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PENG KANGLONG
The Artist

Peng Kanglong is a literati-recluse artist who paints in the
traditional landscape and flower genres. Having graduated from
the Taipei National University of the Arts in 1988 with a focus
on Chinese brush and ink painting, his major stylistic influences
include the 17th century Monk artists Shitao (1642-1707) and
Kuncan (1612-after 1674), as well as the Modern landscape master
Huang Binhong (1865-1955).

In the long history of Chinese brush and ink painting, landscape
and flower painting are two distinct genres with their own
metaphoric languages, painting techniques, representative masters
and developmental histories. With the possible exception of
Huang Binhong, Peng Kanglong is perhaps the first ink artist

to explore the artistic possibilities of integrating these formerly
separate genres. Whereas Huang Binhong’s artistic breakthrough
employs the brushwork of flower painting to transform landscape
painting, Peng Kanglong works in the reverse direction employing
the fine texture strokes and expansive compositional depth of
landscape painting to render his extraordinary flowers.

Beginning in 2020, Peng Kanglong undertook an exploration of
monumental compositional forms inspired by the Northern Song
landscape. Combining the compositional scale of the Imperial
landscape of the Northern Song with the expressive, autographic
brushwork of the Yuan literati became an artistic goal of landscape
painters in the periods that followed such as Shen Zhou (1427-
1509) and Dong Qichang (1555-1636) of the Ming Dynasty, Wang
Hui (1632-1717) and Gong Xian (1618-1689) of the Qing Dynasty
and Huang Binhong of the Modern period. What distinguishes

>«

Peng Kanglong’s “Grand Synthesis” is his integration not just
of composition and brushwork from the Song and Yuan-Ming-
Qing periods but also his simultaneous cross-integration of the

encompassing landscape and flower genres.

Peng Kanglong’s works have been recently exhibited in “Many
Splendored Spring,” New York Asia Week, New York (2023),

“Feast of Verdure,” The Historical Grand Courtyard, Taipei (2021),
“Mukuteki,” The Museum of Kyoto, Japan (2019), “Different Paths:
Exploration in Ink,” Sotheby’s S|2, New York (2017), and “Shuimo:



Ten Thousand Blossoms Spring, ” Sotheby’s S|2, New York (2015)
amongst others. His works can be found in the permanent
collections of the National Taiwan Museum of Fine Art, the Taipei
Fine Art Museum, the Fubon Cultural & Educational Foundation,
the Abu Dhabi Royal Family Collection, and the Fondation INK
Collection in Geneva, Switzerland.

TEREE—UENERILIKTEHALARLIREER - 1988 FEXRNE
JEBATREKEME - MINEREZZI7 HiCEEAE (1642-
1707 ) #0552 (1612-1674 &) LIRIRAILKKEIEZT (1865-
1955 ) RIS/Z -

thEli@E R —ELRES LKA e SRR mIETEIRIEY - BE2EE
RIRSIEIEES ~ Buk » RERAMFIEESE - MeZRIESETERERAE
EREEILYN BUESEMEEILEN IS IIREAIKE
iz - EEUAEES LKL LR RERER A THIE A
RE(LILK > MEZRERIREEM T - ALK A RFEEE
BIZRERIEIE T  SS A LUBILIRA 2R -

2020 LK SZERERIRELILRIIK S BERIERBETLN -
BRRAILE (1427-1509) + EH S (15556-1636 ) Zi& @ RiBL
REE (1632-1717) ~ B (1618-1689) » BENARLAIEEL -
LK ER A EERFTANTASA LR =S LKAV E RIBE TS A E iR

BEMMERIBHNELEES  WUAEK —EZKNREE  TEHE
B - MaZRE TR NARZEER M HMEERSRTIHBERY
BEMEZMEEE Bt EmEEE TR YRS

HEZE °

EfFmiEHAZ2IRNERE : TEECSR, (AHmNEMNE - 2023) -

r2fe=, (=tKRBF 0 2021) « TEFE, (HARESULE
pEE 0 2019) 5 REFE : NEK - BERE) (MBS S12 24
=R 2017) ~ TKE: BIURZE) (BELCRMNENERSE /10
FRELL S|2 By 0 2015) F - AV FRMEEEMEE « =tz
XiintE  EHNHERE  UMELEE - hTHARKEEEESE
Bl A4 B R AT A I AR ©



CRAIG L. YEE
The Curator

Craig L. Yee is a co-founding director of INKstudio, a Beijing

and New York-based gallery and experimental art space devoted

to researching, documenting and exhibiting ink as a medium,
language and discourse for the creation of contemporary art.

Mr. Yee has played a central organizational and editorial role in

a number of major university and museum research projects on
classical Chinese painting, including New Songs on Ancient Tunes
(2007) at the Honolulu Academy of Arts, Selected Masterworks of
Modern Chinese Painting (2010) at the Central Academy of Fine
Arts in Beijing, and Alternative Dreams (2016), a multi-year research
and exhibition program on seventeenth-century Chinese painting
at the Los Angeles County Museum of Art (2012-2017). He has
been a contributing author and editor to monographs in the
University of Hawaii Press Modern Ink Series, including The Art of
Qi Baishi (2015), The Art of Xugu (2015), and The Art of Wu Changshi
(2018), and The Art of Huang Binhong (2023). He has also published
monographs in the D.A.P. Contemporary Ink Series, including Zheng
Chongbin: Impulse Matter Form (2014) and Chen Haiyan: Carving the
Unconscious (2016) and was a contributing author to the exhibition

catalogs Yang Jiechang: Earth Roots (2017), Xu Bing: Language and
Nature (2018), and Bingyi: Impossible Landscapes (2019). His research
interests include the visual semiotics of ink art and comparative
approaches to contemporary philosophy, contemporary science,
and pre-modern Chinese thoughts.

Mr. Yee received dual bachelor’s degrees in economics and
symbolic systems (1989) and a master’s degree (2003) from Stanford
University.
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FORWORD

Mee-Seen Loong

Almost ten years ago, October 2013 was an intense and magical
month when I seemed to have been everywhere and meeting
everyone, as travel was easy then in Hong Kong, Taipei, and
Beijing. Mid-October was especially auspicious. I was wandering
around the Da-an District of Taipei with my colleague Nicolas
Chow when he said he knew a fabulous small restaurant known
for its local ‘little dishes,” but more importantly, it was close to a
small gallery featuring a remarkable artist he knew.

We had a superb lunch and then went in search of this artist. I
had a feeling when I met Peng Kanglong that I was fated to meet
this kindred brother in art. We sat in his two-tatami mat front
room surrounded by the accoutrements of fine tea as if receiving
very dear old friends. He spoke about his art with the intensity
and fervor of what I imagined a literati might sound like. As he
turned on his computer, I was instantly mesmerized. The things I
love most—flowers and trees—were captured in misty landscapes
of sepia and russet with exquisite vines and flowers shooting
from rocks in the foreground. Every panel was different: fields of

wild grasses in autumn shades, luxuriant peonies in famille-rose
palette, bold rockwork tinged in blue, and jagged peaks of distant
mountains glimpsed behind fireworks of orange and red blossoms.
It was an intense feeling of joy at seeing such beauty, plus a strange
dizziness upon being served such a concentration of brilliance and
originality, even though all I had was tea. I was determined then
that I personally had to collect his works and share the joy of his
creativity.

From that day on, I have never lost that admiration for his ability
to capture mystical landscapes, from heartbreakingly intimate
studies to encounters with magic mountains. From 2014 onwards,
Peng Kanglong’s landscapes were offered at Sotheby’s in Hong
Kong and New York. In 2018, Sotheby’s S|2 Gallery in Hong Kong
presented Peng’s solo exhibition “Flowers of Evil” with great
success, where even the catalog became a collector’s item! Most
recently, we exhibited Peng’s new works at Asia Week in New York
in March 2023. The New York Times featured Peng’s astonishingly
beautiful Jade Inlaid Vermillion Sky as the lead image in its arts



report, which drew curators, scholars, and collectors from
across North America to experience Peng’s extraordinary flower
landscapes for the first time.

On the occasion of his solo debut exhibition “Grand Synthesis:
The Extraordinary Flower-Landscapes of Peng Kanglong” at
our exhibition space in Caochangdi, Beijing, I am thrilled to
congratulate my old friend and kindred brother in art!
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THE EXTRAORDINARY FLOWER-LANDSCAPES OF

PENG KANGLONG
Craig L. Yee

Peng Kanglong’s Flower-Landscapes

In every painting I am exploring rather than painting. After each
flower I don’t know how the next will turn out. When one flower
appears ugly, I can make it beautiful by pairing it with the next.
In my paintings there aren’t even whole flowers, but simply the
suggestions of such. Through the variations between dark and light,
dry and wet, large and small, these suggestions gain the formal
substance and the vitality of actual, live flowers. So flowers are just
an excuse: I borrow their forms to manifest my world."

Peng Kanglong &7/&FZ (b. 1962 in Hualien, Taiwan) is a classically-
trained artist who paints in the traditional landscape and flower
genres. He graduated from the Taipei National University of

the Arts in 1988 with a focus in Chinese brush-and-ink painting

where he studied landscape painting under the traditional
landscape painter and calligrapher Ho Huai-shuo. Starting with
this foundation, Peng Kanglong soon developed a highly personal
landscape-painting style that integrated the brushwork of late-
Ming, early-Qing individualists such as Shitao (1642-1707) and
Kuncan (1612-after 1674) with the density and weight of the
Modernist master of the landscape genre Huang Binhong (1865-
1955). Peng’s style—sheng or “raw,” ku or “bitter,” and at times

se or “astringent”—was uncompromisingly individualistic and
oftentimes at odds with the prevailing orthodox taste of local
collectors (Figure 1).

In 2013, Peng Kanglong began to experiment with the flower genre
and with it discovered new avenues to explore the relationship
between brushwork and form, composition and space and, very
importantly, color and light (Figure 2). This new style of painting,
rooted in the historical landscape but transformed through the
integration of the methods, forms, and means of expression

of flower painting, gained an avid following amongst both
experienced collectors of classical and modern Chinese painting
and younger art collectors largely unfamiliar with historical brush-
and-ink painting. The enthusiastic reception for Peng Kanglong’s
new flower-landscapes also began to extend beyond his largely
Taiwan Chinese audience. Beginning in 2014, Mee-Seen Loong
and Nicholas Chow from Sotheby’s introduced Peng Kanglong’s
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[Figure 1]

[Figure 2]

Early landscape 2HALLI7KER
The Enchantment of Cloud Z£%% , 2008, Ink on paper #EZAKEE , 141 x 150 cm

Early precursor to the flower-landscape 163 LIZKAO SR BASEFZ
Flowerist Mountain 1622111, 2008, Ink and color on paper #AIKZEEEE , 141 x 150 cm

[Figure 3]

(Ieft) King Protea (Protea cynaroides) T E{ (11T B2 : Protea cynaroides )
(right) Speak and Act Cautiously (detail) {5 ( BE6)
2020, Ink and color on paper #EAIKEEKE , 48.5 x 1254 cm

new flower-landscapes at auction in Hong Kong and New York.
In 2018, Sotheby’s organized a sold-out solo exhibition entitled
“Flowers of Evil” at its S|2 Gallery in Hong Kong and, in 2019,
the Museum of Kyoto debuted Peng Kanglong’s newest flower-
landscape paintings in Japan at their solo exhibition for the artist
entitled “Mukuteki.”

Of Landscapes and Flowers

I paint flowers as if they are landscapes. Traditional flower
painting emphasizes refined and magnificent brushwork and
inkwork (bijing momiao), but that is not me. I slowly sculpt flowers
into having mass and volume, into presences with substance and
form. What I want is the force of king proteas’ (Figure 3), the force
of landscape.

In the long history of Chinese art, landscape and flower painting
developed independently as distinct genres with their own
metaphoric languages, painting techniques, representative masters,
and developmental histories. As genres, landscapes and flowers

are both artistic representations of nature and all that nature
symbolizes in Chinese philosophy, religion, and literature. In

landscape painting, mountains and water metonymically depict a
cosmos—wanwu or “the myriad of all beings”—that encompasses
human reality and from which human reality emerges. In

flower painting, nature takes the form of an individual entity—

a plant, a flower, or a rock—an individual wu or “being” that we
human beings can relate to on a one-to-one basis. In landscape
painting, human meaning is philosophical in nature. In the Song
Dynasty (960-1279), for example, the landscape symbolized an
idealized cosmic and human social order based on Neo-Confucian
principles. In flower painting, on the other hand, human meaning
is literary in nature and conveyed through poetic metaphor

in which each type of plant or flower carries an associated,
metaphoric meaning—the peony, for example, symbolizing riches
and the chrysanthemum loyalty.

