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INTRODUCTION

"Observing My Distant Self: Kang Chunhui” marks the artist’s premiere solo exhibition at INKstudio, offering an immersive journey
into a crucial juncture in her artistic development. The exhibition unfolds in two distinct sections: “Observing My Distant Self” and
"Undeniably Me".

Observing My Distant Self

“I found myself in a landscape reminiscent of the Western Regions, particularly the ancient city Loulan that has long
since vanished. | stood atop a hill, observing my distant self-undeniably me—I turned to the setting sun.”

——Kang Chunhui

Almost an enigmatic prophecy, the vivid childhood dreamscape lingered in the subconscious of visual artist Kang Chunhui (Urumqji,
Xinjiang, 1982) for over three decades, until last year, 2023, when the time came for her to revisit its mystique with renewed urgency.

Occupying the entirety of INKstudio’s ground floor, Observing My Distant Self 73°40'E~96°23'E 34°25'N~48°10'N, 2019-2023, is

an expansive eight-part multimedia project responding to Kang's childhood dream in the form of a metaphorical pilgrimage to the
Western Regions. Eight 6'6"-long videos place an aspect of Kang's artistic practice in spatial dialog with a location in Xinjiang selected
by Kang for its historical, sociological, and cultural significance. On her pilgrimage Kang makes eight stops: the Kumtag Desert, Lop
Nur, Bosten Lake, Tarim Poplar Forest, Kuga Old Town, Tianshan Grand Canyon, Kizilgaha Beacon, and the Kizil Caves. Lop Nur, for
example, is a historically- and archaeologically, multi-layered socio-cultural site situated at the far east shore of the post-glacial Tarim
lake. From around 1800 BC until the 9" century, the lake supported a thriving Indo-European Tocharian culture. The Buddhist monk
Faxian (337-422) went by the Lop Desert on his way to the Indus valley as did Marco Polo (1254-1324) in his travels along the Silk Road.
A former salt marsh, Lop Nur has run dry as a result of dam construction and, over the past hundred years, has been variously a site of
large-scale, industrial mining, a contested site of ecological restoration and the military test site where China detonated its first atomic
and hydrogen weapons. Throughout her journey, Kang explores the boundaries between place, history, memory, self and creativity,
conceiving them not as rigid territories but as expansive areas for exploration, exchange, synthesis and transformation.

Undeniably Me

On INKstudio's third floor, Kang debuts new works in her Post-Modern synthesis of historical Central and East-Asian polychrome

painting styles. In Kang's latest works in her signature Sumeru series, she continues her alchemical exploration of mineral and organic
red pigments through the form and metaphysical theme of the fold. In The Hidden Protagonist No. 2, 2022-2024, she transcends the
boundaries between Imperial bird-and-flower and religious figure painting while exploring resonances between Eastern and Western
mythologies. In The Hidden Protagonist: Mount Fuchun she transgresses the traditional boundary between xieyi or “calligraphically
expressive” and gongbi or "meticulously descriptive” painting while interrogating the dialogical relationship between self and history
through the landscape.

Pigments and Alchemy

Having been trained in Chinese traditional gongbi or “meticulous brush” painting since her youth, Kang Chunhui stands out for her
thorough exploration and contemporary reinterpretation of the Buddhist mural iconography and color schemes found in the Kizil
Caves near her hometown of Urumgi. Kang perceives the colors of such religious murals as profoundly other-worldly, bearing the
weight of time and evoking an awe for life, death and the space in between, they express our most intense spiritual emotions such as
yearning for the afterlife or unwavering faith.

The transmutation of land into pigment into art is central to Kang Chunhui's revival of Central Asian religious painting. Unlike other
artists who purchase their mineral pigments already compounded, Kang researches and compounds her own mineral pigments from
the same local sources used by the Central Asian artisans working in and around the Kizil Caves. Kyzil in Uyghur means “red” and the
resulting brilliant red hues, obtained by mixing minerals from the land and organic cochineal pigments evokes a textural sensation akin
to velvet and a depth of color that far exceeds anything achievable in the media of oil or acrylic.

Mythology and the “Hidden Protagonist”

In addition to her alchemical exploration of pigments, Kang Chunhui’s works are replete with symbolic, philosophical, and mythical
references from seemingly disparate cultural traditions—what she refers to as her "hidden protagonists.” Kang's Post-Modern syncretism
of religious and mythological imagery reflects the historical, pre-modern emergence of a trans-natural religious pictorial art first in
South Asia in 2" Century B.C.E. Ajanta and its subsequent transmission to the Hellanistic Central Asia kingdoms of Sogdiana and
Bactria with the spread of Buddhism. This artform then entered China in the 3"-12" Centuries through the transmission of Buddhism
along the Silk Road and subsequently evolved into the Imperial painting styles of the Tang (618-207) and Song (960-1279) courts. From
China, it then spread to Korea, Japan, Tibet and Southeast Asia—again through the dissemination of Buddhism—and back to Central
and South Asia through a combination of Yuan Dynasty (1279-1368) conquest and cultural exchange with the Moghul and Ottoman
courts.



