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Harmony : Synergy between Tradition and the Contemporary

1 . HSHEE

In the long history of Chinese culture, the concept
and philosophy of harmony has always been
dominating the leading values of society through
fime and space. Dr. Daniel CK. Lau re-interprets
the concept of “"equilioium and harmony” in an
innovative and contemporary way.

The large-scale cdlligraphic installation *Harmony”
(cat. no. 1) accentuates the framework of this book.
Through a collection of various script styles and other
styles from ancient and modern times, this work
exemplifies the purport of harmony, the lifeworks of
our ancestral scholars, and the synergy between
fradition and the contemporary in a modem look.

Dr. Daniel Lau’s unique arfistic approach
infegrates the past and the present; with strong and
solid skills in brush and ink, he creates works that are
contemporary and refreshing by utilizing visual elements
of multiple media in visual arfs, and incorporates
contemporary thoughts and confent info his work.
This book presents quintessential works from Dr. Lau’s
past decade of oeuvre. Works are grouped into four
categories to investigate four kinds of relationship:
“"Heaven and Man”, "Give and Receive”, “Black and
White” and “BHegance and Vulgarity”

Heaven and Man

There is love between heaven and earth. The resources
and blessings from mother nature are no doubt free
gifts, yet the response from human varies: sometimes
awestruck by the wonders of nature, sometimes
enlightened, yet sometimes damaging. For instance,
revedling the artist's incisive admiration of the natural
object, the jerky brushstrokes on Awestruck (cat. no. 2)
reinforce the coarse texture of a piece of weathered
teak wood and the momentum generated from its
twisting form. By confrast, Walking in the Mystifying
Haze (cat. no. 22), Louis Vuitfon & Porsche (cat. no.
23), and Service for Renminbi (cat. no. 24) present the
lamentation on the distorted relationship between man
and nature such as environmental pollution and man's
endless desires for materialism, fame and profit.

Give and Receive

This part focuses on how like-minded people maintain
fiendship by giving and receiving seals. At the same
time, by embracing reciprocal cognizance on the
thoughts expressed by the seal and shared values,
these people established an in-group identity quite
unknowlingly.

Black and White

This part explores the concept of ‘"void-solid
reciprocity” in Chinese art. Experimental calligraphy
Emptiness (cat. no. 128) is the best example to
demonstrate this concept. The Chinese character
“kong” (zeempfiness) is written in seal script in a
hollow-out way with flowing and dripping ink on @
piece of thin and tfransparent chiffon. What's more,
the brushstrokes and the consciousness of space also
extend out of the work in a manner of subverting the
tradition; “Emptiness” integrates with the view outside
the glass wall of the gallery, generating a compelingly
synergistic effect.

Elegance and Vulgarity

Lau illustrates that this pair of concepts could be
highly integrated with each other in calligraphy
in a forward-looking way of thinking and creative
practice. For example, What2 (cat. no. 140)
is a three-dimensional work inspired from the
Cantonese dialect. Lau transforms the two Chinese
characters "IFzE" into a visual effect resembling
a stone monument rubbing, and evokes an
additional sense of historic association through a
forcefully archaic and austere calligraphic style, thus
taking the age-old and richly vernacular Cantonese
dialect through the caverns of time into the dramatic
present. In this way, Lau encourages us to think about
the local identity constructed by Cantonese dialect
and culture in the modern society.
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A Glimpse of Harmony:

The Evolution of Chinese Script Types &

Harmony (cat. no. 1) presents itself as a perfect example to
ilustrate the various characteristics of the major Chinese script
types. Based on previous research on the history of calligraphy
and archaeological findings, the following descriptions of the
wide spectrum of script types applied in this series of the same
Chinese character he (“harmony”) endeavor to frace the
evolution of Chinese calligraphy through the ages.!

01 Oracle-Bone Script (Jiaguwen FEX)
Literally “shell-and-bone wiiting,” refers to ancient Chinese wiiting
engraved on animal bones or turtle shells by sharp knives. Dating
from the fourteenth fo the eleventh centuries B.C., oracle-bone
wiiting were largely records of divination of the royal house.
Characterized by the ubiquitous pictorial elements, the primitive
appearance of the writing reminds the modem audience of the
early effort to record through carving abstract lines in imitation of
natural objects, lives and phenomena, and even much more
abstract concepts like *hamony.” Executed in ink on paper, the
modem interpretation of oracle-bone wiiting seeks fo relive the
sponfaneity in wielding the knife and create thin lines with rough
aura that stems from speedy and uneven brush movement.

02 Great-Seal Script (dazhuan <%)

Also known as bronze script (inwen £X) or zhouwen 3L,
the great-seal script largely appeared as the inscriptions of
the bronze ritual vessels of the Shang and Zhou dynasties (ca.
1600-256 B.C.) The size of the characters can vary drastically
and dramatically within the whole work or even on the same
line. Retaining a lot of pictorial elements, the character structure
is complex, constructed on the basis of more curvilinear lines,
hence embodying a feeling of classical elegance.

03 Small-Seal Script (xiaozhuan /%)

Being a product of the unification of China under the Qin
dynasty (221-206 B.C.) established by the first emperor Shi
huangdi TR £, the small-seal script represents a conscious
effort of unifying the writing system. Characterized by the
thin and curvilinear lines and symmetrical and relatively less
complex character composition, the emergence of the smaill-
seal script as the later form of the archaic script witnessed
an early decision to simplify writing. Expressed with brush-
and-ink that is clean and neat, the modern interpretation
is handsome and airy as a result of rendering slight brush
modulation within the prevailing centered-tip brush method.

1 The following discussions on various Chinese script types are adapted from
Lau Chak-kwong, “The Calligraphy Couplet as the Embodied Image of Liter-
ary Game,” in The Auspicious Image, edited by Lau Chak-kwong (Hong Kong:
Academy of Visual Arts, Hong Kong Baptist University, 2007), vi-ix.

04 Clerical Script (lishu #&)

Popularly used in the Qin and Han dynasties (221 B.C.- A.D.
220), the clerical script is a bridge between the archaic
scripts and the modern scripts. The clerical script is marked
by the outwardly flaring shape of the horizontal strokes, and
the right and left downward slanting strokes. The further
simplification of character structure and reduction of the
number of strokes in characters successfully catered to
the ever-increasing need of clerical efficiency in the Han
dynasty. Aesthetically, the emphasis on the rhythm of the
conscious brush movement reflects a growing interest in the
expressive potential of the brush. This subtle dynamics within
the brushstrokes of the clerical script, in a sense, facilitated
the subsequent evolvement of the more modern scripts.

05 Draft-Cursive Script (zhangcao %)
An abbreviated form of the clerical script, the draft-cursive script
originated around the second century B.C. It was developed by
wiriting the clerical script in a speedy manner, hence it is also known
as cursive-clerical script.

06 Cursive Script (caoshu &)

Cursive script matured in the third and fourth centuries. Fuidity
and speed are emphasized in cursive wiiting. Relatfively more
abbreviations and linkages are used within and between
characters. Though cursive calligraphy is the least constrained
of all the scripts, the order of the strokes, the manner in which
abbreviations of characters are created and the movement of
the brush remain largely govemed by rules and conventions.

07 Standard Script (kaishu #%&)

The standard script matured between the second and fourth
centfuries. With a conscious effort fo regulate spacing, the
characters of the standard-script wiiting become more uniform
in size and orderly in appearance. On the other hand, the
characters are square structured. Individual strokes are clearly and
subtly executed. The high degree of legibility makes it best used in
prinfing, and the script is commonly employed for official or public
functions nowadays.

08 Semi-Cursive Script (xingshu 17)
Asimplification of the standard script, semi-cursive script developed
as a form of casual wiiting. The semi-cursive writing is wiitten in a
rather speedy manner, usually showing the links between the
strokes within a character. Executed in a noticeably spontaneous
way, personal touches are created with relatively more freedom
of the brush.
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The Pioneering Spirit of the Integration between
Academic Theory and Creative Practice as Embodied in a

Three-Dimensional Format: The Potency of Daniel Lau’s Art A

Chris Rothermel
Assistant Professor
Hong Kong Bapfist University

When viewing Dr. Daniel Lau’s work in his recent
solo exhibition | am again taken back by the fluidity
and potential risk that he expresses within and
beyond his discipline. My impression as a layman
is that in order to use these techniques in such a
free and expressive manner one must spend much
fime technically learning and becoming fluent
with the brush, the ink and the cutting of the seal.
This is of course on top of a seemingly endless
study of the thousands of different scripts and
their expressive stylistic possibilities. Furthermore,
the historical significance and, in Daniel's case,
the contemporary relevance all contributes to his
interest in giving us a glimpse of where theory meets
practice and where the written word or character
gathers new possibilities when presented in a three
dimensional format.

