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ꔣ霒霒ꗆ蔩ݥ裾မӾ牧괯向ℂᙆ姘ટ၏ॅ
向咳疻ᛗ犡牧Ӟꕭℂ๚耬ଅ牧ꘊ茐ݱ瑿ᐒ
괡෈麁޾稲ݥ窂ᶐ牧吚ꗆ蔩ꖮٌ犢Ꭳ挷牏
䋊蔩覿ऒ֢ڊ԰㵕牧괯向ಅ瞚斉ጱ఺嬝犖
ํಅ犋ݶ牐蜱դꗆ蔩ጱኞ叨牏㯽砮牏ၾ揲
ꗆ蔩ጱꔧկ篷犋咳ኞԧ禅ᒒጱ虋麁牧ࣁꗆ
蔩窚ᄤӾ牧᪜ኴ޾ग़ড়꘨ꗆ蔩ጱڊ匍笕᪃
ԧ෭ꔢ์吖ጱᐒ괡෈麁襑ꔴ牧ᶎ䌘栏఺民
괼ګଶጱ禊盢ꗆ蔩蝱獈ꗆ蔩꘨ګ牧괯向ጱ
薫ᜋ牏蛪ղ阑ࢩᘒ妿稲稗ێӤጱ旉矦牧蝡
圵䢐ํ霒ԋ稲ݥጱড়Օই֜ℂ㯽妞෈麁Ӿ
჋櫝ڊ㬵牧ࢧ䛑䦒դ虋螠牧ᄍ虋ڊ吚դꗆ
蔩承᥺牫向ጱ稲ݥᄍ蝱螵蜉ٌ݊̿匍դ௔
̀ጱꔻრꔷ虋ጱ嘦襑ᥝ蝱ᤈ窼獈ጱ矐懵牧
ᨕ硵ญ向֢Ӿ᪜瑿ऒ牏᪜෈麁ጱᇙ௔牧ྋ
অ妔౯㮉Ӟ㮆瓼秚牧݄௏ᘍ吚դ괯向ጱ݄
牐ݻ

ᨕ硵ญ����ଙኞꔣ굉჈牧Ӿ䋊䦒๗ꔣݣ傀
䋊聜괯向牧��䵇螐᩵舣㾴ኸ䋊牐傶ԧ媣ꖘ
䌕ဳꗆ蔩獺֢牧犢疰ꗜꔣ葍໒葦ጱच凟ꗆ
蔩䋊ᴺ牧㪔ꔣ����ଙꔣ㮖碄ጳ疑ꗆ蔩䋊ᴺ
糷괔嘛ॊ䋊֖牐ٌ䦒牧괯向ࢩ䦒ੴ虋麁ᘒ
妿稲௔搡޾薫ᜋӤጱ硬虋牧ꗆ蔩疑ࣁ加ᇙ
ጱ෈麁޾稲ݥꖤวӾ獺֢牧ኧྌ牧薪፡ᨕ
࿄ጱ֢ߝ牧薪ᘏ፡憎ጱ牧ฎӞ֖ꗆ蔩疑ই
֜犥괯向ড়Օࢧ䛑ࡈ㾈㵕哼ጱᐒ괡虋麁牧
አꗆ蔩݄獺ꗰꔹᅁጱहኴ޾憎ଶ牐

䋊ᴺ䦒๗ጱٍ猟向
�
ꔣ葍໒葦च凟ꗆ蔩䋊ᴺጱࢥଙ䌘ᨕ硵ญ犋
篷୽段牧矑ݑ舣㾴ꖑꗆ蔩䋊ᴺጱ羬妞௔懺
娞牧傶ꗆ蔩疑甁ӥ绐؋ጱᔰ矟޾ရ向च器
牐䒍瞚䋊ᴺꖜ䒍ᥜ凟姘㫎�শꔶᇙ牏㫎稲ઊ
盓೉z୛襊俘牏㻊նේzظ苟௮牏盓᯾ظzᴨ
Ջ穉ᒵ牧向疑ڊ蛪ጱ犢㮉牧㯽瞚Ԩᨕ硵ญ
ጱ犋㰍ฎꗆ蔩疑䛑ํጱ觓℀牧螭ํ瑥挘ጱ
လ䋊ꔍଶ牐蝡Զ向疑Ӟኞ䁎೮ܹࣁ䋿ጱ괯
向礬皈Ӥ獺֢牧犥ꖬ෭஍薪ᘏ፡کᨕ࿄向
֢Ӥጱ苭܉虋麁牧᮷雮茹ᛔ葍໒葦ꗆ蔩䋊

ᴺಎ䋿ጱ괯向च器懺娞牐ꕍᘒଙ斕ጱꗆ蔩
疑㪔犋ᛔ褖ꔣྌ牧ࣁ矑ݑᥜ稨ꗆ蔩硽ᙙጱ
䦒牧䌘ꔣ濉૬ኬਞ蝵ᛥ螕ጱ穢瑻牧犢褲ݶ
褲靍憽کӞ妟໒໒犋獈ጱ吖䰬牪蛪괷吖暱
牧䌘ꔣक़㬵෈麁牧ڊꔣӞ圵皃Ԓꖮኞק㬵
ጱ眤Ꭳ牧ꗆ蔩疑奰绗಼೮Ӟ圵̿犋斕̀מ
ጱ睲綡ꔍଶ牧蛪傶Ӿ㾴Ո牧ᶎ䌘䩚ᥜ圵碢
෈麁悳统牧犢篷ဩቘಅ吚ꕍ瑿Ձݑ葍໒葦
麃蟂ጱ㱢聅觓ط牐಩蝡圵̿吖䰬̀癲蝱獺
֢牧֢傶̿吖暱Ո̀ጱ向疑樄ত犥ੴक़ᘏ
ጱ憙薫薪靍雍굄Ӯኴ牐ᨕ࿄ٍ猟䦒๗ጱ֢
蘈ୗጱ఺虡݄괘ᐏᐒ괡䌘Ո㮉ጱࡿग़犥ߝ
ঁ஀牧犥向֢䌘稗ێಅ癲㬵ጱ䘣ຎ֢ڊ篷
肨ಯ捍牐向֢Ӿ艨藫ጱ氂๭牧ဃ꘩ጱᜋꗙ
眈玀穢瑻癲ํ犤Ո犋ਞጱ괾憽牧ಅ蝚襷޾
ጱ䚖ఋ఺挷୿䕣Ӟꕭ൉ᐏ薪ᘏ䛑ꖮ෈ก޾
匍䋿כ೮蚣櫝牧䟏脒稗ێ䌘Ոጱ๳翹牐

ᛔꕍ瑿牧ᨕ硵ญࣁ䋊䦒๗ጱ獺֢觓໒ꖮ吚
䦒ፘ䌘כਝጱ舣㾴괯向୵౮䔶篇䌘穉牧蝡
ጱ嘦襖破ԧ吚䦒ጱ舣㾴ꗆ蔩䋊ᴺ牧阑犤ꗆ
蔩疑ࣁ䋊蔩ࢻৼ䍄糷ྛꔭ牧肨ݷ侅୼牐向
֢ग़虋ጱ఺虡޾褲ࡎꗰ౮ᆌ眾ఘ姼޾䃲蝁
眤牧犲ࣁ蝶蝁薪ᘏݍ௏匍դ෈กኞၚ޾괿
๜Ԇ嬝䌘Ո௔޾ᛔꕍጱ悳统牧蝡圵犋ਞጱ
఺挷޾괾蠣ጱ制ꔍࣁᨕ࿄ጱ෱๗向֢ӾӞ
ꕭই୽ꘊ୵牐ᨕ࿄ጱ෱๗向֢ݍ碸向疑෱
ꔣࣁ䋊䦒๗૪ꖥ䉭ᆧ螀አ氅ᜋ޾୵虡牧಩
ᛔ૩ጱ瞙ڣ௏姘䋿擅ک向૲Ӥ牧ٌ加کጱ
聅䋊藉憽޾䌘洠泸य़֢ࣳߝጱꖥێ牧璂傶
෭஍ꗆ蔩疑ು虡向ጱ旉ݻ狶ԧ岒䂵牐

舣㾴ᶆଙꗆ蔩疑犥क़��ଘᤈꔣ஍匍դ窚ᄤ
ጱꗆ蔩玲ꔍ

ᨕ硵ญ����ଙ糷괔ጳ疑ꗆ蔩䋊ᴺጱ篷ꔧկ
玲袅牔櫝樄葍໒葦ک㮖碄硭ꗜ嘛ॊ抓纷牐
吚䦒牧ᴻԧ舣羳ේ��ਞੰ碞zܜฦ凟ظ�޾᯾
ේz閴苌ڥक़牧ݶ๗ጱ舣㾴ᶆଙꗆ蔩疑牧
ٌӾय़蟂ړꕤ䮣ꔣӤӮ夵كԜ܈ଙդጱ㮖
碄य़䋊ᰂ۽䋊ᴺ޾ጳ疑ꗆ蔩䋊ᴺ牧۱ೡ聠
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ᥜz臕硵牏礚ฦ磥س୞ᒵ牧᮷犋夹ᘒݶ괟
傶ᨕ࿄ጱݶ䋊౲๏݋牧ஂྌࣁ䋊蔩Ӥ奾ӥ
犋薹ԏ翣牐

舣㾴ᶆଙꗆ蔩疑̿ࢩ襖破ꗆ蔩̀ᘒ股ݷ牧
癲茐஍匍դԆ嬝ጱ෪癹牧ꗆ蔩疑Ꮘ໒牏ݔ
蝖ጱ֢ߝꔣԜ܈ଙդ蚏牧ࣁ舣㾴犥ᛗ獊ꕟ
୚蚏公ᄤ牐ฎ硲牧஍匍դ௏ᄤ؛ኞጱ禊盢
ꗆ蔩ꔣ吚䦒犥Ӟ圵㳓෤露ꔍԆ疩吚դꗆ蔩
ኞꔍ牐ፘ斃ꔢ岉ጱ禊盢ꗆ蔩޾ग़ড়꘨ꗆ蔩
牧ꖤ揗茐㯽妞۱ᤫጱ괯向ড়Օ㳷ᤩ瞙戺虋
괔ب麁ᘒ०݄ၚێ牧ਯ圸̿괯向૪ꔱ̀ጱ
筕蝱肨ᶪๅԆ皰檔膑כਝጱ獺֢ড়Օቘ䛑
ᤩႣ࿶޾ᶐꔢ牐ٌ䦒牧舣㾴ᶆଙꗆ蔩疑獄
ইڹ蔫ꗆ蔩޾䦒੢ጱդݷ扃牧蝢螂ଙ斕ꗆ
蔩疑ጱ瘊蚏牧吚դꗆ蔩犖犋ٚฎࣁਂݝꔣ
ꗆ蔩疑ૡ֢ਰ牏向ୁ޾玡ᇔ記Ӿጱṛ褷෈
麁牧ᘒฎ౮傶य़唰㯽ড়ل޾唰鹢ာ藳抷ጱ
扖氂牧禊盢ꗆ蔩޾捍氂ꗆ蔩犥ଅ䞹Ӟ獥ጱ
檋㵟牧౮傶ᗭ唰䌘吚դꗆ蔩ጱฦꗳቘ薹牧
ᘒ㮖碄㳷౮傶媣૬讝牏羴夹ԏ஍ݚӞ㮆Ӯ
ኴ奍ꗆ蔩Ӿஞ牐