This early trans-national pictorial language has taken modern and contemporary form during the art reforms of Meiji-era Japan—
Nihonga—through the postcolonial, post-modern revival of the Persian/South Asian miniature by contemporary South Asian artists such
as Shahzia Sikander (b. 1969, Lahore) and Imran Qureshi (b. 1972, Hyderabad), through the post-Mao revival of Imperial Court painting
by Chinese artists such as Xu Lei (b. 1962, Nantong) and Hao Liang (b. 1983, Chengdu) and through the contemporary thangka-
inspired paintings of Tibetan artists such as Tenzing Rigdol (b. 1982, Kathmandu) and Gonkar Gyatso (b. 1961, Lhasa). Kang Chunhui’s
contribution to this unfolding, post-colonial discourse takes us back to the eventful, pre-colonial moment when this early trans-national,

religious pictorial language first entered China at Kizil and subsequently evolved into the secular, poetic art of Imperial bird-and-flower
painting.
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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 (4" to 8" 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, Urumqi
(2023), Wuhan Art Museum, Wuhan (2022), Jiangsu Museum of
Modern Art, Nanjing (2021), Peking University, 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
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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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 a curator, with a particular
focus on photography, contemporary ink, historical and cross-
disciplinary research, new technologies, and scientific applications
in the arts. As the Founder of ThinkCanvas, she leads a boutique
consulting firm specializing in cultural institution services, strategic
planning, leadership development, and executive coaching for
businesses.

In the past two decades, she has led both commercial galleries and
not-for-profit institutions, several in their start-up, merger, or relaunch
phases. She has worked as the director of European, American, and
Asian organizations like the Three Shadows Photography Art Centre,
one of the leading photography institutions in China, and more
recently as the Exhibition Director of Gallery Weekend Beijing, one of
the main cultural events in the capital. As an art critic, her essays and
interviews have appeared in numerous international publications,
exhibition catalogues, and monographs.

Besides ltalian, she is fluent in English and Mandarin and can speak
functional French and German.

19



BMERNECS: BEE 73°40'E ~ 96°23'E 34°25'N ~ 48°10° N

EE—ORERNIRE: BEEE, SHRNMICE, BRI THER, BEANNK. Z2ATE—MIEIE, B2—MWEs, BEAREGFEENRA,
XMERN R EEEN, BRIRFTITEIRMISN, lam?‘_ﬂ]ngu EElEIZL%UHELEUiEL?UZ‘J EEHAZREUNMS, MNEEN—
LR

RRMRERZEFR. &, EHEENSERMAN, SERERHRNHL —R—REEERNS, ESREIERT ATBEREMMIBILTY A
REHRIHIAL, 1%T’Ejj_JLﬂE’]16IZﬁﬁE%E’]%ﬂ EFBENAAREZENEMLIANR., MBEETENEBAMUGLER, EERALTEEHE
H“%D?%%Q%E’J RORATRR AR T — MMM SOF BRFE, BASHE, £R55R, RESEHREX, ME5HE, BREALES,
XD TR BEMI =M PAYELZHIE, MBHLEUREARTHN, BNEESEHNEHNARN—ZK, K—IRXENES.

I ENEFRT) LNNEENZ 8RR BT, F&XESMEMRT MINCIZRE THEETM T XELEFR, ZJEERBIBERE.

BEENXEZEF Rt BB A SN RIIMA SN EART BUES GG HMNERNRaM, tEFENEREAREZMETE, TERIER
=

EEARRERE RO —BRUE", BX—RETEME ULB 2 OMTE", MUK BENDERNR, B HE BT —RNERESE.

BEEE, 2023.5.30

21



22

Observing My Distant Self: Kang Chunhui 73°40'E~96°23'E 34°25'N~48°10'N

This is a tough journey: confronting the self, searching for memories of the past, experiencing the present moment, and looking ahead
to the way home. Art is not just a theory but an activity, something that makes one feel alive. This kind of activity requires questioning
motives, both conscious and unconscious, with emotions preceding motives. Chasing from memories to poetry, then to childhood and
to dreams, but dreams are not where wishes come true, so another journey is needed.

This journey consists of paintings, videos, on-site live broadcasts, and pondering over questions. Painting, despite being pushed to the
margins with technological advancements, repeatedly proved its irreplaceability, thereby established an unshakable position. Videos,
as retrievable memories, possess unique charm. Live broadcasts have immediate, irreversible linear boundaries. The questions that
need to be pondered not only remain unanswered but are also obscure and bewildering: in this project, "boundaries" become a vague
and contradictory presence—perception and time, tradition and modernity, introspection and self-realization, myth and history, nature
and artificiality, etc. The contemplation of these boundaries constitutes the evolutionary process in my spatiotemporal perspective. |
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 is based on my childhood experiences at a certain place and my subsequent trips back there, every
arrival and departure. | brought back locally sourced minerals and my memories there back to the studio and completed these paintings,
and later returned to these locations to generate videos. Subsequently, each of these paintings will detach from its original series and
become a new artwork with a new title, integrating its specific spatial location and on-site video. The significance of the geographical
location lies not only in the physical space itself but also in tracing the time and space of its long past.

The ideals of Laozi and Zhuangzi, as well as Zen Buddhism are to "let go of oneself and then travel around the world" and "be silent yet
sound like thunder." This time, however, | cannot “act with a mind devoid of thought." Just as the impetus for the big bang was internal
collapse, | will begin a new round of self-compression with questions in my mind.

Kang Chunhui, May 30th, 2023
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Observing My Distant Self: Kang Chunhui 73°40'E~96°23'E 34°25'N~48°10'N
SERRBEC: BEE 73° 40'E~96° 23'E 34° 25'N~48° 10'N

2019-2023 | Color Video, sound F2&4055, A& | 06'06”x 8
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EEARIERE 90° 33’ 27E-42° 84’ 86N

TSN, e, KE TYE E4; WHe iR LB | 06'06”; 45X 45Cm; 100 X 100 cm
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Kumtag Desert 90°33'27E-42°84’86N

Color Video, sound; ink and mineral pigment on paper; spray painting on acrylic | 06'06”"; 45 X 45 cm; 100 X 100 cm

The unique natural and geographical conditions of the Kumtag Desert have created one of the world's few deserts in close proximity
to an urban environment. This boundary between desert and urban city has existed clearly and without interference for thousands of
years. This real, geographical boundary underpins the overarching theme of "boundaries" throughout this project.

