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KANG CHUNHUI
The Artist

Kang Chunhui (b. 1982, Urumchi, Xinjiang) graduated with her MFA from Seoul
National University in 2010 focusing on video art. In 2006, she went to the Kizil Grottos
(4th to 8th Centuries) near her hometown of Urumchi to study the early Buddhist
mural paintings. The painting materials, technique, style and subject matter of the Kizil
Grottos is highly syncretic reflecting Central Asian—Kuchan, Gandharan and Persian—
origins and reflecting contemporaneous artistic exchange with Byzantine Europe and
historical influence from both India and classical Greece. Kang Chunhui’s current
artistic practice reinterprets this Central Asia religious painting language within the
historical, cultural and sociological context of Xinjiang today.

Kang Chunhui has exhibited at the Xinjiang Art Museum, Urumgqi (2023), Wuhan Art
Museum, Wuhan (2022), Jiangsu Museum of Modern Art, Nanjing (2021), Drum Tower
and Bell Tower of Beijing, Beijing (2021), Zhejiang Art Museum, Hangzhou (2020),
Chengdu Museum, Chengdu (2019), The Royal Society of British Artists, London (2018),
Today Art Museum, Beijing (2017), University of Sydney Art Gallery, Sydney (2017),
University of Hong Kong Museum and Art Gallery, Hong Kong (2016). Her works have
been collected by the Art Institute of Chicago, Chicago, Wuhan Art Museum, Wuhan,
Akita Museum of Art, Akita, Guardian Art Center, Bejing, Taikang Group, Beijing, and
the Center for Contemporary Asian Art, Sydney.
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NATALINE COLONNELLO
The Curator

With over 20 years of experience in China and a background in sinology and
contemporary art, Nataline Colonnello works as a museum and institution consultant
and curator. She has extensive expertise in various media, including photography, film,
performance, multimedia installation, and contemporary ink painting, with a particular
focus on historical and cross-disciplinary research, new technologies, neuroaesthetics,
and scientific applications in the arts.

Over the past two decades, Colonnello has led both commercial galleries and not-for-
profit institutions through key transitions, including startups, mergers, and relaunches.
She has worked as the director of European, American, and Asian organizations, such as
Galerie Urs Meile, INKstudio, and Three Shadows Photography Art Centre, one of the
leading photography institutions in China. More recently, she served as the Exhibition
Director of Gallery Weekend Beijing, one of the main annual cultural events in the
capital.

Over the years, she has collaborated with a diverse array of esteemed international
institutions and cultural events, including Tate, LACMA, Hamburger Bahnhof, Nieuwe
Intituut, Brooklyn Museum, M+, Istanbul Modern, Kunstmuseum Bern, UCCA Center
for Contemporary Art, CAFA, Goethe Institut, Pro Helvetia, Instituto Cervantes,
Documenta, La Biennale di Venezia, Les Rencontres D’Arles, and Asia Contemporary
Art Week (ACAW).

She has worked with a diverse array of multigenerational artists whose practices
encompass various media and conceptual approaches. Notable artists include Ai
Weiwei, Antoni Muntadas, Bingyi, He Yunchang, Lawrence Lek, Li Huasheng, Not
Vital, Qiu Shihua, Juergen Staack, Johanna Reich, Wang Dongling, Wang Tuo, Wang
Xingwei, Wim Delvoye, Xie Nanxing, Zhang Enli, and Zheng Chongbin, among others.

CURATORIAL PRACTICE Colonnello’s curatorial practice offers a profound exploration
of contemporary themes through a series of impactful exhibitions. Her recent

group show “Liminal Stages: Explorations on Perception, Existence, and Techno-
consciousness” at Wind H Art Center (2024), examines the complex relationship
between humans and machines, highlighting how technological advancements reshape
our perceptions of existence and identity. This exhibition encourages viewers to engage
with the transitional spaces created by technology, prompting reflection on how these
interactions redefine human experience.

In addition to curating Kang Chunhui’s international debut solo exhibition,
“Observing My Distant Self: Kang Chunhui” (2024), Colonnello has curated significant
past exhibitions at INKstudio. “He Yunchang: Water Forming Stone” (2016) was a
documentary and performative solo exhibition that examined the fluidity of identity
through the metaphor of water, emphasizing transformation and resilience. During
Asia Contemporary Art Week 2015, she curated “Wang Dongling: The Heart Sutra”,

a calligraphic performance held at the Brooklyn Museum on November 7, 2015. Her
collaboration with Dr. Britta Erickson on two group exhibitions—“Ink and the Body:
Ink and Phenomenology Exhibition No.1” (2014) and “Ink and the Mind: Ink and
Phenomenology Exhibition No.2” (2016)—investigated the deep connections between
ink painting, the human body, cognition, emotion, and memory. These exhibitions
collectively underscore Colonnello’s commitment to fostering dialogue around complex
themes of existence, perception, and cultural identity through diverse artistic practices.

TALKS AND EVENTS Colonnello actively cultivates cross-cultural, multidisciplinary
dialogues through a variety of curated talks, conferences, and panels that bring together
experts from art, culture, technology, women’s empowerment, and the sciences. These
dynamic forums foster innovative collaborations and advance discourse across cultural
and academic boundaries. Since 2024, she has been collaborating with the Embassy of
the Kingdom of the Netherlands in Beijing to establish Cultural Crossings, an interactive
platform featuring a series of five interdisciplinary events and accompanying
exhibitions. Bringing together artists, academics, and professionals from China and

the Netherlands, the initiative fosters open dialogue, inspires diverse perspectives, and
drives innovative ideas on global challenges. The inaugural event, “Imagining New
Relationships with Nature—From Conservation to Collaboration: How to Make it
Real?” (2024), aligned with critical discussions at Biodiversity COP16 in Colombia

and Climate COP29, emphasizing shared commitments to sustainability, biodiversity,
creativity, and international cooperation.

Among other notable projects is “Beyond the Screen: Merging Al, Video, and Artistic



Visions” at Goethe-Institut Beijing (2024), which delved into the intriguing intersection
of artificial intelligence and visual art. Another significant initiative was the 2021
“Women in Tech and Culture: Digital Explorations from China and Germany” event at
the German Embassy in Beijing that focused on women’s contributions in technology
and culture. Colonnello also curated “This is Me! A Series of Performative Talks by
Young Chinese Practitioners” at UCCA Center for Contemporary Art (2020), a thought-
provoking series featuring live lecture-performances that engaged audiences with
personal narratives and contemporary art practices. Additionally, she organized and
participated in the jury talk “The Mechanics of Photography Exhibitions: Research and
Collection Among Museums in the East and West” at Three Shadows Photography Art
Centre (2018). This event explored the complexities of photography exhibitions and
acquisition processes across diverse cultural contexts, fostering insightful discussions
among experts in the field.

ESSAYS AND INTERVIEWS As a seasoned art critic and editor, Nataline Colonnello has
made significant contributions to the field through her insightful essays and interviews,
which have been featured in a wide range of international magazines, exhibition
catalogues, and monographs. Her work includes historically significant publications
such as RongRong’s Diary: Beijing East Village (2019), Shanshui — Poetry Without Sound?
Landscape in Contemporary Chinese Art (2011), and Mahjong: Contemporary Chinese Art
from The Sigg Collection (2005). Colonnello’s critical essays on contemporary ink art
include Observing My Distant Self 73°40'E ~ 96°23'E 34°25'N ~ 48°10'N: Kang Chunhui’s
Journey to the Inner Land (2024), Telling Tales: Yang Jiechang’s Black and White Mustard
Seed Garden (Tale of the 11th Day) (2017), The Heart of the Mirror: He Yunchang’s Artistic
Practice From 1993 to 2016 (2016), and Li Huasheng: The Meditation Room (2016).

AWARD NOMINATOR Beyond her curatorial and writing endeavors, Colonnello has
played a pivotal role in the nomination, development, and organization of significant
art awards. She has served as a nominator for distinguished prizes, including the Falling
Walls Foundation Prize in the Science in the Arts category (2020), the C/O Berlin Talent
Award for New Documentary Strategies (2018), the Head On Photo Award (2018), and the
Prix YISHU 8- Chine (2018).
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OBSERVING MY DISTANT SELF: KANG CHUNHUI

Nataline Colonnello

PROLOGUE

“I found myself in a landscape reminiscent of the Western Regions, particularly the
ancient city Loulan that has long since vanished. I stood atop a hill, observing my

1,2

distant self—undeniably me—I turned to the setting sun.”

Almost like an enigmatic prophecy, this vivid childhood dreamscape had lingered in
the subconscious of contemporary ink painter and video artist Kang Chunhui for

over three decades. Then, in 2023, the moment arrived for her to revisit its mystique
with renewed urgency. A fragmented yet majestic sequence of frames—from her early,
oneiric preschool years—resurfaced with pristine visual and emotional intensity.> This
re-emergence coincided with a pivotal artistic juncture, compelling her to embark on a
return journey to her native Xinjiang from her Beijing studio, where she had lived since
2010.*

1, Kang Chunhui in an interview with the author in her Beijing studio, 27 April, 2024.

2, Loulan Kingdom, an ancient desert civilization situated along the Silk Road, was known by the 2nd century BCE for
its strategic location on the northeastern edge of the Lop Desert and its flourishing oasis culture. Conquered by the Han
Dynasty in 108 BCE, the city of Loulan was eventually abandoned due to desertification and nomadic incursions. Its ruins,
located in the desiccated Lop Nur basin, were rediscovered in the early 20th century by explorer Sven Hedin.

3, Between the ages of 3 and 5, children’s burgeoning language skills and emerging autobiographical memory enable
them to report dreams as brief, image-based fragments rather than full narratives—a shift that not only reflects how they
experience dreams but also how these early memories set the stage for later, more complex dream recall. See: Foulkes, D.
(1999). Children’s Dreaming. Routledge.

4, Neuroscience reveals that dreams signify a crucial shift in brain function. As we sleep, activity transitions from the
Executive Network to the Default Mode Network, turning focus inward. During REM sleep, an activated limbic system
forges novel synaptic connections, merging past experiences with new information. This process generates the visually rich,
emotionally charged narratives we call dreams—a potent wellspring of creative inspiration. See: Jandial, R., 2024. This Is Why
You Dream: What Your Sleeping Brain Reveals About Your Waking Life, London: Penguin Random House, pp. 11-99.

PART 1 — “OBSERVING MY DISTANT SELF”: A JOURNEY BACK TO THE ROOTS

“Observing My Distant Self 73°40'E~96°23'E 34°25'N~48°10'N” (2019-2023) is a
transformative multimedia artwork in which Kang Chunhui integrates her long-
dormant skills in video and public art with her established painting practice. Stemming
from the artist’s personal dream, the project unfolds as a metaphorical pilgrimage to the
Western Regions—an area she left behind at the age of eighteen, carrying with her the
cultural and educational influences that shaped her artistic and personal development.
This journey reflects her evolving appreciation of the region’s landscapes, artistic
heritage, and the confluence of diverse cultural traditions, a realization that deepened
only after her departure.

Used to hold a brush before she
was even able to write, Kang
Chunhui started learning painting
since a very young age. Under the
teachings of her painter father, she
soon became a well-trained gongbi
(or ‘meticulous style’) painter and
calligrapher’ At a defining moment
before entering the Academy of
Fine Arts, Kang Chunhui realized
she had exhausted the learning

potential of traditional painting
Figure 1 The artist Kang Chunhui working in the Kizil

Caves ERREEEIE S U/ REE techniques and felt a strong urge to

explore something entirely new.

This led her to enroll in the Art and Design College at Jiangnan University in Wuxi,
where she earned her BFA in 2004. In 2005, Kang moved to South Korea. In 2006, she
began working at the Kizil Grottoes Research Institute in Xinjiang, where she focused

on the restoration and reproduction of ancient murals, quickly establishing herself as an
authority on the application of the Kizil Caves’ visual system and color schemes. (Figure 1)

5. Gongbi ( T2 ), meaning “workmanlike brush,” is a meticulous and highly detailed style of traditional Chinese painting
known for its precise brushwork, fine lines, and layered color application. Historically associated with imperial court
painting, it emphasizes realism while maintaining the traditional Chinese artistic pursuit of capturing the subject’s inner
essence and elegance.



In 2007, Kang continued her academic education by enrolling in the College of Fine
Arts at Seoul National University, where she studied video art. Over the next two years,
she frequently traveled between Seoul and the Kucha region, home to the Kizil Grottos,
ultimately completing her master’s degree in 2010.

Xinjiang, historically known as the “Western Regions” ( Fiig};, Xiyu), has long been a
focal region for the intercultural exchange of culture, religion, and commerce. Sitting at
the northern edge of the Taklamakan Desert, it hosted powerful city-states like Kucha,
Khotan, and Kashgar, which emerged as vital nodes on the ancient Silk Road. These
cities played a vital role linking Eurasia, facilitating exchanges between regions like
Sogdiana, Bactria, the coastal China, the Iranian Plateau, and South Asia.

One of these was the Kingdom of Kucha, the Midwestern escort between Central Asia,
India, and China. The Kushan Empire (1st-2nd centuries CE) had a profound impact
on the region, and its reign nurtured an ethos of syncretism that combined aspects of
Indian, Hellenistic, and Central Asian cultures. An early example of this fusion is in the
Gandharan style of early Buddhist art, which blended Greek, Indian, and Persian artistic
motifs. ° (Figure 2)

Xinjiang’s pivotal role in the
spread of Buddhism is particularly
remarkable. Buddhist missionaries
traveling through the Tarim Basin
brought sacred texts and teachings
to China from the 2nd century
CE. The Kizil Caves, located in the
vicinity of Kucha and dating from
the 3rd century CE, are a vivid
manifestation of this exchange. The
caves house murals and sculptures

that reflect a dynamic fusion of
Figure 2 Ruins of the Subashi Buddhist Temple, Ancient

Gandharan, Central Asian, and Kingdom of Kucha 5@ EFS At

indigenous artistic traditions,

6, For more information about Gandharan art, see: https://www.britannica.com/art/Gandhara-art (Accessed: 15 February
2025). Another relevant source that provides a detailed study of the Kushan dynasty’s contributions to Gandharan art, with
a focus on the synthesis of Greco-Roman and Indian styles is: Rosenfield, John M. (1967). The Dynastic Arts of the Kushans.
University of California Press.

illustrating the region’s rich intercultural exchange. This blending of influences, shaped
by the area’s diverse ethnic composition, showcase a unique confluence of artistic and
spiritual traditions.

The spread of Buddhism through Xinjiang reflected not just a religious transformation,
but also an economic and cultural one. As a trading hub, it influenced local economies,
facilitated the exchange of luxury textiles and metals, and inspired artistic production.
Moreover, Xinjiang served as a major thoroughfare for the cross-border transportation
of pigments—organic and mineral alike—between India, Central Asia, and China.
These pigments also played a central role in colorful murals at Buddhist sites and
formed part of the characteristic features of Chinese Buddhist art. Among these, lapis
lazuli, imported from Afghanistan’s Badakhshan mines, was used to create deep blue
hues, signifying divine and celestial elements in Buddhist art. Red and yellow ochres,
made from local iron-rich minerals, offered warm, earthy tones, and cinnabar—also
known as “vermillion”—probably imported from China, provided brilliant reds. Green
pigments, like malachite, were imported from Central Asia or the Iranian Plateau, and
black inks, made from carbon and used for outlining and detailing, were either sourced
locally or imported along trade routes. The diversity of these pigments reflects the

Figure 3 Vault Ceiling of Cave 224, Kizil Caves S3URARESE 224 BETR
Figure 4 The artist Kang Chunhui selecting the lapis lazuli ZARRPkIESEAHH
Figure 5 The artist Kang Chunhui grinding pigments ZRSKIEEE}



vibrant cultural and economic exchanges that shaped artistic production in the region.”

(Figure 3, 4, 5)

The transmission of Buddhism in historical Xinjiang is further highlighted by the
journey of the Chinese monk Xuanzang in the 7th century CE. On his pilgrimage

for Buddhist texts to India, Xuanzang passed through Xinjiang, a region that, as
observed earlier, served as a critical link in East-West exchanges. His translations of
Buddhist scriptures from Sanskrit to Chinese were instrumental in the Sinicization of
Buddhism.’

Furthermore, the interaction between Buddhism and native philosophies such as
Daoism and Confucianism facilitated a unique fusion, leading to distinctive expressions
of Chinese Buddhism, such as Chan (Zen) and Pure Land. These syncretic currents are
well reflected in the Kizil Caves.’

It is within this geographical, socio-cultural and historical framework that Kang
Chunhui sets out for her trip back to Xinjiang for her project “Observing My Distant
Self 73°40'E~96°23'E 34°25'N~48°10'N.” Spanning eight significant locations, each
selected for its historical, sociological, symbolic, and artistic relevance, the journey
spans the Kumtag Desert, Lop Nur, Lake Bosten, the Tarim Poplar Forest, Kuga Old
Town, the Tianshan Grand Canyon, and the Kizilgaha Beacon, culminating at the Kizil
Caves. These sites serve as both physical and personal landmarks, with the first and final
locations carrying deep transformative significance for Kang’s artistic practice.

The Installation features eight synchronized 6'6" videos, each featuring one or two
pre-existing ink paintings from Kang’s eight distinct pictorial series. These works,
introduced into natural environments familiar to the artist, offer an intimate

7, For more information, see: Zhou, Z., Shen, L. and Zhang, H. (2021). The Wall Painting Techniques and Materials of Kizil
Grottoes. In: F. Kirino, ed., Conservation and Painting Techniques of Wall Paintings on the Ancient Silk Road. Singapore:
Springer, pp. 235-251.

8, See: Liu, X. (2020). The Travel Records of Chinese Pilgrims Faxian, Xuanzang, and Yijing: Sources for Cross-Cultural
Encounters Between Ancient China and Ancient India. The Association for Asian Studies. Available at. https://www.
asianstudies.org/publications/eaa/archives/the-travel-records-of-chinese-pilgrims-faxian-xuanzang-and-
cross-cultural-encounters-between-ancient-china-and-ancient-india/ (Accessed: 14 February 2025).

ijing-sources-for-

9, For an insight on the historical and philosophical interplay between Buddhist and Daoist thought in medieval China,
illustrating how this interaction shaped Chinese Buddhism, see: Sharf, Robert H. (2005). Coming to Terms with Chinese
Buddhism: A Reading of the Treasure Store Treatise. Honolulu: University of Hawaii Press. For an introduction about Pure Land
Buddhism see: Jones, C. B. and Payne, R. (2019). Chinese Pure Land Buddhism: Understanding a Tradition of Practice. Honolulu:
University of Hawaii Press.

re-engagement with her past, while also symbolizing the artist’s cyclical reflection on
boundaries—not as static limits, but as expansive realms of identity and experience.
Kang’s careful selection of locations, lighting, and paintings ensures that each scene
forms a cohesive and deliberate visual language. Each section also includes the
corresponding paintings that appear in the related video, deepening the connection
between the imagery and the setting on multiple levels. Accompanying the visuals

is text that, authored by Kang, narrates unique stories and reflections tied to each
location.”

To further enrich the installation, Kang incorporates materials sourced directly from
these sites, including sand, dried wood, rocks, and even a piece of naan, adding a tactile,
almost archaeological dimension to the work." Encased in display glass containers,
these materials function both as relics and documentation, elevating their role from
simple objects to carriers of memory and experience. The inclusion of these elements
links the viewer not only to the physicality of the materials but also to the spaces

and histories from which they derive. By presenting them in glass containers, Kang
transforms everyday items into artifacts, inviting a more profound reflection on time,
place, and cultural significance. The glass encasements serve as both a boundary and a
lens, fostering a personal, almost sacred connection between the viewer and the past—
one that transcends the surface appearance of the materials and encourages exploration
of their inherent stories and meanings.

Time is a central theme in this multimedia project, not as a linear force, but as a cyclical,
immersive experience. The videos are filmed in their entirety, without technical editing,
allowing the natural passage of time to unfold organically. This approach contrasts
with the modern tendency to accelerate or compress time, instead inviting viewers into
a slow-paced, meditative encounter with transformation. Similarly, Kang’s paintings
convey time not through motion, but as an embodied presence, prompting reflection
across temporal boundaries. Together, these videos and paintings engage time uniquely,
offering moments of stillness and introspection that challenge the rapid pace of
contemporary digital life.

10, For more detailed information, refer to the specific stories behind Kang Chunhui’s project “Observing My Distant Self
73°40'E~96°23'E 34°25'N~48°10'N” (2019-2023).

11, Naan is a traditional flatbread, baked in a tandoor, with deep cultural significance in South and Central Asia. In this

>
installation, a piece of naan from an ancient teahouse in Kucha—featured in the related video—reinforces the artwork’s
connection to Kang Chunhui’s regional heritage, where the bread remains integral to local cuisine and social life, often

enjoyed with tea.

19
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The Installation is imbued with the concept of il (ging ting), or “listening deeply,”
which refers to an attentive relationship with the surrounding environment.” As

the videos come to a halt, the space falls into complete silence, and as they restart,

the sounds from different places, gently interwoven, calmly fill the room. The layered
environmental sounds—wind, birdsong, and shifting sand—create a rich soundscape
that enhances the multisensory experience, engaging the viewer’s perception and
inviting them to listen attentively. This immersive engagement not only induces a state
of calm but also emphasizes the neurophysiological response to the work, evoking
profound tranquility and deepening the relationship between the self, nature, and the
external world. *

As both scenographer and director, Kang crafts the entire experience, offering a
contemplative journey that speaks to her ongoing exploration of self and the familiar/
unfamiliar. Through “Observing My Distant Self 73°40'E~96°23'E 34°25'N~48°10'N”,
Kang eloquently invites viewers to reflect on time, boundaries, and identity, while
navigating the tensions between tradition and innovation in her multidisciplinary

practice.

Serving as the starting point of Kang Chunhui’s artistic journey, the Kumtag Desert
symbolizes her exploration of geographical boundaries. Located near the city of
Shanshan, the desert and urban landscape have coexisted for millennia, shaped by
weather and topographic conditions that have allowed them to remain distinct yet in
harmony. Beyond the physical boundary between desert and city, Kang’s installation
section Kumtag Desert extends to visual and spiritual dimensions, engaging both the
tangible and intangible aspects of perception. This intersection of the physical and

12, In Kang Chunhui's art, the concept of ffilff (gingting, or “attentive listening”) is presented as a profound, multi-layered
process that transcends passive hearing. It unfolds in three stages—superficial listening, focused listening, and embodied
listening—with the latter representing an immersive state in which sound serves as a conduit for attuning both to the
natural world and to one’s inner being, thereby fostering a meditative connection to time and existence. This perspective
resonates with phenomenological philosopher Merleau-Ponty’s assertion that perception is inherently embodied and that the
body plays a central role in shaping our experience of the world (Merleau-Ponty, 2012). Similarly, Martine Huvenne (2019)
examines the dynamic interplay between the body and imagination in the act of listening, underscoring how an embodied
engagement with sound can transform our perceptual experience. References: Merleau-Ponty, M. (2012) Phenomenology

of Perception. Translated by D. A. Landes. Routledge. (Original work published 1945); and Huvenne, M. (2019) ‘Embodied
Listening: A Moving Dimension of Imagination’, in Grimshaw-Aagaard, M., Walther-Hansen, M. and Knakkergaard, M.
(eds.) The Oxford Handbook of Sound and Imagination. Vol. 1. Oxford: Oxford University Press, pp. 361-371.

13, This enveloping sonic experience activates the parasympathetic nervous system, inducing a meditative state and
heightening interoception. The result is a profound sense of tranquility, exemplifying the artwork’s masterful integration of
sensory stimuli and neurophysiological response. For more information on this topic, see: Magsamen, S., Ross. I. (2023). Your
Brain on Art. How the Arts Transform Us. New York: Penguin Random House.

metaphysical is embodied in the artist’s incorporation of a peony painting from her
“Sumeru Mountain” pictorial series (2018-ongoing), where it takes on a central role.
The title “Sumeru” originates from “a mustard seed containing Mount Sumeru,” she
explains, “which also encompasses ‘one flower, one world’, representing the macrocosm

within the microcosm”. **

Through this installation segment, Kang navigates these layered boundaries—both seen
and unseen—inviting contemplation on the nature of perception and the universe,
while reflecting the profound interconnectedness of all existence. The reference to
Mount Sumeru (Figure 6) invokes a fundamental philosophical concept derived from
Buddhist and Daoist thought,
emphasizing the interconnection
of the macrocosm and microcosm.
Mount Meru (Sanskrit/Pali: B )—
also known as Sumeru, Sineru, or
Mahameru—is venerated in Hindu,
Jain, and Buddhist cosmologies
as the center of all physical,
metaphysical, and spiritual
universes, symbolizing the vastness
of existence.” This concept
resonates with the Buddhist
teaching that the infinite can be
contained within the smallest
of objects, as exemplified in the
metaphor of the mustard seed, a
Figure 6 Mount Meru 53Rl key element in Buddhist teachings.
In the 6th Chapter of the
Vimalakirti Nirdesa Sutra (#4EEEISEFMRER - BN ), which discusses supernatural/
transcendent powers and inconceivable liberation, it is stated that “the bodhisattva
who lives in the inconceivable liberation can put the king of mountains, Sumeru,

14, Excerpt from Kang Chunhui’s written story on the Kumtag Desert section of “Observing My Distant Self 73°40'E~96°23'E
34°25'N~48°10'N” (2019-2023).

