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MONOCHROME BLACK, COMPLEX AND ALIVE

Britta Erickson

Until now, the One Hundred Layers of Ink paintings have been thought of as
a fairly homogeneous body of works, beautiful with their deep black sheen
and yet the possibility to flip to white if the light shines just right. But there
is much more to them than that, as these works reflect decades of cultural
changes and of strife.

Yang Jiechang was born in 1956. He was ten when the Cultural Revolution
began, old enough to be aware that violence was renting apart his world, and
to suffer when the movement destroyed those he loved. He was fortunate

to have a calligraphy master in the traditional sense, someone who would
eventually teach him calligraphy after he had spent years preparing tea and
grinding ink. The master generally had friends visiting, and Jiechang came

to understand that to make art was to participate in a society that might not
agree with the dominant political system. The concept that one must continue
to make art in the face of adversity is ingrained in his soul.

Following graduation from the Guangzhou Academy of Fine Arts, Jiechang
determined to purify his mind largely through studying Daoism under
Master Huang Tao on Mount Luofu, and to a lesser degree via studying Chan
Buddhism at the Guangxiao Temple. Simplicity was the goal he sought for his
art. He painted a group of very simple, yet aesthetically complete works, each
featuring a single form, basically rectangular.

When he reached Paris, invited there to participate in the seminal Magiciens
de la Terre exhibition, he was still in the hard-won frame of mind that aimed
towards simplicity. The Pompidou Center supplied him with all the materials
he could possibly want, so working like a fiend, he created a site-specific room
for the exhibition, of a set of One Hundred Layers paintings. He was able to
create many more works, using the wealth of materials he had been given.

With that exhibition, the One Hundred Layers paintings took on a life of their
own, becoming much larger than they had been in China, and forward over
the course of decades, with occasional changes in the materials used. The artist
absorbed the aesthetics and history of his new homes, Heidelberg and Paris,
but his Chinese heritage inevitably remained dominant.

One Hundred Layers of Ink may be Yang Jiechang’s most important series, albeit
least understood. We can think of the paintings as a diary of his moods, what
concerns him, what he is thinking about. There is a gradual evolution in his
One Hundred Layers works, so that it is impossible they should ever become
stale. They form a kind of web, relating to one another across time in a non-
linear fashion. They are complex and ALIVE!
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INTRODUCTION
Alan Yeung

A stunning statement in its inception in 1989, Yang Jiechang’s One Hundred
Layers of Ink series has been extremely influential on the development of
contemporary Chinese art, anticipating now-commonplace strategies like
repetition, inarticulacy, traceless action, and monumentality. The first
systematic survey of the series, Earth Roots delves into its foundations in
Yang's calligraphy and early abstractions, and traces its multifaceted evolution
through the late 1980's and 1990's.

A calligrapher since childhood, Yang Jiechang (b. 1956, Guangdong Province)
graduated from the Chinese Painting Department of the Guangzhou Academy
of Fine Arts in 1982. After some years teaching at his alma mater and an
extended seclusion at a Daoist temple, he was selected as one of three Chinese
participants in the 1989 group exhibition Magiciens de la Terre at the Centre
Georges Pompidou. One of the most consequential and controversial events
in recent art history, Magiciens sought a truly global representation and
featured an equal number of Euro-American artists and artists from elsewhere.
In April 1989, Yang arrived in Paris empty-handed, his works having been
detained at the Chinese border, and found himself confronted in the flesh
with the hegemonic canon of Western avant-garde art, which might regard his
iconoclastic experimentations with calligraphic and geometric abstraction as
belated or illegibly alien. He was also freed, for the first time in his life, from
constraints of space and supplies.

Yang responded to the unprecedented situation by turning backwards and
inwards—by "advancing through retreat." Retaining his native medium,

he distilled all that he knew and experienced into a simple procedure: the
repeated application of ink with a brush on paper, day after day and layer
upon layer, until the fibrous surface hardened into a thick, densely textured
relief with a metallic sheen. As blackness turned paradoxically luminescent,
it gained the dimensions of space and time, becoming a record of his actions
and being. The resultant One Hundred Layers of Ink series departed strikingly



from traditional ink paintings and resembled rather color fields and other
modernist idioms, but for Yang it was calligraphic practice in its bare essence,
and was grounded moreover in the multilayered polychrome court painting
of the Song Dynasty (960-1279). At the Pompidou, he filled an enclosed space
with four colossal rectangular works, suspending them some distance from
the walls. Charged with tension between meditative immersion and somatic
confrontation, they evoked the ancient calligraphic steles and religious
monuments that Yang had studied. He thus nullified the dualisms between
traditional and contemporary, Western and non-Western in which the art
world still trafficked.

Having settled in Europe, Yang Jiechang spent much of the next decade
working through the formal and affective possibilities of One Hundred Layers
of Ink. The series began to venture beyond rectilinearity into round, irregular,
and organic and other representational forms. Emotive, even violent gesture
resurfaced. Materiality, texture, and tonality became more complex: blank
xuan paper gave way to swirling and bleeding ink wash, and ink and paper
themselves became components in denser topographies of canvas, gauze,
glue, and alum. The relationship between “figure” and “ground” became
increasingly intricate and tenuous. By title or imagery, the works began to
sharpen their references—autobiographically to the artist's memory and body,
and outwardly to issues of history, politics, and religion. In many ways, One
Hundred Layers of Ink mirrored Yang's rise to global prominence as a socially-
critical multidisciplinary artist during the 1990's. The titular work Earth Roots
(1994) prefigured his reengagement with representational painting and his
conceptual projects involving performance, video, and installation after 2000.

Notably, Earth Roots features Yang's experimental ink works from the 1980's,

most of which have not survived. Insulating himself from the period's slogans
and movements, he staged his personal "new wave," not through the wholesale
embrace of Western ideas like so many of his contemporaries, but through the

entrenched deconstruction of Chinese tradition. Here one finds already the
salient dialectics that animate One Hundred Layers of Ink and Yang's practice
as a whole—formally between figure and ground, calligraphy and painting,
representation and abstraction, and thematically between structure and
subject, corporeality and spirituality, iconicity and erasure, repression and
expression, debasement and transcendence. Equally precious are previously-
unseen sketches that the artist made with soy sauce on wastepaper in the
winter of 1988-9 in Heidelberg, where he, lacking materials and funds, had
rented an unheated underground bomb shelter to use as a studio. On these
surfaces, crumpled and stained by the semi-absorbed liquid and scintillating
with salt residue, the idea for One Hundred Layers of Ink was born. Armed with
nothing but a brush, Yang set out to remake his world.



R

WEEH (TERE) 2918 T 1989 F, IREREMEEESESE. TR, 4L
it | LSEMEFREERACFEFR, WPESAZAKREGEEFN.
(Hhk ) BEXRRGMEMIRIE (FEE) WREDE, BEZAREREEN

MREESCETIESHIMSER, MZEIIT 1980 FHKRHAF 900 FHUAE

EZER

WES (1956 AT AW ) BahZESIHiE, 1982 FEllFT MERSE
PrhEER. Sl RBIE, 84-86 EAEZFUITEWNEE., 89 FiKi%N
=UREFEFESINEEERERMZARF0 (KHEEARIT) (Magiciens de
la Terre ) REHIZEARRZ —. IEFIER (XHERIT) £ 20 HEZAK
S EpEREER, STEUEASEKMEIMEHRTIERZR, SEZARR
—EREKE, B—FUREBIEMEERTUMX . 5SS HIRREEINBIE
f, 89F 4 BX “EHm—XEE" RIER, MEALI, BCEEESN
PELW NS BEERA S I E NI RET, EIGEERENIIR
BENEE . B, XIBRMAEFE RN BRI ERETRR S22 .

WECEELIR N, REEBANZANEN—R. £5%E, BeRIER
BERERNNE: EERE. SNEREEESI NMEAREZEERNE,
FRIMEBME SRR (FRY SKENSMN==ENEE, RAZRKITHH
FHERNCR. (FEE) FINEIRH R EsiR WAL ILEICEY, D
RMERT EARIPBEZRWNTEE “=MNAR" KEAILE . £ (K
WEARID) FErh, MIEEIRER (TEE) B=KE, T — M Har=E.,
EmERASNE. EESRELRAYPREEERIATKS, T ARSI
SARFMRZFRENAE, BOMEET ‘SR 5 “EBR” . ‘T M
JE i s S Y G AVA S

ZEtEE, ERMNIHSCHEIRR( TEE I REM  (FritREE
ARNFIENER, #WEDIBEMES TSI KEERNAT=H
HEMR, BERMATNM. 2m. RINEZSMR, SEENFERINIELE
R, ‘BR 5 BR" NARTEEN . FalIERIREER I,
EFEARKANNERINCIE, LIRBE. BiA. =¥ Fwmd. (TEE) R
TIRGEZMNIFSMEITSI HZARKAE 900 FRHBEOZAMTSHFINE, RiEZF
Bl £BRMAIZANE . mffFm (k) (1994 F ) Fnabxd ARG
ERIEE, 2000 FEAIMESERE. TSR EIMEAI IR .

KEFIFWRZARF N WY 80 FALIKEFam, (KRUEARID) EamAY
PRERBITERSE. 80 FRAMEESZARBRIEZIEIMOSHSS,
FET AR “RE , REHEEFANIEITRENEE, SEER
BN RS SIEMN » SRS MR ABSRE. EISEM.
SKSHER. CESACSRFMECZIAEENETR, EXEFHERTEA
BILrIE. 88-890 F2XK, MR BEMSCHERASEENM TIH=EA
TFz=, BNRZTERNT FREMAEERR LTSRN AEHTEEE TI0E
. SERFIAMFRIERRL 2 B, (FEE) HIRBOEANFI. LIS, 75
BXE—ZFE, EFEBMOILER.

(&iE: B )






EXHIBITION HISTORY
One Hundred Layers of Ink

SELECTED SOLO EXHIBITIONS

2015

2011
2008

2001

1996
1995

1994

1992

1991
1990

1986

Early Works by Yang Jiechang: 100 Layers of Ink, Alisan Fine Art,
Hong Kong S.AR, China

Tale of the 11th Day, Galerie Jeanne Bucher, Paris, France
No-Shadow Kick, Shanghai Duolun Museum of Modern Art,
Shanghai, China

Enlightened Blackness: Ink Paintings by Yang Jiechang, Alisan Fine
Arts; University Museum and Art Gallery, University of Hong Kong,
Hong Kong S.AR, China

Double View, Galerie Jeanne Bucher, Paris, France

Chinese ink painting on paper, Galerie Jeanne Bucher, Paris, France
Solo exhibition, Galerie Samuel Lallouz, Montreal, Canada

Solo exhibition, Galerie Alice Pauli, Lausanne, Switzerland

Cut the Fingernails from My Body, Espace d'Art Contemporain Le
Faubourg, Strasbourg, France

Troisiéme demeure mondiale, Frankfurt, Germany

Solo exhibition, Gallery Turbulences, New York, U.S.A.

Works on Paper, Frith Street Gallery, London, UK.

Salon de Mars, booth of the Galerie Jeanne Bucher, Paris, France
Solo exhibition, Galerie Jeanne Bucher, Paris, France

Voyage au Mexique, Centro Cultural Arte Contemporaneo, Mexico
City, Mexico

The 9th Stars In The Galaxy, Central Park Gallery, Canton Artists
Association, Guangzhou, China

SELECTED GROUP EXHIBITIONS

2016
2013

Ink and the Mind, Ink Studio, Beijing, China
Ink Art: Past as Present in Contemporary China, The Metropolitan
Museum of Art, New York, U.S.A.

