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INTRODUCTION
Alan Yeung

A painted rock bleeds as living flesh across sheets of paper. A quivering line
gives form to the nuances of meditative experience. The veiled light of an
icon radiates through the near-instantaneous marks by a pilgrim’s hand. The
group exhibition Luminous Shadows explores spirituality and transcendence
in the sensory engagement with the material world. Each of the eight
participating artists calls attention to the embodied experience of space and
time, recuperating dimensions of art repressed by a modern aesthetics of
detached contemplation. The work of art is here ritualized anew as a vehicle
for salvation and awakening, a self-conscious theatrical illusion, a sensuous
body of pleasure and pain, and an object of pious devotion and yearning.

Organized as a series of shrine-like enclosures, Luminous Shadows is inspired by
the cave as a primordial site of image-making and beholding. At once concrete
and ethereal, the cave both heightens interiority and encourages dream-like
wanderings into worlds beyond. It is an archetypal space of the Buddhist icon:
Shakyamuni once miraculously imprinted his own “shadow image” in a cliff-
side grotto. Radiant and reflective like a mirror from afar, this image would
disappear into the blank rocky surface upon approach. Encompassing rubbing,
wall painting, soundscape, and manipulations of perspective and light, the
works in Luminous Shadows draw on the physical, sensorial, and conceptual
ambiguities of the cave.

Hung Fai (b. 1989, Hong Kong) ritually enacts and dissolves the violence of
patriarchal authority in his laborious stippling of a rock painted by his father.
LiJin (b. 1958, Tianjin) reproduces a Dunhuang mural depicting compassionate
self-sacrifice, expressing his own piety through utmost faithfulness to its
weathered surface and faded pigments. The pilgrim-painter Hung Keung (b.
1970, Kunming) captures his fleeting encounters with enshrined icons with
ink-stained fingers. Here presented as an immersive installation, Michael
Cherney’s (b. 1969, New York) photographs reconstruct auratic ruins of
Buddhist grottos through the material artifacts of film and xuan paper.

In Jennifer Wen Ma’s (b. 1970, Beijing) installation, light and glass repeatedly
coalesce into an illusionary landscape before dissolving in a reflective ink
pool. Cindy Ng’s (b. 1966, Macau) video presents a theater of liquid traces,
inviting and frustrating the desire for narrative and character. A shamanistic
connoisseur of archaic stone and jade artifacts, Huang Zhiyang (b. 1965,
Taipei) channels in painting and sculpture their mystical energies. Inspired by
the landscape and religiosity of Tibet, Li Huasheng’s (b. 1944, Yibin, Sichuan)
vast hand-drawn grids and lines oscillate between surface and depth, the
infinite and the infinitesimal.

Accompanied by video and material documentation of the artists’ processes,
Luminous Shadows presses on the question of agency and medium at the
heart of the Shadow Cave lore. Does the power of images derive from the
object of representation, material constitution, spatial and ritual contexts, or
the devotion of the maker or beholder? Or is it precisely the indeterminate
oscillation between them?
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Michael Cherney
m=E

b.1969, New York 404

MERETFE
Michael Cherney in his studio process
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After relocating to Beijing in 1991, Michael Cherney took up photography and
calligraphy as a means to engage with China’s vast geography and history.
Through his photographic journeys Cherney has become intimately familiar with
classical landscape paintings, which in turn attune him to the tensions between
the singular and the sublime, historical ideals and contemporary realities. His
compositions often closely resemble classical paintings but contain details that
betray their nature as contemporary photographs.

Shadow Curtains #1 presents a view of the ceiling of the sixth-century “Lotus-
Flower Cave” at the Longmen grotto site. Shadow Curtains #2 pictures a cluster
of much smaller Tang-dynasty niches situated across the Yi River. The cropped
frames and triptych format, as well as the textures and artifacts of black-
and-white film, digital processing, and xuan paper echo and emphasize the
semi-ruinous state of the shrines. Cherney’s carefully-calibrated mediations
reconstruct the aura of the Buddhist icons by compressing and abstracting their
histories of human destruction and natural decay.

