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Foreword

The essential factor in sensing art is receiving the messages for the artist. One can gather
detailed information, develop technical competence and analyze as long as the spectator
receives the artist message.

Our understanding of Chinese painting is the capturing of the essence of the objects and not
their outward visible from which in important; it is the successful transmission of the feeling,
the inner spirit and not the precise depiction of the objects by which the art is measured.

Michael Sullivan in his book ‘The Meeting of Eastern and Western Art ‘states. “Western
realism, because it demands an analytic approach to the subject, gets in the way both
of free calligraphic expression and the intuitive generalization from experience that give
Chinese painting its timeless, universal quality...”

There has been steady progress from both Eastern and Western artists this century toward
the creation of a global artist approach; one which is rooted in the respective cultures but
which has its foundation the communication of higher ideals through art.

An awareness which seemed to emerge most significantly in Abstract Expressionism,
which the physical and philosophical methodology merged as one. The example being
Jackson Pollock and his “Action Painting” and what he said about his method, “...the
painting has a life of its own. I try to let it come through. It is only when | lose contact with
the painting that the result is a mess” and seventeenth century master, Shitao, who in his
essay on painting, “Hua yu Iu”, talked of the artist’s exhilaration carrying him through the
painting on an unbroken surge of power.

Is this, the enlightenment of Zen? The inner spirit of traditional Chinese painting, Qi?

Zen can be analyzed, it can be described, it can be sensed but it is a vague image with
no substance until it is experienced. How do we know that it really exists? Aside from the
testimony of many who seem to know, there are the paintings of the Zen masters.

Contemporary Chinese painting has absorbed many stylistic and technical developments
from Western art over the last century in areas relevant to their style but have never lost
touch with the essentially inner spirit of great art from which their tradition springs. Drawing
from Matisse...An artist is born with the sensibility of that period, and it counts for more
than any learning can give them. The artist communicate with this inner spirit.

Jiwye To lives in this the 21 century, this generation of Eastern and Western thought.

Jiwye’s art incorporates his study and teaching in Buddhist art with his life in modern Hong
Kong. His paintings can always be analyzed but the spectator will always perceive his work
in their own individual way.

Jiwye has now moved deeper into, his own psyche, questioning and evolving his mountains
and waterfalls with the addition of beauty, in flora; the lotus and bamboo. His art now
extending to Europe and Canada, humbly and quietly it effects the world soon.

Marjorie Ho
Director
East & West Art
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The Art World of Jiwye To

The 1980s was a critical era in Hong Kong history. Internally, the future of Hong Kong
was decided with the signing of the Sino-British Joint Declaration in 1984. Hong Kong's
sovereignty would be handed over to China in 1997. Around this time, the economy of Hong
Kong took off. It soon became a most prosperous city in Asia and was celebrated as one of
the so-called Four Asian Tigers (the other three being South Korea, Taiwan and Singapore).
Externally, Hong Kong was affected by the changes occurring in some neighbouring regions.

Since the 1980s, Chinese leaders had implemented a series of political reforms in China.
As a result, the past influence that Soviet Union had exerted over China began to wane.
Following the New Art Waves of 1985, the art development in mainland China became
more closely aligned with the current art trends in the West. Meanwhile, Taiwan also
uplifted the martial law in the 1980s, resulting in a much freer and open society as well as
the flourishing of visual arts. During this period of time, Hong Kong, Taiwan and mainland
China were all subjected to the influence of Western culture. Alongside the negotiations
over the handover of Hong Kong in 1997 and the city’s increasing artistic exchanges with
Taiwan and China, issues such as its ethnic identification, local identity and socio-poalitical
position became key concerns for everyone living in this territory.

Jiwye To was an active player in the cultural scene of Hong Kong in the 1980s. He founded
an art organization called Melting Pot Art Association with his friends, with the aim of
promoting artistic dialogues so as to create a new direction for the development of Hong
Kong art. The Association also launched an art magazine named Melting Pot Journal. A
rare publication of its kind, the journal published reviews of various art exhibitions and
activities taken place in China, Hong Kong and Taiwan. It encouraged artistic exchanges
and helped generate new ideas for the development of local art. Jiwye served as its
chief editor and one of its art commentators. In the late 1980s, he travelled to the U.S.
and Canada to attend a variety of activities organized by Chinese artists with a view
to gaining a better understanding of their situation abroad. He took the opportunity to
introduce Melting Pot Journal to those he met, thus furthering it as a platform for interactive
exchanges among artists of Chinese descent all over the world.

Later on, Jiwye took the initiative to join some art symposiums held in Shanghai,
Hangzhou and Taiwan, hoping to acquire a deeper understanding of the thoughts of
contemporary Chinese artists and the current art trends in China and Taiwan. He felt that
many artists were eager to work together to promote contemporary Chinese art. A notion
of “Art China” gradually emerged in his mind. Back to Hong Kong, Jiwye established
an art organization called “Art Action” which helped team up artists from across the
Strait and those from overseas countries. The organization was based in Hong Kong
and had mounted a number of art exhibitions, forums and symposiums for promoting
contemporary Chinese art. The activities aimed to realize Jiwye’s idea of “Art China”. To
him, contemporary Chinese art should be a broad umbrella term covering the works by
all Chinese artists, whether they are working in China, Hong Kong or Taiwan. Hereafter a
conference was organized in Hong Kong, in which scholars from mainland China, Hong
Kong, Taiwan, Australia and Canada were invited to come over to the city to discuss
the possible development of contemporary Chinese art in the 215t century; they were
also asked to present their views on the idea of “Art China” in the form of academic
writings. The participants included Li Xianting, Fan Dian, Chang Tsong-zung, Andrew
Lam, Victoria Lu, Zhang Shengtian, Bruce Parsons and John Clark.

Artistic Training

Jiwye started as a self-taught artist. In the early days, birds and flowers, mountains and
trees, rivers and streams, morning dew and sunset were all his favourite subjects. He
tended to use the traditional Chinese brush and spray gun in combination with such media
as water and ink, charcoal, oil, acrylic and watercolor for creating his work. Embracing an
open attitude towards both Chinese and Western culture, he allowed himself to be exposed
to the influence of modern Western art and culture, including Existentialism, Surrealism and
modern art. Meanwhile, he also explored the theories and techniques of traditional and
modern Chinese painting. Hence, while he would create modern ink paintings on the one
hand, he would, on the other hand, imitate various masterpieces by Chinese artists from
different periods of time, in hopes of fathoming their artistic concepts. To this end, he even
went to Taiwan to study the ancient works on view in the Nation Palace Museum in order to
investigate their techniques and compositions.

In 1977, Jiwye studied at the Grantham College of Education. Two years of studies there
helped broaden his knowledge of the techniques of a wide spectrum of visual arts. The sense
of solemn silence emitted from woodblock print as well as its apparent contrast of black and
white, together with the mesmerizing change of color in silk print, greatly influenced Jiwye
in terms of his treatment of void and solid, portrayal of space and expression of tranquility
in his subsequent work; they also helped widen his cultural horizons. During that time, the
College’s library had a large collection of books on Chinese as well as Western art, literature
and philosophy. In addition, the Daoist concepts of Laozi and Zhuangzi and metaphysical
ideas likewise left a great bearing on the artist, triggering him to foster an idea of emptiness
in his future artistic endeavour. Apart from philosophy, the modern poetry of Taiwan and the
cultural spirit in modern Chinese art also prompted him to come to terms with his own cultural
identity. Having achieved a more profound understanding of his Eastern roots, Jiwye was
determined to develop his artistic career in accordance with his cultural genetics.