In the Kumtag Desert, | explore the scope of "boundaries". | 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, replacing each other cyclically, full of vitality.

Then | 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. | want to materialize this spiritual
symbolization, so that it can be preserved and extended.

Finally, | delve deeper into the "boundary between what is natural and what artificial”, contrasting but not opposing, 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 boundary between prints and original works of art, then to the relationship between the desert and its view as
seen through an acrylic plane, and finally to the relationship between painting—made entirely of natural materials—and nature itself.

The boundary in this work is also a discussion of "the virtual and the real". 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?
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Lop Nur 86°25’20E-41°20’38N B75iH 86° 25’ 20E-41° 20’ 38N

Color Video, sound; ink and mineral pigment on paper 2815, F=e; KE ¥ B S48 | 06'06”; 42x56cm

RAFREEERIT X THIENRENLR., THAE (LIBE) PMZA“MFE", MIEFNFE-EZHEEES, WAZHRTRNMR, &
X FHAE T RANFUK, XBNBMEBEMARER, LEEE T “Phantasia” R (FBD) . MXTRIIFAE RGN ENRREE 7 8Z,

FIEFAERGAFR B — MRS . BN HIE ARSI SENEN, EHRAXCERINEEERRNEN. ARBRATAAE
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DaIER REtE AT Fh AT

AN—EMEZ—ETENHE, MNEXTEN, MERIREBERIR, B-IINHENMLERERSEN. FESHUMNARLREMN ZHRIT,

This work aims to explore the boundaries between myth and history. Lop Nur is referred to as "Young Marsh" in Shanhai Jing, or the Classic
of Mountains and Seas, and has undergone changes from its mythological existence all the way to the present day. From a lake to a dry
surface, it has recently started to accumulate water once again—its mysterious nature having never disappeared. For the painting in Lop Nur |
chose the work Jingwei from my Phantasia series, starting from which | began a systematic reflection on myths and origins.

The boundary between myth and history is also a blurry zone because "myth" not only refers to unverifiable stories and beliefs but 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 are far more important than the doubting of their
authenticity. Jingwei is like Sisyphus in Greek mythology.

A person's life can be regarded as a complete history of the universe, from nothingness to organic life, from unconsciousness to
consciousness. Singular historical perspectives are misleading. We need multiple perspectives to discuss issues more broadly together.
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{EHRRE#A 87° 02’ 58E-41° 92’ 46N

TSN, B, KE TP §48| 06'06”; 69x93cm
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Bosten Lake 87°02’58E-41°92’46N

Color Video, sound; ink and mineral pigment on paper | 06'06”; 69 x 93 cm

In most people's minds, Xinjiang seems far away, this is actually a discrepancy of psychological distance. "Time and space" are mostly
referred to as physical existence, however, the motivation for life practice always comes 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, | chose one of the most iconic symbols of literati culture, the Taihu rock, as a medium to be brought 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

from its eastern to its western shores.

In recent years, my exploration of the Taihu rock, as a key element of my focus on the landscape theme, has gradually deepened. 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.

| have always wanted to explore the meaning of the existence of time and space through the language of painting. And for me, fixed
time seems to have long been absent; instead, time is open and chaotic. Creating in my own time and space has no labels. In my own

space, | can dissect and extract everything with disordered time. When | finish a piece of work, my view of the whole world changes.
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EEEAKERAM 84° 11° 35E-41° 15’ 35N

TSN, e KE T B B4 | 06'06”; 79 x58 cmx 2

MENERA B FH? WEHEEHNAR? RETAKREEMABEH 7? XLEREUF o] LU MR B A= £ RIEXS KX R MR A PrRE.
AHERSMAHE, EREEMBNRXMMIANTRIETA LT =FEES N NERNER. RKESRNEZZARI2IEEBEDAME,
MR EEBRUTLIAERS.

BHIMELE—H, (EF) BHARF T M HRY, EERTH A EEENOA, HA—ER T 2ZA”, REATFT A5F7TZE,
ENAE. AESENREMS. B, #AREF 7T ALRNERE. AENSE. MANFEENRAENSHEA L, MEAREERS, Bl
TRMAS, MXMEROEN T AERRAVEN,

LEREMER R, ITRFRE (EF EER) “AYVEE, FSEER. “R'EFAMEREZHBOMUZMN, EESEREEHITHKE
R, MEFILAWILI. mik, TUBETNLXPKSREZ,
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Tarim Poplar Forest 84°11’35E-41°15’35N

Color Video, sound; ink and mineral pigment on paper | 06'06”;79 x 58 cm X 2

How does each individual perceive themselves? How to search for the essence of the self? Will | 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 with 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, every one returns 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.
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Kuqa Old Town 82°93’12E-41°72'47N FEZEE 1 82° 93’ 12E-41° 72’ 47N

Color Video, sound; ink and mineral pigment on paper 2&{30, F&; K2 ¥ ¥EH S48 | 06'06’; 100x100Cm

FEEERIER AKBRNEENSATHNERE. RERINETEMRIORILIR, ERIMIXRINAFTEMAE  TRNTEZ T, mENBEIN,

HERERE TIREBNRESZTRANGHRE, BEaTFEN, B0, HESFZEEN, BREERM T 1K, X2 RFEW. B
RAENIRE, ILABNEBRTENNE, BENESMEE B, HHEETAAITNANO ERAZ GBI, ZIFNERREREE—
FRAEFREAIEERT, BIEUFRIMKEETHRECHRM, BREEEMAEY, “GHER . HFESNELX, TicHEETFREAOZ—.
SBREIEADEEZ X EREB THIRAVER, AINEZIME.