Cherney’s work is in the collections of the Metropolitan Museum of Art, Cleveland
Museum of Art, Getty Research Institute, and the university museums of Harvard
and Princeton.
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Shadow Curtains #2 (Longmen)

=g #2 (ki)

2007 | Photography on xuan paper #87887K | 390 x 321¢cm
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Shadow Curtains #1 (Longmen)

=g #1 (ki)

2007 | Photography on xuan paper #52887K | 390 x 309 cm
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Isolated Shadows #1

s #1

2007 | Photography on xuan paper E&%

2R |58 x57cm
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Isolated Shadows #g

e =24
maess #5
2009 | Photography on xuan paper
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| 58.5x93cm
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Isolated Shadows #5g

MR #5
Detail 3B




26

H

Huang Zhiyang
=

b.1965, Taipei &1t
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Huang Zhiyang in his studio
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Huang Zhiyang is a connoisseur of ancient Chinese bronzes and jades, which
suffuse his studio and living spaces, and channels their mystical energies through
himself as a kind of shamanistic medium. In the Three Marks series (whose
Chinese title means literally “the appearance of a thousand spirits”), he paints in
a ritualized repertoire of actions, joining every three strokes together into a “spirit”
that takes a tapered form reminiscent of a sperm and a mandorla. The paintings
comprise of a base of blue or green—the color of the heavens—over which

grey and black layers are added. Over weeks or even months, Huang sustains an
elaborate process of entering the composition, retreating, and circling around it
to gain an overview as if playing a game of chess with himself. The composition
thus becomes a kind of a labyrinthine mind map.

By the artist’s own account, the triplet form of the spirits alludes to the notion in
the Daodejing that “three beget the myriad things,” and each is a yin-yang dipole
embodying the fundamental phases of all being and matter. By varying in density
and orientation, the spirits can form metallic or crystalline structures, indicate
the movement and flow of energy, and allude to the landscapes and animals of
classical ink paintings. Like the paintings, Huang's white marble sculptures in

the Possessing Numerous Peaks series vary between landscape and biomorphic
imagery and between energy and matter, their parallel grooves at once attracting
and dispersing visual attention and physical contact. The circulation between
form and formlessness in Huang's work recalls the artifacts in his collection.

Huang Zhiyang represented Taiwan at the 46th Venice Biennale and was featured
in a solo exhibition at the National Museum of China in 2014. His works are in
the collections of the Taipei Fine Arts Museum, the National Museum of China,
and the Yuz Foundation.

ZRARWFEIRETBER

Ajade bracelet produced in the Liangzhu Culture in the artist’s collection
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Three Marks 1701
FRE 1701

2017 | Ink and mineral pigments on silk 28 # ¥ 4845 | 160 x 140 cm
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Three Marks 1702
FRE 1702

2017 | Ink and mineral pigments on silk 22 # )

%5 | 140 x 160 cm
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Three Marks Mountain Spirit No.1307
FRE . LR 1307

2013 | Ink and mineral pigments on silk 28 3 ¥ 4845 | 200 x 240 cm

~
w

sww Suediyz Sueny

M v T e,
: e R Tl S
etz s i s gh e el S S G S
e M S = T =y 1 = T S = =i
| 2 A=t e LT UL ] LI D b B L ped e L S
L Bt PRt d WY Thoad 17T S L Bt IR P 1 B s e ] P Sl A |
S L et N I T T T N e T N N R O TR T T A A
=Ty === et T e e et e s I W T i
e N TSI L L T "...“ln"H* T by -
ML TRy 4ty o

ol DL e, L
s - Mgttt bt

LB

TTEE A el Ty gy T B A W L T T
L A T P e T AL LAl TN W R (T
B e U et T A M S S o LT [ o TR T, e T TP
- | Juitd S l" ! v - 1Ty i et oL LAY -
=t Tl S e e e R S L S T = e iy
L R et T P o LA P T A B L B T Bt LN ST e AT N
== Y Rkl [0l il BRI | Ve ' T 2 =10, ey LAl
A e e e e T e e T s A A T o I T T M T e g
ol EG Y S WS Sy L=t i ==
==ttt Sn =t ===k LMITTR=AL
= Lt =t e Tt L T ! e =T !
o 1L LA e AN T A Tl e AT e AN e Tt LR T
T = R S S DT AR T T e o
prtin e Ly Sty et =

il Bl | E -"...
e M TR e fl::ptl_.'_r:':*l'ﬁ.‘*i::f_ L s

e - - - - '_--

S M M o JRR SE e TTM MOl R L et O N
ik ...-lr"li"
Sy =ntne=thn S Sl Ty sy

=
-l o= - o= ""‘!'-ir-'-'--‘ = -.n-!-.--‘----"..“-t-r..-'- (1]
St ot Sl Y I S PR QA e T e e Tl i e o
T i) Y= ..'1,:!?”!,',"\'"1 St T A