吚䦒牧̿ڹ蔫ꗆ蔩̀ጱ咳疻ࣁ舣㾴ਗ਼ꕍ౮
觓牧㽷ஃ茐ݔݍ牏Ꮘᶐᔜᐟጱꗆ蔩疑奎奎
旉ಭꔢࣳꗆ蔩ጱ檋瑿牧ێꔴ民괼כਝጱ๜
抋ฎꖙ蛪ݢ෈麁牐蛪괷㮖碄ጱᨕ硵ญ牧ࢿ
ꔣ䦒դጱ觓縄Ӿ牧఺挷کྌᒵ匍虡癲㬵ጱ
虋麁牧ꗆ蔩疑䌘吚դ෈麁牏Ꭳ挷ጱ䲒懵ݢ
拣ℂ๚樌䥁牧犢藨傶஍匍դꗆ蔩篷綡ฎٌ
䦒䌘ਝ膑㵟޾ێ఺挷ࣳꔍጱݍ㵕牧ਙ㰆ꖞ
ԧ୧㵟肨ᶪ牧᯿൉㮆Ո癩吖ጱ硵眤௔牧掘
੄ԧ聅䋊玲ꔍ牧ے䔶ԧꗆ蔩䌘ग़ز㰷꧊ጱ
瞚ێݑ牧ݢฎ牧̿吚դꗆ蔩̀ஃஃ಩ꖑꗆ
蔩揳Ӥ̿괿叨褩奍ᐒ괡叨ᇔ̀牏̿꘨ګꗆ
蔩̀牏̿ᔜ舣Ԇ嬝̀牏̿य़硼Ԫ̀ጱ䰤壆
牧֕蝡圵薪讨஺ኼጱฎ牧ꖑꗆ蔩ጱ聅䋊妿
涢Ӟꕭٍ㯪ᛔ᪃௔牏奲婻మ猟牏ఘ眤牏眤
ਥێ牧޾ꖮꗆ蔩ݥ裾မጱ柹矑ጱᇙྛۑꖥ
牧阑Ӟꕭ䌘ಯฦ݊෈麁䃲蝶઻ṛꗆ蔩ጱ撉
㵟牧蝡Զ᮷ฎ硰လ֢ߝ篷ဩਠ౮ጱ牐

ฎ硲牧ᨕ࿄瞩妃蚤ℂय़䦒դጱྍպ牧㪔䁎
೮犥괯向֢傶獺֢Ԇ數牐犢藨傶஍匍դጱ
૪蝛ྍ虋୧牧஍ێጱ㵕ڡਙܻ޾௏ᔜᐟݍ
匍դᎣ挷氥ꕍ૪妿犋᪃犥䛑䌘吚դᐒ괡ጱ
괺꘎㺔氂牧ݍԏ牧̿෈麁ૡ䮣̀ጱᏈ瓥犤
吚դꗆ蔩괷ꔣ窾ႝ犋Ⴔጱ制丆牐獊練玽ਧ
஍匍դጱ఺嬝޾揙糽๚஠ݢ玲牧֕ᨕ硵ญ
఺挷ک牧괯向ꗆ蔩஠殾ࣁ蝡ᇆ窚ᄤӾ绐֘
脻ྍ牧ꗆ蔩疑ױ舙犋ے௏ᘍ牧獊ஞ䢐಼஍
匍դԆ嬝蝱ᤈ獺֢牧ݝ괡䃑獈稗ێጱࢻॺ
牧ํࠔ褲盚ᶎ䌘ᄤꔷๅ蝂牧ꕂչ䌕ဳᎸ绗
괯向ꗆ蔩牧妿稲䦒樌ጱ။簉޾ꕹ纁牧ොꖥ
ེٚ虏괯向犥ꔢጱ露ꔍࣁꗆ蔩ݥӤ᩻܋牐

ು虡向ጱ旉ݻ��୵ᘒӤጱ覄௔矐ᔱ

䌘ꗆ蔩疑㬵抋牧괯向揗斉ጱ稲ݥ糠ইض蜇
螣懺牧ݢ犥ฎꗅ箛ፘ㯽ጱᔜᐟ皤ꖘ牧犖ݢ
犥ฎ绫繸獺ꔢጱဃ᯿۱ᤫ牧蝡究玲ꔣྯ֖
ꗆ蔩疑ࣁ괯向檋瑿Ӿ牧ฎ玽ٍํ䬤妃硽ꔧ
Ԇ嬝ጱ玄䶷牧޾樄ॠ橛瑿ጱ獺ꔢᔜᐟ牐ꗆ
蔩獺֢㪔犋䛑犥ড়Օ㴟瑿傶ᇑ牧ᨕ硵ญ櫒
䌕ဳရ向獺֢牧֕ড়๭޾ᇔා㪔๚໛褖向
疑ጱᛔኧ牐瞩妃ྍࢴᛔ੗牧ᨕ࿄᩻᩼ԧٍ
猟ጱ๳翹牧蝚螂ು虡向ጱ獺֢牧樄箓ڊӞ
ᇆ篷ꗹꘉጱᔜᐟ肜瑿牐

Ԝ܈ଙդڡ牧ꗆ蔩疑樄ত䞳䬤䙼አጱ䣼Ԫ
向秇ୗ獺֢牧蝱ᘒ಩ᛔ૩ጱ௏ᘍ硯蝛㪔ꔷ
窚ک艨ᰀӾ牧粤粤䋊承膢᯿ꔢ䋊聜୵ᘒӤ
ጱ承᥺牐ℂࣁ䋊䦒๗䌘ᐒ괡ጱ矒藗䥮苉ᛗ
覄௔矐ᔱ牪ℂ䌘䩚ᥜ෈麁悳统ጱ瞙ڣ䥮苉
ᛗ碉꘨Ո气ꔣॠ瑿ਂࣁጱ払㺔牧犢಩ሱమ
ጱዅऒ皤֐ᛗᇔා޾ದဩጱ䋿涢௔矐ᔱ��
ᔇ制䂍괒犤Ոࢧమݘکꖜܻতጱ၏ᑩ向牪
箓ܦದဩ氥襷䩚ො࿆樌ꗆ蔩ฬ眻牪࿜௔Ӱ
篚޾ရ୸Ᏻඊᘒ౮ጱ紑洌ूꗦꔷ襷狄ਿ囜
蚕牪ꘗၶጱᒧ蒈牏霎ໜ牏ํ秚ᇔ괒괒蝚吩
୿䕣犤薪ᘏꖙ蛪ꔣᇔ౯ፘ盛ጱ࿯괥Ӿ�������
ग़زጱ憙憽觓໒犥݊ದဩጱ覄ၚ螀አ牧ݍ
碸ᨕ࿄Ӟොᶎᐽ瞚ԧ㯽妞괯向䌘向ᶎ搡眤
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ጱ瑥挘蝍ꔴ牧Ӟොᶎ犥ᴲኞጱ괯向ᔰ๭޾
ದဩ箓疻ꗆ蔩ጱݢꖥ牐蝡ܦ挨ԧꗆ蔩犋஠
䚣萞硰လ玲ꔍ݄统Ꮘꗆ蔩ݥጱ౮憒牪ꗆ蔩
疑阑犋஠犥Ӟ౮犋虋ጱ觓໒݄殼䛑ꗆ蔩ݥ
ጱ螀֢ဩ㳷牐Ո婦ի蚅Ꭳ挷݄ୌ䯤౲藨Ꭳ
Ӯኴ牧֕Ꭳ挷޾෈ก㶴癲㬵౮憎޾硽ꔧ牧
螂㬵ඪ蟴Ո气ጱ௏మ牧Ꭳ挷䯤౮ጱ꘨羬ݍ
ᇑᇑꕼ梉Ո䌘Ӯኴጱమ猟牧ᇔ搡牏ێ稗޾
䜗凗牏ᑀದ䌘薹樄Ոጱኞ޸ԏꗚত奰篷ꖥ
傶ێ牧ݍ虏ՈחࣁӮӾဲ᪃窼ᵅ牐硯䬤蔭
螈碪ํ挷憎牧ꗆ蔩疑ጱ̿獺Ӯ薪̀ๅ矑蜱
Ӟ圵篷Ꭳ制ꔍ牧犢硯䬤ਤ硽牏硰လ޾稲ݥ
癲㬵ጱꔧ໛牧犥̿篷Ꭳ݄֢̀傶牧犋մ霎
薹朰޾ਧ嬝ᇔ虡牧ℂ聅ጱ薫ଶ᯿ꔢቘ薹޾
眤ݑᇔ虡ጱ๜搡牐

覄௔Ӥጱ憽ఉ಩ꗆ蔩疑ጱ憙ᰀ൉܋ᛗๅ᩻
脒ਡ薪ጱ괒ེ牧ು虡向ጱ统Ꮘ䌔ᨕ࿄ጱꗆ
蔩౮疰വݚݻӞ㮆ṛ痷牐屵蝿ꔣꗆ蔩疑獺
ꗰጱӮኴ牧薪ᘏꖥ眤کݑӞ圵ᐟᑃጱ癨य़
ᔜᐟێᰁ牧㶴犲Ԓ篷ဩก䧤ٌӾጱ఺嬝牐
ᨕ硵ญ괟眤琭牧̿Ո气ℂতᛗ奰಍ꕰྋฎ
ਜਦ磧य़ጱᑃੂ牧ਜਦ᥃襷ꕰྋጱ蛯꘨牧
ᘒ౯㮉㶴玲դԧਜਦṛ窼芛介ጱᐟᑃ牐̀
牧ࣁ犢縄Ӿ牧Ո㮉శฎմꔴഩ矒ꕰቘ牧蚣

櫝ꕰቘݍᘒశ螐牐ꖮٌአᛔ૩ጱᎣ挷݄䔶
ꔴቘ薹֢ߝమ蔭螈ጱ఺嬝牧ׯ犋ই琲手蚤
ꘊ向疑ጱ௏᪠牧瞚藨Ո气ࣁਜਦӾฎইྌ
盏犋᪃螇牧犥๜ꕰጱᎣ憽݄眤ݑ犢ጱ聅䋊
हኴ牧౲战ๅꖥ虏薪ᘏ矑蜱ڊӮ脒חጱह
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Preface

Since the creation of the murals of the 
Chauvet Cave, painting has had a promi-
nent place in the history of art. With the 
social, cultural as well as historical devel-
opments of different regions around the 
world, the raison d'être of painting has 
evolved through its interactions with other 
fields of knowledge and academic subjects. 
The conditions for the creation, dissemina-
tion, and consumption of art have changed 
dramatically in the modern era. Amid 
contemporary artistic trends, the emer-
gence of interdisciplinary and multimedia 
artforms has been a response to the 
changing needs of our society and culture. 
With its intrinsic subversiveness, the intro-
duction of conceptual art into art institutions 
has propelled a shift in the power dynamic, 
which has led to a reconceiving of the role 
and identity of painting. How could an artis-
tic medium with a significant history break 
free from traditional culture and transform 
itself into a contemporary artistic language 
that responds to the times? The logic to the 
historical development of painting, as well 
as the changing premises of its “moderni-
ty”, warrant further explorations. With their 
transregional and transcultural character, 
the paintings of Christopher Ku present a 
remarkable opening for us to ponder the 
future of contemporary painting.

