


’ Re-deconstruction of Li Gang's Ink Style

= H kK 87 08B R A

%

a4 3 4 At




(%) B ro83s

BEBERRKE (CIP) #iE

BYE . FHKEHFNOBMRE . TR | =HE.
——It= . FESFHMRE, 2014.3

ISBN 978-7-5153-2232-2

|.DE- . @2 l. OKBE - {ERE - FE - TR
V. ®J222.7

PERAERIECIPEIEZF(2014)58040067S

B . ERKREHANBRE

" BB F X
®OM: B I
RiERE: HER
OIS TINE 15
®’ i BER R
TRE: Kk B BER

HE it o

HiR&T: # @4 3 % A
£ Hk dERFROTTR21S
HPEI4RAS: 100708

B dk. www.cyp.com.cn
REEEPEEIE. (010) 57350504
[ JMEREEIE: (010) 57350370

B0 Rl FISERESEA (RYI) BRAD
2 . FEPE

F &, 787x1092 1/8

¥ 8 37F

El 3. 105

h R: 20145384t RE 1hR
En R 201438 R 1REDR]
£ f: 260.007T

RARERE, EOBE. #H,
AEBWEENEREDM, E5010-52661240B%



H &
HIL R

Al S p2
Preface

SIRRKEF 1S3
Profiles of Artist

| I8 p3S
Picking

| B pS7
Extracting

¥ p71
Transforming

Vi po1
Exchanging

UHEIKE p108
The Ink Dialogue







‘MRELR NER

—FMEIKE “FEE”

mER / KEA

LEMEHBREE, HOZFHIEEHAFE, MEEH “KEER" BFKSEHO
‘lR| . BRXM RE7, ERFEEFNIERXEAE. NFRRFAR, 2R
FRET ANEYN ‘HENE" . EREREEEUNEAK, DLESEXUER. FH,
FRFHEHREWALHOTRENAE, EFMBRNRERIROSNEESS . BOLER
ImSKERRREFR, ENREEGAEF—FEE?

REX, KBUNENMSABESHEINMEOR, AR “WRAIR" 7 EWMK
EENGEES, MAEINFERERS, MENSMEEEEHNXHER. T,
URZHNABRURAS, MEBERUENXUER. (FAHLEFIKE, TR, B
RTE R ASRIOREMATR— AMNEXIKENIG, BESE P HESRATEH,
FEZie AR IBOREY . AT, SREFRE T CBENERE, —IXFHE
Bk, MEREBEUN ‘OB , HIFSHZEX. ENERBRE, £EUEBHNHE
SEMziE, FEELEMA—FMABYERABANFE. TKkE, AEE. XAFH
XFCHESET, “MHLOR" RANBERREENRE, BRFAZAERZ—H
YRR, FREMAKIBNREHE. BRSEATHHOFNEAER, HEETHR
AR ER “WHOR" WERER . EREATHEN ‘B (ZRRAKE) +,
RIS, RENSHED, WMIMEKBMEFRASY LR “MRidlE” —RFESE
NANHEOER, H3lRXE. BR, XMZHERT AMMRELEPRIKSER,

2/3

I



ERAEXNB PR T REFEEMNBEEFRIE. B 80 FRLURM “HMFKER" ,
HigE 2z AEEAT —MRF—AEFEERNERSETIERKBNE. N8, &
MNBXFREMERRSE, BA “MFKE” XAEEE ‘REBEXHESR” W5
—ERR—ERHEENERAEN ‘URIR" . BFXM ‘R 1 “Zxxdz” ,
EEHAERER. HRBZRREMREOXHER, HERILSHAESEMEME
B, HER, SHILRPENNTORN,: SHEESERAKRRAIE. M “HEkE’
EFERE EELURAN, TFETFI . TS, MRKEZ/E, SLKEB. THKBHIRE,
HABENX— “MRIR" WESHEL.

