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Preface

In the late twentieth century, art entered an era of post-modern. When contemporary art tends
towards the public and peoples’ lives with compatible esthetics notion, art itself is facing unprecedented
multi-category feature and diversification which bring roomier version and more capacious space to
art research and produce. As Mr. Ge Pengren, professor of The China Academy of Art has mentioned,
contemporary art is horizontally comprehensive. Indigenous, foreign, elegant, meretricious, new and even
folk, contemporary art can pick any combination of these elements. Also, it repeats any style vertically
at all times and in all countries, imitating any form, utilizing any way of performance,to present the
experience and emotion of the artists. It is the artist who has the freedom to choose the way to pursue his/
her art ideal.

China wants to comprehend the world and so does the world. The Oriental Art Observation
florilegium, the chief editor of which is LuYu, published by Architecture and Arts school, Central South
University of Technology and Contemporary Eastern Graduate School attached to Japanese Toyo Art
Academe, is the production based upon East Asian art for worldwide appreciation. The florilegium
will stand on the altitude of contemporary art history, focusing on the changes and communication of
modern East Asian art, tracking and digging the most innovative and up-to-date artists and works. All
these purposes endow this academic research project contemporary cultural meaning. Not only do its
publication and issue contribute a lot to the research and dissemination of Chinese contemporary art, but
also push the Chinese contemporary artists to the world stage, letting them be engaged in the international
cultural conversation and communication on their own initiative.

I believe that the Oriental Art Observation florilegium will gather the welcome from all.

Lu Yu

Contemporary Oriental Art Institute of Central South University
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PAUL CROFT

Paul Croft, born in Belfast in 1963 was exposed to art from an early age;
encouraged to draw and paint by his father and mother, both of whom
are professional artists. Training at Edinburgh College of Art 1981-1986
Croft graduated with BA and Post Graduate in Drawing and Painting
— specialising in Printmaking. He later qualified in 1996 as a Master
Printer of Lithography from the world-renowned Tamarind Institute in
Albuquerque, USA. He has lectured and taught printmaking for over
twenty-five years, first in Dundee, then Belfast and currently at the School
of Art in Aberystwyth, Wales. He has written and published two books
on Stone Lithography (2001) and Plate Lithography (2003) and regularly
contributes articles to Printmaking Today. He has exhibited widely
throughout the UK and Ireland and in selected shows in USA, Japan,
China, Hong Kong, Thailand, Australia and Serbia. In 2008 he was elected
as a Fellow of The Royal Society of Painter—Printmakers,
London.
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ALPHABETS, LEXICONS AND
AMULETS

The prints included for this exhibition ‘Jie’, which in Chinese means
‘Border,” are drawn from two series of lithographs that were completed
by Croft between: 2006 — 2013. The first of these, entitled ‘Alphabets
and Lexicons’ focus upon Croft’s concerns for developing visual
language — formalising his use of symbols and motifs collected over
thirty years and synthesizing these with the etymological roots for
alphabetical characters — culminating in the invention of an imaginary
language that he calls Greganyce.

The second closely related series entitled Les Amulets a Musée
developed through research into origins of language and are largely
based upon drawings of amusing museum artefacts from the British
Museum.

Over thirty years, a great many of these motifs, symbols and characters
have been influenced, inspired and synthesised from a great many
different sources. Some of the earliest symbols derive from drawings
and prints that were completed when Croft was a student in Edinburgh
during the 1980s. Others derive from Japanese Hiragana and Katakana
and borrow from Kanji as well. Yet more symbols have been collected
along the way from the Petroglyphs of the American South West to the
rock carvings found closer to home in Ireland.

Not surprisingly there are also symbols that have been invented,
synthesised from found objects, such as fossils, ammonites and
belemnites and from the flotsam and jetsam found locally on the
beach. This almost obsessional activity has led to the development of
a dictionary or thesaurus of sorts that includes not just letters of the
alphabet, but also categories for spirals, triangles, stripes, crosses and
stars.

In terms of language it has never been quite clear that these motifs have
any specific or literal translation in the sense that one object or element
means this or that. Croft suggests that some shapes do have distinct
meaning, association or relationship to memories, feelings, places, and
in some cases to specific individuals. So perhaps in that sense, marks
made in charcoal, pencil and ink articulate a moment in time — recording
through gesture and composition, mood, personality and issues that were
current at the time of conception.

There is also perhaps more emphasis upon the graphic qualities of
the motifs themselves that are more palpable when meaning is left
ambiguous or unknown. How much more aware are we for instance
of the extraordinary visual decorativeness of rock-carved spirals and
chevrons, petroglyphs and the pictographic characters of alphabets — the
meaning of which we have yet to discover.

Since 2006 Croft has not only become interested in the origins of the
letters of the alphabet, he has also embarked upon documenting and
cataloguing all of the symbols that he has amassed over the years. The
former naturally led to the series of prints based upon Alphabets — some

of which are represented in the exhibition and here in the catalogue.

N RV Ik =

The latter meanwhile has become an on-going preoccupation of
documentation; a project called Greganyce, which has involved first
drawing up letterforms on index cards, scanning and manipulating these
digitally and finally cataloguing them on the computer. Over time this
invented language of Greganyce appears to have developed through
ancient, old and contemporary versions — and might yet appear in some
dictionary form — and ideally will be realised as a tray of type, cast either
in lead or laser-cut onto blocks of resin.

Discovering the origins of the alphabet and how letters have adopted
their current form, shape and sound has ranged from Egyptian
Hieroglyphs, through Phoenician, to Greek and Etruscan letters not so
dissimilar to what we have today. Consequently drawings and prints
made for this series include variations of each letterform that refer to
this historical evolution. Significantly, the actual systems of charts and
tables used to classify and catalogue development of letter formation
have also been integral in the development of thesaurus, lexicons and
most recently in the construction of Greganyce.

