artists the concertina book marks a break with
tradition and a venture into a more exotic realm. The Dutch—
born Australian artist, Wim de Vos, summed up the feeling
well of first encountering this format." When this beautiful
traditional Chinese book was presented to me, with its
patterned papers and silk covers, | felt it needed to be

kept 'pristine'.T ' In his work, as well as in the work of other

Australian artists, including Dianne Fogwell, Nicci Haynes,
Tim Mosely and Caren Florance, the unusual format
provoked an exploration of arcane systems of writing and
the suspension of image and text within an envelope of time
and light. Quite often the European and Australian artists
have sought out a haptic, tactile and sculptural dimension
in these concertina books. Frequently the prevailing idea
is that of a journey through time and space with the viewer
becoming an active collaborator on how to conduct this
journey. Unlike in a codex, where the artist dictates the
sequence and the point of departure and the place of arrival,
in a concertina book there is a Pandora's box of visual,

tactile and textual clues with which the viewer can engage.

Open Books—Artists and the Chinese Folding—books
commenced as a great idea for a modest exhibition and has
grown to be a great idea for a great exhibition. As it makes
its way around the world, it picks up new artists who are
inspired by the simple premise f letis abandon the codex

and return to the concertina to make an artist's book.
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1963 FHETFTHERR

1989 FEMTFEREAZREARPEB T
PETIE. E/EEILER

FERANES, EEERAE L, 2REETELRNRIDET. “RBRER, BBELT , F2BLEMR.
TE¥R, BEEHALELT, WEENUFHANTER.

IR INMER, HIESE AR, FEE—3K0, — D, REOREE, ERBRMAE, HHEY, XhtAZmErR?
ARtk sEE FXIE,

[aiE / A HAI %% | Fu Sheng
[fhEl / China] KAKEIRE / Paper, Ink
42.5%x266cm /2013

A HAI

1963 Born in Nanjing, China
1989 Graduated from Nanjing University of the Arts, Chinese Painting Department

Currently works and lives in Beijing

When | was walking on the street in Wangjing on a snowing day, a famous Zen poetry suddenly appeared in
my mind. It was written by Cao Shan before his death, it goes like this: | still haven't got rid of my desire. It is as
obvious as a silky fowl walking in snow.I'm quite shocked. As I'm passing my 50s, and spent years in painting,
there are still things that I'm not quite clear.

Maybe confusion is part of what we know, so is this idea applies to the world. When we look at a pig or zebra,
can you tell what exactly the color is? Is it black on white, or the other way around? Who knows? Who needs to
know?

Let's just keep on drawing.
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HE—BER. LAEZAR . BAZAR AR, LETZEER, REEHETIA  FINEEERE. EEMIMKX, BERE . EEEE,
FHF 1964 FREFELCH . TENDARKEIE 1975 FERTRZZAEMIE. 1980 FECHFWBEZ A0 1990 FREAES T - I
BEERZARBEBIE. 1992 FiBF Riksmuseum Meermanno-Westreenianum, 2002 BRI EMTE AR P ORI IEIE.
FENZARHF SRS, WEEHBEAUTREFNETEE: (HUEBRGIE) . (—MEARRNEIKR) . (BEARAKREME) . 1F
PDYUERRINTBEER, ERTUATER: (REHRTHETE) . (L AKRBNRE) . (EHmEmt) .
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—R. INFEEGEN “ER” AFEEEN, MEEFReIFIZEPRIBIhESENN . XTEEENTREESHM,
BEREXFKR, =6, iE). PEURRKFEEEN—LEEEZNMH.

NATALIE d' ARBELOFF| FEFFHIEES | My Life Unfolds
[E48= / England] HREENRI, L&1%/ Monoprinting , Mixed Media
12x32cmx 26 /2012

NATALIE d’ ARBELOFF

Painter / printmaker / book artist / writer, born in Paris of French and Russian parents, raised in South America, USA and
Europe, she has dual British / American nationality and resides in London since 1964. Major solo exhibitions include: Museum
of Fine Arts, Colorado Springs 1975; Camden Arts Centre, London 1980; Victoria & Albert Museum National Art Library
1990; Rijksmuseum Meermanno—Westreenianum, The Hague 1992; Museo del Barro, Centro de Artes Visuales, Asuncion,
Paraguay 2002.

In her art teaching practice, she wrote and illustrated the following books: Creating in Collage; An Artist's Workbook;
Designing with Natural Forms. As humorist and cartoonist, her published books include: Augustine's True Confession;, The

Joy of Letting Women Down,; The God Interviews.

Perhaps because of my multi-lingual and peripatetic background, my work is multi-faceted and finding the right
medium for the message is one of my primary concerns. The 'message’ itself is never fixed but may become
slowly apparent during the making of a work. Autobiographical elements often appear but space, time, rhythm
and joy are also important materials for me.
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BERZEERT, HNTUBZEZARNEN Tt LERTZEARORREICHEF RIS R EH RATRER. HEl.
BERLBEFZAFARETEARABRAERTE, EE—MXTHENAZERMBRIFRK, E2MUETEE CHY
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MR, BEEMECAMRIIEMAMSR! KRR, RSB, BRARBRENZAES, HNDELRZIBBLEFRT,
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N SHR, BAREEZERRNNE! T2, BRMA, BENZARIANZAR, ERRKMEKR ...
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BAI MING

1965 Born in Yugan, Jiangxi, China
Dean of Ceramic Art Department, Academy of Art & Design, Qinghua University

Executive Vice Director of Qinghua University Museum of Art

Duality, with the pictorial work of BAI MING,natural extension in the need of creation artist,mixed media,canvas
and ceramic, not too away from its profound nature,or unconscious pursuit of the emotional connection to the

material, cultivated with happiness!

ABSTRACTION reasoned and reasonable, sweet and powerful, speaking without revolt, but firmly, a CEUVRE
'Pubescent’, endearing, pursuing the same path of excellence that that of ceramics, turned towards the light of
the contemporary CREATION, out of any constraint, detached from any symbolism, Natural bridge, as a result,
between 'contemporary ART' and 'ART of the future'......

Dominique BATTAS

B85 / BAl MING TBRWLE (=) /Xing Yin Qiu Shan Tu - 2
(P& / China] 2. R, BE. BN BWR/ Ink, Tea, Pencil
32x23cmx12/2013
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[WAN BALA @il ... BSREEIC/ Only words......a language is only words
[B7/R+ / Wales] FABRE, K8, 8%, 7K¥ / Charcoal, Ink, Pastel, Watercolor, Paper
17 x25cmx 24 /2012

IWAN BALA

lwan Bala is an artist and writer. Born in north Wales in 1956, he has lived in Cardiff since 1974. In 1997 he was awarded the
Gold Medal for Fine Art at the National Eisteddfod of Wales and in 1998 was presented with the Owain Glyndwr Medal for
contribution to the arts in Wales. He has exhibited widely in Wales and outside, including at The National Gallery of Zimbabwe;
The Rotunda Gallery, Hong Kong; The Artists' Museum, Lodz, Poland; The Museum of Modern Art, Zagreb; Three Gorges
Museum, Chongging; Wall Gallery, Beijing; River South Arts Centre, Shanghai; Hexi Gallery, Guangzhou; The Riverside
Studios, London; the Bank of Ireland Exhibition Centre, Dublin; The Tramway, Glasgow, the Claude Andre Gallery, Brussels;
Interceltique Festival, L'Orient...... He has exhibited in and curated exhibitions for St David's Hall, Cardiff, The National
Museum and Gallery of Wales and the Glynn Vivian Gallery. His work is held in numerous public and private collections in the
UK and abroad.

My work deals with landscape, a physical and cultural landscape, the imagined landscape of identity. It is an
exploration and a mapping of this personal landscape, my little island, and an attempt to place it within the larger
landscape of the world.
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G.W. BOT

G.W. Bot @—BREZARK. BIXR. BEER. BFRITEAR, ZEFCERZENIT 40 B EANARS, e GIEERE . BIEH . SRAE.
2. BR. AHLIRIEIZIN. ESid 200 HLA ERISERSRIBRE .. hIXSITRIRINECRIEEL, FEERM. AR RARILEHTT
TIHBEIE. WAMERIREMB N AHZATYGE, EERLZ=ERE . WEIWIRE. RAFNTERER. RANTEREBE. 163
FIRRIEMIE . CHAVESTIL - AFEMIE. CHNREEBRE. EERHAESEMEURIRAIPRERE .

ELENEE, RENSEEM—FRFIRAN “TEHFS" 0ES. IMREFS, ERERAFTNSTRESS
FreetBINRIEEEIES —1F . HATBMNEREERMNAR LA RCMEEREZTNERXRE— TIEETANKTEZ
AHM—ESEREIEFTNNTAERBRTECHER, HEEPREECAENNE—FETEIC,

H5%

\ustralia I #RMESHRE / Linocut Printing, Paper

17 x 25cm x 24 / 2012

G.W. BOT

G.W. Bot is a printmaker, painter, sculptor and graphic artist who has exhibited extensively nationally and internationally.
She has had over 40 solo exhibitions including shows in Sydney, Canberra, Melbourne, London, Paris, New York and Los
Angeles. She has participated in over 200 group and invited exhibitions. She is the recipient of numerous awards and has
been awarded residencies in Europe, Asia and Australia. Her work is held in over a hundred public art collections nationally
and internationally including both the National Gallery of Australia and the National Library of Australia, the British Museum,
London, The Victoria and Albert Museum, London, the British Library, London, the Fogg Museum, Harvard, USA, and the

Central Academy of Fine Arts, Beijing.

Over the past few years | have thought of the landscape as a language that | have called 'glyph'. Glyphs
constitute a language suggested by the markings found in the Australian landscape. All of my work is intimately
interrelated thematically and essentially deals with questions of environments—personal and public—and an
individual's path through these environments as an allegory for a person's passage through life.
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BE1E - AR - (ARE R FRIBRZAFE R RECHETREEAF T, BRI ARRIE Oriel y Parc, St Davids, Oriel #4E8E]
. ARFEMEINZABE. FRTEREMENEHRREL ., ELEMHMNERRETRETAE/ER, SETRECHEREA - 22
REBN (MAREZANREER) « BRTEREWENBERN (BREIEARNES) . MEERIESF. ZEURALRE LI Y
EGR. MBAMEREETHIFAALURAHEREFREE, SEMREIEREYIEFIZEAIE. The Derek Williams Trust. B/REHAZE AR
£, A A Fundacion Casa Museo 'A Solaina' de Pilono. #&HERKFMNRE RN Z RS Burns XASER/RLTEREAR
BEASRURRRETEEZAR,

EIEN+AFH, RERRTEMERNBF —EREENREKR, FANETEEERNTIE JEBE, T6. R8T I8,
B¥. k2. RENRZK. ZENEMUREDTASED. SHERMAKHRIINAXE, XLEHFENE T —FIREFY.
HEPAMSSRFTENTIES.

BRENDAN STUART BURNS] MRRREIZ& LR / Solva to St Davids
[Ri/R= / Wales] ZattE | Mixed Media
17 x25cmx 24 /2013

BRENDAN STUART BURNS

Brendan Stuart Burns studied at Cardiff College of Art and The Slade School of Art, London. Solo exhibitions include Oriel y
Parc, St Davids, Oriel Davies Gallery, Newtown, Newport Museum & Art Gallery, National Museums & Galleries of Wales. He
has shown widely in group exhibitions nationally including Masterpieces of Modern British Art at Osbourne Samuel Gallery,
London, and Welsh Artists Talking at National Museums & Galleries of Wales. He has also shown internationally in Spain,
France and New York. His work is held in numerous private and public collections including The National Museum & Galleries
of Wales, The Derek Williams Trust, The Contemporary Art Society of Wales, A Fundacion Casa Museo 'A Solaina' de Pilono,
Spain, The University of Glamorgan and Contemporary Art Society of Britain. Burns is twice winner of the Gold Medal for Fine
Art at the National Eisteddfod Wales, and of Welsh Artist of the Year.

The Pembrokeshire coast has been my central inspiration and influence for the past fifteen years, where light,
reflection, refraction, colour, journey, surface texture and the ambiguity of space, coupled with a personal
correspondence with belief, identity and upbringing have created a distinctive personal visual language.
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PRiEE LUIS CHAN

1905 FETFEED, RiE RES 1905 Born in Panama to a family from Panyu, Guangdong, China

1927 FIRCBRIZERNRE 1927 Enrolls in a correspondence art course with Press Art School in London
1934—1957 FMABBEAS 1934-1957 Joined the Hong Kong Art Club

1936 FEINEBZ AT 1936 Founds the Hong Kong Working Artists' Guild

1953 FEIMEEEE 1953 Establishes a private studio

1954 F£5ZFF . KA. @D, BEA. T8, (BEENEBE AT 1954 Together with Lee Byng, Yee Bon, Pau Shiu Yau, T.P. Chui, S.P. Lee and Ng Po Wan, Luis founds the Hong Kong
1955 FHEAEF—BEBSATEBEAIFH Artists' Group

1960 FELINEAMKEARARS 1955 Judges the Chinese painting section in the 1% 'Hong Kong Art Festival'

1960 FHAEARBEBEFEEZADUREARASK 1960 Founded the Chinese Contemporary Artist' Guild

1961 FHASBIEMEZEMIO) 1960 Becomes chairman of the visual art section for the 6" 'Hong Kong Art Festival'
1969-1971 F£25%% “BB8ZAT" BEXEE 1961 Becomes the Honorary Adviser of the City Museum and Art Gallery

1969-1971 Organizes and participates in the Open Air Art Market of the 'Hong Kong Art Festival'

B 1933 F&I 1993 FHENELIES, RATREE —BERIFMBEFTBEREARSARTNE AL, EFLEET

FESAZAREFEEREENIM, An eccentric genius, Luis Chan was Hong Kong's champion of modern painting throughout his long career,
started with his first show in 1933 and his final one in 1993. The surprises and wonders of Luis Chan's art will
also serve as a reminder of his important position in Chinese modern art history.
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ez / LUIS CHAN ANEBSHMR / The Vicissitudes of Life
[REZ3E/ Hong Kong, China] 45K, A% / Paper, Propene

40.5x35.5cmx 16 / 1986
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CHEN XINMAO

1954 Born in Shanghai, China
Studied in Shanghai Conservation of Drama, Art Department / Nanjing University of the Arts

P 18

1954 FEF EE

LERET DERBIFREARTEEE Y. BREAXFERRFEBEUHFE
1987 EHAUFERERAS, KRLFAL

RALFITERFER SIS

1987 Graduated from Nanjing University of the Arts, Master of Arts
Currently, Professor of East China Normal University College of the Arts

Chen Xinmao is an open—minded classicist, like his paintings, which are dignified but not somber. In this age of
culture aphasia, he is trying to understand modern rules and at the same time trying to understand the spirit of
tradition. Chinese ink painting is one education Chen Xinmao has received, that is a combination of materials
and the soulsof people in the past. Chen Xinmao are not only looking for new materials and visual schemas, but
also searching for his own soul. However, among the artists' groups in the 1990s,the ones who were trying to
find materials and visualschemas were a lot ,while the ones who were trying to find their souls were very few.

The innovation of Chinese ink paintings is perplexed in the question of the view point of culture comparison and
the path of culture development, however, Chen Xinmao takes it as a personal question, which is unusual. The
RH innovation of Chinese ink paintings today is no doubt to create contemporary art in a traditional way, however,
as for how many people Xinmao for many years, in that his paintings are turning to be more magnanimous and
with a perspicacity of history in a developing classical way, which reflects a contemporary viewpoint and ego.

ROME— M EANSEHENE, REONER, BEMANE. AXNICKRIENNA, MEEXERESAIN, B
EREIRREREH, KEEROBARHEN—E7, BRUEERANRRBIOIFHN—MES . RO IERTE
MEFIMEER, BAKBCHRR. ME 1990 FHKEBZARE G, HFHHIIMNKERXNAZ, RRBOVSSE/L.
PEKEZANEE—EUETLERABIIX R BAIDERRE, MRORKEEA—PPAEE, XEMHS
RAREZLL . KBZAZZESKE—HUERFRAENINZR, XRTANEN, REXMSHERRZDALZ
RAEY. BXFHXBRTHRORSEZHED, HNEEESZHNHALXPREHAMNEERRRFERS, X2
BERMNIAINERERER .
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BREINS / Scenery with A Dragon
YAIKE | Paper, Ink
28x213cm /2012
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BEE - TR

1975 F, BFIT/N\FEARZGE, BER - FRETRETHREIH—BERFAENE. EEEREUREINFZERZRUFNER,
BREERZAZR . BEMEARFER. Kunstakademiet i Trondheim LURTEENEZEAZRBEROFE . EARRLIZERDESHMNEZS
ARB|A, b7 1983 FE 1998 FHIEIARIEMZEARINE

IR EM N AR RIE (TR, LENEMEH) . XMRIEE 2008 FLAERE. MEMN 12 M REHMARELIT, BEHLON
Tamarind BIEBLAR TR RFTMIAS . RENRERE 2012 FRELREEERN (ZE5%) .

