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Since the 1990s, many linguistic regions have set off from their respective cultural backgrounds to revisit the
significations and orientations of avant-garde art in their respective contexts.! According to these researches,
although the avant-garde art movement originated in the West, when different avant-garde art schools

spread to the other regions in the 1920s, each region reacted with different emphases in terms of acceptance,
application and transformation of avant-garde art. Avant-garde art in some regions even integrated with their
traditional arts, resulting in avant-garde art with local characteristics. If one took a step back, one could see
that even avant-garde art in the West was not that rigid; western countries and regions also acknowledged

this idea of reviewing avant-garde art from their own linguistic and cultural backgrounds. Therefore, it is this

1 According to Per Bickstrom, most people, due to the monopoly of the English language in the academic world, assume
that there is a common understanding of the term “avant-garde” when it is used in writing. However, in his research of
Germanic-speaking countries, such as United States, United Kingdom, Poland, and Romance-speaking countries, such as
Ttaly, Spain, Brazil, regarding the usage of the term avant-garde, when terms such as avant-garde and modernism are used
in different linguistic contexts, different understandings of the terms arise. Regarding the understanding and revision of
the term avant-garde in different linguistic regions, see Per Biackstrom, “One Earth, Four or Five Words. The Peripheral
Concept of ‘Avant-Garde’” in Nordlit: Tidsskrift i litteratur og kultur, vol.11 (1) (May 1, 2007): 21-44.
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article’s intention to take as reference the trend of reviewing avant-garde art in the 1990s, and by looking into
several representative modernist art and literary publications in Hong Kong in the 1950s and 1960s, namely
Shi Duo (1955), (Plate 1) New Tides of Literature and Arts (1956-1959), Hsin Szuchao (1959-1960), (Plate 2)
Xianggang shi bao - Qianshui Wan (Chief Editor: Liu Yichang, 1960-1962)? and Haowangjiao (1963),> (Plate
3) to explore the avant-garde art discourse in Hong Kong modernist art and literary publications in the 1950s
and 1960s. It focuses on how avant-garde art was accepted within the local framework of Hong Kong, and
how local art and literary publications used avant-garde art to reflect on issues such as politics, tradition and
modernity. This article is divided into two parts. The first part introduces how the concepts of avant-garde

art were understood in art and literary publications such as Shi Duo, New Tides of Literature and Arts, Hsin
Szuchao, Xianggang shi bao - Qianshui-Wan and Haowangjiao. The second part discusses in depth two issues:
Firstly, how artists in the 1950s and 1960s who translated and introduced avant-garde art understood western
avant-garde art in terms of oriental classical aesthetics, especially the concept of Chinese classical painting, and

the visions of Zhuangzi and Zen; secondly, the relationship between avant-garde art and politics at the time.

I. The understanding of avant-garde art in Hong Kong’s art and literary publications in the 1950s and 1960s

At the beginning of the 19 century, Henri de Saint-Simon (1760-1825) and the utopian socialist group with
which he closely associated had introduced the military metaphor of the “avant-garde” into the field of art
and literary criticism to express their aspirations for social reform.* Since then, the term avant-garde has been
applied in different areas of art and literature.’ Contrary to Europe, Hong Kong’s modernist art and literary

publications in the 1950s and 1960s, save for a few exceptions, found no usage of the term.® In the seventh

2 Here only the period where Liu Yichang acted as chief editor of Xianggang shi bao * Qianshui Wan is studied, i.e. from
February 15,1960 to June 30, 1962. When Liu acted as chief editor, the section was reformatted as a purely art and cultural
column where a large amount of introduction to western art and literary thoughts, western literary theory and translated
works, and Hong Kong cultural critiques were published.

3 The reason for this choice of publications: Kun Nan, representative modernist writer of Hong Kong and a major advocator of
modernism in Hong Kong in the 1950s and 1960s, wrote in the preface of Haowangjiao, “These eight years, we relentlessly published
Shi Duo, Hsin Szuchao, participated in the planning of New Tides of Literature and Arts, the art and cultural column of Xianggang
shi bao....” Therefore, these few art and cultural publications are generally regarded as the symbol for the modernist movement in
Hong Kong in the 1950s and 1960s, traversing the important moments of the same. See Kun Nan, “Dreams and Exhibits — in lieu of
inaugural statement” in Haowangjiao Issue 1 (March 1, 1963) (Hong Kong: Modern Literature and Art Association): 1. Of course
there were many other art and literary magazines that introduced modern art, but for want of space and desire of a more focused
discussion, only these five are referenced in this article.

4 According to Matei Calinescu (1934-2009), Saint-Simon proposed in 1820 that artists, together with scholars and
industrialists, should form elitist groups to undergo social reformation. But it was the utopian socialist group which he
closely associated with that used the military term avant-garde as a metaphor in 1825. Henceforth the issue of avant-garde
had become popular in 19* century Europe. See Matei Calinescu, Five Faces of Modernity: Modernism, Avant-Garde,
Decadence, Kitsch, Postmodernism (Durham, N.C.: Duke University Press, 1987): 101-102.

5 For example, Renato Poggioli (1907-1963), author of The Theory of the Avant-Garde, used the term avant-garde to
summarize the experimental art and literary creations in the early twentieth century. Under his framework, T. S. Eliot (1888-
1965), James Joyce (1882-1941), W. B Yeats (1865-1939) are all considered avant-garde writers. See Renato Poggioli, The
Theory of the Avant-Garde | Teoria dell’arte d’avanguardia), trans. Gerald Fitzgerald (Cambridge, Mass.: Belknap Press,
1968 [1962]): 216-224.

6 See Michel Ragon, Ye Ni (trans.), “The origin and development of abstract art” in Haowangjiao Issue 4 (May 5, 1963):
7; Editorial team, “The Painting of Barrio” in Haowangjiao Issue 11 (September 1, 1963): 46-47; Lu Shoukun, “Lihua” in
Haowangjiao Issue 3 (April 5, 1963): 2.

155



BT~ T4 ARBUR 32 38 SO g v 0 T 240

BRTIEA 5 » B2 R FE R LA - RE=SCy e TATHEESE) ] - TRTRIEEIN AR ] F8 2192019304
AVE BRI R U SR ~ W R AR B O T R o 1) il SR A BN B AN 5 AR i
Bt R (Mikhail Fyodorovich Larionov > 1881-1964) * E# 4 i (Natalia Goncharova » 1881-1962) -~ &
M (Vladimir Tatlin > 1885-1953) MBHRAMEHE (Kazimir Malevich » 1879-1935) % -8 &jit [HifgH%] WA
BRI R ER O ERE > MECER MR [ EREARREER ] - HRUME - KEH - KWAOETEAETR
ROBIPE o T = BRI TRIRSCER SR | sids bl A » Hh—(R 8 T (e mBILIESEE (1918-2018) < 0 (il
ST Z AR - (BHEEZE) M B =R iE R BRE AR FEA) REESEAR
okt 7 PR T — o T AR R R R — R AR PRI o R > R ORARE — (R BERK > TR
JE A~ AN AR AR BB 50 75 K 3 1 A AT A AR P AR EN o N A R B SCE A [ A 2
M1~ [HifraE) | S5 e FLRe v i S G B AP S5 Ry S i i 2900 52 0% LA DR SO [ - B8 R VORI G AR A 2H 55
N o BRI > FRAM S B B IR 1Y SCEE AR R BT R A — AR MDD A B o SRR e o SR AN
o AN O — (R U Y B AR IR BERE SO O 2 M AR — R > A ERZ ML e AE B O 0 R am SO B LAl
B e SR > WIAT— Y R ATAR D o R SCES AR 51 A VG K — M R IR Y A A AT R o W gk
HRBE - MR RH RSN W EMELEIRN T A F A 200 A o b ml i s R
A B0 (9 KR B o Lk > MM o REAE 55 & 119 2 B M Ji JU) 2R HE 7 i 4 A0 ) ME R o ARIE R BT 0SS 2B
B BEARKAMEEER AL A > MR EEAHBEY - 555 ZRANNSMER > plansEs - e/
B (B R 2 2620 B B A R0 At B 3% 2 [T A S S T A 0 o v T — AR o A AT 0 AR T s i B A 2R
MEA& Y 22 ST MESE B & - i BAC 32 28 IR 77 0t BB AR 2RI ) 2 LIS B B o 2 BRI - AUE L~ ON HARARAY SR
TAEE R AEBA - B R SR AT - A e wi A BLACHE ] [F] — 8 2 B ——r B o 0 Wt > R AT AR - IRE Y
SCER TR AR AT e S SO R 28 H A A e 20 R A SRR (E R R AR B U I b AR T e A A

8 [RER AT LI -y RIER A BT A1 RS Sl > BLHA — DI R R A B AR ] 7 70 BT A = SRy S 5 - BInER -
A 58 45 2 L B IR LB A BRI > i Sl A B L RS B o [ TERAA - B R i a9 e ) R R Y -
AT DA A 20 B R R A RO M ) 2T - T AR R Y A R AT A AT RO TR 5 A SR R S 1 A LY LR %R A 45 R HI L
T PR AR R A T 2k SR B A S ] 5 SRR B 2 B I A BRI A 2 Ve F o [ T AR SR Wk BTS2 1) I 7 Al
FAM o FERVRE IS FI) 2 7] IRp A2t T 7 o BB LA BB 2 A BT A0 o T DAL PR AR UL T o A MRS
Wi EPER 2R IIEEAFFEERE o | W Lk

9 AAF: (ERRZE - FEA) B (196349A1H) > H4T -

10 HFFRE © R > B CrEMA) =W (19634F4AS5H) - H2 -

11 Bl R TR VE] W > fEAAFFwm (3] 2 A EsR > WA (3] RER TR - T/ b/ &/ ] - %5
o FRJR 7 ol SR A AR A Y 2 BV T L R Y o TR R TROR M) W BRI RS R T T — R
How o BUTH TR WER - FS 50 - 3 REWE - LG - GREs 522808 (B TLEREHE it > 2002
119164 1) - H102%103 -