13
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For Croft, living on the remote west coast of Wales, trips to London to visit the British Museum
have become increasingly important. As cultural batteries are recharged with sumptuous exhibitions,
opportunity occurs for him to wander the galleries and to time-travel through Mesopotamia, Ancient
Egypt, Greece and Rome. Equipped with notebook, pencil and pen — drawings of artefacts, amulets,
fragments of scratching, carving and casting — evidence, traces of existence throughout the ages are
dutifully recorded and have since inspired the suite of prints entitled Les Animaux et Amulets 8 Musée.
Not surprisingly the clay tablets from Sumer and Mesopotamia that were used for cuneiform, dating
back to 3000BC were of immediate interest. However Croft soon discovered a great many other objects
such as seals, counters, alabaster Eye Figurines, amulets made out of wood, ivory, glass and faience.
That an object can be viewed in so many different ways: from its origin, material physicality, method
of fabrication, intention, function; to its effect on culture, power and impact upon society in its own
time and place and now within a contemporary context — is for Croft, fascinating and allows for a
multifaceted and almost cubistic perspective.

Curiously the objects that most inspired the drawings and prints for Les Amulets et Animaux a Musée
were the small and seemingly insignificant artefacts that might easily have been missed. In some cases
drawings were based upon small carvings of animals such as birds, terrapins, eagles and fish, whilst
others largely derived from designs found carved into stone moulds used to cast in lead - pins, pendants
and lucky charms. As fragments and detritus of human existence these objects are nonetheless potent
signs and signals of culture, belief and everyday ways of living.

One example, a stone mould measuring only a few centimetres across, dating from the end of the Early
Bronze Age (2250-1900BC) from Sippar in Southern Iraq, became the source of several motifs including
what Croft calls, Sippar Banners, Pans and Racquets. The object itself was probably used as a mould for
casting lead figurines and amulets and is described by one Museum scholar — J.V. Canby as a ‘portable
trinket factory’ that would likely have been used by nomadic traders. Despite being easily overlooked,
these geometric cast designs have a timeless and contemporary quality about them and they feature in
several prints made by Croft in 2010-11

The key images for Les Amulets et Animaux a Musée initially started as a series of small pen-sketches
that were then developed into more substantial compositions — drawn using lithographic crayon and
tusche and printed from stone. Significantly, further colour runs involved computer-generated tusche
washes, digitally manipulated, exposed and printed from photoplate. This hybrid approach — combining
analogue and digital methods has become an important part of Croft’s research in recent years and has
led to innovative use and manipulation of software to create ‘digital tusche wash’.

So far to date development of digital tusche wash has been dependent upon the exploration and
exploitation of existing applications, controls and settings found within programmes like Photoshop
and Corel Painter 12. Significantly Corel provides a much more painterly experience and the range of
watercolour brushes that spread paint across the screen, bleed, drip and dry in real time point to exciting
possibilities for the future. That specific software could be designed and developed through collaboration

remains a possibility and is for Croft the next logical step.

ELEE | A EARWEE
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SARMAIE S5, AT 2B AR #5510 T AR,
AN EEHEIGE . B, WFRENEITA H AU
—F, BHRSAERE, XRE S K. HERXA T E
TR 8 2 (1 BV A i A R e 5, bR SO PR 5 SRt AR PR
B LT NSRBI b 5%, IR REH
ANFET INRE]

RE WD REF 2 ADEARK, W ERE, iR
o, BGRRER, I HR MR ANEMIET. ZRZ
MBS . fhSE e trs, ERITEANE IR 2R i L

16

e, FFEETARRARE A L ER . AR N F
SAREME=TZERIL R, WRANMA R ZARBHK M
TR . ZIRFEY, JCHZ AR A AE ZORAE PRI
W B EARF RN, AR IR I — R 51 N3 1
AL, BT AR AR E M B S g, B
EWM . AEFEI S D R — LA
X, XL EANAREL 1 AR L AR B RS I R AR K
#E, I H S5 =+ 2 5 0 R A 2 m G 1 5 S AHG .

W WA R R 2 A2 A R, B
T AT R ANE R R, B AN ERAIME S A
FE Rl B TR LR A A B M ) S — R, A AR
fif 7 /0N 0o L3R 7% T 20 1) 2 U AEUR T 32 Y 3 1 4 T
%, RJEAE R EA T AT EHAT A AR 0 AR

BN DA SRR, b EL %5
BB B fEBEUR LR 2T, AR IR R
RRETE, BZREFIRUT, REEBIHANE £
BN, T BOEMARE M RAT A S S AR AT IX LS
B, P P RE— EHA A MAE S A, B 2 )
IE R, Al BREE TR R, SRR — 22 ANH] AT I
3, XBEIRRE TR AN RO -

At PR 2 R X — A AR DTSN S, R T R
AR FEANC SR, FIIEAN TR ZIH U R R R 7).
KR T HAE dh 2 LSRR B RS, XS T AR AN N
AT MH, f£—ERE L, BN RIEAR.

IR, BURAOIRES 2R M N 2R, EN—FhT5
RREREN 5y — b PR B E, X B A i 1 32
Hr, XTTTEME R AL ] (B2 e R BT 50 .
SRR L S5 T T3 T BT A 5 < o0 1 D ) R
Yl REHELR.

FZAERRTRAN, WS — R, R 2R
H A 10 B T A AR LT, (RO AR A o R AT ) R
BoR E SRR A ™, SCVFIRA IR 2 (A AR . X
FEARY], B R X — w1007 U, 2 EEAT

Asparagus and Fish  Collage and Drawing 29cmx>22cm 1999

PR LA . M, 68— RS R AT X
AR, MRS TARKREEE BN RIE B B, AT 6l
& RPN R BRI

TRZ R AL B S UE xS AT 20 Y R
XA AR Gt (0 2 R AT AR ORI, R AL S
AP A . IEDDIX—5E 30, s B SRR TP s
AR EZREEZ e PR, PUEO DG R
BN, R SR 1 B AL I AR R AL A K
3

ELEl | AT EARE

Asparagus Second  Collage and Drawing 29cmx29cm 1999
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Lexicon Tarn Tan lithograph 40cmx>30cm 2008
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Lexicon Duong Cream lithograph 40cm>30cm 2008
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Richard Noyce

Banner Racquet Pan lithograph 44cmx>57cm 2011
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he making of art ,and the task of looking at it ,both require work,often
hard ,and sometimes an unequal struggie against the odds. But, as in all
other spheres of human endeavour, the effort is amply repaid. This may
seem to be stating the obvious, but in a world that increasingly demands
intant gratification, and where fast culture is becoming as much in
demand as fast food ,the work of the committed and experienced artist is
seldom sufficiently well appreciated by those who encounter it.