Of these two genres, we often mistake landscape to be the more
important because of its association with Confucian and Daoist
philosophy, political power, and the literati class. It is critical,
however, to bear in mind that the deep connection between
painting and poetry and between painting and calligraphic
brushwork—what one might call the sine-qua-non of Chinese
brush-and-ink painting—arose first in flower painting before it
was subsequently adopted by the landscape. One could argue that
expressionism in every era of Chinese painting found its most

15



[Figure 4]

[Figure 5]

Double outline brush method #46)55%
Contained Virtues (detail) 2Ea] & ( BER)
2020, Ink and color on paper #iA/KZEEEE | 48.5x 810 cm

Boneless brush method ;8 8%i%
Contained Virtues (detail) 2E=n]& ( /BE0)
2020, Ink and color on paper #£AKZEERE | 48.5x 810cm

[Figure 6]

Landscape texture stroke |LI7K&%
Glistening Dew (detail) FAEEILE ( [BER )
2023, Ink and color on paper #&ZAR/KEBE&E 146 x 367 cm

ardent voice through flower painting, whether it was Su Dongpo
(1037-1101) painting vermillion bamboo in the Song, Zheng Sixiao
(1241-1318) painting rootless orchids in the Yuan (1271-1368), Xu
Wei (1521-1593) and Bada Shanren (1626-1705) painting splashed-
ink lotuses respectively in the Ming (1368-1644) and the early Qing
(1644-1912), or Qi Baishi (1864-1957) painting pure ink leaves and
red blossoms in the modern era.

Because of these fundamental differences, landscape and flower
painting was practiced by different artists in different contexts
for different purposes. Over the thousand or so years in which
both genres were practiced in parallel, the vast majority of artists
specialized in one or the other, and only a handful could paint
both with equal mastery. In the Ming Dynasty, Shen Zhou (1427
-1509) comes to mind; in the early Qing, Yun Shouping (1633-
1690) and Shitao; and, in the modern period, despite the rise of
extraordinary flower painters such as Zhao Zhiqian (1829-1884),
Wu Changshi (1844-1927), and Qi Baishi, only Huang Binhong can
be judged to have mastered both the flower and the landscape.

Like these previous exceptions, Peng Kanglong has mastered
both the landscape and the flower genres. But unlike his
predecessors, who all kept their flower painting separate from
their landscape painting, Peng Kanglong has taken the further
step of abandoning any distinction between the genres by
combining both flowers and landscapes into single, integrated

compositions. This unprecedented breakthrough was by no means
a simple undertaking and has spurred transformative innovations
in Peng Kanglong’s brush-and-ink-work (bimo), color and tone,
negative space (kongbai), untouched white (liubai) and light, and
compositional treatment of space and depth.

Brush and Ink

There are many experienced painters with excellent brushwork,
but they keep repeating themselves, leading to a loss of feeling in
their work. I heard that one famous Qing Dynasty painter said to
another that the latter “surpasses others in being raw (bushu, lit.
‘uncooked’)”. To be raw is to be creative, to be vital.

I don’t paint well if I paint seriously. I paint well if I don’t.

Flower and landscape painting render their respective subjects
using different brush techniques. In flower painting, for example,
two brush methods are commonly used to render form: shuanggou
or “double outline” and mogu or “boneless.” In the double-outline
technique, a form is rendered using a combination of ink outline
and color-and-ink fill (Figure 4), whereas in the boneless technique,
a form is rendered with just color-and-ink fill without the use of



[Figure 7]

[Figure 8]

Huang Binhong's jinshi landscape S&4TAIE ALK
Encounter in Secluded Mountains INZE k(&
1952, Ink and color on paper £ AKZEEEE , 83 x 50 cm

Huang Binhong’s jinshi flowers E&EAIAIS ATEHA

Flora in the Yellow Mountain &L &5
1949, Ink and color on paper #KZAKZEELE , 69.5 X 33 cm

[Figure 9]  Flowers painted with landscape texture strokes LALLIZK&8ERFT&TEAT
Speak and Act Cautiously (detail) 355 EZ (FER)
2020, Ink and color on paper #EAIKEEELE , 48.5 X 1254 cm

[Figure 10] Chaotic brush-and-ink-work JTBlAIEE

Paths of Spring Flowers (detail) J&1E/E (B8 )
2023, Ink and color on paper #LAKEEHE , 75 x 145 cm

outline (Figure 5). In contrast, when rendering a landscape, cunfa
or “texture strokes” are the primary means used to give visual
substance to form. Texture strokes are brush touches repeated
and amassed to convey the tactile surface or visual texture of a
landscape form such as a tree, rock, cliff or mountain (Figure 6).
Different artists are famed for inventing or utilizing characteristic
texture strokes such as Fan Kuan (c. 950 - c. 1030)and his yudian

or “rain dot,” Dong Yuan (c. 934 - c. 962) and Wang Meng (c. 1308 -
1385) for their use of pimacun or “hemp-fiber-stroke,” Juran (active
c. 975-993) for his use of fantoucun or “alum-rock-strokes,” Li Tang
(c. 1050 - ¢. 1130), Ma Yuan (c. 1160-1225) and Xia Gui (fl. 1195-
1224) for their uses of the da “large” and xiao “small” fupicun “axe-
cut-stroke.” In Zhao Mengfu’s (1254-1322) seminal formulation

of the literati landscape, texture strokes become inextricably
linked—both technically and conceptually—with calligraphy (the
art of writing) so that by the late Ming and early Qing, landscape
painting had become an expressionist art form largely divorced
from any expectation of visual mimesis or realism. To this day, the
primary desideratum of ink painting centers around an artist’s or
artwork’s bimo or “brush-and-ink-work.”

In order to understand Peng Kanglong’s use of brush and ink, it
is worth reconsidering Huang Binhong’s approach to landscape

and flower brushwork. Unlike previous masters who practiced
landscape and flower painting as completely separate genres,
Huang Binhong brought the two genres into dialog when he
replaced the classical running script texture strokes characteristic
of premodern landscapes with the more forcefully expressive
Jinshi or “bronze-cast and stone-carved” brushwork of archaic seal
and clerical script calligraphy employed by his contemporaries to
render modern flowers (Figures 7 and 8).

Peng Kanglong, in his approach to integrating flower and
landscape brushwork, does the reverse: he employs the texture
strokes of landscape painting to render his extraordinary flower
forms (Figure 9). In his practice, forms—whether from the
landscape or the flower genres—are simply opportunities for him
to express himself through brush-and-ink-work. Flower blooms
and garden rocks sit alongside mountain ridges and waterways

as artistic problems to be resolved or rendered using whatever
means—texture strokes, double-outline, boneless, or some other—
that the painter decides in dialog with his own painting.

From a distance, Peng Kanglong’s brushwork can look chaotic,
unkempt, and wild (Figure 10). But up close, this visual disorder
reveals a rhythm, balance, and refinement in brush lines that one
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[Figure 11] Shitao and Kuncan inspired brush-and-ink-work S 5152588/ 25 =
Paths of Spring Flowers (detail) JEEAE ( BER )
2023, Ink and color on paper $EAIKZBEEE® , 75 X 145 cm

12

[Figure 12] Brush-and-ink-work transformations S5 22fJ824t,
Fragrant and Flourishing Orchids (detail) WFS=E ( BER )
2023, Ink and color on paper #LAIKEEKE , 75 X 145 cm

associates with the best late-Ming and early-Qing Indivdualists
painters such as Shitao, Kuncan, and the Xin’an School artists from
Mount Huang (Figure 11). Brushwork can all too easily become
habitual, mechanical, and unfeeling—connoisseurs call this kind
of brushwork shu or “cooked.” Four Monks artists, in contrast,
aspired to an immediate, authentic, and responsive state of mind
or spirit that, in turn, naturally and spontaneously produced
brushwork that was sheng—“alive” or “raw.™

The intensity, spontaneity, discipline and utter freedom of Peng
Kanglong’s brush-and-ink flows directly from such a state of
mind. The challenge for an artist such as Peng Kanglong is to
maintain this state of immediacy and authenticity when tradition,
repetition, and habit provide a far easier and more reliable means
of creating a beautiful work of art. Peng Kanglong’s approach is to
leave the moment when the brush touches paper uncalculated. In
his view, brushwork should emerge from accumulated experience
spontaneously and unconsciously in response to the moment and
its attending conditions—what he calls the “problem” posed by the
painting:

The flowers that I paint now are full of problems, but if I paint
them perfectly, the overall force of the composition strangely
disappears. When I paint in a less intentional way, my
compositions are forceful and full of vitality!

Each “problem” arises from each moment as the artwork emerges
and unfolds through the artist’s actions. The artwork emerges
under the artist’s brush, but the artist’s brush spontaneously
responds in the moment to the artwork’s emerging:

I don’t wish to control my paintings with technique. I'd rather be
guided by them, giving them what they ask of me. In this way I can
make something new.

At each moment of painting, everything is suspended—contingent
and open-ended—but once the brush touches paper, it sets the
conditions for the following moment. In this way, an artist creates
a painting with one spontaneous action unfolding after another:®

Sometimes you realize it’s not really you who is painting, but a
spirit guiding your hand. You have no idea how you’ve painted a
certain stroke, and afterwards you can’t recreate it on purpose.

One can experience this spontaneous quality of Peng Kanglong’s
painting most readily by examining his brushwork up close.
This, of course, includes his use of ink tone—whether wet or dry,
saturated or dilute, accumulated, scorched, thirsty, or streaked.
Each stroke, each touch is itself compelling and complete, and
yet from stroke to stroke, form to form, passage to passage, Peng
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[Figure 13] Versace magenta FLEEHT ( Versace ) HEATE
Flowers of Evil 2-2 (detail) B2 E— 2~ (FE8)
2022, Ink and color on paper #ARIKEELE 141 x 70.5 cm

[Figure 14] Red monochrome 4T &E &
Brimming Urn (detail) & ( BE6)
2020, Ink and color on paper #AKEEE , 76 x 50 cm

[Figure 15] Blue-green monochrome S5
Glistening Dew (detail)
2023, Ink and color on paper #EARIKEELE, 146 x 367 cm

Kanglong’s brush-and-ink constantly and unceasingly transforms
in response to the evolving painting (Figure 12). The stunning array
of brush-and-ink methods—their spontaneous appearances, rich
variations, surprising juxtapositions, and ingenious transitions—
becomes an incomparably rich and dynamic visual experience for
the attentive viewer. Because of this inexhaustible richness, Peng
Kanglong’s paintings consistently reward concentrated viewing
and extended contemplation.

Color and Tone

I started using reds already for the autumn mountain in my
graduation work. Since then I have used reds to paint flowers,
gradually developing a monochromatic red series... I was focused
simply on translating into color the brushwork of ink painting and
the forms I wanted to render.

However, at this age I somehow have come to find the subdued reds
of traditional ink painting too feeble, so that I need this bright
magenta to support my compositions, but it has to be applied
well—in gradual, slow, and very diluted layers (Figure 13).

Another critical dimension to Peng Kanglong’s integration of
landscapes and flowers is his use of color. Color is a critical
dimension to the flower painting tradition and reached an
early height in the Song Imperial Painting Academy’s gongbi

or “meticulous brush” mode of flower painting. Here, heavy
mineral pigments such as malachite, azurite, cinnabar, and

lapis lazuli were subtly enriched with painstakingly applied
under-layers of translucent vegetable pigments dyed into the
underlying silk support.® The use of color in flower painting
reached a second height in the modern era through the literati,
xieyi or “calligraphically expressive” mode of flower painting.
Yun Shouping of the early Qing developed the idea of applying
color using the same modulation of tone and texture previously
reserved for ink’ As an early Qing literatus, Yun Shouping favored
dilute color tones often blended with dilute ink to produce a
subdued elegance. In the modern period, the early pioneer of
jinshi flower painting, Zhao Zhiqian, extended Yun Shouping’s
basic formulation by introducing a broader range of pure color
tones. Like Yun Shouping, he modulated his color as a xieyi artist
modulates his ink, but unlike his processor, Zhao did not use
ink to tone down the vibrancy of color, but rather treated ink as
its own independent color in a vast array of possible chromatic
contrasts and harmonies. His later contemporary Wu Changshi
took Yun Shouping’s formulation in a different direction by
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[Figure 16] Different hues of red I~ &BsEAEL
Flowers of Evil 2-1 (detail) Bz EE_2— (5&B)
2022, Ink and color on paper XA IKEZEEE , 141 X 70.5 cm

[Figure 17] Pure color, pure ink contrast ffita E2fHZEATEILY
Flowers of Evil 2-1 (detail) Bz E_— 22— (FE8)
2022, Ink and color on paper #EAIKERLE , 141X 70.5cm
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[Figure 18] Color contrast with color monochrome EEE&RAYEFEILL
Blooming Flames (detail) E&RITEX (BER )
2023, Ink and color on paper #LZAR/KEBEEE , 70 X 140 cm

adopting his blend of color and ink but intensifying the saturation
of both to match the much stronger brushwork that emerged from
his contemporaneous study of jinshi calligraphic models. Finally,
Qi Baishi, in his own groundbreaking approach of moye honghua
or “ink leaves red blossoms,” juxtaposed pure, saturated color with
pure, saturated ink. Qi Baishi’s formulation departed from Wu
Changshi’s by working with pure color unadulterated by ink while
simultaneously departing from Zhao Zhigian by reducing Zhao’s
harmony of vibrant but dilute colors to a stark black-ink/pure-
color polarity.