It is at this point that | find Daniel's work so
intriguing. Like myself, | believe in taking risks with
my work and ideacs. | believe that the answers to
my interests do not only lie in the three-dimensionall
sphere but must coexist between the image and
a space. It is here that Daniel's work seems to thrive
and fransform. Earlier | mentioned risk, what | mean
is that Daniel's work, is in some cases, riding the line
of the tfradition and pushing forward into new areas
of knowing within and beyond his discipline. In fact |
don’t think of him as merely a calligrapher, Chinese
painter and seal-engraver. He is in fact a Visual
Artist that embraces all of these areas and more to
transform them into something completely new and
unique.

Daniel's work has left the wall and has come
infto our space. His work has challenged our
understanding of the written character and pushed it
into real experience. He has taken naturally formed

materials and given it back to the Creator with such
humble yet eloquent writing. As a sculptor | find his
work refreshing and accessible. His work breathes
and moves in the space with honesty and strength.
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Harmony -

Through the Journey of a Western Eye h

Emma Watts
Lecturer
Hong Kong Baptist University

To the Western eye the calligraphy and the
characters of the Chinese language are a mystery.
We know we are looking at a visual language of
words, with meaning and instruction, but what we
see are abstract images that defy interpretation and
yet hold the viewer in captive focus. The ink-formed
characters provide the viewer with the association of
the irresistible mystery, the ultimate puzzle of a visual
language and the human pursuit for understanding.

The forms and structure of calligraphy, created
with ink and brush, are sublime in their ability to
create space and dynamic motion. The energy
of each character presents a visual anticipation,
which forces interpretation without knowledge of the
language. The art challenges the western reading
of the characters in both visual form and their literal
meaning.

How we decipher and decode the characters
of the calligraphy, without comprehension of
individual meaning, embodies the synergy between
the chapters of the Harmony body of work; Heaven
and Man, Give and Receive, Black and White,
Vulgarity and Elegance.

Throughout Harmony, Dr Daniel Lau combines
the art of calligraphyinacompilation of mediums; paper,
sculptural forms, maze installation and seal engraving.
These four mediums present the navigation for a course
of discovery in the jouney for western interpretation.

The essence of calligraphy, and the articulation of
the word, is the beginning of the Western journey. The
use of ink on paperis not solely or exclusively a Chinese
practice but its application, and intentions, fransforms
perception of the most basic function of writing and
reading. Too often in Western culture we see ink as
machine printed on paper, handwriting has become
a rarity. As such the art of Chinese calligraphy carries
a weight of inferred meaning, reinforcing a symbol of
culture through the art of individual skill and tradition.

In Western culture the use of the ‘word’ is similarly
loaded with expectation and cultural perceptions.
Within the historiography of Western art, letters from
the English alphabet have been frequently used,
from Cubist newsprint collages to Fluxus and the
visual manipulation of concrete poetry. However,
letters often appear as sign posts, merely elements,
presented in artistic format. By contrast the characters
of calligraphy are the subjects of the art, fransforming
the ordinary into the extraordinary.

The differences in English and Chinese language
add to the complexities of definition. The word
lefter is used to describe the symbols from the
English language alphabet, the word suggesting a
near clinical function, to provide a framework for the
formation of words and written communication. By
contrast the English definition of character presents
a multifaceted meaning combining the nature of
positive qualities and individuality of spirit, to aspire
and inspire.

Tranquillity (cat no.144) possesses the qualities
of the English definition of character. Moving beyond
the instruction of the fitle, the image of the script
takes the viewer through the physical formation
of the character and leaves us with a vision of the
journey the art has taken. The imagery explores
the pathways and mysteries of the ink, creatfing a
visual experience that demands contemplation and
alludes fo the sense of a spiritual core and a deeper
dimension as our eye follows the ink as it frails away
and off the paper.

Lau’s Harmony pieces present calligraphy
characters that go further than merely explaining,
rather they extend the dimensions of visual
language. Each work explores the significance of
form to present the viewer with calligraphy central
to an image of balance and meditative power.
Lau’s use of medium explores this relationship in a

fundamental and elemental combination between
character and material.

The glass piece, A Deep and Tranquil Mountain
(cat no.5) explores this concept in delicate, yet
dramatic, organic form. Described by Lau as
experimental calligraphy utilising the character shan
or mountain, the piece provokes the essence of
the mountain. The physicality suggested in the title
echoes in the fluid solidity of the form, and is further
loaded with a sensory experience that possesses
an unfouchable and ethereal quality. The piece
contains meanings that are layered in a voyage of
interpretation through the medium, the shape of
the character shan and franslation of the mountain
evolve through these layers, exploring the multi
faceted experience of personal interpretation,
ideas, memory and physical recollection of the
mountain.

Lau further explores his use of calligraphy as
an elemental connection point, creating unusual
unions between mediums. Awesfruck (cat no.2)
introduces seal script to a piece of raw teak wood,
resulting in a piece that seems to grow asitis viewed.
The elegance of the script, literally, is the character
of the fronds and tendrils of nature and contrasts
with the raw un-worked piece of teak. The union of
the mediums echoes the fundamental relationship
of life, the connection between man and nature.
The objectivity of both the wood and the ink evolve
intfo an elemental subjective synergy of a natural
organic Harmony.

The installation piece of ink, water and paper
on wooden boxes; Walking in the Mystifying Haze
(cat no.22) is a physical maze, expanding the
boundaries of calligraphy and infroducing another
dimension for interpretation. The intention is the
deviation from the predetermined way of reading
traditional calligraphy works. For the Western
viewer the maze is akin to a learning structure
and reinforces the mystery and depth in each
character. The pictorial element of the characters
are bound in an installation of scale and dimension
which expands the voyage of discovery with a near
musical interpretation of tones and notes that echo
from the floor structure in an interactive experience
which further pushes the boundaries of convention
and understanding.

The seal engravings intensify the focus of the
script and reveal an intimate invitation for enquiry.

Small and beautifully formed, these pocketsize
arficulations contain story, personality and the
specificity of the individual. They link to the works
of calligraphy as the mark of authorship and
provide the viewer with an association of personal
connection with the art and creativity. The infimacy
of the seals becomes slightly voyeuristic in nature,
which initiates an infense personal connection. The
visual, personal bond echoes across the walls and
floor of each of the pieces, through the individual
personality of each of the seal’s characters, linking
the viewer to the art. Meaning and definition, which
define the Western eye, become insignificant in the
face of the art.

The dichotomy for the Western eye is
intfertwined with breaking through the barriers of
difference and, at points, the barriers of ignorance,
to decode the art via the aesthetic of the image;
fracing the shapes in the corners of the memory,
to acknowledge the character of the script. The
pathway for resolution is found in the articulation
of the character, which loaded with the Western
meaning of depth and positive qualities, becomes
the focus and, moreover, the vessel of the visual
journey as the art is visually broken down into its
constitute parts. The application of the ink fransforms
info a character, the character evolves into scripf,
and the subsequent interaction with each of the
differing mediums completes the experience of
discovery.

Lau’s body of work presents calligraphy,
script and seal as Harmony, which guides the un-
educated through the puzzle of language. His
infense and powerful expression of each character
focuses the possibilities of interpretation and
resonates through the depth and spirit of Western
definition to inspire.
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Harmony:

Meditations on Culture, Art and Life A

Daniel C K. Lau
Assistant Professor
Hong Kong Baptist University

Tracing the Origin of Harmony

In the long history of Chinese culture, the concept and
phiosophy of harmony has always been dominating the
leading values of the society through time and space.
Confucianism, as an important pillar of Chinese culture,
considers “harmony” the universal philosophy of life, as well
as the core of ideological system to builld a harmonious
society. Hence, Chinese people often say: “everything
prospers in a harmonious family” (cat. no. 20).

There are two versions of the Chinese character
“harmony” (he#) in modem Chinese language: a simple
version he 1 and a complex version he@&f. Their meanings
are indistinguishable; however, they were two distinct
words in ancient times. According fo Shuowen jiezizR 32
ZF (A Lexicon of Chinese Characters, circa. 100A.D.), hegk
means “tune”, denoting harmonious music; while Flmeans
“"echo”. Today the two words are interchangeable,
meaning harmony and mediation. Hence, the two
variations of the Chinese character he ( “f1"and “§F"),
as commonly used nowadays, are apparently related to
harmonious music. To understand the latent meaning of
the Chinese character hegf, one needs to examine how
the ancients created the character yue “&" which is the
radical of he@f, and ifs relevant meanings. According
to Guo Moruo's (1892-1978) A Research on Oracle
Bone Script, the character yue “&"was first created as a
pictograph — one of the six-principles theory of Chinese
script (liushuy<&); the pictographic character resembles
the form of pipes aranged in order. The characteryue “&5"
in bronze script (great seal script) consists of pictographic
symbols indicating the openings of the pipe ends. Hence,
in ancient fime, the character yue “&" which is the radical
of he&f, was used fo indicate a kind of musical instrument
produced by aranging bamboo pipes in order. Erya (an
ancient dictionary) even points out that the character he

1 See Hanyu da zidian (A Dictionary of Chinese Language) (Wuhan
and Chengdu: Hubei cishu chubanshe and Sichuan cishu chuban-
she, 2001), vol. 4, p. 4807.