Paul Croft is an artist, a Master Printer, a traveler, a skilled writer and
a respected teacher, for whom art is central to his life .He understands
fully and intuitively that it is necessary to work at making and
interpretation of art. and this exhibition is a record of thirty years or
more of such engagement as well as being a well —deserved celebration
of his considerable achievements.

Retrospective exhibitions, particularly those at a mid-stage in an artist’s
life ,present a curious set of problems, and are always best seen as
being a tentative and partial summary, offering a somewhat subjective
and selective view, and without the benefit of the telescopic lens that
a longer history can offer .In the case of an artist like Croft these
problems are complicated not only by the virtuosity of his Imagination
and technique but also by his prolific production of prints and drawings
across the span of three decades.

In looking through a much larger selection I was struck by one
unassailable thought-that assessing his work is akin to the processes of
archaeology. In common with that scientific and creative discipline there
is the need to uncover with care the strata of themes and approaches that
he has taken, then to subject them to careful analysis before exhibiting
them.

There is also the subsequent need to appreciate the sequential phases
of his formation as a mature artist, taking him from his native Northern
Ireland to his higher art education in Edinburgh and then through his
highly influential journeys and studies in Japan and New Mexico, before
settling in Wales .Throughout all these phases Paul Croft has been
assiduous in keeping detailed sketchbooks that form the backbone of his
inspiration .He draws meticulously, obsessively, making careful notes as
he goes along ,following themes, but allowing himself to be surprised by
unexpected.

The subject matter with which this artist is concerned occupies a curious
territory, grounded in objective examination and recording, but infused
with a deeply subjective sensitivity and imagination. The work selected
for this exhibition falls into distinct series that reflect his personal
journey, and to some extent each series is distinct from the others.

At the same time a careful eye will distinguish unifying threads that
link one approach to another: great attention to line and form, a refined
approach to colour and tone, and a frequent use of the square format
— perhaps the most difficult in terms of composition, a challenge to a

viewer more habituated to looking at works in a rectangular format or

ELEl | AT EARE

the classical demands of Golden Section.

Many of the works are small in scale, another decision that demands the
compression of the basic idea behind the work and bringing with it a
particular discipline in both composition and technique , with little room
for error. this is not to suggest that Croft is constrained to any degree
by choosing to follow this strict path. Instead, by creating a formal
framework of visual attributes he has allowed himself considerable
personal freedom to produce a body of work that has great coherence.
Paul Croft has defined his themes as being an interest in the object
and the artifact, derived from the traditions of the still life, progressing
through the idea of visual language and alphabets. Because of this
definition he places himself firmly within a long tradition of British art
making, rigorous in teachnique, clearly aware of historical precedent,but
including highly individual personal imaginative and conceptual skill.
Making comparisons between an artist and his antecedents is always
risky business, but one view of his work is that it comes from the same
sort of concerns that can be seen in much of the workof Paul Nash and
Graham Sutherland, including their distinctively Bristish approaches

to Surrealism, and their ways of marking reference to aspects of the

Mushhushshu Dragon lithograph 24cmx>18cm 2010
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Sippar Pan lithograph 24cmx18cm 2010

landscape.

In some of the prints based on his experience of Dundee (circa 1986-
88),for example, the long line of hills on the coast the geometric
complexities of the images ,adevice that unites the elements of the small
prints.

Around the same time he produced the ‘Navan’ series, and these
demonstrate the intensity with which Croft approaches making art
, in etching, lithography, drawing and pastel, using the same visual
language and the same concentrated set of skills.

Other works from the 1980s and on into the 1990s demonstrate the
disparate ways in which the artist developed the vocabulary of imagery
that continues to underlie the work that followed.

In 1992 the artist had the opportynity to visit japan in conjunction with
his exhibition in Tokyo. His experience of travelling in a country with
a rich heritage of printmaking and the blend of ancient heritage and
teachnological modernity proved to be apivotal point in his career. He
has commented on the strangeness of being in a country in which not
only the language was different but also in which the majority of the
advertising signs and texts were incomprehensible to a non —japanese
speaker, and of how this enabled him to focus on what he saw as being
symbols and patterns, with the ever present evidence of the calligraphy
that is central to the various Janpanese alphabets.

The visual remnants of that experirnce provide a pivotal point in the

evolution of his work, and an abiding interest in the manner in which
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Amulets Pan lithograph 24cmx18cm 2010

symbolic language can be incorporated into his prints and drawings.

The journey to japan was very important for Croft,but it was the chance
to study at The Tamarind Institute from 1994-1996 that enabled his
explorations, his teachnique and his approach to crystallize into the
mature form that they have now achieved.

The Institute,based at the University of New Mexico in Albuquerque, is
the single most internationally important educational and study centre for
lithography, having trained two or three generations of Master Printers
who are now working in print workshops and university departments
in many countries, and also having some of the most important study
resources for printmaking in the world.

The desert environment of New Mexico provided a complete contrast
to his experience in the Cetic world and the chance to absorb the rich
cultural heritage of the native peoples, but at the same time immersion in
an intensive and highly specialized Professional training in the complex
processes of lithography.

The combination of an eyes wide experience of two different but
visually powerful cultures and the development of remarkable technical
skills meant that by 1999,when he took up his teaching position at the
School of Art at Aberystwyth University,Paul Croft had already attained
an important position in British and European printmaking.

In the early years of this century he further consolidated his position with
the publication of two acclaimed handbooks on Stone Lithography(2001)
and Plate Lithography(2003) and by this election to the Royal Society of

Painter Printmakers(2005).

The works produced in response to his experiences in Japan and New Mexico,and
those produced language, that is derived from existing vocabularies of symbols and
yet occupying its own fictive position within the development of his personal creative
mythology, demonstrates assurance and integrity.

Elements of landscape, and still life continue to provide starting points,but it is his
development of those elements into a richly complex and highly Croft’s work as an
unique contribution to the time in which we live.