- = = LIL AL ety —y e = = =
:.;;:—-_J-‘;‘L‘*:\'HL Endi=hiphi=spmnity==

~ gt f Bt o ] o A
2 R Sl et S et ST el T "‘T.';:!.'.."T:I."'
-'t - - el a e la=l == .'-- 'I--‘-I." -—— ’I-"-lt-r-- —r-rl-"""- --lr--' '



44

09

Three Marks No.1306
FRE . b5 1306

2013 | Ink and minera

I pigments on

silk 28 #¥I%2 4875 | 160 x 140 cm
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Possessing Numerous Peaks No. S-1221

FEFIE No. S—1221

2012 | Marble FBLEXEZ | 58 x 25 x 53 cm
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Hung Fai

RENE
b.1988, Hong Kong &8

HEIEBIMEIIARE Hung Fai’s process
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EEFETARCNEE . SWFESEN . BEMRR, LIRESRIWE 2B DRE,
NIRRT, liEE—EZnIEE.

i (EBES) R, RRIESBISFRARIFE. BTEMIOREENOISIEE
X, MARBLAMEE, EiIEEDIEIS T REBRIEM . RIBKHEA EmIA—ESHRT(E
FKER, FERRIPERIAYIR . MfE, MUAEBRRBREARIFZ BT NERNRE,
BAENEBL U —HIER, BERREGUBSHFERNEPNEMN. RRIEZESMAY
EEMITENREMDE, iET —5I8REE. ZRUENRES.

REIFROMFRRER M+ ERIBLINEBZERIENTE -

Hung Fai has had a fraught relationship with the ink painting tradition as the son
of the renowned landscape painter Hung Hoi, with whom he never studied. One
of Hung Fai’s formative childhood memories is surreptitiously adding a rock to
disrupt a painting by his father. After in working in other media for years, Hung
Fai he found his “voice”in ink in 2012 by adopting a deconstructive approach

of radical deskilling and an aesthetics of antagonism. He manifests as artistic
games and aesthetic forms otherwise invisible power relations, whether between
two artists, an artist and a medium, himself and the patriarchal tradition as
embodied by his own father, or the work and the viewer.

In the Transmission series, Hung Fai asks Hung Hoi for a painting in the viscous,
oil-based pigment of vermillion. Used as seal paste and rarely for painting,
vermillion symbolizes authority and impedes Hung Hoi'’s fluent brushwork. Hung
Fai places his father’s painting within a stack of xuan paper and soaks it with
water, causing the excess pigment to bleed. He then reproduces the original
brushwork through ritualistically stippling over it with an ordinary ball-point pen,
which he presses into the softened and translucent paper like a tattooing needle
into skin. By controlling the moisture of the paper and the force and speed of his
hand, Hung Fai generates a series of images that are mirrored and entwined in
both intimate caress and violent effacement.

Hung Fai’'s work is in the collections of M+ and the Hong Kong Museum of Art.
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Transmission XII (with Hung Hoi)

EBREEZZ2+_ (FEBS1E)

2017 | Ink and color on paper #EA7KE EE [ 180 x 96 cm x 8 panels
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Transmission XII (with Hung Hoi)

ERESZ2Z2+— (REBE1E)

Detail /558
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Transmission Xl (with Hung Hoi)

EBIESZzZ+= (BESE1E)

2017 | Ink and color on paper 47K & | 180 x 96 cm x 8 panels
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Transmission X!l (with Hung Hoi)

EBESZzZ+= (FEEE1E)

2017 | Ink and color on paper ZEA7KE EE [ 180 x 96 cm x 8 panels

ejduny



& led 8uny

re48uny &



~!
O

T
c
S
(0)¢]
-
L
RE
1%




12

Transmission X!l (with Hung Hoi)

EBIESZzZ+= (FESE1E)

Detail BB
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Hung Keung
AL

b.1970, Kunming 88

HEEAL RS
Hung Keung on a pilgrimage

HBRRERRMEAENZIEMMFmBIR T HE TH= 550N, 2016 &, {thfEd
BRI E e T < EDEEZHRMERRY, W TAMBERRTIE), BEIAFRIEMRES
RECERIIARINSAR, ARBIERAE, AEICA LIERA T HERRRIVESDR. 5
KRR NIRRT, AL T IX—IRSFIERAIOIES A,

(L) RIEBHEEN—AUBEID, ICRT EARREARES TR HHEINEE.