(A0) was the name of a kind of ancient musical instrument
called sheng.2Sheng is a wind instrument. Since the two
Chinese characters he (f1) and he (#f.) were closely
related to music in ancient time, they mutually convey the
meaning of harmony in music in present fime.

Entitled “Harmony”, the first work in this catalogue
(cat. no. 1) accentuates the framework of the whole
publication. The work consists of 50 small pieces (30.5 x
30.5 cm each), 49 of which are caligraphy rendered in
different types of script (oracle bone script, great and
small seal scripts, clerical script, draft cursive and modem
cursive scripts, semi-cursive script and standard script) and
styles for the Chinese character harmony (he #, andgf);
and one for inscription from Matthew 5:9 "Blessed are the
peacemakers, for they wil be called children of God.” The
pieces, ink on paper, are mounted in fransparent, crystal
clear plexiglass, which are supported by cylindrical metal
fubes of various lengths to produce a relief sculpture that
stands out from the huge peach wood wall. A collection
of various script styles and styles from ancient and modem
fimes, this large scale caligraphic installation work
exemplifies the purport of harmony, the lifeworks of our
ancestral scholars, and synergy between tradition and the
contemporary in a more modem look.

This work was created for the Chung Chi Christian
Festival (2010) organized by Chung Chi Colege, The
Chinese University of Hong Kong. The exhibit is a large scale
work compirises of "seven” groups of “seven” single Chinese
characters. As the number “seven” repeatedly symbolizes
completeness or perfection in Scripture, this work’s theme
of harmony is sublimated with a biblical symbolism of
completeness. Moreover, this work emphasizes the natural
harmony of different colors and the inferaction between
brushstroke and space. The synergistic effect created by
various visual elements further interprets the meaning/ idea
of harmony.

2 Zheng Chao, Erya zhu (Annotation of Erya) (Siku quanshu version,
hereafter SKQS), juan zhong, pp. 7b-8a.

This artwork was created as aresponse to a growing
societal issue of famiy violence. The news may only be
revealing a small fraction of cases, and | am afraid there
are many more hidden in the society. In this city life which
is full of fension, many people are filed with resentment,
and the families have lost their harmony. The repeated
character "Hamony” in this work and their interwoven
relations remind the audience that one must treasure
human relationship.

The Aesthetics of “Equilibrium

and Harmony”

In the Yong Chapter of The Analects of Confucius by Kong
Zi, "Perfect is the virtue which is according fo the Constant
Mean (Zhongyong)!"s, so he sees "the constant mean” as
the highest state of self-cultivation. “The Mean” isexpanded
to the ideclogy of “equiliibium and harmony” in The Book
of Rites, “this equilibrium is the great root from which grow
all the human actings in the world, and this harmony is the
universal path which they all should pursue. Let the states of
equilibrium and harmony exist in perfection, and a happy
order will prevail throughout heaven and earth, and all
things will be nourished and flourish.™ *Harmony™ implies
the meaning of “order”. Therefore, “harmony” means not
only a state of unison and completion, but also the utopia
where the overall conformity as well as orderis emphasized.
This Confucius ideology of “equilibrium and harmony” has
a profound influence on the later aesthetics.®

“Equilibrium and Harmony”

in Calligraphy

Cadlligraphy scholar, Xiang Mu, from the Ming Dynasty
interprets the "beauty of equilibrium and harmony” in
caligraphy by the interaction between “square” and
“round”, and using “odd/ deviant” to complement the
“standard”. “Roundedness in square, and square yet
rounded/ curved; the standard can embrace the odd
while the odd would noft relinquish the standard. They all
come together in equilibrium and harmony, and this is

3 Lunyu zhushu (Commentaries on the Analects, SKQS version), juan
6, 16. Translation of The Doctrine of the Mean, Zhong Yong, is by
James Legge, in The Chinese Classics, vol. 1 (reprinted by Hong Kong
University Press, 1960). http://www.international.ucla.edu/eas/docu-
ments/lunyuChé.htm.

4 Lijji zhushu (Commentaries on The Book of Rites) (SKQS version), juan
52, 2. Translation of equilibrium and harmony (zhong he), is by James
Legge, in The Chinese Classics, vol. 1 (reprinted by Hong Kong Univer-
sity Press, 1960). http://www.chinaknowledge.de/Literature/Classics/
zhongyong.html

5 The major arguments of this paragraph is adapted from Lau Chak-
kwong, “The Embodiment of Confucian Aesthetics in Kang Youwei's
(1858-1927) Theories and Practice of Calligraphy”, in Conference Pro-
ceedings of “The Modern Interpretation of the Confucian Aesthet-
ics: The First Mainland China, Taiwan, Hong Kong Chinese Aesthetics
Academic Conference” p. 79.

what beauty and goodness ares.”

Kang Youwei (1858-1927) supplemented the
above square-round concept in the art of calligraphy,
and had concrete interpretation towards the aesthetics
of this “equilibrium and harmony”. He believes that
the logic of square-round concept can be embodied
in the “use of brush,” or brush method, and the visual
effect by the consequent brushstrokes. “The wonders of
caligraphy lie entirely in the use of brush. The essence
is in the square-round interaction. Once the technique
is mastered, it wil be accomplished. Pressing to get
square, lifing to get roundedness.” “Pressing’” here refers
to a downward motion of the fip of the brush, while
“lifing™ refers to a slight vertical upward movement
of the brush with the brush fip still touching the paper
throughout the wiiting. Kang further exemplifies the
aesthetic sense resulting from these two ways of use
of brush, “Liffing results in elegance and coherence,
pressing results in preciseness. Rounded brushstroke is
disperse and free; square brushstroke is congealed,
orderly and calm.” Kang also explains the femininity
and masculinity connotations of “round brush” and
“square brush” in a metaphorical way: “Lifting is like
gossamer curling up in the air, while pressing is like a lion
cub squatting on the ground.” Kang emphasizes that
both square and round are necessary, “the brililance lies
in the use of both square and round, they are neither
square nor round, but at the same time they are both
square and round.” 8 The “lifting” and “pressing” of the
brush reflect a rhythm upon which the calligrapher’s
thoughts and feelings flow naturally onto the paper in
the form of complimentary ink shapes from the "lifting”
and “pressing” motions.’?

Entering the Past, Exiting the Present

Onthe basis of examining the brush methods and aesthetics
of equilbium and hamony in Chinese cdligraphy,
inheritance and innovation in calligraphy are undoubtedly
two major aspects of the author's active exploration.
“Entering the past, exiting the present” is the author's
manifesto of his creative endeavor in Chinese calligraphy,
which lucidly expresses the author’s aspiration fo eamestly
study the spirit and skills of Chinese calligraphy, and at the
same time, inject contemporary thoughts and content in

his art. Louis Vuitton & Porsche (cat. no. 23) is an intriguing

6 Xiang Mu, Shufa Yayan (“SKQS version), p. 19.

7 Kang Youwei, Guang yizhou shuangji (shanghai: Shanghai guji chu-
banshe, 1996), p. 83

8 ibid.

9 The major arguments of this paragraph are adapted from Lau Chak-
kwong, “The Embodiment of Confucian Aesthetics in Kang Youwei's
(1858-1927) Theories and Practice of Calligraphy” p. 79-80.
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work that withesses the artist's practice of his manifesto.
This work’s inspiration comes from Seven-characterine
Couplet in Seal Script by Zhang Huiyan (1761-1802):

Between heaven and earth, the Songs
and Documents, are most precious.
Within a family, filial piety and fraternal

love take precedent.”®
RFEFERE

However, Louis Vuitton & Porsche presents a
humorously twisted literary content of this couplet:

Between heaven and earth, LV is the most
expensive.

Amidst the busy city, Porsche is genuinely
showy.

FME LV &8
R T B

Hong Kong people lke to refer to the famous
French fashion brand Louis Vuitton as “LV". Meanwhile,
the famous sports car brand Porsche is commonly
pronounced by Hong Kong people as “boz" *“jf¥"— the
Cantonese homophone that represents a similar speech
sound as the Engllish pronunciation of Porsche.

