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LINSEED Projects is delighted to present a new exhibition se-
ries — 4 SOLOS, at the West Bund Art and Design 2021 artnow
VIP Lounge Forum. This series will be offering four distinctive

artists’ recent works on the same wall on four different days.

BTN EE IR THERSNZENTH%R, REFRN BRI R
%, RRIISKREANZIHGESR (Zian Chen) K&, RiE, FHZUFE
E&: EI&% (Clement Huang) . #2 (Kurt Lin) f13k= (Ellie Zhang)
MBI B AR, RS EIEZARKIFK. TFIe. BRFEXFIE,

The fast rotation of artworks has speeded up the sensual ex-
change between information and location, helping to heighten
the experience of viewing artworks in person. The exhibition
will be followed up with an accompanying publication curat-
ed and edited by Zian Chen, with three other young writers:
Clement Huang, Kurt Lin and Ellie Zhang, presenting a collec-

tion of artist interviews, critiques, and statements.
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Lukas Leichtle

PR A RS KRR T1995F AT ZETIR, tVSES
BETEMIEALRNABNAFTE G, BEEANXZEX
HERAERNERRN, ZRERRNEBEZBENUIER.
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ERFRIAEFNIETAMN, HMZFaMRFRZAZRHE
B, AERERE T LS LINSEED Projects (202145F) 5 &4
D& Newchild B (2021%F) ; HMFHEREMIE (2021F) ;
MM Galerie Sandra Buergel (20214F) ; {63 Samuele Vis—
entin (ME; 20214F) s {63 Eve Leibe & (20214F) ; HHk
Weserhalle (2020%F) %, A E@BILRXEARE; RIEH=F
Fondation Alliances; {54 Alex Hank @@ WKE. thhY
fE@mHEF (Vogue) (i-D) (1@mHET) &, MANERNE MR
I F2023FEMIIREAR DS ES,

Lukas Luzius Leichtle (b. 1995, Aachen, Germany) bases his
artistic practice on the sketches and digital images after
the manipulation of light, and follows the diktat of im-
primatura in Renaissance Italy to embody the translucent
and luminous effect through gradual layers. In his work,
Leichtle has pathologically scrutinised the tender, fragile
states between real moments to evoke different uncan-
niness through his representation of cyborgian skin, de-

formed body, theatrical spotlights and uncertain identity.

Leichtle lives and works in Berlin and is currently study-
ing at the painting department of Kunsthochschule Ber-
lin WeiBensee. His work has been shown at LINSEED Pro-
jects, Shanghai, (2021); Newchild Gallery, Antwerpen (2021);
Bruecke Museum, Berlin (2021); Galerie Sandra Buergel,
Berlin (2021); Samuele Visentin, London (solo; 2021); Eve
Leibe Gallery, London (2021); Weserhalle, Berlin (2020),
among others. His work is in the collections of X Museum,

Beijing; Fondation Alliances, Casablanca; Alex Hank Col-

lection, Gstaad. His features have been included in Vogue

magazine, i-D magazine and Forbes magazine. His first
institutional solo exhibition is coming at Neuer Aachener

Kunstverein (2023).
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EY-1BHI4 (Donna J. Haraway) St 334
BEENEARN _TXRBERIE: “Na
BB ARRZETFER, IEEZREAR
RERENEMEEN? "ES5 R -SAT8H-
EFFR (Lukas Luzius Leichtle) Z X mm48
IR, ARRE Bk 2T ™A REEN
Fatth, pnDARE OME IR RO 5B (8], M HIE

BRNBRAE.

RERFRESHRNIAR, MIRHIAER Bt
BHEBF, (skin—encapsulated egos) , ittt
BREKRESME M, ERFFRNES, H
HENN KRS HFBHENEHRRNBRE
ST, MXERLHENRNRESFUNESFAL
RNER: RRENKNLIEN B FEERFEE
FELRS &M, EREHREZ+2HERNEE
F, FEPNRBEABRZRENFERE; —if
AREREIIMNREIRIMA XTRE SRR
RN EMHE, MEMRARR, KA IEE
BHENECSEUINaE B KD LE
BRE R YR, REFFHFRIIRE T T