Having cultivated the idea of emptiness in mind, Jiwye completed a series of works, titled An
Association of Lotus, in 1982. The series is made up of five installation pieces based on the
imagery of the lotus. They are meant to express his feelings as being a modern Chinese in the
face of changes happening in his country and society as well as to himself as an individual.
In this series of works, he has integrated Chinese metaphysical thinking, traditional Chinese
painting technique, and his personal thoughts with Western artistic elements. Two years later,
Jiwye created yet another installation work, titled Meditation. It consists of a hand-painted
bust of the Buddha with 32 surrounding mirrors. The work takes on the feel of modern design
with Buddhist implications. At different moments and in different spaces, it presents different
imageries as well as humanistic sentiments. Meditation may be regarded as the starting point
for the artist to develop his artistic creation with philosophical connotations.

In 1986, Jiwye went on to pursue his studies in philosophy and fine arts at the Hong Kong
Buddhist College. There he read modern and contemporary Western philosophy, Daoism,
Buddhism, modern Chinese thought and traditional Chinese art theory. He spent three years
at the College, where he gradually built up his life philosophy and artistic viewpoint following
his studies of Phenomenology, Daoism and Zen Buddhism. From that time onward, Jiwye
has invested the notion of emptiness, together with the antithetical thinking of nothing as



something or finiteness as infinity, in his artistic creation. In his rendition of an aesthetic realm
of emptiness, he invites viewers to immerse themselves in a leisurely and joyful world which
he has created for them, motivating them to give up their inherent ideas and break their
normal habit of distinguishing themselves from other objects in the physical world.

Concept of Emptiness

The concept of emptiness is put to practice by Jiwye in both his life and art. It fuses
his understanding of Daocism, Zen Buddhism and Phenomenology with his own character,
academic learning and personal experience. While Daoist philosophy makes him realize
the relativity between things in the world, Zen Buddhism and Phenomenology allow him to
comprehend the idea that he is no difference from other objects, and in turn inspiring him
to view himself and all the things in the world as objects on an equal level.

In Jiwye's eye, emptiness means to let go, that is, to lay down the distinction between
oneself and other matter. If one can let go one’s inherent idea about certain things, one’s
thinking will be free from any hindrance or interference, and ideas will come to him naturally.
In creating his painting, Jiwye strives to merge himself with the landscape he depicts. By
transforming himself into a mere object and blending it with the motifs in the natural world
he depicts, he deems that he can obtain spiritual freedom and pleasure. He is thing, thing is
he. As there is no division between the two, oneness is thus achieved in the absence of any
conscious thought or idea. In this respect, Jiwye’s work offers viewers a platform for them to
abandon their built-in thinking and cultivate their own artistic ideas. Art becomes a kind of
communicative activity for everyone to participate in, as a creator as well as an artist.

In the paintings by Jiwye, one often finds a huge expanse of haziness which allows one
to meander around. There is not a single trait of human presence. Jiwye's landscapes
are often depicted from a high vantage point with misty clouds flowing among hills and
waterfalls, where the atmosphere is quiet and peaceful. The works allure viewers to enter
into a realm of boundlessness, in which they could give free vein to their imagination, whilst
letting go and blending themselves with the objective world. In such a harmonious state
which transcends time and space, one feels uninhibited, as free as a bird gliding in the sky.
The aesthetic experience and sense of harmony one gains by appreciating such works is
simply beyond language.

The mirror is a key motif in the early works by Jiwye. The mirror does not hold onto anything,
yet itaccommodates and reflects everything on it unreservedly. It is comparable to a person
who has given up his inherent thinking, thus permitting ideas to emerge freely on his mind in
response to the changes occurring in the outside world. Since the mirror reflects the image
of any person standing in front of it, his action and posture will simultaneously become part
of Jiwye’s work. Where there is no viewer, the mirror simply reflects the silent environment
and atmosphere of the exhibition space. As such, different times, viewing angles, exhibition
venues and audiences will constitute different compositions and meanings to Jiwye'’s work.
In this circumstance, the conventional separation between artist and viewer is no longer
valid since the viewer is also the artist; the viewer can take part in creating Jiwye’s work
with his own thinking and motion. Different audiences thus pave the way for Jiwye to create
a multi-temporal and pluralistic dimension in his work.

Transcendental Realm

The modern German philosopher Martin Heidegger (1889-1976) once said that all existing
things are of equal value and would not be affected by any human concept. Indeed, long
before mankind came into being, the phenomenal world was there. It ran and will continue
to run according to the law of nature, uninterrupted by any verbal concepts which man has
created for the sake of expression and discussion. In fact, as early as 400 B.C., Laozi and
Zhuangzi already pointed out that the phenomenal world had existed as an entirety prior
to the appearance of the human race, in which beings and non-beings came into shape
under co-related conditions, without the necessity of enlisting the help of any artificial idea
or language. Gao Xiang (252-312) of Western Jin likewise employed the concept of “self-
generation in silent solitude” to imply that the phenomenal world is a self-sufficient and
independent system where everything comes and goes in a free and autonomous manner.

The world of transcendental realm is a world without human interference. It is a world
reflecting primordial truth, of an open nature, under no hindrance, and without the restriction
of any boundary. In it all things come into being and evolve along their own course; there
is no distinction between this and that since everything is on an equal plane, positioned
and blended with one another naturally and harmoniously. Under such circumstances, an
individual’s experience becomes a common experience; its origins are exposed and forms
part of an eternal entirety.

Jiwye’s art presents to us just such a transcendental realm which is in line with nature, above
human concerns, and beyond the reach of mankind. Seeing himself as merely an object
in the universe, he puts aside all human concepts and permits himself to be fused with
the world created by him. There no annotation, deconstruction, reconstruction or logical
analysis, or even the portrayal of subjective feeling is necessary. Jiwye does not want to
intervene into the world created by him or dramatize anything in it subjectively; nor does
he wish to conduct any rational analysis or make any conscious alteration to it. Rather, he
hopes to render a transcendental realm where everything, be it flowers, leaves, mountains,
water, or any object or scenery, would look natural and be free from any semantic, linguistic
or conceptual interference.

All in all, Jiwye strives to incorporate his subjective self with the pictorial world created by
him through juxtaposing all the things side by side in a simple manner. His compositions
are meant to let viewers enjoy pure aesthetic pleasure in accordance to their own nature,
intuition, perspective, idea, experience and feeling. August Rodin (1840-1917) once said
that the artist could only finish half of his work, and reckoned that the image created by
the artist would offer a catalyst for the viewer to exercise his own imagination to complete
the remaining half. Jiwye’s works remind us of this notion. Moreover, they further guide us
to see that art might originate from a silent, self-generated world. They also tell us that the
usual distinction between artist and non-artist no longer counts. The aesthetic realm created
by Jiwye might evoke in us an impression of the primordial beginnings and prompt us to
understand the origins of art, whilst leading us to enjoy free reveries and musings. In this
way, we are helping Jiwye to complete the other half of his work and, in turn, creating our
own art world.

Chi Jian Chen
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Back to Emptiness
Discussing emptiness with Jiwye To

Li:

To:

Li:

To:

Li:

To:

| believe people who've seen your art works could feel them permeating with the concept
of emptiness. In the West, emptiness is interpreted as containing nothing. On the other
hand, there is an aesthetic concept of silence derived from Plato. We could say these
two concepts — emptiness and silence - are related to each other. In the East, the cultures
of China, India and Japan take emptiness as the nature of all beings. Emptiness and
silence are the main aesthetic tonality in the East. How do you define emptiness?