12 BINAi AR (Peter Biirger » 1936-2017) il /b - JELHIH 2N (historical avant-garde) I EZEB 2T AU » DL 2
At & i 5 1 A S TT T > A ARASYERYRIR) o T AR 2% 9 1 2 B0 200 8 o ) g IR P G - T AE AR 22 BRI AL R o > o
AL - EETE - R EE LA R AR o R e AN A ] TMEN R T R AhT R S BT T o WA
EEHE A H R AETE - 552 % Peter Biirger, Theory of the Avant-Garde | Theorie der Avantgarde] , trans. Michael Shaw (Minneapolis:
University of Minnesota Press, 1984 [1974]) °

13 PINER FEBEE CTHA ] ZRF0) Bl AmBAQ ERmmAm S - 3 - 4% T3A) —f - HEREBAELZ

156

Avant-garde Art Discourse in Hong Kong’s Modernist Art and Literary Publications in the 1950s and 1960s

issue of Haowangjiao, an article written by Michel Ragon and translated by Ye Ni, titled “The origin and
development of abstract art,” saw the most frequent appearance of the term avant-garde. Two other articles
that used the term were “The Painting of Barrio” which introduced American painter Ray Barrio (1921-1996),
and Lu Shoukun’s “Lihua” (Apart from Painting). (Plate 4) In these three articles, the use of the term avant-

garde can roughly be divided into two types: First as an adjective, such as “an avant-garde XX;” the other

» « 2« » «

as noun prefix, such as “avant-garde movements,” “avant-garde artist,” “avant-garde painter,” “avant-garde
writer.” When the term is used as an adjective, its meaning is similar to our common usage of the term, that is

trendy and fashionable, such as the following:

The most authentic artists of modern art are surrounded by frivolous people and histrionic
paranoids (Note: The above refers to art critics). Moreover, their intervention lead to doubts

and mistrust about all serious avant-garde attempts. [Note: writer’s bold text]”

Other than as‘an adjective, it is more often used as noun prefix. In the three texts referenced above, “avant-
garde movement” and “avant-garde artist” refer to art movements or artists in western Europe and Russia

in the 1920s and 1930s with an emphasis on formal experiment, deconstruction of pictorial composition,
unexpected use of color, and the tendency towards abstraction, such as Russia’s Mikhail Fyodorovich Larionov
(1881-1964), Natalia Goncharova (1881-1962), Vladimir Tatlin (1885-1953), Kazimir Malevich (1879-1935),
and so on.? As for “avant-garde artist,” referring to American painter Barrio, the article introduced him as

”?who excelled in experimental creation with print, ink painting

“contemporary American avant-garde painter,
and drawing. With Lu Shoukun, “avant-garde writer” referred to his friends, one of whom was Liu Yichang
(1918-2018), who wrote The Drunkard.'® Of the three articles, “The origin and development of abstract art”
was a translation while in the other two, “The Painting of Barrio” and “Lihua,” the use of the term avant-
garde was a conscious choice by the editors and writers of Haowangjiao. There were not many examples of
this conscious use of the term, rendering them almost a unique case. As a result, one cannot help but wonder
if the artists in the 1950s and 1960s had no idea about avant-garde art in the West. The answer is negative,
for the reason that when terms such as “avant-garde artist” and “avant-garde art” were used in translated
texts at that time, they referred to approximately the same things as our current understanding of avant-
garde artists, names like Tatlin and Malevich. However, one also sees that the art and literary practitioners at
the time did not have a very precise understanding of avant-garde art. There are two reasons for this: Firstly,
had they already a concrete understanding of avant-garde art, when the term had been repeatedly used in
translated texts, they should also have used this term in their own critical writings. Yet conscious use of the
term was rare. When art and literary practitioners introduced avant-garde art schools that were generally

recognized in western Europe, such as Dadaism, Surrealism, and Abstract Expressionism, they usually referred

7 Michel Ragon, Ye Ni (trans.), “The origin and development of abstract art” in Haowangjiao Issue 4 (May 5, 1963): 7.

8 “After the Russian revolution, abstract art as created by the Russian painters, like other avant-garde movements, were
considered in the West as the most radical Communism. When Cubism as led by Picasso, Braque, etc. flourished in Paris,
abstract art acted away from Paris... But very soon, since the Soviet Union promoted an art that could be easily understood
by the people, an art that was narrative and could be used as a propaganda tool, Russian avant-garde artists either became
silent or emigrated. Larionov and Goncharova turned to work in costume and set design and joined the Ballets Russes.
Tatlin and Malevich, still unknown, stopped making art... The avant-garde artists exiled by the Soviet Union were again
expelled from Germany when the Nazis rose to power. With Bauhaus shut down, and the division of genres, even the core
members were dispersed. In the end, Gropiusm, Feininger, Laszlo Moholy-Nagy, all left for the United States.” Ibid.

9 Editorial team, “The Painting of Barrio” in Haowangjiao Issue 11 (September 1, 1963): 47.

10 Lu Shoukun, “Lihua” in Haowangjiao Issue 3 (April 5, 1963): 2.
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to their individual names instead of the generic term “avant-garde art.” This shows that they had not yet had
an overall picture of avant-garde art. Secondly, they failed to establish the‘conceptual category of avant-garde
art based on the principle of linguistic difference. According to Saussure’s theory of linguistics and semiotics,
the various elements of a language system do not exist in isolation, but are interrelated. The various elements
within the language system, such as vocabularies, their values and meanings are established through their
opposition to other elements.!" Generally speaking, the concept of avant-garde art mainly establishes itself
through its difference from the concept of modernism, while modernism establishes itself through its difference
from modern art.'> However, the art and literary practitioners of Hong Kong in the 1950s and 1960s often
confused modern and modernism, and-sometimes avant-garde and modernity pointed to the same meaning —
the emerging.!® Therefore, one'can say that the art and literary practitioners at that time were likely to have
some understanding of some prominent avant-garde art schools, but failed to grasp the idea of avant-garde art

conceptually or by principle.

Nevertheless, one has to bear in mind that even in the West, modern, modernism, avant-garde and such like
concepts.are constructed in retrospect.'* For example, when one reviews the history of the development of
avant-garde art, one finds that when Italian Futurism emerged in the 1910s, the futurists of the time did not
use the term avant-garde," even though Italian Futurism is now generally regarded as an important subgenre
of avant-garde art. Therefore, although the term avant-garde had not yet become a popular term within the
Hong Kong art and literary circle in the 1950s and 1960s, people at that time could not yet clearly define

modernism and avant-garde art (in fact, the debate continues till this day), it does not necessarily mean that

11 For example, when I say “I am female,” the subject “I” retains a meaning from and because of the difference of “I” from “you,”
or “he/she/it.” In other words, “I” establish meaning through the difference from the other subjects. So, when I say “I am female,”
the other four elements constitute an invisible context that highlights the significance of “I.” See Ferdinand de Saussure, Wade
Baskin (trans.), Course in General Linguistics (New York: Columbia University Press, 2011[1916]): 91-93.

12 Peter Biirger (1936-2017) believes that there is a fundamental difference between historical avant-garde and modernism
in terms of their conceptions of art and its role in society, and are therefore two stages in the development of modern
art. Amongst the numerous modern art schools, only Futurism, Dadaism, the early Surrealism are historical avant-garde
art, because they aimed at resisting the commercialization of the art market with radical means, and brought artistic
practice into the everyday life. See Peter Biirger, Theory of the Avant-Garde [ Theorie der Avantgarde], trans. Michael Shaw
(Minneapolis: University of Minnesota Press, 1984 [1974]).

13 Wei Ziyun, in his “Xiandai zhi jie shuo” (on the boundary of “modern”) tries to explain the two concepts of modern and
modernism: “The term xiandai, which is translated from the English ‘modern,” means ‘the recent generation,’ ‘recent era’;
narrower translations like ‘the new’ or modeng, mean ‘emerging.’ In other words, what we call ‘modern art’ and ‘modern
novel,” ‘modern poetry,” ‘modern painting,” ‘modern music,” etc., are the same as ‘emerging art’ and ‘emerging novel,’
‘emerging poetry,’ ‘emerging painting,” ‘emerging music.’... Now the meaning of ‘modern art’ also includes ‘Modernism.’ ...

EEY)

Thus, some name the various schools in the twentieth century as ‘modernism” - and call it ‘modern art.”” According to Wei
Ziyun, modern art is the emerging art in modernist society, and modernism the generic name for all the art schools and
movements arisen in modernist society, which is also called modern art. He did not distinguish between modern art and
modernism, but implied at times the latter concept as incorporated in the former. See Wei Ziyun, “Xiandai zhi jie shuo,” in
Haowangjiao Issue 13 (November 1, 1963): 1-2.

14 From Calinescu (1987), to the recent papers published by Philippe Roussin (2010) and Jean-Pierre Cometti (2010), the
avant-garde art movement is reviewed in a relatively meta-analytical angle.

15 From 1909-1911, Italian futurism published several manifestoes and statements, namely the manifestoes in Le Figaro in
February, 1909 and Poesia in April, 1909; Contro Venezia passatista and Manifesto dei Pittori futuristi in 1910, in all
of which the term avant-garde was never used. See Anne Tomiche, La Naissance des avant-gardes occidentales 1909-
1922 (Paris: Armand Colin, 2015): 11.
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such discussions did not exist. Instead the question here is, if the modernist publications at the time rarely used
the term avant-garde, how are we to learn about their understanding of avant-garde art? What is the difference
between their understanding and that of the West? Faced with this problem, what can be done is to revisit the
introduction of modern western art in modernist publications in Hong Kong in the 1950s and 1960s, and to
compare it to the developmental history of modern art in the West, and in so doing, to probe into the former’s

understanding and acceptance of avant-garde art.

From the five modernist art and literary publications discussed in this essay (see appendixes 1, 2, 3 and 4),'¢
(Plate 5) their translated introductions-and reviews of modern art tend to introduce schools and movements
that pursue formal experimentation, meaning that colors and forms, independent from the represented

object, become aesthetic objects themselves, such as Cubism, Expressionism, Surrealism and Abstract Art.