An early morning in the old town of Kuga: crowded streets and a quiet old teahouse. In and out of the camera is a taohuayuan or “peach
blossom land” 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 land 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, | always feel that there is a path slowly unfolding in front of me, through which | find my own world,
a place untouched by others, "seemingly luminous." The peach blossom land is timeless; forgetting about time might be one of the
entrances. It always remains an object of longing. This work is my tangible perception of a passage, where both the inside and the

outside are real.
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Tianshan Grand Canyon 83°05’35E-42°11'52N XLLKIEA 83° 05’ 35E-42° 11’ 52N

Color Video, sound; ink and mineral pigment on paper 23R, =&; K& ¥ YEH S48 | 06'06”; 9gox71Ccm

BRNBEEEEARNRS| N, REmRnedeladns), FHA28E. RIRARERERETLET XA EEFR, ZEXEHHEAKES
T XHRR.

MREERE—ER, MBNTKEHRABE—F. BB KEBEETH, SEERERENERTE. I TERLIHECHHEZ NAIBNEE,
HMWNRBRAMBIONE, RNEEASGHEEEAATENNE, "E0RR'BEEFREN.

BEAREERRTRAURER., BERNLENNEE, ETENXNAREAEEE, WSHNMIME, E2HEE T, NEREEER
Me¥, FZEN—B TR, XEBRLT AMNRANEELR, BATAMIREARKZANEEFRE T HESRE, BLANTFEENKNEANT,
BRE—EREEERFA. ERTENERARMERINR T BEaiATE, BN —REBFNEAN T MM ER.

Natural colors have an appealing power. | was mesmerized by the light flowing in the red valley. After returning to the Kizil Caves, |
created this painting, and then | 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, | firmly chose it. | have
had a great and persistent interest in transforming clay or other materials into usable pigments since | was young because 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.
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Kizilgaha Beacon 82°90’95E-41°79’87N e HU/RZRIGIEK% 82° 90’ 95E-41° 79’ 87N

Color Video, sound; ink and mineral pigment on paper 23R, =&; K& ¥ YEF 546 | 06'06"; 120X 90CmM

BRI RORIES WZ N ETERIER., AR XK ER, BMEENIOMRERARFEMER, WREGRRNMIE. EIER2ERN
BTN ERNLD, BERKFOER. MRGOEBE TEN, IRRZNIME, BLRBASEFMEWFRIMEKE, MMILBRARET
BERANBEM. FANRRIFRHAT, BIFSIRER, BRI BEDEANERNEE, MMEAEINERNIBRERNLE, ERNTFRER
BIREEEITEITT FRTNES, REkmET.

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.
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Kizil Caves 82°51’35E-41°78’82N TR HI/RATE 82° 51’ 35E-41° 78’ 82N

Color Video, sound; ink and mineral pigment on paper 328130, =&; KE ¥ ¥EK S48 | 06'06”; 60x40cm

BREER, —PMER, — NG, AT ANROEERER? sl xFED, M—EIE0INEMEEH. BEAZEMNER. BIEE)LIET
BHEG T RERNZR, FtME, WERARE. GEERETE - TRINEFR”. TENREESE, TENFREHF2LeNEs,
HET%2NW0E. ETEERBAEN, REUSENFINFERRERSMXHEWNERIBRK.

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 | 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, | 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.
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Invisible Protagonist: Mount Fuchun

fei&rIER - EFW

2023-2024 | Ink and mineral pigment on paper 7X28 i 4k} E4% | 33 x 750 cm
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(PzrER: EFLD

RN ZACES, REZBIENHEN BRI Z—ATNGE LR, NMZATENFRAITTHE-—FSHER. XX, AFSIRTER
ERAEXMONFE (EFLEE) , HFU— ST ELEERROINAANERTTHEA, EREESRT, SIBTRFRINFEFEEN
KNt ENE. REENAZEERAENHE: lEXREHREAER 80 Z AIFXEANIENAVIRIE, BEXABRMNILKKIRT ZARRFEHAEE
AOtth7y . dbtb MARRME R —Fhxd g A tHAOIERIRIADIBE, XBEfEMtiE 2024 & 3 B 31 HRIERILRH. ERBARAXAZARERER., BIER
hBZREHE (1555-1636 F) KRS — B WZARAEEANMEMELSNR (HEFRE, ARBRNRINER) , FEATEESBEAR
AR, MENTERANMERSAANMENENNOSHRE, BSAERTEF DaFMERRMMNLTHEAVNNRN, RESHERBREAEE
MIMATERM  FEA0ERE: TRZRZBENE, HHBTHNE— I aRPRERSNEAREELHK. TIEENEE. RENNE, TEEM
AR, S—HHRATIMEZNRT S, ~ " MBSREELQENEEILNBRENMEBOTTE, BEEESKLINIESERNPREET
MBI EZAMETRHE, MEET IS BRZEIFEZNBROER. WS ERERN M, EFENTERITNEY, MEYEARES,

BREZNEFIRESREASNH SN EENEM EREFE., £RT EFLUZRADIIEROIAERZG, E7T 2T BNNERKECHAR
MRIBEA A —IBR TN 33x750 BANF IHARKE— (RENEHR: EFL) . XELARROERENELERTEAE (EFLER)
MBAENSHE, 2MEERAERNEASR. ENRGNBESEENEBRZEEZNKNHBERS5KNREFR—F, REEMRST
MATRMRIES AR EAEREGE, REMIETE 7 IR ILKREHE, XA SRR EARRILENS, AERENETHINLRAFREHERT
AT EBRIEERNLASHA, HELRFNERSZEAT. A LANKBRELRFHTEMEEZP, MNP Z2METAXE,
REBRDENE, BAEMBEERADRZT, AR, XeMRNEELENTERNEE, WEPREXGIBNSERINER, RIANEE

PR AR EMIERNES, XREARRKUBBENEEMIINBR. FRATEARE, BRERLKFNRELR D UIEEMOFIER
KRS, FRBA Y, XM5ERE M S LB KRS SMA, SHAAIHAESNRAEETBIKENRSESNER,
B FH B RS ERIPTAREIR .

