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Fang Zhaoling was born in 1914 and started learning
calligraphy and painting at an early age. She studied under Qian
Songyen, Chen Jiucun, Zhao Shao’ang and Zhang Dagian, and
it was from these painters that she mastered the basic skills
in painting and laid a solid foundation for the future. In the fifties,
Fang was already active in the art scene concentrating mainly on
flower-and-bird painting. In the sixties, she lived in London, and
from there she travelled extensively through Europe, America and
China, and was profoundly inspired by the beauty and the force of
nature. Her continuous travelling also enabled her to study great
masterpieces of art from all over the world. Thus, she began to
explore themes of landscapes and experimented with innovative
ways of expression. In the seventies, Fang strived hard to evolve
her own style basing on the Chinese tradition. She freely adopted
different techniques and explored various themes in the modern
context. With her extraordinary brushworks and unique
compositions, the artist has painted her innermost sentiment and
aspiration in a thoroughly modern and stylized visual language.
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Yellow River Valley 1977

97 X 178cm
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Impression of the Yellow River 1984
123 X 96cm
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Snowy Mountains 1987
98 X 178.5cm
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ERRE 1987

Peaceful Dwelling in the Cave 1987
95.5 X 109cm
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REHF 1988

BRUSHWORK

In Chinese painting, brushwork or cun is used to represent
textures of rock and mountain, eg. hemp-fibre cun, lotus-leaf cun,
axe-chop cun etc. In Fang’s painting, part of the scenery was still
depicted in traditional cun, such as the mountains in ‘Snowy
Mountains’ (1987) were depicted in lotus-leaf cun and axe-chop
cun; and the brushwork in the ‘Yellow River Valley’ (1984) came
from hemp-fibre cun. However, when we compared them to the
traditional cun, one may discover that they have evolved from their
original forms, just as the painter said, ‘the old methods can be
used as reference, not for copying......" (extract from the inscription
on ‘The Spirit of Da Zhai’, 1977), reflecting the artist’'s pursuit for a
new breakthrough from traditional brushwork, while still preserving
the essence of Chinese painting.

In fact, Fang Zhaoling has revolutionalized the traditional
technique in depicting textures of rock and mountain, by the
application of free calligraphic strokes. The cursive and running
scripts abundantly expressed her undulating emotion, and imbued
her landscapes with a sense of vitality and archaic charm. Towards
the mid 80s, Fang further evolved those calligraphic strokes into
whirling forms, such as those in the ‘Peaceful Dwelling in the Cave’
(1987) and ‘Beyond Contamination’ (1988). These abstract and
moving lines generated a rhythm of liveness and naivety.

Besides the use of free calligraphic strokes, bold ink wash and
colour plane are also important elements in Fang’s painting. In
1950s, Fang Zhaoling studied painting under Zhang Dagian, whose
blue and green splash ink technique deeply influenced the artist. In
the ‘Yellow River Valley’ (1977), Fang used thick application of
green and blue colour patches with dark ink strokes to accentuate
the powerful and awesome characteristics of the landscapes. In
order to intensify the deepness and robustness of the mountains,
she has also applied washing and rubbing techniques to her
paintings.

Beyond Contamination 1988

69 X 138cm
(/%8 /Detail)
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Boat People Approaching Hong Kong 1979
101 X 69.5cm
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TEELAAIL 1983
Lakes and Mountains of My Home Country 1983
76 X 96.5cm

Fang likes to paint her rocks and mountains with free and
spontaneous gestures of cursive calligraphic strokes instead of
using traditional techniques of cun and ca (textural marks) to
render forms and textures. They seem to have little suggestion of
depth, and images essentially remain flat on the picture plane. The
rocks thus merge in unity and disseminate a tower of primitive
strength.

The artist has adopted a simple and child-like manner in her
spatial treatment of forms and objects. Although the pictorial
depths, in most compositions, are very shallow and almost flat, yet
their spatial relationships are easy to understand. For example, the
relative positions of the cottages are indicated by the overlapping
forms. Objects from the back are by perspective blocked by those
in the front; forms placed at the lower level of the picture plane
generally denote a closer distance than those placed at the upper
level; light and dark tones are used respectively to define far
distance and frontal view; dense and sparse wavy lines are an
effective way to describe the broad expanse of the sea.