For example, in the cover introduction of painters in the fifteen issues of New Tides of Literature and Arts,

the most- frequently appeared were Cubist, Expressionist, Surrealist and Abstract painters,!” including
Picasso,'® Léger,'” Goldschmitt,?° Klee,>! Modigliani,?? Mir6,> Chagall,>* Braque,* Kandinsky,?® Mondrian,?” and
De Chirico,* spanning eleven issues in total. (Plates 6.1, 6.2, 6.3, 6.4) During the time when Liu Yichang was
the chief editor, there were about ten special editorials on modern art in Xianggang shi bao - Qianshui Wan,
four of which were about abstract painting.?” Haowangjiao, which featured a more comprehensive discussion

on modern art, shows a similar tendency. Ten in eleven art criticisms were about Cubism, Expressionism,

16 As Shi Duo is a new poetry journal, there is no introduction into modern art; only in one article in the first issue the name
Fauvism is referenced. See “Woguo yeshoupai dawenhao — wumingshi yulu” (The great Fauvist writer in our country
— anonymous remarks) in Shi Duo Issue 1 (August 1, 1955): 20. In the five samples, New Tides of Literature and Arts,
Xianggang shi bao * Qianshui Wan, and Haowangjiao are more long-lived and more comprehensive in terms of content,
and thus introduce more thoroughly the development and styles of avant-garde art.

17 Artists in notes 18-28 rarely belonged to a fixed school or career. Some began as Fauvist, then turned to Cubism and
Surrealism, then Classicism. Some were artists and painters, sculptors and filmmakers at the same time. I judge their
positioning by the editors based on the captioned text and facsimiles of the artworks in the painter’s introduction on the
front cover.

18 Pablo Picasso (1881-1973), cubist and abstract painter.

19 Fernand Léger (1881-1955), French fauvist, cubist painter.

20 Bruno Goldschmitt (1881-1964), German expressionist engraver.

21 Paul Klee (1879-1940), expressionist, cubist, surrealist painter.

22 Amedeo Modigliani (1884-1920), expressionist painter.

23 Joan Mir6 (1893-1983), surrealist painter.

24 Marc Chagall (1887-19835), cubist, expressionist painter.

25 Georges Braque (1882-1963), cubist painter.

26 Wassily Kandinsky (1866-1944), abstract artist.

27 Piet Mondrian (1872-1944), expressionist, cubist, abstract artist.

28 Giorgio de Chirico (1888-1978), surrealist painter.

29 The ten modern art editorial are: “Summary of styles of modern painting,” “Two founders of abstract paintings: Kandinsky
and Mondrian,” “The Neo-School of Paris,” “Review of modern art in the last fifty years,” “About abstract painting,”
“Surrealist paintings,” “On works, appreciations, and reviews of abstract art,” “The independent and free absolutely
individual artistic wisdom,” “Psychoanalysis and art making,” “On the development and the basic theories of modern

painting.” See Appendix 3.
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Surrealism, Abstract Art and Spatialism, in which five were about Abstract Art-and Spatialism.3* Comparing the
references in the above publications with the developmental history of western modern art, it is not difficult to
discern a certain similarity between the former and the mainstream development of western modern art. When
compared to Alfred Barr’s (1902-1981) hand-drawn chart illustrating the development of modern art made in
1936,%" except for the later Spatialism, the art schools and movements promoted by Hong Kong’s modernist art
and literary publications in the 1950s and 1960s fall basically within the framework of “Abstract Art.”

In addition, when critics at the time referred to abstract art, the most commonly used adjectives were
fashionable, emerging, and cutting-edge. For-example, in Wucius Wong’s criticism “Questions on painting in
the mid-20™ century” in the first issue of Haowangjiao, he proposed that abstract painting had been described
as a fashionable expression of painters of the younger generation.’> These words that symbolize being at

the forefront of the times and-cultural thoughts correspond to the original military signification of the term
avant-garde - the vanguard in the military. From these descriptive words, combined with the emphasis on
certain modern art.schools and movements in the modernist art and literary publications in the 1950s and
1960s, one may induce that avant-garde art for those publications refers to those schools and movements that
are emerging, that focus on formal experimentation, and which pursue abstractionism. And since the art and
literary practitioners held such an understanding of avant-garde art, as opposed to that understood in the
specific context of the West,?® the most frequently introduced art schools and movements were those after the
1930s. The last few issues of Haowangjiao introduced Spatialism, which was at its height between the late
1940s and the early 1950s, only a dozen years away from and almost simultaneous with the translated articles
in Haowangjiao. The same can be said of Barrio’s case. Though not found among today’s list of avant-garde
artists, Barrio had engaged in formal experiments in abstract ink painting in the 1940s, for which his work was
published on Haowangjiao. Barrio was introduced as “avant-garde artist,” implying that his attempt was new

and fashionable, and therefore avant-garde.

II. The background of oriental aesthetics

Slightly different from the general definition of avant-garde art in the West, the art and literary publications

of Hong Kong in the 1950s and 1960s focused on the emerging, formal experimentations of abstract art. If

30 The five articles on abstract art and Spatialism are: Wucius Wong, “Questions on painting in 20" Century,” Wucius Wong,

“The world of abstract painting,” Michel Ragon, Ye Ni, (trans.), “The origin and development of abstract art.” Yoshiaki

Tono, Ye Ni, (trans.), “The Spatialist painters,” Lucio Fontana, Ye Ni (trans.), “Manifesto of Spatialism.” See Appendix 4
for page number of articles in respective issues.

31 Alfred H. Barr, Jr., Cubism and Abstract Art, exhib. cat. (New York: Museum of Modern Art, 1936, in Glen Macleod, “The
Visual Arts,” in Michael Levenson, ed., The Cambridge Companion to Modernism (Cambridge: Cambridge University
Press, 1999): 196.

32 “Abstract painting has proved to be the mainstream of mid-twentieth century painting. Any major international modern
painting exhibition must include, more than half, abstract paintings... Although abstract painting is not yet universally
accepted, it has on the other hand gradually become the fashionable style for the younger painters.” Wucius Wong,
“Questions on painting in 20" century,” in Haowangjiao Issue 1 (March 1, 1963): 6.

33 According to Biirger, “historical avant-garde” refers to the politically and socially engaged modern art movements between
1905-1930, i.e. Futurism, Dadaism and the early Surrealism. Peter Biirger, Theory of the Avant-Garde (Theorie der Avantgarde),
trans. Michael Shaw (Minneapolis: University of Minnesota Press, 1984 [1974]): 109, note 4. Whereas Tomiche’s definition of
avant-garde art includes Italian futurism, Russian futurism, Imagism, Vorticism, Cubism, Expressionism, Surrealism, etc. Anne

Tomiche, La Naissance des avant-gardes occidentales 1909-1922.
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31 Alfred H. Barr, Jr., Cubism and Abstract Art, exhib. cat. (New York: Museum of Modern Art, 1936), in Glen Macleod, “The
Visual Arts”, in Michael Levenson, ed., The Cambridge Companion to Modernism (Cambridge: Cambridge University
Press, 1999): 196.
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one took a further look at the perspectives and choice of word in their analysis of western abstract art and the

abstractionist creations in Taiwan and Hong Kong, one may see Hong Kong’s unique vision of avant-garde art.

Based on data, in general Hong Kong’s modernist art and literary publications in the 1950s and 1960s tended
towards abstract art, while some artists, such as Wucius Wong, Lu Shoukun and Liu Guosong, especially valued
Lyrical Abstraction. What is special here is that the background for this preference points to traditional oriental
aesthetics, especially that of the Chinese classical painting, and the philosophical thoughts of Zhuangzi and

Zen. Critic Zheng Lei pointed out that while Wucius Wong introduced both Geometric Abstraction and Lyrical
Abstraction in Xianggang shi bao - Qianshui Wan , in his own painting criticisms he preferred the latter,** for
example in his “On Rothko” he'postulated that the abstract expressionist painter Mark Rothko (1903-1970)

as greater than the action painters because Rothko expresses the “non-self” (where emotions in the painting are
not personal), while the action painters always paint with their egos, expressing personal violences or graceful
lyricism.3* From the fact that Wucius Wong judged Rothko as greater than the action painters for being “non-self,”
one can see that Wucius Wong’s understanding of abstract expressionism is derived from the traditional framework
of oriental philosophy. As Zheng Lei writes, “Whether it is Buddhism’s ‘all things lack inherent identity (self),” or
Zhuangzi to Xie Zhen of Ming’s ‘to forget both the external world and the self,” they all point to traditional

oriental aesthetics.”3¢

In fact, other than Wucius Wong’s painting criticisms, there is an example that demonstrates more manifestly
the preference for Lyric Abstractionism by the then advocates of abstract art, and their traditional aesthetic
background. Under the column “Introduction of young Chinese/Hong Kong artists” in Haowangjiao, (Plate 7)
an artist engaged in abstract art in Hong Kong or Taiwan is introduced in every issue, such as King Chialun
(1936-), Cheung Yee (1936-), Van Lau (1933-), Hon Chi-fun (1922-2019), Lam Chun-fai (1932-2013), Chuang
Che (1934-), Liu Guosong (1932-), Han Hsiangning (1939-), etc. (see Appendix §). Intimately related to the
“Modern Literature and Art Association of Hong Kong,” most of them have since become important figures in

the art circles in Hong Kong or Taiwan. The first two issues introduced King Chialun, who when talking about

34 Wucius Wong, “Two founders of abstract paintings: Kandinsky and Mondrian” in Liu Yichang, ed., Xianggang shi bao * Qianshui
Wan, July 23 and 24, 1960, P.10 of section 3. For Zheng Lei’s argument, see Zheng Lei, Xianggang xiandaizhuyi wenxue yu
sichao (Hong Kong’s modernist literature and thoughts) (Hong Kong: Chung Hwa Book Company, 2016) : 152-153. Other than
Xianggang shi bao * Qianshui Wan, Wucius Wong also introduced a few geometric abstract and lyrical abstract artists in his “The
world of abstract painting” in Haowangjiao.

35 Wu Xiya (Wucius Wong), “On Rothko” in Liu Yichang, ed., Xianggang shi bao * Qianshui Wan (August 8, 1960, P.10 of section
3). Shi Man also mentioned the influence of abstract expressionist painters, especially Jackson Pollock (1912-1956) and Paul Klee
(1879-1940) on Wucius Wong, Lu Shoukun and even the Taiwanese Fifth Moon Group. See Shi Man, “Gezi, jingshen, duanpian,
liefeng: xiandaizhuyi yu zhongguo shanshuihua” (Grid, perspectives, fracture, cracks: Modernism and Chinese landscape
painting) in At the East-West Crossroads: The Art of Wucius Wong (Hong Kong: Hong Kong Museum of Art, 2006): 8-15.