Peng Kanglong’s approach to color—not unlike his encompassing
approach to brush-and-ink-work—weaves a broad range of
chromatic strategies into his densely layered compositions. Like
Qi Baishi, he often works within a single-color theme—deep
crimson red and heavy blue-green, for example, are two favorites
(Figures 14 and 15). Unlike Qi Baishi, however, Peng Kanglong
explores an incredibly rich range of hues and warm and cool
tones within a particular color scheme. Reds, for example, will
range from hot pinks, to vibrant pinky oranges, to warm orange
reds, to dark cool crimsons and every possible tone in between
(Figure 16). In this regard, Peng Kanglong’s fascination with color
contrasts and harmonies is similar to Zhao Zhiqian’s, but here his
harmonies work within the varied hues of a single-color family.

Peng Kanglong also appreciates a stark dipolar contrast and, like
Qi Baishi, will use a single color contrasted against an otherwise
ink-monochrome composition (Figure 17). But perhaps even

more frequently, he will use a single contrasting color against an
otherwise color-monochrome composition, as when he adds a pink

or crimson blossom to an otherwise blue-hued landscape (Figure
18).

Perhaps Peng Kanglong’s greatest departure from any of these
modernist approaches to color, however, is his use of color
layering. Layering traditional pigments in the xieyi mode of
painting is fraught with problems. Layering two or more different
translucent colors produces a muddy brown or gray more often
than not, and so most artists limit their use of color layering to
just one or two layers. By working with monochrome themes,
however, Peng Kanglong is able to layer different contrasting hues
and temperatures within the same color family to a striking effect.
Richly nuanced and densely layered, the visual result approaches
the lushness of European oil painting and the intricacy of Song
academic painting (Figure 19).

Interestingly, because Peng Kanglong’s application of color is
inseparable from this brushwork, much of the color richness and
complexity only becomes visually salient upon close and careful
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[Figure 19] Color lush like oil painting {&iHEE— 1 ERENIRT
Glistening Dew (detail) B &4 ( fFER)
2023, Ink and color on paper #XA /KB 146 x 367 cm

[Figure 20] Color close-up ¥ /BERIFES
Wandering Beyond (detail) i&i&55 (/B20)
2022, Ink and color on paper #EARIKEEKE , 263 x 146 cm
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[Figure 21] Compositions filled end to end FEimEE(EEEAIEE
Almost Full Moon (detail) B4 ( 538)
2020, Ink and color on paper #EARKEEKE , 79 X 144 cm

viewing. From a distance, the overall color scheme seems clear,
but upon closer inspection, startling chromatic contrasts and
subtle variations slowly emerge (Figure 20). This is yet another
compelling reason to spend time immersed in Peng Kanglong’s
world of brush, ink and color.

Negative Space, Untouched White and Light

All my compositions are about combinations of void and solid,
presence and absence. For example, each flower needs to be set
off by something next to or behind it. The void passages in my
paintings are the subjects, but they are not the focus. The focus is
rather the brushwork that sets them off from behind.

A third key element to Peng Kanglong’s painting is his treatment
of kongbai or “empty white”—which roughly translates to negative
space. Like the pervading silence in which a musical performance
resonates, or the empty floor upon which a dance performance
unfolds, kongbai is the visual “silence” or “emptiness” that enables
the viewer to perceive and experience the forms as they unfold in
a painting. The related concept of liubai or “to leave white” points
to the process or action of leaving paper untouched. In an ink

painting, kongbai or “emptiness” is created through the negative
action of liubai or leaving the painting surface untouched empty,
blank or white. On one level, kongbai is created when the artist
decides to leave an area of the composition empty of painted
forms. On a more immediate level, liubai is the space that the artist
actively leaves untouched with each touch of his or her brush to
paper. Brush line-and-dot and liubai are thus a complementary
unity of element and space created with every touch of the brush.

In Peng Kanglong’s painting there are at least five different

ways in which he deploys kongbai or liubai—(1) as compositional
negative space, (2) as a positive depiction of water, (3) as
illuminating or reflected light, (4) as a contrast space or layer, and
(5) as the resonance space left around a brush stroke or touch.

Negative Space. Compositional negative space—that is the area of
a composition that is left empty—is the most common function of
untouched paper in traditional Chinese ink painting. In a flower
painting, it could be the space around a flower or a rock. In a
landscape painting it could be the sky or the empty space between
mountains and trees. In his compositions, Peng Kanglong uses
kongbai as empty or negative space very sparingly. Like the great
Yuan Dynasty master landscapist Wang Meng, Peng Kanglong
instead fills his compositions from edge to edge with densely-
woven forms, effusive and energetic brushwork, and subtle layers
of color and light (Figure 21).

27



28

22 23

[Figure 22] Wild cursive texture strokes JE&E 4%
Blue-green Breath (detail) 58 (B8 )
2023, Ink and color on paper XA IKERZE , 141 X 35 cm

[Figure 23] Empty white as forms of water @K ZEFRENZER
Mountain Flower Romance (detail) |LTERIE: (/FE8)
2023, Ink and color on paper #EAIKERRE , 146 x 367 cm
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[Figure 24] Empty white as graded light and shadow & #@iEiE ¢ 2RI H
Mountain Flower Romance (detail) |LITEEEME (B30 )
2023, Ink and color on paper #EARIKEEKE 146 x 367 cm

[Figure 25] Texture strokes as luminescent space IR EE K EIHAIH L
Blue-green Breath (detail) 8. ( B&R )
2023, Ink and color on paper #LAKEBELE , 141 x 35 cm

Peng Kanglong’s compositions, however, do have plenty of
negative space but instead of leaving them empty or untouched,
he fills them with a new kind of cunfa or texture stroke. These
kongbai texture strokes are based not on the running or regular
script typical of traditional landscapes but on caoshu or “cursive”
and specifically kuangcao or “wild cursive” scripts found in daxieyi
or “boldly calligraphic” flower and landscape painting. Peng
Kanglong’s wild cursive texture strokes, however, are not large
and bold but rather dense and refined—brimming with energy
but at the most minute and intimate scale (Figure 22). So full are
Peng Kanglong’s compositions and so sparing is his use of purely
untouched negative space that when he does employ kongbai or
liubai in its other forms, it practically leaps off the painted surface
into your view.

Water. When one does encounter kongbai in one of Peng
Kanglong’s paintings it is often a depiction of water as liquid—
such as a waterfall, river or lake—as vapor—such as fog, clouds or
mists—or as solid—such as ice or snow (Figure 23). Sometimes to
depict these forms of water, he leaves the paper untouched as is
traditional in Chinese landscape painting. But sometimes, Peng
Kanglong merely suggests these forms by lightening or diluting
his ink and color or by modulating the density of his brushwork
to control the amount of liubai or untouched paper remaining.
This varied or graded approach to the execution of kongbai gives

Peng Kanglong a degree of freedom and subtlety that traditional
approaches to kongbai lack.

Light. Peng Kanglong also employs kongbai or liubai to depict
light in a composition. When we perceive a form visually, we see
it largely through the way light reflects off its surface producing
highlights and shadow. It is precisely this behavior of light and
our perception of it that chiaroscuro—the art of depicting form
through light and shadow—attempts to mimic. Peng Kanglong
uses kongbai or liubai to depict both light and shadow—dilute
color and ink and or loose brushwork to depict highlights and
saturated color and ink and or dense brushwork to convey
shadow (Figure 24). Using this same approach, Peng Kanglong
can also render an empty space bathed in light particularly when
juxtaposed with a space or a form cast in shadow. Here, the artist
employs his wild cursive texture strokes to depict the light and
space in which his flower subjects live and breathe (Figure 25).
Although Peng Kanglong fills this empty space with his dense,
energetic brushwork, his paintings still breathe—not with the
emptiness of untouched paper but rather with the translucent,
luminescent light of his dilute color-and-ink tones.

Contrast. Peng Kanglong will at times use a kongbai or liubai
passage to offset or accentuate by contrast a darker form or space
in the larger composition. Sometimes this passage serves a natural
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[Figure 26] Empty white as contrast layer {EZ% LV ERIZEH
Mountain Flower Romance (detail) |LITERIER (BE6)
2023, Ink and color on paper #EAIKERE S 146 x 367 cm

[Figure 27] Liubai as resonance space for brushwork B A{EA&ZE £ EERIHIEZE
Jade Inlaid Vermilion Sky (detail) fZXE (/BER)
2022, Ink and color on paper #EAIKEERE , 145 x 80 cm x 3
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[Figure 28] Flower painting depth is near and shallow fEA &I ZZ IR BIE
Speak and Act Cautiously (detail) 5528EZ ( BER )
2020, Ink and color on paper #EA KL , 48.5 x 1254 cm

[Figure 29] Pingyuan or “level distance” =
Speak and Act Cautiously (detail) {5528 ( BER )
2020, Ink and color on paper #EAIKEELES , 48.5 X 1254 cm

purpose—it may depict mountain mists, for example, or highlight
a mountain ridge. At other times, the contrasting passage may
depict nothing naturalistic at all—its purpose solely to reinforce
the formal or abstract structure of the composition (Figure 26).
These purely abstract passages can be especially revealing as they
witness the artist responding to a problem posed by the painting
in a particularly direct and willful manner.

Resonance. The fifth form of kongbai that one finds everywhere
throughout a Peng Kanglong composition is the liubai or
untouched resonance space left by the artist surrounding his
brushstrokes and dots. One can judge the talent and maturity of
both calligraphers and painters by their management of bimo and
liubai as a single, unitary act or performance. In this regard Peng
Kanglong’s liubai and bimo together exude not just movement,
rhythm, liveliness and breath but a vibrancy and immediacy that is
paradoxically both virtuosic and raw (Figure 27).

Compositional Space and Depth

A fourth aspect of Peng Kanglong’s integration of landscape

and flower painting is his compositional treatment of depth and
space. Distance in flower painting and in landscape painting is
constructed differently. In flower painting, the distance from
which we typically view plants and flowers is very close up. Spatial
depth, similarly is relatively shallow as everything we view must
exist within our limited viewing range. Even in a garden scene,
flowers, if they are to be seen and appreciated, must be relatively
close and within the limited range of the viewer’s sight (Figure 28).

In landscape, however, depth ranges dramatically from foreground
to middle ground to far ground. To create the illusion of spatial
recession, Peng Kanglong eschews the use of a fixed, point
perspective and instead employs a moving or shifting perspective.
In a shifting perspective, the artist uses different visual strategies
to create the illusion of spatial depth from different vantages
throughout the composition. The first artist to analyze and
articulate these visual strategies was the Northern Song landscape
artist Guo Xi (c. 1020 - c. 1090). In his formulation, there were
three ways in which an artist could conjure spatial recession based
on the way the viewer’s eye moved across the painted surface. In
pingyuan or “level distance,” the viewer’s eye moves across a flat,
level surface such as a lake, a river valley or a field into deeper
recession (Figure 29). In shenyuan or “deep distance,” the viewer’s
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[Figure 30] Shenyuan or “deep distance” /g
Voiceless Landscape (detail) IL7KEE (BE8)
2022, Ink and color on paper #EAS/KEEERE 147 x 243 cm

[Figure 31] Gaoyuan or “high distance” &i&
Splendid Flowers Valley (detail) $8EE4 (BER)
2022, Ink and color on paper #EARIKEEKE , 368 X 145 cm
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[Figure 32] Very near and very far distance #RTA0iE=
Speak and Act Cautiously (detail) $EEEEZ (FER)
2020, Ink and color on paper #EAIKEEELE , 48.5 X 1254 cm

[Figure 33] Paradoxical space F[ERYZZR
Splendid Flowers Valley (detail) $24REBEA (/BE6)
2022, Ink and color on paper #EAIKEEKE , 368 X 145 cm

eye moves right or left across a vertical surface or edge such as

a cliff or a mountainside into deeper recession (Figure 30). In
gaoyuan or “high distance,” the viewer’s eye moves upward over
or along a landscape feature such as a mountain ridge into deeper
recession (Figure 31).