V

N FEGLIE, ESENEMAERE LT
B FRANREREBIRENRRIELE,

EHEBRESENESRBNERE —BA, 1
£ BB R B R A AN IS
BERT—MEIE, XS AREHENEX
(New Objectivity) 4B 2 I B9 IIm R 12 T
HE. EREEENT, BT Za L8
EEMEENELTEN. BNX—RAEBEHS
RN EhFRE, HEFRBIREEE SRS,
EI—mE, ZEESRARP TABEHEE
ERSHETZ. AENRBRASEE, X5
(ZBLFAS] (Study of Shame) ) ZF|REZE
FREENTMIERFMITLN, ZAREXE
RIS T “&EE (shame) " X—&)7SIER, EEE
BN S BIRE R KA, 122 1E AR IR
EgMEEEREABHNENEEY, NER
BENEREMBAR, BIENERXLLES
WRE, XHFROEEHIBRTEIIENS
ML NENFERES.
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Donna J. Haraway has interrogated the
obsolete  machine/organism relation-
ships: “Why should our bodies end at the
skin, or include at best other beings en-
capsulated by skin?” In his objective and
delicate brushwork, Lukas Luzius Leich-
tle presents human skin in a cyborgian
fashion and captures soft split seconds

to stimulate uncanniness in suspense.

Skin defines the partition between be-
ings and their first point of touch. At
the same time, it encapsulates egos,
revealing or concealing identities. The
subject matters Leichtle delineates are
composed well against a nearly ab-
stract background, in contrast with the
concrete components — no matter the
texture and lustre of nudes or the orna-
ments attached to it — under a self-pos-
sessed examination. In his meticulous
paintings with an emphasis on chiaro-
scuro, the translucent skin turns out a
porous fabric of liminality more than a
separatist shell as its representation as-
sumes a mixed form of outer reflection
with inner illumination. In his drawings,
due to the paper of coarse grain, the
prominent highlights and unreal hues
create an effect of diffuse reflection. Al-

though Leichtle tends to work with flat

Lukas Luzius
Leichtle:

Text by Kurt Lin

digital images, his uneven strokes sug-
gest the nuanced sentiments that differ-

ent screens can mirror.

Leichtle regards painting in parallel with
stage performance. He uses deformed
gestures and dramaturgical spotlights
to imbue his figuration with a sense of
theatricality, reminiscent of the com-
mon clinical scenes in New Objectivity
paintings. In his pathological gaze, he in-
spects the physically aggressive boxing,
a highly masculine contact sport on the
arena, and seizes vulnerable, repressive
moments of the fighter whose headgear
is protecting the head but fashioning
cauliflower ears. Leichtle has hidden the
fighter’s facial expression, which echoes
with the faceless characters in a series
of his paintings titled Study of Shame.
Here, the artist investigates “shame”, a
dynamic emotion in a tension between
self-awareness and social discipline.
By reinterpreting the recurrent nude as
a vacillating figure who appears to be
self-consciously aware of the surround-
ing intrusive gaze on him, Leichtle sheds
new light on the ambivalent state of

shame as a shaping force of identity.
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Pastels, colour pencil and acrylic paint on arches paper | 23 x 31 cm
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PR RFHR Lukas Leichtle | #EHH K — Recording of Soorena 1/2| 2021 AR -EEB/MR Lukas Leichtle | #EHEH, = Recording of Soorena 2/2 | 2021
T RAEBE. RiR%EHE Oil on linen mounted on wood panel | 60 x 50 cm THRAEEBE. KAiR%EHE Oil on linen mounted on wood panel | 60 x 50 cm



4 SOLOS Lukas Leichtle FRE-EEHRH/R Lukas Leichtle | AE = Restroom | 2021 | HAXME . XEBE. BIF
Pastels, colour pencil and acrylic paint on arches paper | 23 x 31 cm




4 SOLOS Lukas Leichtle ARE-R&ERH/MR Lukas Leichtle | ZRH S (IEE) Study of Shame (front) | 2021
W HAHEME Oil on linen | 140 x 110 cm




Kiki Xuebing Wang

FEIK
EMBEESER

Ellie 5k=

MELTZKNE, B— TR ZMTEED
g i, bR MECICARLLIERZE BT
FHER. WEFPNERTRIRE T EES
ERZERTNECBI, MEMETEEN
T2 L RBHERISZNREES, ERAIRT
IRFEMAI L, BELMEFNFIIIZ.

MBI HENRNZE, B2t EaE AR
HENBZAEN, FMEEZARIK A
RE (Amy Sillman) BA&THEZ AN EY
BEMEREANBERE, SEFEIMIEES
W5, RMEFKAGAR BN, R L
Rl Z BHAERNPIEEE., HATRNE R
BREMR, BEREBE—STE, tEEHNs
EREM AN T BT AR T T—25,
T ERRFIED, BRONMER B R
FAEMNAT R BB EENTRE, &
ML EMERNIN, CEERREEEE
RN RZ T, bW A ¥ SRR

| NS B B R TR FE SR m AN 2 S AR Y
CIERR, #EE R I R E A AN SEE

EZk Kiki Xuebing Wang | BEAFIIEEE — Cafe Venice || 2021

BAEME Oil on calico | 81.4 x 66 cm

AITKNZET, BETBERS THIAN
MY, MEER TSRS, BAEET
BEXEMNZINYRIEFE, EH L, 15O
M, NttZE T EMENHY —BE—REINER
R REoRENMH . B REXEIANAI R,
LEFZBL T BB IR AL B 45 E X B BRI Z IR
HMRZE, BLREETEIRRGEDRE AR
MICICT %, BRETRIMAI SN EHEE, =
o, EMNESIHNERANEFBEN RN
BYRSER, MEESERRTAE LA
S5EAE.