AVERAE 26 MAHRIEPREN, SFEARIEREME. BRIZANE. ARFEME. REWSFE. FRE. K=MNDHFXA
REMIE. REZAZR. EERNERIMBMBLERETEHAZ RSO,

RERRITFHRNSRAIMURECEEERBIER, FEHRZABBHMEAEXTREFERANRE.

RICHARD COX t++t/ Seventy Seven
[Bi/R+ / Wales] 2K, FLEFHE / Ink, Conte
12x33cmx 26 /2013

RICHARD COX

Studied Fine Art for 8 years moving to Wales UK living here since 1975. He has a background in teaching in various Art
Schools in UK and abroad, including as visiting lecturer at the RCA, Pennsylvania Academy of Fine Arts, Philadelphia,
Kunstakademiet i Trondheim and Delhi College of Art. He was Visual Arts Officer at The Arts Council of Wales running the
Artist in Residence programme between 1983-1998.

Recent Solo shows include his current exhibition, '‘Subterranean Architecture. Stepwells in Northern India' which has toured
to 12 exhibition venues in the UK and India since 2008 and was shown at the Tamarind Gallery NYC and at Monclair State
Universiity, NJ in March 2012. Most recent solo show, 'Multiple Practice' at Howard Gardens Gallery in 2012.

His work is represented in 26 public collections which include: The National Museum of Wales, The Arts Council of Wales,
Newport Museum, The British Council, New Delhi, The State Museum at Majdanek, Poland, Delhi College of Art, Bemis
Centre for Contemporary Art USA, State of Rajasthan.

He is a Senior Lecturer in the School of Art & Design and Director of Howard Gardens Gallery and teaches Book Arts on the

BA Printmaking and lllustration courses.
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F#hiX - BHER

FK - REFERE—BEAR. BFEE. ERUKEKRA. thF 1987 FHERRE, ZEERLCENEBHRESAZERES, e
2 Et Cetera Gallery. Troubadour Gallery LI& The Gallery B4R, KYIHSE5RETRER . 2010 FELIE, 2011 SFREEX ZHD,
Hh R E R R/RALER The Bodhini Gallery, i1%, ih=EIE gloss—Art Exeter, MMAFEENL S TEEFME, HEBXZ
& Coast & Country IBEZAEEMER, BN, SWEHESBECHER. XF, tS5EKEA Kinani-Chidovori —{ECEHRXIF
257R% Commune, 5 Peter Randall-Page #1 Alan Cotton 257 gloss—Art Exeter. Exeter Contemporary Arts Hub LA
G589 New Hall Art ZAR75,

BHIHNTENARIERRAKE, FERENEN—IRERIRE, XLERHR THEERNFm. b, HEREME
—HETLIES IRIBXIEAMMNEL. (=E)) Wit 7T =FREmAI MR - B aHIEMR (IFE=E) @B, A
BBETfREE, HFREIE—LEERIERAEMUN TR X ERRIENSIDFENHELT IELFR.

LUCINDA CUNSDIN FEAIZE8) / The Poetics of Places
[5818=/ England] 7K%2 | Watercolor
13x32cmx26/2013

LUCINDA CUSDIN

Lucinda Cusdin is an artist, gallery manager, writer and curator. Born in Royal Leamington Spa, 1987, she studied at
Wimbledon School of Art, London. She organised, curated and exhibited in group exhibitions in London with Et Cetera Gallery,
Troubadour Gallery and The Gallery. After graduating in 2010, she managed The Bodhini Gallery, St Albans, before moving
to Devon in 2011. She now manages gloss—Art Exeter, co—ordinates the annual Exeter Open Studios festival and writes the
art column for regional magazine Coast & Country, while producing and exhibiting her own work. Over the last year she has
exhibited with curators Kinani—Chidovori at Commune in London, with Peter Randall-Page and Alan Cotton at gloss—Art

Exeter and at Exeter Contemporary Arts Hub and New Hall Art, Cambridge.

| am interested in our relationship with space and enjoy disrupting the surface of a painting. These themes
inspire the composition of the works, as | like to create structures that direct the movement of the eye. Space
captured my creative interest three years ago when | read Gaston Bachelard's The Poetics of Space and | have
since produced works which metaphorically and literally reflect the immediate curves and lines of our vicinity.




T & DING YI

1962 FHEEF LB 1962 Born in Shanghai, China

1983 FEWTF BB T EEARFR 1983 Graduated from Shanghai Arts & Crafts Institute

1990 FEMF EIBRFEARF R 1990 Graduated from Shanghai University, Fine Arts Department

WI{E. &£iFELS Currently works and lives in Shanghai

BATF 2011 5 7. 8 Bigl, WABRELTENMMN Stockbridge Z [B)5IEZKRBTATEIE, HEFEARRENBRAWNEZ ) The piece was created in 2011 during my stay at a villa on the Stockbridge Avenue, Alhambra, CA. | was invited
RSB EFRIANBEI MUK BV FIERED by a friend to spend my summer vacation there. Surrounded by a beautiful natural setting with thick trees, | still

couldn't deprecate the geometrical thought inertia, and composed in a mathematical module with sequence.
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72, /DING YI HFH1&F5 | Order In Checked Number
[fhE / China] FBIRE, £, S4/ Color Penci, Ink, Paper
32x620cm /2011
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1948 FHETES

SHIRTINIEARSSR (MPEERSER) WhTEERYRITER
RRRIERREK. FEERERMRRE. BR—RER

BNEREEERMETZE, BIZHKRER, UEH=H ... HRE T BT BRI AE?

= /\BF / DONG XIAOMING PNHEABEME / Ni Gu Hua Hui Tu Ce - 1
[#hE / China] K229 / Ink, Screen Mesh
40x300cm /2012

DONG XIAOMING

1948 Born in HongKong, China
Studied in the Affiliated Middle School of China Academy of Art / China Academy of Art, Printmaking Department

Currently, Dean of Shenzhen Fine Art Institute / China National Art Gallery Researcher / National Level Painter

We always hesitate between the tradition and contemporary, chasing the memory and searching the answer,
imitating the ancient and exploring new territory. Have we found anything that is truly ours?
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=1 - FIRCHTELL Ampersand Duck AEZRI#ITEIE, R —EEFTBEMFERIMFAEBZNALZAR, TEHRAERETF
IXFHEACIERM £, BERTIZRAREEERNFRSHKTLE, WIHEARIRASHREHENHREEZERILE THRARY
XKil, ©CERIERENAFBORE L. tAIERASKEBAIMIEBIEFTITE.

HOMEREEAHESZEARSRITZE, RIFEERSESREGINFAN—EIE. BNSFNERMNRTESHR, 8
FEELHRE, BERENB—AEAF, T—FHEIR, FAMNRAEEREMTT, XFHEEERAR L. FER—RER
TEERENRE, BNS2AZYRE, NAESERNSHEES.

CAREN FLORANCE] g2lEZ A | The One Who Stopped
[(RAFIIL / Australia) ZEME | Mixed Media

12x33cmx26/2012

CAREN FLORANCE

Caren Florance often works under the imprint Ampersand Duck. She is a Canberra—based artist whose work focuses on
the book and the printed word. Using traditional letterpress and bookbinding processes along with more contemporary
technology, she is interested in connections between traditional modes of presentation and the motility of contemporary
information, with a special focus on poetry and poetics. Caren is currently undertaking PhD studies at Canberra University.

Her work is collected in Australia and overseas, mostly by libraries.

My work hovers between art and design; | like working with poets, who themselves hover between writing and
design. They start with form, or formlessness, and either way they are, from the outset, thinking about the look
of the words on the page. Poems are such dense capsules of thought, and they are fabulous starting points for
artistic collaboration, ready to be unpacked—and repacked.
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B - BEERHZACMELRE. LB, ZRBERENE. BLM 1979 FEFEBENZHERRR, HRRAFTHIEHAIIRE
MEARBEEARZ—, BRBLUZARNSHIZESMK=. LRI URBRE. £E. CERSENSEERVER, HALER
ZABEFEERIN W, ERIER, BRENEHSY . RERBELRESHEEERENESEM.

HERUAESWAZMNNK AEDRETEME, XEENESAMIERN, BRAFELEHN, BRSXFENTIE,
CHGE—EERR—REE, LT IBEE, NERES—EFR. SETXMEFREX (MR) 1, REECUA—
MR, MELLLHE, IDYRNERE T IR ZUREIE.

‘TE—XIE BERMNXMHMERLENRIE, BEHIARRENME, EZRERELNNATERTRHNAT. £
MR —BE, EMEEEMNERE, BEAGRIRA, MRMEEHORT, HHIURAESR. E3XFE, H—
BHESERY . H5BENEMKEE: ENAREZN, SNRULEMNEFATHR. FHit, FEFARZEBRE
BHRBE, BEHHTRERUREIRSNTE, BNSERXALEIERRBRIRTAS .
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DIANNE FOGWELL] FTe—F1E | Wordless—Soundless
[@AFTE / Australia] ZEMEL Mixed Media
17 x25cmx 24/ 2014

DIANNE FOGWELL

Dianne Fogwell's practice is centred on printmaking, painting and artist's books. Dianne has been an exhibiting artist since
1979 and is one of the most respected printmakers and artists book practitioners in Australia. Dianne has been an invited
artist to international biennials for print and the artist book in Poland, Belgium, Belgrade, France, London and most recently
Korea and her work is represented in national and international collections. Dianne has made a major contribution to the arts

community in Canberra through her art practice, teaching, curating and establishing press.

In my work | like to illuminate parts of the landscape that usually go unnoticed in our daily lives. My work often
appears as imaginary, almost hallucinatory, maybe a dreamscape that creates a story that flows from work
to work like pages of text or music. I've approached this book with these thoughts in mind with respect to the
concertina book format and what it can offer as a carrier of these ideas. | have titled the work 'Wordless—
Soundless' as it is a silent work, the perforations allowing light to illuminate details at the turning or unfolding
of the pages. The book can be read left to right as a text and when it is unfolded it reads as piano roll implying
music that could be heard if desired. Over the last couple of years | have been making work about pollen,
pollinisers, and pollinators: their beauty and necessity to the world around us. In this case | chose to perforate
the pages with observed, scientific and imaginary aspects of pollen. The 'words' are a perforated text from a
scientific journal on pollinisers and the piano rol 'music' is imaginary— hopefully, if played, it would sound like
pollen in the wind. | wanted the piece to be silent in reverence to the book itself.
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1955 FAEFHELE

1973 FENFHE EBHITZEARF R
1981 FIRPEEARFFEARMEFU
MIfE. EEAEEEAOMNGTE LS

(5241) BRTEHENEE LRRBZIN, NEXRERERERBERIAES, BIIOBARTRANSHE. HRH
TRERAHABE, BARIEAFERZINK, BFBIMRH EN—XBE. I, HLEMER, BARER
FIANXRX—FFRIBAZL . XLEZF

IR 2B B —EBRENANREFEATIZRIRAMBEE X

SIE | GU WENDA 8K — FEIFREE | The Text of Forest ofStone Steles: Retranslation & Rewriting of Tang Poetry
[fhEl / China] £, B, 448, EM, T8, €REMIZ/Ink, Paper, Silk, Bamboo Box
58 x 190cm x 3 / 2006-2007

GU WENDA

1955 Born in Shanghai, China

1973 Graduated from Shanghai School of Arts and Crafts

1981 Graduated from China Academy of Art, Master of Fine Arts
Currently works and lives in New York, the U.S.A. and Shanghai,China

Tea Alchemy is as much an olfactory as a visual experience. The mass and volume of his steles force us to
negotiate the space they occupy. We imagine running our hands over their 'dragon—scale' sides; their smooth
faces must surely be cool to the touch. The tactility of his model books, with their polished wooden boxes
fabric—covered bindings, and various types and textures of paper, invites us to hold them and touch each and
every surface and edge. Of course, we cannot, and this is one of the most fascinating aspects of this new work.
These are books—presumably meant to be handled and read—but they only make sense when arranged and

displayed as artifacts.




BEfE

1961 FETFHEIHEE

1989 F LML FrhESEAZ R, RFLTFNU

1998 FEEAFBABEAS (Ez), RETEAL
2004 FEWFRAAFRREAKRE, BEEIFLFMN
IR, EFERM, EPEERFRIUR

H—EAEMS ‘B BXNES, SETHEREEHS ENEE,
IKEE—MENER—FILUERNEESHX, ERBESREIESNATRIAMEDEAIIAR . REAMNSSMKEK
BEIXAE, BXFEXABSHKZEEEANZTE2ARNEE. KENER, AAR—MIHERNERNEER, mMED
AR SEENRR. KBIESASHAAROE, MBENECRA—TEBENES, XIYPEHMERNEE, EHT
XAUFIMLRER . KEREZSNEARRANSEPH—HMH.
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BIYEFIC / Draft Note
[fhE / China] YEAIKEE | Paper, Ink
45x32cmx24 /2013

GUAN HUAIBIN

1961
1989
1998
2004

Born in Nantong, Jiangsu, China

Graduated from China Academy of Art, Bachelor of Arts

Graduated from Saitama University (National), Master of Arts

Graduated from Tokyo National University of Fine Arts and Music, Fresco Painting Department, Doctor of Philosophy

Currently works and lives in Hangzhou, China; Professor in China Academy of Art

I've been working on the them of garden landscape for years, and this related to my other works. Ink painting
could be a media, or a way | use as a carrier to think. It is not a tribute to the heritage or nostalgic, but the
communication between my personal experience and the tradition. Ink painting is not a matter of language, but
a medium | used to express my ideas about different subjects such as the tradition, as well as the current state
of culture. | see painting as one form of the languages that contemporary art implemented.
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ANGELA GARDNER! TEANES / A Quiet Voice
[Fi/R=E / Wales) K¥2, FLEDH/ Watercolor , Hand Printing
23x12cmx 24 /2013

ANGELA GARDNER
Angela Gardner is a graduate of UWIC (U.K) and Queensland College of Art. A Churchill Fellowship in 2008 took her to

San Francisco to learn letterpress and research printmaker / poetry collaborations in London and New York. She has an
interest in artist books and practices as a poet. She has two published books: Parts of Speech (selected Poetry), University
of Queensland Press, 2007 and Views of the Hudson, Shearsman Books, 2009. She is currently Australian Poetry Cafe
Poet in Residence at QAG / GOMA (Queensland Art Gallery / Gallery of Modern Art). Her work is represented in major public
collections in Australia, UK, USA and Turkey including the National Gallery of Australia and the Victoria and Albert Museum,

London.

We live in saturated information environments, both text and image, that inescapably influence visual art
practice. In this series | am concerned with the 'Quiet Voice' of our unspeaking environment. The leaves of
the forest being given space within the leaves of a book. | am also interested in the 'littoral' edge between the
stylistic conventions of writing, of pattern making and of visual representation. Here the words are hand printed
and coloured watercolour which in itself is a 'quiet' medium.
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KR - HRET 1947 FHERERCH, ERERPHENERZEARERFES, T 1972 FNBPEREL, hiR1S Abbey Major RFEHE
PONREFRFIT—F. BBEFZSZARZHELN, FHMA 1992 F3) 2008 FERBRZARITFZHEBEEMITENSIT. WEBES
ZIRIK, FEEERIBRA Penylan, MIEAENEEEAELE L, FEETBRNTEENESSZABRBAE—TECHIEZE. B
HitfFmtbBENRE. HYE. MRURKXTEMER,

XLEHZRRENTU T ARN#HFHEE, HENREXERETIEGH—KA. £RREL, LWEFEHFEARIE
MEEEFAEHEENFEE . SIVEERIZETERVRY, URRETERN T,

PRIBRVRE EAIEBNERIF A, FRERPEYS FIAMEE, BNNEIER T —MXFT—EIETS . FESHAIHIS,
HHEWFIRLERBRERFTXEMRBIIAK, B, SliItbIsERIIRREEATRTHNERS L.

DAVID GOULD MHERERT: |IB#FEIR / Exquisite Corpses: a Compendium of Old Boots
[/R=E / Wales] YRAZIESFTED / Paper, Digital Printing
12x33cmx24 /2012

DAVID GOULD

David Gould was born in London in 1947 and studied painting at the Gloucestershire and Royal Colleges of Art, where he
graduated with an M.Art (RCA) in 1972. After a one year Abbey Major Scholarship at the British School in Rome, he taught
at various Colleges of Art, and was Director of the Foundation Course at the Cardiff School of Art and Design from 1992 until
2008. Now retired and living in Penylan, Cardiff, he paints full time and has a studio in the BayArt studio/gallery building in

Bute Street in Cardiff. His other work also includes landscape, still life, abstract and other subjects.