Emptiness means non-mindedness, without any attachments in your mind. Therefore,
thoughts could be free from the impacts of sub-consciousness, self-awareness, or any
other interferences. When one’s mind is empty, one could be free to absorb and operate
anything. Just like a mirror, it doesn’'t grab anything but it can accept everything and
can fully reflect all things without reservation. To empty our mind, we have to let go of
our inherent mindsets, ourselves, other people and all our attachments. By letting go,
we unite man, things and the world (outer and inner) into one. Our egos and objects will
be blended into one too. Then, our thoughts can respond and react to any situations at
ease. In the situation of non-mindedness, we do not have to let go of anything because
there is nothing.

My concept of emptiness was inspired by Daoism, Zen and Phenomenology. But | do
not have a tight attachment to their original meanings. In the process of my concept
formation on emptiness, | integrated the concept with my personality, knowledge,
academic training and life experiences. Daocism helps me to realize the relativity of
everything. Zen and Phenomenology help me to experience and practice that there is no
obstacle between myself and the things around me. Things and myself can be united into
one. Seeing things can be viewed from the perspectives of the things themselves.

Is emptiness your attitude towards life?
Yes.

Letting go is your attitude towards life. It means you can let go of your attachments of
life, or even everything. Talking about emptiness, the ultimate attainment is not to paint.
However, you have to perform as an artist. How do you express the concept of emptiness
in your artwork ?

| just provide a platform for the viewers to let go of their inherent mindsets. | am going to
use two of my works to illustrate the concept on empty-mindedness. In my artwork titled
“Meditation ” in 1983 (see page 26), the artwork is square in shape. In the middle of the
square, | put a hand-painted Buddha head surrounded by 32 pieces of mirrors.

While viewers look at this piece of works, every single movement of viewers will be part
of the artwork. Actually, there are no viewers. The Buddha and the 32 pieces of mirrors
reflect a complete serene and a tranquil atmosphere with silence. The artwork reveals a
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Li:

total different structure, revealing messages with different viewers in different moments
and in different angles. | attempted to help viewers to let go of their inherent mindsets
between an artist and a non-artist. | want them to become one —viewers are artists. This
piece of artwork is free from my subjective consciousness. | am just the one providing
a platform for viewers to tap into their creativity and let them explore their own self-
consciousness. Viewer's self-explored consciousness is the theme of this artwork.

Whether a painting delivers an instant-recognizable image or a non instant-recognizable
image, | usually use very few colors with light and cool tonality. Meanwhile, | leave huge
blank spaces or a foggy scene on the painting so that the viewers can feel that they are
far, far away from this earthly world, letting go of themselves with an empty mind.

The second example on emptiness is my first painting to express the concept of
emptiness titled “Emptiness Contains Everything” (1987)(see page 34). In this painting,
it does not have any instant-recognizable image. There is only a light-inked frame and a
far, far away light blue patch.

There are a lot of blank spaces in your paintings. It reminds me that Qing Dynasty Dan
Chongguang’s saying, “lllusion accompanies reality, and spaces become a wonderland”.
Chinese culture emphasizes the mutual referencing of Yin and Yan (illusion and reality).
This referencing helps to construct the consciousness of space and transform all kinds
of artistic effects.

To: The concept of mutual referencing has really inspired me. Dan Chongguang’s saying

refers to the interaction between the artists and the scenery. Transforming scenery into
feelings is the way how many artists handle their attitude towards scenery. Nevertheless,
| adopted the method of “viewing things from their own perspectives” when seeing the
scenery. | hide myself behind the scenery and transform myself into the scenes. | attempt
to let go of my subjective consciousness of being a human. | am the scene and the scene
is me. | let the scenery revealed by itself.

Viewers can discover their own feelings by watching the nature of the scenes themselves
but not according to my own subjective consciousness. Hence, illusion accompanies
reality; void becomes full; and black becomes white which is a traditional Chinese
aesthetic concept of spatial awareness.

My paintings deliver the aesthetic concept of emptiness. They reach the realms of
quietness revealing vibrancy; emptiness revealing visibility; and silence revealing
speech. The big blank on the painting attempts to give viewers a tremendous space
for their thoughts moving around and playing around, enjoying the beauty of it. After all
these free aesthetic experiences, the viewers will feel the conscious emptiness.

Li:

To:

Li:

To:

Li:

To:

Li:

To:

Clouds, mountains, rivers and sky hide behind the fog. The scenery seems to be visible
and invisible; existent and non-existent; moving from limitless to unlimitless and gaining
from nothing to everything, moving freely surpassing blankness and emptiness, and
flying over scenes after scenes. People sense the beauty without words.

You use two different techniques to show the concept of emptiness. They are abstract
symbols and image symbols. Is it your constant practice or your styles incoordination?

It has got nothing to do with my constant practice or styles incoordination. It is just
the product of my unintentional conscious creation of emptiness. | let go of my fixed
mindset, free from awareness and restriction, creating my artwork directly and freely.
Fixed thoughts and styles will corner me, restrict me and limit my artwork.

Expressing emptiness in artworks should go with some presence of fullness as they
relate to each other. How do you handle the proportion of these two concepts — the
invisible and the visible?

| use the simplest, the least and the most direct way to handle it. Because this can touch
the nature of art. The nature of art is simple and pure, just like life. Simple life is closer to
the nature of art. An empty mind helps us to let go of pretense and complication. Using
simplicity and directness can get us in touch with the nature of life.

So you use the minimal techniques and the huge space to help your viewers enter into
emptiness.

Yes. That will help to reduce interference. | hope viewers can have a bigger space to
participate in the exploration of emptiness. Based on this thought, the viewers can let go
of all things and enter into the realm of emptiness freely, leisurely and joyfully.

Rivers, streams, waterfalls and seas are constantly seen in your recent paintings. Water
flow seems to be your center image. Is water flow similar to emptiness?

Yes. You can say so. There is no special nature in water. It can be the softest, the
weakest, the strongest and the hardest. Sometimes the trickling water is as soft as silk
but sometimes it can be as fierce as a lion. It doesn’t have a stable shape. Filling the
water into a cup, it will become a cup. The same goes to a bowl. When water meets the
heat, it will become water vapour which will go up in the sky and form clouds. Drizzles,
rain and torrents might follow. When water meets coldness, it will solidify and form snow
and glaciers.

If our minds are empty, we can have everything as we have a lot space to fill up many
new things. Our thoughts become freer, more abundant and more creative.
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Li:

To:

Li:

To:

Li:

To:

The blankness and objects in your paintings interact with each other. You have
delivered it as the artistic imageries found in Chinese classical poetry, forming an
implicit spatial tension.

Chinese classical painting and classical poetry both have multiple levels of
implications. They create the effect of gradual ambiguity. Hence they induce multiple
levels of associations.

While appreciating your paintings, we can conclude the special features of your
paintings are emptiness and silence. However, emptiness and silence are traditional
oriental aesthetic concepts. How can we integrate these traditional concepts with the
contemporary culture?

The tradition concepts flow through the past, the present and the future. They always
exist in the making. They always open into the many possibilities in the future. My
artistic language reveals that the nature of its presence and the nature of its eternity,
transcending over limited direction and time. Any contemporary culture of a particular
place is rooted from its traditional concepts.

When talking about the contemporary culture, we will get associated with the West
easily. In this modern era, the 20" century most influential thinkers are Henri Bergson
and Edmund Husserl. Both reflected the European classical philosophy on the
“Opposing views between myself and the materialistic objects”. Bergson, who was a
French, explored the issues on egoless, putting himself in the current present situation.
On the other hand, Husserl, who was a German, pointed out that phenomenon itself is
the nature. Their thoughts have inspired many artists and poets. Examples are: artist
Jean Dubuffet’s perspective of counterculture, artist Marcel Duchamp’s readymade
art, and poets Ezra Pound and T.E. Hulme’s counter-traditional grammar for revealing
the originality of the present phenomena.