MNTEmBREES
—MEZ 1IN 5 E,
AN A MRWEAE
UKIENEA?

YOUR WORK' IS
OFTEN ENVELOPED
INA DREAMLIKE
ATMOSPHERE.,
COULD YOU PLEASE
INTRODUCE US

TO YOUR SPECIFIC
PAINTING METHOD?

BFENEIARMAEREEMYUR, NE
EANEHE, ILACHTERMTEM, HETM
REANF, S—REHEERWE. BEHE
METHRR, AETEASEBEIE—CR
NS, REEBmEARNARAIEE, ZFHE
B H—-MESERNELRE, ORMEESEE
HSRARS, HEREMENHE —BE—EN
i, 2NHELHOBR, HEMEER, £
RO RERBNIRTRHRRE TS
LR

BREV T ERNEAMBM A, Sl
EFERZE R BMEHIRRSRENR
RAZBIZINE, EEANERE MM EFMITE—P1E
%, PR mEN Y mIESE.,

I usually don’t preset an atmosphere
or a theme when | work in order to
avoid the urge to finish. | start with a
feeling and, in each of my paintings,
I explore the composition, colours

and strokes. Traditional techniques

4 SOLOS

would suggest using a single light
source to highlight the liveliness of
a subject, but | wanted to create a
sense of light that is scattered as if
the light comes from the back of the
painting; to produce this particular
effect, | would paint over and over
again with thin and clear oil, till the
light seems to flow, and the subject
gradually breaks loose from its real-
istic form.

| love the Italian horror films in the
1960s and 1970s, and | couldn’t help
but get influenced by their slightly
bizarre artistic style, such as using
similar colours to set a mood and
question the authenticity of those

everyday objects that | paint..

B WL B2 N
RoE B, NI
ERXR YA E=pu
=0m?

ARE THERE ANY

MEMORABLE ARTISTS
OR BOOKS THAT MAY

HAVE INFLUENCED
YOUR STYLE OF
PAINTING?

ZHPNRE, FELMRA, LEZMFR
FRRILHBIAE TUIE “ STz 454, LE AN SEgE
RAREDEGS, IBWNELIBYRD LB

Kiki Xuebing Wang

KAR? BB EEERIEREI BN
BIESMIHE. BINEB IR E BN R
WA, EARER—HREBNKRR, Ha
EESENREKE, ALENESEHAREN
MEMEN, MERRES - NRT—
B, —HRBREBZRORP, BERAROMNR
TREFEEZN, ARG, W B WEEAH,
ZARIK BARENERAETHRRZBA, it
B-E2HeHWFTERRRANRILD, e
S FE A BRBBURE, HEMRM AR ALK
BiEEFNEHRRR.
ENFEARERZITAFDNR-B5 (Isa-
belle Graw)5#/¥ “The Love of Paint—
ing: Genealogy of a Success Medium”
LAMZRZ, MXABERAIUEEIEdouard
Manet, Jutta Koether, Martin Kippen-
berger, Jana EulerflMarcel Broodthaers
EZARRIEEOAEFINR, MEFDILRT
RELHZENESRFEARES, AZYEE
KPR S BRAY 5 70 PR FE .

Paul Cézanne’s landscapes have
greatly influenced me, especially the
“gestalt” structure embodied in his
work. For example, a real apple does
not have “edges”, then how to deal
with the physical relationship at the
edge of objects? | learned from Paul
Cézanne’s work how to depict things
with light, shade and shape. There

is also the way in which cubists
deconstruct the object: a piece of
clothing just as ordinary as others,
which | will paint as a landscape,
and describe its features and struc-
ture in the language of painting,

as if clothes were another form of
architecture. In the eyes of a painter,
there are so many visual elements
to explore in an item of clothes.
Then, in terms of understanding
“colour”, the artist Amy Sillman gave

me a lot of inspiration. She ties great

expression to the paint through the
use of each colour. I will try to cre-
ate different textures by mixing oil
paints, and to master the colours as
freely as she does.