15, The fractal designs of Buddhist monuments like Angkor Wat (12nd century) and Borobudur (9th century) embody
Mount Sumeru’s spiritual symbolism, prefiguring Deleuze’s later philosophical work on the Fold in Baroque and Leibnizian
thought by a millennium.
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which is so high, so great, so noble, and so vast, into a mustard seed. He can perform
this feat without enlarging the mustard seed and without shrinking Mount Sumeru,”
underscoring the boundless nature of the Dharma and the interpenetration of all
phenomena.'*"”'** Similarly, the phrase “one flower, one world” evokes the idea that
each individual entity contains the entire universe within it. This concept is found in
the Avatamsaka Sttra (%648 ), another seminal scripture in Mahayana Buddhism,
which describes a cosmos of infinite realms, each populated by countless Buddhas. In
the Sutra it is stated: “The Buddha’s land produces five-colored stems; one flower, one
world; one leaf, one Tathigata.” *** The teaching suggests that by understanding the
microcosm, one gains insight into the macrocosm, encouraging a perception of unity
within all existence.

In Kang Chunhui’s work, the red peony, a symbol of prosperity, honor, and beauty in
Chinese culture, becomes the vehicle through which these interconnected concepts are
visually instantiated. The flower is not merely a representation of beauty; it is also laden
with symbolic significance. However, the red peony in the Kumtag Desert section of the
installation is not immediately recognizable as a flower. Instead, it appears as a star-
folded bloom, viewed from above through a pressing glass pane, warping its image. This
manipulation challenges perception, offering a luminous yet constrained form that
evokes both profound beauty and distortion.

16, The Vimalakirti Nirde$a (Devanagari: el RaR3eN), sometimes referred to as the Vimalakirti Siitra or Vimalakirti
Nirdesa Siitra, is a Buddhist scripture that has been highly influential in East Asia. The word nirdesa in the title means
“instruction” or “advice,” while Vimalakirti, the name of the text’s main protagonist, translates to “Taintless Fame.” Likely
composed around 100 CE, the allegorical work teaches various concepts, including the meaning of nonduality.

17, See: Thurman, R. A. F. (Trans.) (1976). The Holy Teaching of Vimalakirti: A Mahdydna Scripture. The Pennsylvania State
University Press, p. 52.

18, The concept of the mustard seed containing Mount Sumeru is also recorded in the Wudeng Huiyuan (fXJ&7T), ina
famous exchange between Li Bo, Governor of Jiangzhou, and the Chan master Zhichang from Guizong Temple. This dialogue
has since been widely passed down through generations.

19, In this context, “Dharma” refers to the ultimate truth or teachings in Buddhism, particularly the principles of reality,
which are boundless and interpenetrate all phenomena. The passage highlights how the Dharma transcends ordinary
limitations, illustrating the limitless nature of existence and the ability to reconcile contradictions, such as the infinite being
contained within the finite.

20, This passage illustrates the profound interrelation between the microcosm and macrocosm, where a single flower
embodies the whole universe. For a comprehensive understanding of this concept, see: Cleary, T. (1993). The Flower Ornament
Scripture: A Translation of the Avatamsaka Sttra. Boston: Shambhala.

21, Tathagata (Sanskrit: TIFC) is a term used in Buddhism to refer to a Buddha or an enlightened being. It is often
translated as “Thus Gone One” or “Thus Come One,” signifying someone who has transcended worldly attachments and
achieved full enlightenment. The term embodies the Buddha's realization of ultimate truth and his ability to teach others
how to reach the same state.

As the artist explains, “My aim is for viewers to see them as flowers but not recognize
them as peonies. The significance of this was actually an internal test. It’s about people’s
sense of boundaries and their tolerance for transformation. Some people can handle
this pressure very well, visually or psychologically, while others are very fragile.” * The
peony appears first as an actual painting on xuan paper and then reappears in the video,
this time alongside a print on plexiglass. The latter—the copycat synthetic rendering—
symbolizes the existential pressure placed on the flower, as if the transparent plexiglass
were an oppressive, foreign force compelling the flower to leave its mark.

This imprint, infinitely reproducible, underscores the loss of intrinsic value and
uniqueness, highlighting the contrast between mass production and the irreplaceable
essence of the original. The visual contrast—showing the same red peony in different
forms—captures the discord between societal pressures and the peaceful expanse of the
natural world. The desert, with its infinite spread of sand grains, mirrors the boundless
dimensions of both inner and outer worlds. The peony, pressed against the glass, conveys
the struggle for individual liberation amidst the weight of societal and natural forces.

The artist’s chosen geographical setting, where the city and desert exist in silent
coexistence, evokes the unconscious: a space where time and space dissolve into myth,
dream, and transformation. In the stillness of the desert, set against the expansive
blue sky, the human yearning for resilience, connection, and a deeper sense of self is
poignantly revealed.

The Kizil Caves, the eighth and final venue in Kang Chunhui’s Xinjiang journey,
represent the pinnacle of her exploratory path and hold profound symbolic significance.
When, in her adolescence, Kang first visited the Kizil Grottos with her father and

his artist friends, she had a deeply impactful encounter. The architecture, colors, and
interplay of light stirred a sensation within her, leaving her speechless—a rare moment
of astonishment that has remained etched in her memory. In this final segment of her
journey, she retraces her artistic path in reverse, returning to her inspirational origins.

In the video within the Kizil Caves installation segment, she deliberately selects an
empty cave, symbolizing a fresh start after a metaphorical pilgrimage or initiation rite.
The large, dark cave entrance, positioned within the rugged rocky expanse, evokes

22, Excerpt from Kang Chunhui’s written story on the Kumtag Desert segment of the installation “Observing My Distant

Self 73°40'E~96°23'E 34°25'N~48°10'N” (2019-2023).
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archetypal imagery of the womb, birth, and new beginnings. Below the cave’s entrance,
in the foreground, a singular painting contrasts against the surrounding immensity—
an image of a red peony emerging from an invisible vase, its exposed roots curling with
purposeful intricacy. Created in 2017, this piece draws inspiration from a specific earlier
painting in Kang’s “Dream of the Goblet” series, a collection of 24 ink flower portraits
from 2016. (Figure 7)

Figure 7 Kizil Caves 82°5135E-41°78’82N , Left: painting, Right: video still
SRURARE 82°51'35E - 41°78'82N, £ LE, f: PSHEm

In this newly executed ink painting, Kang intentionally chooses the red peony as her
subject—a flower that, once again, carries rich symbolic weight. It not only serves as

a temporal and conceptual precursor to the “Sumeru” series but also functions as the
artist’s pictorial alter ego. This is no mere decorative cut flower, casually arranged in

a vase to seduce the viewer with its vibrant red petals. Instead, it is a black and red
flower with presence, its painted elements brimming with layered meaning. The tangle
of roots, twisted and overgrown, spirals downward, pressing into the unseen form of a
vessel—its shape resembling an ancient Chinese ritual gu, a bronze goblet once used in
ceremonies.”

As the roots transform into an anthropomorphized figure, the tips morph into red
blood vessels. Above this, the slender stem rises in a long, sinuous S-curve, coiling like

23, Agu (&) is an ancient Chinese ritual bronze vessel from the Shang and Zhou dynasties (1600-256 BC). It was primarily
used for drinking wine or offering ritual libations. The gu features a tall, trumpet-shaped top, a narrow midsection, and a
flared base, making it a distinctive vessel in Chinese ceremonial practices.

an umbilical cord, culminating in a rich, crimson blossom.* This striking form seems to
mimic a human head, gazing back at the viewer with a serene and enigmatic grace.

Notably, the color red holds deep significance for Kang Chunhui, both personally
and within the context of this journey. In Uyghur and other Turkic languages, “Kizil”
translates to “red,” a name inspired by the distinctive pigments that define the earliest
frieze murals of the caves. These paintings, part of what is known as the “First Indo-
Iranian Style” (300-500 CE), blend influences from India and Central Asia, marked by
Gandharan themes and warm hues of orange, brown, and green.”

Standing before this space, Kang finds herself not returning to her artistic beginnings
but confronting them as a threshold to something new. What was once a formative
imprint now becomes a release, freeing her from the weight of tradition. The experience
takes on a new dimension—like a shift in perspective, moving from the past to the
present, tracing the unseen journey from youthful wonder to artistic introspection.
This transition mirrors her contemplation of the fundamental question behind her
creative process, a question deeply tied to the dialogue between self and place.

For Kang, this is not a religious inquiry but one rooted in aesthetics and artistic
purpose: “When I regard Kizil as both an endpoint and a starting point, I envision the
vast and simple hinterland. This choice also triggers deeper contemplation of the ‘why.’
Motivation is tied to belief. [..] Art has opened a door for me, offering an opportunity
to grasp the world from subtle angles. It prompts me to contemplate what is needed

24, The S-shape, or “serenity shape,” is a key motif in ancient Indian and Middle Eastern iconography, symbolizing fluidity,
harmony, and the balance between body and spirit. In Indian art, notably in Gandhara and Buddhist sculptures, it reflects
the graceful, meditative posture of deities and Buddhas, embodying both physical tranquility and metaphysical unity. This
sinuous curve expresses movement, serenity, and the convergence of the material and spiritual realms. In the Kizil Grottos,
similarly, Buddhist figures in flowing, curved poses reinforce this visual language, highlighting spiritual balance and
composure.

25, The murals of the Kizil Caves exhibit three distinct artistic styles, reflecting the region’s dynamic cultural exchange
along the Silk Road. The earliest, known as the“Classical Indo-Iranian Style I” (circa 300-400 CE), features subtle, tone-on-
tone compositions in browns, oranges, and greens. Strongly influenced by Greco-Indian and Gandharan traditions, this style
integrates Indian motifs with Iranian artistic elements. The second, “Indo-Iranian Style II” (ca. 400-600 CE) dominates the
later caves and is distinguished by bold contrasts, vivid lapis lazuli blue, and strong line work. It reflects deeper Sogdian

and Sasanian influences, introduced through flourishing trade with the Iranian Plateau, and marks a significant evolution
in the depiction of figures and spatial composition. The third, a rare Uyghur-Chinese hybrid, appears in only two caves and
bears the imprint of Tang Dynasty (618-907 CE) aesthetics, highlighting the expanding influence of Chinese artistic and
religious traditions. These stylistic strata underscore the Kizil Caves’ role as a cultural and religious nexus along the Silk
Road, where artistic and ideological exchanges between East and West remained in constant flux. For more information, see:
UNESCO (n.d.) Cultural selection: The Kizil Cave murals and the Silk Roads’ transmission of Buddhism and Central Asian
artistic traditions. Available at: https://en.unesco.org/silkroad/content/cultural-selection-kizil-cave-murals-and-silk-roads-
transmission-buddhism-and-central-asian (Accessed: 15 February 2025).
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rather than following the judgments of the times. [..] I begin anew, stroke by stroke,
thought by thought, step by step... Microscopic phenomena eventually affect the

macroscopic whole.” *°

This process reflects the essence of Daoist philosophy, particularly the teachings in the
foundational Chinese classic Zhuangzi’s Letting Things Be, which emphasizes the deep,
natural bond between man and nature.” The idea that “all things flourish and return
to their roots” resonates with Kang Chunhui’s artistic journey, where each work builds
on a cyclical return—not merely to origins, but to a more refined engagement with the
self and the world. This ongoing dialogue transforms her artistic practice into an active,
evolving conversation, suggesting that, with the completion of her Xinjiang project
“Observing My Distant Self,” a pivotal cycle in her artistic evolution is now complete.

PART 2 — THE SHIFT IN KANG CHUNHUI'S PAINTINGS: A TURNING POINT AFTER
HER JOURNEY TO XINJIANG

The boundaries that Kang Chunhui explores in her artistic practice extend beyond the
conventional notion of geopolitical divisions (A5, bianjie), such as national borders or
territorial limits, which separate one area, region, or territory from another (as seen in
the installation segment of the Kumtag Desert, which references the physical distinction
between the inhabited and the natural world). Throughout her oeuvre, these boundaries
take on a more expansive, abstract, and conceptual dimension, encompassing both
physical and metaphysical limits ( 53%4% , jiexian) that stretch outward and inward,
intersecting with the artist’s own perception and inner world.

Kang’s journey to Xinjiang ignites a profound transformation in her approach to painting,
reaffirming painting as the cornerstone of her artistic practice. While she has explored
public art and video art, painting remains her primary medium of creative expression, the
one through which she continually refines her connection to tradition and innovation.

26, Excerpt from Kang Chunhui’s written story on the Kizil Caves segment of the installation “Observing My Distant Self
73°40'E~96°23'E 34°25'N~48°10'N” (2019-2023).

27, The Zhuangzi, a foundational text in Chinese philosophy and a cornerstone of Daoist thought, was authored by Zhuang
Zhou (also known as Zhuangzi) and his disciples during the Warring States period (4th century BCE). Zhuangzi, an influential
philosopher of the time, used allegory and paradox to challenge conventional wisdom and advocate for spontaneity and
harmony with the Dao.

From the outset of her career, Kang Chunhui’s work has actively engaged with
traditional Chinese painting, drawing from historical sources while simultaneously
challenging and reinterpreting artistic norms. Her approach transcends mere

m= , linmo); it

embodies a conscious departure from ingrained frameworks, positioning her work

replication of established pictorial, thematic, and technical patterns (|
within a dynamic and ever-evolving dialogue with Chinese art history.**

Kang Chunhui questions the entrenched distinctions of traditional Chinese painting
styles by blending elements of gongbi (‘meticulous style’) and xieyi ( ‘freehand style’

), creating a synthesis that redefines conventional classifications. She argues that the
division between these styles, which became more pronounced during the Republic of
China period, was less significant in earlier discourses, which focused primarily on the
contrast between ‘Court-style painting’ and ‘Literati painting.” For Kang Chunhui, both
xieyi and gongbi share a foundation in line work, built up gradually through layered
brushstrokes. While xieyi is often celebrated for its expressive fluidity, gongbi—despite
its attention to meticulous detail and precise lines—ultimately strives to encapsulate
the dynamic essence of xieyi.”® As she elaborates, “In the past, what we now identify

as xieyi was referred to as ‘shuanggou’, meaning ‘drawing two lines and filling the
middle with color.” The term gongbi did not exist during that period. The conventional
perception of gongbi often oversimplifies its inherent connection to the pursuit of
expressive brushwork.” *

Kang’s work also challenges traditional genre boundaries within Chinese painting,
including bird-and-flower painting ( {6 3[H] , huaniaohua), bamboo painting (17
], zhuhua), landscape painting ( LL|7KIE] , shanshuihua), and taihu rock painting (X
BAE , taihushihua)—genres that evolved through shifting artistic traditions and
cultural aesthetics, particularly during the Tang (618-907 CE) and Song (960-1279

28, Linmo (Ifi%2) refers to the traditional Chinese practice of copying and imitating masterworks to study and preserve
artistic techniques and styles. It involves both faithful replication ( llffi ) and interpretive imitation ( £ ) of classic paintings or
calligraphy.

29, The essence of xieyi (57&. ) painting, often translated as "freehand" or "expressive" style, lies in its emphasis on
spontaneity, fluidity, and personal expression over meticulous detail. Rooted in Daoist and literati traditions, xieyi prioritizes
capturing the spirit ( &) of the subject rather than its precise form, using bold brushstrokes, dynamic composition, and
expressive ink washes to convey vitality and emotion.

30, Kang Chunhui in an interview with the author in her Beijing studio, 27 April, 2024.
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CE) dynasties.*”* Instead of adhering to fixed categories, Kang’s practice blends

these themes, allowing one form to transmute into another with fluidity. Organic and
inorganic, solid and liquid, hard and soft elements blend together as roots become veins,
feathers transform into flowers, and taihu rocks evolve into peach blossoms (Figure 8,

9, 10). Through this approach, Kang not only dissolves the boundaries between genres
but also creates a space where the interconnectedness of nature’s forms is reimagined,
inviting a fresh exploration of their inherent fluidity and continuity.

Figure 8 Kang Chunhui, Collection of Clouds e Forests No.12 REZ ( =#E&E No.12 )
Figure9 LiSong, Flower Basket Z=& ( {LIEE])
Figure 10 Spring Bird on a Taihu Rock {EINSEE] )

Drawing extensively from both Western and Chinese philosophy and literature,

she engages with cross-cultural references to address universal historical dynamics,
frequently exemplified by mythological narratives across different cultures. A notable
recurring theme in Kang’s early works is an undelying sense of tragedy, shaped by the
Greek concept of catharsis—a dynamic echoed in the foundational myths of various
civilizations.

31, Early Chinese painting, particularly during the Han Dynasty (206 BCE-220 CE), was primarily symbolic, featuring
mythical creatures and religious themes. By the Tang Dynasty (618-907), painting began to mature as an independent art
form, with distinct genres emerging under the influence of philosophical traditions. The Song Dynasty (960-1279) further
solidified these genres, as the Imperial Academy system promoted specialization among court painters. Literati artists in the
Ming (1368-1644) and Qing (1644-1912) Dynasties emphasized expressive brushwork and philosophical depth, often focusing
on landscapes and bamboo. Manuals like The Mustard Seed Garden Manual of Painting (1679) codified these stylistic divisions,
which became deeply embedded in Chinese art, reflecting symbolic meanings and personal expression. For further reading on
the development and classification of Chinese painting styles, see Cahill, J. (1994). The Compelling Image: Nature and Style in
Seventeenth-Century Chinese Painting. Harvard University Press.

32, A Taihu stone, also known as scholar’s rock or viewing stone, is a type of limestone often found near Lake Tai in China,
known for its distinctive, weathered appearance with numerous holes and intricate, porous surfaces. It is often valued in
Chinese culture for its aesthetic qualities and symbolic associations with nature and the cosmos. For more info, see: Lihong, J.,
2004. The Cultural Significance of Chinese Rock Sculptures. Beijing: Beijing University Press.

Kang’s artistic trajectory, from pictorial series like “Root of All Life” (2016-ongoing)
to “Flowers the Whole Year” (2017-2023), reveals a nuanced interplay of forms evocative
of snakes, roots, and large birds. The inclusion of parrots and other significant avian
figures, such as in her 2019 Leda and the Swan (315x188 cm) (Figure 11), introduces
a confrontational element within her compositions. Kang herself notes, “Culture’s
evolution is not inherently gentle or harmonious; conflict is inevitable. While some
perceive it as safe,
others find it unsettling,
imbuing it with a sense
of fear. Regardless of
individual perspectives,
this confrontational
nature persists.” * This
perspective leads her
to recognize a tragic
undercurrent, a “collision
feeling” she perceives
as central to the origins
of all cultures. In
mythology, whether
Figure 11 Kang Chunhui, Leda and the Swan FREE (INASFKHS) Greek or otherwise, the
Figure 12 Kang Chunhui, Roots of All Life - Confrontation, video
installation REE (V=x - I§) , FEEE
Figure 13 Zheng Sixiao, /nk Orchid 8B E (£=E)

narrative typically begins
with tragedy, signifying
the inevitability of both
birth and demise.

This tension is explored in early works such as Roots of All Life - Confrontation (2017)
(Figure 12). In this piece, she depicts giant serpents entwining Laocoén’s sons,
effectively erasing the human figures that originally characterized the iconic
sculpture. This visceral confrontation with suffocating mortality finds a parallel in her
reinterpretation of Zheng Sixiao’s rootless Ink Orchid (1306) (Figure 13), a symbol of
turbulent times and Zheng’s mourning for the fall of the Song Dynasty.* In response
to these depictions of loss and constraint, Kang’s reimagined works present flowers

33, Kang Chunhui in an interview with the author in her Beijing studio, 27 April, 2024.

34, Zheng Sixiao’s Ink Orchid (1306) symbolizes the instability of the Southern Song Dynasty’s fall, with the rootless orchid
representing fragility, loss, and political dislocation. It reflects both mourning and the resilience of nature amidst upheaval.
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with expansive, twisting roots—some cascading freely, others, as seen in the “Dream of
the Goblet” series, retaining the shape of vases despite their removal. These forms evoke
the lingering imprint of containment, suggesting that even in absence, the memory of
structure endures.

Kang’s return from Xinjiang marks a turning point in her artistic practice, bringing
about profound changes. Abandoning the need for preparatory drawings, she now
begins by simply cutting a piece of paper and affixing it to the wall, allowing the
painting process to unfold. As she gazes at this blank surface, inspiration strikes. If she
wishes to paint a taihu stone, she sits and observes the blank paper until her vision takes
shape. Kang Chunhui has discovered that each piece of paper possesses its own identity,
urging to morph into something distinct. Simply by observing it, inspiration unfolds,
revealing its destined form.

But there’s more to it. Prior to her journey to Xinjiang, Kang Chunhui was driven by a
strong desire to explore boundaries. However, upon returning, she realizes her focus has
shifted. Now, she is drawn to what she perceives as the softness that underlies conflict
resolution. She approaches this exploration from two perspectives, striving to visually
capture both the softness itself and the moments of convergence that emerge through
opposition. Kang believes that by examining these elements and observing their visual
distinctions, she will ultimately arrive at a unified understanding.

As her artistic practice evolves, Kang finds that these two paths must run parallel to be
truly compelling. Rather than choosing one over the other, she sees value in allowing
both to develop side by side. This shift in approach is elegantly reflected in her recent
creations, notably in series such as “The Hidden Protagonist” (2022-ongoing) and the
latest developments of “Sumeru” (2018-ongoing).

“THE HIDDEN PROTAGONIST” SERIES

Commencing in late 2019, the “Hidden Protagonist” series embodies Kang’s artistic
pursuit of the sublime and enigmatic essence of nature. Through her artistic practice,
she seeks not definitive answers but rather delves into the journey of uncovering

the loftiest emotions inherent in human existence. In elucidating this concept, the
artist reflects, “The ‘protagonist’ should be self-evident, yet simultaneously carries
philosophical implications of ‘existence,” as articulated by Heidegger: “The question of

31

existence not only lacks an answer, but even the question itself remains obscure and

. . 6
enigmatic.”” >3

Executed in 2023, The Hidden Protagonist No. 3 (88x115 cm) is an ink and mineral
pigment painting featuring unfurling wings against what initially appears to be an
almost pristine white backdrop. Upon closer inspection, however, the surface shimmers
with a golden, transcendent light, the result of compounded pure gold foil subtly
embedded within the background. In Daoist tradition, gold is not only a precious metal

but also a symbol of purity, wisdom, and spiritual refinement.”

While earlier avian
portrayals often depicted
birds in a state of apparent
stillness (as seen in Root of All
Life - Lazuli, 2017) (Figure 14)
or with wings outstretched
in a gesture of embrace (as
in Leda and the Swan, 2019),
here, a sense of dynamic
Figure 14 Kang Chunhui, Root of All Life - Lazuli/Vermilion/Jade motion takes center stage,
RER (M=m - B/K/IE) balancing delicacy with
strength. The play of light
on glossy feathers and the richness of blues are accentuated through stark contrasts
between black and various shades of creamy and azure mineral pigments, hand-ground
to varying degrees of fineness. Moreover, the intricate rendering of feathers using
minute, precise calligraphic strokes, evokes the meticulous detailing often found in
depictions of gongbi-style flower petals.

35, Kang Chunhui (2022). About the “Invisible Protagonist. Available” at: An Art Space: https://mp.weixin.qq.com/s/
aY6VUY7MToL-mIHIH476Fg (Accessed: 14 February 2025).

36, For further exploration of Heidegger’s investigation into the fundamental questions of existence and being, including
his view that existence is both enigmatic and elusive, see: Heidegger, M. (1998). “What is Metaphysics?” In W. McNeill
(Ed.), Pathmarks (pp. 94-126). Cambridge University Press.

37, Daoist philosophy imbues gold with multilayered symbolism. The “Golden Elixir” (Jindan) represents alchemical
transformation toward immortality, while gold, as part of the Five Elements theory, symbolizes constancy and transcendence.
Interestingly, the “Golden Light Prayer” (Jinguang Shen Zhou), which invokes the transformative power of golden light, shares
a parallel with Kang Chunhui’s use of gold in her work, symbolizing spiritual illumination. See: micro.magnet.fsu.edu and
medicalgigong.com (last accessed: 14 February 2025).
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Building on this technical mastery, Kang Chunhui’s exploration of color extends to
various sacred iconographies. Drawing from Byzantine and Christian traditions, she
engages with vivid blues, reds, green, and golds, used on a large scale in these cultures.
These colors, as employed in sacred spaces, elicit a unique psychological response
that deepens the viewer’s emotional engagement, much like the ambiance created in
religious environments.

In a fluid progression from earlier bird-themed paintings, this piece transcends
conventional portrayal by omitting the birds’ eyes—traditionally seen as conduits of
emotional depth—as well as their heads and other body parts. Through this selective
exclusion, the artist accentuates the beauty, enigma, and tension of the composition,
removing visual distractions to direct attention to the overarching structure and
unveiling a concealed protagonist infused with deep emotional lyricism.