As a trained landscape painter, Peng Kanglong deftly employs a
shifting perspective throughout his compositions. As a flower
painter, however, he adds to Guoxi’s sanyuan or “three distances” a
fourth—the very close distance we use to view plants and flowers.
In one of Peng Kanglong’s compositions, for example, one might
be surprised to see an impossibly tall flowering blossom towering
over a high mountain peak (Figure 32)! One might conclude from
this that Peng Kanglong is a surrealist. But is this the case or is
Peng Kanglong realistically conveying the visual experience of
looking past a nearby flowering blossom to gaze upon a distant
landscape scene? This tension in depth and distance, between

a garden—which we experience up front in relatively shallow
depth—and a landscape—which we experience from afar with a
sense of deep recession—is unique to Peng Kanglong’s syncretic
flower-landscape compositions.

Because we have never seen landscapes and flowers combined
into a single composition before, this kind of spatial experience

has remained unexplored until now. In Peng Kanglong’s hands,
that experience can be humorous, surprising, unsettling and
provocative. Particularly, in large compositions, when the close-
up distance of plants and flowers gets woven throughout the

near, middle and far distances of a landscape, distinctions of form,
scale and distance begin to visually cohere and fall away. As one
tries to make visual sense of Peng Kanglong’s shifting and woven
space, impossible juxtapositions—the visual equivalent of a logical
paradox or a Chan gong’an or “Zen koan”—emerge to challenge
our sense of order and space (Figure 33). Spatially, the composition
is irrational, paradoxical, impossible, and yet, somehow, through
resonances in brushwork, ink textures, color harmonies and
structural movement, Peng Kanglong is able to convince us his
impossible constructions exist as a coherent truth.

Self and Tradition

Brush-and-ink is more than just a medium for writing and
painting; rather, it is an incredibly rich and multi-layered visual art
language that has been developing and evolving continuously since
at least the Han Dynasty (202 BCE - 220 CE). Like all languages,
ink art has its rules, conventions of usage, recognized metaphors,
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novel developments, and period styles. Confronting such a long
and historic evolution, any serious contemporary ink artist must
confront two fundamental and intertwined questions (a) how does
one create something original and meaningful while still observing
the rules and conventions of the ink art language? and (b) how
does one find and express one’s individual creativity within the
long history of the ink art tradition?

For many ink artists of Peng Kanglong’s generation, their answer is
to (a) reject or deconstruct the received conventions of the ink art
language and thereby (b) break free from its historical development
and evolution. They see no artistic freedom and therefore no
artistic future for ink art without negating the conventions and
the history of the ink language itself. Peng Kanglong’s approach is
precisely the opposite:

When I look back at works by the past masters, I'm always
surprised by how they can make their worlds look so full of interest.
They can bring out visual flavor within a tiny area, or overturn the
aesthetics of a whole composition with a single touch of the brush.
I'm always charmed and pleased by paintings that achieve creative
breakthroughs within the confines of existing conventions.

Instead of breaking from the history of ink art, Peng Kanglong sees

himself confronting the same artistic problem as previous masters
but doing so in a way that is suitable for him—his innate talents,
his psychological and emotional character and his accumulated
artistic experience:

All painting works like this. All great painters are on paths leading
towards the same destination. Ultimately what matters to them is
not technique, not personality, but emotional character (xingging).
Without character there is no painting. What I find the most
admirable and captivating in works by old masters is always what
is revealed within an instant, within a minute turn of the brush.

The prime desideratum of brush-and-ink painting is not, ironically,
brush and ink but rather what it expresses—namely xingging or
“emotional character.”

Character is the spontaneous expression of one’s self—whether it
is noble or base, elegant or vulgar. What you see as your mission
as a painter determines what your character is and what kind of
paintings you make.

Peng Kanglong, however, not only identifies character as the
quality he wants his art to embody but describes a method for

achieving it centered around the aesthetics of being sheng “raw” or
“living.” For a poet’s poems to successfully express his or her xin or
“heart-mind,” he or she must be zhen or “authentic.” Likewise, for
Peng Kanglong’s paintings to successfully embody his xingging or
“character,” he must be sheng or “raw.”

For Peng Kanglong, being raw is about painting not purposefully
or intent-fully, but spontaneously—that is, in response to the
painting as it unfolds in that moment: “I don’t wish to control

my paintings with technique. I'd rather be guided by them, giving

them what they ask of me.” When he does this, his brush and ink
embodies not just his character but an additional quality of vitality
or living creativity: “To be raw is to be creative, to be vital.”

In pursuit of character, Peng Kanglong has thus discovered a key to
unlocking individual creativity. His ground breaking integration of
the landscape and flower subjects, his embrace of a dazzling array
of ink and brush methods, his complex and rich approach to color,
his varied explorations of emptiness, substance, resonance space
and light, and his daring and sometimes paradoxical juxtapositions
of depth and perspective all emerged organically from his painting
process as shaped by his character—namely, his passion for greater
and greater artistic freedom.

And if the painting itself emerges through a live (sheng) and
unfolding dialog with the artist’s character, so too does the artist.
The artist, in other words, is just as much a product of the art-
making process as the artwork:

I want unbridled vitality, not perfect compositions. Some people say
I am technically excellent, but I don’t think I have any technique at
all. What’s important is vitality. Without it my own self does not
exist.

Peng Kanglong acknowledges how his practice of painting

has changed him as an artist: “The vitality there [in my current
paintings] has been refined, whereas the vitality of my past works was
an explosion of primal energy. People change—it can’t be helped.”
Thus, the unfolding of an artwork under the brush of an artist is a
mutual unfolding—an enfolding, if you will, of artist and artwork
that forever changes the developmental trajectory of both.

In this regard, Peng Kanglong’s view resonates strongly with that
of Shitao’s—namely the idea expressed in his Huayulu that “the
Artist Emerges from a Sea of Ink™ In this view, the act of creating
an artwork by an artist is at the same time an act of self-creation.
In Peng Kanglong’s case, I think it is well worth noting that all of
his unbridled creativity was not derived conceptually from an idea
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but emerged organically from a process and arose not from outside
the ink art language but, rather, entirely from within it. In a

global contemporary art world where originality and creativity are
derived and judged conceptually, the emergence of Peng Kanglong
and his astonishing body of artwork from the language of ink art
itself is an event of global, contemporary significance.

1. All quotations by the artist in this essay are transcribed from: Peng Kanglong, “Flowers
are Just an Excuse: An Interview with Peng Kanglong,” Alan Yeung, Grand Synthesis: the
Extraordinary Flower-Landscapes of Peng Kanglong, Seattle: Ink Studio, LLC, 2023.

2. The King Protea, or Protea cynaroides, is a woody shrub with thick stems, large dark green,
glossy leaves, and structural, artichoke-like flower heads. The genus Protea, to which P
cynaroides belongs, derives from the name of the Greek god Proteus, a deity that was able to
change between many forms.

3. One could argue that the great breakthrough of Modern Chinese painting and calligraphy
was the replacement of a classical orthodoxy of brushwork based on reproductions of model
calligraphy manuscripts in regular, running and cursive scripts dating from the Six Dynasties
(220 - 589), Tang (618 - 907) and Song with archaeological examples of large and small seal,
clerical script and Northern Wei regular script from the pre-Qin, Qin (221 - 206 BCE), Han and
Six Dynasties periods. This jinshi or “bronze and stone stele” movement transformed not only
the practice of calligraphy but that of painting first finding accommodation in the brushwork
of flower painting through the work of artists such as Wu Xizai (1799 - 1870), Zhao Zhigian, Wu

Changshi, Qi Baishi and Pan Tianshou (1897 -1971) and only later finding a place in landscape
painting through the late-career innovations of Huang Binhong.

4. In addition to being sheng or “raw,” Peng Kanglong’s brush-and-ink-work has also been
called ku or “bitter"—like the monk artist Bada Shanren—and or se or “thirsty/astringent”—
like the ascetic Xin'an School painters of Anhui. These qualities—raw, bitter and astringent—
are not intended to please others and are often associated with 17" century Individualist or
yimin Ming loyalist artists who chose not to serve in the new Qing government.

5. Readers familiar with Shitao’s Huayulu, may find Peng Kanglong's approach to painting
evocative of Shitao’s concept of yihuafa or “one-stroke-method.” Indeed, Shitao’s admonition
to buliyifa ... bushe yi fa “stand not on one method ... nor reject any method” aptly describes
Peng Kanglong's own flexible and open-minded approach to brush and ink.

6. The method sanfanjiuran or “three [application of ] alum [for every] nine [layers of color]
dye”is the technique that enabled Song Imperial gongbi painters to enrich and nuance the
brilliant but chromatically-fixed color values of mineral pigments used in zhongcai or “heavy
color” religious mural painting.

7. The idea that mofenwuse or “ink divides into the five colors” is a way of saying that ink can
attain an infinite myriad of tones and textures by modulating factors such as ink saturation—
nong dan or “thick” and “dilute”—brush moistness—gan shi or “dry” and “wet”—brush

speed and pressure and also paper absorbency to achieve textures such as shao “roasting,” ji
“accumulating,” and feibai “streaking” to name just a few.

8. The phrase mohai zhong dingli jingshen or “Spirit Emerges from the Sea of Ink”is one of four
sentences in a pair of couplets from Shitao’s Huayulu in which he proclaims the ideal artistic
practice. Here “Spirit” could refer to the individual spirit of the artist, the spirit of the world as
captured by the artist or the spirit of the painting created by the artist. Similarly, the “Sea of
Ink” could be the totality of ink art that has been created in the past and out of which every
artist emerges, it could be the artist’s own lifetime (a sea) of experience creating artwork with
brush and ink or it could be simply the unfathomable possibilities of making art with brush
and ink. The basic problem is the same: How does one discover or create one’s own spirit from
an unfathomable sea of possibilities? How does one individuate from something vast and
undifferentiated?
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GRAND SYNTHESIS
Craig L. Yee

I have profound respect and appreciation for the feeling of tranquil
vastness (cangmang) in Huang Binhong’s brushwork. His paintings
look black, but on close inspection it is all texture, not truly black,
and there’s nothing messy about it. His brush is very powerful and
can sustain his compositions. But because he pursues brushwork
variation, he is somewhat weak in compositional structure and can’t
paint at a large scale. Realizing this problem, I decided I had to
paint large paintings, but with Huang Binhong’s tranquil vastness.

In 2020, Peng Kanglong began to challenge his own painting
practice—focused as it was on responsive and spontaneous brush-
and-ink-work—by exploring monumental compositional forms
inspired by the Northern Song landscape (Figure 34). Combining
the compositional scale of the Imperial landscape of the Northern

Song with the expressive, autographic brushwork of the Yuan
literati became an artistic goal of landscape painters in the periods
that followed such as Shen Zhou (1427-1509) and Dong Qichang
(1555-1636) of the Ming Dynasty, Wang Hui (1632-1717) and Gong
Xian (1618-1689) of the Qing Dynasty and Huang Binhong (1865-
1955) of the Modern period. What distinguishes Peng Kanglong’s
“Grand Synthesis” from his predecessors is his integration not just
of composition and brushwork from the Song and Yuan-Ming-
Qing periods but also his simultaneous cross-integration of the
encompassing landscape and flower genres.

In March of 2023, INKstudio featured one of these new works
Splendid Flowers Valley, 2022, at its New York Asia Week solo
exhibition for Peng Kanglong “Many Splendored Spring.” The
New York Times in its review of Peng Kanglong’s show observed
that “Modernism didn’t hit Asia quite like it did the West. Despite
the tide of cultural innovation — not to mention wars and
revolutions — genres like Chinese landscape painting survived
the 20th century close to intact. So Peng Kanglong, who studied
ink painting at Taipei National University of the Arts, can take
inspiration from 17th-century monks as well as from a more
recent predecessor like Huang Binhong (1865-1955); the lush
scenes that result feel like contemporary rejoinders to an ancient

conversation.”

53



54

34

[Figure 34] Northern Song monumental landscape Jt5REM&ILIZK
Guo Xi ZBER , Early Spring { 22 ) , Ink and color on silk 87K EBE&
158.3 x 108.1cm, Collection of the National Palace Museum, Taipei E=1 Lt = B4 iEL

The current exhibition, “Grand Synthesis: the Extraordinary
Flower-Landscapes of Peng Kanglong,” features eight more
monumental works in this latest phase of Peng Kanglong’s
ongoing synthesis of the landscape and flower genres. This will be
the first time Mainland Chinese scholars, collectors and the art-
loving public will have an opportunity to see and experience Peng
Kanglong’s extraordinary flower-landscape syncretic creations in
person.

1. William Heinrich, “Your Asia Week Tour Begins Here,” The New York Times (New York), March
17,2023.
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56 Mountains and Flowers without End

2. For an in-depth, rigorously researched and assiduously referenced exploration of Northern
Song “monumental intimisme,” Yan Wengui's “Mountains and Rivers without End” and Wang
Hui's use of the handscroll format to realize his “Grand Synthesis,” | highly recommend Chang
Chin-sung’s Ph.D. dissertation Mountains and Rivers, Pure and Splendid: Wang Hui (1632 - 1717)
and the Making of Landscape Panoramas in Early Qing China, 2004.