There is a greater emphasis on symbols,for example in ‘Flags,Floats and Boats’series that
he produced for submission to the Royal Society in 2005 and in the current ‘Les Amulets
et Animaux a Musee’series that includes digital intervention in the lithographic process.
Paul Croft produces quiet work,sometimes even unassuming,but for those who choose
to take the necessary time to engage with the prints and of colour and composition,to
enter as it were into a meditative complicity with them,there that he uses,whether
in printmaking or drawing require dedication and time to reach a sense of true
communication between the world of the artist and the world of the viewer. This,after
all,is the real work of art.

Sippar Chequer Pan lithograph 24cmx18cm 2011
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WHAT’S UNDER WORKS UP’

Anne Price-Owen

I don’t actually remember when I frist met Paul Croft, because our initial
meeting took place at the Ulster Museum. Paul, perhaps 10 year old, was
with his parents Dick and Helen, and his big sister Amanda, a few years
his senuor. I already knew his parents from exhibtions and Amanda
because Iwas teaching her art in one of Ireland’s most pretigious schools
Methodist College Belfast, known as’Methody’.

Founded in 1868, Methody is a mixture of styles resulting in neo-
Gothic-cum-quasi-classicl architecture with substantial extensions
added from the 1960s. Art was taught three flights up on the top floor
and the atmosphere there was usually one of chaos, which extended to
a comfortable, somewhat Dickensian-like ethos reiging over all who
entered this bohemian domain. At least, that’s how it seemed to me.

The Head of Departmeat was a brilliant calligrapher, draftsman and
caricaturist, who parodied himself in mixed on cartidge, as a short,
tubby man burrowing under a mountain of paper in an effort to find the
sharpener to shave yet another sliver from his 6B pencil or charcoal.
This in itself perhaps gives some idea of the setting both staff and
pupils enjoyed.luse the last epithet deliberately, for I’'m certain that the

friendliness and hospitality offered up there in the garret of a noble, nay

Navan I lithograph 52cmx49cm 1990
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stately, college, made everyone feel welcomg.

Paul’s sister Mandy was a talentedpupil, and her passion was history -
a subjenct not then included in the curriculum, so when she, supported
by her mother, campaigned for Art History to be taught, I readily
volunteered to teach the subject.Initially numbers were in the minority
and with space at a preminm, we taught in the small anterroom(also the
art-staffroom-store)that opened off the main attic.

Thus it was, and for years our pupils sustained excellent results, with the
majority of our‘A’level studengts excellent results at art colleges or art
colleges or taking up university places to pursue degrees in art history
and throry.Naturally, Paul excelled in art.Indeed, I know of no other pre-
art studentwho surpassed him in wit and interlligence, both of which
informed and advanced his original talent, automatically increasing his
dexterity.

There were lost of other stars in the department, who encouraged,and
were encouraged by one another in a ferment of friend rivalry. Our
results were unsurpising!How many other would-be artist cut their
teeth in studios that unintentionally emulated the archetypal artist in
his garret? Ifthat weren’t inucement enough,the Uister Museum was
virtually across the road!this crucible was enhanced when the 11year-old
Paul arrived in September 1974 wearing his obligatory, out-sized blazer.
Even without sll this, Paul was destined to be an artist. Art is in his
DNA. Both of Paul’s parents are artists.Dlck is a painter with an enviabie
reputation, and helen, whostudied textiles is alsoa very fine practitioner.
Moreover, both artists were also teachers, who worked assiduously in
their studios at home in their free time.Inevitably, Paul absorbed art by
osmosis, and his aesthetic sense developed exponentially.

Throughout his years as Methody, we staff had him marked as art-
college materil. His flair for drawing and painting flourished: he proved
to be adept with all kinds of materrials and techniques, and positively
bristled with enthusiasm at the challenging projects and assignments
he wasset.He was remarkably studious and seriouslyminded about art,
which belied his wicked sense of humur, a trait that perhaps pre-empted
the surreal aesthetic he has continued to draw on.

Uing different media,drawing of objects, figure studies and still-lifes
were investiqated from different angles, at time isolating details for
closer observation in monotone and in colour in order to evoke textures,
rhythm and form.He treated small objects like Japanese netsuke, feeing
their texture , rolling them about in his hand in order to familiarise
himself with their unique attributes. To the best of my knowledge, he
was our only pupil ever to achieve 95% in ‘O’level art.His future was

surely etched on a plate:and in 1981 he gained a place at Edinburgh

Navan Il lithograph 52cmx49cm 1990

College of Art.

Clearly, Paul has never looked back. I believe that his first 18 years
in Belfast provided him with a store of interconnected signs, symbols
and metaphors that contributed significantly to his future as a master
printmaker. From birth, Paul experienced the Irish’Troubles’first hand.
We all learnt to be viglant-keeping lookout for suspicious parcious,
people, vans, increased our powers of observation.

Effectively a divided city physically and politically,and one that dealt
in both Pounds Sterling and Irish Punts, Belfast presenend itself as a
series of paradoxes and fragments with its bonbed buildings,shattered
windows, rubble and personal belongings mixed together in
heaps, death, distress and difigurement in all senses, where peace
and conflict,protests and marches, all conspired against positive
reconciliation.

Icons, enbleme and flags like the Union Jack, Tricolour, St Patrick’s
and black glags, appeared throughout the province, together with
text inscribed on mural-paintings prevalent on gable walls. These
illustrations of contemporary heroes and villain were accompanied by
slogans like’Brits Out’and’No Pope Here’. Graffiti reflected the political
impasse(my favourite,” KILLSECTARIANISM’. Was daubed on the

ELEl | AT EARE

side of the Boyne Bride), while’OPEN FOR BUSINESS’ appeared on
boarded-up shop fronts after nights of violence.

For a time Queen Univversity, in close proximity to Methody, became
a bilingual establishment insofar as the English place names in public
areas were underwritten in Irish, tomost,a n unfamiliar language in a
Celtic script. All of this possibly insinuated its way into the subconscious
of the young artist instilling him with a regard for thetemporary,
sometimes fractured, certainly fragile,nature of things. He developed a
temperament that was open, pervasive,alert and curious.