With flowers metamorphosed into avian wings—a motif reminiscent of both Chinese
subjects and the angelic wings found in Christian iconography—the artwork visually
echoes the silhouette of the Mount Yan. This reference recalls the renowned Chinese
landscape painting The Inscription on Mount Yan (Yan Shan Ming) (Figure 15) by Northern
Song Dynasty master Mi Fu (1051-1107).* A product of the cultural flourishing of the
Song era, this seminal work in Chinese ink-and-wash tradition exemplifies the fusion
of painting and calligraphy, where Mi Fu’s cursive script (74 , xing shu) transcends
written text, becoming an integral

part of the composition. His fluid,

expressive brushwork mirrors the

dynamic strokes of Chinese landscape

painting, reinforcing the work’s deep

connection to nature. Tied to Daoist

philosophy, the depiction of Mount Yan

symbolizes transcendence, wisdom, and Figure 15 Mi Fu, Yan Shan Min (painting section)
immortality. K (WLEE) (LB )

Begun in 2022, prior to her journey
to Xinjiang, the diptych The Hidden Protagonist No. 2 (2022-2024, 200X103 cm X2) was
completed in 2024 after three years of meticulous development. This monumental

38, The Inscription on Mount Yan (EFHJ.I% , Yan Shan Ming) is a hand-written cursive script scroll on Chengxintang paper
created by Mi Fu during the Northern Song Dynasty. It is currently housed in the Palace Museum, Beijing.

piece stands as the culmination of recurring conceptual and structural themes within
Kang Chunhui’s oeuvre, drawing inspiration from diverse sources, including Roman
and Greek mythology, Italian Renaissance painting, formal transmutation, chromatic
experimentation, and sacred architecture. The diptych’s back-to-back arrangement lends
it a sculptural quality, reflecting Kang Chunhui’s public art training and her ability to
conceive in three dimensions, resulting in an immersive visual experience. Its arched,
altarpiece-like form evokes sacred imagery from Buddhist caves and Western churches,
reinterpreted in a contemporary context.

At first glance, the subjects of the two works—one predominantly infused with
shades of green and blue, and the other with red and yellow—appear as semi-abstract,
ethereal elements in motion. However, upon closer examination, discerning observers
begin to identify standing human figures, one in each painting. Mirroring the formal
transformations observed in Kang’s recent works featuring bird figures, distinctive
facial or bodily features are purposely left indistinct, emphasizing the essential vitality
of human existence through the representation of a man and a woman, respectively, in
each panel.

The inspiration for this piece is drawn from iconic pictorial references of the past,
particularly Sandro Botticelli’s renowned works such as St. Sebastian (1473) (Figure 16)
and The Birth of Venus (1484-1485). (Figure 17) Venus embodies birth and life, while St.
Sebastian personifies the figure of the dying martyr—a stark contrast that highlights
the enigmatic path to existence and the tragedy of sacrifice. What is particularly
striking in Kang’s work
is her selection of
subjects. The art historical
references trigger familiar
visual cues, guiding the
viewer’s recognition.
Simultaneously, these
references delve into
profound existential
themes—e.g. death and
Figure 16 Sandro Botticelli, Saint Sebastian ;2R ZEEHFHZ ) birth—as two indivisible,
Figure 17 Sandro Botticelli, The Birth of Venus SEAZYIF { 4E4RERAY interconnected yet
(=Y opposing forces within
human existence. These
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themes are intricately woven into
both the structural composition
and thematic layers of the work.

According to Greek mythology,
Venus-Aphrodite was born when
Cronus cast Uranus’s severed
genitals into the sea. From the
foam that arose, she emerged fully
formed, embodying both rupture
and the birth of freedom. This
extraordinary origin underscores

her enduring significan r
er enduring significance across Figure 18 Ode to the Goddess of the Luo River (detail),

Liaoning Provincial Museum [T TEEYIERRHME )
classical literature, works such (/5%B)
as /S HNE (Luoshen Fu, Ode to the

Goddess of the Luo River) (Figure 18) explore themes of femininity and physical form.

cultures. Similarly, in Chinese

However, unlike Venus, the female body often remains concealed beneath flowing
garments, emphasizing an ethereal presence rather than direct physical depiction.”

In Kang Chunhui’s perception, the Goddess of the Luo River embodies a poignant
allegory akin to Venus, symbolizing personal feminine freedom and liberation within a
distinctly Chinese cultural framework.

For the male figure, Kang chose to depict an emblem of sacrifice, a motif commonly
found in Chinese literature. Unlike her approach to Venus, here she chose not to
reference a specific subject but to evoke the theme of sacrifice through a Botticelli
painting. To ensure visual coherence, the artist unified the chosen figures for
consistency.

As a Chinese counterpart, she initially considered representing the spirit of sacrifice
through the image of the horses appearing in the Six Steeds of Zhao Mausoleum (Figure
19) from the Tang Dynasty, whose bodies were pierced by arrows in a manner similar

39, “Luoshen Fu” (,%Zﬁﬁmﬁt) can be translated as “The Nymph of the Luo River” or “The Goddess of the Luo River”. It's a
famous Chinese poem written by Cao Zhi (AD 192-232) during the Three Kingdoms period. A well-known depiction of the
story can be found in a handscroll painting from the Song Dynasty, currently held by the British Museum.

to St. Sebastian.” Just as the martyr in
Botticelli’s work embodies the essence of
sacrifice, these six horses too symbolize

a selfless offering to their master. In the
final composition, the arrows that pierce
St. Sebastian are exquisitely transposed
as soft peacock feathers, a formal
transmutation that mitigates the pathos
of the scene.

Figure 19 Rubbing of the Quanmaogua, one of
the Six Steeds of Zhao Mausoleum, made in the Through a masterful juxtaposition of
early 20th Century (HR[E7\ER) ZZEMAVAS semi-transparent and thicker applications
HIETF 20 tH4C2ER . .
of both mineral and organic pigments—
including painstakingly hand-ground
and refined pearls, mica, lapis lazuli, malachite, and Kazakh white clay—Kang creates
a dynamic and visually compelling sense of movement within the work. The subjects
gradually emerge from the background, their human presence becoming clearer with
each glance, unfolding from patterns of interwoven foliage, roots, and flowers that

define their silhouettes and highlight strategic details.

Kang’s deep understanding of how pigments interact with the paper allows her to not
only produce captivating light effects in areas of emphasis, such as the shimmering head
of the peacock feathers, but also to anticipate the work’s visual aging. For instance, her
use of a blended mix of whites, including “dragon bone” pigment (longgu), is carefully
planned to gradually surface over time, creating a deepening illusion of bas-relief.* This
technique adds both dimensionality and depth to the depicted subjects as the years
progress.

In what can currently be considered as her boldest pictorial endeavor to date, Kang
Chunhui pushes the boundaries of her practice by revisiting the familiar theme of the
Fuchun Mountain. This time, she directly references the renowned Dwelling in the

40, The Six Steeds of Zhao Mausoleum are six Tang Chinese stone reliefs of horses that were originally located in the Zhao
Mausoleum, Shanxi, China. The Zhao Mausoleum is the burial site of Emperor Taizong of the Tang Dynasty (618-907). The
steeds were six valuable war horses ridden by Taizong during the early campaigns to reunify China under the Tang Dynasty.

41, Dragon bone (28 , longgu): white pigment was traditionally made from ground bones of cattle, water buffalo, horses,
or even fossilized dinosaur or mammoth bones. Despite its mythical name, the pigment consisted of finely processed animal
bones, serving both as a white coloration and ground layer in traditional Chinese painting and calligraphy, prized for its
warm white tone and ability to create a smooth surface for ink work.
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Fuchunshan Mountains by Yuan Dynasty master Huang Gongwang (1269-1354), widely
regarded as the pinnacle of traditional Chinese landscape painting, transforming it in a
gesture that, once again, challenges conventions within the Chinese pictorial tradition.

In China, there exists an inherently interpretive tradition in which referencing classical
poetry, texts or paintings carries significant cultural and social weight. Kang Chunhui’s
approach is deeply empathetic: she seeks to understand what Huang Gongwang
envisioned at the age of 80 when he executed his painting, believing that literati
painting reflects the places they yearned for in the afterlife. She perceives a longing for
an idealized place beyond the reach of this life, prompting her to personally visit the
Fuchun Mountains on 31 March, 2024.

Following example of Dong Qichang, the late Ming Dynasty Chinese art theorist,
calligrapher, and painter (1555-1636), who advocated for firsthand experience of the
landscape, Kang embraces the idea that artists should journey to the locations of
ancient masterworks (carrying either the original or travel-sized copies) not only to
directly engage with nature, but to gain deeper insight into the mindset and inspiration
of the old masters. Walking along the entire Fuchun River and exploring the landscapes
around Hangzhou and Wuxi, Kang Chunhui seeks to capture the essence of the misty,
rainy spring depicted in Huang Gongwang’s work: “Sensing my surroundings deeply,
it’s as if every element in that place imparts its own unique essence onto me. Whether
it’s the rain and mist, the morning and evening light, or anything else, each contributes
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to this shared feeling.

Initially driven by an interest in Huang Gongwang’s emotions, Kang Chunhui
eventually discovers that her deep fascination with depicting nature stems from an
intimate and emotional connection with it, rather than merely paying homage to

past masters. She describes this connection as a form of homage, not to the masters of
the past, but to nature itself. “Visiting the ‘Dwelling in the Fuchun Mountains™ The
Fuchun Mountains—I have long yearned for them, ever cherishing thoughts of their
rivers and hills. Now past forty, I often ponder where my own Fuchun River might be,”
writes Kang Chunhui in a poignant passage, echoing the inscription the Yuan Dynasty
maestro affixed on his magnum opus. “This spring, journeying there with dear friends,
I returned and began this piece. Arising from the depths of feeling, my thoughts could
not be restrained. Thus, in this manner, words cannot fully convey. Written before the

42, Kang Chunhui in an interview with the author in her Beijing studio, 27 April, 2024.

Chushu festival in the late summer of the Guimao year, by the banks of the Chaobai.” ©

In her typical creative process, characterized by swift execution following extensive
conceptualization, Kang Chunhui dedicates an entire month upon returning to her
Beijing studio to translate her embodied experience onto a specially hand-made paper
scroll measuring 33x750 cm. The resulting work, entitled The Hidden Protagonist:
Mount Fuchun, (2023-2024) (Figure 20) adheres to the compositional structure of
Huang Gongwang’s celebrated
painting, while transforming
its natural elements and iconic
calligraphic strokes into a full
floral representation. Rather than
depicting the landscape in its
traditional form, Kang replaces its
elements with peach blossoms, an
approach that is both symbolic and
innovative.

Like a skilled calligrapher who

Figure 20 Installation view of “Observing My Distant Self:

Kang Chunhui” “SHIEBIZRIBC: RES" ESIG feels the brush’s elasticity and the

interplay between ink and water
with each stroke, Kang captures
the essence of the landscape across the four seasons using a syncretic technique
that fuses meticulous detail with freehand expression. Employing monochromatic
pink peach blossoms, she transforms solid masses and trees into voluminous petals,
punctuated with brilliant red pistil-like dots to highlight specific details, intensifying
the symbolism embedded in the composition.

43, Kang Chunhui wrote this passage for her debut international one-man show, “Observing My Distant Self: Kang
Chunhui” (INKstudio, 2024), as a written accompaniment to her handscroll “The Hidden Protagonist: Mount Fuchun”. The
inspirational inscription by Hang Gongwang says: “In the seventh year of Zhizheng I returned to my mountain retreat at
Fuchun, with Master Wuyong accompanying me. In spare moments at the South Tower I took up my brush and composed
this scroll. So swept away was I by inspiration that I worked unceasingly—arranging the composition and gradually filling in
the inscriptions. Even after three or four years of review, I could not perfect it—perhaps because I remained in the mountains
while wandering afar. Now, having retrieved it from my travel baggage, whenever time permits I shall add further remarks. I
beg those who are overly cautious or inclined to seize upon what is not theirs to first read the scroll’s end, so that they may
appreciate the difficulty of its composition. On the day before the festival marking the cessation of Qinglong in the tenth
year of Gengyin, a disciple of the Great Fool inscribed these words at Xia’s Zhizhitang amid the clouds.” English translation
from: National Palace Museum, 2015. Huang Gongwang’s Dwelling in the Fuchun Mountains. Taipei: National Palace Museum.

Available at: https://www.npm.gov.tw/en/Article.aspx?sNo=03000860 (Accessed: 15 February 2025).
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In The Hidden Protagonist: Mount Fuchun, Kang Chunhui reimagines the Peach Blossom
Spring—not as a distant, idealized paradise, but as a fragmented, ever-present part

of the real world. This idea is also explored in the Kucha Old Town section of her
multimedia installation “Observing My Distant Self 73°40'E~96°23'E 34°25'N~48°10'N”,
where the Peach Blossom Spring is represented in a circular painting encased within

a square mirror. Positioned in front of a historic tea house in the old city of Kucha,
the artist videorecorded the scene in real time, capturing the interaction between art,
environment, and people, and the interplay between the real and the ideal, between
fleeting moments and eternal spaces. The mirror’s reflective surface engages with the
surrounding urban reality, suggesting that utopia is not a fixed, distant realm, but a
transient presence woven into the rhythms of everyday life.

In Kucha Old Town and The Hidden Protagonist: Mount Fuchun, Kang reflects that,
while the Peach Blossom Spring may have symbolized a utopia—Ilike Arcadia in Virgil’s
Georgics—it exists instead as a fragmented experience, emerging intermittently in the
flow of our daily lives.*

Reminiscent of the effect of photographic negatives, figures such as a man on a boat or
a flock of ducks materialize as luminous shadows on the untouched pictorial surface of
Kang’s handscroll The Hidden Protagonist: Mount Fuchun. These figures subtly blend into
the scene, leaving only a minimal imprint while evoking vivid traces of their former
presence. The intense brightness of light in certain areas of the composition is conveyed
through the untouched portions, where subjects were once painted in the inspirational
work—an effect intentionally created using the liu bai technique.”

In contrast to tradition, Kang Chunhui departs from the conventional practice of
leaving the water or sky blank in certain sections of the landscape; on the contrary,
she represents them as fully painted spaces. She attributes this approach to her aerial
perspective, gained while flying over the depicted area. From this vantage point, she
captures phenomena like the reflection of light from clouds on the water’s surfaces—
an angle of vision unfamiliar to ancient painters.

44, Kang Chunhui in an interview with the author in her Beijing studio, 7 September, 2024.

45, Liubai (B8 ) is a term in Chinese art that refers to leaving blank space deliberately in a painting. It is a technique
used to create balance, harmony, and emphasis within the composition. By strategically leaving areas of the paper or canvas
untouched by paint or ink, artists can create contrast, draw attention to specific elements, and convey a sense of depth or
openness in the artwork.

Moving beyond this perspective, Kang implicitly challenges past conventions with

a witty and rebellious stance when she asserts, “The opposite of ink in Chinese ink
painting is not the blank space, but pink,” thereby redefining the boundaries of ink
painting.* Besides undertaking the demanding task of engaging in pictorial dialogue
with a giant of Chinese artistic tradition, Kang approaches it from a distinctly female
perspective—an act that can be seen as subversive in a tradition where female artists
and their work have systematically been marginalized.

Not only does she do so, but she also employs elements traditionally associated with
femininity: flowers and the color pink. The use of cochineal pigment, derived from
female cochineal insects (Dactylopius coccus), which contain higher concentrations
of carminic acid, further emphasizes this choice.” The pigment, ground into a fine
powder, produces deep red and crimson hues, and is often further processed by the
artist to achieve even more vibrant tonalities. (Figure 21, 22)

Figure 21 Cochineal insects (female), ventral and dorsal view 4RSS ([EENE®E )

Figure 22 The artist Kang Chunhui grinding the cochineal pigment on an inkstone in preparation for painting

ZARFRFBMEHEREIUERE

The color pink, therefore, becomes a subtle yet powerful feminine response to both the
historical erasure of women in art and the dominance of conventional male-centered
iconography, transforming the color into a statement of identity, resistance, and
reclamation.

46, Kang Chunhui in an interview with the author in her Beijing studio, 7 September, 2024.

47, For more information about cochineal, see. https://hmsc.harvard.edu/online-exhibits/cochineal1/product-nature/
(Accessed: 14 February 2025).
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Natural forms, especially rocks, hold a central significance in Chinese traditional
landscape painting, a concept that continues to resonate in both historical and
contemporary contexts. Rocks and mountains, as solid and enduring structures, are
integral to this depiction. Through her cunfa technique (or “texture method”), Kang
Chunhui creates three-dimensional shapes that not only transpose the spatial depth
of the subject but also, through her floral transmutations, evoke tactile sensations of
surfaces, rendering forms that flow with uninterrupted fluidity.* In her Fuchunshan
rendition, Kang Chunhui’s exploration of plains and folds, serves as a metaphor for
contemplating broader concepts such as time and space.

Beginning with a vivid depiction of budding peach blossoms, the scene pulses with the
dynamic energy of nature, flowing spontaneously through the landscape with variations
in movements and intensity that mirror the contours of the terrain, the flow of water
flow, and the rhythm of the seasons. As the peach blossoms reach their final phase, they
reappear on the opposite edge of the scroll, creating a deliberate sense of continuity.
When the two edges of the handscroll are joined, the entire landscape coalesces into a
unified composition. All things flourish and return to their root. The cycle is complete.

THE “SUMERU” SERIES

Kang Chunhui’s “Sumeru” series (2018-ongoing) exemplifies her innovative approach
to color, departing from established gongbi techniques. Rather than adhering to the
conventional sanfan jiuran method—literally “three layers of alum” and “nine layers of
color”—she adopts a blending technique reminiscent of ink-and-wash painting. This
process, which involves repeated washes, imbues the work with appearance of natural
aging. Over specially commissioned, resilient xuan paper, Kang applies multiple layers
of pigment, allowing the colors to penetrate the surface through progressively finer,
hand-ground materials. The resulting gradations of red—derived from a unique formula
developed by Kang, incorporating mineral and organic pigments such as Tianshan
Grand Canyon clay, cinnabar, and cochineal—evoke the texture of weathered cloth,
with a tactile quality reminiscent of velvet.

48, Cunfa (3%%), the “texture stroke” method in Chinese painting, plays a foundational role in rendering natural textures
such as rocks and mountains, employing variations in brush pressure, speed, and movement. Techniques such as pi md

ciin and yiididn ciin are integral to this method, with each designed to simulate specific textures. These techniques have
evolved through centuries, establishing a key aspect of Chinese landscape painting.

4

Kang sees the colors she uses as profoundly imbued with the passage of time, akin to
the spiritual essence found in ancient frescoes. For her, these hues not only preserve the
vitality of life but also evoke deep emotions, such as a longing for transcendence or an
unwavering faith. Just as murals carry the weight of history, Kang’s work embodies the
resonance of time, both in its physical form and its emotional impact.”

Kang Chunhui's skillful application of organic and mineral pigments enhances opacity
and depth, evoking the murals of the Kizil Caves. Among these, the wall paintings
executed in the “Indo-Iranian Style I” (ca. 300-400 CE), influenced by Gandharan
Greco-Buddhist art, depict flowing drapery enveloping Buddhist figures with
remarkable fluidity and sculptural presence. Sophisticated shading techniques impart
a sense of three-dimensionality, with the folds of draping fabric emerging as a defining
artistic feature of the brush-line style in early Chinese figure painting.

Suggestive of an alchemic process, Kang’s pictorial technique achieves a luminous depth
and translucency, relying not on line and outline, as in traditional gongbi painting,

but on color and shadow—a method shared with South Asian, Central Asian, and
Hellenistic polychrome techniques. This approach renders form with subtlety, while
the textured composition enhances the illusion of depth. Similar to chiaroscuro, her
interplay of light and shadow creates a sculptural presence, amplifying the sense of
volume. Unlike oil painting, where light refracts through a reflective surface, Kang’s
pigments absorb and diffuse light directly, generating a radiance that seems to emanate
from within.

In her ongoing “Sumeru” series, Kang Chunhui continues to develop the red peony
motif, which was initially imbued with autobiographical significance. Over time, this
image evolves from a familiar, individualized symbol to something more abstract and
universal. After her journey to Xinjiang, Kang increases the scale of her compositions,

a shift made possible by her technical mastery, allowing her to capture intricate

details up close and create a more visually captivating presence. Philosophically, this
transformation reflects the gradual dissolution of the personal “I” once embodied in the
peony;, as it evolves into a universal essence, aligning with the concept of Sumeru—the
center of the universe and a symbol of spiritual ascension.

In this transformation, the petals soften and fold-like fabric taking on diverse forms: a

49, Kang Chunhui in an interview with the author in her Beijing studio, 27 April, 2024.
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rosette bow (Sumeru No. 23, 75x73 cm, 2023); an oval, mustard-seed shape (Sumeru No. 25,
77x75 cm, 2023); and a diptych featuring red fabric in both linear and curvilinear shapes,
inspired by the silhouettes of dried poplar fragments from the Tarim Poplar Forest.
These elements embody the complementary, indivisible nature of yin and yang (Sumeru
No. 21, 130x120 cm x2, 2023). Through these metamorphoses, Kang’s work shifts from
its personal narrative to embrace a more expansive, universal symbolism.

From a Western philosophical perspective, Kang Chunhui’s “Sumeru” series could

be interpreted through Gilles Deleuze’s concept of the fold, with her evolving peony
motif reflecting affinities with the monadic structure of the universe. Deleuze’s
interpretation of Leibniz’s monad—as a self-contained, indivisible unit that mirrors
the entire cosmos—shows parallels with Kang’s artistic development. *>** Just as the
mustard seed contains Mount Sumeru, Kang Chunhui’s peony transitions from a
personal symbol to a universal form, representing the unfolding of the microcosm into
the macrocosm. The folds in her compositions embody the intricate layers of existence,
each encapsulating a universe within, resonating with Deleuze’s idea of the fold as a
dynamic interplay between the internal and external, the individual and the universal.
Through this philosophical lens, Kang’s work invites viewers to reflect on the infinite
complexity of the universe, where each fold in the depicted subject symbolizes the
interconnectedness of all life.

Kang Chunhui’s “Sumeru” series reinterprets traditional Chinese painting through
innovative techniques, conceptual depth, and research into astrophysical phenomena,
drawing parallels between human existence and the structure of the universe. A
defining feature of many recent works by Kang Chunhui, particularly those in

the “Sumeru” series, is her deliberate treatment of the entire canvas. Instead of adhering
to the traditional liu bai (unpainted space), she evenly applies a hue akin to Cosmic
Latte (Hex: #FFE8E7), a color named by astronomers Karl Glazebrook and Ivan Baldry

50, The term “monad” etymologically derives from the Latin monas ("unit"), which itself comes from the Ancient
Greek povég (monds), meaning "unit," and poévog (mdnos), meaning "alone" or "single," with further etymology tracing back to
Proto-Indo-European men-.

51, The monadic structure of the universe, as conceived by Leibniz and expanded by Deleuze, posits that the universe

is made up of indivisible, self-contained units called monads. Each monad reflects the entire cosmos from its unique
perspective, and though independent, they harmonize to form a connected, dynamic whole. Deleuze links this to his concept
of the fold, where the universe is an unfolding of layers, each monad holding both its own reality and the potential for
broader interconnectedness. For a detailed discussion of Deleuze’s concept of the fold and the monad, see: The Fold: Leibniz
and the Baroque, Lecture 09, February 03, 1987. See also: Deleuze, G. (1993). The Fold: Leibniz and the Baroque. University of
Minnesota Press.

in 2002 after averaging the light from approximately 200,000 galaxies.***

Kang creates this tone through a precise blend of compounded mineral and organic
pigments—such as “dragon bone,” clam white, and Kazakh white clay—anchoring her
exploration of cosmic processes in material experimentation. This carefully constructed
hue recalls the vastness of the universe while subtly alluding to stellar evolution,
particularly supernovas—explosive events marking the end of massive stars, preceded
by their red giant phase. Her paintings encapsulate both death and creation, implosion
and explosion, mirroring the cosmic processes that shape the universe. With black ink,
reds, and Cosmic Latte, the colors in her work embody the hues of the universe itself.

Kang Chunhui’s research intersects cultural heritage and contemporary innovation.
Through her synthesis of traditional Chinese techniques with influences from Central
Asia, the Middle East, and Europe, her practice engages with movements redefining
cultural expression. Drawing from a diverse array of artistic legacies—including those
of Chinese, Mughal, Gandharan, and contemporary expressions—she fosters a nuanced
dialogue between tradition and modernity, advancing the understanding of cultural
identity in today’s global art scene. By reimagining traditional ink art with mineral

and organic pigments, unconventional materials, and new media, she taps into the
spiritual and artistic currents of the Central Asian religious traditions along the Silk
Road, referencing, among others, Persian, Islamic, and Buddhist traditions. In doing

so, her work bridges historical and contemporary narratives. Through the fusion of
history, memory, and personal identity, Kang offers a reflective space for the continued
transformation of cultural discourses, establishing herself as an influential voice in the
landscape of international contemporary art.