Born in Hong Kong in 1957, Ku studied 
painting during his secondary school years 
in Taiwan, before he went to the UK to 
pursue further studies at the age of 19. 
Persisted in his artistic pursuit, Ku enrolled 
in Gray’s School of Art in Scotland, and he 
later received a master’s degree from the 
Royal College of Art in London in 1990. It 
coincided with a period when painting went 

through a transformation in its nature and 
its role, when artists engaged with their art 
against an unique cultural and historical 
backdrop. In this light, the viewer sees in 
Ku’s works an artist who employs painting 
as a medium to respond to tumultuous 
changes in society, and who creates a 
transcendent realm and vision in his art.

Figurative Paintings from the Academy 
Period

The four years that Ku spent at Gray’s 
School of Art had a definite influence on his 
artistic development; he received system-
atic training at a British fine arts academy 
that laid the foundation for his sketching 
and oil painting. Under the tutelage of 
Sylvia Wishart, Alexandra Fraser, Joyce 
Crain, and Derek Ashby, Ku came to grasp 
the artist’s character and a rigorous 
academic mindset, as he was influenced 
by these painters who had always worked 
from a solid foundation in painting. The 
eclectic styles that we see in Ku’s paintings 
have their roots in the fundamental training 
he received at Gray’s School of Art. The 
young artist, however, set out to take his 

��$�3DLQWLQJ&���5ߝ֢$&5
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art further. While he was immersed in 
Western European art education, he also 
felt a sense of alienation in the serene envi-
ronment of Aberdeen. Living in a foreign 
land, the artist was impelled by an almost 
innate awareness to maintain a sceptical 
attitude towards a foreign culture. As a 
Chinese person who was caught in the 
midst of East-West cultural conflicts, he did 
not feel entitled to indulging in the beautiful 
landscapes of Northern Scotland. The artist 
began to observe the world from the 
perspective of an “outsider” while instilling 
the sense of “alienation” into his works. The 
works from Ku’s figurative period feature 

sarcastic imagery that illuminates our 
enslavement in society, while the paintings 
are silent protests against the evils of 
power. The absurd subjects, solemn 
colours and tragic atmosphere in his paint-
ings are particularly alarming. They reveal 
a sense of crisis that reminds the viewer to 
keep a distance from civilisation and reality, 
and to break free from the hold that power 
has on people.

It goes without saying that Ku’s artistic 
style during his academy years was a stark 
contrast to the somewhat conservative 
British paintings of the time. It sent shock 
waves across British art academies, 
garnering recognition and accolades for 
the artist in the academic circle. The shift-
ing imagery and metaphors in his paintings 
evoke feelings of anxiety and oppression, 
urging the viewer to ponder the impact of 
modern civilisation and capitalism on 
humanity and nature. This sense of 
unease and alarm is pronounced in Ku’s 
early works. From his early paintings, we 
can see that Ku had a firm command of 
colours and imagery during his student 
years, while he transposed his critical 
thinking onto the canvas. Ku’s unique 
aesthetic sensitivity, coupled with his flair 
for handling large-scale works, paved the 
way for his subsequent move to abstract 
paintings.

Beyond the YBA—An Artistic Attitude in 
Parallel to the Postmodern Tide

Ku received an unconditional offer from the 
Royal College of Art in 1988 and moved to 
London to pursue his master’s degree. 
Apart from Callum Innes, Anish Kapoor, 
and Chris Ofili, the Young British Artists 
(YBA) at the time, most of whom were 
graduates from Goldsmiths, University of 
London, and the Royal College of Arts in 
the 1980s and 1990s, including Tracey 
Emin, Jake, and Dinos Chapman, were 
classmates or friends of Ku. The young 
artists developed lasting bonds through 
their academic exchanges.

The YBA were known for their “Shock Art”.

��$�3DLQWLQJ&����5ߝ֢$&5
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Under the banner of postmodernism, their  
unconventional and rebellious works 
attracted immense attention in the UK and 
around the world in the 1990s. This saw the 
rise of conceptual art, which was born of 
the postmodernist ideology, to a place of 
prominence in contemporary art. In 
contrast to conceptual art and multimedia 
art, painting was seen to carry the burden 
of tradition, and it was attacked for being 
dogmatic and stagnant. There were radical 
voices declaring “Painting is dead”, as they 
argued that conservative artistic mediums 
should be phased out and revolutionised. 
The YBA were synonymous with avant-gar-
de art and the vouge. With the emergence 
of these young artists, contemporary art 
evolved from a high culture that only exist-
ed in artists’ studios, art galleries and 
museums into a topic widely discussed in 
the mass media and among the public. 
Conceptual art and issue-based art came 
to define the general awareness of contem-
porary art, while London established itself 
as an international art centre after Paris 
and New York.

The development of “avant-garde art” was 
gaining traction in the UK at the time. 
Artists who sought to rebel and revolution-
ise art turned to this new creative sphere, 
where they strived to subvert the conserva-
tive local culture. Ku, who was based in 
London, found himself in the epicentre of 
this revolution. As he was keenly aware of 
the changes brought on by this artistic 
movement, Ku never ceased to reflect on 
contemporary culture and knowledge. As 
he saw it, the rise of postmodern art was a 
reaction against conservative forces and 
ideology of the time. The ideology was

inclusive of voices from the fringe, bringing 
to light the sensitivity of individual differ-
ences. It opened up a broader range of 
artistic attitudes and inspired a deeper 
acceptance of diverse values in art. Never-
theless, in the world of “contemporary art”, 
“fine arts” have often been labelled as a 
“bourgeois”, “institutional” and “elitist” 
“grand narrative”. What is overlooked is 
that the aesthetic experience of fine arts 
has always thrived with self-sufficiency, 
collective imagination, emotion, and 
sensory impact, and it possesses a unique 
capacity to foster connections with the 
history of art. It has also resisted the 
oppression of high art in pop culture, a feat 
that cannot be accomplished by political 
work.

Therefore, Ku chose to walk his own path, 
as he has continued to pursue painting as 
his primary medium. He believes the spirit 
of questioning of postmodernism and its 
initial momentum have diminished over 
time, and the postmodern theory of knowl-
edge is no longer sufficient to address the 
complicated issues of contemporary soci-
ety. On the other hand, the destructive 
“cultural industries” have left contemporary 
art in a state of chaos. While one should 
not dismiss the significance and contribu-
tions of postmodernism completely, Ku 
recognises that the art of painting must 
keep its footing amid these currents. If an 
artist embraces postmodernism whole-
heartedly in their creative practice, they will 
fall into the trap of the pursuit of power. 
Painters should stand firm in the face of 
changing trends; they should remain 
devoted to their studies of painting and 
refine their craft through time. It is only then 
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that they can revamp and reelevate their art 
form in the history of art.

The Turn of Abstract Painting—An Explora-
tion of Metaphysical Spirituality

To an artist, painting can be an embodi-
ment of knowledge and legacies that have 
been passed down through the genera-
tions, or it can be a burden that stifles inno-
vation. It comes down to whether an artist 
has the courage to forsake dogmatism and 
the resolve to break new grounds in paint-
ing. Artistic creation should not be hindered 
by the choice of medium. While Ku special-
ises in oil painting, the painter does not limit 
his artistic practice to any particular 
medium or material. Moving beyond the 
confines of figurative painting, Ku has 
unearthed a boundless spiritual realm in his 
abstract paintings.

In the early 1990s, the artist decided to 
forgo the approach of narrative painting 
that he was versed in; he let his mind run 
free to an unknown land where he would 
relearn the metaphysical language. From 
his critique of society during his academy 
period to his spiritual exploration; from his 
criticism of East-West cultural conflicts to 
his probe into human existence, he has 
extended his artistic inquiry to an experi-
mentation with material and technique. It is 
manifested in the powder coating that 
mimics ancient cave paintings, the stencil-
ing that resounds with the wisdom of East-
ern folk art, the Zen-like wabi-sabi created 
by the collision of water-based acrylic and 
oil paint, and the floating symbols, patterns 
and organic substances that lure the viewer 
into a realm where the boundary between 

the self and the world dissolves. From the 
eclectic visual styles and techniques in his 
works, we see Ku’s rigorous pursuit of 
painterly texture in traditional painting, as 
well as his quest to explore new possibili-
ties in art through the use of unorthodox 
painting materials and techniques. Further, 
it is proof that art can transcend the 
conventions of art history without falling 
back on political statements, and artists 
need not adhere to the norms of art history 
by sticking to a particular style in their 
creative practices. While humans have 
always drawn on knowledge to construct 
their perceptions of the world, knowledge 
and civilisation have given rise to prejudice 
and dogmas that dominate human thought. 
Moreover, our imaginations of the world 
are often imprisoned by the structures and 
power produced by knowledge. Material, 
war and technology have been futile in 
uncovering the mysteries of human life; 
rather, they have led us into the depths of 
mundanity. Forsaking the expression of 
existing knowledge, Ku’s “creationism” is 
closer to a state of “not knowing” as the 
artist disregards the rules and laws 
imposed by religion, politics, and history. 
From this state of “not knowing”, Ku resists 
the urge to explain or define any object or 
phenomenon, but rethinks and experienc-
es the nature of objects and phenomena 
from the aesthetic point of view. 

This spiritual awakening elevates the 
artist’s vision to a place of transcendence, 
while Ku’s breakthrough in abstract paint-
ing takes his artistic achievements to new 
heights. While exploring the realm created 
by the artist, the viewer feels a mysterious 
and enormous spiritual power, yet the 
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significance of this power is beyond one’s 
grasp. As Ku exclaims, “Humanity is the 
greatest mystery in the universe. The 
universe reveals itself to us in its naked-
ness, while we have supplanted the mys-
tery of the universe with the mystery of 
ourselves.” To his mind, the harder we try to 
understand the truth, the farther we drift 
away from it. Rather than trying to discern 
the meaning of an artwork, it is preferable 
to try to understand the artist’s thinking and 
acknowledge the insignificance of humans 
in the universe—if we experience his 
aesthetic realm from an authentic percep-
tion, it may bring us closer to transcen-
dence. 
 
Conclusion

The sweeping trends of “globalisation” and 
“diverse values” have led many to think that 
all voices have been vindicated—that there 
has been a new milestone in the quest for 
the “Great Unity”, the notion of “equal 
rights” has become universal truth, and the 
dichotomies between “high art” and “low 
art”, “high culture” and “popular culture”, 
and “consensus” and “dissent” are no 
longer points of contention. In light of the 
world’s political, social, and cultural climate 
today, European and American cultures are 
holding onto their power of discourse in a 
more subtle and shrewd manner. At one 
point, painting was almost marginalised as 
an outdated art form as the power dynamic 
was skewed in the art world. In the face of 
public opinion and external pressures, Ku 
endowed his paintings with his profound 
philosophy and his faith in art, which chal-
lenged the mainstream art scene that 
revolved around political statements and 

social engagements. Since the 1990s, Ku’s 
extraordinary artistic career has borne 
witness to the ups and downs in the art of 
painting; it translates into a personal art 
history that runs parallel to the postmodern 
era. He is opposed to the ideological colo-
nisation by popular culture, and he has 
resisted over-exposure of his works in the 
commercial market over the years. After all, 
the artist’s concerns should lie in where 
and how contemporary painting should fit 
into the broader spectrum of art history, and 
how contemporary painting can contribute 
to the development of art and culture.