Pound has constantly used alternating and overlapping imageries to keep the real
nature of the scenes and the objects after reading Japanese haiku, Chinese classical
poetry, and Chinese characters. He did not add any logical analysis or symbolic
interpretations so that the readers can freely enjoy reading the originality of the images
themselves.

How will you develop the concept of emptiness further in your art?

Just keep on keeping on being non-mindedness.

King Hao Li
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Preface of Jiwye To

Empty your mind.
Emptiness contains everything.
Everything is art.

Plates

B hx
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Composition

1978

Vertical scroll, Ink on paper
41x 97cm

Inscription
Brush and ink landscape painting experiment in autumn 1978

Signature
240 Jiwye To

Seal
Square red intaglio seal,
following signature : 124k Jiwye To

Jiwye painted this painting while he was studying at Grantham College of Education. The painting
incorporates the composition of traditional Chinese landscape painting with the treatment of formal
elements by Kandinsky and the spatial concept of Magritte, with a view to deconstructing as well as
re-constructing Chinese landscape painting. During the process of creation, the artist blended the use
of dry brush with light and dark ink on rice paper. By wielding his brush in different and intertwining
directions, he is able to present the foreground and background as well as ambiguous layers of space.

1BE

1978
IKBRAER
41 x 97E K

R
F2IK ARBEER AL NER HZ50

£5ED
zon (AT ED

EREEEMN97T8F - EEMZINREREERAE ERBE - ERESTFEERLKNEEMESR
%15 A KB E BT E (Kandinsky) 89 B85 AR T B2 55 18 755 (Magritte) 89 2= LS R AR 18 S SR P B 1L K -
MEAEES FRABILGEUMERARAS @ BABES  DHEFEONESKEBIRNSENE
BRZEM ©
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Since the 1980s, Jiwye's art works have taken on both Eastern
and Western aesthetic and philosophical connotations. The
elegant landscapes that he created are characterized by
simple forms of mountains, waterfalls, houses and birds. After
completing his three years of study at Hong Kong Buddhist
College in 1989, Jiwye has since adopted the ideas of Zen
Buddhism, Daoism and Phenomenology, especially the notion
of emptiness, in his artistic creation with the aim of expressing
his view towards life and nature.

—hNTFER  HZIMER - AN BEERXEHFES M -
EmERTHAGHNNE BT - BHRILKOHNER - N+
FRVEFEHHHECERMENRS - PATEREBME - &
BR HEMAKEERRERR/ZNBE - LLAUERMEA
ABEBIE - DAZEE AR AIME -
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Meditation

1983

Hand-painted bust of the Buddha with 32 pieces of mirror
148 x148cm

Meditation aims to bring out the following two artistic concepts:
1. everyone is an artist; and
2. everything is art.

This installation work is composed of a hand-painted bust of the Buddha with 32 pieces of mirror
around it. When viewers stand in front of the work, their every action or movement, be it conscious
or unconscious, becomes part of the work. They are artists. While the Buddha sees everything, the
viewers see themselves and others from the mirrors, in a way prompting them to think about the
meaning of life in a profound manner.

When no one is there in front of the work, the Buddha, with his eyes closed, mirror the silence of
the environment, presenting the tranquility of the scene and atmosphere. Depending on the time,
perspective, venue, audience and era, the work will present different compositions, atmospheres and
convey different messages. It is a work that transcends time and space.

FHatE
1983
FraBBRET
148 x 1488

AR S S H AT MEZME
1. B—{EABREMK
2. ERIEMHZENM -

ERE—EEFEE  PHRBEZ - RFROGHEIESG  BERUA=T - REFEE - BREME
fEmbs - ERANEY - THEABZHENRE  WEELKERN D - & BFBENHBRERSNE
FERETHL OTAE BTEAH  #FPED IS —NEE - BRORR - BEIBERAZER
F-BEFRESBZTEREZE MERBBHERORK  FEREC - BRERE  BRFFE3IEMMA
REBEHERENEE  RABRZE  SREEHEGHRAIRREERZNRE  2UFFISRER
AN BETNRABZ - ARAE - ARRE  ATRER  TRABR - FRES@2 R TRANEE - RAREA
B EEMHERE  BUMIENER - BRERMETEMANE - GRERREEZHEER
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Empty Mountain

1985

Vertical scroll, ink on paper
51 x 57cm

Signature

tzoh  —hN\:

Jiwye To 1985

Seal
Square red intaglio seal,
following signature: £ 2 #MNED Jiwye To yin

This painting is inspired by the idea of Daoism. Daoist theory of relativity between things inspired the
artist to present the concept of oneness between void and solid, as well as front and back. Its rich
connotations are expressed here with minimum brush and ink.

zo
-

1985
KRB E IR
51 x 57K

$5E0
2z o (AXTTED)

ERERCERBASIBAEES  BRAFEYHBHEZE  MBETEXESVEENERER
— UARERNZFBRAKREENAER ©
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At Ease

1986

Vertical scroll, ink and colour on paper
35.5 x 82cm

Signature
—NNARE HZHE
1986 Jiwye To hua

Seal
Square red intaglio and relief seal,
following signature: Z5h Jiwye

Blue sky and red house, mountain and waterfall, birds flying to the left
and aerial root blowing to the right constitute the beauty of balance.
The swaying curved pine tree adds more interest to the scene. The
bottom left signature seal and the landscape on the right present a
wonderful combination of reality and fiction. The beauty of ink wash is
shown by alternating and overlapping the rich and the light colors of
ink in multiple ways. The vigorous charming unique brush stroke brings
out the natural and unrestrained beauty.

3¢z =
T

1986
KBEREBAENR
35.5 x 82/F K

=k
—NIRE HZHE

$5E0
25N (AR T3 ED)

BEXRAE Sk BRER RELAEM BRTLEHEFEZ
xR ERES - BRFE8  ETHRERHE - AH7THLKS
- EREEAEZY - BERHARRESERK  BEYPERR - BEA
BREREE  REEL BRZE RRKEREZX-
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All is One

1986

Vertical scroll, ink and colour on paper
29 x 76cm

Signature
i IWAVAN
Jiwye To 1986

Jiwye created this painting while he was studying the theory of Avatamsaka Sutra at Hong Kong Bud-
dhist College. Avatamsaka Sutra is the most important and complete classic book to introduce the
worldview of Mahayana Buddhism. Its notion of “all is one” and that of “emptiness” have left a great
bearing on the artist's view towards art and life. In this painting, everything is integrated with each
other, where the void and the solid have become one; birds, sky, trees, houses are seemingly in the
mountains and yet beyond the mountains.

—Bl— 1]
1986
KEBRERAER

29 x 76[EK

=
IVAVAVARRE s/

HZERERBECEREEARRBEREMBENCERLO R BEMSEWERTANE
F o (EBR) BARBE  BRARAMRKREENZFZ — TRASHBHS BN AU TEBENAKE -
H—B1—40 » —4)Bl—» —E—R - —RP—tR - MEUFBEM T2 I LB EA LB R
BARKREVERS) - B3 T hAlfEERER - ETEVERERRS  EENERAIER—E  BHR X
=i BEEOEUA - RSN WA - ANEL -
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Emptiness Contains Everything
1987

Vertical scroll, ink and colour on paper
34 x 67cm

This is Jiwye’s first painting to express the concept of emptiness. There is not one concrete image in
the painting. The frame, which is brushed in light ink, in concert with faintly tinted blue planes in the far
distance, may help viewers to lay down themselves and enter the realm of emptiness.