52, A Hex Colour Code is a six-digit code used to represent colors in digital formats, beginning with a "#" symbol followed
by a combination of numbers and letters. It specifies colors using the RGB (Red, Green, Blue) model, where each pair of
digits corresponds to the intensity of red, green, and blue, respectively. For example, #FFF8E7 represents Cosmic Latte, a soft,
creamy beige hue. More information about the Cosmic Latte color code is available at: https://www.color-hex.com/color/
fff8e7 (Accessed: 14 February 2025).

53, For more information about the research, see: Cain, F. (2022) “What is the average color of the universe?,” Live
Science. Available at: https://www.livescience.com/average-color-of-universe.html (Accessed: 14 February 2025); NASA
(2020) “Astronomy Picture of the Day: Cosmic Latte—The Average Color of the Universe, > Astronomy Picture of the Day.
Available at: https://apod.nasa.gov/apod/ap201227.html (Accessed: 14 February 2025).; Science Focus (2023) “What colour
is the universe?,” BBC Science Focus. Available at: https://www.sciencefocus.com/space/universe-average-colour-cosmic-
latte (Accessed: 14 February 2025).
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THF, FFE AR ARAEN TR R SEHIzAnENEER. (5% 15T Figure 1)

2007 &, REEMEEFIARR, HANBRAFZARFRIENE, EBEZK.
EREEROREEE), NIRRT E/RS=A/RABEMENEFEX, &&TF 2010 F5
BRI

e, LRI, HREMNMN. mREERZTEMERAKA I . XEIRET RIS T
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TE BRI BRI -
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ZARNSR. * (S%E5 16 R Figure 2)

EEHAEEPIZ O AITES Y . BATT_HER, BAEEFHIEEARMR
B2, T8 IMETRAT=HLCHNRARAE, BIAX—EXAnAIHEE, &
NEEESEERMERICE . P SALEEZRESR, RITIZMXZSRIEZARSIEHZR

NEEER.

BHEENEIERE, NMUEFRRHTE, BiEx) 7 A EX 5SS (FAR
ZEE, MsEH T EE2PLRRESEHRINME, EMA T ZARCME, BRHEEHE.
IR EET PSBIARHEHNEREE . XLER AT RHEEE, MAaF
EHHEANERESE ., Hf, SSakERETERHEY X, RIFHMES5KRE;

T+ 5ANESRET Y, 2RREMNE, £ (RY) TeeREFER, &FH
B5E; lEaERegrzah e FEsSEHO,; 2eERNLEREIR, B4
SHACERAN TS . LB SR T s F BN MAEFRRR, s X—1XH
HEHEARNSR ., ° (2E% 17 "Figure 3, 4, 5)

[hSE TRt XA EEEARIE C LK EERIPRIRR TR EZ IR, HEFEXZENEL
PEMEENE, BEHE, XhXEFEEMNRAS XA RIERRA . R
ZIFRNE, WHRMERENAT R~ ETERM . °

Eoh, #HERLTEH. FREBENERE, HEELERSFEREESETE

4, H—ETHRERBEZRITZSHE: https://www.britannica.com/art/Gandhara-art (5@ BEE: 2025 &
2B15H) « Z—AEXEZEFFRRNTEETHENERZZANEM, THEETHESESHMEZARNE
HRlE, 20 4% - TFRIE/RE (John M. Rosenfield) &, (EBREEIHZAK) (The Dynastic Arts of the
Kushans) , IDMNAKZHERRIE, 1967 &F,

5, ¥REESR: Zhou, Z., Shen, L. and Zhang, H. (2021) (RAURABEBEEIESHEAR) , & F.
Kirino =48 ( H4BZIREBERIFSLERE) (5235-2511) , il HEEME (Springer ) HhRit .

6, 2. Liu, X. (2020) (GXE. R WHFTIC: PEIHRESXURENERER) , & (Wit
SHBFEE), EXHEE: https//www.asianstudies.org/publications/eaa/archives/the-travel-records-
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ancient-china-and-ancient-india/ (35aIHHEE: 2025F2 814 H) »

BEORR, XFBENRMESUNERRRARFALEENR.
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73°40'E~96°23'E 34°25'N~48°10'N ) RUBIE, B LTHHEINRZ 2R, XXIRIZEE
J\REEMS, BuhEREMSNHEEY . HE2MNME. RIEERKE ZARWRTmE
VEE, BEEARBEDE. BIA. EHEREH. BEAREHK. EEERE. XILKEAS.
FRURIRIGIEN, HREIRATARARE. XS NMEYIENR, BRARES
PMACWEDIEFNEEL R, HPERERUHEZ AR ERE T RZIF .

HREESI/ \REIZEMAY 6 7 6 AR, BRUBIIMAILLLRIBIER/ 1 KE
SLEFRIPH—EMIE R . XERERISYENZARFIEENBANEZS, B2
MU EEHAFEEEY, BRIEEER LR (EIMERE. w8, “BR” 7
IFERIEMFRIR, MEBTANNSERFRIGERISE . W UIEEREbR. JE5%R
Bffm, EEMMISIERG—HEERSINRIES . BRUE T RRENEMER
SEXNGEIRIE, H—L2UBSnRERIZEIFA. Ih, ExERENF,
IE—AM SRS IR S RUIE  ©

NH—EFEERENRNR, REZILFIRN T NSSHERERIR, BFERL R,
EREERET, NMERIER 7M. EFELRTRERE . XERHNER
MEsRNETR, BRENImET, BESXEIESNE, FEBH T BEYmAY
B, BHmciZESEBRER . XMW MUAENR S Z B2 TEES, 1B
=M ARII AR B R BRYZS B S SBRORAN . BIRE 2 BEapl —FJIEATILNR
SANEEMIERYRSL, EWUARSHEZEHE N ANCETFHERERE . XM ELE
HrMHERENEEZI, SRERRESEMESNFENESRAER.

7, BRAULHEBHSERZBNHENERRE, URX—XENHRHEFERLTNEE, 20: ZA
¥ - H- XK (Robert H. Sharf) , (E#HPEBH: (F@ie) BiX) , BEL: EHEAFERE, 2005 F,
XFHEFOINE, 20 3 (C.B. Jones ) « A& (R. Payne) &, (FEELR: BE—METER) ,
BEW: BERERFEHRE, 2019 &,

8, EANFANEESHNREZCME (EMEZAS 73°40E~96°23'E 34°25'N~48>10'N ) (2019 - 2023 )
HIEKIESER
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RERX—SEAREFNEEERC—, BHIZIAKIERYERE, MEU—FMEME
EM. MERNEERE . FGIIFmEERERARTE, USEEBZANSICREE
RO . XMMES IS S ERIRE T E4Ee IR B ER B EERARIEL, (2EER
MimETEEMELRLODED, BRETHRE. B, BREENEEIFRBFFIFL
DS, MEETESHNEFERRFANE, 5ISUABMITERRETEE  XLEPE
SHREHERNE IR AR, LISFBFIAERI R 2k T B BRI R
P&,

EETRNT “Qr” IR, BESHBEZENREGR. ° LS, =Ept
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ZE——ERMMIA R, ERTE.. XEFEMANNEAFEW T —ME
WA SR, BUTIFRIZERERN, HESMWAREERIERBINE ., XTS5
SRS NOEFE:, 2R T UAEHRELEEERS, #MINREERSEA. b
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REZEUESERNRITESENLNBOERAX—nEARE, L—BXFEH.
AXEEENRBZIREM I SHS5HRNFERT. E(ENEZNES
73°40'E~96°23'E 34°25'N~48°10'N ) 1, tt5|SMERNBERE. BRE5H, &
BERNZ AR FEETER SIFRIsK N8,

FEAEEVRREREEZATENER, RIPEMIIIEARIVRR . XRIE T

9, HERBEMNZARZLEAH, “WMIF" HEQIHBEEDFEREADNG, ZWAEE=MEHEENI
SZIE: KERREK. ERIF. ESWUMT. ERESUNBIREEEZRHNTES, BRiRsELH
WAMEEASHEERNEE, RELARNNBSEANEER T, XMANRESHZZRGE - BE
(Merleau-Ponty ) 7£ {(FAEMEKF) (2012) FREMN “BEMNEAMNE” FAEICHR—aEMNEHNES
MEARFEN SRR chRZ O, BFEZE Martine Huvenne (2019) £ { ESWR: BSRAIZIE4E
E) it —S @B T M T AFPERSERNREER, 10T ESHERARNBIMEFNEET .. 25X
Bt 8% - EE (2012) (MmIsE) (D. A Landes i) , Routledge HARAE (3£ ERR 1945 ) ;
Huvenne, M. (2019) (BEBUIRF: BRHEIESHE) , 3 Grimshaw-Aagaard Ex4 (FEREESERTF
it (B—) ), FEAZHRE, 5 361-371 1.

10, XMRERXFESARNERIRBEERS, 5ISHENERRT, FHEZABAN (interoception) , FEME
METRERNTEHZ T, (FRBIRERMSHEEERNNITYHE, SEHRTOEHRIS, EZEXES
2% Magsamen, S., Ross, |. (2023). Your Brain on Art: How the Arts Transform Us. New York: Penguin
Random House.
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TR, RN ERHFIEH. "
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11, DEEREE (SNERMNEC 73°40'E~96°23'E 34°25'N~48°10'N) (2019 - 2023 ) EXREEREE
SEFRUA

12, GBEEFRDIEDE Z
SAHAR . XMTERHBASNETFEEZ (Giles Deleuze ) EEEREF SHEMEK B
Fold) AREIATE, FERIERI==AOM EXSIE .

13, (HEER) (B3 IfeaRaRey, Vimalakirt Nirdesa Sttra ) {ERZISZNNZRIT BAESHHIASRfRE, H
ZFh “nirdeda” B9 ‘BRI, EAHEES (Vimalakiti) 2SNES “2E2LRE 8. XEPLORHBTF
76100 VM MEHE, BIIEIAREER “ATIA) SO, METIRENEZNSERR. F0:
Thurman, R. A. F. 1% (1976) (R#HEIER: JORHBHER) , BEVERINIIAZ R, 5 52 .

14,  2NW: Thurman, R. F. A 3% (1976) (R#EEE: RBUER) , B XBIMIIRFEMAT,
¥52W.

16, FrFAGRT 2T (ATRT) . R INRSEFHSARFESRPN—RESLE, ENEY
BHETFENIHEM,

16, U4t %7 EHBHEREE (Dharma) , $HEBEISRFBIROSLAER . £3GBINMRLETF
XRERSTRAAFIES —, BREEEESE—IKRNAR, EPELE. BERMEENRENIE,

MRFE (12 2 ) 52ZFE (9L ) —LURFESEI 7 GRS
BhXF “BF” (the
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WEHE (=2 ) , Kh5E: “HrEreE, —f—MHR, —m—uk, ” 7"
FEsitimin T TEHRBUERRR, B—LEMSENFEH. HItA W, Bt
FHOEER, AITFRERIELRNFHAIER N, MITEURSS BY—R . HEEAR —RSRERAD.

EREZNFRT, IHAX—EFENAPRAEESR. RESEIER, AAZUE
BRI ER . EMUNZEEAIAIL, FAHERBNISRIEEIR 2AM, £ (2
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AR .

Mit, BEEFRR: “HAEREEEFE, TWENLAREEZRREIBEE, X2
— MEMSRI IR EXFIBRBAAEREIIR S . © HAEEUSRKBERS
W, BT DR EEEIRIAIF SRR E . EEFATIUAEFIRIMR,
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FEEEmEmERFERIC.

X—EHCHOLIRESIE, BRTAENESHRIFIERRE, LETEFSRIFATEN
2B . AT L, E—rfIHEHAUAERSZEM, MEfHTENSEA
T8 2 BRYPEE. RNV, RIFERESIMELFRAOTIRER, MRS
FEEF, NIE MAEL S S EARNEED MERRE . SSREBEFL.

ZARFIGFAMIFNG S, WHEVEEREET, WEEEIR: = EIER T HE .
ZIBSHRTZH. TORIOREE, LLREXARE, AKYERY)., RESREEHAY

BEAIEETIER.

17, XBRXFEETHOUSENERZ BRZOEEXEL: —EA—HR, PRETMEFE. SURNERX
—B8, IJ&: Cleary, T. (1993) (#£™&5i¥A) (The Flower Ornament Scripture: A Translation of the
Avatamsaka Sitra ) , iE+U0: Shambhala Ehgtt o

18, “Tathagata” (FLiE: demid ) 2HBHPNIGHIEEREENTNG, SHWFE WX o ‘MX" , SEei
HMEENE . IHSRERIEZA . IEAIL T GBI ZIREIEAVRLE, T RS SREERRRZIRAIRE .

10, PHEEES (B TNEC 73°40E~96°23'E 34°25'N~48°10'N ) ( 2019 - 2023 ) EEARIBILEE T FAUA

RHURAEERESMEMESE/ UL, BEER, RIIEWHRRZBAEE, TR
BERNSIEEN . BEFLN, EMLFENREZARKR AL, BRREHER
THRIOR . WERVER . B SN R ERISETE O PR T — i TESMARE,
S —AEZE . BRRIRATNRIRENZ, ESIHRFEZTICCZH . ERENRE
RE, G EECHNZARMTECENE, RIFIRMALRBATEL .

TEXIRL ( RRURARE ) SPoRIIAT, ISRk 7 —R=EF s, SAEEREMYT
ARG EITER . WREFIEORABIIEEZF, WEFE. Tt+5
FESHEPNREER, ©OZ TNE@EaIS, —RBIMZNSES ZAINERZA
EERRNILY . —IETHFINRERO IR LR, RENRREERE, EUHBEYMES
BEENES. XEOWET 2017 FAMERRFRETREERE 2016 & ‘ML RIPIFE
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&% 24 W Figure 7)

FEIXEFA M FRIKEFmR, REEFEUIHANER, BERTFEFENRIEN
o X—BRMENESWS LR TZE R RIEF, ERAZARERK
AR ENE . X RFIESERTEIMIEMIL T, MEEEEZEMA HEIIA
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BER P EE BN P ERIIS AN .

REEFIHLOIMPL AR, RimtCFEFLIRIMPK . —ARFMAOER B E EWesiEmL, 40
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I, TREMRSRMEEENRC, EIEZARERT— LIRS NS R BEIE G A —iz iR
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HANMERZ A ‘B’ NSELNSHEIRME X8, B SRR’ | B "TE
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Mz ‘Rl AURA, XFPRiERER SR T PTA ARk . R EEE I ARRYH
IEREF, RREEHEESR, SR NEERRIAILA,

XK DEMAERFIFEEI, H02017 FN (== - IF) (2EFEEF29R
Figure 12) piifits T —REWRBERRAZFIIBR . WEEHISSFEIFAIER LS
ERPNANESR, RECAZBHIRTCAR . XML RESEMIRI, BTN
THRSARBELR (£=E) (1306) (5% 29 WFigure 13) AIBIERE, RIFH
TARMZASME EARREE HZ FIRACTHRE ., »° EXEXFESRBENE
SIS, RESEMERAIAANENEERER. SEREIRR, BHEEER,
BRI Al R, RERBEERE, MMRARLIREBESSNCE. XL
RHE—MERMAREANC: BRBENE, HEORDBAGFE.

24, FREETF 2024 F 4 B 27 Bt TIE=ESZEE AR,

25, FBREHBEM (E=E) (1306 FF) ULR=ERIAPRBEXNGNZNE, BEESSHT. XULEESKE
BFREERR . (FmBEESEN TPMBENRIRIE, VBEBASSREAHFELERENES.

WIEZIKAKE, BRESAIZALRILRT KRN, FFRETRANEN. EF
TUENEESEaERKRE, MEEEE KRS HREETERZ £, &
REBABERIL. BIE=ARE, WEHAI, BRMUFEEEESNEDSET,
BB T INFERIILS . [EFFHTIN, RBESBARE, KIS EZIBIEA

S
eS|

AT, XMETESERREERRNER. EREMEZR, REZOFREIHEE
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Mot eBARETEREN—BRESEEEEN. INWIRNKEEFTIRILAH,
WeE, MERESGT, BEIMURERZY, BRM%. SESHBHBMNRIE. ©

BHRTZARBEEENES, (P F) (2017) (2FFH 3R
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(IBIRIEER: 2025 FE2 B 14 H) .

27, XTESEERTEEARTRNNS (SEEXTEERENSELURENNS ) |, B8R BERR
(Martin Heidegger ) , {(+42FmLEE? ) (1998) , &HFW. McNeill (48) , (#tr) (5594 -126 1) .
SRR

28, BEHTEWFHEESZSERNRIUMER. ‘& SEEBIGHARIHMEKESERNEN, MEEARITE
BH—ES, WRREGATSBAL., BEFIENE, ‘SN BBmNESRie, SREEFERPX
EREAEAEREIR: —EEEaRBHENR EE . HFRCIAZN: micro.magnet.fsu.edu & medicalgigong.
com (REHIAHLR: 2025E2 814 H) .

IR, EREETETRAEN, NMEr— N EMmAZHNES, FHTIFRR
BMEBETFEIRIREERE .

EX—EGOET, RUESE, BIFN T PEESTE, NSARBEIEEHZEAR
FHXECE ., X—IRER, FEEREITFAFLIES, SABEEHERAZTAKS
(1051 -1107 ) BRfE (LR ) (2% 32 W Figure 15) « * IEREF RN
SERATHR, (EKEEEFENERZE, B TRESHENSEMS. TEAETF, K
BRYTREEBY T BERIS—INEE, MAMERTSEIRN—#n, EnpmEaRi
PRVERR, SHEWKERIZISEREITFN, H—ERU T IFRSBEARIERES . fEEx
TIRANERT, HLMRERIEEBRIHEIGEHIESR, BEE25KE,

(FRIRRYEM No.2) 10T 2022 F, KITREREARE LHBZT. XHNEKE
(2022 - 2024, 200%x103 cmx2) BE=FEITE, =ETF 2024 F5=k. 1ER
I Z AR R ERTISSEEERARE(F, (FRkE T SRR, &
EEZEEEHRERE. BEANNZEXEE. FRANER. X LRUNREER.
MIEEFEN B, EFREMEMHERN=ER, BRREREBEAHZAN)IEH
ROSZAMERBEESD, NMITIEE—mE AR . EHIZRCERTEINSIRE, < ABK
BEBLOESALUETIREER, AAMER MRTFEEHNERE.

FEZT, ERIWED , —MUIARSHEAENE, S—UNIRELSE, 2P M5,
AR . A, MEANE, SERINESETHHREETCIZAIATY, SIRE
EFPEE—AY . FNREIITANERZSHRR, XAFmEFzE T LR
W3r, BN T BERNEEMFIESSAICE, LAULREAEERARIINE . EXEK
BRIEUEES, —5—20EHEI.

(PaizAYERA No.2) HRBEE ZARBFHZMABER S, LIURED - KR
REE (ZEBEFLR) (14735F) (£F5F 33 M Figure 16) 5 ( HELNERAIHREE )
(1484 -1485 F ) (&#% 33 W Figure 17) RzHSRB, HNEISIERESE

29,  (HHLER) BRILRBEFAKFBUBVERPEN—REDFS, WRTIt=KESEY. FEBTNHE,
EBRBEBEZARIINEFZ—,

57



58

AL, MEEEHFLZNAREIEEE, —EZBERRIIRE, BREERZ
IEHOMERL SARHERORERIME . RESFmTRSINTER, ERMIIEMAvLE . il
MNZAREERAISIA, MERERIREICI, SISHIRZERE, BREIRNRTAEE
FHIRAG R : A SRE ., XWEBRMNIZ, DNRILIESR. Fo]HE, HEMRE
FERVEARKS] . ISR D MAIEEmiIZ it hRFTHENRENREE
i

ISR, SreRairgERSHIEIIAEIESRE T HRANEBTH, BRERSE
IREPIRESE T HEANHR ( BERIEIKR )  ELARKER . SEEERISIR IR THE), RIFEWE SHE.
RESHRIAF . X—IFNARER T TIBHIT= SXUNRIEEN, EEMAA
EXTER. ESMEERRAVKEREL, SHFZRITNAYEHE SN FHE (ST )
(&F% 34 IWFigure 18) , EFFRIY T ZIHERSSHERIIFIL . AMAR T4
PENEZZW, BERAEERITHENRRZ T, HatEd=RNRER
EEERMIFERSPELUEL . EREZANET, BHSHENITIR T IRERAY
REBS, EFEMMUERFTRIEE MAAIZ B RS RERFT

FEEBH R, RESESTTEXZTENA “4it” S8, SHEMEFTRITHY
BRHEREIARE, X—BIEERARERDE T BIBRHEsEEAY), MERITRE
PREFPIIF SRR LB RIHRNRAEEIR, FEASSIWIRE EAIZAIE, HEm
SRATS I BRI RIET TIEERER S EN .

AEFEMUANERT, ZARBERIVERBEERARPSI SIS (&%
%35 M Figure 19) . XD, MEEEHREEZZECHTER, LUBSZHRIE
MNEARBBERR . [FANRIRYIANEITREEE, NREFEARELMIBREER. £
RENEWS, FEZECHFLHFTRBEEUNTENAEDD, NMENTIHR
ALIBHE .

REZILYIZHET MSENEHFERSEERR, 8B 0FLHERZIK. =8,
B52A. lEARREFRARH LT, EffmTEEEEERKNSURPENAIEIENR .
NIFRFEMINES=TIZI, TEAR. RRSEATERAEHIAVEES, Foait
BIERIFEAET, IR EREENE RS BT RH

HRIE S ERZ EEEERATAZIER, NMUEBPLZERBRITTE IR
EPE—2UWHEARD R, Bt S EA FR el iR -haIiEE
U2, fian, wrElEkRSMae, EhaE ‘R | XEAeREES AR
HEETEIL, R AmRZRXFMET, AN RIIARS R
TEPARTIEE, ¥

Ee S NIERBESREMRZALES, RESUEL "E&517 X—SHEM, H—
SHETBEBIBIELR, IR, WEEESTARINELRE (1269 - 1354 ) #WES
PELKESZEZFR (EELEE) , BIWO5HE, BRNREIFTELREES
SeIUR Rk .

PEXHHHRFEREERENESR, E5IEFE. BEEFEHIASRERER
MUSHEEN . REELRZINHBOHTIROME, WX ABIERABIEE T
EERFARSY, IHEGRS/\+ERNEAERT (EEWEE ) HAEHES . N
chRANZIX BRI ZIRRISIHAORTNISE, BT 2024 F 3 B 31 BXBREEWLiE
TSI

BEGRAZARIEIER . BERKEREHS (1665 -1636 ) AU, REZHREZ
AEEEFHOANMRELKME, FETRIFERIRR, BEAEEEXR, BN
ANKEZENENEMES R, tnEF1ES, RTINS EBULIK, HEmHEE
REBETEREANER, “FUBEZREERNNE, HEHIF SRS — 1 TEREEHE
IRFRIARRIGIEST . TICRMEE. READE, RREMIEUSRA, S54RI
TIXMHEZRRE R, T

NIZREANENEFLRIBRIEABIITR, RESREKIESI R BARRRE
EAMUNEII EXRIDERTHE, MEETHEESBEAZEBEERIIBREE . X
EEA N —MEE, EFRMIEXNINEE, MENEALRS: “NEslE: 5

30, ‘B’ RTEEFLESHEPERNAEHN, EZ2EMERY, STNHBF . K DS BRI,
EISCARESIRL . LBHINTRE, REHAXEIWEENBRE, ETEFAREEAMREBRETERR, FE8
EREFE, BRI BEMHTRE R,

31, BEET 2024 F4 B 27 BEIETIE=ESEE

59



60

El, DRZAR. BEIHLT. FElN+, HEREZEEIRE. BSE, 5B
RIEE, AMAIE. BZFre, OEMED, MiXR, FERE. XINFFEHTRIT
BERE, 7

REZHCIEIEEE 2RSS ESHIEM EHEFE . £R 7 EFWZIRAF
EENERNTERE, T —2 0 BRERE B RIS MBIERE A —IBR T A
33x 750 EAXNFIHHEKE— (REMNEA: EFW) (2023-2024) (&%
55 37 WFigure 20) . XIES AR EREME LEETHEAEFS (EELER)
IR SIE, BHBATESIFSIEESRUARHIBLIER . WHFAESLL
I, B RILAEMAR . X—FZRERIEME, NHEHEik.

ME—(IZMARIBER, A RNEEPRANEENIIESKENR, REZLU
e TESEENGaRERENIRETRILIKER ARemIaktiEsala
SR, BEANELAIMREWHESIRHILN, FIASFHINRRERIDY <R, #
— R BIEPIAHIISRIEER.