In traditional Chinese society, the cultural value of
poetry wiiting and book leaming and the virtues of filial
piety and fratemallove highlighted in the five basic human
relationships in Confucianism had been emphasized.
However, these fraditional values have been frequently
ignored in contemporary metropolitan  situations, as
exemplified by the phenomena that consumerism and
hedonism are all the rage in Hong Kong — while there
are always long queues in front of the LV flagship shops
without a moment's pause, the ubiquitous Porsche sports
cars in eye-catching shimmering yellow speedily swagger
around town.

Rendered in a bitterly satiical manner, Louis Vuitton
& Porsche subverts the tradition of the practice of Chinese
cdlligraphy. First, works of traditional Chinese calligraphy are
usually executed in black ink against white paper which
accentuates the honest and unadorned aesthetics
and the modest and self-effacing spirit freasured by the

10 This couplet is featured in Jason C. Kuo & Peter C. Sturman (ed.),
Double Beauty: Qing Dynasty Couplets from the Lechangzai Xuan
Collection (Hong Kong: Art Museum, The Chinese University of Hong
Kong, 2003), cat. 82. Please note that the expression of “Songs and
Documents” in the couplet is a translation denoting the meaning of
The Book of Songs(:54%¥) and The Book of Documents (Z45). This trans-
lation of shi Fand shu & (“Songs and Documents™) can alternatively
be replaced by the literal meanings of the two words shi zFand shu
= — "poetry” and “book™.

Chinese. By contrast, Louis Vuitton & Porsche utilizes the
colors that allude to the typical colors of the products
of Louis Vuitton and Porsche — mud yellow monogram
against brown color for classic Louis Vuitton products
and the bright yellow commonly painted on showy
sports cars.

Second, traditfional calligraphic couplets are
mounted as hanging scrolls to be symmetrically hung
on the left and right of the wall. In contrast, Louis Vuitton
& Porsche deviates from the tradition of reading the
couplet vertically from top to boftftom and from right
to left in that each character from the original couplet
was brushed on individual canvas frame and eventually
hung on a huge wall (approximately 6m (height) x 9m
(width)) to form a random pattern in an overwhelming
configuration (see photo showing this work at 1/F, Koo
Ming Kown Exhibition Gallery, Communication and
Visual Arts Building, Hong Kong Baptist University) (cat.
no. 23). It is infriguing to note that the strict parallelism
governing the traditional couplet is obviously noticeable
in Louis Vuitton & Porsche in that the miroring effect
between the iregular shapes of arangement of the
frames on the upper wall and the lower wall tellingly
suggests that the pairing of different constituents from the
upper line (shang lian_-##: Between heaven and earth,
LV is the most expensive) and the lower line (xia lian™~
%:. Amidst the busy city, Porsche is genuinely showy)
achieves a strict parallelism: while *heaven and earth”
and “the busy city” are mafched nouns indicating
the spaces or places where the strange phenomena
take place, “between” and “amidst” are matched
prepositions, “LV" and “Porsche” are matched nouns
(brand names), and “expensive” and “showy” are
matched adjectives.

A Celebration of Life (cat. no. 15) and Walking
in the Mystifying Haze (cat. no. 22) are two other
examples of calligraphic works that transform the
traditional mounting method and mode of display
into a contemporary approach of installation that
can effectively accentuates the concepts, ideas and
content of calligraphic works. For A Celebration of
Life— A Diary Witnessing the Loving-one-another Spirit
Amidst the Great Sichuan Earthquake, the original
album of 24 leaves of handwriting in small-character
stand script was fransformed info an aerial and mobile
installation. The reflection of light on the plexiglass
complements the naturally air/ wind-driven mobile
installation to efficaciously intensify the latent rhythm
embodied in the ode-like diary — A Celebration of Life.

Walking in the Mystifying Haze (cat. no. 22) is infended
to break away from ideas, conventions and the method
of display for traditional calligraphic practice. Created
in the style in “imitation of rubbing from stone carving
in clericalstandard script,” the paper-based artwork
is mounted on 16 square prisms of varied heights. The
prisms are spread out on the gallery wall and floor,
specially aranged info a maze-like installation space.
The artwork, consisted of 14 Chinese characters and a
long inscription, will need to be viewed by walking along
a specially designed meandering path of the “maze”.
The physical “maze” alludes to the evasive deviation
from the predetermined way of reading fradifional
calligraphic works.

The literary content of the artwork is a modem
poem composed by the artist:

Haze has shrouded the city.
In the romantic vei,
healthis

fading...

away!

The poem safirizes the Chinese term “yanxia”, or
haze (literally smoke and colorful glow), used in Hong
Kong Observatory’s weather reports o refer to “polluted
air". Such a description has romanticized the urban air
pollution problem, since the term “yanxia” embodies a
poetic sentiment and inspires picturesque imagination.
Being continually immersed in such romantficization,
people’s vigilance of the problem is numlboed, and their
health consciousness keeps being undemined. In the
artwork, the massive maze-like installation space mocks
the widespread obfuscation of the public message. The
artwork provides a unique interactive experience as the
audience physically and literarily strolls through the poem

Harmony: Four Types of Relationship

There are four chapters in this book; each chapter
comprises works of calligraphy and seal engraving and
academic essays o investigate the following four types of
relationships:

Chapter 1 - Heaven and Man

This chapter, on the one hand describes the relafionship
between man and nature or the environment, onthe other
hand expresses the valuable relafionship between men.
There is love between heaven and earth. The resources
and blessings from mother nature are no doubt a free gift,

yet the response from human varies: sometimes awestruck
by the wonders of nafure, sometimes enlightened,
yet sometimes damaging. For instance, revealing the
artist’s incisive admiration of the natural object, the jerky
brushstrokes appeared on Awestruck (cat. no. 2) reinforce
the coarse texture of a piece of weathered teak wood,
and the "momentum” (shi %) generated from its twisting
form. Every single element in nature is the subject of
human appreciation as this is telingly exemplified by the
picturesque imagery porfrayed in Eight-character-ine
Couplet in Oracle-bone Script (cat. no. 7):

The morning sun rises up above the woods,
shining on the playful mountain finches.

The setting sun goes down beyond the frees,
casting light upon the homeward ox herds.

A HisREEE

R K

As the Daoist philosophy emphasizes very much on
the hamonious relationship between humanity and
the cosmos, Meditating on the Wisdom of Laoz (cat.
no. 13) compelingly reflects that both the artist’s act of
franscribing the whole text of Laoz (the Daoist philosophy)
and the viewer's act of reading the text are processes of
meditation on this harmonious union between nature and
man. In fact, natural phenomena always embody an
infense sense of wisdom that can enlighten the human
mind as this is revealed in Seven-character-ine Couplet in

Clerical Script (cat. no. 12):
Scenery stays still no matter how rapidly the
water flows.
A quiet mind is always kept no matter how
frequently the flowers wither and fall.

KESREE
TCEHRE AR

Moreover, works presented in this chapter
profoundly reflect that human relafionship needs to be
supported by love and care. Everiasting Love (cat. no. 18)
commemorates not only the love mutually experienced
by the artist and his wife but also a sense of togethemess
when sojouming in Southem Califormia in 2004. Indeed,
“love” is the most exalted reflection among human
relafions. The quest for reunion with love ones is subtly
expressed in Seven-characterline Couplet in Seal Script
(cat.no. 19):

Man becomes an experienced fraveler for there
have been thousands of miles that he goes;
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Mid-Autumn Festival comes again easily as one
year has passed very quickly.

BERERAE
—ERFIH

The inscription of this couplet further delineates
how the artists treasured every moment with his
students and family:

| wrote this pair of couplets occasionally
when talking with my students on the Mid-Autumn
Day in the year of gengyin (2010). 1 don't know in
what kind of manner the couplets were executed,
forthey were neitherin seal script norin clerical script.
| infended to finish this work as a demonstration
for my caligraphy class, but after | finished writing,
| started fo think that it was not suitable for the
students to follow, because the untrammeled brush
andink were too hard for the beginners to perceive,
hence can merely for my own amusement. | have
sojoumed in the United States for six years. This year
when | came back, | suddenly redlized that how
good itis fo be athome. Nothing else can give me
more love and joy than spending the Mid-Autumn
Day with my beloved family.

The love between individuals becomes more
intense in the face of natural disaster. This is especially
evident in the Sichuan earthquake in 2008 as
alfruistic sentiments and behavior were touchingly
documented in the form of a diary written by a life-
rescuer first and later transcribed by the calligrapher
who was deeply moved by all the heroic and selfless
spirit of the rescuers (cat. no. 15).