These images of ancient worn—out shoes and industrial workers' boots portray the corpses of once working
footwear—which are visually richer in death than in life—the ghosts of people and times past—and the passing
of an age of hardship and heavy industry.

The great beauty of very old worn leather and fragments of rusting metal, glowing in warm sunlight, evoke a
lifetime of wear, toil and the individuals who once wore them, and perhaps recall the original meaning of nature
mort.

©
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NRBE—ZEARMHBER, REAES, LIVTFZLCENBABEEARITFR, URKENERZAFMR (MMBEMLEFM) . wFH
BMEFENRAKRSEERIINT, SEMRREN. BESEH. EENIRABERSEITEREIFLE.. BAFRRDRNT B
HURMSEENRE. IAABEEIEN— MR REHESNEE, HMNEBIE—EIFItHR . WERERE. X8, EX.
mt. BAURPERTIRES. Gukzik, HES, BKE “WEER .

MRENENZBIR, BBAMSE—FNAREIRSIEE. MRAENTHMNEFIMEAVES, MAZHEEMNERAT,
EHMNAENFTE: BLAIHRRAY, SAELEMNSE0OR M. ATEIX T IBEIFNEENMEIE—KE. BY.
BE. XBEFE, KRXCNURTESHFARILR, BACNRBEAIIFERMNOX O RANBELAR S FHAIE
EMEN—MRERNEE ., HNRERIULRMNNIDETTTET. AXRERA. T EZAMMERESND, NikeliE—
T ENNEHERSAIHER.
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GUKZIK LAU

Gukzik Lau, Artist and educator, Hong Kong based, graduated from the Ontario College of Art in Toronto, and from the
Royal College of Art in the UK (Master degree with distinction). She makes image and words with assorted media including
painting with offset printer, photocopier, fax machine and digital inkjet. Her works embraces emotional and social concern.
She believes that, through creativity — a wish for improving, we can build a better world. She has exhibited in the U.K., U.S.A.,
Canada, Switzerland, Japan, and China. Gukzik, her pen—name, means 'collecting colours'.

If creativity has a goal, then it must also be a wish, to improve. It is not just about the external hardware of our
lives, but instead, and more importantly, the inner needs of ourselves: hard and soft, body and soul. To see all
aspects concerning a better life—clothing, eating, inhabiting, transporting etc. in time manifesting in as many
forms as possible, for they are reflections of our care, contemplations, our love for life. My wish is to allow our
minds to be present, clever and open to the potential of all humanity to create a much brighter world.

GUKZIK LAU — NENET RGBS | A Society that is yet to become Green
[Bi/R= / Wales] YKAIKE | Paper, Ink

2012
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DE-$2U HE SAIBANG

1959 F4F HiF 1959 Born in Shanghai, China

1986 FElF EBIMTAFEARAR 1986 Graduated from Shanghai Normal University, Fine Arts Department

WMIE. £EEFELE Currently works and lives in Shanghai

XE—HSMLOBXNER, KEZTENLIER, ERTERRFNEELEERK. This is a series of works about illusion. The illusion exists in the ink stain. They documented my daily experience

on a subliminal level.

84 ----- 85

12253 | HE SAIBA 4% ER4ISR | lllusion on Paper
[#h@E / China] YRAIKEE | Paper, Ink
58 x 190cm x 3/ 2006—2007
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1970 FHEFITHZEM

1994 FETFhEEARZ R, RFATFM

2002 FENFIREEREAT B, RN
2006 FEMFREZEAFRE, RELTFM
ERHTIHRANESRERSY . MBEREAFR
MAFEEAZRFEEBRRZIR

TKEEE?

IXENERHCEBET . RAET, NACKBRERNESETEN, SEHSULKRBRZENER, REZLMKNNANEE,
XBEOFR, PABBIRNEBSVNFAE, SREERANET, Mzl 2B INEGRELTFIENMNEZ .
EAFKMKIG?

X2 “BWEF M. BEENNN, KRER, Bk, B BEEHNES, ERNEFRE EHENNEE,

188 - L& | Heart Sutrar
[¢hE / China] Im, E4%/Paper, Blood
45%x32cmx12/2013

HUA JUN

1970 Born in Taizhou, Jiangsu, China

1994 Graduated from China Academy of Art, Bachelor of Arts

2002 Graduated from Royal University College of Fine Arts, Master of Arts

2006 Graduated from China Academy of Art, Doctor of Philosophy

Taught in Stockholm University Sweden / Royal University College of Fine Arts.
Currently, Associate Professor of Chinese Painting Department, China Academy of Art

Where is the tradition of ink?

The tradition is always there. The point is how to fuse it into the reality, thus to form a unique context of one's
own. Bear this tradition in mind, the personal language is like whispering to oneself, emotion and techniques are
unified. The focus is to present the picture in vision aesthetic.

How to experience these?

It is a problem of how you 'look" and 'think'. With a close inspection and thinking, you would be shocked by the
human condition and would think the world in a whole different way.
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1967 FAETFTHEHNT

1986 FEMFHNIEARZ T (MPEEARF L) K
1990 FE M FHEEARFZRFTEBR, RFLTFM
MAPEERFRAHLZARZ AR, R, Bt

“MER” REAEEM BRI R P AR MATA —MFR, L2 —MBEL . ‘N B IUILRRFRIFNZERIERT.

WL AT 8 AR AR, BXKENERRREIASEBRNXR. &8 A&/, BEXH" Zik, B
ABRATHEESINFE, KNFEEENN, BRESMAMER, BAKRMWLIK, BULKMIE—EK. FARD .
EmEMMAMIEZNEMNZENAER, LEXFEFEFLPILBAFANARSE.

1% / HUANG JUN Bh. ZE / Wo: Kui Wang
[RE/ China] {RAIKEE / Paper, Ink
44 x180cm /2012

HUANG JUN

1967 Born in Zhejiang, China

1986 Graduated from Affiliated Middle School of China Academy

1990 Graduated from China Academy of Art, Chinese Painting Department, Bachelor of Arts
Currently, Deputy Dean / Professor / Doctor of Public Art Institute, China Academy of Art

Observation is my method of fine tunes my awareness as well as thinking in my working process. Observation
keeps me in a good state when | create works.

Human or human figure is my motif to express the relationship between us and the nature. There is an ancient
saying,' The human body is small, but coincidence of heaven and earth." Human body is a part of the universe,
and contains elements of the universe. Human body could be seen as a landscape of its own, or a part of the
larger realm. My works reflect not only the reatuinship regarding to space, but time as well. This is what I've
come to understand about the true nature if painting in recent years.
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REX - FeH - B

FREX - WM - BEHT 1997 FEFBXNDTEREMERELIER. 10F 1051 FHETARE, EEARIALEEREIHE.
1999 &, (LIS T ERARRARLTERKL, HF 2002 FHETARTEREREMANARLONERL, MIEFRNEEHE
EER. FARTIAZASYE, SRSEENS REBRAERETERTIRY., 2011 F, MERRTEREBERET
TREERERERES.

BN REFNFEBRANBEERZAKE, ROIMREF, B—AFREBNENZKRKEE-LETFERATHEE,
XER—MESABEZRNERE, BAKELE— " HEEARNFER, MFRESABEVERMN . BRALFENFEH
ARRENRERE—iE. HIEESRXMAS

CLIVE HICKS-JENKINS FH%E | Alphabet Primer
Ri/R+ | Wales SEME, A, B, MARENRI/ Mixed Media , Acrylic, Collage , Relief Printing
12x33cmx24 /2012

CLIVE HICKS-JENKINS

Clive Hicks—Jenkins has shown with Martin Tinney Gallery, Cardiff, since 1997. He was born in Newport in 1951 and
educated in Theatre Studies at the Italia Conti School. He was winner of the Gulbenkian Welsh Art Prize in 1999 and received
a Creative Wales Award from the Arts Council of Wales in 2002. He has had exhibitions at Christ Church Picture Gallery,
Oxford, The Museum of Modern Art Wales, Newport Museum & Art Gallery and Brecknock Museum. A major retrospective

of his work was held at the National Library of Wales in 2011.

| have a soft spot for the charm of early alphabet primers. For one of my books | decided to make a primer of
pen and ink images drawn directly onto the pages. It's a challenging process. It's an alphabet composed of
images | wanted to draw. The lettering is made using collage. | like the combination of spidery drawn lines and
the heavy blacks of the letters.
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35 - BRETE—IEENATZAR, wEIFRREE0ELE . SABERF. BEE. YMES. B, FHREHESR (TBXKFE)
MR ZEAR CRARIEZAS ) REF, B8 2007 FFEAEZARENE, FREERAFTRER LRE, FR—EHENFAAM
AHBMWE. FERMTERANTEIAAREFERFEREETRE, FAERZIREAIZE .

HEMEMDTREIAMRA

XFEAFRELESIZFREN; XFEHNEXBETRANRIGIRE, 1LAUMERENES OSSN ENEE LR T EIRF .
MR, ERE5XRLTXF.

XS TR S EBET « 7FFET (James Joyce ) TE (FERIRAIFR®E (Finnegans Wake ) ) — BRI E
NISHEERERR, IENFEHIINT, 4. A, EzBd, FREISENSERSEESEST BREEURKIEENEE,
XEEEA—IRBESBINIEE,

NICCI HAYNES 272014 /Per(florate : 2014
[RAFIIL / Australia] FEB, ./ Book as supplied, perforations
17 x25cmx 26 /2014

NICCI HAYNES

Nicci Haynes is a Canberra based artist whose practice embraces print, drawing, artist books, sculptural objects, mechanical
contraptions, video. Her formal qualifications include honors degrees in Pharmacology (Cardiff University) and Visual Arts (The
Australian National University). Practicing as an artist since 2007, her work has been exhibited in Australia and internationally
and is held in a number of private and public collections. Nicci teaches, etching mostly, at the Australian National University

where she is currently the technical officer in the Printmedia and Drawing Workshop.

I make books about books.

The tendency of words to tangle and meander; the capacity of text to extend beyond the page to connect
individuals backwards and forwards in time makes me envisage books in terms of interconnected networks. In
my books threads and wires often stand in for text.

This particular book responds to the strange literary territory of Finnegans Wake in which James Joyce's
language, like my threads and wires, roams and tangles. In Wake, Joyce's idiosyncratic writing extends
language beyond functionality to such an extent that it barely holds together. It seems to be in the process of
disintegration.
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7 FRE-SERTIRER., BEHRASBFNTRENREE, SEARRESIINARR. Bal, - F8XBEHAKZZEREZNERHIT.
fth2 V-6 (V-6 Contemporary Printmakers ) IMCAREIRI R —, FHFEEMAE R —REREFR REBRENENREZAREE.
thes5 (S#) Ra— 1M EFEXATHHS 48 BIREZARARNIKERE, XIMKEIREREFTEXBEZARRESE, REK
REEFRRANVEEZAZRURBERNRAFNTEREANE, EREISIEAZLNREN, Kk, BERESRFH Denise
Yapp BIFENDT—HMABR.

BOERSETHELERHENMRE, XE—MEEFARFAEERNT L, HIEERHISOMZITLE™EFGELES
B, RAR—ETITEREVNER, BEASXIPNA. B, BIFEINRMISERI. XINAREMIE
XA ITRIKHE o

SUE HUN ERHS4 | Spring Study
[B/R+ / Wales] ABRE, 7K¥IKF [ Charcoal, Gouache, Watercolor, Paper

9x12cmx24/2012

SUE HUNT

Sue Hunt is a painter and printmaker. She has exhibited her work widely both in the UK and abroad as part of collaborations
and also as a solo artist. She is currently Senior Lecturer in Fine Art at Cardiff Metropolitan University. Sue is a member of
V-6 Contemporary Printmakers and has shown with them most recently in collaboration with Indian and UK artists, in the UK
and Rajasthan. She is part of a collaboration with Vario, an International, Australian—originated tour of 48 artist—printmakers,
first shown in Bay Arts, Cardiff, followed by The Honolulu Academy of Art in Hawaii, and the National Gallery of Australia,
Canberra. Sue has been the recipient of several Arts Council Awards. She recently had a major one—person show at the

Denise Yapp Gallery, Monmouth, UK.

My work has always had a strong abstract identity in terms of composition, a method of making and unfurling
of image that is always a combination of intuitive play and equally a rigour in my interest in drawing. Recently
| have been concentrating on botanical subjects, the marvellous, intricate forms and patterns that spiral and
emerge through close observation. This study has formed the essence to the unfolding of this book.
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A - FEMSEETREFAERERK. 1979 F, iREITE/RLT. 1986 &F, wRIFIREFIEA, 1990 FElfE, #TT7TRENRE
o WEBER/RLREIES, BERAFTRFABILEEFTET—RITE, WAFRKREE. B/RL. iEE. BARIET. FB. 0
SRS RHNARFAANE . WAMERRITFSEENRANLARFERMTIE, FESEEERBE. BIHE LEEER.

BT HMRERAAERURERANAREBNE T, HEESRNENEEEMNHME. -, BUREMER
EERw, BRRFEBEBARETEN, FEBXMAEMEMNER, XNMIBHIFFZZ, 2005 FAEFELRS
EEBIFAIR, FEXRMTHR, XSSOSR LI TREIFRRESCERUBHIF AR LR, XB3T
E—MeFNRIEENFER.

MARY HUSTED RBIEE / Episodes
[Fi7R+ / Wales) SEME, KEHLL / Mixed Media, Collaging, Paper
12x32cmx 26 /2011-2012

MARY HUSTED

Mary Husted was born and raised in England. She moved to Wales in 1979. In 1986 she returned to study Fine Art and since
graduating in 1990 she has exhibited widely nationally and internationally, including many solo exhibitions. She is based in
South Wales, but has spent extended periods living and working in Australia and South East Asia. She has works in public
and private collections in England, Wales, France, Australia, Hong Kong and Canada. Her work has been written about in a
range of publications in the UK and Australia and she has featured in national radio and television programmes.

In addition to making framed works and wall-mounted boxes | fill notebooks. My favourite mediums are drawing
and collage. | delight in the happenchance of moving round bits of torn—up paper, drawing and found fragments
until they make suggestions to me and something just happens on the page. The folding books that | first
discovered traveling in Hong Kong and China in 2005 offered me new and exciting ways of thinking about image
making in a book format. It is a different way of unfolding an image.
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EFEFE

1971 FETHNIFRB

1997 FEMFHNTIEARZR T (MPEEARF ) MEBER, RFLTFN
2010 FhEEARZFH R
EHTPEEAZFMERFNTIFE

KHAEEEE, ZB2RABH. REEE, TR, FMREREE, RHEE, Ok—2a4%E, R, 88, &%,
FREPOMREEERRLE, —TUWNVOFNEERENZPRA, A ENSE, KE, RE, StkEs, 1T, BINRG

£PHF / JIN YANGPING #8704 | Die Lian Hua
[hE/ China] A KZE | Paper, Ink
32x575cm /2013

JIN YANGPING

1971 Born in Yueqing, Zhejiang, China
1997 Graduated from China Academy of Art, Oil Painting Department, Bachelor of Arts
2010 Graduated from China Academy of Art, Doctor of Philosophy

Currently, Professor of China Academy of Art

The laughter is fading, so is the emotion. When the day gets dark, the street signs light up. The panic is in the
air. Jasmine tea is served. A butterfly stops on the desk. A pretty figure appears in a novel, and you can see a
poisonous flower on her skin.
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Maggie James @—RBEH/RTEZR. BMNEERIETAFHNERZRFERF IR, MARIHET T KEMNRW. TEHRIRITSIFE b4k LR
AU, WAMERAEEERREXENAHRMARGFREL, SFECHFTEETFR. MRTIRZANSERSE. 5 2003 Fie, it
BayArt ZAR PN LEEHFSERMBEMNREESE—E, FREEMATSRZARATIEEEEREMNEE. NSWEER

Hi engage AR o

o

W, MRITHNREILIX LEAREELM RN, WEXLX ST, RE T LN SEMIRE, §—LE2HH
WY, bE—ERREARHEBN, GINRE—F, LEFNFEXZMN. MRIERIFPE—HFRXNRINERNES, B
MTERZEEE EAXS ., XERREANEShRELLEER T Steve Reichs BIYEF Vermont Counterpoint,

RIFERIEREEIEUNZ £251F £, FeET —RKIXFNRERENE—AERIKT . LB LKA, BHERNE
Ik
=

MAGGIE JAMES YMNEIZS18) 2 | Peripheral Spaces 2
[Fi/R=E | Wales] RAIKF, 7K/ Watercolor , Gouache , Paper
12x32cmx 26 /2012

MAGGIE JAMES

Maggie James is a figurative painter, based in Cardiff, Wales. She has exhibited widely and continuously since studying at
Northumbria University & Royal College of Art. Numerous awards have supported her practice and her work is held in public
and private collections in the UK and America including Imperial College, London and the Contemporary Art Society of Wales.
Since 2003 she has combined her painting practice with the development of gallery education at BayArt; which has lead to

innovative collaborations with over 53 artists. She is currently a member of engage.