In recent years, | have encountered a
remarkable book by German art crit-
ic Isabelle Graw, The Love of Paint-
ing: Genealogy of a Success Medium.
From the book, we can learn how
artists like Edouard Manet, Jutta
Koether, Martin Kippenberger, Jana
Euler and Marcel Broodthaers have
different ideas about painting, and
the author has extracted the allure
of painting, free of its material medi-
um, from the classical period to the

present day.

XREAF B
ARIE) R LRV
e = =7 KK
2718 B 7E L= 15U
Lo R =L

WHAT ARE THE
HIGHLIGHTS OF

YOUR NEW WORKS
ON DISPLAY DURING
THE WESTBUND ART
FAIR? ARE THERE ANY
RECENT ATTEMPTS

IN PAINTING YOU ARE



PLANNING TO MAKE IN
THE FUTURE?

ORIMUIEFER, BNAEWRMATES
LMD, MESHIZATENG X, 2
MABENIRMRNEZE. tE “Cher-
ry" XEERE, PTIDUBMIE B M AR R
SEHAEF; “Running days”#1“Fly me to
the moon”iL BB MM EIRN L KHUE
BEMEE; “Beyond the sea” B &I
H—HRATARER. BRIERESAR
160 x 130cm, REHR AP ERNBEER
o, BEANBEEZEEEREAFSNMEME®EE
FNHENEREE, ENBECSEENING
EMRFRER,

In the four new paintings, | added
more imagination to the objects I'd
chosen and tried to use different
lines, strokes and colours to en-

rich visual effects. As in Cherry, a
mixture of short and medium-length
strokes can be clearly seen; Running
Days and Fly Me to the Moon have
decorative lines that activate the
layered colour fields; the use of
toner in Beyond the Sea further
expands the visual hierarchy. For
now, the dimensions of those four
new paintings are up to 160 x 130cm.
In the future, | will challenge myself
with a larger size. Larger space on
canvas means that | have to in-
crease the quantity and complexity
of my subjects, which would be a
constant inspiration and exploration

for me and my practice.
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Kiki Xuebing Wang

Georgiana Houghton, The Risen Lord, 1864

Infantry Shield-Bohemian, possibly Chomutov
(now Czech Republic) ca.1450

Balenciago 2004 RTW




EZk Kiki Xuebing Wang | ## Cherry|2021]
T HAHEMHE Oil on linen | 150 x 110 cm

EZk Kiki Xuebing Wang | ##B&BF Running Days | 2021
MEME Oil on canvas | 60.5 x 45.5 cm




EZiKk Kiki Xuebing Wang | ## ¥@A= Fly Me to the Moon | 2021
B EME Oil on calico | 160 x 130 cm

4 SOLOS

Kiki Xuebing Wang

Paintings of Wang Xuebing lead the
viewers to a process of constant-
ly revisiting what they have seen,
as well as a process of opening up
emotionally from the recesses of
their memories. The images in her
paintings aren’t rigid reproductions
relying on logics of modelling, but a
sensual collection based on ra-
tional observation, a collection of
innumerable trance states, which
prompts us to follow her back to the
scene of visual anticipation.

From a focus on everyday objects
initially, Wang Xuebing has come to
an attempt at imaginative recon-
structions toward greater freedom.
As the American artist Amy Sillman
once enlightened Xuebing on the
semantic characteristics of colours,
more and more possibilities have
been opened up to her painting
practice, which serves as a medium
for her to take a hold on the ex-
ternal world and also to reflect on
herself. With the complexity of her
subjects increasing and the dimen-
sion of her works enlarging, the
artist pushes the boundaries of fic-
tion and nonfiction further into the
unknown. What lies creatively within
her recent work is the process

where the main image is dissolved

IMAGINATION
TOWARD
FREEDOM

Text by Ellie Zhang

then reconstituted in an unconven-
tional flow of light and shade, while
the decorative lines and soft pastel
produce diverse visual effects much
like an illustration. The depiction of
recognizable body shapes and the
architectural form of beauty orig-
inated from wrinkles of clothing,
indicating that she is moving toward
another level with a more developed
vocabulary of painting.

In the paintings of Wang Xuebing,
colour no longer plays an auxiliary
role to serve rigid reproduction but
exists independently, beyond real-
istic approaches. The magnetism of
emotions exudes from layers of thin
and transparent paints on canvas.
Independent and isolated strokes
consist of an abstract scene of
multiple light sources, which needs
no more to be defined by the edges.
The fragments of memory buried

in deep consciousness meet again
with the exposed image; however,
what they draw us to explore is no
longer the tracing or restoration of
an actual image, but instead, the
invisible perception and association

contained.