Ku’s work is testimony to how the spirit of 
painting has prevailed through history and 
how the art form has evolved through trials. 
His paintings may offer some insights to 
both artists and viewers—perhaps it is only 
by constantly questioning the meaning of 
life that humans can march forward in the 
vastness of the world. Even if the answer is 
beyond our reach, we must never stop pon-
dering the meaning of existence if we are to 
glimpse its mystery.
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+XPDQV�H[LVW�LQ�D�FRPSOH[�DQG�PXOWLIDFHWHG�ZRUOG�WKDW�HYROYHV�ZLWK�WLPH��7KHUH�LV�QRW�
D�VLQJOH�WKHRU\�WKDW�DSSOLHV�WR�UHDOLW\�RQ�D�SHUSHWXDO�EDVLV��&RQVXPHULVP�DQG�FXOWXUDO�
SROLFLHV�RI�FRXQWULHV�DUH�FKDQJHDEOH��DQG�WKH\�KDYH�GHYHORSHG�LQ�WDQGHP�ZLWK�FRQ�
WHPSRUDU\�FXOWXUH��7KH�HPHUJHQFH�RI�SRVWPRGHUQ�DUW�GLG�QRW�XQGHUPLQH�WKH�SRZHU�RI�
FRXQWULHV� DQG� WKH� PDUNHW�� 5DWKHU�� FDSLWDOLVWV� DQG� WKRVH� LQ� SRVLWLRQV� RI� DXWKRULW\�
H[WHQGHG� WKLV� SRZHU� WR� WKH� SROLWLFDO� VSKHUH�� PDNLQJ� VWUDWHJLF� FKDQJHV� WR� WKHLU�
QDWLRQVŇ�FXOWXUDO�SROLFLHV��

:KHQ�QDWLRQDO�FXOWXUDO�LQVWLWXWLRQV��DUW�JDOOHULHV��PXVHXPV�DQG�FROOHFWRUV�ŉLQFRUSRUDW�
HGŊ�SRVWPRGHUQ�DUW��ZKLFK�UHSUHVHQWHG�WKH�TXHVW�ŉUHVLVW�LQFRUSRUDWLRQŊ�LQ�LWV�LQFHS�
WLRQ�� LQWR� WKHLU� FROOHFWLRQV�� 7KLV� DFW� KDV� WUDQVODWHG� LQWR� WKH� ŉLQFRUSRUDWLRQŊ�RI� WKH�
PDVV�RI�SRVWPRGHUQ�DUW�EHOLHYHUV��$V�D�UHVXOW��SRVWPRGHUQ�FXOWXUH��ZKLFK�VHW�RXW�WR�
RSSRVH�DXWKRULW\��WXUQHG�LQWR�DQ�LQVWUXPHQW�IRU�YDULRXV�FRXQWULHV�LQ�WKHLU�VRIW�SRZHU�
ULYDOU\��:KDW�ZDV�RQFH�D�IULQJH�FXOWXUH�EHFDPH�WKH�PDLQVWUHDP��$W�SUHVHQW��(XURSH�
DQG�WKH�86�KDYH�RQFH�DJDLQ�DVVXPHG�WKH�SRZHU�RI�GLVFRXUVH�LQ�WKH�DUW�ZRUOG��ZKLOH�
RWKHU�UHJLRQV�IROORZ�WKH�PRGHOV�RI�:HVWHUQ�FRQWHPSRUDU\�DUW�GHYHORSPHQW��

&RQVHTXHQWO\��.X�UHDOLVHG�WKDW�SRVWPRGHUQ�DUW�H[LVWV�RQO\�WR�OHJLWLPLVH�WKH�KHJHPRQ\�
RI�:HVWHUQ�FXOWXUH��DQG�WKLV�IRUP�RI�OHJLWLPDF\�KDV�IXUWKHU�VWUHQJWKHQHG�WKH�DFFHS�
WDQFH� RI� WKLV� FXOWXUDO� KHJHPRQ\��&DSLWDOLVP� EURNH� LWV� RZQ� GHDGORFN� E\� SURSHOOLQJ�
LWVHOI�WR�WKH�QH[W�SKDVH�RI�GHYHORSPHQW�E\�ŉWDPLQJŊ�SRVWPRGHUQ�DUW��LW�XWLOLVHG�WKH�
FKDUDFWHULVWLFV�RI�SRVWPRGHUQ�FXOWXUH�WR�HQKDQFH�LWVHOI��DQG�WR�GHYHORS�ŉSRSXODU�FXO�
WXUHŊ�DV�ZH�NQRZ�LW�WRGD\��7KH�FULWLFDO�QDWXUH�RI�SRVWPRGHUQ�DUW�KDV�EHFRPH�IXWLOH��
VLQFH�LWV�H[FHVVLYH�PDUNHWLVDWLRQ�KDV�EHHQ�QRUPDOLVHG�
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焗鹹墤  The Yellow Curtain
布面油畫  Oil on Canvas, 150 x 180 cm, 1988
舣㾴嬄֋ᇙz౧ጭय़䋊ԏꗆ蔩݊෈麁螣叨硩萢羬ڜ�cَ萢
Acquired by the Art & Heritage Collections, Robert Gordon University, UK

In an age of accelerated changes, the 
declaration that “Painting is dead” signi-
fies that modernism, which emphasises 
the narrativity of art, has crumbled after 
being the subject of persistent criticism 
under postmodernism over the past 
decades. Designations such as 
“post-war”, “post-80s”, and “post-90s” 
appear to categorise the shifts in individu-
als’ consciousness and mindsets based 
on their age through the times. For 
instance, Jürgen Habermas attempts to 
analyse the turmoil of the 20th century, 
while reexamining possible directions for 
the future and paradigms for reform. The-
odor W. Adorno advocated art as a cata-
lyst to the critique of capitalism and mod-
ernism. Jean Baudrillard expounded on 
the impact of media and big data culture 
on humanity and society. In his book 
Retrotopia, Zygmunt Bauman contends 
that “a better future” is merely an illusion. 
Writer Albert Camus questioned civilisa-
tion in the liminal space between despair 
and hope. Franz Kafka narrated the 
bizarreness of existence in absurd 
expressions. Other reflections including 
Jean-Paul Sartre’s Being and Nothing-
ness, and Italo Calvino’s Invisible Cities… 
These writers and philosophers foresaw 
the coming of an unknown epoch, and 
their thinking predicted a new era of 
modernity and its outcasts. 

6FKRODUV��ZULWHUV�DQG�DUWLVWV�DUH�FULWLFV�
RI� WKHLU� WLPHV�� )UDQFLV� %DFRQ�� $OEHUWR�
*LDFRPHWWL�� DQG� /XFLDQ� )UHXG� ZHUH�
OHDGLQJ�DUWLVWV�ZKRVH�VXEMHFWV�DQG�FUH�
DWLYH�H[SUHVVLRQV�VLJQDOOHG�WKH�HQG�RI�D
VXEYHUWHG�HUD����

6LQFH�WKH�IDOO�RI�UHOLJLRXV�DUW�LQ�WKH���WK�
FHQWXU\�� FXOWXUDO� GLVVHPLQDWLRQ� KDV�
EHHQ�DQ�RQJRLQJ�SKHQRPHQRQ�LQ�VRFL�
HW\�� 3RVWPRGHUQLVP� GHVWUR\HG� DOO�
HVWDEOLVKHG�FXOWXUHV�DQG�FLYLOLVDWLRQV��LW�
KDOWHG�KXPDQLW\ŇV�GHVLUH� IRU��DQG�SXU�
VXLW�RI��FXOWXUHV�DQG�FLYLOLVDWLRQV��

7KH�PLOOHQQLDOV�DQG�WKH�*HQ�=�PD\�QRW�
KDYH�D�GHHS�XQGHUVWDQGLQJ�RI�PRGHUQ�
LVP�DQG�DQWL�PRGHUQLVP��DQG�WKH\� OLYH�
LQ� D� WLPH� RI� XQFHUWDLQW\�� QLKLOLVP�� DQG�
HPSWLQHVV�� 5RODQG� %DUWKHV� DQG� 6XVDQ�
6RQWDJ�KDYH�SHUKDSV�KDG�D�PRUH�GLUHFW�
LPSDFW�RQ�WKH�QHZ�JHQHUDWLRQ��RU�SHU�
KDSV� ZH� KDYH� IXOƉOOHG� VRPH� RI� WKH�
SURSKHFLHV� IURP� WKH� SDVWńEXW� WKHLU�
WKHRUHWLFDO� VWDQGSRLQW� LV� QRW� ZLWKRXW�
FRQWURYHUVLHV�

+XPDQ� FLYLOLVDWLRQ� KDV� SURJUHVVHG�
WKURXJK� FRQƊLFWV� DQG� RSSRVLWLRQV��:H�
KDYH� VHHQ� PDQ\� UHLQFDUQDWLRQV� RI� DUW�
PRYHPHQWV� WKURXJKRXW� KLVWRU\�� WKH�
5HQDLVVDQFH� JDYH� ULVH� WR� %DURTXH� DUW

$UWLVWŇV�1RWH
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EHFDXVH�RI� WKH�FULWLTXH�RI�0DQQHULVP��
5RPDQWLFLVP�GULIWHG�DZD\�IURP�WKHRF�
UDF\� DQG� PRYHG� WRZDUGV� KXPDQLVWLF�
WKLQNLQJ��DQG�,PSUHVVLRQLVP�FDVW�D�QHZ�
OLJKW�RQ�WKH�PHDQLQJ�RI�UHDOLW\�LQ�FODVVL�
FDO� DUW�� 7KURXJKRXW� WKH� PRGHUQLVDWLRQ�
RI� WKH�(DVW��ZH�IROORZHG�:HVWHUQ� WUD�
MHFWRULHV��DQG�GLG�QRW�GDUH�WR�VWUD\�IURP�
LW�� 7KH� FXOWXUDO� IUDJPHQWDWLRQ� FUHDWHG�
E\�SRVWPRGHUQLVP�KDV�OHG�WR�WKH�FUXP�
EOLQJ� RI� IDLWK�� LQGLYLGXDOV� H[LVW� OLNH�
ŉURRWOHVVŊ� HQWLWLHV� LQ� WKH� UXLQV� DQG�
ZLWKRXW� D� VSLULWXDO� DQFKRU�� :H� KDYH�
EHFRPH� DFFXVWRPHG� WR� WKH� ZD\� RXU�
VSLULWV� DUH� EXULHG� LQ� DQ� LGHRORJLFDO�
ZDVWHODQG�LQ�WKH�:HVWHUQ�ZRUOG��DQG�QR�
RQH� ZDQWV� WR� FRQIURQW� WKLV� PDWWHU�
KHDG�RQ��7KLV�EULQJV�XV�WR�D�ZDWHUVKHG�
PRPHQW�RI�KLVWRU\�� OLYLQJ� LQ�D�VWDWH�RI�
VKDWWHUHG� NQRZOHGJH�� ZH� PXVW� EUHDN�
DZD\�IURP�GHSHQGHQF\��DEDQGRQ�F\QL�
FLVP� LQ� IDYRXU� RI� FUHDWLRQ�� DQG� UHIXWH�
VXERUGLQDWLRQ� LQ� RUGHU� WR� DFKLHYH�
DXWRQRP\��7KLV�LV�KRZ�ZH�FRXOG�UHFRQ�
VWUXFW� WKH� FXOWXUDO� IRXQGDWLRQ� RI� RXU�
VHOYHV��DQG�LW�LV�WKH�RQO\�ZD\�IRU�XV�WR�
EUHDN� IUHH� IURP� WKH� UXLQV� RI� WXUEXOHQW�
WLPHV��

,GHRORJ\� QR� ORQJHU� LV� WKH� IRFXV� LQ� WKH�
SRVW�SRVWPRGHUQ�DJH��)URP�WKH�DQWLT�
XLWLHV� WR� PRGHUQ� WLPHV�� DQG� EHWZHHQ�
(DVWHUQ�DQG�:HVWHUQ�FXOWXUHV��WKH�H[LV�
WHQWLDO� FRQVFLRXVQHVV� RI� KXPDQV� KDV�
DOZD\V� EHHQ� DQ� LQGLYLGXDO� H[SHULHQFH�
WKDW� WUDQVFHQGV� WLPH� DQG� ERUGHUV��0\�
ZRUN� LV� DNLQ� WR� UHLQFDUQDWLRQ�� LW� ORRNV�
EDFN�DW�HYHU\WKLQJ�WKDW�KDV�KDSSHQHG��
ZLWKRXW�DQ\�FRQWHQWLRQ��7KH�VSHFWUH�RI�
SRVW�SRVWPRGHUQLVP� LV� DOLYH� LQ� LWV�

GHDWK�� LW� ƊRDWV� OLNH� D� GHFHQWUDOLVHG�
HQWLW\��ZHLJKWOHVV�DQG�IUHH��DV�LW�FRPHV�
WR� OLIH� LQ� WKH�H[LVWHQWLDO�FRQVFLRXVQHVV�
RI� SRVW�SRVWPRGHUQLVP�� ,W� HYRNHV� WKH�
ŉ3DLQWLQJ� RI� 5HYHUEHUDWLRQŊ�� ZKLFK� LV�
WKH�WKHPH�RI�WKLV�VROR�H[KLELWLRQ��

&KULVWRSKHU�.X�����
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ܻᰀว猟�3DLQWLQJ�RI�D�/DQGVFDSH��2LO�RQ�FDQYDV�૲ᶎရ向�����[�����FP������
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4物̽ࣁ蝅哼爤괯向̾疻薩Ӿ牧፡֦ک犋靦
向֢᮷螀አکᔇ制䂍괒牧蝡圵ᇔාࣁӞ膢
ရ向獺֢Ӿ穉斃耶憎牧傶֜괡ํ蝡Զ琲手"�

$物ࣁ獺֢䦒牧౯㮉૪犋ݑᇔා褖ګ牧ইፘ
ᇆ牏袅猟牏窾ݳড়꘨牧綍ᛗ箛ꗇ牏矎အᇔ
牏毣誧牏碲恝牏㵕ᇔŏŏࢩྌᇔා૪犋ٚ
ฎ吚դ獺֢ጱڹ൉牧ᘒฎ憙Ԓ蔭螈獉਻ฎ
玽ꖥꖮᇔා螀አୌ缏Ӟ㮆ꔢ憙憽承ह牧ᘒ
磧᯿ᥝጱฎ֢ߝꖮ稲ݥ౲吚ӥ෈麁ጱ޷䛑
ጱᔇ制ک螀አߝ䌘ᆙ牐蝡ེ疻薩Ӿ牧֢޾
ᇔා碪覍䩚ො阑覍ᥜොጱ㯽妞ড়๭牧֕ਙ
ྋྋ傶㯽妞ਯ℅޾ရ向૲疻樄ԧ䌘扖牐獺
֢㪔覍Ӟਧᥝℂᥜො蕕ꖙꗆ蔩牧౲ฎ䩚ො
匍դ࿜ू疨ತ统Ꮘ牧౯琲手犥ᔇ制向揢蝢
၏ᑩ向ک吚դ獺֢ᇔාጱݢꖥ牧ᘒ犋ᛔ褖
ꔣ㮆獨瑿ऒ෈麁牧ꔢᇔාጱ手涢戣䋿ꗆ蔩
௏姘ݢ犥䱥᪜Ӿᥜݘ犡෈麁牧ྋই࿜ू޾
ရ୸᮷ฎℂ稲ݥ蚎ک吚դ牧Ֆꕍ螕አꔣ匍
犡ᐒ괡Ӟ䰬牐

4物֕፡㬵֦眤岉蚕ጱ㪔犋ྊꔣᇔාӤጱ
䛑አ牧ࣁ఺虡޾ದဩොᶎ牧䩚ො箓ܦ牏ۄ
℅牏櫕ࡅ霎ໜ蝡ԶӾ㾴࿆樌ꗆ蔩䌘֦ጱ獺
֢ํ֜୽段牫֦藨傶࿆樌ꗆ蔩ݢ犥硯ꖙک
ṛ褷ꗆ蔩吚Ӿ㻟牫

$物ݘ䦒၏ᑩ向ጱ獺֢氂๭絑媅茐吚䦒Ո㮉
ጱኞၚ絑ह牧吚դꗆ蔩犖犋ֺक़瑿ݍ碸ԧ
Ո䌘吚դ絑हጱ藨Ꭳ牐ℂꗆ蔩承᥺Ӿ蔭螈
吚դ௔ጱ捍氂牧ꗆ蔩犋ٚੴ褖ꔣ䦒դጱڊ
఺挷୵ꔍ牧ݱ圵捍氂۱ೡ稲ݥ牏ᐒ괡䋊牏
ᑀ䋊牏߽䋊牏ஞቘ䋊牧婦ᘒ᥺ԏ獡ฎՈ෈
䋊ᑀಅ橕ဳጱ牧᮷ݢ౮傶獺֢覄眤ᘒᤩ咳
യ牐괟妿牧Ӿ㾴ۄ℅ꗆ蔩୽段ԧ૬ۡ嬄zꕤ
�޾ᔱے Կڥz泷茯ේ牪෭๜఺ว雮咳ԧܦ
虡窔Ӿظ၎盓z芛ٖጱ縌荳羬޾ڜ෈祜z祋
ṛ牪ल爤仼֋ڥ��୛๔ꡊ爤ظ苟௮ᒵ㳷ℂ䩚ො
괝ဩӾತک覄眤ŏŏ匍դԆ嬝಩䩚ො෈麁
೭ӥ֢傶覄眤ဣრ牧ᘒӾ㾴ꗆ蔩疑݈ํ玽

ቊ憙蝡Զ霒ԋꔷ㯽ጱ๜ࢿ෈麁ޫ牫ۄ℅牏
箓ܦ蝡Զૡꗆ妿ଉᤩय़唰ਧ໒傶Ӿ㾴蝢ח
࿆樌㯽妞ᘒྊꔣྌ犖牧֕౯藨傶෈麁虡监
茐Ӟ㮆瑿ො࿆޾碢ጱ狕訅牧಩Ӿ㾴࿆樌ꗆ
蔩硯ک઻ṛꗆ蔩ጱ໒ੴӥ牧蝡Զ瑿ऒེ෈
麁Ֆݢ妿ኧꗆ蔩ꔩቘᘒ虋괔ṛ褷牐̿褷̀
ꖮ̿̀ח፡犲䌘缏ᘒ犋ፘ਻牧֕಩蝡獋圵
悳统ጱزᔰ㪔ꖙ牧ݍᘒ괡虏向֢虋괔ๅᘔ
Ո疨ޱ牐聅䋊妿ଉᤩਡय़ጱቘ盢ಅവ㵕牧
؇唰ጱꗆ蔩疑ጱ獺֢ஃஃฎڊ犡Ӿक़ݘ֕
櫝Ԇꔷ疛聅ጱ牐

4物悳统牏᎟緾ጱزᔰ֦ࣁጱ向֢Ӿ妿ଉ犥
犋ݶᶎᨩڊ匍牧盄ग़薪唰䌘֦向֢Ӿଉ憎
ጱᒧ嘨޾懿蒈眤ک碪ꔢ॰݈犋薹牐蝡Զᒧ
蒈ࣁ౯㮉෭ଉኞၚӾ覍ଉฦꗳ牧֕ڊ匍ࣁ
֦ጱ獺֢Ӿ犲Ԓํݚಅ瞲牫

$物ᒧ蒈ฎӮ樌Ԫᇔ妿螂夹麁஍叨ኞ牧ࣁՈ
气ጱ传蝢螂纷Ӿᤩ㯽螏牧౯㮉传蝢ጱच器
ฎୌचꔣ懿蒈ᒧ嘨羬妞ꖤ஍ጱ憒㳷牏奾䯤
羬妞ইګӞ㮆ํ୵ጱ꘨ࣁጱቘ薹牧ݶو޾
敋ᒊ牏။ಋ樌牏ݱ圵ول䁰ಅ牧犥݊Ꭳ挷
羬妞ই괚䋊牏ᇔቘ牏麁䋊牧Ո㮉ๅ櫝犋樄
ᒧ蒈ጱ螀አ牧ᘒᒧ蒈ࣁ匍䋿ኞၚӾๅฎӞ
圵穉霎猟ๅ䔶ᘒํێጱ蔭螈ොୗ牐� ᒧ嘨牏
䰤扮牏虡监瞲ݻ౯㮉మᥝک螈ጱ瑿ො牧玽
㳷Ո䌔ꗭ०ꔣ犋ꖥഩൎጱว丆݊Ꭳ挷Ӿ牐

ᐒࣁฎ牧ᒧ蒈㪔犋ꖥ雍獊瑿矟蝄Ӟ獥牧ݢ
괡匍虡牏妿ꕆၚ㵕牏㰷꧊羬妞Ӿ牧ک괷ฎ
匍虡ꖮꕰ䋿牏ੴ蟂ꖮ獊꘨牏ቘ抷ꖮ妿涢ԏ
樌ጱ苽癩牧ࢩྌ䔡扒牏᎟緾牏獋櫞ฎ篷괷
犋ࣁጱ牐ࣁ獺֢Ӿ牧犤౯茐ꗭጱ牧ྋྋฎ
蝡Զᒧ嘨޾懿蒈ጱ褲嬝޾ꗭ௏牐ࣁ಩ݱ圵
ᒧ嘨્蝱ꗆ蔩괷हጱٚ匍螂纷Ӿ牧ᒧ蒈޾
䌘䛑ᇔ樌妃䌘ጱ䌘䛑橕狌ꘊܨᤩᏈ瓥牧Ӟ
㮆篷و挷ጱ霎୵牧ࣁ匍䋿Ӿ䌘传蝢ฎ篷硳
ጱ牧֕ࣁꗆ蔩Ӿ牧蝡Զ篷犥ݷ制ጱ霎୵㶴
ꖥ叨ኞ聅眤牐螂ஃ౯ࣁ向֢Ӿ琲手Ꮘ薹ᒧ