Mountains and Flowers without End [LITE#ESE 57

Mountains and Flowers without End

In 2020, Peng Kanglong executed two long handscrolls Speak and
Act Cautiously and Contained Virtues that perfectly captured what
scholar Michael Sullivan called Northern Song “monumental
intimisme” or the idea that one could capture a monumental and
grand sense of the universe in the intimate format of a handscroll.
One of the early proponents of this ideal was the Northern Song
painter Yan Wengui (ac. 967 - 1044) a patriarch of the landscape
tradition called “mountains and rivers without end.” Inspired by
Yan Wengui, the early Qing Orthodox master Wang Hui found the
handscroll to be the perfect format to pursue his Grand Synthesis
as the long and seemingly unending horizontal space of the
handscroll allowed the artist to explore and integrate an enormous
variety of historical styles, subjects, compositional strategies and
brush techniques.” In exploring the handscroll format, however,
Peng Kanglong is not concerned with creating an all-encompassing
synthesis of past, historical painting styles and methods as was
Wang Hui, but rather with exploring the limitless possibility of
invention engendered by a live, spontaneous and open-ended
approach to painting.
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O1

Speak and Act Cautiously
BEEE

2020 | Ink and color on paper XA IKZEEEES | 48.5 X 1254 cm

In Speak and Act Cautiously, Peng Kanglong paints flowers and landscapes
not just in sequence—a flower scene, for example, followed by a
landscape—but integrates both flowers and landscape into the same
scene. These novel combinations create striking juxtapositions of space
and scale never before seen in Chinese painting. In the opening passage of
the handscroll, for example, he renders a king protea flowerhead towering
impossibly over mountain foothills receding into the distance; or, in the
ending passage, he paints vibrant cerulean blue peonies transforming into
distant mountain clouds rising above a mist-filled river valley. In scene
after scene, we are confronted with impossible juxtapositions of scale and
distance made possible not by combining but by transcending historical
categories, styles and methods.

If in the beginning third and ending third of Speak and Act Cautiously Peng
Kanglong explores the juxtaposition of the near distance of flowers with
the far distance of landscape, in the middle portion of his composition he
introduces a third distance between flower and landscape—namely, that
of the garden. Indeed, the center of the scroll is dominated by a massive
garden rock rendered in pure ink engulfed in a sea of dazzling brushwork
depicting foliage shimmering in the bright light of day. Whereas Peng

Kanglong depicts his flowers in landscape wild and solitary, in the center,
protected within the intimate space of the garden, his flowers mix and
mingle, their colors pleasing and harmonious, his brushwork lively yet
exquisite. Peng Kanglong’s exploration of the handscroll, therefore, is not
just an intimate space for the monumental but a monumental space for
the intimate.

The experience of intimacy is not just a question of subject matter,
composition and space, but of painting process—specifically the use of
brush and ink. To appreciate Peng's virtuosic brush-and-ink-work, one
must get very close to his works and immerse oneself in the intensity,
spontaneity, discipline and utter freedom of his color, ink and line. As
the handscroll format requires close viewing, Speak and Act Cautiously
thus serves as an ideal foil for Peng Kanglong’s brush and ink. In many
passages, Peng Kanglong fills his composition to overflowing with his
virtuosic double outline and texture stroke brushwork. Normally in
flower painting, the space around a plant or flower is left "untouched" or
"empty"—liubai and kongbai in classical parlance—but in many passages,

Peng Kanglong fills this empty space with his dense, energetic brushwork.

Here, he employs caoshu or "cursive" and specifically kuangcao or "wild
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cursive" strokes to fill his space. These wild cursive texture strokes are
not employed in a daxieyi or "boldly calligraphic" expression but rather in
a dense and refined, virtuosic performance—brimming with energy but
at the most minute and intimate scale. Paradoxically, his paintings still
breathe, not with the emptiness of untouched paper but rather with the
translucent, luminescent light of his dilute color-and-ink tones.

Indeed, in his use of brush and ink, Peng Kanglong doesn’t differentiate
between landscape and flower or even form and space; landscape texture
strokes can be used to render flowers, flower lines and dots can be used to
render landscape forms, and brushwork of any kind can even be used to
render both light and space. All painted forms and even empty space are
simply opportunities to explore the possibilities of brush and ink.
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02

Contained Virtues

G

2020 | Ink and color on paper XA 7KL | 48.5 x 810 cm

Unlike Speak and Act Cautiously which explored the garden as a cultivated
space between flower and landscape, Contained Virtues depicts only
natural landscapes and wild flowers. The scroll opens with a scene deep
in a remote forest. After passing through a thicket of trees, we come
upon a high-mountain spring and river valley. Down a slope, we arrive

at a vista that overlooks billowing mists, sheer mountain peaks and
cascading waterfalls. After rounding the mid-ground mountain ridge, our
view opens out across a deep mountain gorge to the peaks far off in the
distance. The feeling is remote and austere and the image presented is not
of man, or society, or art, or culture—but of nature.

Unlike Speak and Act Cautiously which explored polychrome harmonies
and counterpoints, Contained Virtues sticks to blue-green monochrome
throughout with only a single pink-crimson counterpoint. And unlike
Speak and Act Cautiously which showcased Peng Kanglong’s virtuosic
double outline brushwork, Contained Virtues employs boneless

brushwork in both rendering flowers and landscape. In one key passage,
chrysanthemum blooms rendered in double outline brushwork in pure ink
transform into blooms rendered in boneless brushwork in heavy, thickly-
layered cerulean-turquoise blue. These boneless chrysanthemums, in

Mountains and Flowers without End |LI{E#EsE 81

turn, transform into landscape bounders and hills. Further along, double
outline peonies transform into boneless peonies—again, in thickly layered
cerulean-turquoise. This time, however, the boneless peonies turn not
into hills or mountains but into thickets of trees. In these transformations
from double outline to boneless and from flower to landscape, Peng
Kanglong is showing us that our distinctions—whether formal, technical
or art historical—are arbitrary and only limit our freedom of imagination
and action.

And finally, unlike Speak and Act Cautiously whose composition pivots
around a solid, ink garden rock, Contained Virtues is centered around a
quiet and nearly empty passage populated by a delicate tracery of wispy
plants limned in dilute inks and hair-thin brushstrokes. On the right is a
river valley barely visible, bathed in light. On the left is empty space cast in
light gray shadow. So subtle and sparse is the ink, color and brushwork in
this passage that we see for the first time the golden flecks—dried petals
or leaves incorporated into Peng Kanglong’s bespoke paper—that dot the
entire surface of the painting. Wildness and nature, transformation and
non-distinction, stillness and awareness—are these the virtues that should
be contained?
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Mountain Geometries, Flower Forms

After having explored the intimate monumentality of the
handscroll, Peng Kanglong turned next to the grand and public
monumentality of the hanging scroll. In preparation for this next
undertaking, he returned to a compositional idea that prompted
his first attempts at integrating flowers and landscapes.

In his early career, Peng Kanglong painted many landscapes using
a purely symmetrical triangular form (p14, Figure 1). In 2008,

he took this early compositional form and experimented with
using only flower-painting forms and methods to render his
mountain. The result, Flowerist Mountain (p14, Figure 2), would be
forgotten—perhaps gestating subconsciously—until 2014 when
Peng Kanglong launched into his currently ongoing exploration
and development of the integrated flower-landscape.
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Landscape Pulses [LIZKARE ( detail BB )

2022 | Ink and color on paper #XAIKEELE | 184 x 147 cm
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Vines Amidst the Blooms SiEig ( detail &)
2022 | Ink and color on paper #XAIKEELE | 184 x 147 cm
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Vertical Monumentalism

The two monumental vertical scrolls Ode to the Mighty Peak

and Splendid Flowers Valley were both painted in 2022 and can

be considered companion creations. In scale, composition, and
weight, both works serve as an homage to the monumentalism

of the Northern Song landscape. In terms of subject, concept,
brushwork, color, depth and perspective, however, Peng Kanglong’s
monumental vision breaks new ground.

Just as in Landscape Pulses and Vines Amidst the Blooms, these two
companion paintings share the same overall abstract composition.
This includes a semi-circular arch that stretches from the bottom
eighth to the top eighth of the composition ending in a blue rocky
peak wreathed in pink peony blooms. This artistic practice of
producing two different paintings from the same or related set

of generative conditions enables Peng Kanglong to explore the
different artistic paths that are possible in his contingent response
to an artistic problem.
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Ode to the Mighty Peak

2022 | Ink and color on paper XA /KZEELE | 368 x 145 cm

In Ode to the Mighty Peak, Peng Kanglong works in a color palette
dominated by blue and green harkening back to the blue-green landscape
of Tang Dynasty artists such as Zhan Ziqian (fl. late 6th c.), Li Sixun (651 -
716), and the latter’s son Li Zhaodao (early 8th c.). In Chinese art, blue and
green symbolize the ever-verdant Land of Daoist Immortals and in Ode

to the Mighty Peak, Peng Kanglong effectively combines this Tang Daoist
ideal of immortality and eternity with the Song Confucian ideal of cosmic
and social centrality and order.

The central form of the composition is an upright oval or “U” shape;

its left side is rendered in a calm jade green and its right in a cool blue
deepened with black ink. Behind this central form, Peng Kanglong paints
in dilute layers of warmer cerulean blue a mountain valley of forest mists
woven through upright trees, rising and receding into the far-left corner.
We find Peng Kanglong’s eponymous “Mighty Peak” at the end of the
central form’s right column wreathed in vibrant pink peony blooms—two
of which peek out from behind the vertical spires! With this one surprising
juxtaposition, Peng Kanglong turns his “Mighty Peak” into a “Mighty
Garden Rock” and magically transforms the distance between you and his

central, sculptural form from very far to very near.

In front of his towering rock sculpture, Peng Kanglong paints three
different plants—all in ink—rising on three spindly stems: a blossoming
plum (right), a stemmed agave or related succulent (middle) and what
looks like a flowering magnolia with russet and white blooms (left)—a
fantastic combination unprecedented in either horticulture or Chinese
flower painting. Peng Kanglong then echoes his three plant stems with

three equally spindly stone legs which hold up his tripod-like garden rock.

This precarious, physics-defying form evokes the fantastical mountain
forms of the Ming Dynasty painter of Buddhist figures and monumental
landscapes Wu Bin %4 (1543-1626). In this way, Peng Kanglong
transforms yet again our experience of his central, rocky spire from
garden rock back to precipitous mountain peak.

To settle the matter—or perhaps not—Peng Kanglong sets his entire
compositional assembly on a tilted ground plane rendered in pingyuan
or “level distance” perspective. As your eye travels across the foreground
rocks and water you pass through the spindly legs of the rocky tripod to
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the receding river rocks beyond. Beyond these rocks on the right edge of
the painting, extending vertically to the middle of the composition, Peng
Kanglong leaves a most peculiar strip of kongbai or “white space” that
reveals a continuation of “level distance” perspective over a reflective
body of water—a river or lake—otherwise blocked from our view by the
central, rocky mass. From the far shore then rises the foothills and high
mountain valley that support and embrace from behind all of the central
elements of the composition.

Despite all of these unexpected shifts and twists in perspective and
distance, Ode to the Mighty Peak, in the end, works perfectly as a grand
and unified space. This unprecedented composition—surprising

and unexpected and yet supremely rational—underscores the latent
possibilities of combining the near distance and shallow depth of flower
painting with the far distance and shifting perspective of the Chinese
landscape.
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Ode to the Mighty Peak [ZZ2EE ( detail BEE )
2022 | Ink and color on paper XA /KL | 368 x 145 cm
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06

Splendid Flowers Valley
RS

2022 | Ink and color on paper #XA/KZBEEED | 368 x 145 cm

In Splendid Flowers Valley, Peng Kanglong interweaves his flower and
landscape elements into an integrated composition consisting of, on the
one hand, towering peaks, mountain ridges and recessed river valleys
and, on the other, precipitous garden rocks amidst blossoming peonies,
chrysanthemum and plum, dense grasses and bladed foliage. The artist
renders his landscape elements—peaks, ridges, rivers and valleys—in
various shades of blue but for his plant and flower elements he employs
a variegated palette of reds, pinks, pale greens, golden yellows, black inks
and contrasting whites. It is worth noting that Peng renders the two
elements that read equally as landscape and flower—the rocky foreground
and the vertical garden rock—in emphatic blues and blacks.