Recently on a Eurostar train to Venice | made a series of quickfire drawings—a trail of motorway headlights,
trees on a ridge, a toy town Tesco roof. The speed of travel made incidents segue and overlap. Scanning the
landscape | drew fleeting fragments of things that | knew and other things that were totally unfamiliar, new forms
like new words.The concertina book holds a collection of these, unfolding the landscape in time and space. The

excitement and optimism of the journey references Steve Reichs Vermont Counterpoint.
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1958 FEFXKi2

1983 FEOTFRIZEAZ HEER
MAKREAZF B EEHREEHR

FRMERH 7 XAHANE, BRH T TS LB STV D SR T BT IHA R T EIRZ AR AR K B AR FSRIHRS .
BRIEISKFF A ERIES, FBITEAMFBRZRIAIKI ],

EREREMET WS BIARIEDZEFEZARK . WEMEFNRMERMNEERHREENZEAPRE TSR, £
hE, FRNLERNREENREEERTLUKE, BAEER. RONBAEXNELEPKRE, BAEELLUEEFH
ROMARIRFNERSEMRAMN “XAE” $#El, WFEEXABZER, FENREZZREENREEMIIEEIR
YRR,

REWLL, F2MOMEMRFUVRE “XAE™ NEES. ‘89 SthiaRERH=E, XRMEERTII— T EBNR
MR . XIEREERITRERNEARAFIETESAMNKRLPIEF T .

SHE@—PHAOKBEZRKH, EREELMUALERIANR, SMEAMSEEEA MR RFEIEMRIRE. BIFREK, Bx
E—REB R MAIERK.

KEUR - BR - [

ESENINININ K%/ Ben Fen
[fhEl / China] YEAIKEE | Paper, Ink
15x95cm /2013

LI JIN

1958 Born in Tianjin, China
1983 Graduated from Tianjin Academy of Fine Arts, Chinese Painting Department

Currently, Associate Professor of Chinese Painting Department, Tianjin Academy of Fine Arts

Li Jin's paintings are full of ardent passion for the earthly world and in the meantime, overwhelming grief over
mortality. They unravel the splendor of earthly indulgence and pierce deep through to the eternal grandeur. His
works inhale in sensual airs through each of those hungry pore and splash into a corridor to the religious world.
The disparity between sensual hedonia and imminent mortality produce the tension of arts. This tension
reaches its ultimate beauty in the European Baroque sensuality arts. In China, there is no ground to trace back
for Li Jin's bold sensuality, either from the naturalistic paintings of Chinese Tang and Song Dynasties, or from
the literati paintings created with inner experiences and moralities in the following centuries. To those old time
literati painters, the forthright exposure of sensual yearns by Li Jin is panicking.

Despite the fact, Li Jin refers his deep and through understanding of literati paintings in his creation. 'Food' is
a new territory of his exploration, which serves as an irony against the tradition. The charisma of aesthetics
produced by following and breaking through traditions is impressive.

To each of the contemporary Chinese ink painting artists, traditions offer comfort and knowledge, while the real
world stirs up inspiration and creation. But after all, the inner self makes the real and single support a painting
artist depends on.

Michael Kahn—Ackermann
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1964 FHEERIE

1974-1990 FHEBE T AF KERITF BRI ID
MABBERRITARIRE, EBEITEEKRARXUEZAERMG

FEREFECRLBEFIRER, RETEREXTLULIY), EW—CRLEXID, HSHBFERRFRERREN
5%%, HRAMNEFULER . BRASHATEERRET R EES, TEFREFERTEINTERBEREEBTE—
TUBIRA R &R R R — BT E SR SR, APEERLKEZREEPE. hE, RRFNIFRZEES.

Z2E3E / LEUNG KUITING EXEE | Roaming Vision Album
[ PEZE / Hong Kong, China) YEAIKEE | Paper, Ink
37.5x41cmx8/2012-2013

LEUNG KUITING

1964 Studied painting under Lui Shou Kwa
1974-1990 Part—time Lecturer at Hong Kong Polytechnic
Currently, Honorary Advisor Consultant of Hong Kong Museum of Art / Director of Hong Kong Chingying Institute of Visual Arts

In the course of my ongoing exploration into the various creative possibilities in traditional Chinese painting, |
regularly observe Nature from a spiritual perspective in the formulation of a landscape that is uniquely my own.
Today, in this digital era, modern technology and images have created a new word view and different feel for
society. The constant revolving in my mind of the elements of Nature and Time has prompted me to insert a
digital element absent in traditional painting; namely geometric lines. Through the medium of traditional ink
and pen-brush, they interweave, and harmonize within the structural space of Chinese traditional landscape
painting, to explore an innovative and modern spatial aesthetics.



25 LIANG QUAN

1948 FHETF LG 1948 Born in Shanghai, China

BEHTFREEARZRR Used to teach in China Academy of Art

WMIE. EFTR Currently works and lives in Shenzhen

ENEEABETTEERERN %, mEaxF ‘=7 9Bk, NIBERETZH, BIVOBERES, EEgEEaS. In my paintings, | no longer strive for 'fullness' in every facet. Instead, | have shifted to the pursuit of 'emptiness'.
DURTHIHERSRSCIM SRR, Fée, THEMAMENESUIRIITES I ATENER, Fettsa ALI—MF 0850 When my style shifted, my mind ass at ease,to the point that it contained no emotions at all. | pile details together
WOZE, TEEBIEABRECIIREECENEIBE, to achieve a realm of emptiness and tranquility. The disorderly lines must quietly obliterate each other and any

dazzling effects in order to bring viewers into a tranquil Zen state of mind, so that they can feel they are merely
present in ang of themselves.
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242 [ |IAN I8XMIEF / Day with tea
[shE / China] X, B, £, 54/ Tea, Color, Ink, Paper
32 x45cm /2012
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XUKE

1962 FEFIIRES

1985 SR FHRTEARS R (MTEEAFR) MERFE—TIFE
WIfE, EFELE

AHIBTRIT1949 F, PEARHEMEMIZ. B+ DSREEFEREF MENEZLLES. FASKIID
B, CEATERNRELER, NRH4AEM4, H BB, BIDSELHTERNEEIXF. & ‘08" 21
RIN3HEM, “UhH” 2 “MAR” #I9WE. NMeNET —MIRbB—~ALR.

LIU DAHONG

1962 Born in Qingdao, Shandong, China
1985 Graduated from China Academy of Art, Oil Painting Department

Currently works and lives in Shanghai

Red Calendar, a calendrical system dating from the year 1949 when the PRC was first established. The theme
of the 24 dates for seasonal changes is utilized to record the important historic events that occurred during the
latter half-century of PRC history. In this way it serves as a contemporary lunar calendar. This painting also
includes some elements found in the traditional lunar calendar, i.e. what you can, or can not do, or Premier
Zhou's method of dream analysis. Every date is accompanied by a related picture and text. For example, 'White
dew' is the time of Lin Biao's 9/13 death; the 'Autumnal equinox' is associated with the arrest of the 'Gang of
Four'. In this fashion a new version of the lunar calendar has been created—The Red Calendar.

1 IAMLT

WULY “'WA
; f:

ZIIMREES R MAY

XIS / LIU DAHONG IH ( Z+MN$5 ) / Red Calendar
[fhE / China) YBAENRY / Silk, Printing
=72 90 x 90 x 90cm x 24 / 2004
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XUEFI LIU QINGHE

1961 FHEFKE 1961 Born in Tianjin, China

1981 EeMV FRIZBT ZEAFR 1981 Graduated from Tianjin Arts and Crafts Vocational College

1987 L FRREARFRRBEEARR 1987 Graduated from China Central Academy of Fine Arts, Folk Fine Arts

1989 FEEWFHREARZRIEBR, KIMTFM 1989 Graduated from China Central Academy of Fine Arts, Chinese Painting Department, Master of Arts
MEFREARZRFPEEF R  BERERATR, METHxESIn Currently, Master Supervisor, Professor of Chinese Painting College, Central Academy of Fine Arts / Researcher of China

National Institute of Art

EHAEXNRDIBEESRAZMLEFANRSILERIP RIS, BRE—BBEARNABHRIENEFES. &

BEHHHXNTERE, MEA—NEENER RS T —NMEIHERENS SR, XRERAALIDRIVER. XK Classical sentimental in modern figurative paintings, Liu Qinghe's works depict the modern picture of a state of

MMUIEEMS SIS EEFFE AT EEEREHEFEEENE, HmBLEGRINIREMHXT “HTN4EETREN speechless mind set. It is not a romantic cityscape, but ruins in a broader sense, in an almost shocking way.

HFHANBES" §9 “—MRAZTENREK, 7 Liu's topic always reflect today's world, in order to construct a system that based on the literati context of a
contemporary world.
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XIEFD / LIU QINGHE BOEE | Hai Xin Ji
[#hE / China] YEARIKEE |/ Paper, Ink
39x27cmx26/2013
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XXE

1959 S AEFIIRK

1987 LU FHRTER SR (MFEEASER) FEERAEL, FELHM
2007 FHRFEEAF IV SRERBL R

ANFEEAFREERHE, TEEARDELR

BSAREXMMICR, EERXMCRAFNNUBANFCREMIFNER, HTERMBFNERM. XFMICR, B
B—NEWRIAE, REIEFESE. BIMEARMERRANATERMANE . BENERFRETASIELCEZED
BERN . MERINBENATRBEERZEATURZTRARE, EEPERNECUIHMRERE S LA TE AN
FEETREIMER . Z2, E2ESASOERTEMEIITEN, UEMEEECEXNE A TEEER TR £
BRAFE. REBMENERETE, BXREUAELENZRMIKIISHEM LR, R CAIESLRIFRR
BXE, EREMES CAXMERREREETRX—XANRENEX .

LIU WENJIE

1959 Born in Jinan, Shandong, China

1987 Graduated from China Academy of Art, Landscape Painting Department, Bachelor of Arts
2007 Graduated from China Academy of Art, Doctor of Philosophy

Currently, Professor, China Academy of Art / Member, China Artists Association

Paint from nature is a kind of document, but not the same as using words to document events. It is a unique
and complicated process. When using words to document, you have to have a clear idea about the content,
and then choose the right phrases to express your thought. When paint from nature, everything is instant, from
the subject to visual language. Only when finished, the whole picture could have a content and meaning. In
the process, the painter could not predict what will happen next. Of course, Bi Mo (brush technique) is instant
reflection to what is needed at the moment; there are no certain rules to follow. Although every result is different,
they are based on experience and practice over a long period. In this sense, every stage is connected, one
work connected to another.

XI3Z5E / LIU WENJIE] L7k AR / Shan Shui Ce
[sRE / China] YKAIKEE | Paper, Ink

49x580cm /2012
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25R%  ZABENRETE, BRHAKXTE, EE, 2012; MRHPA 8, SFEBIE, HEmR/RLMN, BAFIE, 2012; IEAIRM,
AR . ZHT . DRKEBIE, EMNHTKRST, ERAE, BAFIL, 2011; H2E, BEXEZMNZEBE, HEMY, EL=M, BRAFIT,
2010; FLBEMRZABESHK=HF, =N, =E, 2008; 2006 FHEMT Vinius ZRABE=FRE.

“Tim Mosely EZ AR VIR S E+2FEFRRESE AR TSHIERR, EAXBERAREMITSHEENES., ”
Tim Mosely EHFREAITIMRZ BRIFE XERN, HREGEZEIMEBRZMN T MRAVSAEAEES S, X
MM ANNEUEFER AT =M EBIE M RE B HAIXL . RIERNK , EEEHIULURBINIMER . XA
L fb 2 AR TEIAIS SR — R A TR B PAENIZ: o

M MOSEL WE S | Double Take
[[RAFIIL / Australia) AREDRI / Relief printing
2014

TIM MOSELY

Selected Artists Books Exhibitions:Sense of Place in Artist Books, University of Minnesota, USA, 2012; Codex Event 8 an
Australian/British collaboration, Manly Library, NSW, Aus, 2012; The Silent Scream, Sir Louis Matheson Library, Monash Uni,
Vic, Aus, 2011; New Treasures, State Ldiibrary of Queensland, Brisbane, Qld, Aus, 2010; 5th International Paper & Book
Arts Triennial, Chicago, USA, 2008; 4th International Artist's Book Triennial Vilnius 2006.

'‘Materiality of surface is central to Tim Mosely's conceptual artistic concerns...... particularly...... the haptic
qualities of the print, evoking the confluence of touch with aesthetic experience."'

Specifically adopting the book for its intimate qualities Tim Mosely investigates touch, the haptic and smooth
space in his art practice. His interest in the haptic is informed by the three disparate cultures that shape his
confluent identity: the samberigi, mission christianity and his european heritage. The book provides for him
a means to engage the viewer's senses of touch through the indexical nature of the printed mark. His work,
represented in recognised artists book exhibitions and collections, portrays a focus on the senses of touch and
the haptic touch of books.

Jess Berry
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FEFE - BRRB—EBHREINZARR, MRET 1998 FARNERAFLBARN—FL, LUK 2002 FRRTERZATER. ME
EfEERSTEERURNARRL, SFEEAR. B2, BERTELH. mIRBEHEURLRINHEER. MRETLARETE
Bkse. MMAMEMIKTERIFANMIRATNR, BEMREINZAR IS AREZAEME. RRETERNS . BRTEREWIE. BEH
SRR, FBXRERS. RIBPIBHELELETNE, ERNEARIINENRERENE. BUERKZLURNZZARITFR,

BNERBLRXTZEHRAOME LR ANAKRZR , LENERNRENERIVNSIFEA—MERSRAXTX
MERPREMERFASN, XLERTHRATHOER. ATE. ERAEHHN ‘0K (& “TIENELN Rz
75, UREXRNKREBRERSHEELAIRIBIK.

PHILIP NICOL ZHf/INZ | Roath Brook
[Bi/Rt / Wales) YEAIKEE | Paper, Ink
12x33cmx24/2013

PHILIP NICOL

Philip Nicol is an artist based in Wales. He was awarded first prize in the University of Glamorgan Painting Competition
Prize in 1998 and was also awarded the Gold Medal in Fine Art at the National Eisteddfod of 2002. He has exhibited both
nationally and internationally in group and solo shows including Berlin, San Francisco, Richmond Virginia, Gstaad, Brussels.
Latvia and Czechoslovakia. His work is in numerous private collections including The Contemporary Art Society of Wales;
Newport Museum and Art Gallery; The National Assembly of Wales; The National Museum of Wales (Derek Williams Trust
Purchase); The Southern Arts Collection; Cardiff County Council; Glyn Vivian Museum, Swansea; Slovak National Museum,

Czechoslovakia; University of Glamorgan and Leeds College of Art & Design.

My paintings are first and foremost about the pleasure of seeing and of experiencing a space. The formal
conditions of painting are of interest to me, but only as a means of engaging with and expressing something
about the world. These paintings stem from the world | know; side streets, urban 'pockets' glimpsed, places that
exist 'out of hours', at 'closing time', and the excitement of walking the city late at night in the summer and the
early hours.
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B - BRAERBRIMERK, £ 20 L 80 FAMBIBR LT, FA—RBEARR, WERRELZMET. BIRES. WSITFED. 1t
FERREURFRBXEDINARE, FESINSFSERRER. WBRETREMEE. Northern Arts IRBIREZARMEIIRE .
MR FRIEFSHTHRREWT, . HRERENIENDIERBCTIEBBRICHERREE . EREMBRTNAHNMRERE . /KL
R FFRIBXAIFANRLEE

RAHREERTRTEHERNEL, EARSRLKENINE, RNTESBZENXIELETHE. REXBINRE, 7
BENRCHAT, EXEFRP, BRAGE—FHTLE., £BMATEPHBRHERE, HNEZEKRSEEAKT
ENEH XM T2ERATTENERHES TR RANER AT ER, RESBRWEN . BEENERTRERS L,
BREXEIRXIPRIGIITDSR, EAFFE—IPEXRELAVEE . XLEEFIMFRIESAE MBI,
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HEAHTER NIXON 1TE23F M | The Planet Book
(@Rt / Wales) YEAIK¥S | Gouache, Paper
12x32cmx 23 /2012

HEATHER NIXON

Heather Nixon grew up in Middlesborough and moved to Wales in the 1980s. She has worked as an artist in Pembrokeshire,
Jerusalem, and Oman. She has had several solo shows in Wales and the Middle East as well as participating in many group
exhibitions. She has received scholarships from the British Council, Northern Arts and the Arts Council of Wales. Her work
is held in British Council collections in Hebron and Jerusalem, in Institutional collections in England and Wales, and private

collections in Wales and the Middle East.