HIEREER S TR, MESERRR . BLETSEM—RIEsRERE, Bilsrhs
ADEHE. HREBEEESHEA . tETHIBGSMD. . (EHERIT TR,
MR TREZBRIPIARRL, ERHAIEESHEEIETANCIZZ BRITERIPAITE

HBIMEEBUBEAZHE, HELTWRZARENERFTELS . MAFmEEEZARIE
R EU B S AR o

Hung Keung is best known for interactive multimedia works that draw from
Buddhist concepts of time, space, and personhood. In 2015, he had a powerful
encounter with an ancient Buddhist sculptural icon in Bodh Gaya, India—the
site of the Buddha’s awakening. Compelled by its sense of living and breathing
presence, he spent a long time touching its body and drapery with his own
hand. Afterwards he recorded this experience by quickly rubbing his ink-stained
fingers directly on paper. Drawn by its immediacy as a documentary form, Hung
has since developed this practice of finger painting in parallel with a deepening
spiritual devotion and pilgrimages to sacred sites.

The leaves in the Catharsis series are extracted from a single notebook that
documents Hung's experiences with enshrined icons in different monasteries

in Tibet. At once visual, haptic, and meditative, they have more in common with
Western figurative sketching and the “apparition paintings” associated with

Chan Buddhism than with the classical tradition of finger painting exemplified
by the early-Qing painter Gao Qipei. As the icons’ identities, scale, and ritual
contexts fade into obscurity, they retain a sense of sculptural tactility through the
impressions and traces of the artist’'s hand, balanced delicately between living
presence and fleeting memory.

A professor at the Education University of Hong Kong with a doctoral degree in
art practice and classical Chinese philosophy, Hung's work is in the collection of
the Hong Kong Museum of Art, among others.
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Catharsis
=1

2016 | Ink on paper A 7KEE [ 18.5 X 15cm
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Catharsis
=1 4

2016 | Ink on paper A 7KEE [ 18.5 X 15cm
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Catharsis
=1

2016 | Ink on paper A 7KEE [ 18.5 X 15cm
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2016 | Ink on paper A 7KEE [ 18.5 X 15cm
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Li Huasheng

zZ
Y
b.1944,Yibin, Sichuan PUJI|HE

FHEETFE
Li Huasheng in his studio
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In the late 1980’s, after an exhibition tour in the United States, Li Huasheng
turned away from his career as one of China’s foremost traditional landscape
painters to become a reclusive sojourner in the Himalayas. Over the next decade,
he developed the radical practice of hand-limning vast grids in a meditative
state. Applied with a pliant brush, his lines render with utmost sensitivity

the momentary changes in his mind and body. They distill the materials and
processes of ink painting to their bare essences, and both pain and animate the
artist for being always poised on the knife-edge of failure.

From a distance, Li's grids come across as sublime and enveloping vistas, the
subtle variation in the density and thickness of their lines creating an illusionary
sense of depth, oscillation, and even color. At close inspection, the grids yield

an infinitude of linear and textural nuances. At the same time as Li was
experimenting with the grid, he was also deconstructing it. 0342 consists in

fact of tiny dots, which mark time in negative space and index different kinds

of gesture and mental concentration than lines. In the energetic, ink-heavy
brushwork of 0601, Li returns halfway to the representation of a landscape. Here
the paper ground itself gains a topography, its crumpled surface preserved during
the mounting process. Li's paintings attune us to the abstract formal qualities
of Tibet’s snowy highlands, which he photographed on a solitary journey in the
winter of 2004.

Li Huasheng's work is collected by the National Art Museum of China, the
Metropolitan Museum of Art, the British Museum, the Art Institute of Chicago,
the Shanghai Art Museum, the Guangdong Museum of Art, as well as the
museums at Harvard University, Yale University, the University of Washington,
and the University of Michigan.

2004 F2ZF, TR
Li Huasheng in Tibet, winter of 2004
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0601

2006 | Ink on paper 4EAIKEE | 144 x 365 cm
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LiHuasheng #heH

PRAIKER |123.5 x 248 cm

2010 | Ink on paper
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2010 | Ink on paper 4EA7KEE | 89 x 156 cm
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0342

2010 | Ink on paper ZEAIKEE | 149 x 366 cm
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041001

2004 | Photography #857 | 50 x 100 cm
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041002

2004 | Photography #857 | 50 x 100 cm
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041003

2004 | Photography Bg7

| 50 x100 cm
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041004

2004 | Photography #882 | 50 x 100 cm
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L LiJin
=
b.1958, Tianjin X

1981 &, FEENERHEE
LiJinand classmates in Dunhuang, 1981

FRURREE . eXBEmEHhEeES AR, tAERTEEEMR, HhAY
ARYREEEREE AP SHSNRBHIERERNER, EESTEEERAINE.
BXIPIREZIAIEREERTNR, IRTBPAEERIGEHEUSTR . XFURE(h 1984 501990 &

PURIRETDE . £ 2R EA0EFR, REESBRI, MASHRASEE BT .