To create the illusion of spatial depth, Peng Kanglong eschews the use

of a fixed, point perspective and instead employs a moving or shifting
perspective. In the upper left reaches of his composition, Peng Kanglong
uses pingyuan or “level distance” to create a sense of deep recession across
high mountain mists to a far horizon. Peng Kanglong then uses shenyuan
or “deep distance” along the vertical edge of the foreground garden rock
and the middle ground mountain ridge as our eye traverses from the right,

convex (outward protruding) side of this edge to its left, concave (receding)
side. Finally, Peng Kanglong employs gaoyuan or “high distance” as your
eye follows the semi-circular arch from the base of the garden rock (in

the foreground) to mountain peaks receding to the upper right (in the far
ground).

It is worth noting that this classic geomantic formation—called a “dragon
vein” in the art of fengshui or “geomancy”—Peng Kanglong constructs not
just from mountains, ridges and peaks but from garden rocks, foliage and
flowers. This strategy creates a spatial paradox: whereas the foreground
reads comfortably as a flower and rock garden and the far ground reads
intuitively as a landscape in the distance, the middle ground reads at times
as garden and at times as landscape and in many places as both at the same
time. Spatially, the composition is irrational, paradoxical, impossible—for
example, how are we to reconcile at the end of the long curving mountain
ridge the lone peony bloom peeking out from behind the highest-most
spire? If space in Ode to the Mighty Peak is supremely rational, then in
Splendid Flowers Valley it is supremely not. And yet, somehow, through
resonances in brushwork, ink textures, color harmonies and structural
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movement, Peng Kanglong is able to convince us his part-flower-part-
landscape chimeric forms are indeed an integral whole. This tension in
depth and distance, between a garden—which we experience up front

in relatively shallow depth—and a landscape—which we experience

from afar with a sense of deep recession—is unique to Peng Kanglong’s
syncretic flower-landscape compositions. One might consider this
paradoxical juxtaposition, conflation, or mixing of extremely shallow and
extremely deep recession a new spatial strategy that artists can now add to
Guo Xi’s “Three Distances.”
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Splendid Flowers Valley $3fE {68 ( detail FE0)
2022 | Ink and color on paper XA /KEEFLE | 368 x 145 cm
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Horizontal Monumentalism

In Glistening Dew and Mountain Flower Romance, both painted in
2023, Peng Kanglong takes his exploration of monumental scale
back to the horizontal format. Like Ode to the Mighty Peak and
Splendid Flowers Valley from 2022, these two new monumental

works can be considered companion compositions.
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Clistening Dew

SR

2023 | Ink and color on paper #TAKEBEEE | 146 x 367 cm

Glistening Dew is a singular breakthrough in Peng Kanglong’s exploration
of the monochrome ginglii or “blue-green” landscape. In this new work,
Peng Kanglong’s layering of blue tones becomes so intense that the visual
result approaches the lushness of oil painting and the chromatic intensity
of pure mineral pigment. In order to give shape and form to his intensified
blues, Peng Kanglong uses pure ink and untouched white to bring both
light and shadow to his saturated and layered colors. And in order to add
a point of chromatic contrast to balance the intensity of his new blues,
Peng Kanglong incorporates gold pigment for the first time. With this
new mode of color intensity and chromatic contrast, Peng Kanglong
enters the realm of Tang Dynasty jinbi or “gold-blue-green” landscape.

Peng Kanglong divides the composition of Glistening Dew into light and
dark, day and night. On the right, he floods his composition with peony
blooms and buds, stems and foliage painted in a subtle infinity of dilute
cool blues and warm greens. Here his brushwork is absolutely exquisite
and his use of layered washes nuanced and refined. His combination

of dilute color tones and untouched white creates the visual effect of
flowers bathed in the even, silvery light of a cloudy day. On the left, Peng

Kanglong fills his composition with a thicket of dense foliage painted in a
much darker palette of saturated blues modulated by the addition of black
ink. To this textured thicket, he adds peonies painted in boneless style in
pure ink, contrasting untouched white and highlights of pure cerulean
blue. The use of much darker color tones, pure ink and ghostly white
highlights evokes the experience of seeing outdoors in the dark—a lone
patch of night sky being the only source of light to gently illuminate the
dense thicket of foliage and blooms from above and behind. Even in his
use of brushwork—double outline in the light, where we can see detail
with clarity, and boneless in the dark, where we cannot—Peng Kanglong
seamlessly evokes our differentiated experience of seeing during the day
and seeing during the night.

At the center of the composition, Peng Kanglong paints what looks

like a mountain or boulder roughly one third in light and two thirds in
shadow—marking a time during the diurnal cycle when dew, condensed
over the preceding night, glistens in the morning sun. Normally, a
landscape form like this would be painted in cunfa or texture strokes
and indeed Peng Kanglong uses Wang Meng’s version of pimacun ox
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“hemp fiber stroke” as re-interpreted by the early-Qing Buddhist monk
painter Shitao to render the jade-green portion of the form. All other
parts of Peng Kanglong’s boulder/mountain, however, are rendered using
brushwork from flower forms in place of landscape texture strokes. The
resulting impression is uncanny: with the exception of three garden rocks
all rendered in jade green tones, the rest of Glistening Dew’s composition is
filled with only flowers and foliage, and yet, the overwhelming impression
one gets from this painting is not of flowers but of landscape, and a
monumental one at that!



136 Horizontal Monumentalism ENgEtEHE 7



138  Horizontal Monumentalism ENEtEE 39

Glistening Dew FEEMIE ( detail FEB)
2023 | Ink and color on paper #EAIKEELES | 146 x 367 cm
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Mountain Flower Romance
08

y 7 =Bl E
ILITEiRZk
2023 | Ink and color on paper #TAKEBEEE | 146 x 367 cm

If Glistening Dew could be described as a landscape composition concealed
within a flower painting, then Mountain Flower Romance could conversely
be described as a flower composition revealed within a landscape.

As a floral drama, Mountain Flower Romance unfolds in three acts. Reading
from left to right, Act I opens with a cascade of ink blossoms, starting
with white peonies rendered in double outline and ending with hibiscus
in both double outline and boneless forms. Act II, then, follows with a
cascade of red blooms beginning at the top with warm red roses executed
in double outline and ending at the bottom with cool pink and purple
peonies rendered in boneless style. Act ITI, then, climaxes with a striking
garden rock in the slender shape of a prunus vase festooned with vibrant
pink, crimson, and orange-tinged magenta plum blossoms weaving their
way through its open structure.

This entire floral composition unfolds in front of a grand vista from
within a river gorge. Looking down upon an untamed river winding
its way through the mountain gorge below us, the slope upon which
we stand as well as the middle ground mountains before us are cast in

shadow. The far side of the river gorge, in contrast, is bathed in sunlight.
From this we discern that the sun is behind us but blocked from reaching
us by the mountains that tower above (and behind) us.

From our vantage, we can see the river make its way through the
mountains by following Peng Kanglong’s use of kongbai or “white space”
either as mists rising in distant river valleys or water cascading down
the descending steps of the gorge below. Following the river’s path from
either its origin or its exit leads us to the visual crux of the painting:

an almost vertical ridge which divides the mid-ground hills below us

in shadow and the opposite slope across from us in sun. At the very

spot where sun and shadow meet, Peng Kanglong leaves a patch of his
composition mysteriously untouched.

It turns out that Peng Kanglong starts some of his compositions from the
under layer of a previous painting! Splendid Flowers Valley, for example,
started as the under layer for Ode ro the Mighty Peak. This is precisely
how one painting lends its compositional structure to another. Here,
Mountain Flower Romance started as the under layer to Glistening Dew. The
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untouched area of Mountain Flower Romance, thus, reveals the starting
condition of this under layer from Glistening Dew. By leaving it untouched,
Peng Kanglong shares with us not just the origins of this particular

work but the starting conditions more generally for his spontaneously
unfolding artistic process.
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Mountain Flower Romance |LI{EiRi2F; ( detail BE8)

2023 | Ink and color on paper #EAIKEELES | 146 x 367 cm
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Jade Inlaid Vermilion Sky
R E

2022 | Ink and color on paper #{XAKEBEEES | 145 x 80 cm x 3

In the triptych Jade Inlaid Vermillion Sky, Peng Kanglong uses the xuejing or “snowy
landscape” method to paint a fantastic, imaginary garden scene in which peonies float like
white clouds in a vermillion sky and intertwine with spindly, black garden rocks jutting
from the blue-green ground. Just as in a snow landscape where empty sky is painted gray
and the solid ground is left untouched, Peng renders the solid forms of the peonies and
their branches in liubai or “untouched white” while painting the sky a soft vermillion
hue. Furthermore, through the play of light and shadow on the thick, fibrous texture of
his bespoke paper, Peng conjures substance and dimensionality to the peony’s booms and
twisting branches reserved in untouched white.
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Jade Inlaid Vermilion Sky izX#E ( detail BER)

2022 | Ink and color on paper #XAIKERLE | 145 x 80 cm x 3
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Blooming Flames
10 .

=eRfEX

2023 | Ink and color on paper #EZA/KEBE&E | 70 x 140 cm
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1 Paths of Spring Flowers

ETEE

2023 | Ink and color on paper #XAIKEEEEED | 75 x 145 cm
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12 Fragrant and Flourishing Orchids
PSP

2023 | Ink and color on paper #XAIKEEEEED | 75 x 145 cm
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Blue-green Breath 58 ( detail FE[ )
2023 | Ink and color on paper #EAIKEELES | 141 x 35 cm
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& [141x35¢cm

=n.
A

2023 | Ink and color on paper {EZA/k S

Green Rocks
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Hidden Jade
S22

2023 | Ink and color on paper #XAIKEEEEED | 75 x 144 cm
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Elegant and Slender Stems
16
ELEFIE

2023 | Ink and color on paper #XAIKEEEEED | 75 x 145 cm
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Burning Fire
17 e
N

2023 | Ink and color on paper #RA/KEREE | 71 x 142 cm
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Black Lingzhiin the Rapids
18 g p
iTE K =

2023 | Ink and color on paper #XAIKEEEEED | 75 x 145 cm
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Luxuriant Flowers
19 __
SE¥E

2023 | Ink and color on paper EAIKZEELE | 79 x 144 cm
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The Forest Waits
2y wal

2023 | Ink and color on paper #XAIKEEEEED | 75 x 144 cm
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Resting on Verdure
21 8
=

2023 | Ink and color on paper #EZA/KEBE&E | 70 x 140 cm
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Voiceless Landscape
22

HZKiES

2022 | Ink and color on paper #EZAIKEBE& B | 147 X 243 cm
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Voiceless Landscape |LI7Ki55 ( detail BEE)
2022 | Ink and color on paper #EAIKZEEEED | 147 X 243 cm
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End of Spring Romance
23 o pring

2022 | Ink and color on paper AL A 7KE2E&E | 144 x 80 cm x 3
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End of Spring Romance FEE{6E ( detail FE0)
2022 | Ink and color on paper £ AKEERE | 144 X 80 cm X 3
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Coiling Dragons in the Clouds
24 g g
=4,

2022 | Ink and color on paper XA /KZBEEED | 147 x 160 cm
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Coiling Dragons in the Clouds ZE4, ( detail B )

2022 | Ink and color on paper #EAIKZEELE | 147 x 160 cm



194 Flower-Landscapes {&#FILI7K 1905

Night Flowers at Dawn
25 °°
B FRI%RE

2022 | Ink and color on paper #EAKEBEEED | 140 x 83 cm x 2
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Night Flowers at Dawn B EFHIZRLE (detail F2B)

2022 | Ink and color on paper $EAIKZEELZE | 140 x 83 cm x 2
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26 Fading Beauty Il
731

2022 | Ink and color on paper XA /KEBE& S | 81x 146 cm
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27 Fading Beauty |
gz —

2022 | Ink and color on paper #{A/KEBE& B | 81x 145 cm
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Wandering Beyond $&5&3t# ( detail 56 )

2022 | Ink and color on paper EAKEERE | 263 x 146 cm
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Painted Jade 2422 ( detail /53 )

2022 | Ink and color on paper #AKEEELE | 360 x 90 cm
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The Secret Garden
#ELEE

2021 | Ink and color on paper #EA7KE2E&E | 70 x 140.5 cm
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33 Facsimile of Flowers
1ehg

2021 | Ink and color on paper #EA7KEEEE | 70 x 141 ¢cm
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Golden Beauty
35 E1 6

2020 | Ink, golden foil, 6-panel folding screen 7K&& » &34 » RE/NIER | 106 x 273 cm
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Golden Beauty £§& ( detail F3T)

2020 | Ink, golden foil, 6-panel folding screen
KE - 255 FRENER | 106 X273 cm
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Purslane
36

(153

2020 | Ink and color on paper #£A7KEEE&E | 70 x 141 cm
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Frosty Steps

2020 | Ink and color on paper #£A7KEEE&E | 70 x 141 cm
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38 Almost Full Moon
BE

2020 | Ink and color on paper #AKEEEEE | 79 x 144 cm
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39 Before the Rainstorm
BERTW