2007

2004

2001

2000
1999

1998

1997

1996

1995

1993

1992

1990
1989

The Origin of Dao: New Dimension in Chinese Contemporary Art,
Hong Kong Museum of Art, Hong Kong S.A.R, China
Metamorphosis: The Generation of Transformation in Chinese
Contemporary Art, Tampere Art Museum, Tampere, Finland

All under Heaven, Museum van Hedendaagse Kunst Antwerpen,
Antwerp, Belgium

Towards A New Image: 20 Years of Chinese Contemporary Art, The
National Art Museum of China, Bejing, China; The Shanghai Art
Museum, Shanghai, China; Sichuan Art Museum, Chengdu, China;
Guangdong Museum of Art, Guangzhou, China

1st Space for Contemporary Ink Work—China: 20 Years of Ink
Experiment 1980-2001, Guangdong Museum of Art, Guangzhou,
China

Centre de Refuge, Centre International de Poesie, Marseille, France
A Portrait, Agnes B. Gallery, New York, U.S.A.

Art in March—Legend 99, Nantou, Taiwan

ASIART 99—Biennale d’Arte contemporanea, Villa Croce Museum of
Contemporary Art, Genova, Italy

Les Magiciens de la Terre, Anina Nosei Gallery, New York, U.S.A.
Shanghai Biennale 1998, Shanghai Art Museum, Shanghai, China
In Between Limits, Sonje Museum of Contemporary Art, Kyongju,
South Korea

Uncertain Pleasure, Art Beatus Gallery, Vancouver, Canada
East-West, Heidelberger Kunstverein, Heidelberg, Germany
West-Ostliche Kontakte—Yang Jiechang, Young-Hyang Lee, Teruko
Hiramatsu, Heidelberger Kunstverein, Heidelberg, Germany
Silent Energy: New Art from China, The Museum of Modern Art,
Oxford, Oxford, UK.

Mao's Untamed Children, Museum ftr Kunsthandwerk, Frankfurt,
Germany

Looking for the Tree of Life—Journey to the Asian Contemporary Art,
Saitama Museum of Modern Art, Saitama, Japan

Chine demain pour hier, Pourrieres, France

Exhibition of Chinese Contemporary Art, National Art Museum of
China, Beijing, China

Les magiciens de la Terre, Centre Georges Pompidou, Paris, France

19



20

Ilk,_E

(

TEE) £5

FEN R

2015
201

2008
2001

1996

1995

1994

1992

1991

1990

1986

‘DECRIERE: TREE , ZEER, &8EIITEK, HE
‘“FETILFHW” , Jeanne Bucher BIEE , B2, i£E

‘T, EBZRIAEANE, BiE, FE

‘RWXE: mEeHLE , EEXFEAREYIE, ZEE,
EBEFATHX, FE

“WEME” , Jeanne Bucher BIEE, B2, ;XE
“BREROFEKE” , Jeanne Bucher BIEE, B2, jXE

ME, Samuel Lallouze EIEE, SFHIR, IIEX

MNE, Alice Pauli B, &%, st

“MFE_LBIER" |, Espace d'Art Contemporain Le Faubourg,
HTShEnE, &E

Troisi &€ me demeure mondiale, J£=5t&, 2E

&, Turbulences EiEE, A%, =HE

“REER” , BRKXEBEE, 03, HE

‘=B’ , Jeanne Bucher EIER, B2, jXE

N, Jeanne Bucher BIEE, B2, j&E

‘EFEIR , BRAXNEARFL, EFEE, EF0E
‘BEEURE" MR, TFEARNETRRERED, TN, FE

FEHRE

2016
2013

KESOLRT , EFER, R, FE
‘EESH: AUXBEMESMUKEERKE" | KEHIIE,

2007
2004

2001

2000
1999

1998

1997

1996

1995

1993

1992

1990
1989

21

22y, EE
RiE: PESNZARFES , EEZAE, E8EITHREK,
hE

‘Tl FEHRZAREEN—R , BREEANE, 1BREE, 5=
‘KT B5FEZER" , EFREIRZAREME, 5125,

EERIBS

‘BREEFE SR —TEIRFPEZARE” FEEANE, b=, 5
EBZEKIE, L8, hE, WIIEARE, k&8, FE, THREAKIE, M,

HE

‘HHE: LRIKE 205, JTREAE, TN, RE

Centre de Refuge, Centre International de Poesie, S%&, £H
“‘B1&” , Agnés B. BIEF, ALY, =E

NIVESR - B5F / ZRER , WNIEERZAN, @ik, 813

99 WMBRZEARNERE, ?&ﬁﬁﬂﬂ%ﬁ%ﬂiﬁ%’tﬁ, BRI, EAF
‘KB , Anina Nosei BIEs, HY,

‘BESIRE" 98 LIBNERE, LB3EARIE, J:,! HHE
‘IREZE , ES2IEZAREE, KN, &HE

‘FERTIRONUE: 90 FRIEAZAR |, HEZHEIE, iBa14%,

IIEX

‘R-T, BEEEARIDS, BEE, EE

West-Ostliche Kontakte—Yang Jiechang, Young-Hyang Lee,

Teruko Hiramatsu, BEEEAKN<, BEE, EE

SMEAILE” ﬁF?iIMtiﬂ? B, 42, &=E

‘BT FIZmEME, F=nRE, ZE
“RIWAEd: I /;J‘I‘Iéﬁzﬂtzﬁﬁ” IBEHRERE, IB5E,
SR

“ATHERAIPERX" , HRIMR, EE
PEMLZERE" , FEEAE, bR, PE
KHEAID |, ERHEBAZEARFL, B, EE



22

INTERVIEW EXCERPTS
Compiled by Craig Yee and Yang Fan

(The following excerpts have been edited slightly for accuracy and consistency)
EARLY BACKGROUND

I began studying how to use a calligraphy brush when I was very little; I
began writing with a calligraphy brush from as early as the age of three.
When I reached the age of fourteen, I began studying with a highly renowned
calligraphy master. After high school, I also apprenticed painting and
calligraphy at the factory I worked at, as well as mounting. [Erickson, 2012]

Before the Cultural Revolution, at 12 years old, I started to study bei [“steles,”
ie. calligraphic models in engraved metal and stone artifacts from China’s
early history, chiefly transmitted through ink rubbings] and tie [*model-
books,” i.e. calligraphic models in the classical tradition of Wang Xizhi, chiefly
transmitted through autographic works and woodblock-printed facsimiles].
My calligraphy teacher introduced me to Kang Youwei’s Extended Paired

Oars for the Book of Art, which had an enormous influence on me and on my
calligraphy. That is the single most important work on Chinese calligraphy.
Southern calligraphers had a big influence on Kang. They valued bei more
than tie because bei embodied a sense of [historical] distance; they are not
direct but rather have been weathered by the passage of time and transformed
by mounting. Because bei diverge from their written models, one can only
imagine and intuit the latter’s original appearances. In contrast, tie are black-
on-white facsimiles that enable one to study the original calligrapher’s every
brush movement very clearly. I prefer the “distant” kind of learning. [Huang &
Weng, 2007]

I first copied stelae on Mount Duo and Mount Tai by Li Si, the Prime Minister
of the Qin State, and then the Diamond Sutra on Mount Tai. After a while,

this felt pointless, and I asked to copy Ouyang Xun’s Jiuchenggong. Master Lin
disagreed, saying “Calligraphy [shufa] is to learn the method [fa] of writing [shu]
from writing. Sometimes it requires learning useless things.” I was stunned:
what did it mean to learn useless things? As time passed, these “useless things”
emerged from my inner self. [Liu, 2013]

FROM FIGURATION TO ABSTRACTION: 1978-1989

I belong to the first generation of students who attended China’s art
academies when they reopened after the Cultural Revolution. During the
Revolution, art was produced solely as political propaganda. It had to portray
human beings as healthy and positive—tall, big, glowing, and complete. By
the time the art academies reopened and started admitting students in the
late 1970s, applicants constantly practiced drawing heads of Liberation Army
soldiers, knowing that portraiture was a standard subject on the entrance
examination. [Li, 2015]

After graduating I stayed at the academy to teach. I was an instructor there
between 82 and ’89. This gave me the chance to reflect on myself and my art. I
gradually began to distance myself from my past figurative works. It was very
difficult to leave behind the realism we had been studying for years, even my
later purposefully abstract paintings contained many realist elements. [Yeung,
2015]

The work of the Ming-dynasty painter Xu Wei is very intriguing. He was
actually a mad man; he was mentally ill. His work reflects his personal
experience. Through the imagery of his paintings, I felt that this was an
alternative way to express life ... He only painted portions of his subjects, such
as his lotus flower and lotus leaf. I would zoom in on an even smaller portion
of the lotus leaf, and magnify that detail. This appeared as if it were an abstract
painting. But it wasn’t. I copied after an original work; it has a source and a
history. [Erickson, 2012]

When I magnified the detail of a lotus stem it naturally looked very abstract.
But for me it was still figurative. Ink art is always like that. The more I
painted the more excited and inspired I became, until I didn’t know if I
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was doing painting or calligraphy ... By the mid-80’s I was more mature. I

was no longer copying details from Bada and Xu Wei ... I discovered ... even

a few lines showing directions made an interesting composition. This was
how I developed the abstract ink works of the late 80’s. Still later I realized
these weren’t abstract, but all figurative in my mind. Whatever other people
thought, for me they were figurative because I could read them all. Sometimes
there’s a great distance between artist and work and between work and viewer.
I enjoy this distance, this kind of misreading. It’s where art comes alive. [Yeung,
2015]

In the 1980s, translations of many Western books of philosophy, theory,

and fiction were published in China. I read a lot about the East and West,
mechanics, religions, sex, philosophy, wars, novels, etc., but I felt that the
more I read, the more confused I became. My mind was very unsettled, so I
wanted to learn a method to calm myself through religion. A friend, Zang
Zhi, introduced me to a famous Zen temple—the Guangxiao Temple in
Guangzhou. At that time there were almost no pupils in the temple, and

no educated person would go there. I was annoyed by the hierarchy there,
because Buddha talked about equality, right? I fled after two weeks. At that
time my knowledge of Buddhism came from books by writers such as Suzuki
Daisetzu, who presented a philosophy that differs totally from Buddhism as
it was practiced at the temple. Not long after, I went to Chongxu Temple on
Mount Luofu and studied with Master Huang Tao. It was a place with very
beautiful scenery and fresh air. Nearby was Lin Biao’s villa. Master Huang was
bored and maybe lonely. He lived with one assistant in the big temple, so he
accepted me. I felt that I was taking advantage of them by boarding there, so I
started to restore some of the temple’s Qing-dynasty murals. I stayed there on
and off for two years mainly to talk to the master and restore the murals. [Li,
2015]

After I finished studying the Dao in 1986, Hou Hanru came back [from
Beijing]. Only from my conversations with him did I begin to understand
that [the ’85 movement] was huge and influential. I was not very interested in
the writings of Chinese art critics, many of which were conceptualized and
sloganistic. My whole mentality was one of wuwei erwei [“action through non-
action”], and so I preferred to work alone in my studio. [Huang & Weng, 2007]

I think research into the 85 New Wave phenomenon should start with
personal stories instead of concentrating on group activities initiated by
the idea of revolution. Artists found the energy to struggle with their art at
a time when they were not even able to feed themselves. When they were
able to make art, they had nowhere to show it, and so they piled it up in
the corners of their places. No one wanted their works, even as gifts. Artists
were very romantic, and they aspired to go beyond the self. I can name a
few who initiated the personal practices of the 85 New Wave: they include
Cai Guogiang, Chen Zhen, Chen Tong, myself, and Ding Yi. We weren’t a
collective and were not interested in organizing collectives. We all went
through very painful personal struggles. [Li, 2015]