19815, FEMFRIHENHBESE, KRS 264 BRISBERAENFRFINS .
EXNMREDR, BENRIER—EF, ESERT —RUERMIIEGNE . =2k
BEFRETHNE, FRIGRTEBME, EELENEERENBAREIMET, LL
BHo Rl EeFEERIE LR EE, MKREBEARSE 1500 FHIHEEE

X—RUFIRT R ERUSHIICI T . (b 1088 FEKRE:, ZRAMFRIFE
BRRAMFESHERZERKD . FORRERRCE, 71993, 94 FZERIAME

DIRIAIRCEDE, . IREIEZ. TAENAISEESSW T IRIK, BEmismARIMLIZ M EAYFE .,

EEHINERASEAGFRT, FRUFIET MRS, YEEGURORS
PRIRRPREEB RS HPAIFRE .

FEAMFRMFEEAE . IWEWMSEARIE., MIRESEAE . FEZARIESTUIRN N AL .
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Li Jin is best known for his colorful depictions of urban consumption and sensory
pleasures. Often autobiographical and featuring self-portraits, they suggest
playful selff-amusement and ironic distance, and are tinged with the melancholy
of solitude and the unreality of a dream. This underlying ambivalence towards
sensory experience is rooted in a lifelong Buddhist inclination, which led to
extended self-exiles in Tibet in 1984-5 and 1990 and becomes more explicit in a
recent resurgence of religious iconography in his practice.

In 1981, Li Jin took a class trip to the Buddhist grotto complex of Dunhuang. He
was deeply drawn to the mural in cave 254 at Mogao depicting Prince Sattva

(the Buddha in a past life) feeding himself to a starving tigress and her cubs.
Working in situ for two months, Li replicated in meticulous detail not only the
painting’s composition but also its surface erosions and faded colors. With this act
of devotion of his own, he paid homage to the painting’s theme, its anonymous
creator, and its survival for more than 1,500 years. The Dunhuang episode
anticipates Li's transformative witnessing of a sky burial in 1988, as well as his
artistic engagements with the tension between corporeality and spirituality. His
figure paintings from 1993-4, painted shortly his second Tibet sojourn, dissolve the
body with attenuated outlines, heavy wash, and printed or rubbed textures that
denote an inner presence and an alternative reality. Li seems to arrive at a new
resolution in his recent freehand monochrome paintings of large-scale figures,
which persistently veer towards self-portraiture and convey the subtleties of
mental and physical being with equal finesse.

LiJin's works are in such collections as the National Art Museum of China;
Museum of Fine Arts, Boston; Seattle Art Museum; and Hong Kong Museum of Art.

1981 %, FEHEES 254 BInE (25REL)
Li Jin copying The Hungry Tigress in cave 254 at Mogao, 1981
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The Hungry Tigress
HBER

1982 | Gouache on Korean paper (mounted as hanging scroll)
7K# TSAR4E FE4 | 161.7 X 113.5.cm
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*In the collection of the Tianjin Academy of Fine Art
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Detail 58
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Words of Awakening
#HiE

1993 | Ink and color on paper 4EA KR £ | 140 x 70 cm
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Words of Awakening
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1993 | Ink on paper #EAKEE | 140 x 70 cm
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Man in Lotus

fHA

2017 | Ink on paper #EAKEE [ 138 x 69 cm
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2017 | Ink on paper &4 7KEE | 140 x 70 cm
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Morning Practice in California

AN RIR

2017 | Ink on paper 4EAIKEE | 35 x 35 cm
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Morning Practice in California

AN =R

2017 | Ink on paper 4EAIKEE | 35 x 35 cm
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Morning Practice in California
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Jennifer Wen Ma
g%

b.1973, Beijing 3=

(=) ~ieRes, EEMAFERE, 2016
Molar, Cass Sculpture Foundation, West Sussex, UK, 2016
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R TEYAERS, ENAFRPRSER, BREETEE 7 BEFA.
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In Seeing Mountain as Mountain, Jennifer Wen Ma suspends lights and some 50
pieces of glass in a cloud-like formation, creating a dynamic illusion of reflections,
refractions, and shadows across the room. A square ink pool underneath
functions as a liquid mirror in which the glass coalesces into an otherworldly
landscape, evoking the scenography of a traditional Chinese garden. But the
illusion is periodically disturbed by the sound and ripples caused by a water
droplet, reminding us of the fickleness of perception. Above, the mechanism

of wires, electronics, water reservoir,and metal scaffolding are open to view.
The installation’s imagery of mirror and water draws on perennial Buddhist
metaphors for the illusory nature of the phenomenal world, and its title refers
to stages of awakening described in Chan. It plays on the oscillation between
absorption and self-awareness, enchantment and disenchantment thatis a
frequent theme in Ma’s work.