(2 =EmA: E5W) b, REEEMERET ‘MR X—ERER—ET
BREATRNEEE, MEFRHAEETRNIHER G, BITRIEERRER
HiFH, X—IESTMAIIEMHISIEAES Fm ( BHILEIZRIE C 73°40'E~96°23'E
34°25'N~48°10'N ) B9 ( & ) EF . ht, —BEMARBHRRALIARE,

SRR, BT EEEWH—EHERER . ZARKEIBALNFZBRICEASIH
B E, S2WNLSIER. B SXEZERRNEESE . REAIRTSHHILSE
g, BRERZIEAEERRE, MEEE T BEDEPI—EBERIEFEEIR

=2

TGN o

32, EEHEEZHFEXERGRME “SUEZRES” (INKstudio, 2024) BETIXERY=Z, ENES (fRi2rE
. 8&W) NPEH . ZERRRFEETRERERENMEK, HRNSE: “EIEtHF (1347) (MIEEW
E. TRIMEE. BETFREEESHILE. XZE, TREE. hET. FEEd, H=N%, XE<E.
HEBELS, MRENUR. SEREITEH, RIBBIRINEE. THIE. BINERE. BERER,
FREFRNER L MR . +4F (1350) « BRERE. BTRI—H. KEFABFTESEERMLEE., ” EHFEXS]
B National Palace Museum, 2015. Huang Gongwang’s Dwelling in the Fuchun Mountains. Taipei: National Palace
Museum. It https://www.npm.gov.tw/en/Article.aspx?sNo=03000860 (1A[E]HHER: 2025 FE2 815 H) -

E(EEEHE)S(RerER: 5L )T, RESER hREFERIEEERHER,
FEANAEE /R ( RFT ) FRIY-RIETY, BEMAI R, X—EREENII—IPIRERY
£21, EAREEREISRER. ¥

i (feEm: 25U (9KEsH, A EAYRBEHSERFETE M ERZT, W0
BRAEFRBEAFUTEENTAZA  XESZRFMBIALK, JULTR, Ak
EMENEBEZAIEFRICIZ . (Frtefifcsk, [ERET “BR" RAZW, miX
LEVE, BENNTEIF (EFLUEE) TEEsERKE,

AETESUKEFEUEFMIERT=SKAENS, BREIREEMNT, BiXEXE,
B . XM ERBMM L ERBETR LK KIERS=IA: AeTEX, KH
ERERERRAE, XEREGARBRHEHIMNERRE.

FEUCEAM £, RESUMEMHERRERNES, BAMESNSAR L. it
BARPSRFEXEEF, BUNUZENIER, MEME. ' AEERRE T KER
RIZRILFR . EETFEZAREFTHIEERFERGNEX—REESS, RESIGHS
RIZEIABYIN « =P RZIEEARR N EFRIKEIIASANERT, X T AT E
R EE EAY .

WAL ERATIN, AERIRZEILARIES ‘&t BEAMITR, W
Site. tErERNRRIERAER, NEANEEESRERIRISIIERAIEEIRIER
X TRERM T ERTFAIERHER . *° IXFERREERE MY, 2RI 5%
KEE, SARAFESNERTH—SINT, LEASEREHRFENEEER. (&
%% 39 I Figure 21, 22)

FEitt, ¥MEp A —MERAEDRIZIERIN, BINZAREFXIZIEANERRRR, LIRS
MR OIITEIESHESH, FX—BFERACNSHINES . RRINESSHENES.

33, BREET 2024 F4 8 27 BRIt IIE=ESEE K,
34, [k,

35, F<TIEEERRIES(EE, 1M https://hmsc.harvard.edu/online-exhibits/cochineal1/product-nature/ ( if3(a) H &8:
20252814 H) .

61



62

BARE, TEHEEA, ETEESIKEFTEEROEN, XZ—WSESSERTE
FELEIE . LIAEAREMFARNGENS, RUKESRADIHRIVARED . BITIEA ‘4K
E %, BEENMUETEEUTERER, BRI YRR AR
RBARS, FEFESENEERRDNRRSEHN . © EENEELNEEIEF,
FESERAESEN T IR0RI, Aot E IS EEE AR EAEE .

EEIT—EREINE, FaEEAERIENEIEN, BEMANRA. KRR
EESETHTEEHEME, RETIKZE, FHheElms, eiINEEEHS—
IREFHTHI, EEE—MERAZANELR . ZESHERERE, BRULKEGI—IEF,
T¥EEE, LIFTIR, BIMES, LashteRIFRLE#

“IER “&3N

REEN “MoR” &7 (2018 F£S ) RN THERIKAES ERVBIITHRER, S TR
BRITEERE. thFRaHEESR “=NNR" AnRe T ( B “=EBRR, LERe” ),
MEXRAXRKBENZRRE, BEREER, FEEEME—FPERZMAITK .
EiEplE. MESHNERL, RESUZEENENSR, BRERENRE, B
FIEBRF THEEIATN . AmESILRASHE, RT—2R5is, mMey¥s
BB, WXRLKIRSATRLE. ROSIRERT, FrEMEAISRINRNAAIRY,
FRROA LRSS, BEESEN N,

ERESER, EYASHAENEUNR, HEECEERAEFROER. Wi
S, REETTUERELHINE, DIRRAKNORLEFBASESEMHE
5. RERECREFENEE, MOFROEYSEZE, EHNENHSSE
R

36, AREAEAFELKERZORE, BIEMRZ. FRSEEN, @ELaEBROIREES. W KRR
5 BHIRAHELIE, “WosK BUMRIR, EEETERHEAREIEIGR, TEXALK ‘L&iz8”
ANSELESLE

37, BEET 2024 F4 B 27 BEIETIE=ESEE .

REZILYIZAEIST YE, B2 T BEEESHSRRR, HERRES AKEE!
RAURABETHIEBZAR . RLLHIT AT 300 £ 400 FEpEE, HIFANEMESHE
RAMIERY “S—BHR" EX, RZEEZIBEZ ARG . X—IHIRER R R
TRAIRLES, NERBHAMRISIE, BiFeimsiek, NEREBRAIIATE. IZAEY
PRREAMIEEIE E = = EROIIER, MARBREZRZENMRAREHFEAYEF “E
HXIE" ARSI EAREHE .

RESNRERETB TGS ARG, BV SER, MIMERTERMMK
MHOZ 55ER, EELBEEEERAIVBERER . XiMf75iE5mIl. PR ARE
WHREHNREME, ERARENNAR, BEPFEAIIREEET—LIER T
TERIYNR . MbISEDHbIz FRSEUPE T BRIERIBRAYR R, TEYC S AISER T T EIG B
RRAVEFAR:, 2 TIARRIARREESE ., M, S5 HEPESEEFRETEIAZARY
AR, RESMERNEM ARSI BRIFAUFHE, FREmEME—FRHEEN
REBE AR B AIRAIEHE o

EFFEEHAY oK R, BREEMHARAHAX M. &£f), X—EGRE
ERENEELER, BENERER, BMMAAAMIRIEEEAENHRSEELN
WRES . BFEZTZE, REEFREAERRE, EEXNEERERNWAZS,
HERREAE 2 BRI BN AT, NeEEiEh EENTERDNERERE. £EEE
B, X—ETHEREHAT ‘B EROOETER, FREFEN—MERIITE
AR, 5 56K (EAFEP OSBRSS ARERINTELS .

AX—gEd, ZlZEE, IREYKREF, EMHSHENEE: £ (]
SR N0.23) (75x73 cm, 2023 ), BIIBIRERESE; (IR N0.25) (77 x75
cm, 2023) &, WEIMEHEIK. LITTFROER; maENELE ( 2R No.21)

(130x120 cmx= 2, 2023 ) &, TEAYLILESHEFSIEHE, EXIRER
BRGSO E , RAEERRAEN . FE D EIRX R . BISX AT S,
BREEIFRA MM RIRIA R R —ME N EMHREIRIBES -

NESEZHNERE, REBN R RIeMEREHZEIT “BF At
s, HEAMTECH SRS FENR FERSMEEMERE  EHEEmh e 8

63



64

T ESRIERE, BMEATRDIHE. BRAMBEFENST, SREEENZAKER
BT EBINFTER, * P HENFREERAL, RESE THHABN—NE
BIWNBRIIRIE, ZLERANEEZBEXAIS, AIE BN R EZENFER
FEFIRE. wEEPEE, MSRIEEFERANFES, tESEE—EANTE
BE— O EFEYE, LN TRPERT “BF BRESINE. MESERZE

NEZLRIBE.

REEN MR RIBERIEEH . SRR EREEZNEFRR, T T
FEEGLENSREND, EAXFERARSFEANGSHEZ [SEEENTXE. i
JIFENREREPFRAREVS AR TN EEREAERIRAINE, S T EHKE “B
B’ e, HEmEEm LISmE—MiEll “FEE%% (Cosmic Latte, &1{&:

#FFFBE7 ) MBI, X—EEBHRXNFR R - BhiZmEs (Karl Glazebrook )
5F#5 - tg3fEE (lvan Baldry ) F 2002 @IS0 20 hMERFEEFIETENY
HHFEFEE, O

RESBIIEERESEGT MSEIEN— "8 | 5. RiFaRE—2Y
HIXMISERENE, BFEECIEIRREE AR SSRAEE . XS OERIER

38, EF “Monad” {EMRMERITIE ‘monas” (7T) , IREEFMEIE “wovac” (monds, B ‘81 ) 5
‘uovos” (ménos, =R “M—" ), ERAIBMERKEIFGEER “men-” (BE. JRat) .

39, X (Gottfried Leibniz ) IREHHREHZERNBEFICINN, FEEFISNERR T—8F—
e . SEEFMWEIRSIAMETENFE, RFIIRZAIFUEEE ( harmonia praestabilita ) , FZALEISEELRY
IR, BmEZZBILREE ‘BT ‘Bie, UFEAERNERER, 8 R FREIstamE, TEABTEEE.
ENTIEEN: EHE (BT EhErEEER) (BEAEAKXFZEMIE, 1993) 21987 &2 B 3 HELH
LR,

40, 7NEFIEEMED (Hex Colour Code ) 2—FfAFH SRR LD, UL ‘4" STk, B
HFNFHBNES. TELRCB (4. &, ) 8FEERENEHE, EPERNFHOBINNI. & BE=RE
HIsBE(E, a0, #FFFSE7 (K& “FHEZEH" (Cosmic Latte ) , XE2—FZFIMNIGHROKEE. X FFEHEH
EEAIBIEZEE0NAT: https://www.color-hex.com/color/fff8e7 (iBaHER: 2025F 2 814 H) »

4, XFHEXWAROFMES, 1B52[: Can, F.(FHEMFHEEBRTA? ) (2022), Live Science. §E#:
https://www.livescience.com/average-color-of-universe.ntml (35 /8] B £i: 2025 &2 B 14 B ) ; NASA (2020)
(BRXYE: FHS4%—FHEFIIEE ) |, Astronomy Picture of the Day. §%1%: https://apod.nasa.gov/apod/
ap201227.html (B[ EHE: 2025 F 2 B14 B ) ; Science Focus (2023) { FHEAEE? ), BBC Science
Focus. §%3%: https://www.sciencefocus.com/space/universe-average-colour-cosmic-latte (58] HHE: 2025 & 2
B148) .

RS ME XS 2 THIN RIS, NSEE Y EEENNIE. BREBRR(FAKRE
BEELHRERENEEZELE, HRiRdBEEMNRINMIKIPEITRE, FEEmTHRIEWYIR
MRFERET. HN2ERNHFERCSEE. PRESERNNENE, ERSFH
ERAHEIAMIRE . ZEE. R EFEEUEAERTIEE, EERAMA
PAFEABIMRES .

RESNZAMRRECUGEFSSCEH, BIXNPEEFRZ5TI. FHREEM
ZAREENBXWEE, hIEERESE5E SN ZRNER TUXHERE B RIEY
EESEREFRHEREFT—NFEXAEERTIREN AZE . BIEZIEGTIE
SAMTE F— IR R Z B EEAEHTE, LESNHEREIERE:
SR HUBHIOAIESN . BIRKEEREENT WE. BIWRSHFE
NMHIREENR, MRS 7 LB EhIRBERAUEHER, BRI, FEf=
UEHBAERFHOTE R TEMEEE . XMW FIRZER BN SE NI
BEEHR, ERRICICES MARIRAIR TR EF BT HAE, iz
TEFAERR SRR ERIEEATR

(. #8e)

65



67

OBSERVING MY DISTANT SELF 73°40'E~96°23'E 34°25'N~48°10'N
Kang Chunhui, May 30th, 2023

This is a tough journey, one that entails confronting the self, retrieving memories of the
past, experiencing the present moment, and anticipating the path that leads home. Art,
in this context, is not merely a theoretical construct but an active practice, something
that makes one feel alive. Such practice requires questioning motives, both conscious
and unconscious, with emotions preceding motives. The pursuit moves from memories
to poetry, to childhood, and then to dreams, but dreams are not where wishes come
true, and thus a new journey must begin.

This journey unfolds through paintings, videos, site-specific livestreams, and pondering
over questions. Painting, though repeatedly pushed to the margins by technological
advancement, has continually demonstrated its irreplaceability and reaffirmed its
enduring presence. Moving images possess a distinctive mnemonic allure, enabling the
retracing of lived or imagined memory. Livestreaming, on the other hand, introduces
an immediacy bound by irreversible, linear temporality. The questions raised in this
process are not only unresolved, but remain obscure and bewildering in form: in this
project, the notion of “boundary” becomes vague and internally contradictory. The
boundaries between perception and time, tradition and modernity, introspection and
self-realization, myth and history, nature and artificiality, all become sites of inquiry.
The contemplation of these boundaries constitutes the evolutionary process in my
spatiotemporal perspective. I hope to embark on a long-awaited pursuit in the most
familiar and yet most liberating way to me—art.

The choice of geographical location stems from my childhood experiences and the
many returns I’'ve made since, each arrival and departure leaving its mark. I brought
locally sourced minerals and the memories tied to these places back to my studio,
where I completed the paintings. Later, I returned to these locations to create videos.
Eventually, each painting will separate from its original series and form a new artwork
with a new title, integrating with both the specific location and its corresponding
video. The significance of the geography lies not only in its physical reality but also in
its capacity to conjure a temporal and mnemonic landscape.
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The philosophical ideals of Laozi and Zhuangzi, along with those of Zen Buddhism,
aspire toward “let go of oneself and wander the world” and “thunderous silence.” This
time, however, I cannot “act with a mind devoid of thought.” Just as the Big Bang was
triggered by an internal collapse, I will begin a new round of self-compression with
questions in my mind.

(English translation by Tina Liu, Nancy Chu)

69

EHLEIRECS 73°40'E ~ 96°23'E 34°25'N ~ 48°10'N
BEEE, 202355308

XEOREINRE: BEEEEK, SHERNICID, REITHERN, EEFRYE.
ZARTE—MIEE, BR—MES, BEAREIFERIRA. XM EIREEREM,
BRIRFILTEIRAEM, BRANZAE .. BICIZERSHBEREFERE, BEHA
BRI TS, PRUAFEN —XER.

ORABRIZERRE P 5A4R . EMERIEERBER . LKEBERHAIHE —IX—
XGRS, (BEIXERIERR T A ECIEMNMIALL 7 TEReAIMEN . S2BRIFARIIE
RHICIZIBBEIREAE ] . BEREEERR AR EZERIZ AR . MBEBEHIBAY
BLER, EEQAASEZBEFIELRER: XORTaIF “BFR" Tk T — MR
MY FERNFE, BASHE, #4531, Re5a%RESX, #MES5HhE, 8BRS
ATESE, WXLORNBEMRI=WHRNETHIE, MikHEUFEIZER,
ENtEEENEHIIL I —2RK, K—RAEHINES .

IRV ENEERT LR B GBREIRSEF, TEXLLHERIT ¥F0ic
1ZEE TIEETR XY RBIER, ZEEREMEMRTR. BRNXLLBEI RSN
BASHNREIMAISAREAT B E S GRS LRI ERIISEIR, WIEENEE
AR EYIETE), KBRS FRIATT

TEMERAIERE "Bt ‘—BWE”  EXIRBETEHE “UTBZ0TE,
FINKIRIFRIZIRERNR, FRHER R —IChIBIRESE.



70

SERURIRIGIENE
KIZILGAHA BEACON
82°90" 95" E-41°79' 87" N

RUIKILRE
TIANSHAN GRAND CANYON
83° 05" 35" E-42° 11" 52" N

PEZEE Y
KUQA OLD TOWN
82°93' 12" E-41°72" 47" N

RRURARE

KIZIL CAVES
82°51'35"E-41°78 82" N

5&AF C)

URUMQl

BRI

TARIM POPLAR FOREST
84°11'35"E-41°15' 35" N

EHTRS
BOSTEN LAKE
87°02' 58" E - 41° 92" 46" N

L]
LOP NUR
86° 25’ 20” E - 41°20" 38" N

PEAREERE
KUMTAG DESERT
90°33' 27" E - 42°84' 86" N
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Observing My Distant Self 73°40'E~96°23'E 34°25'N~48°10'N
EHIERRIEC 73°40'E~96°23'E 34°25'N~48°10'N

73



74

Kumtag Desert 90°33'27"E-42°84'86"N
FEARIEHE 90°33'27"E-42°84'86"N

Color Video, sound; ink and mineral pigment on paper; spray painting on acrylic @040, 7F&; /KB T¥Ekl E4%; Wik biEs
06'06"; 45x45cm; 100 x 100 cm
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The unique natural geography of the Kumtag Desert has allowed a clear yet non-intrusive
coexistence between the desert and the adjacent city for over a millennium. This real,
geographical boundary underpins the overarching theme of “boundaries” throughout this

project.

In the Kumtag Desert, I explore the scope of “boundaries.” I believe that boundaries are not
merely lines that divide territories, but rather zones that connect scopes. This idea originated
from the Sumeru series. The name “Sumeru” comes from “a mustard seed containing Mount
Sumeru,” which means that the microcosm is the universe. While the development of
technology flourishes, we cannot deny the existence of decay. Chinese people have long
understood this principle—embracing death to give birth, and embracing life to face death.
Macro and micro, internal and external, endlessly alternate, pulsing with vitality.

Then I move on to explore boundaries in art. Here, “boundaries” occupy two layers of
meaning: one is on the visual level, where the red flowers in paintings are derived from

red flowers in the natural world and where the theme and expression of painting finds

its extension on the painted surface. The other is on the spiritual level, where red flowers
bear socio-spiritual meaning, symbolizing in Chinese culture important moments such

as marriage, ribbon cutting and awards. But these flowers, as spiritual carriers, are often
discarded after the ceremonies or activities, just like the fate of “straw dogs” after the
sacrifice. I seek to materialize these ephemeral symbols to preserve and extend their spiritual
resonance.

Finally, I delve deeper into the “boundary between the natural and the artificial,” a
distinction marked by contrast but not by opposition, as humans and our creations are also
part of nature. This is an in-depth process: from the transformation of the painted image and
the edge of its painted surface; to the balance between prints and original works of art; to the
interplay between the desert landscape and its image as refracted through an acrylic plane;
and finally, to the relationship between painting—made entirely of natural materials—and
the broader natural world.

Ultimately, the work engages with the dialectics of the real and the illusory. Blooming
flowers are real while withered ones are virtual; the vitality of life is virtual, yet its constancy
is real. Are not the gorgeous flowers blooming in the desert thus spiritual?

(English translation by Tina Liu, Nancy Chu)
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Lop Nur 86°2520"E-41°20'38"N
Z%iH 86°25'20"E-41°20'38"N

Color Video, sound; ink and mineral pigment on paper #2850, Fe; KE § YEH S6/
06'06"; 42 x 56 cm
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This work aims to explore the porous boundary between myth and history. Lop Nur is
referred to as “Young Marsh” in Shanhai Jing, or the Classic of Mountains and Seas, a mythical
site whose identity has continuously evolved through time—from an expansive lake to a
barren desert, and more recently, to a site where natural water accumulation has reappeared.
Despite its physical transformations, Lop Nur’s mysterious aura has never faded. For the
painting in Lop Nur I chose the work Jingwei from my Phantasia series, from which I began a
systematic reflection on mythology and origins.

The boundary between myth and history is also a liminal and blurry zone because “myth” not
only refers to unverifiable stories and beliefs but also bears special significance in describing
the origins of cultures. It explains why humans exist in such a way or why cultural norms
develop in such a manner, thus influencing the course of history. The meanings of myths
themselves far outweigh any skepticism regarding their factual truth. The figure of Jingwei,
eternally filling the sea with stones and twigs, parallels the Greek mythology of Sisyphus—an
allegory of perseverance and existential futility.

A person’s life can be regarded as a complete history of the universe, from nothingness to
organic life, from unconsciousness to consciousness. A single, monolithic view of history is
inherently misleading. We need to adopt a multiplicity of perspectives to discuss issues more
broadly together.

(English translation by Tina Liu, Nancy Chu)
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Bosten Lake 87°02'58"E-41°92'46"N
{&HrEE#E 87°02'58"E-41°92'46"N

Color Video, sound; ink and mineral pigment on paper #2850, Fe; KE § YEH S6/
06'06"; 69 x93 cm
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In most people’s minds, Xinjiang seems far away—an impression shaped less by geography
than by psychological dislocation. While “Time and space” typically refer to physical
dimensions, the driving force behind human experience has more often come from
subjective emotions rather than objective reasoning. Therefore, everyone perceives the

scale of time and space differently. Ink, as the artistic medium I’'m most familiar with, seems
to have a considerable distance from Xinjiang. However, through my increasing research
and observation of the murals in the Kizil Caves in Xinjiang, I've discovered that ink, or
traditional Central Plains culture, has long been intricately connected with Xinjiang. Hence,
I chose one of the most iconic symbols of literati culture, the Taihu rock, as a medium to
introduce to Bosten Lake, the largest inland lake in China. The landforms and vegetation
around the lake vary greatly due to the significant difference in its salinity levels between its
eastern and western shores.

In recent years, my exploration of the Taihu rock has become an increasingly central element
in my exploration of the theme of shanshui (landscape). For me, the integration of flower,
landscape and even figures into the structure of the Taihu Rock aims to blur the boundaries
between traditional flower-and-bird, landscape, and figure paintings, enabling a multi-
perspective observation and practice regarding time and space.

I have long sought to contemplate the meaning of time and space as they pertain to human
existence. In my immediate surroundings, there seems to be no fixed temporal order—
time feels open and chaotic. Creating within one’s own spatiotemporal framework means
relinquishing labels and drawing freely from time’s disordered flow. By the time a work is
complete, my understanding of the world has already shifted.

(English translation by Tina Liu, Nancy Chu)
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Tarim Poplar Forest 84°11'35"E-41°15'35"'N
BB AREAHM 84°11'35"E-41°15'35"N

==

Color Video, sound; ink and mineral pigment on paper &40, 7e5; KE T8k S
06'06"; 79x58 cmx 2
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How does each individual perceive themselves? How to search for the essence of the self?

Will I no longer be me if without certain qualities? These questions seem to be experienced

and understood through the relative relationships and influences produced by different
environments. The Euphrates poplar (Populus euphratica) trees can be found in many

places, but it is only in the special arid climate of Xinjiang that the legend the poplar’s “three
thousand years of vitality” has emerged. The significance of my background lies in gradually
understanding the surrounding environment and feeling the imagination it subtly instills in me.

The same applies to the spiritual environment. Zhuangzi assigns the meaning of cai, or “material”
to deadwood and, when discussing the “wood that cannot be used as material,” points out

that dead trees, as well as people, are not necessarily “unusable wood,” but are simply in a state
between “being fit to be useful and wanting that fitness,” in other words, contingent upon a
choice of attitude towards life and society. Therefore, “deadwood” is endowed one’s choices in
life and one’s attitude towards the world. The aesthetic value of dead trees is not only in their
physical form but also in human emotions, transcending the subject itself. This imagery is also
an inquiry into the essence of life.

The painting chosen for this location is from the Root of All Life series. The name “Root of All
Life” comes from the chapter “Letting Be, and Exercising Forbearance” in the Zhuangzi, which
says “of all the multitude of things, each return to its root.” The “root” is presented as the main
part of the painting—whose complexity and entanglement bears its own special sense of
aesthetic beauty—as visible elements like mountains, rivers, blood vessels, and lightning, and as
invisible elements like cultural context and feelings.

(English translation by Tina Liu, Nancy Chu)
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Kuga Old Town 82°93"12"E-41°72'47"'N
FEZEZ% 82°9312"E-41°72'47"N

Color Video, sound; ink and mineral pigment on paper, mirror &2&A040, 7=, K& YR S48, SE
06'06"; 100 x 100 cm
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An early morning in the old town of Kuqa: The bustling streets teem with people, while the
old teahouses exude a tranquil atmosphere. In and out of the camera is a taohuayuan or “Peach
Blossom Spring” that is both real and fake. The relationship and boundaries between its
inside and outside are blurred and uncertain: “seen closeup yet seeming thousands of miles
away, viewed from a distance yet feeling within arm’s reach.”