ENRERNEN, bRIX— “EH” BEORAN. HEEENIRE. RENSHONSFR,
BUR—RXT “BE" WEKSR, FEILY. ARSERSEVEENERSE,
HREMBENENINE, K8, BIRHENEEPER “BE" . KBIERLE
B, TRBREENNEZNE, MEEAEREH “MWRIR" MR+, KHE
BEBHOMEERME, EEETRE “RIE NWEREZE. B%, THKE “BE" 0
=R, JLUNEESZEMRERE. BUECEEZFERTRKTNESENS, URS
ZHEXOHRER. BRR, XFFBNERS. MERNBRERE, BRIVEEZ LN
R RTIHAMERPRELERFIE, WA, A0, TRMKE KR FIEte
EENTREWIEZA, MEESUFEENH—SER. BHX—R, G0TRIERE
WY ‘WX, RHESERKBEARESMWEFREN, Mk “WLEX" HkR
¥t

_ prrTT




TEETFMEHES, ZREKS B AR EDH R, B &, 17 IME9.
FRE “487 , ISTMENESHERIG, SRKERR, BAREU—TEEIL.
—AENINRGIES; RS I, REMERNEEIER, E—KEHRL, LU
GTEN S EUSRERAMUERE A, BMSRUMEN. BENAaE: ms "%,
S EAMSBIERIE R EENEIE, SREFE; M8 ‘1 , RRRIEFRAK
WS, H——RESERS—. ERBEEALUREATL, BKB. BERSURHXER
BT oRBNNEFRFD. BR5KBHEEXN ‘ARIR" , EZROTHHE
BT REEN ER . 2%, SRNERDRABLKBMRESE, BERIFE
GERRR, BERHSEEEHIBWKBHET. BR, SHENNLEER, HBIF
DR EHEREATERNBELRE, MIFTAER—BIUHKRNEEFm.

F2, MIERFTEREY SRR EENAAERE, MR ENEN,
WRIGNEAENFED. X, RESNEHFLENER. NENABEE, FNKE
R MM, ERBKEITHMEENEPER PR R—EIR RS AL
2 EEFESORANOS. XHEK, *EE2KBFRONRNE, TRORKE
FORGANNE, E—AMBENNE. B, RIEEBNEPEKSIENRML
EHER, EEXENTHE, RERMERESROANSE. 2R, BERIHHEE

Forp I

475



REYNERMEERE, METAREISEN ‘BRE" . fthsS, =NXEKE,
RBAVIXEEE UM BERPANIR, FEEHNWKBHXEHREEREILSRE,
FREUUSIEAERZEOR EAOF RS, NMESKERBERFESTIENTE, BRE2
FXBRRE, MAARRESRERS,

B, ZMOAED, BNFRATUNERIURDNHRER, 2B SREFA" 7
MABERNBEXHE . EFXMAMEROENGE, WEATFUEERTFHHN ‘8
BRI . B2, XM R (EATRE, MEURT “WREDITH” EMAT EREFFH.
BA, AEARMAERIEITAENEENERTE, IRRERR. EN, Z=RE
BERERASPENEMAL DM =EXEXR, HIiTEHt2ZEY., @, the
HARRMENBIEIRITERMENL ., A, BEXAREAFTHRRFTEESHENZ
SheYfTE, ERKEFAEREMRBUREENEEEN, WTFXMLRNEE, &
ENFRBROEARER, MRBRENAR. B8, L, FREXF KBTS,
HAEBERNENIRE, MEEWKBITARSHATHENERNESR, XHSE
B, EFENAKE “RIE FABREABEN LIKBER, MRA—FTALERS
F—KE, REXMTARABENTHIBEE.,

RKENERERTHHGE, REORKBETEEEAWNTE, Xk, SERER
RERHETR, NTEENSHERASBIEPRRER, RAARTHROERANE
B, B2, FRARETHA, BERBORIRES. HMNSKEXNKBAREERTES
HAINEFHERENO RSP LR, HLUACARMEFEKBSRIFEmTAOtH
ROXF. SR, BUENREPPR, FMBERALOS, FTEEREN NEEHRE.
MEEEDRFELENA, PATLUERRELKFNERITE, ENZRSTIRENMNE
. BA, XMZERTH, BET ““roXi” MiER—FB2IFLEENNIIXR,
SHUTEBXEEHRER, MILUKRBFE, HEAANEETRAHHME
&, Nz, XMIANSETAERN ‘HRO8” , ERYSEMEHENELN
ARER, T2, MBNEE, EFRERXETERRENENSTE. ENSKBIALN]
EFEMERE, XT K" ESAEZET “HEEE NERE, RISE “A
EYEREZARNIAL” SHENEES, ERSHWHSKENIFAELHN ‘BBEE" . miX,
WTFARFHNKE “RIE SAFEMRE, 1DRikEm.