2020 | Ink and color on paper #A&KEEEEE | 70 x 142 cm
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Violation of Convention
40 "
B

2020 | Ink and color on paper #{AKEEE&E | 77 x 143 cm
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41 Burning Together

%
&
2020 | Ink and color on paper #£A7KEEE&E | 70 x 141 cm
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Thunder Strikes the Earth

EIE:%:
=126
2020 | Ink and color on paper #£A7KEEE&E | 70 x 141 cm
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Stay Indoor
43 AR

2020 | Ink and color on paper #£A7KEEE&E | 70 x 141 cm
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Hermit
44 PN

2020 | Ink and color on paper #£A7KEEE&E | 70 x 141 cm
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Uphold the Moderate Doctrines

i=E=A
BEX
2020 | Ink and color on paper #£A7KEEE&E | 70 x 141 cm
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Yellow Garment
47

=HE
2020 | Ink and color on paper #EAR7KEEEE | 49.5x 143 cm
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8 Staring
4 2

2020 | Ink and color on paper #£A7KEEE&E | 70 x 71¢cm
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53 The Withered Poplar Blossoms-1 54 The Withered Poplar Blossoms-2
thtZEE 1 thtzEE -2

2020 | Ink and color on paper #AKEEZE | 39 x 29 cm 2020 | Ink and color on paper #EAKEEEZE | 39 x 29 cm
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55 The Withered Poplar Blossoms-3 56 The Withered Poplar Blossoms-4
thtzEE -3 thiZEE -4

2020 | Ink and color on paper #AKEEZE | 39 x 29 cm 2020 | Ink and color on paper #EAKEEEZE | 39 x 29 cm
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57 The Withered Poplar Blossoms-5 58 The Withered Poplar Blossoms-6
thitzEE -5 HhiZEE -6

2020 | Ink and color on paper #AKEEZE | 39 x 29 cm 2020 | Ink and color on paper #EAKEEEZE | 39 x 29 cm
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59 The Withered Poplar Blossoms-7 60 The Withered Poplar Blossoms-8
thiEE -7 thtzEE -8

2020 | Ink and color on paper #AKEEZE | 39 x 29 cm 2020 | Ink and color on paper #EAKEEEZE | 39 x 29 cm
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6,I The Withered Poplar Blossoms-9 62 The Withered Poplar Blossoms-10
thizEE -9 tWiEEE -10

2020 | Ink and color on paper #AKEEZE | 39 x 29 cm 2020 | Ink and color on paper #EAKEEEZE | 39 x 29 cm
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63 The Withered Poplar Blossoms-11 64 The Withered Poplar Blossoms-12
thtZEE -1 thtEEE 12

2020 | Ink and color on paper #AKEEE | 39 x 29 cm 2020 | Ink and color on paper #EAKEEEZE | 39 x 29 cm
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65 The Withered Poplar Blossoms-13 6 6 Burning Fire
TR EE 13 &N

2020 | Ink and color on paper #AKEEZE | 39 x 29 cm 2020 | Ink and color on paper #{AKEEEEE | 38.5x 27cm
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67 Kunlun Mountain

ERE
2019 | Ink, silver foil, 6-panel folding screen 7K2& » $RSE » FREL7IERE | 136.5 X 262.2. cm
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Kunlun Mountain E&E ( detail 536)

2019 | Ink, silver foil, 6-panel folding screen
KB IR FEAER 1365 x 2622 cm
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68 Night Raid

2019 | Ink and color on paper #EZAR7K 5% | 85.5 x 157 cm



284 Flower-Landscapes fE5FLLI7X

Misty Path

5
a= 1T

2018 | Ink and color on paper #{A/KEBE&E | 70.7 x 142 cm
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Luxuriant Green Isle
/0 o
EBLrEE

2018 | Ink and color on paper #{A/KEBE&E | 70.7 x 142 cm
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7,] Inlaid Yellow

oo =
e
2017 | Ink and color on paper #A7KEEEE | 76 x 76 cm
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Toon
2
7 BHiE

2017 | Ink and color on paper #A7KEEEE | 76 x 76 cm
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Intermittent Landscape Handscroll

BREEBLKRE

2005 | Ink and color on paper A IKZEEEE | 36.5x 1212 cm
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78 Light Excursion
HIR

2005 | Ink and color on paper A 7KZEEEE | 36.5 x 556 cm
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FLOWERS ARE JUST AN EXCUSE: AN

INTERVIEW WITH PENG KANGLONG

May 2023, Taipei
Interviewers: Alan Yeung, Craig L. Yee

Question: How did you become interested in art growing up in
Hualien?

Answer: When I was young, I saw an elder schoolmate paint
and hang his paintings on a wall. I thought, Wow, how does
he make the mountains around our village look so pretty?
The paintings were quite impressive. They had an instinctual
impact on me and drew me to them. I myself then started to
paint the attractive buildings in our village, such as the train
station and colonial era buildings slated to be demolished.

At the time I had no technique or teacher, and I painted in
my own untrained ways. I would put some watercolors on
paper [to capture the impression on the spot] and complete
the compositions at home at night. This was how I learned to
control water.

3417

I had no idea how to use pigments and mixed them with
cooking oil to make paintings for a friend. The paintings
attracted ants all over the walls of the friend’s home. Although
I had no technique, my paintings all had a certain flavor. In
primary school, when we made paintings by blowing paint on
paper, I was able to create an aged plum tree with a convincing
form.

Later in middle school, I was still a dedicated painter, to the
extent that I almost neglected preparing for my high school
entrance exams. | had to put all my paintings into a box and
put it under my bed to stop myself from painting. I was so
immersed in it.

I was fond of a local hoodlum from my village. With nothing
else to do all day, he would tell me stories about painting and
introduce me to some poets. I grew up like this, and it was
great. These are my earliest memories of art.

Q: How did the nature around Hualien inspire you?

A: The scenery around Hualien was very beautiful. My family
were sugarcane farmers. We lived close to an inland mountain
range, across from a coastal mountain range. Riding my bicycle
to school every morning, I could see the coastal mountains.



I couldn’t reach them, but the shimmering light of the river
was beautiful. I thought, Someday I have to go there. Those
mountains actually weren’t so far. I was just unable to ride
over there back then. Later on I realized they were actually not
very tall and only seemed so because we lived in a valley.

Q: At one point you were interested in art criticism. Why? And
why did you not pursue it?

A: T think most artists and art critics say only vague and polite
niceties. On Yongkang Street I’'m known as “Roastmaster
Long”; all my criticisms I say out loud, and all my compliments
are concrete and on-point. In university, I took a course on art
criticism, but dropped it when I found out that the teacher

introducing him. I thought, How does he manage to invest
Chinese landscape paintings with such a feeling of solitude,
with such emotion? Traditional Chinese paintings tended to
sublimate all emotion into yijing (“mindscape”). Moreover,
Ho’s brushwork is not focused on linear expression, but
rather on expressing texture and microstructure. At the time,
the ways I employed water and texturing were completely
under his influence, to the extent that some of the teachers of
Western painting criticized our teacher, saying “Your students
are too much like you. You aren’t teaching them or elevating
them.” We debated this for a long time in a hallway. At the
time I began to think I had to make my own way.

This was an inspiration to me also.

Q: What was the motivation behind the graduation work?

A:Twanted to use four colors to represent spring, summer,
autumn, and winter respectively. Spring I painted in green.

In summer, Hualien experienced frequent heavy rainstorms
that shrouded entire mountains in black, so I painted a

black summer. Autumn was red, and winter white. These
landscapes were all from my imagination. I painted large and
imposing mountains because I was on a mission to restore the
monumentality of Song Dynasty landscapes.

in an overly fine way, so I simply painted the worlds I wanted
to paint.

Q: How does brushwork differ between oil painting and ink
painting? How has your experience with oil painting influenced
your ink painting?

A: Oil painting tends to be heavier and focus more on
microstructure, but I paint in oil the same way I paint in ink.
I bring my brushwork training in ink into oil painting. I don’t
need to describe too much and can resolve something in a
few strokes. To put it more accurately, my oil painting has
influenced my ink painting, and vice versa, and back again.

343

Q: Your 1989 graduation work, a four-panel Landscapes of Four

made simple questions unnecessarily complex. His essays were Q: Those mountains cannot be seen in Taiwan, especially not

Seasons, already showed a certain stylistic individuality.

all mostly about reviewing art history, expressing only a few snowclad mountains. Did Song Dynasty monumental landscapes Q: Shitao states in his Comments on Painting that one “does not

of his own thoughts at the very end. Art criticism shouldn’t be A: This was because I was actually closer to fellow students feel emotionally distant? establish any one method and does not forego any one method.”

like this. in the Western painting department. One time, a younger Does this resonate with you?

Q: How did Ho Huai-shuo, your teacher in university, influence
you?

A: In middle school or high school, I saw a television program

student of Western painting took a few sheets of rough hemp-
fiber paper from me to paint on. In ink painting we care about
the twists and turns, the variations in strength and rhythm

in brushwork. He had none of that, but what he did looked
better than my paintings! He treated the paper as nothing but
a material and created interesting textures and flavors on it.

A: The worlds I wanted to express couldn’t be expressed
through Taiwanese landscapes. I had to rely on imagination.
Quite on the contrary, Song landscapes felt very close to me,
drawing me to imitate and learn about them. Unfortunately
I didn’t quite have the training. A Song landscape is robust
when it needs to be, fine when it needs to be. I couldn’t paint

A: To forego a method or not, to use a method or not—this is
where a painter’s limitation is revealed, and once that happens
it’s all over. I hope that every time I paint I try something new,
something that leads me to another world. Recently I reviewed
all of Huang Binhong’s works and found that his color, ink,
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and dots are all distinct, and do not correlate to specific forms
or objects in predictable ways. He expands his ink dots to
achieve spectular visual impact.

Q: How did you come upon the idea of painting flowers?

A: When I was 32, I felt that I had reached a deadend in ink
painting. Then I came upon these flowers called king proteas,
which struck me as having the same forceful presence as my
mountains. So I made some oil paintings of them. I didn’t think
of these as artworks and never showed them, but a collector
bought them all from me. Later, after I broke up with an ex-
girlfriend, she sent all the dried flowers in her flower shop

to my studio, filling it up. One day I had nothing to do and
started painting them. My students said to me, “Mr. Peng, these
paintings look like a new beginning.” At the time I was tired
of painting landscape, and my brushwork became flavorless.
Because flowers are different in form from landscapes, when I
painted flowers I created lines that were completely different
from landscapes. My brushwork became freer.

Q: Around 2014, you started to combine large boulders painted in
ink with flowers.

A: That was because I was a landscapist after all and didn’t
want to make a living selling bird-and-flower paintings. I
wanted to find a way to reincorporate landscape and let people
slowly accept my landscape paintings. In the past people didn‘t
accept my landscapes, and conversely those who did didn’t like
my flowers.

Q: How do you think about the boundary between landscape
painting and bird-and-flower painting?

A: All my compositions are about combinations of void and
solid, presence and absence. For example, each flower needs to
be set off by something next to or behind it. The void passages
in my paintings are the subjects, but they are not the focus.
The focus is rather the brushwork that sets them off from
behind.

Q: So whether you’re painting landscapes or flowers doesn’t
matter to you fundamentally?

A: There’s no difference. When I post my paintings on
WeChat or Facebook, my friends say, “You’re painting flowers.
Why do they have the forceful feeling of landscapes?” I paint

flowers as if they are landscapes. Traditional flower painting
emphasizes refined and magnificent brushwork and inkwork
(bijing momiao), but that is not me. I slowly sculpt flowers into
having mass and volume, into presences with substance and
form. What I want is the force of king proteas, the force of
landscape.

Q: How to you understand bijing momiao? Is it brushwork that is
elegant or referential to classics, or has a calligraphic flavor?

A: It’s brushwork that a painter thinks that he or she can show
off.

Q: You make your transition from landscapes to flowers sound like
a matter of course. However, flower and landscape paintings each
have their distinct sets of techniques and developmental histories,
as well as representative practitioners. Over more than 1500 years,
there have been only a handful of painters to have mastered both
genres, and none of them have actually merged them as you have.

A: That is because they were bound by the rules of brushwork
and by rational thinking. I treat both landscapes and flowers
as brushwork, which in fact does not differentiate between
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subject matter. I now find that my landscapes lack visual
impact without flowers, and my flowers without landscapes
are unremarkable. Moreover, my flowers have too few leaves
and don’t really look like flowers. They are ideas of flowers,
anatomically different from actual flowers.

Q: But you still have to manage the scale of flowers in relation to
trees and rocks, and then in relation to space and compositional
depth. In practice, subject matter does matter to the composition,
doesn’t it?