The Peach Blossom Spring is a multi-layered spiritual homeland blending the ideals of

a fairytale and that of a recluse. It also contains multiple layers of meaning including
cosmology, beliefs, ideals, and a sense of belonging, transforming “scenery” into “landscape.”
This is a visual cosmology. Serving as a marker, the peach blossom land offers the viewers

a glimpse into different times and places. The entanglement in the image serves as a

“veil,” implying that the search for an “entrance” is not always easy and straightforward.
Throughout the creative process, I always feel that there is a path slowly unfolding in

front of me, through which I find my own world, a place untouched by others, “seemingly
luminous.” The Peach Blossom Spring is timeless; forgetting time may, in fact, be one of its
thresholds. It always remains an object of longing. This work embodies my lived sensation of
the Peach Blossom Spring, a reality that encompasses both interior and exterior realms.

(English translation by Tina Liu, Nancy Chu)
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Tianshan Grand Canyon 83°05'35"E-42°11'52"N
KLXKIES 83°05'35"E-42°11'52"N

Color Video, sound; ink and mineral pigment on paper #2850, Fe; KE § YEH S6/
06'06"; 90 x 71 cm
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Natural colors have an appealing power. I was mesmerized by the light flowing in the red
valley. After returning to the Kizil Caves, I created this painting, and then I brought it back
to the Grand Canyon to create this video.

Materials possess uniqueness. My relationship with “ink” is similar. First, “ink” chose me, and
many years later, I firmly chose it. I have had a great and persistent interest in transforming
clay or other materials into usable pigments since I was young as colors themselves have
immense and complete power. “Five colors of ink" has its philosophical considerations.

The color scheme mainly comes from the Kizil Cave murals. The contrasting colors on the
mural surface, after thousands of years of weathering, become increasingly solemn. What we
see and feel today is all left by time, as time ultimately chooses the colors that remain and
make them more obvious. These colors greatly inspired artists. Since ancient people drew
strength and comfort from murals as public art, color must have played an important role
regardless of the narrative content of the murals. Using ancient color schemes and pigments
has accelerated my life process, and together they have led me to a new stage.

(English translation by Tina Liu, Nancy Chu)

BANBREEERNRS . HEEHRAeNLETRe, FHRL2EK. DR /RaEREES
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Kizilgaha Beacon 82°90'95"E-41"79'87"N
REURRIGEKE 82°90'95"E-41°79'87"N

Color Video, sound; ink and mineral pigment on paper #2850, Fe; KE § YEH S6/
06'06"; 120 x 90 cm
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The ancient beacon, once lit for military alarm, resonates with the starry night of the
present. Light will break through the darkness again, and even the opposite ends will reach
balance and cycle, just like the two extremes of Taiji. The reason for pursuing the distant
future is that there are new questions in every era, which demand the exploration of new
answers. The beacon at night is solitary and quiet, a profound environment in which some
questions will gradually become clear and reveal their clues, allowing me to experience

a more long-standing view of history. We speak of “combining strength and gentleness”,
though destruction triggers beauty, it is often “softness” that pushes things to a deeper level,
enabling realization of one’s own ideological transition and change. On a quiet spring night,
you might even hear the sound of the bamboo shoot joint forming—firm yet gentle.

(English translation by Tina Liu, Nancy Chu)

BERSMIAERSILZINEEEER . SCSBRRRRE, RERN ARGt AR FEm
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Kizil Caves 82°51'35"E-41°78'82"N
RHRURARE 82°51'35"E-41°78'82"N

Color Video, sound; ink and mineral pigment on paper #2850, Fe; KE § YEH S6/
06'06"; 60 x40 cm
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The end is also the beginning, a cycle, a summary. Why and how to set off again? The
motivation is related to belief, and the foundation for all beliefs is freedom. Freedom is not
stubborn insistence. When I think back to my childhood experience of learning about the
world through drawing images, nothing has changed in that regard. For the painting at this
location, I have chosen my first series, Flowers the Whole Year. The vessel at the bottom is in
the shape of a bronze gu; the red flower on top faces the empty cave. Flowers have remained
unchanged for thousands of years, only expressing, through their most ordinary existence,
their sublime and mysterious natural emotions.

(English translation by Tina Liu, Nancy Chu)
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VISITING THE “DWELLING IN THE FUCHUN MOUNTAINS”
Kang Chunhui

The Fuchun Mountains—I have long yearned for them, ever cherishing thoughts of their
rivers and hills. Now past forty, I often ponder where my own Fuchun River might be.
This spring, journeying there with dear friends, I returned and began this piece. Arising
from the depths of feeling, my thoughts could not be restrained. Thus, in this manner,
words cannot fully convey. Written before the Chushu festival in the late summer of the
Guimao year, by the banks of the Chaobai.

This passage was written in the style of Huang Gongwang”s colophon, after completing
The Hidden Protagonist: Mount Fuchun, a work born of my visits to the Fuchun River
across the seasons.

Landscape painting is not about seeking beauty in outward forms, but about sensing the
spirit of heaven and earth—the animating force that allows us to perceive how heaven
and earth come into being. For a long time, I experiment with the fusion of flowers and
rocks, trying to feel the edge where transformation begins—where forms dissolve and
merge, all in pursuit of entering the world of shanshui (mountain-and-water painting).
To enter this world for the first time, I need a counterpart, someone to converse with.
Huang Gongwang is the first person I wish to “speak to,” and his Dwelling in the Fuchun
Mountains® become the work I most desire to visit. It is a painting born organically—

its supple texture, like living flesh, grown upon the structural bones of Song dynasty
landscape. A handscroll is the moving image of the ancients—it holds the texture of

time.

1, Huang Gongwang (B8N , 1269-1354) is a major figure in Yuan dynasty literati painting. Originally from Changshu,
Jiangsu, he is recognized as the eldest of the “Four Masters of the Yuan dynasty.” Under Mongol rule, many Han Chinese
scholars—including Huang—turned to Daoism, calligraphy, and painting as alternative forms of self-expression. His works
helped shape wenrenhua (SZ\IH]), or literati painting, which emphasized personal cultivation over official or decorative art.

2, Dwelling in the Fuchun Mountains (E%U_IE) is one of the few surviving works by Huang Gongwang and is widely
regarded as his masterpiece. The handscroll presents an idealized panorama of the Fuchun Mountains, west of Hangzhou,
where Huang retired in his later years. More than a record of landscape, the painting reflects his deeply personal vision of
nature shaped by Daoist retreat and literati ideals. Painted between 1348 and 1350, the scroll was accidentally burned and
divided into two sections in 1650. Its artistic legacy and dramatic story of survival inspired many later painters in the Ming
and Qing dynasties.

This work marks my first attempt at merging flowers with landscape—not merely by
referencing brushwork, cunfa (texture strokes)’, or compositions, but through a process
of fluid, generative experience. In Chinese culture, the peach blossom holds deep
significance—at once worldly and ideal. When we speak of Peach Blossom Spring*, the
first image that arises is its pink hue, which embodies openness and infinite possibility.
In ancient times, very few landscape paintings by women were preserved—or perhaps
they were deliberately overlooked. As a result, it is difficult to sense the vastness and
desolation within a woman’s life through the lens of art history. In truth, to understand
aging is a compelling pursuit—it is an ultimate act of care for the self. When I use
Peach Blossom Spring and Dwelling in the Fuchun Mountains—two quintessential works
of Chinese literati culture—as references, I enter a dialogue both intimate and precise.
It feels as though a sage, having lived a whole life, leans close to offer answers to my

questions with whispered guidance.

The materials are unique: the oversized xuan paper, steamed an extra time with
medicinal herbs; the fermented rouge red, ground and prepared by hand; the inkstone
and brush - all these choices gradually clarify themselves, revealing their harmony
through the process. The making and use of materials and tools is a fascinating
endeavor—almost like alchemy. Before I began, I believed the greatest challenge in the
entire painting would be the tree closest to the viewer—so near, so sharply defined,
with no space left for softening or ambiguity. But once the brush begins to move with
natural flow, my focus on the details dissolves. What once seemed a problem quietly

fades away.

There is a phrase in the Blue Cliff Record’® that strikes me deeply—it describes the
relationship between mountain and water by portraying the mountain as a kind of
flow: “mountains flow, waters abide” (shanliu shuizhu). Though the mountain is a

3 Cunfa (5%%) refers to the texture strokes in Chinese painting that articulate surface, structure, and character, particularly
in landscapes. Unlike Western shading, cun emphasizes tactile impression and expressive brushwork over light and shadow.
Over centuries, painters developed many codified stroke type, each suited to depicting elements like rocks, mountains, or
trees. The choice and style of cunfa often reflect the artist’s personality and philosophical intent.

4  The Peach Blossom Spring (41T ) is a fable written in 421 CE by Tao Yuanming (365-427), a major poet of the Six
Dynasties period. It tells of a fisherman’s accidental discovery of an idyllic, hidden utopia where people live in harmony with
nature, isolated from the outside world. The story became a lasting metaphor for paradise and inspired countless poems,
paintings, theatrical works, and films across Chinese history.

5, The Blue Cliff Record (Biyan Lu 32753 ) is a seminal Chan Buddhist text from the Song dynasty, compiled by Master
Yuanwu Keqin (1063-1135). It weaves together Chan koans, verse commentaries, and prose annotations, and has been hailed
as “the foremost book of Chan.” The work has had a profound and lasting influence on later Chan thought and on East Asian
cultures more broadly, including Japanese Zen.
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solid form, it is, in essence, as fluid as water. And water, paradoxically, is still. The fragments. Ultimately, I choose to reconstruct the composition based on Shen Zhou'’s
two shift constantly between one another—each becoming the other. This mirrors version’ held in the Palace Museum, Beijing. I imagine a confidant across time and
my own experience. In my paintings, the liubai, or unpainted space—serves as a kind space, who might help me continue writing the many possibilities that follow this

of intermediary. Emptiness is not nothingness; it is a space where forms transform and work. I hope.

flow into one another, charged with emotion. When I began to engage with landscape

painting, I realized it functions as a field of shifting positives and negatives, constantly (English translation by Beryl Zhou)
in flux. Traditional Chinese visual culture is rich in this mode of reversal, as seen in ink

rubbings’, where form and void trade places. Just as art and life become vessels for one

another—each capable of carrying the other’s emotion.

The appreciation of landscape inevitably involves a spiritual journey (“woyou”)—

not only for the artist, but equally for the viewer. Within oneself, a connection with
the external time and space is already forged. Thus, when I open myself fully to the
work, the work opens itself fully to me. This reciprocal exchange is essential; I feel it
both in the act of painting and each time I return to the image. In the spirit of Eastern
philosophy, where the subject is absent and all beings are equal, my dialogue with
Mount Fuchun unfolds in three parts. This is the first encounter. It is followed by

a journey through the essential structures of Song Dynasty landscape painting, and
finally, into the uninhabited realm of Kunlun’.

Each completed work carries its own desire—its own weight of meaning. This
expansive, porous space feels like a fissure at the boundary, allowing time, material, and
memory—ancient and present—to seep into one another. Huang Gongwang’s Dwelling
in the Fuchun Mountains itself endured a tumultuous fate®. Initially, I contemplate
whether to reconstruct its original, lost structure or to work with the two surviving

6 Ink rubbings (#4/5) likely originated in the early centuries CE as a means of reproducing engraved Confucian, Daoist,
and Buddhist texts. Made by pressing damp paper onto carved stone and tapping with an inked pad, the process creates a
negative or positive image depending on the surface. Rubbings became an important medium for preserving calligraphy,
religious imagery, funerary motifs, sacred mountains, and architectural scenes from engraved stone slabs.

7 Kunlun ( tE'b/lg\) is a mythological mountain or mountain range in Chinese cosmology, often portrayed as the dwelling
place of immortals and a symbol of divine presence. Surrounded by steep cliffs and mystical waters, it is described as remote
and difficult to access, reinforcing its association with the sacred and the otherworldly.

8, In the late Ming/early Qing dynasty, the collector Wu Hongyu cherished this masterpiece above his own life. On his
deathbed, he ordered it to be cast onto his funeral pyre to accompany him in death. His nephew risked his life to snatch it
from the flames, but the scroll was already burned into two sections. The front section, known as The Remaining Mountain

(Shengshan Tu F|LLI[E] ), entered private hands after being remounted in the early Qing dynasty and was later acquired by 9 A century after Dwelling in the Fuchun Mountains was painted, the Ming dynasty artist Shen Zhou (L& , 1427-1509)
the Zhejiang Provincial Museum. The rear section, The Master Wuyong Scroll (Wuyong Shi Juan JoF3)% ), entered the Qing acquired the scroll. During the Chenghua reign (1464-87), he sent it out for inscription, but the calligrapher’s son seized it
imperial collection. Emperor Qianlong mistakenly dismissed it as a copy. Following the abdication of the last emperor Puyi, it and sold it after several transfers at an inflated price. Unable to recover the original, Shen Zhou recreated the painting from

was evacuated south with other imperial treasures during the war and is now housed in the National Palace Museum, Taipei. memory. His version, praised for both skill and devotion, is now housed in the Palace Museum, Beijing.
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BAY, XA ERESE . BENERNERBEHR— N, ‘= = K,
EBENERERZIEN, BE—INRLIAEEERAVBR . RIS T NRIRT R,
ARMEHLR—PIERTE, MEgEH, PEARIEEREERSHEHFIXFIER
TERVHEAREL, BEZARESEEENFIERIKRE.

WLIKBFES DB ATTENE, FREUZARFRISD, ERLMARSD, EEKFEA
FeRk T AIYNERRTSAYBARR o PRAS ST 2 Emisi AR R, (PRI ERTEHITHI,
WEZREIFEERN, XUEREREIETEEBEFRITINRZ . LIFSEF
ZHREFRIAED, FPMFSENES. EFUINERBE=R, XBFE—R. ZEEE
—RRAWKBRAIE S, RAEHEABCHTEAZER.,

B Fmi/EERE CE CRYERERIZRI . IXMEEZRINIHHRINFR LRIZEE, 1f
ESMEMYRZEE TIHEZENAELE. BRERN (EELUEE ) BES5H%
Z2°, RHEEERIEEWITTARIZBIECENAR, RERRIRBILENEL
BT

HBRR T — M BI=AC, BHINSFmZEESHE. BFRE.

1, (BEx) RTERMER—FREZE, mEGEHHEID (1063 -1135) KR, METHRAR. Mh.
TFIESHA, WEHN “HRE—1 , WEHERBERATL (MNARES) IRT.

2, BRBEVRRIFLEOEEELS, IREF FOBESRAKG B . HEETAKGIBL, EESER
IR : BIRR (FILLE) BN EEEERARE, RN TEEMELE. R (TRPE ) BRHAZE,
FEEFRINNNR, EEFURUEEYET, WETaItis=Ekk.
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02 Invisible Protagonist: Mount Fuchun
PERER - EFLW

2023-2024 | Ink and organic pigment on paper £ BHIEH} S48 | 33 x 750 cm
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The Hidden Protagonist No.2 (diptych)
PRi%RIER No.2 (X5 )

2022-2024 | Ink and mineral pigment on paper 28 i #JEik} 4% | 200 x 103 cm x 2
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The Hidden Protagonist No.
04 g 4
f2i2A9ER No.4

2024 | Ink and mineral pigment on paper £ & #Ekt S4% | 72 X 59 cm
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The Hidden Protagonist No.3
pRi%AYER No.3

2023 | Ink and mineral pigment on paper £ # 4 S4E | 88 x 115cm
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Collection of Clouds & Forests No.12
06
=MEE No.12

2022 | Ink and mineral pigment on paper £ & ¥k} S4% | 69 x 93 cm



192 193



194 195

Collection of Clouds & Forests No.16
=M EE No.16

2023-2024 | Ink and organic pigment on paper £ B E4% | 46 x 33 cm x4
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Morning Clouds No.18 Morning Clouds No.1g
03 ¢ ® ¢
#=ZE No.18 #z=ZE No.19

2022 | Ink and organic pigment on paper 28 GHEH E4% |39 x32cm 2022 | Ink and organic pigment on paper £ GHE S4 | 41x32.cm
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10 Sumeru No.21 (diptych)
M58 No.21 (X35 )

2023 | Ink and mineral pigment on paper 28 # ¥k}t S4% | 130 x 120 cm x 2
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Sumeru No.2
11 °
R No.25

2023 | Ink and mineral pigment on paper £ &8k} S4% | 77 x 75 cm
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Sumeru No.24
12
R No.24

2023 | Ink and mineral pigment on paper £ # & S48 | 82 x 75 cm
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Sumeru No.22
13
iR No.22

2023 | Ink and mineral pigment on paper £ &8k} S4% | 75 x 73 cm
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Sumeru No.2
14 ’
R No.23

2023 | Ink and mineral pigment on paper £ &8k} S4% | 75 x 73 cm
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A GLORIOUS RED: PIGMENTS AND PROCESS IN KANG
CHUNHUI’S SUMERU SERIES

Dr. Britta Erickson

Kang Chunhui’s current painting oeuvre includes two strands. In one she deploys
layers of red pigment, resulting in a velvety quality—the Sumeru series based on the
form of a peony. The other is both more ethereal in tone, and more representational,
largely rendered in “fine-line” brushwork, historically used in painting people, animals,
and architecture: this painting manner is exemplified by Kang’s The Hidden Protagonist
No. 2 (2022-24). The velvety red of Sumeru is enthralling, mesmerizing, expressing the
splendiferous glory traditionally attributed to the peony, a flower that has, since the Sui
and Tang dynasties, held an elevated position in Chinese culture, referred to as “wealthy
and noble,” considered the king of flowers, and employed in ceremonies.

Key to the Sumeru series is the flowers’ composition of folds. What is hidden, what
is revealed, and where does one end and the other begin? Kang grew up in Urimchi,
Xinjiang, near China’s earliest

Buddhist cave temples, the third-

to eighth-century Kizil Caves.

Folds feature prominently in the

Kizil Caves’ figural representations,

in the drapery of their clothing, as

we see in the dark red garments of

Nanda the Cowherd (fifth century)

(Figure 1). Entrance to the Kizil

Caves is like a fold, in that there

is no fixed line separating outside

and inside, demarcating the ending

of the secular world and the start

of the spiritual.
P Figure 1 Nanda the Cowherd, Cave of the Statues (no.

77), Kizil, 406-425 AD, Ethnological Museum, Berlin
DSCo1776. From “Kizil Caves,” Wikipedia, Photo by
Daderot. {#43¥EE) , RRUREB 77 & (EBE) |
NTT 406 - 425 F, MANREEZENE ( Ethnological
Museum, Berlin) , BIF%RS DSCO1776, Eig: “TT
merely lines that divide territories, BRAERE” (Kizil Caves ) , #EER, 822 Daderot

Kang Chunhui perceives a variety
of boundaries. She has said, “I
believe that boundaries are not

but rather zones that connect scopes. This idea originated from the Sumeru series. The
name ‘Sumeru’ comes from ‘a mustard seed containing Mount Sumeru,” which means
that the microcosm is the universe.” ' (Sumeru is a five-peaked mountain at the center
of the universe.) There exists a visual boundary, as a red flower is reflected in a painted
flower, which in turn expresses the painting’s meaning. There is also an important
boundary between natural and artificial. The Sumeru series embraces the ambiguous
notion of boundaries, as Kang creates a soft edge, rather than sharp, at the folds. We
cannot see the flower in its entirety: we know that there is something within the folds,
but we cannot see it, just as we may suspect there exists something in a spiritual realm,
but we cannot know it. We can see only part, and that draws us in. We can contemplate
the possibility that Sumeru 25 contains the universe, just as does the mustard seed.

Lending gravitas to all Kang’s painted oeuvre is her serious dedication to sourcing
original historical pigments. Studying them in the Kizil Cave temples, she became a
historian of these materials.” She has arrived at a profound understanding of them
through long experimentation, first as a child with crushed flower petals and the like,
and then with rocks and minerals, materials local to the cave temples’ environs, and the
basis of her pigments.” Beyond the pigments readily available in Kizil, she has studied
the processing and application of minerals such as lapis lazuli, malachite, and gold,

and organic substances including flower petals, the small insect cochineal, pearls, and
clam shells. She uses, for example, pigments of mica and pearls on the peacock feathers
of her painting, The Hidden Protagonist No. 2, and lapis lazuli, turquoise, azurite—the
three producing a deep, velvety blue—and realgar, orpiment, gambose, and saffron in
The Hidden Protagonist No. 4 (2024).* Artists commonly prepared their own pigments
until the nineteenth century, when commercial pigments became available, leaving
artists no longer responsible for the complex and time-consuming process of creating
pigments from raw materials. Kang’s sophisticated understanding of pigments is due
first to her personal experiments, but also to her reading of relevant texts, and her study
of ancient paintings and the substance and application of their pigments. She carries on
experiments, for example placing pigment samples on her windowsill to observe their
changes in the sunlight. While some have not changed in four years, others have, and

1, Email exchanges between Kang Chunhui and Britta Erickson, 23 January 2025 - 20 February 2025.

2, The Indian-born British artist, Anish Kapoor, creates beguiling works of pure pigment inspired, like Kang, by temple
paintings, in his case those of his native India.

3, Email exchanges between Kang Chunhui and Britta Erickson, 23 January 2025 - 20 February 2025.

4, “Curator in Conversation with Kang Chunhui,” webinar organized by INKstudio, Beijing, 20 July 2024
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she uses that knowledge in her paintings, planning that a pigment will gradually change
color.’ In The Hidden Protagonist No. 4, for example, the realgar and orpiment will fade.®

Perhaps in the future Kang Chunhui should write a book, sharing her deep knowledge
of pigments and methods, as well as her philosophy.

SUMERU NO. 25 AS AN EXAMPLE OF PROCESS

Kang Chunhui’s painting process relies on her deep understanding of pigments, and
of how materials behave. Here we track the creation of a single painting, Sumeru 25.
Over the course of about a month of email exchanges (23 January — 20 February 2025),
Kang responded to my queries. Where I quote her, her responses have been lightly
edited for clarity. The details presented here are only the beginning: there is so much
more to learn! I am grateful to the artist for patiently answering my seemingly endless
questions. Doubtless I shall have made some mistakes.

Fekkkkk

The form of Sumeru No. 25 refers to a peony pressed under glass. Kang Chunhui pressed
it as the starting point for a painting. She says “That was the first time I considered
exploring the boundary of deformation, trying to figure out at what point of squeezing

would it no longer be perceived as a flower.”’

The foundation of the painting is specially commissioned thick xuan paper from the
Red Star Xuan Factory in Anhui, a locale that has been for centuries the center of paper
production. Xuan is the main paper used for painting and calligraphy. Sometimes in
the West it is referred to as “rice paper,” but it is actually made from bast fiber (a layer
of strong fibers a couple layers in from the bark of a tree) taken from sandalwood

trees, augmented by such materials as straw and bamboo. For Kang, because she will be

5, Email exchanges between Kang Chunhui and Britta Erickson, 23 January 2025 - 20 February 2025.
6, “Curator in Conversation with Kang Chunhui,” webinar organized by INKstudio, Beijing, 20 July 2024

7, Email exchanges between Kang Chunhui and Britta Erickson, 23 January 2025 - 20 February 2025.

washing it, the factory adds sizing made from glue and alum, and steams it twice. It is
considered that alum will hold a layer of pigment stable when another layer is placed
on top, so there will be no blurring.

Kang determines the outline of the peony and paints a layer of ink with exactly that
silhouette, as the underpinnings for the red pigment. Ink is made with the soot from
burnt pinewood or lampblack, with a binding agent, formed into sticks that are ground
with water on an ink stone prior to use. She buys her ink and experiments with it. She
likes the non-reflective lampblack ink from the Labrang Monastery in the Tibetan area
of Gansu.®

The red in Sumeru is based on the color of stars as they evolve from red giant through
red supergiant.’ (Figure 2) “It is a mixed pigment made from Tianshan Grand Canyon
red clay, ochre, cochineal, and cinnabar, prepared separately and then mixed.” ™
Previous versions of Sumeru red also included saffron and coral, but those were found
to have little impact on the final color.”” Tianshan Grand Canyon red clay and ochre
are earthen pigments, taken from the soil around Kizil. “Due to the high salinity and

alkalinity of the soil in Xinjiang, red clay needs to be ground and then repeatedly

Figure 2 Stars as they evolve from red giant through to red supergiant. E2 M\ E2/&EH HLEBE2ANTIE

8, Email exchanges between Kang Chunhui and Britta Erickson, 23 January 2025 - 20 February 2025.
9, “Curator in Conversation with Kang Chunhui,” webinar organized by INKstudio, Beijing, 20 July 2024
10, Email exchanges between Kang Chunhui and Britta Erickson, 23 January 2025 - 20 February 2025.

11, Email exchanges between Kang Chunhui and Britta Erickson, 23 January 2025 - 20 February 2025.
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washed and precipitated with
(Figure 3) Ochres
are natural materials composed of

» 12

boiling water.

clay and silica/sand, and colored
by iron oxide. The other pigments
must be purchased and then
processed.