In the 1980s I didn’t know anything about Mark Tobey or Japanese Zen
paintings. Artists in China didn’t have that kind of knowledge. When I
studied art history at school, modern art was missing from the curriculum. I
was surprised when people in Paris and New York said I was imitating Mark
Tobey and Robert Motherwell. I didn’t know about them. A journalist in
Oxford asked me if [ was imitating Kasimir Malevich. I didn’t even know
who Malevich was; I thought he was a fictional character—the driver in the
film Lenin in October. Tobey and Pollock got their inspiration from East Asian
art, adding some romanticism to it. When there is an artist from East Asia
doing something similar, it is interpreted as imitation. This is wrong. Why
not say those artists imitated me? There are Chinese artists of many different
generations, but our roots are ours, deep in the blood. [Li, 2015]

ONE HUNDRED LAYERS OF INK: 1989-1999

In 1989, I participated in the exhibition Magiciens de la Terre at the Centre
Georges Pompidou. I got there and saw that most of the people there were
famous painters and artists ... I took a look and thought: “I couldn’t simply
paint, it wouldn’t work if I were to paint traditional Chinese paintings.” On
the other hand, I couldn’t not paint, because they offered me residency with a
studio for over a month. I'd have to paint. [Erickson, 2012]

When I arrived in France I had only a brush with me ... Martina told me
how famous the other artists in Magiciens de la Terre were. My work would
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be shown next to Nam June Paik’s, and then there was Anselm Kiefer, Ilya
Kabakov, On Kawara, Alighiero Boetti, Sigmar Polke, Sarkis, and Jeff Wall was
not far away. I thought that if I showed abstract ink works, it would look as if
I was following a path initiated by other, better-known artists. My culture has
taught me that sometimes it is better to step back than to progress. In Paris I
was using brush, ink, and xuan paper not to paint but to express a notion of
action. Every day I repeated the process of applying layer upon layer of ink

to xuan paper after the previous layer had dried. When xuan paper is soaked
with ink, it deforms slightly. I applied about a hundred layers of ink so that
the paper was no longer flat and smooth, but wrinkled. The end result was not
painting but a record of my work over time. [Li, 2015]

I applied the ink on the same square day by day, as if I was writing my

diary. This was in April and May 1989. So many things did happen at that
time: the student movement in Beijing became a focus of world interest.
Simultaneously, the three Chinese artists taking part in the exhibition in Paris
became a focus, too. In my personal life, also many things happened: I married,
I received a residence permit for Germany, a visa for France, etc. Nevertheless,
in my work I used a very simple approach and concept. The painting process
itself became a kind of reflection on my personal life and history, as well as a
part of my self-cultivation. [Hansel, 2008]

Because this was an easy and general method—anyone could do it—just lay
down paint on top of the square I had initially drawn up, then always painting
according to the shape of that square. After the square was filled in, its shape
and outline would no longer be merely linear, because the way the ink seeped
onto the paper would differ each and every time. The resulting relation was
very subtle: never a clear and straight outline, and each time with more or less
ink seeping outside of the square’s frame. [Erickson, 2012]

In a month’s time, I had actually accumulated nearly a hundred layers of the
same color of ink. Then I found something interesting. It had altered; it was
no longer black. This is how One Hundred Layers of Ink came to be. [Erickson,
2014]

When I installed the works in the museum after one month of painting, I
felt that these were not flat two-dimensional paintings but actual three-

dimensional spaces. I therefore asked to hang the paintings in a distance to
the wall. I wished that the spectator and I could enter and participate into this
space, which was a realm of memory and history, personal memory and history,
but also of the history of my country, and who knows, of the Magiciens de la
Terre, too. [Hansel, 2008]

STARTING OVER

During my first revisit to China in 1994, I burnt all the works I made in the
1980s—from 1982 through 1988—which took an entire afternoon. This was

a result of my being dissatisfied with myself. There were some works that

I didn’t end up burning, left over from those that I had prepared for the
Pompidou exhibition Magiciens de la Terre. At the time, the works had been
detained by customs in Shenzhen. After I had burnt all of my other early ink
works, these works still remained. So I brought them with me on my way back
to BEurope. This was a disastrous ending. I find it quite alright though, as it
gave me the will to start over. [Erickson, 2012]

To help myself adjust to life in Europe, and to record and examine my
everyday experiences there, I spent ten years creating the Hundred Layers of Ink
series. Reviewing these works now, I realize that I was immersed in silence in
anticipating the arrival of another era. [Liu, 2013]

These works express a process of self-reflection and self-cultivation. I had
chosen to acclimatize myself in the new environment. My earlier works

are concerned with the question of how to deconstruct traditional Chinese
painting and calligraphy by using the very means of these disciplines. Yet in
Europe working on these questions that are specifically related to Chinese
culture did not make any sense ... I therefore returned to the basic elements
I had distilled during my process of deconstruction in China: the process of
applying ink, water, ink and paper itself; thus the Hundred Layers of Ink, a
monochrome black square, on which layers and layers of ink were applied,
appeared. [Hansel, 2008]

Hundred Layers of Ink records my perception of the world around, and my
introspection, too. In the late 1990s I started to change the Hundred Layers
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paintings. The works became somehow narrative as I included images of
elements and objects of my personal life, like for example my operation in
1969, or again the shape of my fingernails and my fingerprints. I called these
works “abstract objects.” [Hansel, 2008]

REPETITION AND ACCUMULATION

The technique of sanfan jiuran [“three layers of alum, nine layers of color”]

in traditional meticulous figurative painting [gongbi hua| requires you to

lay down the same shade of color repetitively in order to achieve the final
tonal effect. This training gave me a clear understanding how, in achieving
something, one may not reach the final goal with one mere gesture; rather,
one may require multiple layering over an extended time to arrive at the final
achievement. I use this understanding also in my work with just [monochrome]
brush and ink. [Erickson, 2012]

Repetition and accumulation are indeed very important practices in Chinese
culture, but there is no reason to refer them to the culture of socialism or
communism, as Westerners might be inclined to do. They have been used
for centuries in pictorial art. For example, repetition is very present in wash
drawing. The same gesture must be repeated over and over again, layer by
layer, to achieve the right degree of colored density. This mode of working
has become a habit with me but also a kind of precept: in order to create
something profound and different, the same gesture must be repeated
tirelessly again and again. [Frogier, 2011]

It is the same thing with accumulation; you cannot achieve anything at first
try, you have to accumulate acts and experiences. I love the calligraphies of
Japanese Zen monks written just before their death because they accumulate
in them all the experiences of a lifetime. My master of calligraphy taught me
that if you want to create good calligraphy, acquiring a good technique is
important of course but your writing must also be "old." You cannot rely only
on personal skill; you have to repeat and accumulate experiences. [Frogier,
2011]

So what I am doing today through repetition and accumulation has nothing
to do with a simple method or with the mastery of a technique for the sake

of technique. Repetition and accumulation have become necessary and
indispensable procedures for generating new forms, totally different from
previous ones. They allow me to engage in a permanent quest for "otherness,"
for difference, for new forms and so on, indefinitely. Obviously, painting is a
material thing. But what is even more important than the materiality of the
work, or the artist's name, are the relations that may grow up around the work
and through it. Accumulation and repetition, far from being mere surface
techniques, are truly fundamental to the creation of novel forms. [Frogier,
2011]

Take something that’s wrong as an example, if you kept doing it wrong,
utterly and totally wrong, it would alter, it would adjust into something very
harmonic and no longer necessarily wrong. If I kept on adding black, kept

on painting, it might eventually become un-black and might rather become
white, because there is light to it. Therefore, I utilize this extreme style and
allow it to give birth to something starkly opposite. Just as Hundred Layers of
Ink did. After I put down the ink repeatedly for a hundred times, the ink was
no longer black. Many things in life are the same as this. So long as you persist
and repeat, persist and repeat, good results will eventually emerge. It might get
boring, but that doesn’t matter. It’s worth a try, to continuously persist, and
persist on. [Erickson, 2012]

CALLIGRAPHY

Learning calligraphy requires the mastery of gesture and form through a
process of meticulous acts of repetition. [Frogier, 2011]

My calligraphy teacher often said: “you can’t rush it with calligraphy, it is a
lifetime endeavor.” When I was 14 and practicing calligraphy, I had always
hoped to see accomplishment the very next day, to have people compliment
how well my characters were written. The teacher would say: “The written
characters need to be aged, they need time.” There are two layers to what he
meant by “aged.” The first is time, and the second is the brushstroke. [Erickson,
2012]

Calligraphy is writing, and writing is real. It is intimate and spiritual. This is
why I love the calligraphy brush so very much, as it is such, with it you cannot
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hide anything, and you cannot lie about anything. [Erickson, 2012]

I think calligraphy is mysterious, smart, and concrete—just like Chinese
characters. There is energy in each character, and this point is rarely discussed.
Foreigners think calligraphy is abstract because they don’t understand the
meaning of the scripts. For us, the character for “wood” is represented by a
tree /X, the character for “person” is a man walking A\ —they are pictograms.
When I write a person’s name, this person seems to live under the brush—it’s
very concrete. I never think of calligraphy as abstract. Even if I write cursive
scripts in the style of Zhang Xu or Huaisu, they are still concrete and legible.
[Li, 2015]

In calligraphy, there are lots of rules—we call them methods [fa]. The methods
can be compared to world views. I think the brush is very interesting in that

it is inexpensive, however, it can add value to your life as long as you master
calligraphy over time. By practicing calligraphy, you can control your life in its
different stages and improve your judgment. You even learn about aesthetics
through writing the strokes. I think Joseph Beuys’s statement “Everyone who
thinks of himself as an artist is an artist,” can be revised, “Everyone is an artist
as long as he or she holds a brush.” [Li, 2015]

The calligraphy brush will guide a person. Many literati and artists are
extremely precise about their adoption of a brush manner, because the brush
speaks for one’s temperaments and characteristics ... This is why the literati say
“reading,” rather than “viewing,” a painting. “Reading” means contemplating
and interpreting the heart and soul within one’s work. Ink work is therefore
highly conceptual. [Erickson, 2012]

Today, people have no time to pick this brush up, as the brush requires time.
People of today cannot even write, due to the computer, which shows you how
to write the characters as soon as you press the button. This is very dangerous.
This is a time during which the significance of the calligraphy brush should

be further emphasized, because we cannot lose that which speaks for our soul.
[Erickson, 2012]

Calligraphy is not so much an ancient art form as an everyday tool of
communication. This tool has gained an additional significance in the
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information age: it forces people, especially children, to slow down their lives
and gives them space to express themselves. I'm all for computers; my whole
family uses them. What I mean is that we should turn these two tools into a
double-edged sword fit for the Chinese. If you can write calligraphy, you have
a tool that will serve you for life, and your ink traces will become a form of
memory and family wealth. [Liu, 2013]

REVERSAL & FAILURE

I’ve had this tendency since I was little, I would observe things and not from
an angle that’s aligned to the regular way of thinking. I also never followed
any trend. This was rather beneficial tendency to my overall life. I always
hoped to see the flip side of things and would always try and turn things
upside down, which became a habit. [Erickson, 2012]

I don’t believe very much in correct thinking. The education I received

as a child preached correct thinking, always hoping for the beautiful and
wonderful. But every time as I followed the correct thinking, every time as I
did my best, I would find that I had been deceived, I was always deceived by
others. So I thought okay, I'm going to stop believing in correct thinking, I'd
like to see what is on the flipside of correct thinking. Seeing from the flipside,
I was actually able to find something rather different. Decades of calligraphy
training formed my worldview and cultivated my philosophy. After all, it was
the training of the calligraphy brush that helped me achieve this. [Erickson,
2012]