4 SOLOS Kiki Xuebmg Wang 4. Amy Sillman, Split 2, 2020

5. Mont Sainte-Victoire, Paul Cezanne, 1895

6. Francesco Clemente, Symmetry, 1991




Fik Kiki Xuebing Wang | ¥#%&% Beyond the Sea | 2021 4 SOLOS Kiki XLlebl'llg Wang Eik Kiki Xuebing Wang | B E#EtE — Cafe Venice Il'] 2021
HEME Oil on canvas | 160 x 130 cm #HAEEME Oil on calico | 81.4 x 66 cm




Li Hei Di Z2ih Li Hei Dil L4k Red Peach|2021
HAHEWE Oil on canvas|66 x 58 cm

F R, 1997 F HAETHEIL, 1997F B4
THEVLH, BT EESEZZARAKREM
RERHZARZREZR, 2020F3K2
ARZELZA, AR IRTREBRERZAFZHRSGE
MmEEW, REACTSHAKMIBERER,
FEMEARL T -EBERMMSNEBTSE
=, RELEFEREEUTRRBHXML. 4
B FOBT B ME R FIT, MEEZHEM
BEBMRIMAONEEE, REMRIELHT,
ZARMHERRZEFREN LRI S AR
ZHEM, ERSEERETAUERNNE,
BERESEMENREE. EXMEHA.

Li Hei Di, born in Shenyang, China in
1997, studied at the Maryland Insti-
tute College of Art and the Chelsea
College of Art - University of the
Arts London and received her Bach-
elor of Arts in 2020. She is currently
studying for a master’s degree in
painting at the Royal College of Art
in London. Based on her own growth
and her emotional experience, Li Hei

Di has developed a semiotic sys-

tem of painting that is ambiguous

and unique, which often lies at the
intersection of popular films culture,
gender performativity and classic
still life. In her diverse and expres-
sive practice of sculpture, instal-
lation and performance, the artist
continues to explore the diversity
of her own gender and body expe-
rience, challenging the supremacy
of heterosexuality, alluding to the
instinct, the truth, and the freedom

of pure desire.
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WARE -RENE (Paul Valéry) INA TR
HREN B RBMAIBR
le Dessin soit la plus obsédante tenta-
tion de I'esprit) ——fhZEEXFR9, AAW
BFRINGE, RIS TBINZARES
BHEANNEXRIBR. REMAM .

” (Il se peut que

XK RS NN T IFZ BN, 1%
FOBE.BEKEK. AY, RERESR
FRROEYEM, TEBROEERNE
M BRZIE, ENXERTEMEWTRE
RIARZEE, BREERRERNDNRE
LI, BEAMZEEEAAF A, TRAIREE, AT
— D ER AL (heteronormativity)
8. AMABEBERI UREI IR R M E R, ;S
MR X FARBETFR Z2AERNER
SHRZNGYE, BN ERTE—MBFEBM
BlIERmz £ (BRMER) (FiE) (RHT
HMARATK) (BFAT) 2SO BEHR
R, ZAREXLE FERERTHRIES
ST ERRTREN : IERRER, 81T
FEAFIBRAE . W AR B LB, &
Ll

Painted Skin 2, Gordon Chan, 2008
Green Snake, Tsui Hark, 1993
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Li Hei Di

Chinese Ghost Story, Ching Siu-tung, 1987
Swordsman I, Ching Siu-tung & Raymond Lee,1993
The Orange is Red, Shaohong Li, 2002

6/7/8 Swordsman Ill, Ching Siu-tung & Raymond Lee, 1993

o A NN =

MEEERHNIE R, SOREPRE, JLHERIAM
AR, BEEZIRRNIA IR AR (frag-
mented body) ...... AT BN E, 15
ARG BT B R AT MR B =Bk R Y
EZERNBIR, BEBEFENREFRERN

(Pleasure Principle) B9123%, LI E XIE
FIZFE-Fa7 (Hélene Cixous) Baltbiik
B SB5EZBNXAR: “BIE: HHREHE
2R () ERZENMAN NS, W
Mi%, X2, BINEESH BIRE, &5/
BZFHRE, £ TES, LHEEES. "5H0

REnETENBENEN, X5BHREE
—MEEBEARNXR, ZRISHNSE
2 B9 % Z BT DARE A1 0 — FR A A0 T BE A9 BA
MHE (écriture féminine) 137

TiedlfE, LEEF BN E S E %S,
BEMERIR, EMNMIFEEM.
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Z=2Z# Li Hei Di | &% Zing | 2021 =2 Li Hei Di | ®¥&#% Escape At Night | 2021
#HEME Oil on canvas | 66 x 58 cm HEME Oil on canvas | 66 x 58 cm



Hei Di =2y Li Hei Dil lR# Plunging Seed|2021
HEMWE Oil on canvas|[170 x 121 cm




ZZ# Li Hei Di | %% Orange Swim | 2021
HEWE Oil on canvas | 120 x 170 cm

=24 Li Hei Di | # Zing | 2021 4 SOLOS Li Hei Di
A EWE Oil on canvas | 66 x 58 cm

LI HEI DI

Text by Clement Huang

The poet Paul Valéry thought “draw-
ing might be the most obsessive
temptation to the spirit”(Il se peut
que le Dessin soit la plus obsédante
tentation de l'esprit) — and he was
probably right because when we
look at Li Hei Di’s paintings, there is
no way we can’t perceive her great
emotions, desire and compassion

infused.