ꖮᨕ硵ญ我藳
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蒈夹ਧח౮ጱአꗯۑ޾ꖥ牧㪔䌔ԏ旉麁傶
聅䋊زᔰ牧蝚螂ꗙଶᒧ蒈ݱࣁ圵承हӾಅ
叨ኞጱྏ嬝牧犥䌘Ԫᇔጱਧ嬝֢ݍڊ௏牐
౯㮉狅蚅ᒧ蒈藨挷Ӯኴጱݶ䦒牧犖犋ᛔ憽
ᤩᒧ蒈꘨羬୵౮ጱ稗ێᇑࢯ牧蝡ٌ䋿猟Ӟ
಩禪瞲֘Ոጱᚊꔮ膢ูێ牧֕Ոฎ玽஠殾
礬硁꘨ګဩ㳷藨挷Ӯኴ牫犖战ํݝꗆ蔩௏
姘ꖥ傶Ո൉׀獨ጱꗷ䢔牐ֺইਁ܈ຝᒧ蒈
盄ᛔꕍ괡犤Ո肥మ̽ک肜妿̾ꔢ夹Ӿ肍坋
氥ꕍ蚤ਁ܈౯向֢Ӿጱࣁ櫞ጱԪꗦ牧֕ݑ
ਤ硽硲Ԫ䷱ํꕭ矑肥媒牧蝡ܨꖮՈฦꗳو
挷޾ଉꔍਂࣁ苽癩牐ኧꔣ梊ꖙጱᒧ蒈ࣁ向
֢Ӿ瞲ݻ๚Ꭳ牧吚Ո犋ꖥቘಅ吚ꕍ瑿犥ଉ
挷괷ቘ蝡Զ䔡扒牏᎟緾ጱੴᶎ牧媣ᘒᵅ獈
ꗭ௏ጱ制ꔍ牧薪ᘏܨ襑硯䬤犥碪ํᎣ挷݄
ቘ薹聅牧蝡ྋฎ樄雮ฬ眻ԏ槹ጱ瓼秚牐

4物犖战᩻᩼憙ᰀ犥क़ጱԪᇔ಍ๅ傶橕棎
牐ٚ薪搕֦蜱๗ጱ獺֢牧螂ஃ麁䋊ᒧ蒈牏
碲恝霎ໜ牏櫕ࡅ牏䰽礬蝡Զݢᤩ蜣挷ጱ୵
꘨犖侅侅ၾ०ԧ牧向ᶎಅ珊匍ጱ憙憽硳ຎ
穉螂ஃ虋괔ๅሱ蒅牏ꔉᙀ牧ᘒӬش笕囜఺
牐蝡݈ฎӞ㮆ெ䰬ጱᄍ虋螂纷牫

$物ইݶӞ㮆Ոጱ౮裾螂纷牧ݶ䰬ጱԪᇔ괡
ᛔ૩ጱ౮裾ᘒํಅ硬虋牐෱๗ฎℂ䌃䋿ࢩ
Ԇ嬝樄ত牧ᘒ麁䋊ᒧ蒈౲ฎ碲恝牏櫕ࡅᒵ
霎ໜฎ脒櫝୵꘨݊䋿ᇔጱ螂纷牧犖ฎ蝱Ӟ
ྍ݄ቘ薹Ԫᇔጱොୗ౲ꔍଶ牐֕Ո準ํమ
ጱฎ牧౯㮉፡犋憎ጱ䩚ᥜ㪔犋ᒵꔣਙ㮉ک
犋ਂࣁ牧褲ᘒ犋憎ጱԪᇔݍᘒ螐穉౯㮉ꖥ
፡憎ጱਡय़牧犖䌘Ո气෈กጱ咳疻ๅٍ୽
段ێ牧疰猟౯㮉಩࿜瞥薹傶麁䋊زᔰ牧֕
మ窼Ӟ괒牧࿜ٌ䋿穉蝡Զ麁䋊زᔰጱਧ嬝
螐螐㬵괔ๅ霥ᑃ牐

傶ࢩ蜱๗獺֢Ӿ牧蝡Զᒧ蒈ጱၾ०牧ฎࣁ
吚౯㮉琲手݄ቘ薹ኞ޸犥݊ਂࣁጱ఺嬝䦒
牧౯㮉ஃஃ狅蚅匍ํጱᎣ挷݄ቘ薹ਜਦጱ
霥ᑃ牧ᘒ؍ꕍᘒ౮ጱኞ޸ইݶᤩՈૡ਀ᙙ

傶觻ා㬵რ犥݊ࢩ㬵ጱᇍᗤ牧粧㮉犋괡ڊ
瑻갤ᘒ괔Ꭳਂࣁጱܻࢩ牐ℂਤ硽ጱ䌘缏ᶎ
Ӿ牧౯㮉㻌ℂמꖮ犋מ樌篷ဩቘ薹ኞਂ޸
ጱܻኧ牧犥ာ筢ጱᎣ挷֢傶ૡٍ㪔犋ꖥࣁ
玽ਧӞํࠔӞ㮆๚Ꭳጱਜਦ疨ꔴᒼໜ牧ݻ
獥匍ํጱᎣ挷牧玽ਧ؃戔௔ጱവ抷牧ࣁӞ
獥ᤩ矑羳ݶ䦒ᤩ玽ਧጱ螂纷Ӿ牧౯㮉তꖥ
ℂԆ薪꘨羬݄䲒憙๚Ꭳጱਮ薪ਂࣁ఺挷牐

4物ಅ犥֦ጱ̽承఺䯤ꗰ羬ߝ֢̾ڜ犲Ԓ犖
傶̿咳യ๚Ꭳ̀ᘒ虋괔ๅꘊ秚牏ๅು虡ࢩ
牧蝡犖ฎ玲դᒧ蒈霎ໜጱ᯿ᥝ琲手㻟牫

$物ࣁ獺֢ጱ螂纷Ӿ牧螂ଶᔜ嘦牏ڰ఺ጱ඙
矒ݝ괡癲㬵ݍ硳ຎ牧ׯ犋ইꗷ䢔硯ಋ牧螕
ଶ虏఺क़Օ獈獺֢牧᯿ꔢᘍ戣聅ጱਂࣁ牧
蝡犖ฎݢ矒ጱ執藉狶犋کጱ緹讨牐ํ獨ꔣ
ရ୸氅ා޾矒ጱ向執牧ྯӞ괒࿜௔Ӱ篚ݢ
犥ׯ牏ꔷ牏ڨጱದဩ୵౮犋ݑ矒ጱꔷ㵕綫
ꗦ牧篷ဩ毆ᓒጱ憙憽硳ຎꖮ笤犋妿ஞ牏篷
఺挷ጱ緹괯ਠ獊犋ݶ牧౯碞疻獺఺ڣ޾䥁
ጱ绚樌ࣁꔣ牧ই֜ࣁӞ괒݈Ӟ괒氅ා虋㵕
犋੷ጱԦ倀硳ຎ樌ڣਧ向֢ฎ玽ਠ౮牧౲
ฎ扗ٚ侙ꕊݚӞ圵氅ා牧౲ฎٚڨӞڏ牧
౲ฎ㰆㯎向૲虏氅ාꔷ㵕牧蝡Զڣ䥁᮷襑
妿螂ꗆ蔩疛聅ጱ懯ᓒ牧౯አᛔ૩ጱ聅䋊ڣ
䥁஄๐牏಩ሻ蝡Զꘊ秚硳ຎ牧ݝฎ蝡圵懯
ᓒ޾矒ګ㪔犋咳ኞ̿ࣁ向̀ጱ螂纷Ӿ牧ᘒ
ฎڊᛔӞ圵禊ሲጱ矒ګ牐禊ሲ㬵რꔣמ௳
ጱ耬०牧ํ硳מ௳᩼ग़牧䌘຤ӞԪկ咳ኞ
ጱ಩ൎଶҁ禊ሲ҂疰᩼य़牧ꕭᛗ̿஠ꕍ咳
ኞ̀牧矎ᴻ蝡圵஠ꕍ௔୚覿౯ک螈Ӟ㮆ꔢ
ጱ獺֢覿ऒ牧౯犖ࣁ蝡Զ犋ݢ毆ڣጱ秇괭
௔Ӿ侅侅獺ꗰڊӞ圵獉ࣁ秚޾ګ憒஌牧ࣁ
蝡愊牧ꘊ秚޾犋ꘊ秚ٌ䋿㪔犋ፘఅ牧ਙ㮉
吚ጱ֖ꖙ௴ٌکᛔತݱӾݳ䁰ݶ犋ࣁฎݝ
咳䠁֢አ牐

向֢Ӿጱ窾ꔵ制ꔍ犋ฎꖑ羅ጱꘊ秚牧向૲
剔ੜጱꗹኴ虏౯㮉藮藨傶蝡Զݝฎ؍ꕍ硳
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ຎ牧፡犲犨఺咳䠁ጱ聅牧ꖤ஍ٌ䋿ਂࣁӞ
㮆ๅਡय़ጱێᰁ㷢ꖮٌӾ牧蝡圵ێ犖绝ꔨ
㮆䦒๗ጱ獺֢觓໒Ӿ牐ݱ౯ࣁ

4物ℂ֦䋊ᴺ䦒๗ک蜱๗֢ߝጱ徵虋螂纷
Ӿ牧֦ጱ觓໒穉蚏ꗆ蔩ݥӤ౯㮉藨挷ጱ犨
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Q: In your exhibition, “Painting of Reverber-
ation”, I see that powder coating features in 
many of your paintings. It is a relatively rare 
material to be used in oil painting. How did 
you arrive to this experimental style?

A: When we make art, we are no longer 
limited by the choice of medium or material, 
and it can be anything from photography, 
video, mixed media, gunpowder, excre-
ment, hair, to insects and animals… In this 
sense, material is no longer the focus in 
contemporary art. The key question is 
whether the content of the work and the 
chosen materials come together to create a 
new visual context, with a focus on the 
echoes and contrast between the work and 
history or the culture it is situated in. In this 
exhibition, the powder I use is not a tradi-
tional medium from the East or West, but it 
opens up a dialogue between traditional 
xuan paper and canvas. This shows that an 
artist does not necessarily have to look for 
breakthroughs from working with Western 
art installation or Eastern ink painting. I 
hope to use my powder paintings to explore 
the possibilities of application of cave paint-
ing in contemporary art, without limiting 
myself to any regional culture. This experi-
ment with a new material is proof that artis-
tic thinking can traverse ancient and 
modern cultures of the East and West, just 
as ink painting and oil painting have existed 
throughout history and are still relevant 
today.