Every person has a different way to engage in artistic creation. I myself often
choose wrong, non-mainstream, or even non-artistic ways. To generate and
accept chaos and contradiction, to create art with errors and failures—this
rescues me from habit and inertia. As an artist, I often work in a state of
madness. Looking at my work on the next day, I think to myself, wow, how did
I manage to paint something so nice! But it’s never possible to repeat the feat
purposefully. Calligraphy is a very cool thing. At the moment, a first stroke is
committed to paper, it’s also the last. There’s no way to change it. Errors and
failures are part of the normal process, and to emerge from them is a skill. [Liu,
2013]
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FLOW

..when I paint I sweat heavily, because my entire being and energy are all
channeled into the lines that come through the tip of the brush as well as the
brush’s every hair. My whole body would enter into a trance led by my mental
process, such that I grew a need for increasingly larger scale papers. Rather
than sitting afar from the paper, I want to directly walk onto it. Moreover, I
don’t like to consider too much when I paint. Many would work through a

set of considerations before painting. When I paint, I allow myself to enter
directly into an altered psychic state. This is something embarrassing to reveal,
actually. [Erickson, 2012]

Once you enter into a work and a creative moment, your skill is gone, so are
your thoughts—this can be very interesting. The work you create surely carries
within it your experience and training. On the other hand, new possibilities
emerge when you forget about your skill and abandon any thoughts at all,
when you are in an altered psychic state. It’s fine if you don't like what you
made, simply paint over it and start again. If you do like the work, you would
look at the work everyday and ponder how you created it. Certainly, there are
artists who rely on drugs and alcohol to achieve this state. There are effective
examples of this kind. But I think it is too dangerous and harmful to my
health; it’s also a short-lived effect. Using another method to enter into this
kind of trance state, however, might be completely harmless to the health, or
might be even be beneficial. I am a bit of this other method—through certain
martial arts practice to enter into a trance, to make art. I can come right out of
that state when I “wake up” again. [Erickson, 2012]

SKILL, CONCEPT, AND HEART

If you simplify the style, the concept would then come out more. Sometimes
skill-related matters could distract you from the conceptual, this is why skill
is not always an advantageous concern. I therefore tend to emphasize the
content of my ink painting, my art, and I try my best to show that my skill

is simplifying, or even wrong, but my concepts are right. This is the best
outcome. [Erickson, 2012]

..y process of creation is not based on philosophical theories. I react in a
very instinctive and personal manner to the international political situation.
Creating from a theory or a concept is ineffective in my opinion. When I was
a student I tried to work in that way, but I always ended up producing things
that were illustrations of someone else's ideas. So I now prefer to go in the
opposite direction: I start from what is ambiguous, inchoate or erroneous in
experience, in order to arrive at a form that may in the end pose a question or
a concept. [Frogier, 2011]

Contemporary art is stymied by too much philosophy and too many concepts.
It becomes an all-encompassing and inescapable thing. Art should come more
from the heart. Traditional literati brush arts were more about mind and
spirit. It’s better to develop ink art through the spirit than through concepts.
Every educated person has a worldview and enough ideas. What’s lacking is
spirit. I find my way in tradition, in the heart--a way to the future and the
contemporary. In my career of the past few decades, I have always found my
contemporaneity in the literati tradition. [Yeung, 2015]

TRADITION AND THE CONTEMPORARY USE OF INK

I feel that the key is not the medium; the key is that the way you live and the
way you are must be contemporary—independent and unbound, in order to
possess a contemporaneity, which in turn enables you to make contemporary
art. [Erickson, 2012]

Lin Yong once said, “Traditional Chinese painting, when put besides oil
painting, cannot show its power.” This was based on formalist considerations.
He did not consider tradition beyond its formalist appearance and did not
excavate its substance. If we excavate [the power of tradition] on a spiritual
level, it won’t seem inferior. So I chose another path: seeking from the
tradition contemporary concepts and a contemporary spiritual sense. [Huang
& Weng, 2007]

Brush, xuan paper and ink are, of course, very Chinese, but I use other media,
too. Form is not the most important to me; anything can be used in conceptual
art. I use these materials out of habit, because I've been using them since I was
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twelve years old. When I pick up a brush, I don't have to think about form;

I can focus on concept and feeling. Tradition is not old-fashioned. So don't

be shy or afraid to be called backward by using tradition. The '85 New Wave
movement, but also already the New Culture movement advocated by people
like Lu Xun led Chinese culture to a distorted, or even evil direction. Their
attitude towards tradition was "sweeping it away with a machine gun." I am
working in a direction diametrically opposed to their position. There's nothing
wrong with the legacy of the ancestors. [Yen, 2006]

Contemporary artists in China were deeply affected by the May Fourth
Movement at the beginning of the 20th century, i.e. by a group of artists who,
under intense ideological and historical pressures, cultivated and incited an
attitude of radical rejection of the past. If this movement was understandable
in the political context of the time, today we are experiencing a very different
attitude of rejection, a kind of condescension mixed with guilt and an
exclusive interest in whatever is new and contemporary and global. [Frogier,
2011]

I have never considered historical consciousness to be a retrograde attitude. It
has always seemed to me that artists must take responsibility for history while
transcending it. I have never put much faith in those contemporary artists of
globalization who think that they are creating something new by making a
tabula rasa of the past or who think that they are innovating when all they are
actually doing is reproducing identical forms and messages. [Frogier, 2011]

..l am a nomad. My calligraphy brush should not have belonged here. From

a more normative perspective, my brush should be applied in Guangdong,

or Hong Kong, Taiwan, or China, as these are regions more accustomed

to this kind of culture and aesthetics. I travelled here by chance and due

to circumstances, and I thought I might as well give it a try in this highly
discordant life and relation, to try and find a workable angle. This is called
pulling away—throwing away what used to be habitual, jumping out of it and
building something else, and this is how civilization progresses. [Erickson,
2012]

DAO

... I like the idea of wuwei erwei [“action through non-action”] in Daoist
thought—one appears not to be doing anything, but things happen. I like the
“lived Confucianism” of people like Zeng Guofan. He was always learning
from books, but when faced with catastrophe he could also apply the
knowledge gained from them in the real world. [Huang & Weng, 2007]

... I always like to find possibilities in mistakes. I prefer Daoist thought and
Laozi’s philosophy. The Laozi’s opening line is “A way that can be spoken is
not the Eternal Way” [daokedao, feichangdao]. However, I parse it as three
parts, not two: daoke, daofei, changdao. It means acceptable and unacceptable
things are both normal. There’s no good or bad. If you are true to your heart
you’ll express something valuable. I don’t believe in the binary of good versus
evil. My worldview is Laozi’s idea that “three beget the myriad things” (sansheng
wanwu). When you have three, the world is normal and complete. In a binary
worldview, the world is flat and abstract. When you have three, the world
gains body and myriad things, like a kaleidoscope. Then it becomes real. [Yeung,
2015]

I studied the Dao, not Daoism. But as you know, if you talk about it, the Dao
disappears. Yet, you still have to talk about it. My experience with the Dao
dates from the early 1980s. At the time, I was rather confused. I had read so
many books on Western and Eastern philosophy. Like many of my generation
I starved for knowledge and ideas. I therefore felt that I had to achieve a
clearer and calmer state of mind ... I went to the Daoist temple Chongxu

Guan on Mount Luofu. Here the author of the Baopuzi, the Daoist Ge Hong,
had dwelled. I made the acquaintance of the Daoist abbot Huang Tao. From
1984 to 1986 I spent most of my time in the temple ... I wanted so much to
learn something about the Dao, but the abbot never taught me anything.
Everything, every experience, all knowledge and understanding had to be made
by myself. Is there a more autonomous and individual approach? Actually, the
abbot was the only teacher I ever had who didn't teach me anything. But with
time I understood that his teaching, his way of teaching, was the biggest lesson
I have ever received. This is Dao. I had found myself. [Hansel, 2008]

Looking at Abbot Huang Tao's way of working and organizing, how he was
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rebuilding the Temple, and how he recuperated the earliest Daoist Temple
from the Chinese Government to restore it, I learned the importance of
participation and mingling. The understanding of the individual and of
autonomy that I had received from Abbot Huang Tao however incited me not
to mingle with group movements, such as the 85 Movement. He helped me to
understand that the individual and the world, the individual and the universe
are equal. They are the same. [Hansel, 2008]

Now, after nearly thirty years, I still revisit the thoughts he instigated in my
mind. He certainly never thought about how to teach me ... He accepted me
but did not offer me more than his acceptance. I think considering the concept
of non-doing, he really understood the Dao. For someone who has read and
studied as much as I did, his attitude opened a large space of imagination.

His teachings had no form, but exactly because of this his teachings are still
relevant to me today. I believe this kind of imagination and undefined open
space is crucial. Of course, all the philosophical concepts you mentioned are
interesting, but I think experience here is more important. Besides I am more
attracted by images. I have worked with images for a long time. The Hundred
Layers of Ink can express the teachings I received from Abbot Huang Tao.
After my experience with him, I began to discard the books and names of
philosophers and artists I had studied and admired. They have a concrete form
one can investigate. For me this kind of analytical approach is smaller than
the formless and shapeless Dao that I had learnt about while staying with my
master. [Hansel, 2008]
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MATERIALS AND PROCESS
Craig Yee

CONCEPT | The apparent disparity between the Chinese title of the series, Qian
ceng mo, which translates literally to "one thousand layers of ink," and the
English title, One Hundred Layers of Ink, reflects the two languages' different
approaches to numerical approximation. “One thousand’ is more rich, more
cultural, more traditional ... the Chinese language is more fantastic,” says Yang.
In reality, the paintings each contain between thirty or forty layers of ink.
While a mere ten layers would not create an adequate depth of blackness, one
thousand layers would not have been financially viable, especially given the

immense sizes of the early works.

MATERIALS | The materials of the One Hundred Layers of Ink series have been a
matter of confusion They are described in different ways, from the incomplete
“ink on xuan paper and gauze” to the inaccurate “ink and acrylic on paper
laid down on canvas.” During our interview with the artist in his Paris studio,
Yang describes the materials thus: primarily ink on xuan paper and gauze,
later mounted on canvas; secondarily glue, alum, and natural materials such as
water, earth, and other organic elements for color.

Alum, a salt employed by Song- and Yuan-dynasty painters to modulate the
absorbency of paper and facilitate the layering of ink and other pigments, is
an important element in the series but left out of almost every account of its
materials. Depending upon the wetness of the ink and paper, the alum absorbs
different amounts of ink and thus creates varied visual effects, including a
distinctive crackling of the dried ink surface. On works with alum, Yang says,
“you cannot copy [them] because usually you don’t know” if the alum is added
“when they are dry [or] when they are wet.”

Yang cannot control the passage of time, but he does impress upon his
paintings a synthesized quality of aging. His many layered washes of ink carry
in them the wetting and drying of a century of rains, his use of organic and
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natural materials, such as medicinal herbs, dirt and urine, patinas his ink with
a range of earthen tones.

REFLECTIVITY | Traditional ink consists of carbon in the form soot granules
suspended in a solution of water and an organic, animal-based glue. The soot
particles are matte (non-reflective black), whereas the glue is transparent and
reflective; the two together produce a reflective black and, when layered thirty
or more times as in the canonical One Hundred Layers of Ink works, produces
a deep glossy surface that reflects so much light that it photographs white.
Yang modulates the reflectiveness between figure and ground in these works
by layering ink and glue though both addition (i.e. layering with brush) and
subtraction (i.e. stripping with water).