Cochineal is a bright pink, carmine,
made from the cochineal insect: it
takes 150,000 insects to make one
kilogram of pigment.13 Besides Figure 3 Kang Chunhui at the source of Tianshan Grand
pigment for paint, cochineal can Canyon red clay at Kizil. REESTERAURKLAREALIE
also be used for dyeing fabric and FhLHRID

many foodstuffs. (Check on food

ingredients labels for “cochineal”

or “carmine.”) Cochineal originated

in Mexico, then traded to Europe

in the early sixteenth century. It

first appeared in Chinese painting

in the nineteenth century with

the monicker “Xiyang hong,” ox

Western red, and is brighter than

other Chinese pigments. Kang buys Figure 4 Anillustration by José Antonio de Alzate y
Ramirez shows the Aztec art of collecting cochineal
beetles to make red dye. fO]2E - RIR/BEL - & - PR
5 R ADKEEER 18 HECPERIRE, MERITLR R AR
EIRIERUABIEAT @RRER T2 .

Figure 5 Dried cochineal insects awaiting grinding. 13/

Cinnabar pigment has been BRI TARIRIER
known in China since neolithic

the bugs dried, “then grinds, soaks,
and filters them, adding glue to
make color sticks.” * (Figure 4, 5)

times, when it was used on oracle bones for divination, and was painted on bones in
preparation for burial. It is one of the first pigments used in cultures around the world,

12, Email exchanges between Kang Chunhui and Britta Erickson, 23 January 2025 - 20 February 2025.

13, Michel Pastoureau, trans. by Jody Gladding, Red: The History of a Color (Princeton and Oxford: Princeton University
Press, 2016), p. 131.

14, Email exchanges between Kang Chunhui and Britta Erickson, 23 January 2025 - 20 February 2025.

since the tenth millennium or earlier, and it remained the most vivid and widely used
red until the early twentieth century.”” The differentiation between the terms cinnabar
and vermilion is unclear. Cinnabar is the mineral. Vermilion is the paint made from
cinnabar, or just the dark, heavy, and most vivid paint. Cinnabar can also refer to the
paint.

Cinnabar, red lead, and red ochre are the main pigments employed in the Kizil Caves."®
The preparation of the pigment vermilion from cinnabar, an ore of oxidized mercury, is
complicated. Particles of different sizes are separated through the process of levigation,
which is also used to prepare other pigments: the mineral cinnabar is ground, then
washed several times, letting finer particles float to the top and then skimming them
off, leaving larger particles. (Figure 6) Conducted repeatedly, this process isolates larger
and larger particles. Larger particles produce stronger pigment: Kang’s vermilion is dark
red and highly reflective. She also says
she may buy cinnabar already prepared:
“Since mercury needs to be removed from
cinnabar, the cinnabar I use is also from
the Labrang Monastery. Since no toxic
materials are used in Thangka painting, the
monks are extremely careful when making
cinnabar. I just need to add glue when

. , o using them.” 7 For Sumeru, Kang mixes
Figure 6 The artist Kang Chunhui grinding

pigments. ZAREHHEEE vermilion with vermilion orange, a lighter

vermilion with a yellowish cast.”

Kang employs different pigments of varying particle size throughout the painting.
She explains that “Starting with large particles is like building a house on paper.” *

The pigment with the largest particles goes in the first layers, progressing upward to

15, Elllen Spindler, “The Story of Cinnabar and Vermilion (HgS) at the Met,” Perspectives, New York: The Metropolitan
Museum, 2018. https://www.metmuseum.org/perspectives/cinnabar-vermilion (Accessed 8 February 2025)

16, The Indian-born British artist, Anish Kapoor, creates beguiling works of pure pigment inspired, like Kang, by temple
paintings, in his case those of his native India.

17, Email exchanges between Kang Chunhui and Britta Erickson, 23 January 2025 - 20 February 2025.

18, The Indian-born British artist, Anish Kapoor, creates beguiling works of pure pigment inspired, like Kang, by temple
paintings, in his case those of his native India.

19, Email exchanges between Kang Chunhui and Britta Erickson, 23 January 2025 - 20 February 2025.
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pigment with small particles. The later layers produce the folds in the image, with
shading created by applying pigments with different-sized particles, beginning with the
largest, then working up to finer-grained pigment. Pigments with the larger particles
are darker; with the smaller, they are lighter.

Kang deploys paint with the goal of rendering her brushstrokes invisible. So that the folds
do not appear separated, for example, with a hard edge, she uses fine brushstrokes. The goal
of applying unnoticeable brushstrokes opposes the general rule of Chinese painting, which
is to display the artist’s skill and temperament as expressed via the brushstroke.

As Kang paints the red area, she regularly pauses to rinse the painting. (Figure 7) “There
are generally six to nine layers of pigment. After approximately the third layer, I air-dry
it for three days, and then rinse

the painting.” * Placing it on the

wall, she washes it gently with

clean water. As she says, “usually

this method of cleaning is more

commonly used in paintings on

silk. Shuxuan (processed xuan

paper) also needs to be steamed to

allow the glue-alum solution to

penetrate the paper. [The paper

factory did this to her paper.]

When I started using thick mineral

pigments, I found that there was a . Rinsing the painting. B HETTE

relatively large amount of floating lgure 7. Rinsing the painting. BITFARZDSE
color by the third application. [This
is pigment that had not penetrated the paper.] Therefore, I began to rinse the painting
surface [removing the pigment that had not adhered]. After rinsing many times, the
merging of the mineral pigments and the paper began to produce a velvety texture
similar to that of cloth, which is what I wanted.” " Being embedded in the paper,
deeply integrated with it, the pigment particles are less likely to become loose over
time, as sometimes happens with ancient paintings made with mineral pigment, where
the binding agent may break down.

20, Email exchanges between Kang Chunhui and Britta Erickson, 23 January 2025 - 20 February 2025.

21, Ibid.

Once the red flower is completed, Kang paints over it a light layer of ink. “Sumeru starts
with ink and ends with ink. Because the metal particles in mineral pigments can reflect

light [Vermillion is highly refractive.], I need to reduce the excessive reflection points.” **
Then, prior to painting the white background, she has the work mounted onto a backing
paper. She mounts the red before painting on the white, because the mounting process

may slightly blur the boundaries between red and white.”

Finally, Kang adds the white, Cosmic Latte, the averaged color of all the galaxies as
seen from earth. She manufactures it from Kazakh white clay, chalk, clam shells, and
dinosaur bones.* The Kazakh white clay and chalk she can take from the earth,

the chalk being calcium carbonate, which can have a grey tinge. “Kazakh white clay

is similar to kaolin and is traditionally used in local medicine. [Kaolin is the major
ingredient in porcelain, and it was the basic ingredient in Kaopectate.] The method of
high-temperature carbon burning is required to make its structure loose and remove
impurities.” * For clam white, Kang says the production “requires calcination, which
demands a high temperature. I directly buy the powder, add glue, knead it, and steam
it in a pot. Repeating this process three times can make color bars, which are ground
for use. For other white pigments, they are made into powder, washed with water,
filtered, and then directly mixed with glue for use. Dragon bone is the fossilized bones
of ancient mammals such as elephants, rhinoceroses, and three-toed horses. It is a kind
of traditional Chinese medicine. You can buy it in chunks at the pharmacy. Its colors
range from light yellow to white to gray. Traditional Chinese medicine believes it has

» 26 «

the effect of calming the nerves. I will make the particle size of these white raw

» 27

materials extremely fine because their textures are relatively loose.

With her prepared white mix, Kang covers the unpainted area of the painting with just one
or two coats, as white pigments are thick. Because of its “strong covering power, white is

» 28

called the ‘dominant color’ in China. In my understanding, white is a very deep color.

22, Email exchanges between Kang Chunhui and Britta Erickson, 23 January 2025 - 20 February 2025.
23, Ibid.
24, Ibid.
25, Ibid.

26, Ibid.

>

27, Ibid.

28, Ibid.
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MIAZLT: REZ (46R) RIIPRERSTZE
AT

RESHRNEEEPEE TR EESE. —HH, tBIERSEMIEsH, ol
IEHRHBAMAIERL, XERLUFISREMRY (4R ) 9. 5—FHHE, 5 —
Ao FmlEeE LEA=R, BRMMEER, TEXRBTERE, ERLLBTAY.
SIDFIRBRRVMECEL . (FRRIFERA No.2) (2022 -2024 ) EETEFRZ—,
£ (6R ) RIUF, BFR<S AP RO RAS ARV BAEA T H LT RIEATIZASIE -
HABRBBELUKREETFE AR SRESSA, BIEN "ERFRE", AP ZE,
FAESFMYECRI0LUER .

(7R ) BEIRIROTET HAABMAIRL . B, HARRE, TAHER, ER
[RIUE? RESEFESEATRKA, IRLTERENHHETE—~am=2/\tHEH
SeRURTEIE . BIRAESTAURTHERIAMZRILT SIRERM, TTURYHIBRAE,
Blan (HaxEre ) (AtE) PAGRLER (SF% 222 W Figure 1) o STRURTH
ERIANOANE—EER, FHIBRMIIREX ORI, BRI 7 HE SiEHusaga
5o

EREZSMRT, BRBESENEN. BN “FTASBRNMUNEL SN,
MEEEAFMEAIXE . XMESRET (I6R) 9, 968 BEFRT 7+F
PR, BAREMMERINEFE. "' (JSRLEFENHL, REZL. ) 7
fEm, FERE LR TERBTEST, MEZESHIEE. B, BAS
NEZEBFAEE—ERLR . (JUR) RIEREH TXMEITORRS, &
FoEI ARG EERIANAS, MAFRGAIFIR, RKRAXMERE . FITEE
a2l BINERRPERBERMEA, DERN, JEII]RTsEsesmt
RepBRETA, LM, FLNREEBEI—H, MXERD 1RGSR TIAIAIFS

1, SIBEESEEEMMMHER, 2025 1B 23 BE 202528 20 H,

ik AP LABEXE—1alse: (AR No.25 )hEaEFH, EFFIRA.

RESNREFMZTUEERENEE, ERRTINHEERIIRERRS™MES
Ko WEBZARPHAIEETE, BN —TURHARE . ° AR B HIEMRE
FHE—BiIMzL, MEKIZSFLRELR . &I, WAZEZD, BlREFNe,

MEEEEEAST Y, BT EREELNERERE, MRERSIERHAR. ° BT8R
X BENAERSL, WREOAREEA. FLEA. BSFY YERRIRGSNA,

ERHREEMR. IIER. 2. WESEVEROHRELZ . mitaFm (FR2aEsm
No.2) &, FLEPERDEZRE B ESRHREHIIMYES,; £ (FRIZ=EA No.b)

(2024) &, WzA7TETA. B0, OF=BEXRHRELARNER, EITH
DS, IS, S SRAL, SEEFEEMRADBENERMR. * BFNte,

ZARFFFEFEDN, MEAEHIIEREESX—EETHFEMARX. RESXIM
FIHORZIIERR, BORTUH D ARILIRRR, HEm T AR BRI HARE
BRI D SEOERIIAS . BB A ERES L, WEREERHRIZEN . BDE
FIMEAREEZN, MELNFEITEREE, WREXLNIRIEREOMFSZR, TuRFLEm
TERIBIREE PSP LMD TR, ° A, 7E (RRNER Nod) F, HESIES
e ESEER B ERITEE . °

BIFARK, RESNIZ PR, LISBMXIBURRZIERE . EH5 AR E

EESREZAREZEMR - FE/R (Anish Kapoor ) 8IfE Y —FZI5| ANMNEEERFMER, REBEEE
o, SREEEN, EMRFEENRE NS HNERNNEESR.

SIEEESREEMMMHER, 2025 F1 B 23 HE 2025 F 28 20 H.
‘HRAIRRER , HEFEDNL LIS, 2024 F7 8208,
SIEEESREERMHEIR, 2026 F 1B 23 BE 202542820 H,
‘TRARRER | HEFEIDNE LIS, 2024 F7 8208,
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LA (73R No.25 ) fl: HRRLERTZ

REZHVRE L 2T RSB AR Z IR BB AN SRS RIS TR « 121, Fefi)
EFRIAI R (705K No.25 ) RIBIWERIZE . FEARLI—1BRImMEERF (2025 &
1B238—2FB208) , inOEIN FEANESREE . X5 IBtREE R
EERE, LAREFANEE. A2WINERRNES, XFaeEs,
EBFSESH—SHRMTT . FOFRBERFERESEIREZENMN OB, FRGHXIHE
TRRONEE . AT, XTERNERRSIREIL, SEHELE.,

*kkkkk

(7R No.25 ) BIZSR B — ST HIBE TR, BREELUENLRERTES .
iniE:  “BREHREIR=DARTVERIAR, BEEFEIEUMEERN, SRTBH
WME—ogE.

REZNSERBEINTFHNEER, FERHUIAEER —X—WXEEHH
FHERES. ERMBLENBENEIEZRR, EALBNIKIEKA KK (rice
paper) , {B3CRR EFHARFRRLKFIR, MENEEANATIRA 4 (AINEAREE]
MHAHER ) , FBLUEEMTFERE .. BTREETEIRTHFERETAEH,

ETREE, EZEAHSINIERR,

EEIRY, REZSESAUSAREE, FUSRLHHEETE—HRIES, (FALEm
FIHORE . SERMAAARSRIERSIR, BIIANKMER, HIpsEiE, ERNHES
HEEER. AR EMENE, REFEREHRRXAL MBS HEE. °

(5R ) RINIBREFEEEEENTETERNEN, NEEITEEENE

7, SIEFESREZNMMHER, 2025 F1 B 23HE2025F2 B 20 H.
8, MLk

I (£%F5 225 WFigure 2) o ° XA EHMEBRLKIESHOEH L. A,
FRASRATANARRIEECTIR, BMERHISIRUNTEERS. © REE A FEINE
AN, (BRLLIEIINEEIRINER. " RIUKESHIEHLMEAEX
SR ERR, RERAURERAITIE (£F52 226 WFigure 3) . BT ETENS
HREE, AR THAME, BREMKREZHINUE, UXRIE, ¥ Bas—
EEREDIORAY ), BF 5" a (300 )HERL, R RFETHIENIER.
HAB BN S BHTINTAE,

IRFS R S —FhErBAEa e, MIRIERIZANTM. £ — A RISRAHR KL
FTETRALRBR. "RTBTLE, XMFRASZNATREereRinT (8
RBASFELTEGRER “PRISRL s ¥4 ) . ERIRPRETERY, HT
HARELEAIEARM, THAEERBIEFRELREF, IR0 FOFa” , HEeFt
BHRFPEEHENRS. BEEWATERIORIERE, “‘SIME. =8, I8, B
NEWIR, HIRLERIEER. " M (8E% 226 W Figure 4, 5)

MARBER EFraRNARESETEER, B8 MrELURWIRE:, EZRTRBH%E
BLURMRE, I, KOERHRESMNARREREH C—, HAEALUEHRE
—PEREEER, FEE_ Y —BRRHEEFERR 2L e . A,
R 5 RET TR ERENFBEW . ROE—EY), MRMETRIELRED
FIpAOER}, RLZIEREL. EERVA G} . RO ARS WA LIS .
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(Accessed 8 February 2025)
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FLUID BOUNDARIES:
ENCOUNTERING THE UNFAMILIAR WITHIN ONESELF

Nataline Colonnello and Kang Chunhui
September 7,2024

Conducted after the conclusion of “Observing My Distant Self”—Kang Chunhui’s
international debut solo exhibition at INKstudio (May 25-August 30, 2024)—this
interview with curator Nataline Colonnello serves as both a reflective exercise and a
conceptual prelude to the artist’s next creative phase. The exhibition provided Kang
with a rare opportunity to observe the convergence of her multimedia installations and
pictorial ink works from the previous eighteen months, offering a moment of critical
distance from her own practice. This dialogue not only contextualizes her work within
contemporary Chinese ink art but also situates it within broader global artistic and
intellectual frameworks.

At the core of the discussion is the concept of boundaries, both as abstract constructs
and physical demarcations. Kang interrogates how notions of distance, identity, and
cultural inheritance are shaped through processes of negotiation, resistance, and
imaginative reconstruction. She explores the dynamic interplay between tradition
and innovation, positioning her work at the intersection of historical continuity and
experimental materiality. Her practice reveals a deep engagement with alchemical
transformations, from the transmutation of mineral and organic pigments to the
layered processes that define her artistic output.

Equally central is her investigation into time—not as a linear or accelerated force but
as an immersive, cyclical experience. Her paintings construct a direct temporal imagery,
an articulation of time that is not merely inferred from movement but rather felt as

an embodied presence. In contrast, her video works reject the tendency to compress or
accelerate time, instead inviting the viewer into a durational encounter with slowness
and subtle transformation.

Through these inquiries, Kang navigates the tension between the self and the
unfamiliar, between cultural specificity and universal perception. The interview

ultimately foregrounds her evolving artistic trajectory, underscoring the ways in which
her practice continues to interrogate the fluid, often ambiguous boundaries between
perception, materiality, and identity.

Nataline Colonnello: Kang Chunhui, your multimedia installation “Observing My
Distant Self 73°40'E~96°23'E 34°25'N~48°10'N,” (2019-2023) presents a compelling
intersection of personal memory, cultural heritage, and artistic innovation. Could you
elaborate on how this work negotiates the liminal spaces between your subjective
experience and the collective history embedded in these Xinjiang locations?

Kang Chunhui: This process resembles a form of “archaeology,” which, to me, is

a kind of “historical archaeology.” Unlike archaeology that begins with negation,
this type requires careful examination and organization because new questions
constantly arise that demand new answers. Development and heritage are

closely interconnected; many artistic creations originate from reflections on

and excavations of history. These eight works all revolve around the theme of
“boundaries.” They expand outward from the “self,” only to contract and return to
the “self” again, reflecting my own experiences. Through personal growth, one can
understand the history of the world and perceive their own transformations. This
aligns with what I have always felt: understanding the world through depiction.

In my childhood, I was exposed to diverse cultures: seeing people of different
ethnicities daily, hearing different languages, and observing the ever-shifting
proximity of Mount Muztagh Ata. I started with brushstrokes, using Chinese
calligraphy brushes at home, then transitioned to using fountain pens at school—
it was all second nature to me. It was only during my university years in Jiangnan
that I truly began to appreciate Xinjiang for the first time: its vast deserts and
expansive landscapes offered a tangible perspective of contrast and difference.
Later, my time in Seoul deepened my understanding of China: its history and
culture. In such perspective of contrasts, I discovered the shared connections
between people and cultures. Culture, in essence, is an environment created by

a group to foster their own comfort. Coexistence is about mutual embrace and
interaction, not about domination or assimilation.

Ji Xianlin once said, “Kucha is the only place in the world where ancient Indian,
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Greco-Roman, Persian, and Han-Tang civilizations converge.” ' This statement
is not an exaggeration. My first impression of the Kizil Caves was intensely
profound, and over time, I came to feel the flow and integration of history
through works from different eras. This perspective has significantly influenced
my own creative process. As Feng Youlan explained in A Short History of Chinese
Philosophy, the collision and exchange of different cultures often serve as critical
opportunities for innovation in philosophy and art.” The many cultures carried
on by history are the result of such exchanges and collisions, providing a rich
foundation for my work.

NC: The precise geographical coordinates in your installation’s title suggest a tension
between specificity and universality. How does this cartographic framing relate to your
exploration of identity, art history, and place in a broader international art context?

KCH: The Xinjiang project is not a simple departure-arrival trajectory but exists in
the space in between. Cultural environments shape identity, but identity, in turn,
drives the transformation of places or assigns them meaning. This meaning aligns
with individual needs or perceptions born from identity, imbuing locations with
spiritual value that transcends their physical nature.

The title seeks to capture not only its unique sense of place but also to emphasize
that it stems from tangible action rather than abstract concepts. This tension

lies between lived memory and imagined space. For me, it feels like a ritual—
throughout the creative process, I continuously explore the interplay between the
internal and external, the mind and the body. At times, the body leads the mind,
and at other times, the reverse. The geographic coordinates are precise, embodying
the natural landscape, cultural traditions, and historical distinctiveness of the
region, yet the emotions they evoke are universal. These include reflections on
the relationship between nature and humanity, insights into life and time, and

1, JiXianlin (1911-2009) was a renowned Chinese historian, linguist and Indologist who made significant contributions to
the study of the Silk Road and ancient Central Asian civilizations. See: Ji, Xianlin. (1998). "The Unique Confluence of Ancient
Civilizations in Qiuci," Journal of Silk Road Studies, 12(3), pp. 45-52. See also: Ji Xianlin (2010). The Complete Works of Ji Xianlin:
Volume 16. Edited by The Editorial and Publishing Committee of the Complete Works of Ji Xianlin. Taipei: Foreign Language
Teaching and Research Press, p. 45.

2, See: Feng Youlan (or Fung Yu-Lan), (1948). A Short History of Chinese Philosophy. New York: Free Press.
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an aspiration to transcend regional and cultural boundaries, resonating with
audiences from diverse backgrounds. As the creative flow naturally unfolds, new
discoveries emerge—this, to me, is a form of map-making.

NC: Your engagement with Lop Nur seems to embody a microcosm of broader themes
in your practice. How does this site, with its layered narratives of cultural exchange and
ecological transformation, inform your understanding of artistic creation as a form of
palimpsest?

KCH: Lop Nur holds a unique significance, not only for its myths, legends,

and symbolic meaning in mythology but also for its rapid, human-induced
transformations. These changes reveal an openness and diversity that profoundly
influence me. From the very beginning of my artistic practice, I have never
confined myself to specific subject matter—ranging from flowers to figures,
landscapes, myths, and historical texts. What remains constant is a sensitivity

to materials and depictions of “roots.” The “roots” I refer to is more like a “self-
sufficient line,” a kind of cunfa (brushstroke texture), or a flux. This idea inspired
the title of my “Root of All Life” series, derived from Zhuangzi’s On the Equality
of Things: “All things are thus, each returns to its root.” *> It evokes an image of an
entangled strut angle, much like philosopher and sociologist Ted Nelson’s famous
quote: “Bverything is deeply intertwingled.” ¢ This visualization connects my body
and my works.

Lop Nur makes me imagine returning to an origin, a primordial chaos before any
myth, unburdened by fragmented details and instead in a state of calm clarity. From
this state, everything springs forth—soaring upward, diving deeply into the depths...

3, The phrase “ )=z, ZEEIR ”originates from the "Zaiyou" chapter of the ancient Chinese text Zhuangzi (476-221
BC), a philosophical, literary, and religious classic named for its traditional author, Zhuang Zhou (or Zhuangzi). This passage
reflects the Daoist concept that all entities emerge from and ultimate return to the Dao, emphasizing the cyclical nature of
existence.

4, See original quote: “People keep pretending they can make things deeply hierarchical, categorizable and sequential when
they can’t. Everything is deeply intertwingled.” In: Nelson, T. (1974). Computer Lib/Dream Machines (1st ed.). South Bend: The
Distributors, p. DM45.
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NC: Your work consistently challenges the boundaries of traditional Chinese painting
while engaging with diverse cultural influences. How do you position your practice
within the ongoing discourse of contemporary Chinese art’s relationship to tradition
and globalization?

KCH: Boundaries are fluid zones, and the changes in boundaries within my
work are visual expressions of my perception of them. I have always sought to
expand the limitations of Chinese painting, but this must be approached with
caution. Overly open boundaries risk losing the capacity for closure, thereby
erasing uniqueness—a key issue of globalization. As Byung-Chul Han notes in
The Disappearance of Rituals, “The endless conjunction celebrated by Deleuze is
ultimately destructive. It leads to a cancerous proliferation of the same, even to
the hell of the same.” > However, I believe the situation is different in the realm
of art. Hyper-art should not diminish diversity but instead generate new forms
through diversity and difference. In this sense, globalization and diversity are not
inherently contradictory.’

While various elements overlap and permeate within the broad zones of
boundaries, once outside these zones, distinctions become clear. Techniques in
brushwork and artistic moods have shifted across dynasties, but the cultural
essence remains at the core of Chinese painting. This core continuously expands
through cultural integration, transcending material and formal dimensions. This
process has repeated throughout history—without artists from rather remote
regions, we would not have the unique style of the Kizil murals. This resonates

5, See: Han, Byung-Chul (2020). The Disappearance of Rituals: A Topology of the Present. Cambridge and Medford: Polity Press, p. 34.

6, Kang Chunhui explains her view on Hyper-art in a WeChat message to the author on February 7, 2025: “In the past, discussions
around globalization often focused on concepts like 'trans-' ( # ) and 'inter-' (&) ), such as 'transcultural or 'interdisciplinary.’
However, I believe we are now moving toward the concept of ‘hyper-' (8 ). Compared to 'trans-, which emphasizes crossing
boundaries, 'hyper-' is more about coexistence and synchronic interweaving. It resembles the fissures that form along traditional
boundaries, allowing permeability and loosening rigid divisions. Interestingly, the prefix hyphe' (as in 'hyper’) also relates to
mycelium and fabric—just as when Ted Nelson introduced the idea of 'hypertext, he suggested that 'in a certain sense, topics do
not truly exist." Mycelial networks and woven structures lack a fixed center, though tangible forms may emerge sporadically. This
aligns with my reflections on spatial boundaries." Art, as a form of perception, is more capable of breaking away from traditional
cultural structures. Yet, I am not entirely certain—what I currently describe as 'hyper-art' is merely a provisional term for an
evolving sense of indeterminacy within artistic phenomena. Even time itself seems to lose its boundaries, increasingly revealing
itself as a human construct. Of course, this notion is not unfamiliar in East Asian or Chinese cultural history. Ancient Chinese
literati often sought to detach objects from mundane temporality, as seen in their admiration for antiquities or Taihu stones,

both of which embody a kind of temporal transcendence. The classical Daoist concept of xinzhai (/)% , 'fasting of the mind')
similarly conveys an intense sense of hyper-ness,’ where the self is already integrated with external time and space. However, I do
not believe that 'hyper-art' diminishes diversity. On the contrary, it depends on the differences among elements to generate new
forms—something unattainable through an insistence on purity. In a way, this might even be seen as a process of 're-purification'”

with Hegel’s observation in his Lectures on the Philosophy of History, where he
suggests that the formation of the Greek world was shaped by encounters with
the foreign—by both external strangers and an internal sense of estrangement.”

