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Piet Mondrian, Compesition in White, Black, and Red. Paris, 1936, Collection
of the Museum of Modern Art, New York, USA
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Richard Lin and Katya Lin
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Ben Nicholsan, Jurne 1837 fpainting), 1937, Collection of Tate Moderm,
London, UK
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Exhibition view of "One is Everything: 50 Years of
Work by Richard Lin®
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Kazimir l';'lalevich* Black Gircle, 1915, Collection
of State Russian Museum, St. Petersburg, Russia

In 1966, when Joan Miro visited Richard Lin at his
studio, she commented, "In the world of white, you
are without equal.” Because of Lin's adept use of
white, his White series became the representative
work that marked his artistic achievement and world-
wide fame. In this Spring Sale, Poly Auction Hong
Kong have traced back to the nascence of his creative
life in 1958, to include ane of his early, rarely seen
abstractionist work that was featured in his first solo
exhibition; paper works based on the concept of Zen;
the remarkable works of the White series produced in
the 60-70s; and mixed-media collage works executed
after 1984, when the artist claimed that painting was
dead. This entire series spans across half a century
and covers each important stage in Lin's artistic
career, bringing clarity upon the structure of the
artistic ideals of this great master through different
periods.

Zao Wou-Ki has uncovered the concepts that lie
beneath Chinese landscape paintings through his
abstract works; Chu Teh-Chun utilised the rhythm

of colours to convey the visual melody of traditional
Chinese poetry; Lin, however, extracted philosophical
thinking from the core of traditional Chinese culture,
presenting the concept of "inaction" in Laozi and
Zhuangzi through the language of western cald

abstractionism. He was the first Chinese included in
the Kassel "Documenta" in Germany, which marks his
importance in post-war Chinese art scene.

Unlike other artists whose artistic context always
transform from figurative to abstraction, Lin's artistic
career began with lyrical abstraction straight away.
His Works on Paper (Lot 189) of the Sun Moon

series in 1957 depicts the trajectories of the sun and
the moon in the universe. The expressive, skillful
brushstrokes was the best indication of the skills he
built up after years of study on traditional Chinese
calligraphy. The conversion between thick and thin oil
paint reveals Lin's pursuit of the eternal universe from
his oriental perspective. His 1964 Gestural Drawing
(Lot 187) contains simple strokes with the concept of
Zen. He freely pressed the ail paint onto the paper,
the unflattened oil paste was stucking on the surface
of the paper, creating a texture of three-dimensional.
This represents a kind of prelude to his later pursuit
of "relief" painting effects on flat surfaces, embodying
visual effects like those of sculpture but within

the vocabulary of painting on a planar surface.

Lin's ability to'examine spatial dimensions within a
two-dimensional pictorial surface allowed him to
construct a new kind of artistic experience.
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"I use colours that have already been
experienced through the light of day and
through the state of mind of the total man. In
other words, my colours are not colours that
are laboratory tools which are isolated from
all accidentals or impurities so that they have
a specified identity or purity."

- Mark Rothko

In the late 1950s, abstractionism was best rewarded and respected. Lin was
profoundly influenced by Mark Rothko's paintings. He stated, "Looking at the
large colour blocks in Rothka's paintings is like listening deep sound of large
drums coming from far, far away, and that sound echoes in my heart." Rothko
emphasised the representation of the spirit and content. He restricted himsel
to anly use a few colours and shapes to compose gigantic paintings with no foca
point, creating an immersive experience for the viewer. Walking into a painting
of large blocks of colours, the viewer and the canvas finally merge into one. Lin
was led from strokes full of emotion to the pursuit of simple shapes and colours.
In 15-7-58 (Lot 180, he refrained himself from using emotional strokes, instead,
only employed large colour blocks as the basic elements in his creations. This

large-scale painting of a structure without a focal point leaves the viewer's eyes

es pure

to wander around the picture, and the on-site viewing experience becon
visual sensation. As Rothko said, "The reason | paint large canvases is that | want
to be intimate and hurman." 15-7-58 lays down maroon as the base colour of
the background, and Lin precisely controlled the force with which he applied the
colour 1o hide any trace of brush strokes. The layers of colours and the rhythm
an the canvas originate from different and multiple overlapping layers, resulting

n different degrees of translucence. The colour fields, slightly varied in
create a tranquil and holy space for meditation.

"In 1958, he started developing a series of works with large black and white
oolour blocks. Within the limited space on canvas, he arranged colour fields
ent textures to show contrasts in their

with similar tones but slightly differ
translucence. He uses extremely neat lines and frames to create a horizon within
the picture, which leads to the peace of mind."

Luo Jieyin "One is Everything: 50 Years of Work by Richard Lin'
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Kasimir Malevich, Black Square and Red
Square, 19185, Collection of the Museum af
Modern Art, New York, USA
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Mark Rothka, Black on Maroon, 1953, Collection
of Tate Modern, Londan, UK

On 15-7-58, a black, rectangular-shaped belt was
crossing the single-coloured background from left
to right, with its top and bottom emitting light, it
seemed to be naturally luminous, and that lights up
the middle section of the maroon canvas. The clear
and neat edges make the work to differ from the
fluid effect and the blurry boundaries that Rothko
creates on his canvas by using diluted oil paints to
penetrate each colour block. Lin used to majorin
architecture, and thats the reason for him to employ
neat geometric lines with clear boundary to divide
the canvas with optimal ratios, creating balanced
harizontal zones, it could be regarded as homage
to Rothko and a hint of his artistic focus gradually
shifting towards minimalism.