TEXTURE | The texture in Yang’s One Hundred Layers of Ink series is the result of
both deliberate actions and natural processes. When ink is applied on multiple
layers of xuan paper and then dries, the paper surface wrinkles. When ink is
applied and dried repeatedly, these effects accrete to form a rich topology of
creases and folds. This is the converse of the traditional process of wetting
and remounting a work on paper: instead of producing a smooth surface,
Yang aims to preserve and compound these wrinkles and creases to generate a
distinctive topology and texture.

After setting up his studio in Paris, Yang collaged the un-exhibited works that
he had created for Magiciens de la Terre into the first-generation One Hundred
Layers of Ink works, incorporating the former's layers of gauze and paper

into his accretive practice. Since then, Yang has purposely employed gauze
and paper in addition to ink and glue, and a correspondingly wide range of
actions, including cutting, folding, crinkling, crumpling, wadding, flattening,
stretching, turning, and opening layers of paper and gauze.

MOUNTING | Xuan paper is the native ground for ink, its absorptive qualities
capturing every nuance of the brush. This is the medium that Yang Jiechang
mastered over many years of rigorous training, which included studying
traditional mounting techniques. Due to xuan paper’s fragility, a Chinese

painting is typically mounted on a base of paper or of silk and paper sturdy
enough for display as a hanging scroll, handscroll, or album leaf. Because
xuan paper becomes thin and fragile after being wetted and dried many times
in the One Hundred Layers series, Yang employs two methods to stabilize it.
To achieve the monumental scale demandesd by the setting of Magiciens de
la Terre, he used gauze to back his xuan paper ground and then backed this
layered assemblage again with linen canvas. This improvised combination of
traditional Chinese and traditional European mounting processes afforded
him both the absorptive properties of xuan paper and the scale and durability
of stretched linen canvas. Yang thus remedies both conservation and mounting
issues related to the fabrication and display of contemporary works of ink on

paper.
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Early Abstractions (1982-1983)
BHRimskE (1982-83)

After graduating from the Guangzhou Academy of Art, Yang Jiechang set out explore
the contemporary creative possibilities for Chinese calligraphy and ink painting. “...

I tried to think of a way to liberate myself, as in, finding an alternative way to paint.”
[Erickson, 2012]

Yang was rigorously trained in the calligraphy of the Epigraphic School, which took
as its models inscriptions of stone stelae and metal vessels. Yang began his own formal
study of calligraphy by copying the monumental cliffside inscription of the Diamond
Sutra on Mount Tai. In the untitled works (cat. 1-6) he deconstructs Oracle Bone and
seal-script characters and reconstitutes their elements into abstract figures, situating
them on a traditional untouched ground or an emergent ink field.

Alongside these calligraphic deconstructions, Yang also experiments with semi-abstract
forms: vertical bodies side-by-side (cat. 6); hovering squares and rectangles (cats. 7, 8, 9);

and a two-legged form resembling an animal or a ritual bronze vessel (cat. 10). Although
to us these works may appear abstract, for Yang “... they were figurative because I could
read them all.” [Yeung, 2015]

Somewhere between abstract and figurative, these early forms define the lexicon that
Yang would develop throughout the next twenty years.

MIMEARZ RS, HEETFRIZRERBERSARTRES. “FRrmEER— 1%
BAFEBRMES, METEBREMMN (BXENK) BiEkEE, " [T, 2012)
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8. 9) , H—MPHBREAEIYZILEE (1ER10) » XERLIHSRIMERNFERRAMS,
“MATTSRESR, RAE—EHERECRE. " K, 2015]

XENFESSMRZENER, FZER 20 FHEMRRMIARE .
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O1

Untitled

p v
1983 | Ink, xuan paper £ , E4% | 67 x 66.5 cm [YIC_087]

02

Untitled

TorR
1983 | Ink, xuan paper £ , §4% | 67 x 66.5 cm [YIC_091]
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O3

Untitled

p v
1983 | Ink, xuan paper £ , E4% | 67 x 66.5 cm [YJC_092]

04

Untitled

TorR
1983 | Ink, xuan paper £ , E4% | 67 x 66.5 cm [YIC_140]
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O5

Untitled

p v
1983 | Ink, xuan paper £ , §4% | 67 x 66.5 cm [YIC_139]

06

Untitled

TorR
1983 | Ink, xuan paper £ , §4% | 77.5 x 63 cm [YIC_089]
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07

Untitled

p v
1983 | Ink, xuan paper £ , B4 | 67 x 66.5 cm [YIC_141]

03

Untitled

TorR
1983 | Ink, xuan paper £ , 4% | 67 x 66.5 cm [YJC_090]
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09

Untitled

p v
1983 | Ink, xuan paper £ , E4% | 67 x 66.5 cm [YJC_088]

10

Untitled

TorR
1983 | Ink, xuan paper £ , §4% | 67 x 66.5 cm [YJC_093]
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Pre-figurations of One Hundred Layers of Ink (1984-1987)
(FEZ) ai5 (1984-1987)

In 1984-1986 Yang lived part-time with Daoist Master Huang Tao at the Chongxu
Temple on Mount Loufu while restoring murals there. Master Huang did not teach
him anything explicit, but Yang left with a burgeoning sense of achieving individual
autonomy through the Daoist notion of “action through non-action” (wuwei erwei).
Daoist philosophy also inspired in Yang a new attitude towards self-expression and
artistic creation.

Yang’s works grew in scale and conceptual sophistication. In The Wind Rises as the Sun
Sets (cat. 11) Yang distills a poetic scenario into an ideograph. Ner (cat. 12) simulates
the movements and energy of soccer and gives visual form to the literati idea of brush
line as index of action in time and space. One Hundred Layers of Calligraphy (cat. 13)
manifests Yang’s understanding of calligraphy as a practice of repeated action.

The Way Possible and Impossible (cat. 14) articulates a Daoist idea crucial in both his
life and his artistic practice: that tension between conceptual opposites generates the
infinite richness of reality. This idea is encapsulated also by the duality between the
self-contained “uncarved block” of Ink Square (cat. 15) and the explosive Untitled (cat.
16). In these works we witness the emergence, from inchoate ink ground, of a solid
black mass whose implied volume anticipates One Hundred Layers of Ink.

Note: In 1994, Yang Jiechang returned to his studio in Foshan and burned all of his
early works from the 1980’s, except for those he kept with him in Europe and those
that had been detained by Shenzhen customs in 1988. In all, no more than sixty odd
works survive from this early period.

1984 - 86 F, MIECEZZLAAENMEEER "FE"  BRARAEREMTERA,
fBEDNRIR “TERMA” RIERMEH, RBLOREIN R EEHIERK . BREBWSHE
RTZRFYERFANZACWERIHBE .

LA FRERIBIIMSHIEZME EEEMER. (REAT) (fFm 1) & “REATFFHEE
RO EHIRIRIRIG N B ERAIMSREE . (M) (1FR12) RILEHD Lo, REEATRRY,
DISSFICRI=HH9aE, SYABERTINESWSMEHRIE, (FEH) (1FR13) NEHR
PRSP HTEERIENE .

(PIdEE) (1R 14) NS ANBRBENEZREWFNEEEXEZNERTS— “=£7% .
ERERINLSTNE (75 ) (1ESR15) eIl —BE, EFEWASERNBEFER, E2EM (F)
(1ER16) R (FREE) 59, B THE—PSER . BREGETARA—FMENIIER. BR
EFEARSIETTER.

&t 1994 F, HECER TEHWLNTIES, KT 80 FRANEARRIER, REERMN
1988 FAERYIBXBINBIIBOFRIEUET, HARBHFRSHDTF 6018,
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11

The Wind Rises as the Sun Sets
RKEBTF

1984 | Ink, xuan paper £ , §4% | 187.5 X 107.5 cm [YJC_110]
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Net

1984 | Ink, xuan paper £ , 4% | 123 x 246 cm [YJC_094]
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13

One Hundred Layers of Calligraphy
FiEH

1986 | Ink, xuan paper, damask silk £ , §4% , 5% | 158.5 x 176 cm [YIC_109]
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14

The Way Possible and Impossible
CIE[SC]

1987 | Ink, xuan paper £ , §4% | 134.5 x 67 cm [YIC_086]
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15

Ink Square

Sy

1987 | Ink, xuan paper £ , 84§ | 67.5 x 67.5cm [YJC_084]
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16

Untitled

=|
p v
1987 | Ink,xuan paper £ , E4% | 183 x 99 cm [YJC_103]
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17

Untitled

=]
p v
1986 | Ink, xuan paper £ , §4% [ 183 x 99 cm [YJC_1m1]
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18

Untitled

=]
p v
1986 | Ink, xuan paper £ , 4% [ 183 x 99 cm [YJC_112]
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Studies for Les Magiciens de la Terre (1988-89)
(KitbEAYF ) @ (1988-89 )

In 1987, French curator Jean-Hubert Martin visited in Yang Jiechang in his work space
and selected his monumental and immersive ink deconstructions for Magiciens de la
Terre, considered the first truly transnational exhibitions of contemporary art. Yang was
one of three artists from China who would participate.

As Yang crossed the Shenzhen border en route to Europe, the works that Martin
selected were detained by Chinese customs, and he traveled to Europe with only his
brushes. In Heidelberg with art historian Martina Koppel, Yang decided to execute
completely new works for the exhibition. He made sketches using the one medium he
had access to: soy sauce. The resulting studies (cat. 19) document the incipient forms
that will be realized in One Hundred of Layer of Ink.

In April, the Pompidou Center secured for Yang a spacious, naturally-lit studio in the
Grande Halle de la Villete. With the help of curator Fei Dawei and with funds provided
by the Pompidou, Yang arranged for large quantities of ink and paper to be brought
from China to Paris. At once compelled to create and uncertain how to proceed, he
developed his ideas for Magiciens de la Terre in a set of six ink sketches on xuan paper
(cat. 20).

1987 &, FEEEALL - FIUR - BRASMTHIESHICIENG, FEEEERBETIUKE
FmZ5 1989 F49 (REAIN) BE . ZREMANEE M HEIEBEN EHBEMESAZAR
W MESFINEFEN=NEZERRZ—S5HF,

SRAPMERAMFRIERYIAREEXIER . HESNX “BH—XEE" RKIWMN, REEHO)
FEREFm. UXBRRRH—EmCR T (FEE) RISRIEE (/FFR19) .