36 See Zheng Lei, Xianggang xiandaizhuyi wenxue yu sichao (Hong Kong’s modernist literature and thoughts) (Hong Kong: Chung Hwa
Book Company, 2016): 153. In fact Wang Guowei in the third principle of his Renjian Cihua also distinguishes between the states of
“self” and “non-self”: “There is a state of the self, a state of the non-self. ‘With teary eyes I ask of the flowers but in vain/Red petals fly
o’er the swing again and again, ‘Shut up in lonely inn, can I bear the cold spring/I hear at lengthening sunset homebound cuckoos sing;’
such is self. ‘T’d pick chrysanthemums next to the fence on the east/In the distance the Zhongnan Mountains traverse, ‘Cold waves
softly wrinkles/White birds lightly descend;” such is non-self. In the state of the self, one looks from within oneself, and everything is
colored by me. The state of non-self looks at the world from the world itself, there is no awareness of the distinction between the self
and the world.” See Wang Guowei, Xu Diaofu (annotate), Annotations on Renjian Cihua (Taipei: Ting-yuan Culture Enterprise Co.,
Led., 2007): 1-2.
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his abstract paintings, alluded to the early Qing painter Shitao’s (1642-1707) saying “the rule of no rule is the
supreme rule” to illustrate the relationship between technique and the state of “knowing” in painting.’” In Issue
Four, when introducing Chuang Che, the rhetoric is similar to that of King Chialun, with a set of keywords

such as avant-garde, tradition, abstraction and modernity:

The early works of Chuang Che, on the one hand, demonstrates an “outburst of emotions,”
expressing the drama of violent inner reaction to the outside world; mainly through disturbing
or smashing lines, concentrated in the instantaneous focus point... delivers the modern man’s
“spasmic” sensations... Chuang’s recent works are beyond the real and unreal, “See beyond the
image. Disregard its height and weight. That is what one calls intricate.” (quoted from Xie He),
he reflects and meditates, takes no action, and using oil paint and other materials, paints union

and containment upon the canvas...’

From the citations, one can see the relationship between keywords such as avant-garde, tradition, abstraction
and modernity: The abstract style expresses the loss and confusion of the modern man, but to achieve
abstraction is not to simply copy the entire set of western artistic techniques, but that one has to return to
traditional aesthetics, taking Zhuangzi’s “wuwei” as the core, “see beyond the image,” using different materials
to make out of abstraction union and containment. Other than King Chialun and Chuang Che, “Introduction
of young Chinese/Hong Kong artists” also introduced the works of Hon Chi-fun,* Lam Chun-fai,** Han
Hsiangning,*! etc. in the same vein. On the whole, when introducing those who practiced abstract art in these
two regions, who later became the representatives of the Modern Taiwan Ink Art Movement or Hong Kong’s
New Ink Art Movement, the focus of analysis tends to fall on the innovation of form and material; how the
artists integrate different materials into Chinese ink art techniques, such as light-ink strokes, rubbing and
printing, and how with such formal expressions they illustrate the mental state of the modern man and the

mental imagery structure of oriental classical philosophy.

37 “Starting from sincerity, one eventually approaches the road towards ‘knowing.’ First one must learn all the rules and techniques.
Then break the rules, to reach what Shitao calls no rule as the supreme rule... I almost only make abstract paintings now, but I
still believe that people who practice abstract painting must have a solid foundation in drawing... Because it is only when you
can adroitly control the natural matter’s texture, quantity, form, light and darkness, space and colors, etc., that you can freely
express what you think.” King Chialun, “The personal painting experience” in Haowangjiao Issue 1 (March 1, 1963): 3.

38 Li Yinghao, “Young modern Chinese painter: Chuang Che” in Haowangjiao Issue 4 (April 20, 1963): 8.

39 “If one thinks abstract is ‘new,” in fact the word abstract has become a cliché. The style of Hon Chi-fun, in his own words, is too
‘sweet’... There is a certain transparency in the use of colors, like in Chinese paintings a spirit and aura is shown in the color and
landscape, and like water color, it is vivid and bright.” Editorial team, “The works of a young modern Chinese painters: Hon
Chi-fun” in Haowangjiao Issue 3 (April 5, 1963): 8

40 “The works of these two persons-in-charge of the Art Department of the Modern Literature and Art Association of Hong Kong
(Note: Cheung Yee and Lam Chun-fai) can be said to possess each their own new style, and a modern spirit... We can trace from
it a magical primitive art, the ancient Chinese art of bronze and ceramics, inscriptions and Han engravings, wood sculptures, etc.,
the style is archaic.” Editorial team, “Young modern Hong Kong painters Cheung Yee and Lam Chun-fai” in Haowangjiao
Issue 2 (March 16, 1963): 7.

41 “Looking at Han Hsiangning’s abstract painting, one first feels the ambiguous profundity presented in its inner universe...
From the confined form and dense color layers, one sees the transformation and fluidity of its union and containment... The
composition of Han Hsiangning’s paintings is based on the combination of large color layers and space, seen in its meticulousness
and cohesion. Guo Ruoxu’s ‘from heaven and out of hell’ illustrates the former; while the latter can be summed up by Zheng
Gangzhong’s ‘to delve into the smallest detail and glimpse into nature through creation,”” Editorial team, “ Aozang zhi suo zai”
(Where the mystical resides) in Haowangjiao Issue 12 (October 1, 1963): 44-45.
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In fact, just looking at the phrases “non-self,” “self/ego,” “rule of no rule as the supreme rule,” “non-action,”
“beyond the real and unreal,” “see beyond the image,” one might think that the critic is referring to traditional
Chinese painting. However as can be seen from the above citations, they all refer to abstract art. It is true that
in today’s artistic terms, the image composition and expression of lines, the intimate relationship between
material and spiritual expression, etc., may constitute a common language between Chinese painting and
abstract painting. Nevertheless, back in the 1950s and 1960s, artists in Hong Kong comprehended Rothko’s
expression of pictorial imageries in terms of the concept of “non-self,” or how the subject of oil paintings often
extends beyond the physical object to the spiritual world of mankind in terms of “see beyond the image” by
Xie He (479-502) of Southern Qi; and-the spatial layout and color distribution in abstract paintings in terms
of “beyond the real and unreal:” When one compares them to the other criticisms on western abstract art in the
same publications, one realizes that these writers were capable of discussing works or issues of abstract art in
western artistic language, such as “The meaning of abstract art” by Kun Nan, “The sculptures of Zadkine” by

Bing Chuan, “Questions on painting in 20 century” and “The world of abstract painting” by Wucius Wong.

In other-words, although the criticisms all focused on formal experimentation, the art practitioners of the
1950s and 1960s had two kinds of rhetorical expression for abstract art. The first being the expression of the
West. See for example the choice of word when Bing Chuan introduced Russian-born French Expressionist

and Cubist sculptor Ossip Zadkine (1888-1967): “The symbolic and expressive form of Zadkine’s work is
more the combination of ideas than that of materials ... The formation of the shape of the hand (although as
broken limbs) is Zadkine’s chief subject... Full of taste for the ancient and the geometrical, it is in fact the most
modern...”* (Plate 8) The other reviews abstract art through the lens of oriental aesthetics: “The composition
of Han Hsiangning’s paintings is based on the combination of large color layers and space, seen in its
meticulousness and cohesion. Guo Ruoxu’s ‘from heaven and out of hell’ illustrates the former; while the latter
can be summed up by Zheng Gangzhong’s ‘to delve into the smallest detail and glimpse into nature,”* It is true
that while some critics would employ the perspective of oriental aesthetics when introducing western avant-
garde artists, most often they were expressed in western artistic language. However, when introducing abstract
art creations in Hong Kong and Taiwan, almost without exception they were expressed in terms of oriental
aesthetics. The reason behind this is probably that the art and literary practitioners at the time hoped that their
contemporary abstract artists could learn from the West and achieve in the end the ideal state advocated by
oriental aesthetics, such as spirituality, non-action, containment, energy, etc. Therefore, when they discussed
western abstractionism and the abstract art creation of their own generation, there is a huge difference in their

choices of word.

III. Avant-garde art and politics

Also worth noting in the process of introducing modern art in modernist publications of Hong Kong in the
1950s and 1960s, is that movements closely related to political and social intervention, such as German

Dadaism,*Italian Futurism and Russian Constructivism, were basically ignored; while their names might be

42 Bing Chuan, “The sculptures of Zadkine,” in Haowangjiao Issue 1 (March 1, 1963): 3.

43 Editorial team, “Aozang zhi suo zai,” (Where the mystical resides) in Haowangjiao Issue 12 (October 1, 1963): 44-45.

44 According to Tomiche, there were two branches of Dadaism. One is Dadaism centered around artists in Switzerland, New York
and Paris, represented by Tristan Tzara (1896-1963) and Marcel Duchamp (1887-1968). They basically advocated anti-capitalism
and anti-rationality. The other is German Dadaism, represented by Raoul Hausmann (1886-1971), Franz Jung (1888-1963),
George Grosz (1893-1959), etc. They actively engaged in politics and believed that art should serve as political propaganda, and

some of them subsequently became Communists. See Anne Tomiche, La Naissance des avant-gardes occidentales 1909-1922 : 28-29.