In the 1960s, Lin started his White series. In the early
stage, his focus was on the structural relationships
between the arrangement of large squares. As time
went by, those large areas have been divided further
into different rectangular shapes. In the late 1960s,
the White series reached its stage of maturity. Lin
started to use palette knives, stacking the white-
coloured pigments onto each other, creating "five
shades of white," just as the five different degrees

of ink shades in traditional Chinese ink paintings. In
the arrangement of those whites, the concept of
“white on white" extends beyond boundaries, which
reinforce his earlier statement at an interview for an
exhibition in Europe in 1968, about Taoism beening
his main artistical focus: All things under heaven
sprang from It as existing (and named); that existence
sprang from It as non-existent (and not named). The
White series constructs the endless extension of
multi-dimensional space, depicting the core of the
universe and showing the content of the space of the
universe in Eastern philosophy.

in 1964, Richard Lin's "relief" paintings, built up
by square blocks, was selected to be shown in the
"Documnenta [II" held in Kassel, Germany, making

him the first Chinese artist to be included in this
Internationally recognised show. The 1966 works-
Spring; Summer; Autumn; & Winter (Lot 186), employ
varying numbers of square coloured blocks, through
which he delineates his attribution to different
season. The geometric juxtaposition of multiple
square shapes marks Lin's departing from lyrical
abstraction, as well as the start of his White serjes.
The set of prints May 1; May 2; May 3; & May 4 (Lot
185) each consist of two parts - a base layer of white
silkscreen print, and an upper layer consisting acrylic
colour strips on a transparent plate. Each of these
were made by hand, producing rich layering effect
and demonstrates the artist's meticulous, rigorous
attitude towards the making of his work, Another
edition of each of these sets of prints belonged to
the collection of Tate Modemn, which shows the
recognition and appreciation of the artist's work in
Western art scenes.

Art critic Frank 5.H. Wang once said, "Lin has limited
himself to the absolute simplest elements of
rectangles and shades of white, but with these he has
composed the greatest rhythms and the richest white
layers, Within these rich layers of white and repeated
rectangles, he structures these implications, which
are so compact and yet so diverse.”

In Three Three (Lot 152), the canvas space has been
precisely divided under the artist's rational planning
and calculation, the white shades are diminishing as
the layers build up, and finally ends at a straight line
of black and yellow. Although the picture abscures
spatial depth, but a boundless space is created during
the process of building up. Alight grey acrylic plate
with visible thickness is bridging up the two milk-white
rectangular colour scales. As the light source have
created shadows for the three-dimensional objects,
and the existence of concrete objects strengthens the
spatial consciousness of the image. This work exceeds
the restriction of a two-dimensional plane, and the
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sense of three-dimensional embossing manipulates
the viewer's vision, alternating among illusion, reality,
and the surreal. Lin built up a harmonious relationship
between two-dimensional painting and ready-mades
that occupies three-dimensional space. Through the
ransformation of form, he established a brand-new
spatial order.

When it comes to 1970s, three-dimensional ready-
made forms had gradually disappeared on Lin's
canvas, and were replaced by more complex colour
blocks. The year before, Lin's family had moved to the
suburb of London, the experience of residing in the
nature was probably the main reason why colours
start to appear in Lin's works. Natural colours such as
red, yellow, and even green refreshed his minimalist-
style canvas. Within For Katya (Lot 191), there was a
partially drawn yellow line at the bottom of the white
colour block. And such blank was left intentionally
through Lin's careful calculation, altogether they
present a space that is both rational and spatial, with
rhythm sensation.

According to the open literature sources, Lin has

named three of his creations that were related to
with his daughter Katya, one of which is now in the
collection of the Middleborough Institute of Modern
Art, Great Britain. "My works are souvenirs. Each
depicts a story or commemorates somebody.” For
Kotya depicts the artist's deep love for his daughter,
commemorating the life they once shared. Among his
other works with the same name, For Katya, created
in 1970, was the first ever produced and the largest.
As it marks the beginning of this series, this work
must contain the most primitive and purest affection
of Richard Lin.

In 1984, Lin proclaimed, "Painting is dead" and
stopped to execute any canvas warks, instead, he
turned his focus toward sculpture making. Work
on Paper (Lot 188), executed in 2008 incorporated
ready-made materials such as tin foil and the paper
found in cigarette packs as an inspiration, and they
serve as the blue print for his larger installations.
Painting Relief, created in the 1960s has expanded
from surface plane to three-dimensional space and
finally, in the artist's late years, transferred from wall
to the floor, forming an architectural form. Just as

Cheng Fang-Ho once stated, "Architecture and art
are two sides of the same coin. And Chapter 11 of
Tao Te Ching have stressed: what has a (positive)
existence serves for profitable adaptation, and what
has net that for (actual) usefulness. Architecture is
practical, so it 'existence’. Art is impractical, so it is
'nothingness.' Lin used the practicality of architecture
to construct the impractical theory underlie in art. His
transfer and connection between the 'existence’ and
'non-existence’ between architecture and art reflects
that his art shifted from absolute to the beginning of
mutability."

With his restricted colour palette and minimalist
forms, Richard Lin constructs orderly geometric
relationships with the Western language of
abstraction. He transforms the meanings of Eastern
philosophy into concrete representations in space,
images that stand for the artist's introspection and
questioning of the universe and his own heart.
Following the Abstract Expressionism exermplified
by such artists as Zao Wou-Ki and Chu Teh-Chun,
Lin's work could be deemed as the start of a new
era. All with different styles, these great masters of
Chinese modern art in the 20th century helped to
carry forward traditional Chinese aesthetics in the
international art scene.

3.

5 R

B=fEFE ] R

Cover of the exhibition catalogue of *Documenta
1=

FES P | T R

of Richard Lin and his works of the
catalogue of "Documenta (11"
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Agnes Martin, Untitled Number 5, 1975,
Collection of The Museum of Modern Art, NEW
York, USA
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