The penetrating sensation has been
turned into many organic forms: Or-
anges, begonias, chrysanthemums,
peaches, and white gauze are her
subjects of still life with an orien-
tal touch, leaping onto the canvas

with bright colours; all in a sudden,

they transform into some complex

and sinuous human organ, recurring
around sexual motifs, ambiguous

in their shape, wavering between
masculinity and femininity, creat-
ing a unisex world that challenges
the heteronormativity and allows
the bodily functions to be freely
switched. On top of that, the nar-
rative is also slipped in what might
have been a scene of purely physical
sensation, sometimes in the setting
of a movie or TV series: A Chinese
Ghost Story, the Green Snake,
Swordsman Il, The Orange is Red,
etc. The artist sees in these clips the
potential for a revolution in gender

diversity: an androgynous warrior, a

1000-year-old ghost who also hap-
pens to be a hopeless romantic, a
lethal woman misunderstood by the

whole world, the list goes on.

While watching Li Hei Di’'s work,
which goes from ambiguous to
explicit eroticism, then back into
simple romance, with fear and mel-
ancholy wrapped in, and with frag-
mented body flashing in the dream...
it’s as if you can experience differ-
ent levels of intimacy in a very short
period of time. Following Floyd’s
“Pleasure Principle,” feminist writer
Hélene Cixous once described her
relationship with writing as: “Writing:

as if | had the urge to go on enjoying

(...) to feel the force of my muscles,
and my harmony, to be pregnant and
at the same time to give myself the
joys of parturition, the joys of both
the mother and the child. To give
birth to myself and to nurse myself,
too.” While playfully going back and
forth with her core system, Li Hei Di
maintains a highly physical sexual
relationship with the canvas; Could
the relationship between Li and her
painting also be regarded as an écri-

ture féminine?

With all being said, painting is a child
of Li Hei Di and the canvas. It is gen-
tle and determined, very much just
like her.



Tom Howse

A -5H Tom Howse | KA BB AIH FL Puss on Chair By The Window | 2020

P18 BT
BB RIS

Ellie 5k=

718 -8 (Tom Howse) KRR RIENE
EZEH, MIREES ERAFONLIRE,
EEEREZARRATIEFR-HTEE (Stanley
Spencer) EFEMERNHELTAIESR,
i A—FihE 7N E RN TEENER, Bk
H— 1M 58BIAEE X E=EIENITHEILG.

HURBREHEERONE LR, shE
NERENELER, GIOMSBIEEEAE

4, [EWl“Feeding pigeons in the woods”

F“Ducks in the study IR ZIBAETVEET
STABHE, BB FLERABETNON
R, EARMFHMNEmA RGBS, 1k
BMNBIRAB 2R, XEHMEBTHZE,

ABREEFSURZIDREDENEE, 1
EHEMELEHNRHZENMNENBE,
NTPEBHTFLEMOFERVES LML
BEX, RABERARERINEZ 2K,

T, BENEMNBARIBE, RERI&HY
BTEMNBTEESNRETE, HnNEI
HHREZWAIKNRE., XERERR
X SMELWERLIIRE, FIA0 I 1E

THRAHEAM acrylic on linen | 105 x 150 cm

i “Feeding pigeons in the woods” F#fHY
W32, SN EENBEEIENRE, K5
BT AR BT AR R R E R ERIIR,
SHMTFHROMIBENEZET, MZRHE
NN EZRREBELIIR, EREWNE
EEAZIRRERESE, R EAIRTELEN
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| JUST WONDER
ABOUT YOUR UNIQUE
TECHNIQUE FOR
PAINTING; HOW DID
YOU MAKE SO MANY
DIFFERENT VISUAL
EFFECTS BY BRUSH?