All the qualities and originlity of an artist of ingenuity are exemplified
in this exhibition.Imagination and innovation are demonstrated in
unique combinations and ‘invented’ composination of his subject in his
propensity for working in series, so that the ‘states’of media actually
emulate the different ‘states’ of media actually emulate the different
‘sates’ or the master printmaker’s technique with which he is so familiar.
His vision is compounded wih a Klee-like playfulness coupled with an
underlying spiritual sentiment,which contributes to this show’s appeal.
Years later in 1999, I met Paul in Aberystwyth,and was delighted to
learn of my protege’s achievements and that he was teaching at The
School of Art. I did not know then what I know now about how much
he has helped and influenced other people, both artists and students. |
lauhingly used to tell people that I taght him all that he knows. I did not,
as this formidable display reveals.

Navan IV lithograph 52cm>49cm 1990
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Lu Yu

Lu was born in Yifeng, Jiangxi, in June 1966

Associate Professor, Architecture and Arts school, Central South University of
Technology

Graduate teacher for students doing research in comprehensive paintings
Superintendent of Contemporary Eastern Graduate School which is attached to
Japanese Toyo Art Academe, Architecture and Arts school

Central South University of Technology

Member of China Artists Association

Member of China Print Painter Association

Member of Hubei Artists Association

Director member of Print Art Committee attached to Hubei Artists Association

He achieved Master’s degree from the department of Oil Painting, China
Academy of Arts, in June 1997

From Nov 2002 to Jul 2003, he was the visiting scholar to France sent by Central
South University of Technology on invitation of the French International Art

City in Paris, France
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Bare Yarn and Cicada Dress Letterpress
106cmx79cm 2008
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Visages—Flood disasters in Bangkok Letterpress 105cmx55cm 2011

B - %ﬁ MR Through corrosion—Dollar Letterpress 105¢cm>60cm 2011
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THE RATIONAL FILTRATION OF
THE VISUAL ART

—The Art of Lu Yu’s Prints

Liu Jiangxiu

In the process of art creating, the expressing language of modeling for every artist is
suffering a course from development to growth, and finally to maturity. The expression and
exploration in different stages present diverse colors in the performance of art. And Lu Yu, the
professor at Central South University , is one with such artistic characteristic and innovative
spirit. From his visual images of exotericas, one can see that the descriptive language of art
of print is particularly accentuated and these visual images could always express his frame of
mind and ideal of art freely and adequately within the process of the shift from reification to
abstraction and the backwards shift.

The specialties of Lu Yu’s works lie in the concept of up-to-date and the reification of
image. This should have something to do with his art career. He sticks to the contemporary
academic painting style which emphasizes on the techniques, and he is all the better for painting
skills. The contents as well as the social significance in his works are meticulously organized
with referential meanings, and thanks to this can the modern citizens’ cultural psychology
inosculates with the aesthetic tropism. Lu focuses on expression of cultural mindset and pours
out his ideal by contemporary language of art. The pursuits of his works, large-sized canvas or
prints accomplished with mastered brushstroke techniques, have always been the generosity and
the indwelling extroversion. If paintings resemble the painters, then “Lu Yu and his paintings
all belong to the knowledge group of elegant” (from Zhuang Wanzi criticizing on paintings, Yan
Xinyuan).

Lu Yu’s pursuit of art of print is religious but clinging. In his prints, this is the rational
spirit that can be experienced. Persistence is expressed in dialectic explorations of combinations
of quiescency and locomotion, whole and separation, space and plane. If I modify my train of
thought somewhat, I can divide the constitution of Lu’s prints by the contents and forms into
four basic kinds.

The first one is the retrospect of history that reflects the painter’s favor of the past and the
yearn for traditions. The methods that he adopts to express this can be divided into two kinds.
Description of historic persons and events comes the first. This is a way that makes people yearn
and do soul-searching for the past through these foregone images. Figures of historic people in
works like China 1945—The Encounter of Two Heroes, China 1966—The Leader, China 1976—
Snow, etc. are all filled with profound cultural connotations. From these figures, we can discover
the way in which he looks back on historical civilization is a method of rebuilding, which
educes the doubt and self-reflection of the historic events. And in such way, tropism of notion
and thinking is reversed and people obtain the support from the culture and identification from
emotion. When the reminiscence of history is injected with avant-garde patterns, then language
of art gains new context and integration. This indeed expresses Lu Yu’s spiritual tropism and
fixation on history. The second kind is to taste the cultural fascination of China formed in the
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past thousand years through descriptions of historical relics and ancient
articles to recall to the mind the indwelling yearn for civilization and
history. The lasting appeal of simplicity and the traditional disposition
which represent the painter’s unique artistic conception of taste and
feelings of nostalgia can be clearly seen in his prints like Bare Yarn
and Cicada Dress, 2008, Silk Wadding and Tunic Dress, 2009. The
aesthetics of nostalgia is the inevitable outcome of the development
of society that leads people to a circular mental trajectory. Generally
speaking, the more one chases for advancement and modernization,
the more yearning he will become for the past in his mind. The more
ethereal the artistic phenomenon is, the more attractive it will be for
modern people. The existing historical information is fading away and
vanishing as long as the history moves on. Through the appreciation of
Lu Yu’s prints of this kind, I can refresh my perception toward history
and gain some new spiritual experience.

The second one is the latest recounting of present magnificent
themes. When facing the reality and focusing on the survival condition
of human being, Lu Yu exhibits some supernormal perceptions and
expressions with sort of profound cultural foundation. He always
delivers the information in his life to the appreciators through
idiographic language of art, the magnification and recombination
according to his own feelings and needs for expression. Thus, the
purpose of communication is achieved; meanwhile, spectators are
aroused to rethink. Works representing this kind are Shi Zhu, Xiu Zhu,
The Watcher and etc. If we regard modern visual art of the world as
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the image history of continuous perceptions and construction of the
world history, then Lu Yu’s prints perceiving and depicting the present
grand world events can grasp these images all the time that shock every
country’s history and reality and culture to emphasis on the depth
and personal view of the recounting. The representative prints of this
category are Through corrosion—Dollar, Through corrosion—European
Debt Crisis, Visages—Flood disasters in Bangkok, and Visages—
Japanese Fukushima Nuclear Plant Balefulness, etc.

nowadays, we are amongst the environment of images. Events,
happening at every corner of the world, surround us and influence
the art world in the form of image. Lu Yu’s prints, with no exception,
are affected by this symbol of time including static photographs and
dynamic images such as television programs, films and computer videos.
All these effects have broadened Lu’s thinking of producing, and they
are all deeply plugged in his prints of this kind.