As | live by the sea in Pembrokeshire | was aware of a difference in the sea on the day of the Japanese tsunami.
| watch the sea daily and in great detail. In these paintings | try to act like the sea with paint. On the television
footage of the tsunami there were images of burning buildings in the water being washed away. This unusual
meeting of opposite elements really struck me. In Pembrokeshire there are often dazzling and phenomenal
natural changes going over the sea, but being alive to a more extreme vision led to an unsettling feeling. These
latest images try to capture being with that feeling.
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BHT - 0 - BRIFREE—RBEAR. /ER. BifE. T BRURHER, ELSHERFTIZIRER. MAERBIFSAHERN AWE Osi Rhys Osmond is an artist, writer, lecturer, broadcaster and educator who has exhibited across the world and held
iR, BERRTEREME. IEECHKEA—BXNENR, HAFESHE. BEURRTIEENE, BINASMEREXTIL. one—man shows in Wales and abroad. His work is in many private and public collections including the National Museum
MBEARLURIAE . B/REIMAHSEENERR, and Galleries of Wales. Describing himself as a cultural activist he contributes articles to a range of magazines, books

and periodicals and broadcasts extensively in subjects related to culture, the visual arts and the history and social life of

HIMERFTBE T XTER . SRR AZRZNER, HEECHNTEZEEAEAE, BITHBIESREANER, contemporary Wales.
HFEE5%. XFHTEE. BE, HSBRNEWEF/LAZAES, HEREFT—ABTLENAFESL, BEWTF—E
FAMRIESE—RIEIINER, RET AT —AERF, My work is predicated on nature, disputed territories and the human condition. | paint on canvas in my studio

as well as making large multimedia drawings, which include language and that | refer to as graphic essays and
work out of doors on paper and in specially made drawing books. Usually | work simultaneously in a number of
books and always carry a drawing book, although in the case of a particular journey or body of work | will create
a drawing book specifically designed for that purpose.
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0S| RHYS OSMOND IRIESBA% / Llanw a Machlud, Tide and Sunset
[Bi/R+ / Wales) #%% / Charcoal
12x33cmx26/2013
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fbthET 1947 &, BRPERBE. NKREURLIDE, EEBE-PERRITER. FBPNXARFZKRE]. FEBRFLUHEFD,
BT A BRBEEEHAFER SN, MAMFRMISIMNEERIN: EBTHEZARINEBZRAKRINSZARERME, AT
WRIEREIE “Ou Da Wei RIENERSIE" RIILIE “AEKiiRiG—Ou Da Wei LEIFEIE" . BAIFREBZAREMEMEEXILE
FEEYDIERTIR .

HBEXNRELURBERREERK . XMERMEMFITEFAIMBLUR—F RS ESREREN. SFFENRENS
METE, EXRRAMENNFFIRSELNNEERFN. BNEERIFEER, EETUREBR. E—1ENNEE
SZ2BMESH, HRIERSHZERINERERNAMELSHRAIF .

OU DA WEI

Born in 1947, Ou excels in Chinese calligraphy, landscape painting and the art of seal carving. He has served as a tutor at
the Department of Extra Mural Studies of the Baptist College, the Hong Kong First Institute of Art and Design, the Department
of Fine Arts of the Chinese University of Hong Kong, and the School of Professional and Continuing Education of the
University of Hong Kong. His art won him two awards, the Hong Kong Urban Council Fine Arts Award and the Hong Kong Art
Development Council Award for Artistic Development. His publications include the 'Selected Seals by Ou Da Wei' series and
'Flowing from the Inkwell—Selected Brushwork by Ou Da Wei'. His works are in the collections of the Hong Kong Museum of
Art and the Hong Kong Heritage Museum.

| express myself through landscape paintings and calligraphy. This sense of liveliness is interrelated with my
optimism and passion for life. When we inspect my landscapes in closer detail, the pattern that emerges is
'disordered yet ordered'. They seem spontaneous, even accidental. In an organic synthesis of my calligraphy
and painting | render the contrast between black and white into a juxtaposition of reality and abstraction.
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OU DA WEI ZLBIEE / Mountainous Leisure
[ FE&EE / Hong Kong, China] UEARIKEE / Paper, Ink

32x288cm /2012

123



124
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FHANG - DEH 1964 FHETRH, EFATFEERRL. MRUEZRE, A—BRFEFENSHEERFHET 2000 FIRIEF M.
AR ATFRKE. Conté LUIKHE, FEFRLERTEZXEL, WAFREMSRER. BYINS, ANBSIE=MESEX,
BRIER/R TR SR T eI (E.

XM FERERENT — T RBELREMENEN, EZEANBEMHERFSANNERAS, MASRRTER.
HeLREMEERE . AERERELABIEFE,

HNEEHTEBARETLRE, BENEEIBEESEIFR. XEEFEEE 120 FRHSE . XEAFEEES 7IXLER,
XHEEBEAEPAIESE B PR RERI—LF4 . W EFTERIIMRLENS K.

- pepper pot

REMNEENCEEINE BEFEE | The Kitchen Wall Alphabet Primer
[B/R+E / Wales] YRATERE / Acrylic, paper
13x21cmx24/2012-2013

PHILPPA ROBBINS

Philippa Robbins was born in London in 1964 and lives and works in Wales. After raising her family she returned to university
as a mature student and gained her degree in Fine Art in 2000. She works in acrylic, conté and oil and has exhibited her
paintings and drawings nationally and internationally. Subjects of her work range from portraiture and domestic still-lifes to

landscape, on occasion combining all three. Philippa is currently Artist in Residence at a building project in Gower, Wales.

This alphabet primer was produced following an invitation to submit work for an on-line exhibition. The remit
was to produce some or many letters for a primer, limiting the colours to black, white and one other accent
colour. All submissions had to include the lettering.

We're currently having building work done on our house and the back wall of the kitchen is to be demolished. It
has stood for 120 years. This alphabet primer details some of the events that the kitchen wall has withessed or
objects it has shared with the kitchen with over those years. The accent colour, where it is used, is buff titanium.
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1963 FAEFHITHUM

PEEAZRPEEREL, WP

MAIENBRIER, BR—FEARM, BERZRBHZARRPORARR, PEEARNERR, PEBERNEER

(M=) FRIFREXTFBRERTRHNER, CRAFXTHERRINBRAS VR, PEHARE, EEKENEDH)
BHNE, 5%, ARUREEREHMK, RRMIERLEEEARARNASELAZIBREHNIRE, EILIEE
EXAETEZNFELSEFNRAZN. MR, SFEEREBTNTERESHIE, BRECMENEKREEN
iER, FEEENHERNZANRE. MXLNCHEAEC—EMEFESSHEER.

& [UZ= / Four Seasons
[shE / China] 487, %K/ Silk Scroll, Tea Water

44 x28cmx12/2013

SANG HUOYAO

1963 Born in Hangzhou, Zhejiang, China

Graduated from China Academy of Art, Chinese Painting Department, Master of Arts

Currently, Deputy Director of Zhejiang Art Museum / National Grade Artist / Researcher of Wu Guanzhong Art Research
Center of Tsinghua University / Member of China Artist Association / Member of Chinese Calligraphy Association

The work Four Seasons is not only the result of the tea stains, which were the remainings of the tea | drank,
being added everyday on silk scroll, but also a recording of my senses and emotions. Chinese people have high
demands on tea, we drink Tie Guan Yin in spring, green tea in summer, black tea in autumn, Pu'er in winter.
Actually, tea tasting is like a special way of fulfilling oneself through self-cultivating, as if it withessed how
Chinese people's lives are deeply effected by the inaction philosophy of Laozi and Zhuangzi. Four Seasons,
each season left different colors and traces, recorded my personal way of self-cultivation, hopefully everyday
life would become the origin of art. And those traces are always used as my language for art and correspond
with my aesthetic concept.
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iw17 / SHANG YANG o8 [ Untitled

[chE / China] KELRE#  Paper, Mixed Material

96 x 270cm / 2013

STIEXES

SHANG YANG
1942 Born in Hubei, China

Professor, Fine Arts Academy of Capital Normal University / Vice chairman, Chinese Oil Painting Association / Vice chairman,
QOil Painting Arts of China Artists Association

When depicting the nature, the ancient Chinese painters also emphasized their own inner world instead of the
true natural view. Accordingly, the images drawn by Shang Yang are the nature in his ideal. However, Seen
form his expression language, his works are not illation of the ancient conception of painting. Instead, they
subvert the traditional method by means of contemporary graphic language. In view of this, Shang Yang's

paintings , either conceptually or graphically, lie in dual sides of deconstruction and construction of the traditional
concept.

Fan Dian
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1995 F Bl FhEEARZ FeihE R

2002-2004 FHEFEEARFGELERMFTERE, BHEEEESLEILISEERHE
2010 FENVFHEEARFRESEAR, REANMLF U

WERL T PEEARF .

EEEHRP, FREGHNERSERIKREERR : FK. M. Bk, 2H, SEFERENEEINRTZE L,
MER. MELWERBRALRRS, XLERBE ‘KR | FBR "B IR, BRE ‘REFEE" 1. LiCEK
NIEEEZRESRAHEZ NS, HERIREFAIERIVIEE, MCRZMAZH SEREMIAYRR—BRMES 75
B9, tRIRZATEIR T oI REME < BATS o

BB XX / SHAO WENHUAN ERIR%E / International Traveler
[FREl/ China] ZEME / Mixed Material

23 x30cm/2010-2013

SHAO WENHUAN

1995 Graduated from China Academy of Art, Oil Painting Department

2002-2004 Studying the MFA course in China Academy of Art, majoring in Free Art
Studying as exchange student in Ecole National des Beaux—Arts de Dijon

2010 Graduated from China Academy of Art, Master of Fine Arts

Currently teaches in the China Academy of Art

In the production of traditional photography, it is always connected with water. The vestige of splash, flow,
and soak will appear on the picture, so the narrative of the ever realistic object is interrupted. It is no longer
our experience or a detailed visual image, it's against our logic. It is a struggle of what's to keep and what's to
compromise. It is a game of hide and reveal. The vestige and the object of the photo became infinity. Even there

is a very precise standard, there are endless possibilities.




i R SUN LIANG

1957 FEHAEFHUN 1957 Born in Hangzhou, Zhejiang, China

1982 FEeWF FiBR T REANRITER 1982 Graduated from Shanghai Light Industry College, Department of Art and Design

MENF EBET RS Currently teaching in Shanghai Polytechnic University

EENERPIFSHERERRRRNME S, 224, 8%, BE. ME. BRE. Az, HEREIHFBAVAE. The creatures in my paintings represents my emotion, they are tangible, they are my dreams, my imagination,
XANVE, BEWHBAFFRG, SHE—MEBIMEPITE. XIES? HEFAIMEPEHRIBEN, BNERRSTHRK. my desire, my hideaway and my depression. When | paint, all the doors and windows are closed, and the TV
KLU, RRoILLERE, TR ORAR, L BRREE. 83, BxmEs, JLULBCHEAREXEEN—, or music player would be turned up really loud. This is to create an isolated space. When isolated, my world
S LARE O R AR RIS ... becomes huge. | can dream, my imagination can go wherever | want. | can possess my unlimited kingdom and

create whatever | want.
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70\ / SUN LIANG 20 | Hu Jian
[*hE / China] KAIKE | Paper, Ink
33x33cm /2013
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fafg - ERENREBHAETRE=EHIEEFIM, TCEMSEE - MMBHEARFRMERZERZRFILE. N 1974 Fie, BEE
FRVREHEBNERKRZ T, EREMEBELEBREASRENEZHIT. WEMLDALURIMATRIIB O SIEAERK A RIFEAR
AEITHCHWZAKLE. BAMFERERE. BONEMER. EEULFERL . 2005 F, MRKETFMBHERZFIRRZ AT AZEAVER
B—%K. 2008 F, KIS TH/RTEGBLLENE —8 . ERINKEE— N ETERNREAERNHICREFNER, (FRIKISHEL,
FEBEBLHNEINREEHZAMEEIR.

HELEHE EN—LENEZE, KIBSAMSERTZEINE, ERENEE. WARSRR, RRRAUTBERFERRE
MAWMES . FEXAMERP, XA 17 HEF=MSEIEmRP RS MIRE T 53 BIE ZAESR .

ALAN SALISBUR 5K R | Pears on a Table
[BR/RE / Wales] YEAHE / Oil, Paper

13x21emx24/2012-2013

ALAN SALISBURY

Alan Salisbury was born in Preston, Lancashire and studied painting at Manchester and Liverpool Colleges of Art and the
Royal College of Art, London. He has lived in Wales since 1974 working at the University of Glamorgan where he was
Principal Lecturer in Painting and Field Leader in Arts and Media. He has now left to concentrate on his own artistic practice
although he maintains contact with the University as an External Fellow. He has exhibited widely throughout the UK, Europe,
USA and South Korea. In 2005 he was awarded Joint First Prize in the Liverpool School of Art Alumni Open Competition. In
2008 he was awarded First Prize in the Wales Portrait Award 2 Competition. A painter who works within the conventions of

narrative representation his work is filled with witty and playful references to art of the past.

| use historical sources from within the canon of European painting which are then subverted in various ways;
employing trompe I'oeil devices, humour and irony to explore postmodern concepts of visual production. In this
instance the two folding books draw extensively from the Still Life tradition of Dutch 17" century painting.

%)
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FEZHETER VI RFREFE LR, ERPEZAE, BTER |V RZPRAREFXELFM, EEERXE, FFRMERAE
EFMIARFRNEAR G A

BMN—FHERIEXINTMEER “5F , EAREERF LA—XEREXLELFN .. RSASIEERERESTE. £H
ELEIRIC AR, EFENAER, SESEEERNENN. EATERLERERESEHATE, MINSLMAN
REENEMOE—TE. Eit, FPENERA"S " XINMFRRAEEX M NEERALBESEREET . WEFA, AE
A ‘B XPFRERLE, B ‘B RRRABE . REM, RNERRAEEkRES (EZ8) %%, BRMEEX
—EHIRBUSHEERBERSDORST0EMU, NARBELE, FREXTUTLDBMREEEEPELHENEGS
TR, X—MENEIC EREBIIEHRT.

FRANK VIGNERON

Frank Vigneron received a Ph.D. in Chinese Studies (Paris VII University), a Ph.D. in Comparative Literature (Paris IV
Sorbonne) and a DFA from RMIT (Melbourne).

| have from the outset seen this project as a 'writing' endeavor since | draw these lines with a technical pen on
a table. The most fruitful comparison might be found in the Chinese realm. Since the beginnings of Chinese
painting theory, the assimilation of painting with writing has been clear to the Chinese literati. Both activities
require a mastery of the brush, a tool they have always seen as unique in its potency. It was then quite logical
to see early painters use the term 'to write' to describe the act of painting images. A little later, when it became
more common to use the specific term 'to paint' to describe the same activity, it was always related to the term
used for calligraphy. Even though | do not use the Chinese brush to make the lines of Le Songe Creux, the
idea that the act of writing | undertake has similarities with the original notion of painting by the ancient Chinese
justified on a technical plan the theoretical considerations borrowed from Chinese philosophy | made in the early
stage of this project.
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FRANK VIGNERON EZ18 273 | Le Songe Creux 273
[ hE#3E / Hong Kong, Chinal Rotring i#287K / Rotring Inks
9x12cmx 24 /2012
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@ - 2 PHE—UBRHZAR, HEREEFASELE. RE. BEMZABHETE, thT 1947 FHEM=, 1959 FHILEE
AR, N 60 FAPHZE 70 FR, BAFRIERFERITOUE. RITERNERERENESEEER.

iR - ZEE 1979 F2 EEMEMEIERAN T EARERRET . I EREIES QL RAALTRE, BEERANIL. E£E. =RE.
A=FERITHRY.

LXHEMEMNTEMREZMRAFTFFN, EEAESHRNBIEKNZBAGRIIER, FRXEEHNZKIRRAIZ
&7, HRHEXE—IEREEEBNISENRF.
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WIM DE VOS TIIRS | BErS RIS / Weather Changes! Tasmania
[RAFIIE/ Australia] BERE, KEME/ Acrylic on paper, Mono Prints, oil based inks on paper

13x21ecmx 24 /2014

WIM DE VOS

Wim de Vos is a practising artist whose repertoire includes, painting, printmaking, sculpture and artists books. He was born in
the Netherlands in 1947 and migrated to Australia with his family in 1959. From the mid sixties to the late seventies Wim was
involved in Graphic design, the family window display business and the popular music scene.

Wim has exhibited regularly in Queensland, interstate and internationally since 1979. His work is represented in public and
private collections and publications in Australia, USA, UK, and the Netherlands.