BERESARESER, SEEIRTTHN, B
ESMHMoENE—B, ZAREESEZ2UE
SRAVBBFILEA U, Boh, HENRBE
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AR, FHERBIRR, RIIMIZL
BHME, MARTHEREZE—REE, ARG
ERERMBRUZHTHXEMNEL RS
T, FEkAEeRN EXRRESHE
SR 15 RV ERES

I usually draw out the image in

charcoal, to begin with; then, | might
continue to re-draw the image again
while the paint is building up. | think
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the drawing qualities are really im-
portant to me in the finished image.
| usually build up the brushstrokes
with multiple layers of paint; some
are more opaque, some are really
thin tints and glazes, sometimes I'll
paint smooth, sharp areas, then oth-
er bits are more scruffy and chaotic.
| often like things to be really high
contrast and rich colour, but then
having some figurative elements
subtly hidden and camouflaged in
other areas. | like this sort of visual
mystery. | like it when you see one
colour from a distance, then up
close you see that it’s made of all
kinds of strange and beautiful colour
combinations. Or when you use
different colours which are tonally
similar and it kind of makes your

eyes fizz.
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Tom Howse

BIE-RE Tom Howse | EERE, BFEEER
The Silence Of Twilight And The Quiet Nibbling Noises That Ducks Make | 2021 | A E & &
acrylic on canvas | 190 x 170 cm
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AB-RE Tom Howse | SXBABFEELHE Reading A Book With Swans And Ducks By The Window | 2020
TWHRHBEARE acrylic on canvas | 245 x 220 cm

Tom Howse

AND WHEN LOOKING
AT YOUR WORK,

| ALWAYS GET
INVOLVED WITH
MULTIPLE LAYERS OF
METAPHOR BETWEEN
VISIBLE AND INVISIBLE
IMAGES. HAVE ANY
OTHER MASTERPIECES
INSPIRED YOU FOR
FORMING THIS
STRUCTURE IN YOUR
WORKS?
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A lot of what | paint is an assort-
ment of different shapes and forms;
plants and figures are really good
for this; they can be manipulated
into any composition as you wish.
And my figures differ between both
real, physical depictions as well as
these floating or half present, unreal
characters. But the ‘unrealness’ is
present throughout all of the work,
so there is never a clear boundary
of where reality ends and fantasy
begins.

I think a lot of the influences of

the “visible” and “invisible” aspects
to my work can be found in cine-
ma and cartoons. We have quite

an accepting cultural view of how
ghosts or paranormality manifest
visually. Strange lights and colours,
“ghostly” transparency etc., all of
that stuff is everywhere in sci-fi
and fantasy in film and cartoons.
But as well, in fine art, we can see
how otherworldliness is covered
across ancient artforms; | love the
ways humans have always sought to
explain and document the mystery
and curiosity of existence.

The Renaissance was full of these

attempts to explain otherworldly
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entities. | love Fra Angelico’s mock-
ing of Christ where there are these
floating heads and hands; there was
not such a defined way to repre-
sent multiple actions sequentially
or the notion of time in storytelling
forms. So, there is this slightly naive
approach that appears more like a
collage or a sort of associative col-
lection of painted elements.

| love Stanley Spencer’s work, and
for me, what he was doing was

the same as classical painters and
those of the Renaissance to depict
Christianity, but also his scenes of
resurrection and of joy and love are
almost as bizarre and otherworldly
as a modern sci-fi fantasy but sit-
uated in this quiet English village in
the early 20th century. It feels even
more weird and fantastic to me
because It’'s so embedded in a state
of reality.

XRAFZE R,
MR LA FmB
IE=E Y
BESIDES, I'M ALSO
CURIOUS ABOUT

YOUR WORK FOR

WESTBUND. WHAT'S

THE HIGHLIGHT OF
T

Tom Howse
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One of the works is a really large
painting of a figure in a wooded
landscape feeding pigeons. There
are some buildings and people and
trees and bushes. | wanted to create
a rich, textural scene with a joy-

ous feeling, a warm sort of happy
summer evening contentedness. But
this place doesn’t feel real; there is
something conflicting with reality.
It’s just a sort of magical nowhere
paused in time. I’'m very curious
about simulacra and hyper-reali-
ties, the varying perceptions of our
existence and the creative evolution
involved each time we step fur-

ther away from reality and deeper
into the meta-narratives we create
around our perceptions of existence.
The other work is a smaller interior
scene with a window looking out
onto an eerie landscape at dusk with
a small wooden house. Inside the
room are an antique wooden chest,
a chair and some plants. The room
is also occupied by a group of ducks;
they are all calm and content, some
engaging with one another, one look-
ing out of the window. Unlike with
the pigeons in the larger work who
are in the mood for some human in-
teraction, In this piece, | didn’t want
a direct human presence in the im-
age; in life, there are times when we
want human interaction and times
when we don’t. | wanted to think of
these ducks being able to relax and
be in peace and privacy. The viewer

is able to observe them secretively



in this way in this unnatural envi-
ronment. Yet the empty chair and
the view of the house through the
window gives this suggestion of
human presence, whether someone
has just left or that there is some-
one close by. It feels to me a tense
feeling as to whether it’'s comfort-
ing or one of abandonment. In both
images, the scenes hold a dualistic
mood of happiness and contented-
ness alongside a sense of doubt or
horror, but this is the excitement of
the human condition to experience
this range of complex emotions. |
like my paintings to have an atmos-
phere of simulation, like a computer
game or a world being created and
observed by an external force. But
one in which you cannot distinguish
whether you’re observing externally
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or from within.

