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Preface

In early 1990s', in an unforeseen occasion,

David Chan

I found that the taste of life is highly related
to that of food. This gave me the opportunity to
complete an art project that I called 'The Stage
of A Hundred Tastes'. After that, I completed many
more art projects, and went through various stages
of 1ife. I created calligraphy in colour for the
previous Regent Hotel, now the Inter-Continental.
Maybe that is when people started to call me the
'Master of colour Calligraphy'. But for art, I
regarded myself always as a student. It is not
important whether the calligraphy is in black and
white or in colour. For me, the most important
is that I have the modern spirit, i.e., the spirit
of freedom, and blend it into classical art.
Cathay Pacific acquired the right to some
of my work from 'The Stage of A Hundred Tastes'
as the covers of their in-flight menu. Those in-
flight menus have turned into collectors' items, and
there were passengers who enquired about purchasing
the original art. This drew the media's attention,
which led to interviews by CNN, including one
in the year 2000 when people were interested to
know more about China in the new century. When I
had an exhibition in a Japanese gallery in Tokyo
in early 2000, a Japanese lady was very disappointed
to miss the chance in buying the art piece she
wanted and wept in public. Through this, I realized
that my art, which revealed my 'yi' ( &) and
views of seeing things purely and directly, could
touch and move people immensely; this in turn

touched and encouraged me.

Now, I think I should push myself to a new
phase. Over the past several decades, I always
have had a wish. I wish to experience, ever more
strongly, the spirit of Tao that has had such
a great influence on Chinese art through the ages.
In any previous dynasty, say, the Wei, Jin or
Northern and Southern Dynasties ( # T mit# AD
220-581), you could see how the great artists,
including the 'Seven Masters in Bamboo Woods'
( ##-E% ) and the two 'Wangs' (Wang Xizhi FT#z
and Wang Xianzhi EM=z ), had all demonstrated
how they merged their inner spirit with that of
nature. Such a concept has only appeared in the
Western art as late as the 20th century. My 'Wei
Tao' 'wkif ' (the taste of Tao) is born so naturally
under such circumstance. 'Wei' 'w®w ' (to taste)
is a first person's experience and expression;

and 'Tao' 'i# ' is the way of nature.
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What is Shu Fa
(€% Chinese Calligraphy)?

First, there is 'intention' (called 'yi' (&)
in Chinese, meaning mood, inclination, desired
outcome. The intention of a calligrapher is called
‘biyi' (4% ) or "intention of the brush' This "intention’
is often attributed to, or thought to arise from,
nature. For example, there is 'chunyi' (&%) or
"intention of spring' when the ice begins to melt
and flowers bud.) It includes concept, intention and
‘gingyi' (&) ('ging' in Chinese, means sentiment,
passion, love, sympathy, friendly feeling). Chinese
calligraphy, then, isa process by which the calligrapher
expresses his/her intention by writing a Chinese character
on Chinese paper (a thin paper that absorbs water
very quickly) using a Chinese brush (which is at the
same time soft yet resilient). During the calligrpahy
process, the calligrapher experiences changes, both
intended and accidental, and may end up with an
effect out of anyone's imagination. Only this
kind of art, which is uniquely Chinese, allows
audiences to view the whole process of creation,
from beginning to end, with every change of intention,
all the ups and downs of emotion clearly visible:

it is somewhat like dancing on paper.

My Shu Fa

Decades ago, my calligraphy was said to be
'avant-garde'. I do not understand what 'avant-
garde' is; instead I Tike to call my work ‘contemporary
Shiu Fa* .- Like ballet, Chinese cal ligraphy is a
classical art; it demands discipline and practice.
In contrast, contemporary art emphasizes on free

form and spontaneity. So, in my work, I intend

to blend discipline with freedom. I use many visual
art concepts, for example from the fields of graphic
design, colour, and film, and incorporate them
into the classical art of calligraphy. I wish to
make a change, to express a new phase in calligraphy,
similar to the change in ballet from classical
to modern, and in music from opera to musicals.

However, my way of doing it has brought a mixed
reaction. Some classical calligraphers think that
I abandon the good old tradition, and attack it.
Mostly, modern art circle don't know quite what
to think of my work, as they don't understand calligraphy
and don't see the importance of Chinese calligraphy
in modern artor the modern world.