Alas! Man's lofty aspirations and the pure heart
sometimes get lost in the face of the materialistic city.
The rest of artworks featured in Chapter one present a
lamentation on the distorted relationship between man
and nature as a result of both man’s lack of awareness
of environmental pollution (Walking in the Mystifying
Haze (cat. no. 22)) and man's endless desires and the
lostin vanity in contemporary Hong Kong as exemplified
by Louis Vuitfon & Porsche (cat. no. 23) and Service for
Renminbi (People’s Currency) (cat. no. 24)

Chapter 2 - Give and Receive

This chapter focuses on how like-minded people, especially
those who are passionate and study traditional Chinese
painting and calligraphy, maintain friendship by giving

and receiving sedls. Seals are mainly used to symbolize
the seal owner. Whether for commercial contracts or
for paintings and caligraphy, the seal impression serves
as the evidence of commitment and promise, since the
seal impression reminds the viewer of the seal owner as a
person. Both Chinese words and pictorial images can be
used to express the content of the seal. Apart from showing
the names of individuals and organizations, seals can also
be symbolic images and text to convey selfreferential
ideas, which not only reveal the seal owner's personalities,
aspirations, hobbies, special life experience, personal
values and religious beliefs and commitments, but also
serve as a symbolic token of like-mindedness between the
giver and the recipient of the seal.

For example, Liffle Fiend of the Ox-Shed (caft.
no. 111) is a set of two seadls engraved with words and
pictorial image respectively. The sobriquet seal reading
“Litle Fiend of the Ox-Shed” /J\iflilxkwas engraved by
Dr. Daniel CK. Lau (author of this catalogue), while the
portrait seal of Professor Wan Qingli was engraved by Miss.
Mancy Li. These two seal impressions are shown together
as a collaborative work: The red legend image seal, which
looks lighter, is put abbove, while the white legend sobriquet
seal, which looks heawvier, is put below. Prof. Wan, a well-
known art historian and artist, is now Chair Professor of
Visual Arts, and Founding Director of Academy of Visual
Arts, Hong Kong Baptist University. During the Cultural
Revolution, Prof. Wan met with Li Keran (1907-1989) and
other artists in ox-shed unexpectedly, and his sobriquet seal
is meant to commemorate this marvelous life experience.!
Furthemrmore, the relationship between the recipient and
the givers of the “Litfle Fiend of the Ox-Shed” seal also
deserve to be mentioned. Prof. Wan (the recipient) was
the supervisor of Dr. CK. Lau (giver 1) when he studied
for his master's degree at the University of Hong Kong,
whie Mancy Li (giver 2) was a student of Lau. Therefore,
both the sobriquet seal by Lau and the portrait seal by
Mancy are brimmed with their respect for their teachers
and grand teacher. Genuine feelings stream down into
the point of carving knives — In Mancy’s eyes, Prof. Wan,
her grand teacher, is both a respectable scholar, and an
innocent and lively artist. She vividly captures the naughty
facial expression of Prof. Wan, expressing his dual identity
of both scholar and artist, and conveying his philosophy
of life. Meanwhile, for Dr. C K. Lau, his sobriquet seal is with
double meaning too. “Little Friend of the Ox-Shed” not only
represents Prof. Wan's extraordinary meeting with masters
in the ox-shed, but also reminds Lau of his unfadable

11 Daniel C.K.Lau, Impression: Seals Engraved by Daniel C.K. Lau
(Hong Kong: Academy of Visual Arts, Hong Kong Baptist University,
2009), p.17.

memory of meeting Prof. Wan, his abecedarian of the
history of Chinese art af the University of Hong Kong. In sum,
from the givers’ perspective, seals can be used fo commit
their emotions for the receiver; and from the receiver's
perspective, impressing the seal received on his own art
work, also suggests a certain kind of in-group identification.
Especially inthe case mentioned albbove, as an outstanding
arfist and an art historian who enjoys distinguished
reputation in the academic world, Prof. Wan is very strict
with the seals imprinted on his paintings, because only
selected seals can reach harmony with the content of the
painting. Therefore, undoubtedly, impressing the image
and sobriquet seals on his art works indicates his approval
of the givers’ arfistic achievement. Hence, the giving and
receiving of seals can illustrate the subtle interactions inside
the art circle, as well as the latent cultural phenomenon.

Chapter 3 - Black and White
This chapter moves its focus from social network to a pair
of abstract arfistic concept: the relationship between
“void"E and "solid"&, to discuss the concepts of "“void”
and “solid”, “yin"f& and "yang"f%. “block” and “white” as
visual elements in Chinese art. The elements in each pair of
concepts are of mutual atfraction and opposition, and they
are subtly applied in all the artworks shown in this chapter.
Emptiness (ca t. no. 128-1) is the best example to
demonsirate the concept of *void-solid reciprocity” used
in this chapter. In this experimental calligraphy, the Chinese
character “kong” ZE (emptiness) is written in seal script in a
hollow-out way with flowing and dripping ink on a piece of
thin and fransparent chiffon. Thus, when facing this work,
audience have to read the absiract character with the
help of their own imagination: They can no longer read
as they are used fo read black brushstrokes in the past,
instead, they need to draw support from the concept of
"void and solid reciprocity”, and read the white and blank
part so as to see the strokes. What's more, besides the
inferaction of “void” and *solid” used within the work, the
brushstrokes and the consciousness of space also extend
out of the work. This piece of caligraphy, exhibited in the
Koo Ming Kown Exhibition Gallery in the Academy of Visual
Arts, Hong Kong Baptist University, communes with the
view outside the glass wall of the gallery. Its rythmic ink
and brushes inferact with the outdoor environment under
different angles of sunshine, and echoes to the ripples in
the pond and frees in the distance (cat. no. 128-2,3) . The
frame of the work is ke a window, leading the audience’s
sight info a mysterious world: Are the ink, the brushes,
the view, the time, and the existence of the audience

themselves etemal or momentary? Are they real or just
flusione The work “Emptiness” invites its audience to think
about such philosophical questions.

The relationship between “*emptiness” and “fullness”
then comes into the audience’s mind. Perhaps it is just like
what Laozishares with usin Chapter 21 of Dao De Jing: “The
Dao in its acting is something, highly inconceivable, highly
incomprehensible. Incomprehensible, alas, inconceivable,
dlos: in its inside, there are images; inconceivable, alas,
incomprehensible, alas: in its inside, there are beings."'?
Alas! How hard it is to define “void” and “solid”!

Chapter 4 - Elegance and Vulgarity

This series of artworks aim fo go beyond the boundary
of “elegance” and “vulgarity” and to explore a new
relationship for them with experimental artistic approaches.
Cadlligraphywasnaturallyrelatedto “elegance”, and totally
unconnected with “vulgarity”. The works in this chapter,
however, illustrate that this pair of concept could be highly
infegrated with each other in calligraphy. For instance,
Whate (cat. no. 140) is a three-dimensional work inspired
from the Canfonese dialect. The Cantonese expression *
FEE" has a twofold meaning: an exclamation of surprise
or a question asking literally “what dialecte” Cantonese is
adialect that has “surprisingly” defied the fate of extinction
of most minority languages and continues fo remain in
dominant use in Hong Kong even after the 1997 handover;
it helps foster a strong sense of local identity and pride.

To celebrate Cantonese as a distinctive social
and cultural phenomenon, the artist fransforms the two
Chinese characters “IFE" info a visual effect resembling
a stone monument rubbing, and evoke an additional
sense of historic association through a forcefully archaic
and austere calligraphic style, thus taking the age-old and
richly veracular Canfonese didlect through the cavems
of time into the dramattic present. In this way, Cantonese,
which was unqualified fo take its place in the higher circles,
has integrated with caligraphy and fransformed info an
offbeat tool of academic inquiry, encouraging us fo think
about the localidentity constructed by Cantonese dialect
and culfure in the modem society.

12 Laozi,Dao De Jing. Translation from: http://www.tao-te-king.org/.
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O‘I Harmony | i1

Ink on paper, mounted on 50
plexiglasses (30.5 x 30.5 cm each)
with metal tubes of different lengths,
installed as a relief sculpture on the
gallery wall.

MAEE > DRIRGERN S0 BRI (30.5
x30.5 [EX) f1 - BUREA—HEEEL
FREZARENRERL -

Artist’s note:

In the long history of Chinese culture,
the concept and philosophy of
harmony has always been dominating
the leading values of the society, and
through different time and space. There
are two versions of harmony(he#0) in
modern Chinese: a simple versionfland
a complex version &f. The meanings are
indistinguishable; however, they were
two distinct words in ancient times.
According to Shuowenjiezi X fE=F (A
Lexicon of Chinese Characters, circa.
100A.D.), & means "tune”, denoting
harmonious music; whilefl means
“echo”. Today the two words are
inferchangeable, meaning harmony
and mediation.