Most of the cottages and figures in Fang’s paintings are
depicted at a horizontal level regardless of their relative positions
on the picture plane. The elimination of depth and the child-like
presentation of objects not only adds a rustic flavour to her
paintings, but also accentuates the stylistic flatness of Fang’s
compositions. In some instances, the artist has exaggerated the
length of the boat by shifting the perspective to a bird’s-eye view, in
so doing all the figures on board are seen; the cave dwellings
along the sides of the mountain are also depicted with distorted
perspective and flattened vision. These are all reflection of the
artist’s creative spontaneity and archaic naivety.
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AEE 1990
Five Horses 1990
139 X 69.5cm




FEBEFAFLUK—MRBTLEEETIYNES  BER
FRURE ARG > EFEEE - ALECRAYILK - LUFEIE
12 - BROOBTERRT » thiB SRR ERFA RN IBE B H 3k
EREBENRRE - SELUTEREREMRE - TNEMNIIER
PIROREREE - BEERMEKRAER -

HBEFAEN—LEE EEMRLT2REMNESR
FRIEFTIRIE » XMEFERBEOTEE  BARERTELEYH
DIRERILESKRFEE S EE—BITFEEBEESHRTM
AR BMAE S —RIFEEEBRNEEFRE —R8HE
SITREE EEEE LmAIERXH - SthiFaT LR EBRA
AR TR EER MR B —TEFERRIE -

FEEEEBE L TRHEEAHLELHOER EREEKX
fRILAK E - B E NI AMEFTEME @ EEILBERIER
SERZIAIR/NETEE - RERILKAHETRE - ERXEELEK
2/ by EEMRAMAKXNEBSFHIL  BFBEEHE
EAJHRR °

HBEABUEBENEZIAE  ETRLUESXFES
EEBAEY EREFHUXBIXFTE FEEMEENT A
B USEREEAN [ SHX | 88 - XsiuxszE#HLA
Zl ERYERERLEBITRMEKRMENIIEREIEMA
T a8 T EFMBIFEMLEEFTIENIIA - EFHRE
EFREESEMNTFE  BRTABKRME - RITHRE  MALL
NFBIFENREZA » EFIEF BB K

F12  1980
Solemnity 1980
68 X 68cm
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ZRE 1981
Stonehenge 1981
90 X 105cm

COMPOSITION

Fang has travelled extensively around the world. But she did
not paint her landscapes directly from nature. Her works are rather
retrospections of her journeys and recollections of her sentiments.
She painted spontaneously in an intuitive manner, with little
concern for the physical likeness of the subject, but strived to
capture the inner spirit and essence of her thought. This is the ideal
vision that the artist would like to attain.

In some of Fang’s compositions, she would cover the entire
picture plane with free gestural calligraphic strokes, evoking a
powerful and monumental force. Sometimes, she would wittily cut
through the mountain with a narrow footpath or a steep waterfall,
thus enriching the composition but not overcrowding it. This
narrow cutting provides the viewers an outlet from the tightly
arranged landscape to the widened horizon above. This stylistic
characteristic can probably be attributed as a reflection of the
artist’'s determination to overcome all hardships during her years of
creative endeavour.

Fang likes to use the principle of contrast in many of her
compositions. For large scale landscape paintings, details of tiny
figures and cottages are often added as contrast to the gigantic
rocks and steep terrain, thus emphasizing the overwhelming
grandeur of nature. In her ink-play compositions, contrasting
effects of void and mass, of big and small, contribute to the
playfulness and simplicity of her works.

Calligraphy is an important element in Fang’s paintings. While
spontaneous gestures of cursive script is a major characteristic in
her works, inscription is also a dominant component in her
composition. Lengthy inscription is often written to fill the white
space in order to accomplish the stylistic “allover” composition.
Sometimes, inscription is written on rocks and mountains to
replace the gestural brushstrokes. This is an innovative manner to
render textures and rock formation. With the addition of
inscriptions, her paintings are completed with special sentiments
and unique memories. Inscription is also used as a means to
create distinctive forms. Fang used neither outline nor colour to
define shapes, she wrote the inscription within an imaginary
boundary to define the outline and volume of her compositions.
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EERE 1981
Painting and Calligraphy Share the Same Origin 1981
96.5 X 90cm
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1983
Landscape (In Memory of My Teacher, Zhang Dagian ) 1983
47 X 68cm
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NSCRIPTION