When this beautiful traditional chinese book was presented to me, with its patterned papers and silk covers, |
felt it needed to be kept 'pristine’. It was important the image areas within, were to be square and clean also.
The execution of the fragments which are memory paintings and mono prints are selected cut outs from other
works, and relate to a journey | undertook to Tasmania at the end of 2012. The Island State of Tasmania with its
diverse climate and visual natural wonders has been an inspiration and passion to express over the last year.

| hope you enjoy my journey within.
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1974 EEF IR

1998 FEAV FREEALRRER, BIREH

2007 FFRPEEAF FhRE R
MAEEALREREHER , FFKDIERE “RITH" A%

FEEMABRERERINAET R, TBEHELIESHEESTTRE LRIXKEK . BYIZS  BERNRELURASISS,
EEABERIBBRIMEF B ARFHEE . tEFEMEEUEENIRMKRNALMTBINAX KR, RERLEE
RRIAEER S REAAIERY “FIA” k.

ZYhRE 1 Paintings Reproduced by Different Printing Plates
AhRZKED / Wood Block
44 x230cm /2013

WANG CHAO

1974 Born in Shandong, China

1998 Graduated from China Academy of Art, Printmaking Department

2007 Graduated from China Academy of Art, Printmaking Department, Master of Arts

Currently, Associate Professor of Printmaking Department, China Academy of Art / Director of Traditional Watermark Studio

Zizhuzhai

Wang makes multiple allusions to the past in both technique and in subject matter. The fine lines, refined
colouring and subtle tonalities are reminiscent of illustrative printing from the Ming and Qing periods and
Japanese surimono. Reflecting the 'new literati' interest in traditional culture that emerged in the post—-Mao
period, his subjects are often a witty contemporary take on historical visual and literary genres.
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WANG DONGLING

FER

1945 Born in Rudong, Jiangsu, China

1945 FHAEFITHUR

Graduated from China Academy of Art, Master of Arts

el FhEEARFR, RMTFN

Currently, Director of Modern Calligraphy Research Center / Professor / Tutor of Doctor
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There is a life within calligraphy, you could feel the pulse. The brush left cursive lines on xuan paper, and this
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is the greatest contribution that China has made to the art world. Use the technique of calligraphy to create
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abstract paintings, would present a unique language.
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The aesthetic of calligraphy would be appreciated in two different ways. First is the daily practice, which artists
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spend decades on the refinement of their techniques. And the second is how artists learn from the rubbings

e EREITER,

EFFHER

from stone inscriptions, which shows the historical conception through carving and weathering. China's

so that the differences between the east

contemporary art has to bring these two conceptions into the moment

and the west could be open up.

143

142

®oF L =
R TR E R R A
whwﬂ.n&? ..w%%
L gt Bt
- .ﬂ.ﬁ.\&&, \ﬂ.‘
Wﬂw%h?,

o PR AT S0 b A
ot RS PR
LS R RN
B R N
e wniee A T et i 1Y R
s e T 5 A A
aﬁ.ﬁ&%mﬁmiﬁﬁ“?h w..
vl o] el T R
wgi,_mgﬁgﬁw.f%
T S
TR A - e B D
B S A S
4..#.;%} S B Ma.’u. R
i ‘/u.ﬁ&‘:&nw‘ s ﬂ..v..h a.mv : el
R e
W2 S e

ST RNE - Meat e AR R ;
A rm.q DR R AN SRR
R AT I L
B 1 a
e T L
S RO N e o A :
- B0 B Ay

= ,%r oy
et £ AR

Wﬂtﬂ.‘u i%.tﬂ.r.....
R %M&ﬂ.mwnaviﬁ%&ﬁr
L S PR R i e I

= lt.ﬂ&ﬂ%kh%mﬂiwsaw

oo At R S oSy

O B e 4 =
”’dz ,..ﬂ/.&u!bﬁ' O e lie- S vilinE
= ] 4 B ‘_,...iv,..,“shm.m S
L AT Ve
-t ,1:.&\,.1 e e Sy
T A Wl e A ST
Bl ] > 1«3:1.-1.&...5..5

e S e T

ﬂ&ﬂstaﬁﬁu?ﬁ\»é
N
pERE S m..av&&umf.mﬂm

ey
‘.....M»......wh..wv.«b:‘ e
ot R AR -
bl s
J.ﬁ.u&bw*%ﬁ.mmwﬁﬂ &Mt.iﬁ&. i
i e gy e R L
B Tl T
ceE T T T
a,rmué'i..mM:. _ﬂtﬁgu. w
S B EAE
..Mn.....dd&)ﬁ» M»mumx... i o o
A S ke
g 20
. um. e UL W 2
WL A e

N e s e ﬂm.m.

.ﬁ@ﬁ‘%ﬁ;ﬁf&ﬁﬁ%
Mv iy T B S e - Pl
& n.ﬂﬁm.m&w{..mﬂvvl 33 .“.bwv.. r.w
e s i T L
P el S B Sl

e LR e LU
FpratinZ e
:

13ty

i

S e e

...T(k&._ﬁh
%Mﬁi«wﬁfﬁ .
mﬂwnﬁ..ﬁ.ﬂ ﬁu*%d..’r%

oy s v.

iU
i

i
s

ot

Aree
faae
e splv
Nerk

&
£
1
b "
o
Y 4
't

YR
ATl
i

o ¢ o gl LB Sl )
MR E SR M T e e e g
.-,w.r.. PR e R L TR

e gth,

vmrag o 8 Tt e @ MWl e te et @
W BT A Bl e

L Rt B e T At or S it
P Lo T At gt W B I A

W.b.).if.ﬁg.

e e, e 4 R e el

T

A S P

= P v b ] S

o

o S een o3l W e L....rtuu\ e

P S

m..m.ﬂﬂiﬂ B eyt e N ﬂHM

&ﬂn._,. s -TEp A b

TaShaasgm g
E o o e i A

- L e SRl R WA Adctatiy
et Sl SR el B AT

TR et et S

(B A A T Lt AT AR
HM,,M.WAI} &.r.,.,xm,wiﬁ ou,M .vuﬁ#.&tm
S R T
ﬁm%.ﬂﬁﬂ:.ﬁ!ﬂj vt e
P P S e )
XA R O SR Y - P R
e B e e T

R b e T T e SR ST l;l‘!..o’w.uow

L% =R RS S
s

VR SN R R Y A i
L * oty Frey oW A i e Y .vmmm

N A ahn
S b e e -l

Mi&.f..;...ﬁia.&;{ﬁﬁn
e :ﬁ&.mﬁﬁ@. X
ol

A FEn " ; W
Sl

B

l..
Amaui.‘lh._&u,a._...l.ﬁﬁ.
L.&ﬂ:z«f... T 4 = e
b oo g

— R T 2
(ML B ' s ",
R AR B et gl rom
el . R i
N Ay 3 .
eI = Aay daut S E R
SR b W R O T

s 0 .waﬂu.m.wa”.y}«v

R b e, B T R | B e
.n_ wr: : N Bt A
iy SR
etk S L
Uﬂﬂ. Wit el

e S i o e

A A A AR R

¥ i.v_.ﬂ d..g.“ﬂ./.wﬂcv‘... L..c—.%inﬁﬂ,!... (o) ¢
y

Wiy b R A e Lol

e RS e

Pl W

oS o

L
- g &

¥ T Akl e

pot W T e g
e (R o AR e R
FAE A S S S Yag

Ak b
w‘m_-witm u.%‘..ﬂr.ﬂ.ﬁ.ﬂ ‘a" iy g
Bk g TR LT e e
S e e

i R R it =
o A o O T s i S,
wa}_.,_h. S m.h.__.,.ﬁ = -a~.,..w..»M~I. e

R v BV R

W L
e i

ey B R uw..wﬁ b
pr .J.!.Fii e i T A »w.a et
e s G g ot
Fvi«t&ﬁﬁk+z&i§ihfﬂﬂch lﬁ
Fad = < s
el B TR v T e R e
Aﬁwn&.. e My e e CE SO
o B AT e
s T R i

P
) T e
v (L ]

W...uul.f_.il‘.&ﬂmfﬂku X«-.M{E‘i&
e
I M T P o R

W TR T I W sl b

[ g oy T T
%Mﬂﬂ%ﬁd%&q

e 3 .I.ﬂu i 79, b
ﬂ.#t%.ﬂ"”@.&frﬂ.m«.&!« B mwl.
!ﬂ-ﬁn‘_‘.tuu.m( i M

ETE R S e S et
PSS e S e Ty by
e ST e O e 1
et s o R fer e b
AT ert e k...fx«?ww - AR

4.
e B Gt S e T |
R TS o O] B ek
L 1L

J?%fﬁ - ok
, ﬁ.%au..w o ..........u. mnmumu.m.w

e, 8 SN T Lol
Fyr TR S L e

S eaEaRvER s B

|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|

©]
=
—
©)
Z
o)
O
©)
Z
<
=
RO
0
H

¥ | Tao Te Ching Transcribed by Hand

K7/K2& / Paper, Ink
29x20cmx 27 /2013
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[shE / China]



EHtL

1963 FEFERIT

1987 FEAFHHTERSR (APEERSER) FEBER
MIfE. EEEILR

HAEE (1HE 600 MAY ) MFRESE—MHAKENING, BURETEBAZRN “XLE” KMAb EAARE, B
SRR A R TERERR . R EMRINEEE LR “XiE)" 2 BREINEMBENAR/OS@MRR. LR? fRil? £ih?

AAEBEEBK? KeefpeE=xE? ‘X0 EFREREEOES?

F 172 / WANG JINSONG X8 / Riddles
hE / China] 2 HIE / Picture Manufacture

78cm /2010

WANG JINSONG
1963 Born in Heilongjiang, China
1987 Graduated from China Academy of Art, Chinese Painting Department

Currently works and lives in Beijing

| use 600 birdview—portraits to make up this installation. When view from above, the viewers looks from the
heaven, in an almost god-like way. If you were god, how would you answer the riddle from the earth? What

are there in these people's eye? Are they helpless? Panicking? Trying to deceive? Hiding something? Pray or

hopeful for something? Are we living in an unpredictable world? Do we have to accept this whether we like it or
not? Are we heading to self-destruction? Maybe the riddle is ourselves.
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EFXRE WANG TIANDE

1960 E£TFhELE 1960 Born in Shanghai, China

NV FHREEAZRERBER, RIELFMU Graduated from China Academy of Art, Chinese Painting and Calligraphy Department, Doctor of Philosophy
MAFELBEEBXFZARHEFL, Currently, Professor, Arts Education Center, Fudan University, Shanghai

i ABER D AT L _EAVRENA R B MNMEN, ERAERN—ED, FiElREXRBII—MES, E— 1 EENRKE The ashes burnt by incense are as valuable as what is left on paper, they are both parts of the work, only
SNFERMATAER, MXNEBREEE—AREYE, EERIVANTELEERK. the ashes has transient into another from. The edge of the burnt mark becomes the ink stain, and it is of
LBIRIBE—BFAVKBUHRIAHE, (REBEBIHI—DEM, ERRMTARRRERENE, 8 ABSXE, BREESNTAL nondeterminacy, which has a deeper meaning in traditional realm.

BEET, EABYARNEEINEECHER, MEEIECS, HFZECHERE, mKEFFEN—MTIEEM. When look at a water pool, some people only see their reflection, but not themselves. | would like to see it as

another possibility within the surface of the water.

NG TIANDE] #53 No 013-sa/ Digital No 013-sa
BY, KUK, =, I/ Paper, Ink, Fire
54 x63cm /2013



WEI LIGANG

A

1964 Born in Datong, Shanxi, China, not the Department of Fisheries Seoul main hall

E
BEAR. BE, {FmfFakE

1981 F BEARERAKRIHFR, FHRIBRFBEIBE

8

{

i

1

R

1964 & £FHEILFAKXEH, 3IF

1975 Apprenticeship with his father: comic, drama, magic, painting, works began to publish

XHH |

LEVN

1975 F MRFEIZ.

1981 Admitted to the Department of Mathematics, Nankai University in Tianjin, learning calligraphy from Li Henian

Nankai Shuyuan, Chairman

Sun Boxiang;

)

1983 Start learning calligraphy with Wang Xuezhong

MBS BIE, HERFBRER

IKIRER, BAIBELBE

1983 & fEEZ1h.
MIfE. &

1985 & £

1985 Teach in Taiyuan, Began studying Fu Shan Calligraphy

Currently, works and lives in Beijing

EEIER

1

| built these ink block following the way that Chinese characters are evolved. It is a spell of oriental spirit.

oo
JUo

5

EFANRIBRIEE, ERDBHIIM X
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[ / Mo Tun

ELSZNI / WEI LIGANG

[hE / China)

Ink

YA IKEE | Paper,

41 x335cm /2004



BES

1971 FETFUFRESD

1995 FEMTFRARFZFHZARRZTEEBE, RFELTFM
2003 FENFhREARZBTEEB R ATTEN

2008 FERIFTHIIB T AFZARGRITFE, KT ZA
ESENT T NERIMERFEAT T, 2R

5 80 FHLLRFIBNERRMKEZARMENBRAE, BESUFASEIERLSEA . ERSMARN TR L
RERFENRRSEN. MRAZREAMAMZAECEENZAEME "RIREARMNEETSENES , FEBIE
BEHEESEMSHGERNEREE TEA—TZRHIER" (53IXBEEREIC ). BESIRNEMAUEERSHNS
%, MUBEFKEZARPRITHEED . HUIAEREREHSFUATEF L, LEEENER—LIFKET AN
o MILRERMRIRANE . BIRNBERS/KRAIRMNRE—RXFIRERIIEIENAE, THRIHNBIFAARENSFYREE,

tBEEAIESE T MAKEESHIFR LA,

RS / WEI OINGJI BMES N EEMT / Wei Qingji's Folding Book Created in 1997
#h[E / Chinal YRKAIKEE | Paper, Ink

35x%x24.5cmx6/1997

WEI QINGJI

1971 Born in Qingdao, China

1995 Graduated from Nankai University, Oriental Art Department, Bachelor of Arts

2003 Postgraduated from Central Academy of Fine Arts, Mural Department

2008 Graduated from Wuhan University of Technology, College of Art and Design, Master of Arts

Currently, Associate Professor, College of Fine Arts, South China Normal University, Guangzhou

Different from all other painters engaged in explorative ink and wash, Wei seems to have no confusion or agony
over choosing between the East and the West, or between traditional and modern. By spontaneously exploiting
his adored artistic medium, Wei seeks to 'reveal the truth hiding behind our lives', and by layering ideas onto
the paintings, seeks to 'inject a pan-religious consciousness' (quoted from the artist's notes). It is worth noting
that the methods by which Wei instills a feeling of suspense are not limited to techniques popular among new
ink and wash artists such as inscription rubbings, pastiche and application of white powder to large area, but
also include some non—ink—and—wash instruments and materials. The sharpness of pencil inscription, the
weightiness of spray paint and the fluidity of water stain combine to praise life and narrate life experiences,
inspiring in us new sensations and proving to us the unrestrained and expansive nature of modern ink and wash
painting.

Pi Daojian




5—=
1966 £F 15

1986 FellF Eigh T ZEARFR

1992 ERll FHEZRITE A

REAR T EF AR

NEAMATHR, RERZAREREBEE MU KD RE, FERAXEHEZIN, LFREZAREBEAS.

RUZHERE. WRAREMPFER=ANTH N,

HICR T REF LA

BE—22 / WU YIMING
[#rEl / China]

NFIR FH, BEiFFELEZR, BERBRRARSENBAXRE.

K& | Research on Ceramic of Song Dynasty
S4EF2E | Paper, Color Ink

64 x520cm /2012

WU YIMING

1966 Born in Shanghai, China
1986 Graduated from Shanghai Arts & Crafts Institute
1992 Graduated from East China Normal University, Fine Arts Department

Song dynasty is the crest of the early Chinese civilization period, all kinds of art shows confident, elegant,
generous, forthright and sincere, and because of civil service system, almost all art mere formality. In the song
dynasty decline. We could see it compare the song porcelain and porcelain in the Ming and ging dynasties.

| recorded the song dynasty porcelain patterns in hand feeling, the feeling of forthright and sincere, the author's
intention, and more admire poets in serie a natural relationship with the type.