89 FA, ERMEARTIONELH T EFEN TR . EREAZKNIIREEIFBERAL T
HZRENT, MEENFEWAKRSLIFTE . HTETAOHFRFINIRRI AT, MESH
FETRIRKEER (fFm20) .
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19

Soy Sauce Paintings 1-4
5 iHE 1-4

1988 | Soy sauce, paper & , 4% | 37.5 x 30.5cm

Soy Sauce Painting 1 &ifE 1 [YIC 131]

Soy Sauce Painting 3 #ifiE 3 [Y)C_125]

Soy Sauce Painting 2 5iHiE] 2 [YJC 130]

Soy Sauce Painting 4 #iHiE 4 [YIC 134]

@ & & & & & # & F & 8 & & 8 B & & B B 8 B F B @

il

@ F ® BB RREREEEFREEER

LN R I B N B B B R D D B B B R

* ¥ @

Ll I G e BeR

i & & & & & 8 F F BB B ¥ W

¥ & F. 8 & % 0 R B BB
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19

Soy Sauce Paintings 5-8
= iHE 5-8

1988 | Soy sauce, paper & , 4% | 37.5 x 30.5cm

Soy Sauce Painting 5 /B 5 [YJC_129]

Soy Sauce Painting 7 #if®E 7 [YJC_123]

Soy Sauce Painting 6 EiHiE 6 [YIC_126]

Soy Sauce Painting 8 #HE 8 [YJC_127]

BB W AR R RS R R R R R B B

e
g

s |

@ @ & & & & & & & & & B B B B B B B B @ 8B BN * & B F @
-
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@ B F § & B 8 8 B B & B B B B NSRS RN

:
"

o O @ @ @ @ ® & ® @ @ @ & & 8 & 8 8 @ 8 ® 8 8 & 8 R R R OB R R R R RSN SRR RS
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19

& b & BFEEEEREEE

& 8 & & & & F & @ & & & @ F 8 B B & BB B W
-

# & @ @ @ @ B W B 8 W B ® F B B B B 5 8 & @ 8 B % & & B 8 F B F S S F B F R R W
" % B W a L B B

@ @ & & & & §F 8 @

Soy Sauce Paintings 9-12

=iHE 9-12

1988 | Soy sauce, paper & , 4% | 37.5 x 30.5cm

-

.
e ——
T

& @ ® @ @ @ @ & # & & B & & ® 8 8 F B F BB W W

kS

% & @& & & & & ® & & & & & & & & & & & & F F »

Soy Sauce Painting 9 #iHiE 9 [YJC 128]

Soy Sauce Painting 10 #3iE 10 [YIC 124]
Soy Sauce Painting 11 #iHE 11 [YIC 132]

Soy Sauce Painting 12 #iHiE 12 [YIC_135]
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20 Sketches for Les Magiciens de la Terre 20 Sketches for Les Magiciens de la Terre
(KHEEARYD ) EFE (KHEEARYD ) B

1989 | Ink, xuan paper £ , B4% | 29.7 x 21 cm (set of 6) [YJC_118] 1989 | Ink, xuan paper £ , B4% | 29.7 x 21 cm (set of 6) [YJC_118]
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20 Sketches for Les Magiciens de la Terre 20 Sketches for Les Magiciens de la Terre
(KHEEARYD ) EFE (KHEEARYD ) B

1989 | Ink, xuan paper £ , B4% | 29.7 x 21 cm (set of 6) [YJC_118] 1989 | Ink, xuan paper £ , B4% | 29.7 x 21 cm (set of 6) [YJC_118]
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20 Sketches for Les Magiciens de la Terre 20 Sketches for Les Magiciens de la Terre
(KHEEARYD ) EFE (KHEEARYD ) B

1989 | Ink, xuan paper £ , B4% | 29.7 x 21 cm (set of 6) [YJC_118] 1989 | Ink, xuan paper £ , B4% | 29.7 x 21 cm (set of 6) [YJC_118]
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One Hundred Layers of Ink: Genesis (1989-1990)
(FE=) #9iE&E (1989-1990)

In Magiciens de la Terre, Yang Jiechang was assigned a space surrounded by those of
prominent artists such as Anselm Kiefer (German, b. 1945), Ilya Kabakov (American;
b. 1933, Ukraine), Sigmar Polke (German, 1941-2010), Jeff Wall (Canadian, b. 1946),
Alighiero Boetti (Italian, 1940-1994), and Nam June Paik (Korean-American, 1932-
2006). In search of a language that could cross national and cultural boundaries,
Yang drew upon concepts that he had explored in his deconstructions of the Chinese
ink tradition: brushwork as an index of action in time and space; calligraphy as a
cultivation practice of repeated action; the square as a ground from which form and
being emerge.

With access to unlimited materials and space for the first time, Yang spread out his
paper and began applying layer after layer of ink with his calligraphic brush in the
iconic rectilinear form. Some of the works were massive—as much almost 4 meters in
height and 2.5 meters in width. In the end, four works were included in the exhibition;
the remaining ten he folded up and took with him to Heidelberg.

In 1990, he set up a studio in Paris and brought these ten works with him. Unable to
continuing working at a monumental scale, Yang broke down and reconstituted them
into works of more modest sizes, including Monochrome (cat. 24) Monochrome Horizontal
(cat. 22), and Monochrome Vertical (cat. 23), all matte black and set against blank xuan
paper. Here Yang layers not just with ink and glue but also with paper and gauze, which
he previously used to back his xuan paper. He expands his range of actions beyond
layering to cutting, collaging, crinkling, crumpling, folding, and stretching, all of which
he will subsequently employ throughout the One Hundred Layers of Ink series. This
expanded repertoire results in denser textures and more complex surfaces.

A Feudal Vassal’s Jade Tablet (cat. 21) returns to monumental scale of the Magicien de la
Terre works and to the archaeological forms seen already in his Europe sketches (cats.

19-4, 19-6, 19-10).

£ (KUEARD) B, HESIHFRUESSTE/RE - 2%, FRT - RERK. FEEE - K
IRTE. ANK RR. WEART - RIENERESERZARRABIE . BHUKELEFERHEMT
WFRRAIME: AERBLSCEINT=HRTE), LUERFARENER, EREFNTEERLE
EEHBAIEE .

IEFFFRIERISK DISEEESN . —LER(FRSIEA 4K, Bk 2.5 K, RS EAMIEFmI,
HRTIR(FRREGRETEERE,

1990 &, M HIB(EmHENZ TERFH TIFE . HT=EIRS, tXLEmoFEREN
PFEESH L, SIEHRIBR/IER,, W (EBA) (FR24) . (BE#E) (fFm22) (R
BE) (fFm23) . (FEE) RIEMALLTFENRAOBM, EINTABKFNLE, LIRITIE.
FE B IREMERESHFE, e T EFSHIIETERERRK.

(aEE) (FR21) B3 (RUEARN) (FRIERTHERTRESER (1Fm 19-4.
19-6. 19-10) .
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A Feudal Vassal's Jade Tablet
FLESES

1989-90 | Ink, gauze, xuan paper 22 , #b#5 |, 4% | 305 x 215 cm [YIC_096]

21
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22

Monochrome Horizontal

EBE

1989-90 | Ink, gauze, xuan paper £ , 205 | 4%
140 X190 cm [YJC_083]

13
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23

Monochrome Vertical

RS

1989-90 | Ink, gauze, xuan paper £ , b7 , 4% | 190 x 130 cm [YJC_101]

115
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Monochrome

A

1989-90 | Ink, gauze, xuan paper £ , 2075 , E4% | 220 x 150 cm [YJC_100]

24
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One Hundred Layers of Ink: Installation-Scaled Works

(FEE£) : KEXERFm

The initial realization of the One Hundred Layers of Ink series was as an immersive
installation—“not flat two-dimensional paintings but actual three-dimensional spaces ...
a realm of memory and history” [Hansel, 2008]. Having refined his methods and forms,
Yang returns to the scale of immersive installation in the Traveling in Mexico series (cats.
25, 26, 27), created in in Mexico in 1990. Aside from the four Magiciens works and Pour
Hier, also completed in 1990, only a handful other works reach this scale.

White Ink (cat. 28) from 1992 breaks from the canonical square and presents an organic
form engulfed in a fragmented field. The artist layers ink so densely that the resultant
reflective surface appears white against the matte black ground. Yang muses, “After I
put down the ink repeatedly for a hundred times, the ink was no longer black. Many
things in life are the same as this. So long as you persist and repeat, persist and repeat,
good results will eventually emerge.” [Erickson, 2012]

(FEZ) FIMERURAREEFRAEER T ZARORE— “BENRTHRNSEMARR
=HTRNEET, 2—PEFOARNCIZABERIZE" [IXER, 2008], LI RLE
FEMRAYRR, 721990 F89 (E|AF IR ) FINER (fFR 25, 26, 27) &, HiEEHARME
JTEATEE R . b (REARID) BEFRM CATHER) (1990) 4b, (FEE) RINF
EROEIERRT .

1992 FF9( B8 ) 1F@ 28 )LIBHER S 7 RBRVER , BENERFERONERZIEAE.
HWEEAR: “BrE100BLE, BPERIERT . SR LARSFHEHRERFN, R
BRRS, (FEE, RBF, FEE, CRERETFNIIREE. ~ MU, 2012)
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Traveling in Mexico
25 °
EREF IR

1990 | Ink, xuan paper £ , §4% | 315 x 195 cm [YIC_097]
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Traveling in Mexico

Sk

Detail 5B

25
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Traveling in Mexico
26 g
EREF IR

1990 | Ink, xuan paper £ , §4% | 220 x 320 cm [YJC_0938]
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Traveling in Mexico
27 :
EREF IR

1990 | Ink, xuan paper g8 , £b%5 , §4 | 320 x 220 cm [YJC_099]
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27

Traveling in Mexico

BT ik

Detail B30
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28

White Ink

=E2
=
1991-93 | Ink, xuan paper £ , §4% | 302 x 169 cm [YJC_09s5]
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One Hundred Layers of Ink: Canonical Works

(FE=) : BiEm

After working at the scale of immersive installations, Yang Jiechang returns to human
scale, at which the work has an assertive presence and engenders an experience of an

encounter or a confrontation. We respond to it as a being in our psychological space

or our reflection in a mirror.

In a group of works from 1990, he extends his explorations of the canonical square and
rectangular forms—the “uncarved block” that appears as a recurrent theme in many of
Yang’s early ink deconstructions from the 1980’s (cats. 8, 9, 15, 16 and 17). Underground
Pillar (cat. 29), for example, is a primary example of the canonical vertical rectangle;
other works employ the horizontal rectangle; the square (cats. 30 and 31); and a
composite form, the vertically stacked square and rectangle.

By introducing linguistic meaning and cultural reference, titled works from 1992 such
as Earth Gall (cat. 32) and Yarrow Stalk Omens (cat. 33) underscore the tensions inherent
in One Hundred Layers of Ink between representation and abstraction and between

the artist’s intention and the viewer’s interpretation. Earth Gall suggests that human
courage resides in the “guts” of the earth, whereas Yarrow Stalk Omens refer to an
ancient divination practice involving yarrow stalks described in the Classic of Changes.

EEEATFmE, S EF T —RI GBS RN ER, X FRAIEL R E L T,
P EXMbES A CRETAIR .

1990 FH—AIFRIEE T REFRINFRAGEIER . (WTHE) (1FR29) AEDIER, BEE
ERAEEENR . B9 (1Fm 30, 31) HEEER .

(pE) (1F@m 32)F(RE ) (/R 33) PHSAGH Tl . () BRAE “IBF”
hE BF ; (RE)NR(HE) hicaBFEINTIE. AERXNEEENT (TES£)
FIFmERiE SHst . (FEEESME DR ZERSK.
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Underground Pillar
iR

1990 | Ink, xuan paper £ , §4% | 178.5 x 96.5 cm [YJC 106]
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One Hundred Layers of Ink

FE2

1990 | Ink, gauze, xuan paper £, £05 , B4% | 95x 86 cm [YIC_079]

31

One Hundred Layers of Ink
FES

1990 | Ink, gauze, xuan paper £, £ , 4% | 95x 86 cm [YIC_080]
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Earth Gall
itpB

1992 | Ink, gauze, xuan paper & , 075 , B4 | 172.5 x 95.5 cm [YIC 105]
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Yarrow Stalk Omens
33

=
RE

1992 | Ink, gauze, xuan paper 22 , b5 , §4% | 177 x 95.5 cm [YIC 107]
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Untitled

Torl

1994 | Ink, gauze, xuan paper & , b%5 , 4% | 92 x 73 cm [YIC 121]
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Untitled

Torl

1994 | Ink, gauze, xuan paper £ , #b%5 , 4% | 9o x 72 cm [YIC 122]
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One Hundred Layers of Ink: Abstract Objects
(FEE) : HR=IY

151

As early as 1989 with Ghost Chair, Yang Jiechang began to explore the tension between
abstraction and narrative or figurative reference. He recalls, “The works became
somehow narrative as I included images of elements and objects of my personal life,
like for example my operation in 1969, or again the shape of my fingernails and my
fingerprints. I called these works ‘abstract objects.” [Hansel, 2008] EI Sol (cat. 36) from
1991, an amorphous oval with radiating tendrils, conjures an image of the sun and is
an early example of the “abstract objects.” In 1992, this practice picked up pace with
Ladder to the Sky (cat. 37), Fantastic Four (cat. 38), and For Zhang Yichao (cat. 39).