A: Painting flowers as if they were trees makes it a lot simpler.
Usually among a few flowers I add a tiny floral detail to bridge
them. Those tiny floral and vegetal details in my compositions
even out the transitions in scale and spatial structure.

Q: In your recent works, the use of color seems very intentional
and calibrated, as if skirting the boundary between beautiful and
garish without crossing it.

A: T used to hate this Versace magenta. It’d make me nauseous.
However, at this age I somehow have come to find the subdued
reds of traditional ink painting too feeble, so that I need this
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bright magenta to support my compositions, but it has to

be applied well—in gradual, slow, and very diluted layers. If
you create tonal gradations within a single wash, you end up
making something very vulgar. I am very particular about this.

Q: Many works from your 2018 exhibition had red palettes, and
many of their titles alluded to body parts and organs. Why was
that?

A: T started using reds already for the autumn mountain in my
graduation work. Since then I have used reds to paint flowers,
gradually developing a monochromatic red series. The titles
were given by someone else. I myself wasn’t thinking about
organs. I was focused simply on translating into color the
brushwork of ink painting and the forms I wanted to render.

Q: Does it cross your mind that your works may make viewers
uncomfortable? Some people sense in them a certain fiendish or
even diabolical air. What do you think about that?

A: Usually when others are uncomfortable, I am the most
comfortable. My reds have to be strong to satisfy me. If they
are weak, I can’t even convince myself. How can I move

someone else? “Fiendish” is actually a term of praise, since
righteousness is gone from this world, and since we have no
use for those properly beautiful things from the past. I am not
a polite person. It'd be torture for me to paint politely. I paint
with savage abandon—fiendishly. “Fiendish” means supreme
refinement. I love this characterization.

Q: When you're faced with your own works, do you ever find
them alien?

A: Every one of my paintings feels alien. I don’t want to look
at them. If I do, 'm always tempted to make changes to them,
because I never see a painting as finished. Sometimes when

I encounter my old paintings at collectors” homes, I feel that
I haven’t progressed, because those works were energetic
expressions of vitality. I want unbridled vitality, not perfect
compositions. Some people say I am technically excellent, but
I don’t think I have any technique at all. What’s important is
vitality. Without it my own self doesn’t exist.

Q: Your recent works also have vitality, but perhaps of another

kind.

A: Right. The vitality there has been refined, whereas the
vitality of my past works was an explosion of primal energy.
People change—it can’t be helped. The flowers that I paint
now are full of problems, but if I paint them perfectly, the
overall force of the composition strangely disappears. When I
paint in a less intentional way, my compositions are forceful
and full of vitality! I can’t resolve this dilemma myself and
can only find a compromise in it. If this was 30 years ago,
my paintings would be rejected, because they don’t have any
refined and magnificent brushwork and inkwork. Now that
we are used to technical virtuosity to the point of finding it
tiresome, my individual character emerges distinctly.

Q: There are about 8 monumental compositions in this exhibition.

What challenges does painting at such a scale entail?

A: Painting at this scale is more interesting. I paint more
fluently and excitedly, because there are more problems to
solve. For example, a single flower cannot sustain a large
composition, and I need to paint a string of flowers. How
then do I manage the relationship between them? A large
painting needs to be filled. How do I vary the composition
while making it coherent? I need to exploit the resonances
between different brushwork methods, different structures,
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and different subject matters. Even when painting the same
subject, do I use the same color? What parts do I make bright,
and how bright? Where do I make dark, and how dark? All
these questions need to be thought through.

Q: Speaking of light and dark, how do you understand whiteness
in your works?

A: There are many kinds: the reserved blank and negative white
spaces of Chinese painting, the white highlights of Western
painting, and the whiteness of objects themselves. I also

think of whiteness as a kind of aura, suitable for delineating
different space cells.

Q: In a colophon from the 1990s, you wrote that it was a mistake
for some ink artists to subvert ink painting using Western forms.

A: They turned Chinese painting into Western forms of
expression. I thought this was to “resurrect a soul in a different
corpse”—a kind of pastiche involving simply switching one

set of materials for another. How could it be called Chinese
painting? I've learned a lot from classical Chinese paintings,
but my brushwork is not pure Chinese brushwork. Yet I still
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seek breakthroughs within them. I don’t wish to control my
paintings with technique. I’d rather be guided by them, giving
them what they ask of me. In this way I can make something

new.

Q: That is a rather subtle point. It’s not about materiality, nor the
medium itself, nor the refinement or sophistication of brushwork
and inkwork.

A: What I'm concerned with is the relationship between one
object and the next. Say there’s an empty space between a
flower and a rock. What do you put in that space to evoke

a mindscape, or to imply an ethos? This flower may not

look pretty, but does it have personality, and does it warrant
repeated viewing? I want a flower to have personality, but

I can’t become preoccupied with its form. So my flowers
don’t need to be very pretty. I repaint them over and over,
but without spoiling them and without losing the flavor of
brushwork. My whole world becomes the world of flowers—
a bit cautious, a bit constrained, but not so much so that it
strikes a viewer as beautiful. It is nothing at all, and it simply
exists like that.

Q: Do you find these worlds in classical paintings?

A: When I look back at works by the past masters, I'm always
surprised by how they can make their worlds look so full of
interest. They can bring out visual flavor within a tiny area,

or overturn the aesthetics of a whole composition with a
single touch of the brush. Years ago I saw a colorful album

by Hongren that was very elegant and just perfect. Such a
painter’s work rewards prolonged viewing and warrants study
and critique. I'm always charmed and pleased by paintings that
achieve creative breakthroughs within the confines of existing

conventions.

Q: What other painters do you like?

A: T've had a profound respect and appreciation for the

feeling of tranquil vastness (cangmang) in Huang Binhong’s
brushwork. His paintings look black, but on close inspection it
is all texture, not truly black, and there’s nothing messy about
it. His brush is very powerful and can sustain his compositions,
but because he pursues brushwork variation, he is somewhat
weak in compositional structure and can’t paint at a large
scale. Realizing this problem, I decided I had to paint large
paintings, but with Huang Binhong’s tranquil vastness.

Huang Binhong advocated the aesthetics of “profound
grandeur and nourished luxuriance” (hunhou huazi), but his
own work is more nourishedly luxuriant than profoundly
grand. This is because he paid little attention to form and
structure. Kuncan’s brushwork is truly profoundly grand. He
creates his layers diligently, applying one brushstroke after
another. His paintings look chaotic but are in fact supremely
well-ordered. Moreover, he applies his texture strokes with
highly diluted ink but a lot of physical force, creating a unique
mood. Kuncan’s paintings bear revisiting again and again.
Shitao’s make you excited, and Bada’s make you feel a quietude
and solitude. Kuncan is like an elephant taking each step
deliberately. If you study him seriously, you’ll surely come to
appreciate him.

Q: Do you see these aesthetic values as salient to ink painting or
common to painting in general?

A: All painting works like this. All great painters are on paths
leading towards the same destination. Ultimately what matters
to them is not technique, not personality, but emotional
character (xingqging). Without character there is no painting.
What I find the most admirable and captivating in works by
old masters is always what is revealed within an instant, within

a minute turn of the brush.

Q: How do you understand temperament, and what is the
relationship between temperament and brushwork?

A: Temperament is the spontaneous expression of one’s
self—whether it is noble or base, elegant or vulgar. What

you see as your mission as a painter determines what your
temperament is and what kind of paintings you make. There
are many experienced painters with excellent brushwork, but
they keep repeating themselves, leading to a loss of feeling

in their work. I heard that one famous Qing Dynasty painter
said to another that the latter “surpasses others in being raw

(bushu, lit. ‘uncooked).” To be raw is to be creative, to be vital.

I’'m glad that no matter what I paint, my friends always give
me feedback. What they like is not well-honed brushwork,
but brushwork with temperament. So one can’t paint in the
countryside or as a recluse on a mountain. One has to live in
the city.

Q: If neither subject matter, nor genre, nor brushwork is
important, why not paint pure abstraction?
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A: Different objects bring forth different emotions, and this
keeps a painting from becoming uniform. I have certain
feelings towards this flower, and certain feelings towards that
flower, and when I paint them I bring different emotions to
them. I paint every single flower in a different way, so that
my painting doesn’t become boring. It’s interesting to think
about these variations. I don’t like abstract painting because
it is about variations in pure technique. After a while it feels
hollow. In every painting I am exploring rather than painting.
After each flower I don’t know how the next will turn out.
When one flower appears ugly, I can make it beautiful by
pairing it with the next. In my paintings there aren’t even
whole flowers, but simply the suggestions of such. Through
the variations between dark and light, dry and wet, large and
small, these suggestions gain the formal substance and the
vitality of actual, live flowers. So flowers are just an excuse: I
borrow their forms to manifest my world.

Q: You have a very clear idea of what you’re pursuing aesthetically.

A: When you (Craig L. Yee) saw me paint, you were shocked.
Even when I'm surrounded by people drinking and eating

and chatting, at any moment I can simply dip my brush into
ink and start painting as fluently as cursive calligraphy. This

is because I'm aware of exactly what my composition needs.
I’'m very relaxed. I don’t paint well if I paint seriously. I paint
well if I don’t. Sometimes you realize it’s not really you who
is painting, but a spirit guiding your hand. You have no idea
how you’ve painted a certain stroke, and afterwards you can’t

recreate it on purpose.

Q: Can this state be described in terms of the concept of early
Chinese philosophical notion of wuwei (non-action)?

A: Wuwei is what literati and scholars theorize about. The
moment a painter picks up a brush, he or she is “acting”
already.
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Peng Kanglong Ink Art Exhibition, Jen Tsang Art Center, Taipei

Peng Kanglong Ink Art Exhibition, Ching Yun Art Center, Taipei
Peng Kanglong Water and Ink Art Exhibition, Chang Jiang Art
Center, Taipei

Selected Group Exhibitions

2023

2021

2019

2017
2016

Global INK: INKstudio’s Ten Year Anniversary Exhibition, INKstudio,
Beijing

Paint My Own Way, Joint Exhibition, Peng Kanglong, Leung Siu-hay,
Tao Wen-Yueh, Piao Piao Gallery, Taipei

Beijing Contemporary 2021,INKstudio, China National Agricultural
Exhibition Center, Beijing

West Bund Art & Design 2019, INKstudio, West Bund Art Center,
Shanghai

Wandering, Joint Exhibition, Piao Piao Gallery, Taipei

Different Paths: Exploration in Ink, Sotheby’s S|2 Gallery, New York
Mind-Scape Ill, Artists Group Exhibition, 3812 Gallery, Hong Kong
Ink Asia 2016, Hong Kong Convention and Exhibition Centre, Hong Kong

2015

2014

20M

2010

2009

2006

2004

1901

Anatomy of Rocks, Art Taipei, Taipei

3812 Artists Group Exhibition, 3812 Gallery, Hong Kong

Shuimo: Ten Thousand Blossoms Spring, Sotheby’s S|2 Gallery, New York
Contemporary Literati—A Gathering, Sotheby's Spring Sales, Hong Kong
Knowing Black and Keeping White, Piao Piao Gallery, Taipei
Compose a Poem for Sketches and Water Ink Paintings, Piao Piao
Gallery, Taipei

Water Ink on Curious Stones: Veiny, Leaky, Sinewy, Percolated, and
Quirky, Piao Piao Gallery, Taipei

Waking up from a Summer Sleep—fFolding Fans Exhibition, Piao
Piao Gallery, Taipei

First Contact—Contemporary Art Exhibition from Taipei, Kunming,
Hong Kong, 99 Art Space, Kunming

Ink Transformation: Modern Ink Painting in Taiwan, Taipei Fine Art
Museum, Taipei

Moisture of Rock; Splendor of Ink, Guan Xiang Art Gallery, Taipei
Water and Ink New Talents, Exhibition Series, Chang Jiang Art
Center, Taipei

Exhibition Catalogs

Feast of Verdure, Piao Piao Gallery, 2021

Mukuteki,Yamazoe Tenkodo, 2019

Flowers of Evil, Sotheby’s S|2 Gallery, 2018

Between Breaths, 3812 Gallery, 2017

Romance of Trees, Flowers and Stones I1,Yi&C Contemporary Art, 2017
Anatomy of Rocks, Piao Piao Gallery, 2016

Autumn Blossom, Gallery 100, 2015

Romance of Trees, Flowers and Stones,Yi&C Contemporary Art, 2014
Verdure Trace, Piao Piao Gallery, 2013

Sounds of the Mountains, Piao Piao Gallery, 2008

Works of Peng Kanglong, Ching Yun Art Center,1993

Works of Peng Kanglong, Chang Jiang Art Center, 1991

Selected Public Collections

National Taiwan Museum of Fine Art
Taipei Fine Art Museum

Fubon Cultural & Educational Foundation
Abu Dhabi Royal Family Collection

Fondation INK Collection in Geneva, Switzerland
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