- wu Yl

1966 FEFEMEKETD 1966 Born in Changchun, Jilin, China

1989 FEEWFRRERFZHRFEBR, KFTFN 1989 Graduated from Central Academy of Fine Arts, Chinese Painting Department, Bachelor of Art

1993 FEEMFRAEAFRAEBER, IMAAREE, R 1993 Graduated from Central Academy of Fine Arts, Chinese Painting Department, Master of Art
MAPRERFZREBREZE, MEARESIH, FOTEEEE Currently teaches in the Mural Painting Department, Central Academy of Fine Arts / Associate Professor / Graduate student

Supervisor / Chief of Studio.4
WEFEH, FNAREBNHEEEESHNABSIMNEE, #HHEPEOBEH K. FiE, FEEHXRF, BIEFSR

BEHEAF, RRAZIN, BEERRNEEIE. WKRT, BTN . I heard from my mother, that my uncle always draws pictures of war when he was still a kid. On his text books
KNSR EREFEICIREBNIBKEERERMETA, BRFENRIMIA—EEMLEE, Wi, XRST ... are his drawings of various wars, some very ancient, some were from the novels, some were about the WWII
iIBiZ@&ETFiIE, BFgtEMEINARRNE T, SICZBXNENBTRE TESR, XNTEEHRBRIEIRAIMIT. against Japan. It looks like he was there when everything happens. He always mumbled who won and who lose.

| can't remember what | mumbled when | did these pictures, but the army surely is busy during the night. Then,

the sun will rise soon.
The memories belong to the past, but also cast a shadow on now and future. When related to memories, there

are imaginations, where | can feel all the enjoyment.
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% | Night
KAIKER / Paper, Ink
35x35cm /2013



IS - RBRIBHR

BZEN - BERBITERURTALEBIRK, ZEECHNSEIFIE T2 R E R INNEFRMRE R ZE P RE S . R AZEOIREK. &,
EiS. FEFHEMRREEREZE, RMXFTIAEX. KX, ILZURBEEEFNEHNER, WERREURERCEREBHTIX
EMRE, BEERE. FEEAE. EXTURBRTIEREME, BITHAFERBRATEALQITE, SEZEANGRNSURERLEE
KIEMIE. WSNER/REMNAN=AEARHTS, R 2011 FRIEEFIHLLFIETA Artisterium, 2006 F= 2010 F, iEER
TTERNBRFANEARMG), fEEF TIFERREILER.

PXREEHIEHIBESHIFEE R RERD . BRVFIRTE. AN EEBIEEEEHEE. HRENES
YR, BIESESLEEMIE—MIKESRES— MR L, URSEMEEE. (%) XEkiR, HRICIFEREINER
M SHEE—E. —MHEm (B%8) RRTXTFEENRIBNER.

LOIS WILLIAMS B | Undercover
[B/R=E | Wales] YKARZE / Fur Fabric, Paper
12x32cmx24 /2012

LOIS WILLIAMS

Lois Williams was brought up in north Wales, and studied at Wrexham College, Manchester Polytechnic and Goldsmiths
College, London. Using found objects and natural materials such as paper, wax, felt, and wool, she makes sculptures, which
refer to matters of identity, loss and memory and their experience within everyday life. She has exhibited widely nationally and
internationally including at Tate, lkon Gallery, Mostyn and the National Museum of Wales, and her work is in public collections
including the Arts Council Collection and the National Museum of Wales. She has participated in Triangle Arts Workshops in
Wales and Ghana and in 2011 showed work in Artisterium in Tblisi, Georgia. From 2006—2010 she was Consultant Artist on

the design team of the award—winning Mostyn gallery building. She lives and works in north Wales.

The books made for this exhibition are made of simple materials: fur fabric and cotton. | see them both very
much as pieces of sculpture. | like covering things, both literally and metaphorically. Undercover brings together
images and symbols special to me. Poison explores ideas to do with the harmful and corrosive.
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TE - 31 - 5hifA

TE - £t RAHR—BMENZARMER, tBF 1938 FREFRAFIL, B 1960 FRMEEHENT 50 5EE, BFE—1H
1980 FRBRAXF T AFHNAEHRMER, UK 1990-1991 FEERAF LiFZittFEBHTKEIR HAER. 1996 F, B
NBRRFTEIZRFN—ZOEZAARR . MERKFIL, HEH, HIE=. EEH, KEZURDERALEETIRERS, HWRSHING
WiE . WRMERAYH B 84E Bernard Smith Y (JRAFIILLE ) . Gary Catalano §9 ( Fois# BHIRTYE ) 1 ( BURKAYEESZ) . Kym
Bonython A9 { TR AF T4 E 1960-1970 %) . Sasha Grishin 8 ( AR AFITARE ) . lan R Lloyd 1 John McDonald 9 { T
R, AR TERKXTENENE) URFSEAFTUREREARRLE.

HAZAREEE, XIFEHE. HAHOKESDFBHNHIONEDEX—A 1. W X=. K. BEFRIRE
ERAENSEY. B2MXRLIEI, EET—RIVEEHE—TFEE, MEEM—PAFERIE T —REEEM L.

ROBIN WALLACE-CRABRBE! LIRSZRIARRISE / The Tragic History of Anne and Anna
[[RAFTL/ Australia) YEABRE, ©% / Charcoal, Pastel, Paper

12x33cmx24 /2013

ROBIN WALLACE-CRABBE

Robin Wallace—Crabbe is a prolific artist and writer. He was born in Australia 1938. Since 1960 he has had around 50
exhibitions, including a survey show at the Australian National University in 1980. Another toured Australia’ s Regional
galleries in 1990 and 1991. He was a Creative arts Fellow at ANU in 1996. He has exhibited in Australia, United Kingdom,
New Zealand, USA, Poland and Indonesia. He is represented in numerous collections and publications. His bibliography
includes Australian Painting by Bernard Smith, The Years of Hope and Building a Picture by Gary Catalano, Modern
Australian Painting 1960-1970 by Kym Bonython, Contemporary Australian Printmaking by Sasha Grishin, STUD/O:
Australian painters on the nature of creativity by lan R Lloyd and John McDonald and articles in a number of Australian and

international art magazines.

| love drawing with charcoal, it is simple. Most of what | do relates to things around me — humans, animals,
trees, the sky, water: generally the everyday stuff. Yet two days ago | drew a fox falling through a room outside

of which a man dropped a ball onto stairs leading to nothing.
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P - FERBHR

7 - BEBIRHETERR, EEENT+EE, BEFTHRIHEBEREECHS L. BSNTTFSREURZARITIFINE,
FEIKERZHRELZN, SEMTTERZARER (2000 F) . PHIBEEZESHE (2000 F) . HF 2000 FinHAI 4T A E
RLAK ALY the Site—ations Project (2001 &) . R —RZRXEEMATNESR: EAHE—EEZARRAE the Artes Mundi 2. H
Deepak Ananth 1 lvo Mesquita i%E#&#Y 2006 FEFFAHEEAKILZ . 2009 F, WRERTEREADSEFE/RLTOERE, tAIE
RLFEER. IEM. BONHEBAHENERDAME, B35 Amgueddfa Cymru. E/RTERBEWIE. CAS LUK KISHIEHELL S
N

B—ERFFISERT LR . MBI ERRFR, XFHEREBRAN TERNAMSKR— M ARIMER
E%, XEXTAERIRT.

SUE WILLIAMS E&x#%/ The 'Tulu Girls'
[Bi/R+ / Wales) FEEME, REHLL / Mixed Media, Collaging, Paper
13x32cmx 24 /2012

SUE WILLIAMS

Sue Williams was born in Cornwall and has lived and made her career in Wales over the last twenty years. She has taken
part in many exhibitions and residencies and has a clutch of prestigious awards recognising her art including the National
Eisteddfod Wales (Gold Medal winner 2000), the Rootstein Hopkins Award (2000) and has shown in the Avesta Biennial,
Sweden (2000) and the Site—ations Project in New York (2001). She won international recognition when she was shortlisted
as the only British artist for the Artes Mundi 2, International Visual Art Prize 2006 selected by Deepak Ananth and Ivo
Mesquita. In 2009 she was awarded a major Creative Wales Award by Arts Council of Wales. Her work features in several
leading private and public collections throughout USA, Africa and Europe including Amgueddfa Cymru/National Museum
Wales, CAS and The Glynn Vivian Art Gallery, Swansea.

| continue to explore and challenge the fantasies of feminism, sexuality, gender and culture in my work; in doing
so | offer a passionate and direct response to the complex world of human frailty—the stuff of life.




XU BING

R K
1955 £ FEFX

4
44

1955 Born in Chongging, China

1981 Graduated from Central Academy of Fine Arts, Printmaking Department

1987 Graduated from Central Academy of Fine Arts, Master of Art

1990 Moved to the United States

hREIZ

1987 FIRIGHREAFZ BTN

1990 FBEXEE

=
JT

1981 FFEeMl Frh REARZE

Currently, Vice Principal / Professor, Central Academy of Fine Arts

IFEis. %

=
=]

2007 FEIEMEFRERF T

Square Word Calligraphy is a form of writing designed by artist Xu Bing that appears Chinese, but is actually

kB “RIEXHHIER

itk

Rzle MARERTIX
BN PEEREE RSP, AMRISCHIBEMSZ 2L, NMmTHES

2

5

SLHRXAIBH

RNBE BEARFRFIKRITH—MEBEREFL, B

Hr

AL?$E~

English. When confronting this 'English language Chinese Calligraphy' the audience gains from an experience

o TEIXHERS

A
\

BRE, SRE—MPNARBINEE

never previously felt. Transitioning between the familiar and the foreign, our cultural preconceptions are

BHERI=SE], DIREIARPRS . RIKEIRE 1999 FEEH “‘ERME" £, MAFRAIN T ZAXYERSHEZRAE

XUZRENEESSE.

challenged and new areas of thought lay open to us as we rediscover the basis of our recognition. In 1999,

Xu Bing received the MacArthur Fellowship. His work embodies the artist's perspective on the connections

between art, society and cultures.
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X Bi% | Square Word Calligraphy

#

R

15K /| XU BING

[#rEl / China]

YK | Paper

39x23cmx 32 /2006
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1973 FETFTHIT
1997 FETFHNIEARF R (MFEEARZR) HER, RFATFN
EHTFEEAZ

(itxIoh) REMERRBAVIDTE . BN TEAXA— T REFRE, BHMTHRN 22 TG, JRE—TAEFREEARF,
XERIM IR KN—MIESZE. (RN NEEREFEERIZEEARE, U—KEB&KEER, £d—

BE—IBEKRE, BAEFEERLRE, REHANTE, REPBKEGBIREZEMNZNWMEN, EEREZEFRFKAIN
BRR, TR, HETHANREUZNRNER. MRNHESAREHEHNITELN, BANRGERXR—FE, 2
B HaERER, RAMRAENEAERIE—B T2,

e’ ]
- nru.“.
H b I A --n‘-pa-tuf"

iy TR e R TT LR G

EZlE | XUE FENG 1+xI5h / Out of Plan
[fhE / China) KFKE, BARBEEMR / Watercolor Ink, Japanese Painting Pigment
28 x20cmx 22/ 2012-2013

XUE FENG

1973 Bornin Zhejiang, China
1997 Graduated from China Academy of Art, Oil Painting Department, Bachelor of Art

Currently teaches in China Academy of Art

Outside the Plan is my draft book for ideas. | started from one point, and after 22 pages the idea evolved into
another form. This is my way of exploration. The idea of Outside the Plan is how a two dimensional painting
could reach a three dimensional space. It started from a single painting and grew from that. The painting
changes in different phases of the development of the idea, so as the visual representation. Then | found the
clue of how the paintings would be displayed and interact with the space. The folding—book fits my working
method the best. When folded, it's a book that you can read page by page separately. And when open up, you
can see the whole procession of how the idea developed.

i
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m =
b FHEEASR, EFEERFRBRERARK

2010 FESBHIFNEF W R REFREXNNDAEENH (ERRENESHIHMEIL) MERZFA

A

LI EREAMGSIMERILNEZ, EARMERMITHINER, XL/FmRIFMHIRGE, TERNERIE, FARRBLUNRE,
BISRNRAXIEGH. RI5E, HXtERBFITMMNE, BEZ—MEFEETEFMESRES, THREREER
gh, NEPLEAERBABINNENTYRE TROTER, HISWANKHELE . BEKREFN—FAN; mE—MEE,
ERWPERSERLENES. iiE, WENRERAELTHVORKR, HFREHARZA “BL7 HIFKA.

7= [YANG AN B / Flee

[*hE / China] YA IKEE | Paper, Ink
34 x42cm /2013

YANG AN

Graduated from China Academy of Art
Currently, Incumbent of Vocational School in China Academy of Art
2010 Director of the 'National Animation Senior Class' (A project that the State Council to support the animation industry

development sponsored by the inter ministerial joint conference office)

One of my thoughts is to search for the cotemporary visual approach in an expression rooted in traditional
motifs. On the other side is the repetition and crash of ideas, which emphasize in the reflection of the ever

continuous traditional spirit. In the pass, we call it 'heart depiction'.
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1958 FEFHEERHA
1982 F R T IIEARZ L B FME T
MAMNERFFEIR

1985 FM—PMLRME A LF , HAETEEAENBEEHE LARRENEEZARZES - 5HH. BITHREXD
RIEEXERL, BFX, SHRAFJERDIBEIHMKMOHIRENR, FEXRE—FE LR, HICHNERELTRIE
BEFE, ESBATRIMER.

0% 20 255, A TR —IXIR{TH, KM T ZFRIFDXS HAE TH—EE™ SFESRAMNTHERETEEXRIIKE,
BibAEXFAVRKREEBMISBESL—L, LIENASRMMBZENRN. —RER EASRAEHREIMNIHE
HIRSAIARSK, BBEFRETHBTRTH—ED . SIXFHHXLLHHMH, RIESILELEMANCIZ, LIFEMITAY
hRAEREZ E—BENERSFrS5% HAEERIBF MR FEEAEN L.

115k / YE YONGOING SERARILLYD | The Gift from Rosenberg
[¢h[E / China] SYRIKE / Paper, Ink

76 x72cm /2013

YE YONGQING
1958 Born in Kunming, Yunnan, China
1982 Graduated from Sichuan Fine Arts Institute, Oil Painting Department

Currently, Professor, Sichuan Fine Arts Institute

One morning during the winter in 1985, | met Robert Rosenberg on the doorway in the National Gallery in
Beijing during his exhibition. Mr. Rosenberg gave me two of his limited—edition prints and autographed on them.

The pink letters was shinny under the winter sun.

Some 20 years later, during my trip in the south of Yangtze river, | discovered a bulk of heritage left by Mr.
Rosenberg: during his visit in China, he became interested in rice paper from Anhui province, and hope for
thicker ones in order to use with western pigment and brush. One of the factories still had some left over from
the custom made paper and | was lucky enough to have some of them. | use these papers for the exhibition,
also to search my blurred memory. These pages brought back my thought back to the day | met Mr. Rosenberg.
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F ®
1955 FETFEILHEMINNZE, AREIRME, FHEZFRA
1966 FEHARRMZ, B2

1968-1970 FFIARZINRE RXKFE

1971-1975 FENFITFHEBEIZEF >

METZEEENFSTE « BUREHNBALIRNESRZE, RESTMHM “FT82", MSSAPNEEItNERSE ‘&
1R HRAMBRENER R B, —(LREMEEHMIE ‘W FEE, —UXRNE “I" BiFAEEA.
=—k . =ZEFEEG—, BATE., JUEKREEBEESAERNRXBER—HNKE, BIUREMELEEIRIEN
MIFBFHENZEAR. MAIIAFIMBHE, SHENERNEE SREXPCEMANZEBEA, MEZEAHETTXIRE
RPERI—R. BREIFA(E, XHpiRE . SNRANZIE. 1R, KEXHE; ZHAMKES EBE—BXZE LD AH
REMEEEINEHES.

YU PENG

1955 Bornin Taipei

1966 Explore sculpture and ceremic

1968-1970 Starting learning print art and watercolour
1971-1975 Studying in Chen Yigen's studio

When studying the signs, vocabularies, and boundless imaginary worlds in Yu Peng's paintings | often forget
that the artist prefers to be called 'Yu Peng'. His real name —'Wu Kunren'-somehow manages to linger in my
mind. His surname denotes a wizard or shaman (wu) who delivers messages and interprets them, a gentle
and kind Confucian scholar whose great virtue can support men and things like the capacity and sustaining
power of the earth (kun), and a Taoist who heads toward wherever his mind leads him (ren) in defiance of
time and space. The trinity of these three roles is characteristic of Yu Peng, who can be an indulgent drinker
binging on alcohol all night long as if there were no tomorrow, or an artist singing out songs and poems from a
rooftop garden. Yu' s conduct and paintings illustrate that he is both a benevolent, kind Confucian scholar and
an immortality—seeking Taoist. Though they have constantly found themselves in a debate, these two sides
are inextricably intertwined. As a result, Yu can be immersed in society while wandering through the universe
in an unbridled manner. If Yu were a plant, his roots would lie below the surface of the soil, but his stems and
leaves would continue to grow upward toward the open sky, itself infinite and devoid of anything save for a
determination to soar freely.