Inscription

“Emptiness” is not the same as “nothing there”, it is actually an extraordinary presence. This is so
because the essence of phenomena is really emptiness. All phenomena and all existence arise from
emptiness. If we can realize the truth of emptiness, we can transcend emptiness, empty emptiness
itself, and reach absolute emptiness. At this time, everything in life can be resolved by absolute empti-
ness, at this point, we can face the infinite inscrutability of the universe feeling free and unconstrained.
When the mind is empty, it can contain everything. All is one.

Signature
— R\ #2224 (on the inscription)
1988 Jiwye To

ZEREMEIR —NNEFE 25 (on the painting)
Emptiness contains everything 1987 Jiwye To
Seal

Square red intaglio seal
following signature: Z4N&%E Jiwye shu hua
Square red intaglio and relief seal: #Z 5b Jiwye To

EHEMEIR
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IKBREMARER
34 x 34EH
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Jiwye To’s ink and acrylic painting are some of the best in the
exhibition - a very controlled brush in tense and rapid motion,
minimal colour judiciously.

Nigel Cameron

South China Morning Post, 1991 , Hong Kong

S BBRERE M - B ERSENKERNGEE
BB REmZ— o

EHMm

PR - 1991 - HE

Jal
il

For his first exhibition in Melbourne, Jiwye To presents a
curious mix of traditional Chinese scroll painting techniques
and Western abstract expressionism. ...he wants to provide
an object of quiet contemplation..

Peter Timms, editor of Art Monthly, Australia

Asian affair, 1996, Australia

FERANERARES HZINBRTRTHREESSHEERITHE
AAHMKRERBERNTYES - ~HERTIEERBRHNER -
RSAL - M Art Monthly #Rig

Asian affair » 1996 » &}l

Since the 1990s, Jiwye’s art is based upon the thought of
Phenomenology and Daoism. Within his works there is the
essence of the phenomena, the elements of essence — dot,
drop, jump, flow, rush, sprinkle, turn and rotate. These lead us
to the essence of substance and meditate how the essence
construct phenomena. Thus Jiwye converted the concept,
technique and element of Chinese traditional art in a new
way — the manifest of different types of space and another
visual images that bring us to another vision in our life.

E-NMNTFR  HZIINBMEERRREREFTLENE
Mo RIFMERBETRROANE - H BBk R & BMNE
MJLE UL RSIERMTHREOAE - WEEAREMAE
BIRR o L2 SNA—RRE AT ANEHR T R REGEMOS -
BRIGMTR — TRBRUNZEEMS —EREERNRIR - FL
BRI BEFIEA LR S —ERE -
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Infinite Space # 1
|RZE/ #1 1993

1993 Vertical scroll, ink and colour on paper 56 x 105cm

RELKAER 56 x 105EK
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Infinite Space # 5
M|MIRZEM 45 1994

1994  Vertical scroll, ink and colour on paper

REMAEE 35 x69EXK

35 x 69cm

Mind is Cosmos # 4
MENPES 44 1996

1996 Horizontal scroll, ink and colour on paper
BEEAEE 40 x 60EXK

40 x 60cm
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Mind is Cosmos # 6
DEIEE #6 1996

1996 Vertical scroll, ink and colour on paper

HEMAEE 28 x 36.5/EK

28 x 36.5cm

Mind is Cosmos # 9
NENPEE 49 1997

1997 Vertical scroll, ink and colour on paper

HMEMAEE 35.5x 70EX

35.5 x 70cm
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Jiwye To’s paintings always have plenty of empty space to
present the concept of emptiness. His paintings make one
feels as free as a bird gliding in the sky, and one’s thinking flies
thousands of miles beyond the clouds.

SBS Radio, 2012, Australia

\]

MZIMERNEEARE TREZER  RIEENHS - 2EFEA
R RZEBETER - ARWBHERDTEEI) -
SBS /A » 2012 » B

Since the 2000s, Jiwye express the emptiness in his art. The
misty landscape and large areas of empty space, the key
elements of the artist’s work, might spur viewers to contemplate
their own lives and nature, too, in a more profound manner.
The notion of emptiness which Jiwye wishes to express in
his work does not simply refer to the white space. In fact, it
is meant to signify the space for provoking viewers’ thinking
and imagination over their inner world. Jiwye reckons that
emptiness means neither to talk of nor to pursue beauty
through one’s direct perceptual sense. To him, beauty, and
art as well, can only be comprehended through one’s inner
perception and personal experience.

B = THRR  HLZIMNNEMRR T ZOHE - BRAOSENIA
EEBNZEAZER - SIBEBRUERZANSTABZECHEEM
B - HZIMERMZE  MERABNZR  LEEHERER
HALHEREREIN=E  SEERRENXRLER - HES
i ERBE -
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Empty your Mind (2009)

“Empty your Mind” is inspired by the texture strokes of
traditional Chinese landscape painting, in which cloud and
mountains always appear in this series of painting. With the
use of minimal color and plenty of empty space, Jiwye aimed
to present his spectators with the concept of emptiness. His
paintings are full of emptiness, making people free in mind.

FBZ=[El (2009)

(BZ=ED) APRERILIKENEERAZ LN Z=BHS
UEERIERER - BIWFERNBIRNZER - HEER - B
AL - WASMEMNEBERT  EEBEAEEM  URREZE
BB RBERRERRLSR  HERE -
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Empty your Mind #5 2009 Ink and acrylic on canvas 90 x 120cm

Bz=E 45

2009 7 E/KEBAEME 90 x 120/22K

Empty your Mind #6 2009 Ink and acrylic on canvas 92 x 92cm
BE@E 46 2009 M LKEBRE 92 x 92K
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Empty your Mind # 7 2009

Ink and acrylic on canvas 87 x 137cm

BE@E 47 2009 1 LKBRE 87 x 137K

Empty your Mind # 8 2009

Ink and acrylic on canvas

HBZeE 48 2009 1 bKBRE 122 x 122K

122 x 122cm
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Autumn Floods (2011-12)

Zhuangzi (369BCE-286BCE) was an influential Chinese
philosopher. “ Autumn Floods” is inspired by Zhuangzi’s essay
of the same name. In his essay, it is pointed out when one
learns about the relativity of things, one will then be relieved
from attachments and attain absolute freedom by following
their own nature.

A series of dream-like and uninhabited autumn landscape
bring the spectators get far away from the human world,
release attachments and forget about distinctions, wandering
in absolute freedom according to their own nature — being
unrestrained, inaction, no-thought, in order to attain the
freedom and spiritual release.

“Autumn Floods” is quiet with sound, empty with appearance,
hazy with shapes, elapses with traces, accumulates with
enlightenment, yet mobile with continence. Autumn Floods is
delightful.

Fhk (2011-12)

HFRIPBEFEZENEER - (MIOBMBEEFHORAZE
fF o ROGEIEE AT HEMAAE M - (EMmeEs TE - IBEA
REABHRIRR

(MK) —RFIBUE - BEARNKEILKIRR @ BEEE
BEEEM - UTENE - P8 - BYEEEEMOARE  BH
R BAES BHLESTEESH -

(MoK BRER - =ZRIER - BRRAR  HER - BRAF
& BRIAL - KEA °

Autumn Floods

No limit for the size of things

No stand-still for time

No set rules for gains and losses
Goes to nowhere

Comes from nowhere

Right is infinite

Wrong is infinite, too

No limit beyond limit

Sitting and forgetting with pure thought
Forget about the distinction

Forget things and self

Forget about time

Forget what ought to forget

Empty your mind

Absolute freedom in empty ego
Experience the infinity

Wander in the realm of infinity

Live a carefree life in wandering mind

All within the emptiness
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| am not intended to show you something,
but you may forget yourself and get relieved from your
attachment.