BT~ T4 ARBUR 32 38 SO g v 0 T 240

HERE RIS - —OrmRBLT M [ EE]  RBIKO BN ERE L [EORITE]
TR LA AL SR AR > IRATIR BRI SR [ e T B TR sz [ i3
RAEAE - BVETREE > TBCZ RS0 > iR - b ] (AERR) - Mhef B sEE - MAW A -
AR B AR R > FEFA LA B A A ] o3

513 > AT LAE AT - AT~ iR - BUUEBREG BR - R AR 5 T T BB KR8 BLRRTE
(B ik SAS 2 B A PG O B Al 5 o A W RO S TR AR AR R AL > DU TR A T A A > T2 R
SR AR B RHE M SRS BT A o BR T &R mAERS R0 T4 > S T B/ A ERAER AR
ARG ET - o0 ARBIE - 40 SR 1 5 NMIEMIFH L - 83 E > N 4RE LA G A EERF R
iy > A5 S A S 27 5 8 B A /K 28 7 8) 7 T /K SR ) ) A SR N IRE > 20 90 BB A T AR T RO SRR R Y R
B BT S 0 A [ 09 D5 - R A BOK SR ik o AndE - At 3R BRI RBUE S 0E HBUUAR RS HIIR
REAN Ry i dLF) 7 B R A

HEWE [Jk] - TAR] - MEEAEE] - [EAWA) - [BPEE] - [MZEH] FFR > R
S 2 W AT P B AR o SRR L ST 5| SCRT A o da e AR HC R 2 R T AR R R I S BT o AR > AR
B AT AR AR > AR Y [ SRR R B ~ Wk BRORS M AR 2 R BRI RERRE h AR Al S Ag 2 Y

G o SR > MIEAEE T - N AR AR TR ] KB AR R R W R RE o B - M
B (479-502) 19 THZ AN - KRG R FENREELBHY L > R NEROFHEAR 5 OH
[T R ) 25 B S A o R 22 TR A R AL GRS 20 TR o 2R TR AN 3 LU IR SCBE T 3 7 i S B A A A
W IRF > B R LR M A A o L 58 A mT DAY VG 5 ) R R AR e A B RS A S A R B > R G2
MR ~ W CBERES R ZMER) ~ REAA A HAaERE) M GhSgsE iR SELa T -

i
e

N

N

MEZ MEATEWAENERE PRI ESRE > HEI - o5 F R Z T T AE B R A A W R
BETE R o MRV KRB A o WOk AR AR R R R YR ERMEREES B (Ossip
Zadkine > 1888-1967) [9faE [0 AR bl REME KR BERIE > hiBUS R AR Z AR H A & e (e )
FHIER (e BTE B M > MAERELNMGE R - (- ) HO SR AN A el PR U R B
(oo Joo e (JE\) 5 — MR DA S8 LB R0 4 S 20T« [ IR0 S P A AT L R R 68 g A 2 TR AL
& DUREE  BER o AT T8 KM RS - KAIEAOB AR S MR b BT TEEA S - B

38 Z (FHE) F o ChEBNHEEZIRD - i GrEMA) B (19634F4H20H) > HS »

39 THURR A SR Dol > BRI R T BN 46 o R IR AN TR > Eih A S TSR KA TR [ 1H
0 A7 — R AR - B0 (B S A (o R S5 B — R AR A RS MRS > IR RIK R S G B TR o | AR 0 (RBIBAAE S
FHRAEMA - WER) o CFEM) B= (196344H5H) - HS -

40 WM ERACSCER LM & it 2 BN (3% ¢ SRFEFAREUR ) HAES AT il & Ear i mAS > DU RS [ - 1 34
AT DAGE A 9915 T LM 2 SR AR AT R BT e R - R - RS RO 2 RWSESE > EUR E ST A o 1 A4
o (FWHAHFEERIRSE  ABUE) ok GFEA) B (196343H16A) > H7 -

41 [BEMERmEE > B NEERMBELERREFHES [ - 1 R AT RV ZE Y (g b > R 2R I s A
WE e [ 1 A Y O M R B (RN 2 AL o AR B T ~ BER o SAE T TR AR MRET] > K
A TE AR R 5 WOMI AP TRE TEEASES - B LA K] » KAl ARIEAER o | A4 0 (EERZ i) > W GrE
) B+ (19634F10H1H) > EH44%F45 o

42 VKN - EEERZEEY) > i GFEA) B—W (19634F3H1H) > H3 -

172

Avant-garde Art Discourse in Hong Kong’s Modernist Art and Literary Publications in the 1950s and 1960s

mentioned occasionally in some articles, they were never discussed as individual subject.* In the context of

the West and Russia, the relationship between avant-garde art and politics'has always been very intimate. For
example, Biirger referred to the modern art movements with political and social engagement between 1905 and
1930 as “historical avant-garde.”*® Or more broadly speaking, in early twentieth century Europe, all avant-
garde movements involved a more or less degree of political engagement. This is not to say that the avant-garde
art movements in Europe at that time necessarily had a clear political stance, but that the precursors of avant-
garde art movements at that time regarded aesthetic activities as an important part of politics and society,

and even considered that art has the ability and legitimacy to intervene in all aspects of human society.*” But
obviously, the concept of avant-garde art in Hong Kong in the 1950s and 1960s was depoliticized and tended
towards formal experimentation,that is, art that on the basis of modernism, moved from pure style to purely
style,* just as King Chialun’s notion of abstract art that prompts in the viewers “a resonance purely through

style and color, has undoubtedly attained the highest level of plastic arts.”#

Many critics and contemporary art and literary practitioners would agree that the most obvious feature of the
cultural landscape of Hong Kong in the 1950s and 1960s, is the clear-cut ideological leftist-rightist opposition. But
in the art and literary publications referenced in this essay, some of the editors and writers postulated their “art
for art’s sake” attitude, and that if one engaged in art with any other objective, art would cease to be art.’® Some
others, such as Lu Shoukun, said that the purpose of art and all other forms of culture is to lead people to their
individual freedom. The purpose of politics is to “protect the existence of individual freedom and independence

of all mankind” and “not the oppression or exploitation of art.”’! Between the two, the former is the belief in the
intrinsic value of art, while the latter may have inherited from the “game theory” of Kant and Schiller. According
to the “game theory,” when people engage in artistic activities, they are free to formulate their own rules and to
follow them. In this game, people not only feel pleasure through the use of imagination to create an imaginary

world, but also become a complete human being through the combination of reason and sensibility.*?

However, there is another possibility regarding the tension between freedom, art and politics. In recent years,
scholars have traced back to how the hegemonic struggle in the Cold War era had shaped modern art into

a symbol of “freedom.” For example, Taiwanese scholar Wang Mei-Hsiang points out that the United States

45 One special editorial of Xianggang shi bao. Qianshui Wan was “Review of Modern Art in the last fifty years,” written by Lan Juyuan
and translated by Kun Nan, with thirteen articles in total. The third and the sixth articles mentioned Futurism and Dadaism. While
Futurism was discussed as a single topic, Dadaism was discussed alongside the metaphysic of art and Surrealism. Other than this,
there was no article with the above mentioned art schools as title. See Lan Juyuan, Kun Nan (transl.), “Review of Modern Art in
the last fifty years. Part 3: Futurism” and “Review of the Modern Art in the last fifty years. Part 6: Metaphysic of art/Dadaism and
Surrealism” in Liu Yichang, ed., Xianggang shi bao. Qianshui Wan (August 22 and 25, 1961): P.10 of section 3.

46 See Peter Biirger, trans. Michael Shaw Theory of the Avant-Garde | Theorie der Avantgarde] (Minneapolis: University of Minnesota
Press, 1984 [1974]): 109, note 4.

47 Anne Tomiche, La Naissance des avant-gardes occidentales 1909-1922 : 28.

48 «...this study traces the development of modernism from ‘pure’ style to what one could call ‘purely’ style. It argues that this
dialectical transition is inherent to the aesthetics of modernism: in foregrounding its own stylistic surfaces, modernism flirts
with a self-destructive narcissism. Where the cultivation of pure style becomes purely style....” Ben Hutchinson, Modernism and
Style (New York: Palgrave Macmillan, 2011): 2.

49 King Chia-lun, “The personal painting experience,” in Haowangjiao Issue 1 (March 1, 1963): 3.

50 Ibid.

51 Lu Shoukun, “Lihua,” in Haowangjiao Issue 3 (April 5, 1963): 2.

52 Lin, Shuyao, Tujiemeixue (Pictorial guide to aesthetics) (Taipei: San Min Book Co., Ltd, 1974): 151.
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Information Agency had provided financial support to several publications and publishers, including the
important journals in Taiwanese literary history, Literature Review and Modern Literature, with the aim

to promote ideas of freedom and democracy through the infiltrating power of books and magazines.* In

other words, in the framework of postwar cultural Cold War, the seemingly “pure” modernist literary
publications, with the support of America-funded art and literary system and under the pretense of modernist
“depoliticization” and “beyond utilitarianism,” had in fact been undergoing an anti-communist propaganda
targeted at Chinese intellectuals in Southeast Asia. In addition, “Parapolitics: Cultural Freedom and the Cold
War,” an exhibition held in 2018 in Berlin, displayed various archival documents, exposing how during the Cold
War intellectuals and artists became the main strategic targets in the cultural field, exploring how modernism
had quickly become a weapon that would lead to “peace.” The audience can see in the exhibition how works
produce some kind of politicized imagery through narrative techniques and art forms, extract modern art of the
Cold War era from out of its narrow and utilitarian concept, and then create a hypothetical binary opposition:

abstractionism that represents the free world and realism that serves the people.

Indeed the concept of avant-garde art in Hong Kong in the 1950s and 1960s was a depoliticized one which
emphasized formal experimentations of abstract art, but this is not to suggest that the modernist art and literary
publications referenced in this article were supported by the United States. On the contrary, most of them were
self-published art and literary practitioners: Shi Duo, New Tides of Literature and Arts, Haowangjiao. Moreover,
if one interprets these pioneer publications in Hong Kong modernist thought as a combination of liberalism and
modernist aesthetics, one risks simplifying the complexity of historical changes. However, as Chen Chienchung
illustrates with the example of Taiwan, “If one considers that these scholars and writers, who in the love of
freedom of artistic and literary creation, carried out their aesthetic revolutions within this atmosphere of
America-funded art and literary system, then modernists might not necessarily be liberalists but writers with an
ambiguous and multi-layered ideological stance in pursuit of freedom of creation. One must take into account
how they achieved an even more complex and multi-layered spiritual state and consciousness of writing amidst
the cultures of American support and anti-communism.”**

Undeniably, if one looks at these publications in the cultural context of Hong Kong in the 1950s and 1960s,
one will see that it was out of a political purpose that these publications chose to introduce modernism and
even avant-garde art. For example, in the preface of New Tides of Literature and Arts where art and literary
practitioners were called upon to join in and “to observe anew the world of all,”>* the call was made against the

background of a mainland China in political turmoil, of people being manipulated, lost and confused:

We find ourselves in an unprecedented tragedy, and a new dark age is imminent... Once
anxious and confused, in the overwhelming turmoil, groping, shouting, were led and
slaughtered; we used to believe that we had found the perfect paradise, were yet deceived again;

traps for hearts and evil ways replaced the vision of happiness.’®

53 Wang Hsiangmei, “Literary Review and Modern Literature under the U.S. aid literary institution” in Bulletin of Taiwanese
Literature Issue 25 (December 2014): 69-100. For similar reference see Chen Chuenchung, “USIS” and the re-writing history of
Taiwan literature: a study on the publication of Taiwan and Hong Kong’s magazines on U.S. Aids under the Literary & Artistic
Institutions” in Bulletin of Chinese Issue 52 (December 2012): 211-242.