This artwork was created as a response
to a growing societal issue of family
violence. The news may only be
revealing a small fraction of cases,

and | am afraid there are many more
hidden in the society. In this city life
which is full of tension, many people are
filled with resentment, and the families
have lost their harmony. The repeated
character “Harmony” in this work

and their interwoven relations remind
the audience that one must treasure
human relationship.
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02 Awestruck | &

Seal script
Ink on teak, with metal stand
Height 78 cm

2009

£

WMARE  SERZE
578E X

20094
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Awestruck (Detail)
EZ (BHER)



03 Natural Flavor | X

Ink on teak, with metal stand

Height 80 cm

2009

MAERE » SBRE

Cursive script
=

5&

80K

20094
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(Detail)

Natural Flavor

)

R (B

44



0

46

An Endless Stream |
NIRAE

Experimental calligraphy
with the character chuan (J11), or stream
Yellow rose wood (Huanghuali E=1E3Y)

Height 16.5cm
2009
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N7 BEREIEFAN
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A Deep and Tranquil Mountain |
UREE

Experimental calligraphy
with the character shan (1L),
or “mountain”, Glass

Height 9.5 cm, width 17 cm
2009

BEREE

S T
=9.5EK - B17EX
20094

A Deep and Tranquil Mountain (Detail)
IREE (RER)
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O 6 Fledgling | %

Clerical script

Ink on paper, mounted and framed
95x70cm

2009

MAEE  KIE
95x 70[E K
20094F
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Eight-character-line
Couplet in Oracle-bone Script |
REX/\ S8

Oracle-bone script

Ink on paper, hanging scrolls
137 x 34 cm (each)

2009

&YX
MAZE
£137 x 34EK
20094

Transliteration:

The morning sun rises up above the woods,
shining on the playful mountain finches.
The setting sun goes down beyond the trees,

casting light upon the homeward ox herds.
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The Poems Glorifying the Lamb |

Oracle-bone script

Hand-carved characters (intaglio) on ox bone
33x2cm

2010

BHEX
4Bzl
33 x 2[EK
20104

Arfist's note:
Also referred to as prophetic words from the

ancient ruins of the capital of the late Shang
Dynasty (14th-11th centuries B.C.), the oracle-
bone script was the medium employed by the
ancients to communicate with heaven. For such
questions of the future as farming, fishing, warfare
and climate, the royal family and rulers used
oracle bones for the purpose of prognostication.

As a modern Christian, | fransformed the
ancients’ prophetic words into voices of praise,
and engraved the four Chinese characters shi
zan gao yang (“The Poems Glorifying the Lamb”)
in oracle-bone script on a piece of ox bone. | sing
hymns of thanksgiving to glorify Jesus Christ — the
Lamb who was slain and sacrificed His life to save
the world.

The line "the Poems glorifying the lamb”
was originated from Thousand Character Classic
(a Chinese poem used as a primer for teaching
Chinese characters to children) by Zhou Xingsi
(470-521). “The Poems” refers to Shi Jing (Book of
Songs) in which the poem entitled “The Lamb”
draws an analogy between the lamb and the
lofty and virtuous gentleman. Although the
expression “the Poems glorifying the lamb” was
originally unrelated to the Christian faith, it literally
connotes another type of significance for the
calligrapher who is a Christian.

({SE=F i
ERREXEERE Ml (WRNATTRI4E 1 TR H
]) » RHABEERBENEN - HRARKHE 8
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DU BRI > BRI A A e MR RS
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O What is Mankind |
ANEHE

Semi-Cursive script

Ink on paper, mounted and framed
32x23cm

2010

1TE

MAEE - I
32 x 23[E:K
20104

Transliteration:

When | consider your heavens, the
work of your fingers, the moon and
the stars, which you have set in
place, what is mankind that you are
mindful of them, human beings that

you care for them?
(Psalm 8: 3-4. New International Version, ©2010)

X

KB ERIEEPTENR - XARFTERRRA A
S2E 0 EH 0 AEME - RERERM?
HAEHE  REERMt?
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Love Here (Love this Globe) |
EHT

Clerical script

Ink on paper, mounted and framed
32x23cm

2010

MARE  BIE
32 x 23[EK
20104
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Transliteration:

Artist's inscription: At the behest of my good friend Wang
Nan. IPC dedicates its research on energy saving and
emission reduction products. Aisi (EHf), the Chinese name
of IPC, means love this globe. Hence, IPC’s name states its
vision on environmental protection. | playfully transformed
the English alphabets IPC as a rim to encircle the Chinese
characters ai and si (ZHf) in an attempt to suggest the
shape of the globe.
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EH TRTREE (8) - B TEREAR (IPC) B
BEREBHEER o "B ENEEHIR o EHT 2 KA
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Drink with the Moon |
B A RIR

Great-seal script

Ink on paper, mounted and framed
42.7 x29.7 cm

2009

RE

MAEE  HIE
42.7 x 29.7[8XK
20094
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‘I Seven-character-line ' : ————
Couplet in Clerical i "
Script | BEt=% ad

Clerical script

Ink on paper, hanging scrolls
135 x 33 cm (each) i
2003

mE
MAEE > I8
%135 x 33[EXK
20034

Transliteration:

Scenery stays still no matter how
rapidly the water flows.

A quiet mind is always kept no matter
how frequently the flowers wither

and fall.
R -
KT EF

TR AR B R .
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Laozi | (EF)

Small-character
standard script

Set of four hanging
scrolls, Ink on paper
274 x 65 cm (each)
1999

LB

MARE > MU
£274 x 65EK
19994
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A Celebration of Life | . B .

A Diary Witnessing ige Loving-One-Anoth ,-

Spirit Amidst e Geat Sichuan qug.i;' x A
|

REIIARME ??ﬁ*ﬁw iSISE

Small-character standar ipt |'- ;

Ink on paper, orginal album of

fransformed into aerial and mobile RSt I d
29.7 x21 cm

2009

G/F, Koo Ming Kown Exhibition Gallery
Communication and Visual Arts Buliding

Hong Kong Baptist University
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‘I 6 Benevolent Love | &

Clerical script

Ink on paper, mounted and framed
28 x 42 cm

2003

BE
MRBE - HIE
28 x 42[E K
20034
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All of a sudden I turned about |
BREE

Ink on raw silk
Dimension varies
2010

it EE
R A—
20104

Transliteration:

Up and down the main streets, | must have run—
A thousand fimes or more in quest of one,

Who | have concluded, cannot be found;

For, everywhere, no trace of her can be seen,
When, all of a sudden, | turned about, That's her,
where lanterns are few and far between.

Translation from
http://www.shigeku.com/shiku/ws/sy/xingiji.ntm

B
BOBHTEE ;
RREE « BN - SN -
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‘I 8 Everlasting Love | BE&E=E

Clerical script

Ink on paper, mounted and framed
30x85cm VER
2004 EEE
==+ 3l

MAEE  WIE
30x 85[E K
20044
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1

Seven-Character-Line Couplet
in Seal Script | ZEt=H

Clerical script

Ink on paper, hanging scrolls
138 x 35 cm (each)

2010

= ¢
MAZE

£138x 35[E:K

20104

Transliteration:
Man becomes an experienced traveler for
there have been thousands of miles that

he goes. N
Mid-Autumn Festival comes again as one (B\

year has passed very quickly. -

.-\
S

B
BERBERAE
—ERBIAH

N Sl
7 I

Artist’s inscription:

| wrote this pair of couplets occasionally
when talking with my students on the Mid-
Autumn Day in the year of gengyin (2010).

| don't know in what kind of manner the ?

couplets were, for they were neither in Seal
script nor in clerical script. |intended to afis
finish this work as a demonstration for my

calligraphy class, but after | finished writing,

| started to think that it was not suitable

for the students to follow, because the

unframmeled brush and ink were too hard

for the beginners to perceive, hence can

merely for my own amusement.

| have sojourned in the United States for

six years. This year when | came back, |

suddenly realized that how good it is to y
be at home. Nothing else can give me
more love and joy than spending the Mid- ’ ‘

Autumn Day with my beloved family.
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20

Everything Prospers
in a Harmonious Family |
KMNEEE

Cursive script
Ink on paper, mounted and framed
95x70 cm

2009

5&

MAEE  WIE
95 x 70[EK
20094F
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Give Thanks - Let’s Have Tea |
AR E

A seven-year series comprising:

a hanging scroll (ink on paper, 94 x 20 cm, 2003) &

2 hand-engraved Chinese characters gan en g2
(“give thanks”) in seal script on a zhisha (&#) teapot
(height:9.5 cm, 2010)

TERS 32 (HARESF > 94x 20 [EX - 2003F ) KX
WRTFLoFZIFE KB —F (B9.5EXK » 2010 4F)
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Walking in the Mystifying Haze |
EEBEIRKERY "B

Installation: Ink and water on paper, mounted on
16 wooden boxes with variable size

A set of 16 wooden boxes with the same surface
area of 145cm x 145cm but with different heights
2009

ELEE (hazIE8)

HE KEEARERER
THERBRITA— 2 AR KA

148164 AR RS » HmFEA145cm x 145cm » BEAR—
2009

Artist’s note:

This artwork is intended to break away from

ideas, conventions and the method of display for
traditional calligraphic practice. Created in the
style in “imitation of rubbing from stone carving in
clerical-standard script,” the paper-based artwork
is mounted on 16 square prisms of varied heights.
The prisms are spread out on the gallery floor of
about 27m x 9m, specially arranged info a maze-
like installation space. The artwork, consisted of

14 Chinese characters and a long inscription, will
need to be viewed by walking along a specially
designed meandering path of the *maze”. The
physical “maze” alludes to the evasive deviation
from the predetermined way of reading traditional
calligraphic works.