The development of technology and periods of multiculturalism have further
expanded the scope of Chinese painting, not only in traditional media but also
through centuries of material, technical, and intellectual exchanges. Since the
advent of moving images, this expansion has become even more direct. Video, for
instance, creates a closed, temporary space, whereas painting [within the video]
offers an extension of visibility beyond the screen. In my multimedia installation
“Observing My Distant Self,” the painted works within video and the paintings in
real-world spaces link this closed, temporary space with physical reality. I aim to
construct a form of direct temporal imagery, an image that conveys the perception
of present time not merely deduced from motion but felt viscerally. This
perception of time is universal and not tied to any specific cultural context. My
video works do not accelerate the flow of time but invite viewers to experience
and discover time through the slow motion of objects in the video: leaves rustling
in the wind, clouds drifting, or the gradual play of light. This allows the audience
to “stay” in the present moment, fostering a sense of dwelling in the present.

NC: The concept of temporal and spatial dislocation in “Observing My Distant

7, See: Hegel, GW.F. (1837). Lectures on the Philosophy of History. Translated by J. Sibree. London: George Bell & Sons, pp.
253-258. In this work, Hegel suggests that the Greek world emerged through a dialectic of self-discovery and alienation. He
argues that the Greeks, unlike earlier civilizations, did not perceive foreign influences as wholly external but integrated them
into their own self-conception. This process of self-strangeness—encountering the unfamiliar within oneself—was central to
their cultural and philosophical development. Hegel sees this as a necessary stage in the evolution of historical consciousness,
where the Greek spirit both assimilated and transcended external influences, shaping its unique identity.
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Self” echoes contemporary theories of heterotopia and non-places.*® How does this
framework of self-observation from a distance relate to your understanding of artistic
subjectivity in the 21st century?

KCH: In today’s world, “hyper-culture” seems unavoidable, but China has long
had its own experiential guidance: the Peach Blossom Spring, an allegorical refuge, a
place for emotional and spiritual connection, as encapsulated in the line, “Where

» 10,11

my heart is at peace, there is my home.

This act of “observing oneself from a distance” is not reflexive, nor is it a return
in any conventional sense. It is closer to the process of self-formation. The

“self” is shaped—we are all influenced by the times, either actively or passively.
Occasionally stepping outside of oneself to maintain a sense of distance is
intriguing. This requires a semi-liminal space, existing between the real and the
unreal. Across history and cultures, such spaces for emotional refuge have existed,
Gardens, for instance, manifest spiritual essence within finite physical confines.
They function as temporary havens, much like the passage in The Analects: “In
late spring, when the spring clothes have been completed, I would go with five

or six grown-ups and six or seven boys to bathe in the Yi River, enjoy the breeze

8, The concept of heterotopia was primarily developed by French philosopher Michel Foucault in his conference Des
Espaces Autres (Of Other Spaces), delivered in 1967. Published in: Foucault, M. (1984). Of Other Spaces, Heterotopias. Translated
from Architecture, Mouvement, Continuité No. §, pp. 46-49. Foucault’s concept of ‘heterotopia’ describes spaces that exist in all
cultures but are somehow “other” - places that are simultaneously physical and mental. They are real spaces that function

as counter-sites, a kind of realized utopia where all other real places within the culture are simultaneously represented,
contested, and inverted. Classic examples include cemeteries, prisons, asylums, museums, and libraries.

9, The concept of non-places was introduced by French anthropologist Marc Augé in Non-lieux: Introduction a Une
Anthropologie de la Surmodernité (1992), later translated to English as Non-Places: Introduction to an Anthropology of
Supermodernity (1995). New York: Verso. Non-places are transient spaces of “supermodernity” that lack the meaningful
qualities of traditional places. Unlike locations rich in history and social meaning, these spaces - airports, shopping malls,
highways, chain hotels - serve only as points of transit or commerce, marked by standardized interactions and an absence of
lasting human connections.

10, Tdohudyudn, (H{{ER , Peach Blossom Spring) refers to an idealized pastoral utopia in Chinese literature and philosophy,
first described by Tao Yuanming in his 5th-century prose-poem. Su Shi’s line reinterprets this concept, shifting from a
physical paradise to a state of inner tranquility. While the original Tdohuayudn represented a hidden utopian society removed
from worldly troubles, Su Shi internalizes this ideal, suggesting that one’s true home is found not in a physical location but
in the cultivation of inner peace. This reflects the synthesis of Daoist ideals of natural harmony with Buddhist concepts of
detachment and Chan Buddhist emphasis on finding enlightenment in one’s immediate experience.

11, See: Zou Tongqing and Wang Zongtang, A Chronological and Annotated Collection of Su Shi’s Ci Poetry (2016), Su Shi’s
“Dingfengbo: On Returning from the South Sea, Presented to Yu Niang, Wang Dingguo’s Maid” Beijing: Zhonghua Book
Company.

on the Rain Dance altar, and then return home singing.” " In Chinese painting,
the moving-point perspective evokes something akin to Adorno’s “Konstellation,”
a hyper-space that invites a genuine, almost dream-like perception, making it a
contemporary Peach Blossom Spring.”® As someone who dreams frequently, I've
often wondered if reproducing the poems or artworks I create in my dreams upon
waking might count as plagiarism. It raises questions similar to the those in The
Butterfly Dream: Is it Zhuang Zhou dreaming of being a butterfly, or the butterfly
dreaming of being Zhuang Zhou?

This world is not the Peach Blossom Spring, but such spaces exist everywhere. For
the ancients, the Peach Blossom Spring might have represented a utopia, much

like Arcadia in Virgil’s Georgics. Yet today, I feel the Peach Blossom Spring exists

in fragments, allowing us to enter and exit these spaces within the fractured
moments of our daily lives. This sense of fragmented yet recurring refuge parallels
my experience in Kuqa’s old town and the layers of my works created there, from
paintings to mirrors. In The Faber Book of Utopias, John Carey included Peach
Blossom Spring while omitting any mention of Foucault, perhaps offering a more
precise delineation between utopia and heterotopia.™

For me, this boundary is more fluid. My works remain rooted in reality, and the
spaces in them function much like physical gardens—requiring both physical and
intellectual labor, while embodying the sensation of yi (ease or transcendence).”

12, See: Yang Bojun, Annotated Translation of the Analects (2016), Beijing: Zhonghua Book Company.

13, Adorno developed the concept of ‘Konstellation’ (Constellation) primarily in Negative Dialektik (Negative Dialectics),
(1966) and Zur Metakritik der Erkenntnistheorie. Studien iiber Husserl und die phinomenologischen Antinomien (1956). The
concept draws from Walter Benjamin’s earlier work on “constellations” in Ursprung des deutschen Trauerspiels (The Origin

of German Tragic Drama, 1928). For Adorno, ‘Konstellation’ represents a methodological approach where concepts cluster
around an object of inquiry without attempting to define it completely. Unlike traditional philosophical definitions that try
to subsume objects under concepts, constellations allow multiple concepts to illuminate different aspects of an object while
preserving its particularity. The idea emphasizes that truth is not captured through single, fixed definitions but through the
dynamic interrelation of concepts that together shed light on a phenomenon from different angles. This approach is central
to Adorno’s negative dialectics and his critique of identity thinking.

14, See: Carey, J. (1999). The Faber Book of Utopias. London: Faber & Faber, p. 36. In this work, Carey explores various utopian
visions throughout history, curating texts that present idealized societies. His inclusion of Tao Yuanming’s Peach Blossom
Spring and exclusion of Michel Foucault's writings suggests a deliberate distinction between utopias and heterotopias.

15, Yi(J®) is a classical Chinese aesthetic and philosophical concept often translated as "ease” or "transcendence." It
conveys a sense of effortless spontaneity, freedom from constraints, and a refined detachment from the mundane. In art and
literature, yi suggests an unforced, flowing quality that embodies both mastery and a spirit of liberation, often associated
with scholars, poets, and artists who seek harmony beyond worldly concerns.
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NC: The “Kizilgaha Beacon” segment appears to function as a nexus between historical
artifact and contemporary artistic intervention. How does this work contribute

to the ongoing dialogue about the role of site-specificity and cultural heritage in
contemporary art practices?

KCH: In the Rites of Zhou, there are records of beacon towers being used during
the Western Zhou period to relay urgent border defense messages.'*"” The Records
of the Western Regions contains the earliest detailed accounts of the beacon system
established by Emperor Wu of Han, describing its structure as “a beacon every five
li, a signal mound every ten li, a fortress every thirty li, and a city every hundred
1i>** Additionally, in the Regulations on Beacon Signals in the Frontier, the specific
timing, speed, and gradation of signal transmission were clearly stipulated.” This
extensive system, stretching from points to lines and planes, connected the Central
Plains to the Western Regions through the Hexi Corridor with great precision and
speed. Historical accounts and archaeological findings along this route affirm the
density of historical activity within this vast network.

One can imagine the vantage point from a beacon tower, overlooking the land as
signals of smoke and fire traverse from point to point, forming lines and clusters,
mingling with the stars above. Like the underground spread of bamboo roots,
this invisible network carries a vitality that transcends history and spans time.
This imagery inspired my use of ink bamboo and nighttime photography. In
darkness, any imagination of light holds poetic significance. History, much like
darkness, obscures and buries the majority of events. Just as we gaze at the stars
and ponder the boundlessness of the universe, history offers infinite possibilities
for interpretation. In my works, I frequently engage with and reimagine history.
The relic forms in my “Flowers the Whole Year” series, or the ancient paintings

16, Zhouli (JE1L), or the Rites of Zhou, is a Confucian classic that documents the laws and institutions of the Zhou Dynasty
(c. 1046-256 BCE) and elucidates political philosophy.

17, See: Gansu Provincial Institute of Cultural Relics and Archaeology and Institute of History, Chinese Academy of Social
Sciences (eds.), New Documents from Juyan: The Office of the Jiaqu Marquis (1994), Beijing: Zhonghua Book Company.

18, The Great Tang Records on the Western Regions (XRETIC) isa travelogue by the Tang-dynasty Buddhist monk
Xuanzang (600/602-664), documenting his journey to India. It provides detailed accounts of geography, politics, culture, and
religious practices across Central and South Asia, serving as a crucial historical source on the region.

19, Regulations on Beacon Signals in the Frontier {ZE_J&X52%9) is a historical document outlining the protocols for
transmitting emergency signals via beacon towers, specifying their timing, speed, and hierarchical levels within the Han
dynasty’s early warning system.

referenced in “The Hidden Protagonist,” represent my silent dialogues with
history: speculating, imagining, selecting, feeling, empathizing. These interactions
with history are a deeply personal and creative process.

NC: In “The Hidden Protagonist” series, you create a complex iconographic network
linking diverse cultural traditions. How does this syncretic approach challenge or
expand traditional art historical narratives, particularly in relation to the representation
of mythological figures across cultures?

KCH: This is a process of “re-recognition,” where glimpses of constant and
unchanging expressions can be found within the images of various civilizations’
pasts. It is like searching for an invisible “symbol,” something that today’s world
greatly lacks. The flow and information dominating our present reality have

little need for re-recognition, leaving creative imagery and metaphors scarce.
Contingency is overly exaggerated, but I have always believed that sustained
experience is more significant. The “protagonists” in “The Hidden Protagonist”
series are precisely these stable expressions I have sought out. These constants
should not be laid bare or rendered transparent; to do so would strip art of its
mystique and reduce it to the mundane. Therefore, they require “reclusion.” This
process, with its repetitions, is deeply enjoyable and unconsciously immerses me
entirely in the “present.” As Kierkegaard said in his book Repetition, “Hope is a
new garment, starched and stiff and glittering, yet one has never had it on, and
hence one does not know how it will become one and how it fits. Recollection is a
discarded garment, which beautiful as it may be, does not fit, for one has outgrown
it. Repetition is an imperishable garment, which fits snugly and comfortably,

» 20

neither too tight nor too loose.

I constantly sense the connections between different times, spaces, and cultures.
These connections appear faintly in the works of artists across different cultural
periods. Art history is not merely about representing artists or their works; rather,
it is about discovering the subtext beyond the surface of the art. These faint and
subtle connections are the most vital parts of art history.

20, Kierkegaard S. (1946). Repetition: An Essay in Experimental Psychology. Princeton: Princeton University Press, p. 4.
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NC: Your reinterpretation of Huang Gongwang’s work in The Hidden Protagonist: Mount
Fuchun seems to engage with the concept of transhistorical dialogue in art. How do

you see this work contributing to the ongoing evolution of Chinese landscape painting
traditions in a contemporary context?

KCH: Huang Gongwang’s evocative landscape reflects a departure from the

to the “distant” is far too close compared to that of the ancients. But shaping
this sense of distance requires ongoing dialogue, resistance, deconstruction, and
imagination.

real world, slowly unfolding like moving images, offering different perspectives
and time-spaces. This work requires a kind of “spiritual wandering” akin to
ancient Chinese practices—moving only as little as possible to avoid disturbing

NC: The “Sumeru” series appears to explore the materiality of painting through

its focus on folds and pigments. How does this investigation relate to broader
conversations about medium specificity and the ontology of painting in contemporary
art?

the internal process. As historian Arnold Toynbee once said, “Nomads are those
who do not move.” * I want to engage with the ancients and nature in the most
indirect way. Huang Gongwang, or the ancients in general, have lifted me up, and
those gentle sensations bring me peace. But this is not just about communication;
it is also about resistance: there is a profound relationship between symbols,
materials, and life. Throughout history, female artists and their works have been
silently buried, which indicates that we need to be seen. This is like Wittgenstein’s
distinction between “looking” and “seeing,” which are two different levels. The
choice of the cochineal pink (from female cochineal) reflects this reason: the
opposite of ink is not blank space but pink. In the unique lines I create, the
essence of the Dwelling in the Fuchun Mountains also appears, and this is where the
meaning lies. In this work, I abandoned the glossy feel and sought a simple, plain,
and gentle line quality that resonates with the spiritual realm of the historical
work. These are more Eastern lines, not directly related to contours, and the
artwork is no longer divided into foreground and background but becomes a
shifting interplay of fullness and emptiness. At the same time, I explore the unique
light and texture of line-based painting, reflecting the flow of time, seasons, and
transformations.

For me, the most captivating aspect is the continuous movement of things that
seem almost still. The water rests, the mountain stays, the heavens and earth unite.
The changes are unpredictable. Landscape will ultimately be the deepest emotional
expression, and in this regard, I am aligned with the ancients. The tradition of
landscape is not just about brushwork and composition, nor is it a conceptual
dispute. This landscape itself is not “substantial,” not about scenery, but rather it is
spiritual. Emotion is infinitely close, space is infinitely far. Our sense of “distance”

21, See: Toynbee, A. (1972). A Study of History. London: Oxford University Press, p. 132.

KCH: For me, art is a combination of materiality, technique, and emotion.
Materiality and technique belong to the physical realm. In Chinese painting,
materiality encompasses more than just the visible aspects of the completed
work—such as paper, ink, and color. It also includes the less immediately visible
but directly related elements: brushes, inkstones, mounting, and the initial choice
of dimensions for the work. These decisions carry a unique material significance.
The choice of technique also involves the medium—whether it’s video, painting,
sculpture, or another form. Each mode of expression inherently possesses its

own singularity, not as a binary conceptual distinction but as something tied

to emotion. When I begin a painting, I almost always start from the scale and
structure of the work—what the ancients referred to as “managing composition”
(jingying weizhi)—because this directly relates to my personal experience and
emotional expression. Based on this foundation, I choose pigments, whether
animal-based, plant-based, or mineral-based, which directly affect the visual depth
and luminosity or transparency. Then I determine the appropriate paper for these
pigments, considering factors such as the material, composition, thickness, and
production methods of xuan paper. Afterward, I decide on the inkstone to achieve
the desired fineness of grinding, and finally, I choose brushes based on their

elasticity, water retention, and whether they are new or worn.

For other media, such as video, the selection is directly tied to time. Painting
operates at the speed of light; it does not require a duration. I choose video only
when the experience necessitates a sense of time. As a result, I produce relatively
few video works.

The folds in “Sumeru” are not entirely conceptual; they originated from the
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deformation of red blossoms in the “Flowers the Whole Year” series. This was

an exploration of the boundaries of transformation in Chinese painting. Artists
such as Bada Shanren and Chen Hongshou have engaged with this issue of
transformation, examining the threshold between the recognizable and the
unrecognizable. In Chinese painting, transformation is not connected to geometric
abstraction or conceptuality but exists in the realm between resemblance and
non-resemblance. Each petal in my works eventually acquires its unique curve and
fold, forming their final connections and allowing me to imagine the space within
each fold and expansion.

Regarding the spatial imagination of “folds™ while the paper and pigments

are densely interwoven, the imagined inner spaces allow one to breathe freely.
This is a boundary relationship defined by of mutual permeation, where each
fold harbors its own distinct solidity. Conceptually, this differs from Deleuze’s
“monads without windows” and instead resembles a rhizomatic network—endlessly
sprawling.”® Although there is historical continuity in my work, I do not explore
the relationships among power, knowledge, subjectification, and force. Instead,
my work reflects the Chinese cultural understanding of self and relationality.
For example, the Chinese character for “person” (ren) does not merely denote a
physical individual but gestures toward a state of being, one that implies openness
and interconnection.

NC: Your alchemical approach to pigments suggests a deep engagement with the
materiality of your medium. How does this process-oriented aspect of your practice
relate to contemporary discourses on craft and conceptualism in art?

KCH: The creation of pigments is not merely about the transformation of
materials, but an attempt to convert natural substances into a higher form

of matter. This process is wonderful and worth anticipating. The choice and
preparation of materials directly influence the expression of the work, maximizing

22, See: Gilles Deleuze, The Fold: Leibniz and the Baroque, Lecture 09, February 03, 1987. A monad, in Leibniz’s philosophy,

is a fundamental, indivisible unit of reality, like a self-contained point of perception. In his work, Deleuze’s phrase “monads
without windows” reinterprets this concept: while Leibniz saw monads as closed but mirroring the universe internally, Deleuze
emphasizes continuous variation and internal folds, making them dynamic rather than static. This suggests that subjectivity
and perception arise not from direct interaction but from internal differentiation and transformation.
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the unique beauty of each material to achieve a harmonious expression both
visually and spiritually. The pigments I create are neither simply materia nor
deeply rooted in an over-analysis of color.

Alchemy and Chinese Daoist elixir refinement share many similarities. However,
the purpose of Daoist alchemy is broader, extending beyond precious metals to
include all substances—plants, animals, and minerals—as potential ingredients
from the perspective of immortality cultivation. The process of creating and
using pigments also carries these characteristics of seeking the Way (dao). From
the selection of raw materials to grinding and preparation, each material has its
own method. Many techniques can be referenced, such as the dyeing processes
of various countries and even the making of glazes. Take white as an example:
in ancient China, it was called da sé (great color) because of its strong covering
power. Its main ingredients included clam white, chalk white, and dragon bone,
which are both mineral and animal-based.” The production process requires
repeated pounding and steaming to achieve a fine and gentle texture.

I prefer to make many colors into color tablets, which I then grind using an
inkstone. In recent years, I have tried using naturally fermented colors, which have
a more delicate and warm feeling than traditional pigments. When we talk about
mineral pigments, we first think of murals and their rugged texture, but mineral
pigments can also be soft and delicate. This will be part of my new series in the
future.

The easy availability of high-purity pigments is only a phenomenon that has
existed for the last century. The high-saturation colors that we now take for
granted are products of industrialization and commercialization, which have led
us to overlook the preciousness of color. Handcraft also reminds me to cherish
everything that is attainable and to make the most of what is available.

NC: The interplay between traditional techniques and contemporary sensibilities in

23, Ldng gii (Ju& , dragon bone) white pigment was traditionally made from ground cattle, water buffalo, and horse bones.
Despite its mythical name, the pigment consisted of finely processed animal bones, serving both as a white coloration and
ground layer in traditional Chinese painting and calligraphy, prized for its warm white tone and ability to create a smooth
surface for ink work.
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your work raises questions about temporality in artistic practice. How do you navigate
the complex relationship between historical continuity and rupture in your creative
process?

KCH: In contemporary art, concepts, emotions, and experiences are all important.
This inevitably brings us back to the familiar discussion of gongbi, or “meticulous
brush” painting, and xieyi, or “calligraphically expressive” painting. The technical
essence of these painting styles lies in the gong (meticulous sketching) and the

xie (calligraphic writing), but the true core of Chinese art resides in the yi (vital
spirit). All techniques of gong and xie ultimately serve the expression of yi. Every
era introduces its own deviations and escapist tendencies, and these are what make
art intriguing. What I am exploring here is a hypothesis: gongbi and xieyi both are
visual and spiritual; neither should be reduced to the other, and they exist in a
complementary relationship.

Overly excessive or dispassionate depiction stifles vitality. Scholar Tong Shuye
once noted in the context of the Southern and Northern Schools debate: “[Art of]
the Yuan Dynasty focused on ‘spirit’ and ‘essence’ in its ink play, while [that of]
Song Dynasty emphasized ‘principles’ and ‘methods’ in its meticulous technique.”
** From the Yuan Four Masters elevated by Dong Qichang to the dominance of
literati painting, and to the early 20th century when intellectual figures like Kang
Youwei, Lu Xun, and Cai Yuanpei criticized literati painting and advocated a
return to Song-dynasty styles, these cycles represent recurring historical patterns.
Setting aside such “trends,” ink painting should ideally integrate both approaches.

Chinese art history often reveals insights into broader human history. For example,
the development of blue-and-green landscape painting is closely tied to the history
of the Hexi Corridor. When transportation in the Hexi Corridor was disrupted,
lapis lazuli from Afghanistan could no longer reach the Central Plains, halting the
progress of blue-and-green landscapes. Conversely, during periods of smooth trade,
the availability of this pigment facilitated the rapid development of this painting
style.

24, See Tong Shuye’s work A New Examination of the Southern and Northern Schools in Chinese Landscape Painting ( { #F[E
KBRS =5 ) ). In this work, Tong Shuye critiques the traditional division of Chinese landscape painting into
Southern and Northern Schools, a concept originally proposed by the Ming dynasty painter Dong Qichang. Tong argues that
this division is a later construct and not reflective of historical reality.

NC: As we conclude, I'm interested in how your experience with the Kizilgaha Beacon
project might be shaping your approach to interdisciplinary practice. How do you
envision the evolution of your work in relation to the expanding field of contemporary
art practices that blur the boundaries between different media and cultural contexts?

KCH: I have begun to dream of things more mysterious and joyful. Art is about
experience, not explanation—it is what one is doing with their hands in the
moment. What I learned from experience is that the search for boundaries can
dissolve rigid oppositions. From “Root of All Life,” “Collection of Clouds &
Forests,” to “Sumeru,” it was a process of exploring the relationship between
inner and outer worlds, where they exchange and permeate each other. And then
“The Hidden Protagonist” was about the interplay of reality and void, as well as
the mediating agent of presence and absence. Simply transforming humans into
flowers and birds would be mere magic; what truly matters is their integration.
It’s about entering the landscape, experiencing the unity of observation and being
observed. While I look at water, I become water.

Moving forward, I may further expand the use of media, exploring forms like
augmented reality (AR). This approach eliminates the notion of a passive spectator,
inviting people to deeply immerse themselves in the world created by the artwork
and interact with it in real-time. This will further blur the boundaries between
artistic creation and audience experience. I also plan to delve more deeply into

the cultural and philosophical contexts of different traditions, integrating lesser-
known cultural elements into my work. This won’t be a simple layering of imagery,
but rather an in-depth study of the philosophical ideas, beliefs, and social values
within each culture, transforming my work into a unique space for intercultural
dialogue. My experiments with pigments will also continue. New forms of practice
inevitably reveal unexpected possibilities within traditional materials.

Art has no place in nihilism or relativism—at least not the kind of art I create.
My new projects have already begun; they mark a new journey in my life. This
process involves integrating my previous series, like stars in the sky beginning to
cluster into constellations. Completion may be impossible, but I am in no hurry.
I let things unfold at my own pace, slowly and steadily. Time flies like a galloping
horse; before you realize it, the years flow away like water.

(English translation by Nancy Chu)
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