54 Chen Chuenchung, “USIS” and the re-writing history of Taiwan literature: a study on the publication of Taiwan and Hong Kong’s
magazines on U.S. Aids under the Literary & Artistic Institutions” in Bulletin of Chinese Issue 52 (December 2012): 225.

55 Xinchaoshe (written by Ma Lang), “Fakanci: renlei linghun de gongchengshi dao women de gixia lai!” (Inaugural statement :
engineers of the human soul, join our camp!) in New Tides of Literature and Arts Issue 1 (February 1956): 2.

56 1Ibid.
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In such a politically dark situation, founder Ma Lang believed that art and literary activities must be re-
launched in quest of a new mission with “rationality and conscience,”’” that new mission being to promote
modernism and to pursue freedom and democracy.’® A similar manifesto appeared in Haowangjiao, published
seven years later. On the front pages of the first three issues'of Haowangjiao were printed in collage and
reverse type part of the “Manifesto of The Modern Literature and Art Association Hong Kong”: “We are in an
epoch of hardships, for the overall displacement of the Chinese race at the moment... We have to unite every

possible force... together we persevere.”®

From which one can see that when the representative modernist

art and literary publications in the 1950s and 1960s introduced “avant-garde” and “experimental” art and
literature to Hong Kong, it was not only for the purpose of the new, but there existed also purposes that were
political and cultural - to finda way out of the political darkness and calamitous Chinese culture through

avant-garde art and literature.

One probably should distinguish more carefully between the attitude towards politics of New Tides of
Literature and Artsand those of the subsequent publications. Founded in 1956, New Tides of Literature and
Arts’s founder Ma Lang borrowed commercial capital to launch his literary endeavor. According to Leonard
Chan, while Ma Lang dedicated himself to literature, “his purpose was political; he decided on modernism

in the hope that it would solve political problems.”®® Thus, New Tides of Literature and Arts might be in a
situation similar to that of avant-garde art in Europe in the early twentieth century, that is, art and literature
engaging in politics. However, the situation was a bit different when Hsin Szuchao and Haowangjiao were
founded in 1959 and 1963 respectively. Wucius Wong, one of the major participants in both publications,
stated that the translation and introduction of the latest western art, and even the subsequent advocacy of the
New Ink Movement, were all based on a vision of “cultural re-engineering.” In an article in Hsin Szuchao he
wrote, “To save China’s cultural decline in the past two hundred years, to compensate for the mistakes of the
May Fourth Movement [Note: The May Fourth Movement did have its achievements in terms of destruction,
but in terms of construction it was far from ideal.], it can only be another revolution after that of the May
Fourth (...).”¢" In other words, instead of placing Hsin Szuchao and Haowangjiao and the artists associated
with these art and literary magazines under the framework of the relationship between western avant-garde art
and politics, it is more appropriate to place them in the context of the May Fourth tradition and the cultural
re-engineering movement, where it is apparent that the acceptance and understanding of avant-garde art

echoed the purpose of Chinese cultural re-engineering.

57 Ibid.

58 When Leonard Chan discusses the Hong Kong modernist movements in the 1950s and 1960s, he quotes the retrospect by Ma
Lang to explain the two missions of New Tides of Literature and Arts: To promote modernism, and the demand for democracy
and freedom. See Leonard K. K. Chan, “Hong Kong Modernist Movement in the 1950s and 1960s and Li Yinghao’s Literary
Criticism,” in Zhongwai wenxue Volume 34 Issue 10 (2006.3): 12. Note that many critics have pointed out that New Tides of
Literature and Arts indeed had close ties with modernism, albeit strengthened subsequently by the interactions between editors
and critics. See Chan Tsz Him, Study of new poetry and cultural activities of Ma Boliang (Hong Kong: M.Phil thesis of the
division of Chinese Language and Literature, Chinese University of Hong Kong Graduate School, 2007): 29.

59 Modern Literature and Art Association of Hong Kong: Haowangjiao Issue 1 to 3 (Hong Kong: distributed by Mak Chuen Kee
Book Store, March to May 1963.)

60 Leonard K. K. Chan, “Hong Kong Modernist Movement in the 1950s and 1960s and Li Yinghao’s Literary Criticism,” in
Zhongwai wenxue Volume 34 Issue 10 (March 2006): 12

61 Wucius Wong, “wenhua zaizao yundong de zhanwang”(Expectations on cultural re-engineering movement), in Hsin
Szuchao Issue 1 (May 1, 1959): 6-7.
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Avant-garde Art Discourse in Hong Kong’s Modernist Art and Literary Publications in the 1950s and 1960s

Taking everything into account, in term of contents, avant-garde art in modernist art and literary publications
in Hong Kong in the 1950s and 1960s refers to those abstract works that-emphasizes formal experimentation,
and tends to be depoliticized. In the 1960s, Xianggang shi bao - Qianshui Wan and Haowangjiao were more
inclined towards introducing purely formalist works that reduced modernity into a purely enclosed world.
However, if one stepped back and looked from the perspective of the environment in which publications were
produced, artists who introduced avant-garde art into Hong Kong had never regarded art as purely formalistic.
Avant-garde to them was a tool for art and literature to respond to political reality and Chinese cultural
re-engineering. Moreover, the so-called “avant-garde™ also implied traditional oriental aesthetics, where some
artists interpreted and understood abstract paintings from traditional philosophy and aesthetic language such
as non-self, no rule, non-action, beyond image, and therefore accepted such works more readily. Confronting
western avant-garde with oriental tradition brings one back to the idea of cultural re-engineering, that is

the hope that artists‘engaged in abstract art in the 1950s and 1960s would learn from the West, but achieve

eventually the spiritual realm advocated by oriental aesthetics.

Editor’s note: Liu Yichang, chief editor of Xianggang shi bao - Qianshui Wan, a publication widely discussed in this essay,
passed away in 2018. His contribution to Hong Kong’s art development is hereby remembered.
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g —  KSCEHWDY MEMFEZR N Appendix 1: Painters as cover of New Tides of Literature and Arts

4 Title

Hi/ 8158 Date / Issue

TEZ /N BE R /B K E R Introduced artist(s)

i@ 4 Title

HI/ M55 Date / Issue

Avant-garde Art Discourse in Hong Kong’s Modernist Art and Literary Publications in the 1950s and 1960s

TEBINFE 5 /B R ¥ 4 Introduced artist(s)

AR CHO R S 150D
Pablo Picasso, Pastrol’s half-length

18/2/1956, % —] issue 1,
A~ T

Front and inside front cover

T TR RERENR
Cubist painter Pablo Picasso (1881-1973)

B CREF AN
Fernand Léger, The Builders

18/4/1956, %5 —# issue 2, Hf
T ~ 5 T

Front and inside front cover

BPERIR - L8 R E R
Fauvist and Cubist Painter Fernand Léger
(1881-1955)
CEBMAMD ~ (=&
The Builders and Three Women

EEE M (Gotz von Berlichingen) Bruno
Goldschmitt, Goetz von Berlichingen

25/5/1956, % = issue 3,
E RS MR =)

Front and inside front cover

I R B e R 2 5K
German expressionist woodcut painter
Bruno Goldschmitt (1881-1964)

o B A b L)
Henri Matisse, Tabac Royal

1/8/1956, 55U H] issue 4,
A~

Front and inside front cover

Fauvist painter Henri Matisse (1869-1954)

PR - 525 CHRARRAL) -

(i H IR I P ALY~ /NS B R T )
Paul Klee, Suburb, Steamship and Ferry in
Sunset, My Stand-out Son

10/9/1956, 5 i issue S,
EENTTNES R

Front and inside front cover

FH T R MBI E ERER A
Expressionist, cubist and surrealist painter
Paul Klee (1879-1940)

FM BRI LB - (R LR
CHIEZ ZR 5 T A 24 % T )

Amedeo Modigliani, Portrait of a Woman,

Reclining Nude, Jacques and Berthe

Lipchitz

20/10/1956, %/ # issue 6,
A ~ B E A

Front and inside front cover

KB ERER LML)
Expressionist painter Amedeo Modigliani
(1884-1920)

KA ) - CAEBD) ~ (LR R)
Joan Mird, The Bullfight, Self-portrait,
Figure and Star

25/11/1956, 5L issue 7,
T~ B A

Front and inside front cover

Surrealist painter Joan Mir6 (1893-1983)

B

Georges Rouault

15/1/1957, %5 /\ M issue 8,
ENTTE TR =]

Front and inside front cover

Fauvist and expressionist painter Georges
Rouault (1871-1958)

HARW CEYE) - GESREN) - CEH)
Marc Chagall, Musicians, The Tightrope
Walker, Birthday

25/2/1957, FILM issue 9,
ESNTTNES NI R=

Front and inside front cover

SIS RS R ERERERW
Cubist/and expressionist painter Marc
Chagall (1887-1985)

TR HLE CBRMERS) - B AR B

52 MR 1 119 JEL )
Maurice Utrillo, Square Tertre on
Montmartre, La Rue des Abbesses,
Les Vieux Moulins de Montmartre

15/4/1957, 514 issue 10,
T - B 1A E

Front and inside front cover

CUALERL [ i U4 HL I
School of Paris painter Maurice Utrillo
(1883-1955)

v CF BB S

(R R R 5 )
Georges Braque, Bird and Its Nest,
Still Life with Guitar

25/5/1957, %5+ — issue 11,
T~ J i A

Front and inside front cover

DALES S E &k
Cubist painter Georges Braque (1882-
1963)
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Ve AT D RRATHIRI) - (o) -
(PR HERT )
Pierre Bonnard, Sketch for Paris’ street

scene, Nude, Port of Trouville

1/8/1957, %+ 1 issue 12,
SF i~

Front and inside front cover

RENG L2 H WA
Post-impressionist painter Pierre Bonnard
(1867-1947)