The rapid development of the modern society and the perpetual
expanding of science and technology have brought mental fear and
discomposure to people. Long period of townified life has already made
people aloof from the naturalized living environment. At the same
time, the industrial environment in the city has also switched the mood
that used to be natural and harmonious. People have lost the warmth
toward nature and the care which we used to have from her. This results
in the sharp augment of the unbalanced inner contrast. Thus, people
now become more eager for an opposite spiritual state so that they can
adjust mental qualm and catch the latest piece of information to mold
the spiritual image which belongs to this epoch. This is undoubtedly a
rational choice in Lu Yu’s print producing.

The third kind lies in the passionate seizing of the body art, works
of this kind are Early Spring—Obscurity, Psychedelic Fragrance—
Summer, The Last Cantlet of Winter—Eclipse and so on. Besides
the effectiveness of spice, the passionate seizing is actualized by an
extraordinary meaningful form of language of print. This is a masterly
coalescence of the abstract punctate notches and true-life objectives. In
his prints, these punctate nicks twinkling and bounding around frondose
subjects lie everywhere and make his prints alive with fluctuating
rhythms. As a result, the abstract punctate notches normalize the images
in prints and frame them in a static state; meanwhile, these images are
activated by the nicks to express the tension of life through the process
in which images echo notches. Then images can be precisely sculpted by
these elements of art language, in which way the beauty of abstraction
is boosted. It should be appropriate to say that the way Lu Yu shows
body art is extraordinary. This is not only because of the fascination he
endues to the bodies has excluded the gaudy factors that show up a lot in
others’ and brings pure and clear visual aesthetic feeling to people, this
is the persistence after the faint glimmer and tranquility in tousle and
uproariousness, and this has its special meaning in this modern society
with impulsiveness inside and desire for quick returns, but also in
respect that his unique language of art that expresses his comprehension
and thinking towards art and excitateds the spiritual power from human
bodies simultaneously.

The last kind of way, adoption of abstract way of the expression
for presenting imago with arbitrary and effortless exertion of cuts with
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shadow leaping and passion pervading, let the audience experience the
sense of beauty through the flowing structure and perceive their mind,
and delights their photoreception at the same time. This feature can
be observed in prints like Black Holes, Marks and so on. This method
inosculates perfectly with the sense of taste of being different and
pursuing freedom. In one of the ancient books called Zhuangzi, the
author proposed a concept named shape and transience. Shape means
the environment or a certain objective and transience means shadowy.
These two words together constitute the word imago and describe that
moral people express their mind by creating the shadowy environment
or objectives. And it is the expression of imago that forms new themes
in Lu Yu’s recent prints. There is a popular localization of delivering
imago among most of Chinese contemporary printmakers which is that
majority of expressive fashions are localized in the limitation of eyeshot
which is the scale within which people can see with considering few
macroscopic or microscopic fashions. But the problem is right here: if
we want to pay attention to macroscopic or microscopic fashions, we
cannot get rid of the issue of abstraction. Series of prints, The Galaxy,
is one example that enriches the world we can see and expresses the
contemporary humanistic solicitude through macroscopic and cosmic
care or through the world observed under microscope. It does not usually
happen in Lu Yu’s prints produced before 2010 that he abandons the
material formats and expresses his emotion directly through emotional
symbols. Separated from material structure of figures, visual images
are just like liquid with restrictions as well as flowing and manageable
expressivity. In this way, the expression of mental imago and tensility of
vision are unleashed with abandon. No matter if it is a realistic pattern
or a nonrepresentational nick, when it is brought in to inner situation of
emotion, the process of expressing it will flow along with emotion, and
it will form a visual image of sensibility. This is the art language in Lu

ELEl | AT EARE

Yu’s recent works which is freer and more unfeigned. These structural
forms which seem to be random and ruleless are actually embodiments
of cultural connotation of emotion and meaning in an unrestricted style.
Various factors and symbols in his prints are all connected by emotion,
the basic internal cause. Through this permissive expression, people
straightly attain the noumenon and rhythms in mind expressed by
emotion and could perceive the profound emotional meaning. Hence,
charm of taste from Lu Yu’s prints is thereupon released.

Art creation values in innovation. And a without innovation is
equivalent to art without soul. Innovation takes place nowhere else
other than in subject matters and in formal language. Formal language
is the foundation of expression of the subjects and the matters, and
visual images with personal styles are achieved by certain art languages.
In most cases however, the exploration and practice of the languages
generate new depiction of figures. In age of digital with enormous
amount of information, the conception of traditional prints is suffering
the practice of modern-day materials and the change of artistic
meanings. This change acts as an extremely positive role during the
procedure of Lu Yu’s innovation of print producing. On the whole, Lu
Yu has a pacific temper, and the irresistible fervour of producing as
well. He respects the shape of things in the nature; meanwhile, he keeps
his eyes on true feelings from heart and expressions of implication. He
treasures each kind of images emerged from this epoch and tries his
best to dig for the visual aesthetics in these images. In his art of print,
materiality and immateriality, meaningful and emptiness, nothingness
and the reals, existence and nihility of visual images, they all lace
together to reflect his frame of mind showing his respect for the reality
and desire beyond it. To depict the basic features of Lu Yu’s art of print,
we can definitely use the following ones: diversiform language patterns,

mature techniques of expression, and original creating notion.
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FEarly Spring—Obscurity Letterpress
75cmx52c¢cm 2010
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Psychedelic Fragrance—Summer Letterpress
75cmx54.5cm 2010
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Fragmentized Imprint—Autumn Letterpress
72cmx55cm 2011
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Corrosion—winter Letterpress
75cmx56cm 2011
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The Emotional Scene and Notch

Traces in Contemporary Prints
luyu

Analyzing contemporary prints, symbolic form of emotion expression is the navigation
of thought that embodies the contents, while the use of notch traces as an abstract language
is the physical construction. New printmaking techniques is the indemnification for the
exhibition of ideal effect. Diverging from representational colour fastness structure,
artists utilize the dexterity of notch traces to arouse the think of viewers. Abandonment
of representational aesthetic modeling could rarely be seen in traditional print work
creation, but the adoption of notch traces that emphasis painters’ personal emotion can
be spotted extremely often in present days. This method that describes track of mentality
better expresses the feelings of drawers at will according to their leaping and fluctuating
emotion discipline. Thereby, this realer and freer method, at the same time a more straight
visual language, exhibits the humanity constrained deep inside unrestrainedly though a
way of rhythmic abstract language. Seen from the aspect of formation, the structure of
contemporary prints is quite arbitrary without fixed patterns. But, two cultural implications

run through these prints consistently, they are emotion and thought.
And it is attributed to emotion can all elements in the scene be gathered.
Through free way of creation that points directly to the emotion and
the pulse of mentality of artists, viewers can experience the profound
thought of emotion hid inside. Under the background of new materials
and new techniques, more ways of artistic emotion expression are
enabled. Notch traces which are presented by abstract contents express
the aesthetic strain that seems invisible as it looks, but it is more tunable
than tangible. And along with that, aesthetic scene is expressed.