When a Chinese painting is completed, the artist usually
transposes his thought on to the picture through written
calligraphic message. This not only adds poetic dimension to the
work, but also helps to express the artist’s sensibility. This kind of
calligraphic writing on Chinese painting is called ‘inscription’.
In Fang’s painting, inscription is echo of her thought before or
after the execution of her work. In 1983, Fang Zhaoling was
saddened by the death of her teacher Zhang Dagian, many works
were painted in commemoration of him. In ‘Landscape - In
Memory of My Teacher, Zhang Dagian I’ (1983), she wrote her
commemorative inscription between the mountain landscape,
expressing a melancholic and nostalgic sensibility.

Fang Zhaoling was born in Wuxi, Jiangsu. In her early days,
she left the country for England. During the war, she endured much
hardship. All these experiences reinforced the longing for her
motherland, which is evident in many of her works. In ‘Lake Tai’
(1976), she expressed her feeling towards her homeland, ‘the
scenery of my homeland Lake Tai was charming......, | miss my
homeland, so | did this painting....... " In ‘Wishing My Home Country
a Bright Future’ (1989), the artist's benevolent wish for her country
is reflected in her inscription: ‘The way to the top of the mountain is
winding, how | wish China a bright future.’

The artist has a tremendous awareness for social events,
international affairs and peace. In 1990, the outbreak of the Gulf
War has inspired the artist to paint the ‘Five Horses’ (1990). In the
inscription, she referred to her upheaval of emotion because of the
war in the Middle East. In the ‘Bless for a Peaceful World’ (1991),
the inscription further expressed the artist's concern for
international affairs and hope for peace.

Being a local artist, Fang Zhaoling has a true concern for the
future of Hong Kong. The Joint Declaratior signed by China and
Britain in 1984 and the ‘Peaceful Settlement of the Future of Hong
Kong’ in the same year made Fang optimistic about the future
stability of Hong Kong. In 1994, she painted ‘A Smooth Transition’,
which again echoed her wish for a properous and stable society.
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1984

Peaceful Settlement of the Future of Hong Kong 1984
57 X 68.5cm
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Bless for a Peaceful World 1991

96 X 107cm
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#;7 1988
The Yellow River 1988
144.5 X 190cm

COLOUR

Chinese painting is the application of ink and water, and
sometimes with colours. In traditional Chinese painting, colour only
complements ink. The commonly used colours are umber, mineral
blue, mineral green, vermilion and rattan yellow, etc. In Fang's
paintings, her bold application of colours has undoubtedly
upgraded their importance in her works. In the 1970s, Fang
Zhaoling was largely inspired by her teacher, Zhang Dagian. His
unique splash colour technique of applying thick layers of mineral
blue for rendering texture was adapted by Fang in ‘Mount Huang’
(1973) to depict mountain and stream. This is also reminiscent of
the technique of Western oil painting.

When depicting the Yellow River — the symbol of the cradle of
Chinese civilization, and its upper course — Loess Plateau, Fang
Zhaoling is fond of using umber in different tonal variations. In the
‘Northwest Highland’ (1985) and the ‘Yellow River’ (1988), bold
application of this special colour portrayed a strong sense of rustic
charm, revealing the artist's passion towards her motherland.
Inspired by the colours of folk art, Fang's unique way of using
strong and vigorous colours to express her personal sentiment has
a way to capture the heart of the viewers.

However, the palette of Fang Zhacling always strike the
viewers as unconventional. The colours used are never restricted
by the local colours of the objects depicted. In the ‘Three Islands of
Fenglai at Mount Huang' (1992), the artist used mineral blue for
mountains, light ink for trees, which are very different from the
colours of the original landscape. This unique way of using colour
not only imbued her paintings with subjective feeling, but also
enriched the messages transmitted by the images. This is a
modern and effective way of expression in art.

HILER=E 1992
The Three Islands of Fenglai at Mount Huang 1992
113.5 X 70cm




FEiEE 1985
Northwest Highland 1985
96.5 X 178cm
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