BRES, TEREA, ATEERKEEFEEROEN, X—MSELLMANER TEETERL, IWAENBINEARTS, ZILKE
FRARBIRIRN—E D . RERGNRE, ZAREBLIELFNTR, FRESAMESEMNIMATRETER, MEINEAHTER, ZAK
BES PRI IRIRRAAAUR, HELERERMMNS. AREENEFLNEED, BN FARERNRERRDIREE DY T EM=EEE
AOZHBNEE . MNIEBIRAOREHESNEETR, BTEEBREABRNNNENSEE, UTENNESHEE B RIRETPRELK
ZH, WM ERMAEERE. KRMNETEN. SESERERN, ENXERLNEESENS ik, SNE—METESE., SFE0ME
HiRE—EN, BRelKELRT -T2 —N8E. hYcs, SEER, AN —T=2HER.

(1) SIBfFESEEZMIHY, 2024 F 4 A 27 BTREEILRIEE.

(2) "BARPELZETN—TEE EEERREENRELEXEE T, EHERBEINTE. MEMISRENFER, BUABMTNEE, ZAREEHIBNL, FUEIRN5IERL
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The Hidden Protagonist: Mount Fuchun

In her latest artistic endeavor, Kang Chunhui extends the boundaries of her practice by revisiting a familiar pictorial theme: the Fuchun
Mountains. This time, she openly references the influential handscroll of Huang Gongwang, transforming it in a gesture that challenges
conventions within the Chinese pictorial tradition. In China, there exists an inherently interpretive tradition where referencing classical
poetry or texts holds significant cultural and social currency. Kang Chunhui's approach is deeply empathetic: she seeks to understand
what Huang Gongwang envisioned at 80 years old, 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 this life's reach, prompting her to personally
visit the Fuchun Mountains on 31 March, 2024. Following in the tradition of Dong Qichang, the late Ming Dynasty Chinese art theorist,
calligrapher, and painter (1555-1636), who championed firsthand experience of the landscape; he suggested that artists journey to
the locations of ancient masterworks (carrying either the original or travel-sized copies) not merely to directly engage with nature, but
to gain deeper insight into the mindset and inspiration of the old masters. Walking around the entire Fuchun River and exploring the
landscapes around Hangzhou and Wuxi, she seeks to capture the essence of the misty, rainy spring depicted in Huang Gongwang's
painting: "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 to this shared feeling."" Starting from an interest in
Huang Gongwang's feelings, Kang Chunhui eventually finds her deep fascination in depicting nature lies in her intimate and emotional
connection with it, rather than solely 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.

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 stunning outcome, "The Hidden Protagonist: Mount Fuchun," compositionally follows the most relevant
structural outlines of the inspirational painting, creating a floral portrayal of the natural world. Just as a skilled calligrapher feels the
brush's elasticity and contemplates the interplay between ink and water upon the first stroke, Kang adeptly captures the essence of
the landscape across four seasons with her syncretic technique blending meticulous detail and freehand style. Kang employs red
monochromatic peach blossom flowers as potent symbols, integrating solid masses and trees into voluminous petals with brilliant red
pistil-like dots, highlighting specific reference details. Here and there, figures such as a man on a boat or a flock of ducks are depicted
as luminous shadows on the untouched pictorial surface, graciously blending with the scene while leaving a minimal imprint, yet

evoking vivid traces of their formal presence. The intense brightness of light in certain areas of the composition is so pronounced that
it results in parts of the surface remaining completely untouched, a deliberate effect achieved through the use of the liu bai technique.”
In contrast to tradition, certain portions of the landscape depict the water or sky unconventionally, deviating from leaving them blank.
The artist attributes this approach to her aerial perspective from an airplane flying over the depicted area. This perspective enables her
to observe phenomena such as the reflection of light from clouds or water surfaces, a perspective unknown to ancient painters.

)

Natural forms, especially rocks, hold a central significance in Chinese traditional landscape depictions, a concept that resonates

both historically and in modern contexts. Rocks and mountains, being solid forms, are integral to this portrayal. Thanks to her cunfa
technique, the artist is able to create a three-dimensional character that, if on the one hand is able to transpose the tridimensional
character of the depicted subject on the other, thanks to her floral transmutations, adeptly capture tactile sensations of surfaces,
rendering forms that exude unbroken 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.

Starting with a vivid depiction of budding peach blossoms, the scene exudes nature's dynamic energy, flowing spontaneously through
the landscape with varying movements and intensities that echo the terrain's contours, water flow, and seasonal changes. As the peach
blossoms reach their final season, they reappear on the opposite edge of the scroll, creating a deliberate continuity. When the two
edges of the handscroll are brought together, the entire landscape forms a unified composition. All things go back to their roots. All
things flourish and return to their root. The cycle is complete.