JRE A R ) ~ SR SE = = =9%)
EEREPNIep)

Wassily Kandinsky, Composition,

Extended, 333, Arabs (Cemetery)

20/10/1957, & =55 —M
Part 2 issue 1, £~ £ 1
HE

Front and inside front cover

il 52 My 5% J E B A
Abstract painter Wassily Kandinsky
(1866-1944)

SR A (i)
Piet Mondrian, Tree

1/10/1958, &5 %45 1
Part 2 issue 2, & ~ &7
HE

Front and inside front cover

FH TR MR R F R Y
Expressionist, Cubist, and Abstract artist
Piet Mondrian (1872-1944)

AT LA A R A AR )
(WAl A B A B k)

Giorgio de Chirico, The Nostalgia of the

Infinite, Mystery and Melancholy of a

Street

1/5/1959, % — %55 = Part
2 issue 3, A E

Inside front cover

B R R B
Surrealist painter Giorgio de Chirico
(1888-1978)

Fiig— « CHiRwy HBERBH TN Appendix 2: Introduction of modern art in Hsin Szuchao

fE# Writer a4 Title

H#1/ W5 Date/Issue

I ARE R/ R E S Introduced artists

wE T T 1 2 1/12/1959
Di Wu Recent Painting % 9H Page 9
Exhibition

Douglas Bland (1923-1975), % # Lu Shoukun
(1919-1975), Bh#E & Kwong Yeu-ting (1922-2011),

Ruth Robertson (1905-1998)

PRk = : (R - BOKE) BB S5

Appendix 3: Introduction of modern art in Xianggang shi bao - Qianshui Wan

% /###& Writer/ Translator | fi4 Title HHI/ 8198 Date/Issue

=0k T A 1 S 2= 1 15/2/1960

Shisanmei Those paintings of Picasso that I do not know of =R T
P.10 of section 3!

T=1k VS HEE ST 1/3/1960

Shisanmei Debate on abstract art

B il R BT B 2 4/3/1960

Kun Nan The meaning of abstract art

SR T 58 B v I Aty 5 A1 0L IR 29/3/1960

Ma Lou The current styles of French Abstract Art

F7 0 i BUR A = 0 T 3 21/4/1960

Trans. Fang Shin New trends of modern paintings

{h 7 A 12w A T PP B R T 2 B 5 3/5/1960

Wu Xiya General theories of Impressionism and Abstractionism in paintings

1 AR B B RS =558 T > BrBABE 2% o All the listings hereon appeared on P.10 of section 3.
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V& /%4 Writer/Translator | #54 Title HI/ 8198 Date/Issue
B B QS IR 1 i 31/5/1960
Trans. Xue Xuan Summary of styles of Modern painting
BIAC S A - WP R L3R ENR L3 - NG 158 - R 158 B 6/6/1960
SEHR-HEETIR WS ER BNHELE MESER 55
IR
Part II: Summary of Modern Art: Fauvism, Impressionism,
Post-impressionism, Primitivism, Figurativism, Social Realism,
New Objectivity, Magic Realism, Purism, The Blue Rider
{14 HE 58 Al - BUAC AN - FE 12/6/1960
Trans. Wu Xiya Art-Modern Art- Cézanne
o 2 I, A LA A ZE M RIAETT 19/6/1960
Herbert Reed The creative method of Cézanne
(trans. Wu Xiya)
H-BEEE - Aa B 21l 3] U 30/6/1960
Herbert Reed The origin of Modern Art
(trans. Wu Xiya)
il SN A0 YE R > S R 5 2T ) T {1 4/7/1960
Wucius Wong Criterion of art and two recent painting exhibitions
2T BINRHEARE 9/7/11960
Xue Gong The paintings and persona of Picasso
RS ARESE I 2R Y B kA 13/7/1960
Shisanmei Start with the status of Picasso
WA - BRIUE R LA HERE | CRER AW BRI T ik 16/7/1960
Wyner Huffde Paul Klee’s method of studying nature
(trans. Wu Xiya)
KERTHT - &AL ~ ATAHE R T4 TR B A - R T R LSRR B (R 5E) 23/7/1960
Michelle Sheffer Two founders of abstract paintings: Kandinsky and Mondrian
(trans. Wu Xiya) (Part 1)
KB - A7AL 35 (17 TG AR BN ¢ e T A LSS % (AEA) 2417/1960
Michelle Sheffer Two founders of abstract paintings: Kandinsky and Mondrian
(trans. Wu Xiya) (Part 2)
{h7 HE B LB 28/7/1960
Trans. Wu Xiya Modern American Painting
A HE 7 )i EN 8/8/1960
Trans. Wu Xiya On Rothko
A - (AR FEw B T 14/8/1960
Reed (trans. Wu Xiya) Van Gogh, Gauguin; Seurat
hESE - LA AR B A = T 4 19 B i 8/9/1960
Reed (trans. Wu Xiya) The beginning of Modern Painting Era
LN AR I 17/9/1960
Huang Mu The early paintings of Picasso
Jr Ak el RN DJEE RS 18/9/1960
Fang Ludi Impressionism in the art of painting

182

VE#/5%4% Writer/Translator | &4 Title HI/W5% Date/Issue
WAV 7 P A SR Kk L 22/9/1960
Trans. Dai Jiaming Interview with Abstract Painter Tobey
T3 Ak A 2 2l A9 42 BN SR (1) 2/10/1960
Fang Ludi Post-impressionism in the art/of painting — Part 1
T Ak o AN 9 4R W ED SR-CF) 3/10/1960
Fang Ludi Post-impressionism in the art of painting — Part 2
SRR PR % [ A D AN B B oy R LA 10/11/1960
Steban (trans. Gu Wei) Trend of American painting and British abstract art
R A i S A8 E I E R 30/11/1960
Trans. Wu Xiya The Birth of Cubism
1h A HE B A IR 7/1/1961
Wu Xiya The Neo-School of Paris
(1A HE St A 2B —— DR ER | #R G — 15/1/1961
Wu Xiya The representation of the external world - Introduction of

painters of Neo-School of Paris
A A PR B R T —— DR H IR HEZMN 4/2/1961
Wu Xiya From texture to abstractioinism - Introduction of painters of Neo-

School of Paris
s 1 A A Y 5% R A 7/3/1961
He Gongshang The American painting in this century
Rl B 7 T P A R 31/3/1961
Trans. Qing Tong Exhibition of Expressionism and Kandinsky
HoHdE B SR 1/4/1961
Trans. Ma Nao About Picasso
e F B A A 22/4/1961
Dai Jiaming Introduction of American Painting
A PR B ) (o 28/4/1961
Shi Sha The current world of British Painting
ES i1 VE 7 1 2 B —— 4t 2 2 W B Al A SR AR 19/5/1961
Wucius Wong The representation of the West — review of exhibition of Nauman

liansicheng (transliteration)
N. Pousette-Dart# ° E N IR(EERE S P 22/6/1961
W Abstract concepts in artwork
N. Pousette-Dart
(trans. Sha Lingjie)
EL BURE R4 - BT R TR 51711961
Ye Dong Introduction of modern painter:

The eccentrics in Mexico art world
Fak B R A AT IR 29/7/1961
Bai Yong The French painter Dubuffet
S I~ R iy T AR A BUARZE AT (—) 20/8/1961

Lan Juyuan (trans. Kun
Nan)

Review of modern art in the last fifty years. Part 1
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£ /%4 Writer/Translator | i34 Title HI/ 8198 Date/Issue
X B A T UL 13/10/1961
Zhang Xuexuan The melancholy of Surrealist paintings

B i EHE SO i E3 LS R (3 3/11/1961
Yang Zhiqing The master of Abstractionism: Zao Wou-Ki and his latest works

Ak B IR A4 T B 13/1/1962
Zhi Si The pioneer of Surrealist paintings

far s | H 4 i 2L 2l 19/1/1962
He Gongshang Modern art of Japan

E PN (A dte i AT SE A8 10/2/1962
Saif Sutton (trans. Li-Leng). | Introduction of galleries in London

G.BIHEAFI 3 - #F ik W VRSN - A4 Y SR AC A8 3 2 R B )5 14/2/1962
G.B. Huashupeng Action art: Prelude to modern painting and sculpture exhibition
(transliteration) in New York

(trans. Shu Nai)

F PRAF B0 BT BROR 5 - AL T A 15/2/1962
Li Leng The conservative Fauvist: Derain

ELV/FUS O EHES £33 1/3/1962
Li Wenbing The contemporary British abstract painter: Sutherland

EESin IR E (—) 2/3/1962
Lu Shoukun On abstract paintings (1)

i AR E (Z) 3/3/1962
Lu Shoukun On abstract paintings (2)

EF i Mg HE (2) 4/3/1962
Lu Shoukun On abstract paintings (3)

EESin wRAm R (1) 5/3/1962
Lu Shoukun On abstract paintings (4)

PRI RIS E (F) 6/3/1962
Lu Shoukun On abstract paintings (5)

EE i BRANRE (8) 7/3/1962
Lu Shoukun On abstract paintings (6)

EE2in WA g E (£) 8/3/1962
Lu Shoukun On abstract paintings (7)

i I AR E (V) 9/3/1962
Lu Shoukun On abstract paintings (8)

5 R g E L) 10/3/1962
Lu Shoukun On abstract paintings (9)

EF it WA R E (1) 11/3/1962
Lu Shoukun On abstract paintings (10)

EESin AR E (58) 12/3/1962
Lu Shoukun On abstract paintings (end)

TR SN EEELNEE T 14/3/1962

Jiang Dongliu

From realist to abstract: painter Gusidong (transliteration)

V& /%4 Writer/Translator | #54 Title HI/ 8198 Date/Issue
B I~ B s T A A Bl (=) 21/8/1961
Lan Juyuan — -~ BFERUR
(trans. Kun Nan) RSV

Review of modern art in the last fifty years.

Part 2: Fauvism, Cubism
TR~ L i it AR BUREAT (=) 22/8/1961
Lan Juyuan =R IR
(trans. Kun Nan) Review of modern art in the last fifty years.