2013 10 B 31 HFE=



Preface

The Disenchantment of "Visual lllusions"
~“Ruins”, the Ink Work of Li Gang

Text by Hang Chunxiao

When Li Gang walks into architectural ruins, he does not do it as a kind of
memorial; rather, he seeks to endow ink with a new “metaphor” through the
image of "ruins". Understanding this kind of "metaphor" is key to deciphering
Li's new works. As Riegl put it, architectural ruins represent the “time value”
of manmade objects. While there seems to be limited history to these new
architectural ruins, they embody similar attributes as the classical ones. These
new ruins also depart from the scenic, nostalgic perspective embodied in
classical ruins; they represent ruins that are devoid of visual illusions. What is Li
trying to convey by linking ink to such ruins?

Apparently, ink no longer embodies the classical illusions for Li. What are "visual
illusions" in this context? When a tourist looks at ancient ruins, they are not
only looking at the ruins but also at the cultural imagination that is contained in
different languages. Therefore, the visual manifestation is not only of a physical
presence, but also of an imagined and cultural scenery. This also applies to
ink as a remnant of history. It is often seen as an art form from the past, as the
common attitude toward ink is conditioned by a certain cultural imagination.
This reduces ink into an imagined entity like a tourist attraction. Once a piece
of historical architecture is detached from its background, any imagination of
its history is a romantic "mirage" rather than reality as it exists today. Beyond
the sad history associated with Yuan Ming Yuan, the complex manifests the
kind of peace that is created by a manmade return to nature. Against such
vocabulary as ink, brush and the Southern School, "cultural illusions" become
a reeling film of Romanticism before the viewers. It obstructs one's perception
of ink as an artistic medium, turning it into an outdated anecdote. A former
believer in such illusions, Li woke up to their inherent falsity and sought to
depart from this mode of "visual illusions" through abstract expression. Through
the decade of "dabbling" (as Li jokingly remarked), he has embarked on an
"abstract experimentation" of the definition of ink with such methods as folding,
rubbing and printing. His experimentation has brought advances in both the
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graphic representation and the medium of ink, drawing considerable attention
from the art world. His kind of effort is a marked departure from the common
imagination of ink, as it has vitalized the self-expression of ink as an medium
through formalism. Since its birth in the 1980s, "abstract ink" has come to carry
a peculiar responsibility--it is supposed to prove the value of ink against the
logic of arts in today's world. If we accept this assumption of responsibility,
"abstract ink" is essentially an imagined opposition against "historical and
cultural imagination”--it turns into "visual illusions" of skyscrapers that are born
out of the farewell to classical architectures. As such "opposition" is binary, it
cannot be a complete departure from the cultural imagination which it opposes.
It also blurs the classical and the contemporary in the language of art. The
result resembles that of Zhongguancun in Beijing, a fascinating hub of ruins
of classical architectures amid skyscrapers. For this reason, "abstract ink" is
a difficult subject to decipher on the academic level. After the emergence of
abstract ink, the birth of experimental ink and performance ink may be seen as
an attempt to depart from such "visual illusions".

Li walks into the ruins in order to find his way out. He frequently employs such
methods as folding, rubbing and printing to create new manifestations of
"ruins”, as he eliminates the assumptions about ink in multi-media exhibitions
featuring different objects and video projection. The "metaphor" is born out of
the framework where ink and ruins co-exist. Ink becomes cultural ruins that are
devoid of any romantic or nostalgic reflection on the past. Through eliminating



the "visual illusions", the experimentation reveals the validity of visuals,
and revitalizes the expression of "ruins" through the process of reassembly.
Naturally, one can examine Li's depiction of "ruins" from sociological
perspectives. It points to the ruins from the urbanization of Chinese cities and
the resulting social problems. That is not the artist's starting point. From the
birth of these artworks, we can see that Li's new works employ certain methods
like rubbing that prevail in his previous works. That is to say, his ink "ruins" are
not a rendition of any social problems but an evolution of the logic of his artistic
creation. This point is key to our understanding of the change in his work. Such
change starts with the examination of ink as a historical view rather than a tool
of "realism".

