\

212

PFi& EXHIBITION REVIEWS

RESULr O & B, (129

ME: %2 — R & B

LIN YAN: DISPELLING THE CLOUDS / PAPERWEIGHT

TENRI CULTURAL CENTER / FOU GALLERY, NEW YORhK
2014.02.15~2014.03.13; 2014.02.28~2014.03.21

(Y , 20144
KEBEEEE, 9.1x3.96%1.82 3K
Inhale, 2014

Ink and xuan paper installation, 9.1 x 3.96 x 1.82 m

Courtesy of the artist
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Two concurrent exhibitions of large-scale ink-on-paper
works by the Beijing/Brooklyn-based artist Lin Yan afforded
audiences an opportunity to see another perspective relative to
“Ink Art: Past and Present in Contemporary China” on view at
The Met. Despite the overall significance of this unprecedented
survey in the United States, “Ink Art” largely ignored the im-
portance of emerging women artists who have been working
conceptually with ink in recent years. I emphasize the term “con-
ceptual” here, because this is how I understand the focus and
criterion of the curator’s stated intention. Based on conversations
with the artist, there is little doubt that Lin has a clear grasp of
the conceptual basis of her work from both a traditional Chinese
and Modernist perspective.

Yet, given the conceptual inventiveness in ink art today,

there lies a paradox between acknowledging its history and
departing from that history. Within this paradox advanced
approaches have evolved in the use of ink, which may be read
symbolically as representing a new space/time at the dawn of the
global era. This idea is fundamental to the kind of nature that
Lin Yan seeks in the various works presented in her exhibitions.
In the larger cloud works, she focused on the saturation of ink
into xuan paper through pouring and intermittently inscribing
symbols that evoke and negate the void. In English, the term is
“dispelling” the clouds, as seen in Cloud (2014), where the deli-
cately crumpled black form is supported by a rafter in Fou Gal-
lery, and in Inhale (2014), an open spread of black xuan in front
of the upper wall and ceiling at Tenri. Whether contained or
liberated into free air, these saturated paper cloud forms read
as metaphors for the human condition, bursting asterisks of
meaning that range from the pollution of air, earth, and water
to uncertainty over the loss of tangible culture or the Confucian
mindset, or even to social and economic changes within China.
This plurality of meaning exists in contrast to the Western linear
proposition where this means that.

In Pulse 2 (2014), where a black vertical bar blares against
the scumbled whiteness on the wall at Fou, and Leaves Are Gone 2
(2012) at Tenri, the force of unity is the basis for the slow release of
energy (the artist’s projection of feeling in relation to material). In
either case, it is the process of unknowing—to regain knowledge
by letting it go, the emptying of the mind. This Taoist paradox is
latent within Lin’s work. To saturate paper with ink, to bind and
sheave the cut paper together, to assort and fasten the paper in
such a way that the free edges flutter gently according to the cur-
rent of air rising up from the floor—all of this done without effort,
as if to suggest a simple happening, an impulse, a quiet sensation.

The kind of sensory awakening in Lin Yan’s works is pre-
cisely located within the process of their making, when the artist
process enters into oneness with the materials. In some sense, it
is held or suspended within the consciousness of feeling. The im-
perative for such an artist as Lin is to liberate thought and emo-
tion from the dulling impact of repetitive branding proclaimed
by media, and to engage in making work capable of transmitting
a tactile sensation. Put another way, Lin makes art that connects
with the retina that will, of course, connect with the neurons of
the brain. Herein lies another paradox: Lin Yan’s conceptual
strengths render themselves momentarily suspended as the work
may be felt not merely as static information, but through a form
of haptic involvement where emptiness of mind literally unfolds

as nature retrieves its balance. Robert C. Morgan
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