+57 /YU PENG Foik | Untited
[FE&}E/ Tai Wan, China) YEAIKEE / Paper, Ink
21.5x33cmx 24 /2010
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Rifteg

1964 FLEFHITHUMN

1988 FEFHIIEAZ R (MPEEAFR) PEER, KFLHN

2009 FEMTFTHPEEAZRPERR, KERFELEM

WA IERAMETEEEE, FEEAZREAZ DL, FEEARNERR, MIEARNESR, BR—KEEANM

(1818 ) ZFImME K, “UK” , BRiE, MEBBNX, 2EWLSK. BNESEERANE. HARBILK, FERE “iF
WHok” NEREEE, 2EITANEN, FENEERN, FEMRACEE W « 9K @EE%inE. XMHE, A
MWHFTIRS . SRFFHONRE, ORFSREANERT. ALK, WEER, RBREOF, T, ARKEESHALD,
ETEROEHARE, NTEBIENMPEBHRER. (1818) ZIERILK, MREARIEERE, HXHE
FUTHORER, FEE, UKFRIAMIIZEER 18187 5, "B TEE. . SE. K. B8, RIS
FLA, EREANE—MEE.: EASH—IEBNER, REMR, WHE—DRIE, FEHAZSHBEIKRZIMEE—
IRETHE, ANBIYLIEXEIREKE.

S/ YUAN JINHUA 1818 / Landscape
[shE / China] YRAIKEE / Paper, Ink
33x33cm /2013

YUAN JINHUA

1964 Born in Hangzhou, Zhejiang, China

1988 Graduated from China Academy of Art, Chinese Painting Department, Bachelor of Art

2009 Graduated from China Academy of Art, Chinese Painting Department, Doctor of Philosophy

Currently, Doctor in Chinese Painting Department of the China Academy of Art / Director of the figure—painting studio at the

Zhejiang Painting Institute / Member of the Artists' Association of China

Landscape / Embrace series is named after mountains and rivers, but | want to make it active. The ancients
once said: the landscape is playful because of its luxury and relaxation. We are playing happily in the nature
without any desire for money and power, and we become natural. We enter the biological chain just like other
animals. The embrace is free. The landscape becomes a purified world for our soul. There are symbols of
embrace everywhere in people's actions, which are warm, close, trustworthy, depending, helpful, active, and
beautiful. The landscape is an attitude that can make humans normal living things without selfishness and
burdens. Not too thoughtful or deep, it is only a way of making people believe that without desire, they can also
entertain themselves in the great nature.
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HKEF
1965 £
Ik, EEELE

(7K )23 2012 FEM—HKEE, HRREEZEH —FhiEiE TNRE" LENER . X2—NEENNERMIIZE.

ZHANG ENLI

1965 Bornin China

Currently works and lives in Shanghai

This is a series of watercolor | finished in 2012. | try to represent what | could see when | take of my myopia
glasses. Itis a process of seeing blur in clearness.

Sk EE] | ZHANG ENLI JKi@ / Drop
[fhE / China] YRAIKF | Paper, Watercolor
53x76cm /2012
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3K &
1962 FEFXKiEM

MAPEEARFFREHIR, WEHARESID

MEYPHRBE—TPER, ANAEZTBELE LR, XSRAEFRIHT. SNPENEE, SHHEMHREW, X
EHRNBHEMIRE T, XBATERIOKNRE, BREESEERT, HIMEABREMN, LTE—IHELP, @
Xf[elEl, REHDPARCRBRIEHR, RAREMANEME, XEHATEFNS.
IKEBEA—MESRETHNNLIb L, SEROINXUERRREX, BRERKENITE, XMESURKEET, B
TERE, #EEETHCHBIE—F, B MEENERN, NUEREEEZRERIFRA,

K& | ZHANG HAO +H / Seven Days
[fhEl / China] YEAIKE |/ Paper, Ink
32x23cmx25/2013

ZHANG HAO
1962 Bornin Tianjin, China

1985 Graduated from China Academy of Art, Chinese painting Department, Bachelor of Art in Professor Shu ChuanXi studio
Currently, Professor, Master's tutor, China Academy of Art

Feeling to objects is a kind of information processing, and the inner demand of people is a feeling, all these will
be transformed to my works. The current issues of China is the mental corruption. We've lost the basic structure
of our belief, and then there comes globalization, things get more complicated. In the same environment, we are
facing the same issues, when personal issues got solved, we are also solving the problems of others, this is my
sociology.

Ink is a language that deeply rooted in our culture, but we've lost this language during the development. This
become the problem, like a person lost his mother tongue. Language is an important medium, it's how people
express their thoughs.
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b 34

1966 FAETFHHITIE

1986 Sl F AR EEARF R

1986 FR{EIMTARZER LR EAR GRS
Ik, EEEILR

EMSE, JEMMREENSY, EMENLERABSNFR, BMHIFFERNSGE. SHEN, SMN2@IIE
WERN], XMRLENFM LY, BERMEGHITE, BNERE—LE@N=6E. MRURMEK, NEGLEEH
N, BELEIHA. EXXMBEBEmORAE, HIBEX—Fm, UERZE™E, BFETHRIIXE, XFETL,
BREXRE, XEUF, BEFETET, NinmEHl TR, XHENSAIEI.

KFe/R - 1H4%

K3 | ZHANG WENJIAN 22AREY | Si Bei Mo Ran
(& / China] BAIKE | Silk, Ink
62 x36.8cmx28/2013

ZHANG WENJIAN

1966 Born in Ninghai, Zhejiang
1986 Graduated from Affiliated Middle School of China Acedemy of Art
1986 Graphic editor in Zhejiang People's Fine Art Publish House

Currently works and lives in Beijing

The strokes and dots can be perceived as material events, as ways of presenting painting itself, of creating
presence. But at the same time they are on their way to forms, to bodies that we as viewers can sometimes
identify, sometimes not, but in front which we are always sure that this this piece this web of strokes, is both
here and elsewhere, is both surface and space, both presence and beyond. This is how landscape works. And
this is how Jian Zhang' s paintings become landscapes. Without betraying the paper, the ink, the brush.

Mikkel Bogh
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1959 FEFHEXZE

1979 FEAKREHISER; BAXEHNSER (EEER) REZEE. SRRE
1988 FEMl FRiZT ZEARF e

MARMNZARR, EEFLEFILR

(18E0) s A EMNERMENFRICR, EE TEABBNMZNEN, OREPH “BY . B—HISHEHIREHE
WiE9in%:, FMASIERT—1MBEXRN. EEMN. WENTRE. BNEEAFASR2ILMRSMEH “EN” Fm, S8
i “BE" fFm, MEEMNERFEEERE LS BE,

5 | ZHANG YU $8EN - 1OE& | Fingerprint - Heart Sutra
[sRE / China) YRAIKER | Paper, Ink
30.5x13.4cmx12/2014

ZHANG YU

1959 Born in Tianjin, China
1979 Admitted to Tianjin Yangliuging Painting Society

Used to be Editorial Director, Senior Editor of World of Chinese Painting, Tianjin Yangliuging
1988 Graduated from Tianjin Fine Arts Academy of Arts and Crafts

Currently lives and works as a professional artist in Beijing

Finger Prints is a document of daily meditation. These free marks are to emphasize on a deep level of meaning.
There is no clear edge in each print, and these make the work a process of natural repetition, sometimes
shattered. My intention is not just let the viewers to see or think, but to let them think about the moment my
finger touched the paper.



KIEER ZHANG ZHENGMIN

1962 FEFHETIAHE 1962 Born in Pei County, Jiangsu, China

1983 FEEWF I THEXRET I FREARE I 1983 Graduated from Yixing Light Industry School, Fine Arts Department

MIE. EEERR Currently works and lives in Nanjing

FEERNBAVNESBUAETIEXN, ETUL, MREMNSTEREERAKIR, EMmiER 7 FESRERA RIS Chinese traditional natural concept is closely related with politics, with the characteristics of centralization and
fiE, BEMBANENEARRKIX, 2 FREKLXMR, TRTFTEMEFNE—R, HTTFmaEsEM, BMESRI 7B SHE, autocracy. The individuals are forced to be subservient, resulting in the characteristics of expressing from inside
WA AREEATE, A%, BE, & KTITAFRIMIE. LWAE “10” 25, to outside of the culture.The way the album or/and scroll paintings revealed, epOtimizies the national peep

psychology. Even the paintings are displayed or the story be told, the secret still remains.

182 183

ﬁ% i . MHHW,H .HIH“\I | w“ (( N ‘ i -’

1|

i ?

H\

M | |"‘<| \|||‘\‘|HH‘|" ffffe ‘H i (
i i HH(,M(‘ I .‘h‘ “

gy 1

sk1FEE / ZHANG ZHENGMIN it / Erosion
[fhEl / China] YEAIKE | Paper, Ink

45x230cm /2013
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A&

1993 FETFHNIEAS R (MPEEAFR) PEER, KFTFM
1997 FEOTFhEEAFRFEER, KMTFM, FEREN

2007 FEeMlFhEEARS R, RETHM

1997- 2006 FEHTHEEARFHRHEER , HIT. BIZIE
MABBHIXAFZARER, IR

NKe, REFR, HREE. KL, BEKkEHE, EAXRELR.

B / ZHOU JIN JKeRTE | Flowers In The Flow
[chE / China) 4RAIKE, / Paper, Ink
32x23cmx 27 /2013

ZHOU JIN

1993 Graduated from China Academy of Art, Chinese Painting Department, Bachelor of Arts

1997 Graduated from China Academy of Art, Chinese Painting Department, Master of Arts

2007 Graduated from China Academy of Art, Doctor of Philosophy

1997- 2006 Lecture / Associate Professor, Department of Chinese Painting, China Academy of Art

Currently, Associate Professor of Fine Arts Department, Chinese University of Hong Kong

People are floating in water, looking at each other from both side of the river. Looking up to the sky, the water
sounds so gentle, and the sky is infinite.
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Opening Friday 16 May 2014 Seminar: Open Books +
6 npm for 6.30 pm Curator, artist and collector in
P : p conversation
Free curators’ floortalk 5.30pm: Join cur panad of destinguienad guests Mary Husted,
Join Mary Husted and Joe Zhu, artists and co:curators &Nﬁt‘{ 3;“9 and G;{i'ﬂffﬂ'- Ng??"' Gfﬂhﬁ’r{;ﬂ
it Bookes + for a fioor falk in the exhibith eoioe Grahame Giliares + Editiors and Hed
SEos) : Joogh M Cote, Librarian, Australian Library of Art at the State
| ‘ Libracy of Cueensiand & comversaton about the
Exkihition oo dispiay antil 2) June 2014 eutibition Cipen Books +. The exdvbition shoncases
At Logan Art Gallery, wirks by artists from the UK, Alstrala and China
Cr Wembley Road and Jacaranda Ave whea work in i tradition of the Foiding book from
Logan Central QLD 4114 thie ey Twankioth contuey 1o the presont day
Open 10 05 o, Testy 1o Sty
Ph:{07) 3412 5518 Places available: Unmiled
Web: logan, gid.gov.awartgalkzry For ages: Adults
Croatr Collatibvas T wated 210 imie el = U] | e we log ot
O Ommomint. Mapews (5] dallery

{ Open Books ZARSHEAINFEMRA ) KE——RAFIL A RETHTLE
TRAFL AR BEFYE Logan Regional Gallery | Logan Regional Gallery, Australia, Queensland
2014.05.16——2014.06.21

-

LOGAN



Open Books Plus

An international travelling exhibition

Canberra

Never Stand Still Academy Library

190

Image: Sue Hunt Spring Study (2012)

27 June - 1 August 2014

Artist Floor Talk 29 July 2014

Academy Library, Building 13, UNSW Canberra
at the Australian Defence Force Academy
Northcott Drive, Campbell

ADFA

AUSTRALIAN DEFENCE FORCE ACADEMY.

lib.unsw.adfa.edu.au

< b S | e | i

CMU140752

{ Open Books ZARSHEAIAIFREMR ) KE—RAFI ISR
TRARR RS R R R R TR Canberra Academy Library | ADFA Library Gallery, Australia, Canberra

2014.07.27——2014.08.01

UNSW Canberra presents

Open Books Plus

An international travelling exhibition
featuring artists’ books from the UK,
Hong Kong, China and Australia that
creatively combine imagery and text.

Never Stand Still

AUSTRALIA

e
=l ) S

i ~m7‘*~’& ;.;.,

Location:

UNSW Canberra Academy Library
Building 13

UNSW Canberra at ADFA
Northcott Drive

Campbell

Exhibition Dates:

27 June — 1 August 2014
Artist Floor Talk 29 July 2014
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Artists and the Chinese Folding-books

(Open Books ZAZRSHANMIFTEMR ) KE—FBHXKFLL

BBPXKT - PESUHATFR - SXYIE | The Chinese University of Hong Kong - Art Museum, Hong Kong, China

2014.12.12——2015.03.22

g
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Sanabinng Contensparary Art Musousn
Department of Fine Arts and Art Museam . - y
L MY ZH1CH ¢
The Chinese Uiriversity af Hoog Kong :
B ey = |
regguest the pleasere of your comgany

oty B (R A
al the Openbng Ceremany of the Exhibiftion Fr R SOA AR 2 LA TR e AT

b the Art Museum
Institute of Chipese Stadies &

The Chinese Univ ong Kong

Mary Husted & |

on Friday, 12 Decomber 2004
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il S50k o,
Ms. Mary Husted
ol
Prof. Fanny M.C. Cheung, OBE
Pro-Vics-Ch and Viee-Preside
The Chinese et {ong Kong

will officiate at the Opening Ceremony
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2olecons AR ®E 32 Artists and the Chinese Folding—books

Decanter Ink Hanpzhou Cross-year Eshibition zedss

2013.11.02——2014.02.11
=ZHEREAE

Bk

RIS, WEE

B 8. SEEH

FARER. KM, Frank Vigneron

BEERE. T, Mary Husted, %R&M, 77T

T P ZEEREARE

BEED: FEERZRERIEHTGL, XEF (F8) , (BMHRR) , TRE

o 7 BURETER, REXEEXHHEL, BRTERZANS, EBPXRE, FBRHEHAZ,
HTEFARH RS, B/REZARER

¥ [E . 2014.05.16——2014.06.21, Logan Regional Gallery, 2+= , EAFIL
2014.07.04——2014.08.01 , ADFA Library Gallery, 557 , BRI
2014.12.12——2015.03.22, HFEHFX AL - XWE, &, FE
2016, F/RTEREE, F19XK, BE (BREFITLH)

® i B, RBR
# : REN, PREE
H : ZEEREARE
ity At PEENIENNERER 52-2S

B0 ¥

www.sanshang—art.com
sanshangart@126.com
Tel: +86 571 87825633
Fax: +86 571 87820402

FPR=ZFHRZAE (PEVMN ) AREE “Open Books——ZARSHIFIFEMRT” FEDTT,
WA ZARK (BR) . FE (XE) . ZHENZAE
WRIRERE, REBEMIFY, BPBEEH.

Cyegor Callsddwion Cymm
Ark Coanehl ol Wole

i | i “ | FWANAEA PAETRODCLITAK
HiE) | e |
cvmrns b SMETROTOLITAN ABERTAWE
1 A A vk 1 Do D'y Bt

2013.11.02——2014.02.11
Sanshang Contemporary Art Museum

Producer: Zhang Jian

Operating Director: Lin Xinju

Academic supervisor: Fan Jingzhong

Academic host: Johnson Tsong—zung Chang, Frank Vigneron
Co—Curator: Chen Zijin, Mary Husted, Joe Zhu, Liao Liao

Presented by: Sanshang Contemporary Art Museum
Partners: CAA Visual Culture research center, Hanart TZ Gallery, City Express, The Infinity Club

Department of Fine Arts

E&fg; iuan f-.l?',.ﬁ.m " | The Chinese University of Hong Kong
Kby el [EBPXABE R

wales arts international
celfyddydau rhyngwladol cymru

Sponsors: Arts Council of Wales, British Council, Cardiff Metropolitan University, The Chinese University of Hong Kong,

Swansea Metropolitan University, Wales Arts International, Welsh Government

Touring dates: 2014.05.16——2014.06.21, Logan Regional Gallery, Australia, Queensland
2014.07.04——2014.08.01, ADFA Library Gallery, Australia, Canberra

2014.12.12——2015.03.22, The Chinese University of Hong Kong - Art Museum, Hong Kong, China

2016, National Museum Cardiff, Cardiff, UK ( TBD )

Design: Zhou Nan, Shi Siyuan

Translation: Zhu Chunhang, Chen Jiajia

Published by: Sanshang Contemporary Art Museum
Address: 52-2, South Yan'an Road, Hang Zhou, China

www.sanshang—art.com
sanshangart@126.com
Tel: +86 571 87825633
Fax: +86 571 87820402

This book is published in conjunction with the exhibition 'Open Books—Artists and the Chinese Folding—books' organized by

the Sanshang Contemporary Art Museum.

Copyright © 2014 by the Artist (photos, articles), Authors (articles), Sanshang Contemporary Art Museum

All rights reserved. No part of this book may be reproduced or transmitted in any form or by any means, electronic or mechanical, including

photocopying, recording or by any information storage or retrieval system, without permission in writing from the publisher.
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