(1) Kang Chunhui in an interview with the author in his Beijing studio, 27 April, 2024

fers to leaving blank space deliberately in a painting. It is a technique used to create balance

within the
3 sense of

or canvas untouched oy paint or ink, artists can create contrast, draw attention tc cific elements, anc

depth or openness in the artwork
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E(TR) 2O, REZEY BN X—EAERX, WEHE.
ok, g, RIURFRBERARBHE 2 BHNXRETRE
5., KPR EREHERED HEHIHE S
—PNRBZATER, MUK TREEPEANB S ILEXHN
B, BRTRAFRTKEENNEER, REENTRER
S HRERERNELERE, MEBIMEZLSHE
STEERFIERATEU, WFHmIR, XS E L FEIT.
R RAECNBRNERSER., BRAANIETaEm
¥ (AEEEIThEEHNSH, HIEEH) BEEERR
ARMHENRARY A, MEEENEAHERBRISZE
HEERtLEmMENNEEEHNENMAREE. BES IR
B2, “TER7IMETGRIL, REER. EXRBRMNHHAFTEN
FRAIEZIL, TZHENFRERNEPNDOF RIS,

WMSRIFEMNISE (121842) FMEENESZE QL) &,
HEITORLUFTRIEANE BRI B R IR —F BT,
XMEM MR EEEMR EXEERE R -E8% (Giles
Deleuze) TEH 1988 =& F (R EMHEXSEER) &
REMNBR BN —FERE, RERTEHLETE.

Sumeru

In her Sumeru series, Kang explores the relationship between color,
shape, light, dimension and boundary through the form of the fold.
Folds of draping fabric are a key artistic element in Gandharan
Greco-Buddhist sculpture and form the basis for the brush-line
mode of early Chinese figure painting that later becomes the

sine qua non of East Asian brush painting. In Kang's treatment of
the fabric folds she utilizes not line and outline but the color and
shadow characteristic of South Asian, Central Asian and Hellenistic
polychrome painting as the primary means of modeling form. The
red and white that she uses are, in fact, compounded from minerals
sourced from the same sites used by the Kizil Grotto artisans and

it is through her fine control of the compounding and blending of
mineral and organic cochineal pigments that Kang achieves the
chromatic gradations she utilizes to model the forms of her folds. It is
worth noting that Sumeru refers to the sacred five-peaked mountain
of Hindu, Jain, and Buddhist cosmology. The fractal-like architectural
structures of the Buddhist pagoda and temple complexes such

as Angkor Wat (12" Century) and Borobudur Gl Century) are
realizations of the unfolding metaphysical vision symbolized by
Sumeru anticipating by a millennium Giles Deleuze's writings on the
Fold in the metaphysics of Leibnitz and the Baroque.
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Sumeru No.21 (diptych)
M58 No.21 ( X3 F=iE )

2023 | Ink and mineral pigment on paper 78 & #JEk S4% | 130 x 120 cm x 2
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Sumeru No.25
04

R No.25

2023 | Ink and mineral pigment on paper 7K & #)EUk E4% | 77X 75 cm
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Sumeru No.24
O5
/W3R No.24

2023 | Ink and mineral pigment on paper 7X&& # ¥k 4% | 82 x 75 cm
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Sumeru No.22
06

R No.22

2023 | Ink and mineral pigment on paper 7K & )8k E4 | 75 X 73 cm
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Sumeru No.23

R No.23

2023 | Ink and mineral pigment on paper 7K & )8k E4 | 75 X 73 cm
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0 8 Invisible Protagonist No.2 (diptych)
pRiRAYER No.2 (I FE )

2022-2024 | Ink and mineral pigment on paper 7K2& # )5kl E4 | 200 x 103 cm x 2
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(2) (EBRE7ER) REAMNTRERARRNIEAZTEAZ), DZIBREFENSED. BERERR (618-907) WEE, XEHDREAFERBA—RENMBI LD ESD.
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The Hidden Protagonist No. 2

Started in 2022, prior to her journey to Xinjiang, the diptych The Hidden Protagonist No. 2 was completed in 2024 after three years

of meticulous development. This monumental piece serves as a culmination of several recurring conceptual and structural themes
within Kang Chunhui's oeuvre, drawing inspiration from diverse sources such as European mythology, formal transmutation, chromatic
experimentation, and sacred architecture. The diptych presents two paintings arranged back-to-back, resembling sculptural pieces in
the space. Their arched steles or altarpiece-like formation evokes associations with religious paintings commonly found in Buddhist
caves or Western churches, albeit in contemporary renditions.

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, present themselves 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 other bodily features are deliberately left indistinct, revealing only the essential vitality of
human existence - manifested as the representation of a man and a woman, respectively depicted in each painting. 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) and "The Birth of Venus" (1484-1485).

What truly captivates Kang Chunhui is the depiction of the dynamic vitality of human nature rather than the specific identity of the
subject. Venus embodies birth and life, while St. Sebastian personifies the figure of the dying martyr - one represents an unorthodox
and enigmatic path to existence, while the other embodies the tragedy of sacrifice.

What's intriguing to note here is the criterion by which the artist selects her subjects. The renowned art historical reference serves as

a tool to facilitate the progressive identification of a familiar subject through visually trained neural patterns, serving as a vehicle for
the exploration of existential themes. According to Greek mythology, Venus-Aphrodite's birth is attributed to the foam created when
Uranus's severed genitals were thrown into the ocean by his son Cronus. Already in an adult form, Venus emerged from this foam,
symbolizing a break from destruction and the birth of freedom. This unique origin story underscores her significance in various cultural

contexts. In Chinese classical literature, such as " J&##0iE " (Luoshen Fu), which translates to "Ode to the Goddess of the Luo River,"
themes of femininity and physical form are explored, though often without a clear depiction of the female body, which disappears
under the draping of the clothing.”” In Kang Chunhui's perception, the Goddess of the Luo River embodies a poignant allegory akin to
Venus, symbolizing personal feminine freedom and liberation.