Q: But it seems like you are interested in 
more than just the application of materials. 
In what ways has your work been inspired 
by Chinese folk arts such as Eastern 

stencil, paper cutting, and the Double
Happiness pattern in terms of imagery and  
technique? Do you believe folk art has a 
place in high art?

A: The themes of ancient cave paintings 
revolved around the living environments of 
people at the time, while contemporary art 
reflects our perceptions of the world today. 
Art is no longer bound to the ideology of its 
time, while we see expressions of contem-
porary issues through the language of art. 
That is to say that creative inspiration can 
be drawn from a variety of subjects of the 
humanities, such as history, sociology, 
science, philosophy, and psychology. In 
the past, Chinese paper cutting influenced 
Pablo Picasso and Henri Matisse; Japa-
nese imagery inspired the works of the 
impressionists such as Vincent van Gogh 
and Claude Monet’s water lily series, and 
Eastern calligraphy influenced artists such 
as Cy Twombly and Franz Kline. Eastern 
culture was a source of inspiration for mod-
ernism. Do Chinese artists cherish these 
long-standing cultures?

In China, paper cutting, stenciling, and 
other crafts are often narrowly defined as 
folk traditions, but I believe that culture 
represents the disposition of a region and 
its people. If we situate Chinese folk arts in 
high art, I believe these regional cultures 
can be refined through this artistic conver-
gence. Although the ideas of “elegance” 
and “kitsch” may seem dialectically 
opposed to each other, the juxtaposition of 
these two conflicting elements adds to a 
painting’s intrigue. The development of 
aesthetics is often driven by grand ideas, 

A Conversation with Christopher Ku

89



yet the great works of art from different eras 
and cultures have tended to depart from 
conventional aesthetics.

Q: Conflicting and contradicting elements 
feature prominently in different guises in 
your paintings. Many viewers are intrigued 
and perplexed by the recurrent notations 
and symbols in your work. These symbols 
are commonly seen in our daily lives, yet 
they seem to take on a different meaning in 
your art.

A: Symbols are created by the reduction of 
meaning, and they are disseminated 
through human communication. The foun-
dation of our communication is built on the 
rules and structures of systems of symbols 
and our collective understanding of them. 
Therefore, our lives are bound to the use of 
symbols, as they make more effective 
expressions of ideas than images in real 
life. This is especially true when we are 
dealing with physical systems such as bus 
stops, washrooms, and other public 
venues, as well as knowledge systems 
including mathematics, physics, and chem-
istry. Codes, signs, and symbols direct us 
to where we want to go. Otherwise, we will 
be lost in situations and knowledge that lie 
beyond our grasp.

However, symbols are not comprehensive 
representations of things. There are gaps 
between phenomenon and reality, partial 
and total, theory and experience in our 
society, economic operations, and value 
systems, which result in paradoxes, contra-
dictions, and dilemmas. It is the hidden 
meanings and myths surrounding these 

codes and signs that fascinate me. In the 
embedding of codes into artistic contexts 
and their representations, the absolute 
correlation between symbols and their 
counterparts is disrupted. In reality, graph-
ics whose meanings are not defined by 
general consensus are ineffectual for com-
munication; yet, in art, these forms could 
evoke a sense of aesthetic beauty. In the 
past, I attempted to decipher the conven-
tional uses and functions of symbols and 
transform them into aesthetic elements. In 
combing through the ambiguity of symbols 
in different circumstances, we reflect on 
the definition of things. 

While we rely on symbols to understand 
the world, we are also unconsciously 
imprisoned by the power that symbols 
have over us. It is as violent as pointing a 
gun at someone from behind their back. 
But is it necessary for us to construct our 
understanding of the world according to 
the rules of these systems? Perhaps artis-
tic thought is the only alternative for us. For 
instance, the cross is associated with the 
crucifixion of Jesus in the New Testament 
of the Bible, but the cross in my paintings 
has no direct connection to religious 
themes, and its meaning deviates from the 
general understanding and consensus 
about the symbol. The misplaced symbols 
in my paintings point to the unknown. 
When people are unable to relate to these 
paradoxes and contradictions intuitively, 
they fall into a state of uncertainty. Hence, 
the viewers have to discard their precon-
ceptions of aesthetics, which is key to 
opening a new door to wisdom.

90



Q: Perhaps what is beyond our horizon is 
more crucial. Looking at your recent works, 
I see that tangible shapes that used to 
feature in your paintings, such as chemical 
symbols, insects, Double Happiness, and 
tree roots have gradually disappeared, 
creating a visual impact that feels more 
enigmatic, unrestrained, and Zen-like. 
What is this transformation we are looking 
at?

A:  As with the development of a person, 
some things begin to change as a person 
grows. In the early days, I took realism as a 
starting point. Chemical symbols, insects 
and Double Happiness capture the process 
of disassociating from form and substance, 
and it is an approach or an attitude that one 
adopts in developing a deeper understand-
ing of things. But what eludes most people 
is that just because there are things that we 
cannot see, it does not mean they do not 
exist. In fact, the things we do not see are 
more profound than what we can see, and 
they may have a greater impact on the 
development of human civilisation. A case 
in point: water can be broken down into 
chemical elements, but if you really think 
about it, the mystery of water lies far 
beyond the definitions of chemical 
elements.

These symbols have faded out from my 
recent works because when we try to 
understand life and the meaning of exis-
tence, we often rely on existing knowledge 
to unravel the mysteries of the universe. 
Our lives are happenstances like those of 
artificially bred cattle and sheep, which do 
not understand their existence from the 

source of their feed and the fence around 
them. We cannot comprehend the reason 
for existence by debating the validity of 
religion, just as we cannot find any answer 
about the unknown if we look for it from 
excess knowledge. It is only by refuting all 
existing knowledge and hypotheses, and 
through the process of acceptance and 
negation of things, that we can examine an 
unknown and objective consciousness 
from the vantage points of subjective 
systems.

Q: Your series, “Semantic Construction”, 
appears to gravitate more heavily towards 
the random and the abstract in “unearthing 
the unknown”. Is it also an attempt to 
replace the symbols in your art?

A: In the creative process, an overt empha-
sis on precision and control will have a 
negative impact on the work. We may as 
well let go and allow accidents to take 
place, and reexamine the existence of 
beauty. These are things that cannot be 
achieved with rigid and controlled brush-
work. Unlike controlled brushstrokes, each 
layer of water-based acrylic and oil paint is 
applied with the technique of pouring, flow-
ing, or scraping to create spontaneous 
traces. It is important to differentiate unex-
pected visual effects from mindless paint-
ing or scribbling. My creativity and judge-
ment lies in where I decide if a painting is 
completed when I scrutinise the morphing 
shades of dryness and wetness—whether 
to make a splash using a different kind of 
paint, or to make another scrape, or to tilt 
the canvas to the side to let the paint flow. 
All these judgements are made based on 
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aesthetic considerations. I use my own 
aesthetic judgement to play with these 
unmediated effects, but this kind of thinking 
and control does not happen during the 
“painting” process. Rather, it comes from a 
form of probability control. Probability 
arises from incompleteness of information. 
The more valid information there is, the 
higher the probability of an event occur-
ring—up to the point where it becomes 
“inevitable”. In eliminating this inevitability, I 
enter a new creative space where I gradu-
ally develop rules and formulas that are 
intrinsic to this ambiguity. Randomness and 
certainty are not contradictory in this 
context, but they have different roles and 
functions in different settings.

The chaos in the paintings is not entirely 
random. It is the margins of the canvas that 
lead us to see these effects as accidental. 
There is a greater source of power behind 
this spontaneous manifestation of beauty. It 
is a force that runs through my artistic 
styles from different periods.

Q: There are more significant changes to 
your style from your academy years to your 
recent works than that of any artist in art 
history that we know of. Are you concerned 
that these stylistic shifts might make it 
difficult for viewers to grasp the essence of 
“Christopher Ku”?

A: Aesthetics is an inexplicable perception, 
and the depth of an artist’s understanding 
of aesthetics is demonstrated in their paint-
ings. God does not play dice, while humans 
often find God when rolling a dice. I roll dice 
on the canvas. In the greater scheme of the 

universe, whenever a creative style crysta-
lises, it becomes a narrowly defined repre-
sentation. The poet Adonis once said, “I 
am not yet Adonis, I am becoming Adonis.” 
A person dies as soon as they can clearly 
define who they are. I am not contented 
with the success of any individual style, so 
whenever I have pushed an artistic style to 
its limit, I want to roll the dice again. I want 
to go beyond the realm I have created and 
look for answers in other territories, in a 
quest to break from existing definitions. 
Like Sisyphus in Greek mythology who 
pushes the boulder up the mountain over 
and over again, I subvert myself and 
embrace my free will in a new light through 
these changes to my style. It is akin to the 
scientific search for the order of things: 
each creative style is a transformation of 
different measurements, and each 
approach can only be used for probing into 
one aspect of nature. 

Different aspects may be references for 
one another, but there is no single 
perspective that points to an absolute 
answer. It also resembles a game in which 
a player wins for having the right skills, but 
the winner does not always take it all in the 
real world. In the end, a painting is mean-
ingless; it only speaks to the desires of 
collectors and viewers. Only the artist is 
aware of the abyss of the creative process 
from which wisdom stems. The changes in 
my art may lead me to further explore the 
contours of knowledge and arrive at a 
deeper understanding of life, which is an 
inevitable process of human evolution.
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����� ꗆ蔩羬䋊ॊꕤ䮣疻牧चڥේꗆ蔩䋊ᴺ牧㫎૬ኬ
� ꗆ蔩ଙ疻牧葍໒葦ጳ疑䋊ᴺ牧䙄ӟꯧ
� 䋊ኞꗆ蔩疻牧葍໒葦ጳ疑䋊ᴺ牧䙄ӟꯧ
� 㫎૬ኬꗱଙ疻釭牧㫎૬ኬउ૱向ୁ牧㫎૬ኬ
� 䌃ኞ䋊괡疻釭牧㫎૬ኬउ૱向ୁ牧㫎૬ኬ
� 7KH�1HZ�*HQHUDWLRQ牧&RPSDVV�向ୁ牧໒೉ේ珠
����� ꗆ蔩ଙ疻牧葍໒葦ጳ疑䋊ᴺ牧䙄ӟꯧ
� 䋊ኞꗆ蔩疻牧葍໒葦ጳ疑䋊ᴺ牧䙄ӟꯧ
� 㫎૬ኬꗱଙ疻釭牧㫎૬ኬउ૱向ୁ牧㫎૬ኬ
� 䌃ኞ䋊괡疻釭牧㫎૬ኬउ૱向ୁ牧㫎૬ኬ
� ꗆ蔩ꖮ෈䋊牧࿜ຎ૱䁰向ୁ牧䙄ӟꯧ
� ꗱଙ疻釭牧໒೉ේ珠ꗆ蔩ጳ疑䋊ᴺ牧໒೉ේ珠
����� 5DQN�;HUR[�㾴疑ᔜꗷ癧蝅疻釭牧舣㾴
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ꕝ殻