In fact, I believe calligraphy is the most
representative form of Chinese art in history. As
to how popular Chinese calligraphy is, in Suzhou
(#MN , the largest city in the world in the 15th
and 16th centuries), between 'the Humble Offical
Garden' (4#®E ) and 'Tiger Hill' ( &k ), there
are over one thousand pieces of wooden and stone
steles (with engraved calligraphy).'Sanxitang'
(=%% ) of the Imperial Palace, known as the Forbidden
City, in Beijing keeps three art treasures that
were regarded by the famous Emperor in 'Qing' Dynasty,
"Qianlong' (%%, 1711-99) as the most precious
in the world and they are calligraphy. Legend says
that the famous ‘Lanting' (% ), a piece of calligraphy
in Running Script brushed by the famous calligrapher,
‘Wang Xizhi' ( £#%=z ), was kept in the tomb of the
famous Emperor 'Taizong' of the Tang Dynasty ( J&
A% ).

In China, both the past and present, every
person learns calligraphy. As a tradition, the
first day of learning is also the first day of using
the brush in writing. However, calligraphy nowadays
is becoming less popular, mainly due to changes
in people's attitude and thinking since the 19th
century. Since the upsurge of Western economic power
over the last 150 years, all aspects of Chinese culture
have been regarded by the Chinese as outdated and
backward. Chinese people wanted to understand more
about Western culture and considered calligraphy not
only useless but also a hindrance in Tearning.

Even so, those Chinese who had thorough knowledge
of and were good at Western art realized and appreciated
the tremendous breadth and depth of Chinese art.
Hence, we saw famous Chinese painters, such as
'Xu Bei Hong' (4&##), 'Liu Hai Su' (#%%) and
'Lin Feng Mian' ( #JalE ) who learned Western art,
came back to work on Chinese art. Among the Chinese
arts, calligraphy is the best for expressing one's
'ging' and 'yi', for expressing one's inner self,
and one's attitude towards nature and life. It is
hard for foreigners to believe that, over several
thousand years ago, an art form that is both impulsive
and disciplined, abstract and yet concrete, already
existed in China.

Luckily, the general public as a whole Toves my
calligraphy. I must sincerely thank all my friends

who have been supporting me through so many years.
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The way I work

It all starts with a 'yi'(&). From this 'yi',
my brush touches paper. Immediately, from this
very first touch of the first stroke, the effect
that appears may vary from the original 'yi' in
my mind. The materialization of my 'yi' on the
paper—determined by the speed of my brush stroke,
the amount of water, the richness of colour—
influences the feeling of my original 'yi' and
may stimulate change—hence the second brush stroke.
So I continue, every new stroke modified by the
effect of the previous one. This outer stimulation
(appearance of brush stroke on paper) and inner
'yi' go hand in hand, and the balancing towards
a satisfying ultimate outcome is the charm and
beauty of the whole process.

Because Chinese ink dries fast and Chinese
paper absorbs quickly, the time to accomplish
a piece of work is very short. I may need to work
on the next stroke before the previous one has
dried if I want to achieve a specific effect.
It therefore allows zero time for stopping and
thinking in most cases. This explains why practicing
is vital: One must practice until moving the brush
(the 'conscious') becomes, or comes from, basic
Tnstinct (the 'sub-conscious'). To the extent
that the tool (the brush) becomes part of my body,
during the process, an act becomes an expression
of my basic instinct. And a piece of art is the
outcome of the cooperation of my 'conscious’ and
'sub—conscious. Through the expression of my 'conscious'
and 'sub-conscious' in a very short time span,

I create my work. Within a short time span, quick,

spontaneous action demands absolute concentration.
In this mood of high concentration, I forget everything,
the gain and Toss in our daily life, the 'know'and
'don't know', and myself. I come back to a world
of 'hun dun' (3 , a stage of chaos before the
universe was formed). In this world, my 'real'’
self (the natural me—'tian' X ) emerges, and
the process of creation then becomes a part of
nature ('tian') and beauty. This is exactly the
pursuit of Taoists: to understand the inner self,
to discover the way of nature, and then to Tive
in harmony with that nature ('tian'). It can be
described as matching my 'tian' to the 'tian'
of the nature. I regard this as the ultimate goal
(the way—"tao") of calligraphy: to reach a stage
of 1living in harmony with nature.

My calligraphy is a process that starts from
an 'original yi', then proceeds to 'brush' to
'paper' to 'form'. That is one stroke. Then I make
change—sensing that the 'original yi' has changed
to a 'new yi', and from this 'new yi', then I start
the second stroke. For the third stroke, and so on,
there is a continuous change of 'yi' that ends
only when the calligraphy is complete.

Nature and I become one.

My soul being one with nature, and my calligraphy

is in accord with the Tao.
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%2 (hot) The hot and bitter taste (kui) The stinging hot taste I (xua) The numbing hot taste
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g (xka) The hot and sour taste ¥% (bauh) To quickly brown to golden yellow ¥ (chaau) To sautee
by extremely hot boiling oil



B3 (ma la) Numbing spicy
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