In the case of the male figure, Kang chose to depict an emblem of sacrifice, a motif commonly found in Chinese literature. Unlike

her method with Venus, she chose a Botticelli painting exploring sacrifice without the need for a specific figure. To maintain visual
coherence, the artist unified the chosen figures for consistency in the artwork. As a Chinese counterpart, Kang Chunhui initially
imagined representing the spirit of sacrifice via the depiction of the horses appearing in Six Steeds of Zhao Mausoleum from the Tang
Dynasty, whose bodies were pierced by arrows similar to those of St. Sebastian.” In the portrayal of San Sebastian, embodying the
essence of sacrifice, the six horses also symbolize this selfless act, offering themselves willingly for their master. In the final work, the
arrows stuck out of St. Sebastian are exquisitely transposed as soft peacock feathers, a formal transformation that mitigates the pathos
of the depicted scene.

(1) " J&FRE " ("Luoshen Fu") can be translated as "Ode to Nymph of the Luo River" or "Ode 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.

(2) 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
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EIRTIF) (ZEEBHTH L) Sandro Botticelli Saint Sebastian

SRIRUIFI (EGNERRIREAE) Sandro Botticelli The Birth of Venus
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Invisible Protagonist No.3

fSi%AY=ER No.2

2023 | Ink and mineral pigment on paper 7K & #)Ek 4% | 88 x 115 cm
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(F2EVER No.3)

(BRi2AYER No.3) 2— mmiﬂﬂﬁﬁt* &E@I’%ET’E%, BIFAANEIEER MESERTNEE, TSER, RPTRE. AREEFINGEAEX
AR, RSWRSNEFHFSZE (W (WMo -B) ) SE@ERS (W (ASXKES) ) , EHEFRAIRETRBNENSHE, RIM
HEHENFEZE, I_IEEPE@%@EE%FE:“EKE%EHEE%EEE’JREl&EE”*@EW%F‘M#ZIEHREJZ%EHE’Ji]‘tl: LELPEEREIL TAE2MEAR
EYORURESHEMFZNEN, W, PENLEMRMEE, BREHODEZEZTFEARBI L E XM TS,

B ERERRORTAEMFNEM EH—FSRR, RETERNEELN, BEXBRORE, UREFEMSAEBMEEEE. BYXMPEE
MER, ZARGUEFHREWERNER, HWHKD, FAREMMERRNTIMN. I—HENEEENENEENSIBERNBREN, FHiB
FEEHRENEANHNEY, EXH 7 MRS IERRNIER. BPEES SPFSHEAZAME, MR NS E5LABRICEETLN,
LABRBEITAARIMEAE (1269-1354) BHENPEERZLKE&GRIEZFH (EFLEE) .

(FRERNER) RIVAT 2019 FE, AR TEREENABARSMERARNZARER. BIZALE, WMEIHHIFPHHNETRE, MERA
BOALESEROREZH., XTX—I8, RESILHRE: ‘Q{E‘I%’Eiﬁ%ﬁﬁﬁﬂ’ﬂ, BRNMAELTE FE NEX, WERE/RME T
EETRMUSTER, EEXMIDFG TR LEN ",

(1) BEE, (=TFBREanxRr), 2022F, 2% T (—8@ZAK) : https://mp.weixin.qg.com/s/aYEVUY7MTOL-mIHIHA76Fg (350)F 2024 &5 A 6 H)

The Hidden Protagonist No. 3

The Hidden Protagonist No. 3 is a meticulously crafted gongbi painting showcasing unfurling wings against an almost pristine white
backdrop. While earlier avian portrayals often depicted birds in a state of apparent stillness (as seen in "Root of All Life - Lazuli") or with
wings outstretched in a gesture of embrace (as in "Leda and the Swan", 2019), here, a sense of dynamic motion takes center stage,
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 ground to varying degrees of fineness. Moreover, the intricate
rendering of feathers with minute, precise calligraphic strokes evokes the meticulous detailing found in depictions of flower petals.

In a fluid progression from earlier bird-themed paintings, this piece transcends conventional portrayal by omitting the birds' eyes,

once conduits of emotional depth, as well as their heads and other body parts altogether. Through this selective exclusion, the artist
accentuates the beauty, enigma, and tension of the composition, free from visual distractions. This deliberate choice directs attention

to the overarching structure, unveiling a concealed protagonist imbued with an emotional lyricism impossible to articulate in words.
With flowers metamorphosed into avian wings, the artwork visually echoes the silhouette of the Fuchun mountains, reminiscent of the
renowned Chinese landscape painting "Dwelling in the Fuchunshan Mountains" by Yuan Dynasty master Huang Gongwang (1269-1354),
celebrated as the pinnacle of traditional Chinese landscape art.

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 an‘icu/ated by Heidegger: 'The question of existence not only lacks an answer, but even
the question itself remains obscure and enigmatic."

(1) Kang Chunhui (2022). About the Invisible Protagonist. Available at: An Art Space: https://mp.weixin.qg.com/s/aYoVUY7MTOL-mIHIH476Fg [Last accessed: 06 May, 2024]

149



150 151



152 153

10 Invisible Protagonist No.4
fei2AYER No.4

2024 | Ink and mineral pigment on paper 7K28 # #JEk}t S48 | 72X 59 cm
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Collection of Clouds & Forests No.12

Z=tk& No.12

2022 | Ink and mineral pigment on paper 7K 5 gk 4 | 69 x 93 cm

R—ARREENHANRE (REE) , KBAMARESRNFE, RETXRAGERANLRE, XERZEOHBEHO, 24E60H
RABNEERRMETE.

This group of works combines the Taihu rock with the Song Dynasty painting "Flower Basket". The Taihu rock is rendered
with an intertwined technique, highlighting its fascinating structure of interconnected holes. These holes are both exits and
entrances where the origin of life peeks through the blooming flowers from behind.