Scene refers to a combination of artistic sentiment and state comprised
of subjective emotions, thoughts, and objective reality. Scene contains
two parts, sentiment and situation. Sentiment is subjective emotions and
situation is the image and shape that appear in specific works, such as
notch traces. In emotion expression of contemporary print works, the
scene of image generated by abstract notch traces includes three subject-
object relationships, they are epitomized as scene of object, scene of
subject and object, and scene of combination of subject and object.

Assumed Existence, the first(Print) 180cmx39¢cm Lu Yu, 2013

Scene of object. Objects are dominant in the image, with a few
personal emotion and inward thoughts. This is a way to express the
emotion of drawer and theme mostly through the depiction of pure
objective targets. Because of objectivity and truthfulness, emotions and
themes of this kind become more extensive, more affluent and more far-
reaching.

Prints of this scene strive for expression of spirits through appearance.
Other than vitality, limners care for similarity in appearance so that they
pay special and detailed attention to natural images and make scrupulous
arrangements for composition of picture. Through objective depiction of
panoramic scene, prints convey the curious enthusiasm and the bucolic
praise of being the person, engaging in case and touring the scenery in
the painting. Meanwhile, abundant contents in images provide space for
viewers to free their imagination. Some earlier prints of Lu Yu show
this kind of scene, for instance, “Shi Zhu”, “Xiu Zhu”, “the Face- 2012
Dollar Crisis”, “the face-2012 Euro Debt Crisis”, etc. By capturing
those historical, real and cultural images that once shocked the world,
magnifying and recombining the information in my life based upon my
own feelings and need of expression, I deliver those images in figural
artistic language to appreciators to reach the goal of communication and
exchange, at same time to generate the reconsideration of events behind
these images.

Assumed Existence, the eighth(Print) 180cmx59cm  Lu Yu, 2013

Scene of subject and object. The importance of subjective rises to
equalize that of objective. Artists emphasis on the expression of feeling
of subjective without neglect of existence of objective objects. Now,
objective is endowed with comparatively explicit thoughts by subject. In
other words, subject selectively utilize object to express his own feelings
under some definite guidance of thought.

In print works of contemporary limners, “construct” in oriental culture
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connects with “abstract” in western culture in the principium that
heterogeneous in objects but consistent in formation. This principium,
as a unity of opposites in the form of expression, makes notch traces
completely express the spiritual state and affluent emotion expression.
As for the contents of prints, they are not straightforward copy of
nature, but the expression of deeper substance shown by masterly use
of imprints that lets the internal tension acquaint viewers with the
dependency between abstract language symbols and natural objects.
Therefore, how contemporary print artists express and how viewers
interpret no longer stay on the layer of vision but the layer of mind
spark. Abstract language and symbols are appended vividly with the
emotion of the creator in the direction of notch traces.

Prints of this scene put description of realist and truth at an inferior
place, just like what Ni Yunlin(an ancient Chinese drawer) said time
and again that limners pursued simply for enjoyment with a few lines,
they did not draw to resemble the object. But contemporary penmen
do the different-they make a combination of traditional techniques and
digital media technology, and a mix of image and innovation, to make
the entire formation and elements of contents abstract. They also find a
way to utilize geometrical dots to freely express the spirit of image and
the sensual effects of sight which come from the waves of notch traces,
and this is the way to highlight the ambience and express emotion
and thoughts. Hence, sceneries of image become extraordinarily
commonplace and pure but rich in temperament and mood. Lu Yu’s
recent prints, the Assumed Existence series, exactly communicate this
slight sorrow, loneliness and silence that feel like the end of time. The
surface of this scene coordinates with Ou Yangxiu’s Ci that “with my
teary eyes I appeal to blossoms, yet silent they keep, I see red blooms
over the swing”.

Assumed Existence, the tenth (Print) 180cmx62.5cm  Lu Yu, 2013
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Scene of combination of subject and object. Now the subject is merging the object
so that we can hardly identify either of them. Natural sceneries become the illusion and
emblem of drawer’s subjective emotion, signifying “being unaware of who I am and
which it is” (Wang Guowei’s appraisal to Yinjiu Ci). Lu Yu’s prints like
the Black Hole series, Mark series and the Galaxy series just express scene of this kind.
In one of the ancient books called Zhuangzi, the author proposed a concept named shape
and transience. Shape means the environment or a certain objective and transience means
shadowy. These two words together constitute the word imago and describe that moral
people express their mind by creating the shadowy environment or objectives. It is the
expression of imago that forms new themes of contemporary prints. There is a popular
localization of delivering imago among most of Chinese contemporary printmakers stating
majority of expressive fashions are localized in the limitation of eyeshot which is the scale
within which people can see with considering few macroscopic or microscopic fashions.
But the problem is right here: if we want to pay attention to macroscopic or microscopic
fashions, we cannot get rid of the issue of abstraction, namely, highly macroscopic or
highly microscopic must be the imago. Symbolic patterns of expressing emotion attach
to spirit of artists, thus abstract notch traces, as the carrier of the spirit and the artistic
form, turns out to be visible. The form of contemporary prints, from figural to abstract,
both contain thoughts and emotion of artists. For good prints, they only show the layer
of substance and intuitional visual effect from the angle of specific. When we turn to the
angle of abstract, nonrepresentational spiritual imago should attach to the content and
formation of prints.