Part 3: Futurism
PR 5 3~ B W iy AR AR BT (1) 23/8/1961
Lan Juyuan o SR B R
(trans. Kun Nan) Review of modern art in the last fifty years.

Part 4: Expressionism
B e 3~ B iy A AR B AT () 24/8/1961
Lan Juyuan T AR E T TR
(trans. Kun Nan) Review of modern art in the last fifty years.

Part 5: Structuralism and Suprematism
[IEAE R iy T+ 4E A BT (%) 25/8/1961
Lan Juyuan 7N~ T E A 2T
(trans. Kun Nan) Lo R BB TR

Review of modern art in the last fifty years.

Part 6: Metaphysic of art, Dadaism and Surrealism
T e 2~ BT i it AR AR BAC AT (+) 26/8/1961
Lan Juyuan Review of modern art in the last fifty years.
(trans. Kun Nan) Part 7
P S S L R i AR AR BT (V) 27/8/1961
Lan Juyuan I\ IRBEBR ELIN AR
(trans. Kun Nan) Ju- Bk

Review of modern art in the last fifty years.

Part 8: the back-to-the-innocence paintings, Independentism
B 3~ BT i T AR AR BUACZEAT (L) 28/8/1961
Lan Juyuan Review of modern art in the last fifty years.
(trans. Kun Nan) Part 9
T 2~ B i it R AR BT () 29/8/1961
Lan Juyuan + I B g2 ir
(trans. Kun Nan) Review of modern art in the last fifty years.

Part 10: the non-representational art
PR T 5~ B R iy AR AR BT () 30/8/1961
Lan Juyuan Hh
(trans. Kun Nan) Review of modern art in the last fifty years.

Part 11: Conclusion
T J J 3~ L s AR A BT (+-2) 31/8/1961
Lan Juyuan Review of modern art in the last fifty years.
(trans. Kun Nan) Part 12
I HORA & 2 e 10/10/1961
Qiang Wei The Italian painter Modigliani
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T4 /3%% Writer/Translator | &% Title H /398 Date/Issue
TR il R B 31/5/1962
Jiang Dongliu — - Hh G EAY A

T REAME AL E i SR AR

EREES iR 353

The development of abstract painting

1. the founder of abstract painting

2. from the external form of imitation to the abstractness

3. the development of abstract paintings
AR i BUACAREE 1) B8 S it [BUAT LA R ) (—) 26/6/1962
Jiang Dongliu On the development and the basic theories of modern painting (1)
AT iy 35 1A Sl Y 8 e —— e [BUAUAR AR m ) () 27/6/1962
Jiang Dongliu On the development and the basic theories of modern painting (2)
LA am B A 2 B R —— S B AR (2) 28/6/1962
Jiang Dongliu On the development and the basic theories of modern painting (3)
VLA i BUAC A S B i [BURA LA R ] (5E) 29/6/1962
Jiang Dongliu On the development and the basic theories of modern painting

(end)

(N RYIIEAhE 30/6/1962
Ti Gong The paintings of Picasso

Fiigxpd « AP M) HBRBHTSIA Appendix 4: Introduction of modern art in Haowangjiao

1% /7% % Writer/Translator | 44 Title H/81%% Date/Issue | fr#¥ 4 Introduced artist(s) art school(s)
vl T 1 2 e 2 1/3/1963, 45— Ossip Zadkine (1888-1967) - 7 B
Bing Chuan The sculptures of issue 1, Hpage 3 MR TR R
Zadkine Ossip Zadkine (1888-1967) Russian
French expressionist and cubist sculptor
F AR H A e A i R 1/3/1963, % —H EIES 5 QNI ok -2 e A
Wucius Wong Questions on painting issue 1, Hpage 6 26 M AEAR (1921-2013)

in 20™ century

2013)

Abstract painting, Impressionism,
Fauvism, Cubism, Zao Wou-Ki (1921-

vk
Bing Chuan

HEH B | 16/3/1963, #5"# | Kenneth Armitage (1916-2002)
BHE issue 2, Hpage S PATEIE ey 3P

Appreciation of
modern sculptures of
Armitage

British abstract sculptor

V& /%4 Writer/Translator | #54 Title HI/ 8198 Date/Issue
P LB AU SRR 15/3/1962
Trans. Li Leng A group-portrait of contemporary British abstract painters

fal BAZE EE)E 30/3/1962
He Woyun Picasso’s woodblock prints

BB - IEEEE EEEES 1/4/1962
B. Nicholson On abstract art

(trans. Li Yinghao)

AJMBE - FHEG A ZEAT A R B 2 (E) 18/4/1962
A. Camus The disobedience and creativity of modern art (part 1)

(trans. Li Yinghao)

firdt b B B 1 2 ) A ok 19/4/1962
He Gongshang The current British paintings

AJNZE - BT BEAC A 9 52 R B (F) 18/4/1962
A. Camus The disobedience and creativity of modern art (part 2)

(trans. Li Yinghao)

RE < BB EREE (—) 24/4/1962
Li Yinghao Surrealist paintings (1)

YLK HMETLEREE (D) 25/4/1962
Li Yinghao Surrealist paintings (2)

YR BRETEEH (=) 26/4/1962
Li Yinghao Surrealist paintings (3)

ZEH L BT EREE (5E) 27/4/1962
Li Yinghao Surrealist paintings (end)

YK i 1t G ZE 00 1) A4 - R ERALRT (—) 4/5/1962
Li Yinghao On creation, appreciation and review of abstract art (1)

ZYEE i 4 S AT F) A4 - JCE LR (2 5/5/1962
Li Yinghao On creation, appreciation and review of abstract art (2)

YR 4 5% 0 P A4 - R B R (=) 6/5/1962
Li Yinghao On creation, appreciation and review of abstract art (3)

Y iy 1 ¢ ZE 91 ) A4 - IR BRI R (04) 7/5/1962
Li Yinghao On creation, appreciation and review of abstract art (4)

YR i 4 S BT E) A4 - JCE LR (F0) 8/5/1962
Li Yinghao On creation, appreciation and review of abstract art (5)

ISOEEE T 3 i A Bl A4 (L) 27/5/1962
H. Reid (trans. Li Yinghao) | Psychoanalysis and art. making (1)

H.E 3% g R 3 A S AR A AE () 28/5/1962
H. Reid (trans. Li Yinghao) | Psychoanalysis and art making (2)

H.H % S Ed P43 BT BRI A4 (F) 29/5/1962
H. Reid (trans. Li Yinghao) | Psychoanalysis and art making (end)

VLA H R B B SR - 3 A R 30/5/1962

Jiang Dongliu

From realist to abstract: painter Gusidong (transliteration)

P.G Tayler# -

A IRBRRE

P.G Tayler (trans. Shang
Mu and Xu Yejiao)

I 24 B BTG S HONE
An anonymous

political pagan

16/3/1963, 5514 fE# Tayler /2 KRBl LR MBI E LHRER
issue 2, Hpage 7 The writer, Tayler, is an expressionist

and surrealist painter
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¥
Wucius Wong

EHES e 5/4/1963, 55 =1, BB 4E#7Kazimir Malevich (1879-1935) ~
The world of abstract issue 3, Hpage 2 FE R A Mark Rothko (1903-1970)
painting
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VE#/5%4# Writer/Translator

i@ 4 Title

H1/81%% Date/Issue

S #E R Introduced artist(s) art school(s)

R =2i #E® Lihua (Apart 5/4/1963, 5 =11,

Lu Shoukun from painting) issue 3, Hpage 2

K A JR B B R E BT S0 B B 7 i 0 5 11 e 2 5/4/1963, 5 =1, WK WrBarbara Hepworth (1903-1975)
B € issue 3, Hpage 4 i SR AE¥E 5K Abstract sculptor

Prelude of catalogue of
exhibition opening in City
Hall

(trans. Ling Leng)

The art of Barbara
Hepworth’s sculpture

Michel Ragon# » £ %
Michel Ragon
(trans. Ye Ni)

il SR B 2 L B
The origin and
development of

abstract art

51511963, 550415
issue 4, Hpage 7

F 4IRS RguE 20/5/1962, 55 Hi i I 5 Bl & Abstract expressionism,
Wucius Wong Figurative painting issue 5, Hpage 4 H# Buffet » M Francis Bacon
At RN g 1/9/1963, &+ —

Editorial team

The paintings of Barrio

Wissue 11, Epage
46-47

TR 5 W e
Yoshiaki Tono
(trans. Ye Ni)

M EREXK
The Spatialist painters

1/10/1963, %+
Wissue 12, Epage
37-40

Lucio Fontana
(trans. Ye Ni)

2 ERRMNEF
Manifesto of

Spatialism

1/10/1963, +—#
issue 12, Hpage
41-43

4% Lucio Fontana (1899-1968)
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Appendix 5: Column “Introduction of young Chinese/Hong Kong artists” in Haowangjiao

f£#4 Author W4 Title H¥ /9% Date/Issue

] PN+ 4 1/3/1963, —Missue 1, Epage 3
King Chia-lun The person painting experience

At o B R A 4R 4 5 A 1/3/1963, Hi—HMissue 1, Epage 6
Editorial team Introduction of a modern painter: King Chialun

AL B BULE AF AR 58 MRERE 1/3/1963, 4%i—¥lissue 1, Flpage 7

Editorial team

Young modern Hong Kong painters Cheung Yee and
Lam Chun-fai

A it

Editorial team

BB T A R A S )
The works of a young modern Chinese painters: Hon
Chi-fun

5/4/1963, % =Missue 3, Hpage 8

EgE S )

H B BLAR T A 2 M

20/4/1963, %M Hissue 4, Elpage 8

Li Yinghao Young modern Chinese painter: Chuang Che

Ak rp B BLAC T A R BB A 51711963, % JLillissue 9, Epage 7
Editorial team Young modern Chinese painter: Liu Guosong

AW Hh e B 4 T K SO 25/7/1963, i+ Missue 10, Hpage 2
Unknown Young modern Chinese painter: Van Lau

A AL Kbtz B % 1/9/1963, %1 —#issue 11, Epage
Editorial team Image of Sun Festival 44-46

EN MR E 1/10/1963, 51+ Wissue 12, Epage

Editorial team

Paintings of Han Hsiangning

44-45
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