����� ਞ螈מ괡懯䒍Ԫ率ಅꕝ制牧㮖碄�
����� 㫎૬ኬउ૱ꗱଙ疻釭�Ń�ṛᒵꔭꗛꕝ牧㫎૬ኬ
����� 舣㾴ጳ疑ꗆ蔩䋊ᴺ�Ń�夹ᘆᔂꘕꕝ䋊ᰂ牧㮖碄
����� 㫎૬ኬउ૱ꗱଙ疻釭�Ń�嗴䵸Ꭺရݪلԫᒵꕝ牧㫎૬ኬ
����� 葍໒葦ୌ戔դቘॅ向穉搴�Ń�㱢吖ꕝ牧葍໒葦
葍໒葦ጳ疑䋊ᴺଙ疻�Ń��೉ኬ泷꯮牧葍໒葦
葍໒葦ጳ疑䋊ᴺ䋊ኞ疻�Ń�Ӟᒵ꯮�݊꘵ݴ蝫ᰂꙃ牧葍໒葦

౮缏

���������� ᨕ硵ญ聅蔩記牧ṛᵜ�

秚䯤硩萢

0DUORZ�$UW�&ROOHFWLRQ牧舣㾴
㫎૬ኬጳ疑蠴ᴺ牧㫎૬ኬ
चڥේꗆ蔩䋊ᴺ牧㫎૬ኬ
舣㾴ጳ疑ꗆ蔩䋊ᴺ牧㮖碄�
3,�*URXS�ํ褖ݪل牧㮖碄�
0XVHXP�����牧盓㾴
1DWLRQDO�(OHFWURQLFV�+ROGLQJV�/LPLWHG牧굉჈
0DWHQಡ斪ᐒż�讝૬獧
7KH�1HZ�&XOWXUDO�5HYROXWLRQ�訇皣�ż�㮖碄��֢ߝ裾๗疻ꔣ舣ጳ᪠獥凟ᥜ݊皐ጭꘃړମ�
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1990 Royal College of Art, MA in Painting, London
1988 Gray’s School of Art, BA (Hons) 1st Class in Painting, Aberdeen
1981 College of Commerce, Diploma in Art and Design, Aberdeen 

Solo Exhibitions

2022 Painting of Reverberation (Exhibition Phase 1), Illuminati Fine Art, Hong Kong
 Painting of Reverberation (Exhibition Phase 2), Illuminati Fine Art, Hong Kong
2016 Formosa 101 Art Fair, Taipei
2014 ԫ݈ԫړԏӞAnniversary, KU ART Museum, Kaohsiung 
2012 Early Sketches of Christopher KU, Nexto Contemporary Art, Hong Kong
2011 Between Thoughts and Existence, Blue Lotus Gallery, Hong Kong
 Desire, Extraction - Christopher Ku, KU ART Museum, Kaohsiung 
2008 Christopher Ku Solo Show, Blue Lotus Gallery, Hong Kong
2004 Paintings by Christopher Ku, Hanart TZ Gallery, Hong Kong
 First Institute of Art and Design Gallery, Hong Kong
 Unfinished Project, State-of-the-Arts Gallery, Hong Kong
2003 Beyond Boundaries, Cattle Depot Artist Village, Hong Kong
2001 Time and Being, The Fringe Club - Nokia Gallery, Hong Kong
2000 Chouinard Fine Art, Hong Kong
1998 The Quaker Gallery, London 
1997 Noah’s Art Gallery, Lebanon
1994 Henrietta House Hotel, London 
 Colonnade Walk Shopping Centre, London 
1993 Lochgelly Centre, Scotland
1992 Wine From Paris LTD, Edinburgh 
 Citizens Gallery, Edinburgh 
1989 Aberdeen Royal Infirmary, Aberdeen

Selected Group Exhibitions

2018 Cohesion, Illuminati Fine Art, Hong Kong
2017 Links of Thought, Cheer Bell Gallery, Hong Kong
2015 Critical Existentialism, Hong Kong Visual Arts Centre, Hong Kong
2014 Painted Passion, Hong Kong Visual Arts Centre, Hong Kong
2013 The 1st Edition of Art Macao, Macau
2012 Form, Colour, Line : Contemporary Hong Kong Painting, Koo Ming Kown Exhibition  
 Gallery, Hong Kong Baptist University, Hong Kong
ጱ斪ୄ, Ground Sixteen, Hong Kongڡܻ 2010
2009 Summer Delights, Blue Lotus Gallery, Hong Kong
 Primo Strokes, Ground Sixteen, Hong Kong
 Shore: International Literary and Visual Art Exhibition (organized by Sino Group), Central  

Biography
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 Plaza & OC Gallery, Hong Kong
 Figurative and Abstract, Hong Kong Central Library, Hong Kong
2008  Fine Art Contemplation, Cattle Depot Artist Village, Hong Kong
2005 Your Price - Interact Art Market, Cattle Depot Artist Village, Hong Kong
2004 20 Years of Hanart TZ Gallery, Hong Kong Arts Centre, Hong Kong
 Art is Life, Life is Art, Para Site, Hong Kong
2003 Inseparable, The Gallery of Hong Kong Art School, Hong Kong
 Embracing The New Century -  The 3rd Edition of Chinese Oil Painting Exhibition, The  
 National Art Museum of China, Beijing
2002 A Love of Art, University Museum and Art Gallery, The University of Hong Kong, 
 Hong Kong
 Space Art Ex, Hong Kong Cultural Centre, Hong Kong
 Dancing in the Millennium, Sha Tin Town Hall, Hong Kong
 The Art School Lecturers Exhibition, Pao Galleries - Hong Kong Arts Centre, Hong Kong
 University of Hong Kong Lecturers Exhibition, University Museum and Art Gallery, The  
 University of Hong Kong, Hong Kong
2001 Hong Kong Art Biennial 2001, Hong Kong Museum of Art, Hong Kong
1996 Absolut Secret, Royal College of Art, London
1995 Delfina Studio Open, Delfina Studio Trust (now called Delfina Foundation), London 
1994 The Whitechapel Open, Whitechapel Gallery, London 
1994 Journeys West - British Art Council’s Touring Exhibition, United Kingdom
 Studio Work, Aberdeen City Art Gallery, Aberdeen 
1992 Scottish Society of Art, Royal Scottish Academy, Edinburgh 
1991 Open Shutter, Citizen Studio, Edinburgh
 Aberdeen Annual, Aberdeen City Gallery, Aberdeen
 Paper Work 91, Seagate Gallery, Dundee
1990 Behind the Metal Shutter, Citizens Studio, Edinburgh 
 Contemporary View 1990, Henry Moore Gallery, Royal College of Art, London
 Paper Work 90, Seagate Gallery, Dundee
 Museum 2000, Germany
 Into the Nineties, Mall Galleries, London 
 MA Degree Show, Royal College of Art, London
 Galerie Zur Alten Deutschen Schule, Switzerland
 The International Contemporary Art Fair, Olympia Exhibition Centre, London
 The Decade Ahead, The Scottish Gallery, Edinburgh 
1989 In The City, Young Unknown Gallery, London 
 The 2nd Annual Competition, The Square Gallery, London 
 Art Direction, The Art Directors’ Company LTD, London 
 Galerie Zur Alten Deutschen Schule, Switzerland
1988 BA Degree Show, Gray’s School of Art, Aberdeen
 Annual Exhibition, Royal Scottish Academy, Edinburgh 
 Aberdeen Annual Exhibition, Aberdeen City Gallery, Aberdeen 
1988 Student Annual Exhibition, Royal Scottish Academy, Edinburgh
 Sketch Club Exhibition, Aberdeen City Gallery, Aberdeen
 The New Generation, Compass Gallery, Glasgow 
1987 Annual Exhibition, Royal Scottish Academy, Edinburgh 
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 Aberdeen Annual, Aberdeen City Gallery, Aberdeen 
 Student Annual Exhibition, Royal Scottish Academy, Edinburgh 
 Sketch Club Exhibition, Aberdeen Art Gallery, Aberdeen 
 Art & Literature, Fruitmarket Gallery, Edinburgh
 Royal Glasgow Institute Annual, Glasgow 
1986 Rank Xerox National Selected Touring Exhibition, United Kingdom

Awards

1993 Arthur Andersen LLP Award, London 
1991 Aberdeen Annual Exhibition – Highly Commented, Aberdeen
1990 Royal College of Art – John Milton Scholarship Award, London
1988 Aberdeen Annual Exhibition – Shell Expo Award, Aberdeen
1987 Scottish Development Agency Mural Competition - Runner Up Prize, United Kingdom
1987 Annual Exhibition, Royal Scottish Academy  - Latimer Award, United Kingdom
1987 Student Exhibition, Royal Scottish Academy - First Prize & The Maclaine Watters Gold  
 Medal, United Kingdom

Establish 

2011-2016 KU ART Museum ∙ Kaohsiung ∙ Taiwan

Institute & Corporate Collections

Marlow Art Collection, United Kingdom
Aberdeen Royal Infirmary, Aberdeen
Gray’s School of Art, Aberdeen
Royal College of Art, London
PI Group LTD, London
Museum 2000, Germany
National Electronics Holdings Limited, Hong Kong
Rotary Club of Maten, Lebanon
The New Cultural Revolution Restaurant, London(Work in Permanent Display in King’s Road, 
Chelsea and Camden Town Branch)
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&DWDORJXH�l������,OOXPLQDWL�)LQH�$UW
$OO�ZRUNV�RI�DUW�l������&KULVWRSKHU�.X
$OO�WH[WV�l������&KULVWRSKHU�.X�DQG�,OOXPLQDWL�)LQH�$UW
7H[W�SXEOLVKHG�ZLWK�WKH�SHUPLVVLRQ�RI�WKH�DXWKRUV�RU�
WKHLU�OHJDWHHV

$OO� ULJKW� UHVHUYHG�� 1R� SDUW� RI� WKLV� FDWDORJXH� PD\� EH�
UHSULQWHG�� UHSURGXFHG�RU� WUDQVPLWWHG� LQ�DQ\� IRUPV�RU�E\�
DQ\�PHDQV��HOHFWURQLF�RI�PHFKDQLFDO��QRZ�NQRZ�RU�KHUH�
DIWHU�LQYHQWHG��ZLWKRXW�ZULWWHQ�SHUPLVVLRQ�RI�WKH�SXEOLVKHU�

3URGXFWLRQ��,OOXPLQDWL�)LQH�$UW�
)LUVW�(GLWLRQ������
3ULQWLQJ�5XQ������

3UHIDFH��7DQJ�:LQJ�<LQ��$P\
7H[WV��&KULVWRSKHU�.X�DQG�7DQJ�:LQJ�<LQ��$P\�
7UDQVODWLRQ��7DNDKDVKL�6KRLFKL
7UDQVODWLRQ�&ROODWLRQ��1LFROHWWH�:RQJ�.HL�0LQJ��
&RRUGLQDWLRQ��(ODLQH�&KDQ�
$UWZRUNV�3KRWRV��6WXGLR�RI�&KULVWRSKHU�.X

$GGUHVV��������+ROO\ZRRG�5RDG��&HQWUDO��+RQJ�.RQJ�
7HO�����������������
(PDLO��LQIR#LƉQHDUW�QHW
:HEVLWH��ZZZ�LƉQHDUW�QHW

3XEOLVKHG�LQ�+RQJ�.RQJ
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