§
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Z5 (ER) , It ES@ieE L Song Flower Basket, Song Dynasty, Collection The Palace Museum, Beijing (FEPREE) |, LEBMEEYTE Xiuyu Mingchun tu, Song Dynasty, Collection The Palace Museum, Beijing
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Collection of Clouds & Forests No.16
=M E No.16

2023-2024 | Ink and mineral pigment on paper 7K 45k} S4 | 46 x 33 cm x4
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13 Morning Clouds No.18
== No.18

2022 | Ink and mineral pigment on paper 7K2& & #EE 4% | 39 x32cm
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Morning Clouds No.1g
#=Z No.19

2022 | Ink and mineral pigment on paper 7K 5 gk 4% | 41x32cm
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15 Morning Clouds Album No.5
B=E Miizh

2024 | Ink and mineral pigment on paper 7K£2 # #JEk} S48 | 46 X 45 cm
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BEE (2=ZE) |

HARAMRTIIZZEARIER Zheng Sixiao Ink Orchid, Song Dynasty, Collection Osaka City Museum of Fine Arts, Japan
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Morning Clouds Album No.6
BA=E Mz

2024 | Ink and mineral pigment on paper 7K£2 # #JEk} S48 | 46 X 45 cm
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17 Morning Clouds Album No.2
B=E iz =

2024 | Ink and mineral pigment on paper 7K£2 # #JEk} S48 | 46 X 45 cm
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18 Morning Clouds Album No.4
H=E MRz

2024 | Ink and mineral pigment on paper 7K£2 # #JEk} S48 | 46 X 45 cm
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Morning Clouds Album No.3
B=E iz =

2024 | Ink and mineral pigment on paper 7K£2 # #JEk} S48 | 46 X 45 cm
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Morning Clouds Album No.1
20 e
H=E Rz —

2024 | Ink and mineral pigment on paper 7K£2 # #JEk} S48 | 46 X 45 cm
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KANG CHUNHUI

1982 Born in Urumgqji, Xinjiang, PRC 2021 Ancient, Modern, To and Fro, Jiangsu Museum of Modern Art Opening Exhibition, Jiangsu Museum of Modern Art, Nanjing, PRC
Presently lives and works in Beijing, PRC In Ink, We Embrace—Chinese Ink Paintings Since the Millennium, Peking University, Beijing, PRC
Windows—the Eye of Gardens, The Museum of Chinese Gardens and Landscape Architecture, Beijing, PRC
EDUCATION 2020 The New Classic of Mountains and Seas—Contemporary Art on Original Chinese Myths and Legends, Zhejiang Art Museum, Hangzhou, PRC
2010 Seoul National University, MFA Attitude, Contemporary Art Invitational Exhibition, Guardian Art Center, Beijing, PRC
2006 Kizil Grottoes Research Institution From Treatise on Superfluous Things, Suzhou Jinji Lake Art Museum, Suzhou, PRC
2004 Kangnam University, BFA 2019 Mingtai Annual Inviting Exhibition 2019, Guardian Art Center, Beijing, PRC
SerpentiForm, BVLGARI Art Exhibition, Chengdu Museum, Chengdu, PRC
AWARDS 2018 From the Canglang Pavilion, Suzhou Jinji Lake Art Museum, Suzhou, PRC

The Royal Society of British Artists Annual Exhibition 2018, Mall Galleries, London, UK

2019 Annual Art Discovery Award of the 12th China Art Power List 2017 Awakening the Contemporary by Pondering Ancient Times, Delegation of the European Union to China, Beijing, PRC

2018 The 301st Annual Exhibition of the British Royal Society of Artists

Centripetal Force—Four Dimensions of Chinese Contemporary Art, University of Sydney Art Gallery, Sydney, Australia
2016 Artist of the Year in the China Youth Ink Painting Yearbook

2016 Nostalgia for Ancient Times—Contemporary Chinese Art, The University of Hong Kong Museum and Art Gallery, Hong Kong, PRC

Zao Hua—Chinese Contemporary Art Exhibition, Hobart, Melbourne, Sydney, Australia
SOLO EXHIBITIONS

2022 Flowers the Whole Year—Kang Chunhui Solo Exhibition, Huaixuan Art Space, Beijing, PRC SELECTED COLLECTIONS
2021 Above the Time—Kang Chunhui Solo Exhibition, Beijing Time Museum, Beijing, PRC
2017 Root of All Life—Kang Chunhui Solo Exhibition, Today Art Museum, Beijing, PRC

CHUNHUI-Kang Chunhui Solo Exhibition, Shengxi Space, Dagian Contemporary Art Center, Beijing, PRC

Wuhan Art Museum, Wuhan, PRC
Akita Museum of Art, Japan
Guardian Art Center, Beijing, PRC
Taikang Group, PRC

SELECTED GROUP EXHIBITIONS Center for Contemporary Asian Art, Sydney, Australia

2023 Between Heaven and Earth—The Tradition and Reproduction of Contemporary Chinese Ink Art, The 3rd China Xinjiang International Art Biennale,
Xinjiang Art Museum, Urumg;i, PRC PUBLICATIONS
Waves—New Landscape of Chinese Ink, Lei Shing Hong Culture Center, Beijing, PRC

2022 Confront the Scenery Painting with Ink=The 7" Contemporary Ink Art Research Exhibition, Wuhan Art Museum, Wuhan, PRC
Prime Time Show-Second Half, Soka Art, Beijing, PRC
Diversified Expressions—Contemporary Chinese Ink Art, Dagian Contemporary Art Center, Beijing, PRC

2018 Root of All Lite—Kang Chunhui Solo Exhibition, Zhonghua Book Company, Beijing, PRC

Rong Bao Zhai and Artists, Guangzhou Special Exhibition in Celebration of the 350th Anniversary of Rong Bao Zhai, Rong Bao Zhai, Guangzhou, PRC
The Mountain of the Endless: Chinese Ink Yearbook Exhibition, An Art Museum at New Everbright Center, Beijing, PRC
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