Jiwye To (2011)

BORE AIRETRHE -
RERETER  HTHE -

24t (2011)

Autumn Floods #8 2011
Faok #8 2011 ALE/KEBRMK 100 x 100EK

Ink and acrylic on canvas

100 x100cm
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Autumn Floods # 12 2011
ok #12 2011 3 EKBRKE 120 x 120K

Ink and acrylic on canvas

120 x120cm

Autumn Floods # 15 2011

Ink and acrylic on canvas

Bk #15 2011 W EKEBRE 120 x 120K

120 x120cm
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Autumn Floods # 17 2011
ok #17 2011 AEKEAKE 92 x 92K

Ink and acrylic on canvas

92 x 92cm

Autumn Floods #23 2011

Ink and acrylic on canvas

ok #23 2011 M EKBRE 71 x 122K

71 x 122cm
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Autumn Floods #24 2011 Ink and acrylic on canvas

FhoK # 24

2011

mEKBAK 51 x76EXK

51 x 76cm

Sound of Emptiness (2012)

“Sound of Emptiness”, this series of painting transcends the
contrary of binary system and crushes the difference between
oneself and others, as well as between the subject and the
object. In his paintings, Jiwye showcases plenty of blank
space to present the concept of emptiness, depicting painting
objects with their original natures and conditions.

Inspired by the sound of spring, the theme of the “Sound of
Emptiness” allows its audience to indulge in a scene where
stream and waterfall flow into layers of cloud which appear so
vast and void. The blankness found in the paintings symbolizes
both fog and cloud in a scene, thus revealing both void
and real. The cloud and mist over the mountain is an actual
situation of mutually referent to represent the aesthetic sense
of blankness and emptiness. All together, the paintings create
an infinite imagination to the spectators, allowing them to feel
virtually free and feel like traveling through space and time,
and hence forget all change across time, space and human
beings.

—EBXithz= (2012)
(—BRMZE)BRADEBEYNEERKREEZEE 1988 - 1
VI

HRVERER - (FRAEERT ETWH REREE
PRE - bRE  2ERTENXZEN  FERERRZ=NHEER
R

(—BRZ=) MBERKRE —BER EK B NEEEMRZ
SENRAMBEESR  WRINERAERE  UWARKBER - BE
=MHRER AT 2= - ARRE - WERRERNERHN
B -
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Everything is wandering about the emptiness

Unwitting cloud and leisurely water

Mountain and water are empty

All the forms of mountain, water, cloud and mist are empty
So from

So away

Nothing more

Jiwye To (2012)

—XKEARER
ERELKER
Ltz SR K 22
LEkeZERme
eEyE
ARt T 2R
LU
wmEme

25k (2012)

When we hear the sound

everything is empty in our mind.

Jiwye To (2012)

—BAFE
BEom=z

25t (2012)
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Sound of Emptiness #5 2012 Ink and acrylic on canvas 122 x 122cm
—BXRihZe #5 2012 MMLEKBERE 122 x 122K
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Sound of Emptiness #6 2012
—BRiZ= 46 2012 M EKERE 61 x 122K

Ink and acrylic on canvas 61 x 122cm

Sound of Emptiness #9 2012

Ink and acrylic on canvas

—BRihz= 40 2012 W EKEBAKE 122 x 122FK

122 x 122cm
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Sound of Emptiness # 11 2012 Ink and acrylic on canvas

—BRithzE 4 1

2012 i EKBRG

122 x 1228 K

122 x 122cm

Enter the Emptiness (2014)

‘Enter in Emptiness” is inspired by the poem of Su Shi (1037-
1101). It is composed of eight individual paintings which may
be arranged in different combinations, and hence creating
different dimensions of space. By doing so, the artist invites
the viewer to admire the work from different perspectives and
appreciate its different senses of beauty. Clouds, mountains
and other landscape elements overlap with each other, making
the imagery look near and yet faraway, tranquil yet dynamic,
empty yet faintly visible. Such illusive and ambiguous visual
effects may lead to multiple associations of the imagery in the
viewer’s imagination.

Written in the Wall at West Forest Temple
Su Shi (1037-1101 )

From the side, a whole range; from the end, a single peak
Far, near, high, low, no two parts alike
| cannot tell the true shape of Lushan
Because | myself am in the mountain

Translated by Burton Watson

Burton Watson (born 1925) is an American scholar and translator of both Chinese

and Japanese literature

EE) - kiR - = (2014)

tEmicsHsl CEREMEE) SIRBERD - fFal/SRERE(EHF
AWKk - BB \BEETRNBNES 2R TRN=HEE
R BEEBEET - BRTRANERER - WKEEETRD
EHERBES  WRIWKEZEZHERNERE - BEES| - 5m
RE) - =MoRIR - WA JRERKNRBYR - EEW
R BTEEZERMA -

K - BB (EHEE)

EER KA IE
FL R EE TR
THELE®E
REESHEIWUF
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Enter the Emptiness 2014
g - KR = 2014 LKEAK JUERSIE37.5 X 150K

Ink and acrylic on canvas 37.5 x 150cm each x 8 panels
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Leisurely (2014-15)

Jiwye transforms himself to matter by seeing things from the
perspective of things. There are no any analysis or symbol in
images of his painting. He juxtaposed all the matters in a state
of nature that allow spectators get the pure experiences to
feel free to enjoy their own reverie and meditation and create
their own art world by their own nature, instinct, point of view,
experiences and feelings.

%54 (2014-15)

HZINAABMEERARBF AR 2T B WMESR
REBE 2 HERRRDN  ARKYREIILE - EBVR
MRAEMRE - BBEERGARFNER  RAEFEFENRREH
BE BERNERFIERIEN  FEECHAEEARE - BEC
MAE - B KREARBERABRIMNESE - AlEECHEM
R REXECHERER

l

Leisurely #2 2014

185K # 2

2014 T bKBAK

Ink and acrylic on canvas

122 x 122[8 K

122 x 122cm
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Leisurely #3 2014
&R #3 2014 MM EKEBERE 122x 122K

Ink and acrylic on canvas

122 x 122cm

Leisurely #4 2014
R4 2014 W LEKERE 122 x 122K

Ink and acrylic on canvas

122 x 122cm
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Leisurely #8 2014

Ink and acrylic on canvas 76 x 138cm

&M 48 2014 1HLEKEBREK 76 x138EK
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Leisurely #10 2014 Ink and acrylic on canvas 61 x 107cm
&M 410 2014 MW LEKEBRE 61x107EXK
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Leisurely # 13 2014
1M 413 2014 MHLEKEBRE 61x107EXK

Ink and acrylic on canvas

61 x 107cm

Leisurely # 18 2014

Ink and acrylic on canvas

%R 418 2014 M EIKERRKE 76 x 138/EK

76 x 138cm
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Leisurely # 20

2015 Ink and acrylic on canvas 30 x 122cm each x 5 panels
88K # 20

2015 M LEKBAK HEFSIE30x 122/8K
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Leisurely #22 2015
& #22 2015 T E/KERE 30 x 92K

Ink and acrylic on canvas

30 x 92cm
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Leisurely #24 2015
&SR #24 2015 MW LEKBAB 92 x R2EX

Ink and acrylic on canvas 92 x 92cm

Leisurely #25 2015 Ink and acrylic on canvas

IS8R # 25

2015 Tn LKEBAK 92 x 922K

92 x 92cm
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Leisurely # 26 2015
&R # 26 2015 1 EKEBRE 122 x 122K

Ink and acrylic on canvas

122 x 122cm

Leisurely # 27 2015

Ink and acrylic on canvas

&R # 27 2015 1 EKEBRE 122 x 122K

122 x 122cm
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Transcendental Realm (2015)

A world of transcendental realm is primitive real, without
interference. It is life that evolution without distinction. In such
circumstance, individual experience becomes common, origin
appears to be an eternity.