Also in 1992, Yang began to depict parts of his body, such as his fingernails and
fingerprints. Operation 21.6.1969 from 1996 commemorates the removal of his
appendix in 1969. In the 1994 diptych Self-Portrait (cat. 40) self-reference is explicit.
Self-portraiture became a central theme in his figurative paintings from the decade
following One Hundred Layers of Ink.

MA1989 Y (15 ) FHia, MEEELUESRRFLR SHKIEHEK . wEizs: “(FEE)
EAIIANTHEADALEBOTEMBWMEERRELE, & (1969 F6 B 21 HFKR) . (MHESE
HTER) &, RIEXUERFY R o 7 [IXER, 2008] 1991 5489 (XBH) (1@
36 ) LMERRIYCRAIMEPRAIESZRIATIIIT SR, 2 MR ARESIF. 1992 F/5, “M
S RS HIARI ERT, B (K6) (fFm37) . (I551) (fFm38) (T
FESRiGE ) (1FR39) .

1992 F, ECTHAPRSMAITR, HIERFIHES, 1996 F/I (1969 F 6 B 21 BFA) 12
FTIRREER . 1994 FR9—3 (BER) ({F@m40) SRS REIZARAEA . X
MEBEGERE (FEE) RINZETFERAT — M ERNREER .
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36 El Sol

ABH

1991 Ink, gauze, xuan paper £ , #b%5 , §4% | 60.5 x 86.5 cm [YJC_085]
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Ladder to the Sky
Xt

1992 | Ink, xuan paper, gauze, Korean paper £ , 84, 2075 , &4k | 193.5 x 130 cm [YIC_136]

37




37/

Ladder to the Sky
PN

Detail fF&B




Fantastic Four

o551

1992 | Ink, gauze, xuan paper £ , 25 , B4 | 95.5 x 175 cm [YJC_119]
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39 For Zhang Yichao
T EKIGER

1992-94 | Ink, gauze, xuan paper £ , #%5 , 4% | 130 X 99.5 cm [YIC 120]
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Self-Portraits
BE%

1994 | Ink,xuan paper £ , 4% | 103 x 102 cm each [YJC_102]
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Earth Roots
ik

1994-96 | Ink, gauze, xuan paper & , 045 , 4% | 196 x 93.5cm [YIC 104]
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42

Operation 21.6.1969
1969 £ 6 B 21 HFAK

1996 | Ink, gauze, xuan paper £ , %5 , 4% | 170.5 x 98 cm [YJC_108]
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42 Operation 21.6.1969
1969 &£ 6 B 21 HFRK

Detail &
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Frequency
43

3%
S

==
1997 | Ink, gauze, xuan paper 22 | £045 , 4% | 38 x 47 cm [YIC_082]
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One Hundred Layers of Ink: Serial Variations

(FEZ) : T=

In One Hundred Miles Squared (cat. 44), Yang returns to the scale of his ink abstractions
from the early 1980’s (cats. 1-10)—not one of immersion or confrontation, but of

an object that we can contain and manipulate. This scale, which lends itself to sets
and series that can be experienced holistically, enables the artist to explore subtle
variations in a form or concept and to accentuate the suspense of incompleteness and
imperfection that characterizes One Hundred Layers of Ink as a whole (e.g. cats. 46-49).

In the 1995 Self-Portrait (cat. 45), Yang returns to self-portraiture but this time in the
format of a triptych stacked in a square steel frame. Although three depictions of
himself are present, only one image is visible at any time. Yuan 1-4 (cats. 46-49) explore
various possibilities of a new circular form, which never settles into a true circle.

1990 FEHE (HEE) (1FR44) i, HEEE 7 E 80 FREH (1FR1 - 10) A%hsIK
SEREIR. X NRIERSWENXETZNEETSEEN, MENLUEEREE. B
MEBUERFIINEE2N, XM AIBEZ AR EZREI S SAI T .

£1995 FHY (BER ) (fFm45) , MIESESIAKETS=IEEN—H. 2XB=1EX,
ERRE—IRIRBEWET. 7 (TE1 - 4) ({FR46 - 49) R, HineRERAE
THASE, BRTXMIINGISTE R .
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One Hundred Miles Squared
FaE

1990 | Ink, xuan paper, gauze, Korean paper £, 4%, #075 , SER4E | 78 x 78 cm [YIC_138]

44




45

Self-Portrait
BHE%

1990-95 | Ink, xuan paper, gauze £, 4%, 075 | 50 X 48 cm [YIC_081]

177



Yuan 1

TR 1

Ink,xuan paper £, 84% | 43 x 45 cm [YIC_114]

47

Yuan 2

TR 2

Ink, xuan paper £, 84§ | 43 x 45 cm [YIC_115]

179
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48 Yuan 3 49 Yuan 4

ST 3 TTE 4

Ink, xuan paper 2, 54K | 43 x 45 cm [YJC_116 Ink,xuan paper 2, 54% | 43 x 45 cm [YIC_117]
pap pap
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CURRICULUM VITAE

1956 Born in Foshan, Guangdong Province, China

Currently lives and works in Paris, France and Ittlingen, Germany

EDUCATION

1978-82 Studied Chinese painting at Guangzhou Academy of Fine Arts, Guangzhou, China
1974-78  Studied paper mounting, folk-art, and traditional Chinese painting at Foshan
Folk Art Research Institute, Foshan, China

POSITION
2008 Sterling Visiting Professor, Department of Chemical and Systems Biology,
Stanford University Medical School, Stanford, U.S.A.

2005 Visiting artist, Department of Art and Art History, Stanford University, Stanford, U.S.A.

1982-89 Taught at Chinese Painting Department, Guangzhou Academy of Fine Arts,
Guangzhou, China

AWARDS & HONORS

2003 Residency at Kunstwerke, Berlin, Germany, supported by the French Association for
Artistic Action (AFAA)

1990 Pollock Krasner Foundation Grant, New York, U.S.A.

SOLO EXHIBITIONS

2017 Yang Jiechang: This is still Bird and Flower Painting, Alisan Fine Arts, Hong Kong S.AR.,
China
Mustard Seed Garden — Mayland Lake, Art House, Guangzhou, China

2016 On Earth as in Heaven: Celebration of the artist’s 6oth anniversary, Galerie Jeanne
Bucher Jaeger, Paris, France

2015 Underground Flowers — Yang Jiechang, Muséum National d'Histoire Naturelle, Paris,
France
Yang Jiechang: Good Morning Hong Kong, Hong Kong Central Library, Hong Kong
S.AR, China

2014 Yang Jiechang—I Often Do Bad Things, Deichtorhallen/Phoenixhalle, Hamburg,

Germany

2012

20M

2010

2009

2008

2007

2006

2005

2003

2002

2001

2000

1999

1998
1996

Yang Jiechang: Die Rechnung bitte, ARNDT Berlin, Berlin, Germany

Yang Jiechang: This Is Still Landscape Painting, Ink Studio, Beijing, China

King of Canton—Yang Jiechang, Hanart TZ Gallery, Hong Kong S.AR, China

Tale of the 11th Day, OCT Art & Design Gallery, Shenzhen, China

Stranger than Paradise, La Criée centre d’art contemporain, Rennes, France

Tale of the 11th Day, Galerie Jeanne Bucher, Paris, France

Tale of the 11th Day, Tang Contemporary Art Center, Beijing, China

New Ink Art by Yang Jiechang, Hong Kong Convention & Exhibition Center, Hong
Kong S.AR. China

Yang Jiechang, Galerie Conrads, Dusseldorf, Germany

Underground Flowers, Musée d’Histoire Naturelle de Rouen, Festival Automne en
Normandie, Rouen, France

On Ascension, Galerie Jeanne Bucher, Paris, France

Territoria, special project, Associazione Culturale Cantiere d'Arte Alberto Moretti-
Galleria Schema, Prato, Italy

No—-Shadow Kick, Shanghai Duolun Museum of Modern Art, Shanghai, China

In God We Trust, Department of Chemical and Systems Biology, Stanford University
Medical School, Stanford, U.S.A.

The Most Beautiful Country of China: New Works by Yang Jiechang, Hanart TZ
Gallery, Hong Kong S.AR,, China

Idylls, Grace Li Gallery, Zurich, Switzerland

Memorandums, Galerie Jeanne Bucher, Paris, France

Who Occupies the Space?, Isola d’Arte, Milan, Italy

Lohkchat!, Centre A, Vancouver, Canada

For Emily, Gallery 4A, Sydney, Australia

Der ldngste Tag, Kunstverein Nurtingen, Nurtingen, Germany

Enlightened Blackness: Ink Paintings by Yang Jiechang, Alisan Fine Arts; University
Museum and Art Gallery, University of Hong Kong, Hong Kong S.AR., China
Double View, Galerie Jeanne Bucher, Paris, France

100 Layers of Ink, Eslite Gallery, Taipei, Taiwan

You—Double View, Project Room, ARCO 2000, Madrid, Spain

Another Turn of the Screw, CAFA Art Museum, Beijing, China

Recreate “Dong Cun Rui”, Eslite Gallery, Taipei, Taiwan

Your Customs—Our Customs, Altes Zollamt, Frankfurt, Germany

Chinese ink painting on paper, Galerie Jeanne Bucher, Paris, France
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1995
1994
1993

1992

19901
1990

1986

Solo exhibition, Galerie Samuel Lallouz, Montreal, Canada

Solo exhibition, Galerie Alice Pauli, Lausanne, Switzerland

Cut the Fingernails from My Body, Espace d'Art Contemporain Le Faubourg,
Strasbourg, France

Rencontres Dans un Couloir, private apartment of Hou Hanru, Paris, France
Troisieme Demeure Mondiale, Frankfurt, Germany

Solo exhibition, Gallery Turbulences, New York, U.S.A.

Solo exhibition, Galerie Jeanne Bucher, Paris, France

Works on Paper, Frith Street Gallery, London, UK.

Salon de Mars, booth of the Galerie Jeanne Bucher, Paris, France

Solo exhibition, Galerie Jeanne Bucher, Paris, France

Voyage au Mexique, Centro Cultural Arte Contemporaneo, Mexico City, Mexico
The gth Stars In The Galaxy, Central Park Gallery, Canton Artists Association,
Guangzhou, China

SELECTED GROUP EXHIBITIONS

2016

2015

2014

2013

2012

Ink and the Mind, Ink Studio, Beijing, China

Fragmentary Narratives, Stanford Art Gallery, Stanford, U.S.A.

Carambolages, Grand Palais, Paris, France

About Painting, Galerie Jeanne Bucher Jaeger, Paris, France

Fragmentary Narratives, Changsha Museum, Changsha, China

A Hundreds Years of Shame—Songs of Resistance and Scenarios for Chinese Nation,
Para Site, Hong Kong S.AR. China

Advance through Retreat, Rockbund Art Museum, Shanghai, China

China’s Changing Landscape—Comtemporary Chinese Ink, Nordiska Akvarellmuseet
(Nordic Watercolor Museum), Skarhamn, Sweden

Ink and the Body, Ink Studio, Beijing, China

Zizhiqu/ Autonomous Regions, Times Museum, Guangzhou, China

From Gesture to Language, Rockbund Art Museum, Shanghai, China

The Origin of Dao: New Dimension in Chinese Contemporary Art, Hong Kong
Museum of Art, Hong Kong S.AR., China

Ink Art: Past as Present in Contemporary China, The Metropolitan Museum of Art,
New York, U.S.A.