The literary content of the artwork is a modern
poem composed by the artist:

Haze has shrouded the city.
In the romantic veil,

health is

fading

away...

The poem satirizes the Chinese term “yanxia”,
or haze (literally smoke and colorful glow), used
in Hong Kong Observatory’'s weather reports

to refer to “polluted air”. Such a description
has romanticized the urban air pollution
problem, since the term "“yanxia™ embodies

a poetic sentiment and inspires picturesque
imagination. Being continually immersed

in such romanticization, people’s vigilance

of the problem is numbed, and their health
consciousness keeps being undermined. In

the artwork, the massive maze-like installation
space mocks the widespread obfuscation of
the public message. The artwork provides a
unique interactive experience as the audience
physically and literarily strolls through the poem.

(E=Fig

AEmE R B = ZRIFIE S MR —H#E LS
AR (BER) HERER, BAARERIRN
16EBER—RIS R - HELUISENIPSTTRE
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Walking in the Mystifying Haze (Detail)
EEHIPXREN EE (BE)

1/F, Koo Ming Kown Exhibition Gallery
Communication and Visual Arts Buliding
Hong Kong Baptist University
BEEREREEERBNERPHRERE 2






Walking in the Mystifying Haze (Detail)
EEBIAREEN EE (BED)

1/F, Koo Ming Kown Exhibition Gallery
Communication and Visual Arts Buliding
Hong Kong Baptist University
BESEREEERENERPYREE—2
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Walking in the Mystifying Haze (Detail)
EEEIXEN EE (BE)

1/F, Koo Ming Kown Exhibition Gallery
Communication and Visual Arts Buliding
Hong Kong Baptist University

ARG REEERBNERPFYREE
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2 3 Louis Vuitton & Porsche | LV E%F

Seal script

Ink and watercolor on canvas,
92 X 92 cm (each)

2010

S
AIKZEKF
£92 x 92K
20104

Transliteration:
Between heaven and earth, LV is the most expensive.
Amidst the busy city, Porsche is genuinely showy.

R
RitE LVE&RE
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2

Service for Renminbi
(People’s Currency)

R ARERES

Semi-cursive script
Acrylic on canvas
91 X 61cm (each)

2010

TE
HARBT
HIIx 61[EXK
20104

Transliteration:
Service for renminbi
(literally people’s currency)
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Inheritance and Innovation :

Daniel Chak kwong Lau’s Exploration into Seal Engraving' h

Vincent K. T. Tong
Associate Professor
The Chinese University of Hong Kong

The earliest record on seal-engraving in Hong
Kong can be fraced back to around 1872, but it
is not until the establishment of the Republic that
the art of seal-engraving in Hong Kong began to
develop rapidly. Its development can roughly be
divided into three periods, each of them thirty years
long. The economic and cultural progress of Hong
Kong was closely related to the migration wave
from mainland China. The art of seal-engraving was
no exception. The political incidents that occurred
during the three periods, including the establishment
of the Republic, the Second Sino-Japanese War
and the liberation of China, all caused a large
number of seal-engravers to move southward to
Hong Kong., and thus formed the backbone for
the development of seal-engraving here. Most
of these seal-engravers were Cantonese due to
the geographical proximity between Guangdong
and Hong Kong. They created ceaselessly and
put much effort in passing on their skills fo new
generations of seal-engravers, thus bringing the art
of seal-engraving in Hong Kong to one climax after
another.

In the 1980s, the Chinese Economic Reform
was implemented and the mainland economy
started to take off. Many seal-engravers migrated
to Hong Kong and to some extent influenced the
local seal-engraving art. The advent of the 21st
century generally saw a period of stability and
prosperity in our adjacent regions. Without the
influence of migration, and with the decease of
senior seal-engravers, the art of seal-engraving in
Hong Kong was apparently declining. The most
obvious phenomenon was that the seal-engravers’

1 A version of this essay was published in: Daniel CK. Lau ed.
Impression: Seals Engraved by Daniel Chak-kwong Lau. Hong Kong:
Academy of Visual Arts, Hong Kong Baptist University, 2009, pp. 8-10.

creative passion dropped sharply, very few books of
seal impressions (yinpu) were published, and many
seal-engraving classes could not be run due to a
lack of students. We can say that seal-engraving
in Hong Kong was in recession. 2009 is a year to
rejoice in. Several months ago | received the yinpu
of the experienced seal-engraver Chen Liyuan.
Not long after that | wrote a preface for the seal-
engraving publication of my student Pau Mo-ching.
And recently | was informed that my friend Daniel
Chak-kwong Lau will also publish his seal-engraving
catalogue. The latter two in particular are Hong
Kong's locally born and bred young seal-engravers.
It seems that the art of seal-engraving in Hong Kong
is being revitalized, ushering in some new progress.

I have known Daniel for almost twenty years.
At that time he was working as a teacher. At leisure
Daniel learnt calligraphy and Chinese painting
from the eminent calligrapher Han Yunshan (1923-
2010) and painter Long Ziduo (1915-2008). Later
he wrote his Master’s Thesis under the supervision
of Professor Wan Qingli. After that he furthered his
study at University of California and obtained his
Doctor of Philosophy. He then started teaching
at the Academy of Visual Arts, Hong Kong Baptist
University in 2006.

Daniel devoted himself mainly to calligraphy
in his early years. Later he started to learn seal-
engraving in the 1990s to pursue the state of “Three
Perfections” (in calligraphy, painting and seal-
engraving). At the beginninghe had no teacher.The
over a hundred seals engraved by senior masters for
his tfeacher Mr. Han hence became Daniel’'s model
for learning. Many of these seal-engravers are the
aforementioned Cantonese masters who had
migrated to Hong Kong, including Feng Kanghou
(1901-1983), Lu Dinggong (1903-1979), Rong Geng

(1894-1983), Shang Chengzuo (1902-1991), Lin
Qianshi (1918-1990), Zhang Xiangning (1911-1958),
and Qiu Siming (1925-1994). These seals are most
suitable for comparative learning when different
masters carved upon similar subject matters.
Additionally one can have the opportunity to touch
the original seal stone and gain a better insight into
the use of the blade. With these seals, it can be said
that Daniel has reaped no little benefit.

In the early days, seal-engraving in Hong Kong
wasreally dominated by Cantonese seal-engravers.
Most of these seal-engravers were influenced by
the style of Huang Mufu (1849-1908), and they were
labelled “the Cantonese School”. Daniel mainly
consults the works by these seal-engravers, but he
has his own thoughts on the use of the blade. Rather
than the thrusting knife method popular among the
Cantonese seal-engravers, Daniel usually employs
the “"blade method of short cutting” (F#4]J]i%) of
the Zhe School. Master seal-engraver Ding Jing
(1695-1765), the head of the Eight Masters of Xiling, is
much admired by Daniel. This master seal-engraver
is exactly the research focus in Daniel’'s Ph.D. thesis,
so no wonder Daniel's blade methods are much
influenced by him. Moreover, Daniel is also fond of
the "black-tiger” calligraphy of the calligrapher and
seal-engraver Luo Shuzhong (1898-1969). This kind of
calligraphy is done by blotting to achieve the effect
of stele rubbing, so that the works look mottled
and jagged. When applied in seal-engraving, the
“blade method of short cutting” makes it easier to
attain the effect of roughness.

Inheritance and innovation have been the
issues faced by the artists. Because of the history
and its uniqueness, the art of seal-engraving can
be considered a rather self-sufficient art form. Unlike
painting and calligraphy, the impact of Western
contemporary art frend on seal-engraving is much
milder. Some describe seal-engraving as a kind
of art that “dances with shackles on”. Perhaps its
charm lies precisely in the opening-up of a universe
under a great deal of limitations. Undoubtedly, the
art of seal-engraving has its special nature, but seal-
engravers still need to discover ways of innovation,
so that this art form can be carried on from the past
and pave the way for future generations.

