b

RBEIFBAFE =14

4 RWHE
MmN B2



H %

FE: KBITBEABE=14 RAH

B EarZLk (2013-2010)

MASE I AL 5RO “ g R 51”7 il R 2 (R ks 5 X
SRKIRALAE: il AR5

MARERII R SRR AT 2 %

MARERI R —— PR KRB E IR ER

B4 #EFLL (2010-2006)

SRRF AN B
MAEYESR BB EARM R E a7 —— KRR
B BB E——k KO R ER

FE=F: KERWE| (2005-1992)

“PhaR” —— B R

W R —— RN E LN
ARSI S EGIES S

KRR “abs” Eify

CRIAD ) FE—n M KIR “ HAELR 2

FIYER Sy vk (1992-1982)

ik TR A
I AP 5R E —— R IR BB R R R

e

TR T 3%«

e AR S
2 1 1

T

1%

FELFTFEWRI: KRR REHT

T it
TR UK
i
AR

IR I
J¥H Z
ER |

Ei
R
45
i

P

F iR
5K I



ok



REFFAFE =14
el H

P 2 AAE R, AR TR, B —TT “8R” 145i%, 2
FAEMEA— RIS “2ZR” , b RS 5 B RAR S A dr e R R “IE” W]
PRk S B4, O A B 55 B SR AN AN T R ]

FNIE, EHEA, EEORETAEREE, XA EZIARFKEEAN A
iR, FATHEAEK KBV HEIRE R ZARES A 2] XA R N
gk ek ERATE R T — DN ERGTBE BRI w7 P EZA
B ft, AR KE, (EFREED) Aoy, M >,
RARAZARFIEARZM, R 2 NFZIT UG A, 220t DL H AR B
BRATRARN; BHESYDTFRIREE s > i, KR EARMPAT,
R REKBRENFY, BT AREE HEE, X ARTHE H
TR A T ANRA SRR, RZEARZE, MR EAREMTCRAEN, &
LR R IR 2% B SN T2k

K S MRARFEE AL FIRE, WA IR A AT RERE A KSR (k2 . L Rk
PRk, e R R AgfES B, RTINS BERBNBE S, AERE
SR EA B RS, HREMEEMARSE, WS, ZhAdK, WRE
R TR IANL, DL TRA T AR SRR, 0 1 oA ZEHTBA TR it 2%
BA U E A RRRE , U W e e, B It B RO
(T

RERKBE L AFERERELE, ZUHE “28” WEBBSAHR. ™

WU, BARFIFRE ‘L7, BNARZPERL, XOLREMMB, JUHZ
NG L7 A7 R T LA — SR 2R S S R K i, (E I XAl 2 2 A
—A BRI RS, LA g, BEAES, T E RS IR e T
AL UGR AR B R, XN T ORE BRI AR E . Tk A% GE i 2 2%
JBOER, WRKERECHE, #EA “IFBEABS” , bRk, WX,
A RIMES “ REAH” KiERe, KB HORNE AR, AR =T,
WO AR AL DU, Wik BE R R T A E-REER SRR,
B NI L L b B TR, IR LSRR AE PO, FEFFE, 7EBER, {ESRMT,
FESFGR, AZHESREL, (HBORBGEE N B inttbikzh, X2 EdZEK, s BUTRIAL
#PE, WD EEEDE TR, BT TR SEENEHE, EAEE,
KIWE TG = BEURA P A fr . K2 W R = B GCRIPURS E 4E
AR SRS R R AL, BRI, FEhLoKE s (LhangrERg
ERO , BRI IRERES, ROMEZ L, BE i RE 2K S 1
“RERZ 27, ST AR G K AR [ P R A R, X A B S
ERXADMEXE, “&7 SRk, MARTRNMLR. H8, ERAZNTT
AR SC R 52k, AR Pl s SR SRR AR R LR, i
EALSEE S B E VR R L, SR LRI R .
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G ANEL AR ? — DI ERF AT OB DRI G 7! 3T



WEIBERX “Eam XL IS L.

1, ByEpE: (1982-1992) . £R4& T E kiR 7 A

KEE ST Bt R, BYRZEGCER . KK RAE, REAN
TER, R LHRMBER, W RWANEFE-AFELH. L HFEAR L
SRTERB T R ST IR, RIEEA LIPS RE R KWkt 1EAH
ETHERE T RFKE, mHHEAET 1940 FREAREK, KFE2id B IFrtE
GPEING, B2, —HEZIARPEMYEAL, THEH AP G EG UL LT T
Rz 5o 2 5, RIBEFMR R : DAL FrnE S Bk ESTE
AR, I HLERBIK, X =FUTEE R4 R AR A ik
IR MG A T AT R, AR4 R SCAR ) 2 4 e ?

EEHRAE “2” BEm b, RIIFLE T H L HFEE KRR, 1980 4, KIR
CE#FNT “VITHmAR” FFEB T, MTmECSBERE T, B2 E%.
LA msr ik RN CAMRGESR R 2 kU gk sz ki (anlH)
2% 52 B v RS NR R K, BELRIHUD SLMIR) 2 kMg si K (4
KRB THARFMIHRKRBEX WAER AR 2 sk XKE2URPBEX
(graphicilist, TAIAVWBER) ZHBRNIRARR TERELERBEARE, W
RAERL YOI U AERE i m],  anle i 7 Ze 2k piad s o], el fie
T2k ? LR TE NAL G fE A VR 2 SR Zh i U AR 75 B oK

X B LA AT RE 1) I -

1, 2R R AT ok, B R A ZE I, BE B2 U P E A,
MAER R, S, Emkgf s S PaEmrt. RS
TR SSE S, XdTHER, FAME TE&% 5 CFINTRAR, T
TS . BATE BIRIRAR B AL B A iE B e, A FEM EEEHEEH O
PALEE, fEMM, FIEZE, A& gL, FHEEFEERENFEAAER,
MERERENFEVNETE. —Ha— M RN FEREs, MR E
HMEBRMRIIRFR, PR E A G A R S e g, KIRIEH HF
1980 FRPBE X2 “A0k” , miAZL “URIE” , HIRERET, 54%&4%
BENERZR, HAEMARTE TR SHA “DFH” HHEEFEEKR,
HERRBE SR S KA, g “ESHam” , @dCFNEH
WXk, ZENHRUSAESZ REA RSN, TEHRECHTER, BAERAEED
LRI

2, B EBERAEMESRL, AREE, MESR — PBEMAEGIS
B, BEERLEARAGRIRIINST, HXAMALHRNES, A2 S 2mm
IR R S AL BRPE S5 CYR A HE R8s, BRAERXS 78 7 YA B IR IR
mess) , o B X3 Gk mfr 7 2 AR ar =UR T B e a2 A%
FEBEHHRESMK, HEMEERRES WA EA REHET R EaE? X2
Rt B AR ANE R, BEAENH AN S CRHED RS T E)D,
B2VENTE T S E (R BT RISRED , (HE = 7853 GG 12 2
PP, RIShZ —MHFOUWRE 5OCR
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3, IR MAL K, BENTFREM=AJH: “FJE (character) — K
1% (image) —— & (gesture) 7, ZFHWILBARBFIR R, D TFIAL
SR TT A RN S BN FH T, RS TE RN A RZN
F 1, MAPENREWEE S RN, X2—MkrKd — RiARE
MR AN FER S FZ LR R, HAFXESFAEE MRV mAR R, B
KRERRER R “FL” 5 “FI” MHBRBNEVEE L, D —Xaar7
ACREM ! XA FEW I E M T TR T AR T, BT SR I ]
B, RIS EE B AE R R, BHRBERESMZEMN. wRERAEH
LR (Zir e pEdtA)) BB E N ruivs: B “BERPMSmsgis —
FHEAENZES — METIAENSGE” , A, FESCRIE TS
N PEENPRIN BN P XS CFEAER SIS (R T
AN FRBERD , MARPAERN T ], B2 UM, k2 SUHEAR R T
B, BBEETTLLZARN), Bk H HAREMAER T, 1HTE IS e £ E
AR LA BRI, FFAEREATEW I E e NS, BONIREFR T A S RIBL
(simulation) o RILMIFHAPIEMTEL, b @ Domifle Bk, A, 5t
R TR TIENES T, HEAAEEAE., EEEXANERE, KREA
L H MR R T, XA E AR OHRIEA AR 1, HEEZMESR
71, FEZAUARTHETHORET, XN EE—FMEIZZINMER T, 1E
AEAMELZ 8], AE RS E, TRAEES (figure) H5EL (gestalt) L,
PREFESMEEENE, PIPEEREMIE RGN, (HHESCOREREDE IR BUE SE R 2
. JEHARA AT S, RE2/EM ERTES, #HEAREBAKES, A
AN EMNRE, H#TAECH A HEE SR, AR SRR 2R
1t

4, BFEILLRFITE SR AERTIRR: ORI KESSME, CFER
B2, HKMERTEAN, S|HRREN, RETRSRR, M kemfiE,
T RIEKBEM AR GWIRITT, XK KEHAE RERI. (HERTXH,
IKVES SBYERIRIIIE R S PRI R NAEF G, FHAMUAR HlE K S8R

5, IHERATEREM BB IR R, KRB FMRR S EKAE A S NHNENL
Hil, XMHLFMKIRIE R R TT, T ERAPEWAETHEZ I, o E 2448
FTIEMRAEHERZER T, MEFRACHEW e PHEs5EA,
DL 2Bk =3 O i) Z Ui Esk? X s s 2 a5 R I,
FVE IR KA AL R MR AR, TS B IR E &2 7 B
Rt — B OA ST, MFHEENCFRIVAE A CMEEMRE I —X 2S5
HAAKINIER R, XN CFZEGE A ORI TR J1——1X & 0 A2 v 23 18] (1) B e
71, WEFFUEAEE B SNED— XN BEHESHINARI . X=AJ7H
A AT REZE L Ak H B H B
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“HATRIR AT L 1992 4F, KILEAHRMEIAR ZAR S B 4y # Fa iR R R I AR T —
BB 37 55 JE o S RS B A . T ORIR, AR AR SRR A T, A
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“H7 Wk, HBUE, RINZAWEL, k2o, X2 MRy,
(EGPA] L BB AR PR 24 A 25 0T 1001 T A AW

XHAEL AR, I, skORIRER 17/t A5 EEmI Zx, it se 52 3
HARGRRN, Lo D58 Jhin, EikREUELSFERIER Ty, TN TE
NIRRT, CHRET “S2” 12k, AR EN, E7EnAIHIKSE
RIKYE,  HARFER AR MEE SR IEANGS, o ELKE SR RN ENET, &
NSRRI - CanTE) e B A SCN LK B B 7 R AT B AR S5 m,  AE T Bk
IRULRSAR L 1 R B T OB MR AR D, T B AR s gs K S A F
fegie s, WATNTAKENTEAMM, 0F AL gL S ik T 35K
Rk, LS iR=EL KYERES, TaMAKEEERERCR, REH S
WE I, IR ITIT T % RIS, R IR A 2 b 5 i ok )
FRCR «

XK EZARE T 7RIS KERER, BRI RIS SR B
fift, MbEH 7SR, —OTmEMAKERBREERE, 07 SR,
WARDURPE T JCREXS LU — Pt 228 R A2 Wi 4= .

R ShrEE KT A OG5 fh R i () B i, BRIk,
FE S B P REVE EREATIR R

R A gLk oK SR, TR BUONK S SR E ML E, JeHREE 4N
ABER, XN, BRESBENRMELE—Dneg, JFHBESE 4, BE
DU SCE i M A B KRB 7, RIRAE SR BT 1 U KIHR ik .

KPS AE SBOR EICNIRAR, Rl EEAEMBOKSR MR, HSbE
HIME A B CHRFTLTT, BIRL “BDRLER” —FEMPRRS, a3 “m -
7 MR, BRETAMBEESERE. “87 £EAKANMNEF, 1
“ELT W JE, LRI 1996 SEZON (RIS TS ) BUMEM, BE R
JRAE SRRz h, SR A M R, UK R R R ARG, ik
R Bl AR B RCR, (E A —F “Ieies i B6m, Ik 2000 72
AR UIETE A 4o8 QB3 AUARMEIREK, EAERMIERSK, FEHEIN
THTIERED, FIEEHR, KFSHER, @20 KBS

RSB E R ILARER AL, W RS AETR SR L7, Bk
BRI WE 2 WERASZ P TT B U 5 & R 0 R 2T, TR A A A FE
17 FERIRAI D sRb By, X2 IX SRR RS A R A 22k, (H B B E 7]
A A, BCE RSIITER OB RERNIE S , B2 HAEER (K
S, BE R T NI S

HY, S E TR E A, UORERS N R,
RELGIEIT AR B HSFRE R 1, T RE A L I RIER,
tehn GERER) b kPR 1O, WERERBUS RN, RUZSIIES,
PURERRIZAS, BILE CHEY), REENNKEROELRNE (54) KEEHN
FEARSR, AL BR X — 2 e T s TR OR KR, ERIERM (e REE) |
— 7 WAL G TR SRR B, 3 O G AR AR LT, BIE R S A =
AANESMEGEA, MEE VAW, A EA AR5k, AEUlnNeiE,
KAKSD, BT E ARk, R ANN RS, R AS R
FESCACBEENE, HRAEAET: SERTTRERZHEER, BB E A



Adr B TR IEN S, ERE R AR TZE, T T AR S B
KA R RER 5D, KB E S BR dnFEKEMERETI2) , B
LR AR Sk gl CBLAMABE I RSN CAIPRED , 2 HEER
B, AERBDEHE R FEHOZXE,

—HRREIGE, WEsh, WEh, fREh, mERATREAANEIZ T, B2
RFFIE RIS, JEAERMR, ERA ML ESLA, RS H],
RO R S AR I, R SEARG RIE. P ESCL, AR
RS, £ HPFEEXNBIRNETRT, AHEKEM A G
8, WHEBE AW AERGRER, JCHZARERARE, KR EALGIRRN
PUACHS, BISE SR AMEL.

HEE L, RPGEZFE, X TEIERTIARKIZARKME, ) “5
TR RRARZN, Ha A — M Brsi e B i s A, X FERE IS ORI X AE i
HYRPE RS B UK, KRR 8 IR 2 A i AT S XA PRI B 1 A o
B i _E B R O I S5, R INBE TR —F 2 B TR R AR,
R T DT ERAE T

3, fEFLE (2006-2010) : EEEMMIGTHE

LKA+ ZFENDRAT )G, THIKEZ SBERRIFFRR )5,
“ERPET BUSRIG BB, 1E 2006 A, MR RIEEBUNENNR, ZATHIZ
CLZMRE, BsRfgy, (B MERIEMLER, 5 H IR 1K,

“ONTITENT” , AR EARAT, W S al AR & 2B, BUONKSEA &
A, WRRE DML IYE, AR MRE A E S ALK “HER”
CInFEEENRIE IR » REERGE T “L7 MEmELE, X2t A%
BAT, SEAEWIR, B5H THN “RETLT !

il “HETLL” 7 BB S, R DTy X s ok, AE TS
B ME UL, X REZRNETL, WA TR SB35 RS,
SRS IR, R B BITW, E1T28 5 RO 22 2 18] A4S0 rh 3k B A 1
%, B “HEPL AEMAES, AREMMN L, RIRRETLAR 7 HHL 52
i, (AAERYIA R AEK T, ERgihSsik.

xFFesk, MERE EAEIJLERS R Rt

1, M2k B (from the line) WIiEZUfL, IBRUEMAZN. HLInARLLrif
FE M IR KR R A k.