Reactivation: The 9th Shanghai Biennale, Shanghai, China

Clouds, The Museum of Sketches for Public Art, Lund, Sweden

201

2010

2009

2008

2007

Sehnsucht, Gaasbeeck Castel, Lennik, Belgium

Death Matters, Tropenmuseum, Amsterdam, Netherlands

The World Belongs to You, Palazzo Grassi, Fondation F. Pinault, Venice, Italy
Tracing the Milky Way, Tang Contemporary Art Center, Beijing, China

Le Jardin Emprunté, Jardin du Palais-Royal, Paris, France

Hareng Saur : Ensor et ['art contemporain, MSK and S.M.AK., Ghent, Belgium
L'Océan, Espace Bellevue, Biarritz, France

Grande Veillée d'’Automne en Normandie, Rouen, France

30 Years of Contemporary Chinese Art, Minsheng Art Museum, Shanghai, China
Art for the World: The Expo—The City of Forking Paths, Expo Boulevard, Shanghai,
China

Against Exclusion: 3rd Moscow Biennial, Garage Museum of Contemporary Art,
Moscow, Russia

10th Lyon Biennale: The Spectacle of the Everyday, Musée d'art contemporain de
Lyon, Lyon, France

Qui a peur des artistes ? Une sélection d’ceuvres de la Fondation Francois Pinault,
Musée de Dinard, France

Time Versus Fashion, Kunstverein Nurtingen, Nuremberg, Germany

Becoming Intense, Becoming Animal, Becoming ..., Heidelberg University,
Heidelberg, Germany

Form, Idea, Essence and Rhythm: New Aspects of Contemporary East Asian Ink
Painting, Taipei Fine Arts Museum, Taipei, Taiwan

Broadsheet Notations: Epilogue, Tang Contemporary Art Center, Hong Kong S.AR,
China

Onda Anomala—Manifesta 7, Trento, Italy

Our Future: The Guy & Myriam Ullens Foundation Collection, special project, UCCA,
Beijing, China

OPEN / INVITED e v+ a 2008: Too Early For Vacation, RV&A, Limerick City, Ireland
The 3rd Guangzhou Triennial, Guangdong Museum of Art, Guangzhou, China
Expansion—Résonance, Galerie Jeanne Bucher, Paris, France

New Ink Art: Innovation and Beyond, The Hong Kong Museum of Art, Hong Kong
S.AR., China

The 1oth International Istanbul Biennial, Istanbul Foundation for Culture and Arts,
Istanbul, Turkey

‘85 New Wave Movement: The Birth of Chinese Contemporary Art, UCCA, Beijing,
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2006

2005

2004

China

Metamorphosis: The Generation of Transformation in Chinese Contemporary Art,
Tampere Art Museum, Tampere, Finland

Yan Peiming-Gu Dexin-Yang Jiechang, Red Mansion Foundation, London, U.K.
Made in China, Louisiana Museum, Humlebaek, Denmark

Who Do You Think You Are?, Tang Contemporary Art Center, Beijing, China

Liverpool Biennial, Liverpool, U.K.

Laboratoire pour un avenir incertain, La force de l'art: 1st Paris Triennial, Grand Palais,

Paris, France

La revoluzione siamo noi, Isola Art Center, Milan, Italy

Capolavoro, Palazzo Primavera, Terni, Italy

Infiltration—Idylls and Visions, Guangdong Museum of Art, China

Surplus Value, Tang Contemporary Art Center, Beijing, China

The sth International Ink Painting Biennial of Shenzhen: Taste, He Xiangning Art
Museum, Shenzhen, China

Accumulation: Canton Express Next Stop, Tang Contemporary Art Center, Beijing,
China

Microcosm, Macao Museum of Art, Macao, China
Black-Extreme-Vigorous-Figurative, Shenzhen Fine Art Institute, Shenzhen, China
Beyond, Second Guangzhou Triennial, Guangdong Museum of Art, Guangzhou,
China

Layered Landscapes, Cantor Center for the Arts, Stanford University, Stanford, U.S.A.
Emergency Biennial, Palais de Tokyo, Paris, France

Beyond Boundaries: Shanghai Gallery of Art 04'- 05", Shanghai Gallery of Art,
Shanghai, China

Nuit Blanche, Paris, France

Stopover Hong Kong, Hanart TZ Gallery, Hong Kong S.AR,, China

Le moine et le démon, Musée d'Art Contemporain de Lyon, Lyon, France

A lest du sud de l'ouest, Villa Arson, Nice/Credac Sete, Nice, France

Odyssey(s) 2004, Shanghai Gallery of Art, Shanghai, China

All under Heaven, Museum van Hedendaagse Kunst Antwerpen, Antwerp, Belgium
GAP, Heidelberger Kunstverein, Heidelberger, Germany

The 4th International Ink Painting Biennial of Shenzhen, Shenzhen Art Museum,
Shenzhen, China; Guan Shanyue Art Museum, Shenzhen, China

Open: The Inaugural Exhibition of Grace Alexander Contemporary Art, Grace

2003

2002

2001

2000

1999

1998

1997

Alexander Contemporary Art Gallery, Zurich, Switzerland

Zone of Urgency: 50th Venice Biennial, Venice, Italy

The Fifth System: sth International Shenzhen Sculpture Exhibition, China

Playing at Home/Playing Away: The Maze of Reality, Vitamin Creative Space,
Guangzhou, China

Pause: Kwangju Biennial, Kwangju, South Korea

The 1st Guangzhou Triennial, Guangdong Museum of Art, Guangzhou, China

The 3rd International Ink Painting Biennial of Shenzhen: Metropolis Ink Painting,
Guan Shanyue Art Museum, Shenzhen, China

Paris-Pékin, Espace Cardin, Paris, France

Chengdu Biennale 2001, Museum of Contemporary Art Chengdu, Chengdu, China
Towards A New Image: 20 Years of Chinese Contemporary Art, The National Art
Museum of China, Bejing, China; The Shanghai Art Museum, Shanghai, China;
Sichuan Art Museum, Chengdu, China; Guangdong Museum of Art, Guangzhou,
China

15t Space for Contemporary Ink Work—China: 20 Years of Ink Experiment 1980-2001,
Guangdong Museum of Art, Guangzhou, China

Centre de Refuge, Centre International de Poesie, Marseille, France

Paris pour Escale, Musée d’art Moderne de la Ville de Paris, Paris, France

Continental Shift, Musée d’art Moderne et d’art Contemporain, Liege, Belgium

A Portrait, Agnes B. Gallery, New York, U.S.A.

Fuori Uso 2000: the Bridges, Pescara, Italy

The 2rd International Ink Painting Biennial of Shenzhen, Guan Shanyue Art Museum,
Shenzhen, China

Art in March—Legend 99, Nantou, Taiwan

ASIART 9g—Biennale d’Arte contemporanea, Villa Croce Museum of Contemporary
Art, Genova, Italy

Magnetic Writing / Marching ldeas: Works on Paper, |T Park Gallery , Taipei, Taiwan
Les Magiciens de la Terre, Anina Nosei Gallery, New York, U.S.A.

4696/1998: Contemporary Art from China, Lehmann Maupin Gallery, New York, U.S.A.
Shanghai Biennale 1998, Shanghai Art Museum, Shanghai, China

The 1st International Ink Painting Biennial of Shenzhen, Guan Shanyue Art Museum,
Shenzhen, China

In Between Limits, Sonje Museum of Contemporary Art, Kyongju, South Korea

Between the Sky and the Earth: Five Contemporary Chinese Artists around the
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1996
1995

1994

1993

1992

1991
1990
1989

World, University Museum and Art Gallery, The University of Hong Kong, Hong Kong
S.AR, China

Uncertain Pleasure, Art Beatus Gallery, Vancouver, Canada

Art Chinois Contemporain, Espace Belleville, Paris, France

East-West, Heidelberger Kunstverein, Heidelberg, Germany

West-Ostliche Kontakte—Yang Jiechang, Young-Hyang Lee, Teruko Hiramatsu,
Heidelberger Kunstverein, Heidelberg, Germany

Uber Hélderlin, Holderlinturm, Tibingen, Germany

Out of the Centre, Pori Art Museum, Pori, Finland

China Avant-Garde: Counter-Currents in Art and Culture, Haus der Kulturen der Welt,
Berlin, Germany; Kunsthal Rotterdam, Rotterdam, The Netherlands; The Museum of
Modern Art Oxford, Oxford, U.K.; Kunsthallen Brandts Kleedefabrik, Odense, Denmark
Coalition, Centre for Contemporary Arts, Glasgow, U.K.

Silent Energy: New Art from China, The Museum of Modern Art, Oxford, Oxford, U.K.
Mao's Untamed Children, Museum fur Kunsthandwerk, Frankfurt, Germany

My Home Is Your Home, The International Artists' Museum, Lodz, Poland

Looking for the Tree of Life—Journey to the Asian Contemporary Art, Saitama
Museum of Modern Art, Saitama, Japan

Exceptional Passage, Museum City Project, Fukuoka, Japan

Chine demain pour hier, Pourrieres, France

Exhibition of Chinese Contemporary Art, National Art Museum of China, Beijing,
China

Les Magiciens de la Terre, Centre Georges Pompidou, Paris, France

Today, Gallery Tokyo, Tokyo, Japan

SELECTED COLLECTIONS

Berkeley Art Museum, Berkeley, U.S.A.

The World Bank, Washington, U.S.A.

Rockefeller Foundation, New York, U.S.A.

Ministry of Culture, France

Hong Kong Museum of Art, Hong Kong S.AR., China
University Museum and Art Gallery, The University of Hong Kong, Hong Kong S.AR., China
Guangdong Museum of Art, Guangzhou, China
Museum of Contemporary Art Chengdu, Chengdu, China
Shenzhen Fine Art Institute, Shenzhen, China
Minsheng Art Museum, Beijing, Shanghai, China
Xing Museum, Shanghai, China

Long Museum, Shanghai, China

Yuz Museum, Shanghai, China

Fukuoka Art Museum, Fukuoka, Japan

Sonje Museum of Contemporary Art, Kyongju, Korea
Museum of Arts and Crafts, Hamburg, Germany
Annie Wong Art Foundation, Vancouver, Canada
Swatch Collection, Switzerland

Francois Pinault Foundation, France

The Guy and Myriam Ullens Foundation, Switzerland
Centro Cultural Arte Contemporaneo, Mexico
Museum of Islamic Art, State of Qatar

Yageo Foundation, Taiwan

Eslite Inc.,, Taiwan
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Territoria—4F3IIRE,, Associazione Culturale Cantiere d'Arte Alberto Moretti-

Galleria Schema, ZHHt, =AF)

‘TEH , EBESCUAENE, B8, hE
“FANSMLET , SBEXZESR, iEE, =8
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TR, Alice Pauli BIES, 8%, Wmt
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2016

2015

2014

2013

2012

2011

2010

2009

2008

OkEESOR" , BFER, t=, FE
‘RERRIZET , HMBRSEARIE, HRBfR, =E

Carambolages, XEE, B2, £H

“XTFEAE” , Jeanne Bucher BIER, B2, £E
‘R , KoTmEmE, K2, bE

‘TREF—MRERTREERES” , Para Site ZARTE), HEFHBIGEEK,
FE

LURAME , ShMSEARIE, B8, FE
‘WERRFELK—XRPERE” , JERUKEEE, a8, me
IKEBSESN , EFERK, t=, FE

“BIAKT , TMNBTRERE, TN, FE

‘WFBRRNES" , EBINEERE, B8, SE
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‘BT DIEWERT , DESREREYE, B8, PE
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“WRETR , SRS, Bl 2R
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