MEHIL (2015)
ESBLOER  2—ERE - RAEARTENUR - 8WFK

EAREERERE  REFHE  SFEM - ERNERKAHE
MRS - KBEMBE - PEOKIERRE -

Transcendental Realm #1 2015 Ink and acrylic on canvas

®|EEL 4

2015 i EKBAK 61 x 92FEXK

61x92cm
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Transcendental Realm # 2 2015 Ink and acrylic on canvas

mEEIL #2

2015 o B/KBAK 41 x 51EXK

41 x 51 cm

Transcendental Realm #3 2015 Ink and acrylic on canvas 30 x 30 cm
M|MEBb #3 2015 M EKBRAKE 30 x 30EK
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Purity

All states are without self.
There exists neither this shore nor the other, nor both.

One is able to wash away all the bonds and tendencies.

;~$

— P

B R ERE
A
HRER — 21

Purity #7 2018 Ink and acrylic on paper

F#7

2018

IKBREHKAR 30 x 30EK

30 x 30cm
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Purity #8 2018 Ink and acrylic on paper 30 x 30cm Purity #9 2018 Ink and acrylic on paper 30 x 30cm
102 B8 2018 JKEJREHKAR 30 x30EK Ba#o 2018 JKBEHREMHEA 30 x 30EK 103



Purity #10 2018 Ink and acrylic on paper 30 x 30cm Purity #11 2018 Ink and acrylic on paper 30 x 30cm
104 FBa10 2018 KEJREGMEA 30 x30EK Ban 2018 KBHREBHEA 30 x 30EK 105



Purity #13 2018 Ink and acrylic on paper 30 x 30cm Purity #14 2018 Ink and acrylic on paper 30 x 30cm
106 B#13 2018 KEFREHLAR 30 x 30/EK B#14a 2018 KBEJREGHEA 30 x 30EK 107
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Pure Mind (2018-19)

In the green stream flows a clear rill

No boundary between cloud and mountain
It is empty in the clear sky

Void makes all more quiet and still

Tea is Zen

2% (2018-19)

ERRKE
ETEER
B 70— 1)

B A

Lot
REMIAE

Pure Mind #1 2018 Ink and acrylic on canvas

BE#

2018 7 E/KEBRAKE 51 x 762K

51 x 76cm
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Pure Mind #2 2018
BE#2 2018 MLEKBREE 61x92EXK

Ink and acrylic on canvas

61 x92cm

Pure Mind #4 2018

Ink and acrylic on paper

BEea 2018 KEREHKAR 30x30EXK

30 x 30cm
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Pure Mind #6 2018 Ink and acrylic on canvas
BEse 2018 MEKBRKE 61x137EK

61 x 137cm

Pure Mind #7 2018 Ink and acrylic on canvas
EEa7 2018 MEKERE 61x137EXK

61 x 137cm
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Pure Mind #8 2018
BiE 48 2018 KBHEBHKAK 60 x60EK

Ink and acrylic on paper

60 x 60cm

Pure Mind #9 2018
BiE 49 2018 KEBREBHEAEX 30x30FEK

Ink and acrylic on paper

30 x 30cm
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Pure Mind # 10 2018

Ink and acrylic on paper

BE#10 2018 KERGHAK 30x30EXK

30 x 30cm

Teais Zen 2018
REMES 2018

Ink and acrylic on paper, cup 30 x 90cm
IKBREMAR - £ 30 x 902K

17



Biography B

Jiwye To (b.1956) graduated from the Grantham College of education in Hong Kong in Mo 1956 £RES - hE1979F N E Bt H B B

1979 and received his BA from the Hong Kong Buddhist College in 1989. He continued B 1980F LB B MM 2R I/EE LS - 1986-89

his studies in art and philosophy at the Hong Kong Buddhist College from 1986 to 1989. . A EEEBYECERE OB RTEE . e TE
=S N H I

The ideas of Zen, Phenomenology and Daoism has since influenced his life philosophy and
become important elements of his art — concept of emptiness.

R EBLARENDHEMERT ZOHMS - KAMHALR
BT R -

[ ] ] i [ ]
¢ From 1984 to 1988, he published the arts criticism magazine “Melting Pot Journal” to - N 9
. | N = »
promote art criticism in Hong Kong. 198451988 F R Ba¥w TIY) (RIBA) - LR AT A€ oo
8 ERBHRBMNR
* In 1988, he participated the contemporary China art movement and promoting the Art Action in M
concept of “Art China”, with a view to forging open a new way to develop contemporary o 1988 ATEERBIES - HR [ZMHE OB r%%t%g%%ﬁa%au
Chinese art. R B REM R -
* In 1989 he found an art group called the” Art Action” which teamed up with artists from e 1089FHERE PRI AR - 8B NFEBEABRNRAE
mainland China, Taiwan, Hong Kong and the USA to promote contemporary Chinese art KTEMITE | EERIINERTRESRENE &P
in China and abroad. Gl
* In 1995, he organized a conference in Hong Kong to discuss the idea of “Art China” and o 10054 1L 5 K5 Bk ..—lﬁ,fkgﬂ—].lly\( e ST R
TN B I
: . o .
the development of contemporary Chinese art in the 21st century. Scholars of mainland myEEpEmEE  WEY  EE M?%m B |

China , Hong Kong, Taiwan, Australia and Canada were invited to address the issue in
g g HEPIA ~ BIpEK - %LEK * Bruce Parsons * Z#& %% (John

Clark) XJERE (Nicholas Joes) EEBMESHTERH
X B PEERBNOEE M [ 295 E | &

the conference. The participants included Li Xianting, Fan Dian, Chang Tsong-zung,

Andrew Lam, Victoria Lu, Yan Jingsong, Zhang Shengtian, Kong Changan, Bruce
Parsons, John Clark and Nicholas Joes.