Daniel has done much exploration on
this topic. It can generally be classified into two
aspects. One is the aspect of content. Daniel uses

Cantonese and slangs in his seals which keeps the
art of seal-engraving abreast with the times and
society. The other is the aspect of the type of scripf.
Apart from seal scripts, he largely uses different
types of script in his seals, including standard script,
xiejing ti (Buddhist Sutfra script), Han jian (bamboo
slip inscriptions of Han Dynasty), bafen (one of the
various forms of the clerical script), draft-cursive,
and even the English alphabet. Among these, the
styles Daniel uses most often are Ni Zan's (1306-
1374) small-character standard script, Han jian and
bafen. Daniel has inherited these few types of script
from his teacher Master Han, and he can easily and
naturally incorporate them into his seals. There are
a number of predecessors that created fine seals in
scripts other than seal scripft, like Luo Shuzhong's
clerical-script seal, Jian Qinzhai's (1888-1950) seal
in the style of stele inscriptions of the Six Dynasties
period, and Tan Yuese's (1891-1976) shoujin fi
(“slender gold”, or “slender tendon” script) seals.
But they only made these seals occasionally,
much less than what Daniel has done. This of
course has become one of the characteristics of
Daniel’s seal-engraving.

The development of the art of seal-engraving
in Hong Kong relies on the seal-engravers’ creation
and exploration. More important is that, in relation
to fraining, the young people should especially be
targeted for cultivation. The traditional mentor-
mentee teaching and learning does have its
value. Meanwhile, institutional training can better
fulfil the needs of the time for its comprehensive
and focused course design. This also explains why
tertiary art education is significant. The Department
of Fine Arts, Chinese University of Hong Kong
started delivering seal-engraving courses in 1957.
But this can hardly satisfy the great demands for
cultivating seal-engraving talents. In recent years,
the Academy of Visual Arts, Hong Kong Baptist
University has been established, and seal-engraving
courses are offered. Under the guidance of Daniel,
who is well-versed in both arfistic creation and
historical research, | believe the fraining of seal-
engraving talents in Hong Kong will certainly be
enhanced. May | encourage and work hard with
Daniel, for prospering the art of seal engraving in
Hong Kong!
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The Bond between the Giver and

Recipient in the Practice of Seals as Gifts:
A New Approach to Integration between
Creative Work and Scholarly Research' h

Daniel CK. Lau
Assistant Professor
Hong Kong Baptist University

A Cross between Production of Artworks
and Art Historical Research

This project is a pioneering endeavor that examines
the synergy between art-historical research and the
creative practice of Chinese seal engraving, which
are essentially two completely different fields of study
and inquiry. Consisting of a scholarly writing titled “Seals
as Aristic Expression, Projection of Self-ilmage and
Token of Like-Mindedness” and the ninety-five works
of seal engraving selected from the author's oeuvre
completed in the past decade, this chapter presents
the results of an in-depth interdisciplinary study on the
theories and practice of Chinese seal engraving, offering
a new approach of integrated undertaking of scholarly
research and creative work in the same project by the
same author.!

Impression — From Seal to Symbol

Impression (cat. no. 62) is a seal-engraving draft that
embodies multi-faceted meanings —— a rectangular
seal impression showing the intaglio image of the great-
sealscript (dazhuan REZ  or jinwen ) character
xiang (£R)2 which primarily means “elephant” and,
when joined with a prefix or suffix, has multiple extended

1 A version of this essay was published in: Daniel C K. Lau ed. Impression:
Seals Engraved by Daniel Chak-kwong Lau. Hong Kong: Academy of
Visual Arts, Hong Kong Baptist University, 2009, pp. 13-15.

2 This hieroglyph of the character xiang (%) is adopted from the
inscription of the character on Xianggiexin Ding of Shang Dynasty
(ca. 1600-ca.1100 B.C.). The original rubbing of the inscription was
published in Liu, Tizhi (1879-1963) (ed.), Xiaojiaojingge jinshi wenzi:
yinde ben (/\&#EEESAXT « 51184), (Taipei: Datong shuju, 1979). For
the reproduced image of the original rubbing, see “Digital Archives
of Bronze Images and Inscriptions”, The Institute of History and
Philology. Academia Sinica, http://www.ihp.sinica.edu.tw/~bronze,
(item no.: 01512). Also see Rong, Geng (AE&) (ed.), Jinwen bian (The
Compilation of Bronze Inscriptions) (£ #) (Beijing: Zhonghua shuju,
1985), p. 673.

meanings such as, image (xingxiang Z&) and symbol
(xiangzheng ZR1). In fact, the adoption of the Chinese
character xiang in this work unfolds the overall objective
of freating seals as visual images, self-images and
symbols in the artist’s practice of seal engraving.

The Chinese term that conveys the meaning
of “impression” comprises the two characters yin (E[J)
and xiang (&), which means “seal” and “elephant”
respectively before joining together to form the new
meaning of “impression”. Hence, the rectangular “seal”
impression, which enfolds the hieroglyphic character
of “elephant”, seeks to deconstruct the Chinese
term of “impression” in a pictorial manner, eventually
highlighting the primordial elements of the word in a
daringly fresh artistic context.

The symbolism embodied in a seal intriguingly
fransforms the visual image of a seal impression info
abstract concepts. This supposed mental process
naturally involves the audience’s power of imagination.
Imagination is indeed one of the key factors pertinent
to the effectiveness of art production and consumption,
as this can be especially enlightened by the art of
seal engraving which essentially involves symbolism.
A sedl, by its very nature, is a functional object that
symbolizes the seal owner. From the perspective of the
art producer, a seal and its impression are infended to
symbolically represent the seal owner, whereas from
the perspective of the audience (i.e. the consumer of
art), a seal impression reminds the viewer of the seal
owner as a person. Apparently, the whole idea of
the personification of seals is a covert mental process
that requires both the producer and consumer of art
fo exercise their power of imagination beyond their

perception of seals as merely artworks. Consequently, a
seal impression that bears the owner's name serves as
symboals signifying one’s commitment in such situations as
authorship of a piece of artwork or literary composition,
or credibility and responsibility in legal agreements and
other types of covenants.

Jireh, Idle Cloud and Little Friend of the
Ox-shed: Sobriquet Seals as Self-images

Beyond the primary category of seals bearing the
owners' names, seal impressions that bear the owners’
sobriquefts vividly sublimate their self-images and convey
selfreferential ideas that suggest the seal owners’
persondlity, temperament, aspirations, hobbies, special
life experience, other atiributes like personal values,
cultural and sub-cultural identifications, and religious
beliefs and commitments.

All produced by the author of this book, the ninety-
five works of seal engraving selected in this chapter
are categorized by a special principle highlighting the
sobriquets of three ultimate seal owners: The first group
includes the seals that the author engraved for himself
(cat. nos. 25 - 78); the second group consists of the seals
that the author engraved for his calligraphy teacher Mr.
Han Yunshan (cat. nos. 79 - 105) and the third group
comprises the seals that the author engraved for his
academic mentor Professor Wan Qingli (cat. nos. 106 -
120):

1. Jreh——Seals Often used by Dr. Daniel C. K. Lau

2. ldle Cloud — Seals Often used by Mr. Han Yunshan
3. Litfle Friend of the Ox-Shed —— Seals Often used by
Professor Wan Qingdli

Jireh BI&) is the author's sobriquet adapted
from the biblical expression “Yahweh-jireh”, meaning
“Yahweh will provide”. The author engraved Jireh L&)
(cat. no. 37) as his sobriquet seal to commemorate his
fransient sojoun in Santa Barbara, California from 2000
to 2006, during which he experienced God's abundant
provision in times of need.

The two sedls reading “Lanyun”(f8ZE), or “Idle
Cloud” (cat. nos. 87 and 88) are sobriquet sedls the
author engraved for his calligraphy teacher Mr. Han
Yunshan (1923-2010). Han uses the word lan (f§8), or
“idle” to identify with Ni Zan ({523, 1301-1374), one of
the groups of Chinese painters later known as the Four
Masters of the Yuan Dynasty (1206—1368), who previously
used the same word “lan” in his sobriquet “Lan zan™ (

ERFE). Han Yunshan is a reclusive artist who has been
working in Hong Kong for more than half a century.
The redolent connotation of idleness or laziness in Han's
sobriquet well suggests his reclusive femperament in the
masqguerade of a self-sarcastic tone. Apart from being
a cdligrapher, Han also holds multiple identities of a
poet, a philologist, a paleographer of Chinese and a
connoisseur collecting paintings, works of calligraphy,
seals, rubbings from ancient steles, ancient coins, jade,
porcelains, antique inkstones and teapofs.®

Produced also by the author, the sobriquet seals
reading “Little Friend of the Ox-Shed” /\Mfi&  (cat.
nos. 110, 111 and 112),