In these works, | had been looking a
lot at Edward Hopper’s paintings. He
manages to create this tension be-
tween the privacy of the characters
and the voyeurism of the viewer.
You feel like you're crossing a social
boundary and being made a charac-
ter yourself in these deeply private
scenes. But again, as real as the
scenes are, they also feel very un-
real. And for me, it is this “realism”
that actually works to make them
more convincingly “unreal”.

Another artist | love is Beryl Cooke;
she never captures people negative-
ly, she seems to only ever see the
beauty in people and our absurdity,
and this is also something | feel is

important to my work.

Tom Howse

AB-RE Tom Howse | XBAEEANEYEEL TEHFK—K Swan Enjoys A Night Inside Next To The Plants | 2021
HEAK acrylic on canvas | 120 x 100 cm



AB-RE Tom Howse | Bl 4t, BREFMKETLEI 5 HF1E Beyond Here Lurks The Whis- 4 SOLOS Tom Howse
pering Existence Of Nowhere | 2021 | EKAEAK Acrylic on flax | 350 x 220cm
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A Hovering Theatre of Surreality

Text by Ellie Zhang

Tom Howse has shown his abilities
at constructing an illusory para-
dise of innocence and absurdity on
a large canvas. Inheriting from the
British artist Stanley Spencer who
has introduced flatness into realism,
Tom Howse bases his practice on a
plane disconnected from the sense
of time flowing. He has depicted
numerous action theatres where
conversations with surrealism hap-
pen beyond time and space.

When one’s point of view is embed-
ded somewhere deep in the centre
of the picture, and the occurrence
of action draws imagination, there
goes without saying the narrative of
images. As shown in Howse’s new
works Beyond Here Lurks The Whis-
pering Existence Of Nowhere (2021)
and The Silence of Twilight and The
Quiet Nibbling Noises that Ducks

Make (2021), what we see are not
merely visual variations of everyday
life; they’re also like two unfinished
stories that are both familiar and
confusing.

Familiarity is the link of an in-depth
conversation between the painting
and the audience, as well as the
visual appeal of a virtual space cre-
ated by perspective techniques. In
the meantime, Howse doesn’t want
his work to be a facsimile of reality
or a comfort zone for the audience’s
imagination.

From an overall look to partial
details, you will find that the initial
canvas space, which seems domi-
nated by flatness, gradually emerged
more and more intriguing details
that foreshadow more sophisticated
forms and narrative in Tom’s paint-

ing. For instance, how he dealt with

Tom Howse

the trees in Beyond Here Lurks The
Whispering Existence Of Nowhere,
he chose high-contrast solid col-
ours as the background, on which he
interweaves a clear and thin glaze
of paint with rough and heavy brush
strokes, to depict details of the
trees in the centre of the picture.
From a distanced view, however, he
just shaped some of the trees in
mixed colour. The looming outline
neither emphasizes the virtuality nor
the reality of objects; it reflects the
importance of shape in the struc-
ture instead. As a result, each tree
is given a personalized aesthetic.
Because of their anthropomorphic
forms, as the viewers, we get more
curious about the pigeon feeder in
the centre of the image: are these
trees, just like us, watching a hover-

ing moment from nowhere?

Looking at the history of art from
the rearview mirror, we can see

that artists always try to present a
supernatural world where human
nature meets divinity no matter how
artistic practice has changed. It also
means that “fiction” is an indispen-
sable feature of an artwork. During
the Renaissance, the remarkable
artist Fra Angelico would paint float-
ing heads and hands out of nowhere
to make a mockery of Christianity.

In Howse’s work, he tries to capture
the ineffable mystery of real-life
from a surrealist point of view, with
a sense of humour reminiscent of
the jovial style of the British artist
Beryl Cook, known for her depic-
tion of daily life. Flying close to the
ground, they perceive at the same
time the beauty and absurdity of life
itself.



4 SOLOS Tom Howse W Tom Howse | &5 F Pigeon Release | 2020
THHEAK Acrylic on flax | 350 x 220cm




4 SOLOS Tom Howse AR Tom Howse | AL AFATEREE Puss an d The Majesty of Dawn | 2020
THAHEAE Acrylic on linen | 200 x 150cm

Are these trees, just like us,
watching a hovering moment from
nowhere?”
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