N Art Action in Hong Kong
B e BATENEEE

CLEL -RAAE T —
R PRy ] : .
: ﬂ'ﬁ u—ﬂ e CHINESE CONTEMPORARY ART
AHn Contemporary Chinese Art ARTACTRONWORLVIDE TOUEING EXMIBTION hEE 15. CEE SRS
An Action Worldwide Touring Exhibition in
T 0 B B A O R I v [
RS (N TSR — o0\ e DT 143800 0 I b H'ﬂﬂ' CL ] R j n:.;nif 1 l‘t-r-tunucniu
EAMITAT MM SRR AR © — SENRNE PR BWii, RFEEN b CHPNCA AR
B 22 N 2 gy o B AR 0 75 8 O = o]
1] ". EATE A R oy e i T
8 & r». L]:g) f 1B chE] L ,_‘1'
B -ffi'l""l" m . —4EEN W Bl 5 Nicgiest |19, J1] = ]
Asian ['eidiv - -
e U iniversity of Heidssh Codundes ey ¥
P International Confersnce on
The Ciniversiry ol Tirisish: Colkimiis F Chiness Cantemporary Arl
— L' THEME | LATE CENTURY PROSPECT:
FF S THE CHINESE CONTEMPORARY ART
7, IN THE 21ST CENTURY
g l-_--ﬂ,uu Lrmluars Thastra,
Presmnd by Tim S Liallery EET 5 o SO ety ol Hemy ang
Thet | sirernay o Spsiery Asrirsisn PR Yo
Faly 1T s et ¥, FORE Byt T - :
Melting Pot Journal, April, 1988 Melting Pot Journal, Aug/Sept, 1988 Art Action in Canada Art Action in Australia Art Action Organized the Conference

(EIEBE) 19884 MM A 5% CRtgman) 19884\ LA BATTEIEINE R T8RN BMTENR BB E =
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Solo Exhibitions

2019
2017
2015
2014
2012
2012
2011
2010
2006
1998
1996
1995
1994
1982
1976

East & West Art, Australia

Ink Asia, Hong Kong

YY9 Gallery, Hong Kong

99 Degrees Art Center, Taipei
YY9 Gallery, Hong Kong

East & West Art, Australia

YY9 Gallery, Hong Kong
Sunbow Art Gallery, Shanghai
East & West Art, Australia
Quadrivium, Australia

East & West Art, Australia

Fringe Club, Hong Kong

Simon Fraser University, Canada
Hong Kong Arts Center, Hong Kong
Art Promoter Gallery, Hong Kong

Art Fair

2017
2016
2015
2015
2015
2014
2012
2007
2006

Ink Asia, Hong Kong

Ink Asia, Hong Kong

Art Taichung, Taiwan

Art Tainan, Taiwan

Affordable Art Fair, Hong Kong

Art Taipei 2014, Taiwan

Asia Top Gallery Hotel Art Fair, Hong Kong
ARTSingapore 2007, Singapore
ARTSingapore 2006, Singapore

E=

2019
2017
2015
2014
2012
2012
2011
2010
2006
1998
1996
1995
1994
1982
1976

2Hg

2017
2016
2015
2015
2015
2014
2012
2007
2006

REEE - M
KBENE - B
YYOZR - A
QML - AL
YYOER « BE
HREREER - M
YYOE R + B
KIGHZE - £8
HREREER M
I RN
HEEE RN
#igw, B
FEPISESKE - EX
BERBEMHL - B
BEZR &5

IKBEE - FE
IKBEE - BB
BREMEES
aHEmEEe

Affordable Art Fair * &4
BILEEEMHES - 88

TMNEREREE - &5
ARTSingapore * £ il
ARTSingapore * £ 113
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Selected Group Exhibitions

2019

2018

2018
2017
2017
2015
2015
2014
2014
2013
2013
2013
2012
2010

2010
2009
2009
2000
1998
1997
1996
1995
1994
1993
1992

1991

1991

1990

The Valued and Revered Hong Kong Ink Art, Invitational Exhibition in Taipei,
National Dr. Sun Yat-sen Memorial Hall, Taipei

The Panorama of Hong Kong Contemporary Ink Painting,

Hong Kong Central Library, Hong Kong

Six Asian Key Artists in contemporary abstractness, East & West Art, Australia
yuan rong, Geleria Koo, Hong Kong

Ink Dynamics, KC100, Hong Kong

Contemporary Chinese Ink Painting Exhibition, Shanghai, Hong Kong, Macau
In Conversation, YY9 Gallery, Hong Kong

Hong Kong Forwards, Sin Sin Fine Art, Hong Kong

Contemporary Chinese Ink Painting Exhibition, Shanghai, Hong Kong, Macau
Visual Art Exhibition ‘FIVE’, JCCAC, Hong Kong

Beyond The Landscape, YY9 Gallery, Hong Kong

Summer Heat, Arta Gallery, Canada

Taipei International Modern Ink Painting Biennial, Taiwan

The Era of Ink Painting: 2010 Shanghai New Ink Art Exhibition -

Zhu Qizhan Art Museum, Shanghai, China

Ink Art Exhibition, Tsuen Wan Town Hall, Hong Kong

Poetic Scene, YY9 Gallery, Hong Kong

NEW LAY-OUT— 09 Contemporary Art Selection, Shanghai

e-art.com Grand Opening Show, e-art.com, Hong Kong

Criminal@Hong Kong: 1842-1997, Museum of Site, Hong Kong

Museum 97: History - Community - Individual, Hong Kong Arts Center

New Horizon in Art — Hong Kong Visual Arts Center

Hong Kong — Sydney, Fringe Club, Hong Kong

Hong Kong Installation Art Festival, Gallery 7, Hong Kong

The 1%t East Asian Art Exhibition, Shanghai Art Museum, China
Contemporary Chinese Art, Art Action Worldwide Touring Exhibition,

Tin Sheds Gallery, The University of Sydney, Australia

Contemporary Chinese Art, Art Action Worldwide Touring Exhibition,

Asian Center, Institute of Asian Research,

The University of British Columbia, Canada

ART EXHIBITION, Works by eleven Art Action artists,

Fung Ping Shang Museum, The University of Hong Kong, Hong Kong
Contemporary Chinese Art, Art Action Worldwide Touring Exhibition,
Macau Urban Council Gallery, Macau

Selected and Private Collections

Hong Kong Museum of Art

Shanghai Art Museum, China

Alliance Franciase, Hong Kong

Hewlett Packard Co., Hong Kong

Galerial De Leal Senado, Lead Senado de Macau, Macau

The University of Sydney, Australia

Asian Center, Institute of Research, The University of British Columbia, Canada
Chinese Cultural Center, Vancouver, Canada

B

2019 RBEET : FBRAKBEEEBRE IUBERXLSE - 21t
2018 FBERKBAR2018 BEEHREEHE TS

2018 MM EZBMRERMREN - REASE - BN

2017 [Egh - BEFEER - &5

2017 £ KC100 &7 - FF

2015 B8~ HF BMIEROKEEBRE B - BF

2015 55 YYOER © B

2014 FHBFHE © Sin Sin Fine Art * &8

2014 LB B BMIERKBEERRE - LEPEER

2013 =RZH YYOER - B8

2013 [H]BEHRE  BESRERM+TL - BF

2013  Summer Heat * Arta Gallery » Ji&X

2012 BILERKBEFRE /&

2010 K2BEAK — 2010 LEF/KEBAR) @ EERIBEZNEE

2010 JKBEEW, 2EXeE  HF

2010 #E:5R  YYOER - &8

2009 ¥iEE—09 EMREMAEE - 8

2000 eEMZEMMERE @ HF

1998 SEEQ@ESE  — N\ - — Nt - BFRREMEWE

1997 NEEWEE—FL - 48 - @A - BBEMFL

1996 BRI — R E - BBERBEM P L

1095 &EE—BE  BHEEEe

1994 FHHERKBEEMET - Gallery 7, BF

1993 H—EEIEINE - _EEEIER

1992 HEIE R - BT RKEE - BMNBERE Tin Sheds Z R
1991 HEIRKRBMRAS - M7 RKGERE - MEREFREBEMP O
1991 BE : (Bi178) S BIERE - BBERBBFILEYE

1990 HEIE MBI - T RGEE - BPITTBEEE R

e

BB

bigxiigs
BREEXICHE
HEBRE QR
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BNBEAS
MERRFAETMA D
MEXBFEPECHL
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EMPTINESS
A Retrospective of Jiwye To

Organizer East & West Art

Curator Marjorie Ho

Exhibition Venue East & West Art

Exhibition Dates March 14, 2019 to April 30, 2019
Exhibitor Jiwye To
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