Ma is the director and visual designer of Paradise Interrupted, an installation
opera inspired by Tang Xianzu’s Peony Pavilion and John Milton’s Paradise Lost.

It has been performed at the Lincoln Center and Asia Society, New York. She

was on the core creative team for the 2008 Beijing Olympics, which fostered a
reengagement with the ink tradition. As an installation artist, she is best known
for her ink-coated live plants, on which ink functions ambivalently to obscure and
reveal as it does here.

Ma’s public commissioned installations and projects have appeared at the
Cass Sculpture Foundation; Market Square, Philadelphia; Vancouver Art Gallery;
Nonuments, Washington, D.C;; Ullens Center for Contemporary Art, Beijing;
Guggenheim Museum, New York; and the Qatar Museums, Doha.

ShREdiE

Jennifer Wen Ma installing Seeing Mountain as Mountain
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Seeing Mountain As Mountain

=
eIl
2017 | Hand-crafted glass, lights, ink, pool, infrared sensor, sound system
FERIE. JT. 2. b, IIMERRE. BMRS | 240 X 240X 500 cm
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Cindy Ng

Ih*

b.1966, Macau &7

el (urss
Cindy Ng's process

RORLRAE RN RAD LR, ER. B LS nsiNFEEn AR IR
PARIE ., ETRFNNESE, thS—(UESSERLRESIFRI. IS “BARIR” .
EMREHEGE S, MEEEAATEEREEZ—. TSRS, WERAMR
RTIEHFEEZ BHMUPRR, URMRNEENE.

FE(EE) 1, WERFINTREFASEKIEEHE A ER . SHIRAETIIVARRFN
REPEEHFENELHR, UKRENTHSSER, ERE—RHMR—F. &Y
BRABANBERHMIRTTRE, FNZETNERE—RELTE, TR
Big— %%%EEEED/ BHmR, SIMENERETRAIZ2RNAE. SESEE. T35
IS TR SEMAER, XEMIGIEER YRR .

RPEIFRKETZSEEANE. |

i

JZAREIIE. RS BEARESHIENTE .

Cindy Ng stages live performances with liquid light, using techniques honed by
years of experience capturing the movement of ink directly on paper or canvas.
For over a decade, she participated in an experimental form of improvisational,
non-narrative, gesture-based theater, initially only providing the background
video for the performers on stage and ultimately becoming one of them herself.
The tension between control and giving up control remains salient in her work,
and she continues to embrace the cathartic potential of theater.

In Sea of Flowers, she manipulates the flow of ink and pigments suspended in
milk. Diffusing and interfusing, the liquids create a range of chromatic effects
and leave behind coagulated particles and trails, all of which are ultimately
flushed away. The accompanying soundscape of a synthesized hum and jolting
percussive sounds does not resolve into a harmony or melody. Drifting into one
incomplete scene after another, the liquid traces both invite and resist our desire
for narrative, character, and emotional identification. By turns they immerse us in
sublime imagery and render us captive witnesses of the sheer passage of time.

Ng's work is in the collections of the Taiwan Museum of Art, Macau Art Museum,
and Today Art Museum, Beijing, among others.emotional identification. By

turns, they immerse us in a pleasing or even transcendent illusion and render us
helpless witnesses of the sheer passage of time.

1

vl
O

sy SN Apuid



(o))

WS SN Apuid

0]

RPHEHIKE(Em
An early ink painting by Cindy Ng

ROESSHAEREIS
Experimental theater in which Cindy Ng participated
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Sea of Flowers

tig

2017 | Video 4 | 13'30"
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Sea of Flowers
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Detail B8
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Sea of Flowers
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Detail B8
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Light6224

¥ 6224

2016 | Digital painting #1#3 43 | 60 x 60cm
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Red4638
4T 4638

2016 | Digital painting ##3 43 | 60 x 60cm
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