2, ML (to the line) WIEE, fEGEMZ PHEMATARL, HLFKA
REIL T sk By M4 st 2 dn ikt

3, &AL (over the line) MG, WACR, HERKK. LEHMZR
R E STFUEY XA TR B8 52 3 H AR FE5E 520

4, &AL (upon the line) Wiizzhik, =i —R =4z, BEANIEH
Bho XA EXBENER], HADACHIRHEE, HEESBERZLIER
TR, HRPH BRI ER.

5, #AFWHE (in the line) MI73%, RIFTIH “ WAAR” 83 “RIFR” 1
BRAOR, KFEAGHN A REREY, HEHAIEE A SRS B E K



A4, HEMMERMRZ W XA ZEmE, FESARH S MR MR A FF
AL, MRILIETLE U F ERESHERIRE.

6, Zk%% (out the line) HJUFE, HEiRELHAASME (exposition) , ZREAH
WAL NIRRT iR, TRABIEIMERI K, X NEKIEE IS T4
o

BATRE B REZAN BB, SEFLRIAE W TR

1, fEEEE L RARMENE, IERARFE AR, 2 BRaRal & fmwE, FEA
Bl EBA L XRIAERA, FFEA A SRR, W2k dr 18 R AR FF
RNEFRIKZR, TEIFAFRAEMFE—M S 5280, ki oy iE AR At
AW E R ——H AR G2 Z R, B, i EIERE R %, H
1E W 2 BT AN, —RAEmRIAKSIKEREAL T FEHE. B
P 2 B EFAT, AT IR S SR AERE S, HAVK A E S, T HE 2%, K
TNME ZEED, LA RBRAN Bk, WEKIRIERE, ELFH T
1T

2, fEavEk b FEIS MRS58 55, LT8R T MR A I BV BE A5 IR,
RN 28, S &SRB, EEMERRE T, “2” fil ik
CURT IR R 4 R 11 AR, (H SRR AN R T I HHERR B AL, 1A —
LS8 R A AR B N k. WA WK SEE, TR L3 =k ARG,
PLS BB e 2 77, i SR T TR AR A

3, &b BUUEES Sy, HE “IMR7 , fERE, ERRE S #E, b
EWNTEHIE LRI, SRR BIAETZ, LA ELF VN, BERENTH.
A EB TR B, RIRAE DN A 15 1 J8] B SRR G 7= 1 A R R i A i I 32
RS KE, WS H %, WS RS, RO IERE SRs, A RICRAE
Ml X EHABEGRERL, &X HARE S B E R, W E RS
WA EAE T, BN B, BRI S AR S xS 5 2Rm A AR, B
BRI AR, F5%, HEAJLUPERA I RKEReRME, WIRD R K E
53644, MBATE SRR SE, ERIBESW 2 F, FES KRB ERS
S

BEAN, R A R A, R 2 2R AR AR K B, A
HANH, PR LEE R — R LRIZE, &FEHRERBI e, THRT
FF—ANFECRT R A, 4R

4, HfrXLk (2010-2013) : HRLI KPS

FHRLt, REERF LT, AR, KEME, ZEEH, AL
W, BEIRERIIER, —A “BE7 —/KSEERACE BIRRE—0E i il 327
PATHAT. XA “HE” B2 R EAMET SR E g

f£GETER” MRS )G, A A ZWIERERERN? KIELL
FOOTIRAA, BVFb S “PETL” Al EER] T —REL BRI
HORAL, EREEZARFENFEIL AR, Rl RIS e 1 585, T
HRABMNE CX BRESHESE S, KIEZ AR, LSOk r it
B, REAGE A 2 HAE S AN Az i 2 AR IR REgR S A KT



B F 525 ) B4 DA R 1] e ], AP BAR I A i —— ik fE M S Bk ) ——1E
LML FAWI RIS, KIKBMIERE 7R “AEmRL” .

g “AEmZEL” 7 ERUA I ZAREKII? XAl A8 2 fih i A= 5h 4 2
XAERETEHRKERME. ©HEAW R LA

1, HhRERER HRMEME (natural touching) B JF: ikEE[AI2)E HI4E
mEARAN b, AERERR EREKAE, XN BENEAMIEE, 1ERUTT
HARMEALZN &, 78 “ RIERDT” P& b, A XA UUAER K.

“DGETFL” CEWE TN AR, EAEARZ R AR
FIAE, S EREIER “RIK” , M 1980 4800 “/hR” (little ego) , F
1990 FARWpE) “ML”  (single ego) SHEFLM “HIL” (myself ego) ,
KA B CEF A ZE A E IR “ K7 Great ego) ! Kk, KFRE/SFKiE “4k”
EENTCOAT R, X2 KEARNZE! EEPES5ERMREKRKR!

KIL B CAE I IE 0 5 JE 0 & B3R5 T AR AN TE B () FE 3 rp A3 3,
H O CEAENE T+ UE IR A 300 B ARR R Ak sh 1 B30 B i =y 4408 (]
BRER) RNEFERE, X1k A HL SO RS E R0, HIEER 3RS
OB K, mXTER, BIFIER, iEERER. SR ERITRE S,
AL NRZ /5 2 AN A A R AR B AR, R 2R KA b 2 S L b LT 75 8 )
W, XFEL, BT 2001 SEERE R HE (RURRBY MBS, EmXLOs
Kilfi, XEAMEN LY BRECANEAE ML, X2iEENEREAD
OHEIR.

24k, FAE 1997 4, KREFELmEE T (LWER) MEME, UMEZERS
7SRRI RN, W AT BRI, ARSI B 2 2 6 BH 7 S R A K 1 A
35, MEENREEDURN ), XHRLTWRAMEFERZ FHBUAZ G, B
AR 2 5 ARRES N BRI AT RE

2, HUCGRIEFENELL: 1E& SRSk, WiFEK IR TEAATE 1) A 5 —AE
PR, BT “CRIE”, B C“RE RIS DE ! BN RVINAEWLEE,
FE T LA AR

PBE PP TBRE W — kAR, TR THEK, BERR (X EERE
HHD , LFEMTHE (scrolling, whirling) 2w, BIESALIMEANHERZ
Vi, MEsCNAE TR, THENARN S EE, AEMEENN A
B, PUIFRRERRE, FEHERS, mEERR, AEEE, A2 e
¥ (pli) , M2WFEMESGH R, FRNSREMHPHEK, EHZ A%
PRIk, MEREMMEN =ES, —HERFFES) (turn over, cross) , fREF
P . RIS E R SR IE SR 1 LB e 4 Gk, X2 — ki
KRR CE TGN P88 1, B —WEFKEENED), KA R i—%,
Ft, &5, KEMBZEADRINMERTIARIEARN . Er A KR — R ER
FERE ML L, HEEHEBER K A” , EHAEEIBEL, fshETAIENEE,
A LR AL S

3, HHR, 2R ERMAEKSE . MULRTERIZ%, REIEFNZTE,
sk EH T RERWER, BN ZXEEAFEEZL, IEAPEE FAEGN
3k,

BEE AR HARIAEE, AFRFERY, iR, PR, 7R, W, K
%, NHEZERSFHEAE, ARFMSMHIZIPRE, EERKIRE, 2IHNEL



FERMNEY, XRAEMAER, ARFHNLF, M4 amE B R
MARE ! X EHARIEMFIR S, AZARFK EH CrRREZ 2R, HPhEHEN
R, HIOmBI M ERAEN, ZARFEMI AT HS P “rr5”
At 5987 SRS AWEZRRTE. BRRREDAR, BaEARE 0541
57 WG, XEERLKIARZYERKNES, RPN, ERE
HIZE T, ERMmF. X EHRZELNIEDS AL AN B EEEBRREK
P, XRRKKEBEWEMIELFNH. EERKWBEY, HRZLTIRN
MENMLIR, WEIXE AR YL, BF—EAE TR, ARGt
BRI i, R IRBEOT PR, — VIt 5845 R .

4, fJa, KEKIMBEME XL LGN RS i L rmom, 2 K,
WRFFRMLITER, (EXAEME S X0, Ao X IiRshbE Rk .

B TR IR, SRARIEEA BRIV, X BTN 4R £ i,
Pl “BHNWERAER” o KRKRBERHERIR, v 1A\ R 2 g0
JEMIEIRAE, Aok 7B, U NBR SRR BEREE, EARRNES,
FUT LB HOT, WlE “e/R” , X RATAL S 1 i 22 LAl o ilom,  SE 4R,
mnfE ke, TARRZ N “Z&” o mH, BENEMIEREK, Nk, X
TBELCE AP LB R, —MEILMIRARRLSIT IR RER T . XA n[E
e —BINBERBEREARE, ¥ NREMNLR, LB KA, £RE
WRE, EFEHSREz T, SORFERNZ FTE, siE Wi, BT RZRR
B BOARES, ATBLAER, AM& I EOT o E A #IR.

RIELHHUK, TR VMG TR LS, AWHTH O A AT L
K, HNRERLGOR GG, FONMRHRE AL, FERE BRI,
LTSRN, AER R IR S, RS, ER, SR A
FEHRFITENE LR E K, AERIVEE, JhEam AL, RLaan Bk
Fitm 3. kPR W2 A b BE, FEdhHE.

COREFINELE” Bk KRB KR, LR EST S 6], 2P R
9522, se4 REREE, 2ok A — il Es s &8 I R i T K AR
W&, MRS, R0, KIAIR 7 IR sk f Rk E Be R R, JFH.,
X AR H SR, R Z VIR, SR, RRE TX A KM SES[1
Wite, FEARLEARTHEDSS5THET, AR FRERNESR, AREENE
XA, MRLFP TR W, HXNUE B TRAIKARLZ T, BEYLTTA
T T K !

REATGE E, BRAGERSHREROH Z RN EM. B IREER, KK
IR o6 e R B SR R IR A R e 562, ZRUREREBTH, UGEHD
ST, DIARIRIEERE, ihE e AW BN, HOREEEL, WFENVETEIN N Sk £
SRV, B WAL (HIX SR 2 A G R 5], 4 ZRE
HF T RE S

A RHJBEFNERF IR A I EARMEL M, 55, EX, &
BR8], ZARFRE] T NRAE K B AR R AR R R, 22 drxt B 2RI
7o, HEPSCHEBRE T R Rl2 B A b b B A5
X, = CHR” EEEAK RS,

R BRFIFBA LS, kDR NRMIE, HEKNHE B A
PARAE DS i B R RII AL, RIS A K, KRZARMEE. —Jrm,



AR BT IR, AR AN PG T R B AT, T AR B AR s SR
Pitks Ji—Jrm, MRIEXANLEAE BRI EME R, AEPIUE, P
NEFIEAERFFER o

A Z &AL B EERI AL, EERRBBENE KA RIFX B AR MR A
P, WHEERR R, —EBERFER, £UNEZ T EE5ERNNERR!

o, AN FEALE]

SRRILAPIF BT =+, RT3, AW “ &,
AT B i L aizid, e “AhHEE” 5 “BRSET XK, &
ST A B AEALRTE S .

KRBT, WAL G AT LUR K BATEE — MG ), KB
[AE=NPE, ISR R, ik LSS NG — NG
RHAFL, ARAEGREANRER, BAFRDTHARE, BAEEETHER
IR, R E S “AEdrs” RS EF, Bl A EZARAE
HITE % o

BB KRG RS AMUZ IR 2 AR IR, Eg ARSI
K FRFIRE, #R A TS AU B R 3R B, AF 9 PTiE RIE 37 B 1A
BTN, ARENERAEE FRAALE, WnEE A EMRUE, R
FEHONEEIE AL, BRI FEA AR, TR H, B
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The transmutation of calligraphy to abstract art - the
spirituality of Zhang Dawo’ s ¢ Chu-Gan’ series abstract

art

Wang Duanting

For a hundred years or so, taking non-representation as the starting



point, Western abstract art evolved along two mutually antagonistic and
yet parallel pathways of Lyrical and Geometrical abstraction, in accordance
with the extremism inherent in Western thinking. The two pathways evolved
until they eventually converged in Minimalism. Although the development
of Western abstract art has risen and fallen, in contemporary China,
abstract art is on its vital ascendancy.

In China, the blending and clashing of ancient Chinese art with modern
Western art brought about new art—form, Chinese Shuimo2 and Chinese
calligraphy not only provide a new external expression of abstract art,
but also a completely new spiritual understanding of the work. In the
cultural context of globalization and the diversity of the world art scene,
Chinese contemporary abstract art not only contributes significantly
towards the modernization of Chinese traditional art, but also positively
promotes dialogue between East—West culture and the Chinese contemporary
art of Universalism. Among the many traditional calligraphers in the
current Chinese art-world, who seek the gateway to abstract art, Zhang Dawo’
s abstract artworks are both unique and universal. His investigative
experiences and the resultant creative works deserve our serious attention
and study.

Zhang Dawo was born in 1943 in Chenggu Shanxi province, into a
profoundly cultural family. His grandfather, Ma Yu—Zao was one of the
Beijing University’ s key staff members under Cai Yuan—pei ‘five Ma, three
Shen, two Zhou’ , Head of the Chinese Literature Department. Ma Heng,
another grandfather, who was the first president of the National Palace
Museum, Beijing, in the Peoples Republic of China, was also a famous
archaeologist. Zhang Wanli, his father, was a linguist, translator and
calligrapher. Dawo ° s teens were spent mainly in Tianjin and
Bei jing. His childhood love of calligraphy was influenced by his family’
s interaction with famous calligraphers and artists such as Wu Yu-Long,
Li He—nien, Zhang Zhengyu, and Qi Gong. He achieved much even in those
early days and inevitably took up calligraphy teaching as a career. But
from 1982, with the influence of the ’ 85 New Wave Art’ scene, Dawo became
an impassioned advocate and explorer of modern calligraphy. Modern
Japanese calligraphy brought inspiration, reform and innovation. But
initially, modern calligraphy was still identifiable, that is, one could
still recognize written words. After 1992, Dawo stepped away from modern
calligraphy into the pure heaven of abstract art. He used coke dry ink
brush and paper to write letters with unknown symbols. His passionate use
of uneven shades and powerful strokes of ‘zhe Chai Gu ‘3 gave the impression
that, if unrestrained, the symbols would jump off the paper with the
momentum of a majestic sea dragon; the whole culminating in a quality
painting of almost pure abstract expressionism.

The so called ‘Miaomo’” abstract calligraphy art, a term coined by



Zhang Dawo himself, has attracted attention both at home and abroad and
earned him great international recognition. Although ’Miaomo’  is
indisputably abstract art, Dawo was not satisfied as he still felt the art
echoed the essence of Chinese calligraphy, that is the crystallization of
Shuxie and Shuimo. The real transformation from calligraphy to painting
took place in 2010 with the ‘Cu-Gan’ series of abstract paintings. The
paintings of Paul Klee are described as “holding a line dancing”, whereas
Dawo > s creation is dubbed as “holding a pen (brush)
sleepwalking.” However, this is no longer an ordinary brush, but a
meter—long pen coupled with a more than thirty cm long brush and a pen shaped
whisk. ‘In the studio, I am holding this pen like a fishing rod, soaked
with black ink or other colours, listening to music and waving
indiscriminately to create a variety of sparse dense shade and strong and
light strokes on the paper on the ground.’

This creative approach is quite similar to Jackson Pollock’ s “drip
painting” and Zhang Dawo regards this as action painting. With no
pre—determined pattern, every piece of work cannot be repeated and is,
therefore, unique. More importantly, compared to the usual
materialization of creative activity, Dawo pays more attention to the
spiritual experience of the creative process. In a soothing atmosphere
of background music or other accompaniment, he just allows the drawing to
express itself through his body whilst his spirit soars. It is an
other-worldly state when one forgets oneself and the surroundings, it can
only happen when man and god are one. Even though Dawo almost falls into
an unconscious state, his hand still firmly holds the reins of reason and,
consequently, a very abstract picture does not fall into disorder and chaos,
but shows a perfect harmony and balance.

In Dawo’ s ‘Chu-gan’ series of abstract paintings, we see a lot of
no centre, no border and no specific orientation of the screen. The
painting is about breaking down the traditional concepts of screen space:
up, down, left and right, the inherent natural law of space. Such works
can be displayed in any direction and viewed and enjoyed from any
angle. This painting reflects the world of aerospace in the new era of
human visual experience - people viewing from the aircraft or the
spacecraft to the Earth — there is no up, down, left or right. In fact,
the space in the universe is eternal, indefinite with no beginning, no
ending and limitless. Direction and orientation are man—made
scenarios. Dawo has lived in Tasmania, Australia since 1994. The
long—term cross—cultural life experience brings him a wide international
vision of art, whilst frequent air travel allows him to observe the world
from a new perspective. If the concept of globalization is the source of
his artistic creative power, then the brand new visual experience of his
painting is the expression of a new and unique language.



In addition to the breakthrough concepts of space, Dawo’s ‘Chu-gan’
series of abstract paintings has also deviated from the traditional black
and white colour of Shuimo by using acrylic colours. He has used bright
red rice paper for his artworks and manipulated the dazzling effects of
light to produce Optical painting. In the transformation to colour from
black and white, then to Optical from colour through ‘Chu-gan’ , Dawo has
achieved a metamorphosis in abstract painting.

Dawo’ s artistic journey is both a deconstruction of traditional
calligraphy, and the construction of a new and unique process of
contemporary abstract painting. His ‘Chu-gan’ series of abstract
paintings goes well beyond the specific Taoist ethereal realm of Emptiness,
which is the characteristic of traditional Chinese painting, and turns it
into a passionate, yet inexhaustible rhythm of expression. Not only is
the artist “Little Me” experiencing emotional catharsis, it is also the
human “Big I” (DA - WO) bringing about the manifestation of the
spirit. Through thirty years of artistic exploration, Dawo claimed that
he found a ray of light and we believe that through this narrow sliver,
he flung the doors of the art world wide apart.

Wang Duanting
Researcher at the Institute of Chinese Academy of Arts
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THE STATUS OF ZHANG DAWO

The position of ‘Contemporary Calligraphy’ in contemporary art is
a contentious issue. But few are aware of the importance of classification
to theory and critic. If we do not classify logically we cannot evaluate
the meanings and values of apiece of ‘Contemporary Calligraphy’ artwork.
What are considered as ‘Contemporary Calligraphy’ artworks include
various works which are different in writing construction, art history
direction, meanings, critic’ s criteria and viewer’ s expectation.
The ¢ Contemporary Calligraphy’  artworks can be classified as
‘Traditional Style Calligraphy’ , ‘Modern Style Calligraphy’ and
‘Originated from Calligraphy Creation’ . The second type retains the



Chinese characters and is executed in one single movement but deviates in
form from the traditional calligraphy. The third type retains the
essential features of calligraphy such as the concept, the pictogram
resources and the method of execution (not necessary in one single movement).
Here calligraphy refers to Chinese Calligraphy. If the meaning of
calligraphy is extended to all other language writings, then works of many
western artists can be included, for example, the works of Antoni Tapies.

The work of Xu Bing in ‘Tian Shu’ and that of Gu Wenda in ‘Lianhe Guo’
can be recruited under the ‘Originated from Calligraphy Creation’ camp.

They keep the writing characters or pseudo—characters but exclude the
single movement execution.

Zhang Dawo discarded the characters but could not leave the pleasure
and exhilaration connected with the single movement execution. Naturally
this encounters great difficulty and challenge. Thus his work belongs to
the third category but sits in between type one and three, on the edge«+++++--*

He follows the more stringent requirements of single movement execution,
using the technique of Caoshu script and thus captures the many features
of the Caoshu script i.e. giving consideration to the spatial arrangement
but continuing in one single brush-stroke.

Zhang Dawo is most sensitive to the delicacy of brush strokes and lines.
He exhibits a gifted combination of exhilarated brush stroke movement and
contemporary art construction: rich in contemporary artform and satisfying
the hunger of contemporary art viewers. At the same time, he kindles their
reminiscence to tradition.

Among the many artworks of the 20th Century, it is rather difficult
for an artist to create an unique artform. Zhang Dawo has selected a
special focal point: he adopts tradition as the basis of his unique artform.
When everyone else is contemplating how to move further away from

‘Calligraphy’ , he marches on continuously right into it.

Qiu Zhengzhong
National Institute of Art, Beijing, China
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“DAWO MIAOMO” - AN INSPIRATION AND CUE OF CHINESE ART

The inspiration of Zhang Dawo’ s “Miaomo” 1is sourced from two spheres
of influence. One is the Japanese Modern Calligraphy movements where the
brush strokes and “Xian” (Chinese calligraphic lines and curves) are
used as tool for creative artwork. The other is the western Abstract
Expressionism where the space of abstract is adapted to calligraphy. Dawo

“Miaomo” is the continuation of the development of Japanese Modern

Calligraphy as well as utilizing the oriental resources to transform the
calligraphic aspect of the western Abstract Expressionism. For this very
point one could perhaps expect Chinese (including Japanese) Modern
Calligraphy to be able to develop a new language for the western Abstract
Expressionism. If one follows this line of thought to analyse Dawo’ s
artwork, one can understand why he has named his work as “Miaomo” . It
is a term to describe his style and general expression. The boundary of
this style is very obvious - the calligraphic nature of “Xian” and the
blurring of Hanzi (Chinese characters) to the extent of deconstruction of
the characters; flowing between the realms of the rules of Shufa
(calligraphy) and abstract space; including of course, some of the
calligraphic “ Xiangxing ” (pictograph) and traces of traditional
calligraphy. Within these several realms the focus point is how to allow
calligraphy to be used as free-flow writing after it has been liberated
from the rigid frame of character writing; and ultimately how to develop
“Xian” into something Miao (wonderful and mystic) through the inner
feeling of the heart and emotion. This is where Modern Calligraphy has
its intrigue and depth. Many Modern Calligraphers devote themselves to
the pursuit this path. But Dawo has included it into the goal and search
of “Miaomo” .

The contemporary calligraphy in China today cannot move away from these
two spheres: Japanese Modern Calligraphy and western Abstract
Expressionism. The former directly influences the shaping of Chinese
contemporary Shufa and the latter provides the classical style of abstract:
i.e. the relationship of “Xian” 1in the space. And how “Xian” can be
used to express the culture and quality of art is another important
consideration for present day contemporary calligraphers. Built on
writing brush, Xuan paper and ink, the “Moxian” (ink-line) system has
its own origin and history of development. In between change and

7 has become

consolidation as affected by culture, “ Moxian
multi—-directional. It was originated from a cultural belief. In the
classical time it was the symbol of the culture of ‘Ru, Dao, Shi” (Confucius,
Tao, Buddhist). Amidst these different cultural symbols, “Moxian” has

been given different overtone. And when this “Ru, Dao, Shi” culture is



influenced by romanticism, liberalism and modernism, its “Moxian” 1is
forced to changed. This is the beginning of the modernism of “Shufa” .
The requirement for “Moxian”  to be adapted to modernism is for “Shufa”
to change from its previous form into the space.

Thus “Moxian” is an important issue for contemporary calligraphy.
From the culture and quality of “Moxian” we can assess the quality of
an artwork. In the various expression of abstract art, the “Moxian” of
contemporary calligraphy will continually to provide inspiration and cue
to abstract art. Because “Moxian” , from its history and culture, cannot
be explained simply by the western concept of “lines” . It requires the
foundation of the concept of “lines” of modern artform. At the same time
because of the “Moxian” culture itself, it can be used as the starting
point to do research on Modern Calligraphy. Once you have started, “Moxian”
becomes especially meaningful and this meaning is used by Zhang Dawo as

“Miaomo” . Therefore looking at Dawo “Miaomo” artworks we are placed
in the world of “Moxian” which he hopes will surpass the Japanist Modern
Calligraphy and western Abstract Expressionism. The basis of this
outshining is to upgrade continuously the depth and quality derived from
the resultant forces of “Moxian” history and culture and current mode.

Wang Nanming
Chinese Art Critic, Shanghai
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A POWERFUL VOICE OUTSIDE THE MAIN STREAM

A CRITIC ON ZHANG DAWO’ S MANTFESTATION OF TRADITIONAL CALLIGRAPHY

Viewing through the magnifying glass of western art, the international art
world has been studying with interest what they perceive as an arts
renaissance occurring throughout Asia. Non-western art styles are
changing from the classical to the modern. At the same time, the world
wide art scene is experiencing a great emphasis on the ‘arts on the rim’
and the interpretation of ancient symbols. Zhang Dawo, Beijing
calligrapher and artist, and researcher of Chinese Palaecography, is at the
forefront of these developments. The artistic nature of Zhang Dawo is
deeply rooted in the ancient culture of Jin-Shi (artistic etching and
engraving of symbols and writing on metal and stone — 4 000BC), at the same
time he has a fiery ambition pushing the frontier of contemporary art. As
a result his art has gone beyond traditional calligraphy and achieves a
unique style of modern art. To examine Dawo’ s artistic roots, the
composition of his works, and analyse the value of these works would result
in a significant insight into development of the ancient symbols to the
present art form.

Dawo was born in 1943 in the province of Shanxi, into a family steeped
in culture. His maternal grandfather Ma Yuzhao, a famous scholar in the
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Literature Department of Yenjin University. Another forbearer on the
maternal side, Ma Heng, was a famous archaeologist, who was the first
curator of the Imperial Palace Museum. Dawo’ s father Zhang Wanli, was
a well known translator and calligrapher. In such a scholarly atmosphere
Dawo inherited a solid foundation in calligraphy immersing himself in
traditional forms for the first 40 years of his life. Since 1982, he has
overcome the classical barrier; by moving from the two dimensional into
the three dimensional, a visual revolution made largely possible by the
re arrangement of the spatial construction. He did not reform for the sake
of being ‘revolutionary’ or even to create an ‘old wine in new skin’;
but rather, he has created a totally new artistic value; and has greatly
influenced the use of ink and brush, (an integral cultural part of Chinese
heritage) as a tool for modern art expression.

With the invasion of western artistic ideas into China in the 1980’
s, many traditional calligraphers broke new ground into territory of modern
calligraphy. Dawo, from his traditional cultural background, knowledge,
and personality is not one who would jump onto this new bandwagon but rather
an earnest and innovative worker, keen in trying out new ways and thus
creating a new frontier. Serendipity played a part how Dawo
revolutionalized his artistic style. One day in 1982 when he was cleaning
his brush with discarded calligraphic tissue paper he was amazed by the
multi—layered effect from the various tones of the black ink colour. This
magical layered effect propelled him to search into an entirely new world,
from just dots, lines and strokes into three dimensional stereoscopic
vision.

My observation of Dawo’ s work beforel990 was that it lay within the
limit of modern calligraphy. After that it crossed the boundary into
modern art pushing its frontier with the ink medium.

Dawo’ s exploration into modern calligraphy before the 1990 s revealed
the uniqueness of his work. This uniqueness is due partly to his family
cultural environment as well as sheer hard work to master the skills of
calligraphy, and partly due to his creativity and clear insight. The
former quality enables his work to excel beyond the classical standard of
excellence and the latter enables him to create artistic works that capture
spirit and liveliness. These two complementary factors lay down the
foundation of specific characteristics of Dawo’ s modern calligraphic works.
In the period of his exploration he has reduced the component of Fa
(penmanship) in Shu-Fa (calligraphy) to accentuate on Shu (word),
apparently influenced by the idea of Shu-Hua Tong—Yuan (calligraphy and
painting have the same origin). This Shu-Hua Tong-Yuan school of
calligraphy goes further than the Shu.Shi.Hua.Yin. (combination of
calligraphy, poetry, painting and seal) school of calligraphy. Dawo has
gone beyond the traditional concept of Shu. Shi.Hua.Yin. and comes closer



to the heart of Shu-Hua Tong-Yuan. As Yang Xung said in the Han Dynasty
(100BC), ‘speech is the voice of the heart’ and ‘calligraphy is the
painting of the heart’ (Fayan—(method of calligraphy) by Yang Xung).

For the expression of subtle changes in emotion and in the construction
of artform one still needs to take note of method of writing and using
brushes, but it is more important to arrange the whole composition in order
to capture the viewers’ interest. Traditional calligraphy places too much
emphasis on the relation between word and calligraphy. Words refer to the
content of expression and calligraphy is the method of writing it. An
excellent piece of work is a masterly combination of these two aspects.
This 1imits greatly the creativity of an artist as expressed by more recent
calligraphers such as Li Shutong who stated that, ‘When I write, I adopt
the principles of western art in my ways of spatial arrangement and I
ignore what people usually do and follow no certain style or school of
calligraphy. Thus my writing should be regarded as an art pattern’ (Person.
comm. to Ma Haishu). Li Shutong was aware of the limitations imposed by
writing schools with set styles and wanted the viewers to change their
attitude and look at calligraphy as a piece of art work. He wanted to
revolutionalize attitudes towards calligraphy and pursue the idea of
calligraphy becoming an artform.

Dawo has a similar approach to Li Shutong. His inkworks in the 80’
s focus on an inner harmony between calligraphy, painting and
expressiveness: calligraphy as represented by the use of heavy and light
strokes, painting by the multi-combination of dark/pale and moist/dry ink,
and expressiveness through the intertwining of abstract and tangible. The
1987 creation of Ce (volume) exemplifies his style. The inspiration for
this work derives from the character Ce found in the oracle bone and bronze
inscriptions (3 000BC), as well as from the shape of the inscribed wooden
and bamboo strips used for writing in the Qin and Han dynasties (200BC
—200AD) . The calligraphic presentation is simplified and made more
abstract, painting skills being perfected in the use of various tones of
ink on special calligraphic paper to give the rhythmic effect, and the
expressiveness achieved through ink medium which mediates with the ancient
past. This combination and the harmonious use of calligraphy, painterly
and expressive instantly conveys the uniqueness of the age—old historical
simplicity and yet the works are lively and full of spirit. This renders
oblivious the classical criteria for viewing calligraphy and shifts more
towards the abstract. In other words, the creativeness of this work rests
in the artful yet natural amalgamation of traditional calligraphy with
modern art. In my opinion, Ce 1in the period of present day Chinese art
renaissance, is a unique and one of the most creative piece of work.

The 1990 Can (union) in Dawo’ s work is more solemn and yet more flexible
and agile, shifting away more from the influence of calligraphy and moving



more towards the abstract beauty of inkwork. Here ‘Volume’ 1is static
and more logical, while ‘Union’ 1is stereoscopic and has subconscious
essence. Technically ‘Union’ 1is created with ink left overnight, the
ink granules separated out giving the painting a splotchy, water—marked
appearance and splitting the strokes lengthwise (like a ‘leaky roof’ ),
conveying the charming nuance of lines drawn with a ‘women’ s ivory split
hairpin’ , while giving the lyrical, painterly flavour of Chinese inkwork.
The success of this artwork depends on the skilful use of ink and paper.
The work is itself a union of mastering the traditional calligraphic skill
with the expression of modern art. Painting and artform metamorphose
together into abstract language, revealing the explosive development of
traditional calligraphy into modern Chinese inkwork.

Dawo’ s works in the mid-90” s as exemplified by ‘94 series’ , ‘95
series’, Ancient water urns series’ and The mystery of blackhole series’
indicate that he utilises ink as a medium to explore the universe of the
human spirit, revealing the powerful potential of an ancient skill that
could be used as an instrument to seek out and console the spirit of modern
men.

The ‘94 and 95 series’ have completely moved away from recognisable
characters, but the essence of the mastery of calligraphic skill remains
- essential feature of Dawo’ s unique work. ‘Pen has brought life into
drawn dragon and snake’ , ‘Horse is galloping into the sky’ . (These are
the two phrases used to describe the vividness of outstanding calligraphy.
It is so well done that you feel that snake and dragon will assume life
from the page and the horse will fly from the paper across the sky in front
of you.) The illusiveness of abstract ink artwork is a union of ancient
and modern, east and west, crossing the boundary of nationality, race and
culture. The amazing expressiveness of his inkwork is much closer to the
purity of art and music. His uninhibited and innocent ink trail is like
the echo of soul from heaven.

‘The ancient water urns series’ represents his respect for the
primitive culture at the dawn of the human race. It is like listening to

‘sung’ (Chinese musical instrument) from the ancient past, hearing their
heartbeats. The mysterious blackhole series’ reveals the inquisitiveness
and imagination of the artist towards the universe. The former series
crosses the limit of time and the latter explores the unlimited space. It
is just like the old Chinese saying ‘the heart travels 10 000 miles and
the spirit reaches all corners of the earth’ . All these are expressed
through inkwork.

Perhaps you may inquire what style is Dawo’ s work: calligraphy, modern
calligraphy, inkwork or abstract inkwork? Yes and no. I do not want to
categorise him; it is more important to realise that he never stops his
creativity and searching. The contemporary approach to arts does not



impart a universal opinion but begs individual appreciation in its method
to inspire the audience. Catagorising Dawo’ s works as a certain style
does not capture the freshness of life in his work.

If Dawo’ s traditional calligraphy is likened to very thick ink, and
the western idea about modern art as water, then the process of Dawo’ s
creative work is like diluting the ink continually with water; the ink being
always present. In the mist of mixing, the force of the abstract inkwork
is gradually revealed. This makes us aware of the powerful magnetic draw
of the ancient oriental culture. Shi Tao once said ink and brush must
follow time. Dawo has put the essence of tradition into practice. Qien
Zhongshu also said ¢ Tradition is inert, and would not change, but

evolvement forces it to adapt, ........ but it is not dead, it is pragmatic:-—
on one hand it has many strict rules, and on another the interpretation
of rules is flexible, so that it can embrace new ways’ . To apply Qien’

s view on tradition to Dawo’ s manifestation on traditional calligraphy
is very apt.

In any culture, whether eastern or western, it is a basic right to both
inherit and manifest that culture. Inkwork has a unique heritage in
Chinese culture. According to Herbert Read, the famous English historian
of modern art, Pollok the American expressionist, used inkwork and other
media ’ Like Chinese calligraphy his painting was executed quickly, not
pre—contemplated for a long time, but a natural outburst .......... to
promote this approach, artists and critics are influenced not only by
Chinese but also the mysticism of the oriental especially the influence
of the Buddhist mysticism and philosophy (H. Read ‘A concise history of
modern painting’ ). Not only western artists but also Asian artists such
as Ukafuji Tessai who in the 20" s and 30’ s moulded traditional calligraphy
into modern inkwork and gained international fame, have worked in this
manner. It is a shame that in China the home of the ink and brush, that
no one has achieved a similar fame. However, this path and its challenge
have been taken up by many Chinese artists today. Zhang Dawo is one of
them. From his family background, artistic foundation, classical Chinese
base and his own artistic vision, I feel that Dawo has the potential to
contribute significantly towards the remoulding of traditional calligraphy
and inkwork into modern art.

Dawo has stepped out from the nucleus of traditional culture into the
tide of modern culture. He has not done this in a bandwagon manner, but
stand somewhat aside, solid and serious, seeking an ongoing process and
progress, unique to his work. During the last century, there were several
artists who, in terms of significant progress stood aside from the
recognisable mainstream in their approach, artists such as Moranti,
Utrillo, Wrath and Balthus were regarded as the guardians and seekers of
the human spirit. Similar artists exist in the East. They inherit the



lifeline of culture, defending the castle of cultural values and yet not
enclosing themselves up but, searching continually; promoting and
renovating their own traditional culture. With the dramatic development
of economy in the East, cultural renaissance is on the bream; Zhang Dawo
will also make his contribution.

Zhang Zaohui

China Visual Arts Research Institute, Beijing
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Taking  ‘Shufa flying—off frompaper’ as the starting talking point

The transformation that took place in the Chinese calligraphy sub—group



of Japan 75 years ago, marked the beginning of the metamorphosis of
traditional calligraphy, and the birth of modern calligraphy in China in
1985, that soon assumed the pupa form, was in fact the commencement of the
end of stage one for this metamorphosis. This long period of 75 years
manifests the difficulty in metamorphosis.

Inmy opinion this metamorphosis is based on the model of Shufa (Chinese
calligraphy), i.e. it is derived and deviated from Shufa. Will Shufa

‘flying - of f from paper’ mark the beginning of another new era? This
is the thought that has circled round myself ever since I became involved
with the creative task of modern calligraphy.

The idea of Shufa ‘flying - off from paper’ was first developed at
the time when I took part in the ‘Dawo modern calligraphy and painting’
invitation exhibition in Darwin, Australia. In the promotion leaflet it
said: “the artwork ’ 94 series’ 1is the most recent piece of work in which
he (Dawo) tries to reveal his subconscious creativity by utilizing the paper
as a medium to produce a piece a work with such vividness that it appears
not only as though it is ‘surfing over paper’ but also ‘flying - off from
paper’ 7
calligraphers that really could make the writing brush ‘fly’ was not that

Of course, from time memorial the number of traditional

many. From then on I persisted onwith ‘Dawo Miaomo’ and ‘calligraphic
mode” of sculpture (i.e. expressing through sculpture the lines and curves
from the brush work of calligraphy), and concurrently seeking expression
through ‘calligraphic mode’ of photography.

Recently, my works in ‘ calligraphic mode ’ of photography,

‘Decorative concept’” and ‘The xian (calligraphic lines and curves) of
Nature (artworks exhibited in Beijing” s ‘The reflection of tradition -
China contemporary art’ ) are some of the breakthrough items categorized
under ‘flying—off from paper.

These items in fact, mirror the trend of modern calligraphy stepping
into contemporary art.

Looking at the events in the last ten years, one sees that the
metamorphosis that took place initially in the far eastern boundary of the

‘Chinese calligraphy district’ has returned back to its root. This is
because following the opening policy and the economical development, there
were the unprecedented cultural and artistic activities.

In the current globalization of contemporary art, one sees that there
will be more and more development in the new millennium for the old Shufa
from the ‘Chinese calligraphy district’ , and a highly forceful and
mystifying oriental abstract art, with the assistance from all forms of
visual art will be evolved.

Zhang Dawo
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"Breathe in and breathe out <+ ”

When looking at the artworks I have created over the past two years,
I recall that at times I was drawn into a meditative state, an emptying
of the mind — a strange sensation, which led me to express something beyond
my control. When faced with these pictures, I could not think how to name
them — “Touch — a sense of’ ? In a spark of inspiration I decided that they
should be called ‘Chu-Gan’ 1

Where I live is not such a bad place, but if you want to get things
done, you will find that here everything takes time. Tasmania, Australia,
is not a small island, apparently it is three times the size of Taiwan with
a population of around 500, 000 people. When talking to friends at home,
I often tell them that I can stroll along the beach with my camera, without
seeing a single soul the whole day---.. I like to take a few bottles of beer
and some lemon with me for the day’ s filming trip. Frequently I find
abalone—1like shellfish and smash them open — with a squeeze of lemon juice
and a beer - what a gourmet treat! When I first arrived in 1992, I wrote
the couplet ‘HiEfeFHH 1LIEKFHEF KR’ 2 to describe Tasmania. In this
southern hemisphere paradise, two decades have slipped by.

Last year, when I returned home from Australia in early July, my fellow
artist Leng—shan gave me a calligraphy writing brush - an extra long brush
20 cm in length, made from horse tail hair, apparently, like ‘Fe-ceng3’.
The pen is one meter long and it seems you can even obtain brushes 30 or
even 40 cm long. I would never have expected that something meant to be
decorative ‘Fe—-ceng3’ would bewitch me - from the initial, careful
dipping of the brush into the ink to the obsessive waving of the the pen.
And within 60 days I have created 100-odd pieces of artwork, ‘Chu-ganl
2010° series.

At the end of September, when I returned to my hometown again, I decided
to resume work at my studio ‘Hui-xi—-cao—tang’ but shifted it from the
west to the north of Beijing. It does not matter which corner of the earth
I am in, I will always be nostalgic about Beijing. I have been immersed


http://dawo.artron.net/

in ‘Shuimo’ 4 for more than 30 years. From 1982 onward I started to
explore ‘Modern Calligraphy’ , thenmovedon to ‘Escape fromCalligraphy’
in 87, followed by ‘Writing Deconstruction’ , which led to the search for
‘The nature’ s Xian’ 5. If Cleveland, a Westerner, could walk about with
a piece of string, I suppose an Asian like myself could behave like a
drunkard dancing in the dream with ‘Xian’ . I hope that the ‘Chu- gan’
series will rise to the same status as ‘Dawo Miaomo’ 6
A few years ago in a modern art exhibition, ‘Reflexion on Tradition’,
the German Curator, Schneider, included my decorative art in photograp
‘The nature’ s Xian’ . I have always considered it a good piece of art.
The best way of appreciating a painting is to breathe in and out slowly
and deeply using your senses of sight, hearing and smelling, mobilizing
all your senses; quietly, quietly drawing it all in. Faced with the myriad
landscapes in nature, pictures or signs, one should always ‘quietly,
quietly, draw it all in’ . This is my way of life and the inexhaustible
source of my creativity.

I remember some words from ‘The nature’ s Xian’

Nature’ s Xian

In the flurry of wind and rain, frost and snow
Playing

Gathering, scattering

Floating, dispersing.

The Xian of Nature

In the transience of dawn and dusk
Wooing

Loving

Rebirth.

Dawo
Studio George Town, Tasmania
September 2011
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Fig3-1 Yukei Teshima, Swallow , ink and wash on xuan paper, 1960

K 3-2 HEFH—, 7, HE4UKSE, 126 x 182 cm, 1972
Fig3-2 Inoue YGichi, Poor, ink and wash on xuan paper, 126 x 182 cm, 1972
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Kl 3-3 gk kFk, e, =E40K8, 37 x 46cm, 1994
Fig3-3 Zhang Dawo, Charm of Dragon, ink and wash on xuan paper, 37 x
46 cm, 1994
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Kl 3-4 5k KIR, FF, E40KEE, 68 x 136 cm, 1997
Fig3-4 Zhang Dawo, Brightness, ink and wash on xuan paper, 68 x 136 cm,
1997
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K 3-5 gk RER, RIESRNO. 1, E40KE, 58 x 246cm
Fig3-5 Zhang Dawo, Line of natural NO.1 , ink and wash on xuan paper, 58
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The Moderm Transformation of ChineseCalligraphy — A Case Study on the Art
of Zhang Dawo

Wang Hongfang

Abstract

Calligraphy, as the quintessence of Chinese culture, developed a long
history along with the development of the Chinese feudal society, and over
the passage of time calligraphy gradually developed diverse, yet
near—perfect calligraphic styles. The achievements of traditional
Chinese calligraphy, on the one hand, sustained calligraphy’ s modern
transformation; on the other, the perennial and habitual aesthetics of
traditional calligraphy engendered difficulties for calligraphy’ s modern
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transformation. How the local Chinese language can be used to explain a
modern complex inner feeling has become central to the development of
modern Chinese calligraphy in the context of cultural globalization and
art’ s ecological diversification in modern society. The issue of
calligraphic creativity was put on the agenda with the 1980s Calligraphy
Fad, and dropped when calligraphy was no longer innovative. When
calligraphy became animated again, the problems re-surfaced. Calligraphy
has never been so active compared with the past, nor has it been more
problematic. All Chinese contemporary artists inevitably suffered in the
confrontation between classical Chinese and modern Western forms.

In the process of modern transformation, calligraphy starts by
reflecting on the field of art. As visual art, calligraphy was gradually
divorced from its traditional aesthetics and content to become an
exploration on the elements of external and internal form. Among the many
modern artists, Zhang Dawo is undoubtedly unique in his exploration of
modern art through calligraphy. This paper attempts to disclose hidden
problems in the modernization of calligraphy via reflection and in—depth
analysis of Zhang Dawo’ s artistic transformation and personal experience.
The paper also discusses possible means for Chinese calligraphy’ s modern
transformation in view of Zhang Dawo’ s artistic experience, calligraphy’
s path to abstraction, and reveals the deep inevitability behind such
means.

This paper argues that Zhang Dawo’ s artistic pathway so far can be
divided into four stages. The first stage is the origin of his art -
edification of traditional methods. Family learning and systematic
education in calligraphy has endowed Zhang Dawo with a penetrating insight
and mastery of traditional calligraphy. This is the origin and
preparatory stage for the development of his art. Stage two is Zhang Dawo’

s “early modern calligraphy” . Zhang Dawo held two modern calligraphy
exhibitions around 1985. At that time he did not become one of the so—called
“modern calligraphers” 1inthe “1985Fad” . Instead, he was called “a

”

In that period Zhang Dawo married the
Moxiang School of Japanese calligraphy and found a higher starting point
than then “modern calligraphy” and distanced himself from the deformed
“modern calligraphy” popular at that time in China. The third stage
could be named as “Dawo Miaomo” (KFkWEE or “the amazing ink art by
Dawo” ) in which he drew reference from the Moxiang School and Western

loner outside the main stream.

abstract expressionism. Zhang Dawo in this stage truly uttered his own
artistic language. His ‘“Miaomo” ( “UWb=2”) series completely extricated
itself from identifiable Chinese characters and dissolved the utilitarian
function of words. He extracted calligraphic ink lines (#2%%), the most
abstract element from traditional calligraphy and transformed the spatial
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relationship of lines to endow ink lines with a sense of culture and quality,
and hence special meaning. Such ingenious ink lines were therefore named
as “Miaomo” by Zhang Dawo. The fourth stage is marked by “Beyond Form
and Concept” - Zhang Dawo’ s Abstract Art Exhibition. This chapter
describes and analyzes major features of the “Chugan” ( {fif/&) sensuous
touch of brush on paper) series and “Stroke Movement” ( “ZEfihi "),
the key factor, which drove the transformation from calligraphy to abstract
art. The chapter also expounds the reason for the critics’ aphasia after
the series was created. Zhang Dawo tries to find a new model for China’
s modernization of local art by resorting to his personal experience, which
obviously is not an extension of Western abstract art history. Instead,
his “Chugan” series has intensive Chinese vigor and vitality.

Keywords: calligraphy, Zhang Dawo, modern transformation, abstract art
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Chapter 1 Introduction
1.1 Brief History of Chinese Calligraphy

Calligraphic aesthetics, in the long history of China’' s feudal society,
went through continual changes to reach the current state we observe today.
In the Spring and Autumn Period, “Writing” was listed among the “Six
Crafts” , together with rites, music, archery, chariot riding, and
arithmetic. Books devoted to the art of writing appeared in this period,
but the subject matter was limited to writing tools and technical matters.
Writing had not yet become an art subject, as it was considered devoid of
artistic connotations. In the Wei and Jin dynasties Chinese calligraphy
reached its heyday when social conditions allowed it to mature. The
aesthetics of Calligraphy became more diversified. Many renowned
calligraphers contributed to its prosperity and diversity, and among them
was Wang Xizhi (FZ2 ), later honored as “Calligraphy Sage” . Another
peak in the history of Chinese calligraphy came during the Tang Dynasty,
which followed the Wei and Jin dynasties, in which period each major
calligraphic style had its own far-reaching and influential calligraphers.
It was an era of new styles and schools, giving birth to many talented
calligraphers. The Song Dynasty advocated the “natural grace” ( [Hi#
") of calligraphy, which enabled significant progress as the writing style
became freer and some calligraphers married their subjective intention with
the art of calligraphy. In the Yuan Dynasty, the two calligraphy masters
Zhao Mengfu and Dong Qichang contributed to the popularity of calligraphy.
In the Qing Dynasty, the Qing emperors continued to promote the styles of
Zhao Mengfu and Dong Qichang, with an emphasis on archeology, which endowed
calligraphy with a new flavor.

Calligraphy enjoys a long history extending from the Warring States
to the Qing Dynasty, which fact in part, leads to the almost insane
fascination for calligraphy by the Chinese people. On the other hand, such
a prolonged tradition has confined the minds of modern Chinese
calligraphers. The aesthetics of traditional calligraphy has built a
strong aesthetic constraint for both classical and avant—garde
calligraphers. On the positive side, the solid foundation of traditional
calligraphy provides internal support towards its modernization; whereas
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on the negative side, long—termprescriptions and internal rules of writing
impede the modern transformation of calligraphy.

In modern times, major calligraphers like Zhao Zhigian, Wu Changshuo,
Shen Zengzhi and Kang Youwei cast significant influence over modern Chinese
calligraphy.

Besides temporal linear comparisons, when we examine arts in modern
times (1912-1949), we find that many art categories began to generate their
own comprehensive philosophy and alternative artistic concepts. By
contrast, calligraphy was still confined to its own ideal world, like an
unaware and sullen exception. The conservative temperament distancedl
itself from the modern era.

After the founding of the People’ s Republic of China in 1949, the
constraining of social and political changes inevitably resulted in a
radical change in cultural mechanism and standards. When art was forced
to serve political purposes in a society overwhelmed by political ideology,
calligraphy, as a crystallization of typical traditional culture, was
compelled to satisfy political slogans, though reluctantly. It was due
to the enforced ideological power and destruction caused by the Cultural
Revolution in the 1960s that the modernization of Chinese calligraphy was
halted. At the same time, Japan, defeated in the Second World War,
miraculously gave birth to its own brand of modern calligraphy, ushering
in the age of modern calligraphy in that country. It was not until twenty
years later that the gap between the development of Chinese and Japanese
calligraphy triggered the instinctive anxiety of Chinese calligraphers,
which provided the catalyst for a thorough awakening of modern
consciousness. In this period, calligraphers, fearful of falling behind
the times, achieved major breakthroughs in preparing for the new era of
modern Chinese calligraphy.

Calligraphy, as the quintessence of Chinese culture, developed in
concert with the lengthy history of the Chinese feudal society, and, in
the linear time dimension, calligraphy gradually cultivated diverse, yet
near—perfect calligraphic styles. The achievements of traditional
Chinese calligraphy, on the one hand, sustained calligraphy’ s modern
transformation; but on the other hand, the perennial and habitual
aesthetics of traditional calligraphy engendered difficulties for
calligraphy’ s modern transformation. It can be said that traditional
concepts of calligraphy extend like an invisible wall in front of every
calligrapher’s mind. How the local Chinese language can be used to explain
a modern complex inner feeling has become central to the development of
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modern Chinese calligraphy in the context of cultural globalization and
art’ s ecological diversification in modern society. The issue of
calligraphic creativity was put on the agenda with the 1980s Calligraphy
Fad, and dropped when calligraphy was no longer innovative. When
calligraphy became animated again, the problems resurfaced. Calligraphy
has never been so active, compared with the past, nor has it been more
problematic. All Chinese contemporary artists inevitably suffered in the
confrontation between classical Chinese and modern Western forms.

1.2 The Necessity of Chinese Calligraphy’ s Modern Transformation

In the context of today s cultural globalization, Chinese
contemporary art cannot escape being drawn into the global wave of
modernization. Its passivity reduced it to marginal status. Despite this
passiveness and reluctance to innovate, China s local art scene needed to
grasp the initiative of modern transformation, and it strived to make its
voice heard in the world through continuous experimentation and trial and
error.

From Western art’ s viewpoint, Chinese contemporary art was already
at the outer periphery of global art. Meanwhile, in China the modern
transformation of calligraphy was further disadvantaged by being at the
outer periphery of Chinese contemporary art. Due to chronic traditional
aesthetics formed in feudal dynasties and the Cultural Revolution of the
1960s, Chinese calligraphy missed the opportunity of modern transformation,
lagging far behind Japan. It wasn’ t until two decades later that the drive
towards modernization and an instinctive desire to explore triggered the
awakening of modern consciousness. At the present time, the modern
transformation of Chinese calligraphy is still in a preliminary stage.
Therefore, in view of the overall global context and the “national
condition” of Chinese contemporary art, the modern transformation of
calligraphy, the quintessence of Chinese art, is essential to achieving
communication between Chinese and Western cultures in the artistic arena.

1.3 Research Significance

In today s Chinese society, the expertise of artists varies
considerably. Based on an observation of modern Chinese calligraphers,
together with knowledge of Zhang Dawo’ s artistic journey, the author
believes that Zhang Dawo is unique among modern transformational artists.
Passive modernity, accompanied by the instinctive desire for creativity,
triggered by a concern of being left behind, as well as an identity crisis
pervades the development of contemporary Chinese art. Chinese Shuimo (ink
and wash painting) and calligraphy both try to gain legitimacy via overt
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or concealed intermingling with abstract art. However, most Shuimo
experiments failed since the “ink” collapsed without the support of
“brush” (i.e. the mastery of skills in using the calligraphic brush),
thus missing the spiritual significance of Shuimo painting. Without the
support of “brush” , ink traces are lifeless and haphazard. It starts
at a non logical point and hence is doomed to fail.

The “Chugan” ( sensuous touch) series, created in the fourth stage
of Zhang’ s art pathway (see Section 1.5.2 and Chapter 4), achieves the
leap towards abstract art in calligraphy. The series is able to produce
an overwhelming effect precisely because he does not abandon the use of
brush. He extracts strokes out of his mastery of calligraphy, which is
enhanced by his calm thinking and refinement, as well as intense spiritual
enlightenment. His art effectively compensates for the lack of
expressiveness in the context of abstract expressionism, and also
highlights the elegant “Chinese temperament” . From a micro view, he
achieves amagnificent juxtaposition between calligraphy and abstract art;
from the macro view, his “Chugan” series demonstrates another possibility
in the modernization of calligraphy, refreshing its original visual form
for abstract art.

This paper explores an effective way for the modern transformation of
calligraphy through the examination of the creativity of Zhang Dawo’ s
artistic pathway, and provides a workable theory and technological support
for other artists. The paper also discusses problems triggered by the

“Chugan” series, exploring more effective critical discourse for Chinese
contemporary art in this particular context. The above-mentioned are the
significant points of this article.

1.4 Current Research
1. 4.1 Overseas Research Overview

So far, many overseas theorists and critics of formalism are trying
to determine the form factors that best provide the most favorable visual
form in art ontology, like British formalist critic Roger Fry and Greenberg
of the United States, etc. However, most of their studies are based on the
history of Western art, which is quite different from Chinese contemporary
art. The “Great Form Has No Shape: Chinese Abstract Art Exhibition”
curated by Achille Bonito Oliva was guided by the image of Chinese art
through the eyes of a Westerner. Actually, Oliva did not have a profound
understanding of the Chinese culture and thus, this exhibition, to a
certain extent, gave a distorted view of the essence of Chinese art because
of cultural dissimilarity.
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The two points above reveal two problems: on the one hand, the study
of art’ s ontological form by Westerners ignores Chinese contemporary art;
and, on the other hand, Westerners are naturally disadvantaged culturally,
when considering the spiritual core of Chinese culture and art.

1. 4.2 China Research Overview

The major obstacles in the modern transformation of Chinese
calligraphy include: a) an audience completely lacking in calligraphic
skills, which insists on appreciating calligraphy within ideal classical
aesthetics, and refuses to understand modern calligraphy; b) some old
calligraphers, who proclaim “tradition” and “essentialism” obstruct
the transformation; c) a sense of failure and an identity crisis cripple
the confidence of calligraphers; d) a lagging theoretical discourse and
lack of evaluation standards.

1.5 Research Objective and Content
1.5.1 Objective

In the process of modern transformation, calligraphy starts from the
position of reflection from painting. As a visual art, calligraphy has
gradually deviated from traditional aesthetics and content to become an
exploration on the elements of external and internal form. Among the many
modern artists, Zhang Dawo is undoubtedly unique in exploring modern art
in calligraphy. This paper attempts to disclose hidden problems in the
modernization of calligraphy via reflection, and provide an in—depth
analysis of Zhang Dawo’ s artistic transformation and personal experience.
This paper also discusses possible ways of transforming Chinese
calligraphy based on Zhang Dawo’ s artistic experience, calligraphy’ s path
to abstraction, and reveals the deep inevitability behind such means.

1.5.2 Research Content

The paper argues that Zhang Dawo’ s artistic pathway so far can be
divided into four stages. The first stage is the origin of his art -
edification of traditional methods. Family learning and systematic
education in calligraphy has endowed Zhang Dawo with a penetrating insight
and grasp of traditional calligraphy. This is the origin and preparatory
stage for the development of his art. The birth of the modern calligraphy
movement would have been impossible without a solid foundation in the
aesthetics and method of traditional calligraphy. Stage two is Zhang Dawo’

s “early modern calligraphy” . Zhang Dawo held two modern calligraphy
exhibitions around 1985. At that time he did not become one of the so—called
“modern calligraphers” 1inthe “1985Fad” . Instead, hewas called “a
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loner outside the main stream. ” In that period Zhang Dawo ' wedded’ the
Moxiang School of Japanese calligraphy and found a higher starting point
than then “modern calligraphy” and distanced himself from the deformed
“modern calligraphy” prevalent at that time in China. The third stage
could be named as  “Dawo Miaomo” ( “KIK#PE2” the amazing ink art by Dawo”)
in which he drew reference from the Moxiang School and Western abstract
expressionism. Zhang Dawo in this stage truly uttered his own artistic
language. His “Miaomo” series completely extricated itself from
identifiable Chinese characters and dissolved the utilitarian function of
words. He extracted the most abstract ink lines from traditional
calligraphy and transformed the spatial relationship of lines to endow ink
lines with a sense of culture and quality, and hence special meaning. Such
ingenious ink lines were therefore named “ Miaomo” by Zhang Dawo. The
fourth stage is marked by “Beyond Form and concept” {(fEZE2Z4F) - Zhang
Dawo’ s Abstract Art Exhibition” . This chapter describes and analyzes
major features of the “ Chugan” seriesand “ Stroke Movement” , the key
factor, which drove the transformation from calligraphy to abstract art.
The chapter also expounds the reason for the critics’ aphasia after the
series was created. Zhang Dawo tries to find a new model for China’ s
modernization of local art by resorting to his personal experience, which
obviously is not an extension of Western abstract art history. Instead,
his “ Chugan” series has intensive Chinese vigor and vitality.

Chapter 2 The First Two Stages of Zhang Dawo’ s Art Pathway
2.1 Introduction

Zhang is firstly a traditional calligrapher, who later develops into
amodern calligrapher, and lastly into an abstract painter. Understanding
his background is essential to understanding his art. The author believes
that Zhang’ s edification by learning traditional calligraphy is the
starting point of his artistic endeavours. In the second stage “early
modern calligraphy” , Zhang Dawo, therefore, had a head start on other
artists. The two stages comprise an essential context for his further
artistic explorations, which justify the necessity of this segment in the
thesis.

2.2 The First Stage: Traditional Edification (The Origin of Zhang
Dawo’ s Art Pathway)

Zhang Dawo was born into a family of a profoundly traditional and
cultural background in 1943, and he started to learn traditional Chinese
culture from childhood. His grandfather on his mother’ s side, Ma Yuzao
was the first Dean of the Chinese Department at Peking University. Ma
Heng , Ma Yuzao’ s brother was a renowned archaeologist, the last president
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of the National Palace Museum in the Republic of China and the first
president of the National Palace Museum in the People’ s Republic of China.
Zhang Dawo’ s father, Zhang Wanli was a distinguished translator of Mark
Twain novels, as well as a linguist and calligrapher of traditional
temperament. Exposed to the linear relationships and family tradition,
Zhang Dawo was immersed in traditional culture before the age of forty.
Zhang received systematic calligraphy training from his early years of
chilhood and was also taught by eminent calligraphers such as Li Henian
and Qi Gong . Influenced by the overwhelming traditional culture, Zhang
was devoted to traditional calligraphy and accumulated a solid foundation,
establishing his self-contained style. Under the influence of family
learning and calligraphy education, Zhang was able to achieve a certain
enlightenment, which led to his later transformation.

The author believes that this stage is the first stage of his artistic
career and a stage in which he accumulated his traditional calligraphic
expertise. Zhang would not have been able to arrive at later progressive
stages had he not experienced this stage of traditional education. His
artistic transformation was made possible when he ascertained the
“creative relationship” between the traditional and the contemporary.
Without the accumulation of traditional culture, Zhang’ s transformation
would not be ‘Creative” atall. ZhangDawowrote in ‘Dawo’ s Calligraphy
Modern Transformation: My Chinese Abstract Art” that, “China’ s modern
calligraphy paves the road of transformation towards the modern and the
avant—garde, and towards the publicity of nature, freedom and nature’s
natural order based on in—depth analysis of traditional calligraphy
achievements. ”

2. 3 The Second Stage: Zhang Dawo’ s Early Modern Calligraphy (A Higher
Starting Point)

2.3.1 Western Learning Background

Modern style calligraphers not only need to study traditional
calligraphy as traditional calligraphers do, but also need to obtain
knowledge of modern art, contemporary culture, and contemporary thought.
They need to gain other capabilities beyond calligraphy via other training
[1 as Zhang Dawo has been doing. Besides the traditional family education
and solid, traditional calligraphy background, Zhang also enjoys a Western
educational background. Zhang mentions in “About the exploration and
creation by Zhang Dawo in ‘Dawo Miaomo” that his father Zhang Wanli was
also knowledgeable in Western culture, and that Zhang Wanli for many years
was engaged in “Western literature history teaching and research” . 1In
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the early 1980s, several works created by Zhang Dawo using an “artistic
overlapping technique” receivedhis father’ s compliments, and his father
encouraged him in his exploratory creative work. Furthermore, Zhang

received rigorous, elementary Western art education in his teenage years.
Around the age of 20, he was keen on watercolor, gouache and oil painting.

Mr. Wu Guanzhong wrote in the preface to Abstract Art: Modern Western
Art Genres: “Neither dutiful son of traditional culture, nor prodigal son
blindly aspiring for the world outside, is creative.” Perhaps the
“prodigal son” 1is a better choice as he surpasses the ignorant to be more
concentrated on the traditional [2]. It also verifies the significance of
various capabilities beyond calligraphy. The threefold driving force,
namely, his solid foundation in traditional calligraphy, an elementary
Western art education, as well as his bold, exploratory spirit provided
a higher starting point for Zhang’ s explorations into early modern
calligraphy.

2. 3.2 The Relationship between Japanese Calligraphy and Chinese
Calligraphy

It was not until the 1980s that Chinese calligraphers were awakened
to the modern consciousness and they at once took the Japanese calligraphy
as the frame of reference. Before the appearance of modern calligraphy,
Japanese traditional calligraphy was not comparable with its Chinese
counterpart, because the traditional Japanese calligraphy was shaped by
the Chinese, which had thousands of years of history behind it. The
changes in modern Japanese calligraphy provided tangible inspiration to
the Chinese calligraphers. “There are other hills whose stones are good
for working jade.” (From “He Ming” 1inEpisode “XiaoYa” of The Books
of Songs) (P4 « /NJE « £91Y) Japanese modern calligraphy was transformed
from traditional calligraphy imported from China, which in turn became a
reference for Chinese modern calligraphy. Art creation is often born, in
the cultural context, from transplantation and variation.

2. 3.3 Historical Positioning of Zhang Dawo’ s Early Modern Calligraphy

Zhang stepped onto the pathway of artistic transformation and modern
calligraphy after the age of forty. At that time, the “1985 Fad” was
popular, but Zhang was not part of it. Instead, he became a valuable
explorer outside the “main stream” . In 1996, Zhang Zhaohui (FKEHHRE) wrote
an article entitled “A Strong Voice outside the Main Stream”: Zhang Dawo’
s Interpretation of Traditional Calligraphy, ” which complimented Zhang’
s value judgment in his early modern calligraphy. Zhang Dawo himself once
said humorously, “Historical positioning is very simple. Choose pants
that suit you and choose a pleasant style.” This paper argues that this
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is a kind of self-conscious modern calligraphy.

2.4 Summary

The author believes that the mission of creating truly abstract
expressionist calligraphy works is only to be taken on by artists with a
profound knowledge of traditional calligraphy, Zhang Dawo among them. The
modern interpretation and exploration of local Chinese art is complex and
difficult. It is not a simple rejection of tradition. It demands the
re—evaluation and examination of classical Chinese cultural traditions
with an eye on Chinese contemporary art. In addition, various capacities
beyond calligraphy are equally indispensable in the modern interpretation
of calligraphy. The modern transformation of calligraphy is only possible
providing the two abovementioned conditions are met at the start.

Chapter 3 “Dawo Miaomo” Series “KIRWB”R7F
3.1 Preface

Considering the contemporary world order, as well as diverse
contemporary art in an ecological context, the wording of “essentialism”

clearly has a most negative connotation.

Qiu Zhenzhong (EFJEH), when talking about the essence of calligraphy
in the 1980s, said that calligraphy is considered “a freehand line writing

”

art As the notion spread, artists easily engendered the idea of removing
constraints from Chinese characters, which led to the birth of “Modern
Calligraphy” without Chinese characters — a new form of abstract art.
Therefore, since the 1990s, the concept of mainstream calligraphy has
delineated a bottom line for innovative modern calligraphy, viz.,
identifiable Chinese characters. This paper will not explore further on
the essence of calligraphy. As to the bottom line of modern calligraphic
innovation, the paper argues that the rigid definition is partial, as it
ignores another important part of calligraphy - the creative writing

process.

There lie many misunderstandings and traps when we try to understand
contemporary Chinese art. It also suggests that we must not be simplistic
and unilateral when confronted by the modern transformation of Chinese art.
The “essentialism” and so called “basic line” are good examples of
partiality on the possibilities of calligraphy in its modern and
contemporary development.

As Wang Nanming (ER¥) says, “In an international and diversified
era, we cannot incorporate calligraphy into Chinese classic calligraphy
history in an oversimplified and crude way disregarding the context of
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global contemporary art.”

3.2 Compare Modern Calligraphy with Traditional Calligraphy
3.2.1Creativity Orientation and Aesthetic Orientation Distinctions

Modern calligraphy is treated as a visual art similar to the aesthetic
concepts in painting. Traditional calligraphy is used to write Chinese
characters and poetry, and has an entire set of independent and
self-contained ink writing systems as well as value judgments. Whilst
modern calligraphy takes Chinese characters as objects to be shaped in
painting, and then step—by—step abandons the identifiability condition of
Chinese characters. Finally, modern calligraphy ceases to use Chinese
characters, thereby completing the transmutation process to “modern
calligraphy is not calligraphy” . Hence, the creative and aesthetic
orientations of traditional and modern calligraphy are bound to be
different.

Traditional calligraphy pays attention to vividness, spirit and
connotations, which should be preserved in modern calligraphy. But these
elements are presented in different ways in modern calligraphy. The
spirit and connotation naturally emerge in traditional calligraphy and are
constructed through conscious “aesthetics of shape” ( “Wi3E”), whereas
in modern calligraphy contemporary awareness starts from the beauty of
shape and an aesthetic perspective. Modern calligraphy pays attention to
the cultural connotations of calligraphic works under the premise of shape
aesthetics, whereas traditional calligraphy starts from the connotations
of culture to pursue the unity of form and content. They are two different
creative and aesthetic orientations. [3]

3.2.2 Difference in Assessment Criteria

The difference between traditional calligraphy and modern calligraphy
in their creative orientation and aesthetics inevitably leads to different
criteria of assessment. The far-reaching effects of traditional
calligraphy aesthetics and classical culture inhibit the development of
modern calligraphy, which pursues “aesthetics of shape” . Hence, at this
stage modern calligraphy is still developing, so criteria has not been
established for evaluation by critics in an ontological sense.

3.3 Modern Chinese Calligraphy Movement Reference: Japanese Modern
Calligraphy

Japanese modern calligraphy is generated with reference to abstract
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expressionism; whilst the first exploration in modern Chinese calligraphy
began under the influence of modern Japanese calligraphy. The two foreign
art concepts nurtured the reconstruction of traditional Chinese
calligraphy in specific contexts, as explained below.

3.3.1 A-Few—Japanese-Written—Character

After World War II, the avant—garde calligraphic style of the Japanese
allowed them the opportunity to dialogue on an equal footing in the
worldwide art scene, which was of great significance in the development
of modern art in Japan. A-few—Japanese-Written—Character method
incorporates few characters into painting. It chooses specific characters
as objects of artistic creation, endowing them with new, vital qualities.
The A-Few-Japanese-Written—-Character school retains characters as
creative artistic objects having the inner structure of Chinese characters,
but recreating the writing process and sequence of characters. It conveys
meaning through innovation in character structures. Teshima Yukei, a
leader in A-Few—Japanese-Written—Character school, once explained that
the “only single character is truly cosmopolitan. I am determined to endow

)

single character the appearance of matching. ” (Figure 3-1) We can conclude
from this brief exposition that the school’ s innovation lies in the
transformation of “how to write Chinese characters” rather than

transcending them.
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Fig3—-1 Yukei Teshima, Swallow , Shuimo on xuan paper, 1960

Inoue Yuichi is another great practitioner of modern

Japanese calligraphy. He is influenced by the abstract expressionist
painter, Jackson Pollock and resorts to traditional Chinese calligraphic
“writing tactics” to produce the beauty of form with
A-few—Japanese-Written—Character. He begins to delineate the inner world
- psychological dynamic tendency (Figure 3-2).
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Fig3—-2 Inoue YGichi, Poor, Shuimo on xuan paper, 126 x 182 cm, 1972

3.3.2 Ink Shape School (BIR)

The Ink Shape school directly benefits from Western abstract painting.
Its wild and pure ink rhyme exemplifies the influence of expressionist
painters. At the same time, ink works without identifiable characters are
created and as this method does not use Chinese characters, it cannot be
said to be rebelling against tradition. However, it does not have the
constituent elements of abstract painting, and thus is transformed into
something else. [4] To some extent we can say the Ink Shape school is an
eclectic mix of creative forms.

3.4 “Dawo Miaomo” “XKIRIEB” : A Unique Personal Vocabulary
3.4.1 Objects of “Dawo Miaomo”

In early 2001, Zhang Dawo wrote an article entitled “About the
transcendence of calligraphy beyond paper” , in which he recalls his
exploration of the modern transformation of Chinese calligraphy in the two
decades from 1982 to 2001. He wrote that “Recalling the last decade, the

‘regional Chinese calligraphy’ transformation hotspot with unique Han
ethnic culture returns to China from Japan. It goes world wide along with
the reform and opening up, China’ s increasing national strength and active
arts and culture environment. At the same time, traditional calligraphy
enters the spatial dimension as it transcends paper. Various art forms
including video, installation art, performance, sculpture and so on convey
their idea from different angles with the help of science and technology,
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the sound and light technology, with the media of TV and computer, being
integrated into the contemporary art. As contemporary art goes global,
the ancient ‘regional Chinese calligraphy’ art with unique charm of
oriental abstract art will flourish in more extensive art forms.”

“Dawo Miaomo” (or “the amazing ink art by Dawo” ) was not just the
name of the exhibition at the Beijing World Art Museum in the Beijing
Millennium Monument in 2007, but rather a generalization of Zhang’ s art
style developed over more than twenty years. During that period, Zhang
explored a full range of art forms, including image calligraphy, “Miaomo”
and installation art, all based on calligraphy. Therefore, this artistic
series is summarized as “Dawo Miaomo” (described in this paper as Stage

Three of Dawo’ s art pathway).
3.4. 2 Morphological Significance

Russian literary critics have pointed out that this art method is in
essence defamiliarization of the object. As familiar things are repeated,
the audience becomes less responsive, even to a state of mental torpor.
This method will surely be abandoned. The overall outlook of China’ s
contemporary art, from the ontological level, can be described as declining.
Some even say that many exhibition works are even less alive and beautiful
as the audience.

The significance of Zhang Dawo’ s works is that his “Miaomo” series,
although deprived of characters, is still working on the elements of
calligraphy. Zhang develops various schemas through the exploration of
spaces beyond paper, and an in—depth reconsideration of Chinese and Western
cultures. In his continuous exploration, many basic problems of
contemporary art are clearly teased out, such as the nature of writing and
abstract art. The significance of art at the morphological level is only
tenable when it is involved with contemporary art. The development of
modern art requires artists to use their own cultural experience to endow
art forms with true meaning. Only by addressing this premise, can we talk
about calligraphy’ s deep contact with contemporary culture. If not
addressed, its influence is limited to surface impressions. [5] Zhang’
s extensive exploration of visual art during this period, especially
abstract art, unleashes an abundance of calligraphic possibilities.

3.4.3 Standing on the Shoulders of “Kuang Cao”

Compared with other calligraphy varieties, “Kuang Cao” ( “JE¥” a
type of Cao Script, a free —flowing and exuberant cursive style) should
be categorized as a very personal art. Both Chinese and foreigners can feel
the author’ s emotional tendencies even if they do not read the cursive
art work. From this point of view, “Kuang Cao” shares the same metaphysical
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spirit as abstract art. From an aesthetic art viewpoint, the gesture and
strokes of the calligraphy best embody its core. The combination by Zhang
of the spirit of cursive strokes with the modern sense of composition,
ushered in his several masterpieces. As Cheng Puyun (J&jfiz) says, “When
abstract experience, as an inherent universal experience, is combined with
a familiar expression means and divorced from spiritual regulations and
culture provisions, an abstract artistic schema will naturally unfold its
own outlook and develop in depth out of human nature.” “The ingenious
cursive improvisation in sophisticated combination with modern
composition art” 1is vital to the overwhelming power of Zhang’ s abstract
art forms.

3.4.4 Attention to “Ink” and “Line” “3B%R”

Even though Zhang has relinquished writing characters in calligraphy,
his “Dawo Miaomo” series is still created encompassing its essence and
concept. Major works in this period are usually created with ink and lines.
The “ Dragon’ s Resplendence” acquired by the British Museum (Figure 3-3)
highlights the use of ink and its appeal. We can detect the tangible
influence of Chinese calligraphy in the work. Meanwhile, works like

“Resplendent” (Figure 3-4) and “Line of Nature” (Figure 3-5) are more
concerned with calligraphic lines.

Fig3-3 Zhang Dawo, The Dragon’ s Resplendence, Shuimo on xuan paper,
37 x 46 cm, 1994
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Fig3-4 Zhang Dawo, Resplendent, Shuimo on xuan paper, 68 x 136 cm,
1997
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Fig3-5 Zhang Dawo, Line of Nature NO.1 , Shuimo on xuan paper, 58 x
246 cm

Resorting to a new understanding and refinement of calligraphy, Zhang
also incorporates his personal cultural experience, life sentiment, music
sentiment and abstract expressionism into his artistic creation. He
marches towards the pure beauty of form in order to achieve greater
psychological self-sufficiency and calligraphic efficacy. Zhang Dawo
writes in “Line of Nature” :

NATURE line

In the mix of wind, frost, rain and snow,
Cruises, gathers and disseminates.

LINE of nature,

In the illusion of dawn dusk

Acquaints, loves, and propagates
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3.5 Summary

Different concepts of modern and traditional calligraphy inevitably
lead to distinct aesthetics and criteria. Japanese modern calligraphy
follows the inherent writing mode in the history of Western art to occupy
a certain position in global art. What is worth learning from Japan is
the revelation of their artistic concepts. The
A-few—Japanese-Written—Character school and Ink Shape school have not yet
fully constructed a “pure beauty of form” schema in abstract art as they
lack the essence of traditional Chinese calligraphy. ZhangDawo’ s “Dawo
Miaomo” series is different. It relinquishes the writing of characters,
but is still centered on other elements of calligraphic form in Zhang’
s full range of artistic exploration. He breaks away from old artistic
principles and adds his own cultural experience to create a new space, thus
endowing art forms with true significance.

Chapter 4 Beyond Form and Concept: Zhang Dawo’ s Abstract Painting Stage
4.1 Preface

This Chapter focuses on the forth stage of Zhang Dawo’ s art pathway.
Since abstract art, as a modernist pervasive art was introduced into China,
the modern exploration of Chinese traditional art has been trying to seek
legitimacy in combination with abstract art. Especially following Oliva’
s “Great Form Has No Shape: Chinese Abstract Art Exhibition” , artists
of modern transformation of Chinese traditional arts seem to find a
life-saving straw. Abstract art heats up again overnight. There are of
course many pitfalls and misunderstandings demanding further analysis.
For example, the correctness of Oliva’ s interpretation is questionable,
given the disadvantaged situation of Chinese traditional culture. He
names China’ s abstract art as “Great Celestial Abstract Art” - whether
this naming conceals real difference with cultural differences is
questionable. There are also doubts about Chinese abstract art itself.
Based on the abovementioned background, many people with identity crises
insisted that calligraphy is an abstract art. On the other hand, the
Western School refuted that idea, believing that Chinese calligraphy is
not abstract art and that abstract art cannot be derived from calligraphy.
Most discussions of calligraphy and abstract art are limited to common
sense. There is neither in—depth understanding of calligraphy nor
macro—understanding of abstract art. Thereupon the seemingly academic,
serious and lengthy discussions are feeble. Calligraphy is calligraphy;
abstract art is abstract art. They are two distinct art forms born and
developed in different cultural backgrounds and logical starting points.
They can never be equated in any context. However, the “transformation”

32



can ease the tension and, to a certain extent, combine the two.

All outstanding artists closely follow current trends, and through
calm thinking realize their artistic transformation is linked to the
environment. All experimental art and creation progress is built on
existing theory and art history. Without the support of theory, trials
would be dominated by contingency, positive outcomes are accidental. Such
an art road will not continue very long. Only artists familiar with the
history of art, art theory and adherence to practice, are able to find and
give birth to modernity, which is inherent in tradition.

4.2 Abstract Art Related Discussion
4.2.1 Western Modernist Abstract Art

Abstraction was generated along with Western modernism. The
appearance of photorealist paintings in Western modernism gradually
deprived figurative painting of its primary position. Abstract art came
into being, and eventually developed into Minimalism. Abstract artists
developed various artistic patterns in different styles and forms, and
formed its own theory based on repeated arguments by Greenberg et al.
Greenberg believes that the two—dimensional form (abstract art) as a
summary of the whole world, is innovation against three—dimensional form
(figurative painting). The entire utopian world is “solidified” in
abstract forms. At the same time, only two—dimensional forms can go beyond
visual illusions to directly reproduce philosophy [6]. It is worth
mentioning that Western modernism abstract art is stylized “individual
code” supported by rational logic, such as Wassily Kandinsky’ s coding
of a variety of basic colors with different symbolic meanings; Klee’s
“taking a line for a walk” ; Pollock’s “action painting” .

4. 2.2 Chinese Abstract Art

When the attributive “Chinese” 1is added to “abstract art” , it is
another matter, for both abstract ink painting and “abstract writing”
developed from calligraphy. The rationale of Western modernism abstract
art lies in “individual code”. In contrast, traditional Chinese ink
painting and calligraphy carry collective consciousness with a history of
thousands of years. Abstract art innovation can only be achieved when
artists get rid of smothering collective consciousness. In addition,
China’ s local art creativity lacks rational logical support, as
Dalakrishnan (India) said, Westerners emphasize critical reason but the
Asians emphasize intuitional creation. Therefore, the narrative of
Chinese abstract art should stick to the context of the spiritual experience
of Chinese people, with an example of Zhang Dawo’ s spatial exploration
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“starting from calligraphy” to “beyond paper” .

4.3 Inducement for Calligraphy’ s Shift to Abstract Art
4.3.1 The Abstract Nature Innate in Calligraphy Itself

“Some foreigners cannot read Chinese characters, and they sometimes
hang calligraphy works upside down, but it does not impede the appreciation
of calligraphy as a beautiful form.
the innate aesthetic characteristic of Chinese calligraphy and the form

”  This fact, on the one hand, proves

connotations in composition and writing method; on other hand, it also
strongly attests the standpoint that “calligraphy aesthetics can be
independent from its reflection on content” . The overwhelming effect
exerted on viewers originates from its form, when calligraphy produces new
psychological feelings and experience as a new visual means. It is the
congenital factor for calligraphy’ s path to abstract art.

4.3.2 Calligraphy as A Visual Art Shall Learn the Rule of the Form of
Paintings

When we examine calligraphy in a global cultural context, we will find
that the art of calligraphy is strictly limited. Only when we elevate
calligraphy to the height of pure form and consciously establish the laws
of visual arts in calligraphy, can calligraphy go beyond the limitations
of tradition. Traditional calligraphy’ s quest of formal beauty is
unconscious because of various limiting factors in history. We have no
prior experience and resources to draw upon. In this case, how can we
establish such visual beauty of form? The answer is that we should draw
from the form law of painting. If calligraphy today is to enter the
international artistic scheme, it must draw upon the visual experience of
fine arts and make itself a conscious visual art. The innovative
capability of Chinese calligraphy is the key factor why calligraphy can
have a place in the world of painting.

This article attributes the frame structure of Chinese characters to
calligraphy’ s intrinsic factor for transformation into art form.
Meanwhile categorizing “stroke movement” , or the writing nature, as an
extrinsic factor. The internal and external factors are the innate
propulsive force for its transformation to abstract art. The reference
to the rules of formation of art form in painting by calligraphers is the
external pushing force for its transformation.

4.4 Strokes Movement
4.4.1 “Ink Decentralization” in Modern Ink Works

Since entering the contemporary age and in the context of cultural
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globalization and art ecological diversification, China’ s local art is
faced with the problems of modern transformation. Traditional Chinese art
encountered arduous difficulties in its modern transformation, especially
the modern transformation of Chinese painting and calligraphy. In this
context, the modern creation of Chinese ink field conducted a lot of
abstract experiments, most of which alike “haste makes waste” as they
are too eager to distant themselves from tradition.

Those abstract ink paintings advocate “Ink Decentralization” (2
ZEPFEN) focusing only on the use of the body and fagade - they
resort to detached brushwork system in the endeavor to establish modern
visual system using halo effect. Gu Wenda and Liu Guosong (A3 iE. XIJ[H
¥A) etc. take in this artistic rationale in the transition from “ink and
brush” to “Ink”. They use splash technique toneutralize “brush” and

“line” . This means, on the surface, has become a creation mode of abstract
ink. But the so—called “abstract ink” works taking that as logical
starting point and creative basis do not have the form law of abstract art
in the West and they also lose the essence of traditional Chinese ink. With
such ontological defects, the “abstract art” 1is shaky. “Ink” without
brush could be likened to the mess after an ink bottle is knocked over.
Brush is the skeleton and support of ink. Without the support of brush,
ink appears limping and listless. The works lack of self-discipline
within art itself and the ink loses its significance, accompanied with the
echoes and reflection of visual language and psychology. That
significantly weakens the power of the works, even if the painting size
is huge. Therefore most Chinese abstract ink experiments are in an awkward
situation.

Criticism of the “Ink Decentralization” in modern ink works does
not mean that modern ink does not make sense. As modern ink lacks the bolster
of “brush” , it is just too feeble to take on the mission of Chinese art
modernization. Of course, on the road of abstract art, there are some
artists who adhere to the brush and ink tradition. Zhang Dawo is a unique
example among the many Chinese contemporary artists seeking abstract art
from the traditional art of calligraphy.

4.4.2 Similarities and Differences between Zhang Dawo’ s “Writing
Abstract Art” and Abstract Expressionism

Early work of Zhang Dawo is often discussed in the field of modern
calligraphy. However, the “Chugan” series created recently should be
discussed in the category of abstract art. The creation of “Chugan”
series does not completely come from the writing process of traditional
calligraphy. On the other hand, it is not completely divorced with brush.
In a mere chance, Zhang Dawo got a large long front brush, with over thirty
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centimeters long front hair and a more than one meter long shank. The front
hair texture is soft, drooping naturally in the shape of a whisk.
Accompanied by ethereal music, Zhang created his works on a spread—out huge
rice paper naturally. It can be said that the “Chugan” series works
created from 2010 on marked Zhang’ s transformation from calligraphy to
abstract paintings.

One theoretical source of “Chugan” series is from the revelation
of the Western abstract expressionism action painting. His creative
approach is similar with the Abstract Expressionist artist Jackson
Pollock’ s “drip painting” . Zhang himself also categorizes this kind
of painting to action art. He joked that his creation is “holding a brush
sleepwalking”. JacksonPollock, as the representative figure of abstract
expressionism, created the “drip paintings” method. In the creation
process, as he moves his body, he spatters paint and other pigments on
canvas. The color drops sprinkled on the canvas gain force and strength
thanks to body movements and directional actions. Thus Jackson Pollock
achieves strong expressionism in his paintings. The works of Jackson
Pollock have the various elements of strokes, but in fact the effect is
achieved by dissociating brush. Zhang’ s “Chugan” series still use the
brush and he keeps the “slightly aloof” relationship between brush and
canvas. He creates the works by writing feely and naturally when his body
and mind are truly relaxed. Compared with the Brightness” series in ¥awo
Miaomo” stage, Zhang does not use traditional line as the major way as
he acquires entirely liberated body and mind. He invests more sentiment
into his writing - close to the “Peripateticism” of Zhuang Zi (H T

“IEETE ).
can decode similarities between Zhang and Pollock, and that his abstract

Although Zhang refers to western abstract painting and we

art is close to some characters of abstract expressionism, his works
embrace a deep sense of history and rich oriental spirit. After years of
artistic exploration and thinking, Zhang comes to understand how to use
native language to tell a contemporary complex. His creation is rooted
in tradition, but it also has a contemporary and international dimension.
To some extent, “Chugan” series transcends modern calligraphy. Zhang
tries to resort to his own experience to open up a new model of China’ s
modernization of local art. It is clear that this model is not a simple
extension of the history of western abstract art. Instead, his “Chugan”
series has a truly vigorous and lively Chinese temperament.

Chinese abstract art is influenced by both expressionist abstraction
and geometric abstract art. But as expressionist abstract art, it lacks
strokes, motion and force, the vehicles by which art works convey spiritual
significance. Without these things innate ontological language, there
would be nothing to contain the spiritual part. Both Western curators and
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Chinese critics tend to endow Chinese paintings of abstract art with
spiritual and cultural significance particular in China. In this way,
even some feeble paintings are said to have unparalleled strength because
of the so—called cultural significance. For Chinese calligraphy,
cultural significance is its inherent constituent and it does not demand
special instructions or special labeling, because this is a matter of
common sense. As abstraction established by Kandinsky and Malevich is
related with Russian ethnic culture and religious beliefs, the abstraction
of Chinese calligraphy shall also be closely linked with the spirit of
Chinese culture — the spirit of Zen. We can even say that the spirit of
Zen is the spiritual core of Chinese abstract art.

The success and unique form significance on value judgments of Zhang’
s “Chugan” series are because Zhang makes up for deficiencies of
expressionist abstract art lacking stroke momentum, movement and strength.
He extracted the element of stroke from calligraphy to combine it with the
spirit of the supremacy of the will, so he is able to add a spiritual
added-value to “Chugan” series abstract art works. Zhang has learned
and practiced calligraphy since childhood. Coupled with his deep family
education and culture, he is able to gain penetrating insight and grasp
of calligraphy as well as the cultural and spiritual core of Chinese culture.
They can be said to be the spiritual support of Zhang” s “Chugan” series.

4.5 “Holding A Brush Sleepwalking” : Revelation of Oneself in the
Subconscious

4.5.1 An Unpretentious Creative Mentality: Amusement

Zhang says his mentality is to “amuse” (see below) in the recent
seminar “Beyond Form and Content: Zhang Dawo Abstract Art Exhibition” .
We catch a glimpse of his experimental creative mentality from the word

“amuse” . Inother words, he is creating the works ina “natural” state
when he devotes all his subjective consciousness and feelings. Through
those works, we can understand his value proposition and the form
implication in the images in the absence of the artist.

In China’ s contemporary art, the creation of contemporary art has a
host of “points’ . There are also many “points” 1in abstract art, as one
category of contemporary art. Critics or artists have proposed various
angels and attitudes about abstract art. Wang Nanming puts forward the
notion of “Post—-Abstraction” and advocates social critique; Gao Minglu
(B4 ) pursues the pleasure of “Natural Grace” and “Zen” ( “EJR”
) “FfiE” 'R#ER) ; Zhang Dawo tries to neutralize himself via the attitude
of “amusement” ( “IrJL” ) and to seek oneself in the subconscious (&

RIEH HEL TR T E3).
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4.5.2 Artistic Creative Psychological Basis

The emotional strength and mental state in creation will directly
affect the artistic effect. Although Zhang says he almost enters the state
of unconsciousness in his creation, which is jokingly called “holding a
brush sleepwalking” , he is not deviated from reason. The psychological
basis of this approach is Freud’ s subconscious psychology, and also to some
extent, the spirit of the Zen Delight in traditional Chinese culture. In
Zhang’ s third stage of “DawoMiaomo” , the “ink lines” are essentially
different from the lines in Western abstract art. Similarly, although the
psychological basis of Zhang’ s writing abstract works is Freud’ s
subconscious psychology, his works are not “Freudian” as he also draws
on the creative approach and creative thinking of traditional cursive
calligraphy, and he resorts to Taoist thoughts besides Freudian psychology.
The Chinese identity is prominent in terms of visual psychological arena.

4.6 Another Breakthrough after “Dawo Miaomo”

The “Dawo Miaomo” series distracts the two calligraphic elements
of ink and line to present them separately. Compared with the “Dawo
Miaomo” series, “Chugan” series starts its artistic exploration from
the traces left after the brush touches paper. From the initial free play
with the ultra—long stalk brush to improvisation, Zhang spends around 60
days to ingeniously create the “Chugan 2010” series composed of hundreds
of pieces of works. As Zhang dissolves characters, he realizes another
tier of meaning of “Chugan” 1in the contact between brush and paper -
traces. Derrida reckons that any text cannot be a completely self—contained
text. Only by dissolving centrism can significance be unlimitedly
reconstructed through différance and dissemination. Zhang Dawo’s €Chugan”
series also demonstrates a “decentralized” creation process. Zhang is
able to find the road of “Writing - Emotion - Abstract” 1in the
deconstruction of text. He raises “Chugan” to the height of origins of
mankind’ s common traces, which leads to the “reborn” of his works in
a time dimension.

4.7 Art Ontological Sense Backwash

The author cannot fully agree to categorise XuWei’ s (1&7H) (1521-1593)
cursive calligraphy (Caoshu) into the history of calligraphy merely as a
literati. The author belives that when any art form develops to a high
degree of perfection, adjustment and backwash of ontological sense is bound
to happen. This backwash might appear in the following forms: to absorb
elements from folk art or to seek transformation from the primitive forms
of art or foreign cultures. If we examine Xu Wei’ s cursive in the history
of calligraphy, we can find that he is a rebel against the traditional and
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stabilized aesthetics set up by Wang Xizhi and Wang Xianzhi, and it is an
inescapable phenomenon in art backwash [7]. Whenever similar events occur
people tend to say fiistory repeats itself” to comment on the same internal
logic of two things. Coincidentally, similar with Xu Wei, Zhang in his
fourth stage not only rebels against his third stage in the time dimension,
but also elevates above the height of art ontological significance as he
basically completes the transformation from calligraphy to abstract art.
The trend of modern calligraphy’ s abstraction is converting traditional
language features of calligraphy, which opens up a new space for
traditional calligraphy and provides unique vision for abstract art. It
can be said that Zhang has successfully constructed a bridge between
calligraphy and abstract art using existing artistic accumulation in his
personal way.

The development from the classical period to the Romantic period until
the Impressionists witnesses a gradual appearance of strokes. Roger Fry,
British early formalist critic in his book Cezanne analyzes intensively
the “Compotier” of Cezanne, the father of modernism, to expound the role
of strokes in painting. Fry writes, the texture of course depends largely
on the artist’s “notes” or “writing” and on the habitual curve drawn
by strokes. Cezanne has completely abandoned the practice of straight
sweep. Instead, through uninterrupted thoughtful small strokes he builds
up its body block. The rigorous and methodical technique by Cezanne in

“Compotier” exactly constitutes the antithesis of Baroque painting [8].

One of the criteria of assessing ancient Chinese paintings is the
application of ’bone method’ in the use of Chinese writing brush, which
stresses the importance of strokes. As calligraphic modern consciousness
begins to awaken and seeks new vocabulary deeming itself as a visual art,
it takes reference from existing visual experience in painting. When the
most abstract art of calligraphy tries to rebel against itself and to march
towards abstract art, the “Clear Stroke Movement” ( “BHHf [1)24E filifE5E )
proposed by Fry in his study of Cezanne becomes an inner form factor
propelling the dissociation of strokes from calligraphy and frame of
reference to achieve backwash of art in ontological sense. The “Chugan’
series gained its overwhelming power under the guidance of “Clear Stroke

)

Movement” .

4.8 Summary

This chapter discusses the ‘Chugan” series of Zhang Dawo in the scope
of abstract art. But the concept exerted on Zhang is not important. The
key issue lies in the persuasiveness of his works. Zhang extracts,
strengthens and simplifies expressiveness and abstract elements from
traditional calligraphy to the extreme, which enhances the overwhelming

39



power of the works.

Chapter 5 Theory and Critical Discourse Dysfunction
5.1 Preface

November 6, 2011, “Beyond Form and Content: Zhang Dawo Abstract Art
Exhibition” was held at Beijing Huantie Times Art Museum, and a seminar
of the exhibition was held the same day. Prior to this, Zhang Dawo’ s works
had always been discussed in the context of modern calligraphy, like his
series of works “Dawo Miaomo” . But this time, his “Beyond Form and
Content” entered into the domain of abstract art. It can be said that
Zhang Dawo is a both typical and special representative of the modern
transformation of traditional art. The exhibition seminar invited a dozen
influential critics, including Wang Duanting, Wang Yong, Yang Wei, Shen
Yubing, Gaoling, He Guiyan, Wang Xiaojian, Zhang Qiang, etc. However,
when trying to talk about Zhang’ s works at the exhibition, the renowned
critics could not find proper words to describe them. Even Shen Yubing,
the critic with deep study of Western culture, suddenly turned aphasia.
He said: “I felt it, but I cannot tell.” Some others said, “I could not
feel that.” When the experience of modern calligraphy intersects with
Western abstract art logic, new morphological evolution and various
variation of calligraphy are generated. Critics failed to describe them
for lack of evaluation system and description system. Despite defects of
language resulting in the inability to discuss Zhang’ s works in linguistic
level, the modern transformation of Chinese calligraphy in overall context
of international diversification, is potentially passive. Things look
like the same may be bolstered by completely different cultural logic and
cultural psychological support.

This phenomenon is not rare in art history: whenever a creative new
thing comes into being, people may not able to recognize its significance
and value due to lack of theory support and delayed critical discourses
etc. The ‘valueratification” oftenoccurs ten or dozens of years later.
The problems exposed at the seminar put forward two prompts to the
development of contemporary art. First, “I felt it, but I cannot tell”
— current Chinese calligraphy theoretical discourse does not fit works
intertwined with Chinese and Western art and Chinese calligraphy theory
must reinvent itself to provide academic and theoretical support to modern
transformation of calligraphy and to avoid aphasia in the face of new things.
Second, the modern transformation of Chinese calligraphy is still
lingering in a preliminary stage as the modern calligraphy appreciation
standards have not yet been established. Besides, the emergence of highly
artificial works and the absence of modern calligraphy criteria, together
with squandering artistic situation result in the inert and dismissive
emotions of critics. The nerves to identify fhicro—expressions” of works
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gradually turn numb. Invalid critic discourse and numbness of critics
converge to achieve the same effect — aphasia.

5.2 Critics Aphasia and Reasons for the Failure of Critical Discourse

5.2.1 Existing Critical Discourse Fails to Correspond with Zhang’
s Fourth Stage of Abstract Art

Theory and critic language about calligraphy mostly remain in the
traditional vocabulary, and in return, these words are almost tied with
calligraphy. We have not found more appropriate words with local
significance. Traditional calligraphy theory fails to keep up with
calligraphy’ s modern and contemporary development, lagging far behind art
creation. Theoretical innovation in contemporary China is a very
difficult problem. Critical language of local art and calligraphy remains
largely in ancient Chinese paintings and calligraphy criticism vocabulary,
like touse “ShuKe Paoma, Mi Bu Toufeng “Birl i, ZAZEX” (literally
meaning the spacious place allows a horse to run, and the compact part
impenetrable even by wind) ” to praise perfect layout, and to use “Li Tou
Zhibei 7 “J71i#E4%E” (literally means the stroke is so deep that the it
almost went through the page) and “Kubi Ke Mo” “Ahi%EiEs" (literally
means dry brush dying for ink) to affirm the value of ink use, and to use

“Huang Han Youyuan” “#i%Ef&7c” (desolate, cold and distant) to describe
the value of artistic conception. On the other hand, they have not fully
absorbed Western theories and have not gone beyond the Western abstract
thinking. If we fail to transcend it, we will always live inside its
provisions. In the face of specific art works, if artists and critics are
bound by Western theory without attention to its local context, it will
inevitably lead to the failure of critical discourse. In this case, in
view of the principle of respecting art works, critics would prefer aphasia
over blindly simplifying or mystifying the works. Treating multiple
tendencies of modern calligraphy with the ambiguous ways in the past,
critics unable to decode its internal structure are left with blind
sycophancy. The simplified or even crude way will engender a lot of
problems. The simplified way often delineates a clear demarcation line.
The “black-or-white” concept towards local art is not proper for local
art, especially for the modern transformation of calligraphy. The
mystifying means will shroud art works in a mysterious veil. Modernization
of calligraphy discourse is not possible without solving the problem.
China has a complex and special art environment as it passively completes
some post—modern art rebellion when it is on the road of passive
modernization. Some post—modern elements have gone beyond the modernist
context. Such a special environment in China results in highly diverse art
works of different levels, causing tremendous difficulties to critics.
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5. 2.2 Language Media Defects

Language can only approach art truth in “micro—expressions”
constituting each work of art infinitely, but they will never be absolutely
equivalent. The meaning of each word is alternatively expressed through
a combination of other words and characters, and the meaning of these words
superimposed together is also explained by other words. Language thus
forms an infinite self-contained interpretation loop. This nature makes
language development and man’ s learning and communication possible.
Development of anything has its two sides. The self—-contained
interpretation nature of language is no exception. Under certain
circumstances, the self-contained nature also becomes its fatal flaw as
no description or explanation can perfectly convey its object.

In addition, the meaning of each word plays its sociological
significance in a specific cultural background and specific ethnic context.
Once foreign culture and artistic concepts enter into and intertwine with
local ideologies, the flaw is also potentially amplified. Local art
developed out of Chinese local art does not have a sound theoretical basis.
Therefore, the reviews about them are at a distinct disadvantage. When
language is used as artistic criticism discourse, it becomes a dual media
(for works and public speaking). Combined with the emergence of new things,
to use empirical discourse systems to describe and review works are more
difficult.

5.2.3 Visual Psychology and Visual Value

Lipps proposed the “empathy” theory out of opposition against
ordered artificial sequence. In aesthetic activity the aesthetic object
and reasons for aesthetic enjoyment do not originate from the object, but
the self and people’ s internal psychological activities. These
activities wrap people in audience’ s sense of joy, vitality and aesthetic
activities. Aestheticactivity is to shift these internal activities into
the object, and to personify objects, which lead to aesthetic enjoyment.
Thus, in aesthetic reflections, people are not appreciating the works but
themselves [9]. The “Chugan” series at this stage extracts the writing
nature of calligraphy from the history of calligraphy and after calm
contemplation; Zhang combines it with abstract art. The background of the
birth of “Chugan” series is extremely complex.  “Chugan” series brings
novel visual effect. Critics, including audience, in the face of the
object in the works, find it difficult to connect aesthetic objects with
internal psychological activity — meaning empathy caesura. Losing the
personified reflection of aesthetic objects, people are unable to assess
“Chugan” series with descriptive and explanatory language. Therefore,
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people jokingly called it “Scattered Chicken Feathers (also the name of
a famous novel by Liu Zhenyun)” .

The development of painting is closely related with the development
of human visual perception. Visual perception and psychology are closely
related. Our thinking only runs in the abstract world of sports, and hence
concept is dissociated with consciousness. So we hear people say: “Our
eyes are being degraded to tools to purely measure and identify things.
There are less concepts that can be expressed in images and the ability
to find meaning from the appearance of things is lost.” As critic Wang
Xiaojian said: “I do not deny the disadvantage of non-figurative art as
to theoretical and criticism support, because it actually creates a

‘visual value’ 1in service of eyeballs. The general audience can hardly
understand it and critics find it difficult in association with sociology
contact and interpretation (the same with music purely in service of
hearing perception). This is probably why abstract art lacks momentum
after its fatal blow over the Renaissance tradition of realism. ” “Visual
value” 1is the decisive factor differentiating one work from others.
Visual value of figurative works corresponds with objects in our visual
experience, but visual value of non—figurative works corresponds with just
the work itself, failing to connect with any actual thing in our visual
experience. So, when visual value is corresponded with things we
experienced, we will be able to understand, appreciate or criticize works
based on our view of things through the medium of language, including
conceptual and technical levels. When visual value turns to a pure visual
structure, the experimental loses the ability to read works, and we cannot
judge the level of the creation. Value of pure visual sense is difficult
for verbal statements. In non—figurative areas, traditional description
and evaluation discourse are mostly invalid. Positive or negative
indirect value of language media also will lapse, resulting in a massive
criticism difficulty.

5.3 Summary

Different from Western rational tradition, China has its own
“writing” tradition and a perfect aesthetic system derived from the
writing tradition. Further development of this aesthetic system (the
presence of Chinese thinking in contemporary times and international
context) need something that is born in the Chinese experience but also
applies to the Western aesthetics. Zhang Xiaogang once said, “Artists
dream” - they dream subconsciously in the absence of reason. “Critics
interpret dreams” - but critics must not subconsciously interpret dreams.
The problem now is that artists have created international works starting
from their own experience in China, but the corresponding critical
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discourse is yet to be born.

Chapter 6 Conclusion and Prospect
6.1 Main Conclusions

The End of Art quoted the following words: “Art is dead. The existing
art movement is definitely not a sign of vitality; nor is it painful struggle
before death; it is a mechanical reaction when corpse suffered electrical
shock” - Marius de Zayas, Sunset [10]. Wang Yuechuan (£ ¥%)I|) wrote in
his Contemporary Western Literary Theory Latest Textbook: “In this
post—modern era advocating plurality, fashion and materialism have been
or are shaping the identical mentality of mankind. ” Diverse artistic view,
writing and interpretation in fact are dissolving the central, and the “new
consensus” towards the “edge” . [11] These two passages above refute
the value of post—-modern art from a critical perspective. The former
believes that art is dead, and post-modern art is just corpse’ s mechanical
response to electrical shock. The latter believes that when post—-modern
art advocates plurality, it is actually shaping the largest ever identical
human mentality. However, the two expositions are valid assuming the West
has completed its art course. It can be said that they only apply to
countries in the West that have a complete history of art. In the context
of local China, art is facing confrontation between classical Chinese and
modern Western. The modern and postmodern are intertwined in artistic
process in China. In the special art ecology, modern transformation local
art, although difficult, is still vibrant and full of possibilities,
especially in calligraphy’ s modern transformation. If Chinese
calligraphy continues to hesitate in traditional areas, it will once again
lose an internationalization opportunity. However perfect it is, it
remains a “local art” .

Therefore, we must fully respect valuable experimental art works in
the particular context of China. As Confucius said, as long as we have
the mentality, we have taken the first step (Confucius said: “Is
benevolence so far away? As long as I sincerely practice benevolence, it
will benear.” ). Socritics shall not have mercy on those pseudo—artistic
works and they shall not easily accuse valuable or even “experimental”
works. Based on analyzing Zhang Dawo’ s art road, the paper draws
conclusions as follows:

First, in—depth study of traditional Chinese calligraphy and accurate
understanding of the spirit of Chinese culture, as well as acquirement of
“capabilities beyond calligraphy” - Japanese modernist calligraphy and
abstract art, constitute necessary conditions to achieve modernization of
China’s local art.
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Secondly, in this post—-modern era of deconstruction and
reconstruction, Chinese calligraphy must abandon the concept of
“essentialism” and penetrate new ideas into material to fully tap the
expressive power of brush and stroke. By dissolving identifiability of
Chinese characters, extracting the form factor of strokes from calligraphy
and placing strokes in its proper place in artistic expression, combined
with the abstraction, Zhang’ s works ultimately achieve rebellion in the
sense of art ontology. This is an effective way worthy of study and
learning.

Finally, modernization of calligraphy not only needs the creativity
of artists, but also priori theoretical and academic support, as well as
updated and accurate critical discourse.

6. 2 Future Research

Each of us is living in our own world of experience, but driven by
the instinctive innovation desire, many moments breaking common sense
appear in our life, though sometimes like fleeting flash. Modernization
of Chinese calligraphy faces many difficulties, and I sincerely hope
artists committed to modern transformation of calligraphy can fully tap
their creative potential. I also hope theory of modern Chinese
calligraphy and critical discourse can be perfected to theoretically
bolster the modern transformation of calligraphy practice.

Modern transformation of Chinese calligraphy still lingers in the
beginning stage. Although facing many problems, I believe that the modern
transformation of Chinese calligraphy will have a bright future.
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