In modern western art school, the most analysable of spirit of time is the abstract
expression of drawing language. Kandinsky holds that the spirit is the original of the
world and substance is the veil covering the real world. People should see the sparking
spirit through this veil and only authentic artists maintain the ability of insight as art is
activities of mind. Contemporary prints abandon figural structure of formation and color

to vitalize inanimate substance and abstract language. Emotion expression of artists leaps

with abstract notch traces and breaks into the mind of viewers from
aspect of vision sense. This is like the nonphysical magic of music that
taps the mind to engender resonance from the indwelling. This kind of
scene emerges both in Chinese and western abstract expressional art
requiring the identity of object as well as self and reality submitting
to the subjective. And this is a scene fitting what Shi Tao describes
in Hua Yu collection-mountains want me to animate them in the
picture, I thereby let the spirit and shape of mountains merge with my
subjective emotion to generate a fantastic imago, and after the imago is
materialized can the artistic image of mountains be created.

Each of the scenes discussed above is not absolute but relative and

approximate; meanwhile, not every piece of art work can match one
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of these scenes. With reference to contemporary prints, the single
traditional mode can only break through techniques and materials.
However, expression with abstract notch traces is better for the release
of creator’s mind and making the combination of art works’ contents and
materials develop towards a many-faced, cross-border and combinative
direction. Abstract notch traces possess excellent psychological
acceptability and visual beauty, as well as free and arbitrary form of
expression. Thus, this method is employed widely in modern print
creation. And it is the employment of the method that endows the
inflexible and exact mode of shape-constructing with pleasure to the
mind of the drawer and viewers. That is the reason it receives common

fondness from many contemporary printmakers and viewers.
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RECENT PRINTS THAT JOIN THE EXHIBITIONS(PRINTS CREATED AFTER 2007)

1 The Banner (print), took part in 2008’s Artistic Hunan—Hunan Exquisite Arts Exhibition held by The People’s Government of Hunan Province,
Hunan Federation of Literacy and Art Circles and Hunan Artists Association.

Exhibited in Hunan Exhibition Hall in Jun 2008 (Changsha, China)

Exhibited in The National Art Museum of China in Nov 2008 (Beijing, China).

2 Bare Yarn and Cicada Dress (print), took part in 2009’s third National Youth Art Work Exhibition held by Federation of Literacy and Art Circles of
China and China Artists Association.

Exhibited in The National Art Museum of China in Dec 2008 (Beijing, China).

3 Silk Wadding and Tunic Dress (print),International Arts held by the Ministry of Culture of People’s Republic of China, China National Academy of
painting and the People’s Government of Erodes and achieved the Prize of Excellent Works.

Exhibited in Ordos Science and Technology Convention Center in Aug 2009 (The Inner Mongolia Autonomous Region, China).

4 Through corrosion—image (print), took part in the 2009’s The Glorious Flowers in Spring and Solid Fruits in Autumn—Print Exhibition of 60th
Birthday of Chinese Prints held by Print Committee of China Artists Association, Hunan Artists Association and Hunan Provincial Bureau of Press&
Publication.

Exhibited in Hunan Art Museum in Nov 2009 (Changsha, China).

5 The Pray of Deji Meiduo (print), took part in the seventh National Hundred Flower Award—Exhibition of Art Works of 56 Minorities held by China
Artists Association and China Council for the Promotion of National Minority.

Exhibited in Beijing Cultural Palace of Nationalities in Mar 2011 (Beijing, China).

6 Sunshine in the Winter—Memory of the Chinese Red Army (print), took part in the Refulgent Age and Red Sutra—Hunan Exhibition of Excellent
Engineering works of Great Historical and Artistic Themes held by China Artists Association, Hunan Federation of Literacy and Art Circles and Hunan
Artists Association and achieved the Gold Prize.

Exhibited in Hunan Art Museum in Jun 2011 (Changsha, China).

7 The Youth Ming (print), took part in the nineteenth National Print Exhibition held by China Artists Association, Zhejiang Federation of Literacy and
Art Circles and Zhejiang Artists Association.

Exhibited in Zhejiang Art Museum in Sept 2011 (Hangzhou, China).

8 Through corrosion—Dollar (print), took part in 2011’s International Contemporary Art Works Exhibition (Osaka, Japan) held by the fictitious person
of the NPO (Japan) and the World Artists Association.

Exhibited in the Osaka Art Museum in Oct 2011 (Osaka, Japan).

EXHIBITIONS

1 Exhibition of Lu Yu’s Prints, Art Museum of China Academy of Arts
2 Lu Yu’s Prints and Oil Painting Works, Paris Cité Internationale des Arts, 2003
3 Lu Yu’s Prints and Oil Painting Works, This is the Space—Club of Artists Association, Beijing 798 District (Beijing), 2009

JOINT EXHIBITIONS

1 1995°s Exhibition of Exchange of International Youth Artists Works (Beijing, China) held by Beijing Contemporary Art Museum, 1995

2 Exhibition of the Status of Chinese Prints (Korea), the Exhibition Hall of the Korean National Central Library, 1996

3 The ninth Exhibition of Works from the Master Students from the Oil Painting Class at China Academy of Arts, The National Art Museum of China,
1997

4 Open the Skylight—the first Hunan Exhibition of Prints from Youth, Hunan Provincial Museum, 2006

5 The fourth Chinese Exhibition of Original Prints (Guanlan), Arts Tribe, Eastern Area, Guanlan Base of Original Prints, China, 2010

COLLECTIONS

1 The South China Sea series (four prints), collected by Foreign Exchange Center, Ministry of Culture of People’s Republic of China, 1995
2 The first two prints of The South China Sea series (two prints), Shenzhou Printmaking Museum, 2004

3 Sea (print), collected by Hunan Provincial Museum, 2005

4 Bare Yarn and Cicada Dress (print), collected by National Art Museum of China, 2009

S Through corrosion—image (print), collected by Hunan Fine Arts Publishing House, 2009

6 Silk Wadding and Tunic Dress (print), collected by People’s Government of Erodes, 2011

7 The Pray of Deji Meiduo (print), collected by Beijing Cultural Palace of Nationalities, 2011

8 The Youth Ming (print), collected by Zhejiang Art Museum, 2011
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