In this context, Li's depiction of ruins may be divided into four acts: "picking",
"extracting", "transforming" and "exchanging". "Picking" refers to Li's entering
the sites of ruins where he picks up pieces of bricks. The process is captured
on a video camera that is placed in a fixed location. "Extracting" refers to
his process of rubbing each brick onto a piece of Xuan paper, extracting the
images of the six sides of brick onto paper. The process is also captured on a
camera that is placed in a fixed location. "Transforming" refers to framing the
abstract brick rubbings along with the bricks in a mirror frame. "Exchanging”
refers to the re-creation of brick molds into paper pulp sculptures with
sequential numbers, and synchronizing them with the original bricks. Traditional
rubbing is at the heart of these works, as it redefines the relationship between
ink, Xuan paper and objects. Li's performance is an act of "disenchantment" of
those "visual illusions" relating to the history of ink. Although Li's works revolve
around the attributes of ink and traditional methods like rubbing, the results do
not fall back on the history of ink. On the contrary, the use of different mediums
sheds light on the birth of thoughts through the artistic creation, as we look at
the visual attributes of the artworks. The focus is the results of the performance-
-the abstract-looking art pieces in a frame.

This creates a change in the audience perception when they look at these
paper-based art pieces at the exhibition. Their usual, formalistic aesthetics
is suppressed and altered by the meaning presented by the exhibition venue
as a whole. This is what Li sets out to achieve. From a certain perspective,
the change in Li's ink "ruins" liberates ink from its historical frameworks. Be it
classical fantasy in the Oriental culture, or the contemporary mirage in Western
arts, it is destroyed by Li's creation. This liberation may appear to a change
in the visual manifestations of ink. In fact, the change is in our recognition
of the history of ink, and in our mode of recognition. For the most part, we
have focused on the result or theme of the expression of ink as a medium,
while we overlooked the creative process in the art form. The latter cannot
be summarized by the tangible representations of artworks, as it is the "self-
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generation" that happens during the process of artistic creation. Li attempts to
change our usual recognition of the visual manifestations of ink and to direct
our focus to the creative process in the art form. The shift should open up
the possible interpretations of ink as a medium. It is no longer a material for
aesthetic reflection or a self-conscious depiction of form; it is the process of
artistic creation.

Li's rubbing does not seek to create abstract images for the viewers; rather,
it affirms the act of rubbing as a direct embodiment of meaning. The meaning
of such liberation depends on the "self-discovery" of the audiences at the
exhibition. The possibility of such "discovery" lies in the liberation of the finer
facets of the act of rubbing. In this sense, only true liberation can bring us to
the self-generation of different messages or depictions. Given the relationship
between ruins, bricks and certain social problems in today's China, Li's rubbing
acquires sociological meanings just as his creation of paper pulp sculptures
arrives at its unique significance. A note to ponder: meaning is born out of the
different examinations on the finer details of artistic creation. This is the basis
for expanding the limits of ink as a traditional medium. Such expansion is not
focused on results; it is focused on methods and channels. In his realization of
ink, Li does not stress the selection of meaning; rather, he focuses on the act
of ink as the starting point for all meanings. Given this change of attitude, Li's
ink "ruins" are no longer traditional ink works. They are a performance-based
proposal for art--ink as the channel for expressing the artist's trail of thought
and his performance.

This is precisely the problem faced by ink work today: the transformation of the
art form into the embodiment of the artist's thought. Such transformation will
eliminate any historical assumptions about ink and free it from all kinds of grand
logic, making it the pathway to a certain kind of knowledge for us. Each of us
needs a different kind of knowledge. In examining ink, we must free ourselves
from the mirages of history; we must rebuild the relationships between ink
and the world as we know it. Another note to ponder: one's liberation from the
mirages of history does not mean the denial of history. As we exit the mirages,
we can still draw on our experience with the illusions, just as Li employs rubbing
in his art. Such liberation represents the elimination of "binary opposition"--one
factor does not cross out another, as all visual and conceptual elements may
be revitalized in unison. The unison is a new visual framework that speaks to
one's recognition. In this context, the liberation from "the mirages of history"
is a human experience that stems from the epochs. It allows for the ability and
space for one to create new depictions of the meaning of "ruins". When we
are freed from the sad history associated with Yuan Ming Yuan and its past
ruins, we can truly see today's Yuan Ming Yuan for what it is. This is the original
imagination, or